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ABSTRACT  

 

Sérgio Assad (b.1956) and his brother, Odair Assad, are considered today one of the most 

important guitar duos in the world. Sérgio Assad’s compositions and arrangements for the guitar 

are no less significant than his performance skills. He has composed more than forty pieces for 

guitar and different consorts of instruments, including guitar and clarinet; choir and two guitars; 

guitar and flute; guitar and orchestra; and many others.  

The purpose of this project is to identify the composers, styles, and techniques that had a 

direct influence on Sérgio Assad’s music, to describe his works, and to evaluate his significance 

in the history of Brazilian guitar music.  

Chapter 1 gives a brief history of the guitar in Brazil as well as a survey of the main 

composers and genres of guitar music in Brazil since the early days of the choro until the late 

fifties, when Assad was born.  

Chapter 2 is divided in three parts: “Sérgio Assad,” “The Duo Assad,” and “Assad’s 

Compositional Style.” The first part is based on an interview made by the well-known Brazilian 

guitarists Fábio Zanon and Luciano César de Morais. This section will describe Sérgio’s early 

education and guitar training. The second part will demonstrate how the successful 

developments of the duo’s career determined Assad’s future as a composer and an arranger. The 

last part is a description of the compositional techniques that Assad applies in his music. 

Chapter 3 is an annotated bibliography of Assad’s works. The annotations will be organized 

chronologically.  It will contain information such as publishers, instrumentations, recordings and 

approximate performance duration. Comments about the genesis of each piece and its main 

compositional features will be added based on several private interviews that I conducted with 

Assad. 
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CHAPTER 1 

 

A BRIEF HISTORICAL PANORAMA OF THE GUITAR IN BRAZIL DURING  

THE TWENTIETH CENTURY UNTIL SÉRGIO ASSAD  

 

 

 

The Guitar during the Colonial Period 

 

Since the dawn of Brazil’s history, different cultures and religions have crossed ways 

peacefully; these various ethnic elements have jointly formed the country’s musical character. 

One of the earliest influences on Brazilian culture and music came from Europe. Brazil was 

colonized by Portugal when the explorer Pedro Alvares Cabral arrived in 1500. Throughout the 

three centuries of colonization, the Portuguese brought over many important elements of 

European culture. After Napoleon Bonaparte’s troops invaded Portugal in 1807, Dom João, the 

prince regent and future king of Portugal, escaped to Brazil with his court, his family, and much 

of the kingdom’s richness. Other influences in Brazil came from Africa. Between 1538 and 

1888, millions of Africans were captured and shipped there as slaves, and the African cultures, 

religions, languages, and dances were slowly introduced to the country. Chris McGowan and 

Ricardo Pessanha, coauthors of The Brazilian Sound: Samba, Bossa Nova, and the Popular 

Music of Brazil, state that African culture survived in a purer form in Brazil than in North 

America.1  Nowadays, the product of these racial mixtures has become, in the hands of erudite 

composers, part of the Brazilian music musical style. Brazilian composers have frequently been 

inspired by popular forms of music or from folklore manifestations and traditional music.  

Just as music is an integral part of Brazil’s culture, the guitar is an integral part of the 

country’s musical manifestation. The first models of guitar were brought to Brazil in the 

beginning of the 1500s by the Jesuits, who used the vihuelas, lutes, and Baroque guitars.2 It is 

                                                 
1 Chris McGowan and Ricardo Pessanha, The Brazilian Sound: Samba, Bossa Nova, and the Popular 

Music of Brazil (Temple University Press: Philadelphia, 1988), 13. 
 
2 Cláudio Sant'Ana,  A história do violão ao longo dos tempos da grande metrópole brasileira, 

http://www.violaomandriao.mus.br/historia/sampaindice.htm (accessed January 2, 2008). 
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important to mention that the contemporary classical guitar is a result of an organological 

development during the nineteenth century. The development of the guitar is basically divided in 

two periods. The first period is characterized by the five-course guitar, which underwent a 

number of changes. The continual transformation resulted in a six-string guitar in the early 

nineteenth century, which marked the beginning of the second period. This renewed six-string 

guitar also underwent some modifications and eventually became the modern guitar.  

 

The Guitar during the Eighteenth and Nineteenth Centuries 

During the eighteenth and nineteenth centuries, Brazilians held the same prejudice 

against the guitar as Europeans did. The guitar was associated with hard drinkers and people of 

the lowest class. The piano, on the other hand, was the instrument of the wealthy and the upper 

class.3 In Rio de Janeiro and São Paulo, most upper and middle class homes had a piano, and the 

pianos were so popular that Rio de Janeiro and São Paulo were named the Cities of Pianos.4 In 

the second half of the nineteenth century, the modern guitar was essential for the accompaniment 

of the modinhas and choros. The Modinhas was a style of sentimental song developed in the 

nineteenth century. The Choro was one of the most important musical genres in the Brazilian 

musical culture. It became known in the late nineteenth century in Rio de Janeiro. Tamara 

Livingston states that the term choro used to refer to a style of interpreting popular European 

dance music developed by ensembles based on the trio of flute, guitar, and cavaquinho (small 

string guitar).5 The first choro ensemble was formed by Joaquim Antonio da Silva Calado (1848-

1880), who was named the father of the choro. The style became a genre when new pieces 

started to be composed based on that style. The development of the choro happened when choro 

musicians, or chorões, started to have informal meetings, or rodas de choro, to play and have 

fun. These choro sessions were based on improvisations, presentations of new compositions, or 

friendly competitions.  

                                                 
3 Josef Woodard, “Performing Arts; Classical Guitar's Dynamic Duo Diversifies; Sérgio and Odair Assad 

depart from the format with which they're synonymous :[Home Edition],” Los Angeles Times, April  9, 2000. 
 
4 Ibid., 3. 
 
5 Tamara Elena Livingston, “Choro and Music Revivalism in Rio de Janeiro 1973-1995,” 

Ph.D. dissertation, University of Illinois at Urbana-Champaign, 1999. 
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The word choro literally means to cry. The exact etymology of the word is unknown, and 

choro can be used in different situations, with different connotations. The choro ensemble is also 

called regional or conjunto de choro. Traditional regional is primarily formed by a guitar, 

cavaquinho and pandeiro flute or mandolin. Choro is characterized by syncopated rhythms that 

can be played in a variety of tempos. Choro musicians would gather in parties, seeking to 

promote sociability among the players and the listeners. An atmosphere of camaraderie is just as 

important as the technical skills of the players. Virtuosity and humorous character (also called 

malicia or malandragem) are also experienced in the pieces and by the players. Before the era of 

radio, most Choro musicians did not know how to read music (apart from some soloists who 

were composers) and everything was played by ear. Many composers used to write with 

unexpected modulations and virtuosity. The objective was to “catch” the accompanist, who 

played the harmony by ear and could not stop, but expressed finesse by performing all the 

complicated harmonic progressions. Later these malandragem gestures were added also in the 

title of the choro pieces. Infernal (Hell), Escorregando (Slipping Away), Segura Ele (Hold Him) 

and Espinha de Bacalhau (Codfish Bones) are examples of this frequent practice.  This last one 

was composed by Severino de Araujo (b.1917) and presents an intricate rhythm. It is intended to 

be played as fast as possible. 

The choro Segura Ele, which means “hold him”, is an allusion to holding the soloist who 

is playing really fast. Villa-Lobos also uses the malandragem in his work. The Choros no. 1 

starts with three fermatas in the first three notes: Villa-Lobos intends to create a playful 

character in the music where the interpreter should be malicioso (playing with humorous 

character) with the duration of each note (Examples 1 and 2). The delighted audience could 

experience all this musical diversity while drinking, talking, and meeting people. 

 

 

 

 

 

 

Example 1:  Heitor Villa-Lobos, Choros no. 1, mm. 1-2. 
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Example 2: Heitor Villa-Lobos, Choros no. 1, mm. 11-13. 

 

 

 

The Evolution of the Classical Guitar in Brazil until 1930 

 

“O violão, que atualmente é um instrumento vulgar.” 6 

(“Nowadays the guitar is considered a vulgar instrument.”)  

 

The Brazilian elite society in the early twentieth century was still attached to European 

culture. For this reason, intellectuals, writers, politicians, landowners, and aristocrats considered 

the guitar an instrument for the bordeis and tabernas (taverns), but not the concert halls. 

Between the years of 1904 and 1930, the history of the guitar took a different turn, thanks to a 

series of events and performers, among whom were Américo Jacomino, or Canhoto (1889-

1928), Agustín Barrios (1885-1944), and Josefina Robledo (1892-1972). 

 

Américo Jacomino, or Canhoto (1889-1928)  

The first documented guitar concert in Brazil, given by the Cuban Gil Orozco, took place 

in 1904. The first Brazilian performer giving his first guitar recital was Américo Jacomino, or 

Canhoto (1889-1928), in 1907.7 

Canhoto is considered the first Brazilian guitarist with a performance career.8 He did not 

know how to read music, and he was canhoto (left-handed). He played the guitar on the opposite 

                                                 
6  “Um interessante invento,” O Estado de S.Paulo,  February 22, 1914, p. 3. 

 
7 Fábio Zanon, “O violão no Brasil depois de Villa-Lobos,” http://vcfz.blogspot.com/2006/05/o-violao-no-

brasil-depois-de-villa.html (accessed January 2, 2008). 
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side, but without inverting the strings. His father, an Italian immigrant, forbade him to play the 

guitar, so Canhoto secretly taught himself and in the process developed an unusual technique, 

where his thumb played the melodies, and the other fingers, the accompaniment. His first recital 

dated from 1907 in the city of Ribeirão Preto in São Paulo.  

The year of 1916 represents the beginning of an important point in the history of the 

guitar in Brazil. Canhoto gave a concert at the Conservatório Dramático e Musical, a major 

recital hall in São Paulo. Through this concert Canhoto achieved respect in the highest layers of 

society in São Paulo. Manuel Leiroz, a writer from the newspaper O Estado de São Paulo,  

reviewed Canhoto’s concerts: 

 

É preciso porém vê-lo, para se poder fazer uma idéia nítida do artista. Vê-lo com 

disposição de espirito, como nós o vimos.9  

 

 One needs to watch him to have a clear idea of the artist that he is. To see him with the 

same warm spirit, as we saw him. 

 

Agustín Barrios (1885-1944) 

 The Paraguayan guitarist Agustín Barrios (1885-1944) also gave his first recital in Brazil 

in 1916 and had a similar success. His concerts were warmly received: reviews were glowing, 

and invitations for more recitals poured in. Barrios developed a great reputation in Brazil. On the 

flyers of one of his concerts, dated from 1929 at the Teatro Municipal de São Paulo, he is called 

the king of the guitar. Barrios’s success allowed him to tour the whole country, and his legacy 

affected significantly the perception of the guitar as a concert instrument. For many decades in 

South America and in Brazil in particular, Barrios was better known than Andrés Segovia. 

 

 

 

 

                                                                                                                                                             
8 Ibid., 6. 
 
9 Cláudio Sant'Ana,“ Américo Jacomino (Canhoto),”  

http://violaomandriao.mus.br/historia/violaoemsampa8.htm (accessed January 2, 2008). 
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Figure 1 : The program of Barrios’s concert in São Paulo dated from August 1, 1916. 

 

Josefina Robledo (1892-1972) 

 Another important figure is the Spanish guitarist Josefina Robledo (1892-1972). A former 

student of Francisco Tárrega (1852-1909), Robledo came to São Paulo to escape the war in 

Europe. She performed in São Paulo in the same period as Barrios and Canhoto. "Her refined 

style created a sensation in the city, not only because of the high level of her performance skills 

but also due to the fact that she was a female virtuoso, something rarely seen at that time. 

 

 The year 1916 thus marked the beginning of a sequence of great events that contributed 

to the better recognition of the guitar in the elite paulistana (São Paulo’s wealthy elite). Josefina 
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Robledo, Agustin Barrios, and Americo Jacomino are considered the most important artists who 

contributed to the recognition of the guitar in Brazil.  

 

 

 

The Brazilian Guitar Music and Its Roots 

 

João Pernambuco (1883-1947) 

 The proclamation of the republic happened in Brazil in 1889, and it produced a social and 

cultural revolution in music. The new federal capital, Rio de Janeiro, became the most important 

cultural center and the birthplace of the choro. Influenced by the choro, a great number of 

guitarist composers appeared in the musical scene. One of the main figures in Rio de Janeiro was 

the guitarist João Texeira Guimarães, or João Pernambuco (1883-1947). Originally from the 

northeastern state of Pernambuco, the guitarist moved to Rio de Janeiro in 1904. Pernambuco 

taught in a music store called O Cavaquinho de Ouro, which became a meeting place for the 

rodas de choro and was frequented by important local musicians, including Villa-Lobos. In one 

of the trips to Rio de Janeiro, Agustin Barrios visited the O Cavaquinho de Ouro and befriended 

Pernambuco. In fact, some of Barrios’s pieces such as Choro da Saudade and Maxixe show 

evidence of the influence of Brazilian music (see Fig. 5). By 1912, Pernambuco was well known 

in Rio de Janeiro. As an inveterate chorão, he made great contributions to the music through his 

choro compositions. About Pernambuco’s choro pieces, Villa-Lobos states:  

 

  Bach não teria vergonha de assiná-los como seus. 10 

  (Bach would not have been embarrassed if these were his pieces.)  

 

 

 

 

 

                                                 
10 Angelo Zaniol, “Joao Pernambuco,” http://joaopernambuco.com/03.html (accessed January 2, 2008). 
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Figuere 2: Rio de Janeiro, 1929. Agustin Barrios in the center, João Pernambuco standing on 
Barrios’s right, and Quincas Laranjeiras. 

 

 Fábio Zanon states that it is possible to observe Pernambuco’s influence on Villa-Lobos’s 

guitar work. One of the common idioms of the guitar, the parallel chordal writing used in many 

of Villa-Lobos's guitar works is also found in many pieces by Pernambuco.11 Example 3 below 

is an excerpt taken from Villa-Lobos’s guitar Etude no. 1. In this passage, beginning in measure 

16, the diminished chord shape progresses chromatically down the fingerboard in the 

fingerboard. 

 

 

 

 

 

 

 

 

Example 3: Guitar Etude no. 1 by Heitor Villa-Lobos, mm. 15-18. 

 

 In Pernambuco’s Jongo for guitar, the same artifice is used, also with a diminished chord 

(Example 4). 

 

                                                 
11 Cultura FM (2006, August 30) O Violão com Fábio Zanon. São Paulo, SP. Brazil. 
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Example 4: Jongo by João Pernambuco, mm 12-17. 

 

 Fábio Zanon also affirms that the well-known Prelude no. 5 (Example 5) by Villa-Lobos 

is based on one of Pernambuco's waltzes called Sonho de Magia (Example 6). 12 

 

 

 

 

 

 

Example 5: Prelude no. 5 by Villa-Lobos, mm.1. 

 

 

 

 

 

 Example 6: Sonho de Magia by João Pernambuco, mm.1.   

 

 Another important year was 1932 when Roque Ricciardi, the Paraguassú, a good friend 

of Canhoto, edited the first Brazilian guitar method book. The book became well known in the 

whole country. It did not require any knowledge of music theory and was more like a manual for 

                                                 
12  Ibid., 11. 
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teaching the violão seresteiro (a style of accompaniment popular in the first half of the twentieth 

century) than for classical guitar.13   

 

Heitor Villa -Lobos and his Legacy 

 Even though many guitars were brought to Brazil during the colonization period, as a 

concert instrument the guitar is still relatively new. This background makes the figure of Heitor 

Villa-Lobos even more special in the Brazilian history. Villa-Lobos was a singular phenomenon. 

His fascination for the choro was first demonstrated in his youth when he played guitar in the 

rodas de choro.14 The biggest part of his work for the guitar prior to 1920 is lost, and his only 

well-known production from this period is the Suite Populaire Brésilienne (1912-23), which was 

published only decades later in France. His Twelve Studies for Guitar, composed in 1929, 

expanded the technical limits of the guitar. It was published in 1953. Andrés Segovia, to whom 

Villa-Lobos had dedicated this work, added some of the studies to his concert program in 1947, 

almost two decades after they were composed. To explain the long gap between the conception 

of the Etudes and their publication date, Fábio Zanon points to the lack of commercial value due 

to their innovative language.15 Villa-Lobos stretched the guitar technique to a point never 

reached before by any composer. His innovative approach was not only technical but also 

musical. Ostinatos, unpredictable harmonic designs, contrapuntal language, mixed with Brazilian 

rhythms and melodies are examples of techniques that he used in his sophisticated compositional 

writing.    

 Composers and performers such as Barrios, Pernambuco, and Canhoto were not 

“classical enough” for the artistic project of Villa-Lobos. He did not intend to create a clear 

distinction between the classical and the popular music. However, his musical projects and 

abilities produced a very clear distinction, and this concept gradually grew from the 1930s to the 

1950s. The effect that Villa-Lobos had on the Brazilian musical scene, and not only in the 

guitarists community, was immense. He was the pioneer to blend many different musical 

traditions and trends. The musicologist Vasco Mariz refers to him as the only member of a first 

                                                 
13 Cláudio Sant'Ana,  “O Violão Paulistano na Década de 30,” 

http://www.violaomandriao.mus.br/historia/violaoemsampa9.htm (accessed January 2, 2008). 
14 Choros Jam Sessions.  
15 Cultura FM (2006, August 30) O Violão com Fábio Zanon.  São Paulo, SP. Brazil. 
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nationalistic generation.16 There were other nationalistic composers before Villa-Lobos, but 

polemically his originality leads some musicologists17 to attribute to him this legacy. One point 

is agreed upon by all: his life and work changed the course of all Brazilian music making that 

followed. 

