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ABSTRACT 

 

I have prepared critical comments on the Concerto para Violão e Pequena Orquestra by 

Heitor Villa-Lobos, based on a comparison of two autograph manuscripts, one copy manuscript, 

and three editions published by Max Eschig. These critical comments were prepared that (1) 

explains variant readings in the primary sources; (2) corrects a number of errors in both the 

sources and in prior published editions; (3) recommends optimal readings for modern 

performance. As part of the document I have presented a history of the Concerto, based on 

original letters and revised literature; and a detailed analysis of the piece.   I also provided a 

transcription for two guitars, with the aim of expanding the rehearsal and performance 

possibilities of the Concerto. 
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I. HISTORY 

 

 Heitor Villa-Lobos (1887–1959) is widely considered to be the greatest Brazilian 

composer, and as Alberto Ginastera affirmed, “We can say without hesitating, Villa-Lobos is one 

of the geniuses of the Americas.”1 His pieces were creative and innovative, with Brazilian 

elements and influences from other cultures and periods joined in a masterful way.  

His works represent a great contribution to the literature of the guitar: this contribution is 

demonstrated not only by the quality of his compositions, but also by the development of writing 

for the guitar, and by the expansion of its technical possibilities. His compositions for guitar have 

been frequently studied, and they are part of the repertoire and discography of the most renowned 

interpreters. These works are an indispensable part of academic formation in Brazilian 

universities and in most universities and conservatories throughout the world. 

Many books, theses, dissertations, and essays contained Villa-Lobos and/or his 

compositions as themes; however, very little has been written about his Concerto for Guitar and 

Small Orchestra. In the few works that can be found with comments concerning this piece, the 

unanimity of opinions regarding the importance of this concerto is noticeable, it being considered 

the synthesis of Villa-Lobos’s guitar works. 

In the 1940s, Villa-Lobos started to present frequently in Europe and in the U.S. From 

this time foreword, the majority of his compositions were commissions, among them his 

Concerto for Guitar and Small Orchestra, which was written at the behest of Andrés Segovia. In 

1939 Segovia had written a letter to Villa-Lobos expressing his desire: “I would really like to 

                                                 
 
1 Alberto Ginastera, “Presença de Villa-Lobos,” Homenagem a Villa-Lobos, Vol. 3 (Rio de Janeiro: 

MEC/Museu Villa-Lobos, 1969), 25. 
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have a piece of yours for a small orchestra and guitar.”2 Besides this letter, in subsequent years 

many other requests were sent asking for a piece for guitar and orchestra.  However, the piece 

was only composed in 1951, which is when Segovia received the manuscript of the so-called 

Fantasia Concertante.3 Judging from the comments sent to Villa-Lobos soon after receiving the 

piece, Segovia was delighted:  

 I didn’t want to write just a few lines, but a long-detailed letter, to let you know 

everything concerning the beautiful Fantasia Concerto. It was a great pleasure to receive 

it. The objections I was going to make regarding the reduction for piano and guitar are 

totally meaningless, owing to your light and careful orchestration. I am no longer afraid 

that the guitar could be hidden. I notice that the tones of different instruments, which 

alternately accompany the guitar, will highlight its unique charming sonority. The 

rhythms will enrich its expressive qualities, sometimes making the same movements, and 

sometimes opposing them. The whole will be very interesting, both musically and 

instrumentally. I take advantage of my spare time, after my daily studies of the programs 

I am going to play, to work little by little on the hard passages, WHICH ARE QUITE 

ABUNDANT...This way everything will be faster.4  

 

At this point the piece was entitled Fantasia Concertante, and the Cadência (cadenza) 

had not yet been composed. According to Turíbio Santos,5 Arminda, Villa-Lobos’ wife, 

advocated for the creation of this Concerto, which can be noticed in this extract from Segovia’s 

letter: “I’m sure she asked you relentlessly to start composing this beautiful piece, and you 

couldn’t resist her persistence as much as the love that the guitar brings to you.  So, I am very 

grateful to you.”6  She would have been responsible for mediating Segovia’s new request for a 

cadenza. This request was made soon after his having watched the premier of Villa-Lobos’s 

                                                 
 
2 Segovia to Villa-Lobos, 24 March 1939. All letters in the Villa-Lobos Museum, Rio de Janeiro, unless 

otherwise indicated. Translations by the present author unless otherwise indicated. A copy of the original is in 

appendix 1. 

 
3 Segovia to Villa-Lobos, 21 August 1951. A copy of the original is in appendix 2. 

 
4 Segovia to Villa-Lobos, 3 October 1951. A copy of the original is in appendix 3.  
 
5  Turíbio Santos was the director of Villa-Lobos Museum. Interview by the present author on 5 May 2008.  

 
6 Segovia to Villa-Lobos, 3 October 1951. A copy of the original is in appendix 3. 
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Concerto for Harp in the U.S., where Segovia concluded that it would not be fair if the harp had 

a cadenza and the guitar didn’t. The premiere of the Concerto for Harp took place in 1953, but 

the first written document that refers to the cadenza is a letter sent by Segovia to Villa-Lobos in 

1955, in which he said: “I have already put your Fantasia with the Cadência on the shelf, so 

everything will be ready for the first fall concerts.” 7 In the same year, the Fantasia Concertante 

together with the Cadência was published by Max Eschig, being entitled Concerto para violão e 

pequena orquestra (Concerto for Guitar and Small Orchestra).  

The premier of the concerto took place on February 6, 1956, in the Houston Music Hall, 

under the baton of the composer, with Segovia as soloist and the Houston Symphony Orchestra. 

According to Arminda, she herself helped Villa-Lobos modify some dynamic signs of the 

orchestral parts, changing what was a “p,” to “pp,” and so on.  This fact can be proven by 

observing the different notation found in the autograph manuscript (guitar and orchestra), and in 

the manuscript copies of the orchestral instruments. These changes were made in order to 

decrease the orchestral intensity because Segovia did not amplify his guitar, claiming it modified 

the timbre, and Villa-Lobos did not want the orchestra to overwhelm the soloist. Arminda said 

that the premiere was not satisfactory because, in order to hear the guitar perfectly, the orchestra 

was sotto voce.8 Indeed, Villa-Lobos advised the use of the microphone for performances of the 

Concerto.  

Hubert Roussel was the music critic for the Houston Post from 1933–1966. The 

following is an excerpt of his review of the concert:  

                                                 
 

7 Segovia to Villa-Lobos, 5 May 1955. A copy of the original is in Appendix 4. 

 
8 Interview held on 5 May 2008. 
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Heitor Villa-Lobos, one of the leading manufacturers of South America, conducted the 

Houston Symphony Orchestra Monday evening in what will probably prove to have been 

one of its historic events. Coffee and the music of Villa-Lobos have been the principal 

exports of Brazil for the past 35 years. They occur in about equal proportions. In Houston 

for the first time, Villa-Lobos, one of history’s most prolific and unfettered creators of 

music, conducted a program of his own works, including the premiere of a guitar 

concerto. This was written for, and had as soloist, the equally renowned Andrés Segovia, 

whose attractiveness undoubtedly did its part in producing an absolute sellout of the 

Music Hall. 

Here, then, before an audience of 3,040 souls, was presented, in one sense, as impressive 

and significant a musical scene as the world of 1956 can afford. One saw two living 

masters of the art, Villa-Lobos, the Brazilian, is 68; Segovia, the Spaniard, 63. One of 

these men has made his bid for a place of importance in the history of creative music. The 

other has brought the art of performing on the classical guitar to a point beyond which 

nothing is left to achieve. 

The audience received them both with displays of respect and admiration such as 

Houston does not often provide. The occasion was thoroughly sensed, make no mistake 

about that. One sat in an atmosphere which was, perhaps, the nearest thing this century 

can offer to the air of those 18th century occasions, now so warmly romanticized, in 

which the ripe musical talents of Germany and Austria stood up to present their art for 

estimate. 

The tendency to indulge in fancies of this kind was encouraged by the physical aspects of 

the men – especially that of Villa-Lobos, who, as I have noted before, bears a striking 

resemblance to the contemporary sketches of the later Beethoven, and to certain 

descriptions of the conducting style of the Master of Bonn. 

The program consisted of four numbers, of which this reviewer was able to hear three, 

the list having been extended by encores. 

Two of the pieces were in forms devised by Villa-Lobos himself during the course of his 

torrential production of music. These items, for full orchestra, were his “Bachianas 

Brasileiras” Number 8, which opened the program, and his “Choros” Number 6, which 

closed it. 

The other big work played was “Erosion,” a tone poem inspired by the Amazon River, 

commissioned two or three years ago by the Louisville Symphony Orchestra, I believe, 

and the guitar concerto, written in 1953. 

The new composition, which returned Segovia to his public in Houston, is a delicate and 

shimmering thing. Like all of the chamber music of Villa-Lobos that I have been able to 

hear, it is beautiful, exquisite in its graces of theme, treatment and coloration, intensely 

lyric, rhythmically inventive, and in general a joy to the ear. 

The scoring is for small orchestra – mostly strings, with oboe, flute, bassoon, and a 

suggestion of brass for the other coloration and weight. The solo instrument is kept in 

quiet voice, except for a point or two of moderate stress, and is given, between the second 

and final movements, an extended solo cadenza which deals richly in ornamentation and 

transmutation of the principal themes. 

Segovia played it, and Villa-Lobos conducted the ensemble, in ways that were quite 

magic and always lovely to hear. The piece is expressive; it is beautiful. If there are faults 
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in it, one of them is its very insistence upon reticence and comparative absence of climax; 

its preference of lyricism to stressful bravura. 9 

 

As discussed above, the Concerto for Guitar and Small Orchestra is considered the 

“synthesis of Villa-Lobos’ guitar writing.”10 This means “for many, this work is the culmination 

of all of the composer’s contributions to the guitar’s repertoire.”11 John Petykula states “this 

piece, which is both an evolution and distillation of 30 years of Villa-Lobos’ ideas, resulted in 

one of the most important guitar concertos.”12 According to Turíbio Santos, “This piece presents 

a new technical equation. The composer undertakes everything in this field, and the result was 

the creation of new procedures.”13Eduardo Meirinhos obseves, “we conceive the Concerto for 

Guitar and Small Orchestra, by Heitor Villa-Lobos, to be a synthesis of technical and musical 

procedures as regards the guitar-specific writing.”14  To emphasize the importance of the piece, 

we have some Villa-Lobos’s reports collected by Turíbio Santos in a 1958 interview:  

When we asked him: maestro, will you still compose for guitar? Villa-Lobos answered 

categorically: no, because I have done everything I could with the instrument. I have 

composed the Prelúdios, Suíte Popular Brasileira, Estudos, Introdução aos Choros, used 

the guitar in chamber music, together with voice, and the Concerto embodies all of 

these.15 

                                                 
 
9 John Patykula, “A Look at the 1956 Premiere of Villa-Lobos Immortal Concerto for Guitar, Performed by 

Andrés Segovia,” Classical Guitar Magazine (Summer 2017): 24-25. 

 
10 Norton Dudeque, História do Violão (Curitiba: editora da UFPR, 1994), 90. 

 
11 Patykula, 23. 

 
12 Ibid. 

  
13 Turíbio Santos, Heitor Villa-Lobos e o Violão (Rio de Janeiro: MEC/DAC – Museu Villa-Lobos, 1975), 

30. 

 
14 Eduardo Meirinhos, “Fontes Manuscritas e Impressa dos 12 Estudos para Violão de Heitor Villa-Lobos” 

(Master’s Thesis, USP, 1997), 20. 

  

 
15 Interview held on 5 May 2008. 
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Before starting the issues regarding the Villa-Lobos’ compositional procedures, it is 

important to understand his different compositional periods. Ricardo Tacuchian divides in four 

periods: 1) Formation, until 1919; 2) Modernist Avant Garde of the Choros, during the 1920s; 3) 

the Bachianas Brasileiras period, 1930-45; 4) the period of Universalism, starting in 1945. 16 

Another kind of division, observing general aspects of Villa-Lobos’ life, is proposed by Lisa 

Peppercorn. She divides in five periods: 1) 1887-1900: childhood and adolescence; 2) 1900-

1915: interacting with popular music composers and interpreters, and performing as a member of 

the orchestra of the Teatro Municipal do Rio; 3) 1915-1930: decision to work definitively with 

classical music; 4) 1930-45: the composer’s influence on musical education through  his 

nomination as “Superintendente da Educação Musical e Artística do Departamento de Educação 

da Prefeitura do Distrito Federal.” 5) starting in 1945: the fame achieved in Europe and United 

States. Paulo de Tarso Salles divides in four periods: 1) Adoption of French and Wagnerian 

models in his initial phase (1900-1917); 2) Transition to freer structures and forms – contact with 

the Parisian atmosphere (1917-1929); 3) Return to Brazil during the revolution of Vargas (1930). 

He incorporated the image that they wanted from him – symbol of the Brazilian; 4) after 1948: 

composing under request and performing in the US and Europe.17 It is possible to observe the 

authors bring different divisions and dates according to their points of view and to what they 

want to show. With these periods in mind, I present a division observing just his works for 

guitar: 1) Suite Popular 1900-1917; 2), Sexteto Místico, Choros n.1, 12 Estudos, Introdução aos 

choros (1917-1929); 3) Prelúdios (1930-1945); 4) Concerto (1945-1959). The Concerto is part 

                                                                                                                                                             
 
16 Ricardo Tacuchian, “Villa-Lobos e Stravinsky,” Revista do Brasil 1 (1988): 101. 

17 Lisa Peppecorn, “The fifteen-year-periods in Villa-Lobos’s life,” Ibero Amerikanisches Archiv (1979): 

179. 
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of his last compositional period, but as stated before, it is a synthesis of his works for the guitar, 

and not just by the use of intertextualities, but also concerning his compositional processes. 

 Regarding the procedures used in the Concerto’s composition, one should mention 

intertextual theory. This terminology was initially used in literature,18 and it refers to the process 

in which there is transposition of one or more sign systems in other work.19 Laurent Jenny states 

that it is the transformation and assimilation of several texts, operated by a centralizing text that 

holds the command of the sense.20 Jenny explains that it is not simply related to the use of an 

image in another context, but it must be extended to a dramatic situation with a network of 

correlations. In music the term collage is used to refer to the superposition of multiple 

quotations. J. Peter Burkholder explains “the term is borrowed from the visual arts, where it 

refers to the act of pasting diverse objects, fragments, or clippings on a background, or to a work 

of art assembled in this manner.”21 For my work I prefer to use the term intertextuality due to the 

comprehensiveness of the term and its relation to the way Villa-Lobos uses other musical texts 

for the composition of the Concerto. The composer utilizes not only quotations, but the entire 

atmosphere of earlier passages, which he then develops into a new section or even new section or 

even an entire movement based on the previous work.     

                                                                                                                                                             
 
18 The creation of the term intertextuality is attributed to Julia Kristeva. She is a Bulgarian-French 

philosopher and literary critic, professor emeritus at the University Paris Diderot.  

 
19 Julia Kristeva, La Rívolution du Langage Poétique (París: Seuil, 1974), 60. 

 
20 Laurent Jenny, “A estratégia da forma” Poetique: Revista de Teoria e Análise Literária 27 (1979): 14. 

 
21 The Grove Dictionary of American Music, 2nd ed., s.v. “Collage”, accessed November 6, 2017, 

http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/subscriber/article/grove/music/A2240547?q=colla

ge&search=quick&pos=2&_start=1#firsthit  

https://en.wikipedia.org/wiki/University_Paris_Diderot
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 The first time Villa-Lobos used the guitar in a composition with orchestra was in 

Introdução aos choros (1929).22 Despite the different periods in which they were composed, 

some intertextual relations can be verified. The first entrance of the guitar in the Concerto takes 

place in the fifth measure, and we can observe a remarkable similarity to the first guitar entry in 

the Introducão aos Choros (figures 1.1 and 1.2). The first six notes in an ascending arpeggio and 

the dynamic indication are the same, differing only in the rhythmic figures and the metric 

accentuation which are thetic and anacrústic respectively. In this passage, the guitar is being 

presented with its most frequent tuning, where the open strings are based in intervals of fourth 

(E-A-D-G), only a third (G-B), and again a fourth (B-E). In this case, Villa-Lobos extracts 

compositional elements from characteristics and technical possibilities of the guitar. This can be 

observed in almost all his works for the instrument. 

 

Figure 1. 1 : Concerto 

 

Figure 1. 2 : Introdução aos Choros. 

                                                 
 

22 With the Choros No. 1, composed in 1920, Villa-Lobos begins a series of 16 Choros. According 

Adhemar Nobrega this series represents a new form of composition, in which the different aspects of indigenous and 

popular Brazilian music are synthesized. Adhemar Nobrega, Os Choros de Villa-Lobos (Rio de Janeiro: MEC/DAC 

Museu Villa-Lobos, 1974), 9. The first was written for solo guitar, and the instrument will not appear again in the 

series. In subsequent Choros, there is a progressive increase on the instrumental effective and complexity of the 

pieces. After the completion of the Choros (1920-1928), Villa-Lobos wrote in 1929, an introduction for the series 

called Introducão aos Choros, in which the guitar figures as one of the instruments. 
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Another set of works that are related to the Concerto through intertextuality and other 

compositional procedures are the Cinco Prelúdios.23 As an example, we can mention the 

measures 246-247 of the Concerto, and comparing them with measures 20-21 of the Prelúdio 4. 

In both cases we have the same left-hand position, which, while maintaining the same fingerings, 

slide by the scale of the guitar, characterizing a translational symmetry with respect to the 

position of the fingers. Such symmetry is broken only by the presence of a B, performed with 

open string, which acts as pedal note. The right hand also shows, in both cases, the same 

fingerings. It is possible to observe the prime form24 is the same for each chord and what he does 

is an operation by transposition to go to the next chord. 

           T          +3                 +2                +1               -1              +3 

                                      
  PF: (036)         (036)              (036)          (036)             (036)       (036)    Pedal- B 

Figure 2. 1: Concerto (mm. 246-247). 

          T      -1           +2            +2          +1           -3          +1          -3 

 
            PF (036)      (036)       (036)      (036)     (036)      (036)      (036)     (036)   Pedal- B 
Figure 2. 2: Prelúdio 4 (mm. 20-21). 

                                                 
 

23 The Prelúdios were composed in 1940 and dedicated to Arminda (her nickname was Mindinha), second 

wife of Villa-Lobos. According to the composer, there were six Prelúdios, but the sixth would be lost.  Five remain: 

Prelúdio No. 1, an homage to the Brazilian peasant; Prelúdio No. 2, an homage to the scoundrel from  Rio de 

Janeiro; Prelúdio No. 3, an homage to J.S. Bach; Prelúdio No. 4, an homage to the Brazilian Indians; Prelúdio No 5, 

an homage to the social life. Such works are considered by Santos as musical portraits of a people from a country 

where deep Brazilian feelings can be glimpsed. Santos, Heitor Villa-Lobos e o Violão, 28. 

 
24 PF is the abbreviation of Prime Form, which is “a simple way of identifying a set class as a string of 

pitch-class integers beginning on 0.” Strauss, Introduction to Post-Tonal Theory (New York: W.W. Norton & 

Company, 2016), 68.  
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In one of the letters to Villa-Lobos, Segovia writes: "Olga conveyed to me your desire to 

know which of these studies are, in my view, the most guitaristic in order to employ similar 

techniques in the Concerto you intend to write for guitar and orchestra."25 Observing the 

Concerto, we can prove that the composer used intertextual issues related to the series of 12 

Estudos. As an example, it is possible to do a comparison between a passage from the Cadência, 

which is not measured, and the measure 49 of the Estudo 4. In this passage, the symmetry is 

related to the right hand, which, maintaining the same fingerings, moves horizontally, making 

inversions and adding other notes to the chord, as a kind of chordal arpeggio. As I will show 

below, the chords are in fact subsets of a superset. 

 [2,5,7,T][2,4,5,7] [4,5,7,T]                                                  Superset [2,4,5,7,T] 

 
   (0358) (0235)   (0136)                                                                      (02358) 

Figure 3. 1: Concerto (Cadência, not measured). 

                Superset [7,9,E,0,2,4]   

                [7,9,0, 2] [9,E,0,2]  [9,E,2,4]                T   -1                     

 
     (0257)     (0235)    (0257)                     Pedal   D, B, E 

     (024579)              

Figure 3. 2: Estudo 4 (m. 49). 

                                                 

 

25 Segovia to Villa-Lobos, 20 September 1948. Olga Praguer Coelho was a Brazilian singer and guitarist. 
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I presented just one example of each piece (Introducão aos Choros, Prelúdio 4, Estudo 

4), which are part of certain groups of works (Choros, 5 Prelúdios, 12 Estudos), respectively. 

Such sets cover almost all the works for the instrument across different compositional periods. 

Several other examples of intertextuality can be observed, corroborating the claim that the 

Concerto is a synthesis of Villa-Lobos’ guitar compositions. It is important to point out that the 

Concerto is also a summary of the procedures and compositional techniques of the author, where 

similar issues related to intertextuality, symmetries, figuration in two registers and polarizations 

of notes, 26 recurrence of intervals,27 orchestration,28 among others, can be observed throughout 

his work. 

The study of this Concerto, as well as the study of other compositions for solo guitar, is 

mainly through the use of Max Eschig editions. However, contact with the manuscripts and the 

comparative study among the sources is of primal importance, because it enables us to find the 

origin of the musical text and its reconstitution.  Thus, new visions and conceptions about the 

piece become possible. 

                                                 
 

26 "The melodic tension generated by the sinuous phrase converges into a kind of 'resolution' over a target 

note, placed at the end of the phrase." Paulo de Tarso Salles, “Processos composicionais de Villa-Lobos: um guia 

teórico” (PhD diss., Unicamp, 2005), 133. 

 
27 "Villa-Lobos used the recurrence intervals as a way to obtain harmonic stability without the use of 

traditional tonal organization." Salles, “Processos composicionais de Villa-Lobos: um guia teórico,” 169. 

 
28 Regarding the process of orchestration, it is important to observe his other works for soloist and 

orchestra, since most of it was composed at the same period of the Concerto. It is also interesting to analyze the 

processes of orchestration that Villa-Lobos applied in the works of Bach (Ex: Fantasy and Fugue No. 6 – originally 

written for organ – orchestrated in 1942, etc.). Wellington Gomes emphasizes that there is a close relationship 

between composition and orchestration, in the sense that the orchestration is part of the compositional process. 

Gomes, Grupo de Compositores da Bahia Estratégias Orquestrais (Salvador: Universidade Federal da Bahia, 2002), 

8. We can observe this compositional process by comparing the reduction for piano and the full score of the 

Concerto. As an example, we can refer the measures 28-31, where the composer adds a descending melody, 

performed by flute and oboe. In this way, new elements are introduced to the composition. It is important to 

highlight that the reduction was composed before the orchestration – a conclusion we came to through a letter 

Segovia sent to Villa-Lobos - and that these elements were not present in it.  
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As regards other studies on compositions for solo guitar by Villa-Lobos, some works 

which involve comparative studies are quite relevant. They bring examples of what kind of 

differences between the sources can be found and their possible solutions. “The 12 Studies for 

Guitar by Heitor Villa-Lobos: Review of Autograph Manuscripts and Comparative Analysis of 

Three Interpretations” – Master Thesis defended by Krishna Salinas, at Federal University of Rio 

de Janeiro, in 1993, is one such work. 29 Other theses point out a number of differences between 

editions and manuscripts: “Manuscript and Printed Sources of the 12 Studies by Heitor Villa-

Lobos” – Master thesis defended by Eduardo Meirinhos, at Federal University of São Paulo, in 

1997;30 and “Primary Sources and Editions of Suíte Popular Brasileira, Choros n° 1, and Five 

Preludes, by Heitor Villa-Lobos: A Comparative Survey of Differences” – Dissertation defended 

by Eduardo Meirinhos, at Florida State University, School of Music, in 2002. In both works, the 

author, in addition to identifying the differences between editions and manuscripts, indicates 

possible solutions. 

In the aforementioned works, we can observe the importance of comparative studies, as 

highlighted by Eduardo Meirinhos, because of “the frequent incompatibility between 

manuscripts and edition.” Moreover, several differences were pointed out and analyzed, enabling 

“the establishment of a new attitude in the performer before the execution.” 31  

I have also conducted an interview with Turíbio Santos, in which he states that “Max 

Eschig is careless and makes several mistakes.” 32 Turíbio proposed to Philippe Marietti, the 

                                                 
 
29 Originally written in Portuguese – Krishna S. Paz, “Os 12 Estudos para Violão de Heitor Villa-Lobos: 

Revisão dos Manuscritos Autógrafos e Análise Comparativa de Três Interpretações” (Master’s Thesis, UFRJ, 1993). 

 
30 Originally in Portuguese – Eduardo Meirinhos, “Fontes Manuscritas e Impressa dos 12 Estudos para 

Violão de Heitor Villa-Lobos” (Master’s Thesis, USP, 1997). 

 
31 Meirinhos, “Fontes Manuscritas e Impressa dos 12 Estudos para Violão de Heitor Villa-Lobos,” 369. 
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owner of Max Eschig publishing house at the time, to undertake a revision of Villa-Lobos’ work 

published by the company, because “Max Eschig had never revised Villa-Lobos’ guitar 

compositions.” But, in fact, a new edition of the Prelúdios and Suite Popular had indeed been 

made by Max Eschig, revised and corrected by Frédéric Zigante, taking into consideration the 

previous editions and manuscripts. These pieces were published in 2007 by BMG Publications. 

Frédéric Zigante, with Max Eschig, also published a new and revised edition of the 12 Estudos in 

2011. With regards to the Concerto, Segovia himself, in a letter sent to Villa-Lobos, advised the 

composer “to revise the parts of the orchestra thoroughly because there were several mistakes in 

the edition of guitar and piano parts.” 33 

In defining a topic for my Master’s Thesis, I verified there were no comparative studies 

related to the Concerto for Guitar and Small Orchestra by Villa-Lobos. Therefore, I conducted 

research focusing just on the guitar part of the Concerto. I compared two manuscripts and three 

editions published by Max Eschig, and I observed differences between notes, signs of 

expression, dynamics and articulation. As a result, I found a total of 189 different possibilities of 

execution. This illustrates the necessity for a complete critical edition of the entire Concerto and 

justifies my current research. In the present document I include a revised edition of the guitar 

part, and I include critical notes for each instrument of the orchestra. 

 

 

 

                                                                                                                                                             
 

32 Interview held on 5 May 2008. 

33 Segovia to Villa-Lobos, 30 July 1955.  



 37 

II. ANALYSIS 

 

Through an objective analysis, i.e., starting from the decoding of signs of the score, I 

seek to highlight some aspects that I believe are relevant to the general understanding of the 

Concerto. Such as: formal segmentation, thematic identification and compositional processes 

used by the composer. For this analysis, I will use the Autograph Manuscript Full Score. 

The instrumentation used by the composer this formation he termed as small orchestra 

is:  

Flute = fl.  (alternative abbreviation: Fl.)                                

Oboe = ob. (alternative abbreviation: Ob.) 

Clarinet Bb = cl.Bb. (alternative abbreviation: Cl.Bb.) 

Bassoon = bn. (alternative abbreviation: Fg.) 

Horn F = hn F. (alternative abbreviation: Tpa.)  

Trombone = tbn. (alternative abbreviation: Tbr.) 

Violin I = vn.I (alternative abbreviation: Vl.I) 

Violin II = vn.II (alternative abbreviation: Vl.II) 

Viola = va. (alternative abbreviation: Vla.) 

Cello = vc.  (alternative abbreviation: Vcl.) 

Double Bass = db. (alternative abbreviation: Cb.) 

 

Description of the work written by Villa-Lobos himself:34 

It was written in 1951, directly for the guitar, with an [crossed out: instrumentation] 

orchestration balanced with instrumental timbres that can not overlap the sonority of the 

soloist. 

 In three parts, “Allegro Preciso,” “Andantino and Andante” and “Allegro non troppo.” 

                                                 
 
34The original can be observed in the appendix 5.  
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The first movement, “Allegro Preciso,” begins with an energetic theme in the orchestra, 

whose melody and rhythm appears several times in the course of this [scratched: time] 

part, sometimes in the guitar (in the 12th measure of n ° 6 ), sometimes in the orchestra, 

in response (measure 19th of the same n ° 6), and in other occasions. 

In the second part of the first movement (9) “Poco Meno,” a new episode appears with an 

entirely original theme, but, evoking the way of certain melodies of popular songs of 

northeastern Brazil.  

In the n ° 11, [scratched: appears], the recapitulation is presented, with the same rhythm 

of the beginning, but a third minor above, with short development and reduced stretto to a 

hurried end. 

In the second movement, “Andantino and Andante,” after an introduction of four bars by 

the orchestra a [scratched: movement] represented by two simultaneous scales in opposite 

motion, begins the main theme, which is developed until the Andante n ° 2. 

In the Andante a new episode starts with 5 bars in 6/8 as an introduction preparing the 

entrance of the expressive main melody exposed by the guitar. 

In the n ° 4, the Andantino returns as a restatement, a fourth above of the main 

exposition, to n ° 5 “Piu Mosso” whose [crossed out: theme] melody is different from the 

others in the thematic unit, but represents a kind of stretto for the finalization.  

The third movement, “Allegro non troppo,” begins with an introduction of eight measures 

in a melody with syncopated rhythms, which will appear later in the guitar and orchestra. 

After several episodic modalities and development, appears, the last episode in 6/4 in the 

n ° 4, with a difficult virtuosity for guitar until the end of this fantasy. 

In this work, [crossed out: approaching the concerto form] it is only missing a cadence 

and passages of great virtuosity of the soloist to be [crossed out: trans] to fit in the 

concerto form. 

 

 

 

A. First movement: Allegro Preciso. 

Formal segmentation:  

 

 

 

 

 

 

Sections Measures 

A 1-38  

  B 

Transition 

39-52 

51-58 

A’ 58-83 

C 84-108 

A’’ 

Coda 

109-116 

117-125 

Table 1. First Movement (Formal Segmentation) 
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Another possibility would be to extend the part A to bar 83, subdividing it into: (Aa) 

from bar 1 to 38; (Ab) 39-58; (Aa ') 58-83. In this way, it is possible associate this segmentation 

with the Small Ternary. The P would have the presence of two distinct themes (ABA’),35 "which 

is not commonly done, but some examples can be found."36 The Aa’ (or just A’ as part of P), 

may be considered as reprise that soon dissolves into a transition material (TR). Thus, the first 

movement could be associated to a deviation of the sonata type 1, also known as sonatina.37 One 

of the characteristics of this type of sonata is the fact there is no development, just exposition and 

recapitulation. In this case the second rotation (recapitulation), begins right after the end of the 

first rotation (exposition). A very important characteristic of this rejoining is to reexpose the P1 

in the tonic, but Villa-Lobos starts the recapitulation with the P1 material a third above. Another 

deviation is in the recapitulation, in which the composer presents just the first theme of P1, with 

some variations, and goes to a closing zone. Thus, this second possibility of formal 

segmentation, is being presented to establish a connection between the movement and the Type 1 

Sonata. I am not to claiming the movement is sonata form, I am just suggesting a possible 

departing point and its deviations.  

