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ABOUT THE AUTHOR

Guitarist, arranger and composer, Nelson
Faria was born in Belo Horizonte, MG
(1963), and when he was a child he moved
to Brasilia, DF, where he began his guitar

lessons.
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Eschete, Howard Roberts, Scott Henderson,
Frank Gambale, and many others. While in
L.A., he also attended private lessons with
the chord melody master Ted Greene.

Back in Brazil, Nelson Faria became one of
the most important names on call lists for
guitar workshops, clinics and seminars all
over the country. He released a book on
improvisation —“A arte da improvisagio”
(Lumiar Editora), an instructional guitar
video —“Toques de Mestre” (Giannini S/A),
and a solo CD - “l0id” (Perfil musical).

He also performed on the instructional video
“Secrets of Brazilian Music” and on the book “Brazilian Music Workshop” by
Antonio Adolfo.

Presently Nelson teaches guitar and improvisation at the ESTACIO DE SA
UNIVERSITY, in Rio de Janeiro, Brazil, and has been performing and recording
with many fine Brazilian artists, such as: — Milton Nascimento, Edu Lobo,
Toninho Horta, Antonio Adolfo, Jodo Bosco, Wagner Tiso, Nivaldo Omelas,
Nico Assumpg¢io, Baby Consuelo, Céssia Eller, Luiz Melodia, Carlos Lyra, Emilio
Santiago, Tim Maia, among others.

Nelson Faria also leads his own group.

Nelson’s CD “loid” (containing complete versions of his original compositions found in
this book) is available from Sher Music Co., P.O. Box 445, Petaluma, CA 94953,
The price is $16 including surface mail costs. In USA, add $3 for speedier UPS
delivery. Overseas, please add $10 if you want it sent via airmail.




Endorsements

“Nelson Faria was the right person to write this book, which contains examples
and transcriptions of Brazil's greatest guitarists. This talented musician and
dedicated music professor has a deep knowledge of Brazilian music and its
rhythmic, melodic and harmonic subtleties.”

Toniﬁho Horta

“Nelson Faria's book is a welcome addition to the guitar literature. I'm sure those
who work with this volume will benefit greatly.”

Joe Diorio

“When [ think about Brasil, I think about “Violdao” (that's what we call the nylon
string guitar in our country). The art of playing “Violdo” looks simple, but it isn’t
and this book shows how to assimilate and how to understand this art. This makes
me feel happy. With talent and clear information, Nelson will help guitar players
all around the world to enjoy all the pleasures of this wonderful instrument. —
Make good use of this excellent musical book!”

Leny Andrade
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the mentioned transcriptions and the songs “Tristeza” (Haroldo Lobo), “Triste” (Tom Jobim)
and “Marceneiro Paulo” (Helio Delmiro). The percussion is played by Marco Lobo.

Marco Lobo — Born in Salvador (Bahia), Marco Lobo is one of the best percussionists from
the new generation. He has been working with some of the most important Brazilian artists
such as Ivan Lins, Marisa Monte, Djavan, Gilberto Gil, Daniela Mercury and others.




NOTE FROM THE AUTHOR

[ betieve that the experience of Jearning a new musical style is like learning a new
language. You can't learn everything from a book!! You must hear “what it sounds
like™ and get the right “accent.”

With this book you'll find a CD, with all the examples, patterns and variations
recorded, so you can get more out of this learning experience. | strongly
recommend that you listen to all of the examples on the CD as you read through

the book.

Also it’s a good idea to listen to some artists in each style to get a closer view of
what we are talking about.

Here are some suggestions of artists (just to name a few) who you should check out:

Samba:

Adoniram Barbosa, Alcebiades Barcellos, Ary Barroso, Assis Valente, Atadlfo
Alves, Beth Carvalho, Carmen Miranda, Cartola, Clara Nunes, Clementina de
Jesus, Dorival Caymmi, Geraldo Pereira, Haroldo Barbosa, Jamelzo, Jodo
Nogueira, Lupcineo Rodrigues, Martinho da Vila, Mestre Margal, Moacyr Santos,
Monsueto, Nelson Cavaquinho, Noel Rosa, Paulinho da Viola, Vadico, Z¢ Keti.

Bossa Nova:

Antonio Adolfo, Baden Powell, Billy Blanco, Carlos Lyra, Dolores Duran, Durval
Ferreira, Edu Lobo, Elis Regina, Eumir Deodato, Gardto, Jodo Donato, Jodo
Gilberto, Jonny Alf, Laurindo de Almeida, Leny Andrade, Luiz Bonf4, Luiz Ega,
Manfredo Fest, Marcos Valle, Mauricio Einhorn, Milton Banana Trio, BPB-E,
Nara Ledo, Newton Mendonga, Os Cariocas, Oscar Castro Neves, Os Gatos,
Paulinho Nogueira, Querteto em Cy, Regina Werneck, Roberto Menescal,
Rosinha de Valenga, Sérgio Mendes, Sérgio Ricardo, Silvia Telles, Tamba Trio,
Tido Neto, Tom Jobim, Vinicius de Moraes, Zimbo Trio.

Choro:

Ademilde Fonseca, Altamiro Carrilho, Chiquinha Gonzaga, Ernesto Nazareth,
Garoéto, Jacob do Bandolim, Joaquim Antonio Callado, Jodo Pernambuco,
K-Ximbimho, Orlando Silveira, Pixinguinha, Radamés Gnatalli, Severino Aradjo,
Waldir Azevédo, Zequinha de Abreu.
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Frevo:

Armandinho, Capiba, Dodo ¢ Osmar, Mathias da Rocha, Moracs Moreira, Nelson

Ferreira, Sargento Aradjo.

Baido:

Dominguinhos, Jackson do Pandeiro, Luiz Gonzaga, Oswaldinho do Acordeon.

Brazilian Contemporary Popular Music:

Airto Moreira, Alaide Costa, Alceu Valenca, Alcione, Armandinho, Adriano
Giffoni, Aquarela Carioca, Astrud Gilberto, Azimuth, Beto Guedes, Beth
Carvalho, Boca Livre, Baby Consuelo, Caetano Veloso, Carlos Malta, Henrique
Cazes, Célia Vaz, Clara Nunes, Chico Buarque de Hollanda, Daniela Mercury,
Djavan, Dori Caymmi, Danilo Caymmi, Dilermano Reis, Egberto Gismonti,
Emilio Santiago, Elis Regina, Eliane Elias,Fatima Guedes, Flora Purim, Francis
Hime, Gal Costa, Geraldo Vespar, Geraldo Azevedo, Gilberto Gil, Guinga, Helio
Delmiro, Heraldo Do Monte, Hermeto Paschoal, Ivan Lins, Jair Rodriques, Jards
Macalé, Jamelio, Jodo do Vale, Jodao de Aquino, Jodo Noqueira, Jodo Bosco, Jodao
Carlos Assis Brasil, Jorge Benjor, Joyce, Leila Pinheiro, Leny Andrade, Luis
Melodia, Luis Melodia, Luiz Gonzaga Jr., Luizio Maia, L6 Borges, Marcio
Montarroyos, Marco Pereira, Mao de Vaca, Maria Bethania, Marisa Monte,
Martinho da Vila, mauro Senise, Milton Nascimento, Miucha, Nana Caymmi,
Nelson Ayres, Ney Matogrosso, Nico Assumpgio, Nivaldo Ornelas, Novos
Baianos, Paulinho da Viola, Paulo Bellinatti, Paulo Moura, Raphael Rabello, Raul
de Sou:za, Ricardo Silveira, Romero Lubambo, Rosa Passos, Sebastido Tapajos,
Sivuca, Suely Costa, Tania Maria, Tovinho Horta, Tim Maia, Toquingo, Toninho
Horta, Victor Assis Brasil, Victor Biglione, Wanda S4, Wagner Tiso, Yuri Popoff

and many others....

In the above list you'll find some artists and groups in their authentic styles, and
some others from the Bra:ilian contemporary popular music that are very
influenced by all these musical styles, if you want to get a closer view, please refer
to the discography at the end of the book. — Good luck!!
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UNDERSTANDING THE CHORD SYMBOL SYSTEM

Reading chords on the staft for guitar players (because of the many fingering
possibilities) can be more difficult than actually playing them. So for those
guitarists that feel more comfortable with guitar fingerboard stamps, here is an
explanation of the chord symbol system [ use in this book.

Guitar fingerboard stamp:

C Hi “E" (Ist string)

I y

openstring ___

-9 Low “E” (6th string)

N

fret number

Reading the Examples

Sometimes it is a lot easier to PLAY than to READ musical examples.
So 1 recommend two things before you go through this book:

b

1. Listen to the CD as you read the book in order to get the right accent;

2. Understand and be able to comfortably play the rhythmic pattern or variation
before you apply it to the musical examples. Once you get the right feel for i,
enjoy the music.

11
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GENERAL OUTLINE:

Basically dance oriented. the simba emerged at the beginning of the century in
Rio de Janeiro, Sao Paulo and Bahia. lts precursors were Francisca Alves,
Henrique Volenger, Araci C(vr[‘:cs and Donga (composer of “Pelo teletone™ the first
samba recorded - 1917). 14

Mostly in binary meter, samba melodies and accompaniment are highly
syncopated. The samba “feel” comes from the counterpoint between a straight
pulse on the beat against many S\,'ncopatcd}polyrhythmic parts.

t
Some instruments are very important: - thé “surdo” (a low tom played with heavy
sticks) playing on the beat (with the accent on the 2nd beat), and the
“tamborins”, “pandeiros”, “cuicas” and “agogds” playing the syncopation.

SUBDIVISIONS

Samba enredo: — Samba with descriptive lyrics, created by composers associated
with the samba schools, to be played at the annual “carnaval” parade

Samba cangdo: ~ Samba played in a slow tempo, with sentimental lyrics.

Samba de breque: ~ Type of samba where the band stops the accompaniment, and
lets the singer improvise spoken words during a certain number of measures.

Partido alto: ~ A urban type of samba, usually played with the accompaniment of
guitar, “cavaquinho”, and a small rhythmic section (“pandeivos” and claps).

Batucada: — Cultivated by people at the “favelas” (hill side slums) in Rio de
Janeiro, it's basically a group of people playing samba on the streets, mainly with
percussion instruments.

Samba-funk: — The fusion between samba and funk, usually played by “pop”
oriented groups.

MusicAL CHARACTERISTICS

Usually, samba has a simple melody and harmony, with much use of syncopation.
It's time signature is 2/4 but sometimes we find it written in 2/2 or even 4/4. There
are also some variations on contemporary samba style, like 3/4 and 7/8 time
signatures.

The accent comes on the second beat {(2/4) and commonly uses a large and strong
rhythm section.




In samba melodies yor’ll find a syncopation for almost every beat.

This figure. ..

D) P
.___,‘_74 pa 7/ ,/ 2.
-
then this. ..
‘_) .
71 7/ 7/ 7L 7/
%
- -
then this...

) — e
?‘L‘ A AA 71 "y A

S 1

" e— L -
and finally this:

2 ~

y 2. 2 A A

> 3

o

The last figure (syncopating every beat of the measure), is a thythmic “cliché”
that you'll find in almost every samba melody. So I suggest that you practice this
pattern until it gets familiar and intuitive to you.

General Qutline

23



-
il

24

Missical cxample: | hese are good examples of the frequent use of syncopation, and

the use of the thythmic cliché syncopating every beat of the measure in samba

and bossa nova melodies.

