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Parker Valentine [s, v]; Lily Wolf [p]; Tony Corsano [d]; L. Ray Cash [g]; Robert Lee Oliver II [b]; + (other tracks) Soupy Sessa [d]; G. Baby Woods [g]; J. Porterfield [b].

	VAN  DER  GRAAF GENERATOR                              
	H to He Who am the Only One
	1970
	47:17
	cм. тж. Peter Hammill

The fusion of Hydrogen nuclei to form Helium nuclei is the basic exothermic reaction in the sun and stars, and hence is the prime energy source in the universe.

	VAN  DER  GRAAF GENERATOR                              
	Pawn Hearts
	1971
	45:08
	

	VAN  DER  GRAAF GENERATOR                              
	Godbluff
	1975
	37:34
	

	VAN  DER  GRAAF GENERATOR                              
	Still Life
	1976
	44:58
	

	VAN  DER  GRAAF GENERATOR                              
	World Record
	1976
	52:29
	Peter Hamill [v, Meurglys III, Wassistderpunktenhacker]; David Jackson [a&t&s saxes, fl]; Guy Evans [d, perc]; Hugh Banton [manuals and pedals].
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	Edgard VARESE (1883 - 1965)
	L'Oeuvre de Edgar Varese, Vol. 1 (1920-27):

“Ameriques” / “Offrandes” / “Hyperprism” / “Octandre” / “Arcana”
	1993
	60:49
	label: Erato (France)

Performed by Orchestre National De France / cond. by Kent NAGANO

1. Ameriques

2. – 3. Offrandes

4. Hyperprism

5. – 7. Octandre

8. Arcana

There is no doubt that one of the prin​cipal characteristics of modern music is its emancipation from the rules that had governed classical music from the seventeenth century onwards. From this point of view, composers such as Debussy, Schoenberg, Berg, Webern, Stra​vinsky and Bartok may be regarded as the harbingers of the modern age; among these composers, Edgard Varese (1883-1965) occupies a preeminent place. His works, like those of his exact contemporary Anton von Webern, became a rallying-point for the post-1945 generation of composers. Refusing to engage in any form of compro​mise and declining to cast even the briefest of backward glances, Varese -- American by adoption -- succeeded in escaping from the various European traditions and left behind a corpus of works which, however rarefied, is richly instructive. His conception of music was built upon violence, on lines and blocks of sound of startling abruptness, so that it may not be unreasonable to compare his aesthetic outlook with that of a painter such as Fernand Leger. His works opened the way to a whole field of investigation that was later to gain a far wider following. First and foremost we owe him the develop​ment of a new style of percussion writing, together with a conception of sound that prefigures the birth of electroacoustic music. Unlike Schoenberg, whose revolution was grounded in tradition, Varese espoused an aesthetic that preached the need to experiment and seek out radically novel musical concepts. Born in Paris in 1883, Varese received a scientific and mathematical training before devoting himself to a serious study of music. His teachers were Vincent d'lndy, Albert Roussel and Charles-Marie Widor. He was a great admirer of Debussy, who encouraged him in his earliest attempts at composition. In 1907 he went to Berlin and became friendly with Ferruccio Busoni, whose Entwurf einer neuen Asthetik der Tonkunst he had recently read. Political events put an end to his plans and in 1915 he travelled for the first time to the United States of America, where he quickly emerged as an active supporter of modern music. At a time when New York was lar​gely unaware of developements in modern music, he helped found the International Composers' Guild and the New Symphony Orchestra, which latter introduced Ameri​can audiences to works by Bartok, Hindemith, Honegger, Milhaud and Schoenberg. He became an American citizen in 1926 and two years later founded the Pan-Ameri​can Association of Composers, which was exclusively dedicated to the promotion of modern music. During the 1930s Varese began experimenting with what he termed "organised sound", sharing the fruits of his experiences with his pupil, Andre Jolivet. Towards the end of his life he took an active interest in various forms of new technology, including magnetic tape and electroacoustics, which he was one of the first compo​sers to experiment with during the 1950s. Throughout his lifetime, therefore, Varese remained at the very forefront of the avant-garde movement in music, in spite of constant opposition from audience of the time. His intransigence and the steadfastness of his approach kept him apart from the traditional musical scene. His works were often surrounded by scandal (the first performance of Deserts provoked a furore similar to the one that greeted Stravinsky's Rite of Spring) and it was not until much later that their greatness was acknowl​edged. Only at the very end of his life was he able to enjoy the success that had been denied him hitherto. Among the young composers who very quickly took an inter​est in his works are lannis Xenakis, who adopted a number of Varese's aesthetic views, Karlheinz Stockhausen and Pierre Boulez, who, following the composer's death in 1965, wrote: "Your time is finished and now it begins."

AMERIQUES

Ameriques was written in New York in 1920/21 and received its first performance under Leopold Stokowski in Philadelphia five years later, on 9 April 1926. The follow​ing year Varese revised the score, reducing the orchestral forces from 142 to 125 and cutting back the overall length of the work by some twelve minutes. Conducted by Gaston Poulet, this revised version was premiered in Paris on 30 May 1929 and is now considered the definitive version of the work. It was not heard again in public, however, until 1965, the year of the compo​ser's death.

Varese frequently rebelled against the idea -- particularly fashionable among the critics of his day -- that the title of the piece re​ferred to the noises of modern life. The important role played by sirens in the work is no doubt to blame for this misconception. Varese himself insisted that he thought of the title not "as purely geographic but as symbolic of discoveries — new worlds on earth, in the sky, or in the minds of men". There is little doubt that the power of Varese's music -- a power that each of his works contains in embryo -- finds a perfect counterpart in the immense orchestral forces demanded by the piece. The musical conception, so dear to the composer, com​prises blocks of sound that are literally propelled along by instrumental groupings whose power is suggested by their sheer numbers: 20 woodwind, 21 brass, 2 harps, 18 percussion and a corresponding comple​ment of strings. Nothing, however, suggests the large Romantic orchestra. Unlike Wag​ner or Mahler, Varese treats the orchestra as a number of compact groups and rarely seeks to combine the tone-colours of differ​ent families of instruments. Equally note​worthy is the important role that Varese accords the percussion department in rela​tion to the strings.

It has often been remarked that Ameriques owes much to Stravinsky's Rite of Spring. Certainly, rhythm plays a predominant role in both works; there is the same insistence on ostinato effects, the same evocation of slavery and primitivism; and the alto flute solo with which the work opens puts the list​ener irresistibly in mind of the celebrated bassoon solo that launches The Rite of Spring. Yet the orchestral and harmonic style remains unmistakably and inimitably Varese's own: "Sudden stops, sharply bro​ken intensities, exceedingly rapid crescendi and diminuendi give an effect of pulsation from a thousand sources of vitality," Varese wrote in 1926.
OFFRANDES

Written in 1921, the two songs that make up Offrandes share with Ameriques the dis​tinction of being Varese's first major works. The soprano solo is accompanied by a chamber orchestra comprising four wood​wind, three brass, a string quintet, a single harp and percussion. Lasting barely six minutes, this brief work was originally entitled Dedications. The first song is dedicated to the composer's wife, Louise, the second to the famous har​pist Carlos Salzedo, who conducted the first performance in New York on 23 April 1922, when the soloist was Nina Koshetz. It was with Salzedo that Varese co-founded the International Composers' Guild in New York in 1921. In a manifesto issued that same year Varese wrote that "the present day composers refuse to die. They have realized the necessity of banding together and fighting for the right of each individual to secure a fair and free presentation of his work." Salzedo also advised Varese on the harp writing in Offrandes, which includes such unusual effects as rasgueado and intermediary pedals and which prompted Stravinsky to remark that "the most extra​ordinary noise in all Varese is the harp attack ('heart attack', I almost said and that is what it almost gives one) at measure 17 in la Croix du Sud".

Varese always felt drawn towards South American civilisations, an attraction parti​cularly evident in a work such as Ecuatorial (1932-34). The first song, "Chanson de la-haut", is a setting of part of a poem by the Chilean poet Vicente Huidobro, while the second, "La Croix du Sud", is based on a poem by the New York-based Mexican poet Jose Juan Tablada. "Chanson de la-haut" is still clearly marked by Debussy's influence in terms both of its orchestral treatment and of a vocal line which, relatively spare, none the less alter​nates in places with a much tauter declama​tory style.

It is "La croix du sud", however, which contains the clearest signs of the direction that Varese's style was later to take. The fixed sounds of the introduction, the exten​sive use of the percussion and the frequent changes of rhythm are already the marks of a great stylistic revolution. Some fifteen years later Varese himself was to describe these songs as "a very small-scale work, a purely intimate piece".

HYPERPRISM

Written in New York between September 1922 and February 1923, Hyperprism received its first performance in the city on 4 March 1923 under the composer's own direction.

Hyperprism marks an important turning-point in Varese's creative output, contain​ing, as it does, various features that reveal the composer's developing style. Among these features are its brevity (4-5 minutes) and its concern for abstraction, in other words, a desire to eliminate all those formu​las inherited from traditional rhetoric in order to concentrate on material that is both more abrupt and more self-contained in its violence. Pierre Boulez would later write of the work: “Hyperprism appears, with its refusal of all thematicism and the plastique of its fluctuating tempi, as the most impe​rious of projections." Compared with the instrumental writing in Ameriques, Hyper​prism marks the onset of a new economy of means in which the instruments refuse to indulge in any displays of virtuosity but prefer stability and concentrated ostinato effects. The percussion writing is denser and, to a certain extent, might be seen as the principal element in the piece.

OCTANDRE

Octandre was written immediately after Hyperprism and received its first perform​ance in New York on 13 January 1924. The typically esoteric title refers to the eight instrumentalists necessary to perform the work. Octandre stands somewhat apart in Varese's ceuvre, inasmuch as it is the composer's only work (excepting Density 21.5 for unaccompanied flute and Poeme electronique for three-track tape) not scored for percussion, its instrumental require​ments being flute/piccolo, clarinet, oboe, bassoon, horn, trumpet, trombone and double bass. It is also the only piece by Varese to be divided into separate move​ments, although he himself stipulated that the breaks between them should be mini​mal. The instrumental style, while more developed, is relatively close to that of Hyperprism: there is the same desire for stability, the same dynamic contrasts and the same ostinato rhythms. The first movement opens with an incantatory phrase on the oboe, one of the compos​er's most characteristic features that recalls the flute melody in Ameriques and the clarinet melody in Integrates. Following a succession of different segments that col​lide rather than interlock, the initial melody returns to bring the movement to an end "with the feeling of the beginning (a little anxious)", Varese specified in the score. The second movement begins in a similar way, with the piccolo marking out the rhythm in a succession of repeated notes. More developed than the first, this second movement obeys a sort of irregular progres​sion in terms of musical tension, the rare​fied atmosphere of the opening giving way to huge blocks of sound across the entire register. As the final chord, played by all the instruments in a dizzying crescendo, dies away, a sustained note on the solo double bass leads into the third and final movement.

After a few bars' introduction marked "Grave" comes an "animated and jubilant" episode that seems to be launched with a fugal exposition involving successive entries on oboe, bassoon and clarinet. But the musical argument is rapidly sidetracked by more rhythmic elements and ends on a highly strident note, a sort of terminal signature.

ARCANA

"It is perhaps in Arcana that you will truly find my thought," Varese declared in 1928. Conceived for a large 120-strong orchestra, Arcana recalls Ameriques in terms of its gargantuan forces. It was written between the end of 1925 and February 1927 and received its first performance in Philadel​phia under Leopold Stokowski on 8 April 1927. It is interesting to note its similarities to Ameriques, which had been premiered in Philadelphia under Stokowski almost exactly a year previously. The score includes, by way of an epigraph, a quotation from Paracelsus's Hermetic Philosophy (in Arthur Waiters translation):

"One star exists higher than all the rest: this is the star of the Apocalypse. The second is that of the Ascendant. The third is that of the Elements, which are four in number. There are thus six stars established, and besides these yet another star. Imagination, which begets yet another Star, and a new heaven." Varese himself was later to add: 'This extract is equivalent to a dedication; it makes of my symphonic poem a kind of tribute to the author of those words; but they did not inspire it, and the work is not a commentary upon them." Varese was working, therefore, like Para​celsus, in the manner of an alchemist. The rhythmic cells and aggregates of sound are subjected to a series of transformations. Although Stravinsky's rhythmic legacy is still discernible, the sonorities of the Varesian orchestra are altogether different from those of his Russian contemporary. Varese is extremely subtle in his measured hand​ling of the musical argument, with its zones of tension and release. Here, too, are many of the elements characteristic of his style, notably the contrast between low-lying brass and more strident woodwind. The constantly active percussion section calls on the services of six instrumentalists, a number that recalls the forces required in lonisation. The strings -- which do not always figure in Varese's universe -- exist here only to reinforce the woodwind and have no strictly autonomous role to play. But perhaps the work's most interesting aspect is the composer's return to the large orchestra of Ameriques, a return effected following the intermediary stages that enabled him to establish and confirm his own recognisable style. Offrandes, Hyper-prism, Octandre and above all Integrates, which is arguably Varese's masterpiece, are all stages in the composer's growing aware​ness of his own personality, representing a lyricism rediscovered after a series of ini​tiatory and more austere ordeals. The expe​riences that Varese gleaned while writing the four intermediary works for reduced forces allowed him to contemplate a large orchestra once again with a more mature formal conception. But this search for per​fection was not yet over. Not until 1960, some thirty years later, did the composer, now seventy-seven years old, conceive a different ending for the work in which unisono passages, silences and sudden eruptions of organised sound alternate to great dramatic effect. There was life in the old man yet.

	Edgard VARESE
	L'Oeuvre de Edgar Varese, Vol. 2 (1925-61):

"Densite 21,5",  "Ionisation",  "Ecuatorial",   "Nocturnal",  "Integrales",  "Deserts"
	1996
	69:03
	label: Erato (France)

Philippe Pierlot [fl] (#1)

Phyllis Bryn-Julson [soprano] (#4)

Nicholas Isherwood [bass-baritone] (#3)

Choeur D'Hommes De Radio France, Richard Cook [chorus-master] (#4)

Orchestre National De France, Kent NAGANO (#2 - 6)

DENSITY 21-5 (1936)

For almost fifteen years Varese suffered a serious crisis of self-confidence, producing nothing during that period but dividing his time between New York, Santa Fe, San Francisco and Los Angeles, where he lectured on "Spatial Music", "The Liberation of Sound" and "New Instruments". He struggled to complete Espace before abandoning the project altogether. Only a sketch from it, entitled Etude pour Espace, was performed under his direction at New York's New School for Social Research in 1947.

There was, however, one important work that Varese did complete during this period, Density 21 -5, which he dedicated to the flautist Georges Barrere to inaugurate the latter's platinum flute. (21-5 was the specific gravity of platinum at that time.) "This occasional piece", the composer later wrote, "is based on two short melodic ideas, the first one modal, with a duple rhythm, that announces and ends the piece; the second atonal, with a triple rhythm, that lends elasticity to the brief developments that occur between the restatements of the initial idea." Writing for a harmony instrument, Varese conquered a new area of musical space, combining contrasts of register, nuance and agogics in such a way as to create the illusion of

polyphony and of a dialogue between two instruments. The percussive effects that he uses similarly go well beyond anything found in contemporary writing for the instrument. With Debussy's Syrinx and Stravinsky's Three Pieces for clarinet, Density 21-5 laid the foundations for a new type of monodic piece that was later to find many imitators.

IONISATION (1931)

Ionisation was written in Paris between the end of 1929 and 13 November 1931 and received its first performance in New York on 6 March 1933. The conductor was Nicolas Slonimsky. It is rightly considered the composer's most typical work. In no other piece was Varese to take his musical ideas to such extreme lengths. It is scored for percussion alone -- a veritable orchestra of thirty-seven instruments played by thirteen musicians -- and, as such, is virtually unique in the whole of European music. The nearest equivalent is the almost contemporary Ritmicas by the Cuban composer, Amadeo Roldan, but Varese's piece, unlike Roldan's, contains no trace of folk music or any other popular influence. Here the composer was guided solely by the sheer power and abstract sound of the instruments he elected to use. Of course, percussion instruments were always of great importance to Varese, just as they were in a large number of other works by contemporaries such as Bartok, Milhaud and Stravinsky, but no other composer had ever broken free as deliberately from the tonal system to the extent of writing solely for unpitched instruments.

Ionisation is scored for a vast range of thirty-seven instruments including several types of cymbal, gongs, drums, sleighbells, tubular bells, sirens, castanets and Chinese woodblocks.

Originally played by thirteen instrumentalists, the work can also be performed by six players. The rhythmic writing obeys the rules of what was later to be called spatial distribution, with the same motif allotted to different instruments of sometimes contrastive character. Motifs are grouped together or dispersed to produce polyrhythms, thus creating often highly surprising accumulations and concentrations of sound. Not until towards the end of the work does Varese introduce piano and tubular bells, which he exploits for their resonant capacities. It will be noted that his use of the piano is far removed from the instrument's traditional image: the keyboard is struck with the whole of the forearm to produce clusters independent of any harmonic context, so that its sonorities blend with those of the resonating instruments.

We have to wait until 1959 and Stockhausen's Zyklus to find another work scored for percussion alone. Yet in spite of the passing years, Ionisation has lost none of its power to impress and continues to generate the same degree of fascination on the part of its listeners as it ever did in the past. It is a fascination that prompted Anais Nin to note in her diary in January 1941: "It comes from other planets, from the steel on Mars, russet tearing notes, knives, saws, the sound of falling planets, fragments whistling through cyclones, tearing space. Vibrations from places we have not yet seen.

ECUATORIAL (1934)

Dedicated to Louise Varese, Ecuatorial is a setting of words from the sacred book of the Mayas, the Popol Vuh, in a Spanish translation first published in Miguel Angel Asturias's Leyendas de Guatemala (1930). The words are those of a prayer uttered by a tribe that has lost its way in the mountains after leaving the City of Abundance. Varese later explained to Odile Vivier: "Ecuatorial was a title that had a fairly geographical connotation, suggesting to me as it did the regions in which the Pre-Colombian arts had flourished. I wanted to give the music a little of that rough-hewn and elemental intensity that characterised their strange and primitive works. It should be performed as a drama and an incantation, guided by the imploring fervour of the text, and following the dynamic markings of the score."

Scored for bass soloist or unison chorus, two ondes martenot, organ, piano, brass and percussion, Ecuatorial was repeatedly revised for reasons of acoustic balance. At its first performance in 1934, it proved necessary to amplify the bass soloist, whom Varese later replaced with a unison bass chorus, while at the same time retouching the instrumentation. This was the first time that he had used electronic instruments: Varese worked with the Russian scientist, Leon Theremin, on the instruments that he planned to use (called "theremins", after their inventor), but in the 1961 version replaced them by the more precise ondes martenot.

With its amalgam of unprecedented timbres, Ecuatorial is a remarkable example of its composer's skills as an orchestrator. The writing is centred on eight brass instruments and percussion but also uses a piano in a highly percussive manner. The organ and ondes martenot -- two instruments that Varese had not previously used -- also allowed him to enter a new world of sound. The organist and conductor are left to choose the registrations, although a note in the score precludes the use of Voix humaines and Voix celestes. The two ondes martenot stand in for the whole of the woodwind family, while at the same time enabling the composer to conquer the world of untempered sound.

The vocal writing is particularly detailed and calls for quarter-tones and several very specific ways of singing, including nasal emission, approximate pitch, Sprechgesang, humming and shouting. Inspired by ancient civilisations, these different allusions to incantatory forms of expression are also found at a later date in a work such as Mana by Varese's pupil, Andre Jolivet.

Of all Varese's works, Ecuatorial remains by far the most misunderstood. It also raises numerous questions in terms of its execution, posing problems that the composer -- forever vacillating between a male-voice choir and a bass soloist depending on the acoustics of the place where the piece was to be performed -- seems never to have solved.

NOCTURNAL (1961)

Nocturnal is scored for soprano soloist, bass choir and orchestra and is a setting of lines from Anais Nin's poem The House of Incest, to which Varese added some meaningless syllables and onomatopoeic noises of his own. The piece was commissioned by the Koussevitzky Foundation and received its first -- incomplete -- performance in New York in 1961. Varese continued to work on the score intermittently until his death but it was left to one of his pupils, the Chinese composer Chou Wen-chung, who had studied with him in 1949, to complete the work on the basis of his surviving sketches and drafts. Of the piece's 170 bars, only the first 87 are by Varese. Nocturnal is thus the composer's last work. He died in 1965 before completing Night, which was similarly to have been based on lines from Anais Nin's poem.