Based on the table 1, I will describe the sections and its subdivisions focusing on the 

theme distribution and compositional processes used by Villa-Lobos.  

                                                 
 
35 Hepokoski mention this kind of structure and states that is the “a rare one”. Hepokoski, Elements of 

Sonata Theory (New York: Oxford University Press, 2011), 70. 

  
36 Douglass M. Green, Form in Tonal Music (Austin: University of Texas, 1979), 188.  

37 Hepokoski states that: “A. B. Marx may have been the first to use the term ‘sonatina’ for this format”. 

And “within music-theory discourse, Marx’s term seems instantly to have come to mean ‘sonata form without 

development”. He also states some musicologists as Leonard G. Ratner, Jan LaRue, among others, have been 

avoiding the term ‘sonatina’ because it may suggest incompleteness in a form that could stand on its own. The 

author defends “the term ‘Type 1 Sonata’ is more connotationally neutral”. Hepokoski, Elements of Sonata Theory 

(New York: Oxford University Press, 2011), 346-347. 
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Section A (mm 1-38): 

The Concerto starts with the indication of “Allegro Preciso,” half note = 126, time 

signature 4/4. The first theme is presented right in the first measure by Fg., Tpa., Cl.Bb., Trb., e 

Vl.I, Vl.II, Vla. It is based on a polarization of the note E with a presence of a quartal chord in 

the fourth beat, return to the note E in the subsequent beat. It is important to mention the motion 

from E to the quartal chord and returning to the note E, forms the range of a third. This range is 

emphasized by the indication of “sfz”. A variation of this theme is presented in measures 4, 7, 9, 

32.  Salles38 states sometimes in the harmonic structures of the melodic development, Villa-

Lobos utilized the addition and subtraction of intervals. The author presents an analysis of the 

group of notes that form the ostinato in the piece A Moreninha by Villa-Lobos, with a series of 

these operations. 

 

Figure 4. 139 (A Moreninha). 

                                                 
 

 
38 An important book published in 2009 entitled Villa-Lobos: Processos Composicionais was written by 

Paulo de Tarso Salles. In this book, Salles explores the compositional aspects of Villa-Lobos’ music, researching his 

processes, techniques and procedures. He established some connections between Villa-Lobos and his 

contemporaries, such as Debussy, Stravinsky, Schoenberg, Varèse and Bartók. He analyzed a large number of works 

written for several instruments and/or vocal ensembles, encompassing all stages of the composer’s career. The book 

explains compositional procedures used by Villa-Lobos, such as symmetry, texture, figuration, harmonic and 

rhythmic structure. 

 
39  This figure was extracted from page 155 of the Salles book. In this figure he identifies the piece’s main 

pc-sets in prime form (PF) between brackets. Salles, Processos Composicionais de Villa-Lobos: um guia teórico 

(Campinas: Universidade Estadual de Campinas, 2005), 155.  
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An example of interval addition and subtraction can be verified in the modifications that 

happened in the theme of the first movement of the Concerto. Following I will illustrate the 

measures 1, 4, observing the changes that occur in the fourth beat. I will also present the notes of 

the fourth beat of the measure 7.40 

            (measure1- fourth beat)                                             ( m.4- 4th beat )         (m.7- 4th beat) 

                         PF(0157)                                                             (0257)                        (0358) 

                       NF[7,8,0,2]                                                          [9,E,2,4]                    [E,2,4,7] 

                               G                                    +2                                A                -2           G       

                              Ab                                   +3                                B                               B     

                                C                                   +2                                D                               D 

           D                                   +2                                E                                E 

 

Figure 4. 2 (measures 1 and 4). 

 

                                                 
 
40 NF is the abbreviation of Normal Form, which is “a simple, compressed way of writing a pitch-class set”. 

Strauss, Introduction to Post-Tonal Theory (New York: W.W. Norton & Company, 2016), 46.  
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Reduction of the fourth beat of the measures 1,4 and 7: 

 

Figure 4. 3 (reduction). 

It is important to mention, the first theme can be identified in the measures 1,4,7,9 and 32 

in the section A, and in the section A’’ in the measures 58-59, 60-61,62-63, 65-66, 67, 79-80.  In 

A’’, there are some note and rhythm changes, but despite the changes the theme can be verified.  

In this sense, it is possible to establish a connection with the term Developing Variation coined 

by Schoenberg. 41  

 As an answer or complement to the first presentation of the theme (m.1), in the 2nd and 

3rd measures the Cello appears with a scale that ascends by fourths, and then descends by step. 

As I mentioned before, a variation of the first theme, played by Ob., Cl.Bb, along with Vl.I, 

Vl.II, (Vla), Vcl., Cb. appears in the 4th measure, with the same indication (“sfz”) emphasizing 

the fourth beat. Now the answer will be given by the guitar. 

To better understand Villa-Lobos’ compositions it is important to observe the contour 

relations, i.e., the general shapes of music, its motions up and down in the register. The numbers 

that I will use to identify the contour are not indicating the pitches, pitch classes, or their interval, 

but the position of the note in relation to the shape. In this sense, 0 is assigned to the lowest note, 

                                                 

 
41 Berk Sirman, Developing Variations – An Analytical and Historical Perspective (Sweden: Uppsala 

Universitet, 2006), 7. 
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1 is the next lowest. The highest note will be 1 less than the number of different notes in the 

passage.42 

At the first appearance of the guitar in the Concerto, the composer wrote an ascendant 

melody based in intervals of fourth and descend in a figuration in zigzag. It occurs right after the 

restatement of the theme, in kind of complement to it. A similar motion occurs in the Cello after 

the first presentation of the theme. 

  
                              <0321>                   <0321>                   
Figure 5. 1 (Cello: Measures 2-3) 

 

  

                               <0321> 
Figure 5. 2 (Guitar: Measures 5-7)43 

The first theme appears again, slightly modified, being executed in the seventh bar by 

Vl.I, Vl.II, Vla., Vcl., overlapping the end of the descending line presented by the guitar. As a 

complement the Vcl appears with the same referred contour, and before finishing the line (m.9), 

a variation of the first theme is played by the Cl.Bb. Now the complement to the theme is played 

by the soloist with the same kind of contour. Again, the guitar appears with the same previous 

                                                 
 
42 Joseph N. Strauss, Introduction to Post-Tonal Theory (W.W. Norton & Company: New York, 2016), 

127. 

 
43 I am considering four pitches: the lowest – 0 (E), the next lowest – 1 (A), the highest – 3 (B), and the 

number 2 is to show the descending part of the motion is bigger than the ascending.  
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gesture, ascending with a stepwise scale, and descending with a zigzag scale. Such figuration – 

scale in zigzag – will be played in measure 13 by Cl.Bb, in a kind of continuation of this 

descending gesture. In the next measure, the guitar resumes this scale, and in bar 17 begins a 

variation of it. With this variation in sixteenth notes, starts a dialogue between guitar and strings. 

The guitar presents the variation in measure 17 and the strings answer in the subsequent measure, 

the same pattern will be transposed in measure 19 a fourth above by the guitar, with the answer 

played by the strings also a fourth above. In measure 21 the guitar transpose again, the same 

phrase another fourth above, with the answer of the strings following the same kind of 

transposition (another fourth above). In measure 23 starts a passage characterized by the 

independence between the voices. Another pattern starts in measure 28, based on scales in 

opposite direction between guitar and other instruments of the orchestra. This pattern will lead to 

the return of the descending zigzag scale, which overlaps the first theme that is being reexposed 

by Vl.I in measure 32. Such a figuration in zigzag is perpetuated by the Vcl. up to measure 35, 

and right after the guitar announces the end of this section, through ascending and descending 

scales, and at the same time preparing the entrance of a new theme. 

It is important to explain some compositional processes used by Villa-Lobos in this first 

section (A). Regarding the texture, in some passages the composer utilized a juxtaposition of 

independent layers (independence of voices). Salles presents an example that can be compared 

with a specific passage of the section A’. 
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Figure 6. 1 (central section of Ciranda n. 9). 44 

  As I mention before, in the section A’ it is possible to find a passage that have a degree 

of independence between the voices, with a similar clash (Bb-B).   

  

Figure 6. 2 (Concerto, measures 24-25). 

Paulo Salles affirms the textural combinations in Villa-Lobos result in harmonic 

structures where it is not uncommon to have clashes between the constituent layers. So, the 

concept of harmony and melody sometimes is subverted because of the independence of 

                                                 
 
44 Paulo Salles, Processos Composicionais de Villa-Lobos: um guia teórico (Campinas: Universidade 

Estadual de Campinas, 2005), 94. 
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voices.45  This kind of procedure is more frequently used by Villa-Lobos in his second 

compositional period (1920-29) but was also used in many of his later compositions. In the case 

of this Concerto, the sections A and A’ can be associated by intertextuality relations with the 

Introdução aos Choros, that was written in 1929. 

In relation to the utilization of the pitch collections, Salles proposes the search for 

resultant collections. As an example, he analyses the resultant scales in the piece Urapuru. It is 

composed by eight layers with different instruments. The flute is presenting a diatonic collection 

and the other instruments present a series of chromatic notes. The result is collection with eight 

notes, but not a regular octatonic.  

 

 

Figure 7. 1 (resultant scales in Uirapuru).46 

It is possible to identify that the first movement of the Concerto, especially the parts A, 

A’, are centric. All is based or return to E. In general, there is a presence of the diatonic 

collection E Phrygian. It is difficult to talk about resultant collection as a result of chromatic 

                                                 
 
45 Paulo Salles, Processos Composicionais de Villa-Lobos: um guia teórico (Campinas: Universidade 

Estadual de Campinas, 2005), 115. 

 
46 Paulo Salles, Processos Composicionais de Villa-Lobos: um guia teórico (Campinas: Universidade 

Estadual de Campinas, 2005), 130. 
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notes, but we can see that in some moments Villa-Lobos uses a collection just in a small passage. 

In the following figure it is formed by the superposition of two tetrachords. 

 

Figure 7. 2 (Concerto, measure 10) 

Another important procedure used by Villa-Lobos is the use of figuration in two registers. 

There are three types of it: 1) textural element, usually ostinato; 2) prolongation of notes 3) 

polarization- the tension generated by the sinuous phrase converges to a kind of “resolution” on a 

target note, placed at the end of the phrase. For this analysis I will illustrate the last one, 

polarization, because it was applied many times in the Concerto. 

 

 
              PF   (03)        (03)         (03)         (03)         (04)        (03)        (03)       (04)        A 

   Pedal E 
Figure 8. 1 (polarization – zigzag scale). 

 

   In this case he is polarizing A, a fourth above of E. Two measures later he starts the same 

figuration again, but now going to E (mm.11-13). In measure 14 the figuration starts in the 

strings and in the next measure return to the guitar. Again, the target note will be E in measure 

17. After that, occurs the first dialog between the guitar and the orchestra. This dialog reinforces 

the construction by fourth that had been presented be the guitar in its first appearance in the 
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Concerto. The figuration in zigzag returns in measures 32-36, which will be the basis for the 

construction of the theme of the B part (m. 49.) So, in this case the figuration in two registers 

helps to establish the centricity of A part, divides subsection (dialogs and tutti), and is the basis 

for the creation of the new theme of the subsequent section.  

There are some Variations for this figuration:  1) confluence; 2) contrary motion; 3) 

oblique movement; 4) parallel motion; 5) mixed movement. It is important to refer that this 

procedure acquires a structural function, not only as a conductor or polarizing element, but it can 

also be considered in many cases a delineator of the form.47 

 

Section B (mm.39-52, transition – mm.51-58): 

 With the indication of "Poco Meno", the section B begins with a new theme, derived 

from the zigzag scales, also presented in a descending motion, however, using the range of 

seconds. This theme starts in the note B4 and descends to E4, is being exposed by the guitar with 

the strings accompaniment. The accompaniment is realized through a descending chromatic 

motion using Major minor-seventh chords. 

                                                 
 
47 Paulo Salles, Processos Composicionais de Villa-Lobos: um guia teórico (Campinas: Universidade 

Estadual de Campinas, 2005), 147. 
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Figure 9. 1 (measures 39-40). 

 In measure 45, after an ascending passage with arpeggios and scales, such theme is re-

exposed a fourth above. 
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Figure 9. 2 (measures 45-46). 

There is a preponderance of triads in this section and the recurrence of the G-sharp as a 

chromatic alteration, which suggests the A minor tonality. The tonality is confirmed by the 

presence of a Perfect Authentic Cadence (PAC) in measure 49. Soon after, in measure 51 the 

Vcl. and Cb. begin an orchestral transition, which is being strengthened with the entrance of the 

Vla., followed by the Vl.I and Vl.II, until the entrance of Fl. and Ob. From there, the Fl. with 

Vl.I, introduce a new theme that will be presented and developed in section C. There is also a 

participation of the Ob. and Vl.II, presenting a complement to it .  
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Section A’ (58-83). 

 The section A’ starts with the restatement of the first theme, which is being presented by 

the guitar in a varied and successive way from bar 58 to 63, along with another type of variation 

of the same theme, initially performed by Tpa. and Cb., and subsequently by Cl.Bb. and Fg.  

 

Figure 10. 1 (measures 58-59). 

This variation of the first theme is presented in E minor (mm.58-59), A minor (mm.60-

61) and G minor (mm.62-63). In measure 65, the first theme is presented by Cl.Bb. and Fg., a 

fourth above, and soon after - measure 67 - a second down. 

Regarding the contour (gesture) and rhythmic development some similarities with the A 

section can be verified.  

Contour similarities: 

 

Figure 11. 1 (measures 5,6,7). 
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Figure 11. 2 (measures 64,65,66). 

 Rhythmic development similarities: 

 

Figure 12. 1 (measures 16,17). 

  

Figure 12. 2 (measures 68,69). 

 In bars 68, 69, 70, and soon after in bars 72, 73, 74, Villa-Lobos uses a similar intervallic 

relation extracted from the variation of the first theme that was first exposed in measure 58, by 

Cl.Bb. and Cb. 

 In the section A, after measure17, there is a dialogue between guitar and strings, where 

the same motive is being reexposed a fourth above in measure 19. Similarly, starting in bar 68, 

the guitar presents a motive that will be reexposed a fourth above in measure 72. This time, 

rather than a dialogue with the orchestra, it is the guitar itself that responds with a descending 

idiomatic passage, using slurs and open strings, the phrase started in bar 68. 

 In measures 79-80, a variation of the first theme, now played by the guitar, appears in 

parallel octaves. While this variation is being presented, a variation of this variation, that is, 
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using practically the same interval relations, but with different rhythm, is initiated by Ob., 

followed by Vl.I, and later by Fl., Ob. and Cl .Bb. 

 The end of this section occurs with the realization of E7 major chord with a diminished 

fifth, which is based on the overlapping of the chords E major and Bb major. 

 

Section C (84-108): 

 This section can be associated with the Suíte Popular by Villa-Lobos. The treatment is 

tonal, with triadic or seventh chords in the accompaniment and a clear melody on top. The 

section C begins with the indication of "Poco Meno". A new theme, that had been previously 

introduced in measure 54 by Fl. and Vl.I., is exposed by the guitar.  

  

Figure 13. 1(measures 84-85). 

 This theme is developed until bar 92, only with guitar and strings. Soon after, it is 

reexposed a fourth down (m. 93), by the guitar. 

  

Figure 13. 2 (measures 93-94). 
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 In this restatement, Fg. starts to help the strings in the accompaniment, and from bar 101 

to 105, the winds assume the role played by the strings. In the referred measures the guitar 

begins a variation of the theme, with an imitation presented a fifth down by the Cl.Bb. 

 The theme is presented again in measure 106, starting with the note G5 as in measure 93. 

The accompaniment returns to the strings, and soon after the section ends with a tonic chord in 

root position confirming the tonality of C major. 

 

Section A’’ (109-125): 

 The section A "starts with the indication of "a tempo", and the first theme is reexposed by 

Tbr. and Fg.  In the next measure (110), there is a variation of this theme performed by the guitar 

through fully diminished chords, a fourth above. 

  

Figure 14. 1 (measures 109,110,111). 

 At bar 112 a variation of the first theme is reexposed, now a minor third above, 

performed by Ob. and Cl.Bb. In the subsequent measure, the guitar presents the same previous 

variation, with diminished chords, however, returning to the note E. 
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 While the guitar performs scales and soon after ascending arpeggios, the first theme is 

again re-exposed by Ob. (m.117), a fifth above, and in bars 120-121, by (Cl.Bb), also a fifth 

above. The last three bars are intended for the coda, where, after performing the C major chords, 

altering the root position and second inversion (G in the bass), the section ends with all the 

instruments, except the flute, playing the note C. In this section it is possible to identify a 

polarization and centricity around the note E, and in the codetta (mm.123-125), the tonality is C 

major. 

 

B. Second Movement: Andantino and Andante. 

Formal segmentation:  

Sections Measures 

A 

 

126-146 

Trans.- Intro. 

B 

146-151 

151-185 

A’ 

Coda 

186-202 

202-218 

Table  2. Second Movement (Formal Segmentation). 

Section A (measures 126-146): 

 The Section A begins with the indication of "Andantino" and the time signature is 3/4. 

The first four bars are intended for the introduction, which is played by Fl and Cl.Bb, 

performing descending arpeggios, together with Tpa., Vl.I and (Vla), sustaining the D as a 

pedal note, and with Vl.II and Vcl., performing scales in contrary motion. Soon after, the guitar 
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presents the first theme, and it is possible to observe some similarities with the series of 5 

Preludes from the 1940's, fact that will last throughout the entire second movement. 

  

Figure 15. 1 (measure 130). 

 This theme will be developed until the measure 138, where the restatement a fifth above 

takes place, also realized by the guitar.  

  

Figure 15. 2 (measure 138). 

From measure 140, Villa-Lobos announces how the second theme will be conducted in 

section B, that is, with the melody being played by the basses of the guitar. In measures 145-146 

there is a presence of an imperfect authentic cadence (IAC), indicating the E minor tonality.  
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Section B (measures 151-185). 

The section B can be subdivided as follow: 

 

 

  

 

The section B begins with a change in the time signature from 3/4 to 6/8, and the indication of 

eighth note equal to 152. From bar 146 to 150, only the strings perform an orchestral transition, 

which serves as an introduction for the exposition of the second theme, which will be performed 

by the guitar. 

  

Figure 16. 1 (measures 151,152,153). 

 In this theme, the melody is being conducted in the 5th and 6th string of the guitar. Such 

procedure can also be observed in some of his 12 Estudos, and 5 Preludios. The development of 

this second theme is being realized until bar 161, where there is a Perfect Authentic Cadence 

(PAC) in E minor and right after begins an orchestral episode. In this episode the composer uses 

materials from the development of second theme. The subsection is initiated by Cl.Bb, and 

immediately after appears the strings and Fg, followed by the Tr. In measure 172, most part of 

the instruments of the orchestra present another variation, also derived from the development of 

Subsection Measures 

Ba 151-161 

Bb 161-175 

Ba’ 175-185 

Table  3. Section B (measures 151-185). 
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the second theme. Right after, the second theme is reexposed starting in bar 175, again 

performed by the guitar, now a sixth above. 

  

Figure 16. 2 (measures 175,176,177). 

 

Section C (measures 186-218): 

The section C starts at bar 186 with the indication of "Andantino" and the indication of 

3/4 as time signature. In this measure starts the restatement of the first theme of the second 

movement, a fifth above, initially in B minor.  

 

Figure 17. 1 (measure 186). 

 Such theme will be also presented in A minor (m. 196). After that, with the indication of 

"Piu Mosso", initiates an extensive coda that goes from measure 202 to 218. Throughout this 

passage, the guitar will perform ascending arpeggios departing from the tonality of A-flat minor, 

until the finalization in E minor. 
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C. Third movement: Allegro non troppo. 

Formal segmentation: 

Sections Measures 

A 219-291 

B 292-380 

Table  4. Third Movement (Formal Segmentation). 

Section A (219-291). 

 Subdivision of section A: 

  

Subseção Compassos 

Aa 219-226 

Ab 227-250 

Aa’ 251-258 

Ac 259-291 

Table  5. Section A (219-291). 

 With the indication of "Allegro non Troppo", and time signature 3/4, the third movement 

begins with the exposition of the first theme, which is performed by Cl.Bb and Fg., along with 

the strings. 
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Figure 18. 1 (measures 219-120-121-122). 

 In bar 227, the indication of "a tempo" appears. In the same measure the guitar makes its 

entrance through arpeggios and scales, whereas the viola presents a rhythmic and gestural 

motive, that will be used in different ways, until the end of the work. 

  

Figure 19. 1 (measure 227,228). 

 In measure 229, the guitar restates the same motive presented by the viola in the previous 

measure, with the same rhythm and contour, however, with some range variations. 
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Figure 19. 2 (measures 229, 230) 

 This entire subsection is played by the strings and the guitar. Only in measures 249-250 

appears the winds performing dominant seventh chords, and right after (m. 251) the soloist 

reexposes the first theme, a fourth above. This theme is reexposed through parallel octaves using 

the 6th and 1st strings and completing the chord with the 2nd and 3rd open strings. 

  

Figure 20. 1 (measures 251, 252, 253, 254). 

 From bar 259 to 291, there is a subsection in which the guitar does not take part. This 

subsection can be considered as a transition to the next section. The development of such a 

passage is based on the presentation of a transitional theme - based on a motive that had already 

been exposed in measure 242 by the Vla., with the same range and rhythmic proportions.  
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Section B (measures 292- 380). 

Subdivision of section B: 

 

  

  

 

 

 

The section B begins with the indication of "Vivo", and the time signature is 6/4. It does 

not have a thematic presentation like in previous movements, but a systematic return to a specific 

passage (chorus), which characterizes the rondo form, in this case composed by different 

periods: [a, b, a ', b', a '']. In the first one [a], which will be the chorus [a ', a' '], the guitar is 

performing consecutive triads in a descending motion, interspersed by chords with open strings. 

Overlapping it, there are always the Vcl. and Cb., performing the note A in staccato, along with 

Fg., which performs a variation of the rhythmic and gestural motive that had been exposed in 

measure 227 by Vla. 

Subsection Measures 

Ba 292-303 

Bb 303-316 

Ba’ 

transition 

317-331 

331-337 

Bc 338-363 

Ba’’ 

Coda 

364-370 

371-380 
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Figure 21. 1 (measures 292-293 [a]; 317-319 [a’]; 364-365 [a’’]). 

 It has only one variation that occurs in subsection [A ']. It is related to the presentation of 

Fg, where it starts to perform only the first note of the previous motive, with the same rhythm of 

the Vcl and Cb. 

 The subsection [b] starts after a passage with slurs and open strings played by the guitar 

in measure 303.The subsection begins (m. 304) with the accompaniment of the strings, and the 

soloist presenting two thematic melodies in counterpoint. 

  

Figure 22. 1 (measures 304, 305, 306, 307). 

 After a scalar passage there is a return to the first period [a '], which occurs in bar 317. 

With the indication "Vivo", such a period will be developed up to bar 332, where an orchestral 

passage will work as a transition between the subsections. 
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 At the beginning of part [b '], there is a restatement of the melodic theme that had been 

exposed by the basses of the guitar in bars 304 to 310. 

  

Figure 22. 2 (measures 338, 339, 340, 341). 

 In this subsection there are two clear texture changes. The first, starting at bar 349, in 

which the guitar performs arpeggios and scales, and another starting at bar 356, with arpeggios 

being performed with a fixed position of the left hand that moves by the scale of the instrument. 

The transition to the first period [a ''] takes place after an ascending scale. Again, the chorus is 

reexposed, and starting at bar 371 begins the coda of the concerto. In the coda, after the 

indication of "allarg", all instruments perform the note A. Such kind of end, through octaves, can 

be considered as a "Wagnerian" cadence.48 

D. “Cadência” 

Formal segmentation: 

 

 

                                                 
 
48 Paulo Salles, Processos Composicionais de Villa-Lobos: um guia teórico (Campinas: Universidade 

Estadual de Campinas, 2005), 165-168. 

Sections Tempos 

A Quasi Allegro 

B Andante 

C Poco Moderato 
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I chose to do the descriptive analysis of the cadence after the third movement, because it 

is not measured. However, following the directions of the composer, it must be executed 

between the second and third movements. Villa-Lobos puts the indication of "cadência" at the 

end of the second movement, and the indication of "Follow to the 3° Movement."49 at the end of 

the cadence. 

Section A – “Quasi Allegro” 

 The section A begins with a motive using slurs and open strings, starting at 1st string, and 

being transposed to 6th string, followed by an ascending arpeggio (Dm plus EM), which leads to 

the presentation of a series of trills. This passage can be considered as an introduction, which 

ends with the execution of harmonics just after the trills. 

 Then appears the restatement of the first theme of the second movement, with only one 

modification, related to the rhythm, this time using thirty-second notes. Soon after, Villa-Lobos 

innovates using slurs departing from open strings, in a variation of such theme. 

  

Figure 23. 1 (restatement of the first theme of the second movement). 

 Soon after, there is a passage in which Villa-Lobos utilizes some compositional 

techniques related to the use of symmetry. In this case, chords are arpeggiated maintaining the 

same fingering in the left hand and sliding by the scale of the instrument.  

                                                 
 
49 Originalli in Portuguese: “Segue ao 3° M to”. 
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Figure 24. 1 (symmetry -left hand). 

 The section finishes with the end of the arpeggios, and the execution of harmonics. 

  

Section B 

This section can be subdivided as follows: “Andante”, “Quasi Allegro”, “Meno”. 

 The "Andante" begins with a variation of the second theme of the second movement. 

  

Figure 25. 1 (variation of the 2nd theme of the 2nd movement). 

 Soon after, there is a descending scale in three octaves, followed by arpeggios 

maintaining the same fingerings in the left hand and sliding by the scale of the guitar. A scalar 

passage appears in quintuplets, with the B3 as a pedal note. After that, a descending scale using 

slurs and open strings announces how will be conducted the beginning of the next subsection. 

  

Figure 26. 1 (quintuplet – slurs and open strings). 

 With indication of "Quasi Allegro", the subsection starts with the execution of slurs using 

open strings, followed by chords. Initially departing from G tied to E and concluding in the Am7 
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(9) chord, and in a second period starting in the note F tied to E and concluding in a G#7 fully 

diminished chord. 

  

Figure 27. 1 (slurs open strings- chords). 

In the subsequent passage, the soloist continues with the execution of slurs and open 

strings, however, being realized only in the first string, and followed by descending scale with no 

accidents. Such passage is a variation of the bars 6-7, and 11-12, of the first movement. This 

variation occurs basically in the displacement of the pedal note for the third eighth note of the 

triplet, which now is tied to the previous note, and also in the use of different open strings in the 

basses.  

 

Figure 28. 1 (variation of measures 6-7, 11-12). 

 With the indication of "Meno", there is a return to the development of the variation of the 

second theme of the second movement, which had been initiated in the “Andante”. 
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Figure 29. 1 (development - variation of the 2nd theme of the 2nd movement). 

The section B ends with the execution of natural harmonics. 

 

Figure 30. 1 (natural harmonics). 

  

Section C: “Poco Moderato” 

 Until this moment, Villa-Lobos utilized materials from the first and specially second 

movement. From “Poco Moderato” onwards, new elements related to the third movement 

appear. It is the case of this rhythmic motive, which begins with a sixteenth note followed by 

an eighth note, and the use of chords with open strings. Such elements can be found in the first 

theme of the third movement, and in the chorus of the rondo, respectively. 

  

Figure 31. 1 (rhythmic motive – chord with open strings). 



 69 

 After a descending scale in eighth notes, a second episode using symmetry through 

arpeggios with a fixed position of the left hand, sliding by the scale of the instrument, are played 

again. 

  

Figure 32. 1 (symmetry -left hand). 

 With the indication of "a tempo", it is presented the same rhythmic motive mentioned 

before, with a sixteenth note followed by an eighth note and a sixteenth note, ending the 

"Cadência" with an E minor chord using natural harmonics. 

  

Figure 33. 1 (end of the cadence). 

 

III. COMPARATIVE STUDY 

A. Methodology 

A critical edition investigates the writing intention of the composer, based on what is 

fixed in the sources that transmit the work to be edited.50 James Grier states the purpose of a 
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critical edition is “to transmit the text that best represents the historical evidence of the 

sources”.51To Georg Feder, “an edition is ‘critical’ if it uses the critical method52 to determine 

the original text from the extant texts, and includes a critical apparatus.”53  

As I mention previously, I verified there were no comparative studies related to the 

Concerto for Guitar and Small Orchestra by Villa-Lobos. Therefore, as part of my critical 

edition, I have conducted a thorough search of the available sources, thus starting the recensio 

phase. This process (recensio) is the second stage of stemmática, a method associated with the 

name of the German philologist Karl Lachmann (1793-1851),54 “which seeks to establish an 

affiliation or genealogical relationship among the sources of tradition that transmit a text. The 

main objective is the reconstruction of this text.”55 At this stage of the method – recencio –a 

subdivision may occur: recensio itself, collation, constitution of stemma, reconstruction of an 

                                                                                                                                                             
 

s50 Carlos Alberto Figueiredo, Música sacra e religiosa brasileira dos séculos XVIII e XIX Teorias e 

práticas editoriais (Rio de Janeiro: author’s edition, 2014), 82. 

 
51 James Grier, The Critical Editing of Music: History, Method, and Practice (New York: Cambridge 

University Press, 1996), 156. 

 
52 Critical method: “in which some criteria of judgment are established and applied to an evaluation of the 

subject”. Ruth T. Watanabe, Introduction to Music Research (New Jersey: Prentice-Hall, Inc., 1967) 5. 

 
53 Georg Feder, Music Philology: An Introduction to Musical Textual Criticism, Hermeneutics, and 

Editorial Technique (Hilldale, NY: Pendragon Press, 2011), 142. 

 
54 According to Timpanaro, the method is due to a set of contributions from several scholars, and “they 

must be considered among the founders of that method, alongside of Lachmann and sometimes before him.” Stating 

that, one can continue talk about 'method of Lachmann' more in an emblematic sense than historic. Sebastiano 

Timpanaro, The Genesis of Lachmann’s Method (Chicago: University of Chicago Press, 2005), 101.     

