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    PREFACE




    Fernando Torres offers us, with this book, exquisite research around a musician born in Pernambuco, now almost forgotten, but with an important national career and international in the 1960s and 1970s: the organist and arranger Walter Wanderley. Like says the author, after starting his career in Recife playing with Duda, Heraldo do Monte and other “beasts”, Walter Wanderley moved to São Paulo in the mid-1950s, exercising intense activity of arranger, accompanist and soloist in the south east of the country. In 1966, he received an invitation to work in the United States, there have been countless recordings of success, like a version of Marcos Valle’s “Samba de Verão”, which reached the “platinum disc” (one million copies sold). The musician never returned to Brazil, dying in San Francisco (USA) in 1986.




    His trajectory is similar to that of other Brazilian arrangers that internationalized in the 1960-70s, such as Eumir Deodato, Sérgio Mendes and also from Pernambuco Moacyr Santos. But, unlike these, Walter Wanderley had not, until then, left a mark remembered in the history of Brazilian music. Why? Fernando Torres tries to answer this question, almost than three hundred very well-documented pages, including excellent discography and iconography, in a broad-ranging work, which was originally a doctoral thesis presented to the Graduate Program in Music at UFPB.




    One of the suggested clues is the forget fulness of the instrument that enshrined Walter Wanderley, the electrical organ. The height of the electric organ in international popular music it happened with the Hammond organs, from the mid-1950s to the early 1970s. This coincides with Wanderley’s active period. After that, the use of this instrument became much more restricted, being practically null in the most popular MPB. The very idea of records of samba where the main instrument is the electric organ, as Wanderley did several times, it looks a little bizarre today. Another factor, is that his style is difficult to classify in the standards Brazilians from the 1980s to here. The musician emerged professionally in the days of Bossa Nova. He shared, with none other than Antonio Carlos Jobim, the credits for the arrangements of João Gilberto’s third album, in a somewhat mysterious story that Fernando Torres helps to elucidate. In other words, he circulated through environments and works where the Brazilian music was made most consecrated and recognized of its time! But Walter Wanderley was dedicated to largely to dance instrumental music. And this option, although fully coherent and justified at the time, it gradually became difficult to assimilate, insofar as the idea of “instrumental music” became associated with a type of “elite popular music”, to be heard by attentive and... quiets. Instrumental music went one way, the dance for the other, and in that gap, it became more difficult to hear Walter Wanderley.




    Thus, the important contribution of Fernando Torres, when discussing, through the case of Walter Wanderley, the themes of memory and forgetfulness in popular music, alerts us to a not-so-distant past, but which, seen from certain angles, contradicts in a way surprising our certainties and expectations. This is the best thing you can want from a historian – and how good it is when it happens in the field of music.




    Carlos Sandroni


  




  

    INTRODUCTION




    This book is the result of a doctoral thesis which, on the other hand, is a consequence of curiosity and the topics chosen for research since the investigations for my work completion of the specialization course. In Recife, where I have lived since my childhood, I built my musical experiences, whether auditory, educational or practical. And in that environment, I always noticed the presence of a repertoire linked to Bossa Nova (or at least attributed to same). In the master’s degree, where I investigated the relations between the capital of Pernambuco and that musical expression, I found out about two characters that, from time to time, were mentioned in the consulted books and documents: Normando Santos and Walter Wanderley. Both from Pernambuco and linked, in different ways, to the nucleus of the changes that occurred in Brazilian Popular Music of the late 1950s and early 1960s and which would culminate in the emergence and expansion of what would be called Bossa Nova.




    Since the 1990s, I have frequented music education environments in Recife and region metropolitan area, first as a student and then as a teacher. From 2008 I became professor at the Musical Education Center of Olinda (CEMO), an institution where I had already been student and who, until today, is part of my professional and teaching life. However, as a student or teacher, at CEMO or other musical practice environments, I realized a very significant presence in the repertoire linked to Bossa Nova. This happened in class saxophone and transverse flute, choral singing and other practices at the Pernambuco Conservatory of Music, in the Music course at the Federal University of Pernambuco or in the “live music” at night in Recife, where I worked as an instrumentalist and singer, even though were Brazilian Popular Music (MPB) environments, with voice and guitar, or even in places that traditionally were heard and played instrumental music and Jazz: Bossa Nova was there!




    This sparked my interest in researching this Bossa Nova in distant Pernambuco, so far from his “homeland”, Rio de Janeiro. The research starts with specialization, where I focused on the influence of Bossa Nova on guitar teaching at CEMO. Such research, like this presence of Bossa Nova in Recife was much earlier and was much more striking than what had been reported as far as I was able to study.




    So, in the master’s degree, concluded in 2015, I defended a dissertation entitled: Bossa Nova Fora do Eixo: Uma História da Bossa Nova na Capital Pernambucana (Bossa Nova Outside the Axis: A History of Bossa Nova in the Capital of Pernambuco), which presents clear evidence of an interaction between Recife and Pernambuco musicians with music embryonic and “modern”, which would later be called Bossa Nova. And more: that some two artists from Recife and region, were artistic/musical partners of national Bossa Nova, international and that Recife and other cities in the Northeast, such as João Pessoa and Campina Grande, also had its Bossa Nova “space”, with all their regional peculiarities, such as it was to be expected. It is enough to remember that João Gilberto, appointed as many as the “creator of Bossa Nova”, is from Bahia.




    There was for a long time in Brazil (and in a way it still is), a need for migration of musicians, artists in general, due to a cultural market established in the southeast of the country. It is not for nothing that these migrations went to Rio de Janeiro, mainly while it was the Federal Capital, and São Paulo, for being the national industrial capital. This had relations with the cultural industry. A very interesting thing to score is that Bossa Nova is “carioca” on the label, but its structure has a heavy participation of migrants, starting with your Bahian “pope”.




    When choosing the theme for the doctorate, and encouraged by some professors who followed my research trajectory in the master’s degree, I decided to continue the theme of Bossa Nova and its “non-Rio” correlations, so to speak, but in a more specific way: choosing a character that could well represent this cosmopolitan interaction of “Genesis” of the musical expression “based” in Rio de Janeiro. That’s when I started to realize that with each new information about Walter Wanderley, more threads and wefts enveloped him with characters, stories and events that outline the panorama of Brazilian Music and that he, as well like so many others, he was a stranger, distant, seeming to have been part of history only by chance. What happened to each new source of information was just the opposite.




    The choice of Walter José Wanderley Mendonça (*1932 - +1986) as the subject of this research took place, at first, as a result of news of the existence of his production discographic. There was always information about his record sales success in the USA with the song “Samba de Verão”, but nothing that was much more than that. However, when starting research preliminary study of the artist, it was revealed to be a robust production, of almost two hundred records, both as a solo artist and as an arranger and instrumentalist for various singers, as well as collections released before and after his death. This production can be relatively evaluated throughout this work, but due to a conjuncture of factors impediments, described throughout this book, it is not possible to accurately determine all their record production. It is very likely that new discoveries of recordings will be made, with participation, that were not listed in this research and that is one of the intentions of this work: to arouse curiosity, through the information presented here, for new revelations. Not only about the figure and work of Walter Wanderley, but of all the characters and situations that involve our Music. For approximately fifteen years, Walter Wanderley proved to be a tireless worker “piloting” his organ and his piano, in homes nightclubs and record companies, as we will see. Many other non- “famous” artists also did the same.




    Brazilian Popular Music has built countless icons and through the cultural industry and phonographic has expanded nationally and internationally. Even though we are aware that this “construction” counted with the participation of countless anonymous “workers”, as composers, instrumentalists, arrangers, producers and others, research on MPB reveal a tendency to ratify an iconization of the artists best known for their media. The lack of information about the other characters of Brazilian Popular Music ends for leaving gaps that are difficult to measure in the historiographical understanding of it. Each once these characters and their stories are shed light, more documents and evidence are present us for a more holistic understanding of the, very difficult to define, MPB (Música Popular Brasileira).




