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ABSTRACT

Sérgio Assad (b.1956) and his brother, Odair Assad;argidered today one of the most
important guitar duos in the world. Sérgio Assad’s contipos and arrangements for the guitar
are no less significant than his perhance skills. He has composed more than forty pigwe
guitar and different consorts of instrumemtg]udingguitar and clarinet; choir and two guitars;
guitar and flute; guitar and orchestra; and many others

The purpose of this project is to idéynthe composers, styles, and techniques that had a
direct influence on Sérgidssad’smusic, to describbis works, and to evaluate his significance
in the history of Brazilian guitar music.

Chapterl gives a brief history of the guitar in Brazil as s a survey of the main
composers and genres of guitar music in Brazil sincedhg days of the choro until the late
fifties, whenAssadwas born.

Chapter2 is divided in three parts: “Sérgio Assad,” “The Duo Assadd “Assad’s
Compositional Styl&.The first part is based on an interview made by the-kvedivn Brazilian
guitariss Fabio Zanon and Luciano César de Morais. This seutitbdescribe Sérgio’s early
education and guitar training. The second part withdestrate how the successful
devdopments of the duo’s career determidessads future as a composer and an arranger. The
last part is a description of the compositional techniqueAdsadapplies in his music

Chapter3 is an annotated bibliography Assads works. The annotationsilvbe organized
chronologically. It will contain information such as pshblers, instrumentations, recordings and
approximate performance duration. Comments abougehesiof each piece and its main
compositional features will be added based on skpaxate interviews that | conducted with

Assad.

viii



CHAPTER 1

A BRIEF HISTORICAL PANORAMA OF THE GUITAR IN BRAZIL DURING
THE TWENTIETH CENTURY UNTIL SERGIO ASSAD

The Guitar during the Colonial Period

Since the dawn of Brazil’s history, different cukta and religions have crossed ways
peacefully; these various ethnic elements have jointipédrthe country’s musical character.
One of the earliest influences on Brazilian culture modic came from Europe. Brazil was
colonized by Portugal when the doqer Pedro Alvares Cabral arrived in 1500. Throughout the
three centuries of colonization, the Portuguese broughtroaay important elements of
European culture. After Napoleon Bonaparte’s troops ied&brtugal in 1807, Dom Joao, the
prince regent anfliture king of Portugal, escaped to Brazil with his coug family, and much
of the kingdom'’s richness. Other influences in Brazil cénoen Africa. Between 1538 and
1888, millions of Africans were captured and shippeddlas slaves, and the Africamtures,
religions, languages, and dances were slowly introducteetoountry. Chris McGowan and
Ricardo Pessanha, coauthordbE Brazilian Sound: Samba, Bossa Nova, and the Popula
Music of Brazil state that African culture survived in a purer fomiBrazil than in North
America’ Nowadays, the product of these racial mixtures hasmbecim the hands of erudite
composers, part of the Brazilian music musical stytaz#ian composers have frequently been
inspired by popular forms of music or frdoiklore manifestations and traditional music.

Just as music is an integral part of Brazil's culture, theagis an integral part of the
country’s musical manifestation. The first models witay were brought to Brazil in the

beginning of the 1500s hifze Jesuits, who used the vihuelas, lutes, and Baroquesguitis

! Chris McGowan and Ricardo Pessariftze Brazilian Sound: Samba, Bossa Naral the Popular
Music of Brazil(Temple University Press: Philadelphia, 1988), 13.

2 Claudio Sant'/Ana A histéria do violdo ao longo dos tempos da deametrépole brasileira,
http://www.violaomandriao.mus.br/historia/sampagedhtm(accessed January 2, 2008).



important to mention that the contemporary classical gsigaresult of an organological
developmenturing the nineteenth century. The development of thamisibasically divide in
two periods. The first period is characterized by the merse guitar, which underwent a
number of changes. The continual transformation resirtadsixstring guitar in the early
nineteenth century, which marked the beginning of thengkperia. This renewed sistring

guitar also underwent some modifications and eventuattpine the modern guitar.

The Guitar during the Eighteenth and Nineteenth Centuries

During the eighteenth and nineteenth centuries, Brazilialosthe same prejudice
aganst the guitar as Europeans did. The guitar was assowdtetard drinkers and people of
the lowest class. The piano, on the other hand, wasstranment of the wealthy and the upper
class® In Rio de Janeiro and S&o Paulo, most upper and nititishomes had a piano, and the
pianos were so popular that Rio de Janeiro and Sdo Ratdonamed th€ities of Piano$.In
the second half of the nineteenth century, the moddtargvas essential for the accompaniment
of themodinhasandchoros The Modirhas was a style of sentimental song developed in the
nineteenth century. The Choro was one of the most imgartasical genres in the Brazilian
musical culture. It became known in the late nineteemtucgin Rio de Janeiro. Tamara
Livingston states thiahe termchoroused to refer to a style of interpreting popular European
dance music developed by ensembles based on thé fiudeo guitar, anccavaquinhgsmall
string guitar)> The first choro ensemble was formed by Joaquim AntoaiSitva Calad¢1848
1880), who was named the father of the choro. The badame a genre when new pieces
started to be composed based on that style. The devahfthe choro happened when choro
musicians, ochordesstarted to have informal meetings,rodas dechoro,to play and have
fun. These choro sessions were based on improvisapoasentations of new compositions, or

friendly competitions.

% Josef Woodard,Performing Arts; Classical Guitar's Dynamic Duo @isifies;Sérgioand OdairAssad
depart from the format with which they synonymougHome Edition],”Los Angeles Time#épril 9,2000Q

41bid., 3.

® Tamara Elena Livingston, “Choro and Music Revisaliin Rio de Janeiro 19713995,”
Ph.D. dissertation, University of lllinost UrbanaChampaign, 1999.



The wordchoroliterally means to cry. The exact etymology of the wisrdnknown, and
chorocan be used in diffent situations, with different connotations. The choro mibée is also
calledregionalor conjunto de chororlraditionalregionalis primarily formed by a guitar,
cavaquinhaandpandeiroflute or mandolin. Choro is characterized by syncopatethniny that
can be played in a variety of tempos. Choro musicianddwather in parties, seeking to
promote sociability among the players and the listenerathosphere of camaraderie is just as
important as the technical skills of the players. Virtuoaitg hunoerous character (also called
malicia or malandragemare also experienced in the pieces and by the pl&3eiste the era of
radio, most Choro musicians did not know how to readienfapart from some soloists who
were composers) and everything was pldygeéar. Many composers used to write with
unexpected modulations and virtuosity. The objective wésatch” the accompanist, who
played the harmony by ear and could not stop, butesspd finesse by performing all the
complicated harmonic progressiohater thesenalandragengestures were added also in the
title of the choro piecesnfernal (Hell), EscorreganddSlipping Away),Segura Elg¢Hold Him)
andEspinha de Bacalha(Codfish Bones) are examples of this frequent pracfites last one
was compsed by Severino de Araujo (b.1917) and preseniistacate rhythm. It is intended to
be played as fast as possible.

The choradSegura Elewhich means “hold him’is an allusion to holding the soloist who
is playing really fast. VillaLobos also uses threalandragemn his work. TheChoros no. 1
starts with three fermatas in the first three notes: Aitlhos intends to create a playful
character in the music where the interpreter shoulddd&ioso(playing with humorous
character) with the duration efich note (Examples 1 and 2). The delighted aueieoald

experience all this musical diversity while drinking, talkinggd meeting people.

Quasi andante(J = w)
cun- =

Example 1: Heitor VillaLobos,Choros no. 1mm. 12.



cresc. ammadao

Example 2: Heitor VillaLobos,Choros no. 1mm. 1113.

The Evolution of the Classical Guitar in Brazil until 1930

“O violdo, que atualmente é um instrumento vulgar.”

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

The Brazilian elite society in the early twentieth centuag stil attached to European
culture. For this reason, intellectuals, writers, politicidasdowners, and aristocrats considered
the guitar an instrument for tih@rdeisandtabernag(taverns), but not the concert halls.
Between the years of 1904 and 193@, history of the guitar took a different turn, thanks to a
series of events and performers, among whom were Améaicomino, o€anhoto (1889
1928), Agustin Barrios (1885944), and Josefina Robledo (18B272).

Ameérico Jacomino, orCanhoto (18891928)

The first documented guitar concert in Brazil, given byGlban Gil Orozco, took place
in 1904. The first Brazilian performer giving his first guitecital was Ameérico Jacomino, or
Canhoto (1889.928), in 1907.

Canhoto is considered the first Braziliguitarist with a performance carééte did not

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

® “Um interessante inventbO Estado de S.PauldFebruary 22, 1914, p. 3.

" Fabio Zanon, © violdo no Brasil depois de Villaobos,” http:/vcfz.blogspot.com/2006/054zolac-no-
brasitdepoisde-villa.html (accessed January 2, 2008).



side, but without inverting the strings. His father, an Itallmamigrant, forbade him to play the
guitar, soCanhoto secretly taught himself and in the process deagtlap unusual technique,
where his thumb played the melodies, and the other fintdpersccompaniment. His first recital
dated from 1907 in the city of Ribeirdo Preto in Sdo Paulo

The year of 198 represents the beginning of an important point in the histidie
guitar in Brazil. Canhoto gave a concert at@onservatério Dramatico e Musicad major
recital hall in S&o Paulo. Through this concert Canhoto aetlieespect in the highest layefs
society in S&o Paulddanuel Leiroz, a writer from the newspai@Estado de Sao Paulo,

reviewed Canhoto’s concerts:

E preciso porém v, para se poder fazer uma idéia nitida do artistalo/éom

disposicado de espirito, como nés o vimos.

One reeds to watch him to have a clear idea of the artishthet. To see him with the

same warm spirit, as we saw him.

Agustin Barrios (18851944)

The Paraguayan guitarist Agustin Barrios (:8884) also gave his first recital in Brazil
in 1916 and had similar success. His concerts were warmly received: rewesws glowing,
and invitations for more recitals poured in. Barrios dgwed a great reputation in Brazil. On the
flyers of one of his concerts, dated from 1929 afTisatro Municipal de Sao P&y he is called
the king of the guitaBarrios’s success allowed him to tour the whole couainy, his legacy
affected significantly the perception of the guitar @smcert instrument. For many decades in
South America and in Brazil in particular, Bas was better known than Andrés Segovia.

% Ibid., 6.

° Claudio Sant'’AnA Américo Jacomino (Canhotd),
http://violaomandriao.maibr/historia/violaoemsampa8.h{accessed January 2, 2008).
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Figure 1 : The program of Barrios’s concert in S&o Pdated from August 1, 1916.

Josefina Robledo (1892972)

Another important figure is the Spanish guitarist Josefina Rol§lE#E21972). A former
student of Francisco Tarrega (185209), Robledo came to S&o Paulo to escape the war in
Europe. She performed in S&o Paulo in the same pasi@arrios and Canhoto. "Her refined
style created a sensation in the city, not only bexatitie high level of her performance skills

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

The year 1916 thus marked the beginning of a sequ#rgreat events that contributed

to the better recognition of tigiitar in theelite paulistangSéo Paulo’s wealthy eliteJosefina



Robledo, Agustin Barrios, and Americo Jacomino are censttithe most important artists who

contributed to the recognition of the guitar in Brazil.

The Brazilian Guitar Music and Its Roots

Joao Pernambuco (1883947)

The proclamation of the republic happened in Brazild89 and it produced a social and
cultural revolution in music. The new federal capital, &oJaneiro, became the most important
cultural center and the birthgla of the choro. Influenced by the choro, a great reurab
guitarist composers appeared in the musical scene. Qhe ofain figures in Rio de Janeiro was
the guitarist Joao Texeira Guimaraesjadio Pernambuc(l8831947). Originally from the
northeastrn state of Pernambuco, the guitarist moved to Rio dérdand.904. Pernambuco
taught in a music store call€Cavaquinho de Ouravhich became a meeting place for the
rodas de chor@nd was frequented by important local musicians, inctudfifia-Lobos. In one
of the trips to Rio de Janeiro, Agustin Barrios visited@h€avaquinho de Ourand befriended
Pernambuco. In fact, some of Barrios’s pieces su€haso da SaudadandMaxixeshow
evidence of the influence of Brazilian music (see FigB9)1912, Pernambuco was well known
in Rio de Janeiro. As an inveterateordag he made great contributions to the music through his

choro compositionsAbout Pernambuco’s choro pieces, \Allabos states:

Bach n&o teria vergonha de asdiogicomo seus’

(Bach would not have been embarrassed if these wereshisp

19 Angelo Zaniol, “Joao Pernambucdittp://joaopernambuco.com/03.htfakccessed January 2, 2008).



Figuere 2: Rio de Janeiro, 19293ustin Barrios in the center, Jodo Pernambuco standing o
Barrios’s right, and Quincas Laranjeiras.

Fabio Zanon states that it is possibd observe Pernambuco’s influence on Milédbos's
guitar work. One of the common idioms of the guitar,ghrallel chordal writing used in many
of Villa-Lobos's guitar works is also found in many pieces bydebuco** Example 3 below
is an excerpt tan from VillaLobos’s guitaiEtude no. 1In this passage, beginning in measure

16, the diminished chord shape progresses chromaticailg the fingerboard in the
fingerboard.

Example 3: GuitaEtude no. by Heitor VillaaLobos mm. 1518.

In Pernambuco’slongofor guitar, the same artifice is used, also with a dimadsthord
(Example 4).

1 Cultura FM(2006, August 30D Viold comFébio Zanon S&o Paulo, SMBrazil.



Example 4Jongoby Jodo Pernambuco, mm-1Z.

Fabio Zanon also affirms that the wktilownPrelude no. §Example 5) by VillaLobos

is based onme of Pernambuco’s waltzes cal®ohho de MagisdExample 6)*2

Example 5Prelude no. Sy Villa-Lobos, mm.1.

Example 6 Sonho de Magiay Jodo Pernambuco, mm.1.