 
55 Carlos Alberto Figueiredo, Editar José Maurício Nunes Garcia (Rio de Janeiro: UNIRIO, 2000), 27.  
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archetype.56 The recensio itself is a thorough search of the available sources, analyses of its 

interrelationship, individuation of the sources in general and of the descripti.57  

Based on these procedures, I found seven sources relating to the Concerto. Then I began 

the step of collation: systematic comparison among all existing readings58 in the sources 

provided by the recensio. So, I started the collation of the three edited versions published by Max 

Eschig, two autograph manuscripts, and a copy manuscript, which were described in the section 

B of this chapter. 

Therefore, in general, I use the comparative method, “in which several elements may be 

examined for points of similarity; and conversely, the contrastive, in which points of difference   

are noted.”59 In the specific field of edition, I am using some procedures from Lachmann’s 

method. However, as I mention above, this method addresses texts of tradition, i.e., texts that 

after leaving the author's domain are modified by agents of tradition (editors, copyists, printers, 

etc.). In my document, I worked along with published and manuscript sources. Thus, I utilized 

both aspects of the details and methods used in textual criticism, one that commonly deals with 

editions, and the criticism of variants, which infers on analysis of manuscripts. It should be 

emphasized that I borrow certain editing procedures that are derived from philology, but, as 

stressed by James Grier “editing music is, fundamentally and in essence, different from editing 

                                                 
 
56 The source from which all others descend is called archetype. 

 
57 A descriptus is an existing source that was copied from another, equally existing. Maria Caraci Vela, La 

Critica del Texto Musicale: Matodi e Problemi Della Filologia Musicale (Itália: Libreria Musicale Italiana, 1995), 

384. 

 
58 Any portion or segment of musical text or indication can be considered a reading. Examples: a melodic 

line, just a note, dynamic signals or articulation. 

 
59 Ruth T. Watanabe, Introduction to Music Research (New Jersey: Prentice-Hall, Inc., 1967), 5. 
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literature."60 The main difference stems from the relationship between the work and the musical 

text (musical notation), and in essence, is the character of the writing of this text.  

My choice of presenting a critical apparatus (section in which the differences among the 

sources are registered, and where critical editorial comments are formulated) joins the diachronic 

and synchronic,61 and is due to the differences among the sources: there are divergences among 

the editions and manuscripts; among the editions; and among the manuscripts, and due to the 

way the scores are frequently used for performance. In most cases the conductor uses the Max 

Eschig edition for guitar and orchestra published in 1971, the musicians of the orchestra use the 

manuscript copies of the parts dated from 1951, and changed in 1956, and the soloist uses the 

Max Eschig edition for solo guitar published in 1955. This combination generates a series of 

conflicting readings.  

I divided the types of different readings found in three groups: corrections, errors and 

variants. The correct readings are those that are within the stylistic limits of the work, and the 

basis for the establishment of this style is made up of the readings that are present equally in all 

sources. Errors on the other hand, are those readings that are not in accordance with the style of 

the piece. In the case of the variants, these are in accordance with the style of the piece and can 

be classified as follows: instauratives, readings that were included; destitutives, those that were 

withdrawn; sostitutives or substitutives, those that substitute other readings; compensatives, those 

that were inserted to maintain the balance in function of the others.62 

                                                 
 

60 Grier, 15. 

 
61 Martina explains "Lanfranco Caretti distinguishes two types of critical apparatus: diachronic, which 

analyses the variants, errors and author corrections, and synchronic, which analyses errors and variants of tradition." 

Alessandra Martina, “Quiquid recipitur...considerazioni su uma storia filológica dela recezione musicale.” Nuova 

rivista musicale italiana 27 (1993): 50. 
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Therefore, I used a qualitative approach – represented when I point out the differences 

between readings – which is a descriptive section, and also by the fact that commenting on these 

differences and suggesting solutions, the researcher’s insight is the key element of the process of 

analysis.63 Comments and suggestions are being made based on textual aspects (musical 

analysis), observing the history of the Concerto, and the genealogy of the piece. 

 

B. Description of the Sources 

a) An autograph manuscript photocopy provided by the Villa-Lobos Museum. Originally 

written in black ink on baking parchment, with dimensions of 31 x 23.5 cm. Titled by the 

composer as “Reducão para Piano,” which is written above the first system. It has a dedication to 

the Spanish guitarist Andrés Segovia at the top of the page. Dating from 1951, it has also, along 

with the date, the indication of "Rio." It is possible to note that in the heading ("À Andrés 

Segovia // CONCERTO// Para violão e pequena orquestra"),64the word "CONCERTO" is quite 

shifted to the right and with some retouching in the letter "O", which suggests that some previous 

word may have been removed, and in the place of "O" there was another letter. On the last page 

(36) after the double bar, appears the indication "Fim" (“End”), along with the Villa-Lobos’s 

rubric. 

b) An autograph manuscript photocopy provided by the Villa-Lobos Museum. The score 

is for guitar and orchestra (instruments: Fl./ Ob./ Cl.Bb./ Fg./ Tpa./ Tbr./Violão/ Vl.I / Vl. II / 

                                                                                                                                                             
 
62 Maria Caraci Vela, La Critica del Testo Musicale: Metodi e Problemi della Filologia Musicale (Itália: 

Libreria Musicale Italiana,1995), 12.  

 
63 Robert Bogdan and Sari Biklen, Qualitative research for education: an introduction to theory and 

methods (Boston: Allyn and Bacon, 1982), 27-30. 

 
64 The double slash (//) indicates line change. 
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Vla./ Vcl./ Cb.). This manuscript was originally written in black ink on baking parchment, 23 x 

31 cm. Together with the date of “1951” there is an indication of "Rio." I note that in the heading 

(“À Andrés Segovia // CONCERTO // Para violão e pequena orquestra") a word before 

"CONCERTO" and some letters after the "O" were deleted. It is possible to see also that this last 

"O" was written over another letter. 

I found another copy identical to the aforementioned, but with the full enunciation: "À 

Andrés Segovia // Fantasia Concertante // Para violão e pequena orquestra." At the end of the 

second movement (pp. 48), after the double bar appears the indication of "Cadência" with two 

fermatas on this, along with the composer’s rubric. We note that the manuscript with the title of 

"Fantasia Concertante" has neither indication of “Cadência” nor rubric. On the last page (85) 

after the double bar, the initial letters of the composer's name with a dot under each of them, his 

rubric, appear, as well as the date and city ("Rio, 1951"). 

c) A photocopy of the manuscript “Cadência,” provided by Villa-Lobos Museum. 

Originally written in black ink on baking parchment, with dimensions of 32 x 24 cm. In the 

enunciation appears the indications of “Concerto para violão e orquestra// Parte de violão// 

Cadencia.” The “Cadência” does not have signature or date. On the last page (4) after the double 

bar, the indication “segue ao// 3° To” appears, which means “follows the 3rd movement.” 

d) A photocopy of the manuscripts of the orchestral parts, provided by the Villa-Lobos 

Museum. Originally written in black ink on baking parchment, with dimensions of 34.8 x 24.8 

cm. These manuscripts were made by copyists Henrique Martins and Carlos Gaspar. At the end 

of each part there is a signature of the copyist: Fl. (There are two handwritten copies of the flute 

parts for the first and second movements, and just one for the third movement), Ob., Cl.Bb., Fg., 
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Tpa., Tbr. – copied by C. Gaspar; Vl.I, Vl.II, Altos (corresponding to Vl.I and Vl.II), Vla., Cl., 

Cb. – copied by H. Martins. 

e) Max Eschig’s edition (full score) for guitar and orchestra published in 1971. 

Publication number: 7993. 

f) Max Eschig’s edition (reduction) for piano and guitar published in 1955. Publication 

number: 6740. 

g) Max Eschig’s edition of the solo guitar part published in 1955. The cadenza was 

published in this version. Publication number: 6740. 

It is important to mention Angelo Gilardino worked on the cataloging of the manuscripts 

left by Segovia. He found some pages together with the manuscript of the Villa-Lobo’s 

Concerto, written by the Segovia, in which the guitarist did some changes on the soloist part. 

However, the changes are not part of the sources I described above and were not included in any 

other source.65   

 

C.  Stemma Codicum 

Regarding the genealogy, it appears as a stemma codicum. For the construction of the 

stemma of my object, I am using information gathered in the history, description of sources, and 

tables of affinities and differences among readings. Initially observing the manuscripts, we can 

see that they are dating from 1951. However, I noticed that the composer used the piano 

reduction as a particello, i.e., inserting some indications concerning the orchestration. This can 

be observed in measure 162, through the indication "orqu" (abbreviation for orchestra), followed 

by some musical notation written in a smaller print. There are also some content additions in the 

                                                 
 
65 Angelo Gilardino, Il Manoscritto del Concerto, Revista Seicorde (italia:jan-mar, 2004). 
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full score, which leads us to infer that Villa-Lobos used the orchestration as part of the 

compositional process. Further evidence that the reduction was made in advance is the fact that 

Segovia was already in possession of that when he received the full score, a fact that can be 

verified through an excerpt from a letter sent by the guitarist to Villa-Lobos: "The objections I 

would do with the reduction for piano and guitar have no more basis looking at the very light and 

careful orchestration that you did."66 Regarding the manuscript copies of the individual parts of 

the orchestral instruments, because of the great affinity between the readings, these appear to be 

made from the autograph manuscript (full score). In 1956 these sources – an autograph 

manuscript (full score), and the manuscript copies of the individual parts – suffered substitutive 

and compensatory changes made by the composer himself and authorized by him. This 

information was obtained through Arminda Villa-Lobos’ report and confirmed by careful 

analysis of the sources. I do not have a precise conclusion as regards the year of the composition 

of the Cadência, since it is undated. The first written document that refers to a cadenza is a letter 

dated from 1955. There is only one difference between the manuscript and the edition of the 

Cadência (1955), showing thus, the origin of it. In terms of the other editions published by Max 

Eschig in 1955 – reduction and solo guitar – I can state based on the relationship and similarities 

that they derived from the autograph manuscript of the reduction. This statement was made with 

the support of the tables of affinities and differences of the guitar parts, in which I observed a 

greater similarity between each edition and the manuscript, than among the editions. I found 

differences between the solo guitar edition and the manuscript reduction in 15 measures, between 

the edited reduction and the manuscript reduction in 19 measures, and between the editions in 21 

                                                 
 
66 Segovia to Villa-Lobos, 3 October 1951. 

 



 77 

measures. Also with respect to the relationship, referring to the similarities illustrated in the 

aforementioned tables, I checked the immediate editing ancestry to the full score, published by 

Max Eschig in 1971, coming from the autograph manuscript (full score) that was modified in 

1956. Based on these notes, I present below a stemma codicum of the Concerto: 
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Stemma codicum: 

 

                                                       A.M.R. (1951) 

             

 

             A.M.F. (1951) 

 

 

                             C.M.I. (1951)                                            

                                        A.M.Cad. (undated)  

                              

 

E.R. (1955)      E.G. (1955)    E.Cad. (1955) 

 

                                                                 A.M.F.mod. (1956)      C.M.I. mod. (1956) 

 

 

 

E.F. (1971) 

 

A.M.R. = Autograph Manuscript Reduction. 

A.M.F. = Autograph Manuscript Full Score. 

C.M.I. = Copy Manuscript Individual Parts. 

A.M.Cad. = Autograph Manuscript Cadenza. 

E.R. = Max Eschig Edition Reduction. 

E.Cad.= Max Eschig Edition Cadenza. 

E.G. = Max Eschig Edition Guitar Part. 

A.M.F.mod. = Autograph Manuscript Full Score modified. 

M.C.I.mod. = Copy Manuscript Individual Parts modified. 
E.F.= Max Eschig Edition Full Score. 
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The presentation of this genealogy does not guarantee that the previous version is correct, 

but through it we can notice the first appearance of a divergent reading, its frequency and 

perpetuation. Thus, as valuable information to the formulation of critical comments, one should 

observe the incidence of similar cases in families and arms, eliminating a possible wrong 

solution that just considers the majority of similar readings.  

 

D.  Collation 

Next, I observed some differences that I found among the versions, followed by specific 

critical comment about the divergence. 

Flute part (First movement – Allegro Preciso): 

Measure 16 – in the Autograph Manuscript Full Score modified (A.M.F.mod.), and in the 

Max Eschig Edition Full Score (E.F.), there is an indication of “pp”. 

Example 1. 1. Flute (m.16). 

 

Measure 16 – in the Copy Manuscript Individual Parts modified (1 and 2)67, there is an 

indication of “p”.  

 

 

 

 

 

                                                 
 
67 As I mentioned in the description of the sources, there are two copy manuscripts for the flute part. To 

identify each one, I’m using numbers after the general identification. Example: Copy Manuscript Individual Part 

modified 1, and Copy Manuscript Individual Part modified 2. 
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Example 1. 2. Flute (m.16). 

 

The first example (1.1) brings an instaurative variant. Observing the Autograph 

Manuscript Full Score modified it is possible to verify, in the indication of “pp”, that the spelling 

of each “p” is different, which indicates the addition of one “p”. In this passage, the same kind of 

addition can be observed for the oboe, clarinet and horn. This addition occurred also in the Copy 

Manuscripts Individual Parts modified of the oboe, clarinet and horn.  It is important to mention 

Villa-Lobos maintains the indication of “p” just for the bassoon. The instaurative variant was 

included to acquire a better balance among the wind instruments in the passage. So, I believe the 

indication of “pp” is the most appropriate for the flute part. 

Measure 28 – in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified (1 and 2), there is an indication of “p”. 

Example 2. 1. Flute (m.28). 

 

Measure 28 – in the Max Eschig Edition Full Score (E.F.), there is an indication of “pp”. 

Example 2. 2. Flute (m.28). 

  

In this case, there is just one divergent reading presented by the Max Eschig edition. It 

can be classified as an instaurative variant (example 2.2). In the same measure there is an 

indication of “f” for the guitar, which allows the flute to be playing in “p” without compromising 
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the balance or overlapping the soloist. Besides this, and reinforcing this point of view, it is 

important to mention that Villa-Lobos advised the use of the microphone. So, I recommend the 

execution of “p” as illustrated in example 2.1.  

Measure 31– in the Autograph Manuscript Full Score modified, Max Eschig Edition Full 

Score and Copy Manuscript Individual Parts modified (1), the last eighth-note is an E5. 

Example 3. 1. Flute (m.31). 

 

Measure 31– in the Copy Manuscript Individual Parts modified (2), the last eighth-note is 

an F5. 

Example 3. 2. Flute (m.31). 

 

The divergent reading that appear in example 3.2 is an error. In this passage the flute and 

oboe are playing the same notes. Observing both instruments in all versions the last eight-note is 

an E, except for the only difference found in the Copy Manuscript (2).   

Measure 35 – in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified (1 and 2), there is an indication of “p”. 

Example 4. 1. Flute (m.35). 
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Measure 35 – in the Max Eschig Edition Full Score there is an indication of “pp”. 

Example 4. 2. Flute (m.35). 

 

The example 4.2 brings an instaurative variant. The harmony of the beat is based on 

quartal chord and the E5 is the highest note. The same note is also the culminating point of the 

guitar phrase. Besides that, in the manuscripts there are indications of dynamic just for two 

instruments: Flute (“p”) and Oboe (“pp”). This choice emphasizes the highest note and 

contributes to the phrasing of the soloist. So, I recommend the execution of “p”, as illustrated in 

example 4.1. 

Measure 54 – in the Autograph Manuscript Full Score modified, Max Eschig Edition Full 

Score and Copy Manuscript Individual Parts modified (1), there is an indication of “p”. 

Example 5. 1. Flute (m.54). 

 

Measure 54 – in the Copy Manuscript Individual Parts modified (2), there is an indication 

of “f”. 

Example 5. 2. Flute (m.54). 

 

This passage is an announcement of the theme of the B section, which will be presented 

by the soloist in a slower tempo. The example 5.1 brings a substitutive variant. It is possible to 
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observe the letter f was written over the letter p. The same transformation occurred for the Oboe 

and violin II. The only instrument that remains with the original indication is the violin I (starting 

on the previous measure) “mf” followed by a crescendo. In this passage flute and violin I are 

playing the same notes. As an answer and complement to it, oboe and violin II are also doubling 

notes. With this choice, clearly the violin I will be highlighted. In this way, I recommend the 

execution of “p”.  

Measure 58 – in the Autograph Manuscript Full Score modified, Max Eschig Edition Full 

Score and Copy Manuscript Individual Parts modified (1), the first note of the measure is a 

quarter-note. 

Example 6. 1. Flute (m.58). 

 

Measure 58 – in the Copy Manuscript Individual Parts modified (2), the first note of the 

measure is a half-note. 

Example 6. 2. Flute (m.28). 

 

The example 6.2 brings an error. The half-note plus the rests add a total of six beats to the 

measure, but time signature is 44. 

Measure 82 – in the Autograph Manuscript Full Score modified (A.M.F.mod.), and in 

Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 7. 1. Flute (m.82). 

 

Measure 82 – in the Copy Manuscript Individual Parts modified (1 and 2), there is an 

indication of “mf”. 

Example 7. 2. Flute (m.82). 

 

The example 7.1 brings a substitutive variant. It is possible to observe the letter f was 

written over the letter p, and the letter m was erased. This is the penultimate measure of the 

section A. All the strings are playing in ppp and the soloist will play harmonics in the subsequent 

measure. With the aim to achieve a better balance the composer chose to modify his original 

option. Villa-Lobos did the same change (replaced mf and put p), for the other wind instruments 

that are playing in the passage - oboe and clarinet. So, I recommend the execution of “p”. 

Measure 83 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified (1 and 2), the first note of the third beat is an E6. 

Example 8. 1. Flute (m.83). 

 

Measure 83 – in the Max Eschig Edition Full Score the first note of the third beat is an F6. 
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Example 8. 2. Flute (m.83). 

 

The example 8.2 presents an error. Observing the previous measure, it is possible to 

identify a motive formed by the notes G, E, F and D. The composer maintains the notes of the 

motive and changes the rhythmic figures, the result is a written accelerando.  

Measure 101 – in the Autograph Manuscript Full Score modified, Max Eschig Edition 

Full Score, and Copy Manuscript Individual Parts modified (1), there is an indication of “pp”. 

Example 9. 1. Flute (m.101) 

 

Measure 101 – in the Copy Manuscript Individual Parts modified (2), there is an 

indication of “pp”. 

Example 9. 2. Flute (m.101) 

 

The example 9.1 brings an instaurative variant. Observing the Autograph Manuscript 

Full Score modified, and the Copy Manuscript Individual Parts modified (1), it is possible to 

verify that the spelling of each “p” is different, which indicates the addition of another “p”. The 

same kind of addition can be verified for the oboe and Clarinet. This is the end of the second 

phrase of the section B, and to emphasize this point I recommend the execution of “pp”. 



 86 

Measure 123 – in the Max Eschig Edition Full Score and Copy Manuscript Individual 

Parts modified (2), there is an indication of “p”. 

Example 10. 1. Flute (m.123). 

 

Measure 123 – in the Copy Manuscript Individual Parts modified (1), there is an 

indication of “pp”. 

Example 10. 2. Flute (m.123). 

 

Measure 123 – in the Autograph Manuscript Full Score modified, there is an indication of 

“ppp”. 

Example 10. 3. Flute (m.123). 

 

The different readings illustrated in the examples 10.2 and 10.3 can be classified as 

instaurative variants. In this passage all the instruments are playing, except the trombone. This is 

the end of the first movement and the indication of dynamic for the soloist is “ff”. As I mention 

before, the composer advises the use of the microphone. And considering that, the execution of 

“p” is the best choice for the balance. 
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Flute part (Second movement – Andantino e Andante): 

Measures 126-130 – in the Autograph Manuscript Full Score modified, and Copy 

Manuscript Individual Parts modified (1), the notes that are being repeated are A6, E6, D6, A5 and 

D5.  

Example 11. 1. Flute (mm. 126-130). 

 

Measure 126-130 – in the Max Eschig Edition Full Score, the notes that are being 

repeated are A5, E5, D5, A4 and D4.  

Example 11. 2. Flute (mm.126-130). 

 

Measures 126-130 – in the Copy Manuscript Individual Parts modified (2), the notes that 

are being repeated are A6, E6, D6, A5 and D5, and the first note of the measure 130 is a D4. 

Example 11. 3. Flute (mm. 126-130). 

 

The divergent reading illustrated in the example 11.2 is an error. In the Autograph 

Manuscript Full Score modified, and Copy Manuscript Individual Parts modified (1), there is an 

indication of octave above the notes. The Max Eschig Edition Full Score is written in the same 
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octave of the Autograph Manuscript Full Score modified, and Copy Manuscript Individual Parts 

modified (1), but there is no indication of octave. The same error can be observed in the clarinet 

part. The Copy Manuscript Individual Parts modified (2) is written in the real octave, but the first 

note of the measure 130 is in an octave lower (D4), which can be considered an error. 

Measure 172 – in the Copy Manuscript Individual Parts modified (1 and 2), there is an 

indication of “f”. 

Example 12. 1. Flute (m. 172). 

 

Measure 172 – in the Autograph Manuscript Full Score modified, there is an indication of 

“p”. 

Example 12. 2. Flute (m.172). 

 

Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 12. 3. Flute (m.172). 

 

The different readings presented in example 12.2 and 12.3 can be considered as 

substitutive variants. In this passage, the Flute, oboe, Violin I and II, and viola are playing the 

same melody. It is possible to observe, in the Autograph Manuscript Full Score modified, the 
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composer changed all the dynamics of the winds from “f” to “p”. But Villa-Lobos maintained the 

indication of “f” for the violins (I and II) and viola, which is an indication he wants to emphasize 

the strings. So, I recommend the execution of “p”, as illustrated in example 12.2. 

Measure 193 – in the Copy Manuscript Individual Parts modified (2), and Max Eschig 

Edition Full Score, there is an indication of “pp”. 

Example 13. 1. Flute (m.193). 

 

 

 

 

Measure 193 – in the Copy Manuscript Individual Parts modified (1), and Autograph 

Manuscript Full Score modified, there is an indication of “ppp”. 

Example 13. 2. Flute (m.193). 

 

The example 13.2 brings an instaurative variant. It is possible to observe, in the 

Autograph Manuscript Full Score modified the composer changed the dynamics of the oboe, 

clarinet and flute from “pp” to “ppp”. As I mentioned before, Villa-Lobos advised the use of the 

microphone, and considering that I recommend the execution of “pp”. 

Measure 200 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified (1 and 2), the first note is a F5 natural. 
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Example 14. 1. Flute (m.200). 

 

Measure 200 – in the Max Eschig Edition Full Score, the first note is a D5 natural. 

Example 14. 2. Flute (m.200). 

 

The divergent reading presented on example 14.2 is an error. The flute is playing the 

same note as the violin I (F5 natural), which is reinforcing the melody presented by the soloist 

(the first note of the measure is also a F5 natural). Besides that, observing the key signature (with 

F# and C#), if the note presented in example 14.2 (D5) were correct, it would not have the sign of 

natural.  

Measure 211 – in the Autograph Manuscript Full Score modified, Max Eschig Edition 

Full Score, and Copy Manuscript Individual Parts modified (1), there are three consecutive notes 

B5, C6 and D6. 

Example 15. 1. Flute (m.211). 

 

Measure 211 – in the Copy Manuscript Individual Parts modified (1), there is a rest for 

the entire measure. The indication includes 10 measures of rest. 
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Example 15. 2. Flute (m.211). 

 

The example 15.2 presents an error. The mistake probably happened because, in the 

Autograph Manuscript Full Score modified, Villa-Lobos wrote the flute melody on the oboe 

pentagram and puts a sing (Fta) to indicates the instrument responsible for the passage. 

Measure 213 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified (2), there is an indication of “p”. 

Example 16. 1. Flute (m.213). 

 

Measure 213 – in the Max Eschig Edition Full Score, and Copy Manuscript Individual 

Parts modified (1), there is an indication of “pp”. 

Example 16. 2. Flute (m.213). 

  

 The different reading presented in example 16.2 is an instaurative variant. As I mention 

before, the composer advised the use of the microphone for the guitar. And to achieve a good 

balance between the orchestra and the soloist, I recommend the execution of “p”. 

 Flute part (Third movement – Allegro non troppo). 

Measure 331 – in the Autograph Manuscript Full Score modified, there is an indication of 

“p”. 
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Example 17. 1. Flute (m.331). 

 

Measure 331 – in the Copy Manuscript Individual Parts modified (1)68, there is an 

indication of “f”. 

Example 17. 2. Flute (m.331). 

 

Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 17. 3. Flute (m.331). 

 

 The different readings presented in examples 17.1 and 17.3 are substitutive variants. It is 

possible to observe, in the Autograph Manuscript Full Score modified, the composer changed all 

the dynamics of the winds from “f” to “p”. But Villa-Lobos maintained the indication of “ff” for 

the violin I, and “f” for the violin II, viola, cello and bass. which is an indicative he wants to 

emphasize the strings. So, I recommend the execution of “p”, as illustrated in example 17.1. 

Measure 339 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified (1), there is an indication of “f”. 

 

                                                 
 

68 The Copy Manuscript Individual Parts modified (2), has only the first and second movements. 
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Example 18. 1. Flute (m.339). 

 

Measure 339 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 18. 2. Flute (m.339). 

 

The divergent reading presented in example 18.2 is a substitutive variant. In the 

Autograph Manuscript Full Score modified it is possible to identify the composer divides the 

dynamic indications in two groups: “f” for the flute, oboe and clarinet; and “mf” for the bassoon, 

horn and trombone.   In the Max Eschig Edition Full Score, the editor puts “mf” for all wind 

instruments. Considering the sound peculiarities and the timbres of the instruments, I recommend 

the execution of “f” to achieve a good balance. 

Oboe part (First movement – Allegro Preciso): 

Measure 4 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “f”. 

Example 19. 1. Oboe (m.4). 

 

Measure 4 – in the Max Eschig Edition Full Score, there is an indication of “mf ”. 
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Example 19. 2. Oboe (m.4). 

 

 The divergent reading illustrated in example 19.2 is a substitutive variant. In this passage 

oboe and clarinet are presenting a variation of the first thematic motive. To emphasize this 

passage, I recommend the execution of “f”. 

Measure 28 – in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 20. 1. Oboe (m.28). 

 

Measure 28 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 20. 2. Oboe (m.28). 

  

The example 20.2 brings an instaurative variant. In the same measure there is an 

indication of “f” for the guitar, which allows the oboe to be playing in “p” without compromising 

the balance or overlapping the soloist. Besides this, and reinforcing this point of view, it is 

important to mention that Villa-Lobos advised the use of the microphone. So, I recommend the 

execution of “p” as illustrated in example 20.1.  

Measure 117 – in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p” followed by “sfz” and “p”. 
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Example 21. 1. Oboe (m.117). 

 

Measure 117 – in the Max Eschig Edition Full Score, there is an indication of “p” 

followed by “sfz” and “pp”. 

Example 21. 2. Oboe (m.117). 

 

The first dynamic indication of the measure is “p”, and in both examples it can be 

considered as a substitutive variant. It is possible to verify the “p” was written over an “f”, and a 

letter “m” was erased. Villa-Lobos did this change, probably because Segovia didn’t want to 

amplify his guitar claiming possible timbre changes. But, as I mentioned before, the composer 

advises the use of the microphone. And taking that into account, the execution of “mf” is the 

choice for the balance. It is important to highlight there is an indication of “Solo” for the oboe, 

and the instrument is presenting the first thematic motive a Fifth above. It is also relevant to 

observe the clarinet, which will be presenting the same thematic motive three measures after the 

oboe, and with the indications of “mf” followed by “sfz” and “p”.  The last dynamic sing of the 

measure 117, illustrated in example 21.2, is a “pp”, and it can be considered as an instaurative 

variant.  To maintain the pattern of the dynamic indications used to present the referred thematic 

motive, I recommend the execution of “mf” followed by “sfz” and “p”. 

Measure 123 – in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, there is an indication of “ppp”. 
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Example 22. 1. Oboe (m.123). 

 

Measure 123 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 22. 2. Oboe (m.123). 

 

The different readings illustrated in the example 22.1 can be classified as instaurative 

variant. It is possible to observe in the Autograph Manuscript Full Score modified, and in the 

Copy Manuscript Individual Parts modified the addition of another “p”, transforming what was a 

“pp” in “ppp”.   In this passage all the instruments are playing, except the trombone. This is the 

end of the first movement and the indication of dynamic for the soloist is “ff”. As I mention 

before, the composer advises the use of the microphone. And considering that, the execution of 

“pp” is the best choice for the balance. 

Oboe part (Second movement – Andantino e Andante): 

Measure 130 – in the Copy Manuscript Individual Parts modified, there is an indication 

of “p”. 

Example 23. 1. Oboe (m.130). 

 

Measure 130 – in the Autograph Manuscript Full Score modified and in the Max Eschig 

Edition Full Score, there is no indication of dynamic. 
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Example 23. 2. Oboe (m.130). 

 

The dynamic sign introduced in the Copy Manuscript Individual Parts modified is an 

instaurative variant. This note is the third of the E minor chord. This point is an elision, which 

demarks the end of the introduction and the beginning of the next phrase. The oboe is just 

reinforcing the chord that will be arpeggiated by the soloist in the phrase he is just starting. So, I 

recommend the execution of “p”. 

Measure 172 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 24. 1. Oboe (m.172). 

 

Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 24. 2. Oboe (m.172). 

 

The different reading presented in example 24.2 can be considered as a substitutive 

variant. In this passage, the flute, oboe, violin I and II, and viola are playing the same melody. It 

is possible to observe, in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, the composer changed all the dynamics of the winds from 

“f” to “p”. But Villa-Lobos maintained the indication of “f” for the violins (I and II) and viola, 
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which is an indication he wants to emphasize the strings. So, I recommend the execution of “p”, 

as illustrated in example 24.1. 

Measure 193 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 25. 1. Oboe (m.193). 

 

Measure 193 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “ppp”. 

Example 25. 2. Oboe (m.193). 

 

The example 25.2 brings an instaurative variant. It is possible to observe in the 

Autograph Manuscript Full Score modified that the composer changed the dynamics of the oboe, 

clarinet and flute from “pp” to “ppp”. As I mentioned before, Villa-Lobos advised the use of the 

microphone, and considering that I recommend the execution of “pp”. 

Measure 202 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “mf”. 

Example 26. 1. Oboe (m.202). 

 

Measure 202 – in the Max Eschig Edition Full Score, there is an indication of “p”. 



 99 

Example 26. 2. Oboe (m.202). 

 

The divergent reading illustrated in the example 26.2 is substitutive variant. In this 

passage the soloist is arpeggiating the chord of Ab major, which is an accompaniment for the 

melody presented by oboe and violin I. For the oboe there is also the indication of “Solo”. So, I 

recommend the execution of “mf”. 

