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With regard to oral sources, the testimony of Nho Raul de Ribeira da Barca
(Lourenco Rosa Andrade, 1927-2005), a violinist born on the island of Fogo
and who lived a large part of his life in the town of Ribeira da Barca, in the
countryside of Santiago, is enlightening. In an interview with the author
carried out in 2005, when asked about songs he remembered from his
childhood and youth, Nho Raul replied: “Morna, koladera, which at that
time was called ‘polica’ [his pronunciation of the word polka], schottische,
samba...”. This mention of polka makes it clear that for this musician, a
septuagenarian at the time of the interview, the koladera in those days
was then called “polka”. The aforementioned Luis Rendall says about the
dances of his youth: “they opened with a march and then they played a
morna. Polka was the music used when you wanted to change the rhythm,
leave the slow rhythm of morna” (Rodrigues 2015, 118; authors’ translation).

In turn, the already mentioned Eugénio Tavares, in a text about the morna
which to this day is cited as a reference in the history of this musical
genre, refers to the presence of polka among the music of its time: “The
polka rhythm served to sing the loves of Nho Dondon, in that sweet tune
of Manché (...)” (Tavares 1932, 8).“Manché” is a composition by an unknown
author, which around 1885 was quite popular, so much so that it is included
in the brochure Muisicas Populares de Cabo Verde (n.d., c. 1885), with scores
of Cape Verdean music, published by the Sociedade de Geografia de Lisboa.

Several polkas appear on the first albums recorded by Cape Verdeans.
They were published by Columbia Records, in New York, between 1929
and 1933. The repertoire also includes mornas, mazurkas, marches and
tango (see Nogueira 2020, 152-155). These records arrived in Cabo Verde,
as the publicity in the press shows. Among other examples, through this
advertisement: “Cape Verdean music — Mazurkas, polkas, mornas, etc.
For sale at the office of Anténio Miguel de Carvalho and Co.” (ibid., 155).
From the 1940s onwards, it was observed that polka entered a process
of obfuscation. After around four decades without references to polka
recordings, it was only with the violinist Travadinha, in the 1980s, that
compositions identified as such would appear on records. In general, they
are scarce in Cape Verdean discography. If in those pioneering records
the polka appears “in eight out of a total of 40 pieces” (...) in the most
recent records, the designation ‘polka’ appears six times (excluding those
repeated in compilations), in around 160 recordings” listed in the survey
carried out by Nogueira (2020, 232). On the other hand, on the pioneering
albums, there is no song designated as “coladeira”.

One might think that the polka, whose name has practically disappeared,
would have transformed into something different, for example, the
koladera? Drawing a parallel with Brazil, observe what Sandroni states,
evoking the idea of “cultural anthropophagy” when analyzing what
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happened with the polka in Rio de Janeiro, in the 19th century, among
the popular classes. The locals “digested” the polka, he says, “incorporating
what they liked in it and at the same time making it something
intrinsically theirs” (Sandroni 2001, 69; authors’ translation). This author
states that there was a transformation (italics in original) and compares
this process with that described by Alejo Carpentier in La Musica en Cuba
when he deals with the adoption of contradance by black musicians in
Sdo Domingos, who gave it a “rhythmic vivacity” that did not exist in the
original (ibid.: 68). Then came a “singular trepidation that filled in the
bars with augmentation dots and Sixteenth Notes. The so-called ‘tango
rhythm’ was installed in the bass”, writes Carpentier (1988, 114; authors’
translation) Could a similar process have occurred in Cabo Verde?

In terms of analyzing rhythmic patterns, the first aspect to highlight in
28 of the 31 records analyzed (See Annex) is the presence of a rhythmic
pattern performed in the form of an ostinato on the reco-reco or the rattle,
represented in the figure below (Fig 1), and which is associated with what
Paulo Roberto Peloso Augusto calls “(...) polka with Carioca features {(...)”
(Augusto 1997, 110; authors’ translation).

FIGURE 1
Polka with Carioca Features
Source: Augusto (1997: 110)

However, only one phonographic record (see Annex) is based on a rhythmic
cell of accompaniment for the guitar (see figure 2) which Henrique Cazes
identifies as the Predominant Rhythmic Cell of Polka Accompaniment in
the 1910s (Cazes 20193, 103).

6i T

FIGURE 2
Polka on Guitar.
Font: Cazes (2019a, 103).

