	SA ZNA
	Eurasia
	1994
	68:22
	avant-garde

label: Leo Records

Andrey Andrianov [p (#1), ko-mungo]; Vyacheslav Kornikhin [p (#2)]; Alexander Menshagin [p, perc, whistle, molungo, fl, v]; Mamauka Helashvili [v, p (35)]; Irina Norvila [cl, p, mouth harmonica, fl, perc]; Richardas Norvila [horn, p, fl, mouth harmonica, bells, perc, v, prepared ko-mungo].

1. Camelus bactrianus

2. Excavations

3. Burkhan-Khaldun

4. Message about Grail

5. Unreal existence

6. Eurasia

A winter evening in 1992, on the 'Yellow Line' of the Moscow metro. On the carriage wall was a poster for a religious organisation with the usual message about getting saved. Somebody evidently hadn't liked the message, because the poster had been ripped, and there were only a few letters left: SA...Zna. What a brilliant name for our group!

It is difficult to imagine a group that doesn't rehearse, but just records music live, as it happens. It is also difficult to imagine a group without a single professional musician or even anyone with a musical education. It is almost impossible to imagine these people playing only traditional and home-made acoustic instru​ments. However such a group does exist -- the Moscow-based group "CA-ЗHA" (pronounced SA-ZNA).

SA ZNA was formed in 1991, but the people who play in it go back a long way together. Once upon a time, in the good old days (as is the way with most fairy tales), there lived the 'SPIRIT' of the group SA ZNA. That's probably the best way to start this story. The 'SPIRIT' that links the members of the group is beyond their own understanding, let alone that of outside observers. It has always been there, no matter where they are, what country, town or village: no matter what the polit​ical situation or the material or social status of the group's members. The idea of expressing that 'SPIRIT' in music belongs to Richardas Norvila -- most of the group's recordings have been made in the kitchen of his Moscow flat. The idea was accepted by the other members without a second thought, as something completely natural. It felt as though they were doing something familiar and important, although what it was and why it was important, what sort of music they were performing and whether it would ever be heard or appreciated by anyone -- these questions, surprisingly enough, did not worry the musicians. The only criterion for appraisal of the music was that of the group itself, and even this was rooted in some sort of intuitive feeling and inner experience, rather than on knowledge based on concrete skills or structures.

We played mostly on broken instruments and any objects we could find that would produce a sound. We regarded this as a challenge. Trying to work around the faults in our instruments enabled us to produce a non-standard sound and also increased the flow of energy within the group. Most of our experiments with sound have been based on our response to the things around us, as objects each with its own unique, sometimes paradoxical auditory essence. In this sense, any object becomes for us a 'musical instrument', and to the celebrated question about the 'sound of one hand clapping', one could quite reasonably add another about the sound of a chair, or a milk bottle top, or a shoelace.

In other words, our whole conception of sound tends towards the area of 'atypical sonority', which for us is the ideal 'building block', since it cannot be interpreted associatively and has to be appreciated for what it is, that is, the way it sounds.

In the spring of 1992 SA ZNA recorded on tape tha album 'Khutor' (The Farm), which documents our experience of group dynamics as they had developed up to that point. In August 1992 we made a number of instruments out of the detritus of our 'material culture' found on the streets of Moscow. Using these 'instruments' we were able to create a unique acoustic space in Alexander Menshagin's Moscow flat, where we completed our 'Eurasia' project -- a sort of culturological statement about Moscow in the middle of 1992, which at the same time sums up our feelings about the place where we met and became friends and where events were taking place, the sense and meaning of which might become clear with time. Our work on 'Eurasia' determined the direction our musical research would take in the future. This lay in allowing the space around us to find its voice, through the mediation of ourselves and our instruments, some of them manufactured spontaneously in the course of a particular session. When making instruments we tend to rely on our intuition.

'SA ZNA's music is made out of nothing', says group member Andrey Andrianov, 'but at the same time it is unpredictable; you can hear everything in it, although of course it can never be repeated. Our music is reminiscent of a dream, the only difference being that you cannot put a dream on tape -- at least not yet...'

Richardas Norvila, Alexander Menshagin, Andrey Andrianov

	Wimme SAARI
	Wimme
	1997
	49:43
	ambient-folk

label: Rockadillo (Finland) 1995 / East Side (USA) www.noside.com 

"Wimme" is the debut album by Wimme Saari, a modern jojk (or yoik) singer from Finnish Samiland. Jojk is an ancient Sami vocal tradition which sounds similar to Native American chant. On this 1995 recording, Wimme is accompanied by members of the Finnish techno-ambient band RinneRadio. With its electronic setting, Wimme presents a unique blend of ancient chant techniques in a modern context. Play loud.

jojk (vocals): Wimme

keyboards and programming: Jari Kokkonen, Pauli Saastamoinen
keyboards: Kajasto, Tapani Rinne

bass clarinet and whistles: Tapani Rinne

guitar: Matti Wallenius

1. Duoldi aja 4:55 Boiling Spring


Wimme, Tapani Rinne, Pauli Saastamoinen

2. Alit guoldu 4:17 Blue Drift
Wimme, Tapani Rinne, Pauli Saastamoinen

3. Bajan riegada 5:20 Thunder Is Born

Wimme, Tapani Rinne, Jari Kokkonen

4. Lodderaidaras 5:14 Milky Way

Wimme, Tapani Rinne, Jari Kokkonen, Pauli Saastamoinen

5. Jusse-vilba 2:05 Cousin Jusse

Wimme, Tapani Rinne

6. Boaimmas 5:35 Rough-legged Buzzard

Wimme, Tapani Rinne, Jari Kokkonen

7. Dievas mannu 4:19 Full Moon
Wimme, Tapani Rinne

8. Domna 2:05 Domna

Wimme, Tapani Rinne

9. Bieggajorri 4:04 Weathervane

Wimme, Tapani Rinne, Jari Kokkonen, Pauli Saastamoinen, Kajasto

10. Mierka 4:15 Fog

Wimme, Tapani Rinne, Jari Kokkonen, Kajasto

11. Iditidja 5:17 5 AM
Wimme, Tapani Rinne, Jari Kokkonen

12. Albamai 2:06 Strong

Wimme, Tapani Rinne, Kajasto

	Jamie SAFT
	Saft & Vu:

"Ragged Jack"
	1997
	63:09
	Jamie SAFT - см. тж. c: Frank LONDON (KLEZMATICS) ('Jazz'); Dave DOUGLAS ('Jazz'); Bobby  PREVITE ('Jazz'); Oren BLOEDOW; HASIDIC NEW WAVE ('Jazz'); Cuong VU ('Jazz'); 

label: Avant (Japan)

rec. 1996

Jamie SAFT & Cuong VU (см. в 'Jazz')

music by Cuong Vu, Jamie Saft & Andrew D'Angelo (см. тж. с: Bobby  PREVITE)

biography

Inspired keyboardist Jamie Saft started appearing on an increasing number of NY-oriented jazz recordings as the '90s progressed. Born in Queens, New York, Saft studied at the New England Conservatory of Music and Tufts University. At these schools, he studied with Paul Bley, Geri Allen, Cecil McBee and Joe Maneri; in addition to having composer and "piano technical guru" (as Saft described him) Burton Hatheway as a mentor. In 1993, Saft returned to New York and has since been performing a wide variety of music styles, from opera to jazz in a self-described bar band. In 1995, he was the piano soloist in the New York and Paris premieres (at the Lincoln Centre and MC93 Bobigny, respectively) of John Adams' opera I Was Looking at the Ceiling and then I Saw the Sky. Through the mid to late '90s he played Hammond organ, Fender Rhodes, mini-Moog and bass in Bobby Previte's Latin for Travelers, available on Enja. Saft also plays accordion — in the Peter Epstein Quartet and on Jerry Granelli's Enter a Dragon— and the steel guitar. He has recorded and performed throughout the U.S., Europe and the Middle East, and worked with John Zorn, Groove Collective, Marc Ribot, Drazy Hoops and many more. Saft also co-led a release with trumpeter Cuong Vu entitled Ragged Jack on the Avant label. In 1999, he was busy not only touring, but also recording a new album for Tzadik, with musicians including Chris Speed and Jim Black, both from Tim Berne's Bloodcount and Pachora. Sovlanut arrived in mid-2000.

Ragged Jack

Despite the presence of John Zorn as executive producer, Ragged Jack is a slightly traditional jazz record — Jamie Saft plays piano and contributes a little less than half of the record's compositions, Cuong Vu plays trumpet and provides several more compositions, Andrew D'Angelo plays alto saxophone and bass clarinet and turns in two compositions, and Jim Black provides drums and percussion. The resulting sessions have a fractured bop feel that might be marginally influenced by the Downtown scene, but tend more toward solid, "traditional" free-jazz.

	Jamie SAFT
	Sovlanut
	2000
	53:26
	label: Tzadik 

rec. 1999-2000

JAMIE SAFT: ORGANS, PIANOS, ANALOG SYNTHESISERS, GUITARS, BASS, SAZ, PERCUSSION

CHRIS SPEED: CLARINET

JONATHAN MARON: BASS

JIM BLACK (см. в 'Jazz'): DRUMS, PERCUSSION

CHRIS KELLY: DRUMS, PERCUSSION (1,6)

RICK QUINONES: VOCALS (1,6)

Keyboardist Jamie Saft's discography as a sideman finds him placed squarely in the midst of some of the finest jazz and new music of the 1990s, which makes Sovlanut, his debut recording as a leader, something of a surprise. Despite the presence of ubiquitous downtowners Chris Speed and Jim Black, Sovlanut is not exactly a grand avant-jazz masterpiece, but instead a challenging expedition into live electronica, as Jewish and Arabic themes are arranged over a dense backdrop of dub and drum'n'bass. Though there certainly is bountiful improvising to be had, Sovlanut seems more focused on exploring similar atmospheric territory as the club music by which it was inspired; on the title track, Saft coaxes lush washes of sound from his synthesizer as Speed's anguished clarinet mumbles underneath, while the rhythm section barrels along, jumbling up the beat here and there like a scratched Squarepusher record. In this case, no one player dominates the musical dialogue, yet the results are completely infectious and compelling. Naturally, a live rendering of this music, much of which is typically programmed in a studio, asks a great deal of the rhythm section, and Saft has found one more than up to the task. Drummer Jim Black seems capable of anything, capturing the madly subdivided rhythms of drum'n'bass under his madcap percussive umbrella with ease, while Groove Collective bassist Jason Maron never wavers from his spacious pocket. Though Saft may not have cemented a new musical genre with Sovlanut (downtown-klezmer-electronica?), he has produced a unique and enjoyable document.
1. KASHA DUB

2. SOVLANUT

3. MACH/KEY

4. MIDWOOD COWBOY

5. TEFACHIM

6. FRESSER DUB

	(Jamie SAFT)
	VIVIAN SISTERS
	2001
	51:43
	free impro
label: Avant

rec. 2000

Jamie Saft: guitar, lap steel, rababa, bass, minimoog, clavinet, Turkish organ, backing vox

Laura Cromwell: drums, guitar, bass, viet-freak, kalimba, percussion, vox, minimoog

with:

Vanessa Hodge: lead vocals (10,12)

Zeena Parkins (см.): el harp (6,8,14)

Andrew d'Angelo: bass clarinet (10) 

Briggan Krauss (см.): water baritone (2)

Mr. Dorgon: vocals (2)

Adam Levy: guitar (3,5,7)

Only Jamie Saft would form a band that would open its record with music no one ever wants to hear again: the perverse music played on the ice cream truck that sort of sounds like Scott Joplin's "The Entertainer." But that's only a hint of the sickness further in. The Vivian Sisters are Saft playing guitars, basses, clarinets, Turkish organs, and all kinds of other stuff, and Laura Cromwell, who plays drums, guitar, kalimba, mini-Moog, and screams her fool head off — except for two tracks when that pleasant task is relegated to Vanessa Hodge. But Vivian Sisters couldn't realize the grandiosity of Saft's and Cromwell's extreme vision of depravity if it weren't for friends like Zeena Parkins and her electric harp, Briggan Krauss who plays something called a water baritone on "Worry," the glass chomped vocals of Mr. Dorgon, and the bass clarinet and guitars of Andrew D'Angelo and Adam Levy, respectively. Now that the lineup is complete, it's time to ask just what the devil Vivian Sisters sound like. They sound like kids making funny noises and causing trouble. Vivian Sisters make music like the same kids with watercolors, bare walls, and no parental supervision. There are 15 tracks here, and none of them escape the charge of "extreme musical perversity." That said, this record is more fun than playing with your sister's favorite doll behind her back. This is sinister, demented rock & roll strangled through a truckload of primitive sound effects, and is then mutilated by free improvisation. This is downtown New York no-wave all dressed up in a snazzy package with someplace to destroy. It's truly impossible to discuss this kind of anarchy in musical terms, because this smart-assed raucousness even makes fun of the free improv scene. And that's part of the disc's charm: This music has no idols; it exists because there is nothing better to do and if you don't like it — you know what to do. But I do like it, a lot. I hear a universe of irreverent sound combined with good-natured aggression put together by musicians who are having a type of fun that it takes years of practice to learn how to have. You can actually hear the undoing of musical assumptions and the remaking of conceptual notions about noise, texture, color, and what an ensemble is supposed to be. These are soundscapes created by a massive effort, full of humor, mischief, and knife-edged creativity. Vivian Sisters aren't for everybody, but for those interested in the outer rim of musical expression, this is a great place to get lost for a while.
1. Ice Cream Man
2. Worry

3. Ether Bunny

4. Lipgloss Iguana

5. Guitar Department

6. Mourning and Joy

7. A Gift from France

8. Neat Packets

9. Ho-down

10. Satansatan

11. The Arrogant Ascetic

12. You're no Good

13. Exile Festival

14. Night Gambling

15. Jennie

	Jamie SAFT
	Breadcrumb Sins
	2002
	48:06
	label: Tzadik

Personnel:

Antony: Vocals 

Mr. Dorgon: Turntables 

Rob Haggis: Percussion 

Chris Kelly: Guitar Solo 

Rick Quinones: Vocals, Guitar 

Jamie Saft: Piano, Organs, Synthesizers, Guitars, Bass, Drums, Electronics, Steel Guitars, Dumbek, Saz, Dubs, Turntables, Percussion, Vocals 

Vanessa Saft: Vocals

Musical jack-of-all-trades Jamie Saft is a mainstay of New York's downtown crowd, bringing to the proceedings a CV that takes in jazz instruction at the New England Conservatory of Music, stints as a pianist in two John Adams' operas, and latter-day work with both Bobby Previte's Latin for Travelers and Peter Epstein's quartet. Backed by a combo featuring guitar, percussion, vocals, and turntables, Saft commands the stage here as he plays myriad instruments on this, his second Tzadik release. Touching on On-U Sound's post-apocalyptic dub, Jewish culture, and some electronica collage work, Saft delivers a mix that posits wailing vocals and Middle Eastern-tinged guitar atop a wall of incredibly deep bass notes ("Fratricide") and delivers unsettling ambient drones spiked with distorted radio transmissions and cryptic singing ("Agam Haeyesh"): a goth-techno club night out with plenty of sequencers and King Tubby in mind. And lest one cry one-way street, Saft and company also delve into some sluggishly dark cocktail jazz ("Blood on the Door") and bring the nu-blues via a bit of lumbering post-rock balladry ("T'khelet"). Black metal fans and Rastas hanging out together? Maybe.
1. Agam Haeyesh 

2. Vesamcheynu Dub 

3. Fratricide 

4. Chet 

5. Blood on the Door 

6. Aveira Dub 

7. Treyf 

8. T’Khelet 

9. Peaceful World

	SAMLA  MAMMAS  MANNA – см.: ZAMLA  MAMMAZ  MANNA
	
	
	
	

	Ryuichi SAKAMOTO
	Yosuke YAMASHITA / Bill LASWELL / Ryuichi SAKAMOTO:
“Asian Games”
	1993
	35:28
	Ryuichi SAKAMOTO – Marisa MONTE (в секции ‘Latina’); Arto LINDSAY; Caetano VELOSO (в секции ‘Latina’);

label: Verve / JamRice Music

Yosuke Yamashita (см. тж. в: ‘Jazz’ sect.) [p, k]; Bill Laswell (см.) [producer, b, prepared b, sitar]; Nicky Skopelitis [Fairlight]; Aiyb Dieng (см.) [congas, gongs, tambourine, spring, cymbals]; Ryuichi Sakamoto [k]; Robert Musso (см.) [recording and mixing engineer].

Melting Pot ........................................................ 7’ 13’’

Chasin’ The Air ................................................. 4’ 42’’

Asian Games ....................................................... 6’ 50’’

Ninja Drive ......................................................... 7’ 46’’

Napping On The Bamboo .................................. 5’ 45’’

A Parade Of Rain, The Moon And A Bride ..... 2’ 41’’

YOSUKE YAMASHITA, BILL LASWELL & RYUICHI SAKAMOTO

Ryuichi Sakamoto served as the medium to bring together Yosuke Yamashita and Bill Laswell to create a modern and intellectual album entitled "Asian Games" -- a first of its kind in electric and beat music performance.

Yosuke Yamashita is a jazz pianist known for his unprecedented percussive piano touch, within this flexible performance combining rhythm and tempo with a unique sense of drive. It is this duality which commands Yamashita's encounters with music -- of any genre -- and which creates a sense of energy with smooth and stimulating effects. This is clearly illustrated in his sessions with Japanese music, the Japanese drum or ethnic music, wherein Yamashita shines brilliantly. Although it is often difficult to harmonize such different styles of music to create a good sound, Yamashita excels at such difficulties and has had outstanding sessions with musicians of every class. He is a jazz experience that goes beyond every conventional framework of music.

This recording was  Yamashita's first experience in performing computer music using digital sampling systems and was a major challenge for Yamashita who has been particular about acoustic piano performances. Another interesting part of this project was that Bill Laswell asked to participate on the album as producer. Bill had been a long-time fan of Yamashita's music and also leads the punk jazz-hand, "Last Exit", known for its loud sound and craziness. The exchange with numerous new wave, jazz and ethnic musicians has allowed various elements to be reflected effectively in the "materials" which serve as the base of Bill's quest to create an experimental but metropolitan style of sound. Bill has also produced albums for various musicians such as Herbie Hancock for "Future Shock" which won a Grammy, Mick Jagger, John Lydon and other pop and rock artists. From avant-garde to pop, Bill Laswell creates a synthesis of modernism and culture, and he is thus the ideal producer for this project.

The fact that Ryuichi Sakamoto supported this project was another reason that Yamashita was able to pursue such a new and different direction. [...] Yamashita – with his ‘allergy’ to electric instruments – would feel at ease.

Ambient Asian sound coupled with Japanese jazz; a mixture of sound collages; urban sound created through Yamashita's encounter with superb artists such as Bill Laswell and Ryuichi Sakamoto bridging New York and Tokyo: these are the elements which shape Yamashita's contemporary world of music.

	(Ryuichi SAKAMOTO)
	Arto LINDSAY:

“O Corpo Subtil – 

 The Subtle Body”
	1996
	34:50
	произведения композитора Arto Lindsay исполняют:

Ryuichi Sakamoto [p, synth]; Nana Vasconcelos [perc]; Vinicius Cantuaria [g].

1. 4 skies

2. child prodigy

3. anima animale

4. esta seu olhar (Jobim)

5. my mind is going

6. enxugar

7. no meu soutague 

8. unbearable

9. nobody in bed

10. astronauts 

11. sovereign

	Ryuichi SAKAMOTO
	Discord
	1998
	54:41
	label: Sony Classical

1. Grief          17'37''

2. Anger          5'39''

3. Prayer       17'50

4. Salvation   13'35''

Produced by Ryuichi Sakamoto

Conducted by Yutaka Sado

Performed by Ryuichi Sakamoto, DJ Sppoky, David Torn (см.), "The Orchestra" led by Fuminori-Maro Shinozaki.

the URL: http://www.cab.com/discord/ 

	Ryuichi SAKAMOTO
	Ryuichi SAKAMOTO & David SYLVIAN:

"WORLD CITIZEN – I Won't Be Disappointed"
	2003
	26:09
	label: Warner Music Japan

David Sylvian [v]; Ryuichi Sakamoto [k]; Sketch Show [progr]; Amedeo Pace [g]; Skuli Sverisson [b]; Steve Jansen [d].

	SARBAND
	Cantico
	1990
	63:14
	ethno / experimental

label: Jaro

liner notes к обоим дискам см. в файле ‘Medieval’ 

	SARBAND
	Music Of The Emperors
	1992
	62:46
	

	SARKOMA
	Integrity
	1994
	33:45
	супер-агрессивный crossover: industrial / punk-death
label: Bullet Proof / Red Light (USA). Rec. in USA.

Stuart Johnson [g]; Brian Carter [v]; Mike Hillenburg [g]; Tony Crisman [b]; Aaron Ingram [d].

Аналогичный ураган – см. Rage Against The Machine

	Erik  SATIE

(1866 - 1925)
	Piano Works  Vol. I - V
	1986
	
	Cати способствовал возникновению альтернативных направлений и был предтечей опытов авангарда и нестандартного подхода к проблемам исполнительства. Музыка Сати составляет основу того, что называется “отражениями”.

label: EMI France

Aldo Ciccolini [solo piano]

THE COMPLETE WORKS OF ERIK SATIE BY ALDO CICCOLINI:
I: First and Last Works  = 55:21

II: Mystical Works  = 37:20

III: Etudes  = 62:00

IV: "Fantasistes" Works  = 61:23

V: Music for Dancing  = 57:39

Thirty years after his first recording of Erik Satie's music, which he thus helped make known, Aldo Ciccolini was keen to re-record the complete works of this composer with which he is, henceforth, identified in the public's mind.
A fascinating encounter, indeed, for the marvellous performer of Liszt, Deodat de Severac and Rossini's later works has evolved in the meantime towards an inner depth bringing him even closer, today, to Erik Satie's complex and secretive personality.

V. MUSIC FOR DANCING
Satie's music was made to be danced, as has been proved by the greatest choreographers of this century, including Leonide Massine, Ted Shawn, George Balanchine, Frederick Ashton and Merce Cunningham.
From Valse-Ballet and Passacaille, Sarabandes, Gymnopedies, Gnossiennes to Danses de trovers, Satie often chose the names of dances as titles for his piano pieces. When he worked for the stage, it was very often for a ballet (Upsud «a Christian ballet», Parade «a realistic ballet», Mercure « plastic poses », Relache « an instantaneist' ballet») or else for the dance solos of the «metachoreute», Valentine de Saint Point (Les Pantins dansent) or of the «eccentric» Caryathis (La Belle Excentrique). For Jules Depaquit's pantomime Jack in the Box he devised three jigs, and for his own «lyric comedy», Le Piege de Meduse, seven Toutes petites danses — danced, one should note, by a mechanical monkey — fitted in between the spoken parts. And even when he started to show an interest in «caf'conc'» («cafe concert» or cafes providing entertainment), it was the repertoire of Paulette Darty, the «Queen of the slow waltz», he seized on first of all.
This recording, bringing together those of Erik Satie's compositions more specifically intended to be danced, has two particularities.
Firstly, Les Gnossiennes (the title apparently comes from the «dance of the crane» which used to be danced beside the labyrinth of Cnossos) are presented here for the first time in chronological order of composition. The listener will thus be able to follow the actual evolution, in Satie's mind, of the famous «Gnossian time» apparently revealed to him in the exotic music pavillion of the 1889 Universal Exhibition and which — sole instance of a fixation in his work — obsessed him for so many years.
The composer, as we know, had only published three of the seven Gnossiennes actually composed, the three posthumous ones having been numbered by the publisher in order of publication. As for the Seventh Gnossienne, which Satie had worked into the incidental music for Fits des Etoiles, it was recast for four hands in «Maniere de Commencement» belonging to Morceaux en forme de poire (see the first record in this set).
Secondly, also for the first time, La Belle Excentrique is given here in its original version. Until now, through a publishing error, the Grande Ritournelle had been performed at the beginning of the collection, whereas here it has been replaced between the other pieces, as the composer had originally intended. Satie had devised this intermezzo to enable the dancer to change costumes between dances, and this change of mood was no doubt intended to emphasize the difference in atmosphere between the three dances.
One of the guiding principles in this complete recording has been to exclude all piano pieces which were in fact merely short scores of orchestral works. An exception has been made for La Belle Excentrique, as the four hand piano version and the original differ so much that they are virtually two separate pieces, bearing only a vague relationship to each other. As the Italian musicologist Carlo Marinelli has pointed out, Satie treated sound and tone colour as essential elements operating at the level of language. 

--- Ornella Volta

	Erik  SATIE
	Oeuvres adaptees pour guitare a 10 cordes pour Pierre Laniau
	
	55:08
	label: EMI France

Pierre Laniau [10-str g].

1. Gymnopedie n°l
2. Gymnopedie n°3
3. Je te veux (valse)

Quatre Gnossiennes:

4. n°l - Lent
5. n°2 - Avec etonnement
6. n°3 - Lent
7. n°4 – Lent

8. La diva de l'empire

Menus propos enfantins:

9. Le chant guerrier du Roi des haricots
10. Ce que dit la petit Princesse des tulipes
11. Valse du chocolat aux amandes

Enfantillages pittoresques:

12. Petit prélude a la journée
13. Berceuse
14. Marche du grand escalier

Peccadilles importunes:

15. Etre jaloux de son camarade qui a une grosse tête
16. Lui manger sa tartine
17. Profiter de ce qu'il a des cors aux pieds pour lui prendre son cerceau

18. Les pantins dansent

Musiques intimes et secrètes:

19. Desespoir agréable
20. Caresse
21. Songe creux
22. Fâcheux exemple
23. Nostalgie

24. Premier prélude du nazaréen

25. Petite musique de clown triste

	Erik  SATIE
	Piano Solos
	1986
	56:22
	label: Windham Hill Records; 1979, 86.

Bill Quist [p]     

With the possible exception of Charles Ives, there is no more enigmatic figure in the music of our century than Erik Satie. But while Ives has in recent years been dusted off and dubbed a Major Composer, Satie has remained if not peripheral at least overshadowed. Both musically and historically he looms too large to ignore; and yet he is too peculiar, and his oeuvre too small, to command a place in the standard repertoire alongside his contemporary and friend Debussy. Satie’s music seems almost to resist assimilation or easy acceptance. It does not beguile. Yet as you listen to this record you may find the music reaching you in unexpected ways. Its magic is subtle, but once you have imbibed Satie’s Apollonian nectar, you may find the champagne of Chopin and Brahms’  heavy lager less fulfilling draughts.  The man from whom this reticent yet compelling music came forth was born in Honfleur, Normandy, of a French father and a Scottish mother, and spent his adult life in Paris, where he earned a meager living as a cabaret pianist and a reputation as an eccentric. Satie’s own quirks included the ownership of a dozen gray velvet suits, most of which he never wore (and because of which he was nicknamed “the Velvet Gentleman”). In his early years he was involved with Rosicrucianism. A fascination that remained with him for life was the tales of Hans Christian Andersen. His eccentricity found expression in music not only in the notes themselves but in the cryptic commentary with which the scores were sprinkled. Satie’s performance directions are sometimes so elaborate as to take on the form of surrealist sketches that bear no clearcut relation to the music. The high point of Satie’s career must be considered the avant-garde ballets for which he wrote scores in the years following World War One. His collaborators on these multi-media projects included poet and dramatist Jean Cocteau, choreographer Serge Diaghilev, and set designer Pablo Picasso.

Satie’s piano music, serenely simple and yet full of surprising twists, is in some ways the apex of his artistic achievement. The piano pieces often come in sets of three, and especially in the later works they are lacking in bar lines. Like his other works, they are characterized by simplicity of texture and frequent repetition of ideas. They are pure form — shorn of emotionalism, shorn of display. We are reminded that Satie’s first musical exposure was to Gregorian chant. Chant echoes through his lines. But his genius lies in the enrichment of chant with harmonies and symmetries that were entirely new. The early sarabandes, for example, are almost entirely monodic, but in place of the single tones of chant the monody is built of entire chords, which often leap directly from one key to another without resolution. Elsewhere, simple melodies float over a harmonically static, even obstinately repeated, left hand, turning corners in mid-air that leave the Mozartean four-bar straitjacket far behind. In these matters Satie anticipated Stravinsky and Prokofiev by years or decades. The test of music, however, is not whom it anticipates or what it overthrows, but how it sounds. William Quist has succeeded on this album in giving every note and chord its full expressive value without ever lapsing into Romantic overstatement or falling back into monotony (Satie seemingly invites the latter, while pitilessly exposing any tendency toward the former). This is music-making at its finest. Those who are looking for virtuoso fireworks in the form of thunderstorms and lovers’  reveries will find nothing on this album, but for those who prefer music as clean and airy and geometrically pure as a Grecian temple, it will be a rare find. — Jim Aikin, Contemporary Keyboard Magazine.

	Erik  SATIE
	Pieces pour piano
	
	61:14
	Piano Works (Selection) performed by Klara Kormendi

	(Erik  SATIE)
	VIENNA ART ORCHESTRA:

“The Minimalism Of Erik Satie”
	1984 
	75:14
	label: hat ART

perf. by Vienna Art Orchestra (другие их диски см. в ‘Jazz’)

     Совершенно независимые музыкальные композиции, которые используют оригинал как отправную точку. Диск является своего рода комментарием к творчеству Сати. Выделяя наиболее удачные моменты оригинала, музыканты оркестра сохраняют независимость. Сопрано Лоурены Ньютон используется чисто инструментальным образом. Выделяется туба Джона Сасса, как бы отправляющая нас в 20-е годы, когда туба занимала важное место в джазовых оркестрах и коллективах, исполняющих лёгкую музыку. Первые четыре пьесы для фортепьяно сопровождаются рассказами, пародирующими исполняемую музыку.

Erik Alfred Satie was born in Honfleur in 1866 and died in Paris in 1925. He gave French music the strongest impulse in the struggle to free itself from its dependence on the German romantics, especially on Wagner. Strawinsky's musical development as well as that of the group "Les Six" (especially of Auric, Milhaud or Poulenc, among others) and of the "Ecole d'Arcueil" (of Henri Sauguet, among others) was influenced by his aesthetics without leading to a musical school in which one would have found Satie, in his own words, "as on opponent’'.Today he is considered to be the catalyst that sparked alternative models of music and presentation. The present recording by the "Vienna Art Orchestra" is presented in this light.

The digression we have here contains the didactic ulterior motive, already hinted at in the title, of assimilating sub​stantial affinities between Satie and todays musical currents -- not only jazz.

Satie wanted music without sauerkraut -- "sans chou-croute." He was looking for a completely new aesthetics which should not only generate new compositional techniques, but also lead to the abolition of the distinctions in music between "serious", "high" or "gracious" art and so-called light music which is considered to be inferior. His vision consisted of music without expression, without development -- static, "blanc et immobile." He saw no possi​bility of linking up with existing musical currents and at first used medieval models such as Parallelorgana and Gregorian chant as points of reference as well as the freely floating melodies and irrational rhythms in folk music from Eastern Europe, modern Greece and the Orient. Dynamic specifi​cations are by and large left out, and, through the use of modal keys, he avoids the tensions between dominant and leading notes which characterize the major/minor system. He develops a kind of modular construction technique by assembling, dismantling and reassembling finished units (similarly to Duchamp's "Readymades") in a -- for the lis​tener -- unpredictable way, possibly inspired by random results. Out of this grow ribbons of sound with a charac​teristic structure which is homogeneous in itself. Towards the end of his life Satie summarizes his endeavours under the notion of "musique d'ameublement" (furniture music -- static music in which moment follows moment). In 1924, together with Francis Picabia, he wrote "Relache" subtitled "Ballet instantaneiste." In November 1924, Picabia co-founded with Duchamp and Dermee, as the last offshoot of Dadaism, "Instantaneism", a direction in art marked by singling out an instant and holding on to it. Cubism, too, took this direction, and another variant of this idea can be found today in "Minimal Music", etc.

The fact that Satie remained immune to all the luxury and technical comfort of "art music" (as opposed to folk music -- Transl. note) was certainly not only due to his personal talent but also to his political instinct. Even then, after all, certain attemps to use achievements related to purely composi​tional technique as a means of dominating other intentions became apparent. Satie must have felt the enormous general misery of man which was hiding behind such requirements. Last but not least, this is an explanation for his distrust of "seriousness" in music and of the notion of quality his time adhered to. Later in his career Satie -- as a former experienced cabaret pianist -- overcame these nations by recognizing the un-alienated quality of everyday music as being useful for his fundamental conceptions and by employing it in his time in a way similar to medieval parody. His leaning towards circus music, towards the "Cafe chantant" and the "Music Hall", towards popular songs and jazz is no mere attitude and comes not from a presumptuous distance but from the desire to protect this "poor" music from the mockery of bourgeois an dogmatists. Satie's music constitutes the foun​dation for what Mathias Ruegg calls "Reflections on...". What we have here is a pendant to Strawinsky's "Pulcinella", an arrangement of a piece by Pergolesi, and therefore thoroughly independent compositions using a musical x-ray of the original as their point of departure. According to Satie’s intention there is no sticking to the original and no psychological interpretation. The cycle represents a musical environment commenting on the composer Satie, and objec​tifies what in the original music is so amazing and charming. "Jazz is screaming its sorrow into our faces and we don't give a damn about it," writes Satie. "That is what makes it so beautiful, so real." Jazz -- by now an emancipated musical form -- returns the sympathies of "Monsieur le Pauvre", the (nick-)name Satie liked to give himself, and in its turn makes use of the composer's ideas for its own innovations. The musicians' sensitivity in the improvised parts is to such an extent tuned-in to the "material" interpreted by M.Ruegg as an invitation to contemplation that not a single inter​changeable improvisational cliche arises. The composer's instinct has arranged the notated parts around the imaginary hints of the "Maitre d'Arceuil".

Rueggs instrumentation favours the independence and linearity of the parts. Except for well-aimed percussive effects there is no continuous drumming. Lauren Newton's soprano is used in a purely instrumental way, and the extreme artfulness of the tuba-part as well as its outstanding performance by John Sass as substitute for a double-bass accomplishes two things: A most transparent outline in the whole bass range, and an allusion to the Twenties where the tuba was central to the sound of jazz or light music.

The first four pieces stem from a series of pieces for piano which are supplied with stories and are thought of as par​odies of the "Face-pulling" of incidental music. They orig​inated in Satie's own creative period and represent imag​inary scenes. On the one hand every nuance in the text is echoed in the music, while on the other there appears an ostinato part which remains totally unimpressed by the hysterical objections. In order not to spoil the absurd impres​sion of attacks purely caused by a plan. Satie explicitly forbids us to read the stories aloud. On the topic of music and the stage he says: "The orchestra should not make any grimaces when a person enters the stage. Do the trees on the set pull faces?"

"Aubade" (from "Avant Dernieres Pensees" as well as "Meditation" and "Idylle") is dedicated to Paul Dukas (Solos: Wolfgang Puschnig, flute, and Christian Radovan, trombone). The "Face-pullers" are unmistakably led by John Sass tuba.

The soloists in "Meditation" (dedicated to Maurice Ravel) are Lauren Newton, vocals, and Karl Fian, trumpet. Two further ostinalo patterns are added in the finale: the one from "Aubade" and -- in anticipation -- the one from "Idylle" (tenorsax). Here, too, the tuba has an insistent role.

"Severe Reprimande" (from the "Veritables Preludes Flasques". 1912) is dedicated to a dog. Pianists love to play this piece twice as fast, yet Satie certainly did not intend to make virtuoso fodder. The "Vienna Art Orchestra" sticks to his metronomic indication (=120) and strides through the piece three times whereby subtle harmonic interpretations serve as a foundation -- in the second and third round -- far Harry Sokal's solo on sopranosax. Thus a hidden medita​tive-ritual basic mood is underscored.

"Idylle" (dedicated to Debussy) is a pure "head arrange​ment". First Woody Schabaia (vibes) points at thematic structures that are supported by an ostinato pattern (played by Wolfgang Reisingeron kalimba and Wolfgang Puschnig on flute). Then the theme is taken over by the remaining musicians and carried to the beginning of the piece by way of a collective-improvised return.

In the "3 Gnossiennes" (Songs from Knossos, 1890) Satie made use of the Greek chromatic scale. He was possibly alluding to the sorrowful history of the Greek people who had been fighting for freedom against Turkish rulers since 1770. From then on political sympathies in Western Europe and Philhellenism mingled with veneration for Ancient Greece and its culture. Parallel to that a renewed interest in the ancient world and an enthusiasm for the Orient developed.

"Gnossienne No. 3" is a pure arrangement comparable to the instrumentations of Satie's pieces by Debussy, Poulenc, Milhaud or Cerha (Leading voices: Lauren Newton and Harry Sokal).

"Gnossienne No. 2" illustrates the independence of the freely floating melody from the accompaniment. Towards the end this relationship is further condensed by the inter​weaving of parts of phrases from "Gnossiennes No. 1 and No. 3". Solo: Roman Schwaller, tenorsax.

"Erik Satie ist mir im Traum 3x nicht erschienen" composes the final title of this cycle. It's a genuine composition by Mathias Ruegg with no material provided by Satie. In a kind of conspiracy the musicians stride solemnly across the musical patterns of Satie (Harry Sockel, sopranosax), but this time as through empty, until recently inhabited spaces.

It is quite unusual in jazz to let three soloists (Wolfgang Puschnig. Roman Schwaller and Lauren Newton, accom​panied by Woody Schabata) fashion on their own, and without any influence of the leader on the sound-drama​turgy, originally two sides of a two-record album within the context of an orchestra recording, in this case "Vexations". With remarkable intuition and imaginative power, the three (male and female) musicians decode a clandestine letter with a couple of chords scribbled on it, which has been secretly handed to them. "Vexations" comes from the cycle "Pages Mystiques" (1892-95). A theme in the bass is played once on its own and once together with two treble parts. At this point we find a sign about which Satie remarks that it is "common" to introduce the theme here in the bass where​upon the accompaniment with the two treble parts follows, but this time with their positions reversed, until the aforesaid sign appears again, and so on... Satie prescribes 840 repeti​tions at a "very slow pace". The first performance in 1963 was realized by John Cage and a team of several pianists in 19 hours. "Experts" believe he would have required 28 hours had he played at the "correct pace". It is probable that Satie is here making fun of deadly seriousness or false mysticism, though his exact intention is (fortunately) unknown. But his jokes generally have serious undertones -- the chord progres​sion is far too interesting to be dismissed as a mere "gag". Satie would certainly have been pleased by the version by the Puschnig-Schwaller-Newton team: They accept his litany as an invitation to meditation.

-- H.K.Gruber, Vienna, May 1984

	(Erik  SATIE)
	MASLAK & ITAKURA:

“Excuse Me,                  Mr. Satie”
	1994 
	61:40
	label: Leo

Keshavan Maslak [cl, ss, ts, noises, voice], Katsuyuki Itakura [p]. 

[Вещи Сати следуют через одну, начиная с первой; между ними — авангардные импровизации исполнителей и произведения Kenny Millions]

   “I have put into it everything I know about boredom.” — Erik Satie.

   “I have added to it all the absurd non-jazz elements that I passionately could think of at the moment.” — Kenny Millions.
   “We offer you the first of its kind; An improvisatory development of Satie’s music, interspersed with our own compositional ‘excuses’. Since Erik Satie (1866-1925) is considered to be the first avant-garde composer, we are presenting these explorations in the spirit of the avant-garde. Finally all we can say is, “Excuse Me, Mr. Satie”. We hope you have enjoyed being together with us as much as we have enjoyed being together with you!

Excuse me for being

Excuse me for being

             myhappyself

We humbly dedicate this recording to all those people who already dislike us. Please have a beer with our compliments!” — Keshavan Maslak.

	(Erik  SATIE)
	Jacques LOUSSIER:

“Gymnopedies, Gnossiennes”
	1998
	51:33
	label: Telarc.

Jacques Loussier [p]; Benoit Dunoyer de Segonzac [b]; Andre Arpino [d].

  Compositions of Jacques Loussier on Themes of Erik Satie.

  The works of the French fin-de-siecle composer Erik Satie have long held a fascination for musicians in almost all fields. His little set of Gymnopedies has appeared more than once in soundtracks of films by Louis Malle, in rock treatments by Blood, Sweat and Tears, and in crossover jazz and classical settings by James Galway and Cleo Laine. These dances (inspired both by the classical Greek anapafe, in which young men danced in formal movements based on wrestling and boxing, and by Flaubert's vivid evocation of ancient Carthage in Safammbo are among Satie's earliest works, and also his best-known. But what is the secret of their enduring appeal? And what led one of France's leading pianists, famed for his jazz interpretations of baroque composers like Bach and Vivaldi, to try his hand at exploring Satie's music in a jazz context? Jacques Loussier says, "I was attracted both by the qualities of surrealism in Satie's music and by the great purity of sound in these piano pieces. In their original form they create an esoteric atmosphere, and I have chosen to extend this, investigating their meditative aspects, researching what they have to say about our inner selves. There's no room in these pieces for any kind of display of planistic technique such as you might find in my interpretations of Bach or Vivaldi. Instead, I'm taking a completely contrasting approach and looking deep into the music." To those who know Loussier only from his Play Bach discs, this may seem a startling departure. Yet for much of his career. Loussier has explored a wide range of musical territory, both as composer and pianist, and in his own works such as Pulsions, or his Mass for the 21st Century, there are strong pointers to his interest in Satie. Such indicators exist also in his enthusiasm for the jazz pianists John Lewis and Keith Jarrett, both of whom have explored the ideas of modes, repetitive motifs, and minimal texture that are such an integral part of Satie's innovatory writing. No jazz pianist has yet gone as far as Loussier does on this recording in exploring the meditative and improvisatory possibilities in Satie's music. Even more remarkably, Loussier conducts his exploration within the standard instrumentation of the jazz trio without, for example, resorting to the Japanese and Balinese trappings of Tony Scott's famous Music for Zen Meditation [см.]. Erik Satie (1866-1925) is a controversial figure in French music, for a long time perceived as little more than a stylistic bridge between the work of Chabrier and Satie's friend, Debussy. Yet since the publication of Alan M. Gillmor's critical biography of Satie in 1988, it has become more and more apparent that such a perception will not do. Satie may not have followed the conventional career of a great composer in terms of his wayward and dissolute life, and he significantly failed to shine as a pianist during his checkered years at the Paris Conservatoire from 1879 to 1886. Yet he developed a sound world of his own that owed nothing to the predominant Wagnerian esthetics of the period, and which triggered a new line of musical development that can be traced directly through Debussy and Ravel via Milhaud to the works of John Cage, Steve Reich, and Philip Glass. It was a supreme paradox that a man whose musical thinking was so neat and tidy should live much of his life amid the chaos of fin-de-siecle Montmartre, with its bizarre nightlife, bohemian freedom, and host of illicit pleasures. On the other hand, it was precisely his immersion in the exotic atmosphere of Montmartre that made it possible for Satie to create such ground-breaking music, free from many of the conventions that bound the thinking of his contemporaries. Not only was Satie a musical innovator, but he became deeply involved in the revolution in all the arts that was taking place in Paris at the dawn of our century, befriending Cocteau and Brancusi, and collaborating with Picasso on the ballet Parade, where the painter's designs and extraordinary costumes matched a score that adds typewriters and sirens to the instruments of the orchestra. Such surreal thinking had its origins in Satie's Gnossiennes, the first of his works in which he included witty and eccentric comments on the piano score. In due course, this led into an almost Dadaistic subtext to every piece, but between 1889 and 1897, when all six Gnossiennes were written, Satie restricted himself to such comments as "sans orgueil" or "ouvrez la tete" — "don't be proud" or "think freely." It is clear that in his interpretations, Jacques Loussier has taken Satie's slightly surreat instructions to heart. The disc starts with the first of Jacques Loussier's own variations on Gymnopedie No. 1. The original was written in 1888, by which time Satie was already adopting such odd conventions as writing without bar-lines to divide the measures. Nine years later, Debussy produced his famous orchestral version of the piece. For this disc, Loussier elected to compose his own set of variations on the first Gymnopedie, rather than work through all three of Satie's original dances which are fundamentally similar in structure and content. This first variation keeps close to the familiar simple pastoral theme with its repeated modal lines. In the second Gymnopedie variation, the trio injects jazz feeling into a more up-tempo, repetitive, circular theme, but the piece again dramatically captures the meditative atmosphere of Satie's work. The piano and the bass of the trio's newest recruit, Benoit Dunoyer de Segonzac, trade phrases towards the end: the bass takes on the melodic motion, allowing Loussier to fragment his piano line towards the fade.

The first of the six heard here, Gnossienne No. 3 (which was famously orchestrated by Poulenc in 1939) is built on whole-tone and oriental scales — the piano overlays scalar figures over a repeated modal underlying pattern, and the whole piece contains a sense of suspension from reality. The bass patterns of the rock era underpin the opening of the next piece, but as in the original score of Gnossienne No. 6, the piano motif is repeated in different keys and levels. Loussier's performance leaves space for the bass to take over before it merges back into patterns. The piano re-enters with a low-key sense of drama, progressively built up by Andre Arpino's brushwork. Gnossienne No. 2 opens with the bass playing the simple melody and retains a dark feeling with the bass featured prominently throughout. The third variation on Gymnopedie brings the listener back to the clear, unadorned landscape of the opening track. Loussier introduces short, almost skittish, improvisatory ideas, and as with his Bach playing, it is hard to tell where Satie ends and Loussier begins. Anyone familiar with the original Gnossienne No. 4 will immediately recognize the extended left-hand arpeggios of the original with the melodic line intact and the bass emphasizing the descending minor chord structure before the trio moves into a freer section with some piano improvisation over attenuated arpeggios. Arpino's drum solo brilliantly maintains the prevailing mood until the piano re-enters. Gnossienne No. 5 was actually the first of this series to be written, with its complex thirty-second note flourishes. Satie's biographer, Alan Gillmor, wrote: "It has its parallel in the collage techniques of the cubists, whereby bits and pieces of familiar material are juxtaposed in new and fresh relationships." The jazzy section that follows the bass solo in Loussier's reinterpretation is just such a collage — Loussier abandoning his usual headlong drive for something altogether more impressionistic — and this is the word that best describes the return to the opening theme. Gymnopedie variation four returns to the earlier contemplative mood before a more overt rhythmic content enters in Gnossienne No. 1, a subtle drum backbeat and updated bassline producing a very contemporary sounding trio performance. In the closing Pas a pas, a Loussier original played just as a piano solo, Loussier demonstrates his supreme keyboard artistry, and carefully positions his own creative imagination midway between the two parallel twentieth-century traditions that grew from the 1890s: jazz and the modernism pioneered by Erik Satie. — Alyn Shipton Jazz critic for the London Times and presenter of jazz programs for ВВС Radio.

	(Erik  SATIE)
	Steve & John HACKETT:

“Sketches of Satie”
	1999
	49:02
	Steve Hackett (см. тж. с Genesis) [g]; John Hackett [fl].

“Ah, but there’s the beauty

...in the things he didn’t do.”

01 Gnossienne №3 2.24

02 Gnossienne №2 1.56

03 Gnossienne №1 3.18

04 Gymnopedie №3 2.36

05 Gymnopedie №2 2.52

06 Gymnopedie №1 3.55

07 Pieces Froides №1 Airs a faire fuir I 2.46

08 Pieces Froides №1 Airs a faire fuir II 1.36

09 Pieces Froides №2 Danse de travers II 2.05

10 Avant Dernieres Pensees Idylle a Debussy 0.57

11 Avant Dernieres Pensees Aubade a Paul Dukas 1.11

12 Avant Dernieres Pensees Meditation a Albert Roussel 0.54

13 Gnossienne №4 2.41

14 Gnossienne №5 3.20

15 Gnossienne №6 1.41

16 Nocturnes №1 3.31

17 Nocturnes №2 2.14

18 Nocturnes №3 3.36

19 Nocturnes №4 2.49

20 Nocturnes №5 2.27

	(Erik  SATIE)
	Sigune von OSTEN:

“SATIE, IVES, CAGE”
	1994
	58:11
	label: ITM Media, series 'Classics'.

Sigune von Osten [soprano]; Armin Fuchs [klavier].

ERIK SATIE 

1. Tendrement 6.36
TROIS MELODIES:

2. Le chapelier 1.09 

3. Dapheneo 1.25 

4. La statue de bronze 2.04
5. La diva de "l'Empire" 3.08
LUDIONS:

6. Air du rat  0.36
7. Spleen 0.57
8. La grenouille americaine 0.59
9. Air du poete 1.00
10. Chanson du chat 0.36
11. Je te veux 5.36

CHARLES IVES

12. The Circus Band 2.21 

13. The Greatest Man 1.23 

14. The Childrens' Hour 2.18 

15. Tom Sails Away 2.20 

16. Memories 2.25 

17. Like A Sick Eagle 2.06 

18. Nov. 2, 1920 2.54 

19. Serenity 2.00 

20. Down East 3.19 

21. Charlie Rutlage 2.20

JOHN CAGE

22. The Wonderful Widow Of Eighteen Springs 2.28
23. Aria 7.59

Realisation Sigune von Osten

Sigune von Osten belongs to the leading singers especially engaged in twentienth century music. Many composers from various countries have composed for her voice. She has collaborated with composers such as John Cage, Edison Denisov, Cristobal Halffter, Luigi Nono, Krzystof Penderecki, Giacinto Scelsi and Olivier Messiaen, who considered her to be one of the premier interpreters of his work.

Born in Dresden and raised in Hamburg, she studied at the conservatories in Hamburg and Karlsruhe, continued her studies with Elisabeth Grummer and Eugen Rabine and recieved the first prize at the national vocal competition in Berlin.

Armin Fuchs was born in Nuremberg. He studied piano with Erich Appel and Arne Torger, composition with Bertold Hummel, and accompanying with Norman Shetler. He participated in the master classes of Pavel Gilllov, Yong Uk Kim and Rudolf Metzmacher. During this period, he began his concert career playing chamber music, vocal accompaniments, and solo interpretations of contemporary music. He has been invited to play at several major European festivals: The International Festival for New Music/Rome, Concerts Ville de Geneve, 1. Munchner Musikbiennale, Internationale Ferienkurse fur Neue Musik/ Darmstadt, South Bohemia Music Festival/CFR, Biennale Sound Ways/St.Petersburg, Frankfurt Feste. He performed a leading role in Edgar Reitz's ZDF-film "Die zweite Heimat".

He is an avid interpreter of the works of John Cage and Erik Satie (including his 28-hour non-stop "Vexations"), and has composed extensively.

[...]

Aria

A graphic score (vocal lines, squares) in ten different colours which represent different styles of singing. The text employs vowels and consonants and words from five languages: Armenian, Russian, Italian, French, and English. Realisation is made by the singer.

	Somei  SATOH -- см. в разделе 'Classics'
	
	
	
	

	SAUSAGE
	Riddles Are Abound Tonight
	1994
	48:43
	Les CLAYPOOL – см. Les CLAYPOOL; тж. его проекты: PRIMUS; OYSTERHEAD; тж. с: BUCKETHEAD; Tom WAITS.

Трио бурного авант-рока: 

Les Claypool [b, v]; 

Todd Huth [g]; 

Jay Lane [d].

	SCARAB
	Asrar el Qadim wa'l Qadim (Secrets of the Past and Future)
	1996
	49:05
	label: WordSound Recordings (New York) e-mail: wordsound@aol.com  web: www.wordsound.com 

Special Limited Edition – 2000 copies, R.P.M. Series.

Conjured by Jadoo and The High Priest.

Illusions by Sneak Attack.

Artifacts by RPM Services.

Guided by The Mighty Unseen Force Who Makes All Things Possible.

1. Seekers of Thruth (Tulab el Haqq)

2. Danger

3. Scent of Arura

4. Burnt Offerings

5. The Castle of Nonexistence (Bath Badgerd)

6. Fall of the Towers Of Convention

7. Internal Dynasty

8. The Lost Sonic

Rec. and mixed at The Other Side / Greenpoint Studios, Brooklyn, NY.

Альтернатива на суфийские музыкальные темы с участием акустических и электронных инструментов. Богатый саунд, напряжённые композиции; к сувенирному фольклору эта музыка отношения не имеет. Любителям расслабиться под new age / world music – этот CD не рекомендуется.

	SCAT  OPERA
	Four Gone Confussion
	1992
	49:56
	punk-rock 

label: Music For Nations (London)

Mark Diment [d, perc]; John O’Reilly [b, k]; Steve Yates [g]; Ernie Brennan [v, k].

	Jenny SCHEINMAN
	Live At Yoshi's
	2000
	54:46
	весёлый avant/impro project
label: Avant

rec. 1999
Jenny Scheinman: violin

Dave Mac Nab: guitar

Todd Sickafoose: bass

Scott Amendola: drums
Сады для прогулок этой виртуозной скрипачки простираются от умного, аккуратного авангарда до весёлой безбашенной free-импровизации с лёгким участием фолковых тем. Очаровательно всё! Я понимаю, что от музыки в Вашей коллекции этого не требуется, но сей диск наверняка станет любимцем не только вашим, но и вашей семьи. Начиная с кошки. (А если кому не-, то туда ему и дорога). Потому что совершенно безапелляционно уверен, что это – lux.

1. Junius Elektra

2. Sensitive New Age Caveman

3. 25 at 2525

4. Weighing Water

5. Stumble Light

6. Parenthesis

7. Through the Dark

all tracks composed by Scheinman

	Jenny SCHEINMAN
	Shalagaster
	2004
	52:16
	label: Tzadik

Trevor Dunn: Bass 
Russ Johnson: Trumpet 
Myra Melford (см. в ‘Jazz’): Piano, Harmonium 
Jenny Scheinman: Violin 
Kenny Wollesen: Drums

Jenny Scheinman, a frequent collaborator of guitarist Bill Frisell, is one of the most sought-after violinists on the scene today. Her second CD for Tzadik, created especially for the Oracles series, features her brilliant quartet augmented by the beautiful keyboards of Myra Melford. Eleven dynamic new compositions, masterfully conceived, make up this heartfelt program of modern folk jazz.

Violinist and composer Jenny Scheinman has done it again on Shalagaster, his sophomore effort for John Zorn's Tzadik label. With a quintet which includes pianist Myra Melford, drummer Kenny Wollesen, bassist Trevor Dunn, and trumpeter Ross Johnson, Scheinman wrote ten of the 11 tunes here, which range from klezmer-influenced classical music as it encounters jazz in the modern world - "Wiseacre" - to muted, loopy, tango bliss-outs ("Tango for Luna"), to the strange country-song-influenced and arcane "New View of the Horse," to the shimmering glissandi of jazz harmony and arrangement in "American Dipper." Melford's pianism adds depth and dimension to this set; she cavorts with Scheinman's compositions, yet never attempts to trademark them with her own notable style. She sings them with comps, fills, or direct harmonic confrontations. On "Nigun," Scheinman's violin creates the place of erased history as she drones through Melford's contrapuntal drone and melody that seems to come from the heart of Jewish antiquity. But this is not "out" music. It is warm, true sounding, and brilliant in its scope. The arrangements are lovely, even moving; and Ms. Scheinman's compositions carry within them the mystery, history, heartbreak, and humor of the American experience as lived through one at the margins of culture, race, ideology, style, and spirituality.

American Dipper Female

Into the Clearing

Tango for Luna

Milk Bottle

The Lucky Hum

Wiseacre

New View of the Horse

American Dipper Male

Nigun

Zeynebim

See Through

all tracks composed by Jenny Scheinman except #10 by Siral

	Elisabeth SCHIMANA
	Berührungen
	1998
	42:02
	(acoustic) ambient-avantgarde – подобные проекты см. тж. напр. Pauline OLIVEROS

label: Musik Aktuell (Osterreich)

Produced and mastered by Elisabeth Schimana. e-mail: elise@aon.at 

Recorded at Minoritenkirche in Stein.

We recommend the use of headphones because of binaural recording!

1. 1/A

2. 1/B

3. 1/C

4. 1/B*

5. 2

6. 3

The cosmic circle encloses the black, white and red domain of existence. It contains the dark, the mind, wether associated with the intellectual debates in the village square, the supreme may leave its black shell. Further the cosmic circle contains the marginal space of the grave-other. All these marginal domains provide red gateways between the black and the white bounded domain of the earth and the physical body. It also contains the light, open domain of insights of the white spirits in the land of the dead, or the white body of the inner person, which yards and refuse heaps, the rivers and river banks, or any place of encounter between self and spheres of existence.

---- Aus dem Artikel “The Encounter in the Water Mirrow” von Anita Jacobson Widding in Body and Space (1991).

The place of performance is unusual and was an important source of inspiration for the composition of this piece: The empty, late-Gothic interior of the Minoritenkirche with its three naves, with an apsis set off the line of symmetry and a chapter hall with access from the crypt – this spatial effectuality, its acoustics, its spirituality are of great importance for the structure of the composition Berührungen.

The genre is the "performance" of a composer acting as vocalist, alone on stage, with the support of live-electronic, visually set in scene by video-projection and distinct light-effects. All acoustic happenings of Berührungen are based on the cantus firmus of a Gregorian chorale. Its few notes form a kind of imaginary bass-line stretched to 42 minutes, the duration of the performance. Berührungen is divided into three sections with relative time proportions of 3:2:1. The texture of the first and longest section is defined by glissandi rising from the notes of the cantus firmus. The moment of blurred perception, when the listener barely can hear two sounds as two seperate units and just no longer as one, the so called "critical band", determines the compository structure of the glissandi. In addition, the pitch of singing triggers stored sounds by MIDI-control. The glissandi sung in the performance are stored and transformed after certain rules into acoustic loops.

Following the partition of the piece into three parts its focus changes slowly from dense to transparent textures, from live-singing to electronic transformation and visually from the illumination of the real body to its video projection on scene. Three levels – singing, water and the circulatory systems of the body – tell their own story. Independently of each other they touch in synchronous cycles. They meet on points defined by the composition as welt as on the fundament of the Gregorian cantus firmus in various planes of meaning: the clear symbolism of mysticism, the finesse of electronic arrangement of sound and light, the story of transforming real voice and space into their virtual realities. 

----- Christian Scheib

The hallelujah melody "Verba mea" from 10th and 11th century manuscripts is the central theme of the composition featuring nonverbal singing and watersounds. Alluding to the intentions of the polychoral monumental Roman style of the 17th century electronic choirs, generated by my voice, are projected into the space of the church. A sea’s sounding is finely dispersed by spectral filters into single layers of frequency bands spread in space and reveals itself with the placement of the last layer. All acou​stic materials are stored without dynamic preadjustment and are modeled and attuned to the shape of the the room.

Within the bounds given by the score of the composition the live voice can move absolutely freely and react spontaneously to the digital loops built up by it. This material can be used freely by the sound engineer during the performance. In addition there is acoustic material on eight mono-sound tracks coming from fixed positions in different vertical and horizontal planes of the room and inviting the audience to walk these spheres of sound. The voice is also used as a control device to call up stored material by MIDI, to play with it to let it fall again, or not to be able to catch it at all.

The listening, the feeling into the circulations hidden in the body, the visualization of its inner structures and the cosmology of tribes of southwestern Kongo and Zaire speaking Kikongo are the base of the visual concept of Berührungen.

----- Elisabeth Schimana
Композитор и исполнитель на терменвоксе Элизабет Шимана известна далеко за пределами Австрии. Занимается новая Элиза экспе​риментальными проектами и славит​ся в кругах профес​сионалов и любите​лей электронной музыки тем, что ка​ким-то чудом умеет добиваться грантов на совершенно, ка​залось бы, невероят​ные проекты - на​пример, на между​народный оркестр терменвоксов, на двухгодичную стажировку на родине Термена, то есть в России. 

--- Д. Ухов

	Otto von SCHIRACH
	Chopped Zombie Fungus
	2003
	72:39
	noise-experimental 

label: Schematic

Ритмичный проект, изобретательный и колоритный по саундам и композиционным решениям.

This collection of three EPs attempts to be humorous. Unfortunately, these simple tracks (several with shouted vocals declaring “IDM!”) come across as junvenile. Schirach’s parody of Miami bass sounds like a fifth grader reciting newly learned sex slang over pounding beats and DSP tom-foolery. There aren’t many melodies on this album. Or new ideas. Schirach is one of a handful of artists attempting to infuse electronic music with punk attitude. Certainly he means well, but to my ears this is a failed experiment.

March 14, 2003 by Jacob Arnold

For the aloof in the room, the story goes like this: After a devastating crash in which his "land craft" was totaled and both of his legs were mangled, Otto Von Schirach awoke, six months later, from a painkiller haze, disoriented and confused. The psychological effects of his trauma drastically altered his approach to music: Less melodic, more chaotic, light on the thoughtful, and heavy on the unbridled subconsciousness. The resulting series of three EPs, collected here as Chopped Zombie Fungus, are residual products of Schirach's "accident," macabre and chaotic threads of intravenous beats and bed-pan bass that fold hip-hop, booty house and layer upon layer of processed noise into his hospital bedsheets, soaking them in night sweats and urine. 

That's the story, anyway. The plot. The reality is that life-altering tragedy has never sounded as good as it does when filtered through Schirach's delusional mind, fabricated or legit. Besides being a fine marriage of product and packaging (both the furry scrotum flipping the bird on the sleeve of the third EP, Earjuice Synthesis and the post-apocalyptic hardware warriors on Boombonic Plague, both designed by illustrator AS1, are an essential backdrop), Chopped Zombie Fungus manages to take the most predictable elements of the Schematic sound and frappe it into something tormented and way outside of the box, a sound as frightening and surreal as it is pop-lockin'. 

And in almost every instance, that conversion is a success. Chopped Zombie Fungus twitches its way through the dancefloor underworld, rubbing up against gyrating asses and thrusting pelvi as it searches for the Champagne Room, occasionally grabbing the mic and kicking a rancid verse. The Brian Eno-esque delivery that Schirach exhibits on "Earjuice Synthesis (Urinate on MCs)" becomes increasingly fresh with each listen, a strange sing-song that approximates Bodenstandig 2000 with its fractured, atonal rhythm; couplets like, "Organized bubble bass/ Begin fisting the speaker," become deranged manifestos, lurking behind rumbling bass swells and breaks that writhe and twitter like dying millipedes. 