After three incursions in the world of electronic music and tape, Varese returned to the human voice and traditional instruments. The work is built around seven differentiated sections and brings together the most significant musical gestures from Varese's world of sound. The incantatory mood of the opening section, with its onomatopoeic syllables, gives way to a phrase -- "You belong to the night" -- sung eight times in succession by the basses. The two following sections fluctuate between singing and Sprechgesang, which, as Varese notes, must be articulated "as though in a trance". The incantatory formula of the opening section then reappears in long note-values hummed by the choir and sung by the soprano soloist. The ending reaches a new pitch of dynamic intensity, with string writing that serves both to amplify and to provide a halo of sound around the vocal line. With its onomatopoeic syllables, guttural sounds and cries, the vocal writing adumbrates certain passages in Xenakis's Nuits (1968).

INTEGRALES (1925)

Completed in 1925, Integrales may be regarded with some justification as one of Varese's most successful scores and, at the same time, as one of the finest illustrations of his aesthetic outlook, the writing for wind instruments against a background of percussion being a particularly characteristic feature of his style. There is no longer any trace in his musical language of the legacy of Classicism or Romanticism. The instrumental writing, with its tendency to polarise the different groups of instruments, with notes that appear suspended in time and with vast chords that create the impression of monolithic blocks of sound, has virtually no precedent in the music of the past, except, perhaps, in certain passages from The Rite of Spring. The overriding feeling is one of rhythmic obsessiveness and wild energy, qualities that have often provoked the most violent reactions, so great is their sense of novelty.

In his writings, Varese speaks of "organised sound" rather than "music", and the layering of these chords, suggesting a sense of fusion, is certainly one of the distant ancestors of the techniques that were to be associated with electronic composers at a rather later date. But the most innovative aspect of Varese's style is his writing for percussion. Until then, the members of the percussion family had been limited to a supporting role, reinforcing the other instruments, whereas tney were now entrusted with a role of prime importance. First used on their own in Ionisation, percussion instruments were for Varese the means of realising an old dream, a dream that was to obsess him all his life: how was it possible, he wondered, to escape from the ordered tyranny of sounds arranged according to pitch? For the most part, percussion instruments do not produce sounds of definite pitch but obey different acoustic rules that have to do with resonance, timbre, pure rhythm and so on, allowing Varese to create structures that no longer owe anything to the music of the past. The combined use in the present piece of two orchestras -- winds and percussion -- led him to superimpose two different types of writing on one another, enabling them to evolve in parallel in different contexts.

Integrales was written, in Varese's own words, for a "spatial projection", and the piece certainly creates a sense of movement in time and space. (As with all the composers works, the title is esoteric.) The new ideas that it expresses, freed from all academic constraint, gave his music a freshness and force that continue to surprise us even today.

DESERTS (1951-4)

Deserts for orchestra and tape was completed in 1954. "I am entirely on the side of invention and the application of new tools, of new means of expression, on condition that those tools and those means of expression do not become mummified into doctrines, into safe dogmas," Varese later wrote. "I also believe that as soon as one gives up the struggle one begins to die. I believe that we should live dangerously, that we must accept risks and their consequences. [...] I chose the title Deserts because, for me, it is a magic word that suggests an infinite number of correspondences. For me, "deserts" signifies not only physical deserts of sand, sea, mountains, snow, outer space, deserted city streets, in other words, not only the denuded aspects of Nature that suggest sterility, distance and timeless existence, but also that distant inner space that no telescope can reach, where Man is alone in a world of mystery and essential solitude. I expect the music to convey something of this to the listener."

The first performance of Deserts took place at the Theatre des Champs-Elysees on 2 December 1954 and was broadcast live in stereo on French Radio -- the first such broadcast in France. It provoked a riot surpassed only by that which attended the first performance of me Rite of Spring in 1913. The year 1954 was crucial in the history of music, since Desert was the first attempt to combine orchestra and tape, albeit in alternation. Varese had finally succeeded in giving concrete expression to his long-standing dream. The piece is scored for forty-six instruments, including four woodwind, ten brass, piano and a large percussion section. The two-track tape was prepared at the Studio de la Recherche de la RTF under the supervision of Pierre Schaeffer using sounds recorded in the United States and including the noises of factories, foundries and sawmills in Philadelphia. The work is divided into four instrumental sections and includes what Varese termed "three interpolations of electronically organised sound" (in other words, the two-track magnetic tape). Varese's language acquires an immence austerity here, with instrumental writing that concentrates on blocks of sound and stable elements and, as such, represents the culmination of a development that had begun with Integrales in 1925. Here Varese seeks to echo instrumental sequences using concrete, non-tempered material. The result is a sense of affinity on the levels of rhythm and sonority, a musical conception based on the notion of "sound objects" that was later to influence a whole generation of composers in the field of electronic music.

Deserts none the less raises certain problems of o stylistic order, since the two worlds that confront one another here never find any means of communicating with each other. The nature of the material -- instrumental on the one hand and concrete on the other -- and the sound quality dictated by the technology of the period emphasise a feeling of disjunction that time has merely confirmed. Yet it remains the case that this experiment, entirely novel in its day, shows that even at the age of seventy-one Varese was still looking for new sounds and new ways of expressing them. He was to repeat the experiment with Poeme electronique in 1958. In Stravinsky's words, "Deserts [is] among the better things in contemporary music. More power to this musical Brancusi."

	Edgard VARESE
	Edgard VARESE:

Arcana / Integrales / Ionisation

William KRAFT:

Concerto for Percussion / Contextures
	1995
	70:11
	label: Decca (England)

Original Remastered Recording.

EDGARD VARESE (1883-1965): Arcana • Integrates • Ionisation*  [34:40]

WILLIAM KRAFT (b 1923): Concerto for Four Percussion Soloists & Orchestra • Contextures: Riots — Decade '60 [35:30]

Los Angeles Percussion Ensemble* (Music director: William Kraft); Los Angeles Philharmonic Orchestra / Zubin Mehta

Edgard Varese

1. Arcana
18:38

2. Integrates
10:36

3. Ionisation*
5:03

William Kraft Concerto for Four Percussion Soloists & Orchestra 

4. I Recitative quasi senza misura
3:42

5. II Allegro con brio
4:40

6. III Cadenza con variazioni
10:12 

(William Kraft -- timpani & percussion with Walter Goodwin, Charles Delancey, Forrest Clark)

Contextures: Riots — Decade '60

7. I Adagio (Charlotte Sax -- solo violin)

   II Prestissimo
6:00

8. III Concalore
2:48

9. IV Presto

   V Molto adagio
7:40

	VASILISK
	Liberation And Ecstasy
	
	75:03
	label: Musica Maxima Magnetica (Napoli, Italy)

Tomo Kuwattara [perc, African flute, synth, v]; Yukio Nagoshi [strings, perc, k, v]. 

Produced & mix – Jun Konagaya. Visuals – Chiaki Kuwahara.

1. Taksim

2. Incarnation

3. Whirling Dervishes

4. Photongnoul

5. The Spirit As Ancestor

6. Woza Moya!

7. Fangs & Claws

8. The Holy Mountain

9. The Core of Africa ~ and ~ In Dying Is All

10. Thorn

11. Awakening

12. Sacred Dance

13. Acaua

#1. – 3. from “Whirling Dervishes” 1987

#4. – 9. from “Mkwaju” 1988

#10. – 13. from “Acaua” 1989

Шаманический авангард на темы этнической музыки. Мощный колорит причудливых звуков создаёт некий драйв, который затягивает и уносит напрочь. Крыша, стой! Побольше бы такой музыки.

Из аналогий можно было бы припомнить HEDNINGARNA (см.), но драйв там другой. А если сравнить с указанным ниже VERSHKI da KORESHKI, то VASILISK – более мрачный, абстрактный и значительно более многообразный по саундам.

	VERSHKI da KORESHKI
	Real Life Of Plants
	1996
	72:19
	label: Long Arms Records; recorded at Paris, Amsterdam, Rotterdam; printed in Austria.

  Vladimir Volkov (см. в ‘Jazz’) [double bass]; Alexei Levin [accordion, prepared accordion, piano, khomuss, doudka, sheng]; Mola Sylla from Dakar (Senegal) [voc, kongoma, xalam, kalimba]; Kaigal-ool Khovalyg from Tuva [voc, khoomei, ighil, khomyss, khomous, amyrga].

  Вопреки обоим названиям, этот проект не связан ни с русской народной музыкой, ни с музыкой Стиви Вандера. Зачем такой выбор названий должен сбивать с толку — не понятно. Но, зато, вполне понятно, что проект — Курёхинский до мозга костей. Западные белые музыканты могут играть с африканцами, могут играть с тувинцами (по отдельности). Но русские курёхинцы поставили этих братишек на первый план, столкнули лбами, а сами на втором плане создают невиданный для подобной авангардной музыки драйв. Кроме шуток, этот африканец выдаёт совершенно замечательную Африку, а тувинец — настоящий тувинский асс. Так что, в смысле этно — замес очень густой. И эти парни — настоящие виртуозы. Очень здорово и очень экзотично. (В противоположность странности — мягко говоря — названий проекта и диска. Их символическое наполнение ничуть не оправдывает такой неудачный выбор.)

Подобная музыка в каталоге – VASILISK, HEDNINGARNA, Mari BOINE,

  Vershki — vulnerable, striving, whimsical overground organs, parts of a body system, born by the root. Koreshki — bosom, earthbound, archaic, primordial sources, roots.

Plants hide their roots (koreshki) to protect them from bad weather while their leaves (vershki) are directly affected by the constant changes in the weather. These two vital parts develop simultaneously but in opposite directions, thus maintaining the balance of the overall organism. The group grew in the same way: the roots are formed by two descendants of ancient cultures of Africa (Senegal) and Central Asia (Tuva). The leaves are two compatriots from Saint Petersburg who are nourished by jazz, classical and contemporary music and improvisation. The synthesis of these seemingly contradictory elements results in the band’s great freedom of style and concept.

	VERSHKI da KORESHKI
	Gombi Zor
	1999
	58:55
	label: Vedaki Records (Amsterdam) [VE-rshki-DA-K-oreshk-I).   

e-mail: vedaki@xs4all.nl  http://www.xs4all.nl/~vedaki 

Vladimir Volkov (см. в ‘Jazz’) [double bass, talking drum, shaker]; Alexei Levin [accordion, p, mouth harp, reed flute, talking drum, v]; Mola Sylla [v, m’bira / thumb piano, xalam, toxingolom]; Sandip Bhattacharya [tabla, v]; + special guests: Mari Boine (см. в ‘Jazz’) [v]; Sergey Starostin [v].

The music was recorded in 1998-99, while sessions on “La Sombeille” farmhouse in Swiss Alps.

1. Gombi Zor

2. Xam Xam / Hidden Wisdom

3. Adiye / Dedication

4. FRJ

5. Yade

6. Fode

7. Kadayo

8. Kumushki / Sare

9. Toksingolom

10. Kvost / Tale

	Edward VESALA – см. в ‘Jazz’
	
	
	
	

	VETROPHONIA
	Strappadology
	2000
	63:41
	noise 

label: Long Arms   e-mail: longarms@avantart.com  http://www.avantart.com/longarms 

Все шумы созданы Николаем Судником (см. тж. ZGA) и Александром Лебедевым-Фронтовым. Записано на студии ZGA (см.).

01. УВЕРТЮРА СТРАППАДО 5.39 

02. ТОЛКНУТЬ ПАДАЮЩЕГО 7.20 

03. ДВОЙНОЙ DAUMENSTOCK 1.26 

04. СТАЛЬ, СВИНЕЦ 4.33 

05. КРУГЛЫЙ КВАДРАТ 4.00 

06. ШТАНДАРТ 3.24 

07. ДНО 4.00 

08. 154/13 4.39 

09. ЗАСАДА 5.46 

10. ВЫВОРАЧИВАНИЕ РУК 2.02 

11. РАДОСТЬ ИЗДАВАТЬ ЗЛОВОНИЕ 5.22 

12. ВАЛЬС-ПАРАЛИЧ 4.42 

13. VISIS VIA 8.50

	VIDNA  OBMANA
	Ending Mirage
	1993
	65:14
	Dark Ethereal Ethno Ambient  ; такого же типа см.: J. REYES; S. ROACH; STILLPOINT; L. NERELL; L. HORTOBAGYI;

VIDNA  OBMANA -- cм. тж. с: Steve ROACH

label: ND (Austin, Texas, USA)
Rec. 1992. All tracks composed, arranged and played by VIDNA  OBMANA. 

PASSAGE IN BEAUTY, SHADOWING IN SORROW and ENDING MIRAGE form' a trilogy of atmospheric music, also referred to as Ambient Music, focused on one method and its possibilities of composing.

Vidna  Obmana: electronics, loops, voice and digital/acoustic treatments.
Each work (CD) gave me the opportunity to explore a specific and detailed aspect of my composing, and to maintain a clear communication between the 3 parts. These explorations needed more time and space to develop in a restrained and controlled way. Each part reflects a certain mood. ENDING MIRAGE concludes this concept.
The music is constructed in such a way that appropriate listening is obtained at medium/low volumes and/or in combination with headphones.
--- Vidna Obmana 1992

1. Siren 
2. Mellow at heart 

3. Luxurious fragment (in two parts)
4. Ending mirage 
5. Monumental dreaming 
6. Mellow at heart (vocal reprise)

	VIDNA  OBMANA
	the River of Appearance
	1996
	59:00
	label: Project (CA, USA)

Этот диск подобен лучшим амбиентным дискам B. Eno.

Rec. and digital editing in Belgium.

vidnaObmana: electronics, loops, five rainsticks in different tunings, shells, claypot, click sticks, maracas, waterbottles, Bolivian flutes, bamboo flute, ocarina, harmonica.

Gratitude to my fellow colleagues and frieds: Steve ROACH, Jeff Pearce,..

1. Angelic appearance

2. Ephemeral vision

3. a Scenic fall

4. Night-Blooming

5. the Solitary circle

6. Weaving cluster

7. Streamers of stillness

8. the Omnious dwelling

“As I really do intend to keep moving back and forth, the River of Appearance is definitely a return to exploring methods of harmonizing and shaping the minimal structure. For this occasion, the acoustic elements were carefully selected and are strongly related to one another in timbre. The instruments were played in real time against the basic sequences and movements, for each composition slightly transformed by using different rates, processes and recording techniques. In order to shape the movement playfully,  yet overall to maintain the minimal and serene character, each theme was limited to cycles of a few notes. As with some of my previous albums, this work is most suitable for listening with headfones, in order to gain the most effect from the slowly changing configurations.

The River of Appearance translates my affection for the calm, serene and almost untouched; and it is definitely one of my most personal albums in years.”   ---- vidnaObmana, 1996

	VIDNA  OBMANA
	Tremor
	2001
	73:08
	label: Relapse Records (USA)  release@relapse.com 

visit the vidnaObmana website at www.vidnaobmana.org 

vidnaObmana: Atmospheres, rhythms, various Fujara's, overtone flutes and percussion, dreampipe, recycling & abstract mutations, electric guitar & EBow harmonics.

"Midway upon the journey of our life I found myself within a forest dark, for the straightforward pathway had been lost."

-- Canto from Dante's Inferno

	VIDNA  OBMANA
	Spore
	2002
	73:45
	Constructed and performed by Vidna Obmana: atmospheres, rhythms, various Fujara's, overtone flutes and percussion, dreampipe, recycling & abstract mutations, voices, electric guitar and E Bow harmonics.

Guest appearances: 

Marc Verhaeghen from Klinik trumpet

Jores De Backer double bass and strings

"Hope nevermore to look upon the heavens;

I come to lead you to the other shore,

To the eternal shades in heat and frost."

-- Canto III from Dante's Inferno

The second chapter in renowned ethno-ambient/electronic artist vidnaObmana's Dante trilogy and follow-up to his critically acclaimed "Tremor" release, "Spore" is the apotheosis of vidna's fascination for Dante's Inferno poem.

References to vidna's 'industrial' past of the early 80's remain strongly present while the fusion of his ambient soundscapes with bolder and less spatial combinations of harmonics, dynamics and experimentation is even more accentuated. Rhythmic, dense, eerie and pulsating, "Spore" continues where "Tremor" left off…

	VIOLENT  FEMMES
	Violent Femmes
	1983
	36:19
	avant-punk-rock
label: Slash (London)

Gordon Gano [g, vln, lead v]; Brian Ritchie [ac&el bass, xylophone]; Victor De Lorenzo [d, tranceaphone, Scotch marching bass drum]; + Mark Van Hecke [p]. Rec. in Wisconsin, 1982. 

От Captain Beefheart до наших дней punk оставался не только безупречно плодотворным, но и оплодотворил много чего другого, чуть ли не во всех направлениях музыки, и не только музыки. 

Можно сказать, что этот проект жёстче и агрессивнее чем Talking Heads, например, но получается сие у VF красиво и ‘интеллигентно’;  и эта тенденция прогрессирует со временем, причём, без отклонений в попсовость. 

Аналогичная музыка – см.: The POGUES; Nick CAVE; THE  MEN THEY COULDN’T HANG; Lydia  LUNCH; P.J. HARVEY;

	VIOLENT  FEMMES
	Add It Up
	1981-93
	72:20
	пересекается с предыдущим диском на 2 вещи; без них: 67:08

	VIOLENT  FEMMES
	New Times
	1994
	50:26
	label: Electra

Gordon Gano [g, vln, baglama, Organo, lead v]; Brian Ritchie [12-str bass, ac bass, upright bass, p, el p, el sitar, reed organ, noseflute, g (solo), k, theremin, short wave, baglama]; Guy Hoffman [d, tranceaphone, perc, Pu-ili]; + Luisa Mann [v (#10)].

Alongside Talking Heads, Violent Femmes successfully bottled and flogged the politely zany mindset of the average middlebrow rock consumer. Their workmanlike conception of bar-room jazz, all skipping brushes and itchy bass plucking, is particularly irritating in its endless enthusiasm. Coupled with Gordon Gano's limp, self-deprecating monologues, its a fairty noxious brew. 

---- Wire

	VIVIAN SISTERS
	Vivian Sisters
	2001
	51:43
	free impro
label: Avant

rec. 2000

Jamie Saft (см.): guitar, lap steel, rababa, bass, minimoog, clavinet, Turkish organ, backing vox

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

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

	VLADIMIR  ESTRAGON
	Three Quarks For Muster Mark
	1989 
	38:15
	free-jazz-art-rock – Импровизационный рок-авангард (art/progressive).

label: enja

Phil Minton (см.) [tp]; Alfred 23 Harth (см. тж. в 'Jazz' с: CREATIVE WORKS ORCHESTRA; Heiner GOEBBELS & Alfred 23 HARTH; TRIO TRABANT A ROMA) [t s, clar, b clar]; 

U. Haage [fl h, k]; 

F.M. Einheit (см.: EINSTURZENDE NEUBAUTEN) [el].

	Michael  VOGT
	Tuba Intim
	1994 
	60:27
	Michael  VOGT -  см. тж. c: Lutz  GLANDIEN;

avant-minimal - Чего он только с этой тубой (+loops) не вытворяет...

label: ReR  

Tubas: Michael Vogt  (#1-8), Georg Schwark (#4,5)

Violine: Michael Erxleben (#7)

Piano: Christine Reumschussel (#7)

Percussion: Edwin Kaliga (#2)

Narrator: Hans-Eckardt Wenzel (#5)

1. Michael Fogt “homo ludens in Berlin”

2. Michael S.Horwood “Residue for tuba and vibraphone”

3. Alfred Zimmerlin “Toute l’etendue ne vaut pas un cri”

4. Igor Strawinsky “Elegie”

5. Raymond Luedeke “Wonderland Duets” (Lyr.: L. Carroll)

6. Annette Schlunz “ACH, ES...”

7. Morton Feldman “Durations 3”

8. Lutz Glandien “Aus Verstreutem ein Ganzes”

Berlin. Mister Vogt with tuba in a traffic thrombosis. Rain into the mouth of a bottomless instru​ment. The Modern has long be​come modern again like a coat and the Avantgarde has degenerated into the everyday. But here there appears an instrument that is too large, faced with other instruments that fit in nowhere, here a world arises that seems like a fairy-tale! The overtones of the deep tuba. No empty virtuosity falsly over​looking the perils. Like Gulliver and the Lilliputians. An embrace would kill the beloved. Thus the hedonist Vogt tactfully distanced, makes music on his giant instrument in a provincial town, which sees itself as a city, on the edge of the world, deep down in the bass clef.

