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/ ‘ ‘ The year was 1956. [ was sixteen. My family
o @ had moved from Petrépolis back to my
3 N ! birthplace, Rio de Janeiro. My brothers and

, [ rehearsed out of the garage: Mario on
piano; Leo on drums; Ico, my identical triplet, on bass; and me on guitar. We had discov-
ered jazz and were listening to as much Charlie Parker, Miles Davis, Barney Kessel, Chet
Baker and Gerry Mulligan as Debussy, Ravel, Chopin and Bach. Tom Jobim’s career had
begun its never-stopping ascent and I felt a strong resonance with his music. One evening
Mario boldly dialed Jobim’s number and announced: ' Tom, we are the Castro-Neves
brothers. We have a group and would. love to.invite you to our hous k
music.”” Jobim turned to his wife and asked,

“I ve heard of you guys and. ’ "7~ 10 meet you. m gett
[ That was the begmnmg of a dear friendship and a powerful musical mﬂuence in my life.
5 I would visit Tom, and he would play me his new songs, with his incredibly economical
" style, sometimes only three- or four-note chords on the piano plus the singing note.
It needed no more: so beautiful, so perfect. I remember arriving home so excited

that the thermometer registered a fever. Brazil was
energetic and alive under Juscelino Kubitscheck’s government. We were young and
naive and a lot of the music reflected that: ' The Little Boat,” “'Love, a Smile and
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‘ ‘ In ableak Chicago January, 1962, [ heard a new sound that was
to chémge my musical life. My jazz sextet, just out of college,
~~Was preparing to leave on a six-month State Department-spon-
sored-tour of Latin America. Gene Lees, editor of down beat and
our tour manager, played for us a rare recording that
~ Washington disk-jockey Felix Grant had brought back from
""‘w»v.,,‘_@razil. It featured a young singer named Jodo Gilberto, with
si'j"nﬁg“s and orchestrations by Antonio Carlos Jobim. This music
hit us like a warm tropical breeze. At a time when most of the
sovunds"“»in our be-bop pantheon were fairly loud, here was a quiet
__music that we found totally captivating. It was a foretaste of the
ex pg_r_,j_ence-f"fhat awaited us in Brazil, the fourteenth stop on our
upcoming twenty-three-country itinerary. It was
~ June when we finally arrived, and Rio de Janeiro seemed to us a
. &, musical paradise. A whole new genre of music-making was in
full flower, and it was caHed Bossa Nova — “new touch.” Gorgeous harmonic progressions, influ-
enced by jazz standards and by composers like Debussy, Ravel and Chopin, were woven with
exquisite melodies and uniquely syncopated rhythms into a gentle, swinging tapestry that was
irresistible We soon made friends with a number of musicians and composers, including a young

prior to the tour, made its first Bossa Nova recordmgs in Rio that month, with Brazilian percus-
sionists, for an aibum we finished |ater that summer in New York and which was released in
September with the\_»tltle Jazz Meets the Bossa Nova. This alluring Brazilian music
showed me a new pei"t“hve»»t-he ﬁ‘o&ssibility of a gentle way, in an increasingly noisy world. And it
changed my sax playing forever: hearing how Joado used his voice like a horn, I wondered, “*Could
a horn be played like a voice?” I returned to Brazil in 1964 and immersed myself in
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eras in the triumphal late ‘50s collaborations of Gil Evans and Miles
Davis (Miles Ahead, Porgy and Bess, and Sketches of Spain), fol- |
lowed by the wave of folk music that launched the social conscious-
ness of the ‘60s. Something special must have been in the air during
those years; but of course we did not realize it then. I think I took it
for granted, in my early twenties, that this was just the way the world
was, and maybe would always be. Little did I know how soon those |
times would be over ... all too soon. My great good luck
however, was that during the years and decades that followed, I was |
blessed with a living link to Brazil in the person of my friend Oscar
Castro-Neves. Oscar settled in California in
the late ‘60s, and soon began touring as the guitarist in my Consort,
as well as working with us in the production of our albums. We have
collaborated continuously since then, on many projects: Oscar co-
produced our albums Common Ground, Callings, Missa Gaia/Earth
Mass and Earthbeat, and played on many of the others. In 1992
Oscar and I returned to Rio together to play a series of concerts dur—

him is always tremendous fun. Drummer Paulo Braga and bass;st anson Mat
masters of this genre, and they have been superlatwe accompamsts Playmg t :