    Walter Wanderley’s migration between important urban centers of his time and those of current days: Recife - São Paulo - Rio de Janeiro - Los Angeles and New York (USA), brings the need to perceive its transit through multiple musical / geographic spaces. It would be in minimal frivolous to disregard the peculiarities that each environment / city carried in the historical moment in which the artist lived and produced. These interactions were essential for to form the musical “cauldron” that resulted from his record production throughout his trajectory.




    A concept widely discussed in this work is that of Memory and Forgetting. Through from authors such as: Ecléa Bosi, Michel Pollak, Howard Becker, Rui Bebiano, Paulo Castagna and others that, directly or indirectly, translate aspects of how they are built and having selected our collective and individual memories, it is possible to understand how we, as a society, we build our memories and how we feed them back in times, with the intention of preserving what seems to us worthy of being safeguarded. It is also possible to understand that forgetting is something natural in our physiology and without it we would live in a pathological mental state. In this book are presented the paths that point to the signs of how certain artists are remembered and others forgotten in the imaginary popular.




    The central question of this book would be to understand Walter Wanderley’s reference in Brazilian, North American and international record market, as well as in written references to the penetration of Bossa Nova in other cultures and not in Brazil. I propose evidence Walter Wanderley’s trajectory in Brazilian and international popular music within context of the cultural industry, in an attempt to clarify the market tactics used by this industry, reasons for these occurrences and their respective consequences.




    The main objective of the book is to shed light on the relationships of musician Walter Wanderley with Brazilian Music and its interactions with the musicians and agents who helped to build the country’s sound image, including its reflections on the international scene, with a view to his contribution in the creation and expansion of what would come to be called Bossa Nova. Also, later, in Brazilian Popular Music, within the national and foreign music scene, taking into account its contextualization within the cultural industry.




    The book also aims to understand the music / personal exchange relationships of Walter Wanderley with those who started Bossa Nova, Sambalanço and Sambajazz. Even being aware that some labels and subgenres of Music were promoted by the industry, in order to direct the consumption and reception of certain productions, a lot is done necessary to clarify how these relations of Walter Wanderley took place and how he moved through various aspects of musical record production and nightlife, mainly in the cities of São Paulo, Rio de Janeiro and Los Angeles. Transit this apparently without conflicts between versus ideological / musical marketing interests, very discussed in the 1950s / 1960s.




    Also analyze the relationship of these musical expressions and how the cultural industry interfered in this relationship; investigate the moments and musical practices of Walter Wanderley realizing the proportions that Samba, Bossa Nova and MPB reached in the scenario international and how the ambiguous relationship between artist and cultural industry happened reflecting on your choices. Finally, it is intended to deepen the knowledge about the creation and artistic / musical production by Walter Wanderley, taking into account the multiple scenarios where he served as Recife - São Paulo - Rio de Janeiro - Los Angeles – New York - San Francisco, helping to understand the minutiae of each location and, through its peculiarities, to understand how these local characteristics themselves influenced the production and action by artist Walter Wanderley.




    The methodology I used to obtain the data presented in this book can be described as follows: I gathered all the possible covers and back covers of the production discography by Walter Wanderley and others, which, in a direct or indirect way, is related with the work presented here. At first, I tried searching for physical disks, but once realizing that the artist’s production was numerous and that the acquisition of much of the material would be very difficult and too expensive, I chose to research the cover photos and back covers, in addition to obtaining audio from the original recordings, almost all available on platforms such as Youtube, with all the links made available during the text and references of that work.




    Most of the cover and back cover photos were found on two websites: Barbara Major’s website: http://www.bjbear71.com/Wanderley/main.html and the Institute’s website Brazilian Musical Memory (Instituto Memória Musical Brasileira): http://www.immub.org/artista/walter-wanderley.The first email address was created by an American fan of Walter Wanderley and features a thorough and arduous work of research on the record production of the Recife artist with photos of the covers and back covers of all the discs she managed to gather, in order of media that has been released and by record company in alphabetical order, from the originals to versions and collections released today. In addition, the page features interviews with musicians, friends and family, and Barbara Major’s own comments on the technical sheets and other information.




    The page of the Instituto Memória Musical Brasileira presents an index of the records released by the artist, in chronological order, with covers, back covers and audio from them (whenever possible). In a way that it was possible to collate and complement the information presented on both websites and other pages. Sometimes pictures of discs only could be found on buy and sell websites (such as Mercado Livre) due to the rarity that some of these media have. The fact that there is a profile of Walter Wanderley on the Instituto Memória Musical Brasileira’s page (Brazilian Musical Memory Institute) demonstrates that the artist is part of the “memory” of Music in the country. At least on the part of those who strive to build a broader picture of that memory. What is clear when researching authors who write about Popular Music in Brazil, is that Walter Wanderley does not receive the same laurels as other artists much more “commented” - in this book there are some reasons for that.




    After gathering this material and reading the information presented in it, it was possible to compare with the texts found in books (academic or not), dissertations, theses and articles, where direct or indirect reference is made to Walter Wanderley. A good part of this material had already been used in my research for the master’s degree, which offered other possibilities of sources for this new doctoral research. The information was gathered and analyzed, including chronological comparisons. All textual sources, as well like the others, they are listed in the reference index.




    Other sources were the interviews - some found on internet pages or even in documentaries published on Youtube. Other interviews were conducted during my master’s research, in addition to others that I did specifically for this work. These interviews conducted by me on video, were made available on Youtube in a format called “unlisted”. This means that in a search on the platform’s search icon interviews will not be found. Only those people who have the exact link, made available in that book, they may have access to them. This was done to preserve the interviewed privacy and rights1, in addition to giving access only to people who are interested in them for research purposes.




    The newspapers of that time were also a source of research. Most of the information was found in the Los Angeles Times, as the digital collection of the periodical presents a navigability that facilitates the search in the entire archive of the newspaper since its foundation. When typing the name of Walter Wanderley, the page indicates all the times that he was mentioned (more than a hundred), the year, specific date and still presents the exact page and reinforces the name searched. The search for USA newspapers was due to the fact that Walter Wanderley went living in that country in the mid 1960s and staying there until 1986, when he came to passed away, although references to the artist were also found in newspapers in Brazil, like Folha de São Paulo and O Estado de São Paulo, as we will see.




    After gathering, analyzing and comparing all the written data and the interviews, I auditioned accuracy of the original recordings of Walter Wanderley’s records, of others in which he was arranger and / or instrumentalist and also some others related to the period and the musical expressions in which he transited. It was possible to perceive its sonority, the peculiarities, such as the use of piano techniques called locked hand and block chords, in addition to the use of percussive chords (staccato attack), and to compare with other contemporary instrumentalists, close in styles and expressions, in addition to analyzing theoretical references related to musical sonority. Finally, after collecting and analyzing from all sources, I present an overview of how Walter Wanderley presents himself in the historiography related to Brazilian Music and how its trajectory, at least in this historiography, differs from other more “famous” names. But also, how it resembles so many others that seem to go through the same “historical opposite”.




    Against the grain of History was the term chosen to address this historiography of artists which, like Walter Wanderley, seem to be outside the central themes of Music in Brazil. Against the grain of History would be “everything that is not in history”. I understand that the term is quite adequate, since this work seeks to look at little angles explored in the History of Music. The new research tools, added to the new perspectives in Ethno / Musicology, allow for less centralized investigations in the “main characters” of Music in Brazil. Every time you walk the paths transversal, it is possible to have a more holistic view of the panorama.