	VOLAPÜK
	Tiger Fire (Le Feu Du Tigre)
	1995
	46:35
	Guigou CHENEVIER – см. тж. CHENEVIER; тж. с: ENCORE + GRANDE; OCTAVO; ETRON FOU LELOUBLAN;
label: Cuneiform Records (USA)

Michel Mandel [cl, bass cl]; Guigou Chenevier [s, d, v]; Guillaume Saurel [cello]; with: Tom Cora (см.). 

VolApuk – arranger, mixing.

  “Находится в состоянии крайнего улубления в ирреальность и, вместе с тем, содержит внутри себя частицы реального мира.”
Можно уподобить эту музыку “Истории Солдата”, но только во много раз гуще, вычурнее и энергичнее. Фантастически насыщенный музыкальными и мелодическими образами проект. Очень рекомендуется к употреблению.

Forget the fact that you can't pronounce the name of the band and listen up! Volapuk is drummer/composer Guigou Chenevier's (Etron Fou [см.]) new trio also featuring bass clarinetist Michel Mandel and cellist Guillaume Saurel. The band has a very immediately identifiable sound, making full usage of the unusual sonorities of their instruments, along with short, rhythmically complex compositions & improvisations. Exciting, mostly composed music that will please any fan of adventurous/RIO style rock. Guigou is one of the great drummers in rock and is also a superb composer; many of the great Etron works bear his imprint. The cello and bass clarinet handle duties not normally assigned to these instruments with clarity and dexterity. 

"A wonderful trio [whose] compositions are highly rhythmic and playful, full of both surprises and logical thematic development."  --  C.M.J. 

"...lively, soulful and very accessible." -- Option.

AMG REVIEW: Volapuk's music is substantial, and does not fall prey to the pretensions of many so-called avant-garde combos. This French trio, led by the founder of the progressive rock group Etron Fou Leloublan, plays compositions that are succinct and well orchestrated. Utilizing percussion, bass clarinet, and cello, Volapuk's chamber-like music is multi-textural and colorful, dancing along a tightrope between simplicity and complexity. At times the music conjures images of a Middle Eastern bazaar or a gypsy caravan. Other times it would be appropriate as the soundtrack to a suspenseful whodunit. Some more musical reference points might be Larks' Tongues In Aspic-era King Crimson or the smaller ensemble pieces by Sun Ra. Volapuk makes avant-garde music that can be challenging as well as listener-friendly. -- Jim Powers, All-Music Guide

	VOLAPÜK
	Slang!
	1997
	43:10
	label: Cuneiform

Michel Mandel [cl, bass cl, taragot]; Guigou Chenevier [s, d, v]; Guillaume Saurel [cello].

All titles by VolApuk and Nick Didkovsky (rearranged by VolApuk).

	VOLAPÜK
	Pukapok
	1999
	49:27
	label: ReTORT mEdia, retort@kki.net.pl  CD: ReM 001-2

Gigou Chenevier [d, sax, v, electronics];  Michel Mandel [cl, bass cl, v]; Guillaume Saurel [cello, v].

	VOLAPÜK
	Polyglot
	2000
	40:21
	label: Cuneiform  cuneiformrecords.com 

Michel Mandel [taragot]; Guigou Chenevier [d, v, k, marimba, sanza]; Guillaume Saurel [cello, fl];  with Takumi Fukushima [viola, v]; Lars Hollmer (см.) [accordion, harmonium, melodica].

	VOLAPÜK
	Where Is Tamashii ?
	2003
	44:10
	label: Inoui Prod. / Orkhêstra (France) ork@netculture.net
inoui@club-internet.fr 

Rec. 2003

Guigou Chenevier [d, perc]; Takumi Fukushima [viola, v]; Michel Mandel [cl, bass cl, taragot]; Guillaume Saurel [cello, el b].

1. Where Is Tamashii ?

2. Sasayaki

3. Impro Cloche

4. Chantage

5. Boom Boom

6. Vol de Voiture

7. Mission

8. Exercice du Matin

9. Pas de Panique

10. Nouvelle Vague

11. Coda

	VOLGA

(project of Aleksei BORISOV & Angela MANUKJAN)
	“Volga”

(The Reincarnation of Ancient Russian Folklore)
	1999
	75:19
	acid-folk / alternative

label: Exotica (Moscow)   e-mail: exotica@roust.co.ru 

1. ГОЛОВА-ГОЛОВУШКА
Вторая половина XIX в. Смоленская область. Из собраний В. И. Дворцовой.

2. ВЕСНЯНКА

Первая половина XIX в. Белгородская область. В. С. Бармин "Песни крестьян ХVIII-ХIХ вв." Изд. 1970г.

3. ДОЖДЬ ИДЁТ 

Береста, примерно ХI-ХII вв. Псковская область. Из собраний Н. В. Кулиной

4. КУПАЛЕНКА

Архангельская область. Из собраний О. С. Федосовой

5. СВЯТ ВЕЧОР

Вторая половина XIX в. Белгородская область. В. С. Бармин "Песни крестьян ХVIII-ХIХ в." Изд. /970г

6. ТАУСЕНЬ

Вольная версия древнерусских обрядовых напевов

7. СОЛОВЕЮШКА

А. В. Манукян (текст и мелодия)

8. ДРЁМА

Вятская область. Из собраний М. И. Мишиной

9. КИСЕЛЬ

Архангельская область. Из собраний О. С. Федосовой

10. ПО ЗАРЕЧЬЮ

Вторая половина XIX в. Смоленская область. Из собраний В. И. Дворцовой

11. ВОЛГА-МАТЬ

инструментал

12. ЛЕЛИ-ЛЕЛИ

Вятская область. Из собраний М. И. Мишиной. Интерпретация Олега Литвишко и Владимира Рацкевича

13. ТРИ СТАКАНА 

танцевальная версия

14. ВОРОН

Текст: А. С. Пушкин. Муз. обр. Б. Б. Шульга. (ремикс Lazy Fish, Борисов, Манукян)

Angela Manukjan [v]; Alexei Borisov [el, g, effects]; Roman Lebedev [el, k, g]; Uri Balashov [Tibetan cup, vargan, root]; Nikolai Nebogatov [ac. perc, el].

Проект «Волга» создан главой звукозаписывающей ассоциации «Экзотика» Андреем Борисовым и певицей Анжелой Манукян. Им удалось заинтересовать своим замыслом известного музыканта-электронщика Алексея Борисова, работавшего в группах «Центр», «Ночной проспект» и F.R.U.I.T.S. Он привел в «Волгу» еще одного электронщика - Романа Лебедева, а также художника, собирателя и конструктора экзотических инструментов Юрия Балашова. Целый год они записывали первую пластинку группы, которая увидела свет в 2000 году. Задачей «Волги» стало соединение фольклорных текстов, этнической музыки и актуальных электронных стилей: даба, трип-хопа и эмбиента. Подвергая языческую архаику компьютерной обработке, музыканты иронизируют над собственными сочинениями. Заговоры, привороты и колдовские заклинания иногда звучат в их исполнении комически.
«Волга» регулярно участвует в фестивалях электронной и альтернативной музыки.

	VOLGA
	Live
	2002
	71:38
	Angela Manukjan: vocals

Roman Lebedev: electronics

Alexei Borisov: lo-fi electronics, guitar, back vocals

Uri Balashov: zvukosuk

1. Сговор

2. По морю

3. Грушица

4. На горушке

5. Кисель

6. Снежки

7. Веночек

8. Три поля

9. Голова

10. Молодушка

11. Сваха

12. Вереюшки

13. Псалом

14. По заречью

	VOLGA
	Bottoms Up!
	2003
	62:15
	music: Angela Manukjan

except #10 by Roman Lebedev and Vjacheslav Slonim

lirics: folklore of 12-19 centures, A. Manukjan (8,10,11)

1. Kukomoja

2. Merila

3. Jarilo

4. Druzjochek

5. Konopel

6. Kvashnja

7. Kumushki

8. Vdovushka

9. Hmel

10. Bottoms Up!

11. Molodushka

12. Rusalja

13. Rain

	VOLGA
	Три Поля
	2004
	65:10
	Анжела Манукян - vocals

Роман Лебедев - electronics, spesial effects

Алексей Борисов - electronics

Юрий Балашов - sukozvook, tibetian cup, objects

Ник Артамонов - sound engineering & design

 1. Червоная Роза

 2. На Горушке

 3. Вереюшки

 4. Три Поля

 5. Псалом

 6. Снежки

 7. Грушица

 8. По морю

 9. Князь Роман

10. Плач

11. Обедня

12. Крики

	Vladimir VOLKOV – см. в секции ‘Jazz’
	
	
	
	

	Anri VOLOHONSKY - см. c: Leonid FEDOROV
	
	
	
	

	VOODOO  GLOW SKULLS
	The Band Geek Mafia
	1998
	44:15
	Фьюжн из элементов направлений neoswing + psychobilly +

ska + подклад из тяжёлых металлических гитар = (в данном случае) удачный и поразительный симбиоз.

label: Epitaph
 Frank ‘Potatohead’ Casillas [v]; Eddie ‘Cheddar’ Casillas [g]; Jorge ‘Fingers’ Casillas [b]; Jerry ‘Sapo’ O’Neill [d]; Joe ‘Lil Veterano’ Hernandes [sax]; Joe ‘Rockhead’ McNally [tp]; Brodie ‘Broadie Johnson’ Johnson [trb]; Mark ‘O’ Otero [does the website]; additional musicians: ‘Hammond’ Sam Avila [organ]; Andy Kaulkin [p]; Ray Solis [perc]; Kristo Panos [theremin]. 

	E. VORONOVSKI & R. NORVLA
	Cisfinitum V
	2002
	37:25 +
	ambient-noise с элементами industrial

multimedia CD
label: Waystyx Records

Супер-интересные саунды и настроения. Сам Евгений Вороновский – аспирант Консерватории, исполняет всяких там Шнитке, а поди ж ты, - делает настоящую музыку!

	Tom  WAITS -- см. в файле 'Rock'
	
	
	
	

	WALDECK
	The Night Garden
	2001
	52:27
	trip-hop

label: BMG   www.bmg.de 

Шведский проект; мрачный; ритмичный; минималистичный; с умеренным количеством вокала, который создаёт меланхолично-мрачноватый фон и находится как бы внутри инструментального сопровождения, пребывающего в основном в области низких частот.

****         --   «Play»

Серьёзный шведский клавишник и программист К. Вальдек продолжает создавать обширные гип​нотические звуковые ландшафты на стыке не​спешного техно, эмбиента и старомодного арт-рока 70-х. Однако же — таким образом, что ре​зультат больше всего напоминает переигрыва​ние раннего творчества первопроходцев серь​ёзной электронной сцены Tangerine Dream в за​медленных транс-аранжировках. Конечно, на​звать Вальдека новатором трудно. До него по этому пути, только с большим темпом, двигались к собственному немалому успеху британцы Future Sound Of London. Тем не менее, если вы не имеете представления о том, что такое серь​ёзная электронная музыка северных народов, то The Night Garden — отличное введение в скан​динавскую разновидность стиля. Особенно по​казательны в этом смысле мистические пьесы Floater и It Comes From You, а также здоро​во разбавленная фольклорными элементами I Talk To The Wind. Скромные же вокальные пар​тии, исполненные Джоем Малькольмом и Брай​аном Амосом, придают этому альбому ещё больше странного холодного своеобразия. Оп​ределённо, лучшего саундтрека к сумеркам в скандинавском лесу не сыскать. И куда более дос​товерного, нежели рычания-стучания в испол​нении «металл истов-бруталистов» северных стран.

---- «Play»

	WALL  OF  VOODOO
	Call Of The West
	1982
	41:01
	post-punk + ближайшая ассоциация: Peter Hamill;

vocal: S. Ridgeway (см. в секции Rock)

	WA-ON
	Creed of Japon-Danzan
	2002
	71:08
	experimental

label: Landy Star Music

The independent collaboration of the msicians exploring in the field of experimental usic by WA-ON – Japanese ensemble by Moscow State Coservatory.

Recorded live at the Mark't Hall Studio at June 11, 2000

musicians: Dmitry Kalinin, Georgy Mnatsakanov, Varvara Sidorova, Anastasia Kojima, Stanislav Kapyjar.

"Music is the integral factor of existence, of its emotions, its functioning, of its reactions towards violence and death, happiness and sickness."

Group of Japanese instruments:
Shakuhachi - bamboo flute
Koto - tube zither
Samisen - spike lute (plucked)

Group of Mongolian instruments:
Morin xuur - spike lute (bowed) 

Dung-chen - cooper trumpet 

Rkang-gling - homan bone trumpet 

Damaru - ruttle drum 

Buc - double cymbals

Others instruments:
Chinese gong-chimes –

cymbals: penglings 

gongs: dalou, xiaoluo 

resonation bowls, bells 

Tuner
Heracleum tuba 

Mu-yui - Chinese slit drums 

Shamanic frame drum 

Tablas 

Drums
Percussions 

Sheet metal 

Violin 

Electronics 

Mechanical Toys

	WA-ON
	EXPERIMENTAL AUDIO COLLABORATION:

"Dance Drama"
	2003
	67:56
	avant-minimal

label: Landy Star Music

Experimental Audio Collaboration of the musicians by WA-ON Japanese Ensemble affiliated to Moscow State Conservatory.

Musicians: Dmitry Kalinin, Georgy Mnatsakanov, Varvara Sidorova, Anastasia Kojina, Inove Hiroko, Michail Sokolov, Victor (Fullya) Smirnov, Stanislav Kapyjar.

Instruments: shakuhachi, koto, shamisen, ryuteki, taiko, hicniriki, xun, gudi, dung-chen, pungi, chinese gong - chimes, heracleum tuba, indian harmonium, accordion, violin, bong, fullya-vox, rkang-gling, caribbean steel drum.

	Anton WEBERN
	Passacaglia, ...
	1974
	46:04
	avant-garde

label: Deutsche Grammophon.  Remaster.

Berliner Philharmoniker & Herbert von Karajan

1. Passacaglia for Orchestra op. 1

2. - 6. Five Movements op. 5

7. - 12. Six Pieces for Orchestra op. 6

13. - 14. Symphony op. 21

In 1908, following four years of study with Arnold Schoenberg, the 24-year-old Dr. phil. Anton von Webern wrote as his op. 1 the Passacaglia for Or​chestra. The theme is played pizzicato, unaccom​panied, by muted strings. Sehr massig (very mod​erate) in tempo, in 2/4 time, it consists of eight crot​chets (quarter-notes) separated by crotchet rests; after C sharp, B flat, A flat, F and E have been heard it returns by way of the dominant A to the original note D. This theme is transformed in 23 variations. Both the choice of form and the treat​ment of the thematic material go back to Brahms. In addition to influences of Wagner and Richard Strauss, the harmonic language of Schoenberg's Chamber Symphony is discernible. The bounds of tonality (principally D minor and, in the central sec​tion, D major) are observed, but even in the theme the A flat departs from the D minor scale in a way which has consequences throughout the work. This masterly composition serves to illustrate Webern's words: "The first principle for the presenta​tion of a musical idea is comprehensibility". In 1909, after the Stefan George Lieder op. 3 and op. 4 in which Webern followed Schoenberg in ab​andoning tonality, he wrote his first chamber work, the Five Movements for String Quartet op. 5, which he arranged for string orchestra 20 years later. They are tonally free, and belong to the cate​gory of ultra-brief pieces which Schoenberg had initiated in 1908 with some of his op. 15 Lieder. The first movement at once bears the hallmarks of Webern with its striking contrasts of tone production (alternation between pizzicato, col legno, and arco sul ponticello) and of dynamics (close proximity of fff and ppp). Almost all unvaried repetition is avoided, except in the ostinatos of the first movement, and the cello's 24 pizzicato C sharps at the beginning of the third movement, which slips swiftly by. The second movement, Sehr langsam (very slow), has about it a sense of dying; it con​sists of monologues for the viola, second and first violins, all muted and very quiet, supported by chordal pillars. Also sehr langsam is the fourth movement with its ghostly high tremolos sulponticello and the scarcely audible harmonics towards the end. The last movement begins rather more substantially, in zarter Bewegung (with gentle animation), with five-part chords above a cello melody, but it ends verloschend (dying away) in a broad tempo.

"To Arnold Schoenberg, my teacher and friend, with the greatest affection MCMIX" is the dedica​tion of the Six Pieces for Orchestra op. 6, which Schoenberg conducted for the first time on 31 March 1913 before a laughing and noisy audience in Vienna. Apart from the Passacaglia, op. 6 is the only work of Webern's for large orchestra. Like the quartet movements, these are very short. To​gether with the brevity of the music and its avoidance both of repetitions and of thematic working out, the formative function of the tone colours is striking.

If one associates the term symphony with the tra​dition of a substantial orchestral work in three or four movements, it is difficult to come to terms with Webern's op.21. This work, which dates from 1928, has only two brief movements, and is scored for clarinet, bass clarinet, two horns, harp and string quartet. Four years earlier, in the Drei Volkstexte op. 17, Webern adopted Schoenberg's twelve-note technique, which dominated all his music from then on. He preferred rows marked by parti​cular mirror and symmetrical relationships. In the Symphony the second half of the row is a mirror image of the first, the intervals being the same for​wards and backwards.

The first movement, Ruhig schreitend (calmly striding), is strictly canonic throughout, but at the same time it follows the basic features of first movement sonata form. Shifts of individual notes of the row to other octaves create wide intervals which make it difficult for the unprepared listener to feel that the notes are related; this formal prin​ciple, which goes back to Schoenberg's idea of "musical space", treats, for example, the minor third, major sixth and minor tenth as the same. We​bern also includes numerous rests, and isolates notes so that active listening is needed to perceive the connection between them. The predominantly "pointillistic" instrumentation creates a flowing succession of timbres reminiscent of the tone-col​our melodies of the Six Pieces op. 6.

The second movement, Sehr ruhig (very calm), is a theme with seven variations and a coda. Webern himself discussed this movement in a lecture giv​en on 2 September 1932, emphasizing the use of mirror forms of the row. "The retrograde form ap​pears at the beginning in the accompaniment to the theme. The melody of the first variation is a transposition of the row beginning on C. Its ac​companiment is a double canon . . . The fourth variation consists entirely of mirror images. This variation is itself the centre of the movement, and thereafter everything moves back towards the be​ginning. The entire movement thus represents a double canon in retrograde motion. " Webern then emphasized the fact that all these technical de​vices serve merely to create as many relationships as possible. He quoted the magic formula from Pompeii which reads the same forwards, back​wards, upwards and downwards:

S   A   T   O   R

A   R   E   P   O

T   E   N   E   T

O  P   E   R   A

R  O   T   A   S

On 2 August 1928 Webern gave up the attempt to write a third movement for this symphony, which he had already begun to sketch.

	WHALE
	We Care
	1995
	61:37
	Проект с участием TRICKY.  Cм. тж. TRICKY (в ‘Acid’).

Превосходная студийная работа. Талантливое сочетание лучшего из post-punk и acid-jazz ( trip-hop ). Рекомендуем обратить внимание. Диск производит очень целостное и крайне положительное впечатление: “отвязанный” и забавный, несколько меланхоличный но прикольный, мощный и ненавязчивый. “И лёд, и пламень” — сказал бы о нём Пушкин...

