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LINE     Cosmic Visions by Victor Vasarely, 1959             Karen John
Victor Vasarely (1906-1997), often referred to as the “Father of Op-Art,” interprets the atomic 
structure, the universe, and the natural world using line and pattern in twelve serigraphs called 
Cosmic Visions. He studied medicine at the University of Budapest excelling as both a biologist and 
art student. Vasarely’s admiration for the work of Alexandre Dauvillier (1892-1979) and Niels Bohr 
(1885-1962), the 1922 Nobel Prize winner for the study of atomic structure, fueled his passion 
for cosmic physics. After an extremely successful art show in Paris, he decided to concentrate 
completely on his art despite his initial passion and education for science. Moving to Brittany, 
Vasarely studied the natural elements of the coast. When he returned to Paris, his next phase as an 
artist began—visual representation through geometry of the natural world. While observing one of 
Vasarely’s Cosmic Visions, “Vega,” the two-dimensional elements of line and pattern create a three-
dimensional view that jumps off the flat canvas.  

FORM     Bathing Nymphs by Johann von Halbig, 1867          Barbara Montgomery
The term “form” in art has two meanings. First, the overall form taken by the artwork, in this case 
a three-dimensional sculpture. Second, within a work of art, the elements of form that make up the 
work, the organic shapes that make up the Bathing Nymphs. The artist was part the Neoclassical 
art movement based on simplicity and symmetry, a revival of virtues of Rome and Ancient Greece. 
Although the sculpture was completed in 1867, more than 2,000 years after the Classical and 
Hellenistic periods, it is easy to see the echoes of Greek and Roman forms. The sculpture, carved 
from a single block of Carrara marble, captures two nymphs peering at someone or something 
that has interrupted their bathing. In music, “form” can refer to the structure of the composition, 
to describe the genre of a piece and the medium of performance. Muie Rendera, a folk song 
from northeast Brazil, performed a cappella with percussion, reflects the same elegant simplicity 
and symmetry of form. The aesthetician, Suzann K. Langer, said “Music is time made audible.” 
Similarly, art captures time in the element of form.  

TEXTURE     Power Figure (“Nkisi’ Nkondi”), Early 20th Century     Sue Hoevelman
The physical and visual textures of the Kongo power figure, Nkisi’ Nkondi, increased with age 
and with use. The degree of textures intensified from the original tree trunk (smooth with surface-
level variations) to the crevices and striations in the object gained throughout service and time. 
A newly created power figure would have three materials with contrasting qualities: the torso of 
worked wood, the eyes and cavity covering of hard reflective material (such as mirror), and the 
spirit-imbued embedded substance (natural or man-made). Collective community belief gave 
the figure power the ability to evoke respect and fear—the intended emotion. The sharp objects 
driven into it with their jagged and piercing edges added to its forbidding appearance. Activation 
of the supernatural power of the figure would bind two opposing forces into one peaceful force: 
quarreling parties in contract, illnesses cured, and wrongs righted.  

SHAPE     Interior with Three Oranges by Frank Holmes, 1993                 Robin Blake
Featuring a work of art from ancient Egypt, part of a famous painting by Titian, and a bookcase 
replete with volumes about artists, the 1993 painting, Interior with Three Oranges by Frank 
Holmes, celebrates the history of Western visual art. By including an abundance of diverse shapes, 
this realistic interior scene emphasizes the role of shape as a basic element of art. Shapes suffuse 
this image—from the rectangles of the wall paintings, wall paper, book shelves, doorway, door, 
floor boards, base boards, rugs, rug designs, window, and window panes to the black cube on the 
circular top of the stool that has cylindrical legs and rungs. There is even a triangle in the corner of 
the rectangular writing pad. Door hinges also contribute their unique shape. The book titles offer 
a variety of shapes in the forms of letters and words. The figure of Bacchus, his leopards, and the 
landscape/seascape/skyscape glimpsed through the window juxtapose organic and human-created 



Morningtide from Island Songs  . . . . . . . . . . . . . . . . . .. .. . . . . . . . . Traditional Australian
                                             Arr. Stephen Leek (b. 1959) 
 

Morning and the tide is low,
Morning and the tide is low,
We will wade to the reef,
We will wade out to the reef, 
So, come my brother, come my friend,
Come my brother, come my friend,
Wait, wait in the deep. 