Measure 213 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “p”. 

Example 27. 1. Oboe (m.213). 

 

Measure 213 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 27. 2. Oboe (m.213). 

  

 The different reading presented in example 27.2 is an instaurative variant. As I mention 

before, the composer advised the use of the microphone for the guitar. And to achieve a good 

balance between the orchestra and the soloist I recommend the execution of “p”. 

Oboe part (Third movement – Allegro non troppo). 

 Measure 308 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

 



 100 

Example 28. 1. Oboe (m.308). 

 

Measure 308 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “ppp”. 

Example 28. 2. Oboe (m.308). 

 

The example 28.2 brings an instaurative variant. It is possible to observe in the 

Autograph Manuscript Full Score modified that the composer changed the dynamics of the oboe, 

clarinet, bassoon, horn and trombone from “pp” to “ppp”. As I mentioned before, Villa-Lobos 

advised the use of the microphone, and considering that I recommend the execution of “pp”. 

Measure 310 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “mf”. 

Example 29. 1. Oboe (m.310). 

 

Measure 310 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 29. 2. Oboe (m.310). 

 

The divergent reading illustrated in the example 29.2 is substitutive variant. In this 

passage the oboe is presenting an important melody in a kind of counterpoint with the soloist, 

usually in contrary motion and with some common notes. There is also the indication of “Solo” 

for the oboe. To achieve a good balance, I recommend the execution of “mf”. 

Measure 324 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “p”. 

Example 30. 1. Oboe (m.324). 

 

Measure 324 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 30. 2. Oboe (m.324). 

 

The divergent reading illustrated in the example 30.2 is destitutive variant. In this passage 

the oboe is presenting the melody.  The soloist and the other instruments of the orchestra have 

the accompaniment function. For the clarinet, bassoon, horn trombone and bass there is an 

indication of “pp”. This small distinction from “pp” to “p” gives a subtle highlight for the oboe. 

So, I recommend the execution of “p”. 
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Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 31. 1. Oboe (m.331). 

 

Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 31. 2. Oboe (m.331). 

 

 The different reading presented in example 31.2 is a substitutive variant. It is possible to 

observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f” to “p”. But Villa-Lobos maintained the indication of “ff” for the 

violin I, and “f” for the violin II, viola, cello and bass, which is an indication that he wants to 

emphasize the strings. So, I recommend the execution of “p”, as illustrated in example 31.1. 

Measure 339 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “f”. 

Example 32. 1. Oboe (m.339). 

 

Measure 339 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 
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Example 32. 2. Oboe (m.339). 

 

The divergent reading presented in example 32.2 is a substitutive variant. In the 

Autograph Manuscript Full Score modified it is possible to identify that the composer divides the 

dynamic indications in two groups: “f” for the flute, oboe and clarinet; and “mf” for the bassoon, 

horn and trombone.   In the Max Eschig Edition Full Score, the editor puts “mf”  for all wind 

instruments. Considering the sound peculiarities and the timbres of the instruments, I recommend 

the execution of “f” to achieve a good balance. 

Measure 348 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “mf”. 

Example 33. 1. Oboe (m.348). 

 

Measure 348 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 33. 2. Oboe (m.348). 

 

The divergent reading illustrated in the example 33.2 is a substitutive variant. In this 

passage the oboe is presenting an important melody in a kind of counterpoint with the soloist, 

usually in contrary motion and with some common notes.  There is also the indication of “Solo” 

for the oboe. And to achieve a good balance, I recommend the execution of “mf”. 
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Measure 375 – in the Copy Manuscript Individual Parts modified, there is an indication 

of “mp”. 

Example 34. 1. Oboe (m.375). 

 

Measure 375 – in the Autograph Manuscript Full Score modified, and in the Max Eschig 

Edition Full Score, there is an indication of “p”. 

Example 34. 2. Oboe (m.375). 

 

Both readings can be classified as substitutive variant. It is possible to observe in the 

Copy Manuscript Individual Parts modified the “mp” was written over the indication of “mf”. 

And in the Autograph Manuscript Full Score modified the indication of “p” was written over an 

“f” and the letter “m” was erased. In this passage, clarinet starts a phrase in the previous measure 

with the indication of “mf”. The composer uses a crescendo technique made by the addition of 

other instruments. In measure 375 he introduces the oboe, and two measures later the bassoon. 

The bassoon also has the dynamic indication of “mf”. To maintain the balance in a gradual 

crescendo I recommend the execution of “mf”.  

Clarinet Bb part (First movement – Allegro Preciso): 

Measure 4 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “f”. 
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Example 35. 1. Clarinet Bb (m.4). 

 

Measure 4 – in the Max Eschig Edition Full Score, there is an indication of “mf ”. 

Example 35. 2. Clarinet Bb (m.4). 

 
The divergent reading illustrated in example 35.2 is a substitutive variant. In this passage 

oboe and clarinet are presenting a variation of the first thematic motive. To emphasize this 

passage, I recommend the execution of “f”. 

Measure 13 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf”. 

Example 36. 1. Clarinet Bb (m.13). 

] 

Measure 13 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 36. 2. Clarinet Bb (m.13). 

 

The example 36.2 brings a substitutive variant. In this passage there is a strait dialog 

between the soloist and the clarinet. The clarinet continues the guitar phrase, with the same 
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rhythmic and melodic motive, just in one measure (13), and right after the guitar reassumes the 

phrase. It is relevant to observe the indication of “Solo” for the clarinet. Considering the balance 

between the instruments, I recommend the execution of “mf”. 

Measure 27 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “p”. 

Example 37. 1. Clarinet Bb (m.27). 

 

Measure 27 – in the Max Eschig Edition Full Score, there is an indication of “mf ”. 

Example 37. 2. Clarinet Bb (m.27). 

 
The divergent reading presented in example 37.2 is a substitutive variant. In this passage 

the clarinet and bassoon are continuing the phrase of the violin I. This is the end of the phrase 

and in the previous measure the violin had started a decrescendo and written rallentando, 

represented by the diminution of the rhythmic motion. So, I recommend the execution of “p” as 

illustrated in example 37.1. 

Measure 28 – in the Autograph Manuscript Full Score modified, there is a presence of the 

note D3 with an accent and the indication of “p”. 

Example 38. 1. Clarinet Bb (m.28). 
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Measure 28 – in the Max Eschig Edition Full Score, there is just a rest. 

Example 38. 2. Clarinet Bb (m.28). 

  

 Measure 28 – in the Copy Manuscript Individual Parts modified, there is a presence of 

the note D3 with an accent and the indication of “pp”. 

Example 38. 3. Clarinet Bb (m.28). 

  

The different reading presented in the example 38.2 is an error. The D3 is the tonic of the 

diminished D chord, which is in the first inversion. The indication “pp” illustrated in example 

38.3 is an instaurative variant. In the previous measure there is a decrescendo and written 

rallentando. This passage demarks the beginning of the new phrase and to reinforce that I 

recommend the execution of “pp”. 

Measure 29 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is a presence of the note Db3. 

Example 39. 1. Clarinet Bb (m.29). 

 

Measure 29 – in the Max Eschig Edition Full Score, there is just a rest. 
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Example 39. 2. Clarinet Bb (m.29). 

  

 The different reading presented in the example 39.2 is an error. The Db3 is the diminished 

fifth of the G7(b5) chord, which is in the third inversion.  

Measure 30 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is a presence of the note Db3. 

Example 40. 1. Clarinet Bb (m.30). 

 

Measure 30 – in the Max Eschig Edition Full Score, there is just a rest. 

Example 40. 2. Clarinet Bb (m.30). 

  

 The different reading presented in the example 40.2 is an error. The Db3 is the fifth of the 

Gb7M chord, which is in the third inversion. 

Measure 36 – in the Autograph Manuscript Full Score modified, there is the indication of 

“mf”. 

Example 41. 1. Clarinet Bb (m.36). 
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Measure 36 – in the Max Eschig Edition Full Score, there is indication of “p”. 

Example 41. 2. Clarinet Bb (m.36). 

  

Measure 36 – in the Copy Manuscript Individual Parts modified, there are no indications 

of dynamic. 

Example 41. 3. Clarinet Bb (m.36). 

  

The example 41.2 brings a substitutive variant, and the example 41.3 illustrates a 

destitutive variant. In this passage there is a crescendo for the soloist, and right after the second 

beat a decrescendo. To be in accordance with the referred motion, I recommend the execution of 

“mf” for the clarinet. The previous indication of dynamic for the clarinet is a “pp” in the measure 

34, which confirms the crescendo. And after the indication of “mf” in the measure 36, there is a 

“pp” in measure 37, confirming the decrescendo.  

Measure 57 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf”. 

Example 42. 1. Clarinet Bb (m.57). 

 

Measure 57 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

 

 



 110 

Example 42. 2. Clarinet Bb (m.57). 

 

The example 42.2 brings a substitutive variant. In this passage flute and violin I are 

conducting in unison the principal melody, in a kind of counter point in opposite direction, and 

viola and clarinet are playing the same notes. There is an indication of “mf” for viola, and to 

maintain the intention in the woodwinds and the balance with the strings, I recommend the 

execution of “mf”.  

Measure 65 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, the last dynamic sign of the measure is “p”. 

Example 43. 1. Clarinet Bb (m.65). 

 

Measure 65 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 43. 2. Clarinet Bb (m.65). 

 

 The example 43.2 brings an instaurative variant. This is the first thematic motive, and it 

is possible to verify a pattern of dynamic. In this pattern the first indication of dynamic is always 

stronger than the last. So, I recommend the execution of “pp”. 

Measure 102 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “p”. 
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Example 44. 1. Clarinet Bb (m.102). 

 

Measure 102 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 44. 2. Clarinet Bb (m.102). 

 

The example 44.2 brings a substitutive variant. In this passage there is a dialog between 

the guitar and the clarinet. This is the beginning of the phrase and considering the agogic and 

balance, I recommend the indication of “p” as illustrated in example 44.1. 

Measure 120-121 – in the Autograph Manuscript Full Score modified, and Copy 

Manuscript Individual Parts modified, there is an indication of “mf” followed by “sfz” and “p”. 

Example 45. 1. Clarinet Bb (mm.120-121). 

 

Measure 120-121 – in the Max Eschig Edition Full Score, there is an indication of “p” 

followed by “sfz” and “pp”. 

Example 45. 2. Clarinet Bb (mm.120-121). 

 

 The first divergent reading illustrated in example 45.2 (“p”) is a substitutive variant, and 

the second (“pp”) is an instaurative variant. In this passage the clarinet is playing the first 
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thematic motive, which is the last time it appears in the first movement, that is heading to the 

end. To emphasize the thematic motive, I recommend the execution of “mf” followed by “sfz” 

and “p”. 

Clarinet Bb part (Second movement – Andantino e Andante): 

Measures 126-130 – in the Autograph Manuscript Full Score modified, and Copy 

Manuscript Individual Parts modified, the notes that are being repeated are D6, A5, E5, D5 and A4.  

Example 46. 1. Clarinet Bb (mm.126-130). 

 

Measure 126-130 – in the Max Eschig Edition Full Score, the notes that are being 

repeated are D5, A4, E4, D4 and A3.  

Example 46. 2. Clarinet Bb (mm.126-130). 

 

The divergent reading illustrated in the example 46.2 is an error. In the Autograph 

Manuscript Full Score modified, and Copy Manuscript Individual Parts modified, all the notes 

are written one octave above the notes of the Max Eschig Edition Full Score. The same kind of 

error can be observed in the flute part.  

Measure 139 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf”. 
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Example 47. 1. Clarinet Bb (m.139). 

 

Measure 139 – in the Max Eschig Edition Full Score, there is an indication of “p” 

Example 47. 2. Clarinet Bb (m.139). 

  

 The example 47.2 brings a substitutive variant. In this passage the clarinet is playing a 

third above the trombone line and in parallel motion.  The only exception is the first note (Bb – 

the seventh of a secondary dominant chord), which is written a fifth above and moves in opposite 

direction to the trombone line.  To achieve a good balance between the instruments, I 

recommend the execution of “mf”. 

Measure 161 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf”. 
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Example 48. 1. Clarinet Bb (m.161). 

 

Measure 161 – in the Max Eschig Edition Full Score, there is an indication of “p” 

Example 48. 2. Clarinet Bb (m.161). 

  

 The example 48.2 brings a substitutive variant. In this passage the clarinet is playing the 

principal melody with the accompaniment of the strings. It is also relevant to observe the 

indication of “Solo”. To emphasize this melody, I recommend the execution of “mf”. There is 

also a difference in the position of the rests in the beginning of the measure. It doesn’t change the 

execution, but may influence the comprehension of the metric division. In this sense, the 

example 48.1 is clearer to express the idea of 3+3, and not 2+2+2.  

Measure 172 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 49. 1. Clarinet Bb (m.172). 

 

Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 
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Example 49. 2. Clarinet Bb (m.172). 

 

The different reading presented in example 49.2 can be considered as a substitutive 

variant. In this passage, the flute, oboe, violin I and II, and viola are playing the same melody. It 

is possible to observe, in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, the composer changed all the dynamics of the winds from 

“f” to “p”. But Villa-Lobos maintained the indication of “f” for the violins (I and II) and viola, 

which is an indication he wants to emphasize the strings. So, I recommend the execution of “p”, 

as illustrated in example 49.1. 

Measure 193 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 50. 1. Clarinet Bb (m.193). 

 

Measure 193 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “ppp”. 

Example 50. 2. Clarinet Bb (m.193). 

 

The example 50.2 brings an instaurative variant. It is possible to observe, in the 

Autograph Manuscript Full Score modified the composer changed the dynamics of the oboe, 
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clarinet and flute from “pp” to “ppp”. As I mentioned before, Villa-Lobos advised the use of the 

microphone, and considering that, I recommend the execution of “pp”. 

Measure 207 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “mf”. 

Example 51. 1. Clarinet Bb (m.207). 

 

Measure 207 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 51. 2. Clarinet Bb (m.207). 

 

The divergent reading illustrated in the example 51.2 is substitutive variant. In this 

passage the soloist is arpeggiating the chord of B major, which is the accompaniment for the 

melody presented by the clarinet. There is also the indication of “Solo” for the clarinet. To 

emphasize the melody, I recommend the execution of “mf”. 

Measure 215 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “mf”. 

Example 52. 1. Clarinet Bb (m.215). 

 

Measure 215 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 52. 2. Clarinet Bb (m.215). 

 

 The divergent reading illustrated in the example 52.2 is substitutive variant. In this 

measure the clarinet and viola are assuming the melody started by flute, oboe and violin I and II. 

This is a kind of decrescendo based on a diminution of the orchestral effective (instruments). To 

maintain the balance and to realize a progressive decrescendo, I recommend the execution of 

“mf”. 

 Clarinet Bb part (Third movement – Allegro non troppo). 

 Measure 223 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, the fourth note of the measure is a G4. 

Example 53. 1. Clarinet Bb (m.223). 

  

 Measure 223 – in the Max Eschig Edition Full Score, the fourth note of the measure is an 

A4. 

Example 53. 2. Clarinet Bb (m.223). 

 

 The divergent reading illustrated in example 53.1 is an error. The clarinet is playing the 

same notes of the bassoon, an octave higher, and in all versions the referred note is an A. 

Verifying the piano part of the Manuscript Reduction, it is possible to confirm the right note is an 

A4.  
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Measure 268 – in the Max Eschig Edition Full Score, and Autograph Manuscript Full 

Score modified, there is an indication of “f”. 

Example 54. 1. Clarinet Bb (m.268). 

 

Measure 268 – in the Copy Manuscript Individual Parts modified, there is no indication 

of dynamic. 

Example 54. 2. Clarinet Bb (m.268). 

  

 The divergent reading illustrated in example 54.2 is a destitutive variant. In this passage 

the clarinet is playing the fifth of the B minor chord. This chord is being completed by oboe, 

horn, viola and cello, with the same rhythmic motion. It is important to refer that there is an 

indication of “f” for the oboe, viola and cello. So, to maintain the balance among the instruments 

I recommend the execution of “f”. 

Measure 301 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “mf”. 

Example 55. 1. Clarinet Bb (m.301). 

 

Measure 301 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 55. 2. Clarinet Bb (m.301). 

  

 The example 55.2 brings a substitutive variant. In this passage there is a counterpoint in 

opposite directions between the clarinet and the soloist. For the clarinet there is an indication of 

“Solo” to this ascendant phrase that culminates in “sfz”. To start this crescendo that lasts for just 

two measures I recommend the execution of “mf”. 

Measure 303 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, the last dynamic indication of the measure is “pp”. 

Example 56. 1. Clarinet Bb (m.303). 

 

Measure 303 – in the Max Eschig Edition Full Score, the last dynamic indication of the 

measure is a “ppp”. 

Example 56. 2. Clarinet Bb (m.303). 

  

 The example 56.2 brings an instaurative variation. The same indication of dynamic (“sfz” 

followed by a decrescendo and a “pp”), can be observed also for the bassoon, cello and bass. For 
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the balance the indication of “pp” is enough, and to maintain the same intention of the other 

instruments, I recommend the execution of “pp”. 

Measure 308 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 57. 1. Clarinet Bb (m.308). 

 

Measure 308 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “ppp”. 

Example 57. 2. Clarinet Bb (m.308). 

 

The example 57.2 brings an instaurative variant. It is possible to observe, in the 

Autograph Manuscript Full Score modified the composer changed the dynamics of the oboe, 

clarinet, bassoon, horn and trombone from “pp” to “ppp”. As I mentioned before, Villa-Lobos 

advised the use of the microphone, and considering it is enough for the balance the execution of 

“pp”, presented in example 57.1. 

Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 58. 1. Clarinet Bb (m.331). 

 

Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 
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Example 58. 2. Clarinet Bb (m.331). 

 

 The different reading presented in example 58.2 is a substitutive variant. It is possible to 

observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f” to “p”. But Villa-Lobos maintained the indication of “ff” for the 

violin I, and “f” for the violin II, viola, cello and bass. which is an indicative he wants to 

emphasize the strings. So, I recommend the execution of “p”, as illustrated in example 58.1. 

Measure 339 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “f”. 

Example 59. 1. Clarinet Bb (m.339). 

 

Measure 339 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 59. 2. Clarinet Bb (m.339). 

 

The divergent reading presented in example 59.2 is a substitutive variant. In the 

Autograph Manuscript Full Score modified it is possible to identify that the composer divides the 

dynamic indications in two groups: “f” for the flute, oboe and clarinet; and “mf” for the bassoon, 

horn and trombone.   In the Max Eschig Edition Full Score, the editor puts “mf” for all wind 
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instruments. Considering the sound peculiarities and the timbres of the instruments, I recommend 

the execution of “f” to achieve a good balance. 

Measure 351 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “p”. 

Example 60. 1. Clarinet Bb (m.351). 

2 

Measure 351 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 60. 2. Clarinet Bb (m.351). 

 

The divergent reading illustrated in the example 60.2 is destitutive variant. In this passage 

the clarinet is helping the accompaniment and starts with the third of the E minor chord that are 

being arpeggiated by the guitar. So, I recommend the execution of “p”. 

Measure 374 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 61. 1. Clarinet Bb (m.374). 

 

Measure 374 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 61. 2. Clarinet Bb (m.374). 

  

The different reading presented in example 61.2 can be classified as substitutive variant. 

The composer uses a crescendo technique made by the addition of other instruments. He starts 

with the clarinet in measure 374. In measure 375 he introduces the oboe, and two measures later 

the bassoon. Both instruments have the indication of “mf”. To maintain the balance in a gradual 

crescendo I recommend the execution of “mf”, as illustrated in example 61.1. 

Bassoon part (First movement – Allegro Preciso): 

Measure 9 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 62. 1. Bassoon (m.9). 

 

Measure 9 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 62. 2. Bassoon (m.9). 

  

 The example 62.2 brings a substitutive variant. In this measure the horn is performing a 

variation of the first thematic motive. There is an indication of “p” for the last note. The bassoon 

plays the D3 with the last note of the thematic motive, and the resulting range is a major second.  

To be in accordance with the indications of the horn, I recommend the execution of “p”. 
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Measure 16 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “p”. 

Example 63. 1. Bassoon (m.16). 

 

Measure 16 – Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 63. 2. Bassoon (m.16). 

 

The example 63.1 brings an instaurative variant. Observing the Autograph Manuscript 

Full Score modified it is possible to verify, in the indication of “pp” for the flute, oboe, clarinet 

and horn, that the spelling of each “p” is different, which indicates the addition of one “p”. It is 

important to mention Villa-Lobos maintain the indication of “p” just for the bassoon. The 

instaurative variant was included to acquire a better balance among the instruments in the 

passage. So, I believe the indication of “pp” is the most appropriated for the bassoon part. 

Measure 27 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “p ”. 

Example 64. 1. Bassoon (m.27). 

 

Measure 27 – in the Max Eschig Edition Full Score, there is an indication of “mf ”. 
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Example 64. 2. Bassoon (m.27). 

 

The divergent reading presented in example 64.2 is a substitutive variant. In this passage 

the clarinet and bassoon are continuing the phrase of the violin I. This is the end of the phrase 

and in the previous measure the violin had started a decrescendo and a written rallentando, 

represented by the diminution of the rhythmic motion. So, I recommend the execution of “p” as 

illustrated in example 64.1. 

Measure 36-37 – in the Autograph Manuscript Full Score modified, and Copy 

Manuscript Individual Parts modified there is the indication of “p” at the beginning of the 

measure 36, followed by “pp” in measure 37. 

Example 65. 1. Bassoon (mm.36-37). 

 

Measure 36 – in the Max Eschig Edition Full Score, there is indication of “pp ”. 

Example 65. 2. Bassoon (mm. 36-37). 

  

The example 65.2 brings at first an instaurative variant, and in measure 37 a destitutive 

variant. In this passage there is a crescendo for the soloist, and right after the second beat of the 

measure 36 there is a decrescendo. To be in accordance with the referred motion I recommend 

the execution of “p” followed by “pp” for the bassoon.  
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Measure 65 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, the last dynamic sign of the measure is “p”. 

Example 66. 1. Bassoon (m.65). 

 

Measure 65 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 66. 2. Bassoon (m.65). 

 

 The example 66.2 brings an instaurative variant. This is the first thematic motive, and it 

is possible to verify a pattern of dynamic. In this pattern the first indication of dynamic is always 

stronger than the last. So, I recommend the execution of “pp”. 

Measure 102 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “ppp”. 

Example 67. 1. Bassoon (m.102). 

 
Measure 102 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 67. 2. Bassoon (m.102). 

 

The example 67.1 brings an instaurative variant. Observing the Autograph Manuscript 

Full Score modified, and the Copy Manuscript Individual Parts modified, it is possible to verify 
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(in the indication of “ppp”) that the spelling of one “p” is different, which indicates the addition 

of it.  In this passage there is a dialog between the guitar and the clarinet. This is the beginning of 

the phrase and the dynamic indication for the clarinet is “p”. The bassoon, horn and trombone are 

working in the accompaniment. Considering that, I recommend the indication of “ppp” as 

illustrated in example 67.1. 

Measure 109 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “f” followed by “sfz” and “p”. 

Example 68. 1. Bassoon (m.109). 

 

Measure109– in the Max Eschig Edition Full Score, there is an indication of “mf” 

followed by “sfz” and “pp”. 

Example 68. 2. Bassoon (m.109). 

 

 The divergent readings illustrated in example 68.2 is an instaurative variant. This is the 

first measure of the final part of the movement. In this passage the bassoon and trombone are 

reexposing a fifth above the first thematic motive. To emphasize that, I recommend the execution 

of “f ” followed by “sfz” and “p”. 

Measure 112 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 
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Example 69. 1. Bassoon (m.112). 

 
Measure 112 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 69. 2. Bassoon (m.112). 

  

 The example 69.2 brings a substitutive variant. In this measure the oboe and clarinet are 

performing a variation of the first thematic motive, and there is an indication of “sfz” for the 

penultimate note. The bassoon plays the G4 with the penultimate note of the thematic motive, 

and the resulting range is a perfect fourth. To be in accordance with the indications of the oboe 

and clarinet, I recommend the execution of “f”. 

Measure 115 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 70. 1. Bassoon (m.115). 

 
Measure 115 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 70. 2. Bassoon (m.115). 

 
The different reading presented in example 70.2 is an instaurative variant. In this passage 

the bassoon and bass are playing a pedal note (A), with the same rhythmic pattern. The 

indication of “p” is enough for a good balance with the strings and the soloist. 
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Measure 119 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 71. 1. Bassoon (m.119). 

 
Measure 119 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 71. 2. Bassoon (m.119). 

 
The different reading presented in example 71.2 is an instaurative variant. In this passage 

the horn is playing the first thematic motive, and starts with the indication of “mf ”. The bassoon 

is in a secondary roll with the accompaniment. The indication of “p” is enough for a good 

balance. 

Bassoon part (Second movement – Andantino e Andante): 

Measure 130 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ” in the first beat. 

Example 72. 1. Bassoon (m.130). 

 
Measure 130 – in the Max Eschig Edition Full Score, there is no indication of dynamic in 

the first beat. 

Example 72. 2. Bassoon (m.130). 

 

  



 130 

The divergent reading presented in example 72.2 is a destitutive variant. In this passage 

the bassoon is playing the tonic of E minor chord, which is being arpeggiated by the soloist. The 

dynamic indication for the soloist is “mf ”. The same indication is written for the trombone and 

strings. So, to maintain the level of intensity, I recommend the execution of “mf ”. 

Measure 163 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf ”. 

Example 73. 1. Bassoon (m.163). 

 

Measure 163 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 73. 2. Bassoon (m..163). 

  

 The example 73.2 brings a substitutive variant. In this passage the clarinet starts the 

principal melody in measure 161with the indication of “mf”. The bassoon is introduced in 

measure 163 and a dialog between clarinet and bassoon starts. To emphasize this dialog, I 

recommend the execution of “mf ”. 

Measure 167 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf ”. 
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Example 74. 1. Bassoon (m.167). 

 

Measure 167 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 74. 2. Bassoon (m.167). 

  

The example 74.2 brings a substitutive variant. This is the continuation of the dialog with 

the clarinet started in measure 163, and the previous indication of dynamic is “mf ”. To maintain 

the same intention and balance, I recommend the execution of “mf ”. 

Measure 172 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 75. 1. Bassoon (m.172). 

 

Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 75. 2. Bassoon (m.172). 

 

The different reading presented in example 75.2 can be considered as a substitutive 

variant. In this passage, the flute, oboe, violin I and II, and viola are playing the same melody. It 

is possible to observe, in the Autograph Manuscript Full Score modified and in the Copy 
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Manuscript Individual Parts modified, the composer changed all the dynamics of the winds from 

“f ” to “p”. But Villa-Lobos maintained the indication of “f ” for the violins (I and II) and viola, 

which is an indication he wants to emphasize the strings. So, I recommend the execution of “p”, 

as illustrated in example 75.1. 

Measure 193 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 76. 1. Bassoon (m.193). 

 

Measure 193 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “pp”. 

Example 76. 2. Bassoon (m.193). 

 

The example 76.2 brings an instaurative variant. It is possible to observe, in the 

Autograph Manuscript Full Score modified the composer changed the dynamics of the flute, 

oboe and clarinet from “pp” to “ppp”. He also changed the dynamic of the bassoon from “p” to 

“pp”. As I mentioned before, Villa-Lobos advised the use of the microphone, and considering 

that I recommend the execution of “p”. 

Measure 303 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, the last dynamic indication of the measure is “pp”. 
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Example 77. 1. Bassoon (m.303). 

 

Measure 303 – in the Max Eschig Edition Full Score, the last dynamic indication of the 

measure is a “ppp”. 

Example 77. 2. Bassoon (m.303). 

  

 The example 77.2 brings an instaurative variation. The same indication of dynamic (“sfz” 

followed by a decrescendo and a “pp”), can be observed also for the clarinet, cello and bass. For 

the balance the indication of “pp” is enough, and to maintain the same intention of the other 

instruments, I recommend the execution of “pp”. 

Measure 308 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 78. 1. Bassoon (m.308). 

 

Measure 308 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “ppp”. 
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Example 78. 2. Bassoon (m.308). 

 

The example 78.2 brings an instaurative variant. It is possible to observe, in the 

Autograph Manuscript Full Score modified the composer changed the dynamics of the oboe, 

clarinet, bassoon, horn and trombone from “pp” to “ppp”. As I mentioned before, Villa-Lobos 

advised the use of the microphone, and considering that, it is enough for the balance the 

execution of “pp”, presented in example 78.1. 

Measure 315 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 79. 1. Bassoon (m.315). 

 

Measure 315 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 79. 2. Bassoon (m.315). 

 

 The divergent reading illustrated in example 79.2 is a substitutive variant. In this passage 

the bassoon assumes oboe melody. For the oboe there is an indication of “mf ”, and to maintain 

the same intensity I recommend the execution of “mf ”, also for the bassoon. 
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Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 80. 1. Bassoon (m.331). 

 

Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “mf ”. 

Example 80. 2. Bassoon (m.331). 

 

 The different readings presented in examples 80.2 is a substitutive variant. It is possible 

to observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f ” to “p”. But Villa-Lobos maintained the indication of “ff ” for the 

violin I, and “f ” for the violin II, viola, cello and bass. which is an indicative he wants to 

emphasize the strings. So, I recommend the execution of “p”, as illustrated in example 80.1. 

Measure 333 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “ff”. 

Example 81. 1. Bassoon (m.333). 

 

Measure 333 – in the Max Eschig Edition Full Score, there is an indication of “f ”. 
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Example 81. 2. Bassoon (m.333). 

  

 The example 81.2 brings an instaurative variant. The bassoon is playing the same notes 

as trombone and cello, and the dynamic indication for those instruments is “ff ”. So, to maintain 

the same intensity and notation, I recommend the execution of “ff ”.   

Measure 334 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is a F natural in the third beat. 

Example 82. 1. Bassoon (m.334). 

 

Measure 334 – in the Max Eschig Edition Full Score, there is a F sharp in the third beat. 

Example 82. 2. Bassoon (m.334). 

  

 The example 82.1 brings an error. It is possible to observe in the same beat there is a F 

sharp for the cello, violin I, flute and oboe. The presence of a F sharp can be also verified in the 

first beat with the clarinet and violin II. Another important source that confirms the F sharp is the 

Reduction Manuscript. 

Measure 335 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is a B in the third beat. 
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Example 83. 1. Bassoon (m.335). 

 

Measure 335 – in the Max Eschig Edition Full Score, there is a D in the third beat. 

Example 83. 2. Bassoon (m.335). 