“Na cadencia do samba”™ (Araulfo Alves)

Y AR N > N 1 T : 1
— 3 — 1 —1 Jl :J 1 jL 4 4 — ‘%]
—- + t i —7 1 —
B e e e
N v
“Cravo e canela” (Milton Nascimento)
(this song is also a pood example of a 3/4 samba)
J— L ™ 1
= ) e ——— —
e A ]
J———_ SR B
PS) S —f
“Coisa no. 10" (Moacyr Santos/Mirio Telles)
et
= T A A i s i -
X o— Tty 4 — —
[IA\XVAES 3 u . é‘ .LLr| é =r - [ 11 - T &- I |
u N = v
“Tempo Feliz” (Baden Powell)
N
F{l}ﬁgﬂ L3} ) - ’j . T :1"? T = 3
rREE= e S e
PY] = o - 1 1 ™) T j

“Coisa feita” (Jodo Bosco)




.k ey e

L ST R Y

"\

Basic Pattern and Variations

Basic PATTERN AND VARIATIONS FOR RHYTHM GUITAR

1. Basic Pattern: &

On the guitar, the right hand patterns are basically simulations of a samba
ensemble rhythmic section. Notice that the syncopation is usually done with the
right hand fingers 1, 2 and 3 (playing the top voices of the chord), while the bass
note (played with the right hand thumb), comes on the beat.

\ | N :

¢ o e ¥ = 4 -] Fingers 1,2 &3

[))
L N »t
3 T v 1 Thumb

The bass line keeps switching between the root and the fifth of the chord, and it's
a better choice to play the fifth below the root. If the bass note is already placed
on the 6th string, you may keep the same note for the whole measure.

You can practice these patterns and variations muting the strings with your left
hand. Try using “69" and “m9” chords, 11 - V progressions or turnarounds.

It's also a good idea to practice away from the guitar, clapping hands on the high
voices and tapping the low voices with your foot.

Musical example:
This example applies the basic samba pattern 1o a typical samba progression.

Mrack 02]  G(add9) 6 (30) G (adus) G (aao)

P ent—— o T P ——
O——-———_.——_ ——— —————— ———
—_— —_—— ————— —_——
2 1 2 1
A k o) -
17 ) ) | >N PN aN PN =N PN PoN ]
a
| | AY

[
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2. Variations:

In this section, fallowime cach vanation you'll find one or more musical examples

showing the pavtern applicd to standard progresaons of the Brasihan repertoire.

Each variation can be plaved through an entire song or you can switch between
the variations to create a new pattern. It's also common to use a different pattern

at the end of a section or a “cadenza.”

I suggest that you practice along with the tape until it feels comtortable before you

2o on.

VARIATION #1

We now have an example of an extended pattern (2 measures long). In this
variation, to simulate the “agogé” (a percussion instrument made of two cowbells
— hi and low pitches - held together) you can play the chord changes, switching
from low 10 high voices, as suggested.

Notice that "variation =1” is the basic pattern in the first measure and its mirror
image in the second measure.

ISR
- L »
— )
LD IV i N3 e B NIV, .
Z < ey T \ Y T
(A T 3
IS S [N ] g

You can also syncopate the first beat by an 8th note.

Dl ‘ am— Y Y B = y
s
3 T 1 -




Basic lPaitern ana vaavuits~«

" example:

V-V turnaround wirh a pedal note, T used the pattern with and
¢ the first beat syncopation.

]

Df/A A° AT4(9) A9
4 4 3 2
7N
7N N\ — ~
¥

NN

D%)/A A°
—_— e
4 4
R )
I NN N

I
Y|
)
Y|

“TION #2

~e have a pattern in the style of Jodo Bosco. Jodo Bosco is a very important
in the Brazilian musical scene. He became famous by his special “ginga”

ah) on right hand patterns. Notice again the use of hi and low voices in the
.. changes.

] A T
X

1

1

°
U

K

\ = : :

I L ——o
N EYaY

27




Musical example:

In this example, you can practice the pattern with and without the first beat
syncopation.

[TRAck 04

Amaj9 Am®o Awmap9 Ambo
6 ‘ 4 s
— -m
P S— .
| i |7 }
= 1 (7PN 1 X1 : ST
i L f

|
‘_ﬁl'
]

Amaj9 Amb9 Amaj9 Am®9
g oo g s e e —
f— — — R
5 z - S— Oer———
6 4 [ 4
" ]
" . FT——= T — FT = 1M
" \ X 7 Q 7 7 TN
i T . :
R\NYA] i
U i . _ "[ _ _ LAa _ 13 . m . N
f ” f ’ ro» f »
VARIATION #3
Here we use basically the same rhythmic pattern as “variation #2” playing the 2nd
measure syncopation in the bass part.
' ] —_f ]
i) BV oJ T~ . N~ 3 N NV 7
1 ) v S a3 Pa) - 0y
T
B | ]' A V) N )
| I
You can also play the variation with an 8th note syncopation on the Ist beat.
N = i |
L) Y [=J AR a2V NN Y oY BV L \ Y
L l.«\ N 7 N Ay A 7 7 ™
A ., VD
x [N N ' R .
| | =
| I
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Musical examples:

Example 1
Track 07
E6y EL7(=9) D69 Db7(=9)
5 5 4 3

~

-
0
SE' ‘
gj

\ ;
. p o
&AL e ed <o i

Example 2

You can also syncopate the first note of each new chord by an 8th note.

E69 Eb7(=9) D69 Db7(=9)
3 oo [ a— N
6 5 4 3
)
P A 4 A A N ~
{ ;o ) UMN 7
L= H
- SV a e
.j —

T r
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Samba

Example 3

This example is a transcription of the rhythm guitar part plaved by Toninho
Horta on the introduction of the song “Aquelas Coisas Todas" (Ton:nho Horta) as
recorded on the album “Terra dos Péssaros com Toninho Horta e Orquestra
Fantasma™ —Terra dos Passaros 1979.

It’s based on “variation =3," with a syncopated bass line.

To keep the samba feel and play the bass line at the same time, you must play the
bass line with the thumb when it occurs as an independent line and with the first
“finger” (index) when it occurs in a “block style” situation.

— 5 R ¢——1—o——F S 7 e B —
It
T I N T
Em9/B R ‘ E9 : s\

™

N

v

“T" = Right hand thumb
The chords must be fingered (left hand fingers) from top to bottom 3-1-4-2.
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VARIATION #4

Basic Pattern and Variations

Again we have the syncopation of the bass line. This simulates the "repinique” or

just “repique” (a small "surdo™ used in “batucadas™), playing the off-beat.

just
R PR —— I
i | r " r
) Ny A 2T \J\ ,f :
H—l" < . ::Vi: '
| .
R

Musical examples:

Example 1
This example is a transcription of the thythm guitar part played by Ivan Lins on
the song “Desesperar, jamais” (Ivan Lins / Victor Martins), as recorded on the

album “Ivan Lins, A noite” — EMI, 1979.

L) IRV E= SRV = ~ad V. M n
A A 7 < A Ol
A MV M|
3 ™ V2 V] V3
T N P ,[
o

Notice the use of open strings chord voicing and the shifting between low and

high voices.

Aadd9- Amaj9 Ab9 Amaj9
L v—— Le—ve >
———— e ——————
Pst o_—“—-o-—- =
6 6 4 6
- - ] m
$) 7 v . |
A H
[ fan Y/
o o =

)

L RE
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Example 2
This example uses “variation =4” on the last two bars. The chord progression is

very tvpical in samba <yle and you can find it in many tunces.

32

VARIATION #5

This pattern imitates a typical “tamborim” cliché.

| - L !
T qr v
i : Al Ay '\
g ) l?’v "

Musical example:

Here we have the pattern “variation #5" applied to a dominant cycle.

C#1 Fe7 B7 E7
S— — S T
3 2 1 1
> e s s e e A o e 8 i o i o . ——
} - JYI | | /]

==




]

!

i

e S R D I Y

i

L SR VI e .

H
~ ot s

\VVVV\JV\J\,

-~ -

~

VARIATION #6

This pattern is the result of syncopating every beat in a measure. This makes a

Basic Pattern and Variations

strong counterpoint between the bass line (on the beat) and the chord changes.

1

q ‘o~
'—L DV
3= -

Musical example:

In this example “variation #6” is applied to a dominant cycle with flat five
substitutions, which are very common in samba and bossa nova tunes.

C=1  GI  F= C7 BI F7 E7 D7
3 3 2 2 1 1 4 -
— —— ) v + ] - ] l q
S ER 7. N i SR— 1 — ~ ! 7 !

]
M
|,

o]
|

e
L ¥
=

I JRE

VARIATION #7

This pattern outlines a samba variation kn

\

own as “Partido alto.”

\.

p: 4

XKl oa

2 N
™

AV

T

r [

\

You can also syncopate the second beat of the first measure by an eight note:

LY
n-}z\,{ ———— 5 PV MY, i
i

Ledkse mi% C
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Samba

Musical examples:

Example 1

Notice that the harmony changes on the last 16th note of the measure,

followed by a 16th note rest on the first beat.

An}9ﬁ Am09 Am9(L6) Ambo
s T 3 —
R A — e O
%Hﬁ—ﬁ—méjg;ﬁ—‘g—« e A T T =R
A\SVAE B LA I — p——"
- .) . kil —
7

. T

Example 2

T

For

You can also switch from low to high voices simulating an “agogdé” pattern:
g g P

Am9 Am®9 Am9(b6) Amb9
5 4 3 4
A . a ) N M ’
Y ) 7 T.
= f ie jrf:& :

||
e

This example is a transcription of the guitar part played by Joio Bosco on the
song “Incompatibilidade de Genios” (Jodo Bosco / Aldir Blanc), as recorded on

]

]

the album “Jodo Bosco - Galos de Briga” — R.C.A. 1976.

||
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Basic Pattern and Variations

\
Example 4
N This example is a transcription of the first 22 measures of the guitar part played by
‘ Jodo Bosco on the song “Coisa Feita” (Jodo Bosco [ Aldir Blanc / Paulo Emilio), as
recorded on the atbum “Jodo Bosco - Comissao de Frente” — Ariola Discos, 1982,
Track 17
C(add9)
N 3
" n i A‘r 1l 3 AP i
T T I e v e o
) r_,l
oo mynr
~J
C(add9)
‘Y
3
: 5 .- ~AFT ] . 3
/ 0
C(add9 D7
“ o———— e a—
Jeemiead ——e
3 3

D7 D9 G13
. — Jum— — —_
3 4 3
- " 3

continued on next page
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1
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Duitbad
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Photo © by Mércio RM

A

.

w

P

E13(b9)

fanWKVA. B

Jodo Bosco
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VARIATION #8

" L -— Jamans( p -
_— e A
A+ = ¢ ‘ s :
| | f ! [
You can also syncopate the bass line:
T
= \J * \fr:"\\r\{ A H—R AT 3’.
f— > 3 " an :
T | I
Musical examples:
Example 1
This example is a transcription of the guitar part played by Joyce on the song
“Feminina” (Joyce), as recorded on the album “Feminina” - EMI 1980.
Track 16
Amaj9 E'4/A Amaj9 E'4/A
6 7 6 . 7
Q %TﬂT 3) ] {— r . i =-‘ ‘ { 1 (_- r "*,
- _“?:_]‘ ‘ I - . .
o f = F - —[ —= f =
Amaj9 El4/A Amaj9 El4/A
6 7 6 - 7
PRI — o P s I ol I e i
LM A} —-‘n ] ‘ '. . l .
{{}rx) b hod f v - _—v v =
Py} — — - = — —

e T S
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Samba

Joyce

[Track17]

Cmaj6

Example 2

Photo © by Ari Gomes

To add more interest to this example, you'll find rests on the beat and a new
pattern in the last two bars. This example is also embellished by open strings

chord voicing.