Stephen Leek (b. 1959) is a popular Australian composer and arranger. Morningtide is 
an adaptation of a traditional song from the islands off the northern coast of Australia. In 
this arrangement, Leek shifted the original rhythms into 4/4 meter, imposed a 4-measure 
phrase structure, and utilized a verse/refrain form. While this arrangement drastically 
diverges from the source musical material, he made a concentrated attempt to capture the 
joy for singing which is central to the music-making from the region. In this piece, the 
singer’s jovial declaration that the morning tide is low and subsequent encouragement 
for others to wade out to the reef is echoed by our invitation to the audience—“Come my 
brother, come my friend.” Let’s wade out in the deep together.

THE ELEMENTS OF DESIGN
shapes. The three strategically placed oranges, representing the golden spheres of the Medici 
family—master patrons of Italian Renaissance and Baroque art, fuse the organic and geometric 
evoking the mythical music of the spheres.  

VALUE     La Serveuse (The Waitress) by Duilio Barnabe, 1959–61              Lisa Jerry
Painted at the end of Duilio Barnabe’s career, The Waitress illustrates well the artistic concept of 
value, which refers to the visible lightness or darkness of a color and portrays a luminosity within 
the lightest whites and the darkest blacks. Against his signature monochromatic background, 
Barnabe offers his portrait of the waitress as a study in lights and darks. Barnabe paints the 
striking image of the woman’s face clearly divided in the middle between light and dark. This 
contrast continues down the front of her dress and apron, although both arms are light against 
the gray (i.e., midtone) of her apron. With his geometric shapes and simplified forms, Barnabe 
conveys a thoughtful seriousness and formalized figure in this work. Through his most compelling 
juxtaposition of the white highlights and the waitress’s partial light face with her shadowed face, 
dark uniform, and still dark background, Barnabe draws us into a puzzle about her state of mind, 
her work, and her location. The artist, through his play with value, offers us a glimpse into the 
duality of most minds and bodies as well as the dualities found in a person’s work, workplace, and 
work product.  

SPACE     Funerary Relief for Levitha, Trajanic 97–98         Alice Landrum
The ancient funerary relief of Levitha, a woman from northern Syria during the time of Roman 
rule, gives a clear perception of both negative and positive space. Negative space is in the deep 
round arched niche that is filled with shadow behind the bust. The dark shadow under the arch 
and behind her head adds depth and creates the illusion of infinity. Positive space consists of the 
limestone bust of the woman and the arched frame around the niche. This bust portrays a woman 
with a Greek himation-palla draped over her head and arm. She is wearing earrings, a necklace, a 
ring, and a bracelet and holds a spindle and a distaff in her right hand. These objects convey that 
she is a woman of wealth with a prominent role in the household. This funerary relief also displays 
open and closed space. The open front space highlights the front of the bust and draws the viewer 
into the deep space of the dark shadow above and behind her head. The himation draped over her 
head echoes the arch and creates another area of dark shadow behind her neck. Although these 
deep, dark spaces appear infinite, touch would reveal them to be shallow and closed. 

COLOR     Haley’s Comet over Webster Groves by William Quinn, 1986     Linda Keown
An anonymous gift to the Museum’s collection in 1988, the oil painting by William Quinn, an 
artist from St. Louis, incorporates swirling forms of vividly contrasting colors. Both warm and 
cool colors are evident. The yellow sky and orange tree forms tinging toward red and purple 
contrast brightly with the cool colors of blue houses with their green sides and roofs. Daubs of 
color punctuate the surface in whites, greens, blues, and yellows blending together the harmony 
of the color spectrum. White is also seen in some of the house shapes as well as the blazing comet 
streaking across the yellow sky. In the lower left-hand foreground, a figure-like shape is included 
in dark blues, greens and blacks. A large white cloud dominates the upper right corner. All the 
colors synthesize together and form a dramatic depiction of the astronomical event of Haley’s 
comet seen in 1986 in Webster Groves. The comet itself is a regularly occurring phenomenon first 
recorded in 240 BCE and famously associated with the historically climatic Battle of Hastings in 
1066. Astronomers predict the next appearance of the comet will occur in 2061, based on its cycle 
of emergence every seventy-four to seventy-nine years. The artwork is paired with the choral 
work by Norwegian composer Ola Gjeilo. In the musical piece, we can hear the blending of voices 
harmonizing with the string instruments mirroring the blend of colors in this selected painting from 
our gallery.  