В 1994 году они неожиданно для всех ворвались на музыкальный небосклон с синглом Hobo Humpin’ Slobo Babe и одноимённым клипом (весьма популярным на MTV), который, фактически, стал визитной карточкой шведского трио. Вообще говоря, шведская сцена в последние годы отличается невероятной продуктивностью и уже не первый год весьма успешно штурмует Европу и Америку. Достаточно упомянуть Misery LoverCo, Clawfinger, Drian, Mary Beats Jane, Entombed и многие, многие другие, но Whale — это нечто особенное. Вокалистка группы, Сиа Берг, мгновенно стала секс-символом для тысяч и тысяч людей повсюду — от Манчестера до Мальме, и главным действующим лицом эротических фантазий тинейджеров. Впрочем, заниматься музыкой Сиа начала по чистой случайности. В начале восьмидесятых она встречалась с парнем –музыкантом, у которого, плюс ко всему, была собственная мини-студия, где однажды, забавы ради, они решили сочинить песенку. Компания звукозаписи, с которой сотрудничал её друг, услышав пленку с этой вещицей. внезапно выразила желание выпустить её синглом. Вот это был сюрприз! Но, как говорит Сиа, дома, для себя, она пела всю свою жизнь... Самое лучшее определение для музыки Whale — «порно-фанк 70-х с жёсткими гитарными риффами 90-х», из чего можно заключить, что стиль их носит уникально-экспериментальный характер, что, впрочем, вполне соответствует действительности. Группе удаётся соединить сладенькие поп-мелодии с гаражным «грязным» рок-н-роллом, причудливый белый фанк с простыми акустическими моментами и хаотичным нойзовым саундом. Whale — это группа, которая полностью реабилитирует Швецию за то, что она дала миру Roxette и Асе Of Base. Их вышеназванный сингл Hobo Humpin' Slobo Babe попал в двадцатку британского хит-парада, а изданный по горячим следам в 1995 году прекрасный дебютный альбом «We Care» имел в той же Британии весьма внушительный успех. Трио стало набирать обороты и в Америке, где они гастролировали в одной «связке» с Blur и были очень тепло приняты консервативной американской аудиторией. Плюс ко всему. Whale выдвигаются на соискание премии MTV Europe в номинации «Прорыв». Говоря об альбоме We Care, хочется отметить, что музыка здесь очень и очень разная, исполненная с разным настроением и практически в разных стилях, но не нарушающая общей концепции группы, грустная и весёлая одновременно; тексты пропитаны глубокой иронией и сарказмом. И всё же Whale удивляют слушателя неожиданно интересными ходами, а голос Сиа Берг производит такое впечатление, бутго в неё вселилась дюжина демонов, и вопят они что есть мочи! Именно неординарный подход к музыке выделяет We Саге из сонма других экспериментальных дисков, выходящих десятками ежегодно. Интересен ещё и тот факт, что к написанию (и исполнению!) некоторых песен в альбоме («Kickin’», «Tryzasnice») приложил свою руку небезызвестный Tricky. В общем — честная музыка для людей, не ограничивающих своё сознание стилистическими рамками и убогими, изжившими себя штампами. Неоднозначный характер текстов группы и её экспериментальная музыка снискали Whale как толпы восторженных поклонников, так и противников — особенно, из числа блюстителей общественной нравственности. Однако наркотики, алкоголь, шумная гастрольная жизнь, секс-оргии и другие непременные атрибуты рок-н-ролльной жизни, похоже, всё более становятся воспоминаниями из недалёкого, но всё же прошлого — Сиа недавно вышла замуж и теперь вынуждена разрываться между Стокгольмом, Сардинией (её новый муж — итальянец) и Лондоном. Здесь уж не до веселья! Поневоле посочувствуешь, и тем не менее Сиа весьма оптимистично смотрит в будущее: «Чего я хочу, так это тотальной рок-доминации! Я хочу продолжать делать то, что делаю: записать ещё один альбом, сочинять новый материал, наконец, отыграть кучу концертов». Сейчас, когда сингл Whale — Hobo Humpin’... был переиздан и пользуется устойчивым успехом, это более, чем кстати...

---- Звук

	WHEN
	Drowning But Learning
	1987
	51:45
	avant-rock

label: Tatra Records (Norway)

Recycled by megafon@oslonett.no 

Produced, performed, composed and taken sounds by Lars Pedersen. 

	WHEN
	Black, White & Grey
	1991
	63:28
	label: ReR

rec. 1990.

Lars Pedersen & Chris Cutler.

	WHEN
	Svartedauen (The Black Death)
	1992
	38:30
	label: Tatra (Norway)

rec. 1992

Lars Pedersen: keys, progr, harp, cello, perc, voices

	WHEN
	Prefab Wreckage
	1994
	40:36
	label: Tatra (Norway)

rec. 1994

composed, played and produced by Lars Pedersen;

with: Peter Szifvay [viola]; Katarina Svendsen [cello]; Isak Anderssen [cello]; von Dziubek [v (#1)].

#1,2 – words by Lars Pedersen

#3-5 – words by Chris Cutler

	WHEN
	WriterCakebox

[2 CD]
	1999
	70:58 77:48
	label: Jester Records (Norway) www.vow.dk/jester 

WriterCakebox – the unblessed world of When (1983 - 1998)

Grey Disc = 70:58

Black Disc = 77:48

	WHISPERING COLORS – см. в 'Rock'
	
	
	
	

	WHITE ZOMBIE – см. в ‘Metal’
	
	
	
	second wave of alternative metal

	WINGS  OF  DESIRE
	a film by Wim Wenders
	1988
	70:09
	Nick Cave, Tuxedo Moon, Minimal Compact, Laurie Anderson, Crime And The City Solution, and oth.

	Michel  WINTSCH – см. в 'Jazz'
	
	
	
	

	WIPE  OUT
	Country & Western
	1997
	41:40
	industrial; забойный, многоплановый и иронично-весёлый. И поэтому 100%-я альтернатива.

Didi Bruckmayer [v]; Fadi Dorninger [k]; Dee Dee Neidhart [g].

  Вот, к примеру, пара опусов:

LENNY.  Outside was a man with wings looking exactly like Jimi Hendrix as an angel. Said: «Hi Didi, may I come in, I’m here to buy a gun for shooting Lenny Kravitz». And I sad «Do come in and have a drink.» So we got drunk in front of my  telly, pumping our brains full with dirty pictures and alcohol. Finally Jimi got in a god damn rage and started shooting around, but fortunately Elvis was on the phone and asked «Where is Jimi» and I said «He’s going down to Mexico Bay to shoot Lenny Kravitz and to dig him six feet deep into the dirt, but just in case do pass by and have a drink.» And Elvis said «Let’s do some drugs, get a blow job and read the bible.»

DEADHEADS. Got across America in a bus full with Deadheads. Four days of booze and junk food. Got crashed in a flop house. Spaceships landed in my room, martians spoiling my protein supplements for more than 30 dollars, one of them writing on my face: HUMAN  DEGENERATE!  EAT MY FUCK!

	Jah  WOBBLE
	Betrayal
	1990
	78:21
	На этом диске -- дурашливая музыка огородного пугала, с заездами в Reggae. Но не забывайте, что этот Wobble – очень тонкий англичанин. И его почитателями становятся скорее музыканты, чем широкие массы публики.

	Jah  WOBBLE
	Take Me To God
	1994
	66:01
	J. Wobble [b, k, v]; Jaki Liebezeit [d]; Natasha Atlas (см.) [v]; Justin Adams [g-s, banjo, sitar, darbuka, kraksh, v]; Annie Whitehead [tr]; Abdel Ali Slimani [v]; Dolores O’Riordan [v]; a. o.

Колоритная и навороченая весёлая музыкантская кутерьма, хотя, по сравнению с предыдущим диском, – вполне пристойная.

	Jah  WOBBLE
	Heaven & Earth
	1995
	58:30
	J. Wobble [b, k, d, perc]; Bernie Worrell [k]; Nicky Skopelitis [g]; Pharoah Sanders [t s]; Natasha Atlas [v]; a. o.

С этого диска я бы добавил к предыдущему вещи с восточным колоритом -- № 1, 2, 5, 7 (36:25). И на этом остановился.

	Jah  WOBBLE
	The Light Programme
	1998
	50:02
	label: 30 Hertz Records (London)

Jah Wobble [all instruments] with: Jaki Liebezeit (см. с: CAN) [d]; Mark Ferda [g, k, p]; Clive Bell [fl, khene]; Zi Lan Liao [harp]; Neville Murray [congas]; Justin Adams [g].

Ритмичная инструментальная музыка. Примитивизм с тонкими ритмическими хитросплетениями, ассоциируется с такими столпами, как Steve Reich. Эти коллизии ритма и насыщают музыку на этом СD содержательностью.

	Jah  WOBBLE
	Umbra Sumus
	1998
	68:52
	label: 30 Hertz Records (London)

"Those that know do not speak; those that speak do not know" 

-- from TAO TEH CHING  by Lao Tzu

Jah Wobble [b, d, p, organ, accordian, v, orchestration, atmospheres]; Jaki Liebezeit (см. тж. с Can) [d]; Abdel Ali Slimani (см.) [v, perc]; Natasha Atlas (см.) [v]; Harry Becket [fl h, tp]; Jean-Pierre Rasle [bagpipes]; Clive Bell [fl, khene]; Baluji Shrivastav [sitar, tambura]; Mark Ferda [k]; Neville Murray [perc]; Amila Sulejmanovic [v]; Gordon Kerr [v].

Здесь концептуализм по сравнению с предыдущим диском -- более ненавязчив и проступает сквозь ткань музыки по-дзенски легко.

	Jah  WOBBLE
	Jah WOBBLE & Evan PARKER:

"Passage To Hades"
	2000
	50:18
	Recorded at Intimate Studio, Sept. 2000

All compositions by Parker/Wobble/

Evan Parker (см. в 'Jazz') [s&t s]; Jah Wobble [b, k]; Mark Sanders [d]; + Jean-Pierre Rasle [bagpipes, bass crumhorn]; Clive Bell [stereo goathorns, fl].

free-jazz + такой драйв, что ноги сами в пляс просятся.

	Jah  WOBBLE
	Jah WOBBLE & Bill LASWELL:
"RADIOAXIOM:

A Dub Transmission"
	2001
	52:00
	label: Axiom www.axiom-records.com / Palm Pictures (NY, USA)  www.palmpictures.com 

Jah Wobble [b]; Bill Laswell (см.) [b]; Nils Petter Molvaer (см.) [tp]; Graham Haynes (см.) [cornet]; Nicky Skopelitis [g]; Ejigayehu 'Gigi' Shibabaw [v]; Amina Claudine Myers [organ, el p]; Tigist Shibabaw [v]; Karsh Kale [d, tabla]; Hamid Drake [d, tabla]; Sly Dunbar [d]; Aiyb Dieng [perc].

1. Subcode

2. Alsema Dub

3. Virus B

4. Orion

5. 6th Chamber

6. Alam Dub

7. Second Sight

	Christian WOLFF
	Exercises
	1995
	55:26
	Christian WOLFF – участвовал в некоторых концертах AMM
avant-garde

label: HAT HUT

Exercises 1-18 (1973-75)

Composed by Christian Wolff (1934)

First recording (1994)

Eberhard Blum (см.) [fl]; Roland Dahinden [trb]; Steffen Schleiermacher [p]; Jan Williams [perc].

The Exercises to be played are 1-14 (1973-74) and 15-18 (1975), the latter set originally written to be used for a Merce Cunningham dance event. Exercises 1-14 are for variable, unspecified instrumentation, including in some cases unspecified, non-specifically pitched percussion.The music is notated on a single stave; all players have the same music; notes can be read by any player in either treble or bass lief or both at once (other pairs of readings are also possible, e.g., treble and transposing Bb); no octave transposition is allowed except in Exercise 14. Some Exersises have only a single line of notation, some have a single line with a percussion part running parallel, some have two percussion parts running parallel, some have two pitch lines (with or without percussion). The maximum number of different simulatenous pitch lines is four, where two are notated and each of these is read in both treble and bass lief (or any other two readings). Pitch lines, when there are two, generally run in parallel (heterophony), but sometimes a pitch of one line may sustain while the pitches of another line continue.The music is made up entirely of melodic phrases with indefinite pauses between them. It is essentially heterophonic.The notation provides only pitch designation (and that variable according to lief read), some relative and freely variable rhythmic specifications, and the indefinite pauses. For the players the point of reference is unison playing, but they are also free, individually, to choose tempi, dynamics, articulations, modes of playing, length of pauses, and, at any point, whether or not to play, i.e., instrumentation. All this is determined in the process of playing, that is, in effect, all these aspects of performance are improvised - except that, since unison is always, however distantly, a point of reference, a player who is too far from unison needs to return to it. In other words, any individual player is free to the extent that she manages, before too long, to win agreement from the other players for her particular performing choices. Each of Exercises 15-18 is different. No. 15 is a keyboard piece of which one can make an instrumental version. No. 16 is a through-composed duet (instruments unspecified). No. 17 is a trombone solo (other arrangements possible). No. 18 is a quartet, free in instrumentation, and allowing (for the only time in all of the Exercises 1-18) free repetition of individual phrases, independently by individual players. No. 15-17 all use in some way material drawn from the tune to which the song "There once was a union maid" was set in the 1920s by Woodie Guthrie. No. 18 draws loosely on the hobo song "Hallelujah! I'm a bum."
--- Christian Wolff

	Christian WOLFF
	Burdocks
	2001
	55:36
	avant-garde
label: Tzadik

Jennifer Choi: Violin

Stephen Drury: Piano

Fred Frith (см.): Guitar

Joan Jeanrenaud: Cello

Gordon Mumma: French Horn, Trumpet

Bob Ostertag (см.): Sampler

Peter Wahrhaftig: Tuba

William Winant: Percussion

Christian Wolff: Melodica, Piano

Miya Masaoka: Koto, Electronics 

For half a century legendary scholar Christian Wolff has created a very personal musical response to John Cage's challenging experiments and three of his most distinctive compositions receive inspiring performances here by a collection of San Francisco and New York's best and most imaginative performers. Fred Frith, Joan Jeanrenaud, Bob Ostertag, Miya Masaoka and Stephen Drury are just a few of the remarkable players percussion virtuoso William Winant has brought together to pay tribute to the fascinating work of this conceptual visionary, who performs at the piano with an all-star ensemble on his most famous composition Burdocks.

BURDOCKS

The Other Minds Ensemble: Christian Wolff [melodica, p]; Fred Frith [g]; Miya Masaoka [koto, electronics]; Joan Jeanrenaud [cello]; Gordon Mumma [fr horn, tp]; Bob Ostertag [sampler]; William Winant [perc].

TUBA SONG

Peter Wahrhaftig [tuba].

TRIO III

Stephen Drury (см. тж.: John  CAGE "In A Landscape", "The Piano Concertos") [p]; Jennifer Choi [vln]; William Winant [perc].

For half a century the legendary composer and scholar Christian Wolff has been creating a very personal music of space, silence and politics. Three of his most distinctive compositions receive inspiring performances here by a collection of New Music's most imaginative performers.

Born in Nice in 1934, Christian Wolff has lived in the United States since 1941. He has been associated with some of the most innovative composers and performers of this century and especially acknowledges in the influence of John Cage, David Tudor, Morton Feldman, Earle Brown, Cornelius Cardew and Frederic Rzewski. Along with Cage, Feldman and Brown, Wolff was a founding member of the New York School in the 1950s. …

producer WILLIAM WINANT  executive producer JOHN ZORN  associate producer KAZUNORI SUGIYAMA
Burdocks recorded by DAVID JOSEPHSON March 17, 2000 at Theater Artaud, Other Minds Festival VI, San Francisco
Tuba Song recorded and mixed by MAGGI PAYNE February 15, 2001 at Mills College, Oakland 

Trio III recorded by JOEL GORDON September 26, 2000 at The Studio, Boston  edited by Stephen Drury
mastered by ALLAN TUCKER at Foothill Digital, NYC  K2 Technology by JVC Disc America

Violinist JENNIFER CHOI began her music studies at the age of four, and has since won numerous awards and prizes. She received her Bachelor of Music from the Oberlin Conservatory of Music and her masters degree from the Juilliard School. She has performed extensively as soloist and chamber musician. Recent winner of the prestigious Artists International Presentations audition, she gave her solo New York debut recital at Carnegie's Weill Hall. An avid performer of contempo​rary music, Choi has toured Europe and the U.S. with the John Zorn Ensemble at the invitation of the composer. As co-founding member of the Miro String Quartet She won the grand prize at the 1996 Fischoff National Chamber Music Championships and first prize in the Coleman Chamber Music competition the same year. As winner of the Henry Corbett Jr. competition, Choi performed with the Oregon Symphony, the Portland Youth Philharmonic and other orchestras.
STEPHEN DRURY is well-known as a champion of twentieth-century music, whose repertoire extends from Bach, Schubert and Liszt to the complete piano sonatas of Charles Ives and music by John Cage, Elliott Carter, Frederic Rzewski, John Zorn, Morton Feldman, Gyorgi Ligeti and Luciano Berio. He has performed throughout the United States, Latin America, Europe and Asia, taking the sound of dissonance into remote corners of Pakistan, Greenland and Montana. He was a prize​winner in the Carnegie Hall/Rockefeller Foundation Competitions in American music, and the United States information Agency selected him twice for its Artistic Ambassador Program. Recipient of grants from the National Endowment for the Arts and Meet the Composer, Drury has commissioned new works from John Zorn, John Cage, Terry Riley, Lee Hyla and Chinary Ung. Stephen Drury teaches at the New England Conservatory of Music. He has recorded for Mode, Tzadik, Avant, New Albion Catalyst, MusicMasters and Neuma.
FRED FRITH, composer, improviser and multi-instrumentalist, has been a fixture for more than twenty-five years in the area where rock music and new music meet. Co-founder of the British underground band Henry Cow (1968-78), he moved to New York in the late Seventies and came into contact with many of the musicians with whom tie's since been associated, including John Zorn, Ikue Mori, Tom Cora, Zeena Parkins and Bob Ostertag. In the Eighties he began to write for dance, film and the​ater, and this in turn has led to his composing for Rova Saxopone Quartet, Ensemble Modern, Asko Ensemble and a number of other groups, including his own critically acclaimed Guitar Quartet. Best known world-wide as an improvising guitarist, Frith has also performed in a variety of other contexts, playing bass in John Zorn's Naked City, violin in Lars Hollmer's Looping Home Orchestra and guitar on recordings ranging from The Residents and Rene Lussier to Brian Eno and Amy Denio. Frith is the subject to Nicolas Humbert and Werner Penzel's award-winning documentary film Step Across the Border. He is on the faculty or Mills College and lives in Oakland with photographer Heike Liss and their children, Finn and Lucia.
JOAN JEANRENAUD has worked for more than twenty years with hundreds of composers and musicians such as John Cage, Astor Piazzolla, Franghiz Ali-Zadeh, Morton Feldman, Philip Glass, Witold Lutoslawski, Joan Armatrading, Henryk Gorecki, Tony Williams, Pauline Oliveros, Joe Henderson, Terry Riley, Hamza El Din, Kevin Volans, Steve Reich, Gabriela Ortiz. Ron Carter, Michael Tilson Thomas, Sofia Gubaidulina, Foday Muso Suso, David Byrne, John Zorn, Steve Mackey, Osvaldo Golijov and many others. As a member of the Kronos Quartet, Jeanrenaud performed more than 2,000 concerts throughout the world. In 1999, after a six-month sabbatical from Kronos, Jeanrenaud left the Quartet to pursue new artistic directions, including solo projects and collaborations with other artists. Jeanrenaud is Artist-in-Residence at San Francisco's Yerba Buena Center for the Arts in the 2000-01 season.
MIYA MASAOKA is a composer/kotoist and sound artist who uses her background in Japanese court music, new music and improvisation to create a span from 9th century Japan to sensor and digital technology. With an array of extended tech​niques that include plucking, bowing, scratching and thumps, she uses fragments of koto-created sounds to weave an organ​ic synthesis of the acoustic and electronic. Masaoka has performed extensively in Japan, the U.S., Europe, Canada and India. She works with a spectrum of musicians and traditions, including Ornette Coleman, Pharaoh Sanders, Reggie Workman, Andrew Cyrille, L. Subramaniam, Bang on a Can, Berkeley Symphony, New West Symphony, Torrance Symphony, Rova  Saxophone Quartet, Steve Coleman, George Lewis, Henry Kaiser, Fred Frith, Rohan de Saram (Arditti String Quartet), Toshiko Akiyoshi (who composed Suite for Koto and Jazz Orchestra for her), Zakir Hussain, James Newton, Jon Rose and many others. She has also collaborated with librettist Thulani Davis to create the multimedia piece with string quartet, video and actors entitled Dark Passages, which was premiered at the Asian Art Museum in San Francisco.
GORDON MUMMA was born in 1935 in Framingham, Massachusetts. He was a co-founder of the historic ONCE Festival in Ann Arbor, Michigan and a member of the Sonic Arts Union (with Robert Ashley, David Behrman and Alvin Lucier). With John Cage and David Tudor, he was a composer and musician for the Merce Cunningham Dance Company in the 1960s and 1970s, and has collaborated internationally with a wide range of performing artists. Some of his professional life included academic indentured service at various universities. His compositions include works for acoustical instruments (mostly solo piano and chamber music) as well as for electronic and computer resources. Mumma's most recent recording is a Lovely Music CD with the title Studio Retrospect, a selection of his pioneering elec​tronic studio compositions from the 1950s to the 1980s. A forthcoming CD of his live electronic music work includes Mesa (performed with David Tudor), Than Particle (performed with William Winant) and the classic Hornpipe (Mumma performing horn with live cybersonics).
BOB OSTERTAG was born in Albuquerque in 1957. He dropped out of music school after two years to tour with Anthony Braxton, then settled in New York City in 1978 and immersed himself in the emerging "downtown" music scene of the period. He left music in 1980-81 to work in Central America, and became an expert on the region, with writings published in Asia, Africa and Latin America. In 1988, he relocated to San Francisco and resumed his musical activity. Ostertag's collaborators range from avant-gardists like John Zorn and Fred Frith to dyke thrashe rocker Lynn Breedlove and heavy metal star Mike Patton, the Kronos Quartet to drag diva Justin Bond. He is the recipient of numer​ous commissions, from the National Endowment for the Arts, Austrian State Radio (ORF), Australian Broadcasting Corp. (ABC) and others. Eleven CDs of his compositions have been released. He has performed throughout North America, Europe, Japan, Australia and the former Soviet Union.
PETER WAHRHAFTIG is the Principal Tubaist of the San Francisco Ballet Orchestra and a member of the Bay Brass. He performs frequently with the San Francisco Symphony, the San Francisco Opera, the San Francisco Contemporary Music Players and numerous other Bay Area ensembles. He has performed with many other groups including the Israel Philharmonic, the Chicago Symphony, the St. Louis Symphony, the Ringling Brothers-Barnum and Bailey Circus and Metallica. He is on the instrumental faculty of University of California at Berkeley, Sonomas State University and Mills College.
WILLIAM WINANT has collaborated with some of the most innovative and creative musicians of our time, including John Cage, Iannis Xenakis, Gordon Mumma, Alvin Lucier, Danny Elfman, Anthony Braxton, James Tenney, Cecil Taylor, Sonic Youth, Steve Reich and Musicians, Jean-Philippe Collard, Frederic Rzewski, Ursula Oppens, Joan LaBarbara, the Kronos String Quartet, Frank Zappa and John Zorn. He is principal percussionist with the San Francisco Contemporary Music Players and the John Zorn Chamber Ensemble. Since 1995 he has been the percussionist with the avant-rock band Mr. Bungle, made two recordings (Disco Volante and California on Warner Brothers) and toured throughout the world with the group. In March of 1997, he participated in the world premiere of Lou Harrison's Rhymes with Silver with cellist Yo-Yo Ma and the Mark Morris Dance Group, and subsequently, has toured the piece throughout the United States, Great Britain and Japan. Currently he is Artist-in-Residence at Mills College with the internationally recognized Abel-Steinberg-Winant Trio and teaches at the University of California Santa Cruz.