Polka is intrinsically linked to koladera from the point of view of its
rhythmic accompaniment pattern, particularly the rhythmic cell called
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polka with Carioca Features . [ [~ I, strongly present in the reco-reco
(or rattle) in 28 of the 31 records analyzed. However, at the level of ukulele/
guitar, it is very underdeveloped, as the rhythmic cell identified as a
variant of Brazilian polka from the 1910s §2 [ .]7] | was only found

in one of the 31 records analyzed.
*

Another clue that emerges when researching Cape Verdean music from
the mid-20th century is the maxixe. Appearing in Rio de Janeiro in the
second half of the 19th century, at first it was a couple dance linked with
“lascivious, almost acrobatic twerking” (Jotaefegé 1974, 15). At the time,
there were countless descriptions of its sensuality, as Jotaefegé’s work
exemplifies. This author recalls that it was only in 1883 that the word
“maxixe” appeared in the press, although he considers that it was already
a dance that had been enjoyed for several years, in popular environments,
until it was adopted by the middle class (see Jotaefegé, 1974, 21-29). At
the beginning of the 20th century, “maxixe” was already the name of a
musical genre, which is why this author dedicates a chapter of his work
to “music called maxixe” (ibid., 41-46).

Making a parallel between the adoption process of koladera by the Cape
Verdean public and what happened with maxixe in Brazil some time
before, we can consider its existence in dance spaces preceding the
appearance of its designation [as such] by several years, this being a
significant part of the process of its construction as a musical genre. The
parallel could include the fact that “the word ‘maxixe’, at the turn of the
century, had a stronger connotation of vulgarity than ‘tango’ (Sandroni
2001, 79), and the word “coladéra” in turn had the pejorative charge of the
lubricity attributed to it by the authors who described the kola Sanjon and
its navel-touching.

In Cabo Verde, references to maxixe can be found in texts by at least
two observers attentive to aspects of Cape Verdean culture: Desirée
Bonnaffoux, author of Mtisica Antiga de Cabo Verde (1978), and Manuel
Ramos, memoirist, and author of Mindelo de Outrora (2003). The latter
mentions that at the ball, after dancing a few pieces with the chosen girl,
“we would invite the girl’s mother to a waltz or a maxixe and she would
be happy with our gesture” (Ramos 2003, 128). Bonnaffoux (1978, 9), in turn,
writing about the island of Boa Vista, where he lived, includes maxixe
among the types of music used to liven up the dances. According to this
source, they played not only mornas and gallops, which according to him
made up the essential part of the dance repertoire “but also maxixes,
waltzes, lunduns, contradances and mazurkas” (Bonnaffoux 1978, 9).
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In addition to these authors, older Cape Verdean musicians remember the
maxixe in various entertainment situations in the archipelago. Regarding
the island of Santiago, and more precisely its countryside - in Sdo Salvador
do Mundo and Tarrafal —, maxixe and samba appear twice as songs
that were played at dances in the mid-20th century, which has special
relevance for this island, not usually designated as a reception space for
foreign music (unlike S3o Vicente, whose port has always been an open
door to the outside world). When describing the traditional feast of Sao
Salvador do Mundo (which takes place in Picos, a village in the municipality
of Sdo Salvador do Mundo, on the third Sunday after Easter), Juvenal
Cabral reports, in his book Memdrias e Reflexdes (1947): “The dances are
very lively; mornas, sambas and maxixes are danced, to the sound of
the violin, or to the trembling voice of a diatonic accordion” (Cabral 1947,
71; authors’ translation).

Also from this island, Nho Eugénio (Toméas Mendes Cabral, b. 1936), born
in Tarrafal, when answering the question about what the dances were
like in his youth, firstly mentions “samba and maxixe” (Nogueira 2020,
146). Another reference to the presence of maxixe, this time on the island
of Boa Vista, can be found in an interview with guitarist Nonhe (Olimpio
Estrela, 1922-2005) with Novo Jornal Cabo Verde: “(...) At these parties, the
morna, the coladeira (maxixe as they called it), the waltz, the polka and
the ril (from English reel, a now extinct style of music and dance)” (Castro,
Novo Jornal Cabo Verde 07/11/1993, 8). Here, the musician clearly states that
what was called “coladeira” in the 1990s, when he was interviewed, was
called “maxixe” at the time when he sometimes played on board English
ships that stopped at Boa Vista Island.

Therefore, we can see the presence of maxixe in Cabo Verde, which
ultimately consists of polka recreated by Brazilian musicians from the
late 19th and early 20th centuries (Jotaefegé 1974; Sandroni 2001). Brazilian
influence in that territory was due to shortwave radio transmissions and
to merchant ships that brought Cape Verdean musicians into contact with
sailors who, in general, had musical instruments on board (see Nogueira
2015, 89; Nogueira 2016, 322). Could the maxixe have been an ancestor of
the koladera?