When I listen to these recordings, my heart smiles and [ am f':
is it, in this Brazilian music, that lightens my life the instant I
promise ... of life’s fullness, life’s beauty. Samba songs of ete
suffering, of the sea, and life’s shadows. And memories of tho
when this music first came into my life. I have saudade. ’




otes by Oscar Castro-Neves

1} Jula de Matetiabica
{«] Mathematics 1 cssori)
ANTONIO CARLOS ]OBIM & MARINO PINTO

Antonio Carlos Brasileiro de Almeida Jobim needs
no introduction. In Brazil, a country of an incredibly
rich and sophisticated culture, Jobim represents the
best of the best: composer, lyricist, poet, defender of
the environment, fisherman, lover of birds and lover
of words. He represents at the same time the tender-
ness and the power of the soul of my country.

Marino Pinto, at the time Bossa Nova was flour-
ishing, was already a long-established lyricist with
an enormous body of work. He collaborated with
Jobim on several other songs.

Why divide without thinking?

In life it is always better to multiply.
And with A+ B I want to demonstrate
How immensely I love you.

By an infinitesimal fraction

You created a case of integral calculus.
And ro solve this problem

[ have a banal theorem:

When two halves meet each other

The fraction disappears,

And if we find the unit

The riddle 1s solved.



10 end, let's demonstrate

That minus plus minus equals more ... love.

And if the parallels meet each other in infinity,

Why does it take so long for two hearts to integrate?
1t 1s that mfinitely, incommensurably.

Lam totally in love with you.

© Corcovado Music (BMI)

2) Coisa Mais L itida
(1 Most Peavtiful Thirig)

CARLOS LYRA & VINICIUS DE MORAES

Jobim wrote in the foreword for a Carlos Lyra
songbook: “Carlos Lyra, or, to be more exact,
Carlos Eduardo Lyra Barbosa, elegant even in the
name. Great melodist, draftsman, harmonist, the
king of rhythm, of the design, the jiggle, the
‘ginga,’ the see-saw, the prance of the dance of the
lyra. Lyrist and lyricist, a romantic emanating
endearment, never weepy, syrupy, saccharin, silly.
Formidable composer. Lyrus, son of Aphrodite,
Goddess of Love and of Beauty from Greek
mythology. His sambas and songs will live on
because of their quality, delicacy, simplicity and
depth, as long as there is music.”

Vinicius de Moraes is the famous poet, diplomat
and lyricist, Jobim’s long-time friend and collabo-
rator. Among his many songs are “The Girl
from Ipanema,”’ Chega de Saudade and A
Felicidade.” He also wrote the play and the lyrics
to Black Orpheus (with music by Jobim), later a
tamous film directed by Marcel Camus, released

in 1959. (I had the privilege of doing the arrange-
ments for Vinicius’ first recording as a singer.)
Vinicius was for a ime the Brazilian Consul in
Los Angeles, and among his famous poems is one
entitled “A Tragedy of Passion: Hollywood.”

... You are more beautiful than the flower. Spring
herself wishes she had all this fragrance of beauty that
15 love, to fill nature with perfume in the shape of a
woman. Because not even a flower or a color exists as
lovely as that. And love, not even love exists ... [ don't
know which is more beautiful — you, or the love 1
have for you.

© Carlos Lyra/BMG

3) Feitie d¢ Oracao
(i the Form of a Pragier)
VADICO (OSWALDO GOGLIANO) & NOEL ROSA

Noel Rosa could be considered one of the grand-
tathers of Bossa Nova. He wrote during the 1920s
and "30s, and died at the age of 26 having written
230 songs. He is held in great reverence by
Brazilians, in much the same way as North
Americans revere Jerome Kern and Cole Porter.
Jobim said of Noel: "He's a genius .. an extraor-
dinary person for the time ... a person who
marked my life and determined my passion for
Brazilian music.”

His song-writing partner was Vadico (Oswaldo
Gogliano), famous pianist, composer and
arranger. Vadico spent some time in the United






6} Tatnbétn queth Maridou
{What Made Me Do That?)
CARLOS LYRA & VINICIUS DE MORAES

[ only wanted to play at love, but now I can't live
without her anymore. What made me do that?

© Guanabara Music/BMG

7) Jria . viza
{«Ira L uiza)
ANTONIO CARLOS IOBIM

Suppose, Ana Luiza, if the guards snooze, | will be
able to enter into the castle and climb the wall from
where you can see the valley, the meadows, the woods,
the mountains, the flowers, the fountams, Luiza.

Ana Luiza, 1 wrote this song just for you, that asks,
demands to know, where s Luiza, Luiza?