	Christian   WOLZ
	Devil Intus Mestra De La Fore
	1993
	25:48
	C.W.: [k, v]. 

one-track recording 

Diamanda Galas в мужском варианте, в сопровождении амбиентных клавиш. За душу берёт.

	WORLDS OF LOVE - см.: David GARLAND / Ikue MORI
	
	
	
	

	The  WORK
	Slow Crimes CD
	1982
	53:38
	avant-rock

label: Megaphone Records (USA) / Woof Rec. (UK)

Tim Hodgkinson (см.)  [v, flat g, s, k]; Bill Gillonis (см. тж. с: News From Babel; The HAT SHOES) [g, b, v, euphonium, jew’s harp]; Mick Hobbs [b, g, d, v, ukelele, recorder]; Rick Wilson [d, v, b]; Catherine Jauniaux (см. тж. с: The  HAT SHOES) [v]; + Chris Cutler (см.).

	The  WORK
	Rubber Cage
	1992
	49:22
	label: AYAA Disques (France) / InPolySons & Woof Records

rec. 1989-90

Bill Gillonis [g, sampling, v]; Mick Hobbs [b, g, midi-horn]; Rick Wilson [d, perc, v, cello]; Tim Hodgkinson (см.) [flat g, k, a/bar saxes, bass cl, v].

	The  WORK
	See
	1992
	44:59
	label: Woof Records / Megaphone / Cuneiform (Japan, USA)

	The WORLDS OF LOVE –  см.: Ikue MORI
	
	
	
	

	Bernie WORRELL – см. в секции ‘Jazz’
	
	
	
	

	WUMPSCUT
	Bunker Gate Seven
	1995
	68:33
	агрессивный industrial 

label: Metropolis Records (USA)

recorded in L.A. 

	WUMPSCUT
	Eevil Young Flesh
	1999
	55:05
	

	X - COMMUNICA-TION
	Mass - X-Communication
	1991 
	71:51
	label: FMP

J.A. "Dino" Deane [tb, electronics], Shelley Hirsch (см.) [vocs], Jason Hwang [vln], Hans "Hausi" Koch (см. в ‘Jazz’) [reeds], Paul "Paule" Lovens [d, perc], Lawrence D. "Butch" Morris (см.) [cornet], Hans Reichel (см.) [g, daxophone, cello], Martin Schutz (см. в ‘Jazz’) [cello].

Mass-X-Communication

Part 1: two of many [42'59"]; 

Part 2: more of many [26'52"].

A loose shutter squeaking in the wind, a cat mewling the lovesick blues, the lid dropping off a garbage can. 

In 1987, when L. “Butch” Morris met M. Schutz and H. Koch in New York, all parties could look back on many years of experience with different forms of group improvisation —  a condition that boded well for a joint project. Morris, happily, is not the kind of jazzman who jealously guards the territory. As he says, “The geographic exchange of musics... has enriched this community and keeps it steadfast in its mission to express the moment.”  ... Voice, saxophone and trombone gradually materialize in hard outline and clamour for attention. A long-sustained guitar drone wedges itself beneath them, and cranks the ebullient company up a notch or two to — where?... Saxophone and voice toss minimalistic, staccato-accentuated phrases back and forth, then hold their breath as a haunted cornet line rises in an “Ascenseur pour l’Echafaut” mood, moving even the hard-boiled trombone to grunts of approval...    X-Communication in its 1990 incarnation seems to have reached a degree of mutual understanding that allows each musician more room to move. That’s to say, few sacrificies need be made to any streamlined collective identity. The group is strong enough to support almost all aspects of the players’ creativity.   Shelley Hirsch’s near-acrobatic vocal abilities enable her to react instantly to any ideas or atmospheric suggestions her surroundings have to offer, and to take on, chameleon-like, virtually every imaginable tone colour. She possesses the sensitivity and style, moreover, to move with equal fluency as verbal communicator. The combination of “instant composition” and “instant poetry” (in English or in spontaneously invented mock-languages), the occasional country and western song, and her strong stage presence make her the group’s natural focal point, a spell-binding performer.  ... a little jazzy interlude, then cut to an oriental scene, a geisha’s dream over sparse guitar-as-ersatz-koto... impatient even in repose, the dreaming geisha floats off among turbulent, bubbling clouds...Bom de bom bom. De bombom. Hans Reichel, temporarity posessed by the spirit of Bo Diddley, brings down the house. Lovens rocks out, sort of. Saxophone and voice zig zag madly through the falling masonry...Gradually, the energy-level subsides. A whirlwind tour of mutant-ethno border discotheques, a last raucous reed eruption, and then a winding-down, to the acconpaniment of a slightly-sweked lullaby. It’s a breathing space. It won’t last long... Time to move. Into: an atomized latin groove anchored by sustained cornet and voice, a folk song, blues reminiscences, Hendrixian guitar, yodels, a jungle’s worth of fauna, sci-fi weirdnesses... the sound of surprise, anyone?

Martin Schütz – см. тж. с: Hans KOCH; Michel WINTSCH;

e-mail: schuetzdoshi-music@bluewin.ch 

Martin Schütz: Born 1954, lives in Biel, Switzerland; electric and acoustic cello, sampling, electronics. 

Martin Schütz is a cellist and electronic musician, improvisor and composer. He has been a figure on the european scene of improvised music since the late 1980s and has played with a large variety musicians from Europe, USA and elsewhere. 

He has been a regular collaborator with Lawrence Butch Morris, worked in trios with Barre Phillips and Hans Burgener and with Stephan Witter and Paul Lovens but has perhaps become best known for his membership of the Swiss trio "Koch-Schütz-Studer" and its "Hardcore Chambermusic". The three musicians have been working together since 1990. Characteristics of their music are hard contrasts, even contradictions. Sequenced sounds from various unrecognisable sources and the use of live-electronics create dense walls of sound which are contrasted with completely acoustic, minimalistic-ambient improvisations. Analogue ("played") and digital ("programmed") beats are juxtaposed against free "outer-limits" - improvisations. In addition to working as a trio, the group has collaborated with traditional musicians with quite different non-western musical backgrounds: with the El Nil Troop from Egypt to record Heavy Cairo traffic, and with Cuban musicians to record Fidel. In 1998 the trio started a new group called "Roots&Wires" with New-York-DJs I-Sound and M.Singe. 

Martin Schütz also works regularly with music in other media. He has a long working relationship with theatre director Christoph Marthaler, having collaborated with him in 1994 at the Schauspielhaus Hamburg and in 1996/97 at the Volksbühne in Berlin. He has composed and produced music for the Tanzwerk Nürnberg and Neumarktheater, Zurich and his work for film and video includes Peter Lüthi's computer animation Clowntown (1994), and for two films by Peter Liechti: Grimsel, ein Augenschein (1990) and the feature film Martha's Garten (1997).

	X-LEGGED SALLY
	Bereft of a Blissful Union
	1977
	57:59
	Другой проект музыкантов этого коллектива – см.: FLAT EARTH SOCIETY

avant-rock-fusion
label: Slow-Up / Megadisc Classics

X-Legged Sally & The Smith Quartet:

Paul Belgrado [b]; Peter Vandenberghe [k, accordeon]; Danny Van Hoeck [d]; Peter Vermeersch [clarinet, t s]; Pierre Vervloesem [el/ac g, banjo]; + Gery Cambier [double bass, perc]; The Smith Quartet [strings].

Compositions by George van Dam & Peter Vermeersch (music from the choreography).

	X-LEGGED SALLY
	Killed by Charity
	1993
	47:28
	label: Sub Rosa

produced by Bill LASWELL

Danny Van Hoeck [d]; Pierre Vervloesem [g, v]; Jean Luc Plouvier [k]; Michel Mast [saxes]; Bart Maris [tp]; Peter Vermeersch [clarinet, v].

Recorded, mixed and mastered in N.Y. 

	X-LEGGED SALLY
	Eggs And Ashes
	1994
	58:47
	label: Sub Rosa

Music from Wim Vandekeybus "Ultima Vez" performances. Music by Peter Vermeersh.

X-Leeged Sally is:

Danny Van Hoeck [d]; Pierre Vervloesem [el g]; Michel Mast [t/bar s]; Bart Maris [tp]; Peter Vermeersch [t s, clarinet]; Paul Belgrado [b]; Peter Vanderberghe [k].

additioal musicians:

Jean Luc Plouvier [k]; Peter Lamotte [trb]; Jan Weuts [tp]; George Van Dam [vln]; a.o.

	X-LEGGED SALLY
	The Land of the Giant Dwarfs
	1995
	58:59
	label: Bang! / Knitting Factory Works

Rec. in Brussels (Belgium)

	X-LEGGED SALLY
	Slow-Up
	
	67:05
	label: Sub Rosa

Pierre Vervloesem [g, v]; Jean Luc Plouvier [k]; Michel Mast [t/bar s]; Danny Van Hoeck [d]; Eric Sleichim [a s]; Sally C.S. [x-noise & twists]; Peter Vermeersch [t s, clarinet]; Bruno Deneuter [b].

	XAAL
	On The Way
	1991
	54:11
	французский инструментальный progressive 

label: Musea
Jad Ayache [synth, ac/el g, g-synth]; Alain Guillard [t s]; Yvon Guillard [tp]; Stephane Jaoui [k]; Nicolas Neimer [b]; Patrick Boileau [d, perc, engineer].

Alain Guillard & Yvon Guillard - см. тж. c: Bernard PAGANOTTI (ex-MAGMA)

	XAAL
	Seconde Ere
	1993
	38:53
	label: Musea, 1995

Jad Ayache [g, g-synth, perc]; Nicolas Neimer [ac b, fretless b]; Patrick Boileau [d]; Alex Ferrand [a s]; Nicolas Genet [tp].

	Iannis  XENAKIS
	Pleiades
	1987
	44:07
	Iannis  XENAKIS – см. тж. в исполнении CONTEMPOENSEMBLE

avantgarde

label: Harmonia Mundi 1987/1996

performed by Les Percussion de Strasbourg

1. Melanges

2. Metaux

3. Claviers

4. Peaux

	Iannis  XENAKIS
	Kraanerg
	1989
	70:47
	label: Etcetera Records (W.Germany)

performed by Alpha Centauri Ensemble with Roger Woodward, Conductor, Artistic Director.

rec. 1988 (in the Opera Theatre of the Sydney Opera House, with Sony Digital System: R DAT & 1610 Editor).

XENAKIS,
"Prophet of Insensibility"
It was two or three years after the Russian invasion of Czechoslovakia. Suddenly I fell in love with the music of Varese and Xenakis. I wonder why. Through avant-garde snobbery? Given my solitary life at this time, snobbery would have served no purpose whatsoever. Professional interest? Though I could, if necessary, grasp the structure of a composition by Bach, faced witn the music of Xenakis I was completely helpless, untrained, uninitiated, in fact a completely naive listener. And yet I felt profound and sincere pleasure when listening to his works: to Terretektorh, Persephassa, Nuits and others which I listened to avidly almost every day. I needed them: they brought me a bizarre kind of solace. There: I've said it. I found solace in the music of Xenakis. I learnt to love it during the darkest period of my life, and of my country's history. But why did I seek solace in Xenakis, and not in Bach (who gives us an illusion of calm or balance) or in the music of Smetana (where I might have found the illusion that my country, which had just been condemned to death, would last for ever)? I remember that at the same period I was unable to read Dostoievsky. This allergy has nothing to do with aesthetic judgements, and doesn't say anything about Dostoievsky: it simply betrays something about me. But why? Why couldn't I Dear him? At the time I thought it was just an anti-Russian reflex. Yet I never stopped liking Chekhov. Now​adays, I understand: what I found unbearable in Dostoievsky was his hypersensibility, his sentimental exhibitionism, his inclination to elevate feeling to the rank of values and truths. The disenchantment caused by the catastrophe that fell on my country (a catastrophe with secular consequences) was not just limited to politics: it concerned man as such, man not only with his cruelty, but also with his alibi for this cruelty - man always ready to justify his barbarism through his feelings. I understood all at once that agitation based on feeling (in private as well as public life) is not in opposition to brutality but mixed up in it, part of it.
Hence the passion for Xenakis: he revealed the world to me, rich, vast, complex... and without sentiment; a space of consoling objectivity in which the aggressiveness of a soul bent on self-expression has no place.
I remember a remark of Carl Gustav Jung. In his analysis of Ulysses, he calls James Joyce a prophet of insensibility": "We possess some bases for understanding that our sentimental trickery has assumed frankly unseemly proportions. Let's think of the really catastrophic role of popular sentiment in times of war... Sentimentality is a superstructure of brutality. I am convinced that we are prisoners... of sentimentality, and that consequently we should find it quite acceptable that there may arise in our civilisation a prophet of insensibility, by way of compensation.
"Prophet of insensibility" or not, James Joyce could still remain a novelist. I even think he was able to find predecessors for his "prophesy" in the history of the novel. The novel as a category is not necessarily tied to a sentimental conception of mankind. Music, on the contrary, is based on just such a conception. It's all very well for someone like Stravinsky to reject music as the expression of feelings; the naive listener has no other way of understanding it That's the curse of music, that's its stupid side. A violinist has only to play the first three held notes of a Largo, and the sensitive listener sighs "Ah, how beautiful!" In these first three notes which have provoked such emotion, there is nothing, no invention, no creativity, nothing at all: just the most ridiculous "sentimental trick​ery". But no one is to exempt from this way of perceiving music, from the imbecilic smile that it elicits.
European music is based on the artificial sound of the note and the scale; it is far removed from the rough, "objective" sonority of the world. From the start, it is tied by insurmountable conventions to the need to express subjectivity. It seems opposed to the rough sound of the outer world, just as the sensitive soul is opposed to the insensitivity of the universe. European civilisation (such as it emerged around the year 1000) is the only civilisation to have been accompanied by a great and dizzying history of music. This civilisation, with its adoration of the sufferings of Jesus, its chivalrous love, its cult of the bourgeois family, and its patriotic sentiments, fabricated sentimental man. Music contributed decisively to this progressive "sentimentalisation" of  man.
But a moment can come (in the life of one man or that of a whole civilisation) in which sentimentality (previously regarded as a force which makes man more human, and mitigates the coldness of Reason) is suddenly unmasked as "the superstructure of brutality". It was at such a moment that Music seemed to me like the deafening noise of the emotions, whereas the world of noise in Xenakis's compositions became, for me, beauty: beauty with the affective filth washed away, beauty stripped of sentimental barbarism.
As a "prophet of insensibility" Joyce could still remain a novelist: Xenakis, on the other hand, has had to go beyond music. His innovation is quite different in character to those of Bach, Debussy and Schonberg. They never lost their ties with the preceding history of music, they could always "go back" (and often did). For Xenakis, the bridges are burnt All the great musicians before him set themselves against the previous phase of music. Xenakis sets himself against the history of Euro​pean music in its tonality. His point of departure is located elsewhere: not in an artificial sound, separated from nature in order to express subjec​tivity, but in an "objective" noise of the world, a "sonorous mass" which doesn't gush from the heart, but comes towards us from outside, like the tread of a rainstorm or the voice of the wind. With Xenakis, one finds oneself beyond the history of music; this history no longer seems the only possible one; it is over, and it yields its position. For the first time, one wonders what it (as a whole) sought to tell us, and why it is going. And one asks (perhaps with a certain anguish) what necessity (in the deepest sense) has led Xenakis to side so radically with the "objective" sound of the world, against that of a single soul and its sentimental subjectivity.
From Regards sur Xenakis, by Milan Kundera, © 1981.Editions Stock, Paris. English translation by Richard Toop.
Born in Czechoslovakia, Milan Kundera was a founding member of Charter '77 and since 1975 has lived in Paris. He is among the leading figures of contemporary European literature and out nor of The Unbearable Lightness of Being.

The Music of lannis Xenakis By Richard Toop
If only lannis Xenakis's music were a little more like Chopin's, his biography would long since have been seized on by the film industry. It is undoub​tedly the most romantic (true) story of a genius triumphing over adversity in the history of modern music, ana perhaps in all of twentieth century art. Born in 1922 to Greek parents living in the Rumanian seaport of Brai'la, he lost his mother, an enthusiastic pianist, at the age of five. At school, in constant conflict with music teacher (and others), he excelled at sport. He joined the wartime resis​tance, was gravely wounded at the end of 1944, was sentenced to death by the right-wing post-war regime, and eventually managed to escape to Paris. Here, miraculously, his training as an engineer at the Athens Polytechnic helped him to an illegal job in the studio of the great French architect Le Corbusier. Lonely, and still in despair, he was probably saved from suicide by his meeting with an equally alienated and desperate young woman who, as Francoise Xenakis, was later to become a highly esteemed novelist His dream of an utterly new kind of music, a music of huge shifting planes and densities, alloying modern science with ancient cosmologies, suddenly became realistic through his architectural work. Sketches for buildings also served as the basis for musical compositions.