    In the first chapter I present the information gathered from various sources about life of the artist born in Recife. As there are no specific texts about it, I present a descriptive panorama based on several references found throughout the research, including the information collected on the covers and backs of the discs, trying to describe who Walter Wanderley was and how his musical trajectory took place. The purpose of this chapter is to present a biography of the artist in an organized way, especially when dealing with the chronology, which is very dispersed among the different sources consulted.




    Researcher Ivan Vilela (2014) states that many works in Musicology are based on opinions and texts read by other researchers, thus repeating the opinions hearing from others; leaving aside, often, the most natural exercise of research in Music: listening. In this way, the personal discoveries and sensations that affect in every musical work. Even though millions of experts have heard and studied a work, the perceptions are individual and unique, and each contribution in that sound “interpretation” is important. In this book I was careful to listen repeatedly and judiciously, all available work by Walter Wanderley. This helped me to identify almost that immediately, for example, when it comes to the Recife organist on a disc or audio made available on the internet.




    Information is presented about Walter Wanderley’s move from Recife to São Paulo, definitively, around the mid 1950s. There seems to have been a previous change, still in his teens, but not permanently. The sources almost show nothing about his life while he stayed in the capital of Pernambuco. Some interviewed for this research, such as maestro Duda and guitarist Heraldo do Monte, played with Walter Wanderley while still in Recife, but they didn’t have a deeper relationship to the point of remembering many details of the life of the organist / pianist. The move to São Paulo was fundamental to establish its inclusion in the nightlife and artistic life of the capital of São Paulo, it was becoming the largest industrial center (including phonographic) in the country.




    Chapter 2 presents a sample of the artist’s discography while in Brazil, that was until 1966, the year in which he moved permanently to the USA. Discography produced while the artist was in Brazil is, for the most part, released by record labels Odeon and Philips, who named Walter Wanderley as “the greatest organ soloist in Brazil”. This “wave” of “titles” for certain artists is a marketing strategy, widely used by phonographic industry at the time and that still reverberates in certain cases, such as: “O Rei (King) do Baião, Rainha (Queen) do Xaxado, Rei (King) Roberto Carlos, Princesinha (Little Princess) do Rádio”.




    It is also possible, for the reader of this work, to hear almost all the sound production and musical arrangements by the artist, listed in this book because almost all of his work on records is available on the internet and the access links to such audios and videos, thus facilitating a better understanding of the sound and peculiarities technical and musical features presented in such sound documents.




    Finally, the circumstances that led Walter Wanderley to adopt the pseudonym of Mike Falcão and with the same release some records for the Imperial label, in a marketing strategy used by producer André Midani, who recently left Odeon and coordinator of a new personal instrumental music project through the new label. That it would not be the only time that Walter Wanderley would use pseudonyms or strategies to hide his name on discs released by other labels, other than the ones he was arrested for contract in the period. As we will see, the organist and pianist from Recife was a musician / arranger disputed and preferred by many artists, such as: Isaura Garcia, Walter Santos, Francisco Egydio, Astrud Gilberto and others.




    In the third chapter are presented some albums of the artist’s record production, also in chronological order, already established in the USA. His move to the North American lands was due to the invitation and actions of the singer Tony Bennett, who was in Brazil sometimes and would have been impressed by the organist / pianist’s style and instrumental execution. Walter Wanderley was nominated for the producer of the North American record label Verve and, after he released his first album, he achieved the incredible feat, especially when it comes to of an instrumental disc, to sell a million copies of it: the album entitled RAIN FOREST. Walter Wanderley’s success can be seen in the mention of the artist in the newspaper Los Angeles Times (duly quoted) in various sections of the periodical for almost a decade. These mentions in the newspapers allude to a very active musician on the night in Los Angeles and also running on North American radio. Some of his recordings reached ring five times in the same hour (NEDER, 2016), as can be seen in the programming of some radio stations, printed in the Los Angeles Times itself in the 1960s.




    The purpose of this third chapter is to present Walter Wanderley`s record production in addition to his musical work and media relations in the USA. Of how your discs were received by the media and critics of the time and how the artist interacted in the nightclubs, mainly in the city of Los Angeles. Walter Wanderley shared the stage with musicians who have become icons of international music, such as guitarist Joe Pass, saxophonist Tom Scott and the Brazilian guitarist Laurindo de Almeida. Walter Wanderley, given the data that are presented here; he seemed to be quite respected as a bandleader.




    This chapter three also presents the organist / pianist’s partnerships with the singer Astrud Gilberto and singer and songwriter from Santa Catarina, Luiz Henrique, on discs released in the USA. On one of these records, Walter Wanderley presents his first composition instrumental, without partnership. As we will see, there are few records of compositions in the Pernambuco instrumentalist, leaving the assumption that the organist / pianist was a composer sporadic. But his record production, acting as an interpreter, instrumentalist and arranger, as it happened in Brazil, it was quite robust also in North American soil. His records were, and still are today, released in several countries as Russia, Canada, Australia, Japan, England, Italy, Portugal, Argentina, Mexico and many others.




    In addition to the discs themselves, in record companies such as Verve, which also housed other Brazilian artists like Tom Jobim and Milton Nascimento, and A&M Records, were found excerpts from film soundtracks using recordings made by Walter Wanderley, in addition to a scene, from a film from the 1960s, in which he appears playing alongside other Brazilian musicians. After this intense production, the artist for a period that we could call “phonographic interval”. An ostracism record of almost a decade, and only started recording again in 1980. Some hypotheses as a reason for this interstice, such as the resurgence of organ sound for commercial music, or greater involvement with performances at nightclubs in Los Angeles.




    The fourth chapter presents an overview of Bossa Nova, Sambalanço and Sambajazz: musical expressions in which Walter Wanderley was, by definition of some authors and the phonographic industry, certainly involved and who, like Samba, were present in almost all of his sound production. There is no intention to draw a line history of such musical expressions, but just try to clarify how it started the involvement and there was an interaction between Walter Wanderley and these three strands of Brazilian Music and how the Recife artist moved through them without any hindrance or fear, as well as in other expressions like Bolero or Jequibau.




    The objective of this chapter is to try to clarify how the interaction between the different musical genres in vogue at the time and how Walter Wanderley circulated among them. Realize how these genres were named and what market interests existed (and exist) by labeling songs and artists in certain niches, often hierarchies are created within Music. These labels make it impossible, at least point of view of certain “ideological patrols” that some artists belong to certain musical expressions because they are already “framed” in others.




    Also mentioned are some characters from Pernambuco who helped build the history of Bossa Nova and Sambalanço as Inaldo Vilarim and Luiz Bandeira, in addition to exponents of the Sambalanço in the organ like Djalma Ferreira and Ed Lincoln or even the guitarist Laurindo de Almeida, pointed out by many as one of the precursors of Bossa Nova and greater influencer in the style of harmonizing Brazilian genres in the Jazz way. All characters not so “trendy” by “official” historiography as well as Walter Wanderley. The dimension of the reach and importance of these characters as creators of our identity musical performance can be evaluated only superficially, because the main focus is on Walter Wanderley, but brings enough information to arouse curiosity and yearning new investigations on such subjects from the point of view of musical research.




    In this fourth chapter, the characteristics that formed the “sonority” by Walter Wanderley. Using the Hammond organ, as well as most organists in Brazil and abroad at the time, each instrumentalist was creating his sonority through the experimentation of possible timbres and that they liked more in a particular way. Walter Wanderley was no exception. It is possible to perceive when it comes to the Recife artist “piloting” the organ in the first few chords, when one is used to listening to its recordings. With the current technological possibilities, reading a text about Music today is something you can do with a headset and a cell phone next to it, thanks to the access almost universal to the internet, making it possible to listen to almost all the compositions cited in the text. Feature that greatly facilitates the understanding of the nuances and peculiarities of each song or even the performance of the artists and the technical resources employed in each tape. Although care should be taken, as stated by Paulo Castagna (2018), to conceive the different characteristics of the current listening environments of those in which they were produced and reproduced originally.