Nothing here could be classified as sunny, and all things are not as they seem; only David Lynch could have daydreamed "Pelican Moondance", a fevered hallucination in which some Sri Lankan ceremonial samba gets wrapped up with an anesthetized, ancient starlet droning "Bessame Mucho" until her throat bleeds, and the aggressive new wave stomp of "Laptops&Martinis" is just the right mix of mutilated party anthem and breakneck cut/paste lunacy. "Whip Me Down" is less successful, so preoccupied with barking S&M commands ("Whip me down/ Make me hurt/ Make me bleed/ Touch my tit") that its promising ghetto-tech beats are allowed to wander off into oncoming traffic. But "Boombonic Plague" recovers the ball with the grace of a quadriplegic prostitute, cramming in enough cum-soaked booty house and disembodied demon children to rival GGG for sheer sensory perversion. No wonder it's the cut that kicked off the series. 

If there's a weakness to this compilation, it's not fire or decapitation or a shotgun blast to the dome, but the complete lack of restraint Schirach exhibits on many of the tracks. For sure, all three EPs are a product of frenzied, albeit revelatory, self-indulgence; but when things get out of hand, the listener gets buried alive beneath the studio noodling. The barely together "Sliced Mucus Farts" dries up quickly while "Granny Foot Powder" falters, suffering from too many aborted passages. I'll admit that it might take me years to decipher what's going on at the recess-and-Thorazine core of "San Lorenzo", but it seems like extraneous information, one too many B-movie sequels. Then again, more than an hour's worth of carnage takes its toll on a man. The sickness of it all leaves you stumped. 

As any of the undead realize, things are better ripped apart, split into pieces and gnawed at patiently. Taken in pieces, the true depths of Otto Von Schirach's scheme are better comprehended, easier to swallow and easier to flip than skip. The aim of Chopped Zombie Fungus takes time to absorb, and some cuts (like "Facelift") suggest eggs being laid under rotting logs, waiting. It's something for which Lucio Fulci and Gescom combined may be no match. This collection is Where the Wild Things Are; only the monsters are horny, hungry, and fighting off Atomic Zombies on the shore of Bikini Beach, amped up on pheromones in Clockwork Orange skivvies. 

Otto, you done did George Romero proud. 

- Mark Martelli, March 20th, 2003

	Alexander von SCHLIPPENBACH – см. в 'Jazz'
	
	
	
	

	Irmin SCHMIDT 
	Music At Dusk
	1987
	37:22
	Irmin  SCHMIDT -- cм. тж. c: CAN (в "Rock")

label: Mute (London), 1992

Irmin Schmidt [v, k]; Michael Karoli [g]; Jaki Liebezeit [d]; Franck Ema-Out [b]; + Juan Jose Mosalini [bandoneon]; Max Lasser [slideguitar]; Steve Baker [harmonica]; Gerd Dudek [sax]; Manfred Schoof [fl h]; Egon Stegemoller [vln].

	Irmin SCHMIDT
	Impossible Holidays
	1991
	41:40
	label: Mute (London), 1992

Irmin Schmidt [v, p, synth]; Michael Karoli [g]; Geoff Warren [a s, fl]; Juan Jose Mosalini [bandoneon]; Franck Ema-Out [b]; Jaki Liebezeit [d]; Steve Shenan [perc]; Peter Weihe [g].

	Julian SCHNABEL
	Every Silver Lining Has A Cloud
	1995
	60:35
	label: Island (New York)

Produced by Bill LASWELL & Julian SCHNABEL.

Bill Laswell (см.) [b]; Buckethead (см.) [g]; Bernie Worrell (см.) [organ]; Nicky Skopelitis [rh g]; Anton Fier [d]; Julian Schnabel [lyrics, v]; + Micheal Wincott [harmonica]; Electra Stewart [vln]. 

Возникают ассоциации с Cure, Rolling Stones и, даже, Kevin Coyne (№9). Все эти аллюзии относительно английского рока прекрасно спродьюсированы Ласвеллом: чёткие и ясные, прозрачно звучащие картинки. Т.е. английский рок здесь сильно идеализирован. 

Что ещё здесь сильно, это полиграфия. На лицевой стороне вкладки мы видим, как младенец с радостной улыбкой зачарованно взирает на свой вздымающийся гигантский фантомный член. А на развороте вкладки этот младенец уже взрослый и он оказывается Иисусом с Пылающим Сердцем. А этот его устремлённый вверх исполинский член теперь пронзает небеса, видимо, до самого Бога-Отца. Одно слово – человечище! И не о бабах он думает с такой своей супер-потенцией, но направляет сию силищу на Горнее. Такой вот символизм. Такая весёлая люцеферианская идея.

	John SCHOTT
	In These Great Times
	1997
	46:20
	label: Tzadik

Trevor Dunn: Bass 

John Horton Murray: Voice 

John Schott: Guitar 

Kenny Wollesen: Drums 

A virtuoso guitarist best known as a member of Junk Genius and the San Francisco jazz/funk supergroup T.J. Kirk, John Schott is joined by tenor John Horton Murray (The Metropolitan Opera), bassist Trevor Dunn (Mr. Bungle) and drummer Kenny Wollesen (New Klezmer Trio, Masada, Tom Waits) on his debut as a leader. 

Recalling the exotic precision of Schoenberg's chamber masterpiece Pierrot Lunaire, this ambitious song cyle creatively mixes contemporary classical compositional techniques with improvisation, using Hebrew, Yiddish and German texts by Franz Kafka, Karl Kraus and Jacob Glatshteyn. 

tracks:

1. Preface

2. In Dieser Grossen Zeit

3. The Torch

4. Das Kommen Der Messias

5. Albatross

6. In Zikh

7. 1919

8. The Trial

9. Afterword

	John SCHOTT
	Ben  GOLDBERG,  John SCHOTT,  Michael  SARIN:

“What Comes Before”
	1998
	44:13
	label: Tzadik

http://www.tzadik.com/CDSec...alJewishCulture/before.html 

Ben Goldberg [cl]; John Schott (см.) [g]; Michael Sarin [d].

Produced by Ben Goldberg & John Zorn.

Two of the most creative composer/performers on the West Coast, Ben Goldberg (New Klezmer Trio – см.) and John Schott (T.J.Kirk) are joined by the versatile Brooklyn-based drummer Mike Sarin (Dave Douglas, Myra Melford).

These provocative compositions and improvisations for clarinet, guitar and percussion create a delicate musical universe balancing space and movement, thoughts unimagined, feelings unfelt.

These are improvisations where every note counts. Spare and stark, these introspective pieces touch upon Jewish life and philosophy in a manner both subtle and cruel.

1.
 Time Outsides Of Time

2.
 Evening Song

3.
 Night Prayer Song

4.
 Morning Song

5.
 Thirteen Qualities

6.
 What Comes Before

	Paul  SCHUTZE
	Apart
	1995
	50:28 47:35
	SCHUTZE – см. тж. с: Russell MILLS; O YUKI CONJUGATE;

noise-dark ambient – Schutze создатель не молодёжного ноиза игрушечного космоса, но автор настоящих авангардных проектов, холодных и мрачных, как откровение божественного духа.

Composed, recorded and produced by Paul Schutze, Nov 94, London.

label: Virgin
DISC I

1
RIVERS OF MERCURY

2
A SKIN OF AIR & TEARS

3
THE SLEEPING KNIFE DANCE

4
VISIONS OF A SAND DRINKER

5
THE COLDEST LIGHT

6
EYELESS & NAKED

7
THE GHOSTS OF ANIMALS

8
TAKEN (APART)

9
CONSEQUENCE

10
THE MEMORY OF WATER PT II

DISC II

1       THROAT FULL OF STARS

2        SLEEP I

3        SLEEP II

4        SLEEP III

	(Paul  SCHUTZE)
	SEED:

“Vertical Memory”
	1995
	55:04
	label: Beyond Records (UK)

His seed shal bycome faderless in straunge lond.

Composed and produced by Paul Schutze; Digital Editing – Andrew Hulme.

1. Sight Wave Relock

2. One Armed Sun Ascending

3. The Luxury of Horns

4. 900 Ghosts

5. The Alteration

6. Eliptical Twilight

7. Falling Bodies Alight

8. Codex Bast

9. Entropic Appetites

10. 2 Air

	Paul  SCHUTZE
	Fell
	1996
	53:49
	label: 7o (London: E-mail: 101741.1111@compuserve.com ; 

USA: E-mail: Soleilmoon@aol.com )

Signed and Numbered Limited Edition of 999

Project by Schutze & Hulme

1. After the Knives

2. God Box

3. Dead Language

4. The Prayer

5. Rain of Rust

6. Ioascan Incision

7. Fallen 

	Paul  SCHUTZE
	Paul SCHUTZE & PHANTOM CITY:

"Site Anubis"
	
	59:43
	Paul SCHUTZE [k, samples, engineering, production]; 

Bill LASWELL (см.) [bass (#1,2,3,5,6)];

Lol COXHILL (см.) [s sax (#6,7)];

Alex BUESS [bass&contrabass clarinet (#2,3,5)];

Julian PRISTER [trb (#4,6)];

Raoul BJORKENHEIM [g (#1-6)];

Dirk WACHTELAER [d (#1-6)];

Robert MUSSO (см.) [engineering].

thanks to Marcus Weiss for saxophone harmonics; David Toop (см.); a.o.

1. Future Nights

2. An Early Mutation

3. Blue Like Petrol

4. The Big God Blows In

5. Ten Acre Ghost

6. Eight Legs Out Of Limbo

7. Inflammable Shadow (aka Vermilion Sands II)

That morning a report came in from an unmarked heli​copter somewhere over the city. The waters were subsid​ing and the smoke from a thousand fires had begun to drift inland reveal​ing an impossible new structure. Towering some eight hundred feet over the gleaming devastation of the streets, its base occupying an entire city block, was a colossal black basalt figure. The body was male and human, -- the head, which stared expectantly toward the boiling western horizon, was the head of a jackal. From the air it was clear that the pattern of destruction on the ground was radial and that the massive figure was sited precisely at its centre.

	(Paul  SCHUTZE)
	PHANTOM CITY Live Unlive:

"Shiva Recoil"
	1997
	52:47
	label: Virgin

Paul Schutze: keyboards and tapes

Raoul Bjorkehnheim (см.): guitar

Toshinori Kondo: trumpet

Alex Buess: bass clarinet

Bill Laswell (см.): bass

Dirk Wachtelaer: drums

recorded at Tampere Jazz Happening, 3rd of Nov 1996,

Pakkahuone, Finland

1. Black Data II 13:59

2. Black Data I 38:48

	The SCIENCE GROUP
	A Mere Coincidence
	1999
	52:57
	avant-garde

label: ReR (Cuneiform / Locus Solus)

www.megacorp.u-net.com 

rec. 1999

Chris Cutler – texts

Stevan Tickmayer – music

recorded, mixed and produced by Bob Drake

Chris Cutler (см.) – drums, electronics

Amy Denio (см.) – vocal

Bob Drake (см.) – bass, vocal, guitar, drums

Fred Frith (см.) – guitar

Claudio Puntin – clarinet, bass clarinet

Stevan Tickmayer – piano, keyboard, zither, violin, sampler

The Science Group's A Mere Coincidence demonstrates the potential diversity of avant-garde music as well as some of its weaknesses. The album begins aggressively with "Mnemonic," a song that moves rapidly from deep, driving piano riffs to female vocals with the occasional moment of sheer terrific distortion thrown in. In contrast, track three starts out sounding more like the detached bleeping and blurting of Nobukazu Takemura, but consolidates around Amy Denio's high, haunting vocals and repetition of lyrics like "a trace of DNA / a filament so fine." Those type of high-minded lyrics are evident throughout the song titles and liner notes and serve to make A Mere Coincidence's pseudo-scientific theme more cohesive in the absence of strong musical similarities between songs. The end result, however, is somewhat hollow music that sounds like it might have been written to accompany a modern theater piece. As die-hard experimentalists, the Science Group themselves probably wouldn't object to this characterization, claiming that they are only encouraging the listeners to fill in the music's considerable gaps with their own imagination.

	The SCIENCE GROUP
	Spoors
	2004
	56:32
	avant-project – авангард (в основном) / авант-рок (без вокала)
label: ReR Megacorp

rec. 2002-2003

Stevan Kovacs Tickmayer [k, sampler]; Bob Drake (см.) [b, g, organ, engineering, mix]; Chris Cutler (см.) [d, electrified kit]; Mike Johnson [g].

All titles composed by Stevan Kovacs Tickmayer

Those who got hooked by Amy Denio's singing on the Science Group's first album, A Mere Coincidence, may be disappointed at first by Spoors. But the all-instrumental sibling has a lot to offer in terms of complex, rehearsal-heavy avant-prog rock. Stevan Kovacs Tickmayer is still the mastermind of the project, his precise compositions posing a double challenge to rock musicians: the virtuosity, of course, but also the capability of turning these intellectual constructions (very close in form to contemporary music) into a music that conveys the drive of rock & roll. Well, the quartet pulls it off with brio. Helping out the keyboardist are bassist Bob Drake, drummer Chris Cutler, and Thinking Plague leader and guitarist Mike Johnson, whose work here pulls the music even closer to the Plague/5uu's/Moter Totemist Guild axis. The 15 tracks are organized into four loose suites. The three "Timelines" tunes are rather straightforward, lively, and upbeat, bringing to mind the Vril CD simultaneously released on ReR Megacorp and also featuring Cutler and Drake. The "New Indents" suite explores more experimental paths, the tracks disjointing Cutler's drumming (who uses his electrified kit, drums with contact mics ran through effects boxes). In "Dispersant," Tickmayer literally disperses his keyboard chords, the music all but evaporating in front of your ears. The "2 Bagatelles" come back to a certain playfulness, this time through the use of many samples and a circus-like bombast that has Drake jumping through hoops. The concluding "Old and New Paths" proposes the most "avant-prog" music of the set: dark, angular, very complex yet definitely rock. Spoors requires a few listens to get into, but it rewards -- and to those who were starting to ask if Cutler would ever come back to rock music, it offers a resounding affirmative answer.

  
  
1. 

Timelines: Timeline 6 
- Tickmayer 
2:28

  
  
2. 

Timelines: Timelline 2 
- Tickmayer 
3:01

  
  
3. 

Timelines: Timeline 5 - 
Tickmayer 
5:55

  
  
4. 

New Indents: Slopes and Blind Alleys 
- Tickmayer 
1:42

  
  
5. 

New Indents: Dispersants 
- Tickmayer 
4:57

  
  
6. 

New Indents: Dance of the Arguments 
- Tickmayer 
3:25

  
  
7. 

New Indents: Interrupted Thoughts 
- Tickmayer 
1:14

  
  
8. 

New Indents: The Reject 
- Tickmayer 
0:54

  
  
9. 

Bagatelles: Marching Off 
- Tickmayer 
5:38

  
  
10. 

Bagatelles: Slow Land 
- Tickmayer 
4:03

  
  
11. 

Old and New Paths: Discrete Networks 
- Tickmayer 
4:20

  
  
12. 

Old and New Paths: Niska Banja 
- Tickmayer 
2:15

  
  
13. 

Old and New Paths: Tractate 
- Tickmayer 
4:36

  
  
14. 

Old and New Paths: The Garden of Forking Paths 
- Tickmayer 
3:34

  
  
15. 

Old and New Paths: Urban Music 
- Tickmayer 
8:20

	SCORCH TRIO: Raoul BJORKENHEIM / Ingebrigt HAKER FLATEN / Paal NILSSEN-LOVE
	
	2002
	53:15
	Raoul BJORKENHEIM – см. тж. с: Paul SCHUTZE; Bill LASWELL;
free-fusion - A musical mix where free improvisation, experimental rock, jazzrock and free jazz are some of the ingrediences.

label: Rune Grammofon  www.runegrammofon.com 

Björkenheim / Håker Flaten / Nilssen-Love

1. Oikosulko
2. Säde
3. Salaa
4. Taajus

5. xxx
6. Vittula
7. Paahtaa

Traces from Hendrix as well as Sonic Youth. Listen to "Säde" you pay a visit to New York´s avantgarde rockscene. But this is no copy of yesterdays kings, this trio stand firmly on their own feet. The groove is impressive, it really hits you, and rhytmically it´s perfect. They are never temptet to become inwardlooking or selfcentered. It´s a very open record that invites you into an exciting musical world. 

-- Spot (NO)

Raoul Björkenheim is a guitar wizard and with bassist Ingebrigt Håker Flaten and drummer Paal Nilssen-Love he stirs a very powerful magic potion. A musical mix where free improvisation, experimental rock, jazzrock and free jazz are some of the ingrediences. 

-- 6/6. VG (NO)

The unique Finnish guitar master Raoul Björkenheim teams up with the hot, young Norwegian rhythm section of Ingebrigt Håker Flaten (bass) and Paal Nilssen-Love (drums) in a classic powertrio setup. Burning with an untamed energy this is neither jazz nor rock, but a free spirited music that in places reminds us of another trio, Hendrix´ criminally underrated Band Of Gypsys. Recorded live in the studio to analogue tape during two January days this year, the sound of this record is excellent with much warmth and clarity.

The whole session exudes confidence.The trio´s level of integration far outstrips its existence as an entity, telepathically divining when to drive towards critical mass and when to allow space into the proceedings. And the scope of their improvisational ideas is breathtaking. To be able to both listen and react at this level of intensity is a rare gift. Quite simply, this is joyous music, with a spirit very much akin to The Mahavishnu Orchestra´s "The Inner Mounting Flame". What the trio will be capable of when they have had time to draw breath is a truly exciting prospect. 

-- The Wire (UK)

That Raoul Björkenheim belongs with the very best of guitarists, is old news. That it should be the Norwegian brotherhood of rhythm that should get the best out of him, now seems kind of predestined. Björkenheim is beyond technical and empty illusionist playing and creates dark epics with plenty of substance. Flaten´s bass playing points back to the healthy parts of seventies progressive jazz, to the good times before it became a sport. Nilssen-Love is eruptive, keen and devoted and at their best they sound unrivalled. They have caught a tradition that very few have the capacity to renew, and have given it wings. 

-- 6/6. Aftenposten (NO) 

Björkenheim, like his Norwegian friends, has a very open approach when it comes to making music. It´s not diffficult to hear that he has his roots in both Hendrix and Zappa on one hand, and Coltrane, Miles and Mingus on the other. But he uses these, and other sources, to express himself in a totally unique way, one moment being highly melodic and groovy, then shifting to more aggresive and challenging moods. 

-- Puls (NO)

What immediately hits you about the music of the Scorch Trio is their raw intensity and singularity of purpose. Guitarist Björkenheim brings a passion for Jimi Hendrix, John Coltrane and Ornette Coleman to this guitarist trio format. Backing Björkenheim is one of the hottest rythm sections in jazz today. As displayed here, their energy is apparently unlimited. Björkenheim conjures the spirit of Sonny Sharrock´s search and destroy sound on the 13-minute opening track as Nilssen-Love plays at a frenzied pace. From there the pace rarely slows. They hammer through "Taalus" and the odessey of nearly twelve minutes of "XXX". Björkenheim is in full control of his guitar effects be they the eerie atmospheric ambiance heard on "Vittula" or the James Ulmer blues of "Salaa", perhaps the highlight of this session. 

-- All About Jazz (US)

Another classic from Rune Grammofon. An exceptional record by three fantastic musicians. On "Saala" Håker Flatens repeating and developing riff and Nilssen-Loves swinging time makes a perfect groove that could go on for ever without ever becoming boring. A height both in Rune Grammofon´s incredible catalogue as well as in the musicians many sided careers. You have to hear it! 

-- Groove (NO)

A red-hot power-house of a CD, absolutely bursting with passion and energy.
The music is highly charged, and at times ferociously delivered, yet keeping well away from the white noise cop out of some bands. You´ll not find a more passionate album for a long while, but handle with care these boys are hot. 

-- Straight No Chaser (UK)

The extraordinary thing about this record is the mix of variety and focus. Björkenheim uses his guitar in a melodic, percussive and textural way, going from a deconstructed Larry Coryell to an absurd country-Frisell, a scary Holdsworth or simply a mental R2-D2. But while doing all this he manages, as the composer he truly is, to treat the material in an interesting way. He lets the elements breathe and develop and float down the river that is Flaten and Nilssen-Love. And what a ride it is. 

-- Jazznytt (NO)

The music is incredibly energetic and complex, demonstrating a perfect understanding and respect of each other´s role. While Björkenheim is the most experienced of the three, he doesn´t hesitate one moment to let his rhythmic session take the lead and set up the pace before applying his expertise. This results in a perfectly balanced yet powerful and assertive performance. The trio generate some amazing moments, touching a wide range of genres, from free improvisations to experimental rock....
.. takes the listener to the forefront of jazz experimentation while remaining accessible. 

-- The Milk Factory (UK)

Björkenheim turns his solos inside out, twisting into strange shapes, switching pitches and apeing the sound of hammered metal tubing. This is the power trio genre goaded into its most savage expression yet. 

– Amazon (UK)

A most remarkable album and one to put the cause of guitar fusion light years ahead of most competitors in the field. 

-- CD Services (UK)

One mighty headfuck of an album. 

-- Silver Juice (UK)

The wide assortment of riffs, rhythms and textures give the listener more than enough to chew on -- and be captivated by. The Scorch Trio provides music that is alternately experimental and hardcore and quite often both. It´s a highly satisfying combination. 

-- Sonomu (UK)

Scotch Trio certainly inhabit the same freewheeling planes as Ornette Coleman inspired fusionists Sonny Sharrock and Blood Ulmer. Raw, bluesy and infused with freespirited improvisation, their music is a thrill. As the album unfolds, the players explore a wide range of moods, textures and connections, with every track holding
a different appeal. 

-- Jazzwise (UK)

This is some of the most exciting and abrasive trio playing released this year and is a noticeable addition to the work of all three players. If ever the term "power trio" needed a definition then this is where you´d find it. 

-- World Music Portal (UK)

	SCORN
	Ellipsis
	1995
	79:04
	label: Earache (New York)

Justin Broadrick (см.тж.: GOD; GODFLESH; NAPALM  DEATH; PAINKILLER); Mick Harris (см.тж.: HARRIS; NAPALM  DEATH); Jasmes Plotkin (см.).

замечательная мрачная гитарная тяжёлая альтернатива

	SCROOGE
	Happy What Else
	1995
	46:30
	avant-rock

label: Trost (Wien)

Scrooge: Regina Ausserwoger [vln, v]; Romeo Bissuti [b]; Gunther Castanetti [trommeln]; Oliver Stotz [g, accordeon, p]; with guests.

Австрийский авангардный проект; со скрипкой и женским вокалом; весёлый, насыщенный и импровизационный. Не соскучитесь – это точно! 

	SECOND  SIGHT
	Second Sight
	1996
	79:59
	psychedelic/funk

label: Shanachie Rec.

Henry Kaiser (см) [g]; Bobby Strickland [sax]; Bob Bralove [k]; Marc Van Wageningen [b]; Paul Van Wageningen [d]. + Jerry Garcia, Bob Weir and Vince Welnick.

[featuring GRATEFUL DEAD]

An excursion into the Outer Limits of Space Jazz. 

21st  Century Psychedelic Music that isn’t afraid to get funky.

	SECRET CHIEFS 3
	First Grand Constitution and Bylaws
	
	53:15
	Проект основного состава Mr. BUNGLE (см.) без Patton'а (см.), но с Trey GUNN (см. в 'Rock': GUNN; KING KRIMSON).

label: Mimicry, distributed by Revolver USA www.midheaven.com/fi/ 

remastered edition
С информацией на вкладке – беда
Since Mr. Bungle is notorious for taking substantial amounts of time between albums (it took them four years to follow up their 1991 debut), its band members are left with a lot of time on their hands. Hence the members of Mr. Bungle use their off time wisely, by writing, recording, and touring with other bands or, often, side projects.

The best side project of the bunch, Secret Chiefs 3, features Mr. Bungle comrades Trey Spruance (guitar/vocals), Trevor Dunn (bass/vocals), and Danny Heifetz (drums). If there are any remaining who think that the musicians in Mr. Bungle are just a vehicle for vocalist Mike Patton's singing talents, Secret Chiefs 3 is the ultimate proof that this is not the case. Trey Spruance gets a chance to be the leader, as he wrote every track on their 1996 debut First Grand Constitution and Bylaws, and was the record's producer as well. Before the full-length debut appeared, the group whet their fans' appetites by including a Secret Chiefs 3 single with vinyl copies of Mr. Bungle's 1995 magnum opus, Disco Volante, as well as recording a warped version of "I Saw Mommy Kissing Santa Claus" for a Japanese Christmas compilation. They were also signed on to contribute a Beach Boys track to a Japanese Beach Boys tribute album, showing that they can tackle just about any musical form put in front of them.  

	SECRET CHIEFS 3
	Hurqalya (Second Grand Constitution and Bylaws)
	
	51:53
	label: Mimicry (CA, USA)  www.webofmimicry.com  (Distributed by Revolver USA), remasterd edition 2001.

Вместо списка состава на вкладке – их фото.

	SECRET CHIEFS 3
	Book M
	2002
	55:00
	label: Mimicry

rec. 2001

A third installment in the series of Secret Chiefs 3 records, known by many as Mr. Bungle minus Mike Patton. Once again, the band proves that they command an amazing grip on their musical reigns, executing flawlessly tight arrangements, even if they are extremely peculiar. Book M is mostly the brainchild of masterful guitarist Trey Spruance, as bassist Trevor Dunn was absent for a great deal of the project, probably having something to do with his involvement in the wickedly genius Fantomas. Book M is mostly made up of Indian/Asian-sounding melodies overlayed with wildly cavorting techno rhythms and a tiny bit of metal, infused with a sense of mystery and paranoia from the thematic artwork based on number theory and assumedly Hindu belief systems. The production and musicianship here is top-notch; the question is: Just how many people are interested in listening to a skewed version of Indo-Pak music?

tracks:

1 

Knights of Damcar 

2 

Hagia Sophia 

3 

Vajra 
(traditional)

4 

Ship of Fools (Stone of Exile) 

5 

Horsemen of the Invisible 

6 

Combat for the Angel 


7 

Zulfigar III 

8 

Siege Perilous 
Salterello IV (traditional) 

9 

Dolorous Stroke 

10 

Blaze of the Grail (Main Theme) (Burman) 

11 

Lapsit Exillis 

12 

Lapis Baitulous 

13 

Safina 
Beyene 

Composed/arranged by: Glover, Jackson, Mindwarp, Spruance

	SECRET CHIEFS 3
	Book of Horizons
	2004
	52:58
	label: Mimicry

Secret Chiefs 3's first three studio albums were not exactly stripped-down affairs, but Book of Horizons is by far an ambitious release. The first volume of a planned three-part series of albums, Horizons is set up to resemble a compilation of bands, the catch being that all of these bands are headed by SC3 leader Trey Spruance. The six bands, which have two or three songs each on this album, encompass pretty much the full range of SC3's previous stylistic forays, including the funeral ballads and marches of the Forms; the orchestral, Persian-themed rock hybrids of Ishraqiyun; the time-traveling surf-rock of UR; the electro-acoustic collages of Electromagnetic Azoth; the extreme death metal band Holy Vehm; and the sweeping film music homages of Traditionalists. These "bands" are not physically separate entities so much as they are distinct concepts, since musicians overlap from one band to the next, and can change from song to song within each band. In any case, this separation of SC3's many diverse elements into distinct bands has led to more extreme song-to-song contrasts than on any earlier SC3 release. The two Holy Vehm songs are heavier than anything Spruance has ever released, while the more linear, melodic numbers (Traditionalists' Morricone-esque "The Exile," the Forms' "The End Times," UR's surf-tinged cover of the Exodus theme) rank as his most lavishly orchestrated productions. In between these extremes lies the Devo-esque surf-rock of UR's "Anthropomorphosis: Boxleitner" (a worthy sequel to "White As They Come" from First Grand Constitution and Bylaws), the reverb-drenched Afghani folk-metal of Ishraqiyun's "The 3," and Forms' stunning closer "Welcome to the Theatron Animatrique" -- which sounds like the sort of orchestral film music that should be coming out of Hollywood circa 2004. Remarkably, given the huge orchestrations on so many of the tracks, there are only two samples on the entire record; all of the string sections, choirs, and such were the result of marathon overdub sessions à la Mr. Bungle's California. Even so, the album doesn't sound like it was labored over or artificially assembled, with the exception of the intentionally cut-and-pasted tracks by Electromagnetic Azoth and a few of the harsher edits on Holy Vehm's "Hypostasis of the Archon." And unlike Book M, which felt stiff and mechanical in spots, and California, which occasionally lacked the songwriting material to match the lavish production, Horizons comes through with soulful performances and top-shelf material on nearly every track (Ishraqiyun's "The Four" doesn't quite get off the ground like the other songs). The jarring juxtapositions between a few of the songs here disrupt the flow of the album here and there, a side effect of the compilation approach. Minor quibbles aside, this is a frequently jaw-dropping album that should silence Spruance's anti-Bungle critics and, more importantly, challenge and entertain devoted fans of his past work.
1. Ishraqiyun - The Four (The Great Ishraqi Sun)

  Shahzad Ismaily: percussion

  Eyvind Kang (см.): viola

  Rich Doucette: esraj

  Danny Heifetz: drums

  Kevin Kmetz: shamisen

  Timb Harris: violin

  Trey Spruance: rabab, saz, bass, microtone guitar, synth

2. The 3 (Afghan song)

  Shahzad Ismaily: percussion

  Eyvind Kang: viola

  Rich Doucette: esraj

  Danny Heifetz: drums

  Fatima: santur

  Tim Smolens: bass

  Trey Spruance: rabab, bass, sitar guitar, clavinet, synth, add'i daf

3. Forms - Welcome to the Theatron Animatronique

  William Winant: percussion

  Timb Harris: violin, viola

  Jennifer Cass: vocals

  Trey Spruance: el & ac piano, organ, vocals, synth, clavinet

4. The Owl in Daylight

  William Winant: percussion

  Ches Smith: drums

  Timb Harris: violin, viola

  Jennifer Cass: harp

  Tim Smolens: bass

  Jesse Greere: vocals

  Trey Spruance: el & ac piano, guitar, synth, clavinet

5. The End Times

  William Winant: percussion

  Rich Doucette: esraj, sarangi

  Ches Smith: drums

  Timb Harris: violin, viola

  Ursula Knudson: bowed saw

  Jennifer Cass: harp

  Tim Smolens: bass

  Jesse Greere: vocals

  Jason Schimmel: ac guitar

  Trey Spruance: el piano, organ, santur, synth

6. Traditionalists - The Exile

  Timb Harris: violin, viola

  William Winant: percussion

  Jesse Greere: vocals

  Jennifer Cass: harp

  Jason Schimmel: ac guitar

  Trey Spruance: tack piano, banjo, vocals, keyboards, el guitar

7. The Indestructible Drop

  William Winant: chinese and tibetan gongs

  Jennifer Cass: harp

  Trey Spruance: organ, soundscapes

8. Electrotheonic Grail Dove

  Ches Smith: drums

  Tim Smolens: bass

  Trey Spruance: piano, cheng, soundscapes

9. Ur - Book T: Exodus

  Danny Heifetz: drums

  Eyvind Kang: viola

  Timb Harris: violin

  William Winant: percussion

  Jesse Greere: vocals

  Tim Smolens: bass

  Jennifer Cass: harp

  Trey Spruance: guitar, organ, piano, keyboards

10. Anthropomorphosis: Boxleitner

   Ches Smith: drums

   Timb Harris: violin, viola

   Jesse Greere: vocals

   Tim Smolens: bass

   Trey Spruance: synth, el piano, guitar

11. The Electromagnetic Azoth - On The Wings of The Haoma

   Shahzad Ismaily: percussion

   William Winant: percussion

   Ches Smith: drums

   Jennifer Cass: harp

   Trey Spruance: organ, saz, clavinet, el & ac guitar, piano, bass, synth, shakers, dumbeks, tambourines, foley sounds, and electroacoustic treatments

12. dj Revisionist 

   Shahzad Ismaily: percussion

   William Winant: percussion

   Timb Harris: violin

   Ches Smith: drums

   Jennifer Cass: harp

   Rich Doucette: esraj

   Trey Spruance: bass, organ, microtonal guitar, rabab, el & ac piano, clavinet, extra percussion, foley, sounds, and electroacoustic treatments

13. The Holy Vehm - Exterminating Angel

   Unhuman: vocals

   John Merriman: drums

   Jesse Quatro: vocals

   Jessica Kinney: vocals

   The Enemy: guitar, bass, samples

14. Hypostasis of the Archons

   Unhuman: vocals

   John Merriman: drums

   Jesse Quatrro: vocals

   Jessica Kinney: vocals

   The Enemy: guitar, bass, samples

	SELFHATERS
	Selfhaters
	1996
	53:59
	avant-garde

label: Tzadik

Anthony Coleman (см.)  [organ, p, sampler p, v, trb, accordion]; James Pugliese [tp, perc]; Doug Wieselman [e-flat cl]; Michael Attias [cl, a&bar s]; Fred Lonberg-Holm [cello, banjo]; David Krakauer (см. D. Krakauer; тж. с: Klezmatics) [bass cl]; Roy Nathanson (см.) [cl, soprano s].

A masterpiece two years in the making, charting the darker realms of the Jewish experience. Essential listening for anyone who has ever suffered the pains of alienation and rejection – or wants to.

“Expression, the true bearer of aesthetic protest, is overtaken by the might against which it protest. Faced by this might it assumes a malicious and miserable tone which barely and momentarily disguises itself as harsh and provocative. The subject which expresses itself expresses precisely this: I am nothing, I am filth, no matter what they do to me it serves me right” – Theodore W. Adorno (on Jazz)

“Then down a little way 

Through the trash 

Towards where 

All dark no begging 

No giving no words 

No sense no need

Through the scum

Down a little way 

To whence one glimpse 

Of that wellhead.” 

--  Samuel Beckett Words and Music

“selfhater. It describes a way of seeing. A perception. Truer? Disengaged. Disinterested? Are Selfhaters traitors or secret agents? For which side? Do they show the rest of the world the picture that the rest believes anyway, or do they strip away an element of false consciousness implicit in a sense of "belonging" to a "culture." And which culture? Jerusalem, Belz, the Lower East Side or Rockland County? Or the culture of wandering, the culture of aquisitiveness, of having-no-voice-of-one's own, of mauschel-ing in any and all languages. Well, this disc doesn't purport to answer. Some say that's Jewish, too...” Anthony Coleman

	SELFHATERS
	The Abysmal Richness of the Infinite Proximity  of the Same
	1998
	40:01
	label: Tzadik

Anthony Coleman [p, organ, trb, v]; Michael Attias [a&bar saxes]; Fred Lonberg-Holm [cello]; Jim Pugliese [perc, tp]; Doug Wieselman [e-flat cl, bass harmonica].

Jazz, Classical, Klezmer and improvisational traditions blend and crash in SeIfhaters, Anthony Coleman’s most personal project. A disturbing and all-too-close peek into the very Jewish world of alienation and self-revulsion. Two long masterful composi​tions separated by a strange solo piece for voice and piano. The Abysmal Richness Of The Infinite Proximity Of The Same is a CD that will vex you 'til the crack of doom.

"It is these characteristics which we have recognized as Jewish, the hurried, the restless, the unstable elements, which have made it impossible for him (the Jew) to achieve in any form of art that which one may call the gently vibrating line of beauty... we experience something which to our perception is an alien, prickling, restless effect, a straining after-effect; and this is characteristic..."

 Richard Wagner (Richard Wagner and Jewry, ‘A Contribution to Present-day Cultural History’, by a Non-partisan 1869.)

"Boys, forgive for speaking in broken music!"

Morton Feldman

re: The Abysmal Richness of The Infinite Proximity of The Same.
"And Rabbi Martin repeated what Rabbi Georges has said before falling into the abyss: 'While your skull is agape to the sky your big toe never leaves the filth and that is the abysmal richness of being. Rabbi Isidore said: 'The finite remoteness of the other, although distressing, has the sober advantage of keeping it within reach, but what a wealth of drunken abjection in the unreachable proximity of the same --' 'Infinitely other-ing itself,' completed Rabbi Marcel, 'hence the drunkenness.'  Rabbi Emmanuel replied that, 'to make some Other all you have is Same, to make love all you have is hate, and to make sense all you have is repetition.' And here Rabbi Georges spoke some words only Rabbi Martin heard, a trickle of urine ran down his left leg, and he fell into the abyss." -- Michael Attias

	Daniele  SEPE
	Vite Perdite (Napoli’s underground in the sun)
	1996
	68:26
	acid-fusion/gothic
label: [pi’ra:nha]

Участвует много исполнителей и много инструментов. Среди прочих: [g]; [mandolin]; [pontic lyra]; [fl]; [oboe]; [cl]; [s s]; [a s]; [t s]; [bar s]; [wha-sax]; [tromba]; [trombone]; [bass tuba];  [natural horn]; [ocarina]; [double b]; [bass with bottles (Aglianico wine bottle to play the do, Zibibbo wine bottle to play the fa)]; [bassoon]; [perc]; [charango]; [mouth organ]; [steel drums]; [k]; [p]; [duduk]; [birbinet]; [calamellus]; [clavinet]; [dulcimer]; [zampogna]; [launeddas]; [darabouk]; [tapan]; [tamburelli]; [saz]; [tumbur]; [colascione]; [glocken]; [nacchere]; [chalumelau]; [vln]; + vocals.

DANIELE SEPE -- VITE PERDITE  Napoli’s underground in the sun.

Forget about Pizza Napoletana with mandolin sauce, forget «O sole mio...» The current range of music in Naples is much too wide to be jotted down on a postcard especially since today the most interesting styles are so unpredictably various, branching out into all kinds of different direc​tions. After the visionary Latin jazz-rock of Pino Daniele and Napoli Centrale, after the revival of folk music by Nuova Compagnia di Canto Popolare, there is now the thrilling dub of Almamegretta (ask for them at On-U Sound), there is the combat-rap of Bisca & 99 Posse and the gangster rhythm of ‘E Zezi and Tammurriata di Scafati. And, what’s more, there is Daniele Sepe, producing music which seems to embrace Naples’ diversity itself.

Suspended between Europe and Africa with its flowering Mediterranean traditions, its sense of belcanto and Arabic coloratura, intense and dramatic, music-loving beyond redemption, Naples definitely offers a fertile ground for musicians. Here, the easygoing networking of artistic temperaments inclined to provoke and intent on blasting cliches is nicely counterbalanced by the technical skills and discipline provided for by the conservatoires of classical music.

Daniele Sepe is a classical musician dressed down, combining highbrow and lowbrow, an indomitable outcast of jazz, an artist much closer to Gato Barbieri than, say, Peter Gabriel. He fuses forma canzone, improvisation, orchestra music, tarantella, rap and free jazz from Chicago, using also hip hop, anonymous medieval and music hall songs, distilling dirges from Lapland out of the sax of Jan Garharek and old recitatives of the Near East, adding the extra long vibrato of the tammorra and the paroxysms of brass bands, and with all this he is wearing the contorted expression of the Italian comedian Toto and the emphatic grimace of Frank Zappa while citing the poet Tacit and the rapper Zulu, Mayakowski and the mythical master Anepeta, N.a.t.o. and Magna Grecia, the Latin-American rebells, the marionettes of the Italian political theatre and innumerable nameless popular singers. With all this, he makes use of the sound of the Tempio di Mercurio, equalling the noise of the factory buildings occupied by workers or strike.

In this babel of signs and styles, Sepe manages to render perfectly clear the voice of a Norwegian singer who stam​mers in turn the dialect of Naples and various other dialects of Southern Italy (‘Auli Kokko’ says Sepe ‘used to sing in a female heavy metal band in Scandinavia. One day she grabbed her sleeping bag, came to Naples and fell in love. With her we’re also now doing «Chebba» by Khaled’).

‘Vite perdite’, consequently, is Sepe’s densest and most elaborate record, where he makes most of his material of sounds and human voices. One might even say too much so but it would be difficult to find one single note with Sepe which is superfluous. Maybe that is because in Naples, where music always was meant to be beautiful, now there is the awareness that it can be useful, too.

	SEPHARDIC TINGE - см.: Anthony COLEMAN
	
	
	
	

	SEPTEMBER BAND
	The Vandoeuvre Concert
	1994
	59:12
	label: FMP 1994

Genre Styles: Jazz, Atonal, Avant-Garde, Modern Free, Experimental, Free Improvisation.

Moods: Rebellious, Provocative, Joyous, Freewheeling, Raucous, Energetic, Irreverent.

The September Band, recorded in France in April of 1993. For that evening, they were Hans Reichel (см.) on guitars and daxophone, Shelley Hirsch (см.) on vocals, Rüdiger Carl (см. c Hans Reichel) on accordion, and Paul Lovens on saxophones. What transpired on that evening was a collaboration of outrageous proportion. From the very beginning of the show, will Hirsch and Reichel groaning and moaning toward one another before Lovens enters to provide a lyrical backdrop.

1. That Little Door 14:08

2. That Little Door 11:34

3. The Eye and the Egg 7:44

4. Chicken' Little Dick 9:13

5. Back to Reservation 12:06

6. O la la, Sans Sous 4:14

	SEX  MOB – см.  в секции ‘JAZZ’
	
	
	
	Steven Bernstein – см. тж. BERNSTEIN и его проекты: SPANISH FLY; KAMIKAZE GROUND CREW (в ‘Jazz’)

	SEX  PISTOLS
	Pretty Vacant
	
	55:52 36:28
	CD I – «No Future UK»

CD II – «The Original Pistols Live»

At the grand old age of Thirty Something, rock'n'roll music has produced precious few generally earth-shattering protagonists. Bill Haley was the first rock'n'roller to piss off parents, but he didn't last long when the kids saw he was old enough to be a parent. Elvis Presley quickly replaced old Bill, and he was brilliant for a while, until he decided to be an all-round entertainer — he wanted to be Des O'Connor! The Beatles had the right attitude — they re-exported America's most valuable cultural invention (rock'n'roll) back to its home, reminding the USA that it was neglecting its pre-pubescent child and monopolising the chart in the process. Not a lot of immense note after that until 1976/7, and even then the reverberations didn't really cross the Atlantic — but The Sex Pistols won’t easily be forgotten in Great Britain, where they dominated the headlines and the chart for well over a year.

Malcolm McLaren, ex-manager of The New York Dolls, an outrageous (to parents) and wonderful (to teenagers) group who arrived before their time, was running a clothes shop in Chelsea's supertrendy Kings Road. McLaren's shop was not your standard boutique, rather catering for the bizarre, the offensive and the downright ludicrous in a shop variously known as 'Let It Rock', 'Seditionaries' and 'Sex'. McLaren had observed Richard Hell, bass player with The Heartbreakers and The Neon Boys (later Television) wearing torn clothes which were held together with safety pins, and began to sell pre-torn gear alongside the Cambridge Rapist's Mask. He was brilliantly targetting an audience which was composed of unhappy and uneducated youth, whose greatest pleasure came from offending authority and the establishment — from which, of course, they were excluded. Three of the teenagers who worked in the shop on Saturdays had formed an amateur group: Glen Matlock played bass, vocalist Steve Jones and drummer Paul Cook. The group was completed by guitarist Wally Nightingale, who seems never to have subsequently surfaced. Perhaps he's changed his name either because he was once accused (amusingly but inaccurately) of having changed it to Elvis Costello, or because he was himself eventually replaced by the infamous Johnny Rotten. What a burden to live down!

McLaren convinced the group (who had adopted the name of Swankers, while probably preferring to use the name without its first letter — a purely outrageous move, but fairly clever) to ditch Wally. Jones fancied himself as a guitarist (and eventually developed a very distinctive buzz-saw style which is frequently heard in today's bands) and a vocalist was found when a malevolent-looking Anglo-Irish kid called John Lydon mimed to a record on the shop jukebox. McLaren had found the vehicle wich which he would attempt "The Great Rock'n'Roll Swindle", a sting on the record industry, which he knew was ripe for hype. He built up the group by every means he could conceive, still accurately targetting disaffected youth, until the music press caught on, after which it was only a matter of time before the record companies started sniffing round. Eventually, McLaren signed the group to EMI as their manager, and they recorded a classic single titled 'Anarchy In The UK", which began with the couplet 'I am an anti-Christ, I am an anarch-eye-st', which was good for a bit of controversy, although it was virtually ignored when the group went on early evening TV to plug a 'punk/rock' tour — their musical style had been christened punk, after the anti-hero in American fifties movies. The tour was reduced to a fiasco when the city halls where most of the gigs were scheduled all hurriedly withdrew their concert facilities after the Pistols said 'Fuck' on TV while children were watching. Mayhem! EMI's factory workers refused to handle the record (which had actually gone in the singles chart, no mean achievement for a debut record by an unknown quantity), and it got even fewer radio plays. Then EMI called in McLaren and paid him off. To the tune of s reported L 40.000. Not bad — forty grand and the hottest band in Europe available to sign with the highest bidder.

McLaren kept up the pressure with stunts like group members being attacked in the street, vomiting in airports and generally behaving like Attila the Hun. The media loved it — much more interesting than bad economic news, politics or anything like that, and a sort of antithesis to the perennial Royal Family obsession. The group, parents and respectable people love to hate! Mattock, who was said to be less enthusiastic than the others about the group's increasingly infamous persona, was replaced by a Neanderthal chum of Rotten, John Beverly or John Ritchie, who was known to Rotten as Sid Vicious. If Matlock had been the most proficient Pistol in musical terms, Sid was certainly the least so. He tried to play bass, but preferred posing and abusing the audience, which up to that point had been Rotten's exclusive preserve.

With half the quartet known as Rotten and Vicious, McLaren was doubly able to wreak havoc, and eventually, he worked out his ultimate scam. The Pistols would be signed by A&M Records, an adventurous label with a reputation for pioneering, in front of Buckingham Palace, and their first A&M single would be "God Save The Queen' (a very different song from che English National Anthem, although with the same title). Furthermore, it would be released during the very week when the whole country would be celebrating the Queen's Silver Jubilee.

Within days A&M had given McLaren a reported L 35.000 to leave the label even before the single was released, and McLaren knew it was time to make a quick deal to ensure that the group would finally capitalise on the vast amount of media and public interest, so he signed with Virgin Records. The record was released and failed by the slimmest margin to top the chart, even though it was blanket-banned from radio play and TV exposure. After another big hit single, 'Pretty Vacant", the group released its first album in the same month as a fourth single, 'Holidays In The Sun'. Both were big hits, despite the fact that someone had sold the tapes of a very similar album to a bootlegger, who smartly pressed up thousands of copies of what was titled 'Spunk', without a group name on the label. But just a minute — S for Sex, P for Pistols and punk—Spunk. A big seller, because those in the know said it had some different tracks from "Never Mind The Bollocks", the official Pistols debut album, and it arrived in the shops around the same time as the genuine article. It was a boot to compare with Dylan's 'Great White Wonder' or Bowie's 'Thin White Duke", a status symbol.

'Bollocks' came out and sold big numbers, which was just as well because McLaren had spent a lot of money on making a feature movie starring the Pistols. Various working titles included 'Who Killed Bambi?', and the film was both expensive and difficult to complete, because Rotten had got bored with the whole project and Vicious had become an Olympian drug abuser, sharing his stash with an American delinquent named Nancy Spungen. After a largely pointless US tour, Rotten announced he was leaving. The movie still wasn’t finished, so after fruitless attempts to film him without his knowledge, McLaren, perhaps aware that too much of the take was wrapped up in an unfinished movie, made what seems in retrospect to have been an increasingly desperace move. One of Britain's most notorious criminals, Ronnie Biggs, was living in South America, where he was virtually safe from extradition back to Britain after escaping from his prison cell. Biggs was not quite a folk hero, because some of the victims of the crime for which he was doing time, The Great Train Robbery, had been badly injured. Like Robin Hood, Ronnie stole from the rich, but there is little evidence to suggest that he intended to give his haul to the poor. Some time later, the movie was completed, and it must be said that 'The Great Rock'n'Roll Swindle", which starred Malcolm McLaren with various Sex Pistols in supporting roles, was a true milestone, documenting through the eyes of its pertetrator a confidence trick which fleeced the record industry of a king's ransom.

By than, Rotten had changed back into John Lydon, and had formed a new group called Public Image Ltd. He still leads it. Vicious moved to New York with 'Nauseating Nancy", as she was known, and one night killed her. He was let out of prison on bail after being charged with murder, and while he was out killed himself wich a heroin overdose. Steve Jones and Paul Cook formed a fairly promising band called The Professionals which folded after limited success, after which Cook adopted a low profile and Jones got a solo deal which is still in operation. Matlock's biggest success came with The Rich Kids, a band he formed with Midge Ure (of early '70s teenybop band Slik), but after Ure left to join Ultravox, Mattock wasn't able to make the headlines again, although he still could. Biggs is in Brazil and Malcolm McLaren has his own recording career.

The only thing that doesn't seem quite right is that The Sex Pistols were actually a very fine rock'n'roll band, and their early records were genuine classics. 'Spunk' was a classic, and the complete 'Spunk' forms the major part of "No Future UK", one of the discs in this set. The other is an even earlier example of the group, but playing live almost a year before 'Never Mind The Bollocks" was released. "The Original Pistols Live" features the quartet with Matlock on bass. The only thing that has not changed is the adrenalin rush produced by Johnny Rotten's sneering voice and Steve Jones's chainsaw guitar. The sound is now clearer. Your mother may not like this album, but whether she likes it or not, it's history, although rather more excicing than most other artefacts of the past.

JohnTobler, 1991

	The SHAGGS
	Philosophy of The World
	1969
	31:48
	alternative rock – когда-то он мог быть жизнеутверждающим и ненавязчивым ☺
label: RCA Victor / BMG (New York), 1999 

Personnel: 

Dorothy Wiggin lead guitar, vocals 

Betty Wiggin rhythm guitar, vocals
Helen Wiggin drums 

Rachel Wiggin bass guitar on "That Little Sports Car"

The Shaggs are a touchstone of unpretentiousness. Their music is earnest, 100% authentic, and refreshingly guileless. It is not a product of major label fetishism, or self-conscious indie-rock trendiness. Philosophy of the World has earned the Wiggin sisters a reputation as the legendary—if unwitting—Godmothers of Outsider Music. Hacked-at chords, missed downbeats, out-of-socket transitions, blown accents, and accidental convergences abound. And yet—it all works! The Shaggs' innocent, lost-chord explorations prompt a reconsideration of the relationship between ability, technique, and originality.
The Shaggs were three sisters from the remote, culturally dis-connected backwater of Fremont, NH. Dorothy, Helen, and Betty Wiggin, encouraged by their father, Austin Wiggin, Jr., formed a band featuring two guitars and drums. In 1969, they recorded Philosophy of the World, a monument of "aboriginal rock" released on the fly-by-night Third World label.

Frank Zappa, in a 1970s Playboy poll, named Philosophy... his third all-time favorite album—at a time when no one had heard of it. When the band NRBQ reissued Philosophy... on LP in 1980, their keyboardist Terry Adams (who co-produced this CD reissue) compared the Shaggs to early Ornette Coleman; their music "has its own structure, its own inner logic," he attested. Byron Coley, in New York Rocker, detected in the Shaggs "a new rock & roll language, using the sophistication of Appalachian folk music and Dot Wiggin's brand of teen angst as ground zero."
The Shaggs originally formed around 1967, with the three eldest sisters. A younger sister, Rachel, later played bass onstage. Dot now lives in Epping, NH. In a 1998 interview, she talked about the album's creation. "Our father's big dream was to make the record, have us be popular, and eventually go on tour," she explained. At the time, Austin worked full-time at the Exeter Cotton Mill, a nearby textile factory. The family was dirt-poor—except in the dream department. Austin bought the girls their instruments, and paid for their lessons. "He was something of a disciplinarian," Dot concedes. "He was stubborn and temperamental. He directed. We obeyed. Or did our best." The name "Shaggs," devised by their father, referred to both shaggy dogs and the then-popular shag haircut.
The girls' familiarity with pop music consisted entirely of what they heard on the radio; they never attended an actual concert. "Our father didn't believe in them," Dot explained. "Not for us to go to, anyway." Their biggest influences were Herman's Hermits, Ricky Nelson, and the Monkees.

In March, 1969, Austin booked time at Fleetwood Studios, in Revere, MA. As Austin later reportedly boasted to the recording engineer, he wanted to "get my girls while they're hot!" The sisters piled in a van with mom, dad and brother Robert, and drove a few hours south. Dot wasn't certain they were good enough yet to record. No matter. "Dad was paying for it," she sighed.
When the girls had recorded a dozen titles, all written by Dot, a fellow named Charlie Dreyer hooked up with Austin and offered to press and distribute the record, probably at Austin's expense. It would be released on a label called Third World, whose roster consisted of the Shaggs—and no one else.
The liner notes were remarkably prescient:
"The Shaggs are real, pure, unaffected by outside influences. Their music is different, it is theirs alone. ... Of all contemporary acts in the world today, perhaps only the Shaggs do what others would like to do, and that is perform only what they believe in, what they feel, not what others think the Shaggs should feel."
"The Shaggs love you, and love to perform for you. You may love their music or you may not, but whatever you feel, at last you know you can listen to artists who are real. They will not change their music or style to meet the whims of a frustrated world."

One thousand copies were manufactured on Third World. Nine hundred of those records disappeared. And so did Dreyer. 

"He left the face of the earth," shrugged Dot. "My father couldn't get in touch with him at all. He tried telephone calls, but no one knew where he was. I have no idea if he's even alive." Of the 100 remaining copies, some were sent to radio stations. WBCN, a major commercial rock outlet in Boston, got a copy—and reportedly played it. But Dot says there were "no reviews that I know of."
Around the time they recorded Philosophy, the sisters—expanded to a quartet with Rachel—began a residency at Fremont Town Hall, regularly playing a Saturday night dance party. Austin Wiggin died in 1975, after which the group disbanded and his daughters never played together again.
The original Philosophy... was reissued on 12" vinyl in 1980 on Red Rooster/Rounder. A follow-up, Shaggs' Own Thing, was compiled out of later—and somewhat more proficient—recordings. A 1988 Rounder CD coupled both albums, although the Philosophy tracks were remixed and resequenced, and two previously unreleased tracks were included; the CD did not depict the original album art.

The tributes didn't wane: the 1996 alternative rock compendium, Rolling Stone's Alt-Rock-A-Rama, compiled by Scott Schinder for Rolling Stone Press, contains three references to the Shaggs— each written by a different journalist, each of which assign Philosophy of the World historical magnitude. It is third-listed (chronologically) among "The 100 Most Influential Alternative Releases of All Time," trailing The MCS's Kick Out the Jams and Captain Beefheart's Trout Mask Replica; it is #3 among "The Greatest Garage Recordings of the Twentieth Century," rating higher than albums by Pussy Galore and the Velvet Underground; and it is third-listed (again, chronologically) among "The Fifty Most Significant Indie Records."

Several generations of music lovers and radio programmers have grown up without knowing about the Shaggs. It should be an essential part of their music education. That an album which escaped public notice upon its release 30 years ago continues to inspire and delight, should give hope to others who may be ahead of—or simply apart from—their time.
IRWIN CHUSID

	Elliott  SHARP
	In The Land Of The Yahoos
	1987
	39:25
	Elliott  SHARP -- см. тж. с John Zorn “Cobra”; Wayne Horvitz; Butch Morris [в 'Jazz' sect.]; Frank London [KLEZMATICS, в 'Jazz' sect.]; William HOOKER [в 'Jazz' sect.]; FRIGG (в 'Jazz'); Kalle  LAAR  &  Takashi KAZAMAKI;
label: Zoar / SST Records (USA, CA)

Elliott Sharp [mirage, v, b, pantar, g, s]; Christoph Anders [v, mirage (#8)]; Sussan Deihim (см.) [v (#3)]; Elizabeth Fisher [v (#5)]; David Fulton [el d (#4)]; Paul Garrin [pat, rewinds (#2)]; Shelley Hirsch (см.) [v (#9)]; Shigeto Kamada [d (#3, 8, 10)]; Christian Marclay (см.) [t-t (#4)]; Jane Tomkiewicz [bendir, clay drum (#1, 7)].

  E.S. - звезда авангарда и авангардного рока. И как композитор, и как исполнитель.

	Elliott  SHARP
	Larynx
	1987
	39:17
	label: Zoar / SST Records (USA, CA)

Elliot SHARP / ORCHESTRA CARBON

CARBON: Elliott Sharp, Robert Previte (см. в 'Jazz' section), David Soldier (см. SOLDIER STRING QUARTET), Samm Bennett (см.), Lesli Dalaba (см.), David Fulton, Ken Heer, Ron Lawrence, David Linton, Charles Noyes, Laura Seaton, Jim Staley,  Mary Wooten.

 LARYNX is an analogy; the orchestra as throat. It follows as corollary to the throat as orchestra: throat singing as practiced by the Inuit of the Canadian arctic and the hoomll singing of Mongolia, as well as by related jawharp techniques found throughout the world. The natural overtone series is the melodic core of much of these musics and of much of LARYNX. Ratios derived from the Fibonacci Series (a number and its predecessor are summed to yield the next number: 0,1,1,2,3,5,8,13,21,34...) are used to generate tunings and melodic/harmonic material for the strings, brass, slabs, pantars and doubleneck guitarbass, as well as rhythmic material for the ensemble. This is a continuation of systems used in such pieces as MARKO POLO'S ARGALI, SELF-SQUARED DRAGON and TESSALATION ROW. Within a given section, some musicians will be strictly utilizing these systems while others will play using their own idiosyncratic processes. Using guided improvisations layered and intertwined with the predetermined materials, the musicians may expand upon and comment tangentially on the given material. LARYNX is constructed in six major sections with five interludes. The opening and closing use all four drummers; the remaining sections each feature one, with the others playing slabs or samples. Starting with the second section, the order of the featured drummers is: Noyes, Previte, Bennett and Linton. Each has developed a unique vocabulary; I enjoy the contrast between them as well as their understanding of my compositional syntax. This applies to all of the musicians in CARBON, who are given instructions of varying degrees of specificity in the different sections (ranging from exact rhythms or playing techniques to general notions of density or texture). The same processing algorithms are mapped onto each section, cross-referencing them while yielding radically different sonic textures. One is transported (via interlude) into each new section—the terrain is different, yet one recognizes that the functional identity of the new place is the same (an analogy from topology applies: a torus is a torus is a torus). The interludes form a cycle of their own while connecting the main sections; the same processes are applied to groups of instruments—explicitly different but self-similar in both internal and structural workings. The order of interludes Is brass, pantars, string quartet, slabs, guitarbass. On instrumentation: string parts were played by the Soldier String Quartet, whose rhythmic astuteness and enthusiasm for the extended techniques called for in LARYNX made them a pleasure to work with. Their instruments were tuned entirely to the Just intoned ratios of 1/1, 3/2, 8/5 and 5/3 (translating as C, G, Ab, A), generated from adjacent Fibonacci numbers. These tunings were also applied to the slabs, pantars and guitarbass. To maintain the intonation system in the bulk of the piece, all of these instruments were played using only open strings and their overtones. In a like manner, the brass instruments played open pedal tones of those same notes and their overtones. There are, however, a number of places in LARYNX where players are free to use a variety of sound-production techniques well outside any system. Slabs are horizontal basses with a moveable bridge in the center of the string span and pickups on either side. They are played with lightweight metal mallets with rubber tips combined with hand-muting to bring out specific overtones. In this way, one slab may be played by two people. They may also be bowed or played with slides. The pantars are the metal tops to sweeping-compound cans fitted with four tunable strings, a contact pickup and a bridge/resonator made of a domed cymbal. They may be plucked, hammered, struck or excited by an E-Bow. When LARYNX was performed at Brooklyn Academy of Music (November 13-14. 1987), it manifested its own musical life, fueled by the inspired contributions of all of the musicians. The music dances upon the everchanging boundary between a geometry derived from the Fibonacci Series and a fractal geometry of turbulence, chaos and disorder. The explicitly-ordered materials are embedded in a dense field of manifold processes. In any section, many micromelodies may operate simultaneously: they interact and combine, pop out and reveal themselves. As elements shift, new landscapes emerge (along with new sets of processes). I was not interested in mechanistically assigning musical functions to tables of fractals or in using mathematical functions as artifacts. The essence of my use of fractal geometry is as a conceptual flamethrower, burning away conventional ideas of structure and development and allowing LARYNX to be heard as a multiplexing of other-than-musical processes. Like a sonic hologram, one may listen from many angles; both the component parts and the whole are simultaneously revealed even as they are transfigured in form and function.      -- E. S.

	Elliott  SHARP
	Monster Curve
	1988
	72:47
	label: SST Records (USA, CA)

Elliott Sharp with CARBON

  1. GEOMETRY, 2. ISO, 3. HELICOPTERS, 4. INVERSE PROPORTIONS, 5. CIA POPE, 6. INTERVENTION, 7. LAST LAUGH, 8. VICIOUS CYCLE, 9. SINGULARITY, 10. SQUIG, 11. TURBULENCE, 12. DUSTS, 13. LACUNAR, 14. NOT-YET-TIME.

  Elliott Sharp [doubleneck guitarbass, fretless guitar, saxophones, clarinets, slabs, pantar, violinoid, tubinets, voice]; Lesli Dalaba [trumpet (4)]; Ken Heer [trombone (11, 12)]; David Linton [drums, electric talking drum, metal (1-4)]; Mark E. Miller [drums (1-4)]; Jim Mussen [drums, slab (5-9, 11)]; Charles K. Noyes [drums (1-4, 10)]; Katie O'Looney [slab (9-11)]; Bobby Previte [drums (9,11,13,14)]; Jim Staley [trombone, bass trombone (11,12)]; Jane Tomkiewicz [slab, pantar (5-8)]. 

