CoBpeMeHHbIE IPOGIEMbI My3bIKO3HAHU A
Contemporary Musicology

3/2019

ISSN 2587-9731

¢~ @2_—

TECHNIQUE OF MUSICAL
COMPOSTTION

Original article
VI 702 $10e

DOI: 10.56620/2587-9731-2019-3-073-091

A Russian Way of Depicting True Portuguese
Traditions? Alentejo Suite No. 1 by Luis de Freitas
Branco and its Connections with Intergalisimo
Lusitano

Isabel Pina

NOVA University Lisbon,
Lisbon, Portugal,
isabel.as.pina@gmail.com

i\

Abstract. Luis de Freitas Branco is one of the most recognized
Portuguese composers of the 20th century. During his life his name often
appeared in national and international press on multiple occasions of
premieres and other presentations of his work. Posthumously, his life and work
has been central to Portuguese musicology. However, some dimensions of his
life have been hidden or not sufficiently covered, such as his connections with
Integralismo Lusitano, a nationalist pro-monarchy political movement.
Recently, this movement, created after the Proclamation of the Republic by
politically disaffected university students, has been gaining more interest by
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experts in musicology, and it is often mentioned as one of the main influences
on the ideology of Estado Novo due to its nationalism, regionalism,
traditionalism, highly hierarchical idealization of society, and anti-democratic
stance. In the 1910s Luis de Freitas Branco was highly committed to this group,
participating in propaganda conferences, writing critical reviews and
chronicles in journals and newspapers of the movement, and composing
orchestral works to praise its values. Amongst them, we can mention
a symphonic poem based on a historical figure who supposedly contributed to
the foundation of the Portuguese sovereignty, soloist concertos inspired by
folklore, and Alentejo Suite No. 1 composed in 1919 with regionalist intentions:
it depicted a specific Portuguese region in the South of the country, where the
composer and some of the intellectuals related to Integralismo Lusitano had
rural properties. Curiously, the flatlands of Alentejo were depicted resorting to
the topics used by Borodin to musically describe the Russian steppe,
intertwined with references to Korsakov. Thus, wandering through the
composer’s political and aesthetical intentions, this article intends to explore
the connections of Luis de Freitas Branco with the pro-monarchy movement,
highlighting some elements of one of his most iconic works of this period,
Alentejo Suite No. 1.
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Annoranmusa. Jlynm naum Opeiditamn bpanky — OJWH U3 CaMbIX
