
If Bossa Nova could be considered a revolution or a movement 
in American popular music, then Desafinado most certainly has 
been its battle cry.  The perky, catchy melody was whistled, 
hummed, thought of, and quite possibly marched to during most 
of 1962.  Stan Getz copped his first “Grammy” at the annual 
awards presentation of the National Academy of Recording Arts 
and Sciences for “Best Jazz Performance” of 1962.  The 
vehicle, of course, was his version (with guitarist Charlie Byrd) 
of Desafinado.  Getz was nominated for eight “Grammy” 
awards, more than any other single performer in the Academy’s 
history, and nearly all of them were for Desafinado or the parent 
album, “Jazz Samba” (V/V6-8432).

So profound was the impact of Desafinado that Bossa Nova 
became the thing in pop music.  Standards were performed in 
the “new rhythm” and we were deluged by such items as 
Stardust Bossa Nova, Fly Me To The Moon Bossa Nova, Bossa 
Nova Cha Cha Cha, and even Blame It On The Bossa Nova.  
Arthur Murray and other dance instructors exhorted us to learn 
to “do” the Bossa Nova.

And, somehow, in all the shuffle, the lightness and the delicacy 
and the depth of feeling of Bossa Nova got lost.  The followers 
and the doers and the players-for-dancing either forgot or 
ignored the characteristically long structure of the authentic 
Brazilian Bossa Nova, its naturally-accented rhythm, and the 
minor feel of the music.

It had become the new thing because it was the new way to 
make a buck.

This bit of generalized history is by way of introduction to the 
composer of Desafinado, and one of the young musicians from 
Brazil who was in at the creation of Bossa Nova:  Antonio 
Carlos Jobim.



Jobim’s lovely melody, Desafinado, was the anthem of Bossa 
Nova in this country.  But the man’s music doesn’t begin and 
end there.  Collected in this set are more of the remarkable 
works of this Brazilian composer, each, in its own way, as 
unique and startling as Desafinado.

Jobim is a lean, handsome musician from Rio de Janeiro whose 
instruments are piano and guitar, but whose forte is composition.  
His strength is in the creation of somewhat sad, often languid, 
always haunting melodies.

He was 36 years old when this set was recorded, and was in 
New York for a live-and-work period which found him 
recording, writing for publishers and record companies, and 
meeting American jazz musicians.  In Rio, he studied piano 
“with good European teachers” as a child.  He also is fluent on 
guitar, and played that instrument on the recent album, “Jazz 
Samba Encore!” (Verve V/V6-8523), by countryman Luiz 
Bonfa and Stan Getz.

Jobim’s music was heard, along with that of Bonfa, on the 
sound track of the beautiful Brazilian film, “Black Orpheus.”

At the time this album was recorded, Jobim had not played piano 
for about a year.  Most of his time was devoted solely to 
composition.  For the mood and spirit of this album, the 
composer stayed very close to his melody lines, and used a 
unique, deceptively simply one-note, right-hand style of playing.

The interpretation is as much Jobim as the melodies.

Other soloists heard throughout are Jimmy Cleveland, trombone, 
and Leo Wright, flute.



SIDE ONE

THE GIRL FROM IPANEMA is, according to Jobim, 
“something else!”  Ipanema is a sort of bar or sand spit 
between a lagoon and the sea next to the Copacabana Beach 
near Rio.  There are houses there, and Jobim lives in one of 
them.  The song has a perky, alive melody literally sung by 
Jobim’s piano.  Note the delightful way he pairs his keyboard 
with the flute toward the end.

O MORRO opens with dark-textured string writing.  Jobim 
carries the plaintive melody, a bit reminiscent of Gone With The 
Wind, and Wright’s flute is the other solo instrument.

AGUA DE BEBER means “water to drink.”  There is a feeling 
of great longing here expressed in the statement of melody by 
the flute, later by Cleveland’s trombone, and then by Jobim’s 
tip-toeing piano.  The mood, overall, is wan and nostalgic.

DREAMER has a soft and subdued melody that seems to drift, 
via Jobim’s piano, out of the texture of the strings.  The 
composer’s piano is very restrained, but still very rhythmic.  The 
string writing by Claus Ogerman in this bright tempo work is 
very striking.

FAVELA is the music written for a play.  It describes the slums, 
according to Jobim, and these slums are very special; the ones 
on the hills around Rio.  Brisk, rhythmic, the piece still retains 
the sad and anguished mood that colors so much of the 
composer’s melodic work.  The melody here is particularly 
lovely and haunting.  Note the charming piano-flute interlude 
before the flute flies free at the end.

INSENSATEZ is a slow and stately melody, plucked by the 
piano against a rich tapestry of strings.  The use of cellos here is 
very effective.



SIDE TWO

CORCOVADO is the name of a place, a very famous place--the 
hill near Rio surmounted by the huge concrete statue of Christ.  
Jobim says the music tells the story of a man who lives on the 
hill.  He dreams of the simple life.  And from his window he 
always sees The Saviour.  The wistful theme is stated by the 
piano against the strings.  Wright’s flute again is heard.

ONE NOTE SAMBA is one of Jobim’s better-known 
compositions.  This time the piano carries the theme with simple 
chords, denying the single note theme of the title.  The flute has 
an airy ride at the first bridge.  Note the rich, somber string 
chords at the close.

MEDITATION has a melody that lies languidly against a brisk, 
somewhat nervous beat.  Jobim’s piano is very effective in its 
single-note, deliberate style.

JAZZ SAMBA was called So Danço Samba in the film 
“Copacabana Palace.”  The flute carries the melody, giving way 
to Jobim’s almost hesitant (but very rhythmic) piano.  Note the 
delightful piano figures behind the flute near the close.

CHEGA DE SAUDADE means an emptiness, a something you 
lack.  The long and delicate melody line is punched out tenderly 
by the piano with strings soft in the background.  Jobim’s 
improvisation is very rhythmic and, at the same time, very 
melodic.  There’s a pert piano-flute coupling at the end.

DESAFINADO is given a different shade of interpretation here.  
The opening is somber and dark.  Cleveland’s trombone is 
voiced against the strings.  There’s a haunting variation of the 
now-familiar theme before Jobim enters with his characteristic 
lone-note solo.  The mood brightens at the end with a piano-flute 
passage that shimmers.
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