 

 

 

The Generation Influenced by Villa-Lobos  

 

 The influence created by Villa-Lobos’s compositional production influenced many of his 

contemporary composers, as well as future ones. He wrote not only in a very Brazilian 

traditional style but also a deeply sophisticated music. A list of great composers who inherited 

Villa-Lobos’s legacy includes Lorenzo Fernandez (1897-1948), Camargo Guarnieri (1907-1993) 

and Francisco Mignone (1897-1986). These were some of the most important composers of the 

nationalistic school in Brazil.  

 

Oscar Lorenzo Fernandez (1897-1948) 

 Vasco Mariz relates in his book that during Oscar Lorenzo Fernandez’s time, everything 

indicated that he would be considered Villa-Lobos’s successor.18 His intense activity as a 

conductor, teacher and composer displayed his musical qualities in the Brazilian musical scene. 

According to Mariz, a year before his death Fernandez was the most performed Brazilian 

composer in Rio de Janeiro.19 His contribution to the guitar, however, was actually small. He 

just composed a little prelude and arranged for guitar an original piece written for piano called 

Velha Modinha. This piece was later dedicated to Andrés Segovia. Fernandez died prematurely, 

after a concert he conducted. 

 

 

                                                 
16 Vasco Mariz, Historia da Musica no Brasil  (Rio de Janeiro, 1983), 111. 
17 Ibid., 16.  
18 Ibid., 16. 
19 Ibid.,16. 
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Mozart Camargo Guarnieri (1907-1993) 

 Mozart Camargo Guarnieri is another prominent Brazilian composer. His output shows a 

very strong influence of the Brazilian nationalism. He also wrote in all the major genres and 

had a clear position against atonality and serialism. Active in different areas of music, 

Camargo Guarnieri was conductor, member of the Academia Brasileira de Música, and 

director of the São Paulo Conservatório, where he also taught. Camargo Guarnieri is 

another example of a great Brazilian composer who produced a very small number of 

pieces for guitar. 

 

Francisco Mignone (1897-1986) 

 According to Fábio Zanon, the main reason that fine composers such as Camargo 

Guarnieri and Lorenzo Fernandez have a small production for guitar is due to their unfamiliarity 

with the idiom of the instrument.20 Francisco Mignone, however, composed more often for the 

guitar during the 1970s. He associated with many important Brazilian guitarists who were 

starting their international careers, like Carlos Barbosa Lima (b.1944), Turíbio Santos (b.1940), 

Sérgio and Eduardo Abreu (b.1948, 1949), and Sérgio and Odair Assad (b.1952, 1956). His 

work is founded in the nationalistic school and represents a major advance for the guitar in the 

country. It consists of a great number of pieces, including a concerto for guitar and orchestra.   

 

 

 

The Age of Radio 

 

 In 1923 the Brazilian radio started airing regular broadcasts. Initially used as an 

educational device to broadcast classical music, by 1930 the radio stations broadcast mainly 

popular music. In 1935 Dictator Getulio Vargas required all radio stations to air A Hora do 

Brasil, a show consisting of news, political propaganda, and music, between 7:00 and 8:00 P.M. 

A Hora became popular among all audiences in Brazil. The most important musicians during 

that time were broadcast by the program. This also produced new jobs for musicians. Most radio 

                                                 
20 Ibid., 6. 
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stations, to fulfill all the musical needs, hired at least one full-time regional group. It became 

important for the regional players to learn to read music. The most powerful radio station 

became the Radio Nacional (National Radio). By 1940 it employed around 160 instrumentalists, 

90 vocalists, and 15 conductors. Some important guitarists such as Dilermando Reis (1916-

1977), Aníbal Augusto Sardinha, nicknamed Garoto (1915-1955) and Radamés Gnatalli (1906-

1988), built their careers around their involvement with radio broadcasting. 

 

Dilermando Reis (1916-1977)  

 Dilermando Reis was one of the most popular instrumentalists in the country. When he 

started to play guitar, there were a few pieces written for solo guitar in Brazil. Reis worked hard 

his whole life to achieve respect as a musician and to expand the guitar repertoire. He did 

become famous and found the main pillar of support in a radio career.  

 In 1933, Reis moved to Rio de Janeiro and had as his roommate João Pernambuco. Reis 

worked in a music store called A Guitarra de Prata, just next door to the O Cavaquinho de 

Ouro, where Pernambuco has previously worked. Later on Reis was invited to join a radio 

station. His initial accomplishments in the radio business led him to have his own show at a 

young age.    

  Reis’s compositions represent the true soul of the Brazilian musical trends of his time. 

Throughout his recordings, the evocative style of the seresteiros singers is evident. The 

seresteiro is a term used after 1900 when musicians started to gather in the streets to make 

serenades. They became known as sereisteiros. Influenced by Brazilian music, they developed a 

style and a particular way of interpreting the Brazilian songs. Reis played a steel string guitar 

and he knew how to use the great sustain of these strings to achieve the seresteiro cantabile. A 

great amount of vibrato is also used as well as an anticipation of the bass notes, giving a 

sentimental feel to the seresteiros.  

 Reis recorded during his life thirty-five discs in 78rpm and twenty-five LPs. His fame 

was such that he had a radio show called Sua Majestade ao Violão (Your Highness on the 

Guitar). He was able to introduce the guitar to the upper-class society. He was also the first 

guitarist to play in the new Federal Capital, Brasilia, for the president Jucelino Kubstchek.   
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Anibal Augusto Sardinha, or Garoto 

 Garoto (the boy) is one of the most important figures in the history of Brazilian music. 

He was not as famous as Reis, but his influence would change the course of the history of 

popular music in Brazil.  Born of Portuguese immigrant parents, Garoto learned to play the 

mandolin early in his life. He also managed to learn other instruments such as the banjo, 

cavaquinho, and guitar, and he was well known at a young age for his guitar technique and his 

ability to play so many instruments well. Later, he gained even greater fame for his guitar 

performances and composition style. In 1930 Garoto was already working for a radio station and 

had the chance to accompany many important singers. In October 1939 he played with Carmen 

Miranda’s band, Bando da Lua, and spent many years in the U.S. performing in important places 

such as the White House, Broadway, and Hollywood.  During this time, Garoto widened his 

harmonic vocabulary to include American Jazz, which he later applied in his compositions. 

When Garoto played with Miranda, his guitar ability and personal style made him a star in the 

band, which caused him problems with the band’s manager. Upon his return to Brazil, Garoto 

worked for the powerful Radio Naicional. There, he had many work colleagues, among them 

César Guerra-Peixe (1914-1993) and Radamés Gnatalli (1906-1988). Garoto was the first 

Brazilian guitarist to play as a soloist in an orchestral concert. He premiered Gnatalli’s second 

guitar concerto at the Teatro Municipal do Rio de Janeiro.21  

Garoto’s compositions are rich with different musical elements and a harmonic design 

that was not conventional for his time. During the 1930s and 1940s, the harmonic plan of 

Brazilian music was still narrow and did not extend to dissonances such as added sixths, added 

ninths, and augmented and diminished chords. Garoto brought a different harmonic design to the 

Brazilian popular music, especially the choro. The choro Escorregando by Ernesto Nazaré 

reveals a commonly used harmonic progression. It starts I – ii7 – V7 – I. At the end of the A 

section, the harmony develops to the I – V7/IV – IV – vii°/V – I – ii – V – I. This harmonic 

progression is still strongly based on the nineteenth-century European traditional music such as 

the polkas, mazurkas, and waltzes.  

Garoto started to employ a new harmonic concept in Brazilian traditional music. 

Example 7 shows this new harmonic approach. According to Fábio Zanon, one of the main 
                                                 
 21 Cultura FM (2006, October 18) O Violão com Fábio Zanon. São Paulo, SP. Brazil. 



 15

consequences of Garoto’s writing was that his music became too sophisticated to be 

commercially attractive. Example 8 also illustrates some of the chords used by Garoto. This 

Choro, Jorge do Fusa, begins with a D major-seventh chord instead of starting with a simple D 

chord. After an unusual passing sonority on the second beat of the first measure, the following 

chords are Em7/9, A7/9, and then a D major-seventh chord with an added sixth." 

 

 

 

Example 7: Jorge do Fusa by Garoto, mm. 1-3. 

 

Garoto’s exploration of different musical elements is not only harmonic but also melodic. 

In Example 8, Garoto uses a whole-tone scale in the middle of the line. 

 

  

 

Example 8:  Jorge do Fusa by Garoto, mm. 8. 

 

Garoto implanted in Brazilian popular music the foundation for the growth of the Bossa 

Nova. Some musicologists, however, think that the Bossa Nova was already established in 

Garoto’s music. The advent of the Bossa Nova, Choro and Samba developed many aspects and 

qualities in the Brazilian popular music. 
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In spite of all the innovations, Garoto’s and Reis’s compositions were never as 

sophisticated as Villa-Lobos’s.  

Radamés Gnatalli (1906-1988) 

Gnatalli’s role in the Brazilian musical scene is significant. He was the first Brazilian 

composer to produce a new music blending materials from his classical training and Brazilian 

traditional music.  A son of Italian immigrants, Gnatalli studied piano, but for financial reasons 

he gave up a performance career and worked at the Radio Clube do Brazil making arrangements, 

transcribing, and writing music. His main compositional influences reveal a very strong 

nationalist approach as well as a post-romantic idiom. Gnatalli knew how to write for everyday 

listeners in a way that was nonetheless musically sophisticated and interesting. The Brazilian 

trends found in his music are mainly taken from the popular expressions of the Choros, Samba 

and Bossa nova. He also innovated the arrangement style of popular music. In 1935, the well-

known Brazilian popular singer Orlando Silva asked him to make some arrangements for string 

quartet for his new album. Due to Gnatalli’s innovative vision, his arrangements for this album 

was loved by some and hated by others.  

Gnatalli’s compositional work is remarkable; it includes five concertos for guitar and 

orchestra. His friendship with many Brazilian classical guitarists stimulated him to create several 

pieces of considerable interest, such as the Brasiliana no. 13, the Suíte Retratos, the 10 Studies, 

the 3 Studies of Concert, and Alma Brasileira. Some of Gnatalli’s pieces were premiered by 

major orchestras around the world. Radamés Gnatalli is one of the composers who made the 

most significant contributions to the guitar. 
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Modernism in Brazil  

 

 The French composer Darius Milhaud (1892-1974), member of the Les Six, was living in 

Rio de Janeiro in 1917. There he met the young Villa-Lobos. Through him, Villa-Lobos was 

introduced to the French European modern music. By 1920, there was a big discussion among 

the intellectuals about the basis for a true national manifestation of art. In February of 1922, the 

Semana de Arte Moderna (The Modern Art Week) inaugurated modernism in Brazil, pointing 

the new ideas that would be the basis of a national music. This event, organized by many artists 

including Villa-Lobos, represented a renovation of the artistic language in all aspects. The week 

of ‘22, as it is also called, was a result of the vibrant artistic transforming feeling that was 

occurring during that period.  It was a combination of modern art techniques and a nationalistic 

language. 

 Around the 1940s, the ideas of the German composer Hans-Joachim Koellreutter (1915-

2005) started to flourish. He brought to Brazil Schoenberg’s twelve-tone method. Koellreutter 

lived in Brazil and he defended the idea that Schoenberg’s compositional method was entirely 

suitable to express Brazilian nationalistic music. His ideas were embraced by a new generation 

of composers such as Claudio Santoro (1919-1898), César Guerra-Peixe (1914-1993) and Edino 

Krieger (b.1928). 

 

César Guerra-Peixe (1914-1993) 

 Guerra-Peixe was one of the most important nationalistic composers, but his work for 

guitar is limited. His compositional style is largely influenced by European techniques and 

particularly Schoenberg’s dodecaphonic theories. He maintained that he could still write a 

nationalistic repertoire using atonalism. Later, he changed his style and it is possible to notice 

this transition in his Suite for guitar. Guerra-Peixe was the first Brazilian composer to write a 

Sonata for the instrument. His production includes pieces such as Five Preludes for guitar and 

Lúdicas for guitar. 

  

Claudio Santoro (1919-1989) 

 Santoro was another pupil of Hans-Joachim Koellreutter in Brazil. He worked between 

1951-1961 in many positions including: Director of the Radio Club do Brasil, Professor of 
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Composition at the Santos School of Music and director of Radio Ministério da Educação e 

Cultura. He also taught composition at the Pro Arte Seminars in Rio and Teresópolis. In 1962 he 

was appointed professor at the University of Brasília, and director of the music section of the 

Federal Cultural Foundation. His production for guitar is limited, and it includes one Etude, two 

Preludes and the Fantasia Sul-america.  

 

Other centers of studies 

 Guerra-Peixe and Santoro were involved in many serial and experimental techniques.  

They helped to found centers of studies in new music. São Paulo became one of the most 

important centers of the New Music with the Grupo de Música Nova. This group included 

composers as Edino Krieger (b.1928), Gilberto Mendes (b.1922), Damiano Cozzella (b.1930), 

Willy Corrêa de Oliveira (b.1938) and Rogério Duprat (b. 1932). Another important movement 

happened in the state of Bahia, where Koellreutter lived for several years. The Grupo de 

Compositores da Bahia, founded in 1966, included Ernst Widmer (1927-1990), Jamary Oliveira 

(b.1944), Lindembergue Cardoso (1939-1989), Fernando Cerqueira (b.1941) and Walter Smetak 

(1913-1984), all of them committed to the contemporary artistic world. A more recent 

generation of nationalist composers include: Marlos Nobre (b.1939), Jorge Antunes, Almeida 

Prado (1942), Aylton Escobar (b.1943), Ricardo Tacuchian (b.1939), Jocy de Oliveira (b.1936), 

Raul do Valle (b.1936), Ronaldo Miranda (b.1948) and Sérgio Vasconcellos Corrêa (b.1939). 

 

 

 

Conclusion 

 

 By the turn of the twentieth century Brazilian music was largely influenced by 

nationalism. During that time, composers used compositional techniques from the European 

romantic and post-romantic music. The piano was the most popular instrument in the high 

classes of society. By 1920, there was much discussion among the intellectuals about the basis 

for a true national manifestation of art. In February of 1922, the Semana de Arte Moderna (The 

Modern Art Week) inaugurated modernism in Brazil, establishing the new parameters that 

would be the basis of a national music. The French composer Darius Milhaud was living in Rio 
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de Janeiro and he met the young Villa-Lobos. Through him, Villa-Lobos was introduced to the 

French European modern music and later on moved to Paris and study composition. During this 

time he composed the first work for guitar using new compositional theories. This piece, the 

Twelve etudes pour guitare, was written in 1928 and became one of the most important 

productions works in the history of works written for guitar. During that time, however, the 

guitar in Brazil was still considered by the vast number of intellectuals an instrument associated 

with the bordel, hard drinkers and popular music.  Important figures such as Américo Jacomino, 

Agustin Barrios and João Pernambuco contributed with innovative performances and brought to 

the media new technical possibilities not yet explored and seen in the guitar performance. Their 

repertoire was based on traditional popular music and they did not match the artistic project of 

Villa-Lobos. 

 During the thirties and forties, the guitar started to become more accepted in society. 

Composers such as Dilermando Reis, Aníbal Augusto Sardinha and Laurindo de Almeida22 

(1917-1995) worked to make the instrument more popular. They constructed their careers with 

the help of the Age of the Radio and the advent of Bossa Nova, Choro and Samba. Garoto and 

Reis had a really popular language, sometimes even blending Brazilian music with Jazz. They 

did not become well respected as erudite composers as Oscar Lorenzo Fernândez (1897-1948) 

and Camargo Guarnieri (1907-1993); however, they were able to diffuse the instrument among 

the society making it as popular as possible.  

  Around the 1940s, the ideas of the German composer Hans-Joachim Koellreutter (1915-

2005) started to flourish. He brought to Brazil Schoenberg’s twelve-tone method. Koellreutter 

lived in Brazil and he defended the idea that Schoenberg’s compositional method was entirely 

suitable to express Brazilian nationalistic music. His ideas were embraced by a new generation 

of composers such as Claudio Santoro (1919-1898), César Guerra-Peixe (1914-1993) and Edino 

Krieger (b.1928).  During this time the guitar still was the main instrument of Brazilian 

traditional music and slowly, it was being introduced more to the concert halls and to the 

academic music. The diversity of ideologies marked the last century and the guitar was slowly 

being adapted to fit its needs.   

   

                                                 
22 The Brazilian classical guitarist Laurindo de Almeida won a Grammy award in 1965 for Best 

Instrumental Jazz Performance.    
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CHAPTER 2 

 

 SÉRGIO ASSAD 

 

 

 

Sérgio Assad in the Early Days 

 

 Sérgio Simão Assad was born on December 26, 1952, in the city of Mococa, São Paulo. 