    The fifth chapter presents the conjunctions of the formation of the environment of the cultural and phonographic industry in Brazil from the 1950s to the 1960s. This cut is due to the fact that be this period when Walter Wanderley acts more actively, mainly in relation to record production. As in the case of the fourth chapter, there is no intention to present a historical reinterpretation of industry or Mass Culture in Brazil. As we will see, there are several authors who have already dealt with the topic and, even if their conclusions are not peaceful points, can be consulted by any researcher who wants a closer look profound about the issue. Here are presented the information that, directly or indirectly, influenced the production and work choices of the artist Walter Wanderley. Although we cannot establish sentences about these choices, the general panorama gives us indications of which of these possibilities were available in the disc market and in the cultural life of the artists in that time frame.




    The purpose of this fifth chapter is to understand the emergence and installation of a music industry in Brazil and what are your relations with musicians during the clipping here proposed, in addition to realizing how society builds its memories and how it separates that which will be destined for oblivion, almost always in a selective and targeted way. Check that many artists in Brazil, who have achieved massive success during their trajectories including the sale of thousands and millions of copies of records in Brazil and the world, are arbitrarily ignored by the authors who propose to write the History of Music in Brazil, using criteria of personal taste and basing it analyzes on stereotypes of hierarchization of the “quality” of works, recordings and musicians. For exemplify, artists like Nelson Ned, who sold tens of millions of records in America and in the USA, or Ângela Maria and Nelson Gonçalves, who surpassed the 50 mark million records sold in Brazil, are briefly forgotten by those who write the historiography of Brazilian Music or at most, cited in very rare and short exceptions.




    At the end, I present my conclusions about all the researched documents and other sources presented in the research, in addition to my conclusions about Walter Wanderley’s actions in Brazilian and even international music, as well as the intra / inter relations experienced by him and what are the consequences of these relations in the musical art of the time and contemporaneity. I try to draw my thoughts on the reasons for your route on the route contrary, based on some of the consulted sources, before the historiography and I make relations of the same reasons with other artists in the same way somewhat veiled. The tools for research are increasingly perfected and the themes are presented to us in horizons each wider way. This in a way encourages the departure for other developments, in an incessant search for more and more information that brings us more evidence and debates, with multiple looks and angles.




    




    

      

        1 All respondents signed a document assigning rights and permission to disclose the interviews for research purposes.


      


    


  




  

    1. WALTER WANDERLEY




    1.1 WHO WAS WALTER WANDERLEY?




    As instrumentalist musician, he became better known as an organist, although he had started studying and playing the piano. Arranger, conductor and composer, Walter Wanderley was born in Recife in 1932, where he started his musical life. Moved to São Paulo and there solidified his career from the second half of the 1950s, where he recorded several albums as instrumentalist and arranger for several singers: Isaura Garcia, Astrud Gilberto, Geraldo Vandré, Dóris Monteiro, Lenita Bruno, Dolores Duran, Elizeth Cardoso, Pery Ribeiro, Marisa, João Gilberto and some others. Also having a quite considerable production in solo career as an interpreter and organist. Even having participated intensively in a nucleus of Bossa Nova2 in São Paulo, where it won another impulse, including television programs, and helped in the international spread of its exponents, Walter Wanderley was not a “bossa nova” in the strict sense. Your repertoire almost exclusively instrumental, with very few exceptions where singers and vocalists made special appearances, but did have a considerable range of compositions related to Bossa Nova, but also had boleros, many sambas and, with the emergence of the Sambalanço3, was a representative of that way of playing with a lot “balance sheet”, where the Hammond organ had an image linked to the style, with organists like Ed Lincoln and Djalma Ferreira being pioneers.




    On the occasion of one of the visits by the American singer Tony Bennett to Brazil, he was invited to move to the United States and in 1966 managed to sign a contract with the label Verve Records (which had a partnership with record labels in Brazil and which welcomed other Brazilian artists like Tom Jobim and Milton Nascimento). In the same year, second place on the US charts with the brothers’ song “Samba de Verão” Marcos and Paulo Sérgio Valle, reaching the mark of one million copies sold of the disc which contained its instrumental version of the song. Thereafter, Walter Wanderley would consolidate his international career and would never return to Brazil, having died in San Francisco (California, USA) in 1986, being, until today, a stranger to the vast majority of Brazilians, even those linked to Music.




    Musicologists, musicians, collectors, music students, journalists, historians almost never know who Walter Wanderley was. One can imagine that, as well like other artists, Walter Wanderley would have been the typical case of some characters who achieve a very high number of sales of a single disc due to a single music that was massively broadcast on radio and television programs. This is not the case. Walter Wanderley came to record more than thirty solo albums, counting only those LPs where songs were selected, arranged and recorded to form an album organist / pianist, and more than twenty LPs and EPs as arranger, conductor and instrumentalist of singers and other instrumentalists. Some of these dividing the cover of the album as a joint attraction. If we total all the record production that has the name of Walter Wanderley, among compilations, participations as instrumentalist, arranger, conductor and solo albums, are almost two hundred titles, divided into 45 compacts and 78rpm4, EPs, LPs and CDs5. And all with a considerable sales margin.




    Or perhaps the fact that he was an instrumentalist - and not a singer - contributed to his “adequacy” in the background within the historiography. However, in this case, the fact that remember artists like Miles Davis, John Coltrane, Jacob do Bandolim, Garoto, Ernesto Nazareth, all instrumentalists who achieved national and international projection, recording repertoires of instrumental music, and which are constantly cited by the historiography of Music, whether academic or not, overturns this hypothesis. For all this, it is necessary broader possible overview of the life and work of Walter Wanderley, to help in the conception of his figure in Brazilian Music and the reasons for his relative marginality in historiography.




    The historiography I refer to is books and texts by authors like José Ramos Tinhorão, Vasco Mariz, Ary Vasconcelos, Jairo Severiano, Ricardo Cravo Albin, Zuza Homem de Mello, Gerard Béhague and others. Works that have a centralized look in established genres such as Samba and Bossa Nova, or what Caetano Veloso called “evolutionary line”, ratified by Augusto de Campos (1974), which would result in the songs 1960s festivals, later called MPB, and Tropicália. Valley here to emphasize that Brazilian Ethnomusicology has, in recent years, through dissertations and theses, deconstructing this “evolutionary line” and looking at characters and artistic manifestations previously not “perceived”, using historiographical approaches and methodological measures that are consistent with the theoretical advances achieved by the social sciences.




    However, even today, much of our Brazilian musical historiography is centered in texts about orchestra music of European influence and popular artists with works and discs considered “quality”. This “quality” would be based on what Antônio Cícero characterizes it as “complexification”, using “modulations, chords and rhythms more complex than those who were employed by a certain traditional samba “(DUARTE; NAVES, 2003, p. 203). Although Antônio Cícero is not defending this “evolutionary line” nor an alleged quality of certain works to the detriment of others, it is in this complexification musical and literary aspects, in addition to maintaining certain “traditions” and defending the cultural heritage, which many authors will base their analysis on.




    On this aspect, Samuel Araújo, already in 1999, would bring his analysis of the following form:




    We had already noticed that, with some recent exceptions, reconstructions of its history (of Popular Brazilian Music) has been fixed an evolutionary line that excludes a priori certain musical practices and includes many others, according to the author’s ideological preference (almost always, by post-1930 nationalist currents).This optics, of pretensions pedagogical aspects, has obviously masked several relevant aspects of trajectory of popular musical practices, especially in sectors not hegemonic in the national scope (ARAÚJO, 1999, p. 08, first parenthesis my).