IIPU3HAHHBIX KOMIIO3UTOPOB IlopTyranuu XX croserus. IIpu xxu3Hu ero umsa
JIOBOJIBHO YacTO YIOMUHAJIOCh B MECTHOU W 3apyOeXKHOU Ipecce B CBA3U
C MHOTOYUCJIEHHBIMU NpeMbepaMU U MPOYUMHU IPE3eHTAIUAMU ero pabor,
amnocje CMepTy KU3Hb U TBOPUYECTBO KOMIIO3UTOpPA OKA3AJIUCh B IIEHTpE
BHUMAaHUA My3bIKOBeZIOB IlopTyrasuu. OmHAKO HEKOTOpbIE ACIIEKThl €ro
)KU3HU JUOO OCTaBaJIMCh B Te€HU, JIUOO OCBEIAJIHMCh HEAOCTAaTOYHO, Kak,
HaIpuMep, ero CBfA3b C HAIMOHAJIBHBIM MOHApPXWUYECKUM IIOJIUTUYECKUM
JIBU>KEHUEM HU3BEeCTHBIM KaK «JIy3UTaHCKUU MHTErpajin3M». JTO JIBUKEHUE,
CO3ZIaHHOE HEJOBOJIbHBIMU IIOJIUTUYECKUM KypCOM CTyAEeHTaMU IIOCJIe
mpoBo3mianieHus  PecnyOsuku, JIMIIb  HEAAaBHO OBLIO  MPU3HAHO
MYy3bIKOBE/IaMHU, B TOM UMCJIE, U KaK OJINH U3 KJIIOUYEBBIX (PAKTOPOB BIUSAHUA
Ha uzeosioruio «HoBoro rocymapcrBa» (moprt. Estado Novo). 9to BiusHue
CTaJI0 BO3MO>KHBIM BCJIE/ICTBUE TAKUX XapAKTEPHBIX UePT UHTErpain3Ma Kak
HAIIMOHAIN3M, PETUOHAJIN3M, TPAAUIIUOHAIU3M, HNOAJEP:KKA HJeN CTPOrou
00IIIeCTBEHHON MepapXuy U OTKa3 OT JeMOKpaTuu. B 1910-x rogax Jlyumr au
®petitait  Bbpanky ObUT BEpHBIM COPAaTHUKOM S5TOTO MOJUTHYIECKOTO
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JIBYDKEHUSA, MPUHUMAJI ydacTHe B IIPOIATaHJIUCTCKUX COOpaHWAX, IHCAJ
MY3bIKQIbHO-KPUTUYECKHE CTaTbU U XPOHUKU B IKypHaJIbl UM Ta3eThbl
JIBUKEHUSI, COUMHSI OPKECTPOBbBIE IMPOU3BEAEHUSA B MOAJAEPIKKY IEHHOCTEN
WHTerpain3mMa. B uxX umciae MOXKHO OTMETUTh CUMGMOHUUYECKYIO II03MY,
IIOCBAIIEHHYI0  HEKOeH  HCTOPUYECKOW  JIMYHOCTH, KOTOpas, Kak
IpeArioyiaraeTcs, BHeCJAa BKJIAJ, B  CTAHOBJIEHHE  IIOPTYTaJIbCKOMU
rocyiapcTBeHHOCTU. [IoMHUMO 3TOTO, CTOUT OTMETUTDH COJIbHBIN KOHIIEPT Ha
(osIbKIIOpHBIE TeMBI U AJIEHTEXKAHCKYIO CIOUTY N° 1, CO3/IaHHYIO B 1919 TOAY
Ha OCHOBe ujel permoHanu3Mma. OHa OBeCTByeT 00 OHOM U3 PETMOHOB Ha
fore I[lopTyrasum, T/ie caM KOMIIO3UTOP M HECKOJIbKO IIpe/iCTaBUTEJIEN
WHTEJUTUTEHIIUY, CBsA3aHHble C JIyBUTAaHCKUM WHTErpPajJii3MOM, UMeIU
3aropofHbie oMa. [IpuMedaressbHO, YTO PAaBHUHBI AJIEHTEXKY U300pakKeHbl
c obpallleHHeM K TomocaM, KOTopble bopoaun, amesupysa k Kopcakosy,
HCIIOJIb30BAaJI B My3BbIKAJIbHOU OOPHUCOBKE PycCKHX cTemneil. Takum obpasom,
CTaThsl CTAaBUT IeJIbI0 HcCcCiieloBaTh cBsA3W Jlymma jgu Opelitamia bpanky
C MOHADXWUYECKUM JIBH:KEHHEM C IIOMOIIbI0 aHajlu3a IMOJUTHYECKUX U
ACTETUUECKUX BO33PEHUN KOMIIO3UTOPA, a TaKKe oOpalieHus K OJHOMY U3
KaHOHUYECKUX ITPOU3BEJIEHUN 3TOTr0 Mepro/ia, AjeHTeKaHCKoU ctonTe NO 1.

KiaioueBbie cioBa: Jlyum pau Opentamn bpanky, JlysutaHckuit
WHTErpain3M, AJieHTe:KaHCKad couta N2 1, HHTEPTEKCTYyaJbHOCTD,
MY3bIKaJIbHBIN aHATIN3, UJI€0I0THA, TIOJTUTHUECKas ITpoIlaraHia
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