








Instrumentation

Modern Baiao varies in instrumentation. Tempos tend to be faster in nature. The style is typically
defined by the presence of accordion, bass drum, and triangle, but many ensemble configurations are possible
(including just voice and guitar). The accordian is the most charecteristic instrument of this style. Typically, baiao
melodies gravitate towards mixolydian or Lydian Flat 7 (setima nordestina — “northeastern seventh”) modes and
are characterized by a continuous stream of scalar or arpeggiated eighth notes. The characteristic syncopated
bass notes usually outline simpler harmonies that modulated over a bass pedal tone. Below are some sample
baiao melodies:

Baiao Patterns For Guitar:

In order to understand the role of the guitar we will begin by counting and clapping the underlying core

rhythm.
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The following example shows the central rhythm that the bass player will play. This rhythm is often translated
to the thumb (p) in the guitar pattern:
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In the Integrated Rhythm example below we see how the thumb (p) plays the syncopated bass figure, while
the upper fingers i-m-a accent the chord on the downbeats. Try tapping the finger part in your foot while “clapping”
the syncopated bass part:

INTEQRATED 2HYTHM (W/THOMB):
A

e

[
\\.."

~

%\
-
B
Ny
%\
¥

54



Finally, we are ready to see the pattern with a harmonic progression that is typical; in this style. Here, the upper

voices change chords over the pedal bass note:
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Depending upon the instrumentation and texture of the ensemble it might be necessary to choose different

chord voicings appropriate to the musical situation. The following example would work well in a smaller ensemble
where the guitar is the primary “pulse instrument” (i.e. trio, duo with a singer). The example voiced below provides a

thick texture that can give the ensemble a lot of textural support:

TYPICAL BAIAO W/THUMS BASS
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In a larger ensemble it might be a good idea to find a texture area where another instrument is leaving space
This example could work well if a piano or accordion was already playing in the lower or mid-register. In this setting

these voicings would cut through the group better without being too “heavy”:
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This third option shows a more contemporary approach to the pattern. Here, it is not necessary to play the
bass line as the bass player is covering that job. In this context voicing the chords in the rhythm of the pattern is
more important. Additionally, in a more jazz-based setting it is encouraged to take a more improvisatory approach to

comping” while still remaining aware of the baiao rhythm. The following excerpt is from Egberto Gismonti’s famous
composition “Loro™:
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In this intro from the composition “Vera Cruz” we see how composer Milton Nascimento has syncopated the
baiao bass pattern as a pedal tone over changing harmony:

SYNCOPATED PEOAL:  'VERA CQUL

6 Tsus4 /6 UL QMIN/G /6 ¢7/6
Wt sd g g ﬂ&# S22 2 2 as
./ﬁ: ;U; D.: ﬁ: D: :u: D: D: D.: ﬁ: D.: :u: D.: =u= ﬁ: D:

56