    But it is also necessary to present the reasons for dedicating a book on the character Walter Wanderley. Although his record production is considerable and IBOPE’s numbers present some of their records as one of the best-selling in the first 1960s - a feat in terms of an instrumental repertoire – these numbers cannot compare to the best-selling singer’s albums of the time like Ângela Maria or Nelson Gonçalves. However, comparing his production with the of other albums by instrumental music artists, Walter Wanderley’s prominent position is clear already in Brazil. Its exposure to the general public, and mainly an increase exponential sale of records, it will happen, right in the first years of its arrival in the USA, where it will reach the second place in the charts of success at the time (even competing with already famous singers). However, this fact alone does not justify the work presented here.




    Walter Wanderley was not the pioneer, as we will see below, in the use of the organ as a solo instrument in Brazilian genres such as Samba and Bossa Nova. But he was a pioneer in this regard and helped to diminish the stigma that the organ had (and still has) to be an instrument of “church music”. In recent years, due to some factors that will be better explained in the fourth, fifth and sixth chapters, the organ sound gained a tacky connotation, and its sound was linked to music performances throughout in suburban bars and restaurants. Like other organists, Walter Wanderley lived in a pre-synthesizer era and the search for a sound of its own helped to build what the industry today presents as the most modern in terms of keyboards and samplers. Not only that. Walter Wanderley and other musicians and agents involved in the production and distribution of music, varied genres, with no conflicts between ideological positions versus music commercials. These artisans of Brazilian Music helped to build the “sound identity” of an era. While being aware that this identity can be very relativized, these agents cannot remain marginalized in our historiography, at the risk of we continue to replicate the same characters as “founders” or “central figures” as the only ones worthy of our investigative looks.




    And although Walter Wanderley did not reach the figures for executions and sales records that other artists, also marginalized by historiography, have achieved, such as: Agnaldo Timóteo, Amado Batista, Nelson Ned, Odair José or Waldik Soriano, his production record company is quite numerous to realize that its discs had a public considerable consumer, to the point that record companies dispute contracts and permanence of organist / pianist and continue producing the artist’s albums annually, inside and outside the Brazil, before and after his death.




    Information about Walter Wanderley is sparse, found in small mentions in books, magazine articles and documentaries, almost always in a very loose and succinct. During the research for this book, contact with the website in memory of Walter Wanderley on Facebook, maintained by admirers or family members of the same (there was no identification in the message responses).When sending message requesting detailed information on the life and work of Walter Wanderley, it was indicated a website6, maintained by an admirer of his work (Barbara J. Major).The page was created in a very methodical and careful way, in order to gather and make available all possible material about Walter Wanderley. Barbara Major gathered (almost) all album covers recorded by Walter Wanderley, radio interviews, testimonials from musicians and family members, quotes from books and album covers, albums from photographs, in short, a complete source of information that any researcher would like to find when investigating a research subject. Without the information on this page, this work would have lost a lot in its consubstantiality.




    Let’s see what the Cravo Albin Dictionary (online) says about Walter Wanderley:




    He started his professional career in Pernambuco. In the late 1950s, he moved to São Paulo, where he started to work with the Bar group Claridge. Later, he acted with the set of Boate Oásis, taken by Isaura Garcia, with whom he came to marry. His first recording was recorded in 1959, playing an organ on the track “E daí?” (Miguel Gustavo), on Isaura Garcia’s record released by the Odeon label. He acted in the nightclubs Michel and Rêverie, he played at dances and performed on television programs. In 1960, he was invited to work at Captain’s Bar at Hotel Comodoro, with the group which came to be called Walter Wanderley and his Ensemble, with which he accompanied, in recordings and television programs, several singers such as Isaura Garcia, with whom he was married, Dóris Monteiro, João Gilberto, Morgana and Francisco Egídio, among others7.




    The other information provided on the page is about the record production of the artist, without many other details. The page cites only two bibliographic references: the Houaiss Illustrated Dictionary of Brazilian Popular Music (by Ricardo Cravo himself Albin, 2006) and Some Aspects of MPB, by Euclides Amaral (2010), both consulted for the research of that book. There are some discrepancies in relation to the date of the change of Walter Wanderley from Recife to São Paulo and from his first recording, as we will see at the throughout that chapter.




    Another source of information that presents a summary profile about Walter Wanderley is the Encyclopedia of Brazilian Music: classical, folk and popular (1977). The entry about the artist says the following:




    He began his career as an organist and pianist in Pernambuco. At the end of 1950s he moved to São Paulo SP, where he joined in 1958 the set from Claridge Bar. Then, taken by Isaura Garcia (with whom he married more afternoon), he started to play the piano at the Conjunto da nightclub Oásis. In 1959 he debuted in record playing organ in the recording of E daí? ... (Miguel Gustavo), at Odeon, by Isaura Garcia. He also played at the Michel and Rêverie nightclubs, and performed at dances and on television. In 1960 he started working at Captains’s Bar, in Hotel Comodoro, in the complex that later became Walter Wanderley e seu Conjunto, with he in the organ.




    In 1961 they recorded the LP Walter Wanderley e o bolero, at Odeon, Com Sabor a Mí (Álvaro Carrilho) and solamente uma vez (Agustín Lara), among other things. The set started to accompany, on television and on recordings, several singers like João Gilberto, Isaura Garcia, Dóris Monteiro, Francisco Egídio, Morgana and others. In 1962 he released the LP Samba é samba, with O Barquinho (Roberto Menescal and Ronaldo Boscoli) and Palhaçada (Haroldo Barbosa and Luís Reis), among others, and the following year the LP O Samba é mais samba, among others with Corcovado (Tom Jobim) and A mesma Rosa Amarela (Capiba and Carlos Pena Filho), both by Odeon. In 1964, the group, with a new formation, performed in Juão Sebastião Bar and started recording at Philips. Still in that year the LPs came out Órgão Sexy and Entre Nós, and in the years that followed O Autêntico (1965) and Sucessos + boleros = Walter Wanderley (1966). Transfering to the USA, where took up residence on the west coast, launched the Chegança LPs by the label Verve (1967) and Batucada (1968), and by AM Records When It was done, in 1969, and Moondreams, in 1970 (MARCONDES, 1977, p.808).




    There is a lot of similarity in the information presented in the two mentions, including the first recording as being on Isaura Garcia’s record in 1959. Interesting note that none of them mention Walter Wanderley’s first compact or LP, both recorded in the 1950s and before that recording with Isaura Garcia, as we will see later. The Encyclopedia mentions the song: “A Mesma Rosa Amarela” (Capiba and Carlos Pena Filho), which generated a rather heated discussion in the media communication of Pernambuco at the time, since there were those who defended or accused Capiba to be embarking on Bossa Nova8. There is also no mention of the disc or the music that definitively launched Walter Wanderley in the North American market. Already installed in the USA, reached second place on the charts in 1966, with the version instrumental, interpreted to the organ, of “Samba de Verão”, composition of the brothers Paulo Sérgio e Marcos Valle, recorded in a promotional compact by Verve Records, obtaining the impressive mark of a million copies sold in two years with the album RAIN FOREST, also released in 1966 (MELLO, 2008; CASTRO, 1990; NEDER, 20169).