His father, Jorge Assad, an amateur musician, was a seresteiro guitarist who also played the 

mandolin. Sérgio’s first instruction came from his uncle, who taught him the first sequence of 

chords. During this period, Sérgio would accompany his mother when she sang, and his guitar 

playing so impressed his father that the latter decided to teach him some chorinhos. It did not 

take long before his younger brother, Odair, took up the guitar. Their father, who did not have 

any formal music training, taught them the harmony of chorinhos using the method taught in 

Paraguassú’s book.23 Thus, Sérgio and Odair grew up playing Brazilian popular music and the 

choros. The Assad family home was rich with music and Sérgio and Odair grew in this 

environment, playing Brazilian traditional music and Choros. The Assad brothers’ musical 

development happened so fast that a few months after they had started, they played in a 

television show directed by one of the most acclaimed singers of the Brazilan popular music, 

Elizeth Cardoso (1920-1990), called Bossaudade, in São Paulo. In this performance, the brothers 

shared the stage with Jacob Bittencourt (1918-1969),  also known as Jacob do Bandolim. He is 

considered a legend of the choro in Brazil. Bittencourt left a great number of compositions that 

are now considered classics of the choro. 

 A few years later, even though the family was already living in Ribeirão Preto, a town 

bigger than the one they had come from, Jorge Assad thought the brothers needed to go to a big 

city to study classical guitar. Before going to Rio de Janeiro or São Paulo, Sérgio had not heard 

of the great Spanish guitarist Andrés Segovia (1893-1987) and knew little about classical guitar. 

What he understood of classical guitar was perhaps the repertoire and the playing of Agustín 

                                                 
 23 Roque Ricciardi, Método Prático Para Violão – Paraguassú. São Paulo: Irmãos Vitale S.A. Indústria e 
Comércio, 1932. 
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Barrios. His father initially took the brothers to the Uruguayan pedagogue Isaías Sávio (1902-

1977). Sávio arrived in São Paulo around 1930 and became a very well recognized guitar 

teacher. Sérgio Assad explains: 

 

 Só que o meu pai, ele tinha . . . uma noção, talvez equivocada, de que nós éramos 

gênios. Ele achava que a gente era o supra  do supra sumo, e não sei por que 

também! Mas. . . . Não havia nenhum parâmetro de comparação com nada. Ele 

trouxe a gente pro Sávio mas  achou que o Sávio não ficou tão entusiasmado com 

a gente o tanto quanto deveria ter ficado. Aí ele disse: “Ah, voces não vão estudar 

com esse cara não!”24 

 

My father had . . . an idea, maybe a wrong idea, that we were geniuses. He 

thought we were exceptional, and I do not know the reason for this opinion of his!  

There were no other guitarists around to compare us with. He took us to play for 

Sávio; however, he thought Sávio was not as pleased with us as he should be. So 

after that, my father said to us: “You will not study with this guy!” 

 

 

 

 

 

 

 

 

 

Figure 3: From left to right: Sérgio Assad, Jorge Assad and Odair Assad, 1968. 

 

At the end of the sixties, the world was surrendered to the art of two other young 

Brazilian brothers, the duo Sérgio and Eduardo Abreu. Over the course of time, the Abreus 

                                                 
24 Fábio Zanon and Morais, Luciano Cesar.  Personal Interview. 22 May, 2006. 
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became one of the most celebrated guitar duos for reasons such as musicality, synchrony, and 

outstanding technique demonstrated at a young age. The short term of their career turned these 

brothers almost into a legend. In the beginning of the seventies, Eduardo gave up playing the 

guitar, and Sérgio became a well-known guitar builder. They studied guitar in Rio de Janeiro 

with the legendary Argentinean guitar teacher Monina Távora, who had taken lessons with 

Segovia when she lived in Montevidéu and felt a deep admiration for Segovia’s playing. Fábio 

Zanon states that Távora came from a wealthy family and never felt inclined to pursue an 

international career.25 Távora did not teach regularly, and the only students she had in Brazil 

were the Abreu and Assad brothers. Sérgio Assad states:   

 

  Um cara do Rio . . . gostava muito de violão  acabou vendo a gente tocar em uma  

roda de choro.  Ele conversou com meu pai, falou dos irmãos Abreu (Foi a 

primeira vez que eu ouvi o nome dos irmãos Abreu). Disse  que era uma coisa 

muito séria, que não sei o que, que a gente tinha que ouvir pra saber do que se 

tratava e que ele tinha uma fita ou algo assim. Quando a gente ouviu a fita. . . . 

Não entendemos  nada! Nosso universo de violão era iniciante e  aquilo que eles 

faziam nem era violão, aquilo era . . . outra coisa.26 

    

  A guy from Rio . . . liked guitar a lot and watched us playing in a roda de choro. 

He talked with our dad about the Abreu brothers. (It was the first time that I heard 

about the Abreu brothers). He told us that their work was really serious and that 

we would have to listen then to understand what it was about. When we heard the 

cassette tape . . . . To our reality as beginners we did not understand anything! 

What they were doing was not guitar. That was . . . something else.   

 

 After this episode, the Assad brothers went to Rio de Janeiro to meet Távora. Sérgio 

Assad describes the meeting: 

 

                                                 
25 Cultura FM (2006, August 30) O Violão com Fabio Zanon.  São Paulo, SP. Brazil. 

26 Ibid., 24. 
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Aí meu pai nos levou pra lá. E finalmente  acabou ouvindo o que ele queria ouvir. 

“Ah, esses meninos tem muito talento!  Estou vendo o duo Abreu de novo. . . . ” 

Exatamente o que ele queria ouvir. . . . Aí, ele decidiu ir pro Rio. Pra gente poder 

estudar com ela com regularidade. . . . ela descortinou um mundo pra gente que 

era um conto de fadas, né? “Ah, vocês vão fazer uma carreira internacional, vocês 

vão conhecer o mundo . . . ” que acabou acontecendo mesmo [risos]. 27 

 

So my father took us [to play for Monina] and he ended up hearing what he was 

looking for. . . . ” Ah, these kids have a lot of talent! I am seeing again the 

Abreus.” Exactly what he wanted to hear. . . . So, the whole family moved to Rio 

so we could study regularly with her. . . . She opened up to us a world that was 

like a fairy tale. “You are going to obtain an international career and see the 

whole world,” which was indeed what happened [laughs]. 

 

 

 

 

 

 

 

 

 

 

 

Figure 4: From left to right: Sérgio Assad and Odair Assad,1969. 

 

 The brothers studied regularly with Távora for seven years, starting from 1969. The 

lessons were on Sundays, beginning around 2 p.m. and sometimes lasting for four to five hours.28 

                                                 
27 Ibid., 24. 

28  Ibid., 24. 
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According to Sérgio Assad, Távora did not use any specific method to teach; yet there was some 

plan in her head to make things work out, and she approached music in an intuitive way. About 

intuition, Távora used to say to the Assad brothers: 

 

Quando a intuição falha é que você botou alguma coisa cerebral no meio. 29 

 

When intuition does not work, it is because you place something cerebral on it. 

 

 Assad also relates that Távora used to sing a lot and change her opinion frequently. Every 

week she would modify her ideas about interpretation. Assad believes this to be an important 

factor in their studies because they had a great amount of information to think about after each 

lesson. They also became more flexible as musicians. This flexibility is present even today in the 

duo’s musical approach.  

 Since Távora had a great prestige in the society of Rio de Janeiro, the young brothers 

started to be invited, through her, to play in the most important halls. They were also invited to 

perform on television and radio shows, which helped them in the first steps in their career.   

 It is important to remember that during this period, Assad never gave up composing or 

arranging music. These activities had been present in his life before the Assads came to Rio de 

Janeiro, and although the activities were not required by Távora, Sérgio kept up for his own 

enjoyment. He explains:   

 

 Mas a estória do duo, quer dizer, esse negócio do duo, ficou muito forte, porque 

na realidade, um completava o outro. E desde o início foi sempre essa coisa muito 

forte. Aì, a gente la no interior, sem saber o que fazer, não tínhamos partituras, 

coisa alguma pra dois violões, né?. O Odair desde aquela epoca sempre teve 

muita facilidade pra tocar, então tudo o que ele botava na mão ele fazia melhor 

que eu. Ele tocava, já com os seus nove anos o Choro da Saudade, tocava La  

Catedral de Barrios tocava essas coisas todas, bem! Bem, tem gravações do Odair  

                                                 
29 Ibid., 24. 
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desta fase que você não acredita! Tocava muito bem. E eu passei a fazer arranjos 

pra tocar com ele. Isso acabou determinando o que eu viria a fazer mais tarde.30 

 

 This idea of the duo, that is to say, this project, was really strong because in fact 

one person completed the other. Since the beginning, this interaction has been 

very strong in our life. In the country, we did know what to do and we did not 

have guitar music sheet, nothing for two guitars, right? For Odair, playing the 

guitar was always easy, so everything that he tried, he did better than me. When 

he was nine years old, he already played Choro da Saudade and La Catedral by 

Barrios. He played those things well! There are some recordings from Odair from 

this period that you would not believe! He played really well! I did the 

arrangements in order to play with him. This ended up directing what I would do 

later.  

 

 In 1973 Sérgio was admitted to the Escola Nacional de Música do Rio de Janeiro at 

Brazil’s Federal University, where he majored in conducting and composition. Sérgio alternated 

between playing with his brother and studying. During this period, his production decreased due 

to the aggressive avant-garde compositional styles that were predominant at his school. Arnold 

Schoenberg’s twelve-tone method brought to Brazil by Hans-Joachim Koellreutter produced a 

great number of followers, especially in the academic environment. Sérgio did not feel 

stimulated to compose. About this period of his life, he states: 

 

Era muito forte aquela estória de . . . gostar de tocar! Eu vivia com o violão na 

mão. Inventando coisas, tentando compor, fazendo canções, né? Eu cheguei a 

fazer muita canção nessa época, 16, 17 até meus 18 anos, depois eu parei. É que 

eu entrei pra escola de música lá no Rio e todo mundo fazia música dodecafônica 

naquela época. Aí eu me sentia ridículo com as minhas coisinhas tonais, e não-

                                                 
30 Ibid., 24. 
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sei-o-quê. Me senti tão diminuído que eu parei. Eu só fui retomar essa estória de 

escrever, bem mais tarde. 31 

 

It was very strong that thing. . . . I really liked playing guitar! I always had the 

guitar in my hands. I used my creativity, trying to compose, making songs, right? 

I wrote a lot of songs during this time when I was sixteen, seventeen, and 

eighteen years old, then after that, I stopped. I attended the School of Music in 

Rio de Janeiro, and everybody there composed twelve-tone music during that 

time. I felt really bad with my little tonal pieces. . . . I felt so bad that I stopped. I 

just returned to compose later.  

 

 In 1978 and 1980, Assad studied composition privately with Esther Scliar. By 

now, he was even more convinced about the language he wanted to pursue in his 

compositions. Assad affirms that Radamés Gnatalli was the composer that influenced him 

the most during this time. He states: 

 

Então, acho que a combinação do Radamés na minha cabeça e do Piazzolla foi 

assim importante pro futuro da gente mesmo. Aquela música mais acadêmica, 

aquele negócio todo de musica serial tava com um futuro finito, aquele troço ia 

acabar. Só que na época, aquele pessoal todo do meio acadêmico não sabia. 

Aquela música que o Radamés tava fazendo apontava pra uma outra direção. 

Porque estava fortemente apoiada na música tradicional. Ah, tinha uma proposta 

de renovação atrás daquilo. 32      

 

So, I think that the combination of Radamés and Piazzolla was really important to 

our future [the duo]. That kind of academic music, that thing of serial music did 

not have a future. But at the time, people from the academic field did not know. 

                                                 
31 Ibid., 24. 

32 Ibid., 24. 
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Radamés music however was proposing a new direction. It was strongly based on 

traditional music but still had a new approach. 

   

 About Gnatalli and other Brazilian composers, Assad states: 

 

 The new generation of composers like Almeido Prado, Marlos Nobre, and Edino 

Krieger are strongly influenced by European avant-garde music. Up until a few 

years ago, it was like a fever running through the Brazilian music world. 

Composers like Francisco Mignone have written music in every style. Camargo 

Guarniere is more in the style of Villa-Lobos, only more avant-garde. Another 

one is Lourenzo Fernandez, a more academic composer. There are only a few 

composers who didn't depart from traditional Brazilian music and have produced 

a unique repertoire. Gnatalli always wrote Brazilian music, although the 

influences of North-America jazz are evident. . . . Maybe you could say that. 

Once I spoke to a young composer and I asked him whether he would 

compromise in order to be successful, and he replied he couldn't because he 

believed in the teachings of Alban Berg and that would be the future of music! 

This is the mentality of most of them. That's why I admire Gnatalli so much.33 

 

The Duo Assad 

 Assad’s compositional activity was boosted by the successful accomplishments of the 

duo’s career. During the end of the seventies, the duo was already well known in Brazil. By that 

time they had played in the main recital halls, won important national and international guitar 

competitions, premiered new works commissioned to them by important Brazilian composers, 

and recorded three albums. Slowly, Assad inserted original compositions in the duo’s program. 

 Assad credits two important facts for the thriving international career of the duo. The first 

was when they were laureates at the "Rostrum of Young Interpreters" in Bratislava, 

Czechoslovakia, in 1979, the first time they had ever played abroad. After this victory, they 

launched their European career and slowly expanded their dazzling performances to the rest of 

                                                 
33 Bauke Oosterhout, “The Assad Brothers”, Classical Guitar, January, 1994. 
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the world. The second important fact was their association with Astor Piazzolla (1921-1992). 

Sérgio Assad Explains:  

 

I was trying to find alternative composers back in the 70s . . . and Piazzolla was 

one of them, because he had everything that you requested in a piece of music 

good harmony, a great sense for melody, everything was happening there. I 

arranged some of his stuff. 34 

 

 For many years, the duo had included in their programs some pieces by Piazzolla that 

Assad had arranged. Their first meeting with Piazzolla happened in Paris in 1983 at a party after 

one of Piazzolla’s concerts. During the meeting, they played these pieces. Piazzolla was so 

thrilled with the performance of his pieces that three months later, he wrote for them the Tango 

Suite, which became one of the most known pieces in the guitar duo’s repertoire. Thanks to the 

Tango Suite, the brothers became a great hit and achieved a record contract with Nonesuch 

Records.  

 

The Repertoire 

“I think this music is going to be a great success”  

-Sérgio Assad 

 During the beginning of their career they performed pieces that contained traditional 

Brazilian music treating its music elements with the same rigor as classical music. The 

dichotomy between the practice of traditional music and "serious" music is not sharply defined in 

Brazil and the Assad brothers always looked for a repertoire that could identify their personality 

as musicians. They identified this repertoire in the pieces by Marlos Nobre (b.1939), Radamés 

Gnatalli and Egberto Gismonti (b.1947). This repertoire, regularly played by the duo, was much 

criticized. In one of their concerts in New York in 1988 at the Merkin Hall, the entire second half 

consisted by Brazilian music. Bernard Holland from the New York Times reviews:  

   

                                                 
34 Josef Woodard, "Performing Arts; Classical Guitar's Dynamic Duo Diversifies; Sergio and Odair Assad 

depart from the format with which they're synonymous :[Home Edition]," Los Angeles Times, April  9, 2000. 
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The rest of the evening was by Brazilians. All of it – especially Hermeto 

Pascoal’s “Briguinha de músicos” – was touched by that country’s elegant 

popular idiom. Egberto Gismonti’s “Frevo” had a buoyant busy-ness, “A lenda do 

cabloco” by Villa-Lobos a simpler and very lovely monotony. The three pieces by 

Sérgio Assad seems to be over laden by complications, but “Canção” had its 

seductions and, his “Samba” created a whirling virtuoso finish. 35  

 

 In an interview dated from 1988, Assad states about these composers:  

 

 The Three Dances were an attempt to solve the shortage of finding instrumental 

music. Instrumental music is not so well accepted in Brazil. This is changing, due 

to groups playing a distinct type of music called jazz brasileiro, which is the most 

important music played in Brazil nowadays. It's difficult to define it, but it's a 

mixture of classical, jazz and Brazilian music. Nearly a complete different thing 

all together. I think this music is going to be a great success. Egberto Gismonti 

and Hermeto Pascoal are famous in this genre, and both play with their ensemble 

in Europe, especially France. Gismonti wrote several things for guitar, published 

by Max Eschig in Paris, but these pieces are more in the style of the post-Webern 

period. He doesn't play this music himself, nor does anybody else for that matter. 

They are great musicians and we include their other music in our program also. 36 

 

 About Radamés Gnatalli, his brother Odair Assad points out: 

 

I was still a teenager when I met Radamés Gnatalli for the first time. I remember 

with much emotion the Velho Rada, as we used to call him. He was our idol 

because he was writing, already in the sixties, in the style that is called today 

                                                 
35 Bernard Holland, “The Classical Guitar of the Assad Brothers” , The New York Times, p.C32, March 17, 

1988.    
 
36 Ibid., 35. 
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crossover, mixing naturally and with great ease the Brazilian rhythms with jazz 

and classical style. 37  

 

 Nowadays, most guitarists are required to play pieces in the style called crossover. This 

tendency is enforced by different layers of the music industry that need to make an easy selling 

product. They found in this repertoire a solution to this marketing problem. The fact is that the 

Assad brothers were ahead in their time as Sérgio Assad predicted “It is going to be a great 

success”.  

 During the late eighties, the Assad brothers’ tour schedule in the USA and Europe 

became so busy that they decided to move to Europe. Nowadays they are the most requested 

guitar duo in the globe. They have been featured in more than thirty major guitar magazines 

around the world including Les Cahiers de la Guitare (France), Classical Guitar (Great Britain), 

Gitarre & Laute (Germany), Guit'art (Italy), Soundboard (USA), Guitar Review (USA), 

Chitarre Classica (Italy), Gedai Magazine (Japan). They have recorded more than thirty albums 

and accumulated three Grammy Awards. Their discography includes a wide variety of 

repertoires, not only his pieces but also traditional guitar duo repertoires such as Scarlatti, J.S. 