71N

D13

e
>~

>
D
B

i
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Basic Pattern & Variations

VARIATION #9

Now we have an extended pattern (4 measures long). This pattern mixes
syncopated and non-syncopated rhythms, generating a "batucada” style pattern.

L] NI | |
[ IRV ] ] S\ s ERY] I EaaatV Y BN J N J N
i I . , , *1
= - [ 7 : a ¢ I

Musical example:
This example is a transcription of the guitar part played by Luiz Bonfd on the song “Batukada”
(Luiz Bonfa) as recorded on the album “The Bonfd Magic” — Caji Music 1991.

Am Am7 Am Am7 Am Am7 Am9 Am

—_—— +—y + —_—— —_——
—_—— 4 J —— ————
L — —_—— ? — ———
§ O —_— o— o o~ — - T N
: 5 3 5 3 5 3 5 5
L‘//_\
; A
a)
7%y
— A
fan W/
Ol

XN
|
|
9|
—w |
)
||
)
||




Samba

VARIATION #10

This variation 1s the pattern plaved by the snare drums in a camba ensemble.

Musical example:

This example applies the pattern “Variation =10” to a tvpical turnaround

progression.
Dm9 £31_3_
3 R
) 3 A N n J -
f Tor T r T
Cb9 A7(b13)
2 E
PPN B s O o i A A j )

40

| T v v VvV V"
v

AR A




Lot

v«

L

T

VARIATION #11

Basic Pattern & Variations

Here we have samba in odd meter (3/4). This type of time signature is not so

common but you will find it on some more contemporary tunes.

“
. l | 3 |
: R Rp == L ;
r ™ :
L ; 1 .U
| [
...or feel as:
4
I l
| | | |
L) SRV oL }{ J 1
§A N ’t
.'l f\

B

Musical example:
This example applies the pattern to a V - I progression with a bass pedal.

G4(9) Cmaj9/G
' }J \:, e vt
f /{ 1 2
. S 5 o F | p | |- =
= Fe

@
l

1
£

—w |
|
|
N
. BL Y
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Samba

VARIATION #12

: % :-/“

A

L8
i
\

|
T
I

neJe

| r©

...you can also play the syncopation on the bass:

|
v D i
L)) N v (] . d T
v) - 1 7 R =
IA <1
X 1 . St 1
] Y
-y

Musical example:

This example is the transcription of the guitar part played by Milton Nascimento
on the song “Cravo e Canela” (Milton Nascimento) as recorded on the album
“Clube da Esquina” EMI 1972.

— et ] o e
[ommtsuase 5'_—___:4‘:,__ Jh _,L—MA 8 = 5 =
—— ——aei {f - o] d o~ ~ O
-~
)l 1 3 2 1 3 2 1 3 2 1 3 2
o
T |
P . S N 0 S NP S . I FPCY I M . SN
rCREL 0 TR 0

N
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Basic Pattern & Variations

= ]
) VARIATION #13
This example shows a 3/4 samba pattern syncopating every beat of the measure.

=y
0y
-4
N
-y
S
=
A
A
1)
"
i

T (g™
T
-~ e S

———— — N
'h » >
. r r
PO
- D7(#9 G13
? — ey ——en e
» 4 3

5
>
| WK .
ne |
ST
) |
i ) |
~
D

) 7y

—e|
|
|
N

N

ryoey

¥
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Samba

VARIATION #14

Here we have an example of a pattern i odd meter (7/8). This type of time
signature is not so common, butwe find it used by contemporary Brazilian

COMPOsers.

e =T S—
! | : )
Musical example:
_97i Cmaj9/G
— T F
7
T e N DN TR P NN B F 1P N
E == E: 5 e e L 3
ror L I5r T It

VARIATION #15

Use this pattern to fill in spaces at the singer's pause or at the end of a section.

ﬁ - L m
) e e s e ] 1=t -
C S —

K

) i |

...you can also syncopate the first beat of the pattern by a 16th note:

J————————— T m
s 1 L 10 )
=) VRV v N s IRV N, Pl J
A o N . Za) N ZO
e 3 [ 1 v
| |
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Musical example:

This example shows the pattern

DAY

.

Basic Pattern & Variations

ipplied o a typical progression in Baden Powell style.

DGy (6o D6y DROY by
3 2 4 3 2

—_———— -

Dbés  Cb9  C6/G C=6/G= D6/A

__—
= - - —
b

3 2 2 3 4
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VARIATION #16

A | . ! - 1 .

7 i i

>‘.)-.§ . vy e T ST vt e iy} Vi

e e e e S == L s
' « N . o ! 1 .

Musical example:

This example is a transcription of the guitar part played by Toninho Horta on
the song “From the Lonely Afternoons” (Milton Nascimento/Fernando Brant), as

recorded on the album “Toninho Horta —~ Diamond Land” — Polygram/Verve 1988.

/;N‘D

o~

P e T
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Basic Pattern & Variations

VARIATION #17

| hiS pattem s very USC(Ul to “(lH in” spaces at [h() sinoer's pause or at [hC Cﬂd 0{ a
“caden:a. "

...you can also feel it as 5 bars of a 3/16 time signature:

L)}

o
h 4

AV

3 pe
0N vy N

) 2

Musical example:

This example shows the pattern applied to the end of a section, after 2 bars of a
basic samba pattern.

To play the bass line on the chord “Dp9” you must hold the notes Ab and Db at
the same time. Either use the “thumb over” technique or the left hand fingering
4-1-1-3-2 (from top to bottom) or play the Ab and Db notes by pressing your
second finger (left hand) in between the 5th and 6¢h strings.
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Samba

Sé te esperando

Track 27 by Nelson Faria
B74(9) BY % Emajo EC9
A -a— ! ! -
: _‘,)_7*,____'__' 7o ——— ‘; =' = ; 5] —
F%{yz £ e el = —— —]
U I————v
Bb74(9) Bb9 Ebmaj9 Ebb9
A |
y\ oy | ¥y i 2 1 N A
G e e ir 2
Y] — % - [ f
C74(9) C9 Fmaj9 Fb9
O . N ? = [a) l 7/\‘ jﬁ
o  E— — 1 P 1
o =13 1 .
Bm7 E7(b9) Ammaj7? Am7 Am6
faY ~ 2 N e o~
BY SUA - s y
~— » — 1] ] {
o . T
Gml1l C9 Fmaj7(#5) Fo6
AN o N T T
y—o o P 7z
W o il I & ]
SRS = e
.) aem————
*  Fm9 Bb13 Ebmaj9 Ebbo
9 lHl r ) = 173 7
2 1 1 —N L T o Py —— L
: — — i + S —t i
(Y, . | i ] S S|
B74(9) B9 Em9 Emmaj9
—~fr — . » .
o? P g =4 ! e
o 1 T 1
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Song Example

A7(#11) G#m9 FH#m7 B7 ~
-7 bo o gy > b £, £
= e a2 e
3]
Emaj9 Fm9 Bb13
n N
gt o ey, b e be__o"p a0
1 - T - 1
&) - - .
iKY,
Ebmaj9 B74(9) B9
A ~ N ~ M
L T obx & 14 o g? l-}? ba
o 2 L ] el ot S
o i :
Bb74(9) Bb9 Ebmaj9
A
G P }2 -~ 7T —1 "
. b ba O bl
o =] o — =
o) | ———
B74(9) B9 © B74(9) B9 to% for solos and @
GTV iy # ) N  E— # = ri
S ———  — £ —— i o —
A;jl_u ][ } 1 - AJ | T 7 ~
Y B74(9) B13 (b9) B 74(9) B13 (b9)
ol
¥4
) fonY 3 - - - -
N
!) K

...solo fade out \\/(

This song was recorded on my CD “loid” — Perfil Musical, 1993.
The musicians that performed on this track are:

Nelson Faria - Guitars
Nico Assumpgao - Electric Bass
Paulo Braga - Drums
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Accompaniment example of the Samba style.

The following example is a transcription of a suggested accompaniment that |
recorded for the cong “So Te Esperando.” I transeribed the Ist chorus and left
the 2nd chorus for you. Try to transcribe it yourself. The 1st and 2nd choruses
are pretty much the same and will be good practice for you.

B13 ~ Emaj9
4 6

2
)% 4 'y
N AL
abe
s
'Lﬂ_m
b))
Al i
L ¥
'Y )
'Y
1
)

—%a]
—

rr g T

Bb% (9) Bb7(9) Ebmaj9
4 3 5
- | D I PN ) : fa ~ ~
! . g : \
: EEF:I# g K | LA SR 0 I B S—> A S
J) b b f
For Foor rr o
C%(9) C13 Fmaj9
6 5 7
9 N 7
T ‘/7\ A 3 @ i Q‘ Q 4 I
X ) v -
_\bu L4 [ : i'_.__l__r_
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Accompaniment Example

(B

K

Bm7 E7(b9) Amma? Am9 _Am69
7 6 C 5 N < 4
E T Y g I M
’ e T N ro k8 -1.—%..;:—%
’ - — \/5 e T md
f f ’ . f f
Gmll C7(b9) Fmaj7(#5) F6
1 2 1 1
£ [ T L‘;\i’-ﬁ 1 T ] iy Ir\’ jf%:[ = |
o= R e e
N\ [.' — é o i P 0 — i. ¢ :— ” : >
I
c T r T
Fm9 Bb13 Ebmaj9
6 6 5

)
e
D)

)

D

[ ¥

[ Y

| 1L
=

a
@
Q|
b
Q]

’ N ,n‘ ,

&/

Van BVIRN

<

,l- -'.0\ r\ - f o~ .f.‘ 7~~~ r« Pl e N

e

]

B% (9) B13 Em9 Em™aj?
5 4 2 2
= N\ ~ r of
I b |
ﬁj ¥ £ S - ; s . 3
EE == - ' ~—

continued on next page




Sambu

A7T(#11) G#m9 F#m7? B7(b9)
4 3 2 .
| ~ ! -
)] i ‘-' [ f
— ‘*v_" Riliﬁ' %
I 4 '
1 g |
Emaj9 Fm9 Bb13
‘1 8 6
N b
P N s, PN e PN ;2?;[ T 1 ) e
o - 4 d—Ze 4 i 7 v
T e e g 3

Ebmaj9 B74(9) B13
5 5 a
;g\\ A ~ PR P
S ————¢d e 3
T s L Foor
Bb74(9) Bbi3 Ebmaj9
4 3 5
i Ll ) D DY
b | 5 "JJ'J U
A3V 2 s 5 é — ¢ 5 e

l v__.
C
N v

s L %
<7
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T YT Y XYY YWY Fwww = = =~
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it

|

B74(9) B13 B74(9)
5 4 5
. 2nd chorus. ..
A n ,,ﬁ N
2 —_ \ 9 " -

Accompaniment Example

Toninho Horta

Artist courtesy
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Sambua

Tristeza

Music by Haroldo Lebo/Niltinho

Chaord melody arrangement by Nelson Faria

D6/F#
2
= ll/.\ r -
ni — b NFr—
7 Y T - ﬁ
ANV s § 1
o ' + 2 - S = =
Dmaj7/F# Em9 Em9 (#5) Em®9
2 4 1 2
- "
N B e B T%Q 2 — . li
Sl %)

-
el
R
N
v
]
v
N

Em A9 A74(9 A9(#11)
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©1966 Bendig Music. Used by Permission
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Chord Melody Example

A74(9) A13(b9) Dmaj7 (#5) Dmaj13 Am7
3 2 2 2 5
. T I — 1 Jafd 4 < &7
“&- 1 v ; T 7 7 X A< }:
LQ‘J VE ud o F r i f » r ¥ hd i = L
f f r f
Am®9 D9 G(add9) G(#5)  G(add9) G(#5)  C7/G C13/G
4 7 7 8 7 8 8 8
T 1L T T T i -
. T I o2 o— e i - mm—
ud ud P —P N -
y ]; f | | | n I |
Ci3 F#13/E F#7(b13)/E F#m7/E A7/E
8 7 6 6
A 4 J r\j . _J A A ~[ J \( I~
B\YY N al - .- : -. Py {
oow I T T
B7(b13) E7 E9 E7 A%4(9) A74(9) A13
7 C\G 05 i} 6 &75 3 3 2 |
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& 4 e i
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B BEEL ¥

continued on next page
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.; R Chord Melody Lxample
g
. Eb®o(#11) D6/A Eb%o(#11) D6/A
) 5 3 5 3
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- A man playing tamborim’ : ' Photo © by Mércio RM
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GENERAL OUTLINE:

Very influenced by jazz melodies and harmonies, the bossa nova is plaved like a
“soft” samba, with a simplified rhythmic section, and more elaborated harmonies.

