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Compact Disc 1 50’41

Cinq Préludes (1940)
1 No.1 in E minor 4’54
2 No.2 in E 3’03
3 No.3 in A minor 6’36
4 No.4 in E minor 3’48
5 No.5 in D 4’20

Suite populaire brésilienne (1907–23)
6 I. Mazurka-chôro 3’25
7 II. Schottisch-chôro 3’14
8 III. Valsa-chôro 5’06
9 IV. Gavotta-chôro 5’06

10 V. Chôrinho 4’14

Valsa-Concerto No.2 Op.8 (1904)
11 Andante – Valsa brilhante 4’14

Simples (1911)
12 Mazurka 2’25

Compact Disc 2 54’01

Chôros No.1 (1920)
1 Quasi andante 4’45

Douze Études (1928, revised version of 1953)
2 No.1 in E minor 2’18
3 No.2 in A 1’42
4 No.3 in D 2’41
5 No.4 in G 4’00
6 No.5 in C 2’34
7 No.6 in E minor 2’04
8 No.7 in E 4’38
9 No.8 in C sharp minor 2’57

10 No.9 in F sharp minor 4’07
11 No.10 in B minor 2’15
12 No.11 in E minor 4’10
13 No.12 in A minor 2’36

Valse-chôro (1928)
14 Très lent 4’48

Étude No.10 in B minor (1928 version)
15 Animé 3’33

Étude No.11 in E minor  (1928 version)
16 Lent 4’18
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practice of chôro players (chorões), who played improvised, contrapuntal serenades
together with a small group of instruments (usually guitar, cavaquinho, mandolin, flute,
ophicleide, cornet and trombone), based on dances of European origin. The style of the
Suite populaire brésilienne demonstrates all these characteristics.

The Chôro No.1 is the first in a series of pieces of the same title written for different
instrumental combinations (from piano to full orchestra). Villa-Lobos added the
subtitle ‘típico’, and presented it as an example of a traditional chôro, which, unlike the
rest of the chôros in the cycle, had not been subjected to any kind of theoretical
elaboration.

The compositions described so far may bear the stylistic thumbprints of Villa-Lobos,
but in terms of instrumental writing, they still belong to the great 19th-century guitar
tradition. With an ease that he owed to performing outside academic restrictions, the
composer presents models borrowed from other instruments, most notably the piano.
The novelty of the Douze Études, begun in 1924 and completed in 1928, on the other
hand, stems from the fact that for the first time the models he uses are not unrelated to
the guitar, but stem from the instrument itself and its natural tendencies. It is a
revolutionary work on an instrumental level, but with his innovative force, no less
revolutionary in purely musical terms. Throughout the Études, the guitar abandons the
intimate tones of salon-music in favour of a expressive vocabulary made up of dramatic
tension, percussiveness, and the power of sound itself in service of a boldly modern
idiom. The composition of this cycle was prompted by the composer’s meeting with
Andrés Segovia in Paris in 1924, when Segovia asked for ‘a study’. More than a
genuine ‘commission’, Villa-Lobos took this as a starting-point, and over the space of
four years wrote 12 studies, creating a body of works that number among the most
important in modern guitar literature. While they are often performed separately, the
Douze Études were conceived as a unified cycle, and each study forms part of a
close-knit chain of pieces with a tonal logic. The collection is divided into two large
blocks of six studies each. The first one covers studies based on a single musical and
technical formula that is repeated throughout the piece, while the studies in the second
block have more variety, using a style closer to that of the morceau de concert, and
display greater formal complexity.
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Only two of the earliest pieces that Heitor Villa-Lobos (1887–1959) wrote for the
guitar have survived in their original form: the Valsa Concerto No.2 Op.8 of 1904 and
Simples of 1911. The other early compositions have either been lost or are known only
in later reworkings. This is the case with the dances of the Suite populaire brésilienne,
the individual pieces of which bear dates ranging from 1907 to 1923, but which
reached their definitive form in the 1950s.

The manuscript of the Valsa Concerto No.2 Op.8 was recently discovered at a
market by the Brazilian pianist Amaral Vieira. The piece is written in a 19th-century
style, but it is already marked by the type of idiomatic writing that the composer went
on to develop in his major works. The manuscript of Simples is fairly sketchy, and is
the first version of the Mazurka-Chôro, the first movement of the Suite populaire
brésilienne.