Bach, and Joaquin Rodrigo. Currently, Sérgio lives in the USA, and his brother, in Belgium. 

As a teacher, Assad has given Master classes in conservatories and universities in the 

United States, Europe, Latin America, Japan, and Australia. In 1994 and 1995, Assad taught 

guitar classes at the Conservatoire Royal de Bruxelles, Belgium, and in 1996, at the 

Conservatoire Royal de Mons, also in Belgium. After that, due to the long tour schedule, Assad 

taught only a decade later for the period of two years, from 2004 to 2006, at the Roosevelt 

University in Chicago. Recently he was appointed to teach at the San Francisco Conservatory in 

California. 

 

 

 

 

 

 
                                                 

37 Odair Assad, Fuga y Misterio. GHA (126027), 1998.  



 31

Sérgio Assad’s Compositional Style 

  

 Assad has composed more than forty pieces for guitar and many different chamber 

formations, including choir and two guitars, guitar and clarinet, cello and two guitars, guitar and 

orchestra, and others. In order to build a repertoire for his guitar duo, he has arranged a great 

number of pieces that include different periods of music, from the baroque composers Jean-

Philippe Rameau and Johann Sebastian Bach to the contemporary ones such as Alberto Ginastera 

and Heitor Villa-Lobos. The variety of his arrangements goes from the Tangos by Astor 

Piazzolla to George Gershwin’s jazz piece Rhapsody in Blue. His arrangements go beyond the 

technical and musical possibilities of the two-guitar combination, and they have been so 

successful that they have encouraged his contributions in arrangements for many different 

chamber settings and to musicians such as Gidon Kremer, Dawn Upshaw, Yo-Yo Ma, Nadja 

Salerno-Sonnenberg, Iwao Furusawa, Paquito de Rivera, Turtle Island Quartet, L.A. Guitar 

Quartet, Luciana Souza, and Vancouver Cantata Singers. About arrangements, Assad states: 

 

Arranjar é de uma certa forma, compor.  Você usa muito os mesmos elementos 

que você usa na composição. Você pode reestruturar toda uma canção e fazer um 

belo arranjo. Vai construir uma introdução, você vai pegar motivos que tem ali e 

desenvolver também. . . . É um trabalho de composição. É igual.38 

 

Arranging is, in some way, composing. You use many of the same elements that 

you use during a composition. You can remake the whole song and create a 

beautiful arrangement. You will make an introduction, you will get that motif that 

is there and develop it as well. . . . It is a work of composition. It is the same. 

 

  Assad’s compositions Aquarelle (1988) and Fantasia Carioca (1994) for solo guitar have 

become staples of the modern concert repertoire for any guitar student in the world. His piece 

Uarekena (1997) for guitar quartet has also been recorded and played extensively. Assad is the 

only guitarist composer who has composed and recorded a sound track for a movie (Natsu No 

Niwa -1994).  

                                                 
38 Ibid., 24. 
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 It is possible to see in Assad’s compositions the fusion of many different musical idioms. 

In Brazilian music, and consequently in Assad's compositional style, borrowings and influence 

between different musical styles are very flexible. During the course of history, many composers 

have shown the interest to reproduce the music from different cultures. Debussy’s La puerta del 

Vino (1910) and Ravel’s Bolero are clear evidence of this trend among composers. In Tahhiyya 

Li Ossoulina (2006) for two guitars, he incorporates the rhythm and spirit of Middle Eastern 

music. In Five World Dances (2002) for guitar and string quartet, he features the rhythms and 

melodies from cultures from different parts of the world.  

 Assad states that rhythm in other Latin American countries is also rhythmically complex; 

however, he affirms that the harmony in Brazilian traditional music is unique.39 Since Assad’s 

first contact with music was through his accompanying Brazilian songs, the harmony in Brazilian 

traditional music, especially the Bossa-Nova and Choro, is apparent in his compositions. These 

influences are demonstrated in a series of pieces entitled Jobinianas. In these pieces, he captures 

the style of the famous Brazilian composer Antonio Carlos Jobim (1927-1994). Like Jobim, 

Assad uses sophisticated harmonies to bring the essence of Jobim’s music. The Jobinianas also 

show a clear influence of Villa-Lobos’s Choros and Bachianas. It is a perfect combination of 

both. The Villa-Lobos’s Choros consist of a group of pieces in which each one is composed for a 

different consort of instruments or ensembles; each Jobiniana is likewise composed for a 

different consort of instruments. The Portuguese suffix iana means homage. Villa-Lobos’s 

Bachianas are a homage to Bach’s music. Assad’s Jobinianas are, of course, a homage to Jobim. 

 Some of Assad’s pieces are descriptive. In his Saga dos Migrantes (1992), each 

movement describes the transformation of a Northeastern Brazilian immigrant that loses its 

regional cultural identity by moving to the south of the country. In the second movement called 

Trêm da Ilusao or Illusion Train, Assad replicates a train using an ostinato and percussion effects 

on the guitar. 

 In fact, Assad states that during the compositional process he tries to avoid using the 

guitar in order not to limit his creativity. Besides planning out a piece, Assad sometimes also 

improvises. The piece Valseana (1985) was originated during the recording of the album Latin 

                                                 
39 Gonsalo, Molano. Guitarra Magazine, An Interview with Sérgio Assad. 2002. 

www.guitarramagazine.com/Sérgio Assad (accessed January 2, 2008). 
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American Music for Two Guitars, when Assad suddenly felt the need for a slow piece to balance 

the flow of the track order of his new album. 

 

The Melodic Approach 

 Assad’s writing does not limit his musical ideas and creativity to the instrumental limits 

of the guitar. His compositions are, therefore, often technically challenging for the performer. 

This view is shared by Bernard Holland, who in a review writes that Assad’s Suite Brasileira 

(1986) “seems to be over laden by complications”.40 The final product is however, so well 

structured that it would be impossible to identify the guitar as the instrument for which the 

compositions are written. Assad is one of very few composers who can turn such complex 

musical structures into completely idiomatic results for the guitar. One example of this is his 

piece Aquarelle (1988) for solo guitar (Example 9). The first section of this piece is based on a 

motif of three notes which is explored in many regions of the instrument. It still maintains a very 

guitarist structure and complex musical texture (Examples 10 and 11).  

 

 

 

Example 9: Sérgio Assad, Aquarelle, Divertimento, mm. 1. 

 

 

 

 

 

 

Example 10: Sérgio Assad, Aquarelle, Divertimento, mm. 72-74. 

 

 

 

 

Example 11: Sérgio Assad, Aquarelle, Divertimento, mm. 72-74 (second plan). 

                                                 
40 Ibid., 35. 
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Another evident mark of Assad’s writing is the influence of impressionist music. The title 

of two of his pieces Winter Impressions (1996) and Suite Summer Garden (1994), for example, 

are similar to Debussy’s La Mer (The Sea) or Ravel’s Le Jardin Féerique   (The Fairy Garden). 

In pieces such as Aquarelle (1988) and Fantasia Carioca (1994), there is a systematic use in the 

main motifs of the whole tone scale (Example 9 and 12). This scale was also largely used by 

composers such as Claude Debussy (1862-1918) and Maurice Ravel (1875-1937). Also, the 

whole tone scale creates a harmonic structure that consists of augmented chords. Those chords 

are consistently used through many of Assad’s pieces, but also added ninths, added and other 

coloristic harmonies. This trend is present not only in French impressionist music, but also in 

Brazilian music, especially in the Bossa Nova.  

 

 

 

Example 12: Sérgio Assad, Fantasia Carioca, mm.1. 

  

 Quartal sonorities are also present, according to Arnold Whittall, quartal harmony is 

“based on chords built up from 4ths or fifths”.41 Quartal sonorities are also present in 

impressionist repertoire. Assad assimilated this procedure into his musical vocabulary as well. 

One example of a quartal sonority is in his Jobiniana no. 3 for guitar solo. In measure 16, a 

succession of quartal sonorities is presented (Example 13) although one of the fourths is 

augmented and one is diminished. 

.  

 

                                                 
 41 Arnold Whittall, "quartal harmony." In The Oxford Companion to Music, edited by Alison Latham. 
Oxford Music Online, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/opr/t114/e5433 (accessed May 29, 2008). 
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Example 13: Sérgio Assad, Jobiniana no. 3, mm. 13-20. 

 

 Assad frequently uses rhythmic augmentations to develop a motif. This compositional device 

is present in many of his works. The soprano line (Example 14) is a melodic augmentation from the 

main motif (Example 12). 

 

 

 

 

 

 

Example 14: Sérgio  Assad, Fantasia Carioca, mm.182-189. 

 

 In one of his early pieces for two guitars, Suite Brasileira (1986), Assad uses retrograde 

motion in the main melodic line (Example 15). This compositional technique is also found in 

pieces by Radamés Gnatalli. In Pixiguinha from his Suite Retratos pour two Guitares (1987), 

Gnatalli uses the same kind of artifice (Example 16).  
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Example 15: Sérgio Assad, Suite Brasileira, Baião, mm. 65-75. 

 

 

 

 

 

 

 

 

 

 

 

 

Example 16: Radamés Gnatalli, Suite Retratos pour two Guitares, I- Pixiguinha, mm. 40-47. 

 

 Assad composes his melodies using not only whole tone scales. The traditional Brazilian 

Baião melodies are based on a Mixolydian scale, a scale derived from the tuning of the pífano 

flute, which has a flattened seventh. The melodic line played by guitar I in Example 18 uses an E 
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Mixolydian scale (Example 17). It is important to observe that in the harmony played by the 

second guitar also maintains its flattened 7th (Example 18). In Assad’s Three Greek letters 

(2000), he also uses modal scales as an important component for the construction of this work. 

 

  

 

Example 17: E Major Mixolydyan. 

 

 

 

 

 

 

Example 18: Sérgio Assad, Três Cenas Brasileiras, Recife dos Corais, mm. 13-18. 

 

 In many of his works, Assad uses musical citations of other works from many different 

composers. Kostka states that this practice became more common since the mid 1960s.42 In the 

Jobiniana no. 3 (Example 19), he uses a small quotation taken from Desafinado by Jobim 

(Example 20). In Aquarelle (Example 21), Assad uses a small quotation from Villa-Lobos’s 

Choros no. 1 (Example 22). In his Sonata (1999) (Example 23), he quotes a very popular 

melodic line from Leo Brouwer’s (b.1939) Sonata (1990) (Example 24). 

 

 

 

 

 

 

Example 19: Sérgio  Assad, Jobiniana no. 3, mm. 34-36. 

                                                 
 42 Stefan M Kostka. Materials and Techniques of Twentieth-Century music (New Jersey: Prentice Hall, 2nd 
edition, 1998), 161 
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Example 20: Antonio Carlos Jobim, Desafinado, mm. 1-4. 

 

 

 

 

Example 21: Sérgio  Assad, Aquarelle, Divertimento, mm. 134-136. 

 

 

 

 

Example 22: Heitor Villa-Lobos, Choros no. 1, mm. 1-2. 

 

 

 

 

Example 23: Sérgio Assad, Sonata, First movement, mm. 151. 

 

 

 

 

 

Example 24: Leo Brouwer, Sonata, III - La Toccata de Pasquin, mm. 52. 

 

Extended Techniques 

 Assad uses many extended guitar techniques, such as right-hand tapping, left-hand 

tapping (Example 25), and tremolo strumming known as dedillo. In some of his pieces, one sees 

the use of box notation, which requires the repetition of a melodic motif for a designated number 

of times, and diverging beams on a series of notes to indicate rhythmic acceleration. The 



 39

Jobiniana no. 3 starts with an unusual use of artificial harmonics43, written to be played on the 

bass notes instead of the usual highest sounding note (Example 26). This effect creates a 

sequence of parallel seconds.  

 

 

 

 

Example 25: Sérgio Assad, Jobiniana no. 3, mm. 152. 

 

 

 

 

 

Example 26: Sérgio  Assad, Jobiniana no. 3, mm. 1-3. 

 

Rhythm in Sérgio Assad’s Music 

 The rhythm in Assad’s music also shows a great influence of Brazilian music. His 

versatility is also evidenced in his Three Greek letters (2000). In this piece, however, as a 

reflection of the title, he intentionally refrained from using any elements from Brazilian music, 

especially the rhythm. Regardless if it is in Brazilian style, his music is always very rhythmic. 

His pieces for two guitars are full of sections in which one of the guitars plays a right or left hand 

percussion. For example, in his “Opening” from the Suite Summer Garden, it is possible to see 

how Assad writes using the rhythm of Samba (Example 27). The percussion produced by the 

guitar is intended to be like the drums from the Samba. His instruction for the right and left 

hands is important because the right hand should obtain a bass percussion sound.  

 

 

                                                 
 43 Differently from some string instruments, guitar music typically notates artificial harmonics with a single 
note, which sounds one octave up. 
 



 40

 

 

 

 

 

Example 27: Sérgio Assad, Summer Garden, Opening, mm. 1-3. 

 

  Many times the music is not only rhythmic but also dense. Very often, studying Assad’s 

music for guitar solo, one finds a great number of sections that are dense texturally, with many 

independent layers and voices. Generally he suggests articulating each voice independently. The 

guitar works like a miniature ensemble (Example 28). 

 

 

Example 28: Sérgio  Assad, Aquarelle, Divertimento, mm. 97-99. 

 

 Assad frequently uses ostinatos patterns to create an atmosphere. They are texturally and 

melodic very rich and they can be observed in different registers of the musical text. For example 

in his Aquarelle, he uses the ostinato in the bass register while a melody is introduced by the 

soprano line (Example 29). This ostinato also shows an implied rhythm structure. The lower bass 

note D (Example 30) is an augmented rhythm derived from the Brazilian Baião (Example 31). 

This implied rhythm is a very important key for the careful interpretation of the passage.    

 

 

 

  

 

Example 29: Sérgio  Assad, Aquarelle, Preludio e Toccatina, mm. 23-24. 
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Example 30: (Second plan) Sérgio Assad, Aquarelle, Preludio e Toccatina, mm. 23-24. 

 

 

 

Example 31: the Brazilian Baião. 

 

About this compositional trend, Assad Assad states: 

 

  One of the technical points when composing for the guitar that I have observed is that 

in many pieces, the exploration of the low register in the guitar is not very common. 

In part this is a problem because most of the time we just have one finger, the thumb, 

to make these lines. So, the traditional repertoire for the guitar explores too much the 

high pitch register and the bass notes pretty much only gives supports for the 

accompaniment and melody. I did try to break this characteristic down in my pieces. 

So, some of my pieces, the melodies can be still on the high or middle range notes, 

but I try to have a slow melody and give more density using a more interesting line 

and rhythm in the bass. I believe that this way I can add much more to my music.44  

 

 In his Fantasia Carioca (Example 32), it is possible to observe a different internal 

rhythmic structure. In the passage, Assad writes vivo as the tempo mark, which makes the 

rhythm more alive. The internal rhythmic structure (Example 33) comes from Brazilian 

traditional music. 

 

 

  

 

                                                 
 44 Joao Paulo Figueiroa,  Personal Interview. 19 May, 2008. 
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Example 32: Sérgio Assad, Fantasia Carioca, mm 110-112. 

 

 

 

Example 33: Fantasia Carioca, internal rhythm structure. 

 

 Another example of rhythm in Assad’s music is taken from Três Cenas Brasileiras 

(1984). The last movement, Recife dos Corais, is written in a traditional way and it is also based 

on the northeastern dance called Baião (Example 34). Recife is a northeastern city in Brazil, 

famous for its music. Even though Baião is not well known outside Brazil, it has a vast influence 

over much of contemporary Brazilian music. The original instrumental consort for the Baião 

consists of lead pífanos (small bamboo flutes), a zabumba (a large bass drum), and other minor 

percussion instruments. The rhythmic structure is first presented by the zabumba drum (Example 

31). 

 

 

 

 

Example 34: Sérgio Assad, Tres Cenas Brasileiras, Recife dos Corais, mm. 13-18 (Guitar II). 

 

Form 

 The musical structure in Assad’s work is very diverse. Typically, there are contrasting 

sections; however these sections are so well positioned in the piece that the piece does not lose 

the sense of continuity. Another very interesting point of compositional skills is how he builds up 

tension through the end of the pieces, making the end always exciting. 

 His Sonata (1999) is a very remarkable composition. Assad keeps under control a very 

intricate harmonic design. The second movement offers an interesting structure. It is a very 

intricate polyphonic texture and to make it easier to visualize, he writes it entirely using two 



 43

staves. It is also written as a mirror structure in which after a point in the piece, the elements are 

presented in a reverse way; each basic element is re-introduced and inverted. The mirror point is 

established when the parts switch functions: the ostinato in the second staff changes for the first 

staff and the melodic material that was in the first staff goes to the second (Example 35). 

 

 

 

 

 

 

Example 35: Sérgio Assad, Sonata, Second movement, mm. 33-36. 

 

Assad‘s Three Greek Letters (2000) offers interesting details regarding its structure. The first 

movement is called Psi, second Pi and third Sigma. According to Assad, in Greek, the result of the 

combination of the letters “Pi + Sigma” equals "Psi".45 In this work, Assad composed a structure in 

which the main elements from the second and third movements are presented in the first movement. 