Recorded and mixed at B.C. Studio, engineered by Martin Bisi, 1984-87.
  CARBON debuted at the Speed Trials. NYC, May 1983, as a trio with Jonathan Kane (SWANS) and Rick Brown (V-EFFECT, FISH AND ROSES) on steel drum and mallet bass. YTYKYD from that gig appeared on Homestead's SPEED TRIALS. Next version: David Linton -- drums and metal, Marie Pilar -- voice and slab, Charles Noyes -- drums. This band played clubs as well as New Music America in D.C. 1983 and went to Europe (minus Noyes) in the Fall of '83. Guiding factors: improvised song forms and skeletal structures, speed, density, loudness; a variety of internal details embedded in the sonic flux. After a seven-month hiatus, CARBON reemerged in the Summer of 1984 for one performance with Linton, Noyes, and Mark Miller on drums and percussion and a studio recording which yielded GEOMETRY, ISO, HELICOPTERS, INVERSE PROPORTIONS, and two other pieces, released as CARBON on my own Zoar label and on Atonal in Berlin. Structures and tunings were constructed using Fibonacci numbers (see notes to TESSALATION ROW [SST 129] and LARYNX [SST 194].) Sonic vocabulary was based on the natural overtone series, urban/industrial sounds and textures, and techniques learned from various world musics including circular breathing. Interlocked polyrhythms, cyclical and microtonal melodies, and throat singing. These studio recordings served as a blueprint for a band (more a pool of musicians who had learned the pieces, processes, and techniques) varying from three to eleven players and active from Fall 1984 through Spring 1986. A number of new pieces were added to the active song list. The band and tunes are here represented by cuts 5-8, recorded with a minimum of overdubbing. The larger versions of CARBON were for performances of MARCO POLO'S ARGALI and SELF-SQUARED DRAGON (both Fibonacci Series compositions.) The third CARBON album, FRACTAL, was inspired by Benoit Mandelbrot's THE FRACTAL GEOMETRY OF NATURE. I felt a resonance with his mapping of mathematical functions to forms and phenomena from nature including turbulence, chaos, and seeming randomness. The musical structures in CARBON concern the interzone between order and chaos as manifested in the guided improvisations of the players within the algorithms of each piece. Each piece was based on a different aspect from fractal geometry and constructed in layers in the studio with new layers revealing more of the tangential. NOT-YET-TIME was a commissioned score for NINA WIENER AND DANCERS and further application of these conceptual and physical approaches, almost a CARBON mini-sampler. The next phase of CARBON is documented as LARYNX. In the works is a new set of pieces for the small version of the band.    -- E. S.

	Elliott  SHARP
	Nots
	1992 
	63:02
	label: Atonal

rec. 1980-82. 

Elliott Sharp [g, b, d, b cl, t&s s, v];  feat.: Bill Laswell (см) [b]; Robert Previte (см. в ‘Jazz’ section) [d]; Wayne Horvitz (см) [k]; Philip Johnston (см. в ‘Jazz’ section) [s s]; Philip Wilson, Olu Dara, Art Baron, David Linton.

 Elliott Sharp, or E#  as he abbreviates his name, is a multi-instrumentalist, and composer who lives in New York City. He writes music for a wide variety of instruments from violins and cellos to electric guitars and digital samplers.

	Elliott  SHARP
	Abstract Repressionism 1990-99
	1992 
	52:15
	label: Victo (Quebec, Canada)

Elliott Sharp [double guitare basse] with Drums and Strings  [with CARBON]
“A. R. 1990 – 99” is the latest in a series of long-form pieces for larger versions of CARBON. These include Larynx, Sili / Contemp / Tation, Self-squared Dragon, Redrum, and Serrate. They share various attributes within the continuity of “ir / rational music”: core materials are ordered in time and manipulated by the musicians using algorithms defined for each composition. The core materials may be mathematical, rhythmic, melodic, timbral, or harmonic; the algorithms of use range from specific instructions to more general operational approaches. “Ir / rational music” is a useful pun to describe what I try to manifest in my compositions. “Ir” represents acoustic phenomena and how we perceive them; “rational” is that which is structure and order (whether real, unreal, surreal, or superreal); overall is the “ir / rational” containing the other parts and binding them with intuition, chaos, and the tangential. The title is journalistic although the music is not programmatic. Elements of control (government, police / military, religion, entertainment / news media, educational institutions, the aristocracy) continue to tighten up their absolute ability to shape what people think and do —  not so much through overt means (although these are certainly being practiced) but by selecting against and undermining the ability of humans to process information and abstractify. This we must battle.  —  Elliott Sharp, may 92

	(Elliott  SHARP)
	BOOTSTRAPPERS:

"GI=GO"
	1992
	46:54
	label: Atonal Records (Berlin)

composed and performed by:

E# [g, b cl, processing]; Thom Kotik [prepared bass]; Jan Kotik [d, perc].

The Bootstrappers was a one-time collaboration between guitarist Elliott Sharp and the the rhythm section of bassist Mike Watt and drummer George Hurley of the Minutemen and fIREHOSE.
An intriguing idea: Take New York experimentalist, math geek, and severe noise proponent Elliott Sharp and form a trio with the ferocious rhythm section of everyone's favorite post-punk hardcore band, the Minutemen. Stir and allow to improvise. The resulting concoction is a fairly heady brew of pounding rhythms, warped samples, cascading noise guitar, and even the occasional dub groove. Sharp's guitar playing often sounds most inspired when soaring atop a strong foundation and that's often the case here. Whether launching into rippling streams of notes on the fast-paced "Empty-Vee" (get it?) or careening into the spare, arid space of "Long Beach Dub/Feen," Sharp is in very fine form here. Hurley and Watt have no trouble keeping up and, indeed, on tracks like "Maneuvers" clearly spur on the guitarist with a fine mix of earthy rock patterns and noise. Sharp employs sampler-generated voices from time to time that he intends as mordant social commentary but which, in truth, only deflect attention from the far more interesting musical goings on. Sharp fans will want to have this one in their collections, especially those listeners who enjoy his Carbon and Terraplane ensembles. Those more enamored of his "classical" pieces might wish to exercise caution.
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	Elliott  SHARP
	Amusia
	
	68:44
	label: Atavistic (Chicago)

как выше (Elliott SHARP / ORCHESTRA CARBON) + Zeena Parkins (см.), Marc Sloan.

	Elliott  SHARP
	Psycho-Acoustic
	1994 
	57:27
	label: Victo

Elliott Sharp [b, haw g, dobro, b cl, perc]; Zeena Parkins (см.) [harpes, bandes, perc].

	Elliott  SHARP
	Terraplane
	1994
	50:27
	label: Homestead 1994

E# (Elliott Sharp) [el g, lap steel g]; David Hofstra [el&ac b]; Joseph Trump [d].

TERRAPLANE – это блюзовый проект Шарпа. Всё сыграно с отличным драйвом и великолепным чувством вкуса. Но это не альтернатива.

Robert Johnson, Muddy Waters, Otis Rush, Buddy Guy, Albert King, Freddie King, Albert Collins, Ma Rainey, Skip James, BB King, Charlie Patton, Son House, Memphis Minnie, Hubert Sumlin, Blind Willie Johnson,  John Lee Hooker, Arthur Crudup, Sonny Boy Williamson, Little Walter, Sleepy John Estes, Otis Spann, Willie Dixon, Lightnin' Hopkins, Elmore James, and of course, Jimi Hendrix --

  their names alone are poetry,

     their music has sustained me for years. 

This record offers a small tribute.

     ---- e#

Who would have guessed that Elliott Sharp, that avant-garde, mad scientist, guitarist supreme, would play such soulful blues? On Terraplane, Sharp takes on 12 tracks either written or popularized by his blues idols, as well as four original compositions in similar styles. Ably accompanied by bassist David Hofstra and drummer Joseph Trump, he is nothing less than absolutely convincing here. Dispensing with the irony and impotent intellectualism that often hampers his other work, Sharp plays his guitar with verve and spirit. He showcases a good variety of tones and approaches to the instrument as well, showing that, without a doubt, he has done his homework. In addition to his conventional guitar playing, he also plays some mean lap steel, as capably demonstrated on "Sitting on Top of the World." Every once in a while, Sharp's avant-garde roots come to the forefront, but when they do, they remind the listener more of Jimi Hendrix' extremely progressive approach to the blues than anything else. The original compositions are quite good, with such memorable moments as the funky vamp of "'Sixty-Six" or the unusual turnaround of "Snowy Day." Sharp has never sounded this spontaneous and as in-control of his instrument. Fans of blues and blues guitar should do themselves a favor and pick this up, as they will no doubt be pleasantly surprised. Dirty, funky, and full of the genuine spirit of the blues, Terraplane, although an anomaly with regard to sound and approach, is one of the high points of Sharp's extensive catalog.

All Your Love 
- Rush 

Snowy Day 
- Sharp 

Sitting on to of the World 
- Traditional 

That Collins Thing 
- Sharp 

Sixty-Six 
- Sharp 

Diving Duck 
- Estes 

Mystery Train 
- Crudup 

Close to Me 
- Williamson 

Killing Floor 
- Burnett, Howlin' Wolf 

Dust My Broom 
- James 

Blu-E 
- Sharp 

Side Tracked 
- King

	Elliott  SHARP
	Interference
	1995
	61:27
	label: Atavistic (Chicago)

Elliott Sharp with CARBON
E# (Elliott Sharp) [doubleneck guitarbass, saxophones, samples, buchla thunder]; Zeena Parkins (см.) [el harp]; Marc Sloan [b]; Joseph Trump [d]; David Weinstein [sampler].

Composed and produced by Elliott Sharp. feedback: esharp@panix.com 

1. Onyx

2. N-Cryp

3. Slag

4. Klik Daemon

5. Glitchit

6. Jungle Freese

7. Thermal

	Elliott  SHARP
	TECTONICS:

“Tectonics”
	1995
	56:54
	ambient-noise-avantgard 

label: Atonal (Berlin)

E# (Elliott Sharp) [grooves, g, sax, buchla thunder, processing, producer]; Melvin Gibbs (см. тж. с J-P Bourelly в ‘Jazz’) [b]; Dorit Chrysler [v (#4,8)], K.J. Grant [v (#1,9)]. 

	Elliott  SHARP
	Elliott SHARP & Zeena PARKINS:  “Blackburst Psycho-Acoustic”
	1996
	52:55
	label: Victo

Psycho-Acoustic is guitarist Elliott Sharp and harpist Zeena Parkins, and Blackburst is their first album together under that name (their first album was titled Psycho-Acoustic and simply credited to Sharp and Parkins). As with their first project, this one finds them exploring the sonic frontiers of their various instruments, which include double-neck guitar/bass, bass clarinet, synthesizers and rhythm machines, and a mysterious instrument called the "Buchla Thunder." Blackburst is somewhat more accessible than Psycho-Acoustic, but it's still thoroughly weird. "Specific Gravity" features a percolating beat that hops along under a one-chord vamp, allowing Sharp and Parkins to lay down layers of moaning, shrieking instrumental lines on top. "Peregrine" is episodic in nature and epic in length, but ultimately proves to be more interesting than enjoyable. The best track of the album is "Massive Apatite" (sic), which weaves together subtle vocal samples, a staggering beat and a recurring synth pattern that sounds like R2D2 in ecstasy. Cool.

Specific Gravity 

Peregrine 

Two Mass Chain

Ha-Kol

Le Roi Smeck

Massive Apatite

all tracks composed by Parkins, Sharp

	Elliott  SHARP
	Sferics
	1996
	67:26
	label: Atonal

E# (Elliott Sharp) [solo fretless guitar, spring bow, e-bow].

Dedicated to Sonny Sharrock

thanks: Zeena Parkins, Marc Ribot.

Мощный авангардный проект (как и следует из специфики лейбла Atonal).

	Elliott  SHARP
	XenocodeX
	1996
	49:19
	label: Tzadik (USA)

e# (Elliott Sharp) [Buchla Thunder (X-Topia), fretless g, clarinet (Intifada)]; The Soldier String Quartet: Regina Carter [violin]; David Soldier [violin]; Judith Insell [viola]; Dawn Buckholz [cello].

The Soldier String Quartet [with E. S.] performs two extended compositions from the master of fractals: the psychedelic transformations of Xtopia and the dark jagged snapshots of Intifada.

	Elliott  SHARP
	TECTONICS: 

Field & Stream
	1997
	55:47
	label: Atonal

E# (Elliott Sharp) [doubleneck guitarbass, bits and bytes, sax]; Zeena Parkins (см.) [sampler (Fzarp), little green drone guitar (Pangra)]; Frank Rothkamm [drums ‘n bass (Krkd)].

Insrumental works in ambient, ill-bient, trip hop, free jazz and techno.

1. Krkd

2. Glimpse of Field Effect

3. Dadastream

4. Fzarp

5. Anatomic Dub

6. Pangra

7. Faux Facade

8. Lithic

	Elliott  SHARP
	Vernon REID, Elliott SHARP, David TORN:

"Guitar Oblique"
	1998
	59:13
	label: Knitting Factory Works (NY, USA)

Vernon Reid (см.) [g]; Elliott Sharp [8-str guitarbass]; David Torn (см. в 'Jazz') [g].

“Twisted brilliance.” – JazzTimes

“Sharp’s music embodies the revolution that science has undergone throughout the 20th century.” – Monda 2000

Three guitar futurists, in a rare meeting recorded live at the Knitting Factory, create alien soundscapes, unheard sounds, and twisted grooves using a variety of guitars, computers, boxes, and machines.

	Elliott  SHARP
	TECTONICS:

“Errata”
	1999
	55:13
	label: Knitting Factory (New York) www.knittingfactory.com 

E# website: www.algonet.se/~repple/esharp/es.html 

performed by E# (Elliott Sharp) & TNX: Zeena Parkins (см.), Vernon Reid (см.), David Torn (см.), Joe Trump (drum chunks), Weinstein, Kurt Ralske, webmaster Lennart

1. Spliny Thicket

2. In Tongues

3. City of Sand

4. Which Delta

5. Calle Siete

6. Hotfoot

7. Noospheric

8. Goomy

9. Kargyraa

10. Errataka

	Elliott  SHARP
	TERRAPLANE:

“Blues for Next”

[2 CD set]
	2000
	52:54 54:01
	TERRAPLANE is: E# (Elliott Sharp) [el g, console steel g, National steel g, t s]; Sam Furnace [a&bar s]; David Hofstra [el&ac b]; Sim Cain [d, el perc]. 

Guests: Dean Bowman [v]; Eric Mingus [v]; Hubert Simlin [el g (CD I, #1, 5)].

Prod. by E#.

CD I: “Plus”

1. Rollin' & Tumblin' (trad. arr: Sumlin, Sharp) 3:19

2. Long Dark Sky (Mingus, Sharp) 7:42

3. As It Falls (Bowman, Sharp) 5:07

4. Baptism of Concrete (Mingus, Sharp) 3:48

5. S-Boogie (Sumlin, Sharp) 6:21

6. Slow Drag (Mingus, Sharp) 6:56

7. Train (Bowman, Sharp) 4:13

8. Chemically (Mingus, Sharp) 8:20

9. Feel Each Day (Bowman, Sharp) 6:38

CD II: “Quartet”

1. Work or Leave 5:07

2. Twistin 9:33

3. Rails 10:44

4. Like Showers of Rain 6:16

5. Diallo Blues 8:38

6. Othar 4:33

7. Clank 8:49

all "Quartet" compositions by Sharp

TENTH AVENUE, UNNOTICED, BECAME AMSTERDAM. AS SCENES UNWOUND BEFORE ME IN UNENDING LOOP MY HEAD'S THROB REDOUBLED, BUT EACH SIGHT FASCINATED SO THAT I COULD DO NO OTHER THAN TO TRY BLINKING AWAY THE PAIN AS EVERY VISION PASSED. LONG LOW BLOCKS OF TENEMENT DRABNESS. UNSHATTERED BY HIGHTHROWN STONE AND GLASS SPEARS; TAXI'S LEMON EXOSKELETONS AMIDST HUNDREDS OF GRAY SCUTTLERS PARKED AND MOBILE; FITFULLY ILLUMINED ALLNIGHTERS HAWKING CRATES OF PRODUCE, RESTAURANTS ID’ED WITH. NEON CURLS, NEWSSTANDS SAFE BEHIND PAPER BATTLEMENTS; OLIVE-HUED, MAILBOXES, ENAMELED BLUE STREET-SIGNS, BLACK IRON LAMPPOSTS AND CHURCHES' STAINED GLASS; DEADHOUR STROLLERS RAMBLING UNDER JACKET, TIE AND HAT, FREE OF SWEAT'S GEL, PACING NIGHT'S WALKS AS IF EN ROUTE TO OFFICE: ALL BESPOKE A DIFFERENT WORLD'S THRALL, NEWMADE FLESH FORM HISTORY'S DUST. THAT WE COULD SPEND MANY UNGUIDED MINUTES HERE SEEMED UNIMAGINABLE; DOUBTLESS THE LATE HOUR SENT OPTIMISM INTO COMA. DOC'S BREATH SEEMED TO BE COMING EASIER TO HIM NOW; PERHAPS HE'D CALMED ENOUGH TO TALK OF OTHER PUZZLEMENTS.

-- From “Terraplane”, by Jack Womack

	Elliott  SHARP
	Elliott SHARP & Bobby PREVITE:

"The Prisoner's Dilemma"
	2002
	56:52
	label: Grob
Elliot Sharp: 8-string guitarbass, bass clarinet, pedal steel, powerbook.

Bobby Previte (см. в 'Jazz'): ddrum, electronic drums, dw acoustic drums, paiste cymbals.

Elliott Sharp began playing the piano at six. According to Sharp, he was performing concerts by age eight. Sharp claims that his parents wanted him to be both a concert pianist and a scientist. He gave up piano, first in favor of the clarinet and then the guitar. His interest in science led him to build his own effects boxes for the instrument. He became intrigued with all types of experimental music, from contemporary classical to free jazz and sophisticated rock. Sharp studied anthropology at Cornell, where he played in a band and took an electronics class with synthesizer inventor Robert Moog. At Bard College he studied with free jazz pioneer Roswell Rudd (future Lounge Lizards John and Evan Lurie were classmates). He went to graduate school in Buffalo, where his academic advisor was Morton Feldman. He moved permanently to New York City in 1979, where he played gigs at various underground performance spaces, including the notorious Mudd Club. In the '80s Sharp became a major figure on the downtown New York experimental music scene, collaborating with many of it's most prominent players, including John Zorn, Wayne Horvitz, Bobby Previte, and Butch Morris. Over the years, Sharp has led his own bands more often than not. His music draws upon the wide range of his influences, from Coltrane to Zappa to Xennakis and beyond. An improviser at heart, Sharp's compositions tend to be quite loose, allowing plenty of room for the musicians to roam. Among his recent projects is the blues/hardcore/free jazz hybrid Terraplane, with bassist Dave Hofstra, saxophonist Sam Furnace, and drummer Sim.

	Elliott  SHARP
	Elliott SHARP, Joey BARON, Roberto ZORZI:

"Beyond"
	2002
	51:16
	avantgarde
label: Auditorium
JB (см.): beats & rhythms

ES: plays 8 string guitar bass and acoustic guitar, soprano sax, loops

RZ: strumming on guitar, dobro & 8 strings electric bass, loops

Recorded in New York in 2000, this trio perform some exceptional avant-garde improvised music, using electronics and loops, featuring both electric and acoustic moments. The trio features two of downtown N.Y.C.'s finest avant-garde musicians of the '80s and '90s; composer and multi instrumentalist Elliott Sharp is a ubiquitous "downtown" player, and John Zorn's favored drummer, Joey Baron, is outstanding on this candid session. The trio is completed with Italian guitarist Roberto Zorzi, who is a unique and distinctive musician, seemingly unlimited by string instruments. With Joey Baron providing angular beats and electronic rhythms, Elliott Sharp and Roberto Zorzi exchange between sundry instruments -- eight-string bass and acoustic guitar, soprano sax, and loops, dobro, and electric bass. Recorded and mixed by Sharp, the ten tracks on this CD exhibit some highly inventive music that sits on the improvised/post rock/experimental axis.
  
  
1. 
  
Consumo critico (Critical Consumption) 

3:23

  
  
2. 
  
Same Day Transfer 

4:16

  
  
3. 
  
Not Credit Card 

6:07

  
  
4.
   
Long Steps (And Well Laid) 

4:03

  
  
5. 
  
Out of My Pocket 

4:49

  
  
6. 
  
Mi rado di rado (I Shave Myself of I Shave) 

7:53

  
  
7. 
  
The Erotic Dwarf 

0:58

  
  
8. 
  
Kursk 

16:32

  
  
9. 
  
Full Amount in Cash 

0:48

  
  
10. 
  
Beyond 

2:02

	Sonny SHARROCK - см. в 'Jazz'
	
	
	
	

	David  SHEA
	Prisoner
	1994
	54:25
	David SHEA -- см. тж. с: MR. BUNGLE; John ZORN; Marc RIBOT; Bill LASWELL; Bobby PREVITE (в 'Jazz'); Zeena  PARKINS;
label: Sub Rosa (Belgium)

rec.: New York, 1993

Composed by David Shea

Performed by: David Shea [sampler, p, jaw harp, harmonica]; Cyro Baptista (см. в 'Jazz') [Brazilian perc]; Anthony Coleman (см.) [p, organ, sampler]; Hideki Kato [el b]; Zeena Parkins (см.) [harp, p]; Mark Ribot (см.) [g]; Jim Pugliese [d, perc]. Photos: Elliott Sharp.

Prisoner is one piece broken into seven parts. …Prisoner is conceived as an independent whole and the work can be heard with or without knowledge of the sources. Through combinations of samples, acoustic and electric instruments characters and gestures are defined psychologically. The ensembles are a continuation of my orchestrations which combine traditional instrumental techniques with the newer mixing/playing techniques of turnable and sampler players. The musical style and rhythmic choices also change according to the character of each section. The seven parts of Prisioner are a series of these scenes linked as a type of sound cinema.

	David  SHEA
	The Tower of Mirrors
	1996
	74:31
	label: Sub Rosa (Belgium)

Recorded at Baby Monster Studios, Harmonic Ranch Studio, Jim Cain's Studio, Jim Pugliese's Studio, New York City in September-October 1995.

Simeon Cain: tabla, percussion; 

Erik Friedlander (см.): cello; 

David Morley:  analog synthesizer programming; 

Dave Douglas (см.): trumpet;

Zeena Parkins (см.): piano,  prepared piano; 

Jim Pugliese: bowed vibes, mbira, percussion; 

David Shea:  sampler, piano, texts; 

Jim Dungan: protools editing engineer; 

Ian Bryan:  live recordings engineer; 

Tiziana Kutic: Italian and French text; 

Vivian Huang: Mandarin Chinese narration and text compilations.

Again based on a Buddhist fable, Shea's latest Sub Rosa work is in more of an ambient/electro-acoustic vein, although familiar names such as Erik Freidlander, Jim Pugliese, and Zeena Parkins show up in the credits. Composed to be played in any order, The Tower Of Mirrors integrates elements of jazz, post-classical and experimental electronic, Latin and exotica, and even rock and techno into lush, detailed soundscapes on par with the recent works of artists such as David Toop and Tetsu Inoue.
    1. Red Jade

    2. Entering

    3. The Tower

    4. Mirrors

    5. Elegy

    6. Exotic Gardens

    7. Locus Slocus

    8. The Green Green World

    9. Kuan-Yin Mirrors

    10. The Forbidden City

    11. The Machines

    12. Chang-O Changes Form

    13. Tuning 

    14. The Pure Land of Illusions 

    15. Canto I-XX 

    16. Schizoid 

    17. Hammer and the Anvil

    18. The Red Chapel

    19. Canton Noir Blues

    20. Song of the Old

    21. The Lovers 

    22. Sallambo & Salome 

    23. Broken Jade. Four Directions Battle 

    24. The Elder Of The Void. Awakening

all compositions by David Shea

	David  SHEA
	An Eastern Western Collected Works
	1998
	62:37
	ambient / experimental
label: Sub Rosa (Brussels, Belgium)  website: http / www.subrosa.net 

Composed and Produced by David Shea.

David Shea [sampler, p, jaw harps, voices, synths]; Dave Douglas (см. в секции “Jazz’) [tp]; Jim Pugliese [perc, tympani, vibes].

Recorded at Baby Monster Studio, NYC, late 1997.

Dedicated to the works of: Mario Bava, Toru Takemitsu, Alfred Schnittke, Morton Feldman, King Hu, Denis Potter, Franz Kline, Masaru Satoh.

Liner notes of  An Eastern Western Collected Works:

1997 has been an intense year of constant traveling and performing and a year of refining and rewritting many of the older works for new performances.

The early part of the year was dedicated to the Satyricon Recording and solo sampler with video collage works. The European tours and projects varied from projects with traditional folk musicians to classical ensembles to concrete and improvised contexts. This has made the year challenging and demanded personally new approaches to composing.

The Pieces on this recording have been written and / or recomposed on the sampler during this late 1997 period. The Pieces reflect a group of works wich use focused materials and combine a more physical and personal approach to the sampler combined with connections to acoustic classical traditions both Eastern and Western.

1. Dangerous Ground

2. A Spiral

3. Lines

4. Il Siciliano

5. Harmonies

6. Jade Mirror

7. Duo / Solo for Trumpet and Sampler

8. Solo / Duo

9. Elegy for Mario Bava

	David  SHEA
	Classical Works (I)
	1998
	55:38
	label: Tzadik

Composed by David Shea. Produced by David Shea & John Zorn.

#1 – 5: Chamber Symphony #1; performed by The Ictus Ensemble.

#6 – 13: The ‘Voice’ Suite; performed by David Shea [p, sampler]; Erik Friedlander (см.) [cello]; Jim Pugliese [perc]; Piet Van Bockstal [screaming oboe mulitphonics (#13)]; Miguel Bernat [perc (#10)].

(1-5) recorded Vooruit in Ghent, Belgium on May 5, 1998

(6-13) recorded at Zabriske Point, New York City

The Ictus Ensemble (1-5): Janna Van Mechelen (alto flute), Piet Van Bockstal (oboe), Takashi Yamane (clarinet), Dirk Noyen (bassoon), Eric Sleichim (baritone saxophone), Philippe Ranallo (trumpet), Alain Pire (trombone), Igor Semenoff (violin), Paul de Clerck (viola), Geert de Bievre (cello), Francois Deppe (cello), Gery Cambier (double bass), Jean-Luc Fafchamps (piano), Jean-Luc Plovier (sampling keyboard), Gerrit Nulens (percussion), Miguel Bernat (percussion), Georges-Elie Octors (conductor); Erik Friedlander (6-13): cello; Jim Pugliese (6-13): percussion; David Shea (6-13): sampling keyboard, turntables, piano.

Classical virtuosos interacting with Shea's twisted sampler magic: an important release of two adventurous pieces of classical chamber music by one of today's busiest musical manipulators.

Juxtaposing live and sampled instru​mental sonorities, turntable/sampler wizard David Shea per​forms with members of the Ictus Ensemble, the brilliant cellist Erik Friedlander and long time collaborator Jim Pugliese in one of his most ambitious projects to date.

	David  SHEA
	Hsi-Yu Chi (Journey to the West)
	2000
	52:55
	label: Tzadik

Composed by David Shea

SIM CAIN drums, percussion, dumbek   

KATO HIDEKI bass   

WU MAN (см.) pipa
ZEENA PARKINS (см.) electric harp, acoustic harp, piano, accordian
JIM PUGLIESE drums, percussion   

MARC RIBOT (см.) electric guitar, acoustic guitar, banjo
DAVID SHEA sampler, piano, turntables 

ALEX TOBIAS harmonica, tin whistle, Celtic drum
REBECCA WILSON screaming   

JOHN ZORN (см.) alto saxophone

HSI-YU CHI is a recorded journey. This work is based on the historical journey of the Taoist priest Hsuan-Tsang who, in the seventh century a.d., traveled from the capital of the Tang dynasty, Changan (now Xian), in China to India in order to study and translate Buddhist sutras (religious texts). He returned many years later with hundreds of sutras and introduced Buddhism into China. The travels or Hsuan-Tsang became popular folk and mythological fables that combined the western religious stories with the supernatural, nature-based world of gods, demons, and ancestors of the traditional Chinese Taoist, Confucian and shamanistic beliefs. These stories culminate in the creation of the hundred chapter novel HSI-YU CHI (Journey to the West) first published in 1592. The novel combines mythology with religious teachings, models of Buddhist cosmology with political and geographic history, and western cultural influences with popular Chinese traditions. Many of the mythological and martial arts films made in Hong Kong in the last twenty years have been directly influenced and based on the ancient stories and have at the same time been popular and western style films. Many directors such as Tsui Hark, John Woo, the Shaw Brothers, King Hu, Chine Siu Ting, Xu Feng, Bruce Lee and Stanley Kwan have combined traditional stories with supernatural mythology, western pop and classical culture. This recording is based on the chapters of HSI-YU CHI and is a tribute to the Hong Kong directors who use both technological, commercial, western and traditional Chinese sources to create new work. I have used the novel as a map to create this journey. Sections of the journey were written as tributes to various HK directors; for example if the characters in the novel come across a cave demon and fight a battle with supernatural weapons this section might become a musical tribute to Tsui Hark and so on. The recording follows the characters from China through royal courts, temples, heaven, the underworld, the desert, demon courts, village festivals, psychic torture, illusions, many countries, and finally ending in Jetvana, the pure land where they receive salvation and scriptures from Buddha. Each section of this record was conceived as a territory or specific event in the movement westward. Where an HK director may use a western model to base their traditional material I have used a similar approach from my perspective. I have not set out to make a Chinese record but like the two records before this, SHOCK CORRIDOR and PRISONER, the music exists inside and outside its source. This piece is independent of the novel and the least literal of the three records and it is not necessary to know the stories to follow the record. Each musical territory is created with samples, live playing, traditional tunes, scored and improvised material, and the choice of style or method define the space and time for that part of the journey. The travels cross internal and external space, through religious devotion to B film exploitation. My original task was to create a record of Buddhist religious music based on scriptures and fables. In making this work I found that the connections and lessons of these teachings existed everywhere I looked, that the outside forms were internally connected. The HSI-YU CHI provided a map for creating a context in which connections could be made clear and simple. These connections did not have to be created or synthesized so much as given space and a dramatic context to happen. The players created these in their improvisations from their own gestural languages and traditions. The combinations of sampled material and live playing created the landscape for scored pieces and dramatic scenes. This was often as simple as layering traditional material and listening to the musics that I believe are connected by their own internal natures and histories. The work is the theater of these combinations taken and created from sources in and connected to the novel that continued my own journey of learning these connections and making work from internal spiritual focus and external information learned and conditioned by experience. This record was also a personal journey through my own influences and background. The map of the novel is much larger than the physical space literally attributed to Hsuan Tsang's travels. In this work the west and east are real and imaginary places. The .west could include villages in Ireland and the west Chinese desert, the underworld or heaven. The east could cross Persia or North America, monasteries or the Tang dynasty court. There are also many references to literal places and times and many combinations of traditional folk tunes. This work is independent of its source but lives inside of its connections and references. 

	David  SHEA
	Tryptich
	2001
	55:14
	label: Quartermass (Belgium)

David Shea [sampler].

1. Sita's Walk Of Fire                      (Shea)                  21:34

2. One Ride Pony                            (Shea)                  10:38

3. Satyricon 2000                           (Shea)                  22:58

Recorded at Equus, Brussels (Belgium) in December 2000 and January 2001

Produced by David Shea

	David  SHEA
	Classical Works II
	2002
	68:12
	label: Tzadik

David Shea [sampler] with Ensemble Musique Nouvelles

Classical Works II is the definitive document of Shea's new musical direction, boldly integrating sampling technology into the classical concert music tradition. The compositions here range from interactive duets for soloist and sampler to a major new piece for chamber symphony.

CHAMBER SYMPHONY #2 (tracks 1-4)
 Chamber Symphony #2 continues the search into the combination of acoustic ensembles with sampler that began with Chamber Symphony #1 [см. выше]. The process involves writing the score for the ensemble, recording the phrases of the score with each player individually, sampling the instruments and finally per​forming the full combined score as an expanded acoustic and sampler orchestra. Each movement explores layers of instrumental, sampler and recording techniques. The pieces were composed both traditionally and on the sampler/computer, bringing to acoustic music many of the methods I nave used previously for sampler and turntable pieces. The first movement is composed of blocks created by static chords continu​ally changing between the sampled and acoustic voicings. The second involves the conductor "playing" the ensemble by directing the players to repeat scored patterns and layering these loops (in a sense using the ensemble as an extended sampler.) The third is a match of each solo instrument with its sampled material, focusing on percussion and sampled percussion manipulations. The fourth returns to soft colorations and shifts in layers of acoustic/electric confusions. Written during the end of 1999 it was first commissioned and performed by Ensemble Musique Nouvelles. It was a great experience working with all of the musicians in the ensemble and with Jean Paul Dessey in developing this piece during this last year of recording.

SOLO/DUO FOR CELLO (track 5)
The Solo/Duo are pieces composed for solo instruments and sampler in which the solo instrumentalist plays the written score in duo with a sampler player, performing material sampled from the acoustic instrument. Written for Jean Paul Dessy, this piece was developed closely with his personal techniques and approach in mind.

SOLO/DUO FOR PIANO (tracks 6-7)
The same process was followed here for piano, and developed with Jean Phillipe Collard. My respects to both his focused coloristic playing and for his help and attention to all the recording details.

8 SCENES FOR COMPUTER (track 8)
The three performances above become the source for this sampler/computer solo piece, performed on the Najo sampler, which functions here as both compositional tool and as a live performance instrument. The Najo was developed at Ircam in collaboration with Jean Lochard.

 — David Shea

	Aiko SHIMADA
	Blue Marble
	2001
	41:16
	light avant-garde project

label: Tzadik

1. Mezame (Morning, part 1)

  Aiko Shimada: el guitar, vocals 

2. Toki Wa Sugi

  Aiko Shimada: vocals 

  Eyvind Kang (см.): violin, viola, fretless bass

  Brent Arnold: cello

  Mark Collins: double bass

3. Wakare

  Aiko Shimada: vocals 

  Eyvind Kang: processed violins

  Paul Moore: key bass

  Tucker Martine: electronic shekere

  Mark Collins: double bass

4. Busy Rabbit

  Aiko Shimada: vocals, el guitar 

  Eyvind Kang: fretless bass, violins, ashiko drums

  Paul Moore: toy piano, arp synth, nord bass

  Evan Schiller; drums, bell samples 

  Tucker Martine: drum machine

5. Hikari (Morning, part 2)

  Aiko Shimada: vocals

6. Blue Marble

  Aiko Shimada: vocals 

  Eyvind Kang: violin, viola, tom-tom, recorders, mint-finger cymbals

  Mark Collins: muted double bass

  Mark France: el guitar

  Jason Webley; accordion

7. Silent

  Eyvind Kang: violin, viola

8. Song for Mark

  Bill Frisell (см.): el guitar

  Eyvind Kang: violin, viola

  Brent Arnold: cello

  Mark Collins: double bass

9. Asa (Morning, part 3)

  Aiko Shimada: vocals, el guitar

  Eyvind Kang: ashiko drums

  Bill Frisell: backwards guitar loops

  Paul Moore: fender rhodes, nord lead

  Tucker Martine: bass drum

  Guy Davis: guchung

  dj Olive: turntable

  Troy Swanson: talkbox hammond

	Phil SHOENFELT
	Dead Flowers For Alice
	1999
	51:24
	label: Indies Records  http://indies.ocb.nt 

Phil Shoenfelt [v, el&ac g]; Pavel Cingl [vln, el g]; Pavel Krtous [b]; Jarda Kvasnicka [d, perc].

Этот CD немца Phil Shoenfelt'a – это диск песен непосредственно в стиле Ника Кейва, наилучший из тех, что встречаются в природе.

	SHUB NIGGURATH
	Les Morts Vont Vite
	1986
	51:32
	avant-rock

label: Gazul Records (Musea), 1997

Alain Ballaud [el b]; Franck Coulaud [d]; Franck W. Fromy [el g]; Jean-Luc Herve [p, el organ]; Ann Stewart [v]; Veronique Verdier [trb]; Michel Kervinio [d, perc].

	SHUB NIGGURATH
	C'etaient de tres grands vents
	1991
	45:31
	label: Musea

Alain Ballaud [el b]; Sylvette Claudet [v]; Jean-Luc Herve [g, p, harmonium]; Veronique Verdier [bass trb]; Michel Kervinio [d]; Edward Perraud [d].

	SHUDO
	Shudo
	2001
	50:41
	abient-noise

This CD includes the video / vite (multimedia track)

label: Quatermass (Belgium)

All tracks built by Shudo

reform@mixmail.com (Reform Communications) 

	SHUDO
	ri.t
	2002
	45:12
	label: Quatermass (Belgium)   www.quatermass.net 

1. cavite

2. everything's happened so fast

3. ref dos (no retaliation)

4. radom hiver

5. aritec

6. we watch over you

7. cheyenne

8. enron state

Quatermass: Gauthier Keyaerts  e-mail: gauthier@quatermass.net 
What does it sound like when you take the alternately tense and wide open spaces of post-noise rock and underpin them with the muscular metronome of a rugged hip hop beat? Art, baby, that's what happens.

On 'ri.t' Shudo uses a minimal approach to give the greatest impact to the melody. Whereas most producers would take a gorgeous melody and build enormous swells around it until it was grossly overstated, Shudo gives us pristine glimpses of a remarkably honest sound. It's as if he's decided to go much further to sea, out into the deepest waters – in a rowboat. Or better yet, a kayak, became his sound is about balance.

True to the spirit of the eponymous first album 'Shudo,' and it's very personal musical perception, there is evidence of maximalising the minimal.

'ri.t' goes further into this subtle and crafty method of utilizing deconstruction to build a new musical expression. Shudo is back with a deeper approach of how to build melodies on the lightest translucent structures possible: sounds that echo off and click into, reminiscent of serene ghosts demonstrating what urban pop should be be about.

Taking underground hip-hop's rhythmical strength, post-noise-rock's freedom and so much more! All processed through a laptop and with a more contemporary language, aiming to experiment and combine electronics with a pop/rock/guitar background. This is about music, melodies and occasional tension… The expression of an inner vision and sound, the osmosis between the breathig of a city and its inhabitants. Close your eyes and think about nature's continual cycle of destruction and rebuilding, like perpetually sweeping waves that endlessly change a landscape.

Shudo's music is about the very different aspects of evolving organic life. On the other hand there is a more personal statement without words, an expression of a musican concerned about what this world is coming to.

The underlying political content of 'ri.t' is expressed trough electronics, not only because it is the most contemporary and somewhat universal language, but because digital tools offer a level of autonomy allowing one to create a personal space; not only in music, but also in image and communication, separate and removed from the claws of corporatism.

Blurred textures, floating chords, harsh spheres, deep beats, data corruption, music as visual narration… many things to say, so just sit and listen.

	The  SUGARCUBES – см. BJORK (в ‘Rock’)
	
	
	
	

	SIEBEN
	Our Solitary Confinement
	2002
	49:22
	label: Trisol Music Group

All music written, performed and produced by Matt Howden.

www.matthowden.com
Rec. in Sheffield, England.

post-punk / prog-rock баллады с изрядной композиционной долей академической музыки. При наличии обычного рок-набора инструментов, доминирует скрипка. Общее настроение – романтически-серьёзное, но не вычурное, как это часто бывает, а, что называется, от души.

	SIEBEN
	Sex & Wildflowers
	2003
	53:32
	label: Trisol Music Group www.trisol.de
All music written, performed and produced by Matt Howden. www.matthowden.com
Rec. in Sheffield, England.

progressive (folk-) rock.  Экспрессивные драйвовые баллады в духе folk-rock; довольно плотные арранжировки; основной инструментальный состав – скрипки и всевозможные ударные, присутствует и эл. гитара.

1. Spring snowdrop

2. Love's trumpet

3. Forget me not

4. Virgin in the green

5. John in the pulpit

6. Knudlustysummer

7. Deadly nightshade

8. Bleeding heart

9. Winter snowdrop

10. Love's promise

11. Love's other trumpet

12. Loki's lust and punishment

13. Deathlust

	SIGUE  SIGUE  SPUTNIK
	Flaunt It
	1986
	41:54
	disco-punk
EMI (Japan)

A Giorgio Moroder production. Programmed: Laslo.

On the run from the decayed Generation X, Tony James conceived Sputnik in 1986. He had been hinting at it for years, from the mutant calibration of Gen X’s techno-disco swan song, through the punching, pinching majesty of his production work with Sex Gang Children, James had seen where rock was heading and wanted to change its course. No corpulent corporate rock machine, nor painfully precious indy - obscurity, Sputnik did not represent music, was never a simple rock group. Sputnik was envisioned as a multimedia monster. They looked great, thrift store cast-offs in multy-colored mayhem, platform booted wasps’ nest hair-dos, the sons of punk and the daughters of glam, a computerized Hanoi Rocks who’d spent too long playing Nintendo. The meal was made before the rest of the world even understood the ingredients: Tony James and Neal X, dueling / dancing with paintball guitars; Martin Degville’s sex-dwarf vocals; the electropump bass; the moonshot drums... Sigue Sigue Sputnik would have been great for any era. Rising from the  through of the mid - 1980s, they were immaculate. From the moment they erupted till the second they exploded, Sputnik rewrote history. Produced by Giorgio Moroder, but the product of all the technology the music industry could offer, “Flaunt It” offers another first as well. It remains the first record of the future — ours and everybody’s.  

—  Dave Thompson,  Contributing Editor, Alternative Press.

1. Love Missile F1 - 11

2. Atari Baby

3. Sex Bomb Boogie

4. Rockit Miss USA

5. 21st Century Boy

6. Massive Retaliation

7. Teenage Thunder

8. She’s My Man

	SIGUE  SIGUE  SPUTNIK
	The First Generation
	1990
	53:05
	

	SIGUR RÓS
	Agcetis Byrjun
	2000
	71:59
	folk/rock/ambient, а точнее: post-folk/post-rock/post-ambient (ловко?)

sigur-ros.com 

Rec. 1998&9

Исландская группа с очаровательным женским вокалом.

	SIGUR RÓS
	Sigur Ros
	2002
	71:50
	label: FatCat Records www.fat-cat.co.uk / www.pias.com (Play It Again Sam)

	SILMARILS
	Vegas 76
	2000
	50:52
	Этих французов (Париж) можно отнести к современному варианту punk-rock , куда много чего ещё добавлено: кое-где рэпующий вокал, элементы acid jazz, и прочие DJ–ские штучки.

label: East West France (Warner)
Contacts, news & infos: www.silmarils-fc.com 

David S. [v, ac g, k, vocoder]; Jimi D. [g]; ComX [bass, fuzz bass, double bass]; Joao P. [DJ, sax, flute]; Brice M. [tp]; Aymeric M. [d].

1. Rock with it

2. You want Me

3. Jesus burns

4. Va y avoir du sport

5. For my City

6. Copacabana

7. 1980

8. Missing files

9. Boogie

10. Monica

11. Get off my back

12. Je ne t’en veux pas

13. Two shots for the king

14. Jennifer

	SIOUXSIE  and                 The BANSHEES
	The Scream
	1978
	39:04
	

	SISTER  MACHINE GUN
	Sins Of The Flesh
	1992
	39:52
	industrial
label: Wax Trax! (Chicago)

mixed, produced and published by KMFDM (см.)

SMG is: Chris Randall, Steve Stoll, Tom Gaul

	SISTER  MACHINE GUN
	The Torture Technique
	1994
	50:22
	label: Wax Trax! (Chicago)

Chris Randall [v, k]; Steve Stoll [d]; Tom Gaul [g]; Steve Stoll [d]; with: Jim Marcus, Levi Levi, Derek Frigo, James Wolley.

Edition: KMFDM Enterprises

THE OBJECT FORM OF INDIVIDUAL HUMAN DESIRE IS THE DRIVE FROM THINGHOOD. AS MAN WORKS TO DISTANCE HIMSELF FROM THE DEFAULT STATUS AS THING HE CONVERSELY REDUCES ELEMENTS OF HIS IMMEDIATE ENVIRON​MENT TO THINGS. SLAVERY AND COMMERCE OF GOODS, BOTH PHYSICAL AND INTELLECTUAL PROPERTY, ARE LOGICAL EXTENSIONS OF THIS METHOD​ICAL REDUCTION. TO SPEND OR TO CONSUME THE BULK OF SURPLUS ENER​GY THAT EXISTS ON THIS PLANET IS IMPERATIVE. A SYSTEM THAT CANNOT GROW OUTWARDLY HAS NO RECOURSE BUT TO EXPEND ITS SUPERABUN​DANCE OF ENERGY AND RESOURCES WITHOUT PROFIT. THE MONASTIC ASCETICISM OF THE TIBETANS PROVIDES AS ADEPT A CONFIGURATION FOR SPENDTHRIFTY ELIMINATION OF THESE ENERGIES AND GOODS AS THE BLOOD THIRSTY MILITARIZATION OF THEIR ANCESTOR MONGOLS. THROUGH RELIGION OR WAR, MAN CONTINUES HIS QUEST TO WASTE THIS UNUSABLE PLENUM OF ENERGY. IN THE ACT OF CAP​ITAL DESTRUCTION, THE WEAPON BECOMES FAMILY, BECOMES FRIEND AND CONFIDANT, UNTIL, THROUGH THE AUSPICES OF THE GUN, MAN IS RELIEVED OF THESE RESPONSIBILITIES -- PLACING HIS FAITH IN SISTER MACHINE GUN, BROTHER BOMB, AND IS ALLOWED BACK INTO THE WOMB, BACK INTO THE DARKNESS -- TO RETURN TO THE ULTIMATE REFUTATION OF THINGHOOD -- TO BE NON-THING...TO BE NOTHING.

	SISTER  MACHINE GUN
	Metropolis
	1997
	53:21
	label: Wax Trax Records (Chicago) www.waxtrax.com 

email: smg@smg.org 

web site: http:/www.smg.org 

	SKELETON  CREW
	“Learn To Talk” [1983/84] /                        “The Country Of Blinds” [1985/86]
	
	75:50
	label: ReR (Switzerland)

“Learn To Talk”: Fred Frith (cм.) [g, 6-str.b, home made b, violin, piano, k, d, singing]; Tom Cora (см.) [cello, b, k, d, home made drums and contraptions, singing]. 

“The Country Of Blinds”: Frith [g, 6-str.b, violin, home mades, d, singing]; Cora [cello, b, accordion, d, contraptions, singing];  Zeena Parkins (cм.) [organ, electric harp, accordion, d, singing]; produced by Tim Hodgkinson (cм.).

TOM CORA: “Kenichi Takeda, a musician and journalist, friend and translator during our two Japanese tours, had a unique style of describing Skeleton Crew. One morning over breakfast I asked him what he thought of the previous night’s concert. He stared into his coffee for a long time. ‘Last night’, he finally said, ‘I had a very difficult time sleeping, but I woke up refreshed.’ On another occasion he answered the same question by saying that our performance reminded him of the children of the Sanzunokawa River. When people die, according to Buddhist myth, they must cross the Sanzunokawa. At the river are many children, those who died innocent. They build towers of gravel to purify their parents’  and elders’  spirits. When the towers get too tall, goblins come to knock them down.”

Piet Schaap : “Fred Frith and Tom Cora discovered a mutual interest in one-man bands. Why not start from that idea, expand it to two people, and see what happened? To force themselves to be serious they set up a major European tour and started work. Hard work — effectively they had to generate a concert’s worth of new material from scratch, to be played on several instruments at once and learned within a few weeks. To make life a bit easier they were joined in this venture by Dave Newhouse, the keyboard / sax player from The Muffins (см.), with whom Fred had played on ‘Gravity’ (см.). It was only a short term solution — Newhouse returned to D.C. right after the tour — but it got them off the ground which was the main thing at the time. In fact Dave’s departure was another healthy kick in the ass — Tom and Fred were forced to discover further ways to do more with less....  A Crew concert from this period tended to have a lot of improvising in it, but built around skeletal themes of one kind or another. Even when there were no themes the improvisation took on song-like qualities. There would be snatches of words, eccentric folk-tunes, repeated riffs and hooks and charming taped interruptions. The key was always seeing guitars, basses, cellos and home-made contraptions being juggled with the various elements of a drum kit. It got to the point where the multi-limbed approach was so integrated that they couldn’t play separate parts even if they wanted to — everything had to be done together in order for them to know what they were doing at all. They thought they were the best drummer around! Instrumental technique developed likewise. Roles were blurred — cellos and guitars became drums at times and physical constraints made for an ‘interlocking’ quality in the way that melodies and rhythms were combined. A distinctive style emerged as the confidence of the ‘group’ grew. Then there were the theatrical aspects. An Italian critic compared a Skeleton Crew performance to the progress of a ship in a storm, slowly sinking but always somehow managing to make it safely to port. The physicality of a Crew concert was remarkable. At a time when the prevailing idea of a rock duo was a pair of Don Johnson lookalikes singing along to a computer sequence, it was a jolt to see a couple of rumlooking blokes going for broke — bashing and sturmming and kind of singing and kicking and laughing at their own kackhandedness.  After a couple of years of more or less continuous touring, Tom and Fred had developed a strong rapport in every aspect of working together. At the same time they began wondering what else they could possibly do as duo. The answer seemed to be “become a trio”, and so in 1985 they were joined by Zeena Parkins, on harp, keyboards and accordion. It was like starting all over again. The drummer’s role was now divided three ways instead of two, and in the spirit of ‘contraptionality’ Zeena started to play a small home-made electric harp in place of the large concert instrument. It must have been immensely hard to break into the established relationship of the duo in order for the group to become something else. That she (and they) succeeded in this struggle is evidenced by the fact that the period stimulated some of the Crew’s best work.

As it turned out, the very success which the trio now enjoyed also proved to be the contradiction which caused them to stop playing. The qualities of danger and reckless good humour which had previously marked the group, the feeling that they themselves didn't really know what would happen next, now gave way to a convincing and impressive control. The question that drummers had posed from the outset (usually in the form of "Why not ask me to join?", which kind of missed the point), now seemed relevant, ironically at precisely the moment when the same drummers were changing their minds. But though a certain fluency had been achieved as a trio and a new challenge was needed, wouldn't the addition of a real four-limbed drummer make non​sense of what the group was trying to do in the first place? Apparently the answer was "Yes", and after some sporadic appearances they called it a day.

	SKINNY PUPPY
	Doomsday
	2001
	67:57
	label: Synthetic Symphony

Back + Forth vol. 5 – live in Dresden

	SKINNY PUPPY
	The Greater Wrong of the Right
	2004
	48:41
	label: Synthetic Symphony  www.spv.de
promotional copy, release date: May 24, 2004

Skinny Puppy formed in 1983 in Vancouver, British Columbia, as a duo comprised of cEVIN Key (a.k.a. Kevin Crompton) and Nivek Ogre (a.k.a. Kevin Ogilvie). Following their debut cassette Back and Forth, Skinny Puppy recorded the EP Remission in 1984. This was to become the first of many recordings produced by collaborator David "Rave" Ogilvie. Though Skinny Puppy released their first full-length album, Bites, in 1985, the band would not be fully realized until the addition of Dwayne Goettel in 1986. Goettel's talent for sampling and soundscapes synergized with Key's ominous electronics and percussion, and Ogre's hard-hitting stream of consciousness lyricism, to form a truly unique paragon of industrial electronica. Subsequent releases like Mind: The Perpetual Intercourse (1986), Cleanse, Fold and Manipulate (1987), and VIVIsectVI (1988) served to further intensify the trio's style while simultaneously establishing their lyrical agenda. Often vitriolic and always astute, Skinny Puppy's commentaries on such issues as right-wing politics and animal cruelty would remain a thematic constant throughout much of the group's career. 1989 saw the release of the band's next album, Rabies. As typical for Skinny Puppy, Rabies explored both a continuation of sounds and schemas from their previous work while incorporating new vistas; in this case, it was the signature vocal and guitar sounds of collaborator Al Jourgensen. Ogre would continue to work with Jourgensen on several other projects, including Ministry, RevCo, and Pigface. Skinny Puppy's successive albums Too Dark Park (1990) and Last Rights (1992) took on much darker and more personal themes, and saw the end of their relationship with Nettwerk Records. In 1993, they signed to American Recordings and relocated to Los Angeles to begin production on their next album. After months of strife and dissatisfied recording, Key and Goettel returned to Vancouver in 1994 to finish production. Less than a year later, Goettel died of a drug overdose. In his honor, Key and Rave completed The Process and released it in 1996. It was to be the last album of new Skinny Puppy material until now. Though a multimedia collection of old tracks, Brap: Back and Forth, and remixes ReMix DysTemper (1998) would be released throughout the next few years, Key and Ogre focused more on their respective solo projects (i.e., ohGr, Download, etc.).
Due to the contrasting artistic direction that Ogre and Key's respective projects appeared to be taking, a new collaboration between the two seemed unlikely at best. Yet the duo rejoined to give a powerful performance on August 20, 2000 in Dresden, Germany, (recorded on Doomsday - Back & Forth Vol. 5, Synthetic Symphony / SPV). Though fans feared that this reunion might never be duplicated in the future, the energetic music and theatrical stage performances proved that Skinny Puppy had lost none of their potency.
After years of waiting,  Skinny Puppy return with The Greater Wrong Of The Right,  a breathtaking continuation of the path embarked upon with The Process. The experiments of the past few years have neither been forgotten nor diminished. Rather, in their condensed and highly dynamic style, they have forged an album that impresses first and foremost with its energy, vigor and stringency.
Although all the traditional elements of the Skinny Puppy history have been integrated into the ten new tracks, their complexity and divergence develop little by little, in typical Skinny Puppy fashion:
Demanding up-tempo tracks like 'I'mmortal', or 'Pro-test' with its brilliant rap elements synergize with intricate little masterpieces like 'Ghostman'; all of which continue to put the band's imitators in their places.
Still The Greater Wrong Of The Right is an album which thankfully lacks any manner of forced anachronism  or  supposed  nostalgic  flair.  With  the  support  of a  new  generation  of musicians, like Tool's Danny Carey (acoustic drum on 'Use Less') and Wayne Static of Static-X (vocals on 'Use Less'), it is, with all its dark brilliance, already one of the most outstanding albums of the year - and another milestone in the history of a band both   exceptionally genuine and genuinely exceptional.

	Nicky SKOPELITIS
	EKSTASIS:

"Wake Up And Dream"
	1998
	56:20
	label: Cyber Octave (Music For Evolving Souls) (USA)

Nicky Skopelitis [guitars, baglama, el sitar]; Bill Laswell (см.) [b, sounds]; Jah Wobble (см.) [b]; Jaki Liebezeit (см. CAN) [d]; Zakir Hussain [tabla]; Badal Roy [tabla].

Written*, Produced and Arranged by Bill Laswell and Nicky Skopelitis. Engineering: Robert Musso (см.).

Providence

Elysium
Heartland

Midnight Mass

Nepenthe

Eureka

Shower of Stars

	Nicky SKOPELITIS
	SKOPELITIS & BJORKENHEIM:

"Revelator"
	2001
	57:22
	ambient

label: Interhythmic LLC (New York)

Nicky Skopelitis [el&ac guitars, baglama, el sitar]; Raoul Bjorkenheim [el&ac guitars, bowed guitar, perc]; Bill Buchen [tablas, water drum, log drum]; Bill Laswell (см.) [sounds].

1. Sacrament

2. Epiphany

3. Fresh Meat And Roses

4. Right As Rain

Realization: Bill Laswell.

	SKREW
	Burning in Water, Drowing in Flame
	1992
	44:17
	агрессивный industrial-metal
label: Metal Blade / Devotion (London); rec. in Chicago

Adam Grossman [v, g, progr]; Danny Lohner [g, progr]; Chris Ault [progr]; + Jason Wolford aka ‘DJ Satan’ [scratchig, turntable]; a.o.

1. Orifice

2. Burning in Water, Drowing in Flame

3. Cold Angel Press

4. Charlemagne

5. Gemini

6. Indestructible

7. Feast

8. Once Alive

9. Sympathy For The Devil

10. Poisonous

11. Prey Flesh

	SKUNK  ANANSIE
	Paranoid & Sunburnt
	1995
	44:16
	punk / metal; этот CD – чистый ураган.

label: One Little Indian

	SKUNK  ANANSIE
	Post Orgasmic Chill
	1999
	51:15
	Skin [v, theramin,vibraphone]; Ace [el&ac g]; Cass [el&ac b, progr]; Mark [d, perc]. Produced by Andy Wallace.

Металлические негры. Со всеми вытекающими отсюда последствиями, как хорошими: trip hop + ураганный тяжеляк при этом, так и с почти неизбежным для чёрной команды заездом в соул (к сожалению, белым стилистический разброд в сторону набившего оскомину соула вместо нейтрально-холодных металлических баллад не всегда покажется кстати). И всё это пронизано великолепным женским вокалом. Из  всего что нужно для души, короче говоря, здесь есть много.

	SLAB !
	Descension
	1987
	
	 LP   Ink Rec. (Red Flame, UK)

Stephen Dray [v, sax, violin, samples]; Dave Morris [g, b, banjella, samples]; Paul Jarvis [g]; Bill Davies [b]; Robin Risso [d].

   Жестокий и сугубо авангардный Industrial.

	SLAPP  HAPPY  
	“Casablanca Moon” [1973] /  “Desperate Straights” [1974]
	1993 
	73:24
	label: ReR

Peter Blegvad [g, voc] (см.); Dagmar Krause [voc] (cм.); Anthony Moore [keys, g].                                                               

В записи "Casablanca Moon" участвовали музыканты из Faust, а в "Desperate Straights" -- Henry Cow.                          

Slapp Happy в полном составе записались на Henry Cow "In Praise Of Learning" (см.)

Редкого изящества музыка, в которой многое удачно сошлось: голос Дагмар Краузе, словно выписанной из кабаре времен Веймарской республики, и авангардистский склад ума Питера Блегвада. Нетривиальный взгляд на песенный жанр - и легкая эротика. Недавние хиппи создают новую утопию, в которой счастье достигается не любовью всех ко всем, но опасным и тонким флиртом.

--- Афиша
“Blatant eccentrics get record deal”   (Headline in N. M. E. — June 8, 1974)

Peter Blegvad (July ‘93, London):  Welcome to the strange world of Slapp Happy. Listening to this CD even once, instantly confers on the listener honorary membership in one of the most exclusive “cult followings” in the history of pop music. This CD contains Slapp Happy’s second and third albums. Anthony and I thought of ourselves as imposters, but with the cocky insecurity of youth, we were sure we could come up with something that listeners might mistake for pop music. That it worked had alot to do with Dagmar’s weird and wonderful voice. She hadn’t sung since mysteriously losing said voice two years before — when she heard Anthony and me trying to sing the suddenly recovered. “Casablanca Moon” was recorded with a new producer (Steve Morse), and various session players. It’s an eccentric record. Our ambivalence towards pop music expresses itself in a kind of sinister whimsy. Slapp Happy’s trademark “charm” saves the songs from pastiche. I once heard a stranger whistling “The Secret” in a New York City Health Club shower ten years after this record was deleted. It’s a catchy tune. Influenced by Henry Cow, whom we’d been impressed by live, we cut “Europa” as a single. It was a turning point, probably the first time we’d given our “all” as composers and performers. I think “Desperate Straights” holds up well, if you ignore the last track. Dagmar’s music for “In the Sickbay” makes me wish she’d written more. All three of us have continued as solo acts with several records between us. But Slapp Happy refuses to lie down and die. Various artists, on both sides of the Atlantic, do us the honour of occasionally “covering” one of our tunes. And, in 1991, our most ambitious project to date, Anthony, Dagmar and I collaborated on an hour-long “opera” commissioned by Channel four, called “Camera”. Sometimes I wish we’d made “Teach Yourself Slapp Happy”, (to have been based on the popular “Teach Yourself” manuals). Sometimes I’m glad we didn’t. Oh, and the concept album we were planning to follow “Desperate Straights” with: “Slapp Happy Salutes the United Nations”, featuring us slaughtering various ethnic musics. Ah, well...

	SLAWTERHAUS
	Live
	1995
	60:41
	free impro

label: Victo

rec. 1988, 1990

John Rose [vln]; a.o.

The avant rock/improv quartet Slawterhaus was invited to the 1990 Festival International de Musique Actuelle de Victoriaville. The first 50 minutes of Live come from their performance, the last ten from a concert at the Hofheim Jazz Festival a year and a half earlier. This is as close to rock music that violinist Jon Rose ever got. The same goes for trombonist Johannes Bauer, who would come back to the festival a decade later and record for Disques Victo with the free improv quartet.

1. "Na, Wo Wolln Mer Denn Hin?" 

2. Unplanned Economy 

3. Holidays in Cottbus 

4. I Want My Wall Back 

5. Hotel Stadt Berlin 

6. Escape to the East 

7. Das Ist Kein Cello 

8. Kinder, Waffen, Funk

	SLEEP  CHAMBER
	Sacred and Surreal
	1987
	54:06
	industrial / experimental - Вовлечённость в каббалистические и оккультные концепции позволяет аспекту experimental быть насыщенным пряными идеями.
label: Inner-X-Music (USA)

John Zewizz, Malcolm Smith, Richard Geller, Darline Victor, Jonathan! Briley, Lawrence Van Horn. 

No other band show such intent or such originality in musical efforts. These tracks might be considered the missing link in their recordings.

	SLEEP  CHAMBER
	Sins Ov Obsession
	1987-89
	53:35
	»SINS OV OBSESSION« iz a unique collection ov  SLEEP CHAMBER's inestimable preoccupation with sex and the details surrounding the addiction to the never ending situations involved in sexual fanaticism.

The musick iz consistent in its effect on the listener. No one goes unaffected.

And most importantly, the press, radio, and the clubs do not advocate this band or its musick because ov the blatant use ov sexual lyric's and the momentous dexterity in the attack & delivery ov the musick itself.

Think for yourself. Don't let others think for you. A mind iz a terrible thing to waste.

WARM LEATHERETTE (remix) 

FETISH (remix)

KUM KLEOPATRA (version 2) 

FINGER ON THE TRIGGER (remix) 

KISS OV DEATH (unreleased) 

NURSE WITH GARDERS (unreleased) 

BABES OV BABYLON (remix) 

THE MISTRESS (unreleased) 

Bonustracks:

THAT'S ROMANCE (Live Ground Zero, Feb/8/89) 

KISS THE WHIP (Live Ground Zero, Feb/8/89) 

	SLEEP  CHAMBER
	Sirkle Zero
	1990
	52:57
	label: Inner-X-Music / Musica Maxima Magnetica (Napoli)

e-mail:  I.dari@agora.stm.it 

John Zewizz [v, bells, thighbone horn, Egyptian flute, violin]; Jonathan Briley [v, tapes, perc, chains]; Arthur PW [synth, perc]; Lawrence Van Horn [g].