Arthur Feudel (American 1857–1929)
Fishing Boats on the Beach at Katwijk aan Zee, 1929

Watercolor and gouache (75.51)
Gift of Mr. and Mrs. Donald N. Wilber (75.51)



Kyrie Eleison from Requiem  . . . . . . . . . . . .  . . . . . . . . . . . .. . . . Joan Brudieu (1520–91)

Aubrey Smith and Marques Ruff, soloists

Some scholars classify Joan Brudieu (1520–1591) as a Catalan Spanish composer, others 
as Catalan French. At 19 years old, he was appointed cantor at the Cathedral of Santa 
Maria d’Urgell, eventually becoming ordained in 1546. Two years later, he was appointed 
choir master. He remained at this post until his retirement in 1577. After a brief time 
in Balaguer, he served as the maestro di cappella at Santa Maria del Mar, Barcelona 
but left due to either a distaste for the climate or health reasons. He returned to Seu 
d’Urgell in 1579 where he remained until his death. His compositional output includes 16 
madrigals in both Catalan and Spanish. He also leaves behind a four-part requiem mass in 
manuscript found at Urgell cathedral. The composition date of this Missa pro Defunctis 
is unknown—Kyrie Eleison is from this manuscript. As was common during the late 
1500s, the musical material would be presented in two textures. The Kyrie chant would 
be sung first as an intonation by a bishop, priest, or deacon—mostly on a single reciting 
tone or with a simple melodic formula at certain places in each sentence. More complex 
chants are sung by trained soloists and choirs. Then a polyphonic setting would be sung. 
The performance presented here will demonstrate two textures in three parts: first a 
monophonic chant by solo voice then a monophonic repetition of the chant by all voices 
followed by the four-part polyphonic texture.

TEXTURE

English
Lord have mercy
Christ have mercy
Lord have mercy

Power Figure (nkisi nkondi)
Democratic Republic of the Congo, Kongo people

Early 20th century
Wood, iron, glass and paint

Acquired with funds donated in memory of Betty Brown and Anna Margaret Fields, Gilbreath-
McLorn Museum Fund, and gift of Mr. and Mrs. James W. Symington by exchange (2009.645) An element of art that refers to the way objects feel or look. 

This includes perceived texture—how objects might feel if touched.

Latin
Kyrie eleison
Christe eleison
Kyrie eleison



Shape notes are a music notation system designed to facilitate congregational and 
community singing. In this style, shapes were added to the note heads of written music 
to help singers locate pitches within major and minor modes without the use of more 
complex information found in key signatures on the staff. This notation, introduced in 
mid 18th century New England, became a popular device in American singing schools. 
This style of singing developed from the 1770s to the 1820s and was perpetuated 
heavily in the American South. Sacred Harp singing, named after The Sacred Harp song 
collection of 1844, is notable for its participatory spirit. When Sacred Harp singers begin 
a song, it is first sung on the appropriate syllables to familiarize the singers with the 
musical content. Groups would then perform the song with the appropriate text. Sacred 
Harp singing is always a cappella, and singers are typically arranged in a hollow square 
by voice part. There is no conductor; the leader uses an open-palm style while standing in 
the middle of the square facing the tenors (the voice part usually containing the melody). 
There are two prevalent systems of shape notes, one using four syllables and one using 
seven. The Sacred Harp style utilizes four syllables (fa, sol, la, and mi). The notes of a C 
major scale are notated and sung as follows:

Frank Holmes (American, b. 1938)
Interior with Three Oranges, 1993

Oil on canvas
Gilbreath-McLorn Museum Fund and Gift of Museum Associates (Members’ Choice) (97.1)

SHAPE

Garden Hymn . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Traditional Southern US Folk Hymn
                                                                                                    Arr. Alice Parker (b. 1925) 
                                                                                                 and Robert Shaw (1916–99)

Aubrey Smith, soloist

The Lord into His garden comes,
The spices yield a rich perfume,
The lilies grow and thrive,
The lilies grow and thrive.

Refreshing showers of grace divine,
From Jesus flow to every vine,
And make the dead revive,
And make the dead revive.

O that this dry and barren ground
In springs of water may abound,
A fruitful soil become,
A fruitful soil become.

The desert blossoms as the rose
When Jesus conquers all His foes,
And makes His people one,
And makes His people one.

Come brethren, ye who love the Lord,
And taste the sweetness of His word,
In Jesus' ways go on,
In Jesus' ways go on.

Our troubles and our trials here
Will only make us richer there,
When we arrive at home,
When we arrive at home.

An element of art that is two-dimensional, flat, or limited to height 
and width.