Of the cardinal artistic documents from the late sixties, Kraanerg is one of the most overpowering, and yet one of the least known. It is one of the few works of Xenakis to place two media that he normally prefers to explore separately - electroacou-stic music and the orchestra - in a situation of juxtaposition and confrontation. His electroacoustic music has almost always been linked to some kind of transcendental spectacle, whether it was for the Philips Pavilion that Xenakis himself designed for the Brussels World Fair in 1958 (Concert PH), for the Polytopes - epic interactions of architecture, light and sound - of Montreal, Cluny and Mycenes for the ruins of the ancient Iranian city of Persepolis, for the Japanese Space Pavilion at the 1970 Osaka World Fair - Hibiki Hana Ma, or for the Diatope in the Parisian Place Beaubourg - La Legende d'Er. Always the ancient or the ultra​modern: for Xenakis, who once described himself as "a classical Greek living in the twentieth century", there is no comfortable mediating factor (such as the History of European Civilisation). On the one hand, the music of Kraanerg is uncompro​misingly modern; on the other, it seems to invoke a terrifying, almost primeval world in which savage deities wage war on the various monsters that populate ancient Greek myth. It is a music of extremes - very high or very low, very loud or very soft: as if one were standing on either the base or the rim of some massive crater, gazing down into the darkness, or up at the distant sky. but in either ease only dimly aware of the gigantic linking walls. In Kraanerg the musicians are in open combat with an electronic orchestra in absentia - a pre-recorded tape consisting mainly of transformed orchestral sounds which seem to evoke both antiquity and the future, thus hemming in the 'present' of the live orchestra. In his programme note, Xenakis talks of the biological struggle between future generations which underlies the conception of Kraanerg. The struggle also has a more concrete historical basis. In many pieces from the mid-sixties onwards, images drawn from antiquity serve simultaneously to revitalise Xenakis's memories of Athens during the resistance, of night-time crowds and tanks swarming through the darkness. The titles of his works become less abstract, as do the programme notes - most notably in relation to the electrifying choral work (Nuits) of 1968.
1968: The year of student uprisings throughout the Western world, a year when idealism and total disenchantment with every form of authority combined in an attempt to stage a social apoca​lypse, in which a Resistance spirit was rekindled, however briefly: that's the key to Kraanerg. Nourit-za Matossian, author of the Xenakis biography, tells how during the May revolution in Pans, Xenakis, living in the United States, "never missed a televi​sion broadcast or a news report". But if Xenakis's score is partly a document of turbulent times, it is also prophecy: the composer writes: "In barely three generations, the population of the globe will have passed 24 thousand million.. 80% will be aged under 25. The result will be fantastic transformations in every domain. A biological struggle between gener​ations unfurling all over the planet, destroying existing political, social, urban, scientific, artistic and, ideological frameworks on a scale never before attempted by humanity, and unforeseeable. This extraordinary multiplication of conflict is prefigured by the current youth movements throughout the world. These movements are actually the beginnings of this biological turmoil which awaits us, irrespec​tive of the ideological contents of these movements. A rivetting perspective which underlay the composi​tion of 'Kraanerg'."
KRAANERG
By Roger Woodward
"Art as experiment will survive, art as security will not."
Adorno
In one gigantic timespan, the elemental grandeur of this magnum opus declared itself from the outset with choirs of winds and brass thrown into turbulent narrative which unfolded in a new concept of the present. Almost immediately, an avalanche of impenetrable, previously unimagined events swept us into an entirely new dimension. We, the musi​cians, momentarily became observers of our own fate - an inevitable, social metamorphosis bordering on catastrophe. Strings reassured us of the present - one which had changed considerably - closer to the prophecies heard moments before. In fact, each time the tape was heard, whether alone or with the ensemble of live musicians, this critical displace​ment between present and future narrowed even further.
Towards the end of this work, we ceased playing when a terrible collision of events from entirely different dimensions in time took place in the sixty-ninth minute, sixth second, the three huge slabs had inevitably led to this fatal point; taped and live sound became one. The tape then provided its own predestined and gargantuan coda, sculpted by the very hands of nature herself so as to enshroud the final meaning of the work behind huge veils. The enigma remained concealed, inaccessible once more. Massive strettos engulfed the whole. Kraanerg, an imaginary ballet and vast energy zone at least the length of the Ninth Symphony, was written in the aftermath of the social upheavals which took place in 1968. The title carried fine omens of clarity and strength from its Greek origin - Kraan, accomplishment + erg, active energy. When I first read this score, I was surprised by the originality of its 'modern' sounding textures. Xenakis' music was tonally conceived though not derivative and entirely notated by conventional means. Each sound had been placed bar-by-bar with unusual precision, ready for combat with four channel tape. Between these extreme parameters of live-versus-taped sounds, strings hovered, mysteriously, almost inexplicably, between a threshold of dreams and the intangible (the taped or "static" aspect of this work) and a more tangible reality provided by the live musical ensemble ('active, polaric sound-opposite.) The work's resonance yielded an awakening consciousness which demanded the dancers and musicians of our dreams - warriors, not artists. This, then, on my first reading was what my eyes told me would reach my ears although without realizing it, I had prepared myself for an aural update of the sixties. Kraanerg was different. The unexpected role played by the tape complemented the musicians' efforts. It was virtually impossible to distinguish between taped and live sound. The marriage between alien machine and traditional instruments worked. Xenakis' brass writing I knew well from Eonta which I had played and directed many times before but Kraanerg was scored with a brass choir of two horns, trumpets, trombones with a certain innovative nostalgia in which there appeared spectacular, even grotesque solos. Every​thing had been stripped down to the barest essen​tials in a work whicn offered much less compromise than before. Heroic and tragic moments unleashed the sacred and forbidden forces as musical narra​tive, under constant siege, reawakened the past. Counterpoints bristled everywhere like military divisions; sentinels; massive outburst and releases of herculean energy dominated; whole boulders of sound were brutally torn away in a flash; columns and pillars of sound swept by in tidal waves; landmasses and plateaus were engulfed within seconds. Secret gardens, magic kingdoms, small islands were densely notated; thousands of notes appeared as little clouds. In other places, electric storms in distant stellar galaxies obliterated the white of the page with endless showers. Supernatu​ral forces and tne apocalypse scaled ecstatic heights, yet it was the strange sheen of silvery light, olympian narratives, heralded, then mirrored by tape in combat with the live body of musicians wnich fascinated me most of all. Taped narrative seemed frozen far away into the future - an abstruse attempt to explain what may happen. The ensemble provided some more tangible emotional reality or flashback of present events in a dimension we understood.
Five wind parts, (piccolo, oboe, E flat clarinet, bass clarinet and double bassoon) martial led bleak and disturbing shock troops of rigorously pitched sonorities within a quarter or three quarters of a tone in many places. Even whole passages measu​red to differences of an eight of a tone demanded new mastery. I learnt Evryali, Synaphai, then Xenakis wrote several new works for me - Mists -the largest of the solo piano pieces, and a third work for piano and orchestra, the colossus -Keqrops, which took even more time to memorize than his other works. In the light of what had been composed by Xenakis until then, it was inconceiv​able Kraanerz remained virtually unknown. Certain​ly, primordial foliage and the shattered soundscape remained the ne plus ultra of postwar orchestral writing, even when compared with Xenakis' Pitho-prakta, Nomos Gamma, Terretektorh, Akrata and Bohor. It was a giant standing in chains. But when I read the string sections for just 12 players (3+3 + 2+2+2), fine poetry was character​ized by distant and objective beauty, juxtaposed in miraculous combinations with instruments or tape and often, scored completely alone seeking out unearthly sonorities with razor sharp precision. Although winds, brass and tape also played alone at certain stages, there were occasions when everything unexpectedly stopped. Dead. Vast silences consumed all, especially in the central development. With just twenty three performers, an amazing economy of means and dramatic expression served this bold vision with unexplained uses of light and movement. In this sense, Kraanerg was a continuation of Polytope de Montreal composed the year before (1967) - an architectural sonic/light spectacle whicn involved four orchestras, elec​tronics, statistical and probability mathematics, set theory, astrophysics, molecular biology, engineering, Greek drama and poetry.
Like Bach before him, Xenakis had majestically galvanised those codes which straddled two ages of thought and feeling - an awesome responsibility. In this way, the two composers greet each other across centuries like brothers whose prolific output holds the embodiment of profound genius.
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Palimpsest for ensemble (1979)..............................................9'42
Spectrum - Guy Protheroe, conductor
© 1979 Ed. Salabert, Paris
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Spectrum - Guy Protheroe, conductor
© 1976 Ed. Salabert, Paris
Dikhthas for violin and piano (1979)...................................... 12'16
Irvine Arditti, violin; Claude Helffer, piano
© 1982 Ed. Salabert, Paris
Akanthos for voice and ensemble (1977) .................................9'16
Penelope Walmsley-Clark, soprano; Spectrum - Guy Protheroe, conductor
© 1977 Ed. Salabert, Paris
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PALIMPSEST for ensemble (1979)
Spectrum:
Piano - Claude Helffer
Oboe - Robin Canter
Clarinet - David Campbell
Bassoon - Joanna Graham
Horn - Philip Eastop
Percussion - Terence Emery
Violin - Irvine Arditti
Violin - Richard Studt
Viola - Levine Andrade
Cello - Rohan de Saram
Bass - Barry Guy
Guy Protheroe, conductor
EPEI for Ensemble (1976)
Spectrum:
Cor anglais - Robin Canter
Clarinet - David Campbell
Trumpet - Graham Ashton
Trombones - John Iveson, David Purser
Bass - Roger Dean 

Guy Protheroe, conductor
DIKHTHAS for violin and piano (1979) 

Violin - Irvine Arditti 

Piano - Claude Helffer
AKANTHOS for voice and ensemble (1977)
Spectrum:
Soprano - Penelope Walmsley-Clark
Flute - Philippa Davies
Clarinet - David Campbell
Violins Irvine Arditti / Alexander Balanescu 

Viola - Levine Andrade 

Cello - Rohan de Saram 

Bass - Barry Guy 

Piano - Claude 

Helffer Guy Protheroe, conductor

Over thirty years after the scandal created by the premiere of his first orchestral work, Metastaseis, at Donaueschingen in 1955, Xenakis's music still poses to the listener a disconcerting dichotomy: the ingredients of the music appear to consist of a plethora of scientific and higher mathematical expressions, a web of calculations and diagrams, yet the sonic result is raw and dramatic, intensely passionate and subjective. The non-scientist musician, trained in the Western tradition, may indeed wonder how the results of complex scientific processes can truly produce creative music; the scientist who does understand the processes may well arrive at the same question. Hence the cries of devotees that Xenakis is a composer outside time, he is a phenomenon which could have occurred in another century, another civilisation, right back to the time of Ancient Greece - indeed that, in his new synthesis of art and science, he is the first of a new race of artists, with "cerveaux puissants et universels". Yet Xenakis has identified his creative persona and methods as an entirely logical step at this point in the continuing evolution of music. Right through from the earliest formulations of theories of music by Aristoxenus and Euclid, music and mathematics have been intimately linked. In the Middle Ages in Europe, for example, the study of music at university automatically included the study of arithmetic, geometry, architecture and astronomy - all sciences based on numbers. Composers were thus often accomplished scientists, and much of the music of leading composers was based on Ancient Greek and also Christian symbolic number theories. The intimate link between some of Xenakis's scores and architecture had clear historical precedents: there are many instances in medieval music of works being based on architectural principles.

Music and mathematics only became distanced when music became directly expressive, in terms both of dialectic and emotional expression. It was when the Romantic movement in music reached its apogee, in the earlier twentieth century, that a number of composers, seeking an escape, turned again to mathematical principles, initially through the invention of twelve-note technique. For the composers in the hermetic atmosphere of Vienna, the centre of Western music for almost the last two hundred years, it was quite impossible to take the logical conceptual step, effectively right outside the Western European tradition. It was in Paris, where a new aesthetic had already emerged in the music of Debussy, that the music of our own times was to be forged, above all through the examples of Varese and Messiaen.
For the young Xenakis, arriving in Paris in 1947, his encounters with such key figures provided just the stimulus he required to fire his creative spirit. Brought up in Romania and Greece, he was largely self-taught as a musician, with little experience of the Western tradition; his training was as an engineer and architect in Athens, until his involvement in the Greek Resistance caused him to flee the country. In Paris he threw himself into the latest developments, attending Messiaen's classes at the Conservatoire, alongside such other young prophets of the future as Boulez and Stockhausen, and worked with Pierre Schaeffer on the first concerts of the Groupe de Recherches de Musique Concrete. At the same time he was working as an architect with Le Corbusier, developing startling new concepts for buildings which involved immensely complicated calculations for the proportions, lines, curves of pressure, in order to establish a structure. He gradually began to develop the same principles with regard to the construction of music, eventually applying them in his first major work, Metastaseis. He approached the construction from the outside, employing large number theories to create masses of sound in clouds and galaxies, progressively defining and sub-defining his material until finally the smallest details were charted. This approach was radically opposed to the investigations of most of his colleagues: while he revelled in a cosmic approach, they were analysing the compositional process from the smallest definable element, building up as it were from individual atoms. Hence some of the confusion and disorientation of the early listeners to Xenakis's music - even his fellow composers.
Through the last thirty years Xenakis has concentrated his genius on the world of sound: architecture has served to provide visual and acoustic elements in many of his works, from the myriad light and sound sources in the series of Polytopes to the construction of a special listening environment, the Diatope. But the mathematical theories he learned from the field of architecture and engineering he has continued to explore in his music.
These mathematical theories are sophisticated symbols of the unity Xenakis sees underlying all activity, both human and non-human: music, as the most abstract of the arts, provides the ideal medium for the expression of his philosophy. He projects the future of music as an ever closer relationship between the arts and sciences, with the artist-scientist equally skilled in all fields, extending to history and human sciences, and also to genetics and paleontology (for the evolution of forms). And it is the strength of conviction, the burning vision within Xenakis that turns what in the hands of a less creative mind would be an arid and sterile experience into something powerful and dramatic, a distinctive music which has had a profound influence on many younger composers, both in terms of compositional techniques and the sonic results.
Despite the complexities within the compositions, and also the rigorous demands they make on performers, the impact of Xenakis's music on the listener is always direct. The four works for varied ensemble on this recording, all dating from the late 1970s, always present a clearly perceivable shape and balance of structure, and indeed often give the impression almost of modal writing, through the use of scale patterns and the concentration of musical activity around specific tonal areas. The music is still alive with "the whole agony of my youth and the Resistance", but there is an increasing richness of expression, a spirit of exuberance and exhilaration, a new romanticism, what seems to be a celebration of the sheer joy of music by a composer at the height of his powers and in full command of his medium, his destiny.
PALIMPSEST (1979)
A "palimpsest" is a piece of parchment or paper which can be re-used: the original writing is rubbed out, and something new is written in its place. In this composition the new principle being explored is that of non-repeating scales. In modern Western music, for example, the basic scales - major and minor - have a succession of seven different notes which repeat identically in every octave. Xenakis reacted against this limitation by creating non-repeating scales: each octave the scale passes through has a different pattern of notes. This principle is applied to the full twelve-semitone scale - and surprisingly for Xenakis, there are no quartertones or microtonal divisions, though the strings have some glissandi. He also extends the new principle to other elements, such as time, intensity, degrees of order and disorder. But, as always, having formed his principles, he lets intuition rule the music.
In Palimpsest the new scale principle can be heard immediately, in the opening pianosolo.The piece is a kind of chamber concerto, for piano, percussion (six drums), a wind group and a string group. The music throughout is possessed by a tremendous energy and verve, and a sense of exhilaration, as the instrumental elements are pitted against each other, and it builds up until all the pitched instruments are skidding around scale patterns. As the climax is reached all the wind and strings join in unison rhythm and pitch, playing a slowly rising scale figure which gradually moves out of phase and back in again. As they reapproach unity, their sound is obliterated by a final sortie on the percussion, followed by a last failing outburst from the piano.
EPEI (1976)
In strong contrast to Palimpsest, Epei is essentially introvert and pensive, and it is concerned above all with continuity of line. The word "Epei" means "since", both in the causal sense ("because") and the temporal ("after"). The musical flow consists of continuous slight changes, like ripples in a stream, seamlessly woven into the texture, or otherwise of abrupt changes which lead the music in a new direction. The first three notes on the trumpet, E-A-B, provide the focal pitches for the whole work: throughout the first half the trumpet and clarinet play a kind of ostinato around these three notes, while the other instruments remain stuck around the note E in microtonal clusters - the music is notated in units of an eighth of a tone. At last the instruments join in a glissando which leads to the centre of the work, marked by a passage beginning in unison rhythm and pitch, gradually moving out of phase and back in again (as in the final section of Palimpsest). Then the trumpet establishes an A, on which the others join. This is the pivot note for the whole of the second half; but the music eventually works its way back, ending on a final affirmative unison E, the pitch on which the work started, but now spread over five octaves.
DIKHTHAS(1979)
Xenakis had not, until 1979, written for the classic combination of violin and piano: for him it was a new thing, how to oppose an elephant like a piano against such a subtle thing, a spider-web like the violin. "Dikhthas" means "double" or "dual", like a personality made up of two different natures. Sometimes these two natures contradict each other; sometimes they merge in rhythm and harmony. The piano opens in very similar style to Palimpsest in non-repeating scale patterns which are abruptly cut off by the violin with violent down-bow chords. Then the violin takes up the challenge of the scale figure, taking it one stage further, into continuous glissando scales of which the piano is incapable. The piano persists in its scale material as the violin explores all three of its ideas; then the violin casts a new challenge to the piano: it takes a unison note D played on two adjacent strings, and moves one of the Ds fractionally away from the other, creating "beats" - audible vibrations - between the notes, from two per second up to eight per second, and back again. The piano cannot play microtones or sustain continuously: it frustratedly repeats a unison D, or moves semitones or tones either side. Later in this passage the piano discovers a new, purely pianistic reply to the violin: playing four unison Ds simultaneously over a six-octave range. This sends the violin scudding impassionedly off in new directions, homing in on the idea of a continuous glissando in microtones. The piano counters with a few interpolations, but is no match. When the violin finishes, however, the piano answers in a brief and frenzied solo, covering the whole range of the keyboard in a few seconds. Perhaps mutual respect has been achieved: the final section opens with the two instruments at last in complete empathy, sharing and exchanging themes and figures, and ends with their two individual voices in mutual support.
AKANTHOS(1977)
"Akanthos" is a plant, the Acanthus, of which the leaf pattern was used to form the decorations rounds the capitals on Corinthian columns. The music is similarly elaborated and ornamented, with a mass of detail. The five strings play mainly glissandi or gritty unison details, and sometimes produce quite striking melodies; the flute, clarinet and soprano concentrate more on individual notes. The piano joins in with both groups, but above all punctuates the music with solo bursts. Several pitches stand out from the overall mass: especially prominent are the notes A and D, and underlying the whole piece there is a distinct impression of the mode of D minor.
-- Guy Protheroe © 1989