Another important year was 1932 when Roque RicciardiPdraguassu, a godriend
of Canhoto, edited the first Brazilian guitar method bddie book became well known in the

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

12 1pid., 11.



teaching theviolao seresteirda style of accompaniment palar in the first half of the twentieth

century)than for classical guitdf

Heitor Villa -Lobos and his Legacy

Even though many guitars were brought to Brazil duringthenization period, as a
concert instrument the guitar is still relatively n@vis background makes the figure of Heitor
Villa-Lobos even more special in the Brazilian history. Vil@bos was a singular phenomenon.
His fascination for the choro was first demonstrated in hishyavhen he played guitar in the
rodas de chord? The biggest part of his work for the guitar prior to 1920 is last his only
well-known production from this period is tisaiite Populaire Brésilienn@91223), which was
published only decades later in France. Higlve Studies for Guitacomposed in 1929
expanded the technical limits of the guitar. It was publishd®53. Andrés Segovia, to whom
Villa-Lobos had dedicated this work, added some of the studms toncert program in 1947,
almost two decades after they were composed. To exprilonggap between the conception
of theEtudesand their publication date, Fabio Zanon points to thedhcommercial value due
to their innovative languagg.Villa-Lobos stretched the guitar technique to a point never
reached before by any composer. His watve approach was not only technical but also
musical. Ostinatos, unpredictable harmonic desigmgrapuntalanguage, mixed with Brazilian
rhythms and melodies are examples of techniques thatdukeini his sophisticated compositional
writing.

Conmposers and performers such as Barrios, Pernambut&arhoto were not
“classical enough” for the artistic project of Villaobos. He did not intend to create a clear
distinction between the classical and the popular music. ##whkis musical projectd
abilities produced a very clear distinction, and this concegutugdly grew from the 1930s to the
1950s. The effect that Vilaobos had on the Brazilian musical scene, and notiartlye
guitarists community, was immense. He was the piondaetmlmany different musical

traditions and trends. The musicologist Vasco Mariz reétersm as the only member of a first

13 Claudio Sant'Ana, “O Violdo Paulistana Década de(3”
http://www.violaomandriao.mus.br/historia/violaoeamgpa9.htn{accessed January 2, 2008)
14 Choros Jam Sessions.

15 Cultura FM(2006, AugusB0) O Violdo corrFabio Zanon S&o Paulo, SP. Brazil.

10



nationalistic generatiotf. There were other nationalistic composers before ¥itlhos, but
polemically his originality leads some mudigists'’ to attribute to him this legacy. One point
is agreed upon by all: his life and work changed the eanfrall Brazilian music making that

followed.

The Generation Influenced by VillaLobos

The influence created by Vilaobos’s compositiongbroduction influenced many of his
contemporary composers, as well as future ones. He wad only in a very Brazilian
traditional style but also a deeply sophisticated music. A ligtedt composers who inherited
Villa-Lobos’s legacy includes LorenZ@rnandez (1891948), Camargo Guarnieri (190B93)
and Francisco Mignone (1894R886). These were some of the most important compo&ére

nationalistic school in Brazil.

Oscar Lorenzo Fernandez (18921948)

Vasco Mariz relates in his book that dgri@scar Lorenzo Fernandez’s time, everything
indicated that he would be considered Vlliabos'’s successdf.His intense activity as a
conductor, teacher and composer displayed his musicitiegian the Brazilian musical scene.
According to Mariz, a yaaefore his death Fernandez was the most performelian
composer in Rio de JaneitdHis contribution to the guitar, however, was actually lsrse
just composed a little prelude and arranged for guitarigmal piece written for piano called
Velha Modinha.This piece was later dedicated to Andrés Segovia. Féeaatied prematurely,

after a concert he conducted.

% Vasco Mariz Historia da Musica no Brasi(Rio de Janeiro, 1983), 111.
bid., 16.
% bid., 16.
¥ bid.,16.
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Mozart Camargo Guarnieri (1907-1993)

Mozart Camargo Guarnieri is another prominent Brazilian as®p His output shows a
very strongnfluence of the Brazilian nationalistkle alsowrote in all the major genres and
had a clear positioagainstatonality and serialisnmActive in different areas of music,
Camargo Guarnieri was conductor, member oftb@demia Brasileira de Musicand
director of the S&o Paulo Conservatorio, where he algihtaGiamargo Guarnieri is
another example of a great Brazilian composer who prodaieedy small number of

pieces for guitar.

Francisco Mignone (18971986)

According toFabio Zanon, the main reasthat fine composers such as Camargo
Guarnieri and Lorenzo Fernandez have a small produidrayuitar is due to their unfamiliarity
with the idiom of the instrumer?.Francisco Mignone, however, composed more often for the
guitar during the 1970s. Hesaxiated with many important Brazilian guitarists who were
starting their international careers, like Carlos Barbosal(im1944), Turibio Santos (b.1940),
Sérgio and Eduardo Abreu (b.1948, 1949), and Sérgiddalair Assad (b.1952, 1956). His
work is fonded in the nationalistic school and represents a majoneear the guitar in the

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

The Age of Radio

In 1923 the Brazilian radio started airing reguleoadcasts. Initially used as an
educational device to broadcast classical music, by t#8fadio stations broadcast mainly
popular music. In 1935 Dictator Getulio Vargas requa# radio stations to ak Hora do
Brasil, a show consisting of newsplgical propaganda, and music, between 7:00 and 81d0 P
A Horabecame popular among all audiences in Brazil. The mgxirbant musicians during

that time were broadcast by the program. This alsoysemtinew jobs for musicians. Most radio

2 bid., 6.
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stations, tdulfill all the musical needs, hired at least one-tutie regionalgroup. It became
important for theegionalplayers to learn to read music. The most powerful radtmata
became th&®adio Naciona(National Radio). By 1940 it employed around 160runsentalists,
90 vocalists, and 15 conductors. Some important guitatistsas Dilermando Reis (1916
1977), Anibal Augusto Sardinha, nicknamed Garoto (1B355) and Radamés Gnatalli (1906

1988), built their careers around their involvement waitiio boadcasting.

Dilermando Reis (19161977)

Dilermando Reis was one of the most popular instrumergatigshe country. When he
started to play guitar, there were a few pieces writtesdbo guitar in Brazil. Reis worked hard
his whole life to achieve spect as a musician and to expand the guitar repertoirdidHe
become famous and found the main pillar of supportradeo career.

In 1933, Reis moved to Rio de Janeiro and had as hsmate Jodo Pernambuco. Reis
worked in a music store callédGutarra de Prata just next door to th® Cavaquinho de
Ouro,where Pernambuco has previously worked. Later onwRassnvited to join a radio
station. His initial accomplishments in the radio businesiledo have his own show at a
young age.

Reis’s compositions represent the true soul of the Brazilian @usends of his time.
Throughout his recordings, the evocative style ofs#resteirosingers is evident. The
seresteirds a term used after 1900 when musicians started to gatther strets to make
serenades. They became knows@®isteirosinfluenced by Brazilian music, they developed a
style and a particular way of interpreting the Braziliangso Reis played a steel string guitar
and he knew how to use the great sustain of thasgsto achieve thgeresteiro cantabileA
great amount of vibrato is also used as well as an arttanpaf the bass notes, giving a
sentimental feel to theeresteiros.

Reis recorded during his life thirfiwe discs in 78rpm and twenfijve LPs. Hisfame
was such that he had a radio show calad Majestade ao Violdd our Highness on the
Guitar). He was able to introduce the guitar to the upfass society. He was also the first

guitarist to play in the new Federal Capital, Brasiliatier preglent Jucelino Kubstchek.
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Anibal Augusto Sardinha, or Garoto

Garoto (the boy) is one of the most important figurebénhistory of Brazilian music.
He was not as famous as Reis, but his influence would cliheg®urse of the history of
popular nusic in Brazil. Born of Portuguese immigrant parentsp@eearned to play the
mandolin early in his life. He also managed to learn otlgruments such as the banjo,
cavaquinhoandguitar, and he was well known at a young age for hisgtechnige and his
ability to play so many instruments well. Later, he gainezheyreater fame for his guitar
performances and composition style. In 1930 Garotoalvaady working for a radio station and
had the chance to accompany many important singe@ctbiber 1939 he played with Carmen
Miranda’s band, Bando da Lua, and spent many yedheill.S. performing in important places
such as the White House, Broadway, and Hollywood. [Qutis time, Garoto widened his
harmonic vocabulary to include American damhich he later applied in his compositions.
When Garoto played with Miranda, his guitar ability antspeal style made him a star in the
band, which caused him problems with the band’s manbig®n his return to Brazil, Garoto
worked for the powerfuRadio NaicionalThere, he had many work colleagues, among them
César Guerr®eixe (19141993) and Radamés Gnatalli (190888). Garoto was the first
Brazilian guitarist to play as a soloist in an orchestral conderpremiered Gnatalli's second

guitar @ncerto at th@eatro Municipal do Rio de Janeifd.

Garoto’s compositions are rich with different musidahgents and a harmonic design
that was not conventional for his time. During the 1930s1&4@s, the harmonic plan of
Brazilian music was still nasw and did not extend to dissonances such as addéd,saxided
ninths, and augmented and diminished chords. GarotgbtaLdifferent harmonic design to the
Brazilian popular music, especially the choro. The clitstorreganddy Ernesto Nazaré
revealsa commonly used harmonic progression. It sta#ga — V7 —1. At the end of the A
section, the harmony develops to theM7/IV — IV —vii°/V —1 —ii =V —1. This harmonic
progression is still strongly based on the nineteestitury European tratbnal music such as

the polkas, mazurkas, and waltzes.

Garoto started to employ a new harmonic concept in Brazigditional music.

Example 7 shows this new harmonic approach. Accordifrgbio Zanon, one of the main

21 Cultura FM(2006,0ctoberl8) O Violdo conFabio Zanon S&o Paulo, SP. Bril.
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consequences of Garoto’s writimgs that his music became too sophisticated to be
commercially attractive. Example 8 also illustrates sonthethords used by Garoto. This
Choro,Jorge do Fusabegins with a D majeseventh chord instead of starting with a simple D
chord. After an unusal passing sonority on the second beat of the fiestsure, the following

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

Example 7Jorge do Fusdy Garoto, mm. 1.

Garoto’s exploration of different musical elemeistaot only harmonic but also melodic.

In Example 8, Garoto uses a whotae scale in the middle of the line.

Example 8:Jorge do Fusdy Garoto, mm. 8.

Garoto implanted in Brazilian popular music the foundatar the growth of the Bossa
Nova Some musicologists, however, think that the Bossa Neasalready established in
Garoto’s music. The advent of the Bossa Nova, ChoddSamba developed many aspects and

gualities in the Brazilian popular music.
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In spite of all the innovations, Garoto’s aRdis’s compositions were never as

sophisticated as Vilkhobos's.

Radamés Gnatalli (19061988)

Gnatalli's role in the Brazilian musical scene is sigaific He was the first Brazilian
composer to produce a new music blending materials frocldgsicatraining and Brazilian
traditional music. A son of Italian immigrants, Gnatailidsed piano, but for financial reasons
he gave up a performance career and worked at the Rate do Brazil making arrangements,
transcribing, and writing music. His nmacompositional influences reveal a very strong
nationalist approach as well as a pashantic idiom. Gnatalli knew how to write for everyda
listeners in a way that was nonetheless musically sophediead interesting. The Brazilian
trends found in & music are mainly taken from the popular expressibtteedChoros, Samba
and Bossa nova. He also innovated the arrangemeno$ptgular music. In 1935, the well
known Brazilian popular singer Orlando Silva asked him ax@rsome arrangements for isgyi
guartet for his new album. Due to Gnatalli’'s innovative vishos,arrangements for this album
was loved by some and hated by others.

Gnatalli’'s compositional work is remarkable; it includes fieaaertos for guitar and
orchestra. His friendship witlnany Brazilian classical guitarists stimulated him to createraév
pieces of considerable interest, such aBttasiliana no. 13theSuite Retratgghe10 Studies,
the3 Studies of ConcerdndAlma Brasileira.Some of Gnatalli’s pieces were premukigy
major orchestras around the world. Radamés Gnatallei®bthe composers who made the

most significant contributions to the guitar.
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Modernism in Brazil

The French compos®arius Milhaud(18921974), member of thiees Sixwas living in
Rio de Janeiro in 1917. There he met the young Nitlaos. Through him, VilldLobos was
introduced to the French European modern music. By,1B26 was a big discussion amyo
the intellectuals about the basis for a true national manifestaitiart. In February of 1922, the
Semana de Arte Moderif@he Modern Art Week) inaugurated modernism in Braziiniog
the new ideas that would be the basis of a national nilsE ezent, organized by many artists
including Villa-Lobos, represented a renovation of the artistic langumegi aspects. The week
of ‘22, as it is also called, was a result of the vibratter transforming feeling that was
occurring during that periodt was a combination of modern art techniques and a radistin
language.

Around the 1940s, the ideas of the German compdaesJoachim Koellreuttef1915
2005) started to flourish. He brought to Brazil Schoenkdxgélvetone methodKoellreutter
lived in Brazil and he defended the idea thaehoenberg’'sompositional method was entirely
suitable to express Brazilian nationalistic music. His idear® wmbraced by a new generation
of composers such as Claudio Santoro (18898), César Guenfeixe(19141993) and Edino
Krieger (b.1928).

César Guerra-Peixe (19141993)

GuerraPeixe was one of the most important nationalistic compolsetsis work for
guitar is limited. His compositional style is largely influencgcd8uropean techniques and
particularly Schoenberg’s dodecaphonic theories. He maadaimat he could still write a
nationalistic repertoire using atonalism. Later, he chaungestyle and it is possible to notice
this transition in hiSuitefor guitar. GuerrePeixe was the first Bedlian composer to write a
Sonata for the instrument. His production includes pisaeb ag-ive Preludegor guitar and

Ludicasfor guitar.
Claudio Santoro (19191989)

Santoro was another pupil of Hahsachim Koellreutter in Brazil. He worked between

19511961 in many positions including: Directortbe Radio Club do BrasiProfessor of
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Composition at the Santos School of Music and diregft®adio Ministério da Educacao e
Cultura. He also taught composition at the Pro Arte Seminars iraRidol ergopolis. In 1962 he
was appointed professor at the University of Brasilid,director of the music section of the
Federal Cultural Foundation. His production for guitar is Behitand it includes orfetude two

Preludesand theFantasia Sulamerica

Other centers of studies

GuerraPeixe and Santoro were involved in many serial and ewpatal techniques.
They helped to found centers of studies in new musicPaéto became one of the most
important centers of the New Music with tBeupo de MusicdNova.This group included
composers as Edino Krieger (b.1928), Gilberto Mendg®9p?), Damiano Cozzella (b.1930),
Willy Corréa de Oliveira (b.1938) and Rogério Dupratl(®32). Another important movement
happened in the state of Bahia, where Koellreliited for several years. Ti@&rupo de
Compositores da Bahidounded in 1966, included Ernst Widmer (192900), Jamary Oliveira
(b.1944), Lindembergue Cardoso (198889), Fernando Cerqueira (b.1941) and Walter Smetak
(19131984), all of them committeb the contemporary artistic world. more recent
generation of nationalist composers include: Marlos N@n939), Jorge Antunes, Almeida
Prado (1942), Aylton Escobar (b.1943), Ricardo Tacurc(hal939), Jocy de Oliveira (b.1936),
Raul do Valle (b.1936 Ronaldo Miranda (b.1948) and Sérgio Vasconcellos @glrd939).