As can be seen from the example, reading a piece of music in shape-note notation 
involves decoding and translating the purpose of simple geometric shapes: triangle, 
square, oval, and diamond. In the painting Interior with Three Oranges by Frank Holmes, 
these same basic shapes abound. As the singer decodes the notehead shapes into sound, 
the art patron is left to decode Holmes’ use of the same shapes. Alice Parker and Robert 
Shaw’s arrangement of Garden Hymn comes from this rich and vibrant shape-note 
singing tradition. 



Mangisondele Nkosi Yam 
(Nearer My God to Thee). . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Traditional Zulu
                                                                                                            Arr. Michael Barrett

Anna Yannessa and Anthonoy Blatter, soloists
Brianna Trainor and Juan José R. Calvo, percussion

VALUE

English
Be nearer (to me) my Lord
Even when I suffer Lord
And when in pain
I am (still) happy
Let me be near to you, my Lord.

Even if bad things happen Lord
If suffering occurs Lord
In my dreams
I will always believe, so
Let me be near to you, my Lord.
Amen!

Sung in the Isicathamiya style, this work is a traditional Zulu prayer closely linked to the 
hymn “Nearer My God to Thee.” While some scholars assert that Isicathamiya rose from the 
Zulu mine workers during the Apartheid years, others believe its roots can be traced to the 
American minstrels and ragtime/vaudeville troupes that toured South Africa extensively in the 
1860s—an amalgam with traditional Zulu music. Just the same, this style of singing features 
close harmonies and is customarily sung only by men a cappella. Quality Isicathamiya 
performances should include call and response and multilayered vocal polyphony. 
Performances can last hours. “Isicathamiya” does not have a literal translation, but the Zulu 
root verb –cathama means “walking softly” or “tread carefully.” This style marks a contrast 
from earlier Zulu singing, called Mbube, meaning “lion.” While Mbube is traditionally sung 
loudly and powerfully, Isicathamiya focuses on achieving a blend between the voices. This 
work is considered sacred and is designed to be sung for religious service. The two soloists 
represent the people and should lead the congregation in this sung prayer. Artistically, value is 
a subset of color that refers specifically to levels of brightness or darkness. Musically, sounds 
are often given a color association. However, musical “tone color” often involves references 
to light or dark—more closely aligning it to the term value rather than color. Mangisondele 
Nkosi Yam is an energetic and rhythmically active work. It employs a brilliant and bright 
“tone color” or value and is an exuberant celebration of praise and worship.

Duilio Barnabè (Italian, 1914–1961)
La Serveuse (The Waitress), ca. 1959–1961

Oil on canvas
Gift of Mr. and Mrs. George Schriever (86.66) 

The lightness or darkness of tines/hues of colors. White has the 
lightest value; black has the darkest.

Zulu
Mangisondele kuwena Nkosi
Noma ngiqhutshwa inhlupego Nkosi
Ngingathokoza
Ngiphinde ngithi nje
Ungisondeze Nkosi kuwe manje.

Noma ngehlelwa Ngokubi Nkosi
Ngilel’ etsheni ngihlupheka Nkosi
Emaphushweni
Njalo ngingathi nje
Ungisondeze Nkosi kuwe manje.
Amen!



SPACE

Hans Leo Hassler (1564–1612) was a German composer and organist from the late 
Renaissance and early Baroque eras. Traveling to Venice during the peak of the “Venetian 
School,” Hassler became friends with Giovanni Gabrieli and studied composition 
with Andrea Gabrieli. Venice was a hot-zone for musical creativity during the second 
half of the 1500s—largely due to the “Sack of Rome” in 1527, Venice’s abundance 
of quality music printing, and the unique acoustical properties of the San Marco di 
Venezia cathedral. Due to the sound delay between choir lofts in St. Mark’s cathedral, 
coordination of choral works was quite difficult. Eventually composers (such as the 
two Gabrielis) began to employ this spatial feature to their full advantage, composing 
antiphonal music where opposing choirs would sing successive, often contrasting 
phrases. This stereo effect became immensely popular and widely imitated. This is a 
rare and fascinating example of the physical space of a cathedral directly influencing 
the development of a musical style. Verbum caro factum est (published in 1591) utilizes 
this stereo effect between vocal forces located separately in the performance space. After 
Andrea’s death in 1585, Hassler returned to Germany—bringing the Venetian polychoral 
style with him. The importance of this musical transmission cannot be overstated. The 
Italian concertato style (alternating groups sharing melodic content), polychoral idea, and 
free emotional expression was infused into German musical culture through Hassler’s 
compositions. This fueled the first and most important Baroque development outside of 
Italy.