From the south east of Bra:il, more specifically Rio de Janeiro, the bossa nova
reached its apogee in the late fifties and is more well known internationally than
most forms of Brazilian music.

Antonio Carlos Jobim (as a composer) and Jodo Gilberto (primarily as a singer
and guitarist) are the most important artists in bossa nova. Their first important

recording was “Chega de Saudade” (March 1959).

Musical Characteristics:

Certain harmonic progressions have almost became “clichés” since the advent of
the bossa-nova, such as the shifting of major and minor modes in a tonic-
dominant relationship (e.g. Gm7 to Cmaj7) and harmonic substitutions for the
classic II - V - [, using minor 6 and diminished chords.

Example:

—~Diatonic harmonization:

Dm?7 G7 Cmaj7
m
n be
)*A ) ) Al . 1
2 A & a R .
1S & f ) ol !
AV N 1 ] i
3 1 ]

—“Bossa nova” style reharmonizations:

ex #1]
Dm9 Db9 Cb
N b' r\a
A—2— o —— !
GRS o e o S = = ;
J  E 1 ]




| S
~
ex #2
. Dm9 Abmo Cmaj9/G
- S . l’! : \a _ ]
- :‘I‘L’.;._r_‘“f *—:_;t;:::;i b e Sl —— ‘
- 5 A o e o W s o s et o M | — : :
Y = = -
’ ex #3
. D9 Db7(=9) Cb9
H be ' \a
[ %3 7 N [T
| SN 1 o Y 1 =~
L {on Y8 1 N 4 [ el T 1
=4 1 1 v
'3} 3 | - | |2
) ex #4
Am6 Ab°(b13) C%,G
'\
) be 0
s MY AN
 fon W 1 y ol 54 1 m—
A\SVAC § . I 1
Y] - ] o 1 [ =
‘ In the rhythmic section we will usually find small groups with soft percussion
instruments (claves, match box, tambourine, ganza).
> " Bossa Nova clave:
> The “clave” is a thythmic “cell” that’s the root of most rhythmic patterns. This
“cell” is usually played all the way through a song by a percussion instrument
N known as “claves” (two round polished sticks which are struck together), or any
other instrument. On the drum set, it can be imitated by the rim shot.
’ [)} —_— e —— —m—— ]
A 4 Y2 / /1 ] / 2 :
17 7 7 7 7 7 7 7 W
| |
o be
The “clave” can be played as shown above or inverted, but once the pattern
begins, it doesn't revert.
) e 1 —— )
Vd Vd Va 7 Pg v ya Z ]
4 7 4 7 4 7 / / / B
) (X | | 1
r b .
——ee— —

General Qutline
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Basic Pattern and Variations for Rhythm Guitar

1. Basic Pattern:

The “bossa nova” right hand patterns are based on the “clave” figure. The
example below is the first measure of the inverted clave.

Notice that on the guitar, the syncopation is played on the top voices of the chord
(using the right hand fingers 1, 2 and 3), while the bass note (played with the
right hand thumb), comes on the beat.

) MRV 3 9. Va | Fingers 1,2 & 3
7€ ‘4 Thumb

WV

! A

Like samba patterns, the bass line usually keeps switching between the root and
the fifth of the chord, and it’s a better choice to play the fifth below the root. If
the bass note is already placed on the 6th string, you may keep the same note for
the whole measure.

You can practice these patterns and variations muting the strings with your left
hand. Try using “69” and “m9” chords, 11 ~ V progressions and their substitutions.

It’s also a good idea to practice away from the guitar, clapping hands on the high
voices and tapping the low voices with your foot.
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Musical example:

This example is a transcription of the rhythm guitar part played by Jodao Gilberto
as the introduction for the song “Insensatez” {Tom Jobhim), as recorded on the

album “Joao Gilberto™ EMIF-ODEON, 1961

Amb G=mb

N 3
4 L~ ﬂr = a {'—'Jv V:'-}. r_ﬁVY—F-‘]
: - S e e
o) x i x . o I - R Li—

G6 Bm7
2 2

1
|

1~ F1. -~ F1

)
.
— a4
l YK I0
—u o8]
E#
—u (4[4
o/
—w e
—w%
—
—

2. Vaniations:

In this section, following each variation, you'll find one or more musical examples
showing the pattern applied to standard progressions of the Brazilian repertoire.

VARIATION #1

This variation is the basic pattern with a 16th note syncopation on the 1st beat,
which ends up being the basic samba pattern. Actually, samba and bossa nova
patterns are pretty much interchangeable.

=
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Musical example:

This example applies the pattern “vanation =17 1o a typical bossa nova
F Pl I VI
reharmonized turnaround (I = VI =11 = V).

'TRAC'( 31 ]

Cmaj9/G Bbmo6 Am6 ABRS(b13)
2 5 4 3

%
:
:

VARIATION #2

We now have an example of an extended pattern (2 measures long). You can use
it throughout the song or at the end of a section.

X
b

FAN

Mo 11
K

-k
KK
—k

Musical examples:

Example 1
Here we have another | = VI -1l =V turnaround reharmonized in bossa nova
fashion.
Fe Em9 A9
T v ———— —————y
2 1 4 2
I o {
7 72N . T — —~ e 1 ]
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Basic Pattern & Variations

Example 2
This example uses the same chord progression as ex. 1, but the pattern
“variation =2" comes only at the end of the section (last two barg).

D6/F= F* Em9 A9
2 1 4 2

VARIATION #3

In this variation, the first bar remains the same as “variation =2,” while in the
second bar we have a new syncopation.

| Fo 1 [ 10
1 0 V] NiaanatVl NIy | VE
1 N LAl N Y 7N N Ay
. IF

7K
2

You can also syncopate the first beat of the pattern by a 16th note.

Ny % ——— —_——

e i \ G < < A L

(I e .

== 1 i y: 1 ]
|

I 4
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Bossa Nova

Musical examples:

Example 1

To play the five-note chords in this example, vou must use right hand fingers 1, 2, 3
and 4 for the upper vorces of the chord, and the right hand thumb for the bass notes
Track 34
Cly - Db (‘9( )
3
J NI
& a A [ &
Q 4 71_;: :’:“‘1__.___%
= e O B
Dmll
3

Example 2

This example uses very [\plCle bossa nova “open strings’ " chord v ou:mg i

Abm9 G F=ml]l F7(=11)
ol =7z AT il
§ 3 2 2 1
Qr)7 1 i ﬁ[ | ]l r ',i\‘ 'ig,,f -A‘ ol -‘r).‘ - JllijW
' >

e
<
)
)
T |
|
s = =
eIl
8]
]
|
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Busic Pattern ¢ yariations

Example 3

This example is a transcription of the guitar part played by Oscar Castro Neves
on the song “Brigas Nunca Mais” (Tom Jobim/Vinicius de Moraes), as recorded on

the album “Elis ¢ Tom" — Philips, 1974.

It's basically the “variation =3", but using short notes, and playing only the upper
notes of the chord. .

Bbo9 Ebm®9 Bb69 Ebm©%9
§— — »— ¢ .__:
+ — —— e ———— ——p————
12 10‘ 12 10
b uf E £ E EVE U %
VR 2 (7] P & LYY Yy Y- Y] Yy
335‘”1[‘” L fz/‘J Er‘f_‘ - 1“, ! -

I U

e

1 / .




‘Bossa Nova

VARIATION #4

This pattern is very useful at the singer’s pause or at the end of a caden:a,
although you can play it through the whole song. ~

—— [
|- | i ‘ ' (
F——4 A ol T T A - ;
I~ . 0 .
L=k T° ; ”
{ ’ |
.
You can also syncopate by a 16th note. .~
= J - L | -
) N A 4 \, A~ v v =8
N A) FAY ) PAY 7 FA) 7 v -
Ig 3 N hd

Carlos Lyra and Nara Ledo Photo © by Mércio RM

R YA A SR




Basic Pattern & Variations

Musical examples:

Example 1
his example is based on a samba pattern, with an 8th note syncopation, and uses

“variation #4” in the last 2 measures. Again the chord changes are pretty common
in bossa nova songs and you can use them in many different tunes of the Brazilian

musical repertoire.

Example 2

Here we have another example of a reharmonized I-VI-11-V turmaround. Its
thythmic pattem is based on “variation #4” with a 16th note syncopation between
the 2nd and 3rd measures. Notice that the harmony changes a 16th note before
the syncopated note. ‘

Cmaj9/G Bbm6 Amb s Ab°(bl3)
RS —— I -
——— e — —— ————
2 5 4 3
fn FT_ 1 7 ~ A
Wt o—s ¢t e *
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Example 3

This example applies the pattern “variation =4” to the last 16 bars of “Samba de
ruma nota s6” (“One Note Samba™) by Antonio Carlos Jobim and Newton
Mendonga, using rests on the first beat of the measures and on the bass line.
Notice that the chord changes in the last beat of the measure.

Abm9 @ Fmll Fr=11)
- o ==

T gv . 5 ”Fv ﬁ" ;’ E ;
of_\_t_a__gg ;—th F=mll F1(=11)
= = = =

o S . T B E = ]
i ‘

L T T
Bm% Bml) Amaj7 ﬂ
- = _ = =

) l
pa= )
> | R
L X
e
NG
L
[
>
LY l
Q) z
L
[

o i 7y ]
$ WA ht & il 1
o r b : ~ - . > -
b L
E(add9)/G=# G13 F=7 Fmaj®9 E(add9) E(add9)

4 11

N 1 )

0L AV

e

1
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Example 4

Basic Pattern & Variations

This example is a transcription of the rhythm guitar part played by Jodo Gilberto
on the introduction of the song “Esse sei olhar” (Tom Jobim), as recorded on the
album “Jodo Gilberto™ EMI-Odcon, 1961. It uses the bossa nova pattern “variation

=4" in the last two bars.