  

 The divergent reading presented in example 83.1 is an error. Observing the piano part of 

the Reduction Manuscript it possible to verify the right note is a D. The same notes with an 

upward movement (B-E-D), can be observed also in the subsequent measure.   

Measure 377 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 84. 1. Bassoon (m.337). 

 

Measure 377 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 84. 2. Bassoon (m.337). 

 

The different reading presented in example 84.2 can be classified as substitutive variant. 

The composer uses a crescendo technic made by the addition of other instruments. He starts with 

the clarinet in measure 374. In measure 375 he introduces the oboe, and two measures lat]er the 
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bassoon. The first two instruments have the indication of “mf ”. To maintain the balance in a 

gradual crescendo I recommend the execution of “mf ”, as illustrated in example 84.1. 

Horn in F part (First movement – Allegro Preciso): 

Measure 9 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf ” followed by “sfz” and “p”. 

Example 85. 1. Horn in F (m.9). 

 

Measure 9 – in the Max Eschig Edition Full Score, there is an indication of “p” followed 

by “sfz”and “pp”. 

Example 85. 2. Horn in F (m.9). 

 
The divergent readings illustrated in example 85.2 are substitutive and instaurative 

variants, respectively. In this passage the horn is presenting a variation of the first thematic 

motive. To emphasize this passage I recommend the execution of “mf ” followed by “sfz” and 

“p”. 

Measure 28 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “p”. 

Example 86. 1. Horn in F (m.28). 
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Measure 28 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 86. 2. Horn in F (m.28). 

 

The indication “pp” illustrated in example 86.2 is an instaurative variant. In the previous 

measures there is a decrescendo and written rallentando. This passage demarks the beginning of 

the new phrase and to reinforce that, I recommend the execution of “pp”. 

Measure 34 – in the Copy Manuscript Individual Parts modified, there is a F in the first 

beat. 

Example 87. 1. Horn in F (m.34). 

 

Measure 34 – in the Autograph Manuscript Full Score modified, and Max Eschig Edition 

Full Score, there is an E in the third beat. 

Example 87. 2. Horn in F (m.34). 

 

 The example 87.1 brings an error. In this measure there is a superposition of the range of 

fourth, conforming a quartal chord.  It is possible to observe in the piano part of the Reduction 

Manuscript, that the top note is an E that moves upwards to G. It is important to mention the top 

note of the guitar part is also an E that moves to G. Which confirms the right note is an E. 

Measure 102 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “ppp”. 
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Example 88. 1. Horn in F (m.102). 

 

Measure 102 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 88. 2. Horn in F (m.102). 

 

The example 88.1 brings an instaurative variant. Observing the Autograph Manuscript 

Full Score modified, and the Copy Manuscript Individual Parts modified, it is possible to verify 

(in the indication of “ppp”) that the spelling of one “p” is different, which indicates the addition 

of it.  In this passage there is a dialog between the guitar and the clarinet. This is the beginning of 

the phrase and the dynamic indication for the clarinet is “p”. The bassoon, horn and trombone are 

working in the accompaniment. Considering that, I recommend the indication of “ppp” as 

illustrated in example 88.1. 

Measure 112 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 89. 1. Horn in F (m.112). 

 
Measure 112 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

 

 



 141 

Example 89. 2. Horn in F (m.112). 

  

 The example 89.2 brings a substitutive variant. In this measure the oboe and clarinet are 

performing a variation of the first thematic motive, and there is an indication of “sfz” for the 

penultimate note. The horn plays the E with the penultimate note of the thematic motive, and the 

resulting range is a major third. To be in accordance with the indications of the oboe and clarinet, 

I recommend the execution of “f ”. 

Measure 119 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf ” followed by “sfz” and “p”. 

Example 90. 1. Horn in F (m.119). 

 

Measure 119 – in the Max Eschig Edition Full Score, there is an indication of “p” 

followed by “sfz” and “pp”. 

Example 90. 2. Horn in F (m.119). 

 

 The first divergent reading illustrated in example 90.2 (“p”) is a substitutive variant, and 

the second (“pp”) is an instaurative variant. In this passage the horn is playing the first thematic 

motive, this is the penultimate time it appears in the first movement, which is heading to the end. 
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To emphasize the thematic motive I recommend the execution of “mf ” followed by “sfz” and 

“p”. 

Horn in F part (Second movement – Andantino e Andante): 

Measure 126 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 91. 1. Horn in F (m.126). 

 

Measure 126 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 91. 2. Horn in F (m.126). 

 

The example 91.2 brings a substitutive variant. This is the first measure of the second 

movement and there is an indication of “p” for the flute, oboe and strings. Horn and viola are 

playing the same pedal note (D), which is being repeated in four measures (126-129). To 

maintain the same dynamic indication of the viola, and the instruments above mentioned, I 

recommend the execution of “p”. 

Measure 139 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is a F sharp in the first beat. 

Example 92. 1. Horn in F (m.139). 
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Measure 139 – in the Max Eschig Edition Full Score, there is a F natural in the first beat. 

Example 92. 2. Horn in F (m.139). 

  

The divergent reading presented in example 92.2 is an error. The F sharp is a third of the 

D major chord. It is possible to verify the presence of a F sharp in the soloist part and in the 

piano part of the Reduction Manuscript.  

Measure 172 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 93. 1. Horn in F (m.172). 

 

Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 93. 2. Horn in F (m.172). 

 

The different reading presented in example 93.2 can be considered as a substitutive 

variant. In this passage, the flute, oboe, violin I and II, and viola are playing the same melody. It 

is possible to observe, in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, the composer changed all the dynamics of the winds from 

“f ” to “p”. But Villa-Lobos maintained the indication of “f ” for the violins (I and II) and viola, 
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which is an indication he wants to emphasize the strings. So, I recommend the execution of “p”, 

as illustrated in example 93.1. 

Measure 185 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 94. 1. Horn in F (m.185). 

 

Measure 185 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 94. 2. Horn in F (m.185). 

  

 The example 94.2 presents an instaurative variant. In this passage the horn is playing the 

melody with the soloist. Considering that, I recommend the execution of “p”. 

Measure 210 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 95. 1. Horn in F (m.210). 

 

Measure 210 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 
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Example 95. 2. Horn in F (m.210). 

  

 The different reading illustrated in example 95.2 is an instaurative variant. In this passage 

the horn is playing the same notes as the violin II (G#-G-E). These are also the notes that start 

the arpeggios of the soloist (respectively in first, second and third beats).  Considering the 

balance, I recommend the execution of “p”. 

Horn in F (Third movement – Allegro non troppo). 

Measure 265 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is a presence of a C. 

Example 96. 1. Horn in F (m.265). 

 

Measure 265 – in the Max Eschig Edition Full Score, there is a presence of a G. 

Example 96. 2. Horn in F (m.265). 

  

The divergent reading presented in example 96.1 is an error. The chord that is being 

played by the winds and string is a G major. It is possible to confirm chord observing the piano 

part of the Reduction Manuscript. It is important to mention the horn in F is a transposing 

instrument and this may cause some mistakes.   For example: the written note in example 96.1 is 
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a G, but the real note is a C, which in the context of the passage is an error. And the right and 

real note is a G, notated in the pentagram as D.  

Measure 308 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 97. 1. Horn in F (m.308). 

 

Measure 308 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “ppp”. 

Example 97. 2. Horn in F (m.308). 

 

The example 97.2 brings an instaurative variant. It is possible to observe, in the 

Autograph Manuscript Full Score modified the composer changed the dynamics of the oboe, 

clarinet, bassoon, horn and trombone from “pp” to “ppp”. As I mentioned before, Villa-Lobos 

advised the use of the microphone, and considering it is enough for the balance the execution of 

“pp”, as presented in example 97.1. 

 Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 98. 1. Horn in F (m.331). 
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Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “mf ”. 

Example 98. 2. Horn in F (m.331). 

 

 The different readings presented in examples 98.2 is a substitutive variant. It is possible 

to observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f ” to “p”. But Villa-Lobos maintained the indication of “ff ” for the 

violin I, and “f ” for the violin II, viola, cello and bass, which is an indicative he wants to 

emphasize the strings. So, I recommend the execution of “p”, as illustrated in example 98.1. 

Measure 333 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “ff”. 

Example 99. 1. Horn in F (m.333). 

 

Measure 333 – in the Max Eschig Edition Full Score, there is an indication of “f ”. 

Example 99. 2. Horn in F (m.333). 

  

 The example 99.2 brings an instaurative variant. The horn is playing the same notes as 

the viola. In the previous measure there is an indication “ff ” for the viola. So, to maintain the 

same intensity, I recommend the execution of “ff ”. 
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Measure 369 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 100. 1. Horn in F (m.369). 

 

Measure 369 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 100. 2. Horn in F (m.369) 

  

The example 100.2 brings a destitutive variant. In this measure the trombone and horn are 

introduced, and there is an indication “p” for the trombone. To maintain the same level of 

intensity, I recommend the execution of “p”. 

Trombone part (First movement – Allegro Preciso): 

Measure 28 – in the Autograph Manuscript Full Score modified, there is an indication of 

“p”. 

Example 101. 1. Trombone (m.28). 

 

Measure 28 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 101. 2. Trombone (m.28). 
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Measure 28 – in the Copy Manuscript Individual Parts modified, there is no indication of 

dynamic. 

Example 101. 3. Trombone (m.28). 

  

The divergent reading presented in example 101.3 is a destitutive variant, and the 

indication of “pp” illustrated in example 101.2 is an instaurative variant. In the beginning of the 

previous measures there is an indication of “p” for the trombone. In this passage there is a 

decrescendo and written rallentando. The measure 28 demarks the beginning of the new phrase 

and to reinforce it and to conclude the previous decrescendo, I recommend the execution of “pp”. 

Measure 102 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “ppp”. 

Example 102. 1. Trombone (m.102). 

 

Measure 102 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 102. 2. Trombone (m.102). 

 

The example 102.1 brings an instaurative variant. Observing the Autograph Manuscript 

Full Score modified, and the Copy Manuscript Individual Parts modified, it is possible to verify 

(in the indication of “ppp”) that the spelling of one “p” is different, which indicates the addition 

of it.  In this passage there is a dialog between the guitar and the clarinet. This is the beginning of 

the phrase and the dynamic indication for the clarinet is “p”. The bassoon, horn and trombone are 
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working in the accompaniment. Considering that, I recommend the indication of “ppp” as 

illustrated in example 102.1. 

Measure 109 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “f” followed by “sfz” and “p”. 

Example 103. 1. Trombone (m.109). 

 

Measure109– in the Max Eschig Edition Full Score, there is an indication of “mf” 

followed by “sfz” and “pp”. 

Example 103. 2. Trombone (m.109). 

 

 The divergent readings illustrated in example 103.2 is an instaurative variant. This is the 

first measure of the final part of the movement. In this passage the bassoon and trombone are 

reexposing a fifth above the first thematic motive. To emphasize that, I recommend the execution 

of “f ” followed by “sfz” and “p”. 

Measure 112 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 104. 1. Trombone (m.112). 
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Measure 112 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 104. 2. Trombone (m.112). 

  

 The example 104.2 brings a substitutive variant. In this measure the oboe and clarinet are 

performing a variation of the first thematic motive, and there is an indication of “sfz” for the 

penultimate note. The horn plays the Db with the penultimate note of the thematic motive, and 

the resulting range is a minor second. To be in accordance with the indications of the oboe and 

clarinet, I recommend the execution of “f ”. 

Trombone (Second movement – Andantino e Andante): 

Measure 130 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ” in the first beat. 

Example 105. 1. Trombone (m.130). 

 
Measure 130 – in the Max Eschig Edition Full Score, there is no indication of dynamic in 

the first beat. 

Example 105. 2. Trombone (m.130). 

 

 The divergent reading presented in example 105.2 is a destitutive variant. In this passage 

the bassoon is playing the fifth of the E minor chord, which is being arpeggiated by the soloist. 
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The dynamic indication for the soloist is “mf ”. The same indication is written for the bassoon 

and strings. So, to maintain the level of intensity, I recommend the execution of “mf ”. 

Measure 167 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf ”. 

Example 106. 1. Trombone (m.167). 

 

Measure 167 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 106. 2. Trombone (m.167).  

  

The example 106.2 brings a substitutive variant. This is the continuation of the dialog 

between clarinet and bassoon started in measure 163. The previous indication of dynamic for 

both instruments is “mf ”. In measure 167 the trombone begins playing the same melody of the 

bassoon a third up. To maintain the same intention and balance, I recommend the execution of 

“mf ”. 

Measure 172 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 107. 1. Trombone (m.172). 
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Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 107. 2. Trombone (m.172). 

 

The different reading presented in example 107.2 can be considered as a substitutive 

variant. In this passage, the flute, oboe, violin I and II, and viola are playing the same melody. It 

is possible to observe, in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, the composer changed all the dynamics of the winds from 

“f ” to “p”. But Villa-Lobos maintained the indication of “f ” for the violins (I and II) and viola, 

which is an indication he wants to emphasize the strings. So, I recommend the execution of “p”, 

as illustrated in example 107.1. 

Trombone (Third movement – Allegro non troppo): 

Measure 308 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 108. 1. Trombone (m.308). 

 

Measure 308 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “ppp”. 

Example 108. 2. Trombone (m.308). 
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The example 108.2 brings an instaurative variant. It is possible to observe, in the 

Autograph Manuscript Full Score modified the composer changed the dynamics of the oboe, 

clarinet, bassoon, horn and trombone from “pp” to “ppp”. As I mentioned before, Villa-Lobos 

advised the use of the microphone, and considering that, it is enough for the balance the 

execution of “pp”, presented in example 108.1. 

Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 109. 1. Trombone (m.331). 

 

Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “mf ”. 

Example 109. 2. Trombone (m.331). 

 

 The different readings presented in examples 109.2 is a substitutive variant. It is possible 

to observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f ” to “p”. But Villa-Lobos maintained the indication of “ff ” for the 

violin I, and “f ” for violin II, viola, cello and bass. which is an indicative he wants to emphasize 

the strings. So, I recommend the execution of “p”, as illustrated in example 109.1. 

Measure 333 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “ff”. 
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Example 110. 1. Trombone (m.333). 

 

Measure 333 – in the Max Eschig Edition Full Score, there is an indication of “f ”. 

Example 110. 2. Trombone (m.333). 

  

 The example 110.2 brings an instaurative variant. The Trombone is playing the same 

notes as bassoon and cello, and the dynamic indication for those instruments is “ff ”. So, to 

maintain the same intensity and notation, I recommend the execution of “ff ”.   

Measure 334 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is a F natural in the third beat. 

Example 111. 1. Trombone (m.334). 

 

Measure 334 – in the Max Eschig Edition Full Score, there is a F sharp in the third beat. 

Example 111. 2. Trombone (m.334). 

  

 The example 111.1 brings an error. It is possible to observe in the same beat there is a F 

sharp for the cello, violin I, flute and oboe. The presence of a F sharp can be also verified in the 
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first beat with the clarinet and violin II. Another important source that confirms the F sharp is the 

Reduction Manuscript. 

Violin I (First movement – Allegro Preciso): 

Measure 4 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 112. 1. Violin I (m.4). 

 
Measure 4 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 112. 2. Violin I (m.4). 

  

 The example 112.2 brings a substitutive variant. In this measure the oboe and clarinet are 

performing a variation of the first thematic motive, and there is an indication of “sfz” for the 

penultimate note. The violin is playing the notes A and E with the penultimate note of the 

thematic motive (A). As a result, the violin is doubling the A and conforming the range of a 

perfect fourth. To be in accordance with the indications of the oboe and clarinet, I recommend 

the execution of “f”. 

Measure 7 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 
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Example 113. 1. Violin I (m.7). 

 
Measure 7 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 113. 2. Violin I (m.7). 

  

 The example 113.2 brings a substitutive variant. In this measure the violin II and viola are 

performing the first thematic motive, and there is an indication of “sfz” for the penultimate note. 

The violin I is playing the notes B and E with the penultimate note of the thematic motive (G). 

The resulting range is a diminished sixth and a minor third. To be in accordance with the 

indications of the violin II and viola, I recommend the execution of “mf”. 

Measure 11 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 114. 1. Violin I (m.11). 

 
Measure 11 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 114. 2. Violin I (m.11). 
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The example 114.2 brings an instaurative variant. In this passage the guitar is playing a 

scale in zigzag with a pedal note. The violin I is playing the same notes of the guitar, except the 

pedal note. Violin II and viola are completing the chords. Guitar and violin I are performing the 

fifth and seventh of the chords, violin II the third, and the viola has the tonic. For the guitar there 

is an indication of “f”. So, considering the balance, I recommend the execution of “p” for the 

violin I. 

Measure 32 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p” followed by a “pp”. 

Example 115. 1. Violin I (m.32). 

 
Measure 32 – in the Max Eschig Edition Full Score, there is an indication of “pp” 

followed by “ppp”. 

Example 115. 2. Violin I (m.32). 

  

 The example 115.2 brings substitutive variants. In this measure the violin I is performing 

the first thematic motive. It is an important role, and considering the balance, I recommend the 

execution of “p” followed by “pp”. 

Measure 39 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 
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Example 116. 1. Violin I (m.39). 

 
Measure 39 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 116. 2. Violin I (m.39). 

  

 The example 116.2 brings an instaurative variant. In this measure the guitar is playing the 

principal melody. The strings have accompaniment, with the execution of G#7 always in the 

upbeat. The violin I plays the seventh of the chord. So, considering the balance between the 

soloist and the strings, the performance of “p” is enough. 

Measure 63 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 117. 1. Violin I (m.63). 

 
Measure 63 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 117. 2. Violin I (m.63). 

  

 The example 117.2 brings a substitutive variant. In this measure the guitar is playing a 

variation of the first thematic motive. The previous indication of dynamic for the soloist is “mf”. 

The violin starts a descendent scale in zigzag in measure 63. It serves as an announcement of a 

change that will occur in the subsequent measure on the guitar part.  In measure 64 the guitar 
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starts a scale in contrary motion of the violin I phrase. This connection requires a unity in the 

dynamic intension, which directs the violin I to the execution of “mf”. 

Measure 106 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 118. 1. Violin I (m.106). 

 
Measure 106 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 118. 2. Violin I (m.106). 

  

The example 118.2 brings an instaurative variant. In this passage the soloist has the 

melody and strings the accompaniment. This is a repetition of the measure 93, but this time the 

phrase drives to an end two measures later. In this case, Villa-Lobos chooses the indication of 

“p” to violin I and II, and “pp” to cello and bass.  The last dynamic indication will be “p” for the 

viola in measure 108. Considering the balance between the guitar and the strings, I recommend 

the execution of “p”.  

Measure 115 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 119. 1. Violin I (m.115). 
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Measure 115 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 119. 2. Violin I (m.115). 

 
The different reading presented in example 119.2 is an instaurative variant. In this 

passage the bassoon and bass are playing a pedal note (A), with the same rhythmic pattern. The 

soloist is playing diminished chords. The top notes of the chords plus some passing tones 

conforms a melodic descending line. Violin I, violin II, viola and cello are playing the same 

diminished chords (Go, Ebo), in a counter point in contrary motion with the soloist. Since the last 

indication for the guitar is “f ”, to achieve a balance between the soloist and the strings, I 

recommend the execution of “p”. 

 Measure 117 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 120. 1. Violin I (m.117). 

 
Measure 117 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 120. 2. Violin I (m.117). 

 
The different reading presented in example 120.2 is an instaurative variant. In this 

passage the oboe is playing the first thematic motive. The guitar is performing the E minor scale, 

and the strings are sustaining the E minor chord with long notes. The violin I is playing the tonic. 
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The previous indication of dynamic is “p”, and to express a small decrescendo and sustain the E 

minor chord, I recommend the execution of “pp”. 

Measure 123 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 121. 1. Violin I (m.123). 

 
Measure 123 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 121. 2. Violin I (m.123). 

  

The example 121.2 brings a substitutive variant. This is the penultimate measure of the 

first movement. The dynamic indication for the soloist is “ff” and there is also an indication of 

crescendo. To maintain the same intention, I recommend the execution of “mf”. 

Violin I (Second movement – Andantino e Andante): 

Measure 130 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 

Example 122. 1. Violin I (m.130). 

 
 

 



 163 

Measure 130 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 122. 2. Violin I (m.130). 

 

 The divergent reading presented in example 122.2 is a destitutive variant. In this passage 

the violin I is playing the fifth and seventh of the E minor chord, which is being arpeggiated by 

the soloist. The dynamic indication for the soloist is “mf ”. The same indication is written for the 

bassoon, trombone and strings. So, to maintain the level of intensity, I recommend the execution 

of “mf ”. 

Measure 154-155 –in the Copy Manuscript Individual Parts modified, there is an E5. 

Example 123. 1. Violin I (mm.154-155). 

 
Measure 154-155 – in the Autograph Manuscript Full Score modified, and in the Max 

Eschig Edition Full Score, there is D5. 

Example 123. 2. Violin I (mm.154-155). 

 

The different reading presented in example 123.2 is substitutive variant. In this passage 

the guitar is conducting melody using the fifth string of the instrument. The soloist also plays the 

accompaniment using open strings, with higher and lower notes in relation to the melody line. 

This kind of conduction can be observed also in the series of Preludios and in some Estudos by 

Villa-Lobos. In this section the strings are playing long notes and sustaining the accompaniment. 
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Observing the piano part of the Reduction Manuscript and comparing with the full score, it is 

possible to identify how the composer orchestrates the Concerto. This section starts in measure 

152 and goes to 160, and it is possible to verify a pattern in the orchestration. The notes of the 

left hand of the piano are divided between bass and cello, and the notes of the right hand go to 

viola, violin I and violin II, always maintaining the same chord structure (without inventions). 

Focusing in the measures 154-155, the left hand of the piano has the same notes of the guitar 

with open strings (E and D). In the full score the bass plays the E and the cello performs the D. 

The right hand of the piano has the notes: B-F-A-D. In the orchestration the B goes to the viola, 

F and A to violin II, and D goes to violin I (in the Max Eschig edition, and Autograph 

Manuscript Full Score). Regarding the differences founded in measures 154-155, both notes (E5 

and D5) are right and can be considered part of the accompaniment. But, to maintain the same 

pattern of orchestration, I recommend the execution of D5. 

Measure 162 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 124. 1. Violin I (m.162). 

 
Measure 162 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 124. 2. Violin I (m.162). 
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The different reading presented in example 124.2 is an instaurative variant. In this 

passage the clarinet has the principal melody and the dynamic indication is “mf”. Considering the 

balance between the violin I and the clarinet, I recommend the execution of “p”. 

Measure 172 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 125. 1. Violin I (m.172). 

 

Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 125. 2. Violin I (m.172). 

 

The different reading presented in example 125.2 can be considered as a substitutive 

variant. In this passage, the flute, oboe, violin I and II, and viola are playing the same melody. It 

is possible to observe, in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, the composer changed all the dynamics of the winds from 

“f ” to “p”. But Villa-Lobos maintained the indication of “f ” for the violins (I and II) and viola, 

which is an indication he wants to emphasize the strings. So, I recommend the execution of “f”, 

as illustrated in example 125.1. 

Violin I (Third movement – Allegro non troppo): 

Measure 283 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Edition Full Score, there is an indication of “f ”. 
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Example 126. 1. Violin I (m.283). 

 
Measure 283 – in the Copy Manuscript Individual Parts modified, there is no indication 

of dynamic. 

Example 126. 2. Violin I (m.283). 

 

The divergent reading presented in example 126.2 is a destitutive variant. In this section 

(transition: 259-291), the soloist doesn’t play, and there is a dialog among all the instruments of 

the orchestra. The preponderant dynamic indication is “f” (instruments and measures with the “f” 

indication: bassoon and cello - m. 259; flute, oboe and clarinet – m 261; bass -m 263; flute, oboe 

and clarinet – m. 265; violin I and violin II – m. 266; oboe, clarinet viola and cello 268; flute 

269; bassoon and horn – m 271, bassoon m. – 275, violin I – m. 277; bass – m. 278; violin II – 

m. 283; viola and cello – m. 287). To maintain the same intensity, I recommend the execution of 

“f”. 

Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “ff”. 

Example 127. 1. Violin I (m.331). 
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Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “f”. 

Example 127. 2. Violin I (m.331). 

  

 The different readings presented in examples 127.2 is a substitutive variant. It is possible 

to observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f ” to “p”. But Villa-Lobos maintained the indication of “ff ” for the 

violin I, and “f ” for the  violin II, viola, cello and bass. which is an indicative he wants to 

emphasize the strings. So, I recommend the execution of “ff”, as illustrated in example 127.1. 

Measure 332 – in the Autograph Manuscript Full Score modified, there is an indication of 

“ff”. 

Example 128. 1. Violin I (m.332). 

 

Measure 332 –in the Copy Manuscript Individual Parts modified, there is an indication of 

“f”. 

Example 128. 2. Violin I (m.332). 

 

Measure 332 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 
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Example 128. 3. Violin I (m.332). 

 

The example 128.2 brings a substitutive variant, and the example 128.3 a destitutive 

variant. Observing the previous measure, it is possible to verify the indication of “ff” for the 

violin I. The same indication (“ff”) can be found in measure 333 for the bassoon, horn, trombone 

and cello. So, to maintain the same balance, I recommend the execution of “ff”. 

Measure 338 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 

Example 129. 1. Violin I (m.338). 

 
Measure 338 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 129. 2. Violin I (m.338). 

 

 The example 129.2 brings a substitutitve variant. In the second beat of the measure 338, 

bass, cello and viola are playing the C major chord. In the third beat, violin I and violin II are 

playing the E minor chord. This is the accompaniment of the soloist part, which is conducting the 

melody in the fifth string and with the indication of “f ”. In the subsequent measure (339), there 

is an alternation in the accompaniment. The winds momentarily assume the chords played 

initially by the strings, in the same beats (second and third). The C major is played now by the 
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trombone, horn and bassoon, with the indication of “mf”; and the E minor is being performed by 

clarinet, oboe and flute, with the indication of “f ”. Observing the balance with the soloist, and to 

maintain a similar dynamic indication for the instruments in the accompaniment, I recommend 

the execution of “mf ”. 

Violin II (First movement – Allegro Preciso): 

Measure 4 – in the Autograph Manuscript Full Score modified, there is an indication of 

“f”. 

Example 130. 1. Violin II (m.4). 

 
 Measure 4 – in the Copy Manuscript Individual Parts modified, there is no indication of 

dynamic. 

Example 130. 2. Violin II (m.4). 

  

Measure 4 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 130. 3. Violin II (m.4). 

  

 The example 130.2 brings a destitutive variant, and the example 130.3 a substitutive 

variant. In this measure the oboe and clarinet are performing a variation of the first thematic 

motive, and there is an indication of “sfz” for the penultimate note. The violin II is playing the 

note D with the penultimate note of the thematic motive (A). As a result, there is range of a 
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perfect fifth. To be in accordance with the indications of the oboe and clarinet, I recommend the 

execution of “f”. 

Measure 7 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf ” followed by “sfz” and “pp”. 

Example 131. 1. Violin II (m.7). 

 

Measure 7 – in the Max Eschig Edition Full Score, there is an indication of “p” followed 

by “sfz”and “pp”. 

Example 131. 2. Violin II (m.7). 

 

The divergent readings illustrated in example 131.2 is a substitutive variant. In this 

passage the violin II and viola are presenting a variation of the first thematic motive. To 

emphasize this passage I recommend the execution of “mf ” followed by “sfz” and “pp”. 

Measure 11 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 132. 1. Violin II (m.11). 

 
Measure 11 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 
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Example 132. 2. Violin II (m.11). 

  

The example 132.2 brings an instaurative variant. In this passage the guitar is playing a 

scale in zigzag with a pedal note. The violin I is playing the same notes of the guitar, except the 

pedal note. Violin II and viola are completing the chords. Guitar and violin I are performing the 

fifth and seventh of the chords, violin II the third, and the viola has the tonic. For the guitar there 

is an indication of “f”. So, considering the balance, I recommend the execution of “pp” for the 

violin II. 

Measure 39 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 133. 1. Violin II (m.39). 

 
Measure 39 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 133. 2. Violin II (m.39). 

  

 The example 133.2 brings an instaurative variant. In this measure the guitar is playing the 

principal melody. The strings have accompaniment, with the execution of G#7 always in the 

upbeat. The violin II plays the third of the chord, enharmonically written as C. So, considering 

the balance between the soloist and the strings, the performance of “p” is enough. 
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Measure 97 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, the fifth note of the measure is an A3. 

Example 134. 1. Violin II (m.97). 

 
Measure 97 – in the Max Eschig Edition Full Score, the fifth note of the measure is a C4. 

Example 134. 2. Violin II (m.97). 

  

 The divergent reading presented in example 134.2 is an error. From the beginning of this 

section that stars in measure 93, the violin II is playing the same notes as the violin I. To 

maintain the same pattern the right note is an A3. The presence of an A, in the same beat, can be 

also verified in the piano part of the Manuscript Reduction.  

Measure 106 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 135. 1. Violin II (m.106). 

 
Measure 106 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 
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Example 135. 2. Violin II (m.106). 

  

The example 135.2 brings an instaurative variant. This passage the soloist has the melody 

and strings the accompaniment. This is a repetition of the measure 93, but this time the phrase 

drives to an end two measures later. In this case, Villa-Lobos chooses the indication of “p” to 

violin I and II, and “pp” to cello and bass.  The last dynamic indication will be “p” for the viola 

in measure 108. Considering the balance between the guitar and the strings, I recommend the 

execution of “p”.  

Measure 115 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”, and the second note is an E 

natural. 

Example 136. 1. Violin II (m.115). 

 
Measure 115 – in the Max Eschig Edition Full Score, there is an indication of “pp”, and 

the second note is an Eb. 

Example 136. 2. Violin II (m.115). 

 
The different reading presented in example 136.2 is an instaurative variant, in the case of 

the dynamic indication. The divergent note illustrated in example 136.2 (E natural) is an error. In 

this passage the bassoon and bass are playing a pedal note (A). The soloist is playing diminished 
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chords69. The top notes of the chords plus some passing tones conforms a melodic descending 

line. Violin I, violin II, viola and cello are playing the same diminished chords (Go, Ebo), in a 

counter point in contrary motion with the soloist. Eb is the tonic of the diminished chord. The 

same note can be verified in the piano part of the Reduction Manuscript. Regarding the dynamic, 

since the last indication for the guitar is “f”, to achieve a balance between the soloist and the 

strings, I recommend the execution of “p”. 

Measure 117 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 137. 1. Violin II (m.117). 

 
Measure 117 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 137. 2. Violin II (m.117). 

 
The different reading presented in example 120.2 is an instaurative variant. In this 

passage the oboe is playing the first thematic motive. The guitar is performing the E minor scale, 

and the strings are sustaining the E minor chord with long notes. The violin II is playing the fifth. 