Funerary Relief for Levitha
Roman: Turkey, Samandagi (Belkis Tepe) [ancient Zeugma]

Trajanic, 97–98 CE
Limestone

Museum Purchase (70.19) 

Verbum caro factum est . . . . . . . . . . . . . . . . . . . . . . . .  . . . Hans Leo Hassler (1562–1612)

An element of art by which positive and negative areas are defined 
or a sense of depth achieved in a work of art. 

Latin
Verbum caro factum est
et habitavit in nobis;
et vidimus gloriam ejus,
gloriam quasi unigeniti a Patre,
plenum gratiae et veritas. 

English
The Word was made flesh
and dwelt among us;
and we beheld His glory,
the glory as of the only-begotten
by the Father, full of grace and truth. 



Sacred Heart (Ubi Caritas III) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Ola Gjeilo (b. 1978)

Hans Bridger Heruth, violin
Alexandre Negrão, violin

Morgan Owen, viola
Cameron Tubbs, cello

COLOR

This work is one of Norwegian composer Ola Gjeilo’s (b. 1978) most frequently 
performed choral compositions. Published in 2014, Sacred Heart (Ubi Caritas III) 
is a setting of the second stanza from the three-stanza Ubi Caritas text. While Ubi 
Caritas I and II are musically connected, Ubi Caritas III is completely independent. 
Gjeilo’s compositional style is still evolving, and his music reflects a wide variety of 
musical influences—from traditional to jazz and improvisation as well as progressive 
compositional devices. This work, featuring a string quartet, utilizes an ABABA form—
a melodically-focused and homophonic A section employs the use of only three quartally-
related chords. Despite this harmonic simplicity, interest is generated by Gjeilo’s use 
of passing tones, “flavor” chords, and unresolved suspensions. This is balanced by a 
more rhythmically-active and driving B section. The shared melody is passed between 
the voices accompanied by a gentle, yet insistent, syncopated accompaniment from the 
remaining vocal forces. Overall, Gjeilo’s use of string quartet, harmony, relatively lower 
vocal range, and moderate tempo paints an inviting aural environment full of rich, lush, 
and warm color. This use of musical color parallels William Quinn’s use of an opulent, 
vivid, and vibrant color palette in Haley’s Comet over Webster Groves.

William Quinn (American, b. 1929)
Halley’s Comet over Webster Groves, 1986

Oil on canvas
Anonymous gift (88.86) A commonly known element of art made of three properties: hue, 

value, and intensity. Hue is the name of the color. Value is the hue’s 
lightness or darkness. Intensity is the quality of brightness and 
purity of the color. 

English
Where charity and love are, God is there.
As we are gather into one body,
Beware, lest we be divided in mind. 
Let evil impulses stop, let controversy cease,
And may Christ our God be in our midst. 

Latin
Ubi caritas et amor, Deus ibi est.
Simul ergo cum in unum congregamur:
Ne nos mente dividamur, caveamus.
Cessent iurgia maligna, cessent lites.
Et in medio nostri sit Christus Deus. 



Kevin Siegfried (b. 1969) currently teaches at The Boston Conservatory at Berklee. 
Since 2014, Siegfried has been composer-in-residence with the Capitol Hill Chorale in 
Washington, DC. He is actively involved in the research and performance of early American 
music—Shaker music in particular. “Lay Me Low,” one of Siegfried’s most popular choral 
works, was recently performed by The Joint Armed Forces Chorus at the State Funeral of 
President George H. W. Bush. Originally formed in England during the 18th century, several 
members of the “Shaking Quakers” set sail for America in 1774. This small community 
rapidly expanded over the New England region. This expansion led to the “golden age” for 
the Shakers from 1820-1860. Shakers are particularly known for their communal lifestyle, 
pacifism, equality of the sexes, simple living, architecture, and ecstatic behavior during 
worship. The Shakers composed thousands of monodic songs, serving a vital role during 

LINE

Shaker Songs . . . . . . . . . . . . . . . . . . . . .  . . . . . . . . . . . . .. . . . . . . . . . . .Traditional Shaker
                            Arr. Kevin Siegfried (b. 1969) 

Paige Wakefield, Jordan Walker, Jordan Ulrich, 
Gabby Ewert, Connor Cochran, soloists

Victor Vasarely (Hungarian-French, 1906–97)
Altai, Vasarely (Self-titled portfolio of twelve serigraphs), 1959

Printed by Atelier Arcay, Paris
Published by Editions Denise René, Paris

Gift of Mary C. Hazard in memory of Leland Hazard, 1893-1980 (81.332.6)

I. Peace
Peace unto Zion.
Peace, peace to the faithful,
And a crown of rejoicing 
From your Heavenly Father. 

When Zion shall be cleansed
She shall flourish as a rose.
I will walk in her midst
And will bless all those 
With a tenfold blessing.