In terms of rhythmic analysis of the presence of maxixe in koladera,
what Henrique Cazes calls “Maxixe Levada” (Cazes 2019a, 104) on the
ukulele®, was identified in six of the 31 records analyzed (see Annex). This
characteristic rhythm is present in the variant called koladera samba or
koladera sambada.

See rhythmic accompaniment of maxixe on ukulele in https://www.youtube.
com/watch?app=desktop&v=_FcDrRS9gpM.
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FIGURE 3
“Maxixe Levada” (maxixe groove) on ukulele.
Source: Authors, using Musescore 3.

Therefore, from a rhythmic point of view, there is a direct relationship
between the maxixe and the koladera called “sambada”, which would not
be misnamed if it were called the koladera maxixada. Remember, by the
way, that in his statement mentioned above, the violinist Nonhe, from
the island of Boa Vista, states that the koladera was called “maxixe” in
its youth.

A third hypothesis for the emergence of this musical genre has to do with
the gallop, which arrived in Cabo Verde just like polka and other music
imported in the 19th century. The term “gallop” is not generally agreed
and currently appears associated with morna - as morna galopada ou
morna galope, in the local language. “Morna-galope is still a term used
today when it is intended to indicate a morna slightly faster than usual
for this genre” (Nogueira 2020, 186). For Bonnaffoux (1978, 1-2), the koladera
is the gallop that resurfaces “with a more elaborate musical design, after
a period of oblivion”. Placing the emergence of the koladera between the
1930s and 1950s, this period effectively coincides with the obscuring of
old European music in the face of new musical fashions, hence one can
think in terms of the resurgence of gallop, already Cape Verdeanized and
with another name.

From the point of view of the rhythmic pattern of accompaniment,
the analysis of the piano score of the theme “Galope de José Carolino”
(from the brochure Miisicas Populares de Cabo Verde (1885: 7) shows
that bass accompaniment essentially has the commetric rhythmic cell
#e—=—2—+— , which was not identified in any of the 31 records
analyzed. Another theme that appears in the analysis of gallop and which
is also part of this publication is the aforementioned “Manché” (ibid: 1). In
the score included in this collection, the theme has the same commetric
rhythmic cell as “Galope by José Carolino” accompanied by the piano bass,
as can be seen in this extract (Figure 4).
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FIGURE 4
Extract of the first 3 bars of the composition “Manché”.
Source: Misicas Populares de Cabo VVerde.

The difference is in the tempo, as previously mentioned. On the other hand,
the theme “Manché”, given the period in which it was recorded, which
coincides with the antiquity criterion, is part of the 31 records analyzed for
the purposes of this article, in a song version performed by Fernando Quejas
(EP Cabo Verde Mornas, 1959).° In this case, the ukulele accompaniment is
based on the rhythmic cell known as Habanera (Figure 5).

- — —

FIGURE 5
Habanera Rhythmic Cell
Source: Sandroni (2002, 102)

The most recent version of this number, performed by the group Simentera
on the album Raiz (1993)Y, is clearly a koladera sambada, marked by the
presence of the maxixe groove in the ukulele. In addition to “Manché”,
two other themes deserve to be highlighted in this analysis, that is, “Nha
Kodé” and “Nhontone” (insome albums with the title “Galo Bedjo”), both
present in the list of 31 selected records and whose versions analyzed"
present the maxixe groove in the ukulele and can be considered as koladera
samba or koladera sambada, although there are those who consider them
to be originally gallops.

9 Manche (cladera (sic) de Cabo Verde), recording by Fernando Quejas, https://
www.youtube.com/watch?v=nvYia5f4Jws.
10 The instrumental version of the composition appears in two

moments on the album: as “Intro” (https://open.spotify.com/track/09vYDéncC-
DqWyIHiykztlyG?si=cfcfccflod2346ab) and as “Coda” (https://open.spotify.com/
track/09vYD6nCDqWyIHiykztlyG?si=cfcfccflod2346ab).

1 The song “Nha kodé” interpreted by Fernando Quejas, on the album Mornas de
Cabo Verde (1959) (https://www.youtube.com/watch?v=6pOMm9R{U6]) is found between
2mn:38s and 5mn24s of the link that reproduces the compilation Cap Vert: Anthol-

0gy 1959-1992. As for “Nhontone”, the version is Bana’s interpretation on the album
Bana a Paris (1967) (https://open.spotify.com/track/7ESHGQW2XfdTiForSgMWv97?si=5d-
197¢5f8021497a ).
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As for the morna-galope, in two of the 31 records analyzed (see Annex),
the presence of a variant of tresillo, the Cuban tresillo [was noted] - the
division of the eight beats (sixteenth notes) of the binary measure in a
3-3-2 pattern (Miller, 2011) - that characterizes this subgenre of morna.
These are two different variants of tresillo (Sandroni, 2011), because, as
can be seen in the figure below, there is accentuation in beats 1, 4 and 7
and it divides the measure in pattern 3- (eighth note and sixteenth note)
-3- (sixteenth note with eighth note ligature) -2- (eighth note).