The previous indication of dynamic is “p”, and to express a small decrescendo and sustain the E 

minor chord, I recommend the execution of “pp”. 

Violin II (Second movement – Andantino e Andante): 

                                                 
 

69 Villa-Lobos frequently uses enharmony to write some passages, and this is one of the cases. 
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Measure 130 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 

Example 138. 1. Violin II (m.130). 

 
Measure 130 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 138. 2. Violin II (m.130). 

 

 The divergent reading presented in example 138.2 is a destitutive variant. In this passage 

the violin II is playing the fifth and third of the E minor chord, which is being arpeggiated by the 

soloist. The dynamic indication for the soloist is “mf ”. The same indication is written for the 

bassoon, trombone and strings. So, to maintain the level of intensity, I recommend the execution 

of “mf ”. 

Measure 141 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 139. 1. Violin II (m.141). 

 
Measure 141 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 139. 2. Violin II (m.141). 
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The different reading presented in example 139.2 is an instaurative variant. In this 

passage the strings are playing the accompaniment with the execution of the C major chord. The 

soloist is playing the melody on the fifth and sixth strings, with accents and the indication of “f ”. 

In all versions there is the indication of “p” for the violin I, which is playing the seventh of the C 

major chord. The violin II is playing the third of C major. To maintain the same intensity for the 

strings and balance with the soloist, I recommend the execution of “p”. 

Measure 145-146 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”, and a double bar dividing 

the measures. 

Example 140. 1. Violin II (mm.145-146). 

 
Measure 145-146 – in the Max Eschig Edition Full Score, there is an indication of “p”, 

and a simple bar dividing the measures. 

Example 140. 2. Violin II (mm.145-146). 

 

 The example 140.2 brings substitutive variants. From measures 146 to 151 there is a 

transition and, at the same time, an introduction to B section. In this passage, just strings are 

playing. There is an elaborated dialog and counterpoint among the strings, which confer a level 

of importance to each instrument and demands similar dynamic intention. Since the next 

indication of dynamic is “f” to violin I, the violin II should perform “mf”. Regarding the simple 
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bar dividing the measures, it is important to refer this is the end of section A, and beginning of B.  

The double bar reinforces this split and helps the interpreter to understand the form of the piece. 

Measure 162 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 141. 1. Violin II (m.162). 

 
Measure 162 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 141. 2. Violin II (m.162). 

 
The different reading presented in example 141.2 is an instaurative variant. In this 

passage the clarinet has the principal melody and the dynamic indication is “mf”. Considering the 

balance between the violin I and the clarinet, I recommend the execution of “p”. 

Measure 172 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 142. 1. Violin II (m.172). 

 

Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 
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Example 142. 2. Violin II (m.172). 

 

The different reading presented in example 142.2 can be considered as a substitutive 

variant. In this passage, the flute, oboe, violin I and II, and viola are playing the same melody. It 

is possible to observe, in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, the composer changed all the dynamics of the winds from 

“f ” to “p”. But Villa-Lobos maintained the indication of “f ” for the violins (I and II) and viola, 

which is an indication he wants to emphasize the strings. So, I recommend the execution of “f”, 

as illustrated in example 142.1. 

Measure 177 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an accent under the G. 

Example 143. 1. Violin II (m.177). 

 

Measure 177 – in the Max Eschig Edition Full Score, there is an accent above the D. 

Example 143. 2. Violin II (m.177). 

  

The divergent reading presented in example 143.2 is an error. In this passage the soloist 

is playing the note G as part of the melody and using open strings in the accompaniment to play 

the E minor. The strings are helping in the accompaniment. Violin I is playing the notes G (third 
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of E minor and note of the melody) and D (seventh of E minor), with an accent in the G; viola is 

playing an accented G; and the cello has an accented E (tonic) and a B (fifth). So, there are two 

that can be highlighted in this passage: the lowest note (E), tonic of the accompaniment.  And the 

other note (G) accented by viola and violin I, is part of the melody played be the soloist. Thus, 

violin II should also emphasize the note G.  

Violin II (Third movement – Allegro non troppo): 

Measure 236 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is no indication of dynamic. 

Example 144. 1. Violin II (m.236). 

 
Measure 236 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 144. 2. Violin II (m.236). 

 

The divergent reading presented in example 144.2 is an instaurative variant. The last 

dynamic indication (“p”) has appeared in measure 231 to violin I and violin II. In measure 236 

there is an indication of “p” for the violin I. In this measure, the strings are playing the A7M 

chord. Violin I is performing the third of the chord and Violin II the seventh. To keep the same 

intensity between the violins, following what had already been done, I recommend the execution 

of “p”. 

Measure 248 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, the second note of the measure is an G4. 
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Example 145. 1. Violin II (m.248). 

 
Measure 248 – in the Max Eschig Edition Full Score, the fifth note of the measure is a 

G#4. 

Example 145. 2. Violin II (m.248). 

  

The divergent reading presented in example 145.1 is an error. It is possible to verify in 

the piano part of the Reduction Manuscript the right note is a G#. In measure 244 the soloist stars 

a pattern that will end just in measure 249.  It consists in maintaining the same fingerings of left 

and slides them by the scale of the guitar, characterizing a translational symmetry with respect to 

the position of the fingers. Such symmetry is broken by the presence of a pedal not B (open 

string). Except for the range with the pedal note, the resulting intervals are always the same: 

minor third and diminished seventh. In the first beat of measure 248, the strings are playing the 

same chord as the guitar. The tonic is E# and is being executed by violin II in the down beat; the 

minor third is with the bass (G#); the diminished seventh is being performed by the cello and 

violin I (D); the viola has the pedal note (B); and the violin II has a G# in the upbeat.  

Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 146. 1. Violin II (m.331). 

 

 



 181 

Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 146. 2. Violin II (m.331). 

  

 The different readings presented in examples 146.2 is a substitutive variant. It is possible 

to observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f ” to “p”. But Villa-Lobos maintained the indication of “ff ” for the 

violins I and “f ” for the  violin II, viola, cello and bass. which is an indicative he wants to 

emphasize the strings. So, I recommend the execution of “f”, as illustrated in example 146.1. 

Measure 332 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “ff”. 

Example 147. 1. Violin II (m.332). 

 

Measure 332 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 147. 2. Violin II (m.332). 

 

The example 147.2 brings a destitutive variant. In this measure it is possible to verify the 

indication of “ff” for the violin I. The same indication (“ff”) can be found in measure 333 for the 
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bassoon, horn, trombone and cello. So, to maintain the same balance, I recommend the execution 

of “ff”. 

Measure 338 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 

Example 148. 1. Violin II (m.338). 

 
Measure 338 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 148. 2. Violin II (m.338). 

 

 The example 148.2 brings a substitutitve variant. In the second beat of the measure 338, 

bass, cello and viola are playing the C major chord. In the third beat, violin I and violin II are 

playing the E minor chord. This is the accompaniment of the soloist part, which is conducting the 

melody in the fifth string and with the indication of “f ”. In the subsequent measure (339), there 

is an alternation in the accompaniment. The winds momentarily assume the chords played 

initially by the strings, in the same beats (second and third). The C major is played now by the 

trombone, horn and bassoon, with the indication of “mf”; and the E minor is being performed by 

clarinet, oboe and flute, with the indication of “f ”. Observing the balance with the soloist, and to 

maintain a similar dynamic indication for the instruments in the accompaniment, I recommend 

the execution of “mf ”. 
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Viola (First movement – Allegro Preciso): 

Measure 4 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 149. 1. Viola (m.4). 

 
Measure 4 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 149. 2 Viola (m.4). 

  

 The example 149.2 brings a substitutive variant. In this measure the oboe and clarinet are 

performing a variation of the first thematic motive, and there is an indication of “sfz” for the 

penultimate note. The viola is playing the note B with the penultimate note of the thematic 

motive (A). As a result, there is a range of minor seventh. To be in accordance with the 

indications of the oboe and clarinet, I recommend the execution of “f”. 

Measure 7 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf ” followed by “sfz” and “pp”. 

Example 150. 1. Viola (m.7). 

 

Measure 7 – in the Max Eschig Edition Full Score, there is an indication of “p” followed 

by “sfz”and “pp”. 
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Example 150. 2. Viola (m.7). 

 

The divergent readings illustrated in example 150.2 is a substitutive variant. In this 

passage the violin II and viola are presenting a variation of the first thematic motive. To 

emphasize this passage, I recommend the execution of “mf ” followed by “sfz” and “pp”. 

Measure 11 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 151. 1. Viola (m.11). 

 
Measure 11 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 151. 2. Viola (m.11). 

  

The example 151.2 brings an instaurative variant. In this passage the guitar is playing a 

scale in zigzag with a pedal note. The violin I is playing the same notes of the guitar, except the 

pedal note. Violin II and viola are completing the chords. Guitar and violin I are performing the 

fifth and seventh of the chords, violin II the third, and the viola has the tonic. For the guitar there 

is an indication of “f”. So, considering the balance, I recommend the execution of “pp” for the 

viola. 
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Measure 18 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 

Example 152. 1. Viola (m.18). 

 
Measure 18 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 152. 2. Viola (m.18). 

 

 The example 152.2 brings a substitutitve variant. In this passage (measures 17 to 22) 

there is a dialog between the soloist and the strings. In measure 17 the guitar presents a motive, 

that will be reexposed a fourth above in measure 19, and another fourth above in measure 21. As 

an answer to the guitar motive, the viola plays a phrase in measure 18 with fast rhythm, the cello 

is playing a long note, and the bass performs a descendent scale.  In measure 20, the same phrase 

with fast rhythm will be reexposed by the violin II a fourth above; the long note goes to the viola, 

also a fourth above; and the descendent scale with the same transposition of a fourth above goes 

to the cello.  In measure 22 the same structure will be played by violin I (fast rhythm), violin II 

(long note) and viola (descendent scale), transposed another fourth above. Regarding the 

dynamic, in measure 20 there is an indication of “p” in all versions, to violin II, cello, viola and 

bass. To maintain the same balance, I recommend the execution of “p” for the viola in measure 

18. It is important to refer there is an indication of “p” in measure 18 of the Reduction 

Manuscript. 
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Measure 27 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is a rest. 

 

Example 153. 1. Viola (m.27). 

 
Measure 27 – in the Max Eschig Edition Full Score, there is an E. 

Example 153. 2. Viola (m.27). 

 
The example 153.2 brings an instaurative variant. It is possible to observe, in the 

Autograph Manuscript Full Score modified and Copy Manuscript Individual Parts modified, that 

in this measure there are two notes for the cello (G and E), and the viola has just a rest. But in the 

Max Eschig version, the editor leaves just one note to cello (G) and puts the note E to the viola. 

In the previous measure there is an indication of divisi to cello, which can be sustained to bar 27 

with the execution of two notes. Thus, the viola part should have just a rest. 

Measure 39 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 154. 1. Viola (m.39). 

 
Measure 39 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 
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Example 154. 2. Viola (m.39). 

  

 The example 154.2 brings an instaurative variant. In this measure the guitar is playing the 

principal melody. The strings have accompaniment, with the execution of G#7 always in the 

upbeat. The viola plays the seventh of the chord. So, considering the balance between the soloist 

and the strings, the performance of “p” is enough. 

Measure 57 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “mf ”. 

Example 155. 1. Viola (m.57). 

 

Measure 57 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 155. 2. Viola (m.57). 

 

The example 155.2 brings a substitutive variant. In this passage flute and violin I are 

conducting in unison the principal melody, and in a kind of counter point in opposite direction 

viola and clarinet are playing the same notes. There is an indication of “mf ” to clarinet, and to 

maintain the same intention and balance, I recommend the execution of “mf ”.  

Measure 95 – in the Autograph Manuscript Full Score modified, there is no indication of 

dynamic. 
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Example 156. 1. Viola (m.95). 

 

Measure 95 – in the Copy Manuscript Individual Parts modified, there is an indication of 

“pp” and no rests on the last beat. 

Example 156. 2. Viola (m.95). 

 

Measure 95 – in the Max Eschig Edition Full Score, there is an indication of “pp”, and a 

rest in the last upbeat. 

Example 156. 3. Viola (m.95). 

  

Regarding the dynamic indication, the example 156.2 and 156.3 brings an instaurative 

variant. In this passage that starts on measure 93, the strings have the accompaniment, and there 

is an indication of “pp” to violin I and II. The viola is introduced in measure 95, and to maintain 

the same level of dynamic, I recommend the execution of “pp”. Concerning the rest in the last 

beat, the time signature is 44, so, the measure with a missing rest illustrated in examples 156.1 

and 156.2 is an error. 

Measure 108 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 
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Example 157. 1. Viola (m.108). 

 
Measure 108 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 157. 2. Viola (m.108). 

  

The example 157.2 brings an instaurative variant. In this passage the soloist has the 

melody and strings the accompaniment. This is the last measure of the section, and the previous 

indication of dynamic appears in measure 106: “p” to violin I and II.  To maintain the same 

indication of the violins, I recommend the execution of “p”.  

Measure 115 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is a B flat in the first and third beats. 

Example 158. 1. Viola (m.115). 

 
Measure 115 – in the Max Eschig Edition Full Score, there is a B natural in the first and 

third beats. 

Example 158. 2. Viola (m.115). 

.  

The different reading presented in example 158.1 is an error. In this passage the soloist is 

playing diminished chords. The top notes of the chords plus some passing tones conforms a 
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melodic descending line. Violin I, violin II, viola and cello are playing the same diminished 

chords (Go, Ebo), in a counter point in contrary motion with the soloist. The B natural is part of 

the melodic line played by the guitar. The same note (B natural) can be verified in the piano part 

of the Reduction Manuscript.   

Measure 117 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 159. 1. Viola (m.117). 

 
Measure 117 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 159. 2. Viola (m.117). 

 

The different reading presented in example 159.2 is an instaurative variant. In this 

passage the oboe is playing the first thematic motive. The guitar is performing the E minor scale, 

and the strings are sustaining the E minor chord with long notes. The viola is playing the third. 

The previous indication of dynamic is “p”, and to express a small decrescendo and sustain the E 

minor chord, I recommend the execution of “pp”. 

Viola (Second movement – Andantino e Andante): 

Measure 130 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 
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Example 160. 1. Viola (m.130). 

 
Measure 130 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 160. 2. Viola (m.130). 

 

 The divergent reading presented in example 160.2 is a destitutive variant. In this passage 

the viola is playing the third of the E minor chord, which is being arpeggiated by the soloist. The 

dynamic indication for the soloist is “mf ”. The same indication is written for the bassoon, 

trombone and strings. So, to maintain the same intensity, I recommend the execution of “mf ”. 

Measure 141 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 161. 1. Viola (m.141). 

 
Measure 141 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 161. 2. Viola (m.141). 

 
The different reading presented in example 161.2 is an instaurative variant. In this 

passage the strings are playing the accompaniment with the execution of the C major chord. The 

soloist is playing the melody on the fifth and sixth strings, with accents and the indication of “f ”. 

In all versions there is the indication of “p” for the violin I, which is playing the seventh of the C 
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major chord. The viola is playing the fifth of C major. To maintain the same intensity for the 

strings and balance with the soloist, I recommend the execution of “p”. 

Measure146 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 162. 1. Viola (m.146). 

 
Measure146 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 162. 2. Viola (m.146). 

 

 The example 162.2 brings substitutive variants. From measures 146 to 151 there is a 

transition and, at the same time, an introduction to B section. In this passage, just strings are 

playing. There is an elaborated dialog and counterpoint among the strings, which confer a level 

of importance to each instrument and demands similar dynamic intention. Since the next 

indication of dynamic is “f” to violin I, the viola should perform “mf”.  

Measure 162 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 163. 1. Viola (m.162). 

 
Measure 162 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 
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Example 163. 2. Viola (m.162). 

 
 

The different reading presented in example 163.2 is an instaurative variant. In this 

passage the clarinet has the principal melody and the dynamic indication is “mf”. Considering the 

balance between the violin I and the clarinet, I recommend the execution of “p”. 

Measure 172 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 164. 1. Viola (m.172). 

 

Measure 172 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 164. 2. Viola (m.172). 

 

The different reading presented in example 164.2 can be considered as a substitutive 

variant. In this passage, the flute, oboe, Violin I and II, and viola are playing the same melody. It 

is possible to observe, in the Autograph Manuscript Full Score modified and in the Copy 

Manuscript Individual Parts modified, that the composer changed all the dynamics of the winds 

from “f ” to “p”. But Villa-Lobos maintained the indication of “f ” for the violins (I and II) and 

viola, which is an indication he wants to emphasize the strings. So, I recommend the execution 

of “f”, as illustrated in example 164.1. 
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Viola (Third movement – Allegro non troppo): 

Measure 227 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 165. 1. Viola (m.227). 

 

Measure 227 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 165. 2. Viola (m.227). 

 

The different reading presented in example 165.2 can be considered as a substitutive 

variant. In this passage the viola starts with a melodic line based on a motive (half note followed 

by two eighth notes). The soloist begins with a descendent E minor arpeggio followed by an 

ascendant scale.  In the third beat the guitar plays the melodic line together with the viola. The 

dynamic indication to the guitar is “mf”.  To emphasize the melodic line and maintain the same 

indication of the guitar, I recommend the execution of “mf”.   

Measure 310 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 
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Example 166. 1. Viola (m.310). 

 

Measure 310 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 166. 2. Viola (m.310). 

 

The different reading presented in example 166.2 can be considered as a destitutive 

variant. In this passage the strings have the accompaniment. They are playing the Am7 chord, 

and the viola is performing the tonic. The dynamic indications to violins I and II, cello, bass is 

“pp” in all sources. So, to maintain the same intention, I recommend the execution of “pp”. 

Measure 325 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 167. 1. Viola (m.325). 

 
Measure 325 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 167. 2. Viola (m.325). 

 
The different reading presented in example 167.2 is an instaurative variant. In this 

passage the guitar is alternating the chords Fm7 and Bbm7. The viola and cello are playing the 
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same chords. Two measures before, the cello is arpeggiating the same chords with the indication 

of “p”. To maintain the same intensity and balance, I recommend the execution of “p”. 

Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 168. 1. Viola (m.331). 

 

Measure 331 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 168. 2. Viola (m.331). 

  

 The different readings presented in examples 168.2 is a substitutive variant. It is possible 

to observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f” to “p”. But Villa-Lobos maintained the indication of “ff” for the 

violin I and “f” for the violin II, viola, cello and bass. which is an indicative he wants to 

emphasize the strings. So, I recommend the execution of “f”, as illustrated in example 168.1. 

Measure 338 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 169. 1. Viola (m.338). 

 
Measure 338 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 169. 2. Viola (m.338). 

 

 The example 169.2 brings a substitutitve variant. In the second beat of the measure 338, 

bass, cello and viola are playing the C major chord. In the third beat, violin I and violin II are 

playing the E minor chord. This is the accompaniment of the soloist part, which is conducting the 

melody in the fifth string and with the indication of “f”. In the subsequent measure (339), there is 

an alternation in the accompaniment. The winds momentarily assume the chords played initially 

by the strings, in the same beats (second and third). The C major is played now by the trombone, 

horn and bassoon, with the indication of “mf”, and the E minor is being performed by clarinet, 

oboe and flute, with the indication of “f”. Observing the balance with the soloist, and to maintain 

a similar dynamic indication for the instruments in the accompaniment, I recommend the 

execution of “mf”. 

Measure 374 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 170. 1. Viola (m.374). 

 

Measure 374 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 170. 2. Viola (m.374). 

  

The different reading presented in example 170.2 can be classified as substitutive variant. 

The composer uses a crescendo technique made by the addition of other instruments. He starts 

with the viola and clarinet in measure 374. In measure 375 he introduces the oboe, and two 

measures later the bassoon. Both instruments have the indication of “mf”. It is important to 

mention the next indication of dynamic to viola is a “sfz” in the subsequent bar (375). To 

maintain the balance and a gradual crescendo, I recommend the execution of “mf”, as illustrated 

in example 170.1.  

Cello (First movement – Allegro Preciso): 

Measure 4 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 171. 1. Cello (m.4). 

 
Measure 4 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 

Example 171. 2. Cello (m.4). 

  

 The example 171.2 brings a substitutive variant. In this measure the oboe and clarinet are 

performing a variation of the first thematic motive, and there is an indication of “sfz” for the 
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penultimate note (A). The cello is playing the same note A, and to be in accordance with the 

indications of the oboe and clarinet, I recommend the execution of “f”. 

Measure 7 – in the Autograph Manuscript Full Score modified, there is an indication of 

“mf”. 

Example 172. 1. Cello (m.7). 

 
Measure 7 – in the Copy Manuscript Individual Parts modified, there is an indication of 

“f”. 

Example 172. 2. Cello (m.7). 

 

Measure 7 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 172. 3. Cello (m.7). 

  

 The examples 172.2 and 172.3 show substitutive variants. In this measure the violin II 

and viola are performing a variation of the first thematic motive, and there is an indication of 

“sfz” for the penultimate note (G). The cello is playing a D, and the resulting range is a perfect 

fourth. To be in accordance with the indications of the violin II and viola, I recommend the 

execution of “f”. 

Measure 8 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 
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Example 173. 1. Cello (m.8). 

 
Measure 8 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 173. 2. Cello (m.8). 

  

The example 173.2 brings a substitutive variant. This is a repetition a fourth above of the 

phrase stated in measure 2. In the referred bar, the indication of dynamic that appears in all 

sources is “mf”. To maintain the same intention, I recommend the execution of “mf”. 

Measure 10 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 174. 1. Cello (m.10). 

 
Measure 10 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 174. 2. Cello (m.10). 

  

The example 174.2 brings an instaurative variant. In this passage there is an indication of 

“f” to the soloist. Bassoon and horn are playing long notes with the indication of “p”. To be in 

accordance with the wind instruments and for the balance with the guitar, I recommend the 

execution of “p”. 
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Measure 11 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 175. 1. Cello (m.11). 

 
Measure 11 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 175. 2. Cello (m.11). 

  

The example 175.2 brings an instaurative variant. In this passage the guitar is playing a 

scale in zigzag leading to a target note (E). The cello and bass are playing a pedal note F. 

Regarding the motion of the cello line, the note F will resolve a half step down to E.  For the 

guitar there is an indication of “f”. So, considering the balance, I recommend the execution of 

“pp” for the cello. 

Measure 18 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 

Example 176. 1. Cello (m.18). 

 
Measure 18 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 176. 2. Cello (m.18). 

 

 The example 176.2 brings a substitutitve variant. In this passage (measures 17 to 22) 

there is a dialog between the soloist and the strings. In measure 17 the guitar presents a motive, 

that will be reexposed a fourth above in measure 19, and another fourth above in measure 21. As 

an answer to the guitar motive, the viola plays a phrase in measure 18 with fast rhythm, the cello 

is playing a long note, and the bass performs a descendent scale.  In measure 20, the same phrase 

with fast rhythm will be reexposed by the violin II a fourth above; the long note goes to the viola, 

also a fourth above; and the descendent scale with the same transposition of a fourth above goes 

to cello.  In measure 22 the same structure will be played by violin I (fast rhythm), violin II (long 

note) and viola (descendent scale), transposed another fourth above. Regarding the dynamic, in 

measure 20 there is an indication of “p” in all versions, to violin II, cello, viola and bass. To 

maintain the same balance, I recommend the execution of “p” for the cello in measure 18. It is 

important to refer there is an indication of “p” in measure 18 of the Reduction Manuscript. 

Measure 27 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there are two notes: G and E. 

Example 177. 1. Cello (m.27). 

 
Measure 27 – in the Max Eschig Edition Full Score, there is a G. 
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Example 177. 2. Cello (m.27). 

 

The example 177.2 brings a destitutive variant. It is possible to observe in the Autograph 

Manuscript Full Score modified and Copy Manuscript Individual Parts modified, in this measure 

there are two notes for the cello (G and E), and the viola has just a rest. But in the Max Eschig 

version, the editor leaves just one note to cello (G) and puts the note E to the viola. In the 

previous measure there is an indication of divisi to cello, which can be sustained to bar 27 with 

the execution of two notes. Thus, the cello should have two notes. 

Measure 39 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 178. 1. Cello (m.39). 

 
Measure 39 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 178. 2. Cello (m.39). 

  

 The example 178.2 brings an instaurative variant. In this measure the guitar is playing the 

principal melody. The strings have accompaniment, with the execution of G#7 always in the 

upbeat. The cello plays the fifth of the chord. So, considering the balance between the soloist and 

the strings, the performance of “p” is enough. 
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Measure 106 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 179. 1. Cello (m.106). 

 
Measure 106 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 179. 2. Cello (m.106). 

  

The example 179.2 brings an instaurative variant. In this passage the soloist has the 

melody and strings the accompaniment. This is a repetition of the measure 93, but this time the 

phrase drives to an end two measures later.  In this case, Villa-Lobos choose the indication of 

“p” to violin I and II, and “pp” to cello and bass.  The last dynamic indication will be “p” for the 

viola in measure 108. So, clearly the composer divides strings in two groups: violins I and II, and 

viola with the indication of “p”; and cello and bass with “pp”. Considering it, and the balance 

between the guitar and the strings, I recommend the execution of “pp”.  

Measure 110 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 180. 1. Cello (m.110). 

 
Measure 110 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 
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Example 180. 2. Cello (m.110). 

  

 The example 180.2 brings a substitutive variant. This is the beginning of the last section, 

and the cello is reexposing a third above the phrase stated in measure 2. In the referred bar, the 

indication of dynamic that appears in all sources is “mf”. To maintain the same intention, I 

recommend the execution of “mf”. It is important to refer that in measure 110 the soloist has the 

indication of “f”. 

Measure 117 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”.= 

Example 181. 1. Cello (m.117). 

 
Measure 117 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

 

Example 181. 2. Cello (m.117). 

 
The different reading presented in example 181.2 is an instaurative variant. In this 

passage the oboe is playing the first thematic motive. The guitar is performing the E minor scale, 

and the strings are sustaining the E minor chord with long notes. The cello is playing the third 

and fifth. The previous indication of dynamic is “p” to violins I and II, and to express a small 

decrescendo there is an indication of “pp” in measure 117. To maintain the same intention, I 

recommend the execution of “pp”. 
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Cello (Second movement – Andantino e Andante): 

Measure 130 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 

Example 182. 1. Cello (m.130). 

 
Measure 130 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 182. 2. Cello (m.130). 

 

The divergent reading presented in example 182.2 is a destitutive variant. In this passage 

the cello is playing the tonic and fifth of the E minor chord, which is being arpeggiated by the 

soloist. The dynamic indication for the soloist is “mf”. The same indication is written for the 

bassoon, trombone and strings. So, to maintain the same intensity, I recommend the execution of 

“mf”. It is important to mention the previous indication of dynamic (“p”) at the beginning of the 

second movement (m.126) and the presence of “mf” in measure 130, indicates a gradual 

crescendo. 

Measure 141 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 183. 1. Cello (m.141). 

 
Measure 141 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 
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Example 183. 2. Cello (m.141). 

 
The different reading presented in example 183.2 is an instaurative variant. In this 

passage the strings are playing the accompaniment with the execution of the C major chord. The 

soloist is playing the melody on the fifth and sixth strings, with accents and the indication of “f ”. 

In all versions there is the indication of “p” for the violin I, which is playing the seventh of the C 

major chord. The cello is playing the tonic of C major. To maintain the same intensity for the 

strings and balance with the soloist, I recommend the execution of “p”. 

Measure146 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 184. 1. Cello (m.146). 

 
Measure146 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 184. 2. Cello (m.146). 

 
 The example 184.2 brings substitutive variants. From measures 146 to 151 there is a 

transition and, at the same time, an introduction to B section. In this passage, just strings are 

playing. There is an elaborated dialog and counterpoint among the strings, which confer a level 

of importance to each instrument and demands similar dynamic intention. Since the next 

indication of dynamic is “f” to violin I, the cello should perform “mf”.  
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Measure 162 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 185. 1. Cello (m.162). 

 
Measure 162 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 185. 2. Cello (m.162). 

 

The different reading presented in example 185.2 is a destitutive variant. In this passage 

the clarinet has the principal melody and the dynamic indication is “mf”. Considering the balance 

between the cello and the clarinet, I recommend the execution of “p”. 

Cello (Third movement – Allegro non troppo): 

Measure 324 – in the Copy Manuscript Individual Parts modified, and Autograph 

Manuscript Full Score modified, there is an indication of “p”. 

Example 186. 1. Cello (m.324). 

 

Measure 324 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 
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Example 186. 2. Cello (m.324). 

 

The divergent reading illustrated in the example 186.2 is destitutive variant. In this 

passage the oboe is presenting the melody with the dynamic indication of “p”. The soloist and 

the other instruments of the orchestra have the accompaniment function. For the clarinet, 

bassoon, horn trombone and bass there is an indication of “pp”. They are playing the same chord 

as the guitar (Fm7). The cello is arpeggiating the referred chord in contrary motion to the melody 

presented by the oboe. Which also creates a counter point relation between the oboe and cello. 

So, I recommend the execution of “p”. 

Measure 325 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 187. 1. Cello (m.325). 

 
Measure 325 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 187. 2. Cello (m.325). 

 
The different reading presented in example 187.2 is a destitutive variant. In this passage 

the guitar is alternating the chords Fm7 and Bbm7. The viola and cello are playing the same 

chords. Two measure before, the cello is arpeggiating the same chords with the indication of “p”. 

To maintain the same intensity and balance, I recommend the execution of “p”. 
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Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 188. 1. Cello (m.331). 

 

Measure 331 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 188. 2. Cello (m.331). 

  

 The different readings presented in examples 188.2 is a destitutive variant. It is possible 

to observe, in the Autograph Manuscript Full Score modified, the composer changed all the 

dynamics of the winds from “f” to “p”. But Villa-Lobos maintained the indication of “ff” for the 

violin I and “f” for the violin II, viola, cello and bass. which is an indicative he wants to 

emphasize the strings. So, I recommend the execution of “f”, as illustrated in example 188.1. 

Measure 338 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 189. 1. Cello (m.338). 

 
Measure 338 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 189. 2. Cello (m.338). 

 

 The example 189.2 brings a substitutitve variant. In the second beat of the measure 338, 

bass, cello and viola are playing the C major chord. In the third beat, violin I and violin II are 

playing the E minor chord. This is the accompaniment of the soloist part, which is conducting the 

melody in the fifth string and with the indication of “f”. In the subsequent measure (339), there is 

an alternation in the accompaniment. The winds momentarily assume the chords played initially 

by the strings, in the same beats (second and third). The C major is played now by the trombone, 

horn and bassoon, with the indication of “mf”; and the E minor is being performed by clarinet, 

oboe and flute, with the indication of “f”. Observing the balance with the soloist, and to maintain 

a similar dynamic indication for the instruments in the accompaniment, I recommend the 

execution of “mf”. 