And their sorrows shall cease,
For I’ll cry upon her walls.
Peace, peace, 
Sweet peace. 

II. Love is Little
Love is little, love is low,
Love will make my spirit grow. 
Grow in peace, grow in light, 
Love will do the thing that’s right. 

III. Heavenly Display
The waves of the ocean imitate the rolls of the 
Heavenly music that rolls in heaven.

The wheels of a timepiece imitate the flows of the
Heavenly love, love that flows in heaven. 

The wings of an eagle imitate the seraphim that 
Soar in the heavens of heavenly love. 

O le ul lum ul la, O le ul lum ul la,
O glory to God for this heavenly display.

IV. Lay Me Low
Lay me low, lay me low,
Where the Lord can find me,
Where the Lord can own me,
Where the Lord can bless me. 

worship services. Melodic lines reveal an influence of European folk song scales/modes and 
contain a high level of grace and beauty. After the Civil War, Shakers published hymnbooks 
utilizing conventional four-part harmonies. The five movements of Shaker Songs draw their 
source material from tunes/texts published between 1834 and 1872. Siegfried weaves these 
humble, yet intensely beautiful, melodic lines into a powerfully intimate set of choral songs. 
Like Siegfried, artist Victor Vasarely employs simple straight and gently-curved lines to 
craft his masterful Cosmic Visions.

An element of art defined by a point moving in space. A line may 
be two- or three-dimensional, descriptive, implied, or abstract. 



Muié Rendêra . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Northeast Brazilian Folk Song
                          Arr. C.A. Pinto Fonseca (1933–2006)

Brianna Trainor and Juan José R. Calvo, percussion

This arrangement, by Brazilian composer C.A. Pinto Fonseca (1933–2006), combines 
two of the most popular folk songs from Northeast Brazil—Olê, Muié Rendêra and É 
Lampa, é Lampa, é Lampeão. This piece tells the story of “Captain” Virgulino Ferreira 
da Silva, a famous bandit leader from the Brazilian Northeast during the 1920s and 30s. 
Better known as Lampeão (“oil lamp”), he led a band of up to 100 cangaçeiros who 
occasionally took over small towns and successfully fought a number of notorious battles 
against authorities while heavily outnumbered. His adventures earned him a reputation 
as a “folk hero,” similar to Jesse James. He has become one of the most representative 
icons of Brazil. In this work, Lampeão calls to a lacemaker woman, telling her that if 
she will teach him to weave (cangaçeiros were known for their ability to sew) he would 
teach her how to love. It is interesting to note that the form of Johann von Halbig’s 
Bathing Nymphs depicts two beautiful young female spirits—precisely the type of 
character Lampeão might be addressing in this folk song. In this choral composition, 
Fonseca’s writing is clear and direct, utilizing a simple harmonic vocabulary. The melody 
is always prevalent and aurally easy to identify. Fonseca also uses ostinato to emphasize 
the rhythmic aspect of the piece. This is further clarified by the addition of percussion—
all aimed to strengthen the character of the baião, a Brazilian folk dance. These two 
folk tunes are cleverly and seamlessly combined to form a musically and thematically 
cohesive work.

FORM

English
Hey, lacemaker woman,
hey, lacemaker woman,
if you teach me how to weave,
I'll teach you how to court (love).

Virgulino is Lampeão
He is Lampa, Lampa, Lampa,
he is Lampeão.
His name is Virgulino,
his nickname is Lampeão.

Johann von Halbig (German, 1814–1882)
Bathing Nymphs, 1867

Carrara marble
Purchased with monies from the Unrestricted Development Fund, MU (80.218)

An element of art that is three-dimensional and encloses volume; 
includes height, width, and depth. Form may also be free flowing. 

Brazilian
Olê, muié rendêra
olê, muié renda
tu me ensina a fazê rendá
que eu te ensino a namorá.

Virgulino é Lampeão.
É Lampa, é Lampa, é Lampa,
é Lampeão.
O seu nome é Virgulino,
o apelido é Lampeão.
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