9

i\

: Fmaj/ _/_\_lz: Cm7/G GE(blB)
3 hs—— e P m— T —
3 ! 3 1 1 ‘
B a PN G O I s NP 2 O~ F
3 == ===
D J - — — — ‘b“‘_—‘——_‘:“—"‘j‘ oo —¢
3 N R R R N . A ¢
B)

) GI3/F  G7(bI3)F Gm7/F CUb9)E  Fmajl Gb7(29)

A — B == = = ——

M 3 3 3 2 1 P

i

™ Y —
] J U \/f — - = b— o ==z =
3 AR Ak
5

-

ﬁ
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)

~"\

W - AR Wt 1 et <«




2

VARIATION #5

P ————
s N s B e e
L? ;.) S W 4 i ; 2 £ :JI :.) 4 < ‘J‘
- - y—

| |

G

Musical example:
This example is a transcription of the rhythm guitar part played by Helio
Delmiro on the song "E com esse que cu vor” (Pedro Cacetano), as recorded on

the album “Elis Regina ~ Elis” Philips, 1973.

C9 Dmaj9 Ci3
2 4 3

m—

J ¢
o 1
| A

Rle

L ¥
L ¥
1]

e =

VARIATION #6

L | e L
(> Y 4 . Lt 2V IRV, LtV MEIEV R
FAY v PAY v -\ PAY VAN B
A N

ilL I

Musical example:

This example is a transcription of the rhythm guitar part played by Roberto
Menescal on the song “Aquarela do Brasil” ( Ary Barroso), as recorded on the
album “Elis Regina — Como e porque” Philips, 1969.

WAL T

=
__.‘1
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Roberto Menescal and Leila Pinheiro

WY ORJOW Kq (@), O]Ol.’d

Photo © by Mércio RM
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Bossa Nova

Antes Tarde

by Nelsen Faria

Bbog D7(#9) Gmll Db¢o
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Song Example

Eb9 Em9 5\
T T T T
be % 4 ig  » sbe W
F t . it So— s PO e
@ =] < L
Y
Eb9 Dm9 ﬁ\
/’-_-——\ ‘
) ) . §
s ] - — —
2 — E=r—iecee=r
) —
Db9 Dm9
» v »
bd J 4 J b
—rr—— 7 < e e
! B —
Db9 Cm7  Dm7 Ebmaj9  F74(9)
4
= = ~ ]
O 7 > —pp o 4 o
(s~ ——————t1 ] b oo
A\SVANE Y I A\
J
Bb9
O 1 |
v ]
¥ o WA 5—
A\SVARY! I
v \
This song was recorded on my CD “l0id” — Perfil Musical, 1993.

The musicians that performed on this track are:

Nelson Faria - Guitars

Adriano Giffoni - Acoustic Bass
Rodolfo Cardoso - Drums

Lena Horta - G Flute

Hamleto Stamato - Keyboards
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Bossa Nova : .y

Accompaniment example of the Bossa Nova style. <

The folloaeing example is a accompaniment suggestion for the song “Antes Tarde ™

,

Bbo9 D7(#9) Gml1 Db%9(#11) F
e ———— ,————— A——— — /"
5 4 1 3 lJ
~~ '/‘\J ~ [ JT/\ ~T ~ ~ 1 (i'
T A ) 5
P e {

[ 4 r

A A P

Cm9 Dm9 Ebm9 D7(#9) G74(13) G7(b9)

——— = ] = S —

= —— = = P — o —

1 3 4 4 1 2

H 1 7’} l l 1 R o N N LS -

e :; :—_\\ . — i F
Cmaj7(#5) Cmajl3 F#13 F#/E

1

=T
y3 ~ 1
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Accompaniment Example

Dmaj7(#5) Dmaj13 G74(13) G/F
2 2 1 1
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conanued on next page
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Bossa Nova

Triste

by Antonio Carlos Jobim

J
J

Chord melody arangement by Nelson Faria

Amaj9 Am9 Am®9
2 5 4
thgq ﬁ.u A‘r al ~FT= 7 FT 3
g r‘ i — \
4 I' 4 g-diTe i w0 7 AW, ) %
Py d b ]_; \.ﬂ]-'—i—-l \/: vf —
Amaj9 Amaj9 C#m7(b5) F#7
2 4 2

6
. ™
g = ,§F1 %F\VI’ = i
RES S e e e e e e
3

T r F r o

D>
e

)]

J]

i AL
T8¢

Bm?7 G#°(b13) G7(#11) F#mll G#7(alt)
= = = = =
—— — =) ] ————t
2 3 2 2 4

) 1 =
e =

© 1967, 1968 by Antonio Carlos Jobim, Corcovado Music Corp. (BMI)
All Rights Reserved. Used by Permission.
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Chord Melody Example
C#maj9/F  A#m7 D#m11 A°(b13) Emaj7/G# G° Bm7 E7(alt)
8 3 6 a 2 2 2 5
~ -~

ror

Amaj9 Amaj9 Em9 Al13  A7(b13)
6 2 5 5 5
"1 =
o T3 e
— b td &
> o e 3¢ e

e
LY
%
NIl
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continued on next page
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D6  Dmaj7 G13 C#m7 F#74 n
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Paulinho da Viola

Chord Melody Lxample

Photo © by Mércio RM
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* GENERAL OUTLINE

* BASIC PATTERN & VARIATIONS
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General Qutline:

Bacic ally from Rin de Janeiro, the choro emerged By the end of the Taa century
(1870) as a Brazilian wav to play European music (waltz and polkas),

The term “choro” was generically used ta describe a small group (flute, cavaquinho
and seven stringed guitar), often with ane group member as a soloist (improvisor).
Actually it is also plaved with other instrumentation (clannet, rombone and a
few percussion instruments ~ particularly “pandeiro™ and “surdo™).

Musical characteristics:

Choro and samba as musical styles are closed connected. They have the same kind
of syncopation in their melodies and rhythmic patterns, although the tempo and
instrumentation are distinguishing features. The originality of the choro of the
1930'% and 1940' for example, lies in the typical virtuoso instrumental
improvisations, always at very fast tempos.

Most choro melodies are based on 16th notes with frequent use of melody
embellishments. It's usually written in 2/4, but you will also find it in 3/4 (choro
waltz).

In the harmony the use of triads, seventh and diminished chords are common,
usually in an inverted position. The bass line is also very important.

The choro form is frequently divided in 3 parts — A, B and C - with a modulation
to the V or 1V chord key center in the part C.

. b : . . . . . .
This figure — — is particularly characteristic in the beginning of the
phrases.

Musical examples:

“Tico-Tico no Fubd” (Zequinha de Abreu)

LD ]

I I oy Jl

I
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“Mew caro amigo” (Francis Hime [ Chico Buarque)