    The entry also mentions the participation of the artist and his group10 accompanying singers “on television”. As we will see, Walter Wanderley participated intensively in musical life in São Paulo and, as shown in a newspaper note cited below, he made appearances on television programs at the time. The high cost of acquisition video tape and the lack of technical knowledge about its technology, more commonplace in the early 1960s (the first TV broadcasts in Brazil were “at the vivo”) and the precarious storage of such recordings of the period, are factors impediments to finding records of these documents today. In addition, the access to the video collection of television stations in Brazil is not an easy task (to say minimum), as can be attested by all researchers who once requested a consultation, even though the scientific nature of the research is made explicit.




    A note from columnist Mary Wynne, from the 1961 newspaper O Estado de São Paulo, (and still others in this text) confirms this interaction of Walter Wanderley with the television of era.
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    Figure 1: Walter Wanderley on TV. Note from the newspaper O Estado de São Paulo, October 4, 1961, page 48.




    According to Barbara Major and Álvaro Neder, Walter Wanderley’s first recording was a compact released by the Odeon label in August 1959 (which included the song “Lobo Bobo”, by Carlos Lyra), differing from the information in the Cravo Albin Dictionary and Brazilian Music Encyclopedia, which claim to be Isaura Garcia’s compact of the same record label and the same year. Apparently, Isaura Garcia’s disc would be recorded a month after the compact cited by Barbara Major. Evidence of this is the numbering of catalog given to the compact entitled WALTER WANDERLEY E SEU CONJUNTO: 14,49911. Isaura Garcia’s record had the number 14,528. Anyway, we will see that Walter Wanderley’s first recording on disk slightly precedes 1959 as shown below.




    Walter José Wanderley Mendonça was born in Recife on May 12, 1932. At five years old he already demonstrated an affinity with music. He claimed a few times that he studied organ with his aunt. Some information is divergent about how old he would have been moved to São Paulo, where he studied at the Liceu de Artes and enrolled in advanced courses of Harmony and Composition12.




    What is clear is that most of the information in books and entries state that Walter Wanderley arrived in São Paulo in the late 1950s:




    Pernambucano, born in Recife, Walter José Wanderley Mendonça (1932- 1986) began his career as an organist and pianist in his city. He moved to São Paulo in the late 1950s, brought by the singer Elza Laranjeira. He went straight into the night: in 1958 he played at the Claridge bar set. The singer Isaura Garcia that he met in Recife, took him to the piano of Oasis nightclub. Afterwards, Walter followed the circuit in the nightclubs: Michel, Rèverie and Captains Bar, from Hotel Comodoro. It debuted on disc in 1956 in a 78 rotations, with the samba “Essa nega mentirosa” (Caco Velho / Mario Sena), on the obscure Repertory seal. His first solo LP, Festa Dançante - Walter Wanderley e Seu Conjunto de Ritmos by RGE, in 1957, with standards repertoire and “De conversa em conversa” (Haroldo Barbosa / Lúcio Alves), “Saudade da Bahia” (Dorival Caymmi) and “O que é amar” (Johnny Alf). The following year, on the album Foi a noite, he would start intense and turbulent partnership with the São Paulo singer from Brás, Isaura Garcia (1919-1993), with whom he would marry and live a romance marked by disagreements and reconciliations (SOUZA, 2016, p. 233).




    This entry shows information on discs prior to recording the disc with Isaura Garcia. A 78 rpm in 1956 and the FESTA DANÇANTE disc in 1957 (although not reference to the year of recording on the cover and back cover of the same13), as well as point out the year of the album FOI A NOITE, by Isaura Garcia, as 1958. Such information reflects what would be the year that Walter Wanderley arrived in São Paulo in those 1950s. If “it was straight into the night” (as stated by Tárik de Souza) in 1958, he would have had to record the albums 1956 and 1957 still living in Recife and decided to move to São Paulo after that. Another possibility is to have recorded the records in Recife, because the Rozenblit discs factory have been working since 1953 in that city (TORRES, 2015), but there is no record of any Walter Wanderley’s record on the label, nor that record labels Repertório and RGE (cited in the entry as having released such discs) had some partnership with the Pernambuco record label. Apparently, Walter Wanderley moved (definitively) to the city of São Paulo between 1954 and 1955.




    Even with the full name of Walter Wanderley there are no sources that can corroborate. In Pernambuco there is a sector of searches for birth records, in the State Court of Justice, at the Thomaz de Aquino Forum. An employee informed that there is no way to find a record in the data base of the city’s registry offices (there are fifteen in total today), without the full names of the registered person’s parents. In addition, furthermore, the name of the registrant could not contain any inconsistent letters. Like the name that is in quotation, on back covers of discs and some articles from magazines and websites, has letters like “W” and “Y” (unusuals in Brazil), the risk of being different from the official birth certificate is considerable. Therefore, without further information, at the moment it is almost impossible to find out even the veracity of the information of the full name of the organist / pianist.




    There is information that states that Walter Wanderley moved from Recife to São Paulo still in its adolescence. Such information appears on the back covers of the disks CHEGANÇA, launched by Verve in 1966 and relaunched here in Brazil, by Copacabana / Verve, with uncertain date. The presentation of the album was made by Bob Lee, from Kram FM, in Los Angeles and: BRAZIL’s GREATEST HITS WALTER WANDERLEY (released by Fermata in 1981). The Fermata record states that Walter Wanderley arrived in São Paulo at the age of 12. Verve’s, which the artist was 15 years old when he arrived in the capital from São Paulo, as we can see in the photos below.
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    Figure 2: Information on Walter Wanderley’s age at the time of his move to São Paulo 1.
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    Figure 3: Information on Walter Wanderley’s age at the time of his move to São Paulo 2




    It is true that Walter Wanderley played in the night of Recife before the change for São Paulo, as stated Maestro Duda14, in an interview15 held in 2014 for my master’s thesis research:




    Walter, I played with him a lot [...]. The corner over there (near the old Art Palace) it was a restaurant. And there was a very good set there. Walter Wanderley, Inaldo on drums (who was not InaldoVilarim), who played for a long time with the one who plays with Faustão, how is it? [...] Caçulinha, Heraldo do Monte [...]. It was 50, 52, around [...] (Maestro DUDA, 2014).




    The guitarist Heraldo do Monte in an interview for this book, states that he played with the same at the Delfim Verde nightclub, in the capital of Pernambuco, the same nightclub where the singer Isaura Garcia, with whom Walter Wanderley recorded several albums as an instrumentalist and arranger, as we will see later, claims to have been introduced to him by Elza Laranjeira. To the it seems, Walter Wanderley moved to São Paulo for the first time still in the adolescence and returned to Recife some time later.




    In the mid-1950s he would then have definitely gone to São Paulo. It is unlikely that he would work at night, even less than age, at a time when enforcement and customs were very strict in these cases. Isaura Garcia states in an interview16 that at the time she was introduced to Walter Wanderley was in Recife due to a caravan organized by Record (TV Channel) to presentation on TV Jornal do Commercio. The two TV stations in Pernambuco only were inaugurated in 1960 (CASTELÃO, 1999; TORRES, 2015), which indicates that probably Isaura Garcia was confused about the event that took her to Recife in occasion when she met her future husband and arranger, since in 1960 Walter Wanderley should have already moved to São Paulo permanently, as he had already recorded and arranged more than one album by the singer before that year.




    It is natural for this to happen, since our memory “is a personal theater and manufactures through intimate or mythical reconstructions that can embarrass the historian” (FARGE, 2011, p. 78). Most likely Isaura Garcia was in Recife with some Record caravan, to perform at one of the most popular radio stations in Recife, as radio Clube or radio Jornal do Commercio (which was from the same owner future TV with the same name), since the singer was already nationally known since the 1940s. The couple’s daughter, in an interview with Barbara Major, says:




    After being separated, my father stayed in Brazil for about two years before going to the USA in 1966, in this period he lived with another singer called Claudette Soares and we saw each other only for the rare purposes of week when his personal and professional life allowed. He traveled a lot and was very successful. But whenever he could, he spoke to me through telephone (Mônica Wanderley, 2000).