CLAUDE HELFFER started playing the piano at the age of five. He was a pupil of Casadesus until the beginning of the second World War, during which he studied harmony, counterpoint, and composition with Leibowitz. In 1948 he made his debut in Paris.
Helffer has played in many cities in Europe, Africa and the Americas, both in recital and as soloist with eminent conductors, including Pierre Boulez, Ernest Bour, Michael Gielen, Neville Marriner, Willem van Otterloo and Georges Sebastian.
He is particularly noted for his performances of 20th century compositions, and many contemporary composers have written concertos for him, notably: Erikhton by Xenakis (1947), Concerto by Boucourechliev (1975), Stances by Betsy Jolas (1978), and Concerto No. 1 by Luis de Pablo (1980).
His recorded repertory includes the complete solo works of Schoenberg, Debussy and Ravel, Boulez' three Sonatas, Bartok's Microcosmos, Beethoven's Sonatas Opp. 10, 27, and 53, and the Triple Concerto.
Several of his recordings have earned him a Prix du Disque, and SACEM has awarded him a Grand Prix for his interpretation of contemporary French music.
PENELOPE WALMSLEY-CLARK came to international prominence when she was invited to sing the role of the Queen of the Night at the Royal Opera House, Covent Garden in 1987. She subsequently sang the role in Geneva and repeated it for English National Opera in 1989. She recently appeared at the Royal Opera House in Berio's Un Re in Ascolto and Osborne's Electrification of the Soviet Union, which she also sang in Berlin. She has sung in Ligeti's Le Grand Macabre in Vienna and at the Royal Festival Hall, London.
Recent concerts include the Brahms Requiem at the City of London Festival conducted by Kurt Sanderling, Carmina Burana with the London Symphony Orches​tra and Richard Hickox, Elijah in Liverpool with Marek Janowski, Schoenberg Moses and Aron with the BBC Symphony Orchestra conducted by Sir John Pritchard, Henze Elegy for Young Lovers, at La Fenice, Venice and concerts in Vienna, Berlin, Salzburg, Frankfurt and Czechoslovakia. She has also performed with Harrison Birtwistle, Pierre Boulez, Sir Colin Davis, Sir Charles Groves, Bernard Haitink, Roger Norrington and Raymond Leppard.
IRVINE ARDITTI was born in London in 1953 and at the age of 16 he began his studies at the Royal Academy of Music, subsequently winning a number of prizes for violin and composition. Just before leaving the Academy in 1974, he formed the Arditti String Quartet. In 1976 he became Principal 1st Violin in the London Symphony Orchestra and after two years became its Co-Leader with a special interest in the orchestra's contemporary music programme. He left the orchestra in 1980 in order to devote more time to the Arditti Quartet which now enjoys an international reputation as one of the foremost interpreters of contemporary music. He has also worked as a teacher of new music and since 1982 has been the resident violin teacher at the Darmstadt Ferienkurse for New Music. Irvine Arditti has also given many solo recitals of recent works throughout Europe and in the United States and Far East. He has appeared as soloist with the Turin Radio Symphony Orchestra and with leading new music ensembles including the London Sinfonietta, Spectrum and Ensemble Koln. Many composers have written works especially for him and these include de Pablo, Dillon, Estrada, Ferneyhough, Finnissy and Harvey. He has been responsible for the introduction of numerous solo pieces, including works by Berio, Xenakis, Carter, Pousseur, Donatoni and Nono, to many countries. His performances have been unanimously acclaimed by the Press - the Sunday Times referred to his "sensitive virtuosity" and The Times reported "Irvine Arditti reached heights other violinists cannot reach".
Irvine Arditti has developed a close affinity with the music of Xenakis and personal rapport with the composer, having played Dikhthas many times with Claude Helffer throughout Europe. Xenakis is writing a concerto for violin and orchestra for Arditti, to be premiered in MUSICA, Strasbourg in 1991.
SPECTRUM brings to performances of today's music an excitement and verve which spring from the virtuosity of its artists: members of the ensemble number some of the most distinguished interpreters of contemporary music, grouped according to the works being performed but usually numbering 8 to 16 players with a conductor. Although based in London, Spectrum comprises leading performers from Great Britain and abroad - string players from the Arditti Quartet, some of Britain's finest brass ensemble players, woodwind players such as Robin Canter and David Campbell, known for their versatility as soloists as well as ensemble players, and an array of international singers and pianists, who include Claude Helffer and Yvar Mikhashoff. The group is directed by Guy Protheroe, an acknowledged specialist in contemporary music and its interpretation.
Spectrum is equally catholic in its choice of repertoire - commissioning and presenting works by major composers from Britain, Europe and the USA. The group has a special reputation for the music of Xenakis, presenting many British and other European premieres of his works, and has also introduced much unfamiliar European new music to Britain.
Spectrum performs at concert series and festivals in Britain, Europe and the USA, promotes its own concerts in London and records and broadcasts for a number of radio networks. Since its foundation in 1971, it has always kept abreast of the developments and directions taken by today's composers, combining freshness of outlook with the benefits of nearly two decades of performing experience. 

GUY PROTHEROE's career embraces a wide variety of styles. He founded Spectrum after reading music at Oxford University, and has directed concerts and workshops for many new music organisations in London. He is also very active in the field of choral music from the last five centuries, appears regularly with his own chorus and orchestra, the English Chamber Choir and Players, and has appeared as a guest conductor with such organisations as the BBC Singers and the Ulster Orchestra, and several contem​porary music ensembles in Europe. He has conducted in all the major London concert halls, at many festivals in Britain, including Bath, Huddersfield and the Almeida, and also in Holland, Belgium and Germany, and at leading festivals in the USA. He broadcasts frequently for the BBC and for European networks, and has appeared on nearly twenty record albums. His recent recording of Jonathan Harvey's ,,Bhakti" with Spectrum has been highly acclaimed, and was nominated for the contemporary category award for Gramophone magazine in 1989. In the field of popular music he has worked with many leading international artists as musical director and arranger, especially for many years with the Greek musician Vangelis on a variety of albums and concerts.
He also has been the artistic director of a number of musical projects, such as a series of performances devoted to Sylvano Bussotti at the Almeida Theatre, and the large-scale Greek Festival in London 1989 based at the South Bank Arts Centre. Guy Protheroe first encountered the music of Xenakis while a student at Oxford, and has conducted many of his works regularly over almost twenty years, in several countries, and has written extensively on his music. He was recently appointed Guest Conductor of the Xenakis Ensemble (Holland) at the recommendation of the composer.
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Works performed at the XENAKIS @ UCSD FESTIVAL, Apr. 3-9th, 1990.

1.    Ais (1980) 15:29 

for amplified baritone, solo percussionist and large orchestra 

The La Jolla Symphony Orchestra 

Philip Larson, baritone 

Steven Schick, percussion 

Thomas Nee, conductor

Recorded 7 April 1990, Department of Music, University of California, San Diego, Mandeville Auditorium.

2.     Gendy 3 (1991) 18:45 

for computer generated sound

Magnetic tape, 2 channels, DAT at 48 kHz, 4 loudspeakers minimum in performance. Music stochastically synthesized by computer, utilizing a special program at CEMAMu,* Paris.

3.     Taurhiphanie (1987-88)   10:46 

for computer generated sound

Magnetic tape, 2 channels, 38 cm/sec., 4 loudspeakers minimum in performance. Music realized on the UPIC** system at CEMAMu,* Paris.

4.     Thallein (1984) 17:44
for 14 instruments
The SONOR Ensemble of UCSD
Rand Steiger, conductor

Recorded on 1-2 February 1991, Department of Music, University of California, San Diego, Warren Studios.

* CEMAMu: Centre d'Etudes de Mathematique et Automatique Musicales
**UPIC: Units' Polyagogique Informatique du CEMAMu pour composer a 1'aide du dessin

—FOUR PERSPECTIVES—

Sublime Extremes
lannis Xenakis. His music contains human dimensions only knowable to one whose identity has been breached by the indiscriminate violence of shrapnel. It manifests a knowledge of materials and an awareness of structure natural to an engineering graduate of the Athens Polytechnic Institute. Bridging the humane and the calculated, it asserts the comprehensive, integrative vision of the architect, a perspective nurtured by years of working near Le Corbusier. Xenakis celebrates in his time the conceptual consonance between music and science first remarked in ancient Greece.

Notable in his way and work is an improbable equipoise between the sternly rational and the flagrantly emotional. Whatever the methodologies he embraces, the strategies he employs, his intent is both immediate and metaphysical:

Art, and above all, music has a fundamental function, which is to catalyze the sublimation that it can bring about through all means of expression. It must aim through fixations which are landmarks to draw towards a total exaltation in which the individual mingles, losing his consciousness in a truth immediate, rare, enor​mous, and perfect. If a work of art succeeds in this undertaking even for a single moment, it attains its goal. [Formalized Music, page 1]

One strains to embrace the amplitude of this vision even while marveling at its starkness. Does another similarly elevated credo come to mind? His standard results in music that is inimitable, but also in a voice whose range and character are not suited to every purpose. There are limits here. Nonetheless, I have recognized in him moments of tender, even vulnerable sensibility—heard him relish, fleetingly, a homely melody. One is not likely to detect these facets in his music, however, and when they are to be caught at instants when the tautness of the musical fabric loosens briefly, they are rather incidental indicators than generous explorations. He admits a potential but does not indulge it.
Xenakis' impulses, though broadly informed, find their realizations in a music that is, as a rule, harsh-voiced, urgent, implacable, insistent, imperious. They call out (or are carried upon) sonic textures that seem elemental, unreasoned in their massive inevitability. It is this manifested energy—often compellingly, though not explicably, dark in mood—that more than anything else arrests the listener's ear and mind, I think. And massiveness in Xenakis turns out to be by no means the sole province of large forces. No, to one's amazement, a solo cello or clarinet is as able as a 100-piece orchestra to evoke this inimitable impression of an inertial directionality that is not to be resisted.
I first encountered Xenakis in Berlin in the Spring of 1964, and we have met often since then, in Europe, Asia and the United States. He remains quietly consistent in every context. Sometimes, as a momentarily detached observer muses on it, this man seems an implausible source for music of such sublime extremes. As director of the Xenakis @ UCSD Festival, I concluded my opening remarks at the opening with the following comments. They still feel like an appropriate offering to someone about to embark on the voyage of the present disc:
Prepare yourselves for musical experience that is at once elemental and sophisticated, diabolical yet divine, eliciting acts of musical heroism from its performers and leaving its listeners in a state of astonished grace.
At this remove, the words too seem extreme ... but no less true.
—Roger Reynolds

—On How to Talk About Music—
It is a gift of nineteenth century romanticism that topics smacking of science or technol​ogy are studiously avoided by typical students of the arts. Reading Iannis Xenakis' book Formalized Music therefore presents significant stumbling blocks to many musicians, for Xenakis uses mathematical concepts as freely as most authors use words. Does this mean that Xenakis writes "mathematical music"? Or that he wishes to show how music is really just a form of mathematics? I think neither, for Xenakis' book deals in reality with fundamentally aesthetic relationships that can be described or expressed either mathemati​cally or musically. More important is that Xenakis does not shun the elegant and powerful tools of thought catalogued in the lexicon of mathematics in order to forge a path towards an expanded insight into music.
There are at least two basic ways in which such a treatise can be approached. The first involves asking the question, "How can I translate all of these involved mathematical arguments into terms I can easily understand and readily use?" The second starts by asking, "To what extent must I enlarge my thinking so as to be on a level with what is expressed?" The first is the pragmatic question of the practitioner seeking "user-friendly" tools and concepts. It is likely to fail in this case, for the book is—both implicitly and explicitly - about musical philosophy, and it is the second question that belongs to the philosopher.
While Xenakis uses mathematics with the aplomb of a master carpenter using hammer and saw, reading Formalized Music is not like a lesson in carpentry (though there is a little of that), for Xenakis' primary concern is not technological. It is rather like listening in on the thoughts of a master carpenter who is well on his way to inventing architecture. Mathematics in this case is merely one means—though an important one—by which thinking about music can be accomplished. Without such means the architect is reduced to the status of a dreamer about forms. With such means, Xenakis shows how the musician can approach musical realms that hover beyond the reach of imagination.
In his writing pertaining to Achorripsis, Xenakis demonstrates mathematics as Muse (in the best tradition of ancient Greece): a simple stochastic "seed" (the "mean density of events") is toppled into a complex structure that it characterizes without delimiting. In other words, the connection between the mathematical impetus and the musical result is shown to be logical without being confining. Statistics, which is the mathematics of large collections of individually differentiated objects, can be a double-edged sword leading either analytically from complex behavior to tractable simplification, or synthetically from simplified principle-cum-unifying force to composition.
In the section of Nomos Alpha—taken from the most overtly philosophical part of the book—Xenakis raises the issues he calls in-time and outside-time. Today's musician is likely to interpret these concepts as analogous to the contemporary distinction between real time and—for perennial want of a better antonym—non-real time. This, however, would be an unfortunate oversimplification. A better analogy would be the difference between the path between two arbitrary points in space with the special property of traversing the shortest distance—a straight line—versus all the other possible paths connecting two points. Thus we can see in in-time behavior the same linear, temporal actuality that allows music to exist, while outside-time behavior is comprised of the sum total of the imagination, logic, presump​tion, irrational association, mathematics and, of course, mere coincidence that allows musical thought to exist.
—F. Richard Moore

—A Voice of the Inexplicable—
I first met Xenakis in Tokyo, perhaps in 1960. Since 1961 I have been playing his piano pieces, Herma, Eonta, Evryali and Synaphai. In Berlin in 1963,1 became his composition student. When I showed him my piano piece, he pointed at two sections in the piece, and offered me an eraser. Another time on the way to the post office, he explained the history of ancient Greek philosophy—Pythagoras, Parmenides, and all the rest. Those were the few lessons I had. Later I translated two of his books, Music Architecture and Xenakis / les Polytopes, into Japanese, and conducted the performance of Oresteia in Tokyo.
Now I can still feel those notes of Herma at my fingertips, but I haven't played it for a long, long time. Performing Herma I discovered the gravity-free state of the sound. It was the feeling of lightness, rather than the violent movements other people surmise from the pianistic virtuosity. And from performing Synaphai I learned to distinguish simultaneous multiple lines by differentiated touches and fluctuating time. Since then as a composer I am always interested in these fugitive elements, the undefinable and unstable timbre changes and intentionally uneven timing which are difficult even to indicate. Then music becomes more improvisational and fragile. After all, this may still be a performer's point of view rather than a composer's.
Although I feel I have come far from his concepts, the mass of sound, the outside-time architecture, intense expressions, all those elements which seem to have become a style and method in recent European music, I like to listen to his music. I hear through those hundreds of notes, and sense at unexpected moments something like a voice, or voices, of the inexplicable. I am thinking of the lone observer in the vast space-time of Einstein watching the fleeting light.
—Yuji Takahashi

—Iannis Xenakis: a vision that listens—
I met Iannis Xenakis in 1967 in Paris, during a series of lectures in which he presented both his compositions and his works on music theory. At that time, I was a student for whom music seemed to be in a cul-de-sac, and meeting with this visionary caused me to come directly into contact with a part of the future, different from that one pointed to by other musical works, authors and theories. From the first lecture, several blackboards were insufficient to illustrate his long exposition on the mathematical background of his conceptions. Until that very moment, I had always thought of music as a world on the most opposite side of, even as the field that would save me from mathematicians, which in my father's family was a sort of plague. I had never had any interest whatsoever in mathematics and the presentation given by Xenakis reminded me too much of the numerical tone of family talks.
[... ]
Right after those lectures, I began to put a good amount of effort into studying, in a systematic way, the works and postulates of this musician, mathematician, architect, and philosopher, whose ideas and realizations offered an original vision, together with a revolutionary solution, to both the thinking about and the creation of music. The works of this distinct musician, lying on the antipodes of every other music so as to offer an authentic, novel idea, was thus the beginning of a renovating stage in my professional and artistic career.
[...]
At the end of 1983, I attended Xenakis' courses at the Universite de Paris to inquisitively interrogate him on the concrete way in which he put into practice in a score his theories and composition methods. This was the occasion in which I most arduously tried to know "how the method actually works," yet I did not achieve my goal. I wanted to know his answers with precision because in the Spring of 1984, I was going to give the first seminar ever on the formal analysis of his work to the doctoral students of composition at the University of California, San Diego. I must say that the solution to the problem was to approach it from the angle formed by my knowledge of his formal propositions and my own intuitions.
—Julio Estrada
[Excerpted from an extended manuscript with the same title; translated from the Spanish by Rafael Linan]

—Program Notes—
AIS (1980) for amplified baritone, percussion soloist and large orchestra
This work is concerned with "the domain of the dead, Hades of the shadows." For it, Xenakis selected two fragments from the Odyssey relating to Ulysses' visits to the land of the dead. He offers the following comment:
Odyssey, chant XI, verses 36-37:
into the pit; the blood was flowing like black clouds, and from the depths of Erebos gathered the souls of the [irrevocably] dead.
and verses 205-208:
To embrace the soul of my [irrevocably] dead mother. Three times I hurled myself; all my heart longed for that. But three times from my hands like a shadow or like a dream, her soul flew away; and in my heart more sharp the distress became.
These fragments express the irreversibility of death, and they are even more terrible since the being most cherished by Ulysses, his mother, is impalpable, a dream that flies away in spite of three attempts to take her in his arms. So small, so miserable are the remains of the living. This is what is reflected by the funerary stele of the Vth and IVth centuries B.C., where tender and melancholic farewell smiles still bind together the already dead with the living, themselves shadows to come.
Then I took a fragment from Sappho, in that beautiful Aeolian dialect, where the desire to live is mixed with a nostalgia for death as if to conjure it:
From Sappho, fragment 95:
To die, a longing holds me, and to see the shores of Acheron
full of lotuses and dew.
Finally, a fragment of the Iliad, portraying the ignominious death of the beautiful and valiant Petroclos, struck down in his youth and ardor by the conjugated wills of the gods and men:
Iliad, chant XVI, verses 855-857: 

as soon as he ceased speaking, the death end covered him. The soul flew away from the limbs and went to Hades, weeping for its destiny, having abandoned force and youth.
The texts are set into prosodic ancient rhythms, except for the text of Sappho which is treated in a freer way. Phonetically, my presumption is the ancient one. The prosody of the Homeric verses is like a kind of kataloghe (recitative) of the tragic poets. The orchestra underlines or invokes the feelings, the sensations of the dead-living couple which we are, and in which these feelings and sensations are fitted without any possible escape.
—Iannis Xenakis
Ais was commissioned by the Bayerischer Rundfunk and premiered by its orchestra under Michel Tabachnik on 13 February 1981 at Musica Viva in Munich.

Gendy3 (I991) for computer generated sound
In the Achorripsis (1956-57) chapters (I and V) of Formalized Music [revised and expanded English translation edition, Pendragon Press, 1992], Xenakis established a ''background canvas," for the creation of sounds primarily by stochastic functions. Gendy3, entirely produced with a computer program written by the composer in 1991, is the most recent and most thoroughly stochastic instance in this quest. Both the macrostructure (the form) and the sonic materials themselves are stochastically generated. The overall form is mosaic-like, based on the superimposition of several "routes," or stochastically determined successions of fields. Each field in the several layers may be silent or not. The composer intends to create an interesting musical composition by what is, objectively, "an arbitrary chain of these field sequences."
An elastically bounded process Xenakis calls "general dynamic stochastic synthesis" [hence the title "GenDy"] is responsible for generating the sonic content of the piece. Polygonal waveforms are computed using one stochastic law while others govern the timing and amplitude fluctuations. "The challenge," writes Xenakis, "is to create a music starting as much as possible from a minimum number of premises," but which will be interesting to contemporary sensibilities without their "being trapped in known paths."
Gendy3, created at the composer's CEMAMu facility in Paris, was premiered on 17 November 1991 at the Rencontres Internationales de Musique Contemporaine in Metz.

Taurhiphanie (1987-88) for computer generated sound
The origins of this work are unusual. On 13 July 1987, as an opening to the Festival de Radio France a Montpellier, an outdoor premiere performance occurred in the Arenas of Aries, an intermedia event which combined pre-composed and improvised computer music with sounds from the environment. The novel aspect of this environment arose from what might be termed a "non-violent demonstration" of bulls and white horses from Camargue. The pre-recorded components of the hybrid performance, augmented by real time manipula​tions, were realized on the UPIC computer system [Unite Polyagogique Informatique du CEMAMu]. This system was conceived and realized by Xenakis.
Taurhiphanie's basic sonority is indebted to recordings of bellowing bulls. Digitized waveforms derived from these established the work's sound palette. In 1988, Xenakis completed, at CEMAMu, a final 2-channel version using exclusively computer generated sound. The work was commissioned by the Festival d'Arles and the Festival de Radio France a Montpellier.

Thallein (1984) for 14 Instruments
As is often the case with Xenakis' work, the title conjures up extra-musical referents: here, the Greek verb "to sprout," thallein. It is a work for chamber orchestra (4 woodwinds, 3 brass, 2 percussionists, piano and 5 strings in traditional distribution). The prohibition of vibrato adds a characteristic aura to the ensemble sonority as do the violent ensemble iterations and massed glissandi. Thallein is, in effect, a transitional work between the often raw and elemental directness of earlier compositions, for example, Metastaseis (1953-54) and Eonta (1963), and the less forbidding, almost narrative profiles of late works, such as Dox-Orkh (1991) or Tetora (1990). There is the surprise of a folk-like tune; there are numerous elegantly accomplished tempo changes (of Stravinskian bite); and, as Nicolas Kenyon observed, the whole is "a strikingly original exercise consisting of sound constructions which are fitted organically one within the other: once they are agitated, next they are sweet, and sometimes they are repeated in an obsessive manner ... there is an extreme expansion of means .... And we feel that whatever comes to the music of Xenakis in the course of its evolution, even if it is to be a little falling back or a touch of lyricism, it will never be 'comfortable' or serene."
Thallein was commissioned and premiered by the London Sinfonietta on 14 February 1984 in London, conducted by Elgar Howarth. It is dedicated to this ensemble and Michael Vyner.