It was during his first visits to Paris that Villa-Lobos decided to develop his youthful
passion for the guitar on a professional basis. He made repeated visits to Paris between
1923 and 1930, at a time when the French capital was a crossroads for guitarists and
leading composers. The fact that at the same time there was a thriving guitar-music
publishing industry indicates a lively interest in the instrument, which had probably
remained alive since the early 19th century, when Paris had played host to the great
European guitarists. It was only natural that Villa-Lobos should consequently decide to
exploit his abilities as a guitarist. In 1928 he started work on a project to compose and
have published two large cycles of guitar pieces in different, opposing styles: the
unashamedly modern Douze Etudes and the Suite populaire brésilienne, which draws
on his early experiences as a chorão (chôro player). In the same year, he also reworked
a piece from 1920, the Chôro No.1 ‘Típico’.

The word chôro, which appears repeatedly in this list of pieces deserves some
explanation. Chorar is a verb that means to weep or complain. In late 19th-century
musical terminology, chôro had taken on two different meanings. On one hand, it was
used for a piece in duple time (2/4), in which the first part was repeated three times,
following a rondo scheme of ABACA. The second meaning referred to the performance
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Boris Asafiev’s Concerto. He is also responsible for the rediscovery of the Concertino
pour guitare et orchestre by Alexandre Tansman, of which he gave the world premiere
concert performance in 1995 and subsequently produced the first recording.

His research activities inspired Editions Max Eschig to offer him the task of
preparing a new critical edition of Villa-Lobos’s complete guitar works. During the
preparatory work on the original manuscripts Frédéric Zigante discovered an unknown
work by the Brazilian composer: the Valse-Choro that was initially conceived for an
early version of the Suite populaire brésilienne. Mr Zigante has edited several works,
including various previously unpublished compositions by Alexandre Tansman. He is
also responsible for the collection of guitar scores for Editions Max Eschig in Paris and
the Presti-Lagoya Archive collection for Edizioni Berben. He regularly performs in the
major concert halls of Europe and Asia and teaches at the Turin Conservatory. He also
gives masterclasses both in Italy and around the world. 
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Toward the end of 1940, Heitor Villa-Lobos returned to the guitar with the Cinq
Préludes dedicated to his companion Arminda Neves d’Almeida (Mindinha). The
Préludes strike a perfect balance between the melodic melancholy of the Suite populaire
brésilienne and the visceral modernism of the Douze Études.

This disc uses the new editions that I have been creating for the publisher Max
Eschig since 2006, and they emerge from the research into all the available manuscript
sources for each piece. The long time that passed between the completion in 1928 of
the Suite populaire brésilienne, Chôro No.1 and the Douze Études and their final
publication between 1953 and 1959 meant that the composer was able to return to
them repeatedly, and in the absence of a printed version he made them known to
guitarists by drawing up a manuscript version for the occasion. This explains why some
pieces exist in versions that contain striking differences. The Valsa-chôro, a piece that
was unknown until 2005, and which I discovered in the publisher’s archives, belonged
to the first version of the Suite populaire brésilienne, but when it was due to be
published in the 1950s, Villa-Lobos could not lay his hands on the manuscript, and so
wrote a new Valsa-chôro which took its place in the suite.
Frédéric Zigante
Translation: Kenneth Chalmers

Frédéric Zigante is a major concert guitarist whose international reputation rests as
much on research and teaching as it does on performing and making records. 

Born in France and raised in Turin (Italy), Mr Zigante has recorded widely, both for
such labels as Arts, Stradivarius, Naxos and Brilliant and for radio broadcasting
organizations such as the BBC, Radio France, Radio Suisse Romande and Italian Rai.
His deep interest in matters of performance practice and style has led him to write
many studies and articles. Both his playing and writing have won the attention of
several specialist publications throughout the world.

Mr Zigante is no less interested in the development of the guitar in contemporary
music and has performed a number of major 20th-century guitar works, such as the
world premiere of Franco Donatoni’s Marches II, Alexandre Tansman’s Passacaille and