    An article published in the same week of Walter Wanderley’s death in the newspaper The State of São Paulo (O Estado de São Paulo), brings a lot of information, including about the age of Isaura’s Garcia daughter with the artist from Recife, Mônica Mendonça Wanderley.
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    Figure 4: The death of Walter Wanderley. O Estado de São Paulo, September 6, 1986, page 85.




    The newspaper article also contains other important information: Walter Wanderley would have a “second woman” and would have participated in “television musicals” alongside João Gilberto and Dóris Monteiro; his cause of death would be “bone cancer” (one of the very little information, perhaps the only one about his cause of death); the matter replicates information from other entries previously presented, such as the arrival in São Paulo in 1959 (brought by the singer Elza Laranjeira), the first recording being with Isaura Garcia also that year; and that the artist would have recorded four albums in the USA (something that we will see a much larger number).




    As far as it was possible to search and collate all the information from the various sources, the closest date for Walter Wanderley’s definitive arrival in São Paulo would be somewhere between 1954 and 1955, which comes close to the information in the Encyclopedia of Brazilian Music (1977). The testimonies of Heraldo do Monte, of which Walter Wanderley invites you to compose your band in a nightclub on Major Sertório street, around 1956, ratified by another entry (ALBIN, 2006, p. 492), the testimony of Johnny Alf (RODRIGUES, 2012, p. 35), that Heraldo do Monte picked him up to work in São Paulo in 1955, in addition to the statements by Claudette Soares (FAOUR, 2010), about his relationship with Walter Wanderley and memories of the age of his daughter, Mônica Wanderley17, who also recalls approximate dates for his father’s departure to the USA, bring strong evidence that these dates would be the most likely.




    About the period in which he lived and played in the night of Recife, it is worth doing a parenthesis. When researching for the master’s degree, I had the opportunity to interview several city musicians who were contemporaries of Walter Wanderley. Almost all of them, and other musicians of the present time, refer to it with a nickname: Walter Dó Maior (Walter “C” Major). Some do not know how to explain the reason for this reference. Others denote something derogatory, such as if the artist were lazy and carried all the songs he played to the tonality of C major, thus making it easier to play the organ and the piano only on the keys white. Once again it is guitarist Heraldo do Monte who clarifies the issue for us:




    Once I got there to work, we started working at night huh? At Delfim Verde and another nightclub in Piedade that I don’t remember the name. Once I got there and Walter, who called it C major, said: “Heraldo takes this theme by ear and I don’t have the score. Listen” [...] then he played it for me (at that moment Heraldo do Monte shows an audio instrumental music played on the piano, difficult to perform, which modulates several times). He played it at the club. So, I thought this was very unfair C major business [...] At that time, the audience was more American, not I know why that happened, but it was like that [...] there was no such thing as them like Brazilian Music, yet! Bossa Nova appeared much later. The job we could do by playing Jazz (audio interview, given in 2016).




    It is very easy to see, when listening to the audios of the records recorded by Walter Wanderley, both solo albums and those in which he figures as an instrumentalist and arranger, that songs were recorded in various tones and many with improvisations that require a well-advanced skill and technical knowledge. Therefore, the theory that the artist played only in the key of C major make no sense. The nickname must have come from someone else reason, for a joke, as usually happens in these cases. It would be very unlikely Walter Wanderley to play in Recife and then in São Paulo (Jazz, Bossa Nova, Samba, Sambalanço, Jequibau) in a musical environment full of experienced instrumentalists technically, being invited to record albums as an arranger for several singers, if that story had a truth background.




    Just understand what Helvio Borelli says about the nightlife and music of the 1950s and 1960 in São Paulo: “Until the 60’s, the night demanded good pianists. In the bars of played the best: Moacir Peixoto, Hamilton Godói, César Mariano, Johnny Alf, Laércio de Freitas, Pedrinho Mattar and Walter Wanderley, a genius of keyboards, piano and the organ” (BORELLI, 2005, p. 81, emphasis added). Maybe Walter Wanderley already had it, still in Recife, work postures that bother their colleagues by not following the pattern of most musicians, working and playing in different environments, without any kind of conflict. Hence the derogatory irony “Dó Maior” (C Major) to decrease his capacity.




    Describing the characteristics of the nightclubs and specifically the Vogue nightclub in Rio de Janeiro 1940, Ruy Castro explains why the repertoire of this type of nightclub it was so diverse and largely international. Although the author is referring to the Carioca atmosphere, and a very selective nightclub in terms of prices for consumption and frequented by an “elite” of the time, the explanation helps to understand this type of scenario in the Brazil more broadly and also to realize how varied Walter Wanderley’s repertoire would be playing in these nightclubs:




    A nightclub was an international environment, with what - it was thought – its music also needed to be. The idea was that a European or American in visit should feel as comfortable [...] as if they were in Paris or New York, and that included the music that was being played - foxes, waltzes, rumbas, boleros, tangos, fados, french songs, and everything always dancing (CASTRO, 2015, p. 48-49).




    Walter Wanderley’s move to São Paulo was very beneficial in the sense musical because of a “migration” from Bossa Nova to the capital of São Paulo. Several authors mention that in a given moment Rio de Janeiro already showed signs of a certain wear and tear of relationship with the bossanovistas. São Paulo welcomed it with open arms and generated a market very profitable and promising for artists and producers.




    In the early 1960s some influential journalists at the time (Moracy do Val and Franco Paulino, of the newspaper Última Hora, for example), started to organize meetings to promote Bossa Nova in the city. These meetings were held in the homes of important people, such as conductor Souza Lima and brought together musicians and artists active in the São Paulo nightlife and strong admirers of the genre18. In an interview with journalist and researcher Rodrigo Faour, journalist Franco Paulino says:




    São Paulo had a very intense activity in relation to bossa nova. It was a square that sold a lot of records. A lot of people played this genre over there. (pianist) Moacyr Peixoto played modern music; the Coalhada, which after started to be called Hermeto Pascoal, he already played in the intervals of the show of him at Baiuca...Johnny Alf played more of his repertoire, author. The Walter Santos, who was a friend of João Gilberto in Bahia in the 1950s, was a star of the night in São Paulo. He played a good guitar, sang a lot and was great composer. There was the Zimbo Trio gang, Walter Wanderley, César Camargo who was just beginning, Ana Lúcia, Alaíde Costa... Claudette, although she was not a big star, she had a lot of prestige, a repertoire of good taste, she was very respected! (FAOUR, 2010, p. 76, emphasis added).




    Other authors confirm this effervescence of Bossa Nova in São Paulo. The capital paulista was “a world mainly of university students with a passion for new music Brazilian music, or, as it would soon be called, by MPM - “modern popular music” (MARIA, 2015, p.65). The same author describes the importance that São Paulo had acquired, when TV Record invites Elis Regina and Jair Rodrigues to lead a program weekly (O Fino da Bossa) from 1965 and that would become “the first phenomenon of audience in the history of Brazilian TV” (Idem, p. 85). About the program, Julio Maria reveals:




    [...] it would become an instant success to be measured by the size of the queues that formed on the sidewalks of Consolação street. Composite overcoat by middle class college students, the public paid to see the recordings and also their preliminaries - concerts for artists newbies who weren’t shown on TV. The cinemas in the region closed doors and restaurants opened. Elis, Jair and Zimbo would be prepared to receive all the great names of the time, were new people like Chico Buarque, Maria Betânia, Edu Lobo, Nara Leão and Milton Nascimento, were veterans Vinícius, Ataulfo Alves, Aracy de Almeida, Tom Jobim, Agostinho dos Santos and Dorival Caymmi. One was unique when Hermeto Pascoal, Heraldo do Monte, Raul de Souza and Baden Powell television program to be prime time audience leader. A phenomenon that would never happen again (MARIA, 2015, p.87 and 88, emphasis added).