The main compositional motif from the second movement – Pi -is presented in the soprano 

line in the beginning of the piece (Example 36) and then is developed and reworked through out the 

piece (Example 37). 

 

 

 

 

 

 

 

Example 36: Sérgio Assad, Three Greek Letters, II - Pi, mm. 1-8. 

 

 

 

                                                 
45 Ibid.,20. 
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Example 37: Sérgio Assad, Three Greek Letters, II - Pi, mm. 20-27. 

 

In the Third movement – Sigma- The main melodic material is presented in the introduction 

(Example 38)  

 

 

 

 

  

Example 38: Sérgio Assad, Three Greek Letters, III - Sigma, mm. 1-3. 

 

 In the first movement, both elements are introduced. First, the motif used in the third 

movement is presented in the bass line at measure 30 (Example 39). The main element from the 

second movement is presented in the end of measure 33 (Example 40). Finally, after both are 

presented, they are placed together after measure 36 (Example 41).   
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Example 39: Sérgio Assad, Three Greek Letters, I- Psi, mm. 30-32 

 

 

 

 

 

Example 40: Sérgio Assad, Three Greek Letters, I- Psi, mm. 33-34 

 

 

 

 

 

 

 

Example 41: Sérgio Assad, Three Greek Letters, I- Psi, mm. 35-41 

 

Ametric rhythm and atonality  

 Assad also composes using ametric rhythms. In his Jobinana n.3 for guitar, it is possible 

to identify various markings that supports this idea, the presence of box notation, requiring the 

repetition of a cell for a designated number of times, the absence of barlines, indications as 
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irregolare and cóme una improvizacione; and diverging beams on a series of notes to indicate 

rhythmic acceleration. This example also evidences an absence of tonal center (Example 42). 

 

 

 

 

 

 

  

 

       

  

 

 

 

  

 

Example 42: Sérgio Assad, Jobiniana no. 3, mm. 40-42. 

 

Minimalism  

 Assad in the last piece of the Summer Garden Suite, “butterflies” (1994), writes in a 

minimalist style. He uses a steady pulse and repetition of melodic cells, written most of the time 

in campanelas (when alternating notes are played on adjacent strings, producing a reverberation 

like a church bell). This technical approach helps to create a hypnotic effect (Example 43). 
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Example 43: Sérgio Assad, Summer Garden, XXII - Butterflies.  

 

 

 

Conclusion 

 

 The richness of the music found in Brazil is related to many social and cultural aspects of 

the society. As an example, the rodas do choro had a fundamental function: to create sociability 

among the players and listeners. People used to go to the rodas de choro to get together, meet 

new people, have some drinks, and listen to the brand new choros. As for the musicians, besides 

all these reasons, they also went to perform and display their musical knowledge. Most of the 

times, the musicians did not know music theory and everything was played by ear, so they would 

have to accompany, improvise and play solos spontaneously. This exposition created grounds for 

a competition inside the group. Many composers would try to make pieces complex technically, 

rhythmically and harmonically to stimulate this contest. This factor contributed significantly to 

the evolution of Brazilian traditional music. For example, the harmony became progressively 

more complex, with many modulations, to “catch” the accompanist. This was the musical 

atmosphere in which Sérgio Assad grew up. The influence of Brazilian traditional music became 
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fundamental to what he would do later in life, an influence so deep that, as Assad stated, he 

never could have any profession other than musician.  

 Sérgio Assad is not only a prolific arranger but also a sophisticated composer, whose 

music draws on Brazilian elements as well as many other important trends and techniques. He is 

one of the few composers who present a great number of concerts around the world. Sérgio 

Assad is a truly inspirational figure in the international music scene.   
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CHAPTER 3 

 

ANNOTATIONS OF SÉRGIO ASSAD’S COMPOSITIONS. 

 

 

 

Title: Três Cenas Brasileiras  

I- Pinote 

II - Vitoria Regia 

III -Recife dos corais 

Year: (1984) 

Publisher: (Editions Henry Lemoine) 

Instrumentation:  Two Guitars 

Recordings: Sérgio and Odair Assad, Latin American Music for Two Guitars (Nonesuch 79116), 

1985 (Re-released 1993). Duo Eden-Stell, Samba (Docker Records DR228/280), 2002 *only 

Pinote.   

Approximate performance duration: 6’00” 

Comments: 

 The following text is included in the CD’s booklet and provides information about this 

work: 

Recife dos Corais is a wild piece with an insistent figuration, evokes the aura of a 

Brazilian rain forest. Vitoria Regia is dance- like, full of fleet, running passages in 

both lines. Pinote has a lyrical opening section that soon picks up in tempo, 

thickens in texture and grows more syncopated and energetic.46 

 

 Três Cenas Brasileiras were Assad’s first original pieces to be included by the duo in 

their recital programs in Brazil and in their concert debut in some countries in Europe such as 

Belgium. The Three Brazilian Scenes, as it is translated, is complex, as most of Assad’s pieces 

are. It requires a great amount of energy, synchronism between both guitars, and great lyricism.  

                                                 
 46 Sérgio Assad and Odair Assad, Latin American Music for Two Guitars. Nonesuch 79116, 1993. 
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 Assad states that when these pieces were conceived, he was very influenced by a 

repertoire of jazz and rock music that he used to listen to. According to Assad, Pinote was greatly 

influenced by John McLaughlin’s music.  

 

Title: Jobiniana No. 1  

Year: (1986) 

Instrumentation: Two Guitars 

Publisher: Editions Henry Lemoine 

Recordings: Sérgio and Odair Assad, Alma Brasileira (Nonesuch 79179) 1988 (Re-released 

1993). Duo Eden-Stell, Samba (Docker Records DR228/280), 2002. Duo Spiritoso: Andrew 

Zohn and Jeffrey Mcfadden (Clear Note/ 634479568169), 2007. 

Approximate performance duration: 5’12” 

Comments: 

 Assad states that initially he composed this piece without any intention of paying tribute 

to Antônio Carlos Jobim’s (1927-1994) music. After a period of time, Assad received comments 

that the piece had some elements of Jobim’s music. Subsequently, the composer named the piece 

Jobiniana no. 1 and was fascinated with the idea of writing a number of pieces to Jobim’s music. 

This fact proves directly how Assad’s music composition is greatly influenced by Jobim’s music. 

Jobiniana no. 1 is a melodic piece. The harmonic design is suitable to the Bossa Nova style. The 

piece was composed over twelve years before its publication in 1998.  

 

Title: Suite Brasileira  

I- Baião 

II - Canção e Samba 

Year: (1986) 

Publisher: (Sérgio Assad Music) 

Instrumentation: Two Guitars 

Recordings: Sérgio and Odair Assad, Alma Brasileira, (Nonesuch 79179), 1988 * Only Baião 

and Canção. (Re-released 199). Duo Eden-Stell, Samba (Docker Records DR228/280) 2002.  

Approximate performance duration: 12’00” 

Comments:  



 51

 Assad points out that the Suite Brasileira marked a turning point in his compositional 

approach. The pieces he had composed before did not have the compositional elaboration and 

richness that this piece has. Assad states that he tried to be very careful with all the elements he 

used.  

 The first movement is based on the binary dance called Baião. As many of Assad’s 

pieces, Suite Brasileira is intricate and demands a lot from the interpreter. The Canção is a slow 

and calm piece. The melodies found in this movement evoke a Brazilian aura and demonstrate 

Villa-Lobos’s strong influence. The Samba is a fast, rhythmic and vigorous movement. It is again 

based on one of the most popular Brazilian rhythms and Assad explores in depth the virtuosity of 

each line. It also shows a clear influence of Villa-Lobos (1887-1959) and Gnattali’s (1906-1988) 

music.  

 

Title: Aquarelle  

I- Divertimento 

II - Valseana 

III - Preludio e Toccatina 

Year: (1986) 

Publisher: Editions Henry Lemoine 

Instrumentation:  Solo Guitar 

Recordings: Adam Holzman, (Clear Note/B0014HNUAA), 1991. Randall Avers, (Pima 

Productions/B0012ADNS8), 1996. Eduardo Isaac (GHA/ B0000044N5), 1995. Graham Anthony 

Devine, (Naxos/ B0001N9ZE8), 2004. Alieksey Vianna (GSP/GSP1027), 2005. Shin-Ichi 

Fukuda (Victor Music Entertainment/VICC-173), 1995. Yasuji Ohagi, Aquarelle (Victor Music 

Entertainment /VICC-60560), 2007. Daniel Bolshoy (Centaur/829982099396), 2008. Rémi 

Jousselme, Brasiliana (Atlas Music/am0505), 2005. Augustin Wiedemann, All in Twilight 

(Arte Nova/ 74321589612), 1998. 

Approximate performance duration: 14’00” 

Comments:  

 This piece was the first piece composed by Assad for solo guitar. Aquarelle was 

dedicated to the Scottish guitar player David Russell, and it became Assad’s best known work. 

This composition was made during the same period as the Suite Brasileira and demonstrates how 
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strong this new momentum was in Assad’s compositional style. The music approach where 

Assad’s writing is treated freely and spontaneously, is replaced by a wide spectrum of 

compositional devices, including the use of ostinatos with Brazilian rhythms implied and 

complex counterpoint. The articulation in this piece, as in many others of Assad’s works, is 

another point of challenge. The first movement is based on the Brazilian Marcha-Rancho 

rhythm. It is a very difficult piece and requires a high level of virtuosity level from the 

interpreter. The second movement, Valseana, was composed earlier, in 1985. It is a melodic and 

well-balanced piece. It also gives a contrast between the movements. The third movement 

contains a brief prelude where Assad inverts the main motif presented in the first movement. The 

toccatina is a difficult piece and highly contrapuntal piece. This last movement was the 

mandatory piece for the GFA (Guitar Foundation of America) guitar competition of 2002. 

 

Title: Jobiniana n. 2  

Year: (1988) 

Instrumentation: Flute and Guitar 

Publisher: Editions Henry Lemoine 

Recordings: Montserrat Gascón e Xavier Coll, Brasiliana (LMG - La ma de guido/ 2082), 2008. 

Approximate performance duration: 6’30” 

Comments: 

 The idea of writing a series of homage to Jobim made Assad compose his second 

Jobiniana. By that point, he indeed sought a more dense form and structure. He also had the 

initial concept of applying a denser instrumentation for each new Jobiniana. This idea did not 

evolve, however: Jobiniana no. 3, which Assad composed later, is for guitar solo.  

 When Assad composed his second Jobiniana, he deliberately introduced many elements 

found in Jobim’s music. The rhythmic structure is taken from Jobim’s music Águas de Março 

(Example 44).  

 

 

 

 

Example 44: Antônio Carlos Jobim, Águas de Março, mm. 1-3. 
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Assad explains:  

 

The music of Antonio Carlos Jobim has been familiar to my ears since my 

childhood. A few years ago I decided to pay homage to Jobim writing a series of 

pieces which I named Jobinianas. My intention in these pieces is to give my 

personal view of his musical universe highlighting its fine textures, nice melodies 

and interesting harmonies. Each piece makes reference to Jobim through different 

approaches. Sometimes I worked on some sequenced harmony that was used by 

him, other times I worked on some melodic motives belonging to his 

compositions. In this particular piece, the Jobiniana no. 2 for flute and guitar, I 

wanted to create a sense of dream with echoes of Jobim’s melodic fragments. In 

this case, both the flute and the guitar trade the leading material that constantly 

moves from one to the other instrument. 47 

 

Title: Children’s Cradle  

I- Berceuse 

II - Dreams 

III - Morning’s Rag  

Year: (1992) 

Publisher: Sérgio Assad Music 

Instrumentation: Solo Guitar 

Recordings: Ricardo Cobo, Quiet Time: Music for Children at Bedtime (Relaxation 

B000007SAJ), 1998. 

Approximate performance duration: 11’00” 

Comments: 

 This piece was commissioned by the guitarist Ricardo Cobo for his new album Quiet 

Time: Music for Children at Bedtime. In his Children’s Cradle, Assad uses a really simple 

language to match the idea of the album. The Morning’s Rag is a charming piece.  

 

                                                 
 47 Montserrat Gascón and Xavier Coll, Brasiliana. LMG (2082), 2008. 
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Title: Saga dos Migrantes  

I- Retirantes 

II - Trem da Ilusao 

III - Metropolis 

IV- Saudades 

V- Dança Antagonica 

Year: 1992 

Publisher: Sérgio Assad Music 

Instrumentation:  Two Guitars 

Recordings: Sérgio and Odair Assad, Saga dos Migrantes (Nonesuch 79365), 1996. 

Approximate performance duration: 12’30” 

Comments: 

 This piece was conceived for the album Saga dos Migrantes. In this piece Assad tries to 

illustrate the migratory movement that happened inside of Brazil during the first half of the 

twentieth century when millions of Brazilians from the northeastern cities moved to big cities or 

metropolis for a better quality of life. These migrants were called retirantes. Due to the poor 

levels of education, many of the retirantes had a hard time making a living in the big cites and 

ended up losing their cultural identity. The odyssey of the retirantes was culturally explored by 

many intellectuals, writers, painters and musicians in Brazil including Tom Jobim in his song 

Chegada dos Retirantes (1983).  As these migrants were from the northeast, Assad uses a great 

number of traditional music elements from this region, including a citation of one of its most 

famous composer’s Luiz Gonzaga (1912-1989). Assad mentions that Saga dos Migrantes is 

completely lost from his files. 

 

Title: Giornatta a Nettuno 

Year: (1993) 

Publisher: Vogt & Fritz (Germany) 

Instrumentation:  Guitar Ensemble 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 10’00” 
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Comments:  

 Giornatta a Nettuno was commissioned for a guitar festival that took place regularly in 

the Italian city of Nettuno. It was premiered during the festival and conducted by the famous 

guitarist Manuel Barrueco. Assad states that he composed in a very simple way to fit the level of 

the students at the festival. This piece is the first descriptive work by Assad, and it portrays the 

city of Nettuno in one day, from sunrise to nighttime, when people go to bed. The piece explores 

Italy’s culture and its people’s habits.   

 

Title:  Suite “Summer Garden”  

I- Opening 

II - Summer Garden 

III - Farewell 

IV-The Friends 

V- Unbalanced 

VI-Train of thoughts 

VII - First Encounter 

VIII - The Old Man 

IX- Walk on a Bridge 

X- The Morgue 

XI- Invitation 

XII - The Well 

XIII - Water Frenzy 

XIV - Watermelon 

XV- Helping Hands 

XVI - Rain Storm 

XVII - Remembrance* 

XVIII - A search 

XIX - Dreams* 

XX- Passage 

XXI - Farewell* 

XXII -Butterflies 
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Year: (1994) 

Publisher: Gendai Magazine (Japan) 

Instrumentation: Two Guitars and * Solo Guitar  

Recordings: Sérgio and Odair Assad, Natsu no Niwa Suite (GHA 126.029), 1994. 

Approximate performance duration: 50’00” 

Comments: 

 Assad was unexpectedly offered a commission to compose and to record the music for a 

film called Natsu No Niwa (Summer Garden), directed by the Japanese Shinji Soumai. The Assad 

brothers were about to depart on a tour to the United States when the offer came. Assad accepted 

the offer and worked incessantly on his new project. The Assads recorded it in New York during 

the two free days found on their tour.  

 The duo decided to produce a CD to be released with the film première, and an interesting 

incident happened with the CD’s production: Near the recording date, Odair got injured on his 

right-hand fingers, but he refused to change the recording dates. After the Assads finished the 

album, Odair went to have his fingers checked and discovered that two of them were broken.  

 The following text is included in the CD’s booklet and provides a brief summary of the 

movie history: 

 

 A moving history of three boys and an old man. The three boys were classmates in 

the sixth grade. In early summer after the death of one of the boy’s grandmother, 

their interest in death grew to such an extent that they decided to observe a dying 

old man who lived alone in their neighborhood. They took their “detective work” 

very seriously. Keeping watch on the old man's house and following him 

whenever he went out. At first they were driven by a sense of curiosity, until one 

day the old man caught them and spoke to them very severely. The boys’ attitude 

began to change and they began to enjoy the time they spent in the old man’s 

company. The old man too began to change from a weak and lifeless being into a 

much stronger person. The relationship developed from a “young versus old” 

confrontation to a true friendship. The boys helped to repair the old man’s house 

and listened to his stories about the Second World War, which was the cause of 

his present lonely existence.  As they learned of the reasons why the old man had 
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to leave his wife, the boys decided to find her and to speak to her on his behalf.  

At last they found the old lady and were surprised to discover that she was the 

grandmother of their school teacher. The story ends with the sudden death of the 

old man. In the last scene the boys watch as his house is demolished. The summer 

spent in his company had left the three boys with very special and abiding 

memories.48 

 

 Each sound track is relatively short pieces and there are three tracks that are composed for 

guitar solo: XXI- Farewell, XVII - Remembrance, and XIX- Dreams. According to Assad, it was 

the first time he used a computer to edit his music – an Atari “notator” of 1MB.  

 

Title: Winter Impressions  

I- The Frozen Garden 

II - Blue Solitude 

III - Fire Place 

Year: (1996) 

Instrumentation:  Flute, Viola and Guitar 

Publisher: Editions Henry Lemoine 

Recordings: Trio Con Brio -Johannes Hustedt, Carolin Kriegbaum and Andrea Förderreuther. 

Impressions (Koch Discover International/DICD 920497), 1997. 