1.   Isis

2.   Mount The Moon

3.   Black Veil Eclipse

4.   Month By Seven

5.   Dream Of Life

6.   Red Triangle / Black Diamond

7.   Mass Of Thee Dervish

8.   His Mothers Eyes

9.   Equim Exeo D'Etat

10. Ex Parte

11. Magis Mantra

12. In Extremis

Sircle Zero: The sigilizing under full moon ritual. The exchange ov body fluids. And the magical use of blood during Full Moon and when blood pressure iz elevated.

	SLEEP  CHAMBER
	Sexmagic Ritual
	1991
	68:43
	label: Inner-X-Music

John Zewizz, Malcolm Smith, Richard Geller, Darline Victor, Jonathan! Briley, Lawrence Van Horn.

WE ARE OV THE AIR, LAND AND LAKE. OUR WILL NEVER FAILS US. WE SEE IN TNE DARK, WHERE SOULS HIDE. THE DISTASTE IN THE MOUTHS OV THOSE WHO HATE US, IZ THEIR FEAR. FEAR HAZ A VERY STRONG AND PUNGENT TASTE. WEAPONS OV MAGICK IZ THE UNSEEN WAY TO TRUTH, LOVE, AND PRO​TECTION.

SIGIL

A SIGN OR SEAL WHICH IS THE MARK OF CELESTIAL INTELLIGENCES, EMPLOYED AS A TALISMAN. ACCORDING TO OCCULTISTS, SUCH SIGNS ARE LIKE THE SIGNATURES OF GODS AND OTHER SUPERNATURAL ENTITIES, AND THE INSCRIBING OF SUCH SIGILS EVOKES THE ENTITY IN WHICH THEY SYMBOLIZE.

	SLEEP  CHAMBER
	Secrets Ov 23
	1993
	56:00
	label: Inner-X-Music / MMM   e-mail: I.dari@agora.stm.it 

23 is the number ov coincidence.

Used and noticed. Recogniced.

2 iz the number ov: works in divination and mystery.

3 iz the number ov: skill, science, and eloquence.

When joined together az TWENTY-THREE

it evokes coincidental elements in Magick.

Be now satisfied with this information,

you the curious.

TIGERS IN THE MIST for evoking the elements ov misfortune towards the 'unclean in spirit' who feel it necessary to put greed above the Will ov OUR Law. For George Adamson. The Lion man.We have lost one ov our own. The world will seem a colder place. Another empty space. 

ASSUME NOTHING for to pretend to kno iz deadly. Take nothing for granted! 

SACRAMENT 23 for iniation ov the sacred. Use mandrax & stryax. A ceremony for a Shamans exceptance ov what HE knos and haz yet to learn. A visible sign ov accomplishment az noticed by hiz holy companions. 

AND AGAIN I WALK for I do. And I will again. 

INSUFFLATION for the transmission ov life. The 'Breath' attracts or repels. It restores the circulation ov the blood. 

HERION for my personal use, az a suppliment, not az entertainment or amusement. A key to another world. Where many die and foil prey to selfish demons.

PSALM 23 for there iz an underworld. To rid yourself ov all fear iz foolish. To be ruled by fear iz also foolish.

ARHANOR for this iz where life & death meet. The only place where peace & rest meet. Here you can Sleep.

EVOKING THE ASP for CLEOPATRA even knew ov this high & mighty diety.To kno her iz to love her. She waz in the 'garden ov eden'.

She did not tempt Adam.He waz/iz to blame for hiz own sins. Az we all are.

INVOCATION for there iz a horde ov perverse spirits that tremble before an unknown, invisible, incomprehensible chief who never explains hiz Law to them.

	SLEEP  CHAMBER
	Sonorous Invocations Of Brian Joes, Vol. I
	1994
	59:40
	label: Funfundvierzig 96 (Germany)

John Zewizz [p, wood fl, etha horn, thighbone horn, clay&wood windchimes, violin, treated violin, zither, sitar, mandolin strings, bass guitar, harpsychord, samples, metal&misc perc, tabla]; Brian Jones [g, tp, tambourine, perc]; Andrew Woolf [k]; Larry van Horn [b, perc].

Some ghosts find their way thru the stains ov old tattered wallpaper. Some thru cracks ov aged plaster and splintered oak floors. Others bend guitar strings under water demonstrating laugher. Never underestimate the onslaught. The opposition will always be larger. Frazzle them with mandrax & styraxi black beads, rubies and ice...

WE TAKE THIS TIME TO WONDER WHAT LIFE HAZ IN MIND FOR EACH OV US. SO MANY STRANGE EVENTS MATERIALIZED AROUND THIS PARTICULAR TIME IN SLEEP CHAMBER AND AROUND THE REKORDING OV THIS MATERIAL. IT MAY BE EAZY TO DISMISS. BUT THE DOORS THAT ARE OPENED BY DRUGS AND THE OCCULT HAVE ALWAYS BEEN COSTLY. BE AWARE THAT WITH KNOWLEDGE AND EXPERIENCE KUMS THE SEALING OV ONES OWN FATE. MAKE NO MISTAKE... MAGICK 1Z VERY EXPENSIVE. IT ALWAY COSTS MORE THAN YOU COULD EVER IMAGINE.

	SLEEP  CHAMBER
	Sopor
	1995
	22:02
	label: Inner-X-Music / Indigo

John Zewizz, Ashley Swanson, Craig Wien, Andrew Woolf.

	SLEEPING  DOGS  WAKE
	Undarstanding
	1989
	
	 LP   One Little Indian Rec. (London)

Роскошный, поразительный и безумный одновременно - авангардный рок.

	SLEEPYTIME GORILLA MUSEUM
	Of Natural History
	2004
	71:52
	avant/punk - rock - умеренно тяжёлый
label: Web Of Mimicry
Nils Frykdahl: guitars, flutes, voice

Matthias Bossi (3,5,6): drums, glockenspiel, xylophone, voice

Frank Grau: drums, melodica

Dan Rathbun: bass, log, roach, trombone, lute, voice

Moe Staiano: metal, wood, bowed spatula, glockenspiel, spring, paper

Carla Kihlstedt (см.): violins, percussion guitar, autoharp, organ, voice

Oakland-based art rockers Sleepytime Gorilla Museum have always bordered on avant-garde, but with Live they largely extract music from their recorded equation, which results mostly in ineffective noise like Carla Kihlstedt's caterwauling and Nils Frykdahl's stage speak. If SLG's 2001 debut, Grand Opening and Closing, was an astonishing collision of sound styles, too much of this concert collection is bogged down in banter.

An avant-metal spectacle of the most obscene, obese and obstinate, Sleepy Time Gorilla Museum sound like a brigade of skeleton soldiers marching through post-industrial cities decorated by the finest of silken banners to cover up the decay. Singer Nils Frykdahl can croon with a baritone even deeper than Simon Bonney, with the same sense of dark philosophy, as he does on the opening "Hymn To The Morning Star". But he's just as likely to bark like James Hetfield.

1. A Hymn to the Morning Star

2. The Donkey-Headed Adversary of Humanity Opens the Discussion

3. Phthisis

4. Bring Back the Apocalypse

5. FC: the Freedom Club

6. Gunday's Child

7. The 17-Year Cicada

8. The Creature

9. What Shall We Do Without Us?

10. Babydoctor

11. Cockroach

12. 5:56

Composed by: Kihlstedt, Frykdahl, Sleepytime Gorilla Museum

	Patti  SMITH -- см. в "Rock" section
	
	
	
	

	Wadada Leo SMITH – см. в ‘Jazz’
	
	
	
	

	SNAKEFINGER
	"Chewing Hides The Sound" / "Greener Postures"
	1999
	72:40
	label: Cryptic Corporation / Euro Ralph  http://www.euroralph.de 

All songs written and produced by SNAKEFINGER and THE RESIDENTS (см.) (except: Magic and Ecstasy by Morricone, and else…)

"Chewing Hides The Sound" – 1979

"Greener Postures" – 1980

featuring: Steven Brown (см.) [s s]; Blaine Reininger [vln]; Phil Culp [b]; Don Jackovich [perc]. 

Steven Brown / Blaine Reininger - см. тж. TUXEDOMOON.

	SOCIAL DISTORTION
	Somewhere Between Heaven And Hell
	1992
	44:38
	punk

label: Sony / Epic

All songs written by Mike Ness.

SD is: Mike Ness, Dennis Danell, John Maurer, Christopher Reece.

	SOCIAL DISTORTION
	Live At The Roxy
	1998
	76:47
	label: Time Bomb Recordings (USA)   www.timebombrecordings.com 

Produced and mixed by James Saez and Mike NESS.

Website: www.socialdistortion.com 

Email: socialdistortion@timebombrecordings.com 

Social Distortion is: Mike Ness, Dennis Danell, John Maurer, Chuck Bisquits.

“We just tried to pick some of our favorite songs that cover the entire spectrum of our career... and we’re very sorry that we forgot Sick Boy” 

-- Mike Ness.

	(SOCIAL DISTORTION)
	Mike NESS:

"Cheating At Solitaire"
	1999
	59:10
	psycho (punk)-blues-billy
label: Time Bomb Recordings (CA, USA)  www.timebombrecordings.com 

website: www.mikeness.com 

e-mail: mikeness@timebombrecordings.com 

Mike Ness: Vocals, Les Paul and Acoustic Guitars

James Saez: Slide, Gretsch, Acoustic Guitars, Percussion ano Keyboards

Josh Freese: Drums

Daniel Glass: Drums on "You Win Again" & "Long Black Veil"

Veikko Lepisto: Electric and Upright Bass.

Chris Lawrence: Pedal Steel and Tele Guitar

Tom Gorbett: Mandolin

Mando Dorame: Tenor Sax

Jamie Muhoberac: Keys & B3 Organ

Brian Setzer (см.): Gretsch on "Crime Don't Pay"

Billy Zoom: Gretsch Silverjet on "Dope Fiend Blues"

Bruce Springsteen: Vocals & Guitar on "Misery Loves Company"

The Devil In Miss Jones 

Don't Think Twice 

Misery Loves Company 

Crime Don't Pay 

Rest Of Our Lives 

You Win Again 

Cheating At Solitaire 

No Man’s Friend 

Charmed Life 

Dope Fiend Blues 

Ballad Of A Lonely Man 

I'm In Love w/My Car 

If You Leave Before Me 

Long Black Veil 

Send Her Back

All Mike Ness remembers as a boy is that his role models were not presidents and athletes; they were gangsters and junkie guitar players. Hence his bad attitude and hard edge sound. But long before he heard the Ramones, Clash or Sex Pistols he grew up listening to the Stones, Johnny Cash, Creedence and yes, even 70's glitter. Cheating At Solitaire is a new collection of songs by the longtime Social Distortion leader. Recording alone for the first time in nearly twenty years, Ness has brought a wide palette of influences to this album. The roots flavor that has always been threaded through his music is explored in depth on Cheating At Solitaire, with Ness blurring the boundaries that separate some of American music’s oldest forms. This record displays his love for traditional country and bluegrass, you will hear his passion for old blues and rockabilly, and you will feel the punk edge and attitude that has enabled him to express his inner conflicts and feelings throughout the years.

	(SOCIAL DISTORTION)
	Mike NESS:

"Under The Influence"
	1999
	41:17
	label: Time Bomb Recordings

Music... the most ungodly vice of them all!

Mike Ness: Vocals, Les Paul and Acoustic Guitars 

James Saez: Gretsch and Acoustic Guitars, Percussion

Charlie Quintana: Drums 

Brent Harding: Upright and Electric Bass 

Chris Lawrence: Pedal Steel and Telecaster

Sean Greaves: Electric Guitar and Banjo 

Mando Dorame: Tenor Sax 

Brantley Kearns: Fiddle

"A Thief In The Night" by Harlan Howard
"One More Time" by Howard (1959)   

"Once A Day" by Bill Andersen

"House Of Gold" by Hank Williams
"Big Iron" by Marty Robbins 

"All I Can Do Is Cry" by Wayne Walker

"Let The Jukebox Keep On Playing" by Carl Perkins, 

"I Fought The Law" by Sonny Curtis

"Six More Miles" by Hank Williams

"Gamblin' Man" by Martin Rainwater

"Wildwood Flower" by A P Carter. 

"Funnel Of Love" by Charlie McCoy and Kent Nestberry

"Ball and Chain (Honky Tonk)" by Mike Ness

	SOFT HEAP
	Soft Heap
	1979
	42:42
	psychedelic / progressive – проект подобен GONG’у, но более джаз-роковый.

label: Charly / Spalax Music (Paris), 1995. Rec in London.

Elton Dean (см. тж: E. DEAN; SOFT MACHINE) [saxes]; Alan Gowen [p, synth]; Hugh Hopper (см.) [b]; Pip Pyle [d]; + (track 5) Marc Charig [tp]; Radu Malfatti [trb].

1. Circle Line

2. A.W.O.L.

3. Petit

4. Terra Nova

5. Fara

6. Short Hand

	Liu  SOLA  & Wu MAN
	China Collage
	1996
	41:08
	Liu  SOLA – см. тж. с: Bill LASWELL; MATERIAL;

Wu MAN – см. тж. с: KRONOS QUARTET; THREADGILL: VERY VERY CIRCUS: “Carry The Day” ('Jazz');

label: Avant (Tokyo)

Produced by Bill LASWELL; executive producer: John ZORN.

Liu Sola [v]; Wu Man [pipa].

1. Festivals

2. Love

3. Death

4. Life Journeys

5. War

From the large-scale oil paintings of my friend Chen Danqing, I heard China Collage; From African music, I heard China Collage; From free jazz, blues and rock'n roll, I heard China Collage; From Junior Wells and Aretha Franklin, I heard China Collage; From Jimi Hendrix's guitar and Wu Man's pipa, I heard China Collage; From Chinese opera and folk musk, I heard China Collage; From ancient stages, bygone battle-sites and old cemeteries, I heard China Collage; From horses, chickens and birds, I heard China Collage; From my own desire, I heard China Collage;
China Collage is made from many traditional Chinese music motifs -- but transformed by all that I have heard.

My special thanks goes to Wu Man, who worked day and night with me for many days, playing traditional pipa music, explaining pipa technique, and trying out my pipa arrangements as soon as I made them. Without such a virtuoso musician who can play both modern and traditional music with astonishing ease and precision, China Collage would not have been possible.

Liu Sola. 1995. New York

	SOLDIER STRING QUARTET – см. в: 'Jazz'
	
	
	
	

	SOMATIC RESPONSES
	Augmented Lines
	2k1
	71:29
	электронный industrial/noise с элементами ambient
label: Hymen Records

www.klangstabil.com/hymen  hymen@gmx.net 

1. rnb

2. strangers in the night

3. automata (sonic engine)

4. catacombs

5. perfumed ammo

6. critical path

7. u. d. t.

8. vacant

9. vocax

10. automata (hardway)

11. cs bastardo h

12. engine of desire

	SONIC YOUTH
	Daydream Nation
	1988
	70:51
	Thurston MOORE – см. 
см. тж.: SYR

punk

label: Geffen (USA) 

	SONIC YOUTH
	Goo
	1990
	49:57
	

	SOPOR  AETERNUS  &  THE  ENSEMBLE  OF  SHADOWS
	The inexperienced Spiral Traveller
	1997
	72:19
	label: Apocalyptic Vision

Constanze Spengler [lute]; Matthias Eder [cello]; Una Fallada [violin]; Gerrit Fisher [g]. All other instruments and voices performed by SA & EOS.

Dedicated to the Spirits of the Dead... in loving memory.

Модернистский фолк-роковый проект, основанный как на собственно фолке (кельтском), так и на светской музыке раннего средневековья. И вся эта эквилибристика сплетается в бесконечные калейдоскопические узоры, насыщенные массой тонких элементов. Он не похож на то, что обычно называется фолк-роком. Изумительно мощная и красивая музыка; смело рекомендуем её всем, кто хоть немного интересуется этой темой: не пожалеете!

	The SORT  OF QUARTET
	Bombas de Amor
	1996
	61:51
	Пародийно-залихватско-раздолбайский проект в ключе инструментального джаз-рок-фанка. Очень весёлый, хулиганский и энергичный.
label: SST Records (CA, USA)

Gary Arce [g, clarinet]; Larry Lalli [b]; Alfredo Hernandes [d]; Mario Lalli [g, sax]; guest musicians: Joe Baiza [g (#3,5)]; Isom Green [tp, k (#1,8)]; Fran Cappitenelli [g (#13)].

1. Sturgis Meredith 4:30

2. Beef Ellington 3:18

3. Egg Holes 4:54

4. Scorchamento 4:07

5. El Gusano Vive 6:10

6. Shape of the Bowl 3:02

7. Cooks Aloof 1:27

8. Pickled Garlic 4:30

9. Longing for Garza 3:18

10. Soul Lube 4:54

11. Bean Town Rag 4:07

12. Belts of Java 6:10

13. Bombas de Amor 3:02

14. Lemon Serenade 1:27

	SOTOS
	Sotos
	1999
	68:56
	Драйвовая инструментальная импровизация; можно сравнить с King Crimson.
label: Gazul (A division of MUSEA, France)

rec. 1998

http://www.musearecords.com 

Don’t forget to have a look at our Web site:

 http://www.id-net.fr/musea 

Nicolas Cazaux [violon, flute, tambourin]; Yan Hazera [guitare, djembe]; Bruno Camiade [basse, djembe]; Nadia Leclerc [violoncelle]; Michael Hazera [batterie, flute].

E-mail: sotos@wanadoo.fr 

1. Tango  Yan Hazera  21’56

2. Gilgamesh   Yan Hazera  16’07

3. XXVIIIeme Parallele  Bruno Camiade  13’27

4. L’Espoir Du Clan Des Huitres  Yan Hazera   17’05

	SOTOS
	Platypus
	2002
	68:38
	label: Cuneiform Records

Nicolas Cazaux [vln]; Yan Hazera [g, metallophone]; Bruno Camiade [b]; Nadia Leclerc [cello]; Michael Hazera [d, perc].

	SOVETSKOE  FOTO
	The Art Of Beautiful Butling
	1990
	32:14
	punk-rock  - Очень грамотный навороченый панк-рок; исключительно здорово записан.

label: SPV
Walter Sterr [g]; Georg S. Huber [b]; Jochen Hagle [v]; Jan Zelinka [d]; Stefanie Kammerlander [cello].

Featuring: Fred Frith (см.) [g]; John Zorn (см.) [s]; Shankar Lal [tabla]. 

	SOVETSKOE  FOTO
	Sex
	1993
	36:04
	label: SPV

rec. in New York, 1992

Walter Sterr [g]; Georg S. Huber [b]; Marc Tiriaux [d]; Barbara Melian [v].

Guests: Zeena Parkins (см.) [E-harp]; Martin Bisi [v]; Bern Nix [g].

	Leonid SOYBELMAN
	Leonid SOYBELMAN’s MUCH ADO ABOUT:

“Burt Bacharach’s Walk On By”
	
	33:33
	Leonid SOYBELMAN -- см. тж. его проекты: KLETKA RED; NE ZHDALI; тж. с: Eugene CHADBOURNE;
label: Prospect Mira (Japan, Osaka), distributed in Europe by No Man’s Land (Berlin)

e-mail: prospect@super.win.or.jp  

URL http://www.win.or.jp./~prospect/ 

Leonid Soybelman [g, v, casio]; Joe Williamson [el&ac bass]; Tony Buck [d, samples]; + Adeline Rosenstein [v]; Randolf Muller [v].

Music by Burt Bacharach. 

Рекомендуем для дописки композиции с диска Soybelman’а “Juliki”:

1. Klezmer

2. Kalinka

3. Nuits de Moscou

они составляют (дополнительно) + 13:21

"J":NE.ZH."Rh"

	Leonid SOYBELMAN
	AUCTION & SOYBELMAN:

“Nebo Napopolam”
	1999
	19:13
	label: Proforma Records.   don’t visit  www.proformarecords.com 

Leonid Soybelman [g, b, v, k]; Leonid Fyodorov (см.) [v, g, perc]; Sergey Starostin (см. в ‘Eurofolk’) [fl]; Yuri Parfionov [tp]; Boris Shaveynikov [d]; Pavel Litvinov [big drum]; Victor Bondarik [b]; Nikolay Rubanov [k]; Khvost (см.) [lyrics].

AUCTION – см.

1. Голова-Нога

2. Что-Нибудь

3. Небо Напополам 1

4. Сонь

5. Небо Напополам 2

6. Инструментал

->nezhdaliliverar

	СОЮЗ КОММЕРЧЕСКОГО АВАНГАРДА (СКА)
	Подводная Музыка
	2000
	46:01
	Николай Рубанов - см. тж.: МДРу2; Ru2 (Ру2); АУКЦЫОН;
avant-impro
author's edition

Записано в "Галерее Экспериментального Звука 21" 9 октября 2000.

Николай Рубанов – [b/bar/t/s saxes, bass cl, klaxon, jaleika]

Михаил Берников – [v, pan flutes, noises]

Михаил Коловский – [tuba]

Юрий Дегтярёв – [el b]

Виталий Кучеров – [g]

Алексей Иванов – [perc]

	СОЮЗ КОММЕРЧЕСКОГО АВАНГАРДА (СКА)
(UNION OF COMMERCIAL AVANT-GARDE)
	Songs of Ugly Duckling (Песни Гадкого Утёнка)
	2003
	62:10
	label: Странные Звуки Рекордс; сэмплер 2003 

prod. by Nikolay Rubanov

Nikolay Rubanov [b, bar/t/s saxes, bass cl, klaxon, jaleika]; Mikhail Bernikov [v, recorders, noise]; Mikhail Kolovsky [tuba]; Yuri Degtyarev [b-guit]; Vitaly Kucherov [g]; Alexey Ivanov [d].

Сэмплер, представляемый вашему вниманию, оного, несомненно, заслуживает. На диске собрались пьесы разных лет (2000-2002) из разных программ СКА. Их много (17), они разные (очень), все они хороши (очень), но всё же представляют одну (правда, главную) тему СКА. Это свободная импровизационная музыка, лежащая и звучащая где-то на пересечении фриджаза, шумовых экзерсисов, музыки конкретной (чисто), звуковых коллажей и муляжей. Всё это можно и должно слушать, прежде всего что бы пополнить свой слуховой опыт свежей, сочащейся и брызжущей звуковой материей, талантливо организованной талантливыми людьми талантливым образом.

--- Н. Дмитриев, Москва 2003

	Mathias SPAHLINGER
	Extension
	1992
	53:51
	avant-garde / impro

label: HAT HUT

Composed by Mathias Spahlinger (1944) in 1979/80

First recording.

Hildegard Kleeb [p]; Dimitris Polisoidis [vln].

"ORDER FOR EVERYTHING IS NO ORDER AT ALL" 

Thoughts on Mathias Spahlinger's "extension".
What we are confronted with here is the extreme case of art - a case which takes to extremes something we can detect in ordinary everyday communication. As the Frankfurt philosopher Bruno Liebrucks put it, "When language tells us something about things, it also tells us about itself." In other words, every proposition regarding the world is also a message about language as an ordering system. In the extreme case of art this "also" is the crucial point. For it is this dimension which, in the words of Mathias Spahlinger, "a poet adds to language. He confronts the meaning automatically conveyed by linguistic order with the order he himself discovers. And in so doing he makes us aware of how much order language actually imparts". Thus, the language of art proves to be an "ordering system that negates itself in the act of illuminating itself", and the verbal artist turns out to be a master of the "meaningful impartation of disorder".
This is precisely how Spahlinger views his own activity in the realm of sound, an activity that both imparts and destroys form at one and the same time. For him, the act of composition resides in the "dissolution of order". Yet this dissolution is not destructive per se. To quote Liebrucks once again, it is "dissolution-into-thought" (Ins-Denken-Zer-setzen), or, in Spahlinger's own words, a "lovingly dissecting interpenetration of ordering principles. One might even say that order is de-composed."

The extreme case of art, the extreme case of music as experiential space, enabling the listener "to obtain a more accurate notion of what reality can be, when detached from consciousness, by alerting consciousness to the ordering principles it itself actually imposes": this is the area that Spahlinger has staked out for his music in extension and elsewhere (instead of "reality" we need only substitute the word "sound"). Written in 1979-80 and premiered in Venice in 1983, extension is only the first part of a trilogy based on the concept of "order", a trilogy whose other parts include the piano concerto "inter-mezzo" (1986) and the orchestral work "passage-paysage" (1989-90). In "extension", Spahlinger explains, "ordering categories are abolished by extending their own principle." As abstruse as this may sound, Spahlinger has provided an illuminating example: "We can see this already at work in set theory: here we have a green hat, there a pair of yellow socks, thus we need two drawers [one for hats and one for socks]. Then we need another two for green and yellow, or four drawers altogether. And so forth and so on." Hence, the number of ordering categories increases more rapidly than the number of objects to be classified, "because ordering systems expand exponentially while objects expand arithmetically". To put it another way, when raised to the level of an absolute, any ordering system becomes a reductio ad absurdum and cancels itself out: "order for everything is no order at all". The illusion of maximum order thus leads to maximum disorder - an insight with clear political connotations (we need only compare the compulsion for order in the military with the chaos of war). To quote Spahlinger: "One favourite notion of mine is that any form of conscious artistic behaviour is by nature political."
The exponential proliferation of ordering categories produces an atomization of concepts, as does matter when distributed centrifugally in space, until "every point becomes a midpoint". Similarly, in "extension", the notion of compositional order has the effect of "de-composing" matter, or in this case sound. It does so to the point of complete fragmentation, with regard not only to form and coherence but also to the work's very status as art: "One can no longer distinguish between those things included by the ordering system and those that resist inclusion altogether. This is because the idea of order maintains that everything must fall into the ordering system, which therefore has no room for anything else. In the present case, to decompose order by extending and universalizing it is to admit that any ordering system that includes everything no longer includes anything."
It is precisely this self-fragmentation and self-cancellation of order that is reflected in the score of "extension". Beginning with a concentrated "exposition" of brief percussive sounds from the violin and piano, the piece quickly disintegrates into a broad panoply of isolated moments. Soon the conceptual relation of these moments to an overriding ordering system is no longer communicated in sound but rather by the prefix ''-"appended to the headings of each of them, from "exposition" to "excitation", from "exercise" to "extrapolation". The result is an "ex-tensive" chain of acoustical associations for which these headings, far from being arbitrary, are thoroughly characteristic. The moment entitled "extremes", for instance, does indeed probe the outermost limits of volume, sonority and time. Similarly, "expiration" has the instruments imitate the sound of breathing, while "explosion", as might be expected, presents a violent acoustical detonation and several "exhumations" disinter material from music history. What begins as a seemingly self-contained linguistic work ("advanced chamber music a la Helmut Lachenmann") is transformed into an acoustical kaleidoscope bursting the categories of personal style, genre and epoch. Two moments called "exotarium" offer a homage to Messiaen; Terry Riley's classic piece of minimal music, "In C", crops up for a few seconds, and we hear nods in the direction of Erik Satie no less than the romantic (and earlier) literature for violin and piano. Nor does Spahlinger fail to do obeisance to his two mentors Erhard Karkoschka and Helmut Lachenmann, the latter in a grating violin fragment, marked "ex-pression", whose very title alludes to Lachenmann's by now classic cello solo "Pression".
If dissociation befalls the seemingly homogeneous acoustical ordering system of the opening, it soon affects the coordination of the two performers as well. The passages in which violin and piano present their own particles of music asynchronously become longer and longer; the sequence of moments becomes increasingly indeterminate; the composer's instructions to the players become more and more open-ended, transcending the ordering system of music itself. If "extension" begins (and ends) as a score written out to the last detail, it is gradually made to incorporate gestural moments, such as dusting the violin with a dustcloth (aptly entitled "expurgation") or slamming the lid of the piano. Eventually it reaches those passages headed "exemption" in which the composer withdraws entirely and simply says "Do whatever you want." In this way the "ex-tended" violin-piano duo "extension", like Cage's "Variations", proves to be a vessel for the inexhaustible totality of acoustical phenomena. Admittedly the work has not been laid out as a teleological process, as a gradual transition from maximum order to maximum disorder. This, after all, would contradict Spahlinger's intention. It would undo the chaos he has produced by loosening the bonds of order, and restore it to the reassuring framework of a meta-order, of large-scale form. None the less, it is perhaps symptomatic of the work's programme that the violinist is told to play his final fragments "outside the hall with the door open".
To make audible "that which can be heard through no effort on the composer's part" is one of Spahlinger's ideals. It is also an ideal which, paradoxically, is often most readily attained through composition. The composer may create contexts that channel the listener's attention to sound in and of itself, that focus the ear on structures "which a composer cannot compose", structures such as those achieved in "extension" when the violinist "pointlessly" tunes his instrument in the middle of the piece, or a short while later when he slowly loosens the G string until it merely rattles against the fingerboard. Any of the moments in "extension" can thus become a midpoint of perception, within an acoustical chaos in which every moment can just as easily be central or peripheral. This too, of course, can be interpreted as a political metaphor: "Anarchy - in the sense of an absence of force and domination or the non-existence of a prevailing supreme power - is the basis of everything that lives." Spahlinger's extension is a space filled with just such life, a space made up of acoustical phenomena which, if "uncomposable", are nevertheless provoked by the act of composition. It speaks equally for the concreteness of Spahlinger's score and instructions, and for the sensitivity and imagination of Hildegard Kleeb and Dimitris Polisoidis, that here the extreme case of art has become reality.
--- Peter Niklas Wilson, April 1993

	SPANISH  FLY
	Rags To Britches
	1993
	63:14
	Steven Bernstein – см. тж. его проекты: SEX MOB; KAMIKAZE GROUND CREW (оба в разделе ‘Jazz’)

label: Knitting Factory (NY)

Steven Bernstein [tp, slide tp, cornet, fl h, crooning]; Marcus Rojas [tuba, tuba percussion, tuba singing]; Dave Tronzo (см. в ‘Jazz’) [slide guitar]; Ben Perowsky [d, perc (#5, 11, 13)].

Spanish Fly -- the Knitting Factory supergroup.

In New York the stage of the Knitting Factory has provided an amazing and important forum for experimentation and a home for artists who don't fit into any specific category besides just showcasing great music. Dozens of musicians make up the center of this scene, and they often try out different combinations among themselves, with different lead​ers or co-leaders, which has spawned hundreds of bands. Some of these bands last one gig, others continue on and spread their sound to the world outside. I have heard and thoroughly enjoyed quite a few of these combinations since the Knitting Factory opened its doors. A few years ago I stayed Fate one night to hear the trio of slide guitar wizard David Tronzo, horn guru Steven Bernstein, and tuba genius Marcus Rojas (on that bastion of high-school band, the sadly neglected tuba)—they were calling themselves "Spanish Fly". I had just worked with two thirds of the band; recently with David on a Gavin Friday album, and with Steven on one of the classic episodes of "Night Music" which had him playing with Bootsy Collins, Carla Bley, Steve Swallow, Allen Toussaint, and Karen Mantler on the same show. I presumed that "Spanish Fly" would be another occasional Knitting Factory combination and would be pretty good but unexpectedly I had never heard anything quite like this; they put a spell on me. The trio created an atmosphere and magic that reminded me of how I felt when I saw Tim Buckley or Miles Davis in the early seventies. They would start with a few planned melodies, then go into extended improvising making the set seem like one connected piece. The sound was incredibly dimensional, bouncing off walls and surrounding you, transforming the room into a comfortable spaceship; it captured one hundred percent of me; it put me in that place where your eyes could wander anywhere and focus on any object in the room and the sound would be there, wrapped around it like a comfortable blanket; it was like being in the womb of the music. They made the three instruments sound like one working machine often not sounding like tuba, guitar, and trumpet with a vibe that went from extremely harsh to sounds and melodies so beautiful it would make you cry. I returned to see "Spanish Fly" twice more and each time reacted the same way.

Calling Dave, I expressed interest in recording the group. I wasn't sure that they would need or want a producer, but I wanted them to know that I was there if they were interested. They were, and Michael Dorf offered to put the project on Knitting Factory Works.

After a few meetings in which we discussed different approaches to the recording, we decided to approach the project the same way that Miles Davis and Teo Macero made many of those incredible records in the late sixties and early sev​enties. We just let the tape recorder run at sessions as if it were a live set, and then edited it down. We recorded over a six day period at the Knitting Factory—five afternoons in the empty club, and then two nights in front of an audience, James McLean recorded these performances, about twelve hours worth, on an eight track A-Dat machine; everything was live, with no overdubs whatsoever though occasional "voice-overs" appeared from passing police and cab radios. Over the next few months we made the edits; first the twelve hours were cut to four, then to three, then two, then to ninety minutes and finally eighty. These eighty minutes were mixed at Kramer's Noise New Jersey studio by lan Bryan. Later the tracks were sequenced, then another fifteen minutes were shaved off, and the ultimate result you now hold in your hands.

Somehow, after all the months of working in the studio, I believe that we have captured on record the live feeling that "Spanish Fly" gives in performance, even though we approached the project as a record, and what vou will find on this album is not exactly what you would see at a five show—and those, by the way, will be happening much more in the future. "Spanish Fly" will continue to play, and they plan to tour next year, though the members will continue with all their other projects (you can hear these guys in bands including Henry Threadgill's Very Very Circus, Lounge Lizards, etc. and David Tronzo has been performing and recording solo and with his own band). But I strongly believe that the birth of "Spanish Fly" is something to be reckoned with, and I hope they will be around for a long time. One last note: as of this writing, Federico Fellini is in a coma following a series of strokes he suffered recently. This man's work affected me in ways that I cannot begin to explain here, but I would simply not be doing what I do had it not been for his influence, and I'm praying for his survival, and, with a miracle, perhaps there's another movie or two in him. Ciao Federico, for now! I'll be seeing you, 

Hal Willner, October 1993

	Tim SPARKS – см. в 'Jazz'
	
	
	
	label: Tzadik

	SPEEDY J
	A Shocking Hoppy
	2000
	56:08
	industrial/noise (электронный)

label: Mute Records Limited (Great Britain)

written and produced by Jochem Paap

	The Jon SPENSER BLUES  EXPLOSION
	Extra Width
	1993
	37:45
	punk-project - Современный очень жёсткий и содержательный панковый проект.

label: Crypt
Jon Spencer, Judah Bauer, Russell Simins.

Spencer and Co. came out and rocked hard from the get-go. The explosion was tight -- they made a hell of a noise for a three piece. Bass would have done nothing but get in the way. These guys were smokin’ -- white hot -- tuned into the same primal source... Spencer was the man, the locus, conducting the band with his free arm between bursts and flurries of guitar. Judah was the young savage -- hands all blurred, possessor of his own six string style. Russell Simins dwarfed his kit as he pounded the skins furiously... They were right on the money, seemingly acting upon some innate urge over which they had no control. The Blues Explosion stomped on everyone’s ass, rocking shit down to its core again and again and just when I thought that it couldn't get any crazier, any more out of control, Spencer would lean back and magically activate his feedback device which screamed like some souped-up vacuum cleaner. They rocked with that thing howlin’ away for another spat, further expanding the sonic threshold. Crazy.

The Explosion celebrated life with the rock’n’roll spirit raging inside their souls.

Herb Hitts, ‘Bad Vibe’ magazine

	The Jon SPENSER BLUES  EXPLOSION
	Crypt - Style
	1993
	37:45
	label: Crypt

	The Jon SPENSER BLUES  EXPLOSION
	Orange
	1994
	44:52
	label: Crypt

	The Jon SPENSER BLUES  EXPLOSION
	Now I Got Worry
	1996 
	45:15
	label: Mute

	SPIN  DOCTORS
	Here Comes The Bride
	1999
	58:00
	Современная рок-альтернатива, яркая и многоплановая. 

label: Uptown/Universal

Website: www.spindoctors.com
There were many pseudo-hippie, jam-oriented blues rockers in New York during the early '90s, but only the Spin Doctors made it big. And they made it big because they not only could immerse themselves in a groove, but they also had concise pop skills. "Little Miss Can't Be Wrong" and "Two Princes" were cleverly written singles, full of clean, blues-inflected licks and ingratiating pop melodies. Pocket Full of Kryptonite had been around for nearly a year when MTV and radio began playing "Little Miss Can't Be Wrong," but once they started playing it, they couldn't stop. The Spin Doctors became an overnight sensation, selling millions of albums around the world.

Their second album, 1994's Turn It Upside Down, didn't sell very well when it was released, largely because the first single, "Cleopatra's Cat," was a failed experiment in funk. But the second single, "You Let Your Heart Go Too Fast," was in the vein of "Two Princes," and the album began to sell after the song was released. In the summer of 1996, the Spin Doctors released You've Got to Believe in Something. After the album failed to make an impression on the charts, the Spin Doctors were dropped from Epic in the fall of 1996. After a couple of years, the group found a new label; their first record for Uptown/Universal, Here Comes the Bride, appeared in the summer of 1999. 

The Spin Doctors' career trajectory is a bit frightening. One moment, they were selling millions of records, the next they were dropped from a major label and missing their lead guitarist. It's enough to send chills down the spine of any budding musician, but imagine how difficult it was for the Doctors. They may have been the first jam band to have a big hit, but the end result of that was that they were not taken seriously, even though they were among the first bands of the entire genre. Not that you could tell that by Here Comes the Bride, the group's fourth album and first effort for Universal. Continuing a bit of a yo-yo pattern in their releases, the group returns to full-fledged jams on much of the record, adding a few pop tunes here and there. The end result is muddled and tired, as if the band was playing catch-up to bands like Blues Traveller -- who were peers, after all, not influences. There are moments that catch fire, largely due to the addition of Ivan Neville on keyboards, but the pop tunes aren't particularly noteworthy and the jams fall flat on record, never achieving the weird groove they do in concert. Here Comes the Bride ultimately is a respectable attempt at a comeback, but unfortunately, it's isn't entirely successful.


  
  
1 

Here Comes the Bride 
 
3:13

  
  
2 
Vampires in the Sun 
  
2:57

  
  
3 
Waiting for the Blow 
  
3:15

  
  
4 
The Man 
  
3:50

  
  
5 

Gone Mad 
  
4:19

  
  
6 

Wow 
  
4:14

  
  
7 
Siren Dress 
  
3:15

  
  
8 

Gorilla Boy 
  
3:11

  
  
9 
Key to the Kingdom   
4:04

  
  
10 
Fisherman's Delight 
  
4:11

  
  
11 
The Bigger I Laugh, the Harder I Cry   
3:26

  
  
12 
Dodging Assassins 
  
3:11

  
  
13 
Diamond 
  
3:47

  
  
14 
Tomorrow Can Pay the Rent   
11:01

	SPONTANEOUS MUSIC ENSEMBLE
	Low Profil
	1999
	69:38
	free impro
label: Emanem

John Stevens [perc, cornet, v (#2)]; Nigel Coombes [vln]; Colin Wood [cello]; Roger Smith [g].

#1-2: concert recording, Derby 1977

"Immediate Past Fragment"

"The Only Geezer an American Soldier Shot Was Anton Webern"

#3: concert recording, London, 1984

"Low Profile"

#4: concert recording, London, 1988

"Kitless With Elbow"

all tracks previously unissued

	dj SPOOKY
	That Subliminal Kid Concept: Rhythm Science – Image Acoustique (Excerpts and Allegories from the Sub Rosa Audio Archive)
	2003
	78:59
	label: Sub Rosa

mixed + composed by DJ Spooky, New York, May-June 2003

produced by Sub Rosa www.subrosa.net 

The idea behind this series is very simple: a composer selects a number of albums that inspire him from the Sub Rosa catalog. By bringing together unrelated pieces and voices, the composer revaluates the materials and recreates a piece previously unheard.

EXCERPTS AND ALLEGORIES FROM THE SUB ROSA AUDIO ARCHIVE
1. YOSHIO MACHIDA / SUSSAN DEYHIM / TIBETAN EVENING MUSIC 

2. NUUK POSSE / ANTONIN ARTAUD 

3. DJ GRAZZHOPPA / BILL LASWELL

4. DIRECTIONS / E.E. CUMMINGS 

5. DJ WALLY / GERTRUDE STEIN 

6. CHARLES HAYWARD 

7. BILL LASWELL vs VEDIC / SCANNER + FREEFORM vs MICHAEL MAYER / KURT SCHWITTERS 

8. VEDIC / TRISTAN TZARA 

9. OVAL vs YOSHIHIRO HANNO / JAMES JOYCE 

10. OVAL vs YOSHIHIRO HANNO + OVAL vs MAIN + DAVID SHEA / MARCEL DUCHAMP 

11. SCOLA HUNGARICA 

12. JEAN-LUC FAFCHAMPS / MEIRA ASHER + GUY HARRIES 

13. JILALA DE TANGIER / JEAN-LUC FAFCHAMPS 

14. SEEFEEL 

15. DJ WALLY / HUGO DISTLER 

16. SCANNER / WILLIAM S. BURROUGHS + MARTIN OLSON 

17. KIM CASCONE + SCANNER / SCANNER / MERZBOW 

18. YOSHIO MACHIDA / VLADIMIR MAIAKOVSKI 

19. CLAUDE DEBUSSY 

20. DAVID SHEA + TOBIAS HAZAN 

21. DISJECTA 

22. MATIK 

23. MATIK 

24. GIANCINTO SCELSI / BILL LASWELL / TRILOK GURTU 

25. LUCIANO BERIO / BILL LASWELL 

26. BRION GYSIN + TIBETAN EVENING MUSIC / JON HASSEL 

27. C.M. VON HAUSSWOLFF / GNAOUA DE ABENB BINIZI / GUILLAUME APOLLINAIRE 

28. NICHOLAS JAMES BULLEN / violin from BRION GYSIN + GILLES DELEUZE 

29. NUS / MORTON FELDMAN / DAVID TOOP 

30. MOUSE ON MARS 

31. LEE RANALDO / KONSTANTIN RAUDIVE 

32. PATTI SMITH 

33. SUSSAN DEYHIM

	SPUTNIKS DOWN – cм. в 'Rock'
	
	
	
	

	SQUARE  PUSHER
	Hard Normal Daddy
	1997
	62:34
	acid / noise / experimental 

label: Warp

	SQUARE  PUSHER
	"Music Is Rotted One Note" / "Maximum Pries EP"
	1998
	77:00
	label: Warp (England) http://www.warp-net.com 

All tracks written and produced by Tom Jenkinson. Rec. in London.

"Music Is Rotted One Note":

1. Chunk – S

2. Don’t Go Plastic

3. Dust Switch

4. Curve 1

5. 137 (Rinse)

6. Parallelogram Bin

7. Circular Flexing

8. Ill Descent

9. My Sound

10. Drunken Style

11. Theme From Vertical Hold

12. Ruin

13. Shin Triad

14. Step 1

15. Last Approach

"Maximum Pries EP":

16. Song: Our Underwater Torch

17. Dacathlon Oxide

18. You're Going Down

19. Cranium Oxide

20. Two Bass Hit (AE Mix)

21. Circular Flexing (Yee-King Mix)

22. Shin Triad (WagonChrist Mix)

	SQUARE  PUSHER
	Go Plastic
	2001
	48:45
	label: Warp (England) www.warprecords.com 

	STARFISH POOL
	Amplified Tones
	1995
	60:40
	noise

label: Nova Zembla (Belgium) email: kknz@kkrekords.be 

Music by Koen Lybaert (Belgium)

Created, mixed and produced by Koen Lybaert (in conspiration with DJ pH)

noise на этом же лэйбле см.: RIOU

	STARFUCKERS
	Infrantumi
	
	44:02
	noise/minimal/ambient

label: Drunken Fish (San Francisco, CA)  www.sirius.com/~dfr  licensed from Lessness

	STARFUCKERS
	Infinitive Sessions
	2002
	48:04
	minimal/noise

label: DBK Works (Berkeley, CA, USA)

rec. at Groove Factory Studio A, Bologna, Italy, 2002

Manuelle Giannini [g]; Alessandro Bocci [electronics]; Roberto Bertacchini [d].

bluecover@tin.it
www.nananana.it/starfuckers  

	Sergey STAROSTIN – см. в ‘Eurofolk’
	
	
	
	

	STARS OF THE LID
	Gravitational Pull vs. The Desire For An Aquatic Life
	1997
	51:11
	ambient/noise 

label: Kranky (Chicago)
Lid = Adam Wltzie & Brian McBride (USA)

  Великолепный проект в этом стиле; можно сравнить с: M.J.Harris, P.Schutze, P.Namlook, B.Laswell.

1. The Better Angels Of Our Nation

2. Cantus II (in memory of Warren Wiltzie)

3. Jan. 69

4. Lactate’s Moment

5. Be Little With Me

	STEIN – см. в: EINSTURZENDE NEUBAUTEN
	
	
	
	

	STERIL
	Egoism
	1994
	51:57
	industrial

label: Off Beat

Steril: Jan Wilking, Mahne Meenen, Axel Tasler

	Mark  STEWART
	Mark  Stewart
	1987 
	
	Mark  STEWART – см. тж. с: Fred FRITH "Upbeat"; Norman YAMADA;

 LP  label: Mute

industrial. Мощный, но местами чудаковатый и весёлый, чем, видимо, и можно объяснить такое не-характерное для Mute Records издание. 

	STICKDOG
	Human
	1988 
	
	LP   label: Alternative Tentacles Records (London) / Virus

**** (“Sounds”, aug 88)

Happy As A Bastard On Father’s Day

“This album made possible by sonic concern of Jello Biafra. Performed by Gib Curry, Chris Clougherty and Paul Reller. Stickdog originated in Iowa City, Iowa and now resides in San Francisco, California. Don’t ask why and don’t ask what type of music we play.”

      “Stickdog attack their art with the veracity of men vivisecting the long pig of rock... The Stickdogs muster their music with an ease and idiomatic sparseness of approach that makes me worry about Iowa.”

      “...a superlative piece of urban-sounding dirt from the hinterlands. Mysterious and choice.”

     “What a demented hodgepodge of sound we have here to hear! An aural assault brought to us by Stickdog, and brought to them by the varied stimuli They’ve been led from the warped flatlends of Iowa to the depths of an SF ghetto. It’s industrial but not; influenced by plenty; the drummer and percussionist and a deep pounding bass add a rhythmic, tribal feel to some amazingly not tribal music. No category — it’s very original, warped acid morbid haunting twisted surferistic futuristic hypnotic stuff. Music to build by. Sand, hammer, pound and grind, this is the music to warp your mind.”

     “‘You betrayed me... I loved you and you betrayed me...’  Hey, you gotta like guys who know exactly what the hell they’re talking about. One look at their publicity still and you know these guys have been screwed over, and how. The music sez it too... y’know... man’s music, real men, men who only like to dwell in their own dark cesspools of desire. This is a really ugly record; gotta love it.”

      “You know you coul talk to these guys about Nick Cave and Birthday Paty and that they would smile shyly, and then the singer might mumble his favorite B-Party song under his breath. Every track here is stellar, lots of ‘em howl and clang and shriek. Gotta go, because the graphic designer downstairs is asking, ‘Turn this down.’”

	Ernstalbrecht STIEBLER
	Three In One
	1996
	57:17
	avant-garde

label: HAT HUT

Composed by Ernstalbrecht Stiebler (1934)

First recordings. (24 Bit DDD)

Eberhard Blum [bass fl]; Marianne Schroeder [p]; Robyn Schulkowsky [perc]; Frances-Marie Uitti [cello].

1. Three In One (1992)

2. Trio '89

3. Sequenz II (1984)

Ernstalbrecht Stiebler's pieces on this record represent a distinctive amalgam in the background of which are strains of vanguard music since the 1950s, starting with the recovery of Webern and including Stockhausen's systematizations which produced a global approach to musical sound and structure, John Cage's emancipation of sound itself, Norton Feldman's intuitive, non-rationalized, minimalistic music, the squared-off yet fluid processes of the music actually labeled Minimalism in the later 60s and early 70s, and the "pure", a-rhytmic (or using a kind of rhythm of breathing or sound-sustaining) minimalism of musicians like La Monte Young or Phill Niblock.These various strains are related, mostly, by concern for the immediacy of musical sound, by a primary attention to sonority in its intricateness, and by musical continuity seen as process (more or less on the analogy of natural processes) rather than rhetorical or narrative gesture. A few years ago I was asked to write something about "quiet music", a rubric for a gathering of composers which included Stiebler.
This, in part, is what I wrote (now with supplements), and where one could generally locate Stiebler's work: "It ist 'quiet' because of qualities of rhythm and sonority (not necessarily because not loud - though Stiebler's pieces here are in fact mostly very quiet, rising only very rarely to a mf: the volume control, when playing this record, should be set accordingly).There is an overall rhythmic sense not of linear momentum but of diffusion and suspension, moving out as though from various centers, though this may be offset by a feeling that, with the extended use of very restricted material, one is moving into or under a surface as the possible uses of this material seem to be, though in fact they are not, increasingly reduced. Sonority, then, is not in aid of movement but is realized by it, and in all its various specificity sonority is what you listen to, otherwise you wont hear anything. Actually, in Stiebler's pieces, though the nota-ted material, the small number of pitches, the limited instrumentation, the unmarked rhytrnic movement are all quite restricted, still the sound itself in performance, because of unspecifiable and inevitable variations in, say, bowing pressure, breath intensity, qualities of attack, beats from microtonally adjacent pitches, overtones, etc., closely listened to, is full of variety.The quiet of this music requires, or at least invites, you to listen actively.The music has no rhetoric, or rather its rhetoric is conversational. Not a rhetoric of power or domination but of the distribution of power (potentially), between where the sound comes from and where it is going (listeners)." The earlier of the three pieces on this recording - all trios - is Sequenz II, written for Frances-Marie Uitti in 1984. It is for cello played live which is shadowed by two others on tape. On the recording one tends to hear, however, not so much the tension and balance between live an taped sound as a reinforcing echo back and forth and overlapping between all three cello sound sources. The performed material is restricted to six sounds, within the compass of a fifth, all two note double-stops (chords), made out of just five pitches (the chords being, in order of initial appearance, tritone, fourth, fifth, tri-tone, fourth, major third), all of of which is heard as slightly varying sonorities, variously enriched as they overlap, making a resultant sonority which rocks back and forth between beat-generating close intervals (a kind of shimmering effect), after-resonances of the same interval-sound, and, occasionally, when all three voices re-echo the open fifth, a more transparently resonant moment. In connection with the piece's use of seeming repetition, the composer has referred to the American abstract-expressionist (and, in effect, minimalist) painter Ad Reinhardt, to the effect that repetition and change play into one another. Repetition allows the observation of change (variation), while the rhythm of changes in this music moves towards an equilibrium which feels like a condition of sameness. One could listen as one looks at a late Reinhardt seemingly all black painting which, as one looks closely, is a mix of the darkest green, blue and brown. Akin to Sequenz II is the most recent piece recorded here, Three in One (1992). Again, one instrument, now bass flute, is tripled by two additional taped bass flutes, selectively and at fluidly varying distances echoing it, though again the sound lines merge into a surface (sameness) of varying texture (difference). But now there is the quite different sonority of bass flute, where the particular grain of the sound results from breathing, blowing and recovering breath and from shifts between the lower, fundamental tones, with the various perceptions of their overtones, and the higher, overblown tones which resonate variously with their fundamentals. In addition the pitches, apparently a collection of eight, four lower and four higher, are extended by microtonal shifts, adding an element perhaps of instability, in any case of small variegation (all perhaps suggesting a more subjective, brooding feeling). Again, the pitch configurations that emerge from the echoing make up shifting patterns of resonance, mostly produced by two close intervals and one at a greater distance, fairly dense in sound but every so often clearing out to an open fifth or for a moment warming up as a triad is formed in passing. The Trio 1989 stands a bit apart from these two pieces.The sonority sources are not homogeneous, though they overlap to the extent that the percussion (crotales, antique cymbals) are mostly bowed, like the cello, but sometimes pitched metal is struck, like the piano. The piano, using oly two pitches, shares these with the cello, but alone of the instruments makes sounds out of quickly repeated notes. (There is one moment, in the 19th minute of the piece, when the percussionist makes an oscillating sound - slow trill - between two tones.) The cello has nine pitches, two adjacent in the lower register, always heard with one of a close grouping of four (including a microtone) in the register at and just below concert a, and three more in between these lower and higher ones. The pitched metal has seven pitches, three clustered high, four spaced down to the concert a, the only note shared with the cello (but not with the piano), and heard just twice, once in each of the 10th and 11th minutes of the piece. Somehow, though, the overall effect is of one resonating instrument capable of overlapping its limited but variable kinds of sounds, on which three players are ringing changes, according to elusive patterns, or rather patterns in a free and spacious flow of time.
--- Christian Wolff, October 1995

	STILLE VOLK
	Satyre Cornu
	
	47:50
	label: Holy Records (France)  holyrecords@wanadoo.fr 

меланхолическая / агрессивная и весьма навороченая альтернатива с очень симпатичным женским вокалом в духе "Where The Wild Roses Grow" (Kylie Minogue / Cave).

Patrick LAFFORGUE / Patrice ROQUES

INSTRUMENTS A CORDES: luth arabe (oud), guitares, bouzouki, dulcimer, violon, mandoline, psalterion, vielle à roue. 

INSTRUMENTS A VENTS: chalémie, cornemuse, bombarde, flûtes, orgue portatif, guimbarde. 

PERCUSSIONS F.E. Petiteau: cornemuse landaise, gaïta, corne d'appel, crécelle, tambourin à cordes.

	STILLPOINT
	Maps Without Edges
	1996
	56:33
	dark ambient / ethno / avant garde  (такого же типа см. тж.: S. Roach; J. Reyes; L. Nerell; Vidna Obmana; L. Hotobagyi;)

label: Beyond Records (London)

Nick Parkin [flutes, k, perc]; Martin Franklin [water drums, perc]; Eddy Sayer [d, perc].

	STIMMHORN
	Melken
	1996 
	42:56
	impro-avant-folk проект двух швейцарцев, которым удалось разбудить в звуках своей музыки духов древней магии. Мастера экзотики; в частности – по вокалу.
label: RecRec (Switzerland)

Christian Zehnder [bandoneon, obertonstimme, holzrohr, alpercussion, holzrohrgesang, melkmaschineorgel]; Balthasar Streiff [alphorn, tp, alperidu, holzrohrgesang]. 

	STIMMHORN
	Schnee
	1997 
	52:58
	label: RecRec (Switzerland)

Christian Zehnder [stimme, obertongesang, knopfinstrumente, hilfsmittel]; Balthasar Streiff [alphorn, tp, artverwandtes].

At first glance, Stimmhorn surprises and alienates. Its creations are neither fish nor flesh, neither theatre nor concert. If, however, we recall the pictures of Hieronymus Bosch -- in particular the images they contain of seamless combinations of the most varied creatures whose "neither-nor" nature does not surprise in the least and whose very eccentricity casts a mesmerising spell -- we will embrace the funny, dramatic, bizarre, hysterical, sad and senti​mental images which Stimmhorn evokes. Because Stimmhorn uses very traditional instru​ments in its, in the broadest sense of the word, composed performance, Zehnder and Streiff present a phenomenal range of references. No instrument remains what it set out as; Stimmhorn liberates the​se instruments from the (national) myths into which they were forced in the attempt to establish a popular Alpine culture and allows us to experience the originality of an alphorn, a voice. But Zehnder and Streiff do not simply allow the alphorn to sound like an alphorn and a voice to sound like a voice. They consciously alter their instruments using a range of unusual techniques. For example, Streiff sings, coos, clicks and flutters into the alphorn, often polyphonously. Zehnder does not just sing above Streiff's dense fabric but becomes polyphonous song, lending his voice a corporeity which obeys its own rules. Streiff and Zehnder also modify their in​struments. The alphorn is transformed into an "alperidu" by removing the upper part of the horn. Zehnder straps half an accordion to his knee and rocks it. Thus, it becomes a "rockordeon ". Like demiurges, Zehnder and Streiff create an extremely communicative space. Individual virtuosity and pu​re ability do not take centre stage here. They are used in the interaction of two musicians with their instruments. Stimmhorn plucks individual voices from the incalculable but finite cosmos of sounds and combines them to new disintegration, entering the duet-duel in his well-tempered intemperance. Individually, these voices are like multi-layered in​ner monologues which are in dialogue with each other and are thus remarkably close to the ordinary, everyday event. The individual pieces were develo​ped as duos and can be reproduced live.

	Karlheinz  STOCKHAUSEN
	Mantra
	1970
	73:19
	В Стокгольме вручены очередные премии Polar Prize, присуждающиеся за заслуги в области музыки, касающиеся новаций и расширения твор​ческих горизонтов. Традиционно каждый год призы получают двое му​зыкантов — классический и из области популярной музыки. (...) Обладателем премии стал немецкий композитор Карлхайнц Штокхаузен (Karlheinz Stockhausen) – влияние его экспериментов наблюдается в диапазоне от классического авангар​да до современного рока. Премии Polar Prize в $100 тыс. каждая вручил король Швеции Карл Густав XVI (Carl XVI Gustaf).

Associated Press, 2001
Статью "Карлхайнц Шток​хаузен: Каменный ангел или Божественный ребёнок" – см. в файле XTRA_ESSAYS
#1-25: Mantra (1970), takt 1 – 855 – Ende, fur 2 Pianisten

Andreas Grau und Gotz Schumacher, piano

Klangregie: Brian Wolf

Andreas Grau (born in 1965) and Gotz Schumacher (born in 1966) - who have been a regular piano duo for over ten years now - met in 1981 through their teacher at the time, Friedemann Rieger, who recognized and encouraged their talent for chamber music. After four years' study at the universities in Dortmund, Frankfurt, and Stuttgart, they continued their education privately with Friedemann Rieger, Renate Werner, and - with a scholarship from the DAAD - with Claude Helffer in Paris. At that time they also worked with Karlheinz Stockhausen.
A variety of successes in national competitions (including national prizes in the competition "Jugend musiziert") were followed by radio, television, and studio recordings. In 1989 Andreas Grau and Gotz Schumacher won the Golden Harp, the audience prize in the International Piano Competition of the Jeunesses musicales in Belgrade; at the German Music Competition in Bonn, they won the first prize and the Preis des Deutschen Musikrats; these events were followed by some forty concerts in the Federal Republic of Germany during the 1990-91 season.

After winning the Vincenzo Bellini Competition in Caltanisetta and prizes in the Mendelssohn Competition in Berlin and in the Second International "Franz Schubert and Music of the Twentieth Century" competition in Graz 1992 (including a special prize for the best interpretation of works by Franz Schubert), their concert activity extended into the international plane: They received invitations to Russia, Romania, France, Italy, Austria, Holland, Spain, and Latin America.
The extensive repertoire of the two pianists meanwhile includes double concertos by Bach, Mozart, Mendelssohn, Poulenc, and Bartok, as well as a large portion of the demanding literature for two pianos and piano four-hands, ranging from Bach via Mozart, Brahms, and Stravinsky to Witold Lutoslawski's virtuoso Pagonini Variations and Karlheinz Stockhausen's MANTRA for two pianists.

[…] Отдельные фрагменты «Телемузыки» крупнейшего авангардиста Карлхайнца Штокхаузена признали бы своими и в Азии, и в Африке. В1966 году немецкий экспериментатор смонтировал из записей народных песен и танцев со всего мира звуковой коллаж прямо на магнитной ленте (и назвал его «Телемузыка»). Западный авангард в целом этого не принял - в недавнем прошлом соратник Штокхаузена Пьер Булез тут же откликнулся статьей с многозначительным названием «Потерянный рай», в которой прямо дал понять, что ориентальная музыка давно уже достигла совершенства и поэтому мертва.
Оказалось, однако же, что далеко не все еще потеряно и вновь найдено. Наоборот, «Паломничество в страну Востока» - ту виртуальную страну, где заняты исключительно духовным самосовершенствованием, - объединило и вчерашних академистов (например, последователя Штокхаузена Михаэля Феттера), и джазистов - кларнетист Тони Скотт, например, в 1964 году съездил в Японию и записал с местными музыкантами блестящую «Музыку для дзэн-медитации».[см.]

--- Д. Ухов

	Karlheinz  STOCKHAUSEN
	Stimmung
	1986
	70:14
	label: Hyperion Records Limited (London)

Recorded in the University of East Anglia, 1983.

Text, translations and MAGIC NAMES in order of Singcircle version.

The model number is followed by the model leader, any words used as a phonetic basis, then the voice calling the MAGIC NAME.

Performed by SINGCIRCLE:

SUZANNE FLOWERS soprano   

PENELOPE WALMSLEY-CLARK soprano
NANCY LONG mezzo soprano   

ROGERS COVEY-CRUMP tenor
GREGORY ROSE baritone   

PAUL HILLIER bass
GREGORY ROSE director

"What was important for the creation of Stimmung was the fact that I'd just come back from Mexico where I'd spent a month walking through the ruins, visiting Oaxaca, Merida, and Chichenitza, and becoming a Maya, a Toltec, a Zapotec, an Aztec, or a Spaniard — I became the people. The magic names of the Aztec gods are spoken in Stimmung.... And then the space. I sat for hours on the same stone, watching the proportions of certain Mayan temples with their three wings, watching how they were slightly out of phase. I relived ceremonies, which were sometimes very cruel. The religious cruelty isn't in Stimmung, only sounds, the whole general feeling of the Mexican plains with their edifices going into the sky — the quietness, on one side, and the sudden changes, on the other."
--- KARLHEINZ STOCKHAUSEN

Stimmung was commissioned by the City of Cologne for the Collegium Vocale, a vocal ensemble at the Rheinische Musikschule. It was composed during the winter months of February and March 1968 in Madison, Connecticut (USA), and is dedicated to the painter, Mary Bauermeister. It was the first major Western composition to be based entirely on the production of vocal harmonics.
Every natural sound or note we hear contains within it many higher sounds, each with an exact pitch. These high pitches shadowing the main note, or 'fundamental', are not immediately discernible; however, if, while singing a fundamental, the tongue and lip positions are gradually altered, the 'harmonics' can be exposed and isolated. Taking a low B flat, Stockhausen used some of the pitches of the harmonic series arising from it as his starting point. Out of the notes in the series (strictly numbered in ascending order) he chose the 2nd, 3rd, 4th, 5th, 7th, and 9th pitches — B Flat, F, B Flat, D, A Flat, and C. These notes then became used as 'fundamentals' themselves, hosting six harmonic series of their own. From out of this vocabulary of harmonics, Stockhausen created Stimmung.

"Reading only now — Saturday, July 24th 1982, 11.30 a.m. — your article in CONTACT 1979 and which I received today (!), I wish to thank you for your lucid text. I am suddenly very moved and want to tell you how I came to the "technique" of STIMMUNG: I had come back from a Mexican tour (very hot) to a small house on the bay in Madison (Connecticut) which my wife Mary had rented. She lived there with our 2 small children. I started composing this work with a lot of melodies, singing aloud all the time. But after a few days, my work was only possible during the night (the bay was frozen, everything ice and snow and terribly cold). The children needed silence also during the day (Simon was just born). So: I began humming, did not sing loudly anymore, began to listen to my vibrating skull, stopped writing melodies of fundamentals, settled on the low B flat, started again and wrote STIMMUNG, trying out everything myself by humming the overtone melodies. Nothing oriental, nothing philosophical: just the 2 babies, a small house, silence, loneliness, night, snow, ice (also nature was asleep): pure miracle!
--- KARLHEINZ STOCKHAUSEN
Stimmung is divided into 51 sections. In each section a new overtone melody or 'model' is introduced and repeated several times. Each female voice leads a new section eight times, and each male voice, nine times. Some of the other singers gradually have to transform their own material until they have come into 'identity' with the lead singer of the section; they do this by adopting the same character as the leader in tempo, rhythm and dynamics. When the lead singer feels that 'identity' has been reached, he or she makes a gesture to another singer who leads the next section. Each model is a set of rhythmic phonetic patterns, often with actual words used as their basis, such as 'Hallelujah' or 'Saturday'.
In 29 of the sections, 'magic names' are called out. These are the names of gods and goddesses from many cultures — Aztec, aboriginal and Ancient Greek, for instance — and have to be incorporated into the character of the model. The erotic and intimate love-poems that are recited were written by Stockhausen "during amorous days" in 1967.
Different versions of the work result from the order of models and choice of magic names decided upon by the performers. The first version of Stimmung made by the Collegium Vocale is known as the 'Paris version', and has recently been published as work Number 24 1/2. The ensemble has performed this version hundreds of times throughout the world. The 'Singcircle version' of 1977 evolved over many months of rehearsal in London prior to its first performance at the Round House on November 21st. This version was revised after consultations between the composer, Gregory Rose and Simon Emmerson in April 1978.
The word 'Stimmung' has many meanings in its original German. Literally it means 'tuning', but can also indicate 'being in tune with', good or bad atmosphere, and so on. Die Stimme = voice.
The improvisatory nature of Stimmung leads to a fluctuation of duration between performances. Singcircle's durations have ranged from 80'14" at the Hope Street Festival in Liverpool's Anglican Cathedral in 1980, to 60'14" at the 1977 Proms in London's Royal Albert Hall. The majority of performances are around 74'. Singcircle has performed Stimmung throughout Britain and in several European countries, and has recorded it for radio, television, and now disc.
In 1981 Singcircle were warmly received for a performance of the work in Utrecht, Holland, twelve years after a performance in Amsterdam by the Collegium Vocale was broken up by agitators. Following the 1969 performance, Stockhausen wrote: "Stimmung will yet reduce even the howling wolves to silence". Surely the wolves have now been laid to rest.
Notes by GREGORY ROSE & HELEN IRELAND
SINGCIRCLE is one of the leading avant-garde vocal groups. Based in London, England, it was formed in 1976 by Gregory Rose, and since then has performed in many European countries and throughout Britain, taking part in festivals, broadcasts and television recordings for the BBC. Channel 4 and ITV. Singcircle performs newly-commissioned works by leading western composers, embracing a wide repertoire and including the development of extended vocal techniques. Its first record, Mouth Music, sponsored by The Arts Council of Great Britain, contains works by Denis Smalley, Simon Emmerson and Trevor Wishart and has received rapturous reviews all over the world (Hyperion A66060).

	Karlheinz  STOCKHAUSEN
	Piano Pieces I -XIV  [rec.1987]

(3 CD)
	1988 
	51:38 67:22 61:12
	label: Koch

solo piano
Карлхайнц Штокхаузен – сериалист, интуитивист, мастер мелодии и полифонии. Один из столпов электронной композиции в период её зарождения. Опусы Штокхаузена часто представляют собой параллельное течение нескольких автономных акустических процессов.

Химерическое авангардное сознание крайне высоко ставит своё искусство: не на службу обществу, а над ним. «Чтобы продвигать вперёд свободное искусство композиции, надо отдавать ему очень много времени» (Штокхаузен). Служить внешним целям уже некогда. «Музыка, которую я слушал, будучи студентом, -- вся, включая Шёнберга, -- была отражением человеческой души. Это была психологическая музыка... В звуках проявлялись самые крайние ощущения. Моё поколение начало новую фазу развития. Теперь уже быть зеркалом для человека – не первоочередная задача музыки: она понимается как искусство формировать акустические колебания неслыханным дотоле образом, новым и для композиторов. Такая музыка создаёт нового человека, изменяет его своим воздействием, пусть очень медленно. (Штокхаузен) 

	Karlheinz  STOCKHAUSEN
	Aus Den Sieben Tagen
	1988
	46:03
	label: Harmonia Mundi

Performed by Ensemble Musique Vivante with Karlheinz STOCKHAUSEN, dir. Diego Masson, sous le patronage de Pierre BOULEZ.  Rec.: 1969.

1. Fais voile vers le soleil    21’26’’

2. Liaison              24’40’’

FAIS VOILE VERS LE SOLEIL (FLIGHT TOWARD THE SUN) AND LIAISON form part of ‘Sept journees’, die sieben tagen (a bi-lingual title meaning seven days), a collection of fourteen pieces of musique intuitive by Karlheinz Stockhausen. The composer, born at Modrath, near Cologne, on August 22, 1928, refuses to supply any notes or commentaries upon his works, implying therefore that they are to be listened to purely as abstract sound patterns and arrangements. Fais voile, and Liaison were recorded on June 6 and 7, 1969, in Paris, at the Studios Davout at the close of Stockhausen Week, which had taken place at the Palais de Chaillot, in the Gemier salon, between May 28 and June 4.

Participating in this recording were: 

in the studio, from left to right:

Aloys Kontarsky (piano)

Michel Portal (см. тж. в секции ‘Jazz’) (clarinet in E flat, basset horn, bass clarinet, tenor saxophone, taragod)

Johannes G. Fritsch (viola)

Alfred Alings (tam-tam)

Rolf Gehlhaar (tam-tam)

Harald Boje (electronium)

Jean-Pierre Drouet (percussion: darabuka, two tam-tams, cymbals, crotales, cow-bells)

Jean-Francois Jenny-Clark (см. тж. в секции ‘Jazz’) (double bass);

in the recording control room:

Karlheinz Stockhausen (filters and potentiometers), 

Claude Ermelin (recording engineer), 

Diego Masson (artistic director).

Two microphones were allotted to Kontarsky 's piano — one for the treble end of the keyboard and one for the bass; two more microphones were allotted to Drouet's percussion, and one for each of the other instruments. The microphones covering Aling's and Gehlhaar's tam-tams, and the contact microphone attached to Fritsch's viola, were relayed through the filters operated by Stockhausen. Both works were recorded directly on to stereo tape from beginning to end. There was neither montage nor mixing. After each take, all the performers assembled in the control booth to listen to the play-back and to comment on any changes to be made in the next complete take. In the afternoon of June 6, following this technique of making adjust​ments after listening to each complete performance, four takes of ‘Fais voile’ were recorded; on the morning of June 7, two takes of ‘Liaison’ were successfully recorded, and on the afternoon of the same day another two of ‘Fais voile’. The performances selected for transcription on to this record were the sixth take of ‘Fais voile’ and the second ‘Liaison’.

DIEGO MASSON

	Karlheinz  STOCKHAUSEN
	Zyclus / Refrain / Kontakte      [rec.1988]
	1989 
	69:11
	label: Koch

trio: Bernhard Wambach [p, woodblocks]; Mircea Ardeleanu [perc, vib, cow bells]; Fred Rensch [celesta, cymbales antiques].

1. Cycle for solo percussionist  10:30

2. Refrain for three instrumentalists  10:55

3. Contacts for electronic sounds, piano and percussion   34:45

4. Cycle for solo percussionist  11:40

“Cycle for solo perc.” (1959) owes its title to its title to its cyclical structure. This structure is reflected in the positioning of the instruments and in the formal pattern underlying the work. Notation undergoes a process of cyclical transformation in which exactly prescribed sections are juxtaposed with sections designed to allow for varying degrees of interpretative freedom, thus making possible a variety of readings. What all these readings have in common is the clearly audible formal pattern underlying the work.

“Refrain for three instr.” (1959) is a score which crystallizes a clearly identifiable, self-contained piece of music, independent of divergencies of interpretation yet flexible in its formal detail. The calm and simple basic structure of the piece, with its clear harmonic outlines, is interrupted every now and then by more lively and intricate interpolations of which the notation is a transposing scale that has to be given a central position in relation to the score’s basic foundation of cyclical notation systems: its point of application is entirely optional, however, and its angel of rotation may be decided by the performer. As a result, the formal connections between the various interpolations are never quite the same, though the basic outline of the work’s formal development remains constant in its serenely homogeneous overall structure, despite occasional heterogeneous interruptions. A further principle underlying the piece is the intersection of tonal and contrasting timbre structures such as spoken sounds articulated by the performers. As the piece unfolds, the listener becomes aware of its explicity prescribed pattern, which is broadly symmetrical. Taken in conjunction with the interpolations that occur at irregular intervals, this further  enhances the formal tautness and unity of the work.

“Contacts” (1958-60) is an attempt to create a continuous stream of tonal colours by electronic means including some conventional timbres as exceptions rather than the rule (e. g. sounds and noises produced on or by wood, skin and metal). The complex tonal structures of the work’s electronic layer are composed according to normal transformation processes which are articulated in terms of differentiated tonal qualities. These are then made to combine with the elements that are played ‘live’, i. e. the keyboard and percussion.

	Karlheinz  STOCKHAUSEN
	Michael's Journey
	1992
	49:04
	label: ECM

one-track recording CD

"This weird and wonderful music demands to be heard."

– Gramophone

The Soloists' Version of MICHAEL'S JOURNEY for a trumpeter, 9 co-players and sound projectionist is a tour-version of MICHAEL'S JOURNEY ROUND THE EARTH with trumpet and orchestra, which is the second act of the opera THURSDAY from LIGHT. The duration of MICHAEL'S JOURNEY is c. 48 minutes.

The original version, which was composed 1977/78, has been published as a separate score for staged or quasi concert performances*. It is for solo trumpet, solo basset-horn, 2 clarinets (all of whom are required to act and move while play​ing), and an orchestra of 28 players with conductor and sound projectionist. In the preface to the score of this orchestra version, the first concert and staged perfor​mances are described and documented with many photographs taken an the Donaueschingen Musiktage (1978), Teatro alla Scala, Milan (1987), and the Royal Opera, London (1985). In all performances Markus Stockhausen played the solo trumpet and Suzanne Stephens played the solo basset-horn.

The soloists' version of MICHAEL'S JOURNEY was made by me in 1984. Thanks to the initiative of Solf Schaefer (Radio Bremen), the world premiere took place on May 8th 1986 during the Pro Musica Nova festival in Bremen at the Schauspiel-haus. The performance was recorded. The musicians were:

Markus Stockhausen (см. в 'Jazz'): trumpet 

Suzanne Stephens: 1st basset-horn 

Ian Stuart: 1st clarinet

Lesley Schatzberger: 2nd clarinet, 2nd basset-horn and bass   clarinet

Michael Svoboda: trombone and baritone horn or euphonium

Kathinka Pasveer: alto flute

Andreas Boettger: percussion

Isao Nakamura: percussion

Michael Obst: synthesizer

Simon Stockhausen: synthesizer

Karlheinz Stockhausen: sound projection.

The soloists' version is dedicated to my son, Markus, as was the version for orchestra.

In 1989, on December 12th from 10 a.m. to 8:30 p.m. and on December 13th from 10 a.m. to 9:30 p.m., the soloists' version of MICHAEL'S REISE was recorded by the above soloists, with Karlheinz Stockhausen as recording director. 

Synopsis

MICHAEL is one of the three central figures in my work, LIGHT. His instrument is the trumpet, the players surrounding him are "the world".

At the beginning, MICHAEL plays ENTRANCE and FORMULA. Then, a seven- station JOURNEY ROUND THE EARTH follows: Germany – New York – Japan –Bali – India – Central Africa – Jerusalem.

Two clarinettists – a "clownesque swallow-pair" – whizz several times across the stage, playing.

In the 6th station, MICHAEL hears a basset-horn from afar. The music becomes quiet, he calls back, receives an answer, and gives the entry for the 7th station. At the end of the 7th station he again hears the basset-horn. He stops the journey, and calls in vain for a response. A synthesizer player consoles him with the pizzicato notes of a double-bass.

Again, the call sounds, and approaches. A female basset-horn player seductively appears.

She plays with him, enchants him, and finally dancingly takes him away with her.

During this, the "swallow pair" with clarinet and basset-horn slinks in, mimics the trumpeter and bassed-horn player, is attacked by trombone and synthesizer and engaged in a fierce fight.

From afar, the long held notes of the trumpet and basset-horn can be heard. Final​ly, they invisibly approach and lead into a loud lamenting falling melody. The two voices fill the entire space as the light slowly fades out.

In the darkness, the melodies of the trumpet and basset-horn calmly move in the sky, accompanied by the increasingly sparse droplets of sound from the other instruments.

They unite in an artfully intricate trill which very gradually slows down.

* The indication "quasi concert" means that the prescribed movements and gestures are also performed in concerts which take place without scenery in concert halls or auditoriums. The moving soloists must therefore, by all means, perform from memory. In such performances, only a limited amount of equipment for sound and lighting is necessary, and simple, stylized costumes are worn.

	Karlheinz  STOCKHAUSEN
	Kontakte
	1992
	35:07
	label: Schott Wergo Music Media (Germany)

Special Price: WERGO re-release

KONTAKTE fur elektronische Klange, Klavier und Schlagzeug (1959/60)

first edition: 1964

David Tudor – Klavier und Schlagzeug

Christoph Caskel – Schlagzeug

Karlheinz Stockhausen und Gottfried Michael Koenig – electronischer Teil

A simplified graphic representation of the electronic music with the notation of the instrumental parts exists as a score. KONTAKTE exists in two versions: a four-track one for electronic sounds, of which the single or double-channel versions are particularly suitable for broadcasting or gra​mophone reproduction, and a second version for electronic sounds and pianoforte and percussion, in which the electronic sounds are played over a four-channel loudspeaker, while two instrumentalists at the same time play the piano and percussion instruments. KONTAKTE was first performed in this version on June 11th 1960, at the 34th World Music Festival of the IGNM in Cologne with Christoph Caskel (percussion) and David Tudor (piano and percussion).
The composition was designed to combine electronic sounds with the sounds of traditional instruments in one piece. Stockhausen approached this task with a concept which was to let different instrumental colours merge into one another in a continuous sound-metamorphosis; there was to be a con​stant lightening' of the sound: sombre noises at the beginning of the piece, and light, ethereal sounds at the end.
Stockhausen came to use percussion instruments for various reasons. In the first place they offer a maximum range of sound. Apart from this the tone colours can be far more modified in the percussion family than in any other group of instruments. A third factor was that the percussion is the only instru​mental group that is capable of producing, on a broad level, both tones and noises. These two elements were to be given a most important function in KONTAKTE.
KONTAKTE belongs to a group of compositions in which Stockhausen essayed to put his theory of the so-called 'moment form' into practice. Con​cerning 'moment form' he said during a latenight music programme of the West German Radio in Cologne on January 12th 1961: 'During the last years there have been forms composed in music which are far removed from the form of the dramatic finale; they lead up to no climax, nor do they have pre​pared, and thus expected, climaxes, nor the usual introductory, intensifying, transitional, and cadential stages which are related to the curve of develop​ment in a whole work; they are rather immediately intense and - perma​nently present - endeavour to maintain the level of continued 'peaks' up to the end; forms in which at any moment one may expect a maximum or a mini​mum, and in which one is unable to predict with certainty the direction of the development from any given point; forms in which an instant is not a piece of a passage of time, a moment not a particle of a measured duration, but in which the concentration on 'now', on every 'now' makes vertical incisions, which break through a horizontal concept of time, leading to timelessness.' In such works, which aim at the realisation of the 'moment form' the begin​ning and the end are left open. These compositions, nevertheless, end natu​rally. There are two reasons given for the cessation of sound: in the first place, with the use of certain musical means and techniques, the material is sooner or later simply used up, i. e. the exploitation has reached saturation point. The other possibility is that the producer or the performers set a given length of time for the performance. Stockhausen originally planned a certain dura​tion; while working on it he discovered, to use his own words, that 'the form was quite open, and that no end could be reckoned with'. When, after about 10 months, Stockhausen broke off the realisation of the work shortly before the performance, he had already planned and written for some further MOMENTE.

	Karlheinz  STOCKHAUSEN
	“Klavierstucke I – XI” / 

“Mikrophonie I & II”
	1993
	70:56 63:54
	label: Sony Classical

mastered using 20-bit technology for ‘high definition sound’

Disc I: 

Klavierstucke I – IX, XI
Disc II: 

1. Klavierstucke X  (22:15)

Aloys Kontarsky [p]

2. Mikrophonie I  (26:27)

für Tamtam, zwei Mikrophone, zwei Filter und Regler

Aloys Kontarsky, Tamtam I

Alfred Alings, Tamtam II

Johannes Fritsch, Mikrophon I

Harald Boje, Mikrophon II

Karlheinz Stockhausen, Filter & Regler I

Jaap Spek & Hugh Davies, Filter & Regler II

(Recording: West German Radio Studios, Cologne, December 17 & 18, 1965)

3. Mikrophonie II  (14:51)

für Chor, Hammondorgel und Ringmodulatoren 

Alfons Kontarsky, Hammondorgel 

Johannes Fritsch, Zeitgeber

Mimi Berger, Meta Ackermann, Frigga Ditmar, Ulla Terhoeven, Helga Hopf, Monika Pick, Sopran

Amo Reichardt, Dietrich Satzky, Hermann Steigers, Peter Weber, Friedrich Himmelmann, Werner Engelhardt, Baß

Einstudierung & Leitung: Herbert Schemus 

(Recording: West German Radio Studios, Cologne, June 11, 1965)

	Karlheinz  STOCKHAUSEN
	Helikopter-Quartett
	1999
	31:51
	label: Auvidis / Naïve (France)

Performed by Arditti String Quartet / Grasshoppers Show Team.

One-track recording:

a) ignition of the turbines – entry of the instruments – first formula cycle

b) 2nd formula cyrcle

c) 3rd formula cyrcle

d) descent – silence at the end

Karlheinz Stockhausen

Composer (burn: August 22nd 1928 in Modrath near Cologne). To date (1999) he has composed 285 works, written 10 volumes of TEXTE zur MUSIK (TEXTS about MUSIC) which have been published by Stockhausen-Verlag (vol. 1-10). The first 36 scores of his works have been published by Universal Edition, Vienna, and all other scores are published by the Stockhausen-Verlag, 51515 Kurten, Germany (Facs. No. 0049-2268-1813). Founded in 1975, the Sfockhausen-Verlag has also released 81 compact discs of the Complete Stockhausen Edition since 1991, and all scores, books and CDs may be ordered directly from the Verlag by mail order. Since 1977, Stockhausen has been composing the music drama LIGHT, The Seven Days of the Week. As of 1999, 5 days have been world premiered (in 1981, 1984, and 1988 at [a Scala in Milan, in 1993 and 1996 at the Leipzig Opera). On the 26th of May 2000, the world premiere of WEDNESDAY from LIGHT will take place at the Bonn Opera.

Arditti String Quartet
Since its foundation by first violinist Irvine Arditti in 1974, the Arditti Quartet has acquired a world-wide reputation as pre-eminent interpreters of contemporary and early 20th century music. Several hundred string quartets have been written for the Quartet during the past 25 years, leaving a permanent mark on 20th century repertoire. The Quartet believes that close collaboration with composers is vital to the process of interpreting modern music and therefore attempts to work with every composer whose music they play.The Quartet has received numerous prizes for its work, including the Royal Philharmonic Socity's Chamber Ensemble Award, the prestigious «Ernst von Siemens Music Prize» for life time achievemen and most recently a Gramophone Award for-its recording of Chamber Music by Elliott Carter.

Introduction

Helicopter String Quartet 

For string quartet, 4 helicopters witfi pilots and 4 sound technicians 4 television transmitters, 4x3 sound transmitters Auditorium with 4 columns of televisions and 4 columns of loudspeakers; sound projectionist with mixingconsole; moderator (ad lib.)

Early in 1991 I received a commission from Professor Hans Landesmann of the Salzburger Festspiele to compose a string quartet. The Arditti Quartet was to play the world premiere in 1994.
And then I had a dream: I heard and saw the four string players in four helicopters flying in the air and playing. At the same time I saw people on the ground seated in an audiovisual hall, others were standing outdoors on a large public plaza. In front of them, four towers of television screens and loudspeakers had been set up: at the left, half-left, half-right, right. At each of the four positions one of the four string players could be heard and seen in close-up.
Most of the time, the string players played tremoli which blended so well with the timbres and the rhythms of the rotor blades that the helicopters sounded like musical instruments.
Only in 1992/93 did I find the peace to compose the Helicopter String Quartet, and especially to make the fair copy of the coloured score.
In the autumn of 1993 I sent the score to Professor Landesmann in Salzburg/Amazingly enough, his response and that of the general director of the Festspiele, Dr. Gerard Mortier, was unexpectedly positive. A long series of negotiations followed between the direction of the Festspiele and the Austrian army for obtaining the helicopters, with the Austrian radio and television for obtaining the necessary 12 audio and 4 video transmission-channels, and with officials for obtaining the many necessary permits. I received photographs of a cellist playing in a helicopter, tape recordings made using various microphones, and copies of documents.
Despite the efforts of the Festspiele direction, the performance planned for 1994 could not take place.
I told this story to Jan van Vlijmen, the director of the Holland Festival. At first, he did not say anything. But he must have been infected by my dream. Heaven knows how he managed to get all of the permits and sponsors. In any case, he allowed several experiments to be made, but only in mid-April 1995 did he send me the news that the Helicopter String Quartet would definitely be performed three times on June 26th 1995 in Amsterdam.
For the world premiere on June 26th, three flights took place at 4:30, 6:30 and 8:30 p.m., for different audiences, each time introduced by me and followed by a discussion.
All rehearsal flights and performances were recorded on film and 16-track tape. The recordings were made on 32 tracks (4 x Tascam DA-88): 2x12 channels for recording the rehearsals and performances, and for security copies. The Dutch radio recorded a stereo mix of these channels on DAT. Some of these documents are in the archives of the Stockhausen Foundation for Music. Most of the filming was done by Allegri, a Dutch company.
After the world premiere, I added a circa 3-minute, synchronous Formation to the end of the work before descent and landing.
Performance practice

A performance is staged in the following way:
First, the four string players are introduced to the audience by a moderator - who may also be the sound projectionist. He briefly describes the technical aspects of the forthcoming performance. Then, the players walk to the helicopters - or are driven there -while being constantly followed by video cameras which transmit to the television monitors. The moderator (at the mixing console) explains over the loudspeakers what is happening.
From their embarkation into the helicopters until they disembark, each string player and his helicopter is transmitted via camera, television transmitter, three microphones and sound transmitters to his own group of monitors for the audience. Each string player should be constantly audible and always visible close-up - face, hands, bow, instrument - without any camera changes and without the fading in of other pictures.
Behind each player, the earth can be seen through the glass cockpit of the helicopter. The ascent lasts about 5 minutes from the ignition of the turbines to bar [1]. Until the world premiere, the measured music of the score (starting at bar [1]) lasted 18 1/2 minutes. Due to a later addition, it now lasts circa 21 1/2 minutes. Descent and landing last about 5 minutes each.
The microphone transmission from each helicopter should be such that the sounds of the rotor blades and that of the instrument blend well, and the instrument is heard slightly louder. To achieve this, at least 3 microphones per helicopter are necessary: 1 contact microphone on the bridge of the instrument, 1 microphone in front of the mouth of the player, and 1 microphone outside the helicopter which clearly picks up the sounds and rhythms of the rotor blades.

The 4x3 microphone signals can be transmitted by 12 individual transmitters - possibly via satellite relay - and received at the concert hall as well as at further localities, then balanced and mixed to 4 mono signals at a mixing console using 4x3 faders.
From the moment the synchronous playing begins (0'00") until it ends (21' 37.8"), the four helicopters circle within a radius of circa 6 km above the performance venue, individually varying their flying altitudes. They should fly so high that the direct sound of the rotor blades is much softer than the sound coming from the loudspeakers, or even better, inaudible.
After the landing, cameras follow the string players and the four pilots as they disembark from the helicopters and walk (ride) to the concert hall. Once in the auditorium, the pilots are also introduced by the moderator. The players and pilots are asked about their experiences, and finally the audience is invited to participate in the discussion. In the afternoon, at least three flights should take place in succession with an appropriate period of time between flights, and with different audiences.
The composition is through-structured to the tenth of a second. The players are synchronised using a click-track which is transmitted up to them in the helicopters, and which they hear over earphones. Since the four string players usually tremolo in criss-crossing glissandi, I had to draw their pitch lines and curves on top of one another in four colours, so that the melody trajectories could be followed.
Recordings

World premiere
The three performances on June 26th 1995 were - as has been said previously - recorded on two synchronous 8-track tape machines: 4x3 tracks for the four string players and helicopters and 2 tracks with bar counting and clicks.
The world premiere of the Helicopter String Quartet (the first of the three performances on June 26th 1995 at the Westergas-fabriek in Amsterdam ) and a studio recording have been released on Compact Discs by the Stockhausen-Verlag, 51515 Kuerten, Germany.
The recordings of the second and third performances of the Helicopter String Quartet on June 26th 1995 are located in the archives of the Stockhausen Foundation for Music, together with numerous photographs of the rehearsals for the world premiere and of the three performances (1995). A documentary film about the Helicopter String Quartet (Allegri Films, Amsterdam) may be ordered from the publishers. This video includes rehearsals and conversations with Stockhausen about his Helicopter String Quartet (played by the Arditti Quartet), and it documents the preparation from the first rehearsals to the world premiere, showing test flights and parts of the performances...
Studio recording
After the world premiere, the musicians of  the Arditti Quartet wanted to make a studio recording of the work for compact disc, especially in order to make a complete recording including bars 64-79 (circa 3 minutes), which had been composed after the world premiere. A recording was made by the WDR on December 7th and 8th 1996 using the Ubertragungswagen 2 (mobile studio 2) at the school centre in Kurten. The musicians were those who had performed the world premiere. They were located in four different classrooms, each with only one microphone for voice and instrument, earphones for the click-track and a loudspeaker for communication with the mobile studio. Personnel in the mobile studio were recording engineer Werner Walravens, recording technician Martin Cichy and myself as recording supervisor. We recorded on a Sony 24-track digital tape machine.
Mixing
From February 16th - 22nd 1999 I mixed this studio recording in the WDR Uberfrogungswagen 1 (U1) which was parked on the square in front of the town hall in Kurten. Collaborators were Rainer Kuhl (recording engineer), Jurgen Konigsfeld (recording technician) and Kathinka Pasveer (musical assistant).
--- K. Stockhausen

	STRATUM TERROR
	Pariah Demise
	1996
	55:21
	noise / experimental 
label: Old Europa Cafe A.V.S.; Limited edition of 1000 copies.

Created by Stratum Terror in Summer – fall 1995.

T.L. – samples, programming, vocal

P.A. – samples, programming

(Peter Andersson – см. тж. с: NYMPH FAITHEST и RAISON D’ÊTRE)

A Mothering Death,

with the Troath cut in pices

and rusty Nails

pierced in the Eyes.

That is the way

I want to Die,

Tortured

Murdered by Terrorstrata.

A decent Death,

With Crushed Skull...

Bleeding

from a Pulp Extortion.

That is the only way.

... My wish!

Than i did not Die

for nothing.

Never Forge Death!

1. Croton

2. Transcent Vexation

3. Thong

4. Shattered Skins

5. Death Of A Mother

6. Human Afflictions

7. Germinal Torture

8. Skullbreeding

9. Pulp Extortion

	STRATUM TERROR
	Pain Implantations
	1998
	69:35
	label: Malignant Records (Baltimore, USA)  

e-mail: mlgnant@earthlink.net 

Rec. 1997 by Peter Andersson and Tobias Larsson

1. Nerve Short Circuit

2. Collapse

3. Scrambled Eggs in the Fallopian Tube

4. Anal Inhalation

5. Intravenous Pain Injection

6. Awaiting the Slime

7. When a Spermatozoon is Getting Fammed to Death... Against the Intrauterine Device

8. Plasma Erection

9. Auto-Terror

10. Anti-Static Systematic Clining

	STRENGTH THROUGH JOY
	The Force of Truth and Lies
	1994
	41:56
	post-punk / progressive

STJ – from Dublin, Ireland

label: Twilight Command (division of NER) / World Serpent

Richard Leviathan [v, k, perc]; Timothy Jenn [g, v, k, perc]; Douglas P. [g, e-bow, v]; Kyra Smith [fl].

THE FORCE OF TRUTH AND LIES

MASTER AND SLAVE

ROSIN DUBH

THE BLOND BEAST

THE BRIDGE

ABSOLUTE POWER

THE FORCE OF TRUTH AND LIES (instr.)

A GRAVE FOR BURNING WINGS

LIFE'S ABSURDITY

	The STYRENES
	We Care, So You Don’t Have To
	1998
	45:12
	punk-rock (аналогичные варианты: The CLASH, Jan DURY)
label: Scat Records

Mike Hudson [singer]; Paul Marotta [p, g]; UK Rattay [g]; Al Margolis [b]; Mike Hoffman [d]; + Paul Laurence [d (#2,4,6,9)]; Phil Gammage [harmonica]. (USA)

	The  SUGARCUBES 
	Lifes Too Good
	1988
	33:20
	punk-rock with BJORK (см. в ‘Rock’)

	The  SUGARCUBES
	Here Today, Tomorrow Next Week
	1989
	51:48
	

	The  SUGARCUBES
	Stick Around For Joy
	1992
	37:45
	

	The  SUGARCUBES
	It's It
	1992
	75:28
	

	SUICIDE
	Suicide [2 CD]
	1998
	43:58 50:14
	punk/new wave

label: Blast First / Mute (Great Britain)

Alan Vega [v]; Martin Rev [electronics].

CD 1: All tracks originally released: Red Star 1978.

CD 2: "23 Minutes Over Brussels" originally released Bronze Records 1978. All other tracks originally unreleased. 

Disc 2 contains a pair of incendiary live performances by Suicide. "23 Minutes Over Brussels" captures the duo in a classic confrontation with the audience that ends in bedlam. "Live At CBGB's" takes you back to those halcyon days on the Bowery when the punk explosion took off with a shot heard 'round the world whose reverberations are still being felt to this day. If you thought Vega & Rev were unruly on disc,  these classic raw concert tapes show the psychodrama was over-the-top and in-your-face.

На вкладке прилагается основательное интервью с Vega & Rev.

	SUKIA
	Sukia
	1996
	54:54
	acid/experimental/retro-simulation – увлекательнейшее приключение! Можно сравнить с CORNELIUS или YELLO.

label: Nickelbag Records (Los Angeles, Ca, USA)  http://www.nickelbag.com   email: dust@deltanet.com 

All songs written by Sukia.

Produced by Sukia, Jerry Finn and the Dust Brothers.

Contacto Espacial con el Tercer Sexo.

1. Feel’n Free

2. The Dream Machine

3. Vaseline and Sand

4. Play Colt

5. Gary Super Macho

6. Mr. Robot

7. We Have the Technology

8. Touching Me Touching Your

9. Sukia

10. Amok

11. Dirty Afro

	SUNS  OF  ARQA
	Kokoromochi
	1995
	70:26
	ambient-folk (Indian), music for meditation.

label: Rocksteady (EGO) Music / Arka Sound (England) 

[На этом же лэйбле см. тж. Lazlo HORTOBAGYI]

Suns Of Arqa are an ever expanding, worldwide group of artists and musicians, for more details: http://www.straightline.co.uk/arqa 

Raghunath Seth [bamboo flute]; Dhevdhas Nair [santoor]; Mick Ripsher [tabla (1,2)]; Wadada [producer, b]; Dr. Himadri Chaudhuri [violin, mandolin, v]; Kalu Zeria [tabla (4,5)]; Aziz Zeria [tanpura]; Moot Beret [b (4,5)].

1. Kalavati

2. Durga Dub

3. Kalavati Alap

4. Kalashree

5. Vairabi

6. Sanskrit Hymn

  «Music is the language of the spirit. The harmony of the spheres is a reality. The whole universe is singing, the sea, the earth, the whole star system.» «Music is the connecting link between the angelik and the human worlds. Music is the breath of the soul, the soul breathes throughout music. The musical world is the medium in which the soul reveals itself on earth.» «To develop a musical nature you must focus your attention on spiritual values, for in the spiritual dimension all energy and every living form finds its expression through the fundamental laws of music.» – The above quotations are from BEINSA DOUNO (Peter Konstantinov Dunov 1864-1944). Master musician, composer, spiritual leader. He gave his followers the methods and teachings to go beyond material values. He gave musical formulas that could heal the sick and cure the blind! He gave the Paneurhythmy, a spiritual dance that can unlock the heart and mind.

	SUNS  OF  ARQA
	Animan
	1996
	79:40
	folk-dub-industrial (элементы industrial используются здесь как энергетический фактор: музыка этого проекта абсолютно жизнеутверждающая)
Rocksteady (EGO) Music (England)

Wadada [b, slide g, sitar, harmonica]; Angel [v, drones]; Country Rankin [v (10)]; Wizard [khoomii, morin khuur]; Thierry ‘Lion Man’ Negro [b (1,4,6)]; Wayne Worm [b (5)]; Delroy ‘Sticksman’ Walker [d]; Kwasi Asante [repeater drum]; Lamin Jassey [congas (1,8,9)]; Abu Mustafa [congas (6)];  Sandeep Popatkar [tabla]; John Snelson [highland bagpipes, bombard]; Doctor Q [hurdy gurdy]; Eric Trochu [didgerido]; Johar Ali [violin]; Kadir Durvesh [shenhai]; Marek Miczyk [k].

Как навскидку определить калибр долголе​тия какой-либо музыкальной группы? Есть способ: если некая музыкальная энциклопедия в попытке очертить её стиль последовательно перечисляет "downtempo", "ambient dub", про​сто "даб", а потом ещё и "world fusion"—значит, группа жила долго, пережив все смены модных альтернативных жанров. Suns Of Arqa, о кото​рых, собственно, и идёт речь, были образованы в 1979 году гитаристом, басистом и певцом Майклом Вададой. Сама концепция была до​вольно необычной — своего рода упрощенно-структурированный вариант "Популярной ме​ханики" Курёхина. Вадада много путешествовал по миру, знакомился с разными людьми и звал их что-то поиграть... Космос, а не музыка.

--- "Play"

	Damo SUZUKI
	Metaphysical Transfer

[2 CD]
	2001
	57:02 57:20
	punk

label: Damo Suzuki's Network, visit: www.damosuzuki.com 

Damo Suzuki – vocal

Kevin Lee – synth, theremin

Dominik Von Senger – guitar

Tommy Grenas – bass, guitar, synth

Ryan Kirk – bass, guitar

Brandon LaBelle – drums

Len Del Rio – percussion

	SWANS
	“Greed” / “Holy Money”
	
	78:11
	label: Young God Records   kwortis@earthlink.net  / kvontill@earthlink.net 

Swans Website: http://www.swans.pair.com  

Культовая группа, шаманическая и интеллектуальная. Шаманическая потому что касается потаённых струн человеческой души, о которых мы сами, может быть, не подозреваем, но являющихся корнями, которые питают нас живой и мёртвой водой и сохраняют нас живыми для жизни и мёртвыми для смерти. Swans не уподобляются авангардистам, пытающимся накормить высоколобых интеллектуалов “пищей для ума”. И, возможно, “интеллектуальный” — не самое подходящее слово для их музыки, но космический холод мёртвой воды противоположен суицидальному и садистическому истеризму ширпотреба. И лучше было бы сказать, что эта музыка содержательна той посвятительной философией, которая прокладывает маршруты Действию в мире Высоких Стимулов. И противостоит Власти Наделения Смыслом, в сети которой каждый современный человек обречён попадать с детства, и которая суть не что иное, как самый великий обман.

типа SWANS см.: DEINE  LAKAIEN; DEATH  IN  JUNE; MONO; KONG; TYPE O NEGATIVE;

	SWANS
	Filth
	1983
	61:15
	

	SWANS
	Body To Body, Job To Job
	1982-5
	73:29
	"...I FEEL NOTHING FOR YOU. I HOLD MYSELF DOWN. KEEP TO YOURSELF. YOU SHOULDN'T TOUCH ME. THE SKIN PEELS OFF MY BONES. I’LL GIVE YOU A GIFT: TAKE THE SKIN FROM MY STOMACH AND STRETCH IT ACROSS YOUR FACE. LOOK IN THE MIRROR: I SEE MYSELF THROUGH YOUR EYES. MY BOOTS ON THE GROUND BEHIND YOU. YOU USE IT TO AMUSE YOURSELF. WHEN YOU KICK IT AROUND THE ROOM YOU FEEL THE IMPACT OF MY BOOT IN YOUR STOMACH. CRY FOR ME. BLAME ME FOR THE FACT YOU NO LONGER RECOGNIZE YOURSELF. LYING HERE, I WANT THE AIR IN THIS ROOM TO CONSUME ME, TO PULL MY BODY IN BEHIND ITSELF WHILE YOU STARE DOWN AT ME UNCERTAIN IF YOU'VE LOST YOURSELF IN ME. YOU'RE RUNNING YOUR HANDS ALONG THE LEATHER SURFACE OF YOUR SKIN. THE SOUND THIS MAKES CHANGES PITCH ACCORDING TO THE AREA OF YOUR BODY YOU TOUCH. YOUR THIGHS AND YOUR GROIN RELEASE A LOW HUM, THE SOUND OF MY CORPSE RELEASING DEAD AIR WHEN YOU KICK ME. YOUR FACE GENERATES A CONTINUOUS HIGH-PITCHED SQUEEL, THE SOUND I MAKE WHEN YOU BURN ME. I TAKE YOU OVER. YOU FORGET YOURSELF IN MY BODY. WHEN YOU CHEW A PIECE OF SKIN FROM YOUR FIN​GER, YOU REMEMBER MY BODY IN YOUR MOUTH. MY BONES CRACK BETWEEN YOUR TEETH. I LOVE YOU. WHEN YOU LICK YOUR HAND YOUR SWEAT TASTES LIKE MY BLOOD. CONCEAL YOURSELF. CLOSE YOURSELF OFF. PULL BACK INTO MY SKIN. I'M INSIDE YOU. THE PLACE ON THE FLOOR WHERE MY BODY DECAYED LEFT A STAIN ON YOUR MEMORY. THATS THE SIGNATURE OF MY LOVE FOR YOU. YOU CANT FORGET ME WITHOUT LOSING YOURSELF. I'LL NEVER DIE.."

	SWANS
	Real Love
	1986
	44:47
	

	SWANS
	Children Of God
	1987
	71:14
	label: Caroline (New York)

ONE: NEW MIND (gira, westberg, parsons, kizys); TWO: IN MY GARDEN (gira, jarboe, kizys); THREE: OUR LOVE LIES (gira, westberg, kizys); FOUR: SEX, GOD, SEX (gira, westberg); FIVE: BLOOD AND HONEY (gira, jarboe); SIX: LIKE A DRUG (SHA LA LA LA) (gira, westberg, parsons, kizys); SEVEN: YOU'RE NOT REAL, GIRL (gira); EIGHT: BEAUTIFUL CHILD (gira, westberg, parsons, kizys); NINE: BLACKMAIL (gira, jarboe); TEN: TRUST ME (gira, westberg, jarboe); ELEVEN: REAL LOVE (gira, westberg, kizys); TWELVE: BLIND LOVE (gira, westberg); THIRTEEN: CHILDREN OF GOD (gira, jarboe). 

SWANS: 

M.GIRA: VOCALS, SOUNDS, KEYBOARD, ACOUSTIC GUITAR. 

N. WESTBERG: ELECTRIC/ACOUSTIC GUITAR.

JARBOE: VOCALS, ALL FEMALE BACKGROUND VOCALS, SOUNDS PIANO, KEYBOARD.   

ALGIS   KIZYS: BASS GUITAR.

THEODORE   PARSONS: DRUMS/PERCUSSION. 

WILLIAM BARNHARDT PLAYED PIANO ON BLACKMAIL 

SIMON ERASER: LAYED FLUTE ON IN MY GARDEN. 

LINDSAY COOPER (см.) PLAYED OBOE ON BLACKMAIL AND TRUST ME. 

AUDREY RILEY PLAYED CELLO ON LIKE A DRUG. 

THIS RECORD WAS RECORDED FEBRUARY - MARCH 1987 AT SAWMILLS STUDIOS IN GOLANT, CORNWALL, ENGLAND. RECORDING ENGINEERS: RICO CONNING AND JOHN CORNFIELD. THIS RECORD WAS MIXED AT GUERILLA STUDIOS, LONDON, ENGLAND MARCH - APRIL 1987.

	SWANS
	The Burning World
	1989
	44:08
	label: UNI Records (California)

Produced by Bill Laswell and Michael R. Gira. Recorded by Robert Musso (см. MUSSO, LASWELL)

Michael Gira [v, g]; Norman Westberg [g]; Jarboe [v, k]; Bill Laswell (см.) [b]; Virgil Moorefield (см. в 'Jazz') [d]; Nicky Skopelitis [baglama, bazouki]; L. Shankar (см. в ‘Jazz’) [double violin]; Fred Frith (см.) [violin]; Jeff Bova [k]; Aiyb Dieng [perc]; Trilok Gurtu (см. в ‘Jazz’) [tablas]; Bernard Fowler [backs]; Karl Berger [vibes]; Mark Feldman (см. с ZORN) [vln]; Richard Carr [viola]; Garo Yellin [cello].

Музыка рок в интерпретации Swans мало похожа на музыку рок: тут вам не секс и драгз, а факельные шествия и колокольные звоны. На первом (и последнем) альбоме, записанном для крупного лейбла, величественный стиль Swans достиг кристальной ясности: траурный голос Майкла Джира уже не проклинает мир, сгорающий в огне, но поет ему тихую отходную.

--- Афиша

	SWANS
	White Light From The Mouth Of Infinity
	1991
	69:21
	

	SWANS
	Omniscience
	1992
	57:02
	

	SWANS
	Love Of Life
	1992
	54:00
	

	SWANS
	The Great Annihilator
	1994
	68:17
	

	SWANS
	Soundtracks For The Blind
	1996
	72:16 69:20
	label: Jarboe / Young God / Atavistic (Canada)

CD 1:

1. RED VELVET CORRIDOR (3:04)   2. I WAS A PRISONER IN YOUR SKULL (6:39)   3. HELPLESS CHILD (15:47)   4. LIVE THROUGH ME (2:31)   5. YUM-YAB KILLERS (5:07)   6. THE BEAUTIFUL DAYS (7:49)   7. VOLCANO (5:19)   8. MELLOTHUMB (2:45)   9. ALL LINED UP (4:48)   10. SURROGATE 2 (1:51)   11. HOW THEY SUFFER (5:52)   12. ANIMUS (10:42)

CD 2:

1. RED VELVET WOUND (2:02)   2. THE SOUND (13:11)   3. HER MOUTH IS FILLED WITH HONEY (3:18)   4. BLOOD SECTION (2:39)   5. HYPOGIRL (2:44)   6. MINUS SOMETHING (4:14)   7. EMPATHY (6:45)   8. I LOVE YOU THIS MUCH (7:23)   9. YRP (7:46)   10. FAN'S LAMENT (3:28)   11. SECRET FRIENDS (3:08)   12. THE FINAL SACRIFICE (10:27)   13. YRP 2 (2:09)    14. SURROGATE DRONE (2:09)

	(SWANS)
	The WORLD OF SKIN:

“Ten Songs For Another World”
	1990
	42:24
	Jarboe, M.Gira.  – ex- Swans

	(SWANS)
	JARBOE:

“Thirteen Masks”
	1992
	58:21
	JARBOE – ex- Swans

	David SYLVIAN
	Approaching Silence
	1999
	73:46
	[другие диски D.S. см. в секции ‘Rock’]

dark ambient

mixed: 1999

a multi-media installation by David  SYLVIAN, Russel MILLS (см.) & Robert  FRIPP (см.).

1. The Beekeeper’s Apprentice (rec. 1990)  32’52’’

2. Epiphany (rec. 1990)  2’24’’

3. Approaching Silence (rec. 1994)  38’17’’

David Sylvian [g, synth, shortware, samples]; Frank Perry [noan bells, bowed gong, finger bells]; Robert Fripp [frippertronics, v, curation]; Holger Czukay (см.) [sample material].

	SYR
	5
	2000
	55:44
	avant-noise (с вокалом)

label: Riptorn Music (Zomba)

www.sonicyouth.com
Kim GORDON / DJ OLIVE / Ikue MORI (см.)
mixed by Jim O'Rourke (см.)

1. Olive's Horn

2. International Spy

3. Neu Adult

4. Paperbag / Orange Laptop

5. Stuck On Gum

6. Fried Mushroom

7. What Do You Want? (Kim)

8. Lemonade

9. We Are The Princesses

10. Take Me Back (with Yuka Honda)

11. Take It To The Hit

	Tibor SZEMZO
	The Other Shore
	1999
	55:47
	avant-garde

label: Leo Records / Bahia Music   http://www.atlas.co.uk/leorecords/ 

http://www.bahia.hu
1. The Other Shore (1997, rec. 1997) – for human voices and small ensemble

2. Symultan (1955/56, rec. 1996) – for human voices and different sounds

3. Gull (1992) – choral variation for string quartet and tabla

All music composed by Tibor Szemzo

Performed by The Gordian Knot Company (w/Szemzo) / Moyzes Quartet / Szalai

тексты – на  вкладке

	Tibor SZEMZO
	Tractatus
	2000
	69:35
	label: Leo Records / Bahia Music   http://www.atlas.co.uk/leorecords/ 

http://www.bahia.hu 

All music composed and played by Tibor Szemzo. Rec. 1995.

The text and piano fragments are taken from "Tractatus Logico-Philosiphicus" and "Vermischte Bemerkungen" by Ludwig Wittgenstein. Composed in 1992 by Peter Forgacs and Tibor Szemzo.

1. No cry of torment can be greather than the cry of one man.

Or again, no torment can be greaiher than what a single human being may suffer.

A man is capable of infinite torment therefore, and so too he can stand in need of infinite help.

How hard I find it to see what is right in front of my eyes! 
2. The object is simple.

Only a very unhappy man has the right to pity someone else.

3. What is thinkable is also possible. 

(I) just took some apples out of a paper bag where they had been lying for a long time. I had to cut half off many of them and throw it away. Afterwards, when I was copying out a sentence I had written, the second half of which was bad. I at once saw it as a half-rotten apple. And that's how it always is with me. Everything that comes my way becomes a picture for me of what I am thinking about at the time. (Is there something feminine about this way of thinking?) 

4. The light work sheds is a beautiful light, which, however, only shines with real beauty if it is illuminated by yet another light. 

5. The world and life are one

I am my world. (The microcosm.)

Everything we see could also be otherwise.

Everything we can describe at all could also be otherwise.

6. That the sun will rise to-morrow, is an hypothesis;

Not how the world is, is the mystical,...

If a question can be put at all, then it can also be answered.

There is indeed the inexpressible.

This shows itself;

it is the mystical.

7. When I came home I expected a surprise and there was no surprise for me, so, of course, I was surprised.

A confession has to be a part of your new life.

Whereof one cannot speak, thereof one must be silent.

Duration of this recording is 30 minutes and 33 seconds. Our original plan was to have another long piece on this CD, but having listen to the final mix of Tractatus is became obvious to us that this piece of music is totally unique. It should stand on its own.

	(Tibor SZEMZO)
	THE GORDIAN KNOT:

"Sunset On Left"
	2000
	38:43
	label: Bahia Music  www.bahia.hu 

the Creative Music Laboratory of the Gordian Knot Company: Szemzo Tibor [bass flute, wind controller]; Mihaly Huszar [bass]; Magyar C.Peter [drums]; T.Bali [el guitar].

rec.: Jan. 2000

1. Opening

2. The Beginning

3. Ad Hoc q

4. Wandering

5. …never seen his Brother

6. Call

7. Neo-Gogo Punkbige

8. Requiem for the GDR

9. On the Route

10. The Final One

	T.A.G.C.   --    cм. The ANTI GROUP (на “A”)
	
	
	
	

	LES TAMBOURS DU BRONX - см. на 'L'
	
	
	
	

	THANATOPSIS – см. BUCKETHEAD
	
	
	
	

	TANZWUT
	Labyrinth der Sinne
	2000
	51:38
	industrial – тяжёлый и мелодичный индастриал с почти непрерывной очаровательной волынкой. 

label: EMI Electrola  www.emimusic.de 

www.tanzwut.com 

Tanzwut: Teufel, Brandan, Castus, Koll. A, Wim, Tec. 

	In Memoriam TARKOVSKY
	
	2002
	41:41
	dark ambient

label: IVB

This CD compilation is dedicated to the memory of Andrei Tarkovsky

1. Michael Prime "Across the river"

2. Christian Renou "Tarkovski"

3. Stanislav Kreitchi "Water, water, water everywhere"

4. Roger Doyle "Mr. Foley's final moments"

	TARWATER
	"Eleven / Six, Twelve / Ten"

"Silur"
	1998
	73:33
	neo-progressive – подобно Tortoise (см.)

label: Kitty-Yo (Germany)   kitty-yo@berlin1.netsurf.de 

"Eleven / Six Twelve / Ten" rec. in Berlin 1996 (#1-12)

"Silur" rec. in Berlin Nov. 1997 – Mar. 1998 (#13-19)

Music by Bernd Jestram and Ronald Lippok. 

	T.A.S.S.
	Maniafesto
	1994
	44:04
	industrial
label: GUN / Drakkar

T.A.S.S. is COLLIER, Dr. RABE and The VOODOO + add. voc. by Jello BIAFRA (см.), J. ROTTEN, J. COONS, + a.o.

1. Hymn

2. Snakedance

3. If You Don’t Like My Dog

4. 7 Deadly Sins

5. Never Say Never

6. Shame

7. All Gods Children

8. Hit The Whip

9. Metaliturgy

10. California Uber Alles

11. Dolls

12. Ever Get The Feeling?

13. Hymn / Chaos reprise

IF YOU DON' T LIKE MY DOG THEN YOU' RE A PIG IF YOU DON' T LIKE PIGS THEN YOU MUST BE A MUSLIM IF YOU DON'T LIKE MUSLIMS THEN YOU MUST BE A JEW IF YOU DON'T LIKE JEWS THEN YOU MUST BE A NAZI IF YOU DON'T LIKE NAZIS THEN YOU MUST BE A COMMUNIST IF YOU DON'T LIKE COMMUNISTS THEN YOU MUST BE A CONSERVATIVE IF YOU DON' T LIKE CONSERVATIVES THEN YOU MUST BE A LIBERAL IF YOU DON' T LIKE LIBERALS THEN YOU MIGHT BE A CARD CARRYING MEMBER OF THE KU KLUX KLAN IF YOU LIKE THE KU KLUX KLAN THEN YOU MUST BE WHITE IF YOU DON'T LIKE WHITES THEN YOU MUST BE BLACK IF YOU DON'T LIKE BLACKS THEN YOU MUST BE KOREAN IF YOU DON'T LIKE KOREANS THEN YOU MUST BE JAPANESE IF YOU DON'T LIKE THE JAPS THEN YOU MUST BE CHINESE IF YOU DON' T LIKE CHINA THEN YOU MUST BE AMERICAN IF YOU DON'T LIKE AMERICANS THEN YOU MUST BE EUROPEAN IF YOU DON'T LIKE EUROPE THEN YOU MUST BE ENGLISH IF YOU DON'T LIKE THE ENGLISH THEN YOU MUST BE IRISH AND IF YOU’RE IRISH THEN YOU’RE A DRUNK OR A PRIEST OR A COP IF YOU DON' T LIKE COPS THEN YOU MUST BE BAD IF YOU HATE WHAT’S BAD THEN YOU MUST BE GOOD AND IF YOU’RE GOOD THEN YOU AND MY DOG MUST BE PRETTY FUCKING DISSAPOINTED IN THE REST OF US

	Yoshida TATSUYA
	Magaibutsu
	2001
	67:06
	Yoshida TATSUYA - см. тж. его проект: RUINS (с участием: Derek Bailey, Jim O’Rourke и др.); KOENJI HYAKKEI (project of Yoshida Tatsuya and Oguchi Kenichi from RUINS); тж. с: John ZORN; TENKO;
avantgarde – мультиинструментальный с вокализами; энергичный, упругий авангард с рваными ритмами и мощным драйвом.

label: Review Records / Infinite Records (Japan)

Originally released in 1991, remixed in 2001.

All composed, recorded and mixed by Yoshida Tatsuya.

Magaibutsu Limited: e-mail: magaibutsu@mac.com  http://homepage.mac.com/ruinsweb 

	(Yoshida TATSUYA)
	KOREKYOJIN
	1999
	47:38
	label: Tzadik

Yoshida Tatsuya [d];  Nasuno Mitsuru [b]; Kido Natsuki [g].

All songs composed and mixed by Yoshida Tatsuya. Rec. 1999.

	Yoshida TATSUYA
	Yoshida TATSUYA & Satoko FUJI:

"Erans"
	2004
	59:57
	label: Tzadik

Yoshida Tatsuya - drums, voices (#13)

Satoko Fuji (см. в 'Jazz') - piano, voices (#13)

Japanese-born pianist Satoko Fujii was one of the more exciting new voices to emerge in avant-garde jazz during the '90s, capable of dissonant, post-Cecil Taylor free improvisation, lovely solo piano ruminations influenced by Japanese folk and classical music, and advanced big band charts given to fiery collective improvisation. Fujii began playing piano at age four, studying classical music for the next 16 years; however, when she discovered that her natural flair for improvisation had nearly been trained out of her, she took a year off from playing piano and subsequently studied jazz with Koji Taku and Fumio Itabashi. In 1985, she won a scholarship to the Berklee School of Music, graduating in two years; she then played many of Japan's major jazz clubs while supporting herself as a session musician and teacher. Fujii returned to the U.S. in 1993 to study at the New England Conservatory of Music, where her teachers included George Russell, Cecil McBee, and Paul Bley. In 1995, Fujii recorded her first American album with Bley, titled Something About Water. The follow-up, Indication, was entirely solo, at times recalling Keith Jarrett; both were critically acclaimed. In 1997, Fujii recorded an album of duets with her trumpeter husband, Natsuki Tamura, titled How Many?; in 1998, she debuted her 15-piece orchestra on the Leo album South Wind, which again received glowing reviews, and also recorded the trio album Looking Out the Window. 1999 produced the lovely, intimate Kitsune-Bi and the avant-garde Past Life, the latter recorded with her Japanese sextet. Fujii kept growing more prolific, recording three albums in 2000 (Jo, with her 15-piece; the two-disc Double Take, with both of her large ensembles; and the trio outing Toward, "To West") and three more in 2001 (April Shower, a duo with violinist Mark Feldman; Junction, with her trio; and Vulcan, with a rock-tinged Japanese quartet).

1. Feirsttix

2. Erans

3. Taco no me

4. Westerlies

5. Snyguilp

6. Ika no kuchi

7. Hizumi

8. Ayentanams

9. Iwashi no uroko

10. Take right

11. Shimesaba

12. Agolan

13. Feirsttix (vocal)

	TENKO
	At The Top of Mr. Brocken
	1991
	62:21
	TENKO -- см. Zeena PARKINS / TENKO “La Legende de la Pluie”; AFTER DINNER; тж. с: Fred FRITH; David  MOSS; Sato  MICHIHIRO;
label: RecRec (Zurich, Switzerland)

rec. 1990-91

performed by: Tenko, Kazutoki Umezu (см. в 'Jazz'), Yoshida Tatsuya (см.), Kato Hideki, Ohotomo Yoshihide (см.), Soowoong Lim, Kenichi Takeda, Kyoko Kuroda, a.o.

	TENKO
	La Legende De La Pluie
	1992
	57:30
	label: Dame Records

Zeena  PARKINS (см.) [harpe electrique, clavier, accordion]; TENKO  [v, guitare sur table]; Danielle Palardy  ROGER [perc, v]; Joane  HETU [s, v, clavier]; Diane LABROSSE [clavier, v]; 
  Сперва девчонки разгоняются, а затем отвязываются на всю катушку. 

	TENKO
	TENKO & Ikue MORI:

“Death Praxis: Mystery”
	1998
	72:31
	label: Tzadik

Tenko [v]; Ikue Mori (см.) [sampler, el d]; + guests: Anthony Coleman (см.) [organ]; Eyvind Kang [violin]; Erik Friedlander [cello]. Produced by Death Praxis and John Zorn.

Over 70 minutes of modern Japanese music.

For over twenty years, Ikue Mori and Tenko have been on the forefront of new musk, both here and in Japan. Their newest collabora​tion is a tribute to the world's greatest writers of suspense stories. Mystery brings these two masters of musical suspense together with many special guests to create a new collection of sound compositions for voice and modern ensembles. Also included as bonus tracks: their first duo recording from 1990.

	(TENKO)
	MICROCOSMOS:

"Pilgrimage"
	1999
	52:13
	Гитарно-вокально-электронный avant-noise; если вы хотите весёленькой музычки, то этот диск – не ваш выбор. Эстетика агрессивного мрака – вот что это такое.

label: Tzadik

Otomo Yoshihide (см.) [turntables] & Tenko (см.) [vocals] are two of the most internationally acclaimed performers to emerge from the Tokyo underground, and have worked with some of the best musicians from around the world. Collaborating together in bands, improvisational groupings and special projects for over ten years, this is their first duo release and is the result of over two years of recording. A fascinating meeting of two of Japan's most original musical masters.

1. Renge

2. Ashura

3. Kaenkou

4. Hiten

5. Henka

6. Fudaraku

7. Rinne

8. Koku

	TERRA  AMPHIBIA
	Terra Amphibia
	1998
	46:54
	label: Transmitter

Majuma (= Jude, Mark & Mathew Lane; from Queensland, Australia) [didgeridoos]; Mani Neumeier [d, perc, jembe, alesh goat drum, schlitztrommel, zither, kalimba, v]; Biber Gullatz [fl, shalimo, s, k]; Anton Bruhin [mouthharp].

Экспериментальная музыка с участием фольклорной группы австралийских аборигенов – Majuma.

	TEST  DEPT
	Legacy

(Aesthetic Jihad of Prototype 21)
	1990—93
	55:04
	industrial (иногда с арабской этникой)

label: Jungle Records 1994 (London)

 (singles and previously unreleased tracks)

	Terre  THAEMLITZ
	Die Roboter Rubato
	1997
	50:03
	avant-garde (modernism / minimalism / contemporary ambient).

label: Milleplateaux

Piano interpretations of KRAFTWERK (см. в разделе ‘Synth’). 

Since the early 1970's, the technopop supergroup Kraftwerk has cultivated a sonic discourse on Man's [engendered] relationship to post-Industrial technologies. The crisis of this relationship, if it is to be identified as such, is the manner in which Western and Global First-World Cultures ask people to continually reposition ourselves as subjects and authors of our environments. This 'spectacle of the spectator' was explored heavily in Kraftwerk's early works, such as the above-quoted Autobahn, in which the spectator "Kraftwerk" [Kraftwerkzuschauer] gives reference to its own spectacle [Kraftwerkschauspiel]. However, over the years Kraftwerk's active identification of this simultaneity of circumstance gave way to insularity and self-referentiality, culminating in 1991's regurgitant Das Mix. Despite the productive promises of their recurrent anthem since the mid 80's, "Musique Non-Stop," and amid rampant rumours of continuous productivity at the Kling Klang studio, new releases by Kraftwerk emerge at ever-lengthily intervals and with ever decreasing urgency. As a producer I am not interested in interpreting this limitation of visible productivity from Kraftwerkschauspiel  as a commentary on the producers themselves. Rather, I am interested in discussing Kraftwerkschauspiel’s transformation, and the decreased reference to Kraftwerkzuschauer , as a metaphor for the attemts of myself and others to accomodate for recognized and unrecognized limitations and contradictions of contemporary discourses on the social construction of cultures, identities and subjectivities while struggling not to succumb to the paralyzing idolatry of Modernist methodologies.

Admittedly nihilistic, sceptically optimistic, sardonically humorous, the piano solos which comprise Die Roboter Rubato ring of familiarity and estrangement -- an estrangement which, via the hyper-aestheticized tradition of 20th century rubato piano performance, reflects a refinement of taste with each unexpected transgression of meter and scale. This inescapable circumstance of taste conditions my responses to my own actions, distracting me with an aesthetic savoriness which attempts to make palatable well ingested cultural preservatives. My attempts to identify and discuss the politics of my practices are despairingly self-suppressed of quickly diffused by high-Modernist concepts of the avant garde.1 I learn to find savoriness in contradictions of self  and community which I attempt to embrace through difference while struggling to engage ensuing problematics in terms other than Sartonian nausea. I learn to find savoriness in the resignation with which I accept my associations with such electronic music genres as Contemporary Ambient, Electroacoustique Computer Music and Minimalism, which are typically discussed through dominant a-politically Humanist and Metaphysical jargon. It is in this gluttonous stupor that I ask, can Kraftwerkschauspiel’s transformation into ineffeteness inform a post-Modern convolution of multiple policized contents?

By naming themselves ‘Kraftwerk’ [English translation: ‘Power Station’], Kraftwerk discloses the role Kraftwerkschauspiel plays in the construction of culture while they note Kraftwerkzuschauer’s contingency upon cultural and technological preconditions. This social circumstance of signaled content [Genius der Energie] finds perpetuation [via huten] in the construction of identities through technological media and the absence thereof. Political transgression, all radicality, is penetrated by waves of cultural influence and referentiality.

But can one develop a more complex relationship to such influences than "play" without purporting to transcend or evade such influences? May one/I [schauspiel/Thaemlitzschauspiel] select, distort and ultimately engage in critical dialogue with that to which one/I [zuschauer/Thaemlitz-zuschauer] respond(s)? In the instance of these piano recordings and their original referents, which takes precedence: their stylistic and thematic variance, or their engagement with a mutual discourse that overrides intent with avant garde? Or rather, to what extent is an acceptance of the latter implicit in an understanding of the former, and how can the resulting circumstance contribute to a strategy of social action?

I am skeptical of binarisms. I wish to complicate the interrelationship between zuschauer and schauspiel. They do not exist in a one-to-one exchange, but are experienced as a dynamic and often contradictory condition of many-to-many – of my simultaneously being acted upon, acting out, being complacent, being confused, being inattentive, being unclear to others, and/or projecting unintended signifiers. Yet I can only comprehend this a-totality of being through fractured images of ‘self and culture.’ Hence my attempt to avoid binarisms seems limited to an awareness of their utilization. Often in this hall of mirrors I catch myself staring, paralyzed, repulsed but drawn to the aesthetic charms of my skepticism.

1 The concept of the avant garde is herein rejected for its function since the late 1920's as a vehicle for dominant culture to recuperate reformist metaphors into high culture, ultimately becoming the spectacle of the wild beast within the confines of the gallery epitomized by Expressionism. It is also recognized as a primary venue of distribution and discourse for contemporary electronic music, placing at issue processes of recuperation implicit in my own projects.

	The EX – см. на "E"
	
	
	
	

	THE  MOON  LAY  HIDDEN  BENEATH  A  CLOUD
	Anglia planctus itera et ad luctum revertere duplex dampnum considera dupplici merso sydere.
	1993
	61:40
	dark ambient / gothic / folk; вокал, сэмплеры и различные старинные акустические инструменты.
label: Arthur's Round Table (ART), England / World Serpent, London

e-mail: mailorder@worldserpent.demon.co.uk 

web page: www.worldserpent.demon.co.uk 

Можно ассоциировать также проекты: DIVINE WORKS; PILGRIMAGE (см. в разделе ‘Acid’); Daniele SEPE; IMPRESSIONS OF WINTER; DEAD CAN DANCE; ORDO EQUITUM SOLIS; Helga POGATSCHAR; RONAN  QUAYS; IN GOWAN RING;

	THE  MOON  LAY  HIDDEN  BENEATH  A  CLOUD
	A New Soldier Follows The Path of A New King
	1995
	69:08
	

	THE  MOON  LAY  HIDDEN  BENEATH  A  CLOUD
	DEUTSCH NEPAL & THE MOON LAY HIDDEN BENEATH A CLOUD:

"A Night In Fear"
	1996
	30:33
	label: Ouroubouros Publishing Ltd, 1996 / Arthur's Round Table 1996

	THE  MOON  LAY  HIDDEN  BENEATH  A  CLOUD
	The Smell of Blood but Victory
	1997
	59:50
	

	THE  MEN  THEY  COULDN’T  HANG
	The Night Of A Thousand Candles
	1985
	50:48
	жёсткий folk-rock в духе The Pogues
label: Demon Records (England)

Cush [v, g]; Jon [d, perc]; Swill [v, g, tin whistle, melodica]; Shanne [b, Tibetan anus flute]; Paul [g, bouzouki, k]; Tom Keane [uillean pipes]; + Lindsey Lowe [tp]. Produced by Nick Lowe.

Аналогичная музыка – см.: POGUES; Nick CAVE; VIOLENT FEMMES;

	The 13th TRIBE
	Ping Pong Anthropology
	1992
	57:59
	acoustic ambient

label: Recommended No Man’s Land / Review Records

Erik Balke [Pan-Bone (1,2,7,8,9), B-flat PVC-clarinet with oil can resonator (4,6), percussion oil can]; Werner Durand [pan-ney (1,2,3,7,8,9), F PVC-clarinet (5), F PVC-clarinet with oil can resonator (4,6)]; Silvia Ocougne [hammered and plucked ac. guit. (2,3,4,6,8), pan-cussion (1)]; Pierre Berthet (guest musician) [bendir (8,9), pipe drum (5)].

Imagine a game of precision table-tennis, where a complimentary balance of body move​ments maintain a ball in perpetual motion. Opposing play​ers lock themselves in an abstract dialogue in which the synchro​nization through hearing of the "ping-pong" in all its subtleties becomes an end in itself.

Imagine yourselves in the Solomon Islands or among the "Gidole" tribe of Southwest Ethiopia, where, in collective music-making events, participants in a circle each produce one tone on a tube without fingerholes, the singular "breaths " interlocking within a hocketing rhythmic and tonal pattern of ever-increasing complexity.

The music on these recordings is likewise an exploration of delicately balanced harmonic and rhyth​mic constructions unfolding in a context of duration. The musicians have participated in an unusually intensive performing process where the use of digital time displacement creates a sonic result which is more than the sum of its parts. This process involves an extreme acoustic attentiveness on the part of the players in which multiple "call and answer" sound gestures gradually interweave an intricate carpet of ornamented tone colour and symmetry, echoing an archetypical music within a modernist context. The instruments themselves have been created with timbral consequences in mind: tubes without fingerholes performing in the natural overtone series: plexiglass tubes played with "ney" and horn embouchure and PVC clarinets, sometimes blown into resonating chambers or struck percussively; prepared acoustic gui​tars whose strings are hammered, plucked and pulled; skin head drums.

The musicians contributing to this distinctive ensemble come from a diverse range of backgrounds and cultures. Werner Durand, born in Karlsruhe, Germany, began developing the use of tubular instru​ments in conjunction with digital delay in 1984 and he formed this ensemble in 1990. He has studied Indian and Iranian classical music and has performed his own music and that of numerous new-music composers. Erik Balke, born in Furnes, Norway, is a saxophonist who has performed ex​tensively in Jazz improvisation contexts, created music for theatre, played Scandinavian folk music and has studied African and Balinese music. Silvia Ocougne, born in Sao Paulo, Brazil, has, as an accomplished guitarist, performed in countless musical settings in​cluding contemporary, Jazz, early music, Third Stream, Classical and Brazili​an styles. Pierre Berthet was born in Brussels, Belgium. He has perfor​med as a percussionist within contemporary and improvised music and has created homemade percussion instruments and sound installations.

Arnold Dreyblatt

	386DX
	The Best of
	
	53:27
	cyberpunk rock

label: Staalplaat (Amsterdam)  www.staalplaat.com 

386DX official web-site: http://www.easylife.org/386dx 

MULTI-MEDIA CD (музыка: 53:27; тексты и т.д.). Reconstruct 386DX on your PC and play more songs not included in this CD (only for owners of Creative soundcards) […]

Причудливая киберпанковская перепевка известных хитов. Доза меланхолии превращает этот диск в нечто такое, что прослушивается залпом, на одном дыхании.

1. California Dreaming

2. Jumpin' Jack Flash

3. Should I Stay Or Shoul I Go

4. House Of The Rising Sun

5. Rock'n'Roll

6. Light My Fire

7. Anarchy In The UK

8. Don't Cry

9. My Generation

10. Purple Haze

11. Imagine

12. Smells Like Teen Spirit

13. I Shot The Sherrif

14. Satisfaction

15. Layla

	THE WORLDS OF LOVE – см. David GARLAND
	
	
	
	

	THINK ABOUT MUTATION
	Hellraver
	1996
	46:50
	body-industrial
label: Dynamica (USA)

1. Ganglords

2. Overload

3. River

4. Lucky Times

5. The Rewinding Seeds

6. Suffer

7. Warning

8. Psycho DJ

9. Nude

10. Try The Way To Move

11. View (What’s This Life)

12. Killing Zoe

13. 4 Steps Ahead

	THINK OF ONE
	Juggernaut
	1997
	67:37
	Забавники из Бельгии – уличные музыканты. Тут тебе и Waits (вспоминается), и ретро-джаз и фольклор. И всё очень мило и вкусно. И очень весело.

label: De Beek Musik

Think of One is supported by the Flemish government.

1. The Right Tool

2. Motocycling Mozes

3. Bayababoumn
4. Fabula Rosa

5. Ida

6. Sad Trio / Simple Cymbal Sample
7.The Nursershome / Loosing You

8. Flee From Crowd

9. Just Walkin' Dully Along

10. La Reine D'une Nuit Ne Bouge Plus Le Perres

11. Variations On A Happy Healthy Chill

12. Mooke
13. Maior Oak

14. Mammounyah

15. Overseas

16. Juggernaut

	THINK OF ONE
	Marrakech Emballages Ensemble (1)
	1999
	66:04
	label: De Beek Musik / Lowlands distribution (Antwerpen, Belgium)

http://www.bewonet.dma.be/THINKOFONE 

Think of One:

David 'Swa Mobile' Bovee [g, composition]; Abdellah 'Marakchi' Bhaija [perc]; Roel 'Porino' Poriou [d]; Tomas 'Matsi' de Smet [bass]; Eric Morrel [sax]; Bart Maeris [tp];

Bnet Houaryet:

Amina [chant, bendir]; Aisha [chant, tarija]; Rabiha [chant, nakous];

Gnawa:

Abdel Kebir Esager.

In July '98 we embarked on a rhythm studytrip to Marrakech. There we met 3 singer-percussionists from B'net Houariyat: Amina, Aisha and Rabiha. It was a bam-aha-yes!-experience. They usually perform their inflaming music at parties and weddings.

Later Abdel joined us. He is mahlem, a gnawa master who performs his music both during traditional gnawa ceremonies and with his more contemporary band Nass Marrakech.

The following 3 weeks we spent together at the former palace of the pasha, Dar El Bacha. During our stay there, we mixed their traditionals with David's compositions.

In November our friends came to Belgium for some smokin' concerts and to make this recording.

Hope you like it, Bollekes!

1. Marakesh II

2. Youbati

3. Walz Delire

4. Aiwa

5. Ouloumboumni

6. Aisha

7. Il faut venir chez nouz

8. Sharia Orabi

9. Alelaminena

	THINK OF ONE
	Marrakech Emballages Ensemble – 2
	
	54:47
	visit: www.thinkofone.be  &  www.makerij.be

	THINK OF ONE
	Marrakech Emballages Ensemble – 3
	
	51:23
	

	THINK OF ONE
	Naft
	2000
	63:09
	label: De Beek Musik / Lowlands distribution (Belgium) lowlands@innet.be 

Contact Think of One at  too@uptomail.com 

Music and words written by David Bovee. Rec. at Antwerpen.

Tomas de Smet [double bass, bassdrum]; Roel Poriau [snaredrum]; Eric Morel [sax]; Bart Maeris [tp]; Tobe Wouters [tuba]; David Bovee [g, v].

Более всего поражает то, как и что могут играть уличные, в общем-то, музыканты. В Москве с этим делом всегда было небогато - псевдоперуанцы с «Полетом кондора», сомнительные личности с «Группой крови» на Арбате, в лучшем случае «Пакава Ить» - вот и весь ассортимент. Но даже по меркам общемировым, оркестр, подобный Think of One, - из ряда вон. Think of One закладывают такие стилистические виражи, что дух захватывает. Регги, вальс, полька и хеви-метал у них сосуществуют - нераздельно и неслиянно - в рамках трехминутной композиции, отыгрываются эти пируэты самым лихим и виртуозным образом, и все эти звуки Think of One ухитряются извлекать в границах собственного автобуса с вмонтированной в корпус сценой. Где автобус остановится - там и концерт. Там и радость прохожей публике: каков бы ни был исходный материал - Think of One извлекают из него этот самый грув. Каковым грувом - а не усами едиными - они и замечательны.

--- Афиша

Think of One для Антверпена - все равно что «Пакава Ить» для Москвы. Бельгийская банда тоже играет горячую смесь ска, джаза, фанка и всякой латинской музыки. Каждое выступление они превращают в веселый карнавальный бардак.

--- Еженедельный Журнал

	THINK OF ONE
	Naft – 2
	
	50:37
	words and music by David Bovee

David Bovee [g, v]; Tomas Desmet [b-drum, double bass]; Tobe Wouters [tuba]; Eric Morel [s]; Bart Maris [tp]; Roel Poriau [d]; + Tom Wouters [cl]; Ruben Deprez [trb]; Stefaan Blancke [trb]; Jan Peeters [bar s]; Tom Pintens [k]; Maskesmachine [v].

	THINKING PLAGUE
	Early Plague Years
	2000
	78:45
	avant-rock
The first two LPs on one CD, remasterd from the original mixes.

Produced by Bob DRAKE (см.) and Mike Johnson. Engineered by Bob Drake.

"Moonsong"

Originally released as a cassete in 1986 on Endemic (the band's label) and re-released as an LP on Dead Man's Curve Records (London) in 1987.

Bob Drake (см.) [b, d, perc, k, v]; Mark Fuller [d, timbales]; Eric Moon [k]; Mike Johnson [g, d, perc]; Susanne Lewis [v]; Mark McCoin [d, perc, samples]; with: Fred Hess [a s]; Glenn Nitta [s s].

"…A Thinking Plague"

Originally released as an LP in 1984 and re-released as a cassete in 1986 on Endemic.

Bob Drake (см.) [b, d, perc, g, k, p, v, bowed balalaika]; Sharon Bradford [v, noise]; Mark Fuller [d]; Harry Fleishman [p, organ, v]; Mike Johnson [g, synth, p, metal pipes, v].

	THINKING PLAGUE
	In This Life
	1989
	70:47
	label: Recommended Records (USA)

Mike Johnson / Fred Frith (см.) [g]; Bob Drake (см.) [d, b, vln]; Susanne Lewis [v]; Shane Hotle [k]; Maria Moran [b]; Mark Harris [woodwinds]; Lawrence Haugseth [cl].

	THINKING PLAGUE
	In Extremis
	1998
	52:33
	1. Dead Silence 4:00
2. Behold The Man 4:23
3. This Weird Wind 8:02
4. Les Etudes D'Organism 14:00
5. Maelstrom 3:32
6. The Aesthete 4:35
7. Kingdom Come 13:46
Mike Johnson: Electric, acoustic, nylon, string and 12-string guitars, lap steel guitar, synthesizer, computer sequenscing
David Kerman (см. тж. с: MOTOR TOTEMIST GUILD): Drums, percussion, ashtray, knees, gibberish
Mark Harris: Soprano, alto, tenor and baritone saxes, clarinet, flute, bass clarinet
Deborah Perry: Voice 

Dave Willey: Bass guitar on 1, 2,4, 5 & 6, accordian
Shane Hotle: Piano and synthesisers on 4, 5 & 7, mellotron and painful teeth on 7
Bob Drake (см.): Bass guitar on 3,4 and 5, violin on 3 and 4, voice on 3, electric guitar, banjo and italianate blathering on 4
Music and words by Mike Johnson except 2, words by Kerman and Johnson, 3, vocal parts and words by Drake, 4, music created by Drake, Kerman, Hotle and Johnson over a framework by Johnson

	THINKING PLAGUE
	A History of Madness
	2003
	55:20
	label: Cuneiform

Mike Johnson [music, g, and such]; Deborah Perry [v]; Ron Miles (см. в 'Jazz') [ tp]; Mark Harris [s, cl, fl]; Matt Mitchell [p, harmonium, synth]; Dave Willey [b, accordion]; David Shamrock [d, perc]; Jean Harrison [fiddle]; Kent McLagan [ac b]; Mark McCoin [samples and various exotica].

	THIRD  EAR  BAND
	Alchemy
	1969
	50:09
	label: Demon Records (England); rec. in London.

Paul Minns [oboe]; Glen Sweeney [hand drums, wind chimes, tabla]; Richard Coff [violin, viola]; Mel Davis [cello, slide pipes].

Алхимия, как она есть. С привлечением массы фольклорных материалов.

 Glen: “Third Ear Band music is a reflection of the universe as magic play illusion simply because it could not possibly be anything else. Words cannot describe this extatic dance of sound, or explain the alchemical repetition seeking and sometimes finding archetypal forms, elements, and rhythms. Contradictions are their energy force, dualities are discarded in favour of the Tao each piece is as alike or unalike as trees, grass or crickets. This is natural, magical, alchemical music that doesn’t preach but just urges you to take your own trip. If you can make it into the music you’re adrift in fantastic Bosch-like landscapes, a strange acoustical perfume fills the mind, on rare occasions a vast door seems to open, band and audience appear to float in a new dimension, transcending time and space where nothing exists except this very strange and beautiful music.”

	THIRD  EAR  BAND
	Necromancers Of The Drifting West
	1970
	36:53
	edition 1997, previously unreleased.

	THIRD  EAR  BAND
	Macbeth
	1972
	43:51
	P.Minns [oboe]; G.S. [d]; Paul Buckmaster [cello, b]; Simon House [violin, V.C.S.3]; Denim Bridges [g].

   А это —  Макбет, аккуратно переиначенный авангардистами на свой вкус. Лишний раз можно убедиться, что в конце 60-х — начале 70-х  было в атмосфере что-то такое, чего теперь нет. Специфика времен (для эстета), это не хуже-лучше, а просто  иначе. И тогда каждое зрелое порождение своего времени — уникально. Этот тезис не исключает понятие пргресса, но корректирует примитивное отношение к преемственности: прошлое — мертво. И мертво — в самом серьёзном смысле этого слова; мы им не обладаем. Всё чем мы обладаем, это жалкий музей теней. Но, с другой стороны, это развязывает нам руки и освобождает от ответственности. Нет худа без добра. Если, конечно, вы творческая личность.

(Остаётся только сожалеть о том, что в будущем Дадаизм этой замечательной группы превратится в психоделик)

	THIRD  EAR  BAND
	Live
	1996
	68:44
	label: Voiceprint   Email: Rob@vprint.demon.co.uk 

Information: http://www.colloquium.co.uk/the-wilderness/ 

Glen Sweeney [perc]; Mick Carter [g]; Lyn Dobson [saxes, flutes, chants]; Neil Black [violin].

  An incredible live set from the cult new age Third Ear Band, featuring two of their famous deconstructed ragas, plus the avant guard minimalist drumming of Glen Sweeney on a variety of hand drums.

	THIRD PERSON – см. в ‘Jazz’
	
	
	
	

	THIS  HEAT
	Heat 1 CD
	1991
	47:32
	Живописный industrial / experimental типа группы COIL. В основном без вокала.
label: There Records, London

produced by David Cunningham (см.), Antony Moore.

Charles Bullen [g, clarinet, viola, voice]; Charles Hayward [perc, k]; Gareth Williams [k, g, b].

Charles Hayward - см. тж. другие его проекты: Quiet Sun; Raincoats и Camberwell Now.

The rest of the world is catching up — possibly. Using improvi​sation, experimentation, tape loops and a passion for studio technique to create stylistically diverse music are all tricks of today's dance music mavericks. But between 1976 and 1982, This Heat — Charles Hayward, Charles Bullen and Gareth Williams — existed in a virtual vacuum, as their work defied easy categorisation. They were neither punk, new wave, industrialists, left-wing rock nor a continuation of progressive music, although elements of each were evident in their sound. The most significant fact about their music is that it still sounds fresh and vital, as the recent vinyl reissue of "Repeat" and "Health And Efficiency" has proved once again.

Charles Hayward started drumming at the age of 10. At 15 he was in a band with fellow school friends Phil Manzanera (guitar). Billy MacCormick (bass) and David Jarrett (keyboards): "It started out under other names in about 1968 and by 1970 we had settled on Quiet Sun. We were all committed to playing."

Inspired by King Crimson and the Soft Machine, their music was essentially self-composed progressive rock. Quiet Sun played a number of concerts and recorded demos for Wamer Brothers but were not awarded a contract. They split in the win​ter of 1971, but Hayward continued playing in the improvisational Amazing Band (1970-72) and had a two-month stint with Gong.

In 1975 Quiet Sun reformed. Manzanera had achieved fame with the futuristic Roxy Music and during a lull in their chart-topping activities he was contracted to record a solo LP. With a studio at his disposal he decided to use the time at the end of each session to record a Quiet Sun LP. The original band recorded over three weeks between January and February with Brian Eno acting as a wild card on synthesisers and 'oblique strategies*. Released in August 1975, the finished LP, "Mainstream", received excellent reviews and sold strongly.

Musically "Mainstream" is a product of its time — predominantly instrumental with a strong emphasis on composition and expressive musical technique. Hayward wrote two tracks, "Trumpets Of Motherhood" and "Rongwrong".

The Quiet Sun reunion was studio-based only. Hayward went back to playing in a variety of bands including Radar Favourites and an improvising duo called Dolphin Logic with guitarist Charles Bullen.

This Heat emerged out of an attempt to get Quiet Sun to reform as a working band. A promoter, Davy Jones, suggested to Hayward that if he could put Quiet Sun II together he would get them some gigs. The idea was to generate interest by having Phil Manzanera guest on the first couple of performances. Hayward saw the core of the new group as Charles Bullen, Billy MacCormick and himself: "What I suggested was that we needed to shatter the old Quiet Sun mould from day one and have a lead singer or some theatrical out-there figure who could transfer energy from the stage into the audience and who immediately made us what we were not on the record. That's how we got Gareth in." [...]

This Heat worked hard on a demo tape. As Gareth Williams recalls: "We took that hyper-seriously and were extremely disciplined about it." They were given the opportunity to do some tape editing by Chris Blake a sound engineer at Virgin. When they were satisfied they sent this tape to John Peel in an attempt to secure one of his famous sessions. They pestered Peel and his producer with telephone calls, persistence that was rewarded with a session recorded in late March and broadcast on the 22nd April 1977. The tracks, "Horizontal Hold", "Not Waving" and "The Fall Of Saigon", were excellent — and certainly like nothing else heard on the show. The band ensured that their sound was not tampered with by arguing with the BBC engineer whenever he tried to add reverb to their instruments. Peel described them as "a remarkably original band" and gave them another session at the end of the year.

The Peel sessions generated record company interest. However, the band had demands that companies were not prepared to accept. Gareth Williams: "We wanted to do a deal where we could buy recording equipment rather than going into a studio. But no one was interested in giving us Ј10,000 to buy recording equipment." The band did not want their faces used in marketing and wanted total control over their musical output.

By the end of 1977 This Heat had their own rehearsal space. Musical entrepreneur . David Cunnmgham suggested an old meat pie factory in Brixton that had been turned into artists' studios. This Heat got a space no one else wanted: an old freezer with metal ; walls and no natural sunlight, previously used ? to store dead animals. The floor was thick |'with dried blood. The band spent two weeks \ cleaning it out, which was not much fun for vegetarian Charles BuUen. They moved their equipment in and named the studio Cold Storage.

Cold Storage was crucial in the develop​ment of This Heat's sound. It allowed them to rehearse on a daily basis for as long and as loud as they pleased. They had a basic record​ing facility and could improvise and listen to their playback. Songs came out of these improvisations. [...]

Financially This Heat were always on the breadline. They had no record company backing and so lived on whatever they could generate. Charles Hayward recalls living in a squat on Ј5 a week. Williams and Bullen were not much better off. What made it all worthwhile was their total commitment. Gareth Williams: "We were obsessed. Completely obsessed. It was a very exciting feeling to be really obsessed about the music." Literally every day they went to Cold Storage where they would improvise, record, rehearse or sit around and argue with each other.

The band eventually struck a deal with Rough Trade, which under the punk and new wave explosion was growing into a major player in the independent sector. The first fruit of this relationship came in September 1980 with the release of a 12" single, "Health & Efficiency". Rhythmic and user-friendly — "Here's a song about the sunshine" — it was virtually a pop song until transformed by a sustained loop half​way through, over which all manner of effects were daubed. Again the band were playing the studio. The B-side was "Graphic/Varispeed", a drone inspired by the work of American composer La Monte Young. Just as This Heat were beginning to establish themselves they imploded. Between April and August 1981 they recorded their second LP. Once it was finished, Gareth Williams dropped a bombshell by announcing that he wanted to go to India for a year. Charles Hayward: "CB and I were livid. We'd spent a long time working on this record. We thought it was a heavy record, not only because of the activity we put into it but also because there was an intensity behind this creativity. It had a reason for existing. It needed to be played and we needed to sell the record not just for the normal reasons to sell the record — to shift units — but to get the message across." Williams took a different view: "We weren't getting on ... We sort of fought each other,to make 'Deceit' and some of that time was very unhappy." He believed they could no longer function as a unit. After five years he was no longer totally committed to the cause. He left. [...]

There followed a period of reflection, with Hayward playing with the Raincoats and Bullen working alone in Cold Storage. They decided to continue, recruited Trefor Goronwy (bass) and lan Hill (keyboards) and toured Europe. It did not work out. There was one final gig at Kings College, London, before they split up. A single, "Greenflngers", was recorded by Bullen and Hayward but never released. This Heat cooled, froze and cracked apart.

Charles Hayward immediately formed Camberwell Now with Goronwy and This Heat's old sound engineer Stephen Rickard. Their music was much more structured although equally politically left field, and between 1982 and 1986 they recorded one album and two 12" singles, one including a version of "Greenfingers". Since then, Hayward has recorded several solo LPs, and collaborated with many musicians, including Fred Frith and Bill Laswell. He also teaches and works on projects to bring music to young people. [...]

In 1991, These Records reissued the two This Heat LPs on CD. Reviews were so positive that it was suggested that they might like to issue further material from the archive. The result was "Repeat" in 1993. The title track was a 23-minute version of "24 Track Loop". Taped in 1979, it still sounded fresh, exciting and remarkably in tune with dance culture. "Graphic/Varispeed" revealed itself as a very early piece of ambient music. The two unreleased tracks, both titled "Metal", were recorded outside Cold Storage where the band gently played and multi-tracked a number of discarded metal sculptures, unconsciously recalling the work of maverick American composer Harry Partch. [...]

There is still a tremendous amount of unreleased This Heat material. After the official catalogue's sonic overhaul is completed by the release of "This Heat" and "Deceit" (probably in the new year), These Records plan. to issue a two-CD set, which they refer to as their "millennium project." What it will contain is open to conjecture. Bullen, Hayward and Williams have yet to start sifting through the huge pile of tapes to work out what to include. But there is no intention to reform. Charles Hayward: "I love going back to the This Heat space in my head. But we could never be in the same room and make noise together."

This Heat have left a small but enduring musical legacy. As Hayward says: "I really do think that what we were doing was ahead of its time and that it's coming into its time now." 

----- ‘Record Collector’ #230 (1998)

	THIS  MORTAL  COIL
	Filigree & Shadow
	
	74:17
	label: 4 AD Records

Martin McCarrick [cello]; Gini Ball [violin, viola]; Ivo and John Fryer [other instruments, production, engineering]; + guests: Mark Cox & Andrew Gray (The Wolfgang Press); Peter Ulrich (Dead Can Dance); Simon Raymonde (Cocteau Twins); Dominic Appleton (Breathless); David Curtis, Alan Curtis, Richard Thomas (Dif Juz).

	THOLLOT
	Contact
	2002
	45:54
	progressive/fusion проект, но не пафосный – a la King Krimson & Co, а грязный, панковый – хороший!

label: Soleil Zeuhl (Paris) soleilzeuhl@aol.com
Francois Thollot [g, p]; Philippe Bussonnet [b]; Daniel Jean D'Heur [d, p, synth].

Rec. 2002, France

	David THOMAS
	Variations on a Theme
	1983
	38:06
	David THOMAS – см. тж. его проект: PERE  UBU; тж. c: The  HAT SHOES;

Yes, David Thomas is weird, and yes, he's even weirder solo than he is when he's leading Pere Ubu. But if you're not careful, it can be all too easy to let the weirdness distract from the genuine beauty, of which there is quite a bit on this spectacularly good album. Lots of credit is due to Brit-folk guitar hero Richard Thompson, whose presence may seem like a complete artistic non sequitur, but who adds not only chops but also structural complexity and a deep musical grace to Thomas's whinnying falsetto ruminations on birds, plants, and pedestrians. Credit is also due to bassist Jack Monck, who anchors things heroically on this album. There are lots of highlights here, but two of the album's finest moments come on Bird Town, a hysterical 12-bar blues romp that features both a vocal cameo ("Oy kid, what's the name of this town? Is it giraffe town?") and a whole series of brilliant solos by Richard Thompson, and on "A Day at the Botanical Gardens," which is one of the loveliest pieces of music Thomas has ever been responsible for. Highly recommended.

	David THOMAS
	David Thomas & the Pedestrians:

"More Places Forever"
	1985
	35:22
	label: Twin/Tone Records

The Pedestrians:

David Thomas - Lyrics and Vocalsr

Lindsey Cooper (см.) - Sopranino, Alto Sax, Bassoon, Oboe, Tuba, Piano, Organ

Chris Cutler (см.) - Drums and Flotsam

Tony Maimone - Bass guitar, Piano

Engineer: Paul Hamann

Recorded at Suma, Painesville, Ohio

On David Thomas's first two solo albums, the presence of guitar god Richard Thompson tended to temper Thomas' natural inclination toward pastoral loopiness, grounding it in a measure of rock & roll solidity. On More Places Forever, Thomas is accompanied by bassoonist Lindsay Cooper, bassist (and old Pere Ubu hand) Tony Maimone, and drummer Chris Cutler, and the difference in sound is striking. Maimone and Cutler, who are a fearsome rhythm combination, do keep the groove rolling on most of these tunes, but nothing deflates a rockish ambience quite as effectively as a bassoon; as a result there's a certain daintiness to everything on this album. That's not to say it isn't compelling, just that it's compelling in a very different way from Thomas' earlier solo work. "Whale Head King" features insect and bird sounds as well as a strange, distant vocal mix and a lyrical reprise of "Happy to See You" (not to mention musical quotations from "Three Blind Mice" and "Shortnin' Bread"). The plodding, slightly creepy "New Broom" sounds like a Halloween song; the multi-tracked bassoons on "Enthusiastic" alternate between polka-inflected chord chomps and klezmer wails. It's great stuff, but probably of more interest to fans of the Art Bears and Henry Cow than to fans of Pere Ubu.

Through The Magnifying Glass

Enthusiastic

Whale Head King

Song OF The Bailing Man

Big Breezy Day

The Farmer's Wife

New Broom

About True Friends

	David THOMAS
	Monster Walks the Winter Lake
	1985
	35:50
	label: Twin/Tone

Toward the end of one of Pere Ubu's many periods of inactivity, singer David Thomas made this album with a pickup group he named the Wooden Birds, members of which included bassist Tony Maimone, synth player Allen Ravenstine, and percussionist David Hild -- in short, a band suspiciously similar to Pere Ubu in makeup. Monster Walks the Winter Lake is something of a song cycle: after the frankly hilarious program opener "My Theory of Simultaneous Simultude/Red Tin Bus," the remainder of the program is a series of reminiscences and contemplations of urban and pastoral life delivered from the perspective of an otherwise unidentified monster. The songs range in mood from the extremely spare and angular "My Town," with its combination of accordion, random-sounding percussion and even randomer-sounding synthesizer, to the vaguely Slavic waltz of "What Happened to Me." Thomas' singing is, as always, a barely mammalian yelp. Humanity can essentially be divided into those who find this stuff completely compelling and those who find it utterly incomprehensible. (Thomas and the Wooden Birds would record one more album together, Blame the Messenger, before abandoning pretense and releasing the outstanding Tenement Year under the name Pere Ubu.)

	David THOMAS
	Blame The Messenger
	1987
	39:18
	label: Twin/Tone

Over the course of five early- to mid-'80s solo albums, Pere Ubu frontman David Thomas indulged his whimsical side, displayed an extreme fascination with nature ("The Birds Are a Good Idea," "Crickets in the Flats," etc.) and offered his theory of "spontaneous simultude" to anybody who was listening, which is to say very few, considering these albums ventured far from the realm of rock -- even rock as Thomas heard it. On Blame the Messenger, Thomas teams with former Henry Cow drummer Chris Cutler, fellow Clevelander Jim Jones (guitar), and old bandmates Allen Ravenstine (synths) and Tony Maimone (bass) for an album that is parked firmly in Ubu's avant-garage. As always, the larger-than-life Thomas commands attention, but this album belongs to Jones, who provides Thomas with the anti-guitar heroics he has sorely missed since Tom Herman left the parent band in 1979. In Jones' deft hands, even a lapse into whimsy like "Friends of Stone" works, thanks to a backwards psychedelic solo that would make George Harrison smile. Best of all is the undeniable one-two punch of "King Knüt" and "When Love Is Uneven." Jones' nagging Beefheart-ian riff on the former is followed by the latter's slo-mo verse, climactic chorus, and Ravenstine's brooding synth fills, recalling Ubu's classic "My Dark Ages." Thomas hasn't exorcised all the hokeyness (see "My Town" and "Velikovsky 2-Step") from his system, but, for the most part, Blame the Messenger is a platter that clatters. With the addition of original drummer Scott Krauss, this lineup would be recording as Pere Ubu within the year.

	David THOMAS
	Erewhon
	1996
	50:01
	label: Cooking Vinyl (London)

David THOMAS and Two Pale Boys: David Thomas [v, melodeon]; Keith Moline [g]; Andy Diagram [tp, thumb piano]; + Paul Hamann [upright bass].

Meanwhile slap-bang in the middle of Erewhon, miles from normality, the erratic genius ploughs his lonely furrow. When he is good he is devastating, and when he isn't, the fast forward is a friend. "Obsession" is excellent, detailing the claustrophobia and resignation of relationships; the whispered vocals and twangy guitars counterpoint the desperate vocals. "Too tired to fight," indeed. "Morbid Sky" is brimful with despair: treated vocals, feedback, throbbing monotone bass, flutey background, and shortwave radio signals. The merging of the wheezy melodeon and David Thomas, breaking into what sounds like a terminal asthma, is fantastically powerful. "Highway 61 Revisited" is a sort of reprise, and contains samples from the preceding tracks, along with what sounds like an overloaded winch letting go of a life. Again, very compelling. "Planet of Fools," with its theremin sounds and spooked voice, could be a ghoulish B-movie -- which is amusing for a while but falls short of the three standout tracks. The remainder veers into Pere Ubu-lite, and often sounds like a petulant child mumbling to himself. A curious curate's egg.

1. Obsession

2. Planet of Fools

3. Nowheresville

4. Fire

5. Lantern

6. Morbid Sky

7. Weird Cornfields

8. Kathleen

9. Highway 61 Revisited

All tracks by Moline, Thomas except #4 by Pere Ubu

avant-garde , вполне минималистичный, практически инструментальный – распевный текст присутствует только в начале диска. Исполнено всё с большим вдохновением и на высочайшем профессиональном уровне.

	David THOMAS
	Monster: Meadville (CD #5)
	1997
	74:24
	label: Cooking Vinyl / Hearpen Music (England)

David Thomas [v, melodeon]; Andy Diagram [tp, engineer]; Keith Moline [g].
David Thomas

The longtime frontman of the seminal art-punk band Pere Ubu, David Thomas was born June 14, 1953 in Moss Point, MS. A onetime music journalist, he first attracted attention as a performer during the mid-1970s while leading the Cleveland-based cult favorites Rocket from the Tombs; in 1975, he and fellow rock scribe Peter Laughner formed Pere Ubu, debuting later that year with the single "30 Seconds Over Tokyo." With their noisy, anarchic sound and Thomas' wailing, scattershot vocals, Ubu emerged as one of the key underground acts of the punk era, issuing a series of classic LPs including 1978's The Modern Dance, 1979's Dub Housing and 1980's The Art of Walking to critical applause and commercial indifference before dissolving in 1982. Thomas had already begun a solo career a year earlier with The Sound of the Sand and Other Songs of the Pedestrians, a collaboration with guitar virtuoso Richard Thompson, and in 1983 he released both Variations on a Theme and Winter Comes Home. Efforts including More Places Forever and Monster Walks the Winter Lake followed before Thomas released 1987's Blame the Messenger, recorded with a backing band dubbed the Wooden Birds; the group's lineup included fellow Pere Ubu alums Allen Ravenstine and Tony Maimone, and when another onetime bandmate, drummer Scott Krauss, sat in for a Cleveland live date, the decision was made to begin working as Ubu again. The reformed line-up debuted in 1988 with The Tenement Year, and despite a series of roster shifts continued on throughout the decade to follow; in 1996, Thomas also released a new solo LP, Erewhon, with new backing band the Two Pale Boys, which also featured avant trumpeter Andy Diagram (also of the Diagram Brothers, the Honkies and the Spaceheads) and sonic maniupulator Keith Molene. His musical theatre project, Mirror Man, debuted in London two years later and was released on CD in 1999; Bay City followed on Thirsty Ear a year later. The second Pale Boys album, Surf's Up, appeared in 2001.

	David THOMAS
	Bay City
	2000
	53:31
	label: Hearpen (UK)

performed by David Thomas & Foreigners:

David Thomas - vocals

P. O. Jorgens - drums, percussion, steel drum & vibraharp

Jorgen Teller - guitars & casio

Per Buhl Acs - clarinet, melodica, slide & bass

produced and mixed by David Thomas & P.O. Jorgens, 1999

lyrics by David Thomas

Clouds of You (4:24)

White Room (3:37)

Black Coffee Dawn (4:35)

Salt (5:58)

Nobody Lives On The Moon (2:06)

Charlotte (3:52)

The Doorbell (2:51)

15 Seconds (5:19)

The Radio Talks To Me (3:57)

Shaky Hands (4:56)

Black Rain (5:47)

Turpentine (2:34)

White Room #4 (3:36)

Bay City is an album of reinvented roots -- part salty melancholic blues, part wounded sultry jazz and part jangling swamp rock. Bay City - tales from Philip Marlowe's lost nights in a town affluent and self-contented on the surface, rife with corruption and nepotism just underneath. Blood on the face of the moon. Bones buried in the hills. Double indemnity and dark visions. 

On the other side of every desert is... Bay City. 

David Thomas and foreigners started life at a concert staged in the middle of the Gefion fountain, in the rain, in Copenhagen in 1996. J&#248;rgen Teller enlisted Mr Thomas along with 2 other Danish musicians, P. O. J&#248;rgens and Per Buhl Acs. The collaboration, recorded on a farm in Denmark between 1996 and 1999, promised a hard-edged reappraisal of American music, the lingua franca of a planet drifting into strangeness. Contrary to all logic, it is a startlingly specific cultural folkwork.

Founder and lead vocalist of legendary out-rock band Pere Ubu, David Thomas has been re-writing the rules of popular music for over 25 years. Formed in Cleveland, Ohio, in 1975, Pere Ubu developed a sound which combined traditional rock elements with an array of sounds, synthesizers and of course, Thomas's unmistakable vocals. The band's first release was in 1978, titled The Modern Dance, and since then they have put out a consistent stream of fascinating, highly original albums, the latest being Pennsylvania (1998).

David Thomas, while playing a major role in Pere Ubu's development, has always explored implausible creative configurations, and seemingly arbitrary production methods. His first solo release The Sound of the Sand appeared in 1981 and has been followed by a further 9 releases. Thomas's musical/creative aesthetic is as broad ranging as it is, paradoxically, specific -- underscored by an almost visionary awareness of our cultural situation. Indeed his tireless inquiries into the nature of social relations, folk traditions and contemporary culture have led him up some unlikely creative paths, soda stops along Highway 61 to the banks of the Yenisei River. Musically, Thomas's work takes in a range of influences, sometimes bluesy, rocky, folky and downright experimental, but always conceived in a unique way.

David Thomas and foreigners

David Thomas is the founder of the legendary Pere Ubu, a group The Wire described as "the greatest out-rock 'n' roll group of this millennium, and probably the next." 
Jorgen Teller is a guitarist, sampler, songwriter and composer whose works focus on electro acoustics, soundsculpture, songwriting, dronepop, MIDI-guitar, grain-sample-synthesis, sound-works for international dance, performance, poetry, video, film and new architecture. 

Per Buhl Acs plays clarinet, guitar and makes sound happen in poetic ways. He started in a punk band that over time developed into an experimental orchestra. Most of his current work, solo or in groups, is in dance/performance projects. 

P. O. Jorgens is a drummer / percussionist. He composes for film, performance, video, theater and dance and records with various groups. He has just finished a 2 month tour / collaboration with the Ghana National Dance Troupe.

"Yet another deeply affecting set." 

-- Joe Cushley, Mojo.

"For those of you familiar with Pere Ubu's ground breaking discourse in art and language, this disc will make an easy transition to your stereo. For people less aware of Thomas' many significant contributions, Bay City will be a more startling revelation." 

-- Mitch Myers, Alternative Press

"The most important thing to know is that it is wonderful. A glorious melange of clattering rhythm, neon and noir, poetry, discord and melodies that skidder and streel. Musically, Thomas is accompanied by PO Jorgens, Per Buhl and Jorgen Teller. Together, they supply a beauteous and lilting cacophony of vibraharp, guitar, melodica and clarinet. Like everything the great man touches, this is different and strange. It is also curiously compelling, irresistibly perverse and artfully profound." 

-- Ross Fortune, Time Out

"Bay City comes steeped deep in the desperate gloom and half-light of Raymond Chandler's hard-boiled noir. Thomas takes the genre's associated musical forms (smoking jazz, the primal bay of wounded blues) and eviscerates them. There are huge holes where the solid body of the song should be: tracks echo and clank with absence, with clarinet snaking distantly... Tracks like "Shaky Hands" are pure Beefheart in the way that they rollick and tumble along in the guise of damaged blues before collapsing... Bay City is at its best when generating an air thick with midnight dial tones and slow tailing cars." 

-- David Keenan, The Wire, June 2000

"The jazzy quartet brings Chandler's noir-stories convincingly into life in twelve atmospheric miniatures... we can almost hear the rain patter on the pitch-black asphalt. Right next to a growing pool of blood." 

-- Robert Heeg, Oor (Holland).

"Fractured, bent, steamy, lyrically gruff and introspective – kind of in the Tom Waits/Capt. Beefheart/Col. Bruce Hampton (Ret.)/Shockabilly-Chadbourne vein...you'll just have to check it out for yourself...it left me slightly crippled when it was all over."

 -- jennyt, Tom Waits Bulletin Board

	THREE  MILE  PILOT
	The Chief Assassin To The Sinister
	1995
	64:59
	punk-rock-alternative,  тщательно и интересно сделанный, с элементами industrial и отличным вокалом. От альтернативы здесь 50% -- именно столько здесь (соответствующего) юмора.

	Steve TIBBETTS – см. в разделе ‘Jazz’
	
	
	
	

	Yann TIERSEN – см. в 'Rock'
	
	
	
	~naive

	The TIGER LILLIES
	Bouquet of Vegetables (The Early Years)
	1989-91
	44:41
	retro-grotesque
Подобные по музыке варианты см. тж.: Edson  CORDEIRO; Daniele SEPE; Klaus  NOMI; The ULULATING MUMMIES;

label: Misery Guts Music, 2000

Альбом представляет собой сборник ранних песен 1989-91 годов, которые до этого выходили лишь ограниченным тиражом на кассетах. Теперь каждый может послушать, с чего все начиналось! А начиналось все более чем романтично и мелодично. Тысяча скрипок, ласковые акустические гитары, ни с чем не сравнимые звуки аккордеона, губная гармошка, блюзы и вальсы. Ни одной быстрой песни на этом альбоме нет, что для Tiger Lillies более позднего времени совершенно не свойственно. Но, напомним, именно так все начиналось, и именно по этой пластинке видно, что Тигровые Лилии с самого начала были необыкновенно талантливой группой, какой являются и сейчас.

Thousand Violins, William, Quick & Slow, Marseille, Palace of St James, Wrong Attitude, Little Boys Blues, Wake Up, Deluded, Overtime, Holy Men, Born to Fail, Angels, Don't Mean a Thing, Right to Wrong.

	The TIGER LILLIES
	Births, Marriages And Deaths
	1994
	65:57
	label: Misery Guts Records (London) 

For Tiger Lillies information contact: http://www.tigerlillies.com 

Martin Jacques [accordion, g, v]; Phil Butcher [b, p]; Adrian Hughes [d, perc]; + add. mus.: Steve Bentley [vln]; Kevin Armstrong [g].

“...a staring mixture of opera, gypsy song and left bank Paris”

 – Tom Waits
Культовое лондонское трио; сочетание ретро (с аккордеоном и превосходным вокалом) и современных супер-наворотов. Впечатляет – это не то слово, -- гипнотизирует! 

На этом CD -- романтика ранних записей: смерть, проституция, одиночество, отчаяние, героин и кокаин. 

1. Boatman

2. Hell

3. Normal

4. Heroin and Cocaine

5. Prison House Blues

6. Jacky

7. Despite

8. Autumn Leaves

9. Lager Lout

10. Open Your Legs

11. Down and Out

12. Tears

13. Her Room

14. The Flowers

15. War

16. Obscene

17. You’re World

18. Sense of Sentiment

19. Wake Up

20. Repulsion

21. Sodsville

22. Bones

23. Circle Line

24. Haunting Me

25. Lily Marlene

The Guardian, 31 March 1998

Кабаре с коготками. 

Оттого ли, что плохой вкус никогда не выходит из моды, или оттого, что люди насытились новым политическим и общественным пуританством, но в Англии снова крайне популярны эксцентричные кабаре-клубы, специализирующиеся на всём, что "со странностями". Очередную пощёчину благопристойности нанесла бывшая хозяйка борделя в Сохо, экс-стриптизёрша и панк-примадонна Софи Сишелл (Sophie Seashell). За последние три года Nux Vomica, творческий коллектив Софи, организовала в Лондоне целую лавину представлений, от сравнительно мейнстримных Кена Кемпбелла и Артура Смита до необычной стриптизёрши-фетишистки Минкс Гриль и голого скрипача Рокси. Кроме этого, Софи устраивает концерты культового трио The Tiger Lillies. 

Действительно, The Tiger Lillies словно вобрали в себя весь декаданс гротескных кабаре, со всей их способностью развлекать и пугать одновременно. Названная в честь лондонской проститутки Лили, одевавшейся для клиентов в одежду с тигровыми полосками, группа сформировалась вокруг Мартина Жака (Martyn Jacques), очень своеобразного поэта, играющего на аккордеоне и поющего незабываемым фальцетом, сумасшедшего кастрата, исполняющего свои арии со страстью одержимой дьяволом Эдит Пиаф. Не открывая глаз, он начинает петь свои макабрические баллады, не предупреждая ни аудиторию, ни товарищей по группе, барабанщика Патрика Макхьюджа (Patrick McHuge) и контрабасиста Эдриана Стаута (Adrian Stout). И если даже подобная внезапность не лишит вас присутствия духа, то стихи просто обязаны. В репертуаре группы песни о сексе с овцами, насекомыми и автомобилями, история о транссексуале-проститутке с протезами вместо ног и песенка о бомбардировке английских городов. 

	The TIGER LILLIES
	Spit Bucket
	1994
	44:51
	label: Misery Guts Records

SONGS: Stitch Me Up, Gouge My Eyes Out, Violin Time, Crappy, Weak, Blind Willy, Doctors and Nurses, Just Because, Fallen Hero, Sinner, Heaven, Promised Land, Weird, Way On Down, Our Hearts, Suffering, Ealing, Thankyou. 

Отличный, гармоничный в себе альбом, добрый, если музыку Tiger Lillies можно назвать доброй. Весело и одновременно грустно и чуть-чуть страшновато. Своеобразный музыкальный минимализм ничуть не отталкивает, наоборот, подчёркнутая простота акцентирует необычный вокал и основные инструменты: аккордеон, контрабас и ударные.

	The TIGER LILLIES
	Ad Nauseam
	1995
	67:03
	label: Misery Guts Records (London)

Martyn Jacques [v, accordion, g, p]; Phil Butcher [double bass, perc]; Adrian Hughes [d, perc].

All songs by Martyn Jacques.

Безумства, выварачивающие кишки любовные баллады, дикие танцы. Быстрая, злобная, что называется, fucked up музыка. Когда слушаешь песни вроде Bumhole ("Мы все полны дерьма, мы знаем это так, когда у тебя нет дырки в заднице, жизнь печальна"), то задумываешься: неужели это правда? "Это всё – правда", говорит контрабасист Эдриан. "Мы записывали этот альбом, когда я был немного сумасшедший" – вспоминает солист Мартин.

Songs: Larder, Dribble, Bumhole, Darkness, Beat Me, Swine, Whore, Disease, Ghetto, Gypsies, Shoot Your Load, Pimps Pushers & Thieves, Smell, Snakeskin Shoes, Old, Social Reject, George, Five o'clock, Jesus, Suicide, Crap, Murder, Violet, Snip Snip.

	The TIGER LILLIES
	The Brothel To The Cemetery
	1996
	54:13
	label: Misery Guts Records (London) 1996 / Ruff Stuff Records 1998
musicians: Adrian Stout; Adrian Huge; Martyn Jacques; 

+ Paul [trb]; + Stan [g]; + Phil [b]; + Mary [cello]; + Corin [p]; + Gabriel [everything]. Engineered, mixed and produced by Don Schneider.

The songs: Roll Up, Tiger Lillie Line, Banging In The Nails, Sailors, Slough, Alone With The Moon, Terrible, Russians, Gypsy Lament, Heaven To Hell, Mortuary, Nightingale, Crime, Old Gracefully, Reap What You Sow, Pretty Soon, Arthur, Decline, Millionaire. 

Богохульство, смерть, секс, драма, еще смерть. На наш взгляд, самый лучший и красивый альбом группы. Внешне мирный, а внутри, как всегда, безумный. Необычайно красивая музыка. Под половину песен хочется рыдать, под другую - бросать помидоры из окна на голову прохожим. Композиция Banging In The Nails, про распятие Христа, пожалуй, самая шокирующая по тексту песня из тех, которые довелось нам слышать, но, при этом, самая веселая и запоминающаяся. Суперхит. Именно с этим трэком ассоциируется группа The Tiger Lillies. Другие песни этого диска повествуют о смертельно больных, проститутках, моряках и бедных русских, продающих на рынке последние пальто и меховую шляпу, а также о бомбардировке английского городка Slough, именно в котором, кстати, и родился солист Мартин Жак. "Пожалуй, это самый законченный и сбалансированный наш альбом".

	The TIGER LILLIES
	CONTRASTATE & The TIGER LILLIES:

"Goodbye great nation"
	1996
	20:47
	label: Black Rose Recordings

one-track recording
Посвящённая принцессе Диане, запись представляет собой авангардное произведение амбиентного плана.

Двадцатиминутная запись, сделанная The Tiger Lillies в сотрудничестве с группой Contrastate, названной критиками одним из лучших эмбиентных проектов девяностых. "Они постоянно приходили на наши концерты, а потом однажды решили взять наши кассеты и диски и смешать некоторые песни со своими собственными эксперементальными звуками," - вспоминают The Tiger Lillies. Получилось 20 минут музыки, сдирающей кожу с Великой Англии. Психоз, скинхеды, королевская семья и интернациональная агрессия смешались в одной чудовищной кинематографической галлюцинации. "Это звучит как странная, беспокойная музыка к фильму, называется Прощай Великая Нация, и это об Англии".

	The TIGER LILLIES
	Farmyard Filth
	1997
	38:49
	label: Misery Guts Music

Martyn Jacques [v, accordion]; Adrian Shout [double bass]; Adrian Huge [perc]; + Vernon [saw]; John [theramin]; John [g]; Charlie [k]; Paul [trb]; Stan [g].

All songs by Martyn Jacques.

Мухи, овцы, хомяки, жирафы, свиньи, коровы -- много, много зоофилии. Плюс машины, калеки, пенсионеры и транссексуалы. Вас предупреждали. Это самый шокирующий альбом группы, но, при этом, невероятно смешной, особенно когда эти песни исполняются вживую. Это же всё большая шутка!

Songs: Hamsters, Waiter, Vagina, Aunty Mabel, Henrich, Sheep, Maggots, Motor Car, Piglet, Kick a Stick, Cowboys, Flies, Happy End.

	The TIGER LILLIES
	Low Life Lullabies
	1998
	42:19
	label: Misery Guts Music

Боль и ужас собственно человеческого состояния, жестокости внутри сообщества, называемого человечеством. Завoраживает. Цепляет. Итог: and the people in your head are all dead (а люди в твоей голове --все мертвы). 

1. Same Old Story

2. The Pimp Song

3. Pervert

4. Picadilly Lilly

5. Queen For A Day

6. Bank Robbers Blues

7. Gas Bill

8. Maxwell

9. Billy’s Blues

10. Crude

11. If You Knew

12. Soho News

13. La Havre

14. Dead

	The TIGER LILLIES
	Shockheaded Peter

(A Junk Opera)
	1998
	40:46
	labels: Misery Guts Music 1998, NVC Arts / Warner Classics 1998, WEA Atlantic 1998

Inspired by STRUWWELPETER, music by Martyn Jacques. Adapting Heinrich Hoffman’s classic Struwwelpeter, cult London band The Tiger Lillies and award-winning designer/directors Julian Crouch and Phelim McDermott collaborate in music.

Музыка из (для) театрального мьюзикла Shockheaded Peter. Безумная сказка Генриха Гофмана и музыка The Tiger Lillies: истории, заставляющие стынуть кровь непослушных мальчиков и девочек. Это театральное шоу ездит по разным странам, пользуясь огромнейшим успехом у критики и публики.

The Tiger Lillies -- не только музыканты и рассказчики, но и непосредственные герои происходящего на сцене. Вариант сказок Гофмана, написанный Мартином Жаком выпущен отдельной книжкой, которая отличается от оригинала тем, что в ней намного больше крови и смерти.

"мрачно-смешно, страшно изобретательно, во всем оригинально" -- Evening Standard
"удивительно оригинально... триумф" -- Daily Telegraph
"ломитесь на это... сенсационное зрелище" -- Independent on Sunday
"великолепно... убидительное напоминание о силе живого театра" -- The Times
1
The Struwwelpeter Overture

2
The story of Cruel Frederick

3
The dreadful story about Harriet and the matches

4
Bully Boys

5
The story of the man that went out shooting

6
Snip Snip

7
Augustus and the soup

8
Fidgety Phil

9
Johnny Head-In-Air

10
Flying Robert

11
Shockheaded Peter

Поражёный одним из их выступлений, продюсер Майкл Моррис (Michael Morris) подумал, что было бы неплохо дать The Tiger Lillies почитать знаменитую немецкую книжку "Штруввельпитер" Struwwelpeter. Кто, как не они, подумал Майкл, смогут хорошо интерпретировать зловещие гофмановские сказки о Конраде Пососи-Пальчик и Человеке с Ножницами? 

Он дал Мартину книгу и предложил идею мюзикла. Вместе с "Тигровыми лилиями" в работе принимали участие известные театральные экспериментаторы Фелим Макдермотт (Phelim McDermott) и Джулиан Крауч (Julian Crouch). Они моментально нашли общий язык с группой. "Их музыка может быть из любого времени, но она шокирует," — говорит Крауч. — "Это как шутка, которая продолжается и продолжается, раздражает, а потом снова становится смешной." "Они сверхнеобычные: сумасшедшие и слегка пугающие," — добавляет Макдермотт, — "Это хороший вызов — попытаться добавить в театральное шоу что-то сверхнеобычное." 

В результате у них получился Shockheaded Peter: спектакль, который выглядит как представление кукольного театра или как религиозный календарь, с марионетками, подобно чёртикам из табакерок появляющимися среди живых актёров — кошмарный гротеск Тима Бёртона, смешанный с викторианской мелодрамой. 

Структура шоу — как у выступления бродячего цирка; на сцене постоянно находятся только The Tiger Lillies. "Они — фрики во фрикской группе," — Макдермотт, — "А мы сделали фрикский театр." Для Морриса Shockheaded Peter вполне попадает в его видение мюзикла. Его текущая программа работы (в сотрудничестве Робертом Лепажем (Robert Lepage) и Нейлом Бартлетом (Neil Bartlett) из Lyric Hammersmith) включает в себя сценическую постановку Kindertotenlieder по Малеру и "Семерых сонетов для Микельанджело" по Бриттену. Все действия Морриса на правлены на исследование того, как музыка в определённом смысле возрождает театр. В этом контексте кабаре — весьма значительный жанр. "The Tiger Lillies — театральная группа в традициях Курта Вайля," — говорит Моррис, — "они — отбросы, поэтому их представления во многом привлекают тех людей, которым обычно не нравится театр." 

Тем не менее, Shockheader Peter — не то место, куда рекомендуется приводить детей (афиша гласит, что "дети до 10 лет не допускаются"). Но вечный подстрекатель Жак с этим не соглашается: "Мы исполняли одну из наших песен, о повешении, перед аудиторией, состоящей из детей приблизительно пяти лет, и они все делали такие жесты вокруг шей. Не уверен, что дети интересуются одними только паровозиками; впрочем, это дело родителей.” 

Mark Espiner
Доктор Генрих Гофман, "врач из психужки" Франкфурта, написал и снабдил иллюстрациями книжку Struwwelpeter (ShockHeaded Peter, "Питер с головой после электрического шока") более чем 150 лет назад, потому что не мог найти ничего подходящего на книжных полках, что бы поразило воображение его детей.

Тигровая Лилия Мартин Жак пел тексты из этой книжки, потому что они подходили к его репертуару городских баллад.

Джулиан Крауч (Julian Crouch) и Фелим МакДермот (Phelim McDermott), хулиганы из Improbable Theatre (Театр Невозможного или Невозможный Театр, как кому нравится) придумали способ обыграть песни серией западней, потайных ходов и прочих неожиданностей.

Промоутерская группа Cultural Industry их поддержала. [Культурная Индустрия - это интернациональная независимая продюсерская компания, занимающаяся всеми видами игровых искусств. В частности, компания занималась проектами Брайана Ино (Brian Eno), Лори Андерсен (Laurie Anderson), Яна Фабре (Jan Fabre) и Роберта Уилсона (Robert Wilson).]

То, что получилось в результате переплетения этих и других событий самым неожиданным образом, называется Shockheaded Peter: a Junk Opera (это сочетание слов с трудом поддается переводу, дословно -- "Мусорная Опера", варианты -- "Опера Мусора", "Опера Отбросов"). Это -- чрезвычайно популярное, известное и признанное произведение независимого театра. Мьюзикл, шоу, кукольный театр, театр масок, драматический театр, цирк, опера -- смесь всего этого и есть Shockheaded Peter.

Джулиан Крауч и Фелим МакДермот.

За последнее время они вместе сделали много проектов, используя необычный материал и размывая границы между режиссером и художником-дизайнером постановки, что и позволило им достичь небывалой изобретательности. Вместе с Ли Симпсоном (Lee Simpson) они создали компанию "Театр Невозможного" (Improbable Theatre). За свои спектакли они заслужили мировое признание и получили несколько крупных наград.

Фелим МакДермот также много работал как актер, и не только в театре, но и в кино, снявшись, например, в "Дитя Макона" Питера Гринуэя. Джулиан Крауч, как дезайнер и художник также работал в кино, например, над фильмами Кена Рассела и Стивена Спилберга, а также над телевизионными передачами и видео-клипами.

	The TIGER LILLIES
	Bad Blood + Blasphemy
	1999
	49:12
	официальный русский сайт http://www.izm.ru/tl 

e-mail: tigerlillies@mail.ru 

"Том Уэйтс на стихи Лаэртского" -- Вечерняя Москва #16/1998

"Том Уэйтс, надышавшийся гелиума" -- Bizarre Magazine, Nov/Dec 1997

"Что-то вроде мюзикла в стиле цыганского кабаре или народного театра" -- Эдриан Стаут, контрабасист TL.

Songs: Bad, Killer, Car Crash, Maria, Start a Fire, Soho Boy, Neighbour, Angel, Xyz, Crack of Dome, Clown, Rapist, Salvation, Dead Souls, Swing 'em High. 

Почему-то стало меньше аккордеона, зато добавилось турецко-тибетских звуков. Смешивать агресивно-смешные и жутко грустные песни для Tiger Lillies дело привычное. Альбом, записанный в Германии в 1998-99 году, содержит самую новую на сегодняшний день музыку группы.

© Misery Guts Music 1999

The Tiger Lillies (“Тигровые лилии") -- необычное трио, образовавшееся в 1989 году и названное так в честь одной известной английской проститутки. Место работы и проживания -- Лондон.
Музыка The Tiger Lillies представляет собой пугающую смесь оперных арий, цыганских песен и шансона левобережного Парижа. Основные инструменты: аккордеон Мартина Жака, контрабас Эдриана Стаута и барабаны с перкуссией Эдриана Хьюджа. На студийных записях слышны также акустические гитары, духовые и клавишные инструменты, скрипки, звуки несмазанных дверей и двуручной пилы, сигналы велосипедного гудка и хихиканье мешочка со смехом. Все это создает неповторимую, очень красивую и мелодичную музыкальную смесь. Но главная особенность концертов трио, которые нередко сравнивают с выступлениями кабаре, --театральность. Группу с самого начала  больше интересовали театрализованные постановки (мюзиклы, цирковые номера, мини-спектакли с настоящими актёрами), нежели обыкновенные живые выступления. Так возникли два самых знаменитых проекта трио: The Tiger Lillies Variete (масштабное цирковое шоу с клоунами, силачами, фокусниками, жонглёрами, танцорами-стриптизёрами  и акробатами, летающими в воздухе) и мюзикл Shockheaded Peter: The Junk Opera -- "Питер с головой после электрического шока: Мусорная опера" --осовремененная инсценировка кровавых сказок детского психиатра Генриха Гофмана, написанных 150 лет назад. Шоу получило мировое признание как среди зрителей, так и среди критиков ("великолепно... убедительное напоминание о силе живого театра" -- The Times). Это театральное действо, созданное The Tiger Lillies в сотрудничестве с авангардным лондонским Improbable Theatre (Театр Невозможного, или Невозможный Театр) и известной промоутерской группой Cultural Industry, работающей с Брайаном Ино, представляет собой завораживающую смесь викторианской мелодрамы, кукольного театра, театра масок и готических историй ужасов: нечто пугающее и мрачное, но одновременно очень красивое.
Главное в песнях «Тигровых лилий» -- эпатаж. Их грязные блюзы шокируют своей откровенностью и богохульными текстами. В то же время в них сокрыто бесшабашное, дикое, почти карнавальное веселье. Смешивать агрессивно-смешные и пронзительно-грустные композиции для Tiger Lillies -- дело привычное. Сумасшедшие образы, возникающие в произведениях группы, напоминают картины Иеронима Босха.

Музыка The Tiger Lillies не поддается чёткой классификации -- на неё нельзя «навесить определённый ярлык». Группа не стремится к коммерческому успеху, солист Мартин Жак говорит, что неудача для него -- лучшее достижение. Однако «неудачным» творчество английского трио назвать никак нельзя. Ежегодно «лондонские хулиганы» дают множество концертов, участвуют в фестивалях и разъезжают с мировыми турне. В популяризации The Tiger Lillies принял активнейшее участие Дэвид Бирн. В результате эта оригинальная группа, практически не имеющая аналогов, добилась широкой известности среди мирового культурного андерграунда. Несмотря на успех, участники коллектива продолжают вести «маргинальный» образ жизни, не желая подчиняться системе и становится обывателями. Бунтарская идеология The Tiger Lillies напоминает Диогена, променявшего роскошный дворец на грязную бочку.

Солист Мартин Жак -- основатель и идеолог группы, Любимая цитата: "Всех плохих музыкантов надо отстреливать" (Жак Брель). Мартин -- настоящий enfant terrible, лондонский Маяковский 90-х: одевается «а-1а Диккенс», носит шляпу-котелок, из-под которой свисает длинная косичка. Известен своими выходками: как-то раз, например, он положил на алтарь церкви в Уэльсе голову свиньи с сигаретой в носу. После этой весёлой проделки друзьям пришлось срочно эвакуировать шутника, которого блюстители религиозных порядков готовы были линчевать.

Ударника Эдриана Хьюджа Дэвид Бирн назвал «Джеймсом Джойсом на барабанах»... Этот человек умеет извлекать звук из всего, что находится у него под рукой. На одном концерте в Праге он весь вечер будоражил слух аудитории, вооружившись кастрюлями, сковородками и половником. Контрабасист Эдриан Стаут раньше был серьёзным музыкантом: играл джаз, блюз, кантри. В 1995 он присоединился к The Tiger Lillies и с тех пор отплясывает на сцене бесшабашные танцы и поддерживает два сайта группы: www.tigerlillies.com  и www.shockheadedpeter.com .

На счету у группы, недавно отметившей свое десятилетие, 9 альбомов: «Births, Marriages And Deaths», «Spit Bucket», «Ad Nauseam», «The Brothel To The Cemetery» (1996, альбом-хит, одна из песен которого, Banging In The Nails -- своеобразное «лицо» группы), «Farmyard Filth» (1997), «Shockheaded Peter» (музыка для театрального шоу Shockheaded Peter: A Junk Opera), «Low Life Lullabies» (1998), «Bad Blood + Blasphemy» (1999), «Bouquet of Vegetables -- The Early Years» (выпущенная в 2000 году пластинка содержит песни, записанные в 1989-90 годах, до этого не вошедшие ни в один альбом).

	The TIGER LILLIES
	Circus Songs
	2000
	42:57
	label: Misery Guts Music

SONGS: Send in the Clowns, Souvenirs, Sleep with the fishes, I could have danced all night, Over you, The Pallbearers, Bearded Lady, Pretty Lisa, Freak Show, Circus Clown, Cheapest Show.

Альбом, вышедший осенью 2000 состоит из песен, исполняемых группой во время их шоу The Tiger Lillies Variete и был спродюсирован Стивеном Сивереном (Steven Severin), который когда-то давно играл с панками Siouxsie & The Bunshees. Часть песен также вошла в сборник Circa, своеобразный саундтрэк к "вдохновлённому танго" театральному проекту канадской танцевальной компании Holy Body Tattoo. В записи этого диска, кроме The Tiger Lillies, принимали участие Варрен Эллис (Warren Ellis) из группы The Dirty Three и Стивен Северен, музыкальный продюсер проекта.

	The TIGER LILLIES
	THE TIGER LILLIES with KRONOS QUARTET:

"The Gorey End"
	2002
	44:56
	Music and lyrics by Martyn Jaques

TL: Martyn Jaques [v, p, accordion, organ, ukelele]; Adrian Hughes [d, toys]; Adrian Stout [double bass musical saw, horn];

KQ: David Harrington [vln]; John Sherba [vln];  Hank Dutt [viola]; Jennifer Culp [cello].

	Andreas TILLIANDER
	Ljud
	2002
	59:00
	noise-ambient, слегка-ритмично/аритмичный, c каким-то экзотичным, но комфортным драйвом, великолепные саунды.
label: Mille Plateaux North America (New York) www.mille-plateaux.com , made in France

All tracks created by Andreas Tilliander in Stockholm 2000-2001.

Треки без названий. И это правильно: нафиг эти высосанные из пальца названия – вообще не нужны!

	TIN HAT TRIO
	Helium
	2000
	50:08
	avantgarde
label: Angel (EMI) www.angelrecords.com
Mark ORTON – guitar, dobro, tenor banjo

Rob BURGER – accordion, piano, pump organ, bass harmonica, Marxophone

Carla KIHLSTEDT (см.) – violin, viola

Tom WAITS (см.) – vocal (#15)

	TIN HAT TRIO
	The Rodeo Eroded
	2002
	52:56
	label: Ropeadope

Mark Orton: guitar, prepared guitar, dobro, banjo

Rob Burger: accordion, piano, prepared piano, toy piano, field organ, celeste, harmonicas

Carla Kihlstedt (см.): violin, viola, trumpet violin, voice

Billy Martin (см.): percussion (3)

Jonathan Fishman: drums, perc.(4,13)

Willie Nelson: vocal (5)

Bill

Fear of Teh South

Holiday Joel

Happy Hour

Willow Weep for Me

Nickel Mountain

o.n.e.o.

The Last Cowboy

Maximo's Plunce

Rubies, Pearls, and Emeralds

Manmoth

Interlude

Under the Gun

Night of the Skeptic

Sweep

	TIN HAT TRIO
	Book of Silk
	2004
	52:11
	label: Ropeadope

Rob Burger - accordion, piano, prepared & toy pianos, bass & diatonic harmonicas, marxophone (11)

Carla Kihlstedt (см.) - violin, trumpet &e-string violins, viola, voice, marxophone (12)

Mark Orton - guitar, dobro, banjo

Zeena Parkins (см.) - harp

Bryan Smith - tuba, euphonium

Matthias Bossi - percussion (3)

Amanda Lawrence - viola (2,15)

Jill McClelland-Coykendall - clarinets (15)

Lori Presthus - cello (15)

The Longest Night

The Clandestine Adventures of Ms. Merz

Compay

Invisible Mobile

March of the Smallest Feet

Hotel Aurora

Osborne Avenue

Elliott Carter Family

Things That Might Have Been

Red Hook Stoop

Same Shirt, Different Day

Pablo Looks Back

Light Black from Pole to Pole

Lauren's Lullaby

Empire of Light

	TIPOGRAPHICA
	God says I can't dance
	1996
	60:00
	Japan avant-rock with winds.

Tipographica is:

Naruyoshi Kikuchi [sax]; Osamu Matsumoto [trb]; Tsuneo Imahori [g]; Akira Minakami [k]; Hiroaki Mizutani [b]; Akira Sotoyama [d]; guest musician: Kazuto Shimizu [mokkin].

Al tracks composed, arranged and produced by Tsuneo Imahori.

You can't speak Russian. But the reason you have slight but somehow unforgettable fear giving up learning is that you have a book written in Russian in your living room, and that the love and magic are born while you are browsing the book in some way, and that the best situation that the book looks so attractive in spite that you totally do not understand what is on the book. Completely fascinated with the book, you become reading it everyday without missing skipping words with unusual persistence.

In a year, you don't read any other books than that. In another five month, you do nothing but reading this book besides eating and sleeping. Without referring dictionaries and grammars, you continue reading and you have memorized the word order of the book from page 1 onwards, and memorized the stream of your own emotion corresponding with the words.
A week later you realize that something comes out on your mind. LIGHT. A short sob. After a second, you understand everything written on the book. You can read and write Russian as you like. You stand up shouting with Russian. Now you've completely mastered Russian. As you know now, this famous true story consists of two analogical factors that are too much coincide with the liner notes. The one is the birth of madness and false-science (false-language in this case). All music theories, music histories and liner notes are false-science. And the other is relationship between recorded CDs and listeners that often happens. For Akira Minakami its his "Our Cutie Frank Z" and "the living room dominated by African continent" for Akira Sotoyama. And It's your turn. You, who are going to listen to this CD now, definitely belong to the people between 'the one falling in love' and 'the one who speaks Russian.' If you need dictionary, got to the Internet. The spell Hiroaki Mizutani utters is.... "http://www.imasy.or.jp/~mizutani/tipo.html".
I will give a title for the one who sings in Russian. To the one who is fascinated with betrayal out of jealousy or hatred, Osamu Matsumoto will give a shot on your forehead with his gold slide. When you finally talk to us with perfect Russian, Tsuneo Imahori will get his fingers off the guitar fret and holds your hand. Then we will dedicate our play to the one who shed tears thinking it as rapture, and to the one who get sexual excitement thinking it as love affair. God, who's fed up with imitation and sampling, takes off his headphone and shouts, "I CANT DANCE WITH THIS!" Our name is TIPOGRAPHICA. Unfortunately, it's Italian.
-- Naruyoshi KIKUCHI

	TIPOGRAPHICA
	Floating Opera
	1997
	72:11
	label: Sistema Records (Japan) sistema@po.jah.or.jp
Tipographica: http://www.jah.or.jp/~sistema/tipo/index.html 

	Keith TIPPETT
	Dedicated To You, But You Weren’t Listening
	1971
	41:35
	Keith Tippett [p, Hohner el-p]; Elton Dean (см.) [a s, saxello]; Marc Charig [cornet]; Nick Evans [trb]; Gary Boyle [g]; Roy Babbington / Neville Whitehead [b]; Robert Wyatt / Phil Howard [d]; Tony Uta [congas, cow bell].

Keith Tippett: Born Bristol, 25 August 1947; piano, composer, arranger, educator. 

Keith Tippett left Bristol in 1967 and came to prominence in London in the late 1960s persuing a wide range of projects with his Sextet, with his 50-piece ensemble Centipede and in other combinations. 

From around this time, when he first saw them at Ronnie Scott's, Tippett has been inspired by and closely associated with the Blue Notes - Chris McGregor, Dudu Pukwana, Mongezi Feza, Johnny Dyani and Louis Moholo - after they had eventually settled in London following their South African exile. The cross-fertilization and overlap of musicians that occured in the 1970s in particular is well documented on the Ogun label, and shows Tippett playing with Louis Moholo, Elton Dean, Radu Malfatti, Nick Evans and Marc Charig, among others. This period also saw the existence of Ovary Lodge, the group that also included Julie Tippetts. The umbilical cord connecting Tippett to South Africa has continued through his involvement with the Dedication Orchestra, founded to keep alive the South African legacy after all the musicians but Louis Moholo had died, and which has released two recordings on Ogun: Spirits rejoice and Ixesha (Time). In the late 1960s and 1970 Tippett also moved easily between jazz and rock becoming moderately well-known even among rock audiences for his studio-based contributions to three early King Crimson LPs. 

Other irregular combinations have included work with, for example, Peter Brötzmann; a duo with Howard Riley that has produced three recordings; membership of Derek Bailey's Company; and duos with Stan Tracey, Andy Sheppard and Peter Fairclough. 

A steadily developing interest in music for film was presaged in 1978 when The Ark recorded Frames (Music for an imaginary film). In the 1980s Keith Tippett collaborated as soloist and improvisor with film-makers and dancers in TSW's experimental Body on three floors as well as composing for the Comic Strip's comedy feature Supergrass. In 1991 he was invited to compose for the controversial TV piece The Holy Family album, written and narrated by the late Angela Carter; the same year saw a collaboration with violinist/composer Alex Balanescu on music for Cowboys, a series of five cartoon films. As part of the 1995 Meltdown Festival at the South Bank he appeared at London's National Film Theatre, improvising as a soloist to four short silent films by the Polish director Starewicz. 

However, in spite of his extensive discography with groups of varying sizes, it is as a very individual solo pianist that Keith Tippett seems to be mainly recognised: one whose sound worlds lie outside most conventional means of production and whose use of plastic detritus, pebbles, toys, woodblocks and other objects moving round inside the instrument atop the piano's strings, have defined his approach for twenty years now. The term Mujician, aptly bestowed on her father by Inca Tippetts, was given to three FMP solo albums - though there have been several other solos for other labels since - but thereafter this was taken up as the name of a quartet comprising Tippett, Paul Dunmall on reeds, Paul Rogers and bass, and Tony Levin on drums; beginning with 1990's The journey this group has released several CDs on the US Cuneiform label. In 1996 Tippett and Mujician visited South Africa for a collaboration with the Zim Ngqawana's group Ingomaand; then in October 1997 there was a reciprocal tour of the UK organised by Contemporary Music Network. Keith Tippett has also recorded with his wife, Julie Tippetts - in duo, in trio with Willi Kellers, and in other groupings - prepared a large scale work for 21-piece band, Tapestry, for the 1997 Bath Festival, and a piece for string quartet and piano for the 1996 Bath Festival.

	(Keith TIPPETT)
	CENTIPEDE:

"Septober Energy"
	1971
	45:09 40:24
	avant-fusion

piano - Keith Tippett

vocalists – Juli Tippett, Maggie Nicholls, Zoot Money, Mike Patto

violins – 

cellos – 

trumpets – Mark Charig (cornet), Mick Collins, a.o.

tenors – Brian Smith, a.o.

baritones – John Williams, a.o.

trombones – Paul Rutherford, a.o.

drums – Robert Wyatt, John Marshall (and perc), a.o.

guitars – Brian Gooding

basses – Jeff Clyne, Dave Markee, a.o.

	Keith TIPPETT
	HOPPER / DEAN / TIPPETT / GALLIVAN: “Cruel But Fair”
	1976
	41:49
	Hugh Hopper (см. тж с: Pip Pyle) [b]; Elton Dean [a s, saxello]; Keith Tippett [p]; Joe Gallivan [d, perc, synth].



	Keith TIPPETT
	Keith & Julie TIPPETT:                        “Couple In Spirit”
	1988 
	37:31
	label: EG

Keith Tippett [p, voices, harpsichords, harmonium, bells]; Julie Tippett [voices, zither, shaker, bottles].

mixed by Robert Fripp

 Фортепьянный авангард K.T. + экзотические вокальные партии J.T.

  [...] The performers are anxious that ‘Couple In Spirit’ should be heard as a single entity, which is certainly how it works best to these ears. This is not to say that it is not full of startling contrasts of method and individual moments of beauty, but the attentive listener will sense relationships even where none is explicit. What really is hard to believe is that this sequence of pieces was wholly improvised — or ‘spontaneously composed’, in their more accurate phrase. Looked at as an interim report on one’s family’s progress, though, its naturalness and intuitive logic may seem less surprising. The product of a partnership almost two decades old, ‘Couple In Spirit’ symbolizes the quiet but persistent pursuit of musical truth: a notion which goes in and out of fashion, but which in this case is responsible for some of the most remarkable English music being produced today, irrespective of style and idiom. When they forged their link, in 1970, Julie Driscoll and Keith Tippett were fashionable figures. Julie had sung alongside Long John Baldry (см.) and Rod Stewart (см.). [...] The next thing we knew, she had thrown herself wholeheartedly into the world of jazz. [...] Collaborations with her fellow singer Maggie Nicols, with the American composer Carla Bley and, of course, with her husband have subsequently kept her in the eyes and ears of those who value the European branches of contemporary jazz. [...] At the time of their first meeting, Keith was enjoying acclaim as the youngest of a wave of talented British jazz player-composers: like Mike Westbrook (см.), John Surman (см.) and Graham Collier, he seemed to be up to something new and exciting practically every week. Born into a musical West Country family, Keith sang in chorus and played piano, church organ, cornet and tenor horn before receiving a scholarship to the Barry Jazz Summer School in 1967. There he formed his first sextet, with the memorable front line of cornetist Mark Charig, trombonist Nick Evans and saxophonist Elton Dean — later hijacked en bloc by the fashionable jazz-rock group Soft Machine (см.). ‘Septober Energy’, performed in 1970, rounded up an extraordinary ambitious selection of young musicians from jazz, rock and straight music: their album was produced by Robert Fripp, another long-term collaborator. [...] Celebrated though he is as a writer, organizer and leader, it may be as a player that Keith is expressing his truest originality. European jazz musicians of the last 20 years have been noted for their ability to expand the instrumental vocabulary: Albert Mangelsdorff, Evan Parker (cм.) and Derek Bailey are just three whose work — on trombone, saxophones and guitar, respectively — has led a technical evolution. Keith Tippett’s study of the piano and its inherent properties has led to discoveries no less striking and important. [...]

	Keith TIPPETT
	Keith TIPPETT &  Andy SHEPPARD:     Sixty Six Shades Of Lipstick
	1990 
	56:39
	label: EG

K.Tippett [p, bells, maraca]; A.S. [s&t s, african flutes].

Produced by Robert Fripp.

	Keith TIPPETT
	One For You, Dudu                            (The Dartington Concert)
	1992 
	47:49
	label: EG

K.Tippett [p].  

One for You, Dudu  — 47’49”

  Tippett’s currency, freshly minted every time he approaches the piano, is nothing if not spiritual. Tippett works an almost alchemical magic on the old periodic table of 88 notes. One hundred and fifty years ago, Leigh Hunt called the piano “a harp in a box” and that is roughly how Tippett treats it, which is to say, not roughly at all, but with a caressingly insistent attention to every one of its potential tonalities and overtones. The zither and koto effects he gets by laying pieces of wood across the strings are a long way from Cage’s systematisation of discord. Keith doesn’t ‘prepare’ his piano but he does in the deepest sense prepare his music and he does so in order that we do not and should not concern ourselves undulty with the how — the technique — of the music, only with the blessing of its presence. Thirty yers ago, in ‘The Great Pianists’, Harold Schonberg said of the great Polish musician and statesman Ignacy Paderewski that “while his competitops were counting his wrong notes, he was counting his dollars”.  Neither of those things have ever bothered Keith Tippett unduly. A player of instinctive power and grace, who certainly belongs in any contemporary roster of great pianists, Tippett has freed himself from the tyranny of right-or-wrong notes, and also the idea of the quicksand of absolute ‘freedom’. At the same time much more courageously, he then freed himself from any notion that music needs to be subordinate to commerce. Paderewski’s contemporary Ferrucio Busoni thought that everything was possible on the piano, “even when it seems impossible to you, or really is so”. Eight years later, he told his beloved Gerda, “I scarcely play with my hands any more”. Much of what Keith Tippett has coaxed from pianos over the past two decades seems impossible from the point of view of ‘technique’, but it all serves as a demonstration of Schumann’s advice to think in terms of music and not in terms of virtuosity. Over the years, Keith Tippett has gently insisted that we redirect our attention away from the technicalities of performance and ever deeper into the music itself. It is tempting to say that he has given up playing with his hands in order to play with his heart.

  In August 1990, Keith Tippett gave a remarkable performance in The Great Hall at Dartington, playing a brown-wood Steinway which originally belonged to Paderewski. The performance was dedicated to the great South African born saxophonist Dudu Pukwana, who died a matter of weeks before the concert and whose name Keith calls into the piano strings at the end of the long, continuous piece, half-invocation, half-blessing. ‘One For You, Dudu’ continues a sequence of solo piano improvisations that occupied Keith for much of the 1980’s and which has to be seen as a significant reprogramming of the language of piano. Though comparisons with the great American improviser Cecil Taylor are inevitable and will persist, they are curiously beside the point. Where Taylor’s music — and the comparison involves no value judgement — is expressionistic, full of attack, digital in the physical sense, Tippett’s is romantically detatched and quite mysterious in its transcendence of any recognisable technique.

	(Keith TIPPETT)
	Bladik
	1997
	61:10
	free impro

label: Cuneiform

rec. 1996, London

Elton Dean (см.) [saxes]; Paul Dunmall [saxes]; Roswell Rudd [trombone]; Keith Tippett [p]; Paul Rogers [bass]; Tony Levin [drums].

Composed by Dean/Dunmall/Lewis/Rogers/Rudd/Tippett

	Keith TIPPETT
	MUJICIAN #I & II
	1998
	68:51
	label: FMP (Free Music Production) (Germany)

Keith Tippett – piano solo

Recorded in Berlin 1981 (#1,2,3) and 1986 (#4,5)

On my wall ist a big blue poster featuring the photograph from the first Keith Tippett solo excursi​on for FMP, the original "Mujician" recorded in 1981. Mr. Tippett's two hands are poised over the bottom end of the keyboard in a way that enables me to imagine the ostinati even before my ears get to its great density. It's a good few years since I got the poster, given to me by the man him​self, even longer ago since I bought the record. Fortunately before we are all tipped into the new millennium, FMP have chosen to re-release the first two "Mujicians" on CD; my records need pop and hiss no more.

Keith Tippett ist the pianist with wings. There is no fear of flying, he is the one who is going to take you there; and there and just, just there. Keith Tippett is, to my mind, a member of a select group of musicians, one of the rare ones. His music is of such originality that it serves no purpose in men​tioning other pianists for comparison. Of course people do link Mr. Tippett's name to other pianists. Anyone who cares to study the FMP catalogue does not need to be a detective to make pertinent connections. Without taking one note away from his peers, or his mentors, Keith Tippett literally reaches into the piano in a way that is of his own making. It is an over used word, but in this case inescapedly true, this man is an originator. A better term was given to him by his daughter Inca -- "Mujician".

Although the music on these recordings is improvised straight out of the head and through the fin​gers, what we are listening to is orchestrated hairs breath composing. A glance back through Keith Tippett's background and career reveals a story of how one man becomes both musician and magician.

Keith Grahame Tippett was brought up in Southmead, a suburban community of red brick housing to the north of Bristol in the West of England. In the late 50's and 60's Southmead was not the obvious place for a musician who is going to turn the art of piano playing inside out. Music is where you find it. In brass bands with your brothers, in church music at St. Thomas Becket The Martyr, in be-bop and traditional jazz. 1967 became the pivotal year. Aged twenty and already a pianist with something to say, he was awarded a scholarship to the Barry Summer School Jazz Course in Wales. It changed everything. He met Elton Dean, Nick Evans and Marc Charig who were to play a crucial role in helping to shape Mr. Tippett's music.

Within three years the 50 piece orchestra Centipede had been formed and took to the road with the massive work "Septober Energy" (RCA). Other large ensemble pieces have followed over the years. In 1978 Keith Tippett's Ark, consisting of 22 members, structured as a series of doubles, pro​duced the exquisitely detailed "Frames" (Ogun). The 90's have seen his crucial involvement with the Dedication Orchestra, a vibrant swaggering piece of big band rumble honouring both the birth of a new South Africa and the demise of the majority of the key members of the legendary Blue Notes, exiled at the height of apartheid. In 1997 Keith Tippett formed Tapestry, another large orchestra, which to date has gone unrecorded. At the heart of Tapestry are Paul Dunmall, Paul Rogers and Tony Levin who, together with Keith Tippett, make up the classic quartet named after the solo recordings made for FMP in the 80's.

While all the large scale ensembles have produced music of incredible breadth, superficially at least they differ considerably from the concept of the solo pianist, represented by this CD. In fact, in my opinion the difference is marginal. The three "Mujicians" recorded for FMP represent on oeuvre that has begun to increase to the point where Keith Tippett's discography now includes solo recordings from Germany, England, Canada and Japan. It becomes clear that what is on offer is a one man orchestral vision. The piano in his hands is not a single instrument, instead it repre​sents a source box wired with velvet hammers. Tuned percussion to describe the possibilities of not just the now, but that long evolving look into eternity.

The re-releasing of the two original "Mujicians" is important. They document part of the start of Keith Tippett as the solo orchestra, or as he describes it elsewhere, "the unlonely raindancer". True dancers don't fall down. Anyone approaching Mujician I and II for the first time with know​ledge of the later work, will recognise the music for what it is, embryonic of what was to come, but nevertheless fully formed of the moment. Ideally the three, "Mujicians" should be heard as one thematic work.

Although the photograph from my big blue poster was taken in 1981. Keith Tippett has changed little to look at. Go hear him play tomorrow and you would recognise the man. You would reco​gnise the music too. In the end though all things alter, and here the changes are as subtle as the seasons. Keith Tippett as I said, is the pianist with wings. Fear of flying? No. I don't think so.

--- Steve Day

(Author of "Two full ears - listening to improvised music", Soundworld and a regular contributor to "Avant" Magazine).

	Keith TIPPETT
	MUJICIAN:

“The Journey”
	1992
	55:06
	free compositions

label: Cuneiform

Keith Tippett [p]; Paul Dunmall [Eb cl, s/t/bar saxes]; Paul Rogers [double b]; Tony Levin [d, perc].

	Keith TIPPETT
	MUJICIAN:

“Poem About The Hero”
	1994
	73:25
	label: Cuneiform

Tippett / Dunmall / Rogers / Levin

	Keith TIPPETT
	MUJICIAN:

“Birdman”
	1996
	76:03
	label: Cuneiform

Tippett / Dunmall / Rogers / Levin

	Keith TIPPETT
	MUJICIAN:

“Colours Fulfilled”
	1998
	67:35
	label: Cuneiform

Tippett / Dunmall / Rogers / Levin

	TO ROCOCO ROT. – см. в 'Acid'
	
	
	
	ambient/noise/acid

	TOLEDO
	Fishnets & Cigarettes
	1996
	58:58
	Вы убедитесь в полном соответствии этого безумного негра самым отвязанным вещам позднего Тома Вейтса. Можно тж. провести параллели со Screamin’ Jay Hawkins или с Cpt. Beefheart.

	TOMAHAWK –см. Mike PATTON
	
	
	
	

	Yasunao TONE
	Solo for Wounded CD
	1997
	48:40
	experimental-noise

label: Tzadik

This CD is a documentation of a studio version of Solo for Wounded CD, which I premiered at Roulette on May 5, 1995, as the sequel to and the tenth anniversary of Music for 2 CD Players, composed in 1985, and premiered on March 16, 1986, at Experimental Intermedia Foundation.

Recording, as a reproducing medium, is a technique of inscribing or stabilizing sounds generated by vibrations of air-which itself vanishes by nature-in magnetic tape or plastic, so that you can hear a performance at your convenience. It emancipated the reception of musical performance from temporal and spatial limitations such as concert halls. However, recording is not exactly an ideal medium for composers who write music such that a composition is just a process of the musical piece which will only be complete by performance and reception as an active intervention in music I have experimented to create pieces that are simultaneously multipliable and non-repetitive. For example; in Molecular Music (1982-5) oscillators controlled by films and photosensors attached on a screen make it possible to vary the sound every time the piece is performed. In Music for 2 CD Players (1985) the composer, as audience, alters the patterns of binary codes of CDs, and new sounds are heard from the same CDs.

I first got the idea for Music for 2 CD Players sometime in the Fall of 1984. While I was preparing my concert for the following year, I bought several books including a little Japanese book called, Science Seminar for the Familiar, in which I found a chapter on digital recording. Although I merely got a rudimentary idea about digital recording, I was intrigued by the author's remark in the end of the chapter. It reads: "Digital recording is a wonderful audio technique since it has almost no noise and produces sound very faithful to the original. However, when it misreads 1 with 0, it makes very strange sounds due to the binary code becoming a totally different numerical value. So, the digital system has an error-correcting program built in lest that happen." (my emphasis)

I wondered if it was possible to override the error-correcting system; if so, I could make totally new music out of a "ready-made" CD. I called my audiophile friend who owned a Swiss-made CD player and asked about it. It was a simpler method than I suspected. I bought a copy of Debussy's Preludes and brought it to my friend's place. We simply made many pinholes on a bit of Scotch tape and stuck it on the bottom of a CD. It worked. The Scotch tape not only changed the pitch, but also changed the timbre. I bought a CD player and started working on it, and after weeks of experimentation I made some more discoveries: namely, not only did the sound change, but so did the speed and the direction of the spinning disk. I found CDs quite often made a sort of stuttering sound that was peculiar to the Prepared CD (Of course the machines also stopped and emitted disks very often). When the machine stuttered and ceased to advance I tapped the disk tray slightly, then it started progressing again with stutters. To my pleasant surprise the Prepared CD seldom repeated the same sound when I played it back again, and it was very hard to control. In other words the machine's behavior was very unstable and totally unpredictable, therefore I thought it would  make a perfect performance situation.

Before my first live performance at Experimental Intermedia Foundation, I had already made an earlier presentation of this piece as tape music for choreographer Kay Nishikawa's dance piece, Techno-Eden. For a live performance I made a memo that briefly described characteristics of conspicuous sounds, indicating track number and time counter as a broad guide map which served as a score. During the performance the memo was almost unusable, so I had to rely on sheer chance. Playing Prepared CDs according to the score was like advancing in a maze where ambush was everywhere, and that made the performance situation all the more interesting.

While both Music for 2 CD Players and Solo for Wounded CD are basically the same pieces (based on the same method), the former uses many CDs and intentionally leaves traces of the original music-so, it ends up like music of Pop Art as well as sound collage-whereas, Solo  for Wounded CD uses my album Musica Iconologos (1993, Lovely Music LCD 3041) as the only source, and is consequently a far cry from the original. When preparing copies of Musica Iconologos, I found that the extremely complicated sound waves on my CD brought about even more drastic and frequent alterations than other prepared CDs. When prepared, Musica Iconologos is capable of being distorted so mercilessly that nobody could recognize the original sound. I decided the piece should have an independent life. So, I made a new title named after Alison Knowles' event music,  Wounded Furniture.

-- Yasunao Tone.   April, 1997

Recorded by ALEX NOYES, Mercer Street Sound 

Mastered by ALLAN TUCKER, Foothill Digital 

Produced by YASUNAO TONE 

Executive Producer  JOHN ZORN

Photo: P R E P A R E D  C D, D E B U S S Y  "P R E L U D E S" (1985) by Hiro Ihara 

The recording is intact except for a truncation of the last 25 minutes.

	TONE DOGS
	Ankety Low Day
	1994
	39:25
	label: C/Z

rec. 1990
Amy Denio (см.) - Bass, Guitar, Drums, Saxophone, Vocals, Drum Machine, Hi Hat

Hans Reichel (см.) – Dachsophan [daxophone?]

Fred Frith (см.) - Violin, E-Bow

Fred Chalenor - Bass, Guitar, Percussion, Violin, Keyboards, Vocals

Matt Cameron - Drums, Vocals

Drew Canulette - Engineer, Mixing


1 
  
No Cry 
-- Stern 
 

2 
  
Vexed at the Vogue 
-- Denio 
 


3 
  
Carry Me Down -- 
Denio 
 


4 
  
The Wandering Guru 
-- Chalenor 
 


5 
  
Secret Crush 
 -- Denio 
 


6 
  
Brave It 
 -- Denio 
 

7 
  
BS Jig/Hade Hade 
 -- Chalenor, Denio 
 


8 
  
Fifth Grade Brownie Wall 
 -- Chalenor, Denio, Parkins 
 


9 
  
Poly 
 -- Cameron, Chalenor, Denio

	TONE TALES FROM TOMORROW TOO
	
	
	71:56
	label: Vital (Ninja Tune Rec.)

Mixed by Coldcut

Чудной, навороченый trance / ambient, с колоритными, богатыми звуками. Ни год издания, ни год записи этот лейбл не указывает, но известно, что сам он существует всего пару лет.

	Winston TONG
	Like The Others
	1982
	66:08
	Winston TONG with: Steven Brown, Peter Principle, Blaine Reininger (см.), W. Van Der Linden, B.Gedulding.

(состав TUXEDOMOON (см.))

	David TOOP
	Screen Ceremonies
	1995
	59:39
	ambient/experimental 

label: The Wire Editions (London)  e-mail: the_wire@ukonline..co.uk 

David Toop – мультиинструменталист, участник проектов John Zorn’а и соответствующего круга музыкантов.

Composed, performed and produced by David Toop. David Toop plays: g, pedal steel g, lap steel, bass g,  el flute, keyb, perc prog, Mutator, bamboos seed pods, bells, shells, Chinese whistling pot, Chinese and Japanese pellet bells, Chinese, Thai and Indonesian vinyl.

1000 thanks for encouragement on this project to: Paul Schutze (см.), Russell Mills (см.), [a.o.].

...Buddhist monks chanting behind screens.

1. Ceremony Behind Screens 

2. The Darkened Room 

3. Dream Fluid

4. The Psychic 

5. Howler Monkey Shits and Roars 

6. Butoh-Porno

7. Reverse World 

8. Mica Screen 

9. I Hear Voices

David Toop: My Favorite Ethnic Recordings.

Let’s say I was naive, to give me the benefit of the doubt. In the early 70s, I saw ethnographic recordings as an undifferentiated mass of  exotic documents. I was barely able (and hardly cared) to distinguish between field recordings of remote rural musics, state radio recordings of ossified classical forms or folkloric reconstructions, commercial recordings of individual 'artists' and displaced concerts, or major label recordings of global pop music.
Now armed with greater powers to distinguish shades of meaning and market, my pleasure, my capacity to draw inspiration from so-called ethnographic recordings (and there will never be a more acceptable term because of the contradictions listed above), seems to have diminished. Knowledge can be a necessary disillusionment. Despite that, there are certain discs (and I do mean vinyl) that I can go back to, like a kind of alchemist's formula for eternal life, to renew something deep in myself. If I have to pick one, well I can't. [...]

Resonance, (UK)
Robert Reigle: What do you think of David Toop's Ocean of Sound? Steven Feld: I like David Toop's work. His take on exotica and primitive ethno-techno is less anxious than mine though, and he particularly seems easy on Eno. I made clear my feelings about Eno's ooga-booga Africa stuff in the pygmy pop piece I wrote in the 1996 Yearbook for Traditional Music. It's a piece on the history of everybody from Herbie Hancock to Madonna to Eno doing the pygmies. I'm concerned there with the conflation of avant-gardist space and Disney cartooning; a kind of history of sound caricatures ending with Deep Forest. (Steven Feld won the prestigious MacArthur Award and teaches in the Anthropology Department at New York University)

	David TOOP
	DANGER IN PARADISE (Steve  BERESFORD  &  David TOOP): "General Strike"
	1995
	47:58
	label: Piano (England)

Steve Beresford (см. в 'Jazz') [b, p, farfisa, tp, fl h, euphonium, perc, glockenspiel, v, toy piano, melodica, drumkit, k]; David Toop [g, prepared g, b, perc, fl, alto fl, v]; David Cunningham (см.) [producer, tape treatments]; guests: Lol Coxhill (см.) [t&s s]; Dawn Roberts [v]; Maartje Ten Hoorn [violin].

1. My Other Body 3.49 

2. The Fatal Glass 2.43 

3. Next Day 1.24 

4. Babycart to Hell 2.36 

5. Snowdrops 3.40 

6. The Barkless Dog 4.21 

7. Parts of my Body 3.04 

8. Interplanetary Music 3.40

9. Bamboo House of Dolls 3.25

10. Interplanetary Dub 3.00

11. We Travel the Spaceways 3.22

12. Friendless Animals 1.02

13. Sea Hunt 4.07

14. Guided Missiles 4.11

15. Danger in Paradise 3.10

	David  TORN  -- см. в ‘Jazz’ section
	
	
	
	

	TORTOISE
	Millions Now Living Will Never Die
	1996
	43:04
	neo-progressive – подобный проект см. тж.: TARWATER

label: Thrill Jockey Records (Chicago)

Rec. in Chicago, 1995. Written and performed by T with the exception of 'The Taut And Tame', written by Bundy K. Brown.

Tortoise: Dan Bitney, John Herndon, Douglas McCombs, John McEntire, David Pajo.

	TORTOISE
	TNT
	1998
	64:56
	label: Thrill Jockey Records (Chicago)

Recorded, edited and mixed by John McEntire. Additional programming by Dan Bitney and John Herndon. Performed by Tortoise with help from: Popahna Brandes [cello]; Caitlin Horsmon [bassoon]; Julie Liu [vln]; Rob Mazurek [cornet]; Sara P. Smith [trb].

	TORTOISE
	Standards
	2000
	67:21
	experimental/acid

label: Warp   www.warprecords.com 

#1-10: "Standards" (2000)

1. Seneca

2. Eros

3. Benway

4. Firefly

5. Six Pack

6. Eden 2

7. Monica

8. Blackjack

9. Eden 1

10. Speakeasy

#11-16: "In The Fishtank" (TORTOISE & The EX [см.]) (1999)

11. The Lawn Of The Limp

12. Pooh Song (Christopher Robin's Nightbear)

13. Central Heating*

14. Pleasure As Usual

15. Did You Comb?

16. Huge Hidden Spaces

* inspired by the song "Kachel" by Misha Mengelberg [см. в 'Jazz'].

TORTEX are: Dan Bitney, Douglas McCombs, John McEntire, John Herndon, Rob Mazurek, Jeff Parker, Andy Ex, Luc Ex, Katrin Ex, Terrie Ex, GW Sok. Engineered, mastered and edited by Zlaya. EP edition: Konkurrent Independent Music (Amsterdam) / Touch and Go Records (Chicago).

	Nikos TOULIATOS & Percussive Ensemble ECHODRASI
	Rhythmotropies
	2001
	59:27
	label: Ektopia (Athens, Greece)  ektopia@internet.gr 

touliatos@otenet.gr   http://www.touliatos.com 

Умная и колоритная импровизационная музыка; превосходно записана.

Echodrasi: Kiriaki Tsakiridou, Vasilis Giannakoglou, Nikitaw Hasoglou, Fotis Fotopoulos, Thanasis Armiriotis, Iasonas Anagnostopoulos, Nikos Touliatos.

GUESTS:
PERCUSSION: Fredy STUDER 2,l3; Themis Simvoulopoulos: 2,6,13; Stella Triantafillou: 2,6,13; Panagiotis Metalinos: 2,6,13; Mihalis Orfanidis: 6; Sotiris Karamesinis: 6; Viki Houzouri: 4,5,8,10,11,12; Kostas Boudouris: 6.
ALSO PARTICIPATING: Kostas Thomaidis - voice: 5,9; Pantelis Paschalidis - trumpet: 2,5; Mra Oma - trumpet: 2; Spiros Iliadis - zournas: 13; Thomas Drossos - klarinet, flute: 3,9,11,12; Andreas Simvoulopoulos - piano: 2; Stavros Emmanouil - e. bass: 2.

	TOUPIDEK  LIMONADE
	Il Y A Des Balles Dans La Banquise
	
	50:31
	label: Gazul Records (France)

Jean Coel [b, unaccurated guitar, k, singing in the snow]; Kwettap Ieuw [singing in the rain]; Denis Tagu [k, perc, singing in the sun].

Записано в Швейцарии и Франции.
Эти авангардисты так же забавны, как Паскаль Комелад, но более безумны. Они, пожалуй, одни из самых отвязаных французов. (У этих французов всегда находились одна-две команды, которые в каком-то направлении прогрессивной музыки выдавали на всю катушку. При этом – со своим французским мелодическим колоритом и эмоциональной живостью; так что слушается очень свежо.)

Подобная музыка – см. тж.: N.L.C.; DANGER IN  PARADISE; KLIMPEREI; The BAD EXAMPLES; PENGUIN CAFE ORCHESTRA; LÖDIG; MARIMBA PLUS; CURLEW; PASCALS; L'ENSEMBLE RAYE;

	Frank  TOVEY &  The PYROS
	Grand Union
	1991 
	51:39
	label: Stumm (Mute)

F.T. [v, ac g]; Paul Rodden [5-str el banjo, 5-str ac banjo, ac g]; John Cutliffe [5-str el b, ac g, strings]; guests: Charlie Llewellin [d, perc, harmonium]; Steve Smith [organ, p, harmonium]; Tracey Booth [bodhran]; Elliot Carnegie [jaws harp]; Tozie Lynch [bones].

Чем-то напоминает D. Bowie своего лучшего периода. Но даже лучше.

	TOWERING INFERNO
	Kadish
	1993
	74:54
	avant-garde

label: ReR Recommended Records

Composed and Performed by Richard Wolfson and Andy Saunders. 

Marta Sebestyen and Endre Szkarosi (Texts and Voices); Malcolm Miller and David Pearl (Cantor); Tim Roseman (Shofar); Anya Kubrick (Mezzo-Soprano); Steve Kellner, Gaspar Lawal, John Marshall and Chris Cutler (см.) (Druns and Percussion); Elton Dean (см.) (Alto Sax); Rick Koster (Solo Violins); Jocelyn Pook (Solo Viola), Glyn Perrin (Piano), Andrew Davies (Double Bass); Dinah Beamish (Cello).

All other Instruments by R. Wolfson and A.Sanders (Keyboards, Gtrs, Synth, Programming, Samples).

The Rose 04:01 
Prayer 02:57 

Dachau 02:42 

4by2 02:44 

EdvardKiraly 03:25 

Memory 04:32 

Not me 04:02 

Reverse Field 02:30 

Occupation 04:29 

Sto Mondo Rotondo 02:29 

Organ Loop 03:20 

Toll I 00:55 

Toll II 03:38 

The Ruin 02:00 

Juden 00:51 

Pogrom 04:10 

Partisans 06:03 

Modern Times 06:14 

The Rose 2 03:33 

The Bell 05:00

Kadish 03:11

The Weaver 01:06

	TRANCE  TO  THE  SUN
	Ghost Forest
	1994
	57:09
	ambient-industrial-gothic, роскошный, с превосходным по исполнению и по эффектам женским вокалом, --отвязанным, с массой красивых атональных ходов. Богатый во всех отношениях проект.

label: Tess (USA)

 Ashkelon Sain & Alexandra Wakefield

  ... Their extensive, at times bizzare, songs cover tremendous ground while retaining a unique, ambient, sublime middle-eastrern flavour. With Gothic roots, TRANCE  TO THE SUN crosses many boundaries and is in ‘No Way Genre’ specific. Rich and dark melodies combine with enchanting vocals, yielding a timelessness and solidity.

	TRANCE  TO  THE  SUN
	Bloom Flowers, Bloom!
	1995
	58:04
	label: Tess (USA)

Zoe Alexandra Wakefield [v]; Ashkelon Sain [instruments]; Mark Linder [add. instr.]; Bella The Cat [add. voc.]. 

	TRANCE  TO  THE  SUN
	Venomous Eve
	
	72:26
	label: Ambulancia (USA)

Третий диск группы. Превосходное продолжение.

Zoe Alexandra Wakefield [v]; Lucian S. Donato [morpheus]; Ashkelon Sain [el b, el g, el devices]; + Anna Schott [violin (introducing)].    

	TRANSGLOBAL  UNDERGROUND – см. в секции ‘Acid’ 
	
	
	
	

	TRAP
	Insurrection
	2001
	46:48
	avant-rock / avant-garde (сильно avant-. Практически без вокала. Местами могут возникать ассоциации с группой GONG, но этот проект на порядок понавороченей будет. И веселей...).

label: NXU Music (California, USA)

Trap website: http://members.aol.com/trapsz
Chris Smith [wires, picks, bows]; Warren Dale [hammers, winds]; Gary Parra [skins, sticks, hands]; 

guest insurrectionists: Enrique Jardines (Absolute Zero), Craig Polson (Puppet Show), Jere Darling (Blue Heat), Mike Sary (French TV), Pamela Thompson, Katanya, Steven Dale.

instruments: gretch traps, percussion, piano, toy piano, fortified piano, piano interior, flute, bass clarinet, prepared music box, celeste, fiddle, zeta violin, viola, cello, acoustic / electric & stunt guitars, b-bender guitar, khan koto guitar, guitar synth, bass, saxes, tuba, keys, accordion, mouth harp, harmonica, melodica, timpani, mandolin, bowed & banged banjo, slide whistle, wash tin, spoons, jug, Yamaha traps, WFL traps, zhagarheet, zils, euphonium, thunder sheets, chains, Javanese rebab, ocarina, clarinets, wood flutes, shakuhachi, recorders, conch shell, marimba, vibes, bass au contraire', chimes, e-bow, trumpet, turntable, vocals & choirs.

Insurrection is creating chaos at will.

Insurrection is liberation – question.

Insurrection is change – knowledge.

Insurrection is urgent – essential for live.

	TRIAL OF THE BOW
	Rite Of Passage
	1997
	46:07
	ambient folk. Мощный современный авангардно-фольклорно-ноизовый проект.
label: Release Relapse Records

Renato Gallina [voice, darabukha, frame drum, tamboura, saz, bendir, bells and singing bowl, hand percussion]; Matthew Skarajew [ac g, oud, saz, e-bow, dulcimer, taguir, bass, hand percussion, backs]; guests: Phill Carrol [ghaita, shenai (3,6), bansuri (2,7), fl (4)]; Paul Widdicombe [tabla (1)]; Tony Mazziotta [double bass (10)]; Mark Van Nooten [cello (1,3)]; Kate Neal [recorder (8)]; Biddy Connor [viola (8)].  

	TRICKY – см. в секции ‘Acid’
	
	
	
	

	TRIO TRABANT A ROMA - см.: Lindsay COOPER
	
	
	
	

	TRITON
	vol. 1
	
	61:56
	noise

1. Image Transmission – Enter Filth

2. Celluloid Mata – Tri-Fin Theatre

3. Imminent Starvation – Nothuman II

4. Lescure 13 – Scanning

5. Shinjuku Filth – The Sate

7. Absurd Adventures -- Genesis

8. Dynastie – Hopeless

9. Legendary Pink Dots – Steppe

10. Low of the Dawn – Die Stille – Ein Gesehlossener Raum

11. Romowe Rikoito – Black Clouds

12. Leutha – I Can Look At Grief

13. Swartalf – Leviathan Rising

14. Vond – Satan At My Back

	Dave  TRONZO – см. в ‘Jazz’
	
	
	
	

	TROUM
	Ryna
	1998
	60:34
	noise-ambient
label: Myotis Records

1. Ennoia

2. Riqis

3. Tochar

4. Thalamus

5. Thumus

6. Ghuto-m

7. Agis

8. Riurja

	TSIKAMOÏ
	Tsikamoï
	
	62:51
	avant-project – французский проект с богатым составом инструментов, + noise, + женский вокал; одни композиции сильно experimental, другие полегче, но всё сделано очень качественно и интересно. Только весёлым фрацузам свойственно создавать в таких серьёзных направлениях музыки такие забавные проекты.

label: Les Diques Lunatic (France)

www.tsikamoi.net
Natacha – glotte electrique, bouche mutante, cracheuse, nez micro, mots saignants.

Jean Carl Feldis – l'homme orchestre compose, jus de boxe boyaux de cordes saturees et moulin a bosse basse, baguettes chinoises, essui glace.

Nicolas Gorge – boum crr z'k tact'ac p'ka p'ka toucouum frrr zzz tchatch'a plok plok bababat' ch'm'ba baba crrouk vzuit fffff ktaxxx vloum. [надо полагать – барабанщик]

Mr. Whimsical – bazooka, helice a corne, honolulu winter, le whoreson, theiere a larsenes, l'arrangeur mecanique, mix.

	TURNTABLE SOLOS
	
	1999
	68:25
	label: Amoebic (Japan) e-mail: sonfa@tky2.3web.ne.jp  

homepage: http://www2.gol.com/users/miyuki 

Produced by Otomo Yoshihide
Masterd by Nagata Kazunao at Transonic Studio/Tokyo, February, 1999 Design by Himitsu Hakase (Himitsu Kenkyujo)

1. Christian Marclay (см.) /   Don't   Stop   Now     2:15

Recorded  at Harmonic Ranch in NY, 1998. Engineered by Quentin  Chiappetta

2. Crawling with Tarts / Trecher Track     4:12

Performed by  Suzanne Dycus - Gendreau and Michael Gendreau, 1994

3. Erik M / No Accident     3 :53

Recorded  and Mixed by Erik M, August 1995

4. Extasis / Neurosis       5:29

Recorded by Timmy Lok (Extasis) in Hong Kong,  1992. Mixed and Edited by Tsunoda Tsuguto 1997

5. Frank Schulte / das geht doch nicht   3:59 

Recorded on August 1995

6. George Budd / Political  Science    4:05 

Recorded on a Panasonic 3500

7. L?K?O /  Slow Breathin    3: 59 

Recorded   in Tokyo 1999

8. Martin Tetreault / Kind of F.J.F 4:08 

Recorded by Marc Tremblax. Edited and Mixed by Tremblax and Tetreault, Montreal August 1995

9. Massimo Simonini / SCI ........ Several "movements"   1:38

Recorded in Bologna 1995

10. Massimo Simonini / Mama, Brucia   0:58

same as track 9

11. Merzbow (см.) / Batztoutai - the night ngale's song - Short version - 8:59

Composed and Performed by Masami Akita. Recorded at ZSF Product studio in Tokyo 1985

Originally released as "Batztoutai  with Memorial Gadgets" 2LPs,1986 RRR USA Re-released as "Batztoutai with Material Gadgets" 2CDS/ 1993  RRR USA Re- mastered from original tapes on 1993 Re-edit from CD version by Otomo Yoshihide at  A-102 Studio in Tokyo 1999

12. Mood Man / ZZZ...    2:47 

Recorded in Tokyo 1998

13. Otomo Yoshihide (см.) / Turntable with Guitar Amp  5:39

Live Recorded by Kose Naoaki at Earth Studio  in  Tokyo 1998. Mixed by Otomo Yoshihide at  A-102 Studio in Tokyo 1998

14. PNF / Nothing ????    2 :12

Recorded at Sound Factory Studio 1995. Composed and Performed by Dickson Dee (Li Chin Sung)

15. PNF / Teresa Teng    1:15 

same as track 14

16. Rik Rue / Music for non Thinkers     3:46 

Recorded  in Australia 1992

17. Takeshi Fumimoto /  (c)     4:53

Recorded with 3 Turntables and Media Directry in Hard disc at Sperrmuecc Studios Vienna 1998

18. Tsunoda Tsuguto / Air Pocket      2:46

Recorded and Mixed at Tsunoda's room,  Tokyo 1997

	TURTLE  ISLAND    String Quartet – см. в 'Jazz'
	
	
	
	

	TUXEDOMOON                      
	“Desire” /               “No Tears”
	1976-81
	68:08
	см.тж. сольные проекты: Steven BROWN; 

Steven BROWN / Blaine L. REININGER - см. тж. c: SNAKEFINGER;
Blaine L. RAININGER, Peter PRINCIPLE и Drem BRUINSMA – см. тж. с MINIMAL COMPACT;

Blaine L. REININGER - см. тж. с: UVOII; MINIMAL COMPACT; SNAKEFINGER;

подобная музыка – см.: OPERATING  STRATEGIES; MINIMAL COMPACT; BLAST; 
label: Cramboy (Belgium)

Desire:  Steven Brown [horns, v, k]; Peter Principle [b, g, perc]; Winston Tong [v]; Blaine L. Reininger [strings, g, k, v].

No Tears:  Steven Brown [v, k]; Winston Tong [v]; Blaine L.Reininger [vln, g,]; Paul Zahl [modified drums]; Mikel Belfer [g, e-bow].

Группа Tuxedomoon появилась на свет в Сан-Франциско еще в 1977 году. Тогда очень немногим приходило в голову заниматься экспериментальной электронной музыкой. Tuxedomoon были в числе первых и лучших. Блейн Рейнингер, Питер Принсипл и Стивен Браун участвовали в многочисленных авангардных перформансах и спектаклях в Европе, а в 80-е обосновались в Бельгии. Точно определить их стиль непросто, поскольку они сами никогда не стремились к определенности. В 90-е, когда наступил расцвет музыкальной электроники, Tuxedomoon, наоборот, ушли в тень. За десять лет они выпустили только один альбом и организовали лишь пару концертов.

	TUXEDOMOON
	“Suite Er Sous-Sol” / “Time To Loose” / “Short Stories”
	1982
	53:33
	label: Cramboy

Steven Brown [s&a s, p, moog, hammond, clavinet, v]; Peter Principle [b, g, p, perc]; Winston Tong [v]; Blaine L.Reininger [vln, k, b, clavinet, v]; + Miri Mohammed [derbooka]; Khessassi Mohammed [oud]; Slugfinger Lipton [fake dobro].

	(TUXEDOMOON)
	Winston TONG: “Like The Others”
	1982
	66:08
	Winston TONG with: Steven Brown, Peter Principle, Blaine Reininger, W. Van Der Linden, B.Gedulding

	TUXEDOMOON
	“Half Mute” /    “Scream With A View”
	1985
	58:25
	label: Cramboy

Steven Brown [saxes, v, synth]; Peter Principle [b, p, synth]; Blaine L.Reininger [vln, k, b, v]; + Michael Belfer [g, synth].

	TUXEDOMOON
	Holy Wars
	1985
	50:22
	label: Cramboy

Steven Brown [a&s s, organ, p, v, d’apres, emulator]; Peter Principle [b, drum, g]; Luc van Lieshout [trumpets, harmonica, recorder, melodica]; Alain Lefebvre [congas, perc]; Wiston Tong [v, flexatone].

	TUXEDOMOON
	Ship Of Fools
	1986
	28:07
	label: Cramboy

Steven Brown [v, saxes, k]; Peter Principle [b, g]; Luc van Lieshout [trumpets, k]; Ivan Georgiev [b, k].

	TUXEDOMOON
	You
	1987
	44:51
	label: Cramboy

Steven Brown [v, saxes, p]; Peter Principle [b, e-bow b, g, perc, zither]; Luc van Lieshout [trumpets, bass harmonica, synth, perc].

	TUXEDOMOON
	Ten Years In One Night
	
	44:46 47:45
	label: Cramboy

Live 1985 – 88 [2 CD]

Performed by Steven Brown, Peter Principle, Blaine L.Reininger, Luc van Lieshout, Ivan Georgiev, Drem Bruinsma, Dirk Bruinsma, Nikolas Klau, James Desaules.

	TUXEDOMOON
	Divine
	1990
	40:05
	label: Cramboy
BLAINE REININGER [violin, viola, v, k]; STEVEN BROWN [saxes, cl, k, v]; PETER PRINCIPLE [g, b, perc, k, v]; WINSTON TONG [v, p]; BRUCE GEDULDIG [v, d]; MAURICE BEJART [choreography].

	(TUXEDOMOON)
	Drem BRUINSMA: “Six Reels Of Joy”
	1991
	61:15
	Drem BRUINSMA – см. тж. с: Steven BROWN;

label: Materiali Sonori (Italy)

(состав TUXEDOMOON) Steven Brown (см.) [cl, s&a s, v]; Drem Bruinsma [k, afr. perc]; Dirk Bruinsma [s s, metal perc]; Ivan Georgiev [p, b]; Nikolas Klau [progr]; Peter Principle [g]; Blaine L. Reininger [vln, v]; Luc Van Lieshout [tp, pocket tp]; James Desaules [d progr].
All material written, recorded and produced by Drem Bruinsma.

heard melodies are sweet

but those unheard are sweeter

	TUXEDOMOON
	The Ghost Sonata

(An Opera Without Words)
	1991
	43:11
	label: Crammed Discs, 1997



	TUXEDOMOON
	Live in St.Petersburg

[2 CD]
	2002
	54:30 34:03
	label: Neo Acustica neo@neoacustica.spb.ru
Limited edition: 5000

live in State Music Theatre, 2000

www.tuxedomoon.com , Blaine's site: www.mundoblaineo.com
Steven Brown [v, p, k, sax]; Blaine L. Reininger [v, vln, g, k, craziness]; Peter Principle [b, g, loops, progr].

Это первый полноценный концертный альбом группы, в отличие от единственного, вышедшего ранее концертного альбома , который, на самом деле, является компиляцией записей, сделанных с концертов разных лет.

"В ноябре 2000 года, абсолютно невероятным образом, Стивен Браун, Питер Принципл и я встретились, чтобы вновь играть как группа Tuxedomoon. И что еще поразительнее, играть нам предстояло в Санкт-Петербурге, впервые отправившись в Россию. Похоже, судьба и в самом деле благоволит к чудакам. Созданная нами группа - наше «средство передвижения» - немало покатало нас, то всех вместе, то поодиночке, по разным уголкам земного шара, далеким и непохожим друг на друга. Довольно удивительно, что так давно появившись, оно и теперь продолжает свое движение.
Поскольку мы относимся к поколению американцев, выросшему в годы «холодной войны», нам было предельно любопытно собственными глазами увидеть, что же из себя представляют русские. Наши собственные знания о русских не исчислялись даже крупицами, если не считать того, что нам говорило американское правительство. А оно, как и русское правительство, ни в те годы, ни сейчас, не отличается правдивостью.

Мы были искренне изумлены тому, что в России вообще о нас знают. Когда мы сидели за кулисами, ставя автографы на коллекциях наших записей, оказавшихся более полными, чем наши собственные, мы могли лишь недоверчиво и удовлетворенно качать головами. Нас не особо волновало то обстоятельство, что некоторые из компакт-дисков были бутлегами. По крайней мере, люди нас слушали и по достоинству оценивали услышанное. Усилия, каких требуют поиски наших скромных, по общему мнению, плодов творчества в любой другой стране, не говоря уже о России, наполнили нас изумлением и восхищением от преданности наших русских слушателей. Мы посчитали за честь играть для такой благодарной аудитории.
Один из моих знакомых музыкантов как-то сказал: «Рок-н-ролл - лучший туристический агент в мире». Иными словами, у тебя есть привилегия путешествовать по свету и видеть места, в которые попадаешь, глазами коренных жителей, что редко выпадает на долю туристов. Но обычно удается выкроить очень мало времени, чтобы по-настоящему почувствовать жизнь в том или ином месте. Мои воспоминания о Санкт-Петербурге похожи на серию моментальных снимков... Помню звук реки, исходящий от превращающихся в крошево льдин... Помню громадные огни светофоров; они больше, чем в Европе или Америке... Повсюду в центре русские шапки на продажу от угрюмых личностей... Радость от того, что ем борщ в той стране, где он появился... С удовольствием научился курить «папиросы», эти русские сигареты, которые прежде видел в фильмах про шпионов (Оказывается, чтобы соорудить подобие фильтра, нужно дважды согнуть мундштук!)... К моему удивлению так много русских женщин оказались восхитительными блондинками... Помню голос нашего гида, когда мы совершали небольшую экскурсию по городу и, как и подобает туристам, глазели по сторонам на ошеломляющую красоту столицы Великого Петра... Кроме всего этого, помню холод. «Вам повезло, что вы здесь, пока у нас еще тепло», - шутил один из наших русских друзей. «Ха-ха-ха», - отвечали мы, потуже завязывая наши шарфы.
Итак, друзья мои, перед вами документ о событии, представленный post factum для услаждения ваших ушей. Наше краткое пребывание в России лишний раз подтверждает, что жизненное повествование никогда не кончается.  За поворотом всегда ожидает какой-нибудь сюрприз."
Блэйн Л. Рейнингер, Милан,  Октябрь 2001

	TWINEMEN
	Twinemen
	2003
	51:13
	Музыканты из MORPHINE (см.)

label: Cooking Vinyl

www.twinemen.com
Twinemen are: Dana Colley [saxes, v, g, p, prog, penny whistle]; Billy Conway [d, perc, v, g, b]; Laurie Sargent [v, g]; + guests: Evan Harriman [k]; Russ Gershon [t s, organ]; Jeff Berlin [spinner]; a.o. 

	2012
	Live in Helsinki
	2000
	67:14
	ambient/noise/industrial
contact: group2012@mail.ru 

1. fm 1

2. titanic

3. look

4. psilocybine

5. hu-nju-hu-nju

6. incantation

7. pulse

8. sva

	TWO  GREENS  MAKE  A  BLUES
	Two Greens Make A Blues
	1986
	54:28
	punk-blues

The Raven [v, g, kalimba, sax] [This man who shall remain anonymous but is better known as Laurie G, still needs to play music, in between stints as a senior lecturer at the Royal College of Art. A meeting with Don Van Vliet (Captain Beefheart) awoke him from his musical slumbers, resulting in this disc. The Raven knows how to read and write, but is saving Hegel for his (unlikely) retirement.]; Gary Peters [g] [A truly post-modern player. From the blues to Schoenberg and Lol Coxhill, Gary is a musical ironist and master of many styles.]; Peter Green [g, b] [When B. B. King was asked who he most admired among British guitar players, he replied ‘Peter Green!’ Peter is a long way from John Mayall, Fleetwood Mac, etc today; his appearances are rare, but the style and inspiration is still there.]; Mick Green [g] [His classic rock and roll guitar sounds as fresh today as it ever did with Johnny Kidd and the Pirates and many other 60’s bands. Pure blood-pumping innocence. Radiation sickness can be cured. Mick would like to add that 100% mortgages (non-status) can easily be arranged.]; Gypie Mayo [g, b] [Best known for his work with Joe Brown and later Dr. Feelgood. Aggressively clear cut rock guitar]; Lawrence Garman [harmonica].

Taking blues into a new dimension, The Enemy Within represents NOW, in the same vein that Jimi Hendrix explored new galaxies that blues could reach during the sixties. This is modern music mixing traditional formats, musicians and machines, but still retaining all the rawness and feel of the blues idiom. The material is best described as a unique hybrid of Captain Beefheart (who incidentally, instigated this recording!), Howlin’ Wolf and Ry Cooder, yet at the same time sounding tangential to them all —  a living example of true blue new wave blues. One listen and you will agree!

	TWO LONE SWORDSMEN
	Tiny Reminders
	2000
	73:23
	alternative-trance
label: Warp    www.warprecords.com 

written, recorded and mixed  by TLS: Weatherall & Tenniswood at the Rotters Golf Club (UK) www.rottersgolfclub.co.uk 

1. TINY REMINDER #1

2. MACHINE MAID

3. NEUFLEX

4. COTTON STAINS

5. DEATH TO ALL CULTURE SNITCHES

6. VERY FUTURISTIC

7. TINY REMINDER #2

8. BROOTLE

9. YOU ARE… 

10. AKWALEK

11. ROTTING HILL CARNIVAL 

12. SECTION

13. TINY REMINDER #3

14. CTM

15. THE BUNKER

16. SOLO STRIKE

17 FOREVERVERB

18. IT'S NOT THE WORST I VE LOOKED… JUST THE MOST I'VE EVER CARED 

19. CONSTANT REMINDER

	TYPE  O  NEGATIVE
	Bloody Kisses
	1993
	67:32
	label: Roadrunner Records

This entire opus is respectfully dedicated to all those who have loved unconditionally only to have their hearts unanaesthetically ripped out: base not your joy upon the deeds of others, for what is given can be taken away. No hope = no fear.

— Peter.

Как если бы David Bowie сделал диск в духе Swans.

	La cle de l'Horizon - musique pour Tristan TZARA
	
	1998
	71:37
	avantgarde (dada)

label: L'Association Culturelle Literaire (Romania)

Roman Vlad - Piccolo lambiccamento pianisto sul nome di Tristan Tzara

Viorel Muntaenu - Invocazioni per clarinetto solo

Doru Popovici - In memoriam Tristan Tzara Op. 131

Mihail Virtosu - Tristantzaresque

Tiffen Le Martelot - La chanson d'un dadaiste

Romeo Cosma - Improvisations dadaistes pour Tristan Tzara

Dan Dediu - Variations syntaxiques et stylistiques pour soprano et piano. Poemes de Tristan Tzara

Sabin Pautza - mood swings / virees d'humeur

Adrian Pop - Sept fragments de Tristan Tzara

Felicia Donceanu - Decalcomanies d'apres Tristan Tzara. Theatre instrumental a joeur a... quatre
Tristan Tzara (литератор) – главный дадаист Парижа. Ему и посвящена эта серия произведений.

	UAKTI
	I Ching
	1993 
	53:31
	percussion & woodwinds.

label: Point

Prod. by Philip GLASS, Kurt MUNKACSI and Rory JOHNSTON.

	UAKTI
	Trilobyte
	1996 
	58:37
	label: Point

Prod. by Philip GLASS, Kurt MUNKACSI, Rory JOHNSTON, Michael RIESMAN.

instruments: marimba D'Angelim, concert grand marimba, glass marimba, grand pan, inclined pan, piccolo flute, alto flute, bass flute, C flute, buzz C flute, roda (wheel), trilobyte, peixe (fish), wood bells, dumbec, tablas, big tambour, small tambour, water jug, bass drum, cash box.

	Ui
	Sidelong
	1995
	48:06
	Ui – см. тж.: Laswell “Oscillations: Remixes”

jazz-funk / punk 

Southern Records (Chicago, IL, USA)

Ui: Wilbo Wright, Sasha Frere-Jones, Clem Waldmann. 

	The ULULATING MUMMIES
	We Are Not Dead
	1999
	60:27
	весёлая, хулиганская (очень) альтернатива – приджазованное ретро и фолк, как если бы весёлость Tiger Lillies сочеталась с богатым музыкантским уровнем Waits'а (только ещё более наворочено по музыке).

label: Planetary Records (Richmond, VA USA) info@planetaryrecords.com
mummies@richmond.infi.net
Danny Finney [a/t s, v]; Barry Bless [accordion]; Pippin Barnett [d, perc]; George M. Lowe [bass cl, g]; Dave Yohe [ac/el b]; Robbie Kinter [perc, k].

	The ULULATING MUMMIES
	Sacred Snack
	
	70:01
	label: ReR

http://www.cybozone.com/fg/mummies.html 

"We had to make noise...

We had to ululate."

http://www.infi.net/~mummies 

Rebby Sharp - Guitar, Piano, Guitar (Electric), Vocals, Translation

Pippin Barnett - Percussion, Mixing, Trap Kit

Coby Batty - Bass, Flute, Percussion, Cornet, Horn (Alto), Vocals

Steve Fishman - Guitar, Mandolin, Vocals

John Morand - Engineer

Danny Finney - Saxophone, Vocals

Stephen Williams - Guitar, Vocals, Mixing

Dave Yohe - Bass

Ululating Mummies - Producer, Mixing

Barry Bless - Percussion, Accordion

Robbie Kinter - Percussion, Vocals

The Mummies began in a kitchen. . . . A world where kitchens are the seats of power and culture in the "Earth House Hold" (Gary Snyder). Kitchens filled with talking, eating and drinking, the counsel of friends, the noise of children, refrigerator art, shrines, political conspirings and wild imaginings. Above Wall Street. . . the kitchen table ascends.

And on the table a bowl, the supreme tool, a vessel where stuff is mixed and frothed. . . . The kitchen itself a vessel enshrining many vessels. As Sun Ra taught us, "space is the place." So we learned from the bowl and the kitchen and Sun Ra and created a band that made space for the music to come up through.. . . ."

1.Babylonian Ditch (Ululating Mummies) - 1:29

2.Hobo Jump/Ancient Bicycles (Batty/Bless/Hunter/Ululating Mummies) - 5:17

3.Old Bowls of Snack (Bless/Fleming) - 4:30

4.Untamed Newts (Finney) - 3:55

5.Dancing Ghost of a Cartoon Snake (Bless/Dickinson) - 3:38

6.Fields of Ice (Icelandic/Kinter/Pallant/Traditional Batty) - 4:42

7.March of the Mummies (Bless/Finney) - 3:28

8.The Mummy Comes (Batty/Ululating Mummies) - 2:55

9.We Cannot Be Hurt (Balkan/Traditional Batty) - 3:34

10.Robert O'Marley's Ghost (Bless/Ululating Mummies) - 3:26

11.Oh Rose a Money Monkey (Friends/llinga/Misomba) - 2:22

12.Sub-Atomic Circus (Batty/Ululating Mummies) - 1:57

13.Monkey Butt (Finney/Ululating Mummies) - 3:23

14.Cake & Ice Cream (Bless) - 3:35

15.Sufi Street Music (Traditional Batty) - 5:32

16.Dance of the Butchers (Traditional Batty) - 2:31

17.Dance of the Squirrels (Bless) - 1:57

18.Nibo (Finney/Lamothe) - 3:40

19.Holy Ghost Polka (Bless/Fishman/Ululating Mummies) - 4:48

20.Adios (Bless) - 3:11

	Kazutoki UMEZU – см. в ‘Jazz’ sect.
	
	
	
	

	UNDER  COVER  COLLECTION  BAND 
	Under Cover Collection Band
	1995
	76:56
	impro

label: Knitting Factory

Tom Cora (см.) [cello]; Thomas Chapin (см.) [reeds]; Max Nagl [reeds]; Burkhard Stangl [g]; Samm Bennett (см.) [perc].

An improvisational masterpiece based on the exploration of silence! This groundbreaking CD was recorded in pastoral Stainach, Austria.

UNDER COVER as mimesis: improvisation and composition as a musical game with communication, strategies of concealment, counterchecks and imitation, an identity game.

UNDER COVER strategies as artistic guerilla tactics are not simply intentionally imparted expression, but also serve the purpose of such in the association of nothing and approach. John Cage's compositional discovery of silence does not only contain aspects of innocence. Since 4' 33'' was formulated silence has also been conquered, mapped, domesticated. And logically, indeterminacy, like looseness, has since then been worthy of infiltration, an object of subtile subversion. Therefore, for a good UNDER COVER agent, there is no sound without a history. Creative Music, New Music can be understood and appreciated not only as a self-created style and social history. As a permanent UNDER COVER job, Art is unfaithfulness, a game of concealment, counterchecks, and imitation -- an identity game.

	UNION OF COMMERCIAL AVANT-GARDE - см.: СОЮЗ КОММЕРЧЕСКОГО АВАНГАРДА (СКА); 
	
	
	
	

	UNIT
	The Narcoleptic Symphony
	1999
	58:37
	ambient/experimental
label: Caipirinha Music (New York)  www.caipirinha.com (distributed by Sire)

 “Revealing songs textured with raw, dense power... brilliant, if not blinding.” – XLR8R Magazine

	UNIVERIA ZEKT
	The Unnamables
	1971
	33:50
	label: Musea

Christian Vander, Klaus Blasquiz, Francois Cahen, Francis Mose, Teddy Lasry, Jeff Seffer, Tito Puentes, + Claude Engel.

Этих исполнителей см. тж. в: MAGMA

	UNIVERS  ZERO
	1313
	1977
	38:06
	Участников проекта UNIVERS  ZERO см. тж. с: PRESENT; Daniel DENIS

label: Cuneiform (USA), European  distribution: ReR (London), edition 1989.

http://cuneiformrecords.com/bandshtml/univers.html 

Visit UNIVERS ZERO’s official website.

Daniel Denis [perc]; Michel Berckmans [bassoon]; Marcel Dufrane [violin]; Christian Genet [b]; Patrick Hanappier [vln, viola, pocket cello]; Roger Trigaux [g, p, organ, harmonium]; Emmanuel Nicaise [harmonium, spinet].

"...a must for lovers of adventurous music". -- Keyboard. 

"A remarkably subtle weaving of rock, classical, and avant garde tactics..." -- Alternative Press. 

"If Stravinsky had a rock band, it would sound like this. Blazing, white hot, medieval" -- Advocate Newspapers.

Univers Zero play fascinating, modern, chamber music-influenced rock. Simultaneously gothic and futuristic, they are somewhat like the very best of Magma or Crimson, but infinitely darker, with a touch of Eastern European folk melodies added. 

“1313” is a unique disc of dark, mostly acoustic chamber rock. “Heresie” is absolutely one of the darkest lps ever made. “Ceux De Duhors” and “Uzed” are more overtly electric, and use reeds, strings, keyboards, bass, and drums. “Heatwave” showcases a more high-tech sound, while leaving their distinctive edge intact and sharper than ever.

Умный энергичный арт-рок. Преимущественно без вокала. В чём-то можно сравнить с  Art Zoyd. 

	UNIVERS  ZERO
	Heresie
	1979
	51:44
	label: Cuneiform, 1991

Daniel Denis [d, perc]; Michel Berckmans [oboe, bassoon]; Patrick Hanappier [vln, viola]; Guy Segers [b, v]; Roger Trigaux [g, p, organ, harmonium].

	UNIVERS  ZERO
	Ceux du Dehors
	1981
	50:12
	label: Cuneiform, 1992

Daniel Denis [d, perc, harmonium, v]; Michel Berckmans [oboe, bassoon, English horn]; Patrick Hanappier [violin, viola]; Guy Segers [b, cl, v]; Andy Kirk [harmonium, organ, p, mellotron]; Jean Debefve [hurdy-gurdy]; Thierry Zaboitzeff (см. ART ZOYD) [cello]; + Ilona Chale [v (#4)].

	UNIVERS  ZERO
	Uzed
	1984
	43:07
	label: Cuneiform, 1988

Daniel Denis [k, d, perc]; Dirk Descheemaeker [s s, cl, b cl]; Christian Genet [b, g, belafon]; A. Mergen [cello, a s, v]; J.-L. Plouvier [p, k, perc]; M. Delory [g]; M. Verbist [violin].

	UNIVERS  ZERO
	Heatwave
	1987
	42:20
	label: Cuneiform

Daniel Denis [d, perc, v]; Dirk Descheemaeker [s s, cl, b cl]; Christian Genet [b, nailskake]; Jean-Luc Plouvier [p, k, v]; Michel Delory [g]; Patrick Hanappier [violin, viola]; Andy Kirk [p, synth, v].

"The Funeral Plain is for all living hardships that lead into self-awareness." --- Andy Kirk

	UNIVERS  ZERO
	The Hard Quest
	1999
	49:44
	Daniel Denis [d, k, perc, melodica]; Michel Berckmans [bassoon, oboe, English horn, melodica, p]; Dirk Descheemaeker [cl, bass cl]; Igor Semenoff [vln]; Reginald Trigaux [el b, ac g]; + Alain Neffe [harmonium (#5)].

13 years after their last, Univers Zero reform and return with their sixth album. 

We are EXCEEDINGLY proud to present “The Hard Quest”, the 1st  Univers Zero album in 13 years. The instrumentation is piano/keyboards, violin, basoon/oboe, clarinet/bass clarinet, bass & drums. And it is every bit as good as you would hope it would be.
"Univers Zero reaches back to the sound of their very first album and hits pay dirt. “The Hard Quest” combines the spidery sound of “1313”, with the compositional gestures of mature Univers Zero. “Brilliant”." --- Dean Suzuki / KPFA
"The fall of Rome? The parting of the Red Sea? What else can compare with the monumental occurrence of a new slab of Univers Zero ... the world's finest musical ensemble!" --- Mike Ezzo / Expose
"Univers Zero's vision [is] pretty much unique and for those touched by it nothing else will quite do ... a sound that really couldn't be any other band in the world." ---- The Rough Guide To Rock

	UNIVERS  ZERO
	Crawling Wind
	2001
	42:37
	label: Cuneiform Records

	UNIVERS  ZERO
	Rhythmix
	2002
	53:08
	label: Cuneiform Records

Composed and arranged by Daniel Denis.

Recorded, mixed and mastered in Belgium, Aug.-Nov. 2001.

Daniel Denis [d, perc, k, Harmonium]; Michel Berckmans [bassoon, oboe, English horn, v]; Dirk Descheemaeker [bass cl]; Eric Plantain [el b]; Aurelia Boven [cello]; Ariane De Bievre [fl, piccolo]; Bart Maris [tp]; Christophe Pons [ac g]; Bart Quartier [marimba, glockenspiel]; Louison Renault [accordion].

	UNIVERS  ZERO
	Implosion
	2004
	48:57
	label: Cuneiform Records

rec. Nov. 2003

Composed and arranged by Daniel Denis

Daniel Denis [d, perc, k, samplers]; Serge Bertocchi [a/s/sopranino saxes, tubax]; Michel Berckmans [bassoon, oboe, English horn]; Dirk Descheemaeker [cl, bass cl]; Eric Plantain [el b]; Aurelia Boven [cello]; Bart Maris [tp, fl h]; Christophe Pons [ac g]; Bart Quartier [marimba, glockenspiel]; Igor Semenoff [vln].

	UZ JSME DOMA
	Hollywood
	1993
	41:28
	ska – точнее: чешское avant-ska, весёлое, навороченое и не слишком, при этом,  пере-утяжелённое. На чешском.

label: Skoda Records (USA), 1996; (printed in Canada)

Miroslav Wanek [g, k, yloph., v]; Jindra Dolansky [t s, v]; Pavel Kerka [b, v]; Pavel Pavlicek [d, v]; Martin Velisek [brushes].

	
	Ponadky ze Zapotrebi
	1995
	45:24
	avant-rock (в духе King Crimson, с дудками), на чешском.

label: Indies Records (Brno, Czech Republic)

Miroslav Wanek [g, p, v]; Jindra Dolansky [t s, v]; Romek Hanzlik [g, v]; Jan Cerna [b, v]; Milan Novy [d]; Martin Velisek [brushes]; with: Pavel Langpaul [fagot].

	The USE OF ASHES
	Firetree
	1996
	60:56
	neo-psychedelic – балладный в духе Nick Cave / post-punk голландский проект, насыщеный всевовзможными саундами, красивый и интересный в разных отношениях.

label: Mellow Records  http://www.pangea.it/music/mellow 

e-mail: moroni@sremo.sis.interbusiness.it (for informations) 

Instruments: el/ac guitars, bass, mandolin, autoharp, flute, melodica, mellotron, voices, sampler, drum sinth, sounds, tapes.

	Galina USTVOLSKAYA
	#1
	1992
	58:40
	label: HAT HUT

First Recording (1991).

Reinbert De Leeuw [p]; Vera Beths [vln]; Harmen De Boer [cl].

1. Trio for violin, clarinet and piano (1949)

Espressivo

Dolce

Energico

2. Sonata #5 in ten movements for piano (1986)

3. Duet for violin and piano (1964)

The dissolution of the Soviet Union has done more than bring political autonomy to the various countries that were once united under a single Communist regime; it has brought attention to the variety of peoples and cultures that span this part of the globe and, especially in the West, made us curious of historical and contemporary figures about whom we've had little or no knowledge. For example, there is probably a greater interest in pre-Soviet Constructivist and Suprematist art than at any time since the 1920's, and this includes composers like Mossolov, Roslavets, and other modernists who were sacrificed to the "progress" of Soviet Realism. More recently, a generation of Russian composers including Edison Denisov, Sofia Gubaidulina, and Alfred Schnittke have flourished due to a new acceptance and availability of their music both within and outside of their native land.
This disc may well serve to introduce Galina Ustvolskaya to that international audience, though it's likely that even what reputation she now has in Russia has suffered over the years from official neglect if not outright censorship. It's hard for us to get an adequate picture of Ustvolskaya and her historical place in Russian music, since almost nothing has been written about her outside of Russia, and her position within was complicated by the ideological conflicts since the time of Stalin. Too, she is of the generation preceding that of Denisov, Gubaidulina, and Schnittke, which places her in a different historical perspective.
Born in 1919, too late to reap the benefits of the energetic, freely experimental period between the October Revolution and the rise of Soviet Realism, she studied until 1939 at the Leningrad Conservatory and after that, interrupted by the War and service in a hospital, at the Rimsky-Korsakov Conservatory. One of her teachers was Shostakovich, who later on continued to correspond with her, support her within the Union of Soviet Composers, and influence her early compositions just as, quite possibly, he was himself influenced by her own work toward the end of his life. Ustvolskaya's earliest published compositions date from after World War II, and certain characteristics have remained consistent over the decades - a concise, concentrated, sometimes enigmatic, handling of thematic material; extreme, sometimes violent, contrasts of tone, texture, and dynamics; a rejection of conventional form.
All of these combine to give her music its singular identity, but there's something else that contributes to her personal voice and vision. There is a palpable strength in her music, a bold expression of integrity and determination, that was quite possibly her only conceivable response not only to the pervasive musical influence of Shostakovich, but also to the political pressures of the Party. Though I'm only familiar with a few of Ustvolskaya's works, I've found no evidence of her compromising with the Party line; she never stooped to writing secular cantatas or programmatically accessible music for theater or films, or to using recognizable folk material in glibly popular ways. Her music no doubt describes less the condition of the state than the condition of the soul (with her religious beliefs and folk inspirations a personal subtext), which allowed to blossom; rather, the line, all muscle and sinew, is stretched taut, or is shaped by the splintered notes of shattered chords. We can trace the repetitive, even hammered, rhythms back to Le Sacre du Pr/ntemps, that most Russian of Stravinsky's works, and perhaps the lingering remnants of those Futurist scores from pre-Soviet days, but here, too, Ustvolskaya balances the tremendous rhythmic tension with contemplation - silence, framed by urgent intensities.

Ustvolskaya's music is dark, somber, even remote when a solitary voice holds sway. Her rejection of recognizable form suggests that, metaphorically, Time is not a factor; as temporal references are acutely literal, the means to escape an oppressive Time and Place are found in spiritual, not social, values.'Similarly, the chilling sparseness of textures becomes an emotional landscape, scarred, sometimes painfully severe, where inner strength is necessary for survival. But there is, too, especially in the Duet for Violin and Piano, a sanctity of mood (shared with the later Shostakovich, when he was obsessed with death, and where, in his final works such as the Viola Sonata and Sonata for Violin and Piano, the influence of Ustvolskaya may be felt). In moments like this, rare is the music where the human will is so immediate, so enduring.
Art Lange, January 1993

	Galina USTVOLSKAYA
	Piano Sonatas
	1993
	67:40
	label: Megadisc (Belgium)

Sonatas # 1-6 (composed 1949-1988)

Rec. 1993.

performed by Oleg Malov [p].

Galina Ivanovna USTVOLSKAYA was born in Petrograd - today's Saint-Petersburg - on 17 June 1919. She started her musical studies at the Professional School of Music in Leningrad in 1937 and continued them at the Conservatory in 1939, but they were interrupted by the war. After the war, she took lessons with Shostakovich and obtained a postgraduate degree. Her first well-known work, a short Piano concerto, dates from 1946. During the 50s she not only composed seve​ral orchestral works and suites like Young Pioneers (1950) and Sports (1958). She also wrote sympho​nic poems like The Light of The Steppe (1958) and The Hero's Achievement (1958). She even wrote some vocal pages (Stenka Razins dream, 1948) and choral pieces (Hello Youth in 1950, Dawn on The Homeland in 1952, The Man From The High Mountains in 1952, Song of Praise in 1961).

A Catalogue including twenty-one compositions. The present catalogue of Galina Ustvolskaya's works, published by Hans Sikorski in Hamburg in 1990, only lists twenty-one numbers, which is all but a lot - less than six hours of music -for a com​poser who is now in her seventies.

Except for her Piano Concerto, all pieces mentioned above have disappeared, and some have been repudiated, as much for their subjects as for their musical language. They were, however, soon published by the state publishers Sovietskii Kompositor. This obviously was not true for the other compositions without title nor subject which Galina Ustvolskaya wrote in the same period. These works would have to wait fifteen years before publication in the most favourable cases (viz. the Sonata for piano and violin of 1952, the Prelude for piano of 1953, the Grand Duet for cello and piano of 1959) and twenty years for the other works (the first three Piano Sonatas, the Trio of 1949 and the Octet of 1950). In this new catalogue of the works of Ustvolskaya the piano plays an essential role, not only where its presence is self-evident, like in the Sonatas, the Preludes and the Duets, but also in the most various instrumental ensembles used in the three so-called Compositions and the first four Symphonies. Except for the First which dates back to 1955, all the Symphonies were written during the last two decades (1970-1990). Those ones did have titles, but this time they were religiously inspi​red. Finally, the symphonic language has been totally abandoned, the orchestra is never complete and is even limited to a small number of instruments in the last symphonies. Does that mean Ustvolskaya wrote chamber music? The woman composer does not quite agree: "My music is all but chamber music, even when it is a Sonata for only one instrument".

The shadow of Shostakovitch is clearly pre​sent in the first acores (in the Piano Concerto, Trio, 1st Sonata, Octet) but this won't last long. Five years were enough for Ustvolskaya to invert that dependence:"lt's not I who influenced you, but you who influenced me" Shostakovitch wrote her once; moreover, his 5th Quartet and one of the melodies from his MichelAngelo-cycle, op. 145, even contain quotations from Ustvolskaya's Trio.

The Sonatas for piano. 

Whereas Galina Ivanova Ustvolskaya wrote the three Compositions and the last four Symphonies in a period of ten years (1979-1989), the writing of her six Sonatas extended over her whole creative career, that is to say in two clearly distinct periods between 1947 and 1988. The first four Sonatas were written be​tween 1947 and 1957, together with the twelve Preludes in 1953. The last two Sonatas only came into being thirty years later, respectively in 1986 and 1988. Together with the twelve Preludes of 1953 they constitute a homogeneous entity with a most specific and uncommon language which had already been laid down in the first works: linear style and packs of notes in the 1st Sonata, the giving up of the mesurebar from the 2nd Sonata onwards, the development of a hammering rhythm.
The diversity of form is striking: the 1st Sonata has four brief movements, the 2nd has only one, just like the 3rd Sonata dedicated to Oleg Malov, although with many changes in tempo, the 4th Sonata is in four movements played uninterrup​tedly, the 5th Sonata has ten clearly distinct move​ments and the 6th Sonata is in one movement without any variation in tempo.
Apart from a range of nuances ranging from pppp to fffffff the only interpretative indications involve tempo, each time marked with utmost pre​cision (e.g. 69 - and not 70 - at the quarter note). The mention espressivo which appears in the last two Sonatas paradoxically changes into espressivissimo when the music is the most hammering and merciless of all.
The 5th Sonata is completely dominated by clusters: the music is not really played but rather beaten and the score gets full of indications on how to hit the keys, e.g. with three or four fingers at the time, with the palm of the hand or even with an audible touch of the knuckle on the keyboard. The only tonal pivot within that universe of sonorous galaxies is the D flat from the middle of the key​board, which comes back throughout the whole work and is sometimes in the strongest possible way struck with both hands.
Another musk, another world, different from all imaginable worlds. That kind of music escapes from all traditional criteria pertaining to analysis and interpretation. Ustvolskaya herself claimed it: "I urge everyone who loves my music not to analyze it theoretically." The usual criteria cannot be applied to a music which denies the history of music: "My work, Ustvolskaya said, can in no way be linked to whatever composer." Those who tried to talk about it anyway, like Boris Tishchenko, who had been a student of Ustvolskaya's, often use a termi​nology which does not pertain to musicology but rather to cosmology and physics: "The sounds and lines cross the music like the laser beams who cut out the hardest metals." But these beams pound through one's head, and the merciless rhythmic obstinacy even suggested another image to the Dutch musicologist Elmer Schonberger: the woman with the hammer, the hammer of origins that moulded a universe of sounds even before men had been created. And this makes us think of what Goethe said about J.S. Bach: "Conversation bet​ween God and himself before the Creation." A voice never heard before thus emerges from what Victor Suslin called the "black hole" of Leningrad, from that epicentre of communist terrorism, from the city that was bruised most from the war, from the city that money and egoism might well swallow up in all the mediocrities of freedom.
But the black hole also is this place, light-years away from our galaxy where matter is of such density that it imprisons its own light. That is the very singularity of the music which existed befo​re the history of music and of the black hole which existed before the history of light.
The old lady from Saint-Petersburg reminds us of the fact that, like the universe, music will never say its final word.

---Frans C. Lemaire

	Galina USTVOLSKAYA
	Trio, Sonata & Octet
	1995
	50:07
	label: Megadisc (Belgium)

performed by Oleg Malov [p] and the St.Petersburg Soloists. Rec. 1994.

Trio (1949): Violin, Clarinet, Piano

Sonata for Violin and Piano (1952)

Octet (1950)

A singular and uncommon fate

Galina Ustvolskaya's fate was to be as rude, ascetic and obstinate as her music. During the first fifteen years of her creative life (1946-1961), she wrote conventional works of socialist inspiration as well as more personal partitions, which were condem​ned to the silence of the drawers because their language was too innovative. Even works that were relatively close to Shostakovich's style would have to wait twenty years before being performed in public. Not unambiguously, the only work that seems to have enjoyed a preferential treatment was Ustvolskaya's Piano and Violin Sonata from 1952. It is that very piece of music that had to con​vince visitors in the USSR that there were artists who wrote music that was at least modern enough to scare them. The first delegation of American composers going to the USSR, in the autumn of 1958, surely experienced it and one of them, Roy Harris, spoke about the Sonata as "a dreadful kind of thing, dissonant from the beginning to the end". In 1962, it was Stravinsky's and Robert Craft's turn, but the reactions varied a lot, as Craft wrote in his personal diary: "She's only one more of Shostakovich's students", and after listening to her music, Stravinsky declared that he understood what the Iron Curtain actually meant. Such state​ments may be quite surprising. This applies even to the greatest musicians: None so deaf as those who will not hear.

While keeping well away from people in a minuscule flat, Galina Ustvolskaya refused all inter​viewers and photographers and declined every invi​tation, even for works performed abroad. She see​med to belong to another world. Little is known about her, and the information that reached us from indirect sources, like the accounts of other composers (e.g. Shostakovich and Tishchenko) is not really useful. In the 288 letters Shostakovich wrote between 1941 and 1974 to a friend of his', Isaak Glickman, who was a musicologist in Leningrad, Ustvolskaya's name was mentioned only three ti​mes, which is not very much for a relation un​derlined by most commentators. One of these let​ters, dating from 26 February 1960, throws an interesting light on the personality of the woman composer. Shostakovich was worried about and irritated at her being too modest to accept writing the score for a film called Krotkaya (The sweet lady) after Dostoevsky. Ustvolskaya was actually living in extremely difficult material conditions at that time. "It's the end of everything" Shostakovich wrote indignantly and in bitter irony: "Modesty is a great Bolshevist virtue Stalin taught us! At this rate we should try and find excuses for Beethoven for having had the immodesty to write his symphonies!" Six months later, on 3 November 1960, the third letter still unfolds another aspect of Ustvolskaya's life. She then lived with a composer called Yuri Balkashin, who died suddenly of an epileptic fit at the age of thirty-seven. Ustvolskaya and Balkashin had known each other for a long time but never got married. Shostakovich commented that fact by quoting Desdemona in Othello: "It's not you I am in love with but your suffering", and he adds: "That Dostoevsky-like aspect of her character dominates her entire existence and I fear for what the future will bring". That future brought, among other things, the Soviet reality which Shostakovich knew through and through: being alone, Ustvolskaya lost the housing surface which she and Balkashin were entitled to. It was that very Soviet reality that Ustvolskaya had sung in her early work under the title Dawn On The Homeland.
To Ustvolskaya, the sixties were a decade of mourning and silence. "I only write when I am in a state of grace. Then I let my work rest for a long time. When the time comes, I reveal the composi​tion. And if the time does not come, I simply destroy it. I never accept commissions to order." The only work retained in ten years' time was the Duet for Violin and Piano of 1964. It was created in 1968 by Philippe Hirschhorn, who had won the Belgian Queen Elizabeth Contest the year before.
1966, however, had seen the first production of her 1st Symphony, written in 1955 and based on social poems by Gianni Rodari, an Italian communist poet. Those poems describe the sadness of the capitalist world, with its unemployed, its rag-and-bone men, its people who cannot afford going to the fair, its chimneys, ... Although that imagery was entrusted to two children's voices, the work was all but a tremendous success, and would not be played until thirty-six years later.
Unusual compositions and symphonies

During the first half of the seventies, Ustvolskaya wrote three works which combined unusual instru​ments. She called these works Compositions, and gave a religiously inspired title to each of them: Donna nobis pacem, Dies Irae, Benedictus qui venit. In those years under Brezhnev, one could certainly think of better ways of naming music. "Despite their titles, these pieces are not religious in the liturgical sense of the word", Ustvolskaya points out, but "they are full of religious spirit, and they would come out best in a church, without any introduction or scientific analyses." Her dream was not to come true, as the pieces were actually first performed in concert halls, before live audiences, in 1975 and 1977. In 1976, it was the first time that the VAAP, the institution responsible for the royal​ties, devoted one of its leaflets to Ustvolskaya, who had then reached the age of fifty. The three Com​positions dating from 1979 and 1990 were followed by four symphonies and the two last sonatas for piano. Despite their titles, the Symphonies are actually in line with the Compositions: unusual ins​trumental ensembles, religious titles, ever-shorte​ning pieces (the last two last hardly more than ten minutes). Three of the Symphonies used texts writ​ten by Hermanns Contractus (1013-1054), a Ger​man count who later became a monk. Ustvolskaya had found those texts in an anthology of latin medieval literature published in Moscow in 1972. The 5th Symphony called "Amen" contents itself with verses from the Lord's prayer said one by one by a narrator dressed in black while the five instru​mentalists repeat a plaintive litany.

Whereas Galina Ivanova Ustvolskaya wrote the three Compositions and the last four Symphonies in a relatively short period (1979-1989); the piano pieces (the twelve Preludes and the six Sonatas) extend over her whole creative career, that is to say in two clearly distinct periods bet​ween 1947 and 1988. The Preludes and the first four Sonatas were written between 1947 and 1957. The last two Sonatas came into being thirty years later, respectively in 1986 and 1988. However all these compositions constitute a homogeneous entity with a very specific and uncommon language which had already been laid down in the first works: linear style and packs of notes in the 1st Sonata, the giving up of the measure from the 2nd Sonata onwards, and the development of an ever hammering rhythm which becomes merciless in the last two Sonatas, where the ffffff is paradoxically marked espressivissimo. Here too, Ustvolskaya has drastically changed what the centuries have called Sonata. The point is no more to touch and to sound (tocare - sonare) but to confront the piano in a peculiar fight which will bruise the player, the liste​ner and the instrument.

"Chamber music": a sonata, two duets, a trio and an octet.
These five compositions were composed over a period of fifteen years, from 1949 to 1964, and correspond to what is usually referred to as chamber music, although Ustvolskaya is strongly opposed to this term, even for her Piano Sonatas, as she wants to stress that her music is written in a totally different spirit.

Except for the first Soviet inspired works with she denied and the 1946 Piano Concerto, the Trio (1949), the Octet (1949-50), and the Piano and Violin Sonata (1952) are the most early representa​tive exemples of Ustvolskaya's peculiar talent. She wrote them at a time when Shostakovitch still stood at the centre of her life. The War postponed her studies which she finished in 1951 at the age of thirty-two by obtaining a post graduate degree with Shostakovitch. Their relationship at first was purely educational, but progressively turned into a professional and later an emotional one. Shostakovitch even submitted his own scores to her and gave her the original manuscript of The Players after Gogol, which Shostakovitch wrote during the war, and of the Preludes and Fugues, op. 87 written in 1950-51. Shostakovich's marriage with Nina Vassar which had been lasting for twenty years by then had turned into a reciprocal free​dom. Shostakovitch is said to have proposed to Galina Ustvolskaya upon Nina's death in 1954, but Ustvolskaya promptly refused. It is with her that Shostakovitch attended the first performance of his 1st Piano Concerto - which had been delayed for seven years - on 29 October 1955. After the concert, they and the Glickmans went to a room of the Hotel de I'Europe and drank vodka in paper cups they found in the bathroom, but this could not prevent Shostakovitch from saying "I'm so glad, I'm so happy, so totally happy." He only rarely spoke such words, but his happiness, to which Ustvolskaya seemed closely linked, wouldn't last very long: eight months later, Shostakovitch would throw himself into the disastrous adventure of his second marriage.

Trio for violin, clarinet and piano (1949)
Espressivo - Dolce - Energico

As the three movements have no indications concerning tempo, there is a certain confusion on how they should be played. They present important differences in duration, which even sometimes doubles in the extreme movements. (The presence of Oleg Malov guarantees the authenticity of the performance.) The clarinets start with a kind of monologue formed by different groups of notes: 3, 9 + 5, 5 + 7, in which the bass of the piano inter​venes progressively and turns the initial serenity into a more metrical determination which is soon shared by the violin. An obstinate rigour and motorism thus erase the espressivo which had been announced at first, but the contrapuntal play soon calms down and again turns into an internalized dis​course, while the clarinet closes the movement with a symmetrical monologue.The second move​ment, Dolce, maintains this atmosphere with a new melancholic song from the clarinet, which converses for a long time with the violin. The violin leads the movement towards the ultimate serenity of a particularly long note of one of the (rare) emo​tionally intense moments in Ustvolskaya's music.

The finale, energico, starts with a ten note motif which is highly phrased in the obstinate rhythm that is characteristic of Ustvolskaya's work. The clarinet intervenes with a second theme which has a more folk like origin, maybe even a Jewish one of which the violin emphasizes the painful cha​racter. Shostakovitch had introduced a Jewish motif in the finale of his 4th Quartet, op. 83. In the 5th Quartet, op. 92 (1952) he wrote three years later, the coda of the first movement and the most tragic moment of the finale display the theme of Ustvolskaya's Trio. Even more striking will be a third quote, twenty-two years later, in "Night", the ninth melody of the Suite offer verses by Michelangelo, op. 145. Shostakovitch wrote only a year before his death.

The Trio ends with a more serene third motif played separately by each instrument: five ascen​ding notes followed by a rhythmical formula. The piano closes the whole piece with a short coda presenting enigmatic chords. This Trio thus is an exceptional witness of the flourishing talent of Galina Ustvolskaya within the musical and emotio​nal symbiosis she experienced at that time.

Octet for two oboes, four violins, kettledrum and piano (1950).
The Octet maintains and amplifies Ustvol​skaya's personal search which started in the Trio. This composition is actually a trio rather than an Octet, as the eight instruments in fact constitute three homogeneous sound groups (or four, if the discursive and percussive roles of the piano are taken into account). It confirms Ustvolskaya's refu​sal to follow the traditional path of "chamber music". There is only one title that really applies to the works of Ustvolskaya: Music, or the one she sometimes used herself: Composition.

The Octet indeed is the composition in which Ustvolskaya breaks with the rules and with history, the composition in which she starts to deny every link with other composers, including Shostakovitch.

The Octet has five movements which lack any musical indication - except for changes in tempo. The first three and the last two parts are played without interruption. It is more of a suite in two parts in which contrasting discursive episodes follow each other in relatively undiversified regis​ters. Ustvolskaya's music has been characterized by austerity ever since. The acidity of both oboes adds to the four violins, which generally perform in the high register. This is opposed by the monolithic bass of the kettledrums and the lower octaves of the piano. This harsh hieratism reminds us of the first movement of the Octet, some pieces of Stravinsky's Psalm Symphony (which Shostakovich particularly admired and which he transcribed for four-handed piano), as the plaintive sevenths make one think of Scriabine. Although it is hard to rid oneself of such a past, this is what nevertheless happened in three of the following movements in which the composer grabs the hammer she will use to forge the greater part of her later work.

Sonata for violin and piano (1952)

After an obstinate start - a staccato violin and a marcato piano - the violin plays a legato song, whe​reas the piano divides itself between dialogue and accompaniment. It's not merely a coincidence if the two ulterior works are not called sonatas but duets. They display an essentially discursive shape, in which alternated dialogues follow one another, now mechanical, now lyrical. The violin plays only one note in many of the parts. This note, as it is often repeated with varying duration and intonation, is the axis around which the other notes, played on the piano, wind like satellites. This obsession with a unique although inexhaustible note covers the complete works of Galina Ustvolskaya. The coda is punctuated by a metronome's "tick-tock" obtained by striking the violin. This pulse is indifferent to time and acts as another constant of a music reminding us that everything starts and ends within eternity. Between these two, the work is a short confron​tation of emotional alternations.

Late Recognition 

It's only in 1976 that the VAAP, the institution that was responsible for the royalties, devoted one of its leaflets to Ustvolskaya, who had then reached the age of fifty. Her compo​sitions, however, although few, were to be publi​shed sparingly. It would last until the end of the 80s until the Western World discovered Galina Ustvolskaya's music. The 1986 Wiener Festwochen probably were the first occasion on which the Grand Duet was performed before a large interna​tional live audience. A completely new composition, the so-called 4th "Prayer" Symphony, was first pro​duced outside Leningrad on 24 June 1988, thanks to Roswitha Sperber and the activities of her Institute in Heidelberg operating in favour of woman compo​sers and their work. It was played at the Hamburg Festival of Women Composers in the same year. But Ustvolskaya protested against this feminist distinction and even suggested quite ironically to orga​nize a Festival of Men Composers. "The only thing that matters", she said when refusing the invitation to Hamburg, "is that the music played is at once authentic and strong." Even in Leningrad, the per​formances remained rare, and came mainly into being thanks to her musician friends, Galina Ustvolskaya only knew the consecration of a so-cal​led "Author's Concert" in april 1991, when the pia​nist Oleg Malov organized it in the small concert hall of the Philharmonic Orchestra. Soon after, she wrote a letter of thanks to two of the interpreters, Olga and Jozef Rissin: "I regret not being almighty, otherwise I would have offered you an island, an old castle or a windmill." Is it a coincidence that all these images of isolation and solitude are associated with the genuine pleasure she aims to offer them?

Finally, two concerts were devoted to her by the Saint-Petersburg Ensemble, directed by Oleg Malov, who has been the most faithful of her inter​preters during the last two decades.

These concerts were performed a second time during the Holland Festival in June 1992. In that same month, the Institute of Women Com​posers in Heidelberg awarded its 1992 Prize to Ustvolskaya on the occasion of its Festival. She was most grateful but again refused to leave Leningrad.

Another music, another world, different from all imaginable worlds. That kind of music escapes from all traditional criteria pertaining to analysis and interpreta​tion. Ustvolskaya herself claimed it: "I urge everyone who loves my music not to analyze it theoretically." The usual criteria cannot be applied to a music which denies the history of music: "My work, Ustvolskaya said, can in no way be linked to whatever composer." Those who tried to talk about it anyway, like Boris Tishchenko, who had been a student of Ustvolskaya's, often use a terminology which does not pertain to musicology but rather to cosmology and physics: "The sounds and lines cross the music like the laser beams who cut out the hardest metals." But these beams pound through one's head, and the merciless rhythmic obstinacy evoces the hammer of origins that moulded a universe of sounds even before men had been crea​ted. And this makes us think of what Goethe said about J.S. Bach: "Conversation between God and him​self before the Creation." A voice never heard before thus emerges from what Victor Suslin called the "black hole" of Leningrad, from that epicentre of communist terrorism, from the city that was bruised most from the war, from the city that money and egoism might well swallow up in all the mediocrities of freedom.

But the black hole also is this place, light-years away from our galaxy where matter is of such density that it imprisons its own light. That is the very singular​ity of the music which existed before the history of music and of the black hole which existed before the history of light.

The old lady from Saint-Petersburg reminds us of the fact that like the universe, music will never say its final word.

	Galina USTVOLSKAYA
	Compositions I, II, III
	1995
	45:47
	label: Philips

Galina USTVOLSKAYA  Concerto for piano, string orchestra and timpani (17:21) см. в ‘Classics’: Alexei LUBIMOV
Compositions I, II, III  performed by Schonberg Ensemble / dir. Reibert de Leeuw.

rec. in Amsterdam, 1993

Composition I “Dona nobis pacem”

Composition II “Dies irae”

Composition III “Benedictus qui venit”

A Rejuvenating Nonconformism     ---- Theo Hirsbrunner
Galina Ustvolskaya is a composer who worked outside official Soviet musical life and has only in recent times received the recognition due to her. Born on 17 June 1919 in Petrograd (later Lenin​grad, now St Petersburg), she attended the conserva​tory of her native city from 1937 to 1939. She then studied until 1947 with Dmitri Shostakovich, who always defended her when she was attacked for her modernism. He declared that Ustvolskaya deserved "worldwide recognition from all who concern them​selves with musical truth." But Shostakovitch also valued his pupil as a colleague of equal rank and sub​mitted his own works to her so that she could pass judgement on them. As a freelance musician she gave theory lessons and wrote works of great religious and ascetic power.

She was reluctant to speak about her work, but ac​knowledged:
"It is very difficult to talk about one's own music [...]. My ability to compose unfortunately is not matched by my ability to write about my composition. Be​sides, a belief exists that the one actually excludes the other. I implore all those who really love my music to forgo a theoretical analysis of it."
Nonetheless she spoke cautiously about the sense and intention of her compositions:
"My works are not actually religious in a literal sense, but are filled with a religious spirit, and -- as I see it -- they are best heard in a church, without academic introductions and analyses. In the concert hall, that is, in a secular setting, they sound dif​ferent."
With all respect for Ustvolskaya, the following none​theless attempts to characterise the three works brought together on this CD, but without any desire to categorise them in any particular trend of twentieth-century music. There will be no recourse to precipitate theoretical classifications here.
The three pieces, designated "Composition 1", "Composition 2" and "Composition 3", form a cycle and were written shortly after one another in this same order. From "Dona nobis pacem" (1970-71) to the "Dies irae" (1972-73) to "Benedictus qui venit" (1974-75) an arc is described, which moves from the plea for peace to the day of wrath, and on to the greeting of Him who is to come, the Redeemer. In a very small way it is a Mass; many stages of the ritual are of course omitted, but this only makes its most el​ementary concern still clearer. Against the cyclical form speaks the fact that each of the three move​ments uses a different instrumental grouping, but the various chamber groups may be assembled without difficulty on a concert stage, so that the transition from one piece to another may be effected without lengthy interruptions.
The instrumentation Ustvolskaya requires is ex​tremely original:
Composition 1 -- Piccolo, tuba and piano 

Composition 2 -- Eight double-basses, cube (43 x 43 cm) and piano 

Composition 3 -- Four flutes, four bassoons and piano
The piano always has an important function, namely as a percussion instrument, with very narrow note clusters in the lower and higher registers, and ad​ditionally as a melody instrument. Piccolo and tuba provide a contrast which lends the plea for peace a fearful and oppressive effect. Double-basses, with their pale sound, and mighty drums evoke the Last Judgement, while the wind instruments -- flutes and bassoons -- lighten the atmosphere.
The content of all three works is similar: it is stunningly simple, as though it were a matter of rediscover​ing music anew from its primal elements. The mel​odic writing confines itself to several primitive inter​vals which are relentlessly repeated. This results in a static quality, whose obsessive force must be ac​cepted or rejected. Ustvolskaya, as mentioned above, has in mind a church and not a concert hall, for her music to be most effective: similarly, she demands submission to the rudimentary, con​tinuously repeated blocks of sound that emanate magic, like an incantation. It would be too easy here to think of the hymns of the Russian Orthodox Church (such comparisons always present them​selves precipitately); the composer, however, like Stravinsky in Le sacre du printemps, is reaching back to prehistoric times. The instruments are admittedly modern and have already been used in the most varied way in European music. But here one has the impression that they have been seized by wild beings who impose their crazy nature on them, not, how​ever, in order to mock a cultivated audience, but to send out cries of help that are born of affliction. In this way the music becomes a signal; it gesticulates no longer, but petrifies into a few sparse symbols such as we may observe in the pictures of Kasimir Malevich.

Ustvolskaya is writing suprematist music long after painters painted the suprematist pictures which be​came showpieces in the museums of the western world, but were banned in the Soviet Union. During the seventies no one in Leningrad thought of glasnost and perestroika, but in her compositions Ustvol​skaya attached herself to the tradition of the Russian avant-garde, in that she uncompromisingly con​sidered the musical elements anew and retained them in their original state, as yet untouched by civili​sation. Each acoustical event -- be it sound or noise -- therefore affects the listener like a miracle, with a numinous power that cannot be denied. After the complexity and refinement of the serial music of the fifties Ustvolskaya starts again "from the bottom"; she was better able to do that from her culturally peripheral position than a composer in Munich, Vienna or Paris, compelled implicitly to pit himself against his predecessors, and therefore to absorb dialectically what these had achieved. In Russia bar​baric simplicity, minus its counterpart, complexity, could take shape without constraint, but in isolation. After 1983 a musical example from Karlheinz Stockhausen in a textbook on harmony was banned in Russia -- perhaps to the advantage of Ustvolskaya and her colleagues, because this very isolation, both inward and outward, paradoxically fostered a free​dom which only appeared to exist in the west, with all its trends and modes. In Russia music without a text that could arouse party suspicion had more freedom if its composer still asserted his fidelity to the prescribed dogmas -- such was the extent of duplicity in Soviet cultural affairs -- but with these three com​positions any hypocrisy was made impossible. Ustvolskaya's music renounces all conformity and will therefore seem, even in the west, discomforting and for that very reason rejuvenating.

	Galina USTVOLSKAYA
	Symphonies 2, 3, 4, 5
	2000
	50:09
	label: Megadisc (Belgium)

rec. 1994, 1999

Symphony Nr 2 “True And Eternal Bliss” (1979)

for orchestra and solo voice 
Symphony Nr 3 “Jesus Messiah, Save Us!” (i983)
for orchestra and soloist 
Symphony Nr 4 “Prayer” (1985/87)

for trumpet, tam-tam, piano and contralto 
Symphony Nr 5 (1989/90)

for oboe, trumpet, tuba, violin, percussion and recitant

Galina Ivanovna Ustvolskaya

80 years after her birth in Petrograd -- pre​sent-day Saint Petersburg -- on 17 June 1919, we can safely say that Galina Ivanovna Ustvolskaya is the most ferocious and enigmatic Russian composer of the 20th Century. In 1937, she started her studies at the Professional School for Music in Leningrad and consequently enrolled in courses at the Con​servatory. Her education ended abruptly in 1951 after a brief apprenticeship under Shostakovich, as the latter has lost his teacher's license after his conviction for formalism in the spring of 1948. The influence of Shostakovich, very tangible from 1946 to 1950 (the Piano Concerto, the first two Sonatas for Piano, the Trio and the Octet) was suppressed completely by 1952. From 1947 to the late seven​ties, Ustvolskaya taught at the Professional School of the Conservatory, albeit without ever being appointed as a professor. She advised some of her students, such as Boris Tchichenko and Viktor Kissine, to write "shorter but more brilliant" com​positions. Ustvolskaya herself composed a number of orchestral compositions during this period: suites entitled Young Pioneers (1950), Children (1952), Sport (1958); symphonic poems such as The Light of the Steppes (1958). The Hero's Exploit (1959); and also vocal pages, The Dream of Stenka Razin (1948); and choral songs, Hail Youth! (1950), Dawn over the Homeland (1952), Man From A High Hill (1952), Song of Praise (1961). All of these scores met the Russian standards for aesthetics: they were well-written and beautifully orchestrated. Nevertheless, they did nothing more than put bread on Ustvolskaya's cable, they did not reflect Ustvolskaya's very personal, original and unique talent, which had no place in the official life of concerts and musical publications. Unlike the afore​mentioned pieces, her personal work remained unpublished for many years. The 1952 Sonata for violin and piano, the 1953 Preludes for piano and the 1959 Grand Duo for cello and piano had to wait 15 years for publication. The wait was more than 20 years for the other compositions (Trio, 1949 and Octet, 1950). The same need to lead a double life can be witnessed with Shostakovich after 1948, for​cing him to divide his attention between docile but well-paid pieces, such as pieces for cinema, and ori​ginal compositions that were kept concealed for years. Naturally, there is a gap between these two compositional styles but in Ustvolskaya's case, it would more truthful to speak of a chasm.

Late recognition

It was not until 1968 that some of Ustvolskaya's compositions had their premiere in front of a select audience in certain circles in Leningrad. These premieres, however, were not fol​lowed by further performances. Consequently, Ustvolskaya's music remained unknown in Moscow, Warsaw (for years on end, the local Autumn Festival was the only meeting place between East and West), and the Western countries. The Grand Duo (1968) was probably the first of Ustvolskaya's compositions to be performed in the West, at the occasion of the 1986 Wiener Festwochen. On 24 June 1988, a new composition, the fourth Symphony Prayer, was performed outside of Leningrad, thanks to Roswitha Sperber and her Institute for Female Composers in Heidelberg, Germany. Even as Gorbachev's perestroika swept the land, perfor​mances were few and far between. In April of 1991, pianist Oleg Malov organized a "Composer's Concert" in the small auditorium of the Philharmonic Orchestra, at which occasion some of Ustvolskaya's work was performed. Shortly afterwards, Ustvolskaya wrote a thank-you note to two of the executants, Olga and Jozef Rissin: "I regret to say I am not all-powerful, as I would offer you an island, an old castle or a windmill...". Is it a coinci​dence that Ustvolskaya chose images of isolation and solitude to express supreme pleasure? In 1992, two full-length concerts by the Soloist Ensemble of Saint Petersburg were held respectively in Saint Petersburg and at the occasion of the Festival of Holland. The conductor on those two occasions was Oleg Malov, Ustvolskaya's most faithful inter​preter of the last 25 years. This second concert was the beginning of Ustvolskaya's breakthrough in the West, with concerts at the Festival of Huddersfield in Great Britain (1992, 1999), and at the Festival of the Institute for Female Composers in Heidelberg, where during the eight Festival, she was awarded its prize (Ustvolskaya wrote a thank-you note but refu​sed, once more, to leave Leningrad). A series of concerts in Belgium, organized by the Gele Zaal (Ghent), have led to these recordings by Megadisc, containing the 21 oeuvres of Ustvolskaya's original catalogue. Over the last few years, the compositions of this catalogue have been performed at the occa​sion of, among others, the Salzburg Festival (1997), Wien Modern, the Autumn Festival in Paris (1998), and a Russian Week organised by the Bern Conservatory (1999), where the performances of numerous oeuvres (e.g. the complete Sonatas, the second Symphony) were the subject of many lively discussions and comments.

A repertoire of 21 +4 oeuvres

The catalogue was published in 1990 by Hanz Sikorski, who is an editor in Hamburg. It contained 21 compositions, a number that was later adjusted to 25 by the addition of 4 less radical scores: The Dream of Stepan Razin (1948), A Suite for orchestra (1955), and two symphonic poems entitled The Lights of the Steppes (1948) and The Exploit of the Hero (1959). These two poems were renamed -- rather hypocritically -- Symphonic Poems N° I and 2, which may cause some confusion because of the aesthetic image that has been attached to Ustvolskaya's music since the perestroika. This image is based upon the 21 scores that cover all of Ustvolskaya's creative life, even though they only represent six hours of music. The music in this catalogue bares absolutely no resemblance to the rest of her work. What is more, nothing like it was ever written, not by anyone. These are truly unique pages, written without any compromise whatsoever. They constitute a clean break with musical history, which is confirmed by the compo​ser herself: "There is no link whatsoever between my music and that of any other composer, living or dead. I would like to ask those who truly like it to refrain from all theoretical analysis." In other words, an actual dialogue with the composer is practically impossible: she turns down all inter​views, refuses to be taped or photographed, discourages invitations and trips, and even refuses commissions for new compositions despite the precariousness of her life in Saint Petersburg. "I would gladly write something, but that depends on God, not me," as she told her editor in 1990. Ustvolskaya's God is a rather parsimonious one, as the three homogenous groups that comprise her work only represent two hours of music each:

—  the oeuvres for piano: a Concerto (1946), Preludes (1953) and six Sonatas (1947-1988)

—   five pages of chamber music: a Trio (1949), an Octet (1950), a Sonata for violin and piano (1952), two Duos with piano, one for cello (1959), the other for violin (1964)

—  pages of instrumental music, alternately labelled Compositions (1970-1975) and Symphonies (1955. 1979-1990), but all of which carry religious titles (with one excep​tion, the First Symphony)

These religious references did not appear until the early 1970s, when Ustvolskaya started composing again after ten years of nearly complete silence. This prolonged sabbatical was caused by the sudden disappearance at the end of 1960 of her lover, 37-year-old composer Youri Balkachine. It is therefore very tempting to divide Ustvolskaya's oeuvre into two very distinct categories: chamber music and instrumental religious music. However, the composer herself tells us chat this would be a huge mistake: "My music is certainly not chamber music, even when it is a sonata written for a solo instrument." She further states that the Latin titles have no liturgical meaning. Fact of the matter is that churches, more than any other setting, do justice to these compositions. She does not add whether this is for acoustic or for other reasons. Her wish was not to be fulfilled in the USSR, where these pieces were performed in an auditorium in 1975 and 1977. Ustvolskaya has never specifically written for churches and she does not have the re​putation of a practising believer. On that subject, she claims that it is "better to be a decent person than to live the life of a practising believer." She has a special relationship with the worid, with nature (talking to birds and even to ants). Despite her use of titles and texts of Christian inspiration, her God is reminiscent of the wrathful God of the Old Testament.

Four Symphonies

Each consisting of a single, rather short move​ment (only the second Symphony is longer than fif​teen minutes), instrumentally unusual, using the human voice in a way that is closer to speaking than to singing, these symphonies present themselves as sonorous rituals rather than compositions that are to be performed during a concert. This is confirmed by the instructions on each of the four scores: the role of the performers is detailed right down to the black suit of the narrator-singer and the absence of jewellery for the soprano during the fourth Symphony. The words for the second, third and fourth Symphonies were taken from an anthology of medieval Latin literature, published in Moscow in 1972. Ustvolskaya appears to have been inspired by the strange character of Hermanus Contractus de Reichenau (1013-1054). This Benedictine monk was a paralyzed (hence his name) German nobleman who was renowned for his universal knowledge in diverse fields, ranging from mathematics and astro​nomy to pietistic poetry and music. Unfortunately, his life was too short to achieve the same level of accomplishment as Hildegard von Bingen. Ustvolskaya manages to mislead us by selecting rather unimportant texts: they do not differ from the trivial litanies that abound in pietistic literature. In the second Symphony, the interjection Gospodin (Lord) and the words Vechnost (eternity) and Istina (truth) are thrice repeated and that is all. The text of the third Symphony Jesus Messiah, save us is a tri​vial invocation on which there are a thousand varia​tions: "Almighty, True God, Father of Eternal Life, Creator of the Wond, save us". The fourth Symphony, entitled Prayer, uses the same text, but the instru​mental structure is reduced to the essentials: three musicians instead of 23 for the previous symphony. The fifth Symphony, finally, contents itself with the traditional text of the Lord's Prayer. In other words, the texts are not the point of interest of these "symphonies" and neither is their influence on the musical discourse. Indeed, the texts are often the very antithesis of the music because of the violence of the musical accents. Most of the time, the words present themselves as a murmured complaint or an insistent supplication, as opposed to the cosmic indifference of the music.

The three Compositions dating back to the period between 1970 and 1975 herald a compositio​nal phase during which Ustvolskaya resorted to rather unusual combinations in her choice of instru​ments (piccolo, tuba and piano in №1) or even pro​vocative ones (8 contrabasses, piano and percussion in №2). To a certain extent, Composition №3 (4 flutes, 4 bassoons and piano) announces the second Symphony (6 flutes, 6 oboes, 6 trumpets, trombone, tuba, piano and percussion). The third Symphony further amplifies the sonorous quest: the groups of five oboes, trumpets and contrabasses are joined by three tubas, a trombone, a percussion group consisting of three large drums and, of course, the piano. Conversely, the fourth Symphony is a veri​table about-face, as it is limited to a trumpet, a piano and a tom-tom and only lasts for 8 minutes. The fifth Symphony signals a return to five instruments (oboe, trumpet, tuba, violin and percussion) but, for the first time, the piano is left out. The text is restricted to a free interpretation of the Lord's Prayer. All of these combinations are fully unique and completely unpre​cedented in musical history.

The groups of 5 or 6 identical instruments per​mit the formation of clusters, as is standard with sonatas for piano, and there is even that same abun​dance of diminished seconds, sevenths and ninths. It is salt permanently poured on the wounds of tonal sentimentalism. Fortissimo nuances up to ffffff are domi​nant, there are numerous crescendos, countered by a total absence of decrescendos, as if the amount of tension can only increase and never lessen. We are reminded of this by the piano and the percussion, that monstrous hourglass of a time that crushes man by its inexorable presence alone. The listener that seeks to discern some human emotion in this music will only find the plaintive sighs of terror and pain. Pity has no place here and this absence of pity would undoubted​ly have pleased Nietzsche, who greatly detested Parsifal, the opera of pity and redemption.

One of a kind

When Ustvolskaya declaimed the unique cha​racter of her work as compared to the work of "all other composers", she might have added: "different from any other kind of music, from any other sono​rous universe". A different musical world, in other words, but also a different world altogether. It is not surprising, therefore, that those who have tried to describe Ustvolskaya's music, like, for example, Boris Tchichenko, do so in cosmological and physi​cal terms: "the sounds and lines run across this music like laser beams capable of slicing through the roughest of metals."  These beams also provide an obstinate, relentless and hammering rhythm, which brings another image to mind. The rhythm reminds Dutch musicologist Elmer Schonberger of a woman wielding the hammer of creation, forging a universe of sound even before the apparition of light. Russian composer Viktor Sousline uses the term "black hole" -- found at a huge distance from our galaxy, these stars consist of material of such an enormous density as to imprison their light within their own boundaries. This comparison clearly demonstrates the highly individual character of these obscure and menacing rituals, of this music before musical histo​ry, just like a black hole contains light from before the history of light. By using this anti-anthropomor​phic compositional method, by dissecting musical history in this particular fashion, the composer from Saint Petersburg has, before the word was even invented, inadvertently written the first postmodern compositions of the 20th Century.

----- Frans C. Lemaire
Вот уж и впрямь нет пророка в своём отечестве: Галину Уствольскую, старейшего композитора России, един​ственную ученицу Дмитрия Шостакови​ча, пока что больше знают за рубежом, чем на родине. В её личности и в самом деле есть нечто библейско-пророческое: более чем полвека она живет практически затворни​цей, сочиняет очень немного, запрещает му​зыковедам анализировать свою строгую, ли​шённую какой-либо внешней привлекатель​ности музыку. И демонстративно называет симфониями краткие, почти иконописные (если так можно сказать о музыке) сочине​ния для необычных камерных составов с ду​ховными текстами - переводами со средне​вековой латыни.

Бельгийский композитор Патрик де Клерк, энтузиаст и пропагандист нашей музыки на Западе (де Клерк придумал себе псевдоним Dom Gorokhov), а также художе​ственный руководитель фирмы Megadisc, выпустил альбом Уствольской в серии, по​свящённой музыке постсоветского прост​ранства.

В 1999 году де Клерк организовал ис​полнение её Второй и Третьей симфоний Оркестром Уральской филармонии под уп​равлением Дмитрия Лисса и «доверенным лицом» Уствольской - питерским пианис​том Олегом Маловым. К этим симфониям де Клерк присовокупил две более ранние радиозаписи «Петербургских солистов» (во​кальные партии и мелодекламация - Павел Немытов и Елена Попова). 

 --- Дмитрий Ухов  Еженедельный Журнал

	U TOTEM
	U Totem
	1991
	62:25
	Параллельные проекты музыкантов: 5uu's (см. на "F"); PRESENT.
См. тж. на CD: RESIDENTS “Eyesore:...” (Tribute)
Мощный агрессивный impro- art-fusion типа King Crimson.

label: Cuneiform

	U TOTEM
	Strange Attractors
	1994
	47:13
	label: Cuneiform (USA)

http://cuneiformrecords.com/bandshtml/utotem.html 

rec. in California 1991-94

Sanjay Kumar [p, k]; David Kerman (см. тж. с: PRESENT) [d, perc]; Eric Johnson [bassoon]; Emily Hay [fl, piccolo, v]; James Grigsby [g, b]; Steve Cade [g]; + guest: Lynn Johnston [s, cl, zurna].

"U Totem is characterized by unsurpassed technique and perfect sound; in addition, this music is well written and well orchestrated... this must surely be the CD of the year” -- Gateavisa. 

"The closest thing to Henry Cow in complexity...world class playing and singing...there is nothing else like this now." -- Chris CUTLER. 

"Uncompromising in melody, harmony and rhythm...superbly played throughout” -- Facelift.

U Totem is the combination of the 5uus and the Motor Totemist Guild [см.]. This pairing has brought out the best parts of both bands, combining the abstraction and lyricism of the 5uus with the classical control and tambre of the MTG. Keyboards, bassoon, guitar, bass, flute, drums and voice combine to produce major stunners.

	UTSUHO
	a qui avec Gabriel
	2001
	55:44
	accordion impro – ambient experimental 

label: Tzadik



	UVOII
	Sound Of Heaven
	1994
	61:52
	Blaine L. REININGER - см. тж. с: TUXEDOMOON; MINIMAL COMPACT; SNAKEFINGER;
ambient     

Blaine L. Reininger [synth. & violin]

1. Soundtrack of my Dreams

2. God’s Picture in the Internet

3. Enanariyo

4. The Bodhi Tree