    About the program O Fino da Bossa, Zuza Homem de Mello brings the information that Walter Wanderley was part of the team of musicians who participated in the show with the same name and which was recorded by Horácio Berlinck Neto (and would become a disc released by RGE, 1964 - XRLP 5,254).




    [...] a show of great repercussion in the student environment, with Zimbo Trio, Alaíde Costa, Rosinha de Valença, Sérgio Mendes, Jorge Ben, Os Cariocas, Luiz Henrique, Walter Wanderley, Claudete Soares, Oscar Castro Neves, Ana Lúcia and Wanda Sá, who by the way was consecrated. The show was a success and its title, a find. So much so that Horácio recorded it: “O Fino da Bossa”, also maintained in the pioneering and historic recording, launched by RGE (MELLO, 2003, p.111, emphasis added).




    The back cover of the disc confirms the information brought by Zuza Homem de Mello. The RGE explains that it would not be possible to record all the performances of that show in one LP May 25, 1964 and clarifies:




    For the sake of information, we note only that, in addition to the artists who composing this album, they participated with prominence: Trio de Sérgio Mendes, Luiz Henrique, Claudete Soares, Walter Wanderley, Geraldo Cunha, Marcos Valle, Trio by Edson Machado and Os Cariocas [emphasis added].




    In testimony to the newspaper O Estado de São Paulo, Walter Silva, known as Pica-Pau (woodpecker), broadcaster and columnist, also a critic of MPB, presents his version19 for the show “O Fino da Bossa”, which would later become a television program.
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    Figure 5: Fino da Bossa. O Estado de São Paulo, May 14, 1989, page 81.




    Speaking of the difficulties of recording an album that the singers Alayde Costa and Claudette Soares faced in the early 1960s, in Rio de Janeiro, Ruy Castro states: “Alayde and Claudette’s trip to São Paulo was the harbinger of a change that Bossa Nova - or what would remain of it in Brazil - was about to do. The old “túmulo do samba (samba`s grave)20” he would become his stage” (CASTRO, 1990, p. 365). The same author also states: “In 1958, São Paulo was already the main market and had the largest chain of record stores and appliances in the country, Lojas Assumpção” (Idem, ibidem, p. 185). It is in this scenario in São Paulo that Walter Wanderley would consolidate his career in Brazil. As mentioned in the entries, there was a set of nightclubs that surrounded the Roosevelt square, like Baiúca, Farney’s (by singer Dick Farney), Michel, Stardust, Cave, Claridge (from Hotel Claridge, a little bit away from the square and that after would be renamed Cambridge), Sirocco. Outside that geographical area, in Vila Buarque, another bar would mark the time in São Paulo night: Juão Sebastião Bar, where Walter Wanderley would act in a remarkable way, having been “stolen” from Claridge. New York Times photographer John Bryson came to Brazil to do a report on this agitated nightlife in the capital paulista. In addition, there were TV stations also in the vicinity of the square and musicians, as well as Walter Wanderley himself, did live auditorium programs, hired by broadcasters, constantly interacting.




    Other stages very frequented by musicians, and always with a large audience, were the restaurants of hotels in the capital of São Paulo: Esplanada, Términus, Claridge (later Cambridge), Commodore and Lord, are some examples of hotels that had “live” music spaces in its refined restaurants frequented by society greater purchasing power. Walter Wanderley was the attraction of many of these hotels during several seasons. The most varied spaces were very well attended and the demand it seemed to grow more and more. Helvio Borelli says: “Life in São Paulo’s night was so intense, that its center limits could no longer support. Music and bars they began to stray into the gardens” (BORELLI, 2005, p. 25). And it complements:




    The musical history of Brazil goes through the center of São Paulo. In addition to its bars, nightclubs and cabarets, theaters had a great participation in the artistic movements, such as the Paramont which on April 3, 1965, stopped the city with Elis Regina, Jair Rodrigues and Jongo Trio [...] People went to the theater to listen to music with Oscar Castro Neves, Zimbo Trio, Nara Leão, Sérgio Mendes, Os Cariocas, Claudette Soares, Walter Wanderley, Paulinho Nogueira, Marcos Valle, among other great names that emerged in bars and night clubs (BORELLI, 2005, p. 24 and 38, emphasis added).




    Two notes, among many others published in the newspaper O Estado de São Paulo, exemplify the presence of Walter Wanderley at events in the São Paulo night between 1961 and 1965:
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    Figure 6: Bossa Nossa at Mackenzie. O Estado de São Paulo, June 27, 1961, page 28
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    Figure 7: Porchat Clube Island. O Estado de São Paulo, January 14, page 14.




    About the musical movement of São Paulo, Zuza Homem de Mello states:




    Exchanges of attractions, musicians and groups were common and motivated a constant and varied migration among the regulars, keeping the musical buzz that took place night after night amid clouds of smoke and swallows of drink, which, mixed with the sound of music and chat, were the main commandments of the bohemian`s race city (MELLO, 2003, p. 43).




    1.2 THE INFORMATION ON THE DISCS




    The covers and inserts of the discs are a very rich source of information for any researcher. However, until the 1970s, the information found in them: cover, back cover, insert, label in the physical media, often suppressed important data, such as year of recording, complete technical file, among others. There were sometimes some conflicting and confusing information. Thus, the information collected on the covers of discs must be analyzed very carefully and never as absolute truths. For demonstrate one of these conflicts of information, let’s take the third album by João Gilberto (album JOÃO GILBERTO, Odeon, 1961 - MOFB 3202) as an example: on the record label, side B, the following information appears: “Tracks 2: 4 C / WALTER WANDERLEY e s /CONJUNTO”as we can see in the photo below:
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    Figure 8: LP João Gilberto 1961.




    The story of the recording of this album was told by Bebeto Castilho: multi-instrumentalist musician, who among other insertions in Bossa Nova was a member of the Tamba Trio, in an interview with Zuza Homem de Melo, in the book Eis Aqui os Bossa Nova (2008), as follows form:




    I arrived at the studio; there were Azeitoninha, Walter Wanderley, Ratita. We started recording, people were waiting. I did “Falseta” (“Bolinha de papel”), I did “Saudade da Bahia” with Walter. Then Paulo Moura arrived, who made the arrangement for “Papai de Noel me deu...” (“Presente de Natal”) with a trumpet. Azeitona would do from the bass, but that had already turned almost 36 studio hours [...]. Only Azeitona stayed to record and I left because I couldn’t take it anymore, thirty-odd hours in the studio [...] Then I didn´t saw when everything was ready because I only did the part of the vocalize that Paulo Moura did, the voice of the saxophone, the voice of the trumpet, what Hammond was going to do, with Walter Wanderley, it was very beautiful (MELLO, 2008, p. 67, emphasis added).




    Zuza Homem de Melo understands, when listening to the disc21, that one of the songs as being recorded by “Walter Wanderley e seu Conjunto”, actually being performed by João Gilberto being accompanied only by his guitar. So much so that, in a footnote, makes the following comment:




    Although on the record’s label it appears that in the samba “Presente de Natal (Christmas Gift)” João was accompanied by “Walter Wanderley e s / Conjunto”, what you hear is João alone, with voice and guitar. Certainly, the first recording, with Paulo Moura, Walter Wanderley and the others, was rejected (MELLO, 2008, p 67).




    Most likely, Zuza Homem de Melo is referring to the album22 whose cover and back cover appear below:
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