= ESEECH

[ 4

General Qutline
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“A flor amorosa” (Joaquim Antonio Callado)
04 — e
e
J = - T P RN | - ‘L } 1 - 1 - R
“Brasileirinho” (Waldir Azevédo)
~~~ ~
Ay b 2 af P Wl 2P P M e S e e
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__A po——— pumeem——
ESEEE == EEs: : S T ie]
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Py) L =¥ =} -
“Apanhei-te cavaquinho” (Emesto Nazareth)
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Choro

Basic Pattern and Variations for Rhythm Guitar

1. Basic Pattern:

Like other Brazilian styles, the patterns that we use on the guitar for the choro are
siemglarice o of rhe rhorhim cecrion. This basic pattern is a tvpical “pandeiro”
pattern applied to the guitar.

K1
K
K|

by
+

Fingers 1,2 & 3
4 — 4 Thumb

' i

P &

You can practice these patterns and variations muting the strings with your left
hand. It’s also a good idea to practice away from the guitar, clapping hands in the
high voices and tapping the low voices with your foot.

Musical example:
This examples shows the use of inversions and diminished chords:

C6/E Eb°
) 5 I
= @lr : @5
: T ) 1
AV Iy 5 —
I f f
Dm7 G7
oo | ——t——y
5 | ‘

88

"llb Llole




VOULWEEROwWwoe @

w W Wt

>

Basic Pattern & Variations

2. Variations:

Following each variation in this section, you'll find one or more musical examples
showing the pattern applied to standard progressions of the Brazilian repertoire.

Each variation can be played through the entire song or you can switch between

the variations to create a new pattern. It's also common to use a different pattern
. . "

or add bass line movements at the end of a section or a “caden:a.

VARIATION #1

NJ\E

X

X

v
TX| 1L

—

Musical example:
This example shows the use of inversions and a “walking” bass line.

Dm/F ATJE Dm. Dm7/C

e —— r— e —
6 5 5 5
SEEem =l e : %
:I ’ N
A\S V) X1
J ] I r r
Bbmaj7 AT Dm
—— e e
6 5 5

9]

D

14

1

Q)
"
T e,
i
AN

W@-wtvbuebuneuuuuuw'cuuuvdwwav‘u’uu




Chaoro

VARIATION #2

v
Qe
-

Musical example:

This example is the first 4 bars of the tune “Choros no. 1" (Heitor Villa Lobos).

[Track 48]

F= B(=5) Em9 ° Em C/G
: 2 2 1

QCS5'<>
E: ¥ 2N
Jav
D
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VARIATION #3

Dasic L dticine o v iao

e

b [

— , J,
|

|

Musical example:

This example shows a typical “choro” type of chord progression, using triads,

seventh and diminished chords.

c - Dm7 G
3 3 S 5
i
r it f T
C # Dm7 G7
3 3 5 3
pEm ===y SR iogog
ANV e v— ¢ 'r [ ] [ ]
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Choro

VARIATION #4

e | - | 1 -
! I : I i ¢/ |

I «

* L ) A N N/ . ST~ -2 ' \ “
[ Py PN = - P TR = 7 Zan s
A N P

s T

) | )

Musical example:

This example shows the pattern applied to 11 - V7 = 1 progressions.

Am7 D7 Gmaj7? G6 Gm7 C7 Fmaj7 F6
5 4 3 2 ; 2 1 1
Nt T T -GV{ i i 0 1 S T Mt B s - po—

D) - d

-
|
e |
|

f Py
\
Fm7 Bb7 Ebmaj? Eb6/Bb Am?7 D7 Bm7 Bm6 Am7 Amb
[} [ 5 5 5 4 7 6 5 4
————
— " l i/-\ I. b I i ?I I 1 Lq B 1/\I ,
e B s
LANESY b N Bl
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Basic Pattern & Variations

VARIATION #5

You can use this pattern through the entire song or at the end of a section.

] ]- = 2]
7 T =< : I

p o

Musical example:
This example is based on “variation #1” and uses “variation #5” in the last two
p

measures.

Emll  Em7 Al3 A7 Dmaj? D6 B7(b9)  B7
g B B == — o et EE
” i h :] ] A Tt ‘
7 7 5 5 4 4 1 1
oy — :; ] ]
G — —— .
Em9 A9 Dmaj7 D6
3 2 2 2
4 g :114 1 H ;/—\\\ P ’} -1;\\Y r
fan v
3} .

A
|
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Choro

‘Tmck 52]

Influenciado

Music by Nelson Faria
Lyvics by Zélia Christina

B7(#5) Bb7(#5)
e e e e e
= i Tw @ pa- I : - T i ; ﬁ :L'%_ -
: A T (ERRCPrE
A7(#5) Em?7 A7 D7
f) ?I I8 1 &
b i 4 I~ S 1 — Jo ~ o LW
w}ﬂyd = e ]
i 9‘:":h;;; R L B
G6 Eb7 E7/G# Am7 D7 G6
nd :
EI " E 4 I i‘ ! 1 (Y]
= T =T ey s ' e = -r
J [0 T O A R T
A#° B6 F9 E7 A7 D6
s e STEEEE e
J\S‘J h __#1 — :_,Jijgfj .t jl*l =  ———— '
G6 Eb7 E7/G# Am7 D7 Go6
.
Lfl‘_i!-‘ lLr-__I} 111 1] J T 1T 1 | Y :44
I, 1T P DRt - ——- hd < 1 R S S B
S ] R iL CAE N e
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Song Example

A#° B6 C#7
NH ¢ p— *
T - > T 73 —
ASEEEE e e S e ]
\;)U T - —-— L - Ur rJ IHL JI . 1
| me————————
Dm7 G#m7 D7 C#m7
% [Sm— —
7 ? T ' s - St i s
EP EETesLE T EEE TS
LI ﬁ‘_ 1} v ¥
D7(b9) Gmaj7(#5) C#7 F#7 B7 ()
6
A SR PE 2.  elgle Lie o .
- N ! |
==

Nelson Faria - Guitar
Adriano Giffoni - Acoustic Bass
Rodolfo Cardoso - Drums
Marco Lobo - Percussion
Zélia Christina - Vocal
José Namen - Keyboards
Esticio de Sa Flute Quartet - Lena Horta, P.C. Castilho,

The musicians that performed on this track are:

This song was recorded on my CD “l0i6” - Perfil Musical, 1993.

Luciana Pergorer, Gisele Rodrigues
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Accompaniment example of the Choro style:

The following example is an accompaniment suggestion for the song

“Influenciado.”

Bb7(#11)

4

ENE

E7 A7 D69
6 5 4
.. =
. a &

R SY
L ¥

B JEe

-

G 69 Ebo E/G# Am?7 D7 Gmaj7 Go6
r— 8 S : i - —— ] :
3 5 2 5 4 3 2
n h h| o [ 3 =
17 1 { y I 1 ]. 'TH
:%Fiq. in:: 'j:%r o e - e I - E— s <
ror F T roT
A#° B69 F9 E7 A7 D69
5 6 7 6 5 4
_ 3 2L d ] =
EEEEREEL e = ] doitee
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Accompaniment LExample

G6? EbY E/G# Am7 D7 Gmaj7 G6
2 5 2 5 4 3 2
b 1 ) o ) - i ol f nl I -
—— e eSS
\ ‘ pm—
S = A -
r r ir f For

A#° B69 C#7 F#7 B69
5 6 3 2 1

i
b
4
=
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Dm7 G7 G#m7 D7 C#m7 F#7 Cmaj7 C6/G
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Choro

Marceneiro Paulo
Music by Helio Delmuro

This example is a solo guitar composed by Helio Delmiro. The original recording is on his album
“Emotiva” - EMI-ODEON, 1980. The chord changes above the melodic counterpoints are harmonic
suggestions.

Ebma;j7
Gmll/A Dm9 Bb74(13) =
3 ‘.’
sl ! - 6 ¢
e e = ‘ :
;j’ S —4— r g h 17)7 T a7y - —‘b ¢
= = Iy ( D dbddId .
r r r r Y iqn 4 (
7
A7 Am G#° AlG {
Emll =23  Dm9 ===l = (
5 5 3 3 i
3 T s
1] 4 1 i : (
¥a) - | 1 1 1 ] prm——t -t
M\SVJ 1 "D 3 g“i g . i — - gi r% rE 1%;5 t
= 5 1 M = 1
r r r ir E (
(
1 Gm9 i Dm9 2 Dm?7 ¢
m———J""_:"—J ———HE Gm A7 R— i
———— —_————
1 1 6 5 \
— & —
. 4 TN IJEE . )
- = =
g e e ; x

©1987 Edicoes Musicais Tapajos Ltda..

All Rights for the U.S. and Canada controlled and administered by
Screen Gems/EMI Music Inc.

All Rights Reserved. International Copyright Reserved. Used by Permission.

98




I R P R R S SR O SV YO SURl S SR S SN SPRN YO PR PR IPR P YRR R

o YYD W e e

v s e e

Chord Melody Example

i nan Bn6 Fujap
— FIIC =55 Bb6 o AT == e
@___@——ﬂ 134124 4
i 134 § 24° GFLJ N
— ‘ ~
o g i 1T, e [T [N T
o e # f
ARV ! " 4 — —
A sy ot gl
7
Dm6(9)
Bbm9
= C#e Gm7/A Dm =
— +—9m
— 6 ——
N T - ] rr— ® _lr— 6 — j
s Ii e Al (Y]
o 5 Jﬁii‘ ST i = —d
\au Vi 1 —3 F. E —

Helio Delmiro

-~ - . -
P

Photo ©® by Marcio RM
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General Outline:

Music from the north east of Brazil, more specifically from Recife (Pernambuco),
Frevo emerged at the end of the last century from the interaction between music
and folkloric dances.

The first frevo groups were derived from military bands, using primarily martial
band instruments (saxophones, piccolo flute, trombone, tuba, clarinet, snare drum
and a handy cymbal).

Primarily dance oriented, the frevo is basically a march, with syncopated figures in
the melody and in the rhythmic patterns, usually up tempo.

Subdivisions:

Marcha-rancho: Slow to medium tempo, usually in minor keys and sometimes
using 3/4 time signature.

Frevo-ventania: A frevo played at a very fast tempo.

Musical characteristics:

Frevo is usually written in 2/4 although you can find the use of 3/4 or 4/4. The
examples in this book are written in 4/4. The melodic accent comes on the up
beat and the melodies are pretty much syncopated.

The guitar has been used in frevo more recently. Usually the melody is played on a
piccolo flute with a large use of melodic embellishments and counterpoint. The
bass part is much like a jazz “walking bass”, playing even quarter notes, and the
harmonies are quite simple, usually turnarounds.

Y 2RV 2R S
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(General Outline

Musical examples:

“Ninho de vespa” (Dori Caymumi)
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“Mdscara Negra” (Zé Keti)
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Frevo

Basic Pattern and Variations for Rhythm Guitar

1. Basic Pattern:

Pasically what we find in the nght hand guitar patterns are simulations of a frevo
ensemble rhythm section. Keep in your mind that the syncopations are played on
the top voices of the chord, while the bass note comes on the beat.

l |
2 >4 A X =5 A > ] Fingers1,2& 3
< ~ > — %] Thumb
! l | |
You can also feel it in 4/4 time signature.
&) ZaY 7< ¥ X 7% 3 Fmgcrs 1.2&3
¢ ﬁ,‘lv — ] Thumb

As in other Brazilian styles, the bass line keeps switching between the root and
the fifth of the chord, and it's a better choice to play the fifth below the root.
If the bass note is already placed on the 6th string, you may keep the same note
for the whole measure.

Musical example:

This example applies the basic pattern on a typical frevo turnaround.

Cmaj9/G G° G4 G9
2 2 1 2
n b Al I P e N
7~ ' .
Xl

N l%

T
e |
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Basic Pattern & Variations

4
st . .
. 2. Variations:
S’
."
i In this section, following cach variation you'll find onc or more musical examples
e’ . . . o1 .
showing the pattern applied to standard progressions in the Brazilian repertoire.
-’
e Each variation can be plaved through the entire song or you can switch between
L the variations to create a new pattern. It's also common to use a different pattern
: at the end of a section or a "caden:za”. '
-
!
Y
N VARIATION #1
A%