© Corcovado Music (BMI)

8) Feitico da ¥Vila
(The Magic Spell of Vila)
VADICO (OSWALDO GOGLIANO) & NOEL ROSA

This is Noel Rosa’s most famous and enduring
song. First recorded in 1934, it 1s still in every-
body’s repertoire. Vila is Vila Isabel, a district of
Rio de Janeiro that calls itself the birthplace of
samba. It is also the birthplace of Noel Rosa.
The song praises Vila Isabel: ... Anyone who is
born in Vila does not hesitate to embrace the samba.

© Mangione, Folhose Cia LTDA

Marlus Albino

o) Caribe Triste
{$ad Sorig)
EDU LOBO & VINICIUS DE MORAES

Jobim wrote of Edu: “Edu Lobo, you are a mar-
velous composer! [ still remember when your
father Fernando told me: “There’s a kid in my
house that plays a mean guitar.’

“Then I met you, thin, just a fuzz of a mustache
appearing, the innocent face, youthful mouth, shy,
guitar in hand, growing, growing fast to become
the great composer, guitarist, pianist, singer, poet,
lyricist, arranger and orchestrator, maestro
Eduardo de Goes Lobo. Predestined and studious,
nocturnal, working well into the night, writing,
but later I believe you will be an early riser, jovial,
an early bird. ... I salute you in the name of Heitor
Villa-Lobos, your grandfather and my father. Rio,
12 December 1992.”

Edu writes: “This song was written in 1904,
when I was only 21 and was listening obsessively to
_ ~ all the Villa-Lobos music |

= could get, especially the
' Bachianas Brasiletras. |

think his influence can be

felt in all the melodic
phrases and harmonics.
And it is surely, as its title
indicates, a sad song.”

© Rodra Music and VM
Enterprise (BMI)
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Arranged by Oscar Castro-Neves

Recorded and mixed by Geoff Gillette at Sunset
Sound Factory, Hollywood, assisted by Brian Soucy
and Joe Zook

Sax tracks recorded by Les Kahn, Steve Van Zandt
and Sam West in the Grand Canyon, and by Dixon

Van Winkle in the Cathedral of St. John the Divine,
New York City

Additional recording at Entourage Studios, North
Hollywood, assisted by Tony Alvarez, and at Ocean
Way Studios, Hollywood, assisted by Mike Scatella

Pipe organ recorded by Dixon Van Winkle in the
Cathedral of St. John the Divine, New York City

Mastered by Bernie Grundman, Hollywood
Design by Cynthia Flaxman | Jack* Design

Cover tapestry, "Nordeste Seco," by Genaro de
Carvalho

Tapestry photo by Jennifer Almquist

CD label photo of Copacabana sidewalk
by Marlus Albino

Back-of-booklet photo by Gary Gunderson
Inside tray-card photo by Fernando Natalici
Back cover photo by Haruyoshi Ono

Oscar Castro-Neves plays a TAMA guitar with a
RMC pick up and exclusively uses La Bella strings

Paul Winter playsia Selmer Mark V1 soprano
saxophone

Muito Obrigado (Many Thanks)

Oscar and Paul wish to express warm thanks to
Almir Chediak, Kit Thomas, Stephen Harrison, Tina
Andersen, Kathi Fragione, Jim Butler, Vivienne Liley,
Tom Bates, Tom Jung, Tommy Skarupa, Ico Castro-
Neves, Marcelo Salum, Karen DeFrancis, Doug Hunt,
Phil McConnell, Guy Paonessa, Tracy NMicAnany,
Olivier Gautherot, Jane Bernstein, Diane Starnick,
Denise Drever, Andre Potochnik, Lora Kolten,
Starfinder Stanley, Mara Jeffress, and Samson the
Newfie. Thanks also to Chris McGowan and Billboard
publications for permission to quote from Paul
Winter’s preface to The Billboard Book of Brazilian
Music (1990).

Inquiries

For a free Living Music catalog, information regard-
ing Paul Winter, and/or a schedule of concerts by
Paul Winter & Oscar Castro-Neves, please contact:
Earth Music Productions

PO Box 72, Litchiield C1 06759

tel 800.437.2281 fax 860.567.4276

email: pwclmr@aol.com

website: www.livingmusic.com

Oscar Castro-Neves management and correspondence
Kennis Enterprises, Inc.

831 South Gretna Greenway, Suite 204

Los Angeles, CA 90049

tel 310.459.1211 fax 310,454 1132

e-mail: oscarcn@aol.com

website: www.oscarcastroneves.com
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