=
(

FIGURE 6
Variant of tresillo and morna-galope (ukulele or guitar).
Source: Authors, using Musescore 3.

This variant of tresillo was identified in a set of compositions considered
morna-galope: “E sim kel ta fazedo™?, “Rabilona™, “Saiona de Vinte One™,
“Ribéra d’Paul™®, “Fusquinha™® and “Desaforo”.” To conclude the analysis
carried out on this sample, it can be inferred that, from a rhythmic point of
view, the polka, the maxixe and the morna-galope are present in the records
of koladera from the 1950s and 1960s. On the other hand, rhythmic elements
characteristic of the European gallop were not identified in these recordings.

FINAL CONSIDERATIONS
Bringing together information from the press and literature, from oral
testimonies and from the discography produced containing koladeras,

12 “E sim kel ta fazedo”, Gardenia, CD E sim... (1993) https://open.spotify.com/
track/1LJOGIwpVak2gv0zmEd25D?si=96c858526ca54bbl. Although the arrangement is more
like a bolero than a morna-galope, the embedded presence of the tresillo in the rhythm
section is still noticeable.

13 Regarding the song “Rabilona”, it is interesting to note that in two different ver-
sions, the oldest, by Marino Silva (EP Morna pa Mamade, 1975) (https://open.spotify.com/
track/2000zBEn72b7rEHtaY0Oaco?si=dfa823dd60ac4670), and the most recent, by Celina
Pereira (LP Forsa de Cretcheu, 1986) https://www.youtube.com/watch?v=CCTKaBP3TjQ), the
rhythmic pattern characteristic of the subgenre is maintained.

14 “Saiona d'Vinte one”, Celina Pereira, CD Areias Mornas de Bubista (2019) https://
open.spotify.com/track/3YZj3ewhgJPrN91jOvruRj?si=4b6671de18bd4455 .
15 “Ribera d’ Paul”, Djosinha, LP Djosinha (s.d.) https://open.spotify.com/track/2ezU-

VD2p3IMvqJGWYiOvqC?si=e7aeeasb8lee4ffb. Note: the title of the song appears wrong, like
“Balaio d’Gato” but the audio corresponds to “Ribera d’Paul”.

16 “Fusquinha”, Ary Morais, CD Cruzando Fronteiras (2023) https://open.spotify.
com/artist/3NYDqroDZ7BNK3dMrQkmsJ.
17 “Desaforo”, CD Homenagem a Djedjinho (José Gomes da Graca) https://www.

youtube.com/watch?v=UGJ_RkAHKMo, composer of the composition.
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with listening to the themes recorded on disc, we have sought to draw up a
table with different narratives about the koladera, relying on the reflections
of authors who focused on the popular music from Cabo Verde and from
other spaces with which analogies can be established. At the same time,
we present hypotheses for a possible genealogy of this musical genre, based
on the analysis of the rhythmic structures found in recorded pieces that
are probably the closest to the way the koladera appeared in its early days.

The analysis of rhythmic patterns of 31 phonographic records from the 1950s
and 1960s, which are associated with koladera, allowed us to identify the
presence of the polka with carioca features in 28 of them, while the maxixe,
which is part of the koladera samba or koladera sambada, appears in six
recordings, and the tresillo variant of morna-galope, in two recordings.

It is clear that the polka with carioca features, performed in the form
of an ostinato on the reco-reco, can be considered a key element of the
koladera, whether in the classic variant or in the so-called “samba” or
“sambada”. In terms of rhythmic accompaniment patterns, it can be
summarized that the koladera sambada is based on the combination of
the polka with carioca features on the reco-reco with the maxixe on the
ukulele, while the koladera considered “classic”, faster, is characterized
by the combination of polka with carioca features on the reco-reco with
the tresillo and morna-galope on the ukulele. Therefore, it can be inferred
that the distinctive feature of polka with carioca features in the musical
genre koladera as a whole is that it is present in both the “classic” variant
and the koladera samba or koladera sambada.

We consider that these materials can constitute a basis from which to
deepen studies on this musical expression that has not yet prompted
specific academic research that can trace its history. On the other hand,
the analysis of the patterns found in rhythmic structures provides support
for this aspect, as well as a starting point for other studies.
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