N In this variation you'll find a new syncopation in the 3rd beat.
\
A\ |
a N ZaS N N >)\ XII »

) ) A WY ¢ :

™ ¢ ¥ N
< l [ 1 [
(=
\\‘
. Musical example:
!

.

o) A7(alt) A7(b13) Dmll G7(al)G7(b9)

— - - ——— —_——
e ——— :

———

—_———

—
-

A

—————
—,————
———
——

I

I

\

2 B B 3

w
W

LA N
)
Nk

"

Y ¥

i

>
w A
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Frevo

VARIATION #2

4 4T =3 e
A = - A
{ { l r
Musical example:
| DA A
A D I PN N

A A
Crl/G o'
= =

Bl
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VARIATION #3

e
a—
|
Musical example:
Track 78
Am7 Am/G

Basic Pattern ¢ Variations

~

P
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Frevo

VARIATION #4

This is a good example of a variation playing only the up beats of the measure.

s \ [ ¥ l\ oy \ w — l‘\
o — 4 ! = / < ! 4
e = ——
J / / /

Musical examples:

~Example 1

You can play this example using straight 8th notes, muting the down beats with
your left hand.

o i
2 5
Qﬁ?“:ﬁ‘iﬂ‘fﬁ‘fﬁ—u) =
A B A A A
Dm11 Gi(alt) |
= =
9

P
e
|
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Example 2

In this example I use the pattern “variation =4” only in the last bar.

lTRAck 60|

CLﬂij?éG G®
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VARIATION #5

This variation is an example of a “marcha rancho” in 3/4 meter.

¢
|
|

ey

Musical example:

“Am9 Am9(#5)

il
)

Am%9. . Am9(b6)
O " o1
; emem—— E
4 3
O 11 PN [ 2

-
]

|
||

9|
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Basic Pattern & Variations

Lenny Andrade and Romero Lubambo
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by Nelson Faria

Track 62

9

G13

DPm9

|

9

G13

D9

A7(b13)

3

G13 C% |

Dm9

A7

Em?7

Eb°®

-3 dl))

iR . DY

N fan

A\SY]

Ab74(9) G74(9)

Bb74(9)

L o

-l
b

ANSV.E
B}

Em9

E9

E74(9)

F?4(9)
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~
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B74(9)

D9

D74(9)

E9
A" AN
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L T t by anhile

Song Example

Joib (page 2)

B74(9) A74(9) Ab74(9) Ab9 Db/Ab
N
. L -~
—G T 7 { b: © = '41 ¢ . ©
ler'L.{ ‘f’ —f ¥- Y ¥ LA | 1
AV 1J 1 —
Ab° Ab74(9) Ab9 G13
/ = e belo
6 T =
.j ? | ——
G13 c% Dm?9 G13
A ®‘@ a './-\'. E .,'_ » /) = N
1 | - -
AN jpe £ o e e e » -
S i =i T £
J 0 | el j -
4o
c® A7(b13) D9 G13
#ﬁ" - » T 1R lf‘ 1% /\1’ ‘ Jl»\ r- : ‘ - o
1S 1 " ‘IW + +— -+ T 1' & ol
A\S VA | yau i Y7 1 1 1 M I )4 I I
') | g — o Sv—— | _—
c% Eb° Em?7 A7 Dm9 Gi13 C% %
PN .
A ar f Rl - — -
s e e ek iR
A\S VA 4 1 1 1y - 1 a Y A )| i 4 }]
2 —_—" gc ¢ L ]

This song was recorded on my CD “l0id” — Perfil Musical, 1993.
The musicians who performed on this track are:

Nelson Faria - Guitars

Adriano Giffoni - Acoustic Bass
Rodolfo Cardoso - Drums

Carlos Malta - Saxophones and Flutes
Marco Lobo - Percussion

Hamleto Stamato - Keyboards
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Accompaniment example of the Frevo style.

The following example is a accompaniment suggestion for the song “loid”.

D#° Em7 Bb7 A7 Eb7 Dm7 Ab7 G7 Db7 CP9 G4
==y Ao A Nl = = e a2
5 5 6 5 5 3 4 3 3 2 1

Nl
W
NEREd
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Continued on next page
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Accompaniment Example
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Buaudo

General Outline:

Music from the north east of Bra:zil, more specifically from Ceard, Maranhao and
Bahia, Baido is derived from a folk dance (bumba-meu-boi) and emerged as a
musical style in the 40's.

The first well known song written in baido style was “Baido” by Luiz Gonzaga and
Humberto Teixeira.

Musical characteristics:

The baido melodies are usually in the mixolydian or lydian b7 modes. It’s written
in 4/4 but you can find also the use of binary meters (2/4 or 2/2).

The harmonies are quite simple with much use of pedal tones in the bass.

The instrumentation is based on “Sanfonia”, piccolo flute and guitar. In the
rhythm section we find the use of “zabumba” (a low tom played with a sharp stick)
and a triangle.

Musical examples:

“Baido” (Luiz Gonzaga / Humberto Teixeira)

~
ok _he et s b s r :
D . LAY & MR Y] P 1 oo [v] Nl s Lt 1 Y] - 1 L 1
l fon ) A W) i St — 1 1 1 ¥ b 1 )| A o 1 3l ) LR S
V4 — ) — 11 eS| 1 v 1 »—r v 14 1 LN
“Pro Zeca” (Victor Assis Brasil)
h' ~ ~_ h' » ~
. ¥ SRQIN adlN -
e —— oot {7 el opeen el Loal
| - 11 md "] - hull | - .~ L 1 B R W] q
FesTrms z =
Y] ——
“O ovo” (Hermeto Pascoal)
o = !’# » = — - l’-‘ el
7 T t v
==t it » A S v R : D — 1 — —
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Basic Lattern o v aiiations

3 Basic Pattern and Variations for Rhythm Guitar
i 1. Basic Pattern:
. | 11
=y > VNV Fingers 1,2 & 3
5 VA V- < =% 11 Thumb
- I o |
_ ... or with an up beat on the bass line:
1T |
1. S—C = 4 =3 Fingers 1,2 & 3
f‘ o Pe=—=p% p€ pe=p<¢ Thumb
% . §
i
L You can practice these patterns and variations using a static seventh chord (mixolydian mode).
,é:'
& It's also a good idea to practice away from the guitar, clapping the high voices and
& tapping the low voices with your foot.
E'h

Musical example:

L4

[ 4

«

-
-

I (b ATy oA

:
]

¢TeTE S e G 0

|
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2. Variations:

In this section, following each variation you'll find one or more musical examples
showing the pattern applied 1o standard progressions in the Brazilian repertoire.

Each variation can be played through the entire song or you can switch between
the variations to create new patterns.

VARIATION #1

In this variation the upper side of the chord simulates a cowbell pattern playing
straight quarter notes, while the bass part plays a syncopated counterpoint.

| | | |
9, v, v V]
€ : N - V2 N NE—.
u
Musical examples:
Example 1
This example applies the pattern on a typical lydian b7 mode progression. A
B/A A7 B/A
f— fa— — g’

=2

{25

()

A\NVE

122

—§.l R |

| o]
—w"ifu_
e

I tﬂ_

—‘s}m
—y
Y|
|
—9|

»




Basic Pattern & Variations

Basic Pattern & Variations
Example 2

This example is the the intertude of the song “Vera Criz" (Milton Nascimento),
played by Milton Nascimento, on the album “Courage™.

Notice the use of a syncopated pedal tone against the upper voices of the chord,
played on the beat.

Gis C/G

*—

|

—————
o—

6 5
s 4 s : .
L4444 4 4T
L& : v : »
') -iv ~— iv ~—7 wl N~ -vl
Cm/G CIG
4 5
s I S P I I
[ [ ] 5 j [ K IJ _
D » - —# -
PYRY o N o <= " S ———

Milton Nascimento

Photo © by Nilton Cloudino
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VARIATION #2

4 : 3 . 1

‘—Td = X : G 2 :

By 1< Py S AN y N A AN ANy AN AN
Musical example: ~
This is a typical baido cliché on the lydian b7 mode, using a G open string ot
simulating a “berimbau” pattern. ™
G C G7(#11) C G C G7(»11) C 3
- o o R e oo A D — o
= = S — = — .
3 5 6 5 3 5 6 5 , 7
nd E ] h h} r;i 1
)
;| e - 1

VARIATION #3

] 1
4 4 ——— d 4 - §
ﬁ e\ A FA) 7N A CAY
/ e, N (W) N~ 3M—N
\'Y\ '\ i——r\
C I . {
Musical example:
A D/A Al D/A
o s = R ]
2 2 2 2
N o ﬂ \/\ }
Y wgl A=Y
A re) =
G
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Basic Pattern & Variations

VARIATION #4

This pattern is specifically used in the “broken chords™ style.

o .
] = - N D —

AW N — N +
1= p 4 & F 4 |
1 < | ¢

Musical example:

This example shows the use of “broken chords” in a typical baido progression.

D13
o
4
N ¥ ’
I” 5N \\ | \ \Y | \Y
L WY £ INCYEN Y o] Yy A . Y s Y] X
¥ 1 T B 1 ¥ 1
T T
G9
=1t
BN IRIE]
| D
=
2
n#
{  C— N- % N < \|
& — 1 )| 1 Y ad I[] -
v/ vV | Y2 v

|
A
N |
A
|
A
|
A
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VARIATION #5

Notice the syncopation of the bass line. It gives a “salsa” flavor on baido patterns

D13
4
gﬂ T v T T ! l7 { L ot
y SRR NP L :
Q A\ W2 : : :
J | . ” \/f

IS RS T
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VARIATION #6

Basic Pattern & Variations

> S —. ! <
—— =< i =
_ 1 1 T
G/A A G/A
o—-————' Ottt
5 3 5 3
n# | | = | o
\* ) 7_\ 7
X Lid W) ! K 7 |
A W] 1
A\NY4
)
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Baido
VARIATION #7

o« D

9 Emm R .

DAY IR
I

it

F&)
\/

= =1
I

i
i J

Musical example:

A4 N 1~ N s D | —

SRR e e e

[y — == — == ]: - = = = —
AC N A A ¥
Emb69 Embo

A N ~ S e D e B s
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Oswaldinho do Acordeon

Basic Pattern & Vuriations

Photo © by Marcio RM
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Jritee, Cosd utturi

Baiao por acaso

by N. Faria/H. Stamato/R. Cardoso

Em9 Gm9
- 1 Jl 1 ‘71\ . 3
S S b e =
- g T 1
1Y) 1 ‘
Em9 F#7(alt)
™ ™
~ N\ ~
9 hid - 1 ~'——'l T —H ﬁwlr
By 1 1 1 1 111 —
SV i heead—1 L I
o
F %4(13) D%4(9)
fa N ™
~
f - s . - ey
T 1 M1 i T
—7 | T—1 i =
A\SY — el -+ o v t
')
a tempo
F'4(9) D9
m
n . N VA >
A 2 l’a . ' R 2 ' ' R ! vl
- = —p - o —
e — — 1 ' ) A
A\N Y — 1
J
Gm/D D9
N — T
. N\ N\
s § o
J— s e e
111 B o oA T P o
1 fanY M 17 ! I I ol
{ 1 - T
Py} o | —
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Song Example

D%4(9) L E/MD D9 ~ E/G#
n ﬁ_ Pa? O gf o
8- | Lol y,e P EEEE | -
—»Y—{} n : ; u?? % T] - !
~—— Rt A e ]
ASVA ;
¢
G6 D9 Ab7(#5) G6
N /\ . /\
7% ,zmn ,#,‘:21! £ g;:
i e —— bo P -
s L
A\SV/
)
A‘4(9) Fi4(9)
n N T T T
. e O a
= L 2 - 2
i’
16
J
F9 G
e 1 2 o 2
y 3 - - | - -
a o -+ - - -
¥4
{51
J

This song was recorded on my CD “l0i6” - Perfil Musical, 1993.
The musicians that performed on this track are:

Nelson Faria - Guitar

Adriano Giffoni - Electric Bass
Rodolfo Cardoso - Drums
Sergio Galvio - Soprano Sax
Hamleto Stamato - Keyboards
Marco Lobo - Percussion
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Accompaniment example of the Baiao style.

The following example is a accompaniment suggestion for the song “Baido por

Acaso’.

Emlil Gmll

A | ] 1J m J
72 - &1 - 5] T hd T ’
~C—+ 4 Yo > b o —1
ANV 4 b v v
= ¥ - ‘l — — »
Le) £e) O Le)
Em9 F#7(#5)
= [ E——
O ———
o parem—
2 2
n 1 I | 1 . [
RY A I o i o 1 - e 1 &
P . (7] ¥ LY} ) [ g7 v v Y] T J B
J foo. U 19 - B 5 & L Hy 3 1 U