Approximate performance duration: 11’30” 

Comments: 

 This piece was commissioned by the Trio Con Brio. Winter Impressions depicts different 

moments of winter’s weather. It was composed in a moment of profound sorrow, when Assad 

Assad’s first wife passed way.  Assad states that the winter that year in Belgium, where he used 

to live, was extremely cold. He uses several elements of Impressionistic music taken from 

Maurice Ravel (1875-1937) and Claude Debussy (1862-1918). In his review Joseph E. 

Szydlowski states that Winter Impressions “effectively delivers precisely what the title implies,” 

                                                 
48 Sérgio Assad and Odair Assad. Natsu no Niwa Suite, GHA 126.029, 1994.  
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and “the choice of instruments is itself evocative of winter musings and permits a sonically well-

balanced ensemble.” 49 

 

Title: Círculo Mágico  

Year: (1997) 

Instrumentation: Flute and Guitar 

Publisher: Editions Henry Lemoine 

Recordings: Thomas Muller-Pering and Wally Hase (Animato /ACD6100), 2001. Montserrat 

Gascón e Xavier Coll, Brasiliana (LMG - La ma de guido/ 2082), 2008. 

Approximate performance duration: 7’50” 

Comments: 

 This piece stayed unfinished for many years. Assad writes:  

 

Círculo Mágico is the Portuguese translation for Magic Circle , a Pagan ritual with 

origins in ancient history. In pre-Christian Europe most Pagan religious festivals 

took place in circles, normally outdoors under the sky and stars at night. There 

they celebrated the Earth’s fertility and worshiped the Sun, Moon, and Deities. 

The Magic Circle is a magical environment in which the deities are celebrated.  It 

defines the ritual working area, a sphere, and creates the proper energy for the 

ritual. Within this energy-sphere each one of the four elements are assigned to a 

different cardinal point. 

The piece Círculo Mágico written for flute and guitar is a musical representation 

of the four elements within the circle. It starts with the element of air (east) 

evoked by the blowing of repeated patterns on the flute. It changes gradually to 

earth (north) with a defined melody for the flute and an ambiguous harmony for 

the guitar. Later comes the element of fire (south) represented by a fast and fiery 

dance. This is followed by the element of water (west) where the guitar takes the 

                                                 
 49 Joseph E. Szydlowski, “Sergio Assad Jobiniana no. 3 Pour Guitare,” Note, Music Library Association, 

Inc. Vol. 60: 804-805 
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leading role and the flute plays cascades of sixteenth notes. The piece ends with a 

return to the element of air closing the ritual.50 

 

Title: Uarekena  

Year: (1994) 

Instrumentation:  Guitar Quartet 

Publisher: Editions Henry Lemoine 

Recordings: The Minneapolis Guitar Quartet Over Land and Sea (Albany Records TROY/339), 

1999. Quaternaglia Guitar Quartet Forrobodo, (Carmo/159 726-2), 2000. The Los Angeles 

Guitar Quartet, LAGQ’s Guitar Heroes (Telarc/ 80686), 2004. San Francisco Guitar Quartet, 

Compadres (s.n./691045800429), 2003. EOS Guitar Quartet, PIAZZOLLA “4 Seasons 4 

Guitars” (DIVOX CDX 25221-2), n.d.  

Approximate performance duration: 8’24” 

Comments: 

 Uarekena is the name and the language of an aboriginal people living in a region between 

Brazil and Venezuela.51 Assad states that during the compositional process he did not think of 

composing a piece with indigenous music elements. After he was finished, he realized, however, 

that one of the main themes in the music had an indigenous atmosphere. He decided then to name 

the piece Uarekena after looking up several names in the Tupí dictionary (Tupí, or Tupí-Guaraní, 

is an indigenous language still spoken in many places in South America). This piece has been 

recorded and performed by different guitar quartets, and it is becoming, along with Aquarelle, 

one of Assad’s most performed pieces. Its features include the use of many compositional 

techniques such as the harmonics, improvised lines, right- and left-hand tappings, and the fourth 

guitar retuning its sixth string to B. Uarekena was written for the Los Angeles Guitar Quartet.  

 

Title: Fantasia Carioca  

Year: (1994) 

Instrumentation:  Solo Guitar 

Publisher: Sérgio Assad Music 

                                                 
 50 Ibid., 48. 

51 Ibid.,50. 
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Recordings: Alieksey Vianna (GSP/GSP1027), 2005. Brandon Jones (RAE Records/no 

recording number), 2006.   

Approximate performance duration: 9’20” 

Comments: 

 Fantasia Carioca has become another very popular piece. It has a strong motif based on a 

whole-tone scale that is developed throughout the piece. A very difficult piece to be executed 

properly, Fantasia Carioca includes a number of compositional elements very common in 

Assad’s musical language such as the ostinatos, the rhythmic sections, and very contrapuntal 

writing. 

 This piece was left forgotten in Assad’s personal files for many years, until the guitarist 

Alieksey Vianna’s recording project. 

 

Title: Fantasia Carioca bis  

Year: (1998) 

Instrumentation:  Two Guitars and Chamber Orchestra 

Publisher: Sérgio Assad Music 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 11’00” 

Comments: 

 Fantasia Carioca bis was orchestrated and rewritten for two guitars years later. 

According to Assad, this version is much richer and more complete than the solo version. It was 

premiered in 1998 with the Saint Paul Chamber Orchestra conducted by John Adams. 

 

Title: Sonata  

I- Allegro Moderato 

II - Andante 

III - Presto 

Year: (1999) 

Instrumentation:  Solo Guitar 

Publisher: Gendai Guitar  
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Recordings: Alieksey Vianna (GSP/GSP1027), 2005. Shin-Ichi Fukuda, Sonata (Japan 

Columbia/ Jroom/DENON/COCQ-83543), 2001. 

Approximate performance duration: 16’00” 

Comments: 

 Assad considers this piece one of the most complex and difficult works he had ever 

written. It was dedicated to the Japanese guitarist Shin-Ichi Fukuda, who also commissioned it. 

In this piece, Assad explores deeply many aspects of his own writing. He explains the highly 

complex contrapuntal texture: 

 

  I think, I always had in the back of my head this idea of two guitars, because I 

spent my whole life doing it! Therefore, when I am composing, I hear two, three 

or even four guitars simultaneously. I want to put this also when I am writing for 

guitar solo. I have a true desire to try to make the guitar sound bigger than it really 

is. The second movement of the Sonata I went very deep on it and I tried to bring 

out this idea. It was a lot of work to make it happen the way that I wanted! Of 

course, to perform each line independently requires a lot from the player.52 

 

 Assad identifies the influence of the Brazilian composers Edino Krieger (b.1928) and Leo 

Brouwer (b.1939) in this piece. 

 

Title: Jobiniana n. 3  

Year: (1996) 

Instrumentation: Solo Guitar 

Publisher: Editions Henry Lemoine 

 Recordings: Alieksey Vianna (GSP/GSP1027), 2005. Shin Ichi Fukuda, Voyage (Japan 

Columbia/ Jroom/DENON/COCO-83650), 2003. 

Approximate performance duration: 8’20” 

Comments: 

 In this piece, Assad explores a motif taken from Jobim’s Desafinado. Assad states that he 

explored in Jobiniana no. 3 many music elements not too often found in his music. The 

                                                 
 52 Ibid.,44. 
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influences from composers such as Leo Brower (b.1939) and Edino Krieger (b.1928) are clear 

here. It is possible to see the presence of several box notations which requires the repetition of a 

cell for a designated number of times- a common feature in much of Brower’s music. It is also 

possible to find diverging beams on a series of notes to indicate rhythmic acceleration. This 

musical element is also present in Assad’s Sonata. It took Assad almost eight years to compose 

the next piece in the series of Jobinianas. The composer points out this long time span between 

the Jobiniana no.2 as the most important factor for the change in the musical language that he 

used in this piece. 

 

Title: Jobiniana n. 4  

Year: (2001) 

Instr umentation: Cello and Guitar 

Publisher: Editions Henry Lemoine 

Recordings: Shin Ichi Fukuda and Yoko Hasegawa (Victor Music Entertainment /VICC-60337), 

2003. 

Approximate performance duration: 6’00” 

Comments:  

 This is the last in the series of Jobinianas. It was commissioned by Shin Ichi Fukuda as 

part of one of his projects on Brazilian music. For the same project, Assad arranged several of 

Jobim’s pieces as well.   

 

Title: Espantalho (Ballet)  

Year: (1998) 

Instrumentation: Chamber Orchestra 

Publisher: Sérgio Assad Music 

Recordings: No Commercial Recordings 

Approximate performance duration: 15’00” 

Comments: 

 This was a work commissioned for the Projeto Portinari in Brazil. Candido Portinari was 

one of the most important Brazilian painters. The ballet Yara was based on myths about Brazilian 

water goddesses. Originally, the music for this event was composed by Francisco Mignone. The 
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libretto was made by the poet Guilherme de Almeida and Candido Portinari was the satege 

designer. Assad and a group of three other composers, Egberto Gismonti (b.1947), Hermeto 

Pascoal (b1936) and Caetano Veloso (b.1942), were invited to compose a new sound track for a 

ballet, replacing the one composed by Mignone. Inspired by Portinari’s paintings, Assad named 

his track “Espantalho,” which means scarecrow. It was premiered by the Symphony Orchestra of 

Teatro Municipal, São Paulo, Brazil. 

 

Title: Mikis Concerto Fantasia  

I- Allegro 

II - Andante 

III - Vivace  

Year: (1999) 

Instrumentation:  Solo Guitar and String Orchestra  

Publisher: Sérgio Assad Music 

 Recordings: No commercial recordings 

Approximate performance duration:  20’00” 

Comments: 

 This piece was commissioned by the Greek guitarist Costas Cotsiolis. Cotsiolis asked for 

a composition based on songs by the Greek composer Mikis Theodorakis. Theodorakis became 

well known worldwide after his sound track for the movie Zorba the Greek (1964).  After a 

rigorous selection, Assad chose a few of his songs to be used as a platform of work. It was 

premiered by the Athenian String Orchestra in Athens. Assad also composed a version of the 

same piece for string quartet plus bass and guitar. 

 

Title: Pieces for violin and two guitars  

I- Andalucia ( based on Los Quatros Muleros) 

II - Fantasy on Dark Eyes (based on Russian traditional) 

III - Chase 

IV- Istanbul (Awakening, Turkish Dance) 

V- Tatras 
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VI- Gypsy Songs (based on Hungarian traditional) “The pretty girl, coming home, if I could 

catch the mouse, difficult for you, curd-porridge, as many inns as I find, young bride” 

VII - Vardar’s Boat (based on Macedonian traditional) 

VIII - Nuages 

IX- Somogy's Dream (based on Transylvanian traditional) 

Year: (1996) 

Instrumentation: Two Guitars and Violin 

Publisher: Sérgio Assad Music 

Recordings:  Nadja Salerno-Sonnenberg, Sérgio and Odair Assad (Nonesuch 79505-2), 2000. 

Approximate performance duration: 52’00” 

Comments: 

 This album was conceived in a work with the collaboration of the violinist Nadja Salerno-

Sonnenberg. The idea for this album was to recreate the music of Gypsies. Assad points out that 

he studied the history of the Gypsies and tried to recreate their music in each placed that they had 

established in the course of their migration. The piece Chase is the only one for two guitars in the 

album. The idea was to give a better balance in the flow of the tracks in the album.  

 

Title: Pieces for Clarinet and Guitar  

I- Un abbraccio a Joao 

II - Menino 

III - Grumari 

IV- Violetas Azuis 

V- Champ 

VI- Velho Retrato 

VII - Hopscotch 

VIII - Mangabeira 

IX- Angela  

Year: (1998) 

Instrumentation:  Clarinet and Guitar 

Publisher: Egea, Italy 
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Recordings: Sérgio Assad and Gabriele Mirabassi, Velho Retrato, (EGEA Edizioni 

Discografiche SCA 068), 1999. 

Approximate performance duration: 38’00” 

Comments: 

 Assad states that this piece is a “return” to his first piece, Três Cenas Brasileiras. He 

considers these pieces very nice. However, he did not try for the elaboration found in many other 

works of his compositional repertoire. 

 

Title: Campusca  

Year: (1996) 

Instrumentation:  Two Guitars 

Publisher: Sérgio Assad Music 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 4’00” 

Comments: 

 This piece was conceived during the first half of the 1980s. In 1996 Assad rewrote it for a 

project in Brazil. Campusca has a spirit and some compositional characteristics similar to his 

Três Cenas Brasileiras.   

 

Title: Eterna  

Year: (1996) 

Instrumentation: Two guitars 

Publisher: Sérgio Assad Music 

Recordings: Paulo Bellinati and Harvey Wainapel, New Choros from Brazil (Proteus 

Entertainment/ B000BZ4VYA), 2005 * Arranged for Guitar and Clarinet by Sérgio Assad.  

Approximate performance duration: 3’00” 

Comments: 

 This piece was composed for the same project as Campusca. It is a waltz, strongly 

influenced by the Brazilian waltz. Assad also wrote a version of this piece for clarinet and guitar, 

to be played by the Brazilian guitarist and composer Paulo Bellinati (b.1950).  
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Title: Three Greek letters  

I- Psi - ��  

II - Pi - ��  

III - Sigma - ��  

Year: (2000) 

Instrumentation:  Solo Guitar 

Publisher: Editions Henry Lemoine 

Recordings:  Alieksey Vianna (GSP/GSP1027), 2005. 

Approximate performance duration: 5’50” 

Comments: 

 This piece was commissioned by the Greek guitarist Antigoni Goni. Assad explains that 

he abstained from all elements of Brazilian music while composing Three Greek Letters. He 

admits that he is fascinated with Greek rhythms and this fascination allowed him to achieve his 

goals more easily. The piece was based on the letters given by Goni. This piece is properly 

discussed in chapter 2. 

 

Title: Menino  

Year: (2001) 

Instrumentation:  Cello and Two Guitars 

Publisher: Sérgio Assad Music 

Recordings: Yo-Yo Ma, Obrigado Brazil (Sony SK89935), 2003. 

Approximate performance duration: 5’50” 

Comments: 

 The new version of this piece was made during the period in which Assad collaborated 

with the well-known cellist Yo-Yo Ma. Assad explains that after hearing the version for clarinet 

and guitar, Ma requested a version for cello and two guitars. Assad reviewed the piece and 

composed a more elaborate version.   

 

Title: Menino bis  

Year: (2001) 

Instrumentation: Flute, Viola and Guitar 
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Publisher: Sérgio Assad Music 

Recordings: Trio Con Brio -Johannes Hustedt Carolin Kriegbaum and Andrea Förderreuther, 

Landscapes, Portraits and Women (Animato –SunnyMoon/ B00005RTL8), 2001. 

Approximate performance duration: 5’50” 

Comments:  

 After creating the version for two guitars and cello, Assad was requested by the Trio con 

Brio to compose a new version for flute, viola and guitar. He also composed another version for 

piano--his only piece for the instrument.  

 

Title: Concerto Origens  

I - Tarantella 

II - Canzone 

III - Baiao Chorado 

IV - Modinha 

V- Finalle 

Year: (2001) 

Instrumentation:  Triple Concerto for Violin, Two Guitar and Chamber Orchestra 

Publisher: Sérgio Assad Music 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 27’00” 

Comments:  

 This concerto was composed to be played by the brothers with the violinist Nadja 

Salerno-Sonnenberg. The idea of this work was to compose music that explores the origins of the 

players: the brothers and Salerno-Sonnenberg. The first and second movements are based on 

Italian music and this relates to Salerno-Sonnenberg’s Italian nationality. The third and fourth are 

based on Brazilian music and the fifth movement is a fusion of all elements. It was premiered 

with the Saint Paul Chamber Orchestra. 
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Title: - 3 Divertimentos  

I- Abaete 

II - Arpoador 

III - Parati 

Year: (2002) 

Instrumentation:  Solo guitar 

Publisher Guitar Solo Publication 

Recordings: Alieksey Vianna (GSP/GSP1027), 2005. 

Approximate performance duration: 4’50” 

Comments: 

 This piece was first composed in 1996. It was conceived as an “etude for guitar.” It was 

written for three students during the time Assad was teaching in the Conservatoire Royal de 

Mons in Belgium. These pieces are not very complicated. In 2002, for the recording of the album 

of his complete solo works made by the guitarist Alieksey Vianna, Assad made his last revision 

of the piece and changed the title.  

 

Title: 5 World Dances  

I- Middle Eastern 

II - Celtic 

III - African 

IV- Balkan 

V- Latin American 

Year: (2002) 

Instrumentation:  Guitar and String Quartet 

Publisher: Sérgio Assad Music 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 26’00” 

Comments: 

 It was a commission and it was premiered at the Bath Guitar Festival in 2002. In these 

pieces Assad incorporates music from different parts of the world. This work is another mark of a 

trend evident in many of Assad’s pieces and shows a great variety of his compositional capacity. 
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Assad reveals that this multicultural interest had deepened over the years when he had had to 

compose for many different reasons pieces based on traditional music from different parts of the 

world.     

 

Title: Eli’s Portrait  

Year: (2004) 

Instrumentation:  Solo Guitar 

Publisher: Sérgio Assad Music 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 5’00” 

Comments: 

 This piece was composed for the eightieth birthday of the Canadian guitarist Eli Kassner. 