Bass (First movement – Allegro Preciso): 

Measure 8 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 190. 1. Bass (m.8). 

 
Measure 8 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 190. 2. Bass (m.8). 

  

 The example 190.2 brings a substitutive variant. This is a repetition a fourth above of the 

phrase stated in measure 2. In the referred bar, the indication of dynamic that appears in all 

sources is “mf”. To maintain the same intention, I recommend the execution of “mf”. 

Measure 10 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 191. 1. Bass (m.10). 

 
Measure 10 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 191. 2. Bass (m.10). 

  

The example 191.2 brings an instaurative variant. In this passage there is an indication of 

“f” to the soloist. Bassoon and horn are playing long notes with the indication of “p”. To be in 

accordance with the wind instruments and for the balance with the guitar, I recommend the 

execution of “p”. 

Measure 11 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 
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Example 192. 1. Bass (m.11). 

 
Measure 11 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 192. 2. Bass (m.11). 

  

The example 192.2 brings an instaurative variant. In this passage the guitar is playing a 

scale in zigzag leading to a target note (E). The cello and bass are playing a pedal note F. 

Regarding the motion of the cello line, the note F will resolve a half step down to E.  For the 

guitar there is an indication of “f”. So, considering the balance, I recommend the execution of 

“pp” for the bass. 

Measure 18 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 193. 1. Bass (m.18). 

 
Measure 18 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 193. 2. Bass (m.18). 

 

 The example 193.2 brings an instauratitve variant. In this passage (measures 17 to 22) 

there is a dialog between the soloist and the strings. In measure 17 the guitar presents a motive, 
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that will be reexposed a fourth above in measure 19, and another fourth above in measure 21. As 

an answer to the guitar motive, the viola plays a phrase in measure 18 with fast rhythm, the cello 

is playing a long note, and the bass performs a descendent scale.  In measure 20, the same phrase 

with fast rhythm will be reexposed by the violin II a fourth above; the long note goes to the viola, 

also a fourth above; and the descendent scale with the same transposition of a fourth above goes 

to cello.  In measure 22 the same structure will be played by violin I (fast rhythm), violin II (long 

note) and viola (descendent scale), transposed another fourth above. Regarding the dynamic, in 

measure 20 there is an indication of “p” in all versions, to violin II, cello, viola and bass. To 

maintain the same balance, I recommend the execution of “p” for the bass in measure 18. It is 

important to refer there is an indication of “p” in measure 18 of the Reduction Manuscript. 

Measure 39 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 194. 1. Bass (m.39). 

 
Measure 39 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 194. 2. Bass (m.39). 

  

 The example 194.2 brings an instaurative variant. In this measure the guitar is playing the 

principal melody. The strings have accompaniment, with the execution of G#7 always in the 

upbeat. The bass plays the tonic of the chord. So, considering the balance between the soloist and 

the strings, the performance of “p” is enough. 
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Measure 79 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 195. 1. Bass (m.79). 

 
Measure 79 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 195. 2. Bass (m.79). 

  

 The example 195.2 brings an instaurative variant. In this measure the guitar is playing a 

variation of the first thematic motive with the indication of “ff”. Two measures later (m. 81) there 

is an indication of “p” to the guitar, and in the last measure of the section (m. 83) the soloist 

plays harmonics. A similar motion, with a decrescendo, can be done following the dynamic 

indications of the manuscripts (there is an indication of “p” in measure 79, “pp” in measure 80, 

and “ppp” in measure 82). So, considering the agogic of the soloist, I recommend the 

performance of “p” for the bass. 

Measure 80 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 196. 1. Bass (m.80). 

 
Measure 80 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 
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Example 196. 2. Bass (m.80). 

  

 The example 196.2 brings an instaurative variant. In this measure the guitar is playing a 

variation of the first thematic motive with the indication of “ff”. Two measures later (m. 81) there 

is an indication of “p” to the guitar, and in the last measure of the section (m. 83) the soloist 

plays harmonics. As I mentioned in the previous comment, a similar motion, with a subtler 

decrescendo, can be done following the dynamic indications of the manuscripts (there is an 

indication of “p” in measure 79, “pp” in measure 80, and “ppp” in measure 82). So, considering 

the agogic of the soloist, I recommend the performance of “pp” for the bass. 

Measure 106 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 

Example 197. 1. Bass (m.106). 

 
Measure 106 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 197. 2. Bass (m.106). 

  

The example 197.2 brings an instaurative variant. In this passage the soloist has the 

melody and strings the accompaniment. This is a repetition of the measure 93, but this time the 

phrase drives to an end two measures later. In this case, Villa-Lobos chose the indication of “p” 
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to violin I and II, and “pp” to cello and bass.  The last dynamic indication will be “p” for the 

viola in measure 108. So, clearly the composer divides strings in two groups: violins I and II, and 

viola with the indication of “p”; and cello and bass with “pp”. Considering the referred choice, 

and the balance between the guitar and the strings, I recommend the execution of “pp” to the 

bass.  

Measure 110 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 198. 1. Bass (m.110). 

 
Measure 110 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 198. 2. Bass (m.110). 

  

 The example 198.2 brings a substitutive variant. This is the beginning of the last section, 

and the cello is reexposing a third above the phrase stated in measure 2. In the referred bar, the 

indication of dynamic that appears in all sources is “mf”. So, the closest indication, in terms of 

intensity is “p”, as illustrated in example 180. It is important to refer that in measure 110 the 

soloist has the indication of “f”.  Considering the balance with the guitar, and to be in accordance 

with the indications of the measure 2, I am proposing the execution of “mf” for the bass in 

measure 110. Thus, this indication of “mf” can be considered as an editorial addition. 

Measure 117 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “pp”. 
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Example 199. 1. Bass (m.117). 

 
Measure 117 – in the Max Eschig Edition Full Score, there is an indication of “ppp”. 

Example 199. 2. Bass (m.117). 

 
The different reading presented in example 199.2 is an instaurative variant. In this 

passage the oboe is playing the first thematic motive. The guitar is performing the E minor scale, 

and the strings are sustaining the E minor chord with long notes. The bass is playing tonic. The 

previous indication of dynamic is “p” to violins I and II, and to express a small decrescendo there 

is an indication of “pp” in measure 117. To maintain the same intention, I recommend the 

execution of “pp”. 

Bass (Second movement – Andantino e Andante): 

Measure 130 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Edition Full Score, there is no indication of dynamic. 

Example 200. 1. Bass (m.130). 

 
Measure 130 – in the Copy Manuscript Individual Parts modified, there is an indication 

of “p”. 
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Example 200. 2. Bass (m.130). 

 

 The divergent reading presented in example 200.2 is an instaurative variant. In this 

passage the bass is playing the tonic of the E minor chord, which is being arpeggiated by the 

soloist. The dynamic indication to the soloist is “mf”. The tonic is also being played by the cello 

with the indication of “mf”. This is the first entrance of the bass in the second movement, and in 

this case the bass is reinforcing the note E. Thus, the indication of “p” is enough.   

Measure 141 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 201. 1. Bass (m.141). 

 
Measure 141 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 201. 2. Bass (m.141). 

 
The different reading presented in example 202.2 is an instaurative variant. In this 

passage the strings are playing the accompaniment with the execution of the C major chord. The 

soloist is playing the melody on the fifth and sixth strings, with accents and the indication of “f ”. 

In all versions there is the indication of “p” for the violin I, which is playing the seventh of the C 

major chord. The bass is playing the tonic of C major. To maintain the same intensity for the 

strings and balance with the soloist, I recommend the execution of “p”. 
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Measure 145 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “p”. 

Example 202. 1. Bass (m.145). 

 
Measure 145 – Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 202. 2. Bass (m.145). 

 

The divergent reading presented in example 202.2 is a destitutive variant. This is the last 

measure of the first section. The strings are playing the C7 chord as accompaniment to the soloist 

arpeggio. The bass is playing the fifth of the chord, and considering the accompaniment roll and 

agogic of the phrase, I recommend the execution of “p”. 

Measure146 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf”. 

Example 203. 1. Bass (m.146). 

 
Measure146 – in the Max Eschig Edition Full Score, there is an indication of “p”. 
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Example 203. 2. Bass (m.146). 

 

 The example 203.2 brings substitutive variants. From measures 146 to 151 there is a 

transition and, at the same time, an introduction to B section. In this passage, just strings are 

playing. There is an elaborated dialog and counterpoint among the strings, which confer a level 

of importance to each instrument and demands similar dynamic intention. Since the next 

indication of dynamic is “f” to violin I, the bass should perform “mf”.  

Measure 163 – in the Copy Manuscript Individual Parts modified, there is an indication 

of “mf”. 

Example 204. 1. Bass (m.163). 

 

Measure 163 – in the Max Eschig Edition Full Score, and Autograph Manuscript Full 

Score modified, there is no indication of dynamic. 

Example 204. 2. Bass (m.163). 

 

The example 204.1 brings an instaurative variant. In this passage the clarinet starts the 

principal melody in measure 161with the indication of “mf”. The bassoon is introduced in 

measure 163 and a dialog between clarinet and bassoon starts. The bass is playing the same notes 
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as the bassoon. To maintain the same dynamic indication of the bassoon, I recommend the 

execution of “mf”. 

Measure 194 – in the Autograph Manuscript Full Score modified, and Copy Manuscript 

Individual Parts modified, there is an indication of “p”. 

Example 205. 1. Bass (m.194). 

 

Measure 194 – in the Max Eschig Edition Full Score, there is no indication of dynamic. 

Example 205. 2. Bass (m.194). 

 

The example 205.2 brings a destitutive variant. In this measure there is an indication of 

“p”, in all sources, to violin II, viola, and cello. To maintain the same intention and balance, I 

recommend the execution of “p”. 

Bass (Third movement – Allegro non troppo): 

Measure 278 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “f”. 

Example 206. 1. Bass (m.278). 

 
Measure 278 – in the Max Eschig Edition Full Score, there is an indication of “mf”. 
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Example 206. 2. Bass (m.278). 

 

The example 206.2 brings a substitutive variant. From bar 259 to 291, there is a 

subsection in which the guitar does not take part. It can be considered as an orchestral transition 

to the second section. The development of such a passage is based on the presentation of a 

transitional theme. This theme is based on a motive that had already been exposed in measure 

242 by the viola – with the same interval relations and rhythmic proportion. In measure 259 this 

motive is being played by the bassoon, cello and bass with the dynamic indication of “f” (in all 

sources). This indication of dynamic (“f”), is the rule for each appearance of the referred motive 

in this subsection. The same dynamic indication occurs again to bassoon, cello and bass in 

measure 263; to violins I and II in measure 266; to flute and violins in bar 269; and to bassoon in 

measure 275. Besides that, in the previous measure (277), there is an indication of “f” to violin I, 

and the subsequent indication is also “f”, to violins I and II in measure 283. So, to maintain the 

same intensity and balance, I recommend the execution of “f” to the bass in measure 278, as 

illustrated in example 206.1.  

Measures 316-317 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p” followed by “pp”. 
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Example 207. 1. Bass (mm.316-317). 

 
Measures 316-317 – in the Max Eschig Edition Full Score, there is an indication of “pp” 

followed by “ppp”. 

Example 207. 2. Bass (mm.316-317). 

 

The example 207.2 brings two instaurative variants. The last note of the measure 216 (E) 

and the first note of 217 (A), are the same notes played by the horn with the indication of “p” 

followed by “pp”. In measure 217, bass will be playing the same repeated note (A) and rhythmic 

pattern of the bassoon and cello. The dynamic indication for the referred instruments, in all 

versions, is “pp”. Thus, to maintain the same intention and balance, I recommend the execution 

of “p” followed by “pp”, as illustrated in example 207.1 

Measure 331 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, in the fourth beat there are two dotted half notes (A in 

octave), and the indication of “f”. 

Example 208. 1. Bass (m.331). 

 

Measure 331 – in the Max Eschig Edition Full Score, in the fourth beat there is a quarter-

note (A), and in the fifth beat there are two half notes (A in octave), and the indication of “mf”. 
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Example 208. 2. Bass (m.331). 

  

 Observing the divergencies among the duration and position of the notes, the different 

reading presented in example 208.2 is an error. The soloist is playing the A minor chord in the 

fourth beat of the measure 331, with the duration of a dotted half note. The bass is playing the 

note A.  To reinforce the tonic, the bass should play together with the soloist, and with the same 

duration. Regarding the dynamic indication, the example 208 brings a substitutive variant. It is 

possible to verify in all sources the indication of “ff” to the guitar. So, considering the bass is 

reinforcing the tonic of the chord, I recommend the execution of “f”, as illustrated in example 

208.1. 

Measure 338 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “mf ”. 

Example 209. 1. Bass (m.338). 

 
Measure 338 – in the Max Eschig Edition Full Score, there is an indication of “p”. 

Example 209. 2. Bass (m.338) 

 
 The example 209.2 brings a substitutitve variant. In the second beat of the measure 338, 

bass, cello and viola are playing the C major chord. In the third beat, violin I and violin II are 

playing the E minor chord. This is the accompaniment of the soloist part, which is conducting the 
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melody in the fifth string and with the indication of “f”. In the subsequent measure (339), there is 

an alternation in the accompaniment. The winds momentarily assume the chords played initially 

by the strings, in the same beats (second and third). The C major is played now by the trombone, 

horn and bassoon, with the indication of “mf”; and the E minor is being performed by clarinet, 

oboe and flute, with the indication of “f”. Observing the balance with the soloist, and to maintain 

a similar dynamic indication for the instruments in the accompaniment, I recommend the 

execution of “mf”. 

Measure 340 – in the Autograph Manuscript Full Score modified, and in the Copy 

Manuscript Individual Parts modified, there is an indication of “p”. 

Example 210. 1. Bass (m.340). 

 
Measure 340 – in the Max Eschig Edition Full Score, there is an indication of “pp”. 

Example 210. 2. Bass (m.340). 

 
The different reading presented in example 210.2 is an instaurative variant. In this 

passage the strings are playing the accompaniment with the execution of the E minor chord. The 

soloist is playing the melody on the fifth and sixth strings, with the indication of “f”. In all 

versions there is the indication of “p” for the viola, which is playing the Third of the E minor 

chord, and for the cello that is playing the fifth of E minor. The bass has the tonic of the chord. 

So, to maintain the same intensity for the strings and balance with the soloist, I recommend the 

execution of “p”. 
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Guitar (First movement – Allegro Preciso):70 

   Measure 25 – in the Autograph Manuscript Full Score modified, and Reduction 

Manuscript, the third sixteenth note is a B5 natural.   

Example 211. 1. Guitar (m.25). 

 
Measure 25 – in the Max Eschig Edition Full Score, Max Eschig Edition Reduction, and 

Max Eschig Edition Guitar Part, the third sixteenth note is a Bb5. 

Example 211. 2. Guitar (m.25). 

 

The divergent reading presented in example 211.2 is an error. In this passage there is an 

independence of voices: the violin I presents a motive that is being transposed upwards; the cello 

and bass are playing descending scales; and the guitar is performing ascending arpeggios. The 

highest point of the guitar phrase is in the first beat of measure 25, with the performance of the 

G7 chord, and after that the line starts to descend. The next chords in the measure are: F7, Em7, 

Dm7, always with a D as the pedal note. In the subsequent measure there is a scale based on a 

superposition of two chords: C, and Db. In measure 27, there is a C major chord in root position 

ending the phrase.  So, with the B natural the chord in the apices of the phrase is a G7, which is 

                                                 
 
70 As I mentioned before, in my Master Theses I realized a critical analysis focusing just in the guitar part. 

In the present document I have expanded the work to each instrument of the orchestra, and I also revised, corrected 

and found more differences in the guitar part.  



 228 

the dominant of C, that resolves the phrase in measure 27. Thus, I recommend the execution of B 

natural following the indications of the Manuscripts. 

Measure 28 – in the Autograph Manuscript Full Score modified, and Max Eschig Edition 

Full Score, there is an indication of “f”. 

Example 212. 1. Guitar (m.28). 

 

Measure 28 – in the Reduction Manuscript, Max Eschig Edition Reduction, and Max 

Eschig Edition Guitar Part, there is no dynamic indication.  

Example 212. 2. Guitar (m.28). 

 

The example 212.2 brings a destitutive variant. In this passage all the wind instruments 

are playing, plus cello and bass. So, to highlight the guitar, I recommend the execution of “f”.  

 Measure 30 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, and 

Max Eschig Edition Full Score, the third sixteenth note is a Gb3. 

Example 213. 1. Guitar (m.30). 

 

Measure 30 – in the Max Eschig Edition Reduction, and Max Eschig Edition Guitar Part, 

the third sixteenth note is a G natural.  
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Example 213. 2. Guitar (m.30). 

 

The different reading presented in example 213.2 is an error. It is possible to observe in 

the three previous measures and in the subsequent, there is an ascending melodic sequence, in 

which, each note appears in two or three octaves, always with the same alterations. Thus, I 

recommend the execution of Gb as illustrated in example 213.1. 

Measure 38 – in the Autograph Manuscript Full Score modified, and Max Eschig Edition 

Full Score, there is an indication of “rall.”. 

Example 214. 1. Guitar (m.38). 

 
Measure 38 – in the Reduction Manuscript, Max Eschig Edition Reduction, and Max 

Eschig Edition Guitar Part, there is an indication of “Poco rall.”. 

Example 214. 2. Guitar (m.38). 

 
The divergent reading illustrated in example 214.2 is an instaurative variant. I believe the 

best choice is the execution of “rall.”, to emphasize the change of the section. In the next 

measure the first contrasting section will be presented with the indication of “Poco meno”. 
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Measure 41 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

Max Eschig Edition Full Score, and Max Eschig Edition Guitar Part, the first quarter note is a 

G4.  

Example 215. 1. Guitar (m.41). 

 

Measure 41 – in the Max Eschig Reduction, the first quarter note is a A4.  

Example 215. 2. Guitar (m.41). 

 

The example 215.2 brings an error. In this passage, since measure 39 the guitar presents a 

motive based on a range of seconds, which is part of the second theme. Thus, I recommend the 

execution of G4 as illustrated in example 215.1 

Measure 43 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

Max Eschig Edition Full Score, and Max Eschig Edition Guitar Part, the first quarter note is a F4. 

Example 216. 1. Guitar (m.43).  

 

Measure 43 – in the Max Eschig Reduction, the first quarter note is a E4. 
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Example 216. 2. Guitar (m.43). 

 

 The divergent reading presented in example 216.2 is an error. The execution of an E 

modifies the motive, based on a range of seconds, that had been played since measure 39. So, I 

recommend the execution of F, as illustrated in example 216.1.   

Measure 49 – in the Reduction Manuscript, Max Eschig Edition Reduction, and Max 

Eschig Edition Guitar Part, the lowest quarter note that appears in the third beat is an E3. 

Example 217. 1. Guitar (m.49). 

 

Measure 49 – in the Autograph Manuscript Full Score modified, and Max Eschig Edition 

Full Score, the lowest quarter note that appears in the third beat is a G3.   

Example 217. 2. Guitar (m.49). 

 

  The divergent reading presented in example 217.2 is an error. The highest note of the 

chord played in the third beat is a G#. The example 217.2 brings a G natural as the lowest note of 

the chord, which creates an incompatibility. The right note is an E, the tonic of E7 chord in root 

position. It is important to mention E7 is the dominant of A minor. In the third beat the strings 
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are also playing the same chord (E7), with the tonic played by violin I and cello. So, I 

recommend the execution of E3, as indicated in example 217.1 

Measure 76 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

Max Eschig Edition Full Score, and Max Eschig Edition Reduction, the seventh note of the 

measure is a B4.  

Example 218. 1. Guitar (m.76). 

 

Measure 76 – in the Max Eschig Guitar Part, the seventh note of the measure is a G4. 

Example 218. 2. Guitar (m.76). 

 

The example 218.2 brings an error. The presence of a G in the second beat (seventh note 

of the bar), change the pattern characterized by a zigzag motion. Besides that, there is the 

indication of the string to be played, followed by a slur and the indication of the open string 

(“0”). In this case, it is possible to play the G in the 5th space, in the fourth string, followed by the 

note D. But observing the previous note, F played in the 10th space, plus the open string G, and 

the subsequent note F played in the 8th space plus the open string A, would be a necessary jump 

with the left hand by the scale of the instrument. The execution of the other option (B in the 

fourth string), must be played in the 9th position. This way, there is no need for a shift. So, I 

recommend the execution of B4, as illustrated in example 218.1. 
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Measure 84 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

Max Eschig Edition Guitar Part, and Max Eschig Edition Reduction, there is a presence of a 

“mf”.  

Example 219. 1. Guitar (m.84). 

 

Measure 84 – In the Max Eschig Edition Full Score (grade), there is no indication of 

dynamic. 

Example 219. 2. Guitar (m.84). 

 

The example 219.2 brings a destitutive variant. This is the beginning of the B section.  

The guitar is presenting a new theme with the strings playing the accompaniment. To highlight 

the melody, I recommend the execution of “mf”, as illustrated in example 219.1.   

 Measure 87 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

Max Eschig Edition Full Score, there is a C4 quarter note in the fourth beat. 

 

 

 

 

 

 



 234 

Example 220. 1. Guitar (m.87). 

 

Measure 87 – in the Max Eschig Edition Guitar Part, there is a C4 double sharp, quarter 

note in the fourth beat. 

Example 220. 2. Guitar (m.87). 

 

Measure 87 – In the Max Eschig Edition Reduction, there is no C#4 or C4 double sharp in 

the fourth beat. 

Example 220. 3. Guitar (m.87). 

 

There are errors in examples 220.2 and 220.3. In this passage the guitar has the melody in 

the top notes and chords as accompaniment. The strings are playing the same chords as the guitar 

to sustain the accompaniment. Observing in all sources it is possible to verify the presence of a C 

natural in the fourth beat of the cello part. It is important to mention there is a C natural also in 

the melody conducted by the guitar (upbeat). Thus, I recommend the execution of C4 natural in 

the fourth beat. 
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Measure 88 – in the Reduction Manuscript, Max Eschig Edition Reduction, Max Eschig 

Edition Guitar Part, there is a E5 eight note in the last upbeat of the measure. 

Example 221. 1. Guitar (m.88). 

 

Measure 88 – in the Autograph Manuscript Full Score modified, and Max Eschig Edition 

Full Score, there is a D5 eight note in the last upbeat of the measure. 

Example 221. 2. Guitar (m.88). 

 

The example 221.2 brings an error. In this measure there are some accents emphasizing 

the melody. The accompaniment is based on the A minor chord, which is being sustained 

through the entire measure. The strings are also playing the A minor chord, with long notes. The 

violin II and cello are playing the E, which is the fifth of the referred chord. So, I recommend the 

performance of E5.  

Measure 89 – in the Autograph Manuscript Full Score modified, there is no accent in the 

first note (D) of the measure. There is just one accent above the note C in the second beat.  
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Example 222. 1. Guitar (m.89). 

 

Measure 89 – in the Max Eschig Edition Full Score, Reduction and Guitar Part, there is 

an accent under the first note (D), and under the E in the second beat.  

Example 222. 2. Guitar (m.89). 

  

Measure 89 – in the Manuscript Reduction, there is an accent under the first note (D), and 

above the C in the second beat.  

Example 222. 3. Guitar (m.89). 

 

The example 222.1 brings a destitutive variant, and the example 222.2 presents an error. 

In this passage the melody is being conducted on basses of the guitar. Observing the previous 

measure is possible to verify the accents emphasizing the melodic line. The continuation of the 

line starts with the note D in the first beat followed by a C accented in the second beat. The E is 

being played as pedal note, and there is no need for an accent. The pedal note remains for three 

measures. Thus, I recommend the performance of accents in the notes D and C, as illustrated in 

example 222.3.  
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Measure 90 – in the Max Eschig Editions Full Score, Reduction, and Guitar Part, the first 

accent is under the E, in the first beat.  

Example 223. 1. Guitar (m.90). 

 

Measure 90 – in the Autograph Manuscript Full Score modified, and Manuscript 

Reduction, the first accent is above the F, in the first beat.  

Example 223. 2. Guitar (m.90). 

 

The example 223.1 presents an error. In this measure the melody is being conducted in 

the fourth string. The lowest E in the first beat is the pedal note. To emphasize the melody, I 

recommend the execution of F with accent, as illustrated in example 223.2 

Measure 91 – in the Max Eschig Editions Reduction and Guitar Part, and in the 

Reduction Manuscript, there is no accent. 

Example 224. 1. Guitar (m.91). 

 

Measure 91 – in the Autograph Manuscript Full Score modified, the notes C4 in the first 

beat, and B3 in the third beat are accentuated.  
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Example 224. 2. Guitar (m.91). 

 

Measure 91 – in the Max Eschig Edition Full Score, there are accents under the E3 in the 

first and third beats.  

Example 224. 3. Guitar (m.91). 

 

The example 224.1 brings a destitutive variant, and the example 224.3 presents an error. 

In this measure the melody is being conducted in the fifth string. The E in the first and third beats 

is the pedal note. To emphasize the melody, I recommend the execution of C and B with accents, 

as illustrated in example 224.2.  

Measure 96 – in the Autograph Manuscript Full Score modified, and Max Eschig Edition 

Full Score, the B4 in the first beat is accentuated.  

Example 225. 1. Guitar (m.96). 

 

Measure 96 – in the Max Eschig Editions Reduction, Guitar Part, and Reduction 

Manuscript, there is no accent in the first beat.  
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Example 225. 2. Guitar (m.96). 

 

The example 225.2 brings a destitutive variant. In this passage the melody is being 

conducted in the second string. The performance of B4 and C5 with accents, emphasizes the 

melody and highlights the tension that will resolve in A (third beat).  

Measure 104 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

Max Eschig Editions Full Score and Reduction, the second eight note of the second upbeat is a 

C#5. 

Example 226. 1. Guitar (m.104). 

 

Measure 104 – in the Max Eschig Edition Guitar Part, the second eight note of the second 

upbeat is an C5 natural. 
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Example 226. 2. Guitar (m.104).  

 

The divergent Reading presented in example 226.2 is an error. The chord that is being 

played in the first and second beats is a F#7. It is the dominant of B minor that will be played in 

the third beat. So, I recommend the execution of C#, which is the fifth of the F#7 chord. 

Measure 105 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

Max Eschig Edition Full Score, the first eighth note of the second beat is a F#5.  

Example 227. 1. Guitar (m.105). 

 

Measure 105 – In the Max Eschig Editions Reduction and Guitar Part, the first eighth 

note of the second beat is a F5natural.  

Example 227. 2. Guitar (m.105). 

 

The example 227.2 brings an error. In the first two beats the chord that is being played is 

the F#7. The wind instruments are also playing the same chord in the first two beats. The F#, 

which is the tonic, is being played by the bassoon. So, I recommend the execution of F#, as 

illustrated in example 227.1. 
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Measure 116 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

Max Eschig Editions Full Score and Guitar Part, the first half note of the second group of triplets 

is a G4.  

Example 228. 1. Guitar (m.116). 

 

Measure 116 – in the Max Eschig Edition Reduction, the first half note of the second 

group of triplets is a A4.  

Example 228. 2. Guitar (m.116). 

 

The divergent reading presented in example 228.2 is an error. The three previous chords 

(diminished), played by the guitar are being sustained by the strings with the same notes. The G 

is being played by the viola. Besides that, the previous diminished chords are formed by four 

different notes, which can be understood as a compositional pattern. The execution of an A4 

conforms a triad and breaks the pattern. On the other hand, the execution of G4 conforms a half-

diminished chord and maintains the four different pitches. Thus, I recommend the execution of 

G4, as illustrated in example 228.1.   

Measure 123 – in the Autograph Manuscript Full Score modified, there is the indication 

of “ff”. 
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Example 229. 1. Guitar (m.123). 

 

Measure 123 – in the Max Eschig Editions Full Score, Reduction, Guitar Part, and in the 

Reduction Manuscript, there is no indication of dynamic. 

Example 229. 2. Guitar (m.123).  

 

The example 229.1 brings an instaurative variation.  This is the penultimate measure of 

the first movement. All instruments are playing, except the trombone. So, considering the 

balance with the orchestral instruments, and to emphasize the end of the movement, I 

recommend the execution of “ff”.  

Measures 123-124 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Edition Full Score, there is an indication of “cresc.”. 

Example 230. 1. Guitar (mm.123-124). 

 

Measures 123-124 – in the Reduction Manuscript, and Max Eschig Editions Reduction 

and Guitar Part, there is no indication of dynamic.  
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Example 230. 2. Guitar (mm.123-124).

 

The example 230.1 brings an instaurative variation. The first movement will end in the 

subsequent measure. So, to emphasize and drive to a strong end, I recommend the execution of 

“cresc.”, as illustrated in example 230.1. 

Measure 125 – in the Max Eschig Edition Reduction, there is the indication of “Poco 

rall.”. 

Example 231. 1. Guitar (m.125). 

 

Measure 125 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

and Max Eschig Editions Full Score and Guitar Part, there is no indication of “Poco rall.”.  

Example 231. 2. Guitar (m.125). 

 

The example 231.1 brings an instaurative variant. Observing the previous indications 

there is a “ff”, followed by “cresc”, which leads to a strong end of the first movement in measure 

125. The execution of “Poco rall.” could break the energy built in the previous measures. I 

believe the best option is not to perform the “Poco rall.”. Thus, I recommend the execution of 

what is indicated in example 231.2.   
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Guitar (Second movement – Andantino e Andante): 

Measure 130 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Edition Full Score, there is an indication of “mf”. 

Example 232. 1. Guitar (m.130). 

 

Measure 130 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is an indication of “ff”. 

Example 232. 2. Guitar (m.130). 

 

The example 232.1 brings a substitutive variant. This is the first entrance of the soloist in 

the second movement. The guitar starts the first theme with an ascendant arpeggio of the E minor 

chord. The strings are playing the same chord with long notes and the indication of “mf”. The 

soloist is beginning the phrase, and so considering the agogic and the balance with the orchestral 

instruments, I recommend the execution of “mf”, as illustrated in example 232.1. 

Measure 133 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Edition Full Score, there is an expression slur encompassing the first four eighth notes. 
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Example 233. 1. Guitar (m.133). 

 

Measure 133 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is no slur in the first beat.  

Example 233. 2. Guitar (m.133).  

 

The different reading presented in example 233.1 is an instaurative variant. There are 

basically the same notes with the same kind of slur in the first beats of measures 36 and 37. A 

similar indication of slur in ascendant scales is being used since the first entrance of the guitar in 

the second movement. Thus, I recommend the execution of what is being indicated in example 

233.1. 