ANYV 4 1 b > B hif il
J —3 o - —
o o = jo
F74(13) D74(9)
1 5
A
N T JF\J [ 1 l ‘) 1 f- 1
7z 1 = ht T =L i r J - .I I J
AT — Y o ———]
A\Y V4 L b
') _‘.V __V O T
(h)e ©o




_ m——— o -1 aadl

g T g TR L | S —
J J od v dddd @ ¥ ¥ € e w-

4

‘ H
-

- - ® W W W W L.t f

v T

A .k evivmont F.wlmhle

Accompaniment Example

Gml1/D D13
5 a
- A ~ \ N ~ A
D74 (13) D13(#11) D13
5 5 4

continued on next page

133




Baiao

D4(13) D13 E/G# G6
5 4 2 2

..,\“
7 ’

Y Y

IR

D13 G#7(#11) Gmaj7 A74(9)
Rathl s >maj il
4 3 3 3
n 1 | } | | | | | _I | | | | | ] Jl
wg" SRR
LU LULs
F74(9)
8 ‘
ot 4o d g a4
7~ R S~ S—" S— i S SO S S— i~ S S— S—E— "~ S— ——
J 0 0 AP B W A
D13 Gm11/D
4 5
fa) i m ! H, | r-\ | ~ ag ~ B
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Accompaniment Example

."
|
“"
»
,-'>‘

»

B D13 D74 (13) D13 (#11)

] y— T P
" 4 5 5

v o) ~ N I M 14 ™ - ™
3 i A 1
Ry
) |
:‘

’ D13 Gm11/D
I,  Swe— s

Y . — ——
4 5
_n) v R ~ .
I, f— 2 -~ 1 T
-y v

, v
? D13 D’4(13) D13
) — .

) ———— —_—— —_———

. 4 5 4
‘,

) 0 ~ 1 r—'IKI 1
‘) .

)

1)
I) E/G# G6 D13 G#7(#11)

| e — S — - ==
x B B 4 B

)

) JI LJ ‘} ] | ] | | | ]
s
Sy Wrrrrrre Grrrrr ey e ey
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) continued on next page
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Baiao

Gmaj7 A74(9) F74(9)
3 3 8
| | | | ! 1 | |
r E— e—— of— 44

e
Sddddcdi

Frrr e LU

e
e

F74(9) F9 G
— S -
8 7 3
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a 7Ny O
a7 L% —— & — 8
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Selected Discography

Adolfo, Antonio

Jinga. Happy hour , 1990.
Cristalino. Chorus, 1989.

Alf, Johnny
Diagonal. RCA 1964
Almeida, Laurindo de ; Shunk, Bud

Brazlience Vols 1 & 2. World Pacific, 1991.

Alves, Ataulfo
Ataulfo Alves: 80 anos. EMI, 1989.
Andrade, Leny

Luz Neon. Eldorado, 1988.
Bossa Nova. Sony/]VC.
“Cartola 80 anos.” Velas.
Estamos af. EM1/Odeon.

Andrade, Leny; Lubambo Romero
Nés. Velas.

Andrade, Leny; Lubambo Romero
Coisa Fina. Perfil Musical, 1994.
Assumpcao, Nico

Nico Assumpgdo. independent, 1981.
Avyres, Nelson

Mantiqueira. Som da Gente, 1981.

Azevedo, Geraldo

A luz do solo Geraldo Azevédo. Barclay, 1985.

Azymuth
Rapid Transit. Milestone, 1983.
Bandolim, Jacob do

Original Classic Recordings. ACD, 1991.
In Memorian. BMG, 1993.

Bellinatti, Paulo
Garéto.
Bethania, Maria

Dezembros. RCA, 1986.

Alibi. Philips, 1988.

Meméria da pele. Philips, 1989.
Canto do Page. Verve, 1990.

Boca Livre
Boca Livre. Independent, 1979.
Bonfa, Luiz

Non -Stop to Brazl. Chesky, 1989.
The Bonfd Magic. Caja Music, 1991.

Bosco, Jodo

Caga a raposa. RCA, 1975
Galos de Briga. RCA, 1976.
Gagabird. Barclay, 1984.

Ai, ai, ai de mim. CBS, 1956.
Zona de Fronteira. Sony, 1991.
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Brasil, Joao Carlos Assis
Jazz Braal. Kuarup, 1986,
Brasil, Victor Assis

Esperanto. Som Livre/RCA, 1976,
Quinteto. EMI, 1979.

Cama de Gato

Coconat de Guro. Hom da Qente, 1960.

Guerra fria. Som da Gente. 1988.
Cartola

70 anos.. RCA, 1978.
Carvalho, Beth

Alma do Brasil. Philips, 1988.
Saudades de Guanabara. Philips, 1989.

Caymmi, Dori

Brasilian Serenata. Qwest/Warner, 1991.
Kicking Cans. Qwest/Wamer, 1993.

Cayrﬁmi, borival
Saudades da Bahia. EM]1, 1985.
Caymmi, Nana

Atrds da porta. CID, 1977.
Mudanga dos ventos. EMI, 1980.

Caymmi, Nana; Mariano, Cezar Camargo
Voz e Suor. EMI, 1983.
Costa, Gal

Gal canta Caymmi. Philips, 1988.
Tropical. Philips, 1988.

Aquarela do Brasil. Philips, 1988.
Plural. RCA, 1990.

Delmiro, Helio

Emonia. ENIT, 1980

Chama. Som da Gente, 1984,

Roma. Line Records, 1991,

Delmiro, Helio; Mariano, Cezar Camargo
Samambaa. EMIL 1981,

Deadato, Eamir

Iniitl paisagem. Phonogram, 1964,

Prehude. CTI, 1972,
Djavan

Luy. CBS, 1982.
Nao é axud mas é mar. CBS, 1987.
Seduzir. World Pacific, 1990.

Dodé e Osmar

O melhor do Trio Elétrico. Continental, 1979.
Donato, Jodao

Muito a vontade. Polydor, 1963.
Duncan, Zélia

Zélia Duncan. Warner, 1994.

E¢a, Luiz

Luiz Eca. Carmo, 1983.

Einhorn, Mauricio

ME. Clam, 1980.

Elias, Eliane

Eliane Elias plays Jobim. Blue Note, 1990.
Faria, Nelson

loib6. Perfil Musical, 1993.
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Fest, Manfredo

Oferenda. Concorde, 1993,

Giffoni, Adriano

Adriano Giffoni. Perfil Musical, 1992.
Gil, Gilberto

Louvagdo. Philips, 1967.

Refazenda. Philips, 1975.

Raca Humana. Tropical Storm, 1984.

Gilberto, Joao

Chega de Saudade. EMI, 1959.
Amoroso. WEA, 1977.

Brasil. WEA, 1981.

Jodo Gilberto. Verve, 1988.

The Lengendary. World Pacific, 1990.
Jodo. Polygram, 1991.

Gismonti, Egberto

Czmmo. EMI, 1977.
Danga das cabegas. EMI, 1977.
Trem Caipira. EMI, 1985.

Gonzaga, Luiz
O melhor de Luiz Gonzaga. RCA, 1989.
Guedes, Beto

Pdgina do reldmpago elétrico. EMI, 1977.
Amor de Indio. EMI, 1987.

Guinga
Simples e absurdo. Velas, 1991.
Hollanda, Chico Buarque de

Meus caros amigos. Philips, 1976.
Vida. Philips, 1980.

Francisco. RCA, 1987.
Construgdo. Philips, 1989.

Horta, Toninho

Terra dos pdssaros. Polygram, 1979,
Tonimtho Horea. EMI, 1980,
Diamond land . Verve forecast, 1989.
Moonstone. Verve forecast, 1920,
Omnce I loved. Verve, 1991
Durango Kid. Big World, 1993

Jobim, Antonio Carlos

Wave. A&M, 1967.
Tide. A&GM, 1970.
Seone Flower. CTI, 1971.
Terra Brasilis. WB, 1980.
Urubii. WEA, 1985.

O tempo e o venio. Som livre, 1985.
Joyce

Feminina. EMI, 1980.

Leao, Nara

Girl from Ipanema. Philips, 1985.
Os meus amigos sd@o um barato. Philips, 1977.

Personalidade: Nara Ledo. Philips,1988.
Lins, Ivan

Somos todos iguais esta noite. EMI, 1977.
Agora. Cia Brasileira de discos, 1971.
Chama acesa. RCA, 1975.

A noite. EMI, 1979.

[van Lins. Som Livre, 1986.

Lobo, Edud

Camaledo. Philips, 1978.
Edi e Tom. Philips, 1981.
Currupido. Velas, 1993.

Lyra, Carlos

O Sambalanco de Carlos Lvra. Philips, 1962.
Pobre menina rica. CBS, 1964.
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Margal, Mestre

A incrivel bateria do Mestmre Margal.
Pelvdor, 1987

Maria, Tania

Come with me. Concord, 1983.
Love Explosion. Concord, 1984.

Melodia, Luiz

Pérola Negra. Fontana, 1982.
Pintando o sete. Polygram, 1991.

Mendes, Sergio

Sérgio Mendes e Brasil "'66. A&M, 1966.
Arara. A&GM, 1989.

Monte, Heraldo do
Heraldo do Monte. Eldorado, 1980.

Moraes, Vinicius de

A arte de Vinicius de Moraes. Philips, 1988.

Moreira, Airto
Free. CTI, 1979.
Moura, Paulo

Gdfieira. Kuarup, 1986.
Mistura e manda. Brasiloid, 1988.

Nacif, Sérgio

Sérgio Nacif. Niteroi discos, 1991.
Namen, José

A Tempo. Solo, 1993.
Nascimento, Milton

Clube da esquina. EMI, 1972.
Minas. EMI, 1975.

Geraes. EMI, 1976.

Mileon. EMI, 1976.

Clube ds esquina 2. EMI, 1978.

Milagre dos peixes. Intuition/Capitol, 1988.
Txai. Columbia, 1990.

Neto, Tidao

Carrousel. Niterdi discos, 1992.

Nogueira, Paulinho

Paulinho Nogueira. Movie Play, 1992.

Nunes, Clara

The best of Clara Nunes. World Pacific, 1992.

Ornelas, Nivaldo ’
Colheita do erigo. Chorus, 1990. ,
Pascoal, Hermeto

Hermeto Pascoal e Grupo. Som da gente, 1982.

Lagoa da canda. Som da gente, 1984.

Hermeto solo. Som da gente, 1988.

Danga dos deuses. Polygram, 1991. '

Passos, Rosa

Festa. Velas, 1993.

Pau Brasil

Cenas Brasileiras. Continental, 1987.

Pereira, Marco

O violao Brasileiro de Marco Pereira.
Som da gente, 1985.
Circulo das cordas. Som da gente, 1988.

Pinheiro, Leila
Benc¢do Bossa Nowa. Philips, 1989.

Poppof, Yuri

. Catopé. Leblon Records, 1991.
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Powell, Baden

Afro sambas. Philips, 1966.

Love me with guitars. Joker, 1973,
L'ame de Baden Powell. lmagem, 1973,
A arte de Baden Powell. Fontana, 1975.
Nosso Baden. WEA, 1980.

Felicidade. Adda, 1987:

Purim, Flora
Butterfly Drems. Fantasy.

Rabelo, Raphael

Raphael Rabelo interpreta Radamés Gnatalli.

Visom, 1987.
Reis, Dilermando
Abismo de Rosas. Continental, 1961.
Regina, Elis
Elis. Philips, 1974.
Essa Mulher. WEA, 1979.
Saudade do Brasil. EMI, 1980.
Regina, Elis; Jobim, Tom
Elis e Tom. Philips, 1974.
Rosa, Noel
Noel por Noel. Imperial, 1971.
Santos, Moacir
Maestro. Blue note, 1972.
Sargento, Nelson
Encanto da paisagem. Kuarup, 1986.
Silveira, Ricardo

Ricardo Silveira. WEA, 1987.
Sky light. Verve forecast, 1989.

Sivuca

Cabelo de Milho . Copacabana, (930,
Vou vida afora. Copacabana, 1981,
Forré e frevo. Copacabana, 1984,

Tamba Trio

Tamba tio. Philips, 1962.
20 anos de sucesso. RCA, 1964,

Tapajds, Sebastiao

Violdo e amigos. RCA, 1977.
Painel. Visom, 1986.

Tiso, Wagner

Wagner Tiso. EMI, 1978.
Os pdssaros. EMI, 1985,
Giselle. Verve, 1987.
Manui-Carué. Philips, 1988.

Toquinho

A luz do solo. Polygram, 1985.
Vaz, Célia

Mutagdo. Philips, 1981.
Veloso, Caetano

Caetano Veloso. Philips, 1968.

Cinema Transcedental. Philips, 1979.
Estrangeiro. Elektra Musician, 1989.
Circulads. Electra Nonesuch, 1991.

Vila, Martinho da

Canta canta minha gente. RCA, 1974.
Batuqueiro. RCA, 1976.
O canto das lavadeiras. Sony, 1989.

Viola, Paulinho da
Eu canto samba. RCA, 1989.
Ziumbo Trio

Zimbo. RGE, 1976.
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Glossary

Carnaval: A parade in the streets with pecple playing and dancing samba.
It happens once a year.

Cavaquinho: A small guitar, four-stringed, usually tuned D-B-G-D.

Cuica: A medium size drum, with a thin stick inside attached to drum skin,
producing a squeaking noise.

Ganza: Shaker.

Ginga (Jin-gah): Brazilian swing.

Pandeiro: Similar to tambourine, but with jingles inserted.
Reco-reco: A notched instrument that is scraped with a stick.

Repinique or repique: A medium size drum playing the syncopation in samba
rhythm sections.

Sanfona: Accordion.
Surdo: Low tom played with a heavy stick topped by velvet-covered wooden head

Tamborim: A small hi pitched drum that plays the syncopations in a samba
rhythm section.

Violio: Acoustic guitar with nylon strings.
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