Assad explains that he always felt the wish to compose a piece using the letters of a name as the 

main compositional material. Not having any control of what would result was exciting, Assad 

explains.53 

 

Title: Dos Canciones  

I-Hop  

II - Certitumbre 

Year: (2004) 

Instrumentation:  Voice and Guitar 

Publisher: Sérgio Assad Music 

Recordings: Raphaella Smits and Liliana Rodriguez, Reina De La Noche: Songs from Argentina 

and Brazil (Accent Records/ACC 24178), 2007. 

Approximate performance duration: 4’00” 

Comments: 

 This piece was commissioned and recorded by Raphaella Smits and  

Liliana Rodriguez. The songs are based on poems written by the Argentinean Hugo Herrera.  

 

 

                                                 
 53 Ibid., 44. 
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Title : Tahhiyya Li Ossoulina  

Year: (2005) 

Instrumentation:  Two Guitars 

Publisher: Assad Music 

Recordings: Sérgio and Odair Assad, Jardim Abandonado (Warner/Nonesuch 278140-2), 2007. 

Approximate performance duration: 7’15” 

Comments: 

 About Tahhiyya Li Ossoulina Assad writes: 

 

 Tahhiyya Li Ossoulina, which means literally “Homage to our roots,” is our 

humble dedication to the Christian Lebanese and Syrian immigrants who settled in 

Brazil starting in 1880 after fleeing the Ottoman Empire. Many of these 

immigrants had planned to emigrate to the U.S. but landed in Brazil instead. After 

recovering from the initial shock that they had arrived in South America, the 

immigrants made the best of the situation. Soon, many of them excelled in 

commercial, political and cultural areas. Our grandfather arrived in the port of 

Santos in 1889 from Lebanon. He knew that he was traveling to South America 

because he was traveling to visit his brother, who was already in Brazil. Although 

he came just for a visit, he decided to stay for life.54 

 

 Tahhiyya Li Ossoulina was premiered in Brasilia as part of the cultural activities during 

the first Arab and Latin American summit. 

 

Title: Itaipava  

Year: (2006) 

Instrumentation: Flute, Violin, Clarinet, Cello and Piano 

Publisher: Sérgio Assad Music 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 6’00” 

Comments: 

                                                 
 54 Sérgio Assad, The Florida State University program notes, 9 November, 2005. 
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 This piece is a version of one of the Five World Dances. Assad explains that this version 

is compositionally so different that it sounds completely like a new piece.  Assad changed many 

elements and added more compositional material. This piece was written for the Latin American 

Music Composition Festival in Chicago. It was premiered by the Maverick Ensemble during the 

festival. 

 

Title: Trois Brésiliens à Saint Paul  

I- Le naïf 

II - La joyeuse 

III - Lle reveur 

IV- Rencontre a Tricastin 

Year: (2007) 

Instrumentation:  Guitar Ensemble 

Publisher: Sérgio Assad Music 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 18’00” 

Comments: 

 This is the second work commissioned for the Guitar Festival of Tricastin, France. This is 

Assad’s second piece for guitar ensemble and it is considerable more difficult than his first one. 

It is also a descriptive work. It describes three different Brazilians who meet in Saint Paul.  

 

Title: Piatã  

Year: (2007) 

Instrumentation: Choir and Two Guitars 

Publisher: Sérgio Assad Music 

Recordings:  No Commercial Recordings Available 

Approximate performance duration: 7’00’ 

Comments: 

 This piece was commissioned by Vancouver Cantata Singers. It is based on  Brazilian 

indigenous music. The text was also composed by Assad in the indigenous language of Tupí.  
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Title: Interchange 

Year: (2008) 

Instrumentation: Guitar Quartet and Orchestra 

Recordings: No Commercial Recordings Available 

Approximate performance duration: 28’00” 

Comments: 

 Up to this moment, Interchange is Assad’s last piece. Composed for the Los Angeles 

Guitar Quartet, it will be premiered in 2009. It describes each member of the quartet.   
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APPENDIX A: LIST OF SÉRGIO ASSAD’S ARRANGEMENTS  
 
 
 This list was formed in collaboration with Mr. Byron Fogo. Mr. Fogo is a guitarist and 

arranger, and is a long time friend of Sérgio Assad. The list contains Assad's arrangements made 

to recitals and recording projects in addition to arrangements that are in Mr. Fogo’s possession. 

Assad has made more arrangements than the ones that are listed here, many of which were lost 

over the years in tours, moving, etc.55 As it can be observed, most of them are not published. As 

previously described in Chapter 2, most of them were intended specifically to corroborate with 

the artistic projects of the duo during the years or when solicited by various artists. This list 

expresses how large Assad’s output is and represents an important source for future publication 

and research. This list does not include pieces composed by Sérgio Assad. 

 
TABLE I - LIST OF SÉRGIO ASSAD’S ARRANGEMENTS 
 

Composer Title  Remarks Instruments 

 

Adam, Adolphe C. O Holy Night  Voice, Violin and 

Two Guitars 

Adams, John China Gales  Two Guitars 

Albeniz, Isaac Rondeña  Two Guitars 

Abreu, Zequinha Tico-Tico no Fubá  Voice, Two 

Guitars and Bass 

Abreu, Zequinha You will Never Know   Voice, Two 

Guitars and Bass 

Almeida, Laurindo Escadão  Guitar Solo 

Almeida, Laurindo Valse D’Amelie  Guitar Solo 

Almeida, Laurindo Bjork  Guitar Solo 

 
 
 
 
 

   

                                                 
 55 Ibid.,44.  
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TABLE 1 - CONTINUTED 
 

 

Composer Title  Remarks Instruments 

 

Assad, Clarice Rachenitsa  Two Guitars and 

String Quartet 

 

Bach, J.S. French Suite No. 1 

BWV 812 

Unfinished Two Guitars 

Bach, J.S. French Suite No. 3 

BWV 814 

 Two Guitars 

Bach, J.S. Well Tempered Clavier 

(Complete Book I) 

BWV 846- 869 

With Byron 

Fogo 

Two Guitars 

Bach, J.S. Prelude and Fugue No. 

3 BWV 848 

 Two Guitars 

 

Bach, J.S. Sonata No. 3 For Violin  

and Harp BWV 1016 

 Violin and Two 

Guitars 

Bandolim, Jacob do Noites Cariocas   Guitar Solo ; 

Two Guitars 

Bandolim, Jacob do Doce de Coco  Voice,Two 

Guitars and Bass 

Bandolim, Jacob do Jura  Voice and Two 

Guitars  

Bandolim, Jacob do Medley of Sambas: 

Lamentos, Se asaso 

você chegasse, Linha de 

Passe and Morena da 

Angola o que vier eu 

traço 

 Voice, Two 

Guitars and Bass 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Bandolim, Jacob do O Vôo da Mosca  Violin and Two 

Guitars;  

Two Guitars 

Barrios, Agustin Danza Paraguaya  Two Guitar and 

Clarinet 

Barroso, Ari Aquarela do Brasil  Violin and Two 

Guitars 

Béla Bartók Romanian Folk Dance  Violin and Two 

Guitars 

Bellinati, Paulo Furiosa  Guitar and Bass 

Berlin, Irving White Christmas  Voice, Violin and 

Two Guitars 

Bonfa, Luis Sem Titulo  Solo Guitar 

Breim, Ricardo Wisnik and 

Jose Miguel 

Laser 

 

 Guitar and Voice 

Buarque, Chico and 

Cristovão Bastos 

Todo Sentimento  Voice and Two 

Guitars; Violin 

and Two Guitars 

Camargo Mariano, Cesar Samambaia  Two Guitars 

Caymmi, Dorival Acalanto  Violin, Two 

Guitars  

Chaplin, Charlie Medley  Two Guitars 

Chaplin, Charlie Medley Parts only Three Guitars 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Chaplin, Charlie Medley – The Gold 

Rush ; Limelight 

 Two Guitars and 

Violin 

Cobián, Juan Carlos  Los Mareados  Two Guitars and 

Violin 

Copland, Aaron Hoe Down  Two Guitars and 

Clarinet 

Corea, Chick No Mystery  Two Guitars and 

String Quartet 

Debussy, Claude Passepied  Two Guitars 

Debussy, Claude Prélude  Two Guitars 

Debussy, Claude Minuet  Two Guitars 

Debussy, Claude Clair de Lune  Two Guitars 

Delmiro, Helio Emotiva 1  Guitar Solo 

D’Rivera, Paquito Afro  Two Guitars and 

Clarinet 

D’Rivera, Paquito Merengue  Two Guitars and 

Clarinet 

Falla, Manuel de Danza del Vecino  Two Guitars 

Falla, Manuel de Six Spanish Songs 

-  El Paño Moruno 

- Sequidilla murciana  

- Asturiana 

- Jota 

- Nana 

- Canción 

- Polo 

 Two Guitars and 

Violin 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instrum ents 

 

Fauré, Gabriel Berceuse From 

“Dolly 

Suite” 

 

 

Two Guitars 

Fauré, Gabriel Kitty Valse From 

“Dolly 

Suite” 

Two Guitars 

Fauré, Gabriel Le Pas Espanol From 

“Dolly 

Suite” 

Two Guitars 

Ferreira, Marcos Vrap Fragment / 

Finger Style 

Guitar 

Magazine 

Vol. 17 

Guitar Solo 

Gardel, Carlos El Choclo  Violin and Two 

Guitars 

Gardel, Carlos El Dia que me Quieras  Violin and Two 

Guitars 

Gershwin, George Rhapsody in Blue  Two Guitars 

Gil, Gilberto Frevo Rasgado  Violin, Two 

Guitars and Bass 

Ginastera, Alberto Sonata No. 1 Op.22  Two Guitars 

Ginastera, Alberto Malambo  Two Guitars and 

Clarinet 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Ginastera, Alberto Danza Argentinas 

- Danza del viejo 

boyero 

- Danza de la moza 

donosa  

- Danza del gaucho 

matrero 

 Violin and Two 

Guitars 

Gismonti, Egberto Sete Aneis  Two Guitars; 

Violin, Two 

Guitars and Bass 

Gismonti, Egberto Agua e Vinho  Two Guitars 

Gismonti, Egberto Baião Malandro  Two Guitars 

Gismonti, Egberto Duex Danças Published 

by Henry 

Lemoine 

25084HL 

Two Guitars 

Gismonti, Egberto Estudo No. 1  Guitar Solo 

Gismonti, Egberto Forrobodó  Two Guitars 

Gismonti, Egberto Frevo  Guitar Solo; Two 

Guitars 

Gismonti, Egberto Infancia  Two Guitars 

Gismonti, Egberto A Fala da Paixão  Two Guitars 

Gismonti, Egberto Palhaço  Guitar Solo; Two 

Guitars and 

String Quartet 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Gnattali, Radamés Concerto for two 

Guitars and Orchestra 

“3rd 

Movement” 

Two Guitars 

Gnattali, Radamés Concerto para dois 

violões, oboe e 

orquestra 

Oboe part 

only 

Oboe 

Gnattali, Radamés Uma Rosa Para 

Pixinguinha 

 Two Guitars 

Gnattali, Radamés Guitar Quartet  Four Guitars 

Gonzaga, Luis Assum Preto  Solo Guitar 

Grenet, Eliseo Drume Negrita  Two Guitars 

Guettel, Adam  Octet  Two Guitars 

Handel, G. F. Weep You No More  Two Guitars and 

Voice 

Handel, G. F. Sad Fountains  Two Guitars and 

Voice 

Hermann, Bernard The Inquirer Incomplete Two Guitars 

 

Hermann, Bernard The Inquirer From 

“Citizen 

Kane”  

Two Guitars and 

Violin 

Hermann, Bernard Prelude from “Psycho”  Two Guitars and 

Violin 

Jacomino, Americo 

(Canhoto) 

Abismo de Rosas  Guitar Solo 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Jobim, Antonio C. Chora Coracão From 

“Crónica da 

Casa 

Assasinada” 

Two Guitars 

Jobim, Antonio C. Jardim Abandonado From 

“Crónica da 

Casa 

Assasinada” 

Two Guitars 

Jobim, Antonio C. Milagres e Palhaços From 

“Crónica da 

Casa 

Assasinada” 

 

 

Two Guitars 

Jobim, Antonio C. Trem para Codisburgo From 

“Crónica da 

Casa 

Assasinada” 

Two Guitars 

Jobim, Antonio C. Insensatez  Violin, Two 

Guitars and Cello 

Jobim, Antonio C. Amparo  Guitar and Cello 

Jobim, Antonio C. Luiza  Guitar and Cello 

Jobim, Antonio C. Stone Flower  Guitar and Cello 

Jobim, Antonio C. Wave  Guitar and Cello 

Jobim, Antonio C. Medley  Voice and Four 

Guitars 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Jobim, Antonio C. Esperanca Perdida   Two Guitars, 

bass, voice, 

percussion 

Jobim, Antonio C. Olha Maria  Guitar, cello, 

voice and bass 

Jobim, Antonio C. Demais  Guitar, voice, 

bass, soprano sax 

and percussion 

Jobim, Antonio C. Ana Luiza  Guitar, flute, 

bass, oboe, voice 

and percussion 

Jobim, Antonio C. Correnteza   12-String guitar, 

percussion, 

voice, bass and 

cello 

 

Jobim, Antonio C. Sem Voce   Two guitars, 

oboe, bass, voice 

and percussion 

Jobim, Antonio C. Falando De Amor   Flute, two 

guitars, bass, 

voice and 

percussion  

Jobim, Antonio C. Samba Torto   Percussion, two 

guitars, bass and 

voice 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

Jobim, Antonio C. Eu Te Amo   Oboe, guitar, and 

voice 

 

Jobim, Antonio C. Caminhos Cruzados  Voice and two 

guitars 

Jobim, Antonio C. Eu Nao Existo Sem 

Voce 

 Two Guitars, 

voice and bass 

Lauro, Antonio Vals  Two Guitars and 

Clarinet 

Lecuona, Ernesto Conga  Two Guitars and 

Clarinet 

Lobo, Edu Casa Forte  Voice, Piano and 

two Guitars 

Lobo, Edu Chove La Fora  Voice, two 

Guitars and Bass 

Lenine Macedo,  Osvaldo 

Pimentel and Dudu Falcão 

 

O Silêncio das Estrelas  Voice and Two 

Guitars 

Menescal, Roberto  and 

Buarque, Chico 

Bye Bye Brazil   Two Guitars and 

Violin 

Milhaud, Darius Brazileira From 

“Scara-

mouche” 

Two Guitars 

Milhaud, Darius Vif  From 

“Scara-

mouche” 

Two Guitars; 

Two Guitars and 

Violin 

Mompou, Frederico Cancion y Danza No. 5  Two Guitars 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Mompou, Frederico Cancion y Danza No. 6  Two Guitars 

Mompou, Frederico Cancion y Danza No. 7  Two Guitars 

 

Mompou, Frederico Cancion y Danza No. 8  Two Guitars 

Monteverdi, Claudio Oblivion Soave  Two Guitar and 

Voice 

Moreno-Torroba, Frederico Amanecer From 

“Estampas” 

Three Guitars; 

Two Guitars 

Moreno-Torroba, Frederico Bailando un Fandango 

Charro 

From 

“Estampas” 

Three Guitars; 

Two Guitars 

Moreno-Torroba, Frederico Camino del Molino From 

“Estampas”  

Three Guitars 

Moreno-Torroba, Frederico Fiesta From 

“Estampas” 

Three Guitars 

Moreno-Torroba, Frederico Fiesta en el Pueblo From 

“Estampas” 

Two Guitars 

Moreno-Torroba, Frederico Juegos Infatiles  From 

“Estampas” 

 

Three Guitars 

 

 

 

Moreno-Torroba, Frederico La Boda From 

“Estampas” 

Three Guitars; 

Two Guitars 

Moreno-Torroba, Frederico La Siega From 

“Estampas” 

Three Guitars; 

Two Guitars 

Moreno-Torroba, Frederico Remanso From 

“Estampas” 

Three Guitars; 

Two Guitars 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Morricone, Ennio Cinema Paradiso From “ 

Nuovo 

Cinema 

Paradiso” 

Two Guitars and 

Violin 

Morricone, Ennio Maturity From “ 

Nuovo 

Cinema 

Paradiso” 

Guitar and Violin 

Nascimento, Milton Cals  Violin, Two 

Guitars 

Nazareth, Ernesto Nenê  Violin, Two 

Guitars 

Nazareth, Ernesto Batuque  Guitar Solo 

Nazareth, Ernesto Brejeiro  Guitar Solo 

Nazareth, Ernesto Celestial  Guitar Solo 

Nazareth, Ernesto Confidencias  Guitar Solo 

Nazareth, Ernesto Elegantissima  Guitar Solo 

Nazareth, Ernesto Ensinerado  Guitar Solo 

Nazareth, Ernesto Eponina  Guitar Solo 

Nazareth, Ernesto Escorregando  Guitar Solo 

Nazareth, Ernesto Expansiva  Guitar Solo 

Nazareth, Ernesto Feitiço  Guitar Solo 

Nazareth, Ernesto Mandinga  Guitar Solo 

Nazareth, Ernesto Pinguin  Guitar Solo 

Nazareth, Ernesto Sarambeque  Guitar Solo 

Nazareth, Ernesto Tango Habanera  Guitar Solo 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Nazareth, Ernesto Tenebroso  Guitar Solo 

Nazareth, Ernesto Turbilhão de Beijos  Guitar Solo 

Nogueira, Paulinho Bachianinha No. 1  Guitar and Bass 

Nyman, Michael The Heart Asks 

Pleasure First 

From “ The 

Piano” 

Two Guitars 

Oliveira , Angenor de 

(Cartola)  

As Rosas não Falam  Voice and Two 

Guitars 

Oliveira , Angenor de 

(Cartola) 

Boa Noite  Voice and Two 

Guitars 

Oliveira , Angenor de 

(Cartola) 

Acontece  Violin, Two 

Guitars 

Pascoal, Hermeto Briguinha de Músicos  Two Guitars 

Pascoal, Hermeto Ovo  Two Guitars 

Pascoal, Hermeto Bebê  Two Guitars 

Pascoal, Hermeto Série do Arco  Two Guitars 

Penha, Altamir & Edinho Nós e o Rio 

 

 Two Guitars 

Piazzolla, Astor Allegro From 

“Tango 

Suite” 

Two Guitars and 

Cello 

Piazzolla, Astor Andante From 

“Tango 

Suite” 

Two Guitars and 

Cello 

 

 

Piazzolla, Astor Ausencias  Two Guitars and 

Violin 



 86

TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Piazzolla, Astor Che Tango Che  Violin, Piano and 

Bass 

Piazzolla, Astor Decanissimo  Two Guitars, 

Violin and 

Bandoneon 

Piazzolla, Astor Escolaso  Two Guitars; 

Two Guitars and 

Clarinet 

Piazzolla, Astor Milonga Per Tre  Two Guitars and 

Clarinet 

Piazzolla, Astor Escualo  Two Guitars; 

Two Guitar and 

Violin 

Piazzolla, Astor Exilio de Gardel  Two guitars and 

Violin 

Piazzolla, Astor Fracanapa  Two Guitars, 

Violin and 

Bandoneon 

Piazzolla, Astor Fuga y Misterio  Three Guitars; 

Two guitars and 

Violin 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Piazzolla, Astor Invierno Porteño Guitar 

Review No. 