Conclusion

By the turn of the twentieth century Brazilian music wagdar influenced by
nationalism. During that time, composers used compositienhniques from the European
romantic and postomantic music. The piano was the most popular instrumehe high
classes of society. By 1920, there was much discussiamg the intellectuals about the basis
for a true national manifestation of art. In Februar§@#2, theSemana dérte ModernaThe
Modern Art Week) inaugurated modernism in Brazil, establgsthe new parameters that

would be the basis of a national music. The French compasas Milhaudwas living in Rio
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de Janeiro and he met the young Vllabos. Through him, VilldLobos was introduced to the
French European modern music and later on movedris &nd study composition. During this
time he composed the first work for guitar usimeyv compositional theories. This piece, the
Twelve etudes pour guitareas written in 1928 and became one of the most important
productions works in the history of works written for guitDuring that time, however, the
guitar in Brazil was still consided by the vast number of intellectuals an instrumemicéstzd
with thebordel,hard drinkers and popular music. Important figumesh as Américo Jacomino,
Agustin Barrios and Jodo Pernambuco contributed with inin@performances and brought to
themedia new technical possibilities not yet explored and setre guitar performance. Their
repertoire was based on traditional popular music anddideyot match the artistic project of
Villa-Lobos.

During the thirties and forties, the guitar statieébecome more accepted in society.
Composers such as Dilermando Reis, Anibal Augusto Sardithbaarrindo de Aimeida
(19171995) worked to make the instrument more popular. Toegtructed their careers with
the help of the Age of the Radio and theethwf Bossa Nova, Choro and Samba. Garoto and
Reis had a really popular language, sometimes even bieBdazilian music with Jazz. They
did not become well respected as erudite composersas Oorenzo Fernandez (182948)
and Camargo Guarnieri (19aB93; however, they were able to diffuse the instrument gmon
the society making it as popular as possible.

Around the 1940s, the ideas of the German composerMathim Koellreutter (1915
2005) started to flourish. He brought to Brazil Schoenkdwglvetone method. Koellreutter
lived in Brazil and he defended the idea that Schoenbeog'positional method was entirely
suitable to express Brazilian nationalistic music. His idesr® wmbraced by a new generation
of composers such as Claudio Sant(19191898), César Guenfeixe (19141993) and Edino
Krieger (b.1928). During this time the guitar still was thain instrument of Brazilian
traditional music and slowly, it was being introduced ntorthe concert halls and to the
academic music. Endiversity of ideologies marked the last century andythiear was slowly

being adapted to fit its needs.

%2 The Brazilian classical guitarist Laurindo de Alateeiwon a Grammy award in 1965 for Best
Instrumental Jazz Performance.
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CHAPTER 2

SERGIO ASSAD

Sérgio Assad in the Early Days

Sérgio Siméo Assad was born on December 26, 1952 ititthof Mococa, Séo Paulo
His father, Jorge Assad, an amateur musician, veasesteiroguitarist who also played the
mandolin. Sérgio’s first instruction came from his unclepwaught him the first sequence of
chords. During this period, Sérgio would accompasynother whershe sang, and his guitar
playing so impressed his father that the latter decidéshtth him somehorinhos It did not
take long before his younger brother, Odair, took uggthtar. Their father, who did not have
any formal music training, taught thahe harmony o€horinhosusing the method taught in
ParaguassU’s bodR Thus, Sérgio and Odair grew up playing Brazilian papuiasic and the
choros.The Assad family home was rich with music and SérgioQuatair grew in this
environment, playing Brazdn traditional music and Choros. The Assad brothersicalus
development happened so fast that a few months afteh#ltestarted, they played in a
television show directed by one of the most acclaimegksiof the Brazilan popular music,
Elizeth Cardos (19201990), calledBossaudadan Sao Paulo. In this performance, the brothers
shared the stage with Jacob Bittencdl®181969, alsoknown as Jacob do Bandolim. He is
considered a legend of thboroin Brazil. Bittencourt left a great number of compositions tha
are now considered classics of thero.

A few years later, even though the family was alreadgdivn Ribeirdo Preto, eown
bigger than the one they had come from, Jorge Asgadyht the brothers needed to go to a big
city to study classical guitar. Before going to Rio de Jar@itfSao Paulo, Sérgio had not heard
of the great Spanish guitarist Andi®@sgovia (1893987)and knew little about classical guitar.

What he understood of classical guitar was perhapfetoire and the playing of Agustin

3 RoqueRicciard, Método Pratico Para Violde Paraguass(iS&do Paulotrmé&os Vitale S.A. Industria e
Comeérciq 1932.
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Barrios. His father initially took the brothers to the Urugurapedagogue Isaias Savio (1902
1977). Savio arrived in S&aulo around 1930 and became a very well recognizéat gu

teacherSergio Assad explains:

SO que o0 meu pai, ele tinha . . . uma nocao, talvex@cpda, de que n0s éramos
génios. Ele achava que a gente era o supra doswpg e ndo sei por que
tamk@m! Mas. . . . Ndo havia nenhum parametro de corg@areom nada. Ele
trouxe a gente pro Savio mas achou que o Savio naotfiocentusiasmado com
a gente o tanto quanto deveria ter ficado. Ai ele digde:voces ndo vao estudar

com esse cara naét”

My father had . . . an idea, maybe a wrong idea, teavere geniuses. He
thought we were exceptional, and | do not know the reémathis opinion of his!
There were no other guitarists around to compare us Méhook us to play for
Savio; howeverhe thought Savio was not as pleased with us as he sheuib

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

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

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

Brazilian brothers, the duo Sérgio and Eduardo Abreer @e course of time, the Abreus

%4 F&pio Zanonand Morais, Luciano CesaPersonal Interview. 22 May, 2006.
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became one of the most celebrated guitar duos foomeasich as musicality, synchrony, and
outstanding techniqueachonstrated at a young age. The short term of their dareed these
brothers almost into a legend. In the beginning of therges, Eduardo gave up playing the
guitar, and Seérgio became a wiatlown guitar builder. They studied guitar in Rio de Janei
with the legendary Argentinean guitar teacher Monina fi@wsho had taken lessons with
Segovia when she lived in Montevidéu and felt a delepiration for Segovia’s playing. Fabio
Zanon states that Tavora came from a wealthy familynandr felt inclned to pursue an
international career, Tavora did not teach regularly, and the only students atiénhBrazil

were the Abreu and Assad brotheé3srgio Assad states:

Um cara do Rio . . . gostava muito de violdo acabouorargknte tocar em uma
roda de choro. Ele conversou com meu pai, falou dao&as Abreu (Foi a
primeira vez que eu ouvi 0 nome dos irmaos Abreu). Diggeera uma coisa
muito séria, que ndo sei 0 que, que a gente tinhauyilepra saber do que se
tratava e que ele tinha umtafou algo assim. Quando a gente ouviu a fita. . . .
N&o entendemos nada! Nosso universo de violao eraritece aquilo que eles

faziam nem era violdo, aquilo era . . . outra cBisa.

A guy from Rio . . . liked guitar a lot and watched us jpigyn aroda de choro.
He talked with our dad about the Abreu brothers. (i the first time that | heard
about the Abreu brothers). He told us that their work meally serious and that
we would have to listen then to understand what it was aldhen vwe heard the
cassette tape . ... To our reality as beginners evaatiunderstand anything!

What they were doing was not guitar. That was . . . dungelse.

After this episode, the Assad brothers went to Rio de Janeine¢b TavoraSérgio

Assaddescribes the meeting:

%5 Cultura FM(2006, August 30D Violdo com Fabio ZanonS&o Paulo, SBrazil.

2 |pid., 24.
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Ai meu pai nos levou pra la. E finalmente acabou ouvingoe ele queria ouvir.
“Ah, esses meninos tem muito talento! Estou vendo cAdweu de novo. . . .~
Exatamente o que ele queria ouvir. . . . Ai, ele decigymiRio.Pra gente poder
estudar com ela com regularidade. . . . ela descontinbmundo pra gente que
era um conto de fadas, né? “Ah, vocés vao fazeraamaira internacional, vocés

vao conhecer o mundo . . . ” que acabou aconteceesmo [risosf’

So my faher took us [to play for Monina] and he ended up hgasihat he was
looking for. . . . ” Ah, these kids have a lot of taldram seeing again the
Abreus.” Exactly what he wanted to hear. . . . Sowthele family moved to Rio
so we could study regulgrivith her. . . . She opened up to us a world that was
like a fairy tale. “You are going to obtain an internatiorealeer and see the

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

Figure 4: From left to right: Sérgio Assad and Odais#d,1969.

The brothers studied regularly with Tavora for seveaargjestarting from 1969. The

lessons were on Sundays, beginning around 2 p.momnetisnes lasting for four to five hous.

27 bid., 24
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According to Sérgio Assad, Tavora did not use anyiipecethod to teach; yet there was some
plan in her head to make things work out, and she agpedanusic in an intuitive way. About

intuition, Tavora used to say to the Assad brothers:
Quando a intuicdo falha é que vocé botou alguma coisarakr® meio
When intuition does not work, it is because you place sangeterebral on it.

Assad also relates that Tavora used to sing a lot and changeinion frequently. Every
week she would modify her ideas about interpretatiosaddelieves this to be anportant
factor in their studies because they had a great ambunfbomation to think about after each
lesson. They also became more flexible as musicians. [Ekibifity is present even today in the
duo’s musical approach.

Since Tavora had a grgatestige in the society of Rio de Janeiro, the younthbre
started to be invited, through her, to play in the most itapbhalls. They were also invited to
perform on television and radio shows, which helpedtim the first steps in their career.

It is important to remember that during this period, Assad rgasss up composing or
arranging music. These activities had been presens iifénbefore the Assads came to Rio de
Janeiro, and although the activities were not requiyetidvora, Sérgi&ept up for his own

enjoymentHe explains:

Mas a estoéria do duo, quer dizer, esse negoécio ddidoo,muito forte, porque

na realidade, um completava o outro. E desde o inicgefapre essa coisa muito
forte. Al, a gente la no interior, sem sabejue fazer, ndo tinhamos partituras,
coisa alguma pra dois violdes, né?. O Odair desde agpeta sempre teve
muita facilidade pra tocar, entdo tudo o que ele botavaaweele fazia melhor
gue eu. Ele tocava, ja com 0s seus nove a@isoo da SaudadéocavalLa

Catedralde Barrios tocava essas coisas todas, bem! Bem, tem geavdg®dair

2 |hid., 24
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desta fase que vocé nao acredita! Tocava muito bemm.dassei a fazer arranjos

pra tocar com ele. Isso acabou determinando o quiiaafazer mais tard®.

This idea of the duo, that is to say, this project, was retityng because in fact
one person completed the other. Since the beginning, thiadhtas has been

very strong in our life. In the country, we did knowatio do and we did not
have guitamusic sheet, nothing for two guitars, right? For Odaityiptathe

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

he was nine years old, he already pla@ddro da SaudadendLa Catedralby
Barrios. He played those tlys well! There are some recordings from Odair from
this period that you would not believe! He played really Welid the
arrangements in order to play with him. This ended ugtiirg what | would do

later.

In 1973 Sérgio was admitted to tAecolaNacional de Musica do Rio de Janeab
Brazil's Federal University, where meajored in conducting and compositi@eérgio alternated
between playing with his brother and studying. During thigodehis production decreased due
to the aggressive avagarde compositional styles that were predominant at hisoscArnold
Schoenberg’s twelvone method brought to Brazil by HadhsachimKoellreutter produced a
great number of followers, especially in the academiaenment.Sérgio did not feel

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

Era muito forte aquela estéria de . . . gostar de toecavilEa com o violdo na
mao. Inventando coisas, tentando compor, fazendo eangé? Eu cheguei a
fazer muita cangéo nessa época, 16, 1hatés 18 anos, depois eu parei. E que
eu entrei pra escola de musica la no Rio e todo muzdorfaisica dodecafonica

naquela época. Ai eu me sentia ridiculo com as minhsisltas tonais, e nao

%0 hid., 24
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seto-qué. Me senti tdo diminuido que eu parei. Eu so fomar essa estéria de

escrever, bem mais tarde.

It was very strong that thing. . . . | really liked playiguitar! | always had the
guitar in my hands. | used my creativity, trying to cosgganaking songs, right?
| wrote a lot of songs during this tewwhen | was sixteen, seventeen, and
eighteen years old, then after that, | stopped. | attdtiae School of Music in
Rio de Janeiro, and everybody there composed twehe music during that
time. | felt really bad with my little tonal pieces. . .felt so bad that | stopped. |

just returned to compose later.

In 1978 and 1980, Assad studied composition privatély Bsther Scliar. By
now, he was even more convinced about the languagriited to pursue in his
compositions. Assad affirms that Raakss Gnatalli was the composer that influenced him

the most during this timéde states:

Entdo, acho que a combina¢cdo do Radamés na minbgacaltlo Piazzolla foi
assim importante pro futuro da gente mesmo. Aquela misicaacadémica,
aquele negdcio tadde musica serial tava com um futuro finito, aqueleatia
acabar. SO que na época, aquele pessoal todo do radéndco néo sabia.
Aquela musica que o Radamés tava fazendo apontavanarautra direcao.
Porque estava fortemente apoiada na musiceiwadl. Ah, tinha uma proposta

de renovacéo atras daquild.

So, | think that the combination of Radamés and Piaze@lareally important to
our future [the duo]. That kind of academic musict thang of serial music did

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

%1 hid., 24
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Radamés music however was proposing a new directiomslistrongly based on

traditional music but still had a new approach.
About Gnatalli and other Brazilian composers, Assad states

The newgeneration of composers like Aimeido Prado, Marlobfdpand Edino
Krieger are strongly influenced by European axgarde music. Up until a few
years ago, it was like a fever running through the Brawrasic world.
Composers like Francisco Mignonevieanritten music in every style. Camargo
Guarniere is more in the style of Villaobos, only more avargarde. Another
one is Lourenzo Fernandez, a more academic compdse are only a few
composers who didn't depart from traditional Brazilian masil have produced
a unique repertoire. Gnatalli always wrote Brazilian mudibough the
influences of NortkAmerica jazz are evident. . . . Maybe you could say that.
Once | spoke to a young composer and | asked hietheh he would
compromise in order tbe successful, and he replied he couldn't because he
believed in the teachings of Alban Berg and that wouldheéduture of music!

This is the mentality of most of them. That's why | admiraf@lli so much?