Measure 141 – in the Max Eschig Editions Full Score and Reduction, there is no accent 

in the fourth beat.  

Example 234. 1. Guitar (m.141).  

 

Measure 141 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

and Max Eschig Edition Guitar Part, there is an accent under the F3 of the fourth beat.  
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Example 234. 2. Guitar (m.141). 

 

The divergent reading presented in example 234.1 is an error. In this passage the melody 

is being conducted in the basses of the guitar, and there is an indication of accent to each note of 

the line. The F3 is part of the melodic line. Thus, I recommend the execution of what is being 

illustrated in example 234.2.  

Measures 153-154 – in the Autograph Manuscript Full Score modified, Reduction 

Manuscript, and Max Eschig Editions Full Score and Reduction, there is a glissando from the 

note D4 to F4.  

Example 235. 1. Guitar (mm.153-154). 

 

Measures 153-154 – in the Max Eschig Edition Guitar Part, there is no indication of 

glissando.  

Example 235. 2. Guitar (mm.153-154). 
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The divergent reading presented in example 235.2 is an error. The same motive 

(transposed) with the same kind of glissando can be verified in the previous and subsequent 

measures. Thus, I recommend the execution of the glissando, as illustrated in example 235.1.                

Measure 154 – in the Autograph Manuscript Full Score modified, Reduction Manuscript, 

and Max Eschig Editions Full Score and Reduction, the dotted quarter note tied to an eighth note 

is a F4. The last eighth note of the measure is also a F4. 

Example 236. 1. Guitar (m.154). 

 

Measure 154 – in the Max Eschig Edition Guitar Part, the dotted quarter note tied to an 

eighth note is a F#4. The last eighth note of the measure is also a F#4.  

Example 236. 2. Guitar (m.154). 

 

The example 236.2 brings an error. Observing the accompaniment of the strings and the 

piano part, it is possible to verify through the entire measure the presence of the B7 half 

diminished chord. In the group of strings, the violin II is playing the F natural, which is the fifth 

of the chord. Thus, I recommend the execution of F4, as illustrated in example 236.1 

Measure 160 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Editions Full Score, there is an indication of “rall.”. 
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Example 237. 1. Guitar (m.160). 

 

Measure 160 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is no indication of “rall.”. 

Example 237. 2. Guitar (m.160). 

 

The example 237.1 brings an instaurative variant. The indication of “rall.”, may serve as 

the preparation to the next indication (“rit”).  So, I recommend the execution of “rall.”, as 

illustrated in example 237.1.  

Measures 175-176 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Editions Full Score, there is an indication of glissando between the notes G4 and B4. 

Example 238. 1. Guitar (mm.175-176). 

 

Measures 175-176 – in the Reduction Manuscript, and Max Eschig Editions Reduction 

and Guitar Part, there is no indication of glissando. 
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Example 238. 2. Guitar (mm.175-176). 

 

The example 238.1 brings an instaurative variant. This is the restatement of the second 

theme of the second movement, which occurs a sixth above. To maintain the same pattern of the 

exposition it would be necessary to perform the glissando between the measures 175-176, 177-

178, 179-180. But the indication of glissando doesn’t appear between the measures 177-178 in 

any version. On the other hand, with the option of not to perform the glissando, a pattern is 

established. The referred pattern can be found in the Manuscript Reduction, and Max Eschig 

Editions Reduction and Guitar Part. Thus, I recommend the execution without the glissando, as 

illustrated in measure 238.2.   

Measures 179-180 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Editions Full Score, there is an indication of glissando between the notes D5 and F5.  

Example 239. 1. Guitar (mm.179-180). 

 

Measures 179-180 – in the Reduction Manuscript, and Max Eschig Editions Reduction 

and Guitar Part, there is no indication of glissando. 

 

 

 



 250 

Example 239. 2. Guitar (mm.179-180). 

 

The example 239.1 brings an instaurative variant. This is the restatement of the second 

theme of the second movement, which occurs a sixth above. To maintain the same pattern of the 

exposition it would be necessary to perform the glissando between the measures 175-176, 177-

178, 179-180. But the indication of glissando doesn’t appear between the measures 177-178 in 

any version. On the other hand, with the option of not to perform the glissando, a pattern is 

established. The referred pattern can be found in the Manuscript Reduction, and Max Eschig 

Editions Reduction and Guitar Part. Thus, I recommend the execution without the glissando, as 

illustrated in measure 239.2.   

Measure 186 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Editions Full Score, there is an indication of “mf”. 

Example 240. 1. Guitar (m.186). 

 

Measure 186 – in the Max Eschig Edition Guitar Part, there is an indication of “pp”. 
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Example 240. 2. Guitar (m.186). 

 

Measure 186 – in the Reduction Manuscript, and Max Eschig Edition Reduction, there is 

no dynamic indication. 

Example 240. 3. Guitar (m.186). 

 

The example 240.1 brings an instaurative variation, and the example 240.2 presents an 

error. This is the restatement of the first theme of the second movement, which is played a fifth 

above. To emphasize the restatement, I recommend the execution of “mf”, as illustrated in 

example 240.1.  

Measure 190 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is an indication of “f”.  

Example 241. 1. Guitar (m.190). 

 

Measure 190 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Editions Full Score, there is no indication of dynamic.  
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Example 241. 2. Guitar (m.190). 

 

The example 241.2 brings a destitutive variant. In this passage the violin I is reinforcing 

the melody that is being conducted by the top notes of the guitar. It is possible to observe that the 

composer located the dynamic indication close to the highest note (B5). So, to emphasize the 

melody, I recommend the execution of “f”, as illustrated in example 241.1.  

Measure 199 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, the fourth sixteenth note is a C4.  

Example 242. 1. Guitar (m.199). 

 

Measure 199 – in the Autograph Manuscript Full Score modified, and Max Eschig 

Editions Full Score, the fourth sixteenth note is a C#4.   

Example 242. 2. Guitar (m.199).        

 

The divergent reading presented in example 242.2 is an error. In this passage the same 

notes, with the same alterations, are being played in two different octaves. It is possible to verify 

in all sources the presence of a C5 natural in the last beat of the measure. There is a C5 natural 
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also in the first beat, which is the fifth of the F minor chord. The C natural can be found also in 

the first beat of the piano part, in the right and left hand, and in the first beat of the flute and oboe 

parts.  So, I recommend the execution of C4, as illustrated in example 242.1.   

Measure 200 – in the Max Eschig Editions Full Score, there is a F#5 in the down beat of 

the first, second and third tempos, and an A4 in the down beat of the first and second tempos. 

Example 243. 1. Guitar (m.200). 

 

Measure 200 – in the Autograph Manuscript Full Score, Reduction Manuscript, and Max 

Eschig Editions Reduction and Guitar Part, there is a F5 in the down beat of the first, second and 

third tempos, and an Ab4 in the down beat of the first and second tempos.  

Example 243. 2. Guitar (m.200).        

 

The divergent reading presented in example 243.1 is an error.  The same notes with the 

same alterations, including the F natural and Ab, were used in the previous measure. This time 

the chord performed is a D7 half diminished. The F is the third and the Ab is the fifth of the 

chord. The F natural can be verified in the first beat of the piano part, in the left and right hand, 

and in the first beat of the flute and violin I. The Ab can be observed in the third beat of the 

piano part, and in the third beat of the bass part. So, I recommend the execution of what is being 

indicated in example 243.2   
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Measure 201 – in the Max Eschig Edition Reduction, the third, sixth and ninth sixteenth 

note is D4.   

 Example 244. 1. Guitar (m.201). 

 

Measure 201 – in the Autograph Manuscript Full Score, Reduction Manuscript, and Max 

Eschig Editions Full Score and Guitar Part, the third, sixth and ninth sixteenth note is Db4.  

Example 244. 2. Guitar (m.201). 

 

The example 244.1 brings an error. In this passage the DbM chord is superposed to the 

E7 chord. Initially the DbM is more prominent, but in the third beat with the presence of a Bb in 

the melody the Eb7 emerges. The DbM is the subdominant and the Eb7 is the dominant of Ab, 

which is the chord that resolves the phrase in the subsequent measure. Thus, I recommend the 

execution of Db, which is the tonic of the subdominant and the seventh of the dominant.  

Measure 202 – in the Max Eschig Edition Reduction, the third, sixth and ninth sixteenth 

note is A4.  
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Example 245. 1. Guitar (m.202).  

    

Measure 202 – in the Autograph Manuscript Full Score, Reduction Manuscript, and Max 

Eschig Editions Full Score and Guitar Part, the third, sixth and ninth sixteenth note is Ab4.  

Example 245. 2. Guitar (m.202). 

 

The example 245.1 brings an error. In this passage the Ab chord is being arpeggiated by 

the soloist. The same chord can be observed in the accompaniment of the piano part and strings. 

The Ab is the tonic of the chord. Thus, I recommend the execution of what is being indicated in 

the example 245.2.   

Measures 214-215 – in the Reduction Manuscript, and Max Eschig Editions Reduction 

and Guitar Part, there is the indication of “poco a poco dim. e rall.”. 

Example 246. 1. Guitar (mm.214-215). 

 

Measures 214-215 – in the Autograph Manuscript Full Score, and Max Eschig Edition 

Full Score, there is no indication of “poco a poco dim. e rall.”. 
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Example 246. 2. Guitar (mm.214-215). 

 

The example 246.2 brings a destitutitve variant. This is the coda of the second movement. 

The next two bars (216-217) are a repetition of the measure 215. Thus, I recommend the 

execution of “poco a poco dim. e rall.”, to characterize the end of the movement and contrast 

with the end of the first and third movements. The indication illustrated in example 246.1 also 

helps to connect with the cadenza, that must be played right after the end of the movement.  

Measure 216 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, there is an indication of “rall. e dim”. 

Example 247. 1. Guitar (m.216). 

 

Measure 216 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is the indication of “rall.”. 

Example 247. 2. Guitar (m.216). 
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The example 247.1 brings an instaurative variant. This is the end of the second 

movement and the soloist is playing the E minor chord repeatedly, finishing the passage with an 

harmonic followed by the notes E and B played simultaneously. So, I recommend the execution 

of “rall. e dim.”, as illustrated in example 247.1.   

Measure 217 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is the indication of harmonic in the last sixteenth note of the measure.  

Example 248. 1. Guitar (m.217). 

 

Measure 217 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, there is no indication of harmonic.   

Example 248. 2. Guitar (m.217). 

 

The divergent reading presented in example 248.2 is a destitutive variant. This is the 

penultimate bar of the second movement. In the last measure there is a performance of the notes 

E (with open string) and B (in the second position), played simultaneously. In the previous 

measures there is an indication of “rall. e dim.”, which corroborates to the execution of the 

harmonic. Besides the musical contribution, the harmonic has a technical importance. As I 

mention, the B in the last bar must be played in the second position and the penultimate note (E) 

in the twelfth fret. So, I recommend the execution of harmonic, as illustrated in example 248.1. 
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Guitar (Third movement – Allegro non troppo): 

Measure 227 – in the Autograph Manuscript Full Score, Reduction Manuscript, and Max 

Eschig Editions Reduction and Guitar Part, there is the indication of “mf”. 

Example 249. 1. Guitar (m.227). 

 
Measure 227 – in the Max Eschig Edition Full Score, there is no indication of dynamic.  

Example 249. 2. Guitar (m.227). 

 
The example 249.2 brings a destitutive variant. This is the first entrance of the soloist in 

the third movement. To emphasize this passage, I recommend the execution of “mf”, as 

illustrated in example 249.1.  

Measure 233 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, the tenth sixteenth note is a C#6.  

Example 250. 1. Guitar (m.233). 

 

Measure 233 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, the tenth sixteenth note is a C6 natural. 
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Example 250. 2. Guitar (m.233). 

 

 The divergent reading presented in example 250.2 is an error. It is possible to verify in all 

versions the presence of a C# as part of the accompaniment. In the reductions (manuscript and 

edition) the C# is being played in the left hand of the piano part. And in the strings, the cello is 

playing the C# in the third beat. The referred note (C#) is the third of the A# half diminished 

chord. Thus, I recommend the execution of what is being indicated in example 250.1.    

Measure 251: in the Reduction Manuscript, and Max Eschig Edition Reduction, there is 

the indication of “ff”, and the last lowest note is a E3.  

Example 251. 1. Guitar (m.251). 

 

Measure 251 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, there is no indication of dynamic, and the last lowest note is a E3.  

Example 251. 2. Guitar (m.251). 
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Measure 251: in the Max Eschig Edition Guitar Part, there is the indication of “ff”, and the 

last lowest note is a G3.  

Example 251. 3. Guitar (m.251). 

  

The absence of dynamic indication in example 251.2 is a destitutive variant. The 

divergent note (G) presented in example 251.3 is an error. This is the restatement of the first 

theme of the third movement, which is being performed by the soloist a fifth above. In the 

exposition the lowest note is an A, which a fifth above becomes an E. To reinforce the idea the 

right note is an E, it is important to mention the guitar is using the same notes in the first and six 

strings.  Regarding the dynamic, to emphasize the restatement I recommend the execution of 

“ff”, as illustrated in example 251.1.   

Measure 310 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, the last eighth note is a F5.  

Example 252. 1. Guitar (m.310). 

 

Measure 310 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, the last eighth note is a F#5.  
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Example 252. 2. Guitar (m.310). 

 

 The example 252.2 brings an error. The guitar is arpeggiating the Bm7 chord. The same 

chord can be observed in the accompaniment of the strings and piano. The F# is the fifth of the 

chord, and is being played by the violin II, right hand of the piano, and oboe. Thus, I recommend 

the execution of F#, as illustrated in example 252.1.  

Measure 311 – in the Autograph Manuscript Full Score, Reduction Manuscript, and Max 

Eschig Editions Full Score and Guitar Part, there is an A3 half note in the fourth beat.  

Example 253. 1. Guitar (m.311). 

 
Measure 311 – in the Max Eschig Edition Reduction, there is a B3 half note in the fourth 

beat. 

Example 253. 2. Guitar (m.311). 
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The divergent reading presented in example 253.2 is an error. The soloist is arpeggiating 

the A7M chord. The same chord can be observed in the accompaniment of the strings and piano. 

The A is the tonic of the chord, and is being played by the bass, and left hand of the piano. Thus, 

I recommend the execution of A, as illustrated in example 253.1. 

Measure 312 – in the Reduction Manuscript, and Max Eschig Editions Full Score, 

Reduction and Guitar Part, there is a G#3 half note in the fourth beat.  

Example 254. 1. Guitar (m.312). 

 

Measure 312 – in the Autograph Manuscript Full Score, there is a G3 half note in the 

fourth beat.  

Example 254. 2. Guitar (m.312). 

 

The example 254.2 brings an error. The soloist is arpeggiating the G# minor chord. The 

same chord can be observed in the accompaniment of the strings and piano. The G# is the tonic 

of the chord, and is being played by the bass, and left hand of the piano. Thus, I recommend the 

execution of G#, as illustrated in example 254.1. 

Measure 316 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, there is a slur from the first E to the end of the measure.  
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Example 255. 1. Guitar (m.316). 

 

Measure 316 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is no indication of a slur.  

Example 255. 2. Guitar (m.316). 

 

The example 255.1 brings an instaurative variant. It is not possible to maintain the 

duration of the note E because the next note (G#) must be played in the same string. But it is 

possible to understand the indication as an expressive slur. This kind of slur can be observed in 

several occasions in this Concerto. So, I recommend the execution of what is being indicated in 

example 255.1.    

Measure 328 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, there is a slur from the first D to the end of the measure. 

Example 256. 1. Guitar (m.328). 
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Measure 328 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is no indication of a slur.  

Example 256. 2. Guitar (m.328). 

 

The example 256.1 brings an instaurative variant. The slur is being used to emphasize the 

duration of the note D. Thus, I recommend the execution of what is being indicated in example 

256.1.  

Measure 330 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there are accents under the notes Ab3, G3, F#3, and F3. 

Example 257. 1. Guitar (m.330). 

 

Measure 330 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, there are no accents.  

Example 257. 2. Guitar (m.330). 
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The divergent reading is a destitutive variant. A new subsection with the melody 

conducted by the guitar basses will start in measure 338. The accentuation of the notes in 

measure 330 can provide a kind of enunciation of this subsection. Thus, I recommend the 

execution of what is being illustrated in example 257.1.  

Measure 331 – in the Autograph Manuscript Full Score, and Max Eschig Edition Full 

Score, there is an indication of “ff”, and no accents.  

Example 258. 1. Guitar (m.331). 

 

Measure 331 – in the Reduction Manuscript, and Max Eschig Edition Reduction, there is 

no indication of dynamic or accent.   

Example 258. 2. Guitar (m.331). 

 

Measure 331 – in the Max Eschig Edition Guitar Part, there is an accent under the first 

note.   

Example 258. 3. Guitar (m.331). 
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The presence of an accent in example 258.3 and the indication of “ff” in example 258.1 

are both instaurative variants. I recommend the execution of the accent following the same 

explanation and logic of the previous measure (330). Regarding the indication “ff”, it is 

important to perform the last chord with the referred indication. This is the end of a section and 

right after starts the transition in a kind of elision with the indication of “ff” to violin I.   

Measure 338 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there Is the indication of “f”, and accents under the notes C4, B3, A3, and D4. 

Example 259. 1. Guitar (m.338). 

 

Measure 338 – in the Autograph Manuscript Full Score, there is the indication of “f”, and 

no accents.  

Example 259. 2. Guitar (m.338). 

 

Measure 338 – in the Max Eschig Edition Full Score, there is no indication of dynamic or 

accents. 

Example 259. 3. Guitar (m.338). 
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The examples 250.2 and 259.3 bring destitutive variants. This the beginning of a 

subsection, in which the soloist conducts the melody by the basses of the guitar. Thus, to 

highlight the soloist line, I recommend the execution of the accents and the dynamic indication 

of “f”, following the example 259.1.  

Measure 339 – in the Reduction Manuscript, and Max Eschig Edition Guitar Part, there 

are accents under the notes C4, B3, A3, and D4. 

Example 260. 1. Guitar (m.339). 

 

Measure 339 – in the Autograph Manuscript Full Score, and Max Eschig Editions Full 

Score and Reduction, there is no accent. 

Example 260. 2. Guitar (m.339).   

 

The divergent reading presented in example 260.2 is a destitutive variant. I recommend 

the execution of the accents, following the same explanation and logic of the previous measure 

(338).   

Measure 340 – in the Max Eschig Edition Reduction, the chord that appears in the second 

and fifth beats has a C5.  
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Example 261. 1. Guitar (m.340).  

 

Measure 340 – in the Autograph Manuscript Full Score, Reduction Manuscript, and Max 

Eschig Editions Full Score and Guitar Part, the chord that appears in the second and fifth beats 

has a B4.  

Example 261. 2. Guitar (m.340). 

 

The divergent reading presented in example 261.1 is an error. In this passage the melody 

is being conducted by the basses of the guitar. The repeated chord in the accompaniment is an E 

minor, and the note B is the fifth of the chord.  It is also possible to verify the presence of the 

note B in the left hand of the piano part and in the cello line. Thus, I recommend the execution of 

B4 as illustrated in example 261.2.  

Measure 346 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, the chord in the fifth beat has the notes: F#4, G4, and D5. 

Example 262. 1. Guitar (m.346). 

 

Measure 346 – in the Autograph Manuscript Full Score, and Max Eschig Editions Full 

Score, the chord in the fifth beat has the notes: F#4 and G4.  
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Example 262. 2. Guitar (m.346). 

 

The example 262.2 brings an error. In this subsection (measures 338 to 348) the melody 

is being conducted by the basses of the guitar, and the accompaniment always has three notes. 

The chord is a G7M, and the note D is the fifth of the chord. It is possible to observe the note D 

in the left hand of the piano and in the bass line.   

Measure 352 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is no slur between the third and fourth notes.   

Example 263. 1. Guitar (m.352). 

 

Measure 352 – in the Autograph Manuscript Full Score, and Max Eschig Editions Full 

Score, there is a slur between the third and fourth notes.   

Example 263. 2. Guitar (m.352). 

  
The example 263.2 brings a destitutive variant. In this passage, always when there is a 

slur between two notes, the second note can be played with an open string. Thus, to establish a 

pattern, I recommend the execution of the slur, as illustrated in example 263.1.  
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Measure 354 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, the sixth eighth note is a C#6, and consequently the seventh eighth note is also a C#6. 

Example 264. 1. Guitar (m.354). 

 

Measure 354 – in the Autograph Manuscript Full Score, and Max Eschig Editions Full 

Score, the sixth eighth note is a C6, and consequently the seventh eighth note is also a C6. 

Example 264. 2. Guitar (m.354). 

 

The divergent reading presented in example 264.2 is an error. Observing the piano part it 

is possible to verify the presence of a C# in the right hand. The C# can be observed also in the 

clarinet part.  Thus, I recommend the execution of C#, as illustrated in example 264.1.  

Measure 357 – in the Max Eschig Edition Reduction, the second note of the third group 

of triplets is a F4.   
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Example 265. 1. Guitar (m.357). 

 

Measure 357 – in the Autograph Manuscript Full Score, Reduction Manuscript, and Max 

Eschig Editions Full Score and Guitar Part, the second note of the third group of triplets is an A4.  

Example 265. 2. Guitar (m.357). 

 

The example 265.1 brings an error. In this passage the composer uses an instrumental 

compositional technique, recurrent in his works. It consists to maintain the same position of the 

left hand and slide by the scale of the instrument. He starts with this pattern in measure 356 and 

maintain the same shape until measure 362. Thus, I recommend the execution of A4, as 

illustrated in example 265.2.  

Measure 358 – in the Autograph Manuscript Full Score, and Max Eschig Editions Full 

Score, Reduction and Guitar Part, there are two slurs: one starting in the first beat and the other 

starting in the fourth beat. 
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Example 266. 1. Guitar (m.358).  

 

Measure 358 – in the Reduction Manuscript, there is no slur. 

Example 266. 2. Guitar (m.358). 

 

The example 266.2 brings a destitutive variant. The slurs are being used to sustain the 

chords that are being arpeggiated. The same kind of slurs can be verified in the passage from 

measure 356 to 362. 

Measure 371 – in the Reduction Manuscript, and Max Eschig Editions Reduction and 

Guitar Part, there is an indication of “f”. 

Example 267. 1. Guitar (m.371). 

 

Measure 371 – in the Autograph Manuscript Full Score, and Max Eschig Editions Full 

Score, there is no indication of dynamic.  

Example 267. 2. Guitar (m.371). 
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The example 267.2 brings a destitutive variant. This is the beginning of the last section. 

To emphasize this passage, I recommend the execution of “f”, as illustrated in example 267.1.    

Measure 378 – in the Autograph Manuscript Full Score, there is the indication of “f”. 

Example 268. 1. Guitar (m.378).   

 

Measure 378 – in the Reduction Manuscript, and Max Eschig Editions Full Score, 

Reduction and Guitar Part, there is no indication of dynamic. 

Example 268. 2. Guitar (m.378).  

 

The example 268.1 brings an instaurative variant. This is the end of the Concerto, and to 

highlight this conclusion, I recommend the execution of “f”, as illustrated in example 268.1.  

Measure 378-379 – in the Autograph Manuscript Full Score, and Max Eschig Editions 

Full Score, there is the indication of “allarg.” in measure 378.  

Example 269. 1. Guitar (mm.378-379). 
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Measure 378-379 – in the Reduction Manuscript, and Max Eschig Edition Guitar Part, 

there is the indication of “allarg.” in measure 379.  

Example 269. 2. Guitar (mm.378-379). 

 

Measure 378-379 – in the Max Eschig Edition Reduction, there is no indication of 

“allarg.”. 

Example 269. 3. Guitar (mm.378-379).  

 

The example 269.1 brings a substitutive variant, and the example 269.3 brings a 

destitutive variant. In measure 378 the soloist starts to play repetitive chords, that will culminate 

in the note A to finish the Concerto. To emphasize the end of the Concerto, I recommend the 

execution of “allarg.” In measure 378, as illustrated in example 269.1.    

Cadenza (“Cadência”): 

“Cadência” (not measured) – in the Manuscript, the eighth half note from the beginning 

of the “Andante” is a G5.  
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Example 270. 1. Guitar (Cadenza, not measured). 

 

 “Cadência” (not measured) – in the Max Eschig Edition, the eighth half note from the 

beginning of the “Andante” is a Bb5. 

Example 270. 2 Guitar (Cadenza, not measured). 

 

The example 270.2 brings an error. At the beginning of the “Andante”, there is a melodic 

ascendant passage formed by two eighth notes, followed by a half note with the range of a third. 

After that there is a motive based on a melodic ascendant motion with the range of a second 

between two eighth notes, followed by a descendent motion with the range of a third between an 

eighth note and a half note. A very similar motive can be observed in the second movement 

(measures: 151-153; 153-155; 155-157;175-177; 177-179; 179-181).  The example 270.1 brings 

the same kind of motive. So, to establish a pattern, I recommend the execution of G5. It is 

important to mention in the manuscript the note G is the first note of the second staff, but in the 

Edition the second staff starts with the note A (two notes before the G). This difference may have 

caused the mistake.    
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E. Editorial additions 

- Addition of the fingerings (left and right hand) of the guitar parts.  

- Addition of an “accelerando poco a poco” starting in measure 48.  

Explanation: This passage starts in measure 39 with the indication of “Poco Meno” and 

the presentation of a second theme. In measure 58 the soloist reexposes the first theme 

returning to the atmosphere of the section A. In measure 84, with the indication of “Poco 

Meno” starts a new section with another theme. So, to create a contrast between the 

sections and to bring to the A’ a similar tempo as in A, I have added an accelerando in 

measure 48. This addition is in between brackets in the score.  

 

IV. TRANSCRIPTION 

 

A. Techniques and notation used by Kazuhito Yamashita. 

I also provided a transcription for two guitars, with the aim of enlarging the performance 

possibilities of the Concerto. This transcription is based on the critical edition. I used some 

techniques utilized by Kazuhito Yamashita in his transcription for solo guitar of the piece 

Pictures at an Exposition by Modest Mussorgsky. This piece was originally written for piano, 

but his transcription is based on an adaptation made by Maurice Ravel for orchestra. 

         In this work, Yamashita does a meticulous search for effects and sonorities that refer to the 

timbres of the different instruments of the orchestra. This pursuit of timbres is carried out mainly 

by the different right-hand touches: to suggest the sonority of the brass instruments he tries to 

play in several positions near the bridge; to approach the timbres of the high woodwinds he plays 

in harmonics; in the search for a similar sonority as the cellos and double basses, plays over the 

fretboard of the guitar with the flesh of the thumb and ring fingers; and he plays exactly in the 
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middle of the string to reproduce the tuba sound. His search for the different timbres is so 

pervasive that it seems he has a different approach to represent each instrument of the orchestra. 

In addition, he developed several types of tremolo to suggest different orchestral textures: a 

trembling arpeggio – brushing with the palms of the hands to suggest violins in pianissimo.  He 

also improved some techniques, that is, with a finger touching the string alternating the upper 

side and the underside of the nail, using the indices finger, and even with the little finger of the 

right hand that is not part of the usual guitar technique. And all of this is played with chords at 

the same time, which undoubtedly is an innovative effect. In the search for more speed, he plays 

sequences of two notes by string with three fingers, in which the ring, middle, and index function 

as alternating points of support. He also works with rapid jumps, extreme extensions of the left 

hand, simultaneous left- and right-hand trills, and a series of effects and techniques. 71 

         To represent all these sounds, attacks, timbres and articulations, Yamashita developed a 

very detailed system of notation. For my transcription I utilized a system of notation borrowing 

some of his techniques. It is important to say that with the transcription of the Concerto for two 

guitars I provided another version for public performance, but it also can serve as a preparation 

for the soloist to play with orchestra. In this sense, I maintained the soloist part to be played 

exclusively by the first guitar. The first guitar also plays some orchestral parts and the second 

guitar just performs the parts originally written for the orchestral instruments. My intension was 

to keep as similar as possible to the orchestral version, so almost all notes presented in the 

original were transcribed to this new version.  

 

 

                                                 
 
71 Daniel Motta in his master’s thesis and Fábio Zanon in his program “A Arte do Violão”, described some 

of these techniques. 



 278 

B. Transcription for 2 guitars (Comments). 

 As I mentioned before, Villa-Lobos uses the orchestration as a compositional process, in 

which he adds new elements to his work. In my transcription I utilized the critical edition full 

score to arrange the Concerto for two guitars and soloist. To maintain all the elements presented 

in the full score, sometimes the soloist helps the other guitar, especially when there are rests in 

the solo part.  As an example, one can observe the beginning of the second movement, in which 

the second guitar plays scales in contrary motion (originally played by the second violin and 

cello) and the first guitar performs arpeggios (originally played by the flute). To identify the 

soloist part and the orchestral parts played by the first guitar, I changed the size of the pitches. In 

this case, the notes of the soloist part are written in a normal size, and the orchestral parts are in a 

smaller size. 

 

V. CONCLUSION 

  

 The prominent point in this research was the production of critical comments with a solid 

foundation and coherent explanations. The main product was the establishment of the best 

readings, which are the bases to a creation of a unified source for the performance.  

 I have found differences between all the sources: between the manuscripts; between the 

manuscripts and the editions; and between the editions. The amount of divergencies is equal to 

270, and to each divergence at least two different possibilities of reading can be played, but 

sometimes more. So, the total number of different possibilities of performance founded in the 

collation is 558.  To each difference I defined the type of it, explained the context of the reading, 

and recommended a solution. Then, each critical commentary brings a conclusion that was made 
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based on the content extracted from the first chapter (history), second chapter (analysis), and 

from the recensio.   

 Based in the critical edition and in some elements from the Kazuhito Yamashita’s 

transcription, I produced a transcription of the Concerto, for two guitars and soloist. It can be 

considered as a new source and a new way to play this Concerto in public presentations and 

recordings, and also as an alternative to rehearse in a preparation to play with orchestra.  

 My intent was to produce a new and more accurate source of the Concerto for Guitar and 

Small Orchestra and provide guitarists new possibilities to perform this work other than with 

orchestra or piano. I am pleased with the results of my study; I hope my efforts will inspire more 

performances of this wonderful concerto. 
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APPENDIX  

A. Letters, telegraph and Villa-Lobo’s description of the Concerto. 

Appendix 1 – Segovia to Villa-Lobos, 24 March 1939. 
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Appendix 2 – Segovia to Villa-Lobos, 21 August 1951. 
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Appendix 3 – Segovia to Villa-Lobos, 3 October 1951. 
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Appendix 4 – Segovia to Villa-Lobos, 5 May 1955. 
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Appendix 5 – Villa-Lobo’s description of the Concerto. 
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B. Transcription for two guitars and soloist (Score). 
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