100 (Guitar 

Solo) 

Guitar Solo; Two 

Guitars; Two 

Guitars and 

Violin; Guitar 

and Flute; Two 

Guitars and 

Orchestra; Four 

Guitars; Piano 

and Two Guitars 

Piazzolla, Astor Otoño Porteño Guitar 

Review No. 

103 (Guitar 

Solo) 

Guitar Solo; Two 

Guitars; Two 

Guitars and 

Violin; Guitar 

and Flute; Four 

Guitars; Piano 

and Two Guitars 

Piazzolla, Astor Veraño Porteño Guitar 

Review No. 

102 (Guitar 

Solo) 

Guitar Solo; Two 

Guitars; Two 

Guitars and 

Violin; Guitar 

and Flute; Two 

Guitars and 

String Quartet; 

Piano and Two 

Guitars 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Piazzolla, Astor Primavera Porteña Guitar 

Review No. 

101 (Guitar 

Solo) 

Guitar Solo; Two 

Guitars; Two 

Guitars and 

Violin; Guitar 

and Flute; Piano 

and Two Guitars 

Piazzolla, Astor Milonga per Tre  Two Guitars, 

Violin and 

Bandoneon 

Piazzolla, Astor Revirado  Three Guitars; 

Two Guitars and 

Violin 

Piazzolla, Astor Whiskey  Two Guitars 

 

Piazzolla, Astor Zita  Two Guitars; 

Two Guitars and 

Cello 

 

Piazzolla, Astor Tango Etudes (1,3  

and 5) 

 Flute and Guitar 

Pixinguinha, Alfredo Viana  Rosa  Two Guitars and 

Voice 

Pixinguinha, Alfredo Viana Marreco Quer Agua  Violin and Two 

Guitars 

Pixinguinha, Alfredo Viana Carinhoso  Two Guitars 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Pixinguinha, Alfredo Viana 

& Benedito Lacerda 

Um a Zero  Two Guitars 

Powell, Baden Tempo Feliz  Solo Guitar 

Purcell, Henry See, Even Night  Two Guitars 

Rameau, Jean-Philippe Allemande  Two Guitars 

Rameau, Jean-Philippe L’Egyptienne  Two Guitars 

Rameau, Jean-Philippe La Poule  Two Guitars 

Rameau, Jean-Philippe Les Cyclopes  Two Guitars 

Rameau, Jean-Philippe La Follette  Two Guitars 

Rameau, Jean-Philippe Musette En Rondeau  Two Guitars 

 

 

Rameau, Jean-Philippe Rigadon  Two Guitars 

Rameau, Jean-Philippe Le Rappel des Oiseaux  Two Guitars 

Rameau, Jean-Philippe Gigues 1 and 2  Two Guitars 

Rameau, Jean-Philippe Les Tendres Plaintes  Two Guitars 

Reinhardt, Django Nuages  Two Guitars and 

Violin 

Reis, Dilermando Uma Valsa e Dois 

Amores 

 Guitar Solo 

Rosza, Miklos Spelbound  Two Guitars and 

Violin 

Rota, Nino Medley – La Dolce 

Vita; La Strada; 

Amarcord 

 Two Guitars and 

Violin 

Scarlatti, Domenico Sonata L.33 Unfinished Guitar Solo 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Scarlatti, Domenico Sonata L. 38 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L. 65 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L.118  Guitar Solo 

Scarlatti, Domenico Sonata L. 241  Guitar Solo 

Scarlatti, Domenico Sonata L. 305 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L. 325 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L.331 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L. 347 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L. 405 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L. 430  Guitar Solo 

Scarlatti, Domenico Sonata L.438 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L. 450 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L.460 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L.465 Unfinished Guitar Solo 

Scarlatti, Domenico Sonata L. 498 Unfinished Guitar Solo 

Soler, Pedro Sonata No. 10  Three Guitars 

Soler, Pedro Sonata No. 17  Three Guitars 

Stravinsky, Igor March From 

“Three Easy 

Pieces for 

Piano Four  

Hands”  

 

 

 

 

Two Guitars 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  Remarks Instruments 

 

Stravinsky, Igor Polka From 

“Three Easy 

Pieces for 

Piano Four  

Hands”  

Two Guitars 

Takemitsu, Toru Kaseki  Two Guitars and 

Violin 

Telson, Bob Blues Harp From 

“Bagdad 

Cafe”  

Violin 

Tiso, Wagner Choro de Mãe  Two Guitars 

Towner, Ralph Beppo  Solo Guitar 

Towner, Ralph When the Fire Burns 

Slow 

 Solo Guitar 

Towner, Ralph Ecotopia  Two Guitars and 

String Quartet 

Traditional Fantasia on Dark Eyes  Two Guitars and 

Violin 

Unknown author Carol of the Bells  Two Guitars and 

Violin  

Veloso, Caetano Tropicalia  Marimba, Flute, 

Violin and Two 

Guitars 
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TABLE 1 - CONTINUTED 
 

 

   

Composer Title  

 

Remarks Instruments 

 

Villa-Lobos, Heitor  Miudinho  Two Guitars; 

Two Guitars and 

Clarinet 

Villa-Lobos, Heitor Choros No. 1  Two Guitars 

Villa-Lobos, Heitor Lenda do Caboclo  Two Guitars 

Villa-Lobos, Heitor Mazurka -Choro From “Suite 

Populaire 

Brasilenne” 

Two Guitars 

Villa-Lobos, Heitor Preludio  From 

“Bachianas 

Brasileiras 

No. 4”  

 

Two Guitars 

Waters, Rogers Another Brick in the 

Wall  

From “Pink 

Floyd ; The 

Wall”  

Two Guitars and 

Violin 

Williams, John Schindler’s List  Two Guitars and 

Violin 
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APPENDIX B: SÉRGIO ASSAD’S DISCOGRAPHY 

 

 

 

 

1974: Latino America 

(Continental 1-035-404-006) 

* Recorded with the Armorial orchestra 

 

1978: Complete Villa-Lobos works for solo guitar  

(Kuarup Discos KLP 003/4) 

* Re-released in 2005 

 

1979: International Rostrum of Young Performers 

(Opus 9110041/2)  

 

1980: Os Choros de Camera 

(Kuarup MKCD-002) 

* Sérgio Assad plays Choro No. 1 solo 

 

1981: Musica Nova do Brasil 

(Funarte/Promemus MMB 81.022) 

* Solo recordings by Sérgio Assad 

 

1983: Marlos Nobre/Yanomani 

(EMI-Odeon 31 C 0634422921) 

 

1983: Concert at the "Y" 

(Guitar Review –Spring) 

*Recorded live at the YMCA, New York City, NY; February 3, 1983 
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1984: Lo que vendrá - Gnattali, Rodrigo, Piazzolla  

(GHA 126.021) 

*(re-released 1992) 

 

1985: Latin American Music for Two Guitars  

(Nonesuch 79116) 

*( re-released 1993) 

 

1988: Alma Brasileira (re-released 1993) 

(Nonesuch 79179) 

 

1989: Violões: Projeto Memoria Brasileira 

(Crescente CR 0009)  

 

1991: Two Concertos for Two Guitars 

(GHA 126.018)  

 

1992: The Other Side of Jobim  

(Chesky JD73) 

 

1993: Sérgio & Odair Assad play Rameau/Scarlatti/Couperin/Bach 

(Nonesuch 79292) 

 

1994: Natsu no Niwa Suite 

(GHA 126.029)  

 

1995: White Moon: Songs to Morpheus 

(Nonesuch 79364)  

 

1995: The Best of Classical Guitar – Vol. 1 

(GHA 126.034) 
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1996: Saga Dos Migrantes 

(Nonesuch 79365) 

 

1996: The Best of Classical Guitar – Vol. 2 

(GHA 126.039) 

 

1997: El Tango 

(Nonesuch 79462-2)  

 

1998: Soul of the Tango  

(Sony SK63122)  

*(Grammy Award Winner) 

 

1998: Fuga y misterio 

(GHA 126.027)  

 

1999: Velho Retrato 

(EGEA Edizioni Discografiche SCA 068). 

 

2000: Nadja Salerno-Sonnenberg, Sérgio and Odair Assad 

(Nonesuch 79505-2). 

* All compositions by Sérgio Assad 

 

2000: Three Double Concertos (2000) 

(GHA 126.046)  

 

2000: The Best of Classical Guitar – Vol. 3 

(GHA 126.050) 
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2001: Sérgio and Odair Assad Play Piazzolla  

(Nonesuch 79632-2)  

*(Latin Grammy Award Winner) 

 

2001: A Very Special Album 

(GHA 126.045) 

 

2001: Orquestra de Cordoba – Three Double Concertos 

(GHA 126.046) 

 

2003: Obrigado, Brazil  

(Sony SK89935) 

*(Grammy Award Winner) 

 

2003: The Best of Classical Guitar – Vol. 4 

(GHA 126.054) 

 

2004: Obrigado Brazil Live in Concert  

(Sony SK90970)  

* (Latin Grammy Award Winner) 

 

2004: Live in Brussels 

(GHA 126.055)  

 

2005: Sérgio and Odair Assad and their Family: A Brazilian Songbook 

(GHA 126.058) 

 

2006: DVD - Um Momento de Puro Amor 

(GHA 126.460)  
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2006: The Debut Concert – Brussels 1983 

(GHA 126.057) 

 

2007: Jardim Abandonado 

(Warner/Nonesuch 278140-2) 
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APPENDIX C: LIST OF P ERIODICALS FEATURING SÉRGIO ASSAD AND HIS 

MUSIC  

 

LIST A  

 

Assad, Sérgio. “ Invierno Porteño by Astor Piazzolla,” Guitar Review, Winter, No. 100, 1995.  

 

--- “ Primavera Porteña by Astor Piazzolla,” Guitar Review, Spring, No. 101, 1995.  

 

--- “ Verano Porteño by Astor Piazzolla,” Guitar Review, Summer, No. 102, 1995.  

 

--- “ Otoño Porteño by Astor Piazzolla,” Guitar Review, Fall, No. 103, 1995.  

 

--- “Angela by Sérgio Assad,” Fingerstyle Guitar, no. 38, n.d. 

 

--- “Sérgio and Odair Assad: Duo Guitarists Extraordinaire, Fanfare, April, 1993. 

 

Cmiel, Scott."What's Bred in the Bone," Acoustic Guitar, May/June, 1995: 72-76, 114. 

 

Cooper, Colin. "A Duo for Our Time," January, 1994: 11-16. 

 

Ferguson, Jim. “Assad State of Affairs,” Guitar Player, April, 1995: 99-102. 

 

Filippo, Michelangeli. “Una chitarra per due” Seicorde, March/April, No. 26, 1991: 4-7. 

 

Gagliano, Dimitri. “I Ragazzi Venuti Dal Brasile,” Seicorde, July/September, No. 64 2000. 

 

Gonsalo, Molano. An Interview with Sérgio Assad. 2002. Guitarra Magazine 

 www.guitarramagazine.com/Sérgio Assad (accessed January 2, 2008). 
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Grotmol, Tom. "Sérgio and Odair Assad," Soundboard, Winter, No. 3, 1997: 13-16. 

 

Holland, Bernard. “The Classical Guitar of the Assad Brothers”, The New York Times, March 17, 

 1988: p.C32. 

 

Kozem, Allan. “The Assads – A Duo Triumphs in a World Dominated by Solists,” Guitar 

 Player, December, 1987: 34 – 41. 

 

Matarazzo, L. “Vita di duo ...,” Guitart, January, 1997: 4-11. 

 

Muttray-Kraus, Thomas. “n.t,” Samstag, November 25, 2000. 

 

Nygaard, Scott. "The Witch's Cauldron," Acoustic Guitar, August, 1997: 72-85. 

 

Oosterhout, Bauke. "The Assad Brothers, interviewed by Bauke Oosterhout,” Classical Guitar, 

 January, 1986: 11-15. 
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LIST B 

 

 This following list was cordially given by Sérgio Assad and consists of periodicals 

featuring him. In this list, information such as author, title, or page numbers are not available, in 

spite of numerous attempts to obtain it. 

 

Bravo, December 2004: 68-71. 

 

Guitarist Acoustic, October 2004: 120-122. 

 

To Allo Vima, February 24, 2002. 

 

Guitare Classique, October 2001: 12-17. 

 

Chitarre Classica, March, 2000: 4-7. 

 

Akustik Gitarre, March, 1999: 20-22. 

 

The Gendai Guitar, July 1989: 34-39. 

 

Latina, June: 1989: 8-11. 

 

MAIS Semanário, April 15, 1989: 14. 

 

Music Maker, December, 1988: 32-34. 

 

Gitarre und Laute, November/December 1988: 8-14 

 

Oregon's Regional Arts Magazine, February, 1988. 
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Il Fronimo, April, 1987: 8-11. 

 

The Gendai Guitar, 1986: 20-25. 

 

Chitarre, June, No. 3, 1986: 64-65. 

 

Les Cahiers de la Guitare, No. 16, 1985: 4-5. 

 

Rhythm, June, 20-21. 
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APPENDIX D: PERMISSION 

 

 

Re: permission 

Domingo, 13 de Julho de 2008. 11:49am 

 

"Sergio Assad" <sergioassad@mac.com> 
 
"jpfigueiroa@yahoo.com.br" <jpfigueiroa@yahoo.com.br> 

 
Dear Mr. Figueiroa, 
 
I am glad to send you my permission to use  
the requested music examples in your treatise.
 
Sincerely, 
 
Sergio Assad 
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BIOGRAPHICAL SKETCH  
 

 João Paulo Figueirôa began his formal music training with his father, and later with Dr. 

Mario Ulloa at Universidade Federal da Bahia, Brazil, where he received his Community 

College Artist Diploma and his bachelor’s degree. Dr. Ulloa wrote “João Paulo Figueirôa is one 

of the best guitarists of his generation,” and Dr. Eduardo Meirinhos, head of the guitar 

department at the University of Goiania - Brazil, wrote “João Paulo possesses a refinement and a 

musical understanding, in addition to a technique that is idiomatic to the instrument.” 

 His first concert occurred at the age of fourteen and he made his orchestral debut a few 

years later in Salvador - Bahia. During his undergraduate career, Figueirôa gave over one 

hundred live performances, including solo recitals and appearances on TV and radio shows. He 

has performed in several cities in Brazil such as São Paulo, Rio de Janeiro, Belo Horizonte, 

Caxias do Sul, Aracajú and Salvador. Figueirôa has also performed in Argentina at Mar Del 

Plata and Buenos Aires. His U.S. appearances include Tallahassee (FL), Miami (FL), Kansas 

City (MO), Boston (MA) and Los Angeles (CA). In summer 2005, the TV channel TVE – Bahia, 

recorded a special about his life and broadcasted a live concert on national television. He has 

also performed with different orchestras and conductors such as Piero Bastianelli, Paulo Novais 

and Welligton Gomes, playing concertos by Ponce, Rodrigo and Vivaldi.      

 Mr. Figueirôa is laureate in more than a dozen guitar competitions. His awards include 

the first prize at the Fourth Annual Musicalis National Competition in 2000, prize winner in the 

2nd National Competition of Young Soloists hosted by the Orquestra Sinfonica da Bahia in 

Brazil in 2003, The national first prize at the Music Teacher’s National Association Collegiate 

Artist Competition (MTNA) in 2004, and the first prize at the Columbus State Guitar 

Symposium in 2007. 

 As an educator, João Paulo Figueirôa has held faculty positions in Brazil and the United 

Sates, and he has been in demand as a master class teacher. Between 2003 and 2008 he served as 

graduate assistant at Florida State University, where he was nominated for an outstanding 

teaching assistant award in 2006. 
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