The Duo Assad

Assad’s compositional activityas boosted by the successful accomplishments of the
duo’s career. During the end of the seventies, thendisoalready well known in Brazil. By that
time they had played in the main recital halls, won irfgdrnational and international guitar
competitons, premiered new works commissioned to them by itapbBrazilian composers,
and recorded three albums. Slowly, Assad inserteihaiicompositions in the duo’s program.

Assad credits two important facts for the thriving internai@areer of the du The first
was when they were laureates at the "Rostrum of Youngpheters" in Bratislava,
Czechoslovakia, in 1979, the first time they had ever plapedad. After this victory, they

launched their European career and slowly expandeddazrntingperformances to the rest of

%3 BaukeOogerhout, “The Assad BrothersGlassical GuitarJanuary, 1994.
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the world. The second important fact was their associatitnAstor Piazzolla (1921992).
Sérgio Assad Explains:

| was trying to find alternative composers back in the.70sand Piazzolla was
one of them, because he reagkrything that you requested in a piece of music
good harmony, a great sense for melody, everythingwapgening there. |

arranged some of his stuif.

For many years, the duo had included in their programepieces by Piazzolla that
Assad had arreged. Their first meeting with Piazzolla happened in Rarl®83 at a party after
one of Piazzolla’s concerts. During the meeting, theygquldliese pieces. Piazzolla was so
thrilled with the performance of his pieces that three mdatks, he wrote fothem theTango
Suite,which became one of the most known pieces in the guitas depertoire. Thanks to the
Tango Suitethe brothers became a great hit and achieved adreoatract witiNonesuch

Records

The Repertoire

“I think this music is goingo be a great success”

-Sérgio Assad
During the beginning of their career they performed @i¢bat contained traditional

Brazilian music treating its music elements with the same agalassical music. The
dichotomy between the practice of traditb music and "serious” music is not sharply defined in
Brazil and the Assad brothers always looked for a rejpettoat could identify their personality
as musicians. They identified this repertoire in the piecéddrnjos Nobre (b.1939), Radameés
Gnatall and Egberto Gismonti (b.1947). This repertoire, regulaldyed by the duo, was much
criticized. In one of their concerts in New York in 19%88he Merkin Hall, the entire second half

consisted by Brazilian music. Bernard Holland from the NeskYTimes reviews:

3 Josef Woodard'Performing Arts; Classical Guitar's Dynamic Duo Bisifies; Sergio and Odair Assad
depart from the format with which tiiee synonymougHome Edition]; Los Angeles Time#pril 9,200Q
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The rest of the evening was by Brazilians. All 6f éspecially Hermeto
Pascoal’s “Briguinha de musicos'was touched by that country’s elegant
popular idiom. Egberto Gismonti’s “Frevo” had a buoyargyess, “A lenda do
cabloco” by Vila-Lobos a simpler and very lovely monotony. The threeqsidxy
Sérgio Assad seems to be over laden by complicatioh$Chacéo” had its

seductions and, his “Samba” created a whirling virtuoseH.**
In an interview dated from 1988, Assad statesua these composers:

The Three Dances were an attempt to solve the shortéigdiog instrumental
music. Instrumental music is not so well accepted in Brékik is changing, due
to groups playing a distinct type of music calj@zz brasileirg which is the most
important music played in Brazil nowadays. It's diffidoldefine it, but it's a
mixture of classical, jazz and Brazilian music. Nearlpmplete different thing
all together. I think this music is going to be a great sucé&egserto Gsmonti
and Hermeto Pascoal are famous in this genre, andlagthvith their ensemble
in Europe, especially France. Gismonti wrote severagighiar guitar, published
by Max Eschig in Paris, but these pieces are more inyted the postWebern
periad. He doesn't play this music himself, nor does anyletsl/ for that matter.

They are great musicians and we include their othermusiur program alsd®
About Radameés Gnatalli, his brother Odair Assad points out:
| was still a teenager when | nieadameés Gnatalli for the first time. | remember

with much emotion th®elho Radaas we used to call him. He was our idol

because he was writing, already in the sixties, in tHe #tgt is called today

% BernardHolland,“The Classical Guitar of the Assad BrotlefEhe New York Times, p.C32, March 17,
1988.

* bid., 35
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crossovermixing naturally and with great ease @eazilian rhythms with jazz

and classical stylé!

Nowadays, most guitarists are required to play piectistyle calledrossover This
tendency is enforced by different layers of the music imgtisat need to make an easy selling
product. Theydund in this repertoire a solution to this marketing problEne fact is that the
Assad brothers were ahead in their time as Sérgio Assditted “It is going to be a great
success”.

During the late eighties, the Assad brothers’ tour sdeeduhe LSA and Europe
became so busy that they decided to move to Europe.dé&ywdhey are the most requested
guitar duo in the globe. They have been featured irert@n thirty major guitar magazines
around the world includinges Cabhiers de la Guitar@rance)Classical Guitar(Great Britain),
Gitarre & Laute(Germany)Guit'art (Italy), SoundboardUSA), Guitar Review(USA),

Chitarre Classicdltaly), Gedai MagazinéJapan). They have recorded more than thirty alboums
and accumulated three Grammy Awards. Tha&cography includes a wide variety of
repertoires, not only his pieces but also traditionalgwauo repertoires such as Scarlatti, J.S.
Bach, and Joaquin Rodrigo. Currently, Sérgio lives in t8ALAnd his brother, in Belgium.

As a teacher, Assad hgwen Master classes in conservatories and universitibe
United States, Europe, Latin America, Japan, and Austial1994 and 1995, Assad taught
guitar classes at the Conservatoire Royal de Bruxellegiugel and in 1996, at the
Conservatoire Ryal de Mons, also in Belgium. After that, due to the long sahedule, Assad
taught only a decade later for the period of two ydews) 2004 to 2006, at the Roosevelt
University in Chicago. Recently he was appointed to teatlteséSan Francisco Consatory in
California.

37 OdairAssad,Fuga y MisterioGHA (126027), 1998.
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Sérgio Assad’'s Compositional Style

Assad has composed more than forty pieces for guithneany different chamber
formations, including choir and two guitars, guitar andicé, cello and two guitars, guitar and
orchestraand others. In order to build a repertoire for his guteo, he has arranged a great
number of pieces that include different periods of mdsien the baroque composeksan
PhilippeRameatand Johann Sebastian Bach to the contemporary onessudberto Ginastera
and Heitor VillaLobos. The variety of his arrangements goes fronT #rgosby Astor
Piazzolla to George Gershwin’s jazz pi&deapsody in BlueHis arrangements go beyond the
technical and musical possibilities of the tguaitar combination, and they have been so
successful that they have encouraged his contributicaasangements for many different
chamber settings and to musicians such as Gidon Kr@aem Upshaw, Yoéro Ma, Nadja
SalerneSonnenberg, Iwao Furusawa, Paquito de Rivera, Tetdad Quartet, L.A. Guitar

Quartet, Luciana Souza, and Vancouver Cantata Singjeosit arrangements, Assad states:

Arranjar é de uma certa forma, compor. Vocé usa nogitmesmos eleemtos
gue vocé usa na composicao. Vocé pode reestrutueautod cancdo e fazer um
belo arranjo. Vai construir uma introducdo, vocé vgapenotivos que tem ali e
desenvolver também. . . . E um trabalho de compasitagual®

Arranging is, in some wayomposingYou use many of the same elements that
you use during a composition. You can remake the wémig and create a
beautiful arrangement. You will make an introductiooy will get that motif that

is there and develop it as well. . . . It is arkvof composition. It is the same.

Assad’s composition8quarelle(1988) and~antasia Cariocg1994) for solo guitahave
become staples of the modern concepeertoire for any guitar student in the woltis piece
Uarekena(1997) for guitar quartétas also been recorded and played extensively. Astael is
only guitarist composer who has composed and recadedind track for a moviélatsu No
Niwa-1994).

%8 |bid., 24.
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It is possible to see in Assad’s compositions the fusionasfy different musical idioms.
In Brazilian music, and consequently in Assad's compositistyle, borrowings and influence
between different musical styles are very flexible. Dgitime course of history, many composers
have shown the interest to reproduce the music from diffetgures. Debussy’ka puerta del
Vino (1910) and Ravel's Bolero are clear evidence of this teenong composers. Trahhiyya
Li Ossoulina(2006) for two guitars, he incorporates the rhythm spidt of Middle Eastern
music. InFive World Dance$2002) forguitar 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 countrialsasrhythmically complex;
however, he affirms that the harmony in Braziliadttional music is uniqu&.Since Assad’s
first contact with music was through his accompanying iBaazsongs, the harmony in Brazilian
traditional music, especially tigossaNovaandChorg, is apparent in his compositions. These
influences are demonated in a series of pieces entitlBbinianasin these pieces, he captures
the style of the famous Brazilian composer Antonio Caltdsm (19271994). Like Jobim,
Assad uses sophisticated harmonies to bring the essedaeimfs music. Thdobinianasaso
show a clear influence of Vilaobos’sChorosandBachianaslt is a perfect combination of
both. The VillaLobos’sChorosconsist of a group of pieces in which each one is comdosed
different consort of instruments or ensembles; datinianais likewise composed for a
different consort of instruments. The Portuguese sidgha means homage. Vilaobos'’s
Bachianasare a homage to Bach’s music. Assalfibinianasare, of course, a homage to Jobim.

Some of Assad'’s pieces are descriptive. IfSaiga dos Migranted 992), each
movement describes the transformation of a NortheaBi@zilian immigrant that loses its
regional cultural identity by moving to the south of the ¢ourin the second movement called
Trém da llusa®r lllusion Train, Asad replicates a train using an ostinato and percus$emtse
on the guitar.

In fact, Assad states that during the compositional prdeesses to avoid using the
guitar in order not to limit his creativity. Besides planning a piece, Assad somegmalso

improvises. The piecéalseang1985)was originated during the recording of the albLaain

%9 Gonsalo, MolanoGuitarra MagazineAn Interviewwith Sérgio Assad. 2002.
www.guitarramagazine.com/Sérgio Asgadcessed January 2, 2008)
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American Music for Two Guitarsvhen Assad suddenly felt the need for a slow piebalnce

the flow of the track order of his new album.

The Melodic Approach

Assad’s writing does not limit his musical ideas and cregtio the instrumental limits
of the guitar. His compositions are, therefore, often tiealig challenging for the performer.
This view is shared by Bernard Holland, who in a reviewesrihat Assad’Suite Brasileira
(1986) “seems to be over laden by complicatio¥ighe final product is however, so well
structured that it would be impossible to identify the guagathe instrument for which the
compositions are written. Assad is orfevery few composers who can turn such complex
musical structures into completely idiomatic results for thieag One example of this is his
pieceAquarelle(1988) for solo guitar (Example 9). The first sectionha$ piece is based on a
motif of threenotes which is explored in many regions of the instrumestilllimaintains a very

guitarist structure and complex musical texture (ExamplendiQLl1).

Example 9: Sérgio Assadguarelle Divertimento, mm. 1.

Example 10: Sérgio Assadquardle, Divertimento, mm. 724,

Example 11: Sérgio Assadlguarelle,Divertimento, mm. 7274 (second plan).

40 pid., 35.
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Another evident mark of Assad’s writing is the influencengbressionist music. The title
of two of his piece®Vinter Impression§1996) andSuie Summer Gardef1994), for example,
are similar to Debussylsa Mer (The Sea) or Ravellse Jardin Féerique (The FairyGarden).

In pieces such asquarelle(1988)andFantasia Cariocg1994), there is a systematic use in the
main motifs of the whole tee scale (Example 9 and 12). This scale was also laugety by
composers such as Claude Debussy (48BIB) and Maurice Ravel (184®37). Also, the

whole tone scale creates a harmonic structure that coosaigmented chords. Those chords
are consigntly used through many of Assad'’s pieces, but alsedadohths, added and other
coloristic harmonies. This trend is present not only in éim@mpressionist music, but also in

Brazilian music, especially in the Bossa Nova

Example 12: Sérgio AssaBantasia Cariocamm.1.

Quartal sonorities are also present, according to AMidtall, quartal harmony is
“based on chords built up from 4ths or fiftH$'Quartal sonorities are also present in
impressionist repertoire. Assad assimilated this ghaieeinto his musical vocabulary as well.
One example of a quartal sonority is in dabiniana no. 3or guitar solo. In measure 16, a
succession of quartal sonorities is presented (Examplaltt®ugh one of the fourths is

augmented and one is diminishe

1 Arnold Whittall, "quartal harmony." IThe Oxford Companion to Musiedited byAlison Latham.
Oxford MusicOnlineg,
http://mww.oxfordmusiconline.com.proxy.lib.fsu.edubscriber/article/opr/t114/e54838ccessedlay 29, 2008).
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Example 13: Sérgio Assadipbinianano. 3 mm. 1320.

Assad frequently uses rhythmic augmentations to deaeloptif. This compositional device
is present in many of his works. The soprano line (Exaidjes a melodic augmentation fincthe

main motif (Example 12).

Example 14: Sérgio AssaBantasia Cariocamm.182189.

In one of his early pieces for two guitaBsjite Brasileira(1986), Assad uses retrograde
motion in the main melodic line (Example 15). This compasél chnique is also found in
pieces by Radamés Gnatalli.Rixiguinhafrom hisSuite Retratopour two Guitare$1987),

Gnatalli uses the same kind of artifice (Example 16).
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Example 15: Sérgio Assa8yite BrasileiraBaido, mm. 6575.

Example 16: Radamés GnataBuiite Retratopour two Guitaresl- Pixiguinha, mm. 4017.
Assad composes his melodies using not only wholedoales. The traditional Brazilian

Baidomelodies are based on a Mixolydian scale, a scaleatkfiom the tuning of theifano

flute, which has a flattened seventh. The melodic line pléyeguitar | in Example 18 uses an E
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Mixolydian scale (Example 17). It is important to obsens th the harmony played by the
second guitar also maintains fisttened ' (Example 18). In AssadShree Greek letters

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

Example 17: E Major Mixolydyan.

Example 18: Sérgio Assatltés Cenas Brasileirafecife dos Corais, mm. 1B8.

In many of his works, Assad uses musical citationdlugrovorks from many different
composers. Kostka states that this practice became moraaosince the mid 19635In the
Jobiniana no. 3Example 19), he uses a small quiota taken fronDesafinaddyy Jobim
(Example 20). IPAquarelle(Example 21), Assad uses a small quotation from \idhos’s
Choros no. {Example 22). In hiSonata(1999) (Example 23), he quotes a very popular
melodic line from Leo Brouwer’s (b.193%prata (1990) (Example 24).

Example 19: Sérgio Assadbbiniana no. 3mm. 3436.

“2 Stefan MKostka Materials and Techniques of Twenti€@ientury musi¢New Jersey: Prentice Hall'®
edition, 198), 161
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Example 20: Antonio Carlos Jobidesafinadomm. 14.

Example 21: Sérgio Assallquarelle,Divertimento, mm. 134.36.

Exampk 22: Heitor VillaLobos,Choros no. 1mm. 1-2.

Example 23: Sérgio AssafipnataFirst movement, mm. 151.

Example 24: Leo BrouweBonatalll - La Toccata de Pasquin, mm. 52.

Extended Techniques

Assad uses many extended guitar techniques, as righthand tapping, lefhand
tapping (Example 25), and tremolo strumming knowdegdillo. In some of his pieces, one sees
the use of box notation, which requires the repetiticm mwielodic motif for a designated number

of times, and diverging beanon a series of notes to indicate rhythmic acceleratiom. T
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Jobiniana no. Jtarts with an unusual use of artificial harmofiicritten to be played on the
bass notes instead of the usual highest soundingExéenple 26). This effect creates a

sequene of parallel seconds.

Example 25: Sérgio Assadipbinianano. 3 mm. 152.

Example 26: Sérgio Assadbbinianano. 3 mm. 13.

Rhythm in Sérgio Assad’s Music

The rhythm in Assad’s music also shows a great influehBeazilian music. His
versatility is also evidenced in hifiree Greek letter@000).In this piece, however, as a
reflection of the title, he intentionally refrained from ypany elements from Brazilian music,
especially the rhythm. Regardless if it is in Brazilian styie nhusic is always very rhythmic.
His pieces for two guitars are full of sections in whicte of the guitars plays a right or left hand
percussion. For example, in his “Opening” from $hete Summer Gardett,is possible to see
how Assad writes using ¢éirhythm of Samba (Example 27). The percussion meulby the
guitar is intended to be like the drums from the Samba. Hisigi®n for the right and left

hands is important because the right hand should obtassapercussion sound.

“3 Differently from some string instruments, guitar situtypically notates artificial harmonics with iagle
note, which sounds one octave up.
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Example27: Sérgio Assadsummer GarderQpening, mm. 43.

Many times the music is not only rhythmic but also densey dften, studying Assad’s
music for guitar solo, one finds a great number of sestibat are dense texturally, with many
independent layemnd voices. Generally he suggests articulating each vmependently. The

guitar works like a miniature ensemble (Example 28).

Example 28: Sérgio Assallquarelle,Divertimento, mm. 9799.

Assad frequently uses ostinatpatterns to create an atmosphere. They are textanally
melodic very rich and they can be observed in differegisters of the musical text. For example
in his Aquarelle,he uses the ostinato in the bass register while a melaatyaduced by the
soprano line (Example 29). This ostinato also shows phddrhythm structure. The lower bass
note D (Example 30) is an augmented rhythm derived frenBrazilianBaido (Example 31).

This implied rhythm is a very important key for the cal@iterpretaion of the passage.

Example 29: Sérgio Assadguarelle,Preludio e Toccatina, mm. 231.
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Example 30: (Second plan) Sérgio Assaguarelle,Preludio e Toccatina, mm. Z3}.

Example 31: the BraziliaBaido.

About this compositional trendyssad Assad states:

One of the technical points when composing for the guitan theve observed is that
in many pieces, the exploration of the low register in thigis not very common.
In part this is a problem because most of the time wénfust one finger, the thumb,
to make these lines. So, the traditional repertoire forditargexplores too much the
high pitch register and the bass notes pretty muchgwég supports for the
accompaniment and melody. | did try to break this cliaratic down in my pieces.
So, some of my pieces, the melodies can be still ohigieor middle range notes,
but | try to have a slow melody and give more denssiypg a more interesting line

and rhythm in the bass. | believe that this way | canmadgch nore to my musié?

In his Fantasia Cariocg Example 32), it is possible to observe a different interna
rhythmic structure. In the passage, Assad writesas the tempo mark, which makes the
rhythm more alive. The internal rhythmic structure (Exan®3ecomes from Brazilian

traditional music.

4 Joao PauldFigueiroa, Personal Interviewl9 May, 2008.
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Example 32: Sérgio AssaBantasia Cariocamm 1106112.

Example 33Fantasia Cariocajnternal rhythm structure.

Another example of rhythm in Assad’s music is takemfirés Cenas Brasileiras
(1984. The last movement, Recife dos Corais, is written in a traditiwagland it is also based
on the northeastern dance calkmido (Example 34)Recife is a northeastern city in Brazil,
famous for its music. Even thou@aidois not well known outside Bwil, it has a vast influence
over much of contemporary Brazilian music. The originatrumental consort for tH&aido
consists of leagifanos(small bamboo flutes), z‘zabumbga large bass drum), and other minor
percussion instruments. The rhythmiasture is first presented by thabumbadrum (Example
31).

Example 34: Sérgio Assatlres Cenas Brasileiragecife dos Corais, mm. 418 (Guitar ).

Form

The musical structure in Assad’s work is very diverse. Talpicthere are contrasting
sectons; however these sections are so well positioned ipi&te that the piece does not lose
the sense of continuity. Another very interesting pointoofijgositional skills is how he builds up
tension through the end of the pieces, making the end slexaling.

His Sonata(1999) is a very remarkable composition. Assad keeg@derwontrol a very
intricate harmonic design. The second movement offerstaresting structure. It is a very

intricate polyphonic texture and to make it easier to viseahizwrites it entirely using two
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staves. It is also written as a mirror structure in which aftgoint in the piece, the elements are
presented in a reverse way; each basic elemeningroeluced and inverted. The mirror point is
established when the paswitch functions: the ostinato in the second staff chaufgethe first

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

Example 35: Sérgio Assa8pnata Second movement, mm. -38.

Assads Three Grek Letters(2000) offers interesting details regarding its structine first
movement is calle@si, secondPi and thirdSigma According to Assad, in Greek, the result of the
combination of the letters?i + Sigmd equals"Psi".* In this work, Assad coposed a structure in
which the main elements from the second and third moverasnfgesented in the first movement.

The main compositional motif from the second movemd?it-is presented in the soprano
line in the beginning of the piece (Example 36 émen is developed and reworked through out the

piece (Example 37).

Example 36: Sérgio Assatlhree Greek Letters$l- Pi, mm. 18.

5 bid.,20.
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Example 37: Sérgio Assatlhree Greek Lettersl- Pi, mm. 2027.

In the Third movement Sigma The main melodic material is presented in the introduction
(Example 38)

Example 38: Sérgio Assatlhree Greek Lettersll - Sigma, mm. 43.

In the first movement, both elements are introduced. Emstnotif used in the third
movement is preserden the bass line at measure 30 (Example 39). The ef@inent from the
second movement is presented in the end of measurx8® ke 40). Finally, after both are

presented, they are placed together after measuiexaple 41).

44



Example 39: Sérgio Assatlhree Greek Letters; Psi, mm. 3682

Example 40: Sérgio Assatlhree Greek Letters; Psi, mm. 3334

D

Example 41: Sérgio Assatihree Greek Letters$; Psi, mm. 3541

Ametric rhythm and atonality
Assad also@mposes using ametric rhythms. In dabinana n.3or guitar, it is possible
to identify various markings that supports this idea, tlesgace of box notation, requiring the

repetition of a cell for a designated number of tintlkes,absence of barlineadications as
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irregolare andcome una improvizacionand diverging beams on a series of notes to indicate

rhythmic acceleration. This example also evidences an edsémonal center (Example 42).

Example 42: Sérgio Assadipbinanano. 3 mm. 4042.

Minimalism

Assad in the last piece of tBeimmer Garden Suitebtitterflies” (1994), writes in a
minimalist style. He uses a steady pulse and repetitiametddic cells, written most of the time
in campanelagwhen alternating nes are played on adjacent strings, producing a reveerati

like a church bell). This technical approach helps tatera hypnotic effect (Example 43).
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Example 43: Sérgio AssaB8ummer GardenXXIll - Butterflies.

Conclusion

Therichness of the music found in Brazil is related to mamyes@and cultural aspects of
the society. As an example, traglas do chordnad a fundamental function: to create sociability
among the players and listeners. People used to go todas de chav to get together, meet
new people, have some drinks, and listen to the brewatioros.As for the musicians, besides
all these reasons, they also went to perform and dispaytfusical knowledge. Most of the
times, the musicians did not know musiedhy and everything was played by ear, so they would
have to accompany, improvise and play solos spontahedthis exposition created grounds for
a competition inside the group. Many composers wouldtrydake pieces complex technically,
rhythmically aml harmonically to stimulate this contest. This factor contribatguificantly to
the evolution of Brazilian traditional music. For example, tlarmony became progressively
more complex, with many modulations, to “catch” theomepanist. This was the maoal

atmosphere in which Sérgio Assad grew up. The influeh8gazilian traditional music became
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fundamental to what he would do later in life, an inflleeso 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 sophtsticaomposer, whose
music draws on Brazilian elements as well as many othgoriant trends and techniques. He is
one of the few composers who present a great numloengerts around the worldéfgio

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

ANNOTATIONS OF SERGIO ASSAD'S COMPOSITIONS.

Title: Trés Cenas Brasileiras

I- Pinote

[I- Vitoria Regia

[Il -Recife dos corais

Year: (1984)

Publisher: (Editions Henry Lemoine)

Instrumentation: Two Guitars

Recordings: Sérgio and Odair Assaatin American Music for Two Guita(®lonesuch 79116),

1985 (Rereleased 1993). Duo Edé&itell, SambaDocker Records DR228/280), 2002 *only

Pinote.

Approximate performance duration: 6’'00”

Comments:

The following text is included in the CD’s booklet and pdes information about this

work:
Recife dos Corais is a wild piece with an insistent figurageokes the aura of a
Brazilian rain forest. Vitori&Regia is dancdike, full of fleet, running passages in
both lines. Pinote has a lyrical opening section that paaks up in tempo,

thickens in texture and grows more syncopated andjetief®

Trés Cenas Brasileirawere Assad’s first original piesdo be included by the duo in
their recital programs in Brazil and in their concert debgbme countries in Europe such as
Belgium.The Three Brazilian Sceness it is translated, is complex, as most of Assad’s pieces

are. It requires a great amoufiemergy, synchronism between both guitars, and graaisiy.

6 Sérgio Assad and Odair A Latin American Music for Two Guitarslonesuch 79116, 1993.
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Assad states that when these pieces were conceived, henyasfluenced by a
repertoire of jazz and rock music that he used to listeAdoording to AssadRinotewas greatly

influencedby John McLaughlin’s music.

Title: Jobiniana No. 1
Year: (1986)

Instrumentation: Two Guitars

Publisher: Editions Henry Lemoine
Recordings: Sérgio and Odair AssadlJma Brasileira(Nonesuch 79179) 1988 (Released
1993). Duo Ederstell, SambaDocker Records DR228/280), 2002. Duo Spiritogadrew
Zohn and Jeffrey Mcfadden (Clear Note/ 63447956818%)7.
Approximate performance duration: 5'12”
Comments:

Assad states that initially he composed this piece without aegtion ofpaying tribute
to Anténio Carlos Jobim’s (1927994) music. After a period of time, Assad received roemts
that the piece had some elements of Jobim’s music. Sudysihy the composer named the piece
Jobiniana no. Jand was fascinated with the idea of writing a numbeiedes to Jobim’s music.
This fact proves directly how Assad’s music compositionmesiy influenced by Jobim’s music.
Jobiniana no. is a melodic piece. The harmonic design is suitable to the Bassastyle. The

piece was composed over twelve years leeitsrpublication in 1998.

Title: Suite Brasileira

I- Baido

II- Cancdo e Samba

Year: (1986)

Publisher: (Sérgio Assad Music)

Instrumentation: Two Guitars

Recordings: Sérgio and Odair Assadjma Brasileirg (Nonesuch 79179), 1988 * Only Baido
and CancadRereleased 199). Duo Edetell, SambaDocker Records DR228/280) 2002.
Approximate performance duration: 12°'00”

Comments:

50



Assad points out that tt&uite Brasileiramarked a turning point in his compositional
approach. The pieces he had composedrbefid not have the compositional elaboration and
richness that this piece has. Assad states that he triedréoybeareful with all the elements he
used.

The first movement is based on the binary dance cBiéib. As many of Assad’s
pieces Suite Basileirais intricate and demands a lot from the interpreter. Jéwecaois a slow
and calm piece. The melodies found in this movement exdk®@zilian aura and demonstrate
Villa-Lobos’s strong influence. The Samba is a fast, rhythndovegorous movend. It is again
based on one of the most popular Brazilian rhythms asdd\explores in depth the virtuosity of
each line. It also shows a clear influence of Vilzbos (18871959) and Gnattali’'s (1906988)

music.

Title: Aguarelle

I- Divertimento
II- Valseana
[l - Preludio e Toccatina
Year: (1986)
Publisher: Editions Henry Lemoine
Instrumentation: Solo Guitar
Recordings: Adam Holzman(Clear Note/BO014HNUAA), 1991. Randall Ave(Rima
Productions/BO012ADNSS8), 1996. Eduardo Isaac (GHA/@034N5), 195. Graham Anthony
Deving (Naxos/ BOOO1N9ZES), 2004. Alieksey Vianna (GSP/GSP1205. ShiAchi
Fukuda (Victor Music EntertainmeMiCC-173), 19%. Yasuji OhagiAquarelle(Victor Music
Entertainment /VIC&0560), 2007Daniel Bolshoy (Centaur/829982099396), 2008. Rémi
JousselmeBrasiliana(Atlas Music/am0505), 2005. Augustin WiedemaAth,in Twilight
(Arte Nova/ 74321589612), 1998.
Approximate performance duration: 14'00”
Comments:

This piece was the first piece composed by Assad forgeolar. Aquarellewas
dedicated to the Scottish guitar player David Russell, dmecame Assad’s best known work.

This composition was made during the sgragod as th&uite Brasileiraeand demonstrates how
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strong this new momentum was in Assad’s compositional Stigke music approach where
Assad’s writing is treated freely and spontaneously, icepl by a wide spectrum of
compositional devices, includirthe use of ostinatos with Brazilian rhythms implied and
complex counterpoint. The articulation in this piece, asanyrthers of Assad’s works, is
another point of challenge. The first movement is basd@BrazilianMarchaRancho

rhythm. It is a vey difficult piece and requires a high level of virtuodiyel from the

interpreter. The second movemevid|lseanawas composed earlier, in 1985. It is a melodic and
well-balanced piece. It also gives a contrast between themmets. The third movement
contains a brief prelude where Assad inverts the matif presented in the first movement. The
toccatina is a difficult piece and highly contrapuntal pid¢es last movement was the

mandatory piece for the GFA (Guitar Foundation of Aménizatar conpetition of 2002.

Title: Jobiniana n. 2
Year: (1988)

Instrumentation: Flute and Guitar

Publisher: Editions Henry Lemoine

Recordings: Montserrat Gascon e Xavier Cdiirasiliana(LMG - La ma de guido/ 2082), 2008.
Approximate performance duration: 630"

Comments:

The idea of writing a series of homage to Jobim madadsompose his second
Jobiniana.By that point, he indeed sought a more dense form anctste. He also had the
initial concept of applying a denser instrumentatiorexch newlobiniana.This idea did not
evolve, howeverdobiniana no. 3which Assad composed later, is for guitar solo.

When Assad composed his secdonBliniana,he deliberately introduced many elements
found in Jobim’s music. The rhythmic structure is takem Jobim’s nusicAguas de Margo
(Example 44).

Example 44: Antbnio Carlos Jobihguas de Marcanm. 13.
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Assad explains:

The music of Antonio Carlos Jobim has been familiar taeamg since my
childhood. A few years ago | decided to pay homagkbim writinga series of
pieces which | namedbbinianas My intention in these pieces is to give my
personal view of his musical universe highlighting its fieetures, nice melodies
and interesting harmonies. Each piece makes refeterdmbdim through different
approaches. Sometimes | worked on some sequenced imathed was used by
him, other times | worked on some melodic motives belantp his
compositions. In this particular piece, thabinianano. 2 for flute and guitad,
wanted to create a sense of dreaith echoes of Jobim’s melodic fragments. In
this case, both the flute and the guitar trade the leadatgrial that constantly

moves from one to the other instruméht.

Title: Children’s Cradle

|- Berceuse

II- Dreams
[ll- Morning’s Rag
Year: (1992)
Publisher: Sérgio Assad Music
Instrumentation: Solo Guitar
Recordings:Ricardo CoboQuiet Time: Music for Children at Bedtinfi@elaxation
BO0O0007SAJ), 1998.
Approximate performance duration: 11°00”
Comments:
This piece was commissioned by the guitarisiaRio Cobo for his new albu@uiet
Time: Music for Children at Bedtimbn his Children’s Cradle Assad uses a really simple

language to match the idea of the album. Mloening’s Ragis a charming piece.

4’ MontserratGascon an&avier Coll, Brasiliana LMG (2082), 2008.
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Title: Saga dos Migrantes

|- Retirantes

[I- Trem da llusao

[l - Metropolis

IV- Saudades

V- Danga Antagonica

Year: 1992

Publisher: Sérgio Assad Music
Instrumentation: Two Guitars

Recordings: Sérgio and Odair AssaBaga dos Migrante@Nonesuch 79365), 1996.
Approximate performance duration: 12°’30”
Comments:

This piece was conceived for the alb&aga dos Migrantesn this piece Assad tries to
illustrate the migratory movement that happened insid&adil during the first half of the
twentieth century when millions of Brazilians from the noaterncities moved to big cities or
metropolisfor a better quality of life. These migrants were catktdantes.Due to the poor
levels of education, many of thetiranteshad a hard time making a living in the big cites and
ended up losing their culturaladtity. The odyssey of thretiranteswas culturally explored by
many intellectuals, writers, painters and musicians azBmcluding Tom Jobim in his song
Chegada dos Retirant¢$983). As these migrants were from the northeastidhases a great
nunber of traditional music elements from this region, includingation of one of its most
famous composer’s Luiz Gonzaga (191989). Assad mentions th&aga dos Migrantes

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 Nettunavas commissioned for a guitar festival that took placelagigun
the lalian city of Nettuno. It was premiered during the festral conducted by the famous
guitarist Manuel Barrueco. Assad states that he composeteiny aimple way to fit the level of
the students at the festival. This piece is the first desaiptorkby Assad, and it portrays the
city of Nettuno in one day, from sunrise to nighttimégew people go to bed. The piece explores

Italy’s culture and its people’s habits.

Title: Suite “Summer Garden”

I- Opening

[I- Summer Garden
[l - Farewell

IV-The Frends

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: Séergio and Odair Assatlatsu no Niwa SuitGHA 126.029), 1994.
Approximate performance duration: 50°00”

Comments:

Assad was unexpectedly offered a commission to compus$éo record the music for a
film called Natsu No NiwgSummer Garden), directed by the Japanese Soujnai. The Assad
brothers were about to depart on a tour to the UnitedsStaeen the offer came. Assad accepted
the offer and worked incessantly on his new project. Tésads recorded it in New York during
the two free days found on their tour.

The duo decided to produce a CD to be released wittirthpremiére, and an inteséng
incident happened with the CD’s production: Near the ceogrdate, Odair got injured on his
right-hand fingers, but he refused to change the recordieg.dafter the Assads finished the
album, Odair went to have his fingers checked and dised#eat two of them were broken.

The following text is included in the CD’s booklet and pdeg a brief summary of the

movie history:

A moving history of three boys and an old man. Thedlboys were classmates in
the sixth grade. In early summer afiee death of one of the boy’s grandmother,
their interest in death grew to such an extent that teeildd to observe a dying
old man who lived alone in their neighborhood. They tibehr “detective work”
very seriously. Keeping watch on the old mamade and following him
whenever he went out. At first they were driven byreseeof curiosity, until one
day the old man caught them and spoke to them vegyalgv The boys’ attitude
began to change and they began to enjoy the time thayisgle oldman’s
company. The old man too began to change from a aedlkifeless being into a
much stronger person. The relationship developed &6young versus old”
confrontation to a true friendship. The boys helpeeépair the old man’s house
and listenedo his stories about the Second World War, which was tireecaf

his present lonely existence. As they learned of the msagsby the old man had

56



to leave his wife, the boys decided to find her and to sfgeb&r on his behalf.

At last they found theld lady and were surprised to discover that she was the
grandmother of their school teacher. The story endsthétisudden death of the
old man. In the last scene the boys watch as his heasenolished. The summer
spent in his company had left the #higoys with very special and abiding

memories?
Each sound track is relatively short pieces and thertheze tracks that are composed for
guitar solo: XX} Farewell XVII- Remembranceand XIX- Dreams.According to Assad, it was

the first time he used computer to edit his musican Atari “notator” of 1MB.

Title: Winter Impressions

I- The Frozen Garden

[I- Blue Solitude

Il - Fire Place

Year: (1996)

Instrumentation: Flute, Viola and Guitar

Publisher: Editions Henry Lemoine

Recordings: Trio Con Brio-Johannes HustedTarolin KriegbaumandAndrea Férderreuther.
ImpressiongKoch Discover International/DICD 920497), 1997.

Approximate performance duration: 11'30”

Comments:

This piece was commissioned by the Trio Con Bnter Impressiondepicts diferent
moments of winter’'s weather. It was composed in a monfgrofound sorrow, when Assad
Assad’s first wife passed way. Assad states that thentirdeyear in Belgium, where he used
to live, was extremely cold. He uses several elementsmielsionistic music taken from
Maurice Rave(18751937)and Claude Debussy (188318). In his review Joseph E.

Szydlowski states th&inter Impressioneffectively delivers precisely what thel@timplies,”

8 Sérgio Assad and Odair Assadhtsu no Niwa SuitéSHA 126.029, 1994.
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and “the choice of instruments is itself evocative of wintesings and permits a sonically well

balanced ensemble*®

Title: Circulo Magico
Year: (1997)

Instrumentation: Flute and Guitar

Publisher: Editions Henry Lemoine

Recordings: ThomasMuller-Pering and Wally Hase (AnimatdCD6100), 2001Montserrat
Gascon e Xavier ColBrasiliana(LMG - La ma de guido/ 2082), 2008.

Approximate performance duration: 7°50”

Comments:

This piece stayed unfinished for many years. Assad writes

CirculoMagico is the Portuguese translation for Magic Circle agaR ritual with
origins in ancient history. In prf€hristian Europe most Pagan religious festivals
took place in circles, normally outdoors under the akd stars at night. There
they celebratethe Earth’s fertility and worshiped the Sun, Moon, amitiBs.

The Magic Circle is a magical environment in which the deérescelebrated. It
defines the ritual working area, a sphere, and creaggstiper energy for the
ritual. Within this energygphere each one of the four elements are assigned to a
different cardinal point.

The piece Circulo Magico written for flute and guitar imasical representation
of the four elements within the circle. It starts with éhement of air (east)
evoked by thélowing of repeated patterns on the flute. It changesugibdto
earth (north) with a defined melody for the flute and mibiguous harmony for
the guitar. Later comes the element of fire (south) repted by a fast and fiery

dance. This is followedybthe element of water (west) where the guitar takes the

9 Joseph E. Szydlowski, “Sergio Assimbinianano. 3 Pour @itare,” Note, Music Library Association,
Inc. Vol. 60: 804805
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leading role and the flute plays cascades of sixtesotis. The piece ends with a

return to the element of air closing the ritefal.

Title: Uarekena
Year: (1994)

Instrumentation: Guitar Quartet

Publisher: Editions Henry Lemoine
Recordings: The Minneapolis Guitar Quartéver Land and Se@lbany Records TROY/339),
1999.Quaternaglia Guitar Quartebrrobodg (Carmo/159 72€), 2000. The Los Angeles
Guitar Quartet, LAGQ’s Guitar Heroes (Tele86686, 2004.San Francisco Guitar Quartet,
Compadregs.n./691045800429), 2003. EOS Guitar QuaRBAZZOLLA “4 Seasons 4
Guitars” (DIVOX CDX 25221-2), n.d.
Approximate performance duration: 824"
Comments:

Uarekenais the name and the language of an alialgpeople living in a region between
Brazil and Venezueld. Assad states that during the compositional process he ditiinko of
composing a piece with indigenous music elementsr Agtavas finished, he realized, however,
that one of the main themasthe music had an indigenous atmosphere. He decideddhmame
the piecdJarekenaafter looking up several names in thepidictionary (Tupi, or TupGuarani,
is an indigenous language still spoken in many placesuthSAmerica). This piece has been
recorded and performed by different guitar quartetsjtaadecoming, along witAquarelle,
one of Assad’s most performed pieces. Its featurdsdadhe use of many compositional
techniques such as the harmonics, improvised lingts; &nd lefthard tappings, and the fourth

guitar retuning its sixth string to Blarekenawas written for the Los Angeles Guitar Quartet.

Title: Fantasia Carioca
Year: (1994)

Instrumentation: Solo Guitar

Publisher: Sérgio Assad Music

0bid., 48.
51 |hid.,50.
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Recordings: Alieksey Vianna (GSP/6P1027), 2005. Brandon Jones (RAE Records/no
recording number), 2006.

Approximate performance duration: 920"

Comments:

Fantasia Cariocéhas become another very popular piece. It has a stnotifbased on a
wholetone scale that is developed throughthe piece. A very difficult piece to be executed
properly,Fantasia Cariocancludes a number of compositional elements very common in
Assad’s musical language such as the ostinatos, tttremttysections, and very contrapuntal
writing.

This piece wasdft forgotten in Assad’s personal files for many yeandil 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 Comnercial Recordings Available
Approximate performance duration: 11'00”
Comments:

Fantasia Carioca bisvas orchestrated and rewritten for two guitars yeaes.la
According to Assad, this version is much richer andamwamplete than the solo version. It was
premiered in 1998 with the Saint Paul Chamber Orchestrducted by John Adams.

Title: Sonata

I- Allegro Moderato

[I- Andante

Il1- Presto

Year: (1999)
Instrumentation: Solo Guitar
Publisher: Gendai Guitar
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Recordings: Alieksey Vianna (GSP/GSP1027), Z)®hirichi Fukuda Sonata(Japan
Columbia/ Jroom/DENON/COC®@3543), 2001.
Approximate performance duration: 16’00”
Comments:

Assad considers this piece one of the most complex afclttifvorks he had ever
written. It was dedicated to the Japaneséagst Shinlchi Fukuda, who also commissioned it.
In this piece, Assad explores deeply many aspects @n writing. He explains the highly

complex contrapuntal texture:

| think, | always had in the back of my head thisidé two guitars, because
spent my whole life doing it! Therefore, when | am cosipg, | hear two, three
or even four guitars simultaneously. | want to put this alsen | am writing for
guitar solo. | have a true desire to try to make the gstand bigger than it really
is. The second movement of the Sonata | went very deépaon | tried to bring
out this idea. It was a lot of work to make it happen thg that | wanted! Of

course, to perform each line independently requiles faom the player?

Assad identifies t# influence of the Brazilian composers Edino Krieget4B8) 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. Sleim Fukuda,Voyage(Japan
Columbia/ Jroom/DENONOCO-83650), 2003.
Approximate performance duration: 820"
Comments:
In this piece, Assad explores a motif taken from JobD&safinado Assad states that he

explored inJobiniana no. 3nany music elemestnot too often found in his music. The

52 |hid.,44.
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influences from composers such as Leo Brower (b.188@)Edino Krieger (b.1928) are clear
here. It is possible to see the presence of several hatiams which requires the repetition of a
cell for a designated mber of timesa common feature in much of Brower’s music. It is also
possible to find diverging beams on a series of notes tcaitgdrhythmic acceleration. This
musical element is also present in Assad’s Sonata. ItAes&id almost eight years to corspo
the next piece in the seriesdafbinianas.The composer points out this long time span between
the Jobiniana no.2 as the most important factor forlthege 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 Fukudand Yoko Hasegawa (Victor Music Entertainment /Vi6U337),
2003.
Approximate performance duration: 6’'00”
Comments:

This is the last in the series &idbinianasit was commissioned by Shin Ichi Fukuda as
part of one of his projects on Brazilian music. For the samgect, Assad arranged several of

Jobim’s pieces as well.

Title: Espantalho (Ballet)
Year: (1998)

Instrumentation: Chamber Orchestra

Publisher: Ségio Assad Music
Recordings:No Commercial Recordings
Approximate performance duration: 15°00”
Comments:
This was a work commissioned for the Projeto Portinarail. Candido Portinari was
one of the most important Brazilian painters. Da#letYarawas based on myths about Brazilian

water goddesses. Originally, the music for this event wagposed by Francisco Mignone. The
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libretto was made by the poet Guilherme de Almeida@ertdidoPortinariwas the satege
designer. Assad and a group of three otioenposers, Egberto Gismonti (b.1947), Hermeto
Pascoal (b1936) and Caetano Veloso (b.1942), werednateompose a new sound track for a
ballet, replacing the one composed by Mignone. InsgayeBortinari’s paintings, Assad named
his track “Espantalhd which means scarecrow. It was premiered by the@ymy Orchestra of
Teatro Municipal, S&do Paujdrazil.

Title: Mikis Concerto Fantasia

I- Allegro
II- Andante
- Vivace
Year: (1999)
Instrumentation: Solo Guitar and String Orchestra
Publisher: Ségio Assad Music
Recordings:No commercial recordings
Approximate performance duration: 20’00”
Comments:

This piece was commissioned by the Greek guitarist Costas [otSiotsiolis asked for
a composition based on songs by the Greek compos&s Whkodorakis. Theodorakis became
well known worldwide after his sound track for the maXi@ba the Greek1964). After a
rigorous selection, Assad chose a few of his songs tsdx as a platform of work. It was
premiered by the Athenian String Orchestrdihens. Assad also composed a version of the

same piece for string quartet plus bass and guitar.

Title: Pieces for violin and two quitars

I- Andalucia ( based on Los Quatros Muleros)

II- Fantasy on Dark Eyes (based on Russian traditional)
[ll- Chase

IV - Istanbul (Awakening, Turkish Dance)

V- Tatras
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VI- Gypsy Songs (based on Hungarian traditional) “The pggttycoming home, if | could
catch the mouse, difficult for you, cupbrridge, as many inns as | find, young bride”
VII- Vardar's Boat (based on&dedonian traditional)

VIIl - Nuages

IX- Somogy's Dream (based on Transylvanian traditional)

Year: (1996)

Instrumentation: Two Guitars and Violin

Publisher: Sérgio Assad Music

Recordings: Nadja Salerné&sonnenberg, Sérgio and Odair Assad (Nonesuch 725@800.
Approximate performance duration: 52’00”

Comments:

This album was conceived in a work with the collaboratioth® violinistNadja Salerne
Sonnenberg. The idea for this album was to recreate thie wiuGypsies. Assad points out that
he studiedhe history of the Gypsies and tried to recreate their mougach placed that they had
established in the course of their migration. The pigltaseis the only one for two guitars in the

album. The idea was to give a better balance in the ffdhearacks in the album.

Title: Pieces for Clarinet and Guitar

[- Un abbraccio a Joao
[I- Menino

[l - 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 Mirabas&)ho Retrato(EGEA Edizioni
Discografiche SCA 068), 1999.
Approximate performance duration: 38’00”
Comments:
Assad states that this piece is a “return” to his first pibds Cenas Brasiles. He
considers these pieces very nice. However, he did nadrttize elaboration found in many other

works of his compositional repertoire.

Title: Campusca
Year: (1996)

Instrumentation: Two Guitars

Publisher: Sérgio Assad Music
Recordings:No Commecial Recordings Available
Approximate performance duration: 4'00”
Comments:
This piece was conceived during the first half of the0E9® 1996 Assad rewrote it for a
project in Brazil.Campuscdas a spirit and some compositional characteristics sitoilais

Trés Cenas Brasileiras.

Title: Eterna
Year: (1996)
Instrumentation: Two guitars
Publisher: Sérgio Assad Music
Recordings: Paulo Bellinati andHarvey WainapelNew Choros from Braz{Proteus
Entertainment/ BOOOBZ4VYA), 2005 * Arranged for GuitadaClarinet by Sérgio Assad.
Approximate performance duration: 3'00”
Comments:

This piece was composed fine same project &ampuscalt is a waltz, strongly
influenced by the Brazilian waltz. Assad also wrote a vergidhis piece for clarinet and guitar,

to be played by the Brazilian guitarist and composer Faeillnati (b.1950).
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Title: Three Greek letters
|- Psi-
Il- Pi-

[l - Sigma-

Year: (2000)

Instrumentation: Solo Guitar

Publisher: Editions Henry Lemoine

Recordings: Alieksey Vianna (GSP/GSP1027), 2005.
Approximate performance duration: 550"
Comments:

This piece was commissioned linetGreek guitarist Antigoni Goni. Assad explains that
he abstained from all elements of Brazilian music whilepmsmgThree Greek Lettersie
admits that he is fascinated with Greek rhythms and thesnfatson allowed him to achieve his
goals more easil The piece was based on the letters given by Gors.piéce 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: 550"
Comments:
The new version of this piece was made during the periathich Assad collaborated
with the weltknown cellist YoYo Ma. Assad explains that after hearing the versiorlfoinet
and guitar, Ma requésd a version for cello and two guitars. Assad reviethedpiece 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 Huste@arolin KriegbaumandAndrea Forderreuthger
Landscapes, Portraits and Wom@&nimato—SunnyMoon/B00005RTLS8), 2001.
Approximate performance duration: 550"
Comments:

After creating the version for two guitars and cello,a&bwas requested by the Trio con
Brio to compose a new version for flute, viola and gultsr also composed another version for

pianc-his only piece for the instrument.

Title: Concerto Origens

|- Tarantella

Il - Canzone

[Il - Baiao Chorado

IV - Modinha

V- Finalle

Year: (2001)

Instrumentation: Triple Concerto for Violin, Two Guitar andhamber 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 brothétrshe violinistNadja
SalerneSonnenbergThe idea of this work was to compose music that exptbeesrigins of the
players: the brothers ai8hlerneSonnenbergThe first and second movements are based on
Italian music and this relates &alerneSonrenberg’sitalian nationality. The third and fourth are
based on Brazilian music and the fifth movement is afusf all elements. It was premiered

with the Saint Paul Chamber Orchestra.
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Title: - 3 Divertimentos
|- Abaete

[I- Arpoador

[l - 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 conceivechdstude for guitar.’tlwas
written for three students during the time Assad was teaahitngg Conservatoire Royal de
Mons in Belgium. These pieces are not very complicate®002, for the recording of the aloum
of his complete solo works made by the guitarist Aliekseanva, Assad made his last revision

of the piece and changed the title.

Title: 5 World Dances
I- Middle Eastern

II- Celtic

[l - 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 Geetstival in 2002. In these
pieces Assad incorporates music from different partee world. This wdk is another mark of a

trend evident in many of Assad’s pieces and showeat gariety of his compositional capacity.
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Assad reveals that this multicultural interest had deepersdioy years when he had had to
compose for many different reasons pidaased 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: 500"
Comments:

This piece was composed for the eightieth birthday of tiea@ian guitarist Eli Kassner.
Assad explains that he always felt the wish to composeca psing the letters of a name as the
main compositional material. Not having any control of whaitilel result was exciting, Assad

explains®

Title: Dos Canciones

I-Hop
[I- Certitumbre
Year: (2004)
Instrumentation: Voice and Guitar
Publisher: Sérgio Assad Music
Recordings: Raphaella Smits and Liliana Rodrigu&einaDe La NocheSongs from Argentina
and Brazil (Accent Records/ACC 24178), 2007.
Approximate performance duration: 4'00”
Comments:
This piece was commissioned and recorded by Raphaella &wdits

Liliana Rodriguez. The songs are based on poems whitehe Argentinean Hugo Herrera.

%3 bid., 44.
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Title: Tahhiyya Li Ossoulina
Year: (2005)

Instrumentation: Two Guitars

Publisher: Assad Music

Recordings: Sérgio and Odair Assadardim Abandonad@Warner/Nonesuch 278147, 2007.
Approximate performance duration: 7°15”

Comments:

About Tahhiyya Li Ossoulin&ssad writes:

Tahhiyya Li Ossoulinayhich means literally “Homage to our roots,” is our
humble dedication to the Christian Lebanese and Syrian iramgwho settled in
Brazil starting in 1880 after fleeing the Ottoman Empire. Wainthese
immigrantshad planned to emigrate to the U.S. but landed in Brazdads After
recovering from the initial shock that they had arrived intB@&merica, the
immigrants made the best of the situation. Soon, many of &xeelled in
commercial, political and cultal areas. Our grandfather arrived in the port of
Santos in 1889 from Lebanon. He knew that he was tray&i South America
because he was traveling to visit his brother, who waadyr Brazil. Although

he came just for a visit, he decided to staylifer**

Tahhiyya Li Ossoulinavas premiered in Brasilia as part of the cultural actividi@sng

the first Arab and Latin American summit.

Title: Itaipava
Year: (2006)

Instrumentation: Flute, Violin, Clarinet, Cello and Piano
Publisher: Sérgio Assad Msic

Recordings:No Commercial Recordings Available
Approximate performance duration: 6’00”

Comments:

* SérgioAssad TheFlorida State University program note November, 2005
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This piece is a version of one of thve World DancesAssad explains that this version
is compositionally so different that it sounds completelg &iknew piece. Assad changed many
elements and added more compositional material. Thige pvas written for the Latin American
Music Composition Festival in Chicago. It was premieretheyMaverick Ensemble during the

festival.

Title: Trois Brésiliens a Saint Paul

I- Le naif
II- La joyeuse
[l - 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 FestivBdicastin, France. This is
Assad’s second piece for guitar ensemble and it isiderable more difficult than his first one.

It is also a descriptive work. It describes three diffeBrarilians who meet in Saint Paul.

Title: Piata
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 Wgncouver Cantata Singers. It is based on Brazilian

indigenous music. The text was also composed by Asgheé indigenous language Béipi.
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Title: Interchange
Year: (2008)

Instrumentation: Guitar Quartet and Orchestra

Recordings:No Commercial Recordgs Available
Approximate performance duration: 28'00”
Comments:
Up to this momentinterchanges Assad’s last piece. Composed for the Los Angeles

Guitar Quartet, it will be premiered in 2009. It descsibach member of the quartet.
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APPENDIX A: LIST OF SERGIO ASSAD’'S ARRANGEMENTS

This list was formed in collaboration with Mr. Byron Foddr. Fogo is a guitarist and
arranger, and is a long time friend of Sérgio As3&e list contains Assad's arrangements made
to recitals andecording projects in addition to arrangements that are irFbyjo’s possession.
Assad has made more arrangements than the ones thsteat&ere, many of whiclere lost
over the years in tours, moving, 8tds it can be observed, most of them arepublished. As
previously described in Chapter 2, most of them wered®eé specifically to corroborate with
the artistic projects of the duo during the years or veudioited by various artists. This list
expresses how large Assad’s output is and semits an important source for future publication

and research. This list does not include pieces cosapmg Sergio Assad.

TABLE | - LIST OF SERGIO 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 Rondeina Two Guitars
Abreu, Zequinha Tico-Tico no Fuba Voice, Two

Guitars and Bass

Abreu, Zequinha You will Never Know Voice, Two

Guitars and Bass

Almeida, Laurindo Escadao Guitar Sdo

Almeida, Laurindo Valse D’Amelie Guitar Solo

Almeida, Laurindo Bjork Guitar Solo
% |bid.,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 Unfinished | Two Guitars
BWV 812
Bach, J.S. French Suite No. 3 Two Guitars
BWV 814
Bach, J.S. Well Tempered Clavier| With Byron | Two Guitars
(Complete Book I) Fogo
BWV 846- 869
Bach, J.S. Prelude and Fugue No Two Guitars
3BWV 848
Bach, J.S. Sonata No. 3 For idlin Violin and Two
and Harp BWV 1016 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 Sarhas: Voice, Two

Lamentos, Se asaso
vocé chegasse, Linha ¢
Passe and Morena da

Angola o que vier eu

traco

Guitars and Bass
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TABLE 1 - CONTINUTED

Composer Title Remarks Instruments

Bandolim, Jacob do O V6o 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 Bartok 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 Laser Guitar and Voice

Jose Miguel

Buarque, Chico and Todo Sentimento Voice and Two

Cristovao Bastos 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

Cobian 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 Pafio Moruno

- Sequidilla murciana
- Asturiana

- Jota

- Nana

- Cancion

- Polo

Two Guitars and

Violin
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TABLE 1 - CONTINUTED

Composer Title Remarks Instrum ents

Fauré, Gabriel Berceuse From Two Guitars
“Dolly
Suite”

Fauré, Gabriel Kitty Valse From Two Guitars
“Dolly
Suite”

Fauré, Gabriel Le Pas Espanol From Two Guitars
“Dolly
Suite”

Ferreira, Marcos Vrap Fragment / | Guitar Solo
Finger Style
Guitar
Magazine
Vol. 17

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

Sonaa 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 Violin and Two
- Danza del viejo Guitars
boyero
- Danza de la moza
donosa
- Danza del gaucho
matero
Gismonti, Egberto Sete Aneis Two Guitars;
Violin, Two
Guitars and Bass
Gismonti, Egberto Agua e Vinho Two Guitars
Gismonti, Egberto Baido Malandro Two Guitars
Gismonti, Egberto Duex Dancas Published | Two Guitars
by Henry
Lemoine
25081HL
Gismonti, Egberto Estudo No. 1 Guitar Solo
Gisnonti, Egberto Forrobodd Two Guitars
Gismonti, Egberto Frevo Guitar Solo; Two
Guitars
Gismonti, Egberto Infancia Two Guitars
Gismonti, Egberto A Fala da Paix&o Two Guitars

Gismonti, Egberto

Palhaco

Guitar Solo; Two
Guitars and

String Quartet
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TABLE 1 - CONTINUTED

Composer Title Remarks Instruments
Gnattali, Radamés Concerto for two “3" Two Guitars
Guitars and Orchestra | Movement”
Gnattali, Radameés Concerto para dois Oboe part | Oboe
violdes,oboe e only
orquestra
Gnattali, Radamés Uma Rosa Para Two Guitars
Pixinguinha
Gnattali, Radamés Guitar Quartet Four Guitars
Gonzaga, Luis Assum Preto Solo Guitar
GrenetEliseo Drume Negrita Two Guitars
Guettel, Adam Octet Two Gutars
Handel, G. F. Weep You No Mor Two Guitars and
Voice
Handel, G. F. Sad Fountair Two Guitars and
Voice
Hermann, Bernard The Inquirer Incomplete | Two Guitars
Hermann, Bernard The Inquirer From Two Guitars and
“Citizen Violin
Kane”

Hermann, Bamard

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 Coracéo From Two Guitars
“Crbnica da
Casa
Assasinada’
Jobim, Antonio C. Jardim Abandonado From Two Guitars
“Crbnica da
Casa
Assasinada’
Jobim, Antonio C. Milagres e Palhacos | From Two Guitars
“Crbnica da
Casa
Assasinada’
Jobim, Antonio C. Trem para Codisburgo | From Two Guitars
“Crbnica da
Casa
Assasinada’
Jobim, Antonio C. Insensatez Violin, Two
Guitars and Cellg
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 guitas,

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, ano

voice

Jobim, Antonio C. Caminhos Cruzados Voice and two

guitars

Jobim, Antono C. Eu Nao Existo Sem Two Guitars,

Voce voice and bass

Lauro, Antonio Vals Two Guitars and

Clarinet
Lecuona, Ernesto Comga Two Guitars and
Clarinet

Lobo, Edu Casa Forte Voice, Piano and

two Guitars

Lobo, Edu Chove La Fora Voice, two

Guitars and Bass

LenineMacedo, Osvaldo | O Siléncio das Estrelas Voice and Two

Pimentel and Dudu Falcao Guitars

Menescal, Roberto and | Bye Bye Brazil Two Guitars and

Buarque, Chico Violin

Milhaud, Darius Brazileira From Two Guitars
“Scara
mouche”

Milhaud, Darius Vif From Two Guitars;
“Scara Two Guitars and
mouche” 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
MorencTorroba, Frederico Amanecer From Three Guitars;
“Estampas” | Two Guitars
Moreno Torroba,Frederico | Bailando un Fandango| From Three Guitars;
Charro “Estampas” | Two Guitars
Moreno Torroba, Frederico Camino del Molino From Three Guitars
“Estampa’
Moreno Torroba, Frederico Fiesta From Three Guitars
“Estampas”
Moreno Torroba, Frederico Fiesta en el Pueblo From Two Guitars
“Estampas”
MorenoTorroba, Frederico Juegos Infatiles From Three Guitars
“Estampas”
Moreno Torroba, Fredeco | La Boda From Three Guitars;
“Estampas” | Two Guitars
MorenoTorroba, Frederico La Siega From Three Guitars;
“Estampas” | Two Guitars
MorencTorroba, Frederico Remanso From Three Guitars;
“Estampas” | Two Guitars
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TABLE 1 - CONTINUTED

Composer Title Remarks Instruments

Morricone, Ennio Cinema Paradiso From *“ Two Guitars and

Nuovo Violin

Cinema

Paradiso”
Morricone, Ennio Maturity From “ Guitar and Violin

Nuovo

Cinema

Paradiso”
Nascimento, Milton Cals Violin, Two

Guitars
Nazareth, Ernesto Neré 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 Ensirerado Guitar Solo
Nazareth, Ernesto Eponina Guitar Solo
Nazareth, Ernesto Escorregando Guitar Solo
Nazareth, Ernesto Expansiva Guitar Solo
Nazareth, Ernesto Feitico 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 Turbilh&o de Beijos Guitar Sdo
Nogueira, Paulinho Bachianinha No. 1 Guitar and Bass
Nyman, Michael The Heart Asks From “ The | Two Guitars

Pleasure First Piano”

Oliveira, Angenor de As Rosas nao Falam Voice and Two
(Cartola) Guitars
Oliveira, Angenor de Boa Noite Voice and Two
(Cartola) Guitars
Oliveira, Angenor de Acontece Violin, Two
(Cartola) Guitars
Pascoal, Hermeto Briguinha de Musicos Two Guitars
Pascoal, Hermeto Ovo Two Guitars
Pascoal, Hermeto Bebé Two Guitars
Pascoal, Hermeto Série do Arco Two Guitars
Penta, Altamir & Edinho | NOs e o Rio Two Guitars
Piazzolla, Astor Allegro From Two Guitars and

“Tango Cello

Suite”
Piazzolla, Astor Andante From Two Guitars and

“Tango Cello

Suite”
Piazzolla, Astor Ausencias Two Guitars and

Violin
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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 Rer 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 InviernoPortefio Guitar Guitar Solo; Two
Review No. | Guitars; Two
100 (Guitar | Guitars and
Solo) Violin; Guitar
and Flute; Two
Guitars ad
Orchestra; Four
Guitars; Piano
and Two Guitars
Piazzolla, Astor Otofio Portefio Guitar Guitar Solo; Two
Review No. | Guitars; Two
103 (Guitar | Guitars and
Solo) Violin; Guitar
and Flute; Four
Guitars; Piano
and Two Guitars
Piazzolla, Astor Veraio Portefio Guitar Guitar Solo; Two
Review No. | Guitars; Two
102 (Guitar | Guitars and
Solo) 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 PrimaveraPortena Guitar Guitar Solo; Two
Review No. | Guitars; Two
101 (Guitar | Guitars and
Solo) 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 Vianal Um a Zero Two Guitars
& Benedito Lacerda
Powell, Baden Tempo Feliz Solo Guitar
Purcell, Henry See, Even Night Two Guitars
Rameau, JeaRhilippe Allemande Two Guitars
Rameau, JeaRhilippe L’Egyptienne Two Guitars
Rameau, JeaRhilippe La Poule Two Guitars
Rameau, JeaRhilippe Les Cyclopes Two Guitars
Rameau, JeaRhilippe La Follette Two Guitars
Rameau, JeaRhilippe Musette En Rondeau Two Guitars
Rameau, JeaRhilippe Rigadon Two Guitars
Rameau, JeaRhilippe Le Rappel des Oiseaux Two Guitars
Rameau, JeaRhilippe Gigues 1 and 2 Two Guitars
Rameau, JaPhilippe Les Tendres Plaintes Two Guitars
Reinhardt, Django Nuages Two Guitars and
Violin
Reis, Dilermando Uma Valsa e Dois Guitar Solo
Amores
Rosza, Miklos Spelbound Two Guitars and
Violin
Rota, Nino Medley— La Dolce Two Guitars and
Vita; La Strada; Violin
Amarcord
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 Sob
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 Two Guitars

“Three Easy
Pieces for
PianoFour
Hands$
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TABLE 1 - CONTINUTED

Composer Title Remarks Instruments
Stravinsky, Igor Polka From Two Guitars
“Three Easy
Pieces for
PianoFour
Hands’
Takemitsu, Toru Kaseki Two Guitars and
Violin
Telson, Bob Blues Harp From Violin
“Bagdad
Cafe”
Tiso, Wagner Choro de Mée Two Guitars
Towner, Ralph Beppo Solo Guitar
Towner, Ralph When the Fire Burns Solo Guitar
Slow
Towner, Ralp 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 “Suie | Two Guitars
Populaire
Brasilenne”
Villa-Lobos, Heitor Preludio From Two Guitars
“Bachianas
Brasileiras
No. 4"
Waters, Rogers Another Brick in the From “Pink | Two Guitars and
Wall Floyd ; The | Violin
Wall”

Williams, John

Schindler’s List

Two Guitarsand

Violin
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APPENDIX B: SERGIO ASSAD’S DISCOGRAPHY

1974: Latino America
(Continental 1035-404-006)

* Recorded with the Armorial orchestra

1978: Complete VilldLobos works for solo guitar
(Kuarup Discos KLP 003/4)

* Re-released in 2(®

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: MarlosNobre/Yanomani
(EMI-Odeon 31 C 0634422921)

1983: Concert at the "Y"

(Guitar Review-Spring)
*Recorded live at the YMCA, New York City, NY; FebruaryI®83
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1984: Lo que vendraGnattali, Rodrigo, Piazzolla
(GHA 126.021)
*(re-released 1992)

1985: LatinAmerican Music for Two Guitars
(Nonesuch 79116)

*(re-released 1993

1988: Alma Brasileiraré-released 1993
(Nonesuch 79179)

1989: ViolGes: Projeto Memoria Brasileira
(Crescente CR 0009)

1991: Two Concertos for Two Guitars
(GHA 126.018)

1992: TheOther Side of Jobim
(Chesky JD73)

1993: Sérgio & Odair Assad play Rameau/Scarlatti/Coufigach
(Nonesuch 79292)

1994: Natsu no Niwa Suite
(GHA 126.029)

1995: White Moon: Songs to Morpheus
(Nonesuch 79364)

1995: The Best of Classical Guitavol. 1
(GHA 126.034)
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1996: Saga Dos Migrantes
(Nonesuch 79365)

1996: The Best of Classical Guitawvol. 2
(GHA 126.039)

1997: El Tango
(Nonesuch 79462)

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 Salern8onnenberg, Sérgio and Odair Assad
(Nonesuch 79502).

* All compositions by Sérgio Assad

2000: Three Double Concertos (2000)
(GHA 126.046)

2000: The Best of Classical Gait- VVol. 3
(GHA 126.050)
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2001: Sérgio and Odair Assad Play Piazzolla
(Nonesuch 79632)

*(Latin Grammy Award Winner)

2001: A Very Special Alboum
(GHA 126.045)

2001: Orquestra de Cordoba& hree Double Concertos
(GHA 126.046)

2003: Obrigado, Brazil
(Sony SK89935)

*(Grammy Award Winner)

2003: The Best of Classical Guitavol. 4
(GHA 126.054)

2004: Obrigado Brazil Live in Concert
(Sony SK90970)

*(Latin Grammy Award Winner)

2004: Live in Brussels
(GHA 126.055)

2005: Sergio and Odair Assad ahdir Family: A Brazilian Songbook
(GHA 126.058)

2006:DVD - Um Momento de Puro Amor
(GHA 126.460)
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2006: The Debut ConcertBrussels 1983
(GHA 126.057)

2007: Jardim Abandonado
(Warner/Nonesuch 27814)
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APPENDIX C: LIST OF P ERIODICALS FEATURING SERGIO ASSAD AND HIS
MUSIC

LIST A

Assad, Sérgid:Invierno Portefio by Astor PiazzolleGuitar Review Winter, No. 100, 1995.

--- “Primavera Portefiay Astor Piazzolla, Guitar Review Spring, No. 101, 1995.

--- “Verano PortefioypAstor Piazzolla,'Guitar Review Summer, No. 102, 1995.

--- “Otoio Portefity Astor Piazzolla,'Guitar ReviewFall, No. 103, 1995.

--- “Angelaby Sérgio Assad,Fingerstyle Guitarno. 38, n.d.

--- “Sérgio and Odair Assad: Duo Guitarists Extracaite, Fanfare April, 1993.

Cmiel, Scott."What's Bred in the BoneXtoustic Guitay May/June, 1995: 726, 114.

Cooper,Colin."A Duo for Our Time,"January, 1994: 116.

Ferguson, Jim.Assad State of Affairs,Guitar Player April, 1995: 99102.

Filippo, Michelangeli. Una chitarra per dueBeicorde March/April, No. 26, 1991: &.

Gagliano, Dimitri. 1 Ragazzi Venuti Dal Brasile Seicorde July/September, No. 64 2000.

Gonsalo, MolanoAn Interview with Sérgio Assad. 200&uitarra Magazine

www.guitarramagazine.com/Sérgio Asgadcessed January 2, 2008).
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Grotmol Tom."Sérgio and Odair AssadSoundboardWinter, No. 3, 1997: 136.

Holland, Bernard. “The Classical Guitar of the AsBadthers”, TheNew York TimedMarch 17,
1988: p.C32.

Kozem, Allan. “The Assads A Duo Triumphs in a World Dominated by Solist§uitar
Player, December, 1987: 3441.

Matarazzo, L:Vita di duo ...,”Guitart, January, 1997:-41.

Muttray-Kraus Thomas. “n.t,"SamstagNovember 25, 2000.

Nygaard, Scott. "The Witch's Cauldrodtoustic Guitay August, 1997: 7-85.

OosterhoutBauke. "The Assad Brothers, interviewed by Bauke OostéfhGlassical Guitar
January, 1986: 115.
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LISTB

This following list was cordially given by Sérgio Assad aodsists of periodicals

featuring him. In this list, information such as authitle, or page numbers are not available, in

spite of numerous attempts to obtain it.

Bravo December 200468-71.

Guitarist AcousticOctober 2004: 12022.

To Allo Vima February 24, 2002.

Guitare ClassiqueOctober 2001: 1-47.

Chitarre ClassicaMarch, 2000: 47.

Akustik Gitarre March, 1999: 22.

The Gendai GuitgrJuly 1989: 3439.

Latina, June: $89: 811.

MAIS SemanaricApril 15, 1989: 14.

Music Maker December, 1988: 334.

Gitarre und LauteNovember/December 1988:13

Oregon's Regional Arts Magazirfeebruary, 1988.
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[l Fronimo, April, 1987: 811.

The Gendai Guitar1986: 2025.

Chitarre, June, No. 3, 1986: 685.

Les Cahiers de la Guitaré&o. 16, 1985: 4.

RhythmJune, 2€21.
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APPENDIX D: PERMISSION

Re: permission
Domingo, 13 de Julho de 200BL:4%Am
"Sergio Assad" <sergioassad@mac.com>

"jpfigueiroa@yahoo.com.br"jgfigueiroa@yahoo.com.br>

Dear Mr. Figueiroa,

| 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

Jodo Paulo Figueir@aegan his formal music training with his father, andrlaiiéh Dr.
Mario Ulloa at Universidade Federal da Bahia, Brazil, wher received his Community
College Artist Diploma andis bachelor's degre®r. Ulloa wrote “Jodo Paulo Figueirba is one
of the best guitarists of his generation,” and Dr. Eduardoiivhos,head of the guitar
department at the University of GoianriBrazil, wrote “Jo&do Paulo possesses a refinement and a

musical understanding, in addition to a technique that is idiotathe instrument.”

His first concert occurred at the age of fourteen and lteerhis orchestral debut a few
years later in SalvaderBahia. During his undergraduateear, Figueirba gave over one
hundred live performances, including solo recitals gearances on TV and radio shows. He
has performed in several cities in Brazil such as Sé&twPRio de Janeiro, Belo Horizonte,
Caxias do Sul, Aracaju and Salvador.Ugigda has also performed in Argentina at Mar Del
Plata and Buenos Aires. His U.S. appearances include asdlaé (FL), Miami (FL), Kansas
City (MO), Boston (MA) and Los Angeles (CA). In sumn2805, the TV channel TVE Bahia,
recorded a special abousHife and broadcasted a live concert on national televisierhas
also performed with different orchestras and condustach as Piero Bastianelli, Paulo Novais

and Welligton Gomes, playing concertos by Ponce, RodumgbVivaldi.

Mr. Figueirba § laureate in more than a dozen guitar competitions. Hisdsanclude
the first prize at the Fourth Annual Musicalis National Cometitn 2000, prize winner in the
2" National Competition of Young Soloists hosted by@rquestra Sinfonica da Bahia
Brazil in 2003, The national first prize at the Music Teashidational Association Collegiate
Artist Competition (MTNA) in 2004, and the first prize at thelumbus State Guitar
Symposium in 2007.

As an educator, Jodo Paulo Figueir6a has held faga#iiyions in Brazil and the United
Sates, and he has been in demand as a master aldssrtd3etween 2003 and 2008 he served as
graduate assistant at Florida State University, where haevamated for an outstanding

teaching assistant award in 2006.
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