Iannis Xenakis was born in Rumania of Greek parentage; his mother was a pianist. The composer's formal education began at the Athens Polytechnic Institute; later, his knowledge of civil engineering brought him into the realm of architecture and to collabora​tion with Le Corbusier from 1947-60. His musical studies were done with Hermann Scherchen in Gravesano and, later, with Messiaen at the Paris Conservatoire.
At the time of his 70th birthday in 1992, Xenakis' distinction was unique—beyond the accumulated achievement of a productive compositional lifetime—in that he exercised leadership in the application of science to music as well as in composition itself. If not in the purity, even innocence, of his earlier works (especially from the 50's and 60's), then with the color and intensity of almost any of his subsequent compositions, the listener identifies immediately his distinctive voice.
Xenakis lives in Paris, having gained French citizenship in 1965. He is the founder (1965) and director of the Centre de Mathematique et Automatique Musicales (CEMAMu) in Paris, author of Musiques formelles, and inventor of the UPIC computing system.
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—A Conversation—
A lively exchange between Xenakis and two dozen students in UCSD's graduate music program took place on 9 April 1990. There follow some excerpts from their wide-ranging interplay.
Hiroyuki Itoh: It's very interesting that you accepted the performance by a Disklavier of the Dikhthas [1979] piano part, rather than having it played by a live pianist with the live violinist. Would you think there is an important difference between the performance by live persons and Disklavier?
Xenakis: That's an intelligent question because—[laughter] 

Itoh:  I'm glad—
Xenakis: You know, I think that the silly questions are maybe sometimes more interesting.—When you compose with a machine, when you try to control the whole composition's sound synthesis, perhaps even the microscopic stuff, you delegate your power of making decisions. The result depends on what you put into the machine. And what you have to put in are sometimes very, very complex statements that you cannot do, because we don't have the tools, there are no tools to do that—yet.
Tim Labor:      [Labor was responsible for preparing the digital Disklavier for the concert performance.] With regard to entering the information, I took the point of view that I wanted to get the rhythms as precise as possible. Partly because they were very fine rhythms, and also because there's an inherent information loss in the Midi processor. In the matter of velocity, how hard the keys are hit, what is done—is by feel. I had a program where I entered notes individually.
Xenakis: For each note, you did that?—Velocity, I think, is a matter of sound intensity; it also has to do with the spectrum, that is, the quality of the sound. This is in the feel of the fingers. And you controlled that how?
Labor: I followed the score and played the notes individually with my hand, if it was loud, if it was soft. The benefit of that is that there is a slight variation between successive attacks; so, the result has a more performance-like quality.
Itoh: So, [regarding my earlier question] I think you postpone the exact answer until you listen to the real performance today, but if the result is satisfactory for you, is it then acceptable to play Evryali [1973] or Synaphai [1969], which have very, very difficult piano parts, to play those pieces with a Disklavier?
Xenakis: If the concert was going to be held, say, at Lincoln Center, maybe I would prefer a live performer of great skillfulness, because I don't know the [Disklavier] system. If this develops into something fantastic, why not? We have to try.
Itoh: I think my question is related to your aesthestic concept of technical
difficulty. Peter Hill—who is an American pianist and who premiered your Ewyali in this country—wrote an article in which he said there are a couple of measures which really are impossible to play.
Xenakis: I know. That's true.
Itoh: Could you explain your concept of technical difficulty which sometimes involves impossibility?
Xenakis: Not always, but in Ewyali, it is. In Synaphai, the same thing, almost. Because playing is like sport—athletics. So, it's also for athletics, not only athletics for the hands and body but also for the brain: how to invent new ways. In these special pieces, Ewyali and Synaphai, the performer is free up to a point to make a selection of what he can play, with always a kind of sorrow because he cannot do everything. It's like a holy plan that he can conquer sometime maybe in the very remote future. So it's a kind of tangent. And that is important I think for our passage through life, a tangential aspect to it. So, you are trying to be eternal with a perishable thing, as a composer. But it's Charles good to try. C'est la vie. What else can you do?
Kronengold:    I've been wondering about a quotation where you said that music was controlled entropy. It was in Formalized Music [Indiana University Press, English translation edition, 1971; more recently, Pendragon Press, revised and expanded English translation edition, 1992] somewhere.
Xenakis: Did I say that? We can control not entropy but something which looks like it.—Of course, you can control entropy also. It depends on the technique that is used. You might, for instance, at a given moment produce sounds with probabilities. In that case, you have to deal with the problem of entropy, that is, how much coordination or how much determinism you have to include. You can start with something which has a high entropy value and then go to a much narrower [range] in rhythm, in pitch wealth and things like that—the evolution of the timbre itself in the tiny notes, or the tiny sounds [in the microstructure of the sound]. I am especially considering the East Asian way of producing sound, with small glissandi, for instance, with the biwa in Japan, or chant in India. That is in order to enhance the phenomenon of sound. You don't have just notes, pitch versus time with some envelope, you have more than that. Therefore, it's up to you what you want to do, it's not a general aspect of music.
The regular, deterministic (periodic) exposure of ideas was replaced (after the war, especially) by a more general thought in which things are not so much, or not at all, according to traditional rules, and in which everything is scattered, like what you have in the domain of physics or everyday life. If you are in the country, you can see where there are cows. The cows are always scattered. It is interesting to see what patterns they produce, like the stars in the sky. So, you have to enter into those ways of thinking today, anyway. That means that you have to study, up to a point, branches of mathematics and of physics in the schools of music. Otherwise, you are a dumb musician, or composer. I am thinking of that because that was my life's struggle, to understand what is or should be the difference between music and other branches of research into fundamental things for mankind (we all have the same brain).
Kronengold:    Is there any inherent difference between the way that you try to control your material (in and of itself) and the conditions that you impose upon that material from without, as it were? If you have sectional divisions in a piece, are the subtle inflections within them a different expression of this idea than the way that you articulate it as far as the overall piece itself is constructed?
Xenakis: You are free to do whatever you want. There are things that I can deal with on a microscopic scale and even calculate with a pocket calculator program. There are things that you cannot do because there are no tools, as I said, so you have to rely on an intuitive approach. But you have to think about the small scale, medium scale, and larger scales, of course, having in mind that what is interesting is the kind of time that a music could produce for the listener. Because this is the steam, especially of music. If there is not such a thing, then you are more or less asleep. Interest is broken. So, one initial approach would be, overall, like seeing a wall. And sometimes the wall has nice scratches or things like that that the composer enters. He says, "Well, that might be interesting." This is what happened to me when I heard for the first time Bartok, played by people like Yehudi Menuhin and Louis Ketner, the pianist. I didn't know Bartok at the time and I thought it was like a "wall" of sounds. And the public was very furious; they didn't like it at all and they were booing. I was not booing—respecting the people that played it—and also because I caught some glimpse of interest in that. Later on, I entered it more and more, and then I loved very much Bartok. So, this happens always. You cannot dominate the material that you are hearing, listening, or seeing— same thing for painting, or even architecture—you do that step by step. The bad thing would be to say, "Well, I don't understand that; what an awful composer or artist he is," because maybe it's your fault. This is what usually happens.
There are paths that can be seen or heard with high entropy, without any coherence, which is a good thing, because there must remain always a small color of mystery, of not understanding, in every piece of art. So, the pure musicians, poor musicians—the pure ones also—try to do their best, that's all, mastering ideas and technology, the technique, let's say, of their own time. Also discovering new things, which is important. Something that remains in the past is dead, I think. A culture that doesn't invent is finished. It's a sign of vitality. So, this is why I think that it's important today to have these branches of the sciences in the music schools, because they are part of music itself, of the thought. What is music? Who can tell me what is music? Please. Raise your hand, [pause]
Mark Applebaum:     I have a practical question about your composing. In an early stage, after you set up certain procedures or ideas to structure some of the material, do you find that the material itself then causes adaptations in the procedures?
Xenakis: In my early years, when I was young, I had ideas and also aural experiences, and I wanted to put them together. That is, I had schemes and some experience, and I was working hard to obtain a knot out of them, an interesting one aesthetically. But sometimes I was carried on by the theoretical aspect alone, with the idea that I must go in this direction as far as I can, to see what happens, if it is worthwhile or not. So, then there was a kind of discrepancy between let's say the aesthetic trend or tendency and the result which was not so interesting aesthetically (though it was maybe interesting in a theoretical way). There was much of this suggested in what I did, much of my work that was a priori thinking and testing. This is when I wrote Pithoprakta [1955-56, for orchestra], which was based mostly on probabilities. For months I tried to understand what it could mean; I was reading books on agronomy and the application of probabilities in biology. I was trying to understand how I could use this as a tool in order to shape the sound output. Months—trying to imagine the result. But now, since I have become maybe more lazy, then I have some overall view, which is also dangerous, like being in a plane that might crash, you know. So, the way that I am working now is step by step, but always in the back of the mind having more general things, you see? And using for one section a stochastic approach or for another section something different, and so on and so forth. There are many bars where I cannot understand why I did that, suddenly I'm there and afterwards I say, "Do you think it's OK, that? Maybe not." What can you do? I don't know. And so I did. [laughter]
Christian Hertzog: I have a question about the synthesis method that you used in La Legende d'Eer [1977]. You talk about computing the pressure-time curves directly—
Xenakis: Yes, that's an interesting thing, I proposed that in Formalized Music about twenty years ago—alright, [laughter] Sound synthesis almost everywhere is based on additive synthesis—Fourier—with sine waves as the fundamental things, although you can do that also with square waves, at least in mathematics, which is easier for the computer. It's possible to obtain interesting sound synthesis patterns by using directly probability functions (interlocked or simple ones), and I discovered in the 70's, after I wrote that chapter in Formalized Music, that there are some specific values of probabili​ties, especially the logistic relation to barriers. When you have a probability function and you accumulate the values, then you might get out of the limits of hearing or of the computer. So, you have to put whatever you find in a closed situation; these are the barriers. When something tries to get out, it hits the barrier (this is a theoretical word), and it is brought inside. When you have a bullet in the cannon, this is what happens: it is forced to get out, it doesn't go out in a nice way, tranquil way, but it is a boat all the time on the cannon's inner sides. This is a mirror, you see, where the movements are regulated by elastic jumps from one side to the other, because you don't lose much energy. You can also have more absorbing barriers.
So, if you have such barriers in your probabilities, then an interesting phenomenon happens, which is to transform your probability function into something which is more regular for the eye, that is not like a noise but more like a sound. The difference between a noise and a sound is its periodicity. (This is a difference which is an aspect all over the universe. It's not only music-inspired. Music is in the universe and the universe is in the music.) So, that means that the sound synthesis can be created—this is what I did in Paris in the 70's—and some of the sounds [in La Legende d'Eer] are produced that way; not all of them.
Labor: When you say that probabilities were accumulated, what does that mean? That successive probabilities within a space were added together—
Xenakis: That's right, yes. Suppose that you draw lengths or something, then each length is accumulated to the next length, is accumulated to the last, and this increases sometimes very fast—or very slow, it depends.
Labor: So, it's a Brownian procedure?
Xenakis: It's called Brownian when there are discrete jumps. Or random walk when it is more free, continuous. There is a book by William Feller [an introduction to probability theory and its applications] that might help you.
Rafael Linan:    Mr. Xenakis, I found very interesting your question of 'what is music?' And I think you've answered it now in this last phrase, saying that music is in the universe and the universe is in music. Would you say that music is like a manifestation of our research into the comprehension of the universe?
Xenakis: Yes, it is, also. You don't state it that way. That is narrowing, I think, the role of human activity. It's not only to discover what is behind the phenomena that you see. Because we are unable to do that, I think (this is a deceptive or pessimistic statement). But you are constructing something different, and that's important—not only by trying to discover what happens—you also produce theories. It is man's production. With these theories, you can do experimental tests and see that they work. Besides that, there is the effort that you put into these theories that change the logical environment, and that is very important because that's something different, and that might, at the end of thousands of millions of generations, allow man to construct a universe on his own.
I don't know if you understand what I am saying. Today we are destroying or constructing the environment on Earth, faster and faster. But tomorrow maybe we can change the planetary combination, and even in many thousands of years or generations or whatever lasts. (We don't know what will replace man.) That being could also create its own environment on a very, very large scale. This happens through all these ideas that have been generated by the sciences, by economics, by politicians, by artists, who are freer than the others. Art has the property to be at the same time experimen​tal and theoretical. The sciences have to be experimental, except for astro​physicists who are really poets because they cannot prove what they state. They have to wait thousands of vears. [laughter]
Linan: So one has to think. Your voice is something that is received by a lot of people, and you're conscious of that, you know that thousands of people every year listen to what you express. What I want to know is what do you try to do with that? If you're concerned with problems of the environment, do you try to make people conscious of that? Or do you just try to extract some beautiful scheme in order to make people reflect on it?
Xenakis: The last thing maybe is the most interesting, although I don't care if it is shared or not by other people. You see, I think that man is like a blind being that does whatever he can do and wants to do, and sometimes there is a response from society or not—negative or positive—or even from the environment. But this is the depth of the thing. You don't know why and what you are doing, in fact. This is what I think. For the sciences, same thing. The scientific world tries today to dig into things, to discover things, but it's much more than that. It is the destiny of mankind, of the animals, if you look at the past, through paleontology, the development of all these organs (fantastic!) that we have of feeling or listening, not only mankind but also even in plants. It is something that you cannot explain. You can explain with some ideas that are fashionable today, but the depth of it, the real meaning of it, escapes.
Hertzog: You were very politically active as a young man, and you've mentioned in a presentation this week how you moved on to art. Now, not in this country but in other parts of the world, there are artists becoming actively involved in politics. There's Havel in Czechoslovakia, in Peru a novelist is a presidential candidate,and, in Lithuania there's a music professor who is the president of the country. Do you feel the same kind of link between politics and art? Or, if not, then how do they differ?
Xenakis: Oh, it's a big question. I don't know if I can answer to that question. When I was young, I was reading Plato. Because I was not satisfied with the society in which I was living, and I thought that Plato was interesting in that aspect. He proposed a kind of government which was by wise people. And also, the equality between men and women, because at that time I liked to be in love with girls who had some personality, [laughter] And Plato tries to prove that women are also important for society, it's a "set theoretical" demonstration— closed ballot system. And then towards the Germans, when they invaded Greece, I was driven by a kind of nationalism, chauvinism (which was a good thing at that time), and I entered into a rightist kind of organization. Then I found that they didn't say much, because I kept being unsatisfied with society. So, I followed the Communists, who were much more accurate in that direction, especially with Marx (a kind of nineteenth century Plato). But then, before the war finished, I decided to do music, because even with Communism, I was not satisfied. And I promised myself as soon as the war was over to come to the States, because I had relatives here, and to study archeaology, philosophy, physics, mathematics, and music also. Only these five things, [laughter]
I wanted to go to the States, but then I stopped in Paris and I remained there, doing music, but it was very difficult. I was interviewed by Le Corbusier, and that was a very important thing. I didn't care for architecture, but Le Corbusier was interesting because he was searching for things that were very close to what I tried; not what I tried, but the way I tried to do music, composition. And so, after awhile, we worked on several projects in architecture, like the Couvent de la Tourette and some other things in Chandigarh, in India, and so forth. It's important if you can have two fundamental research domains because one reflects on the other one. It's rich in at least the early stages of your life; afterwards—I don't know.
Applebaum:    Several times this week, I've gotten the sense that you've spoken of music and other disciplines such as the sciences as being different facets of the same whole.
Xenakis: Yes.
Applebaum:    And I was going to ask, aside from the fact that composers will attest to some sort of need to compose, is there a purpose for music?
Xenakis: Music opens up your eyes and your mind to things, and you can put into music many aspects of knowledge and of intellectual matters; that is, for me, more interesting. Otherwise, it's not worth living at all. —Well, that's my problem.
Unidentified:   Here's a question from a fellow Platonist. How would you answer accusations of nodding to the Aristotelian side of things, the scientific side of things, because of the complexity of your compositional processes?
Xenakis: Although he has taught me a lot, I am not Plato, [laughter] And so, I am free to marry or to balance things the way I feel. The role of an artist is to do things no matter what happens with his inheritance, or if the society responds to that or not. Look, for instance, at Van Gogh. Van Gogh sold just one painting during his lifetime, then he died. Today there is a huge—in Amsterdam—exhibition of his work, and prices of his paintings are fantastic. He would have been a fantastically rich man in his lifetime, but he didn't care for that. That is a kind of model of the artist.
Hertzog: Don't you think that that's a deceptive form? That's the public's notion of what artists do, and a lot of people expect us to follow that model: the person laboring in obscurity who doesn't really care what his contemporaries think; he's somehow removed, working for posterity, as it were.
Xenakis: No, you should cross out the 'posterity.' He works because he's there. He doesn't care for posterity. Maybe this is a kind of romantic statement, but I think this is a calling. It's like the asceticists, the people who went to the desert to live with God, by themselves; they didn't care about earthly posterity. 

Chaya Czernowin:      When you were young, you did a lot with invention—with new ways, kinds of music to do with newness—
Xenakis: No, no. At the beginning, I was so much admiring Bach and Beethoven that I said, "I must learn composition to understand, because I like that music (and Brahms also)," but then I said, "No. They did that, they are perfect, I cannot imitate them." Then I said, "Well, maybe I try something different." So, you see, there are phases.
Czernowin:     But, on the whole, in your first famous pieces, you are applying automatic formulas, are dealing—I would call it—with invention. Activity has a lot of ways to flow in, and inventing is only one of them. Another way which I think is more related to what you are doing now, is the way of perfecting. What I'm really interested in asking you is: what are the issues in your music now which you ate perfecting, if this is true, what are you after musically? What are the issues at hand in your music now? If you could formalize it—
Xenakis: Yes, I don't know if I can answer to your question. I feel like somebody who is making pottery, for instance, and each pot is important (and he tries to make the best). But how—this is with all the experience of the past, if he can remember it, because you don't remember everything—much less, [laughter]
Czernowin:     But when you came out of searching, what did you stay with, what interests you now?
Xenakis: You see, I don't know. You have to be very relaxed and free in that, because as soon as you say, "Ah, this is what I want to do," you are trapped, you see? You don't see a ladder anywhere. It's a kind of game, a strategy, that one has to play with himself, during all his lifetime. One is not aware of that, but after awhile, when you start looking at the past (or other people doing things), then you have an understanding that you could not have when you were young, because you had not that experience. Things become much more simple, or maybe they look simpler. In fact, they are much more complicated, but you are not aware of that because you are getting older, [laughter] Things are loosening. I can't answer what I try to do because I want to be free, with all the criticism on the spot. When you produce something, ask, "Is it interesting or not?" With very sharp eyes, you say, "Yes," or "No—maybe." [laughter]
But that is not your role every day. It's like the post office man who works there every day from 9:00 o'clock, and after the day is finished, he doesn't know if he has done interesting work or not. So, he watches TV at the end of the day. [laughter]

Czernowin:     He knows that he delivers post because that is what he is doing.
Xenakis: Yes, he knows those things, and if that's interesting enough, to go ahead the next day—the same thing. It's important to have relativeness in what you are doing. It's important because, in that way, you are not dominated by one idea or by one faith. You have to be very free, that's the difficulty with man. Man wants to be conducted, to obey; he likes that because that relaxes him. Yes, when you look around, it is like that. We are, in fact, slaves in many, many domains. At least in music, we should not be slaves of any theoretical approach or technology, which is a difficult and interesting fight at the same time.
Paul Smith:     Some of the processes you've used have mathematical sources that are easier for people to discuss; but you speak a great deal of feeling and creating something and having to look at it, not being sure where it came from. People who discuss your music overemphasize the mathematical aspect because it can be quantified, and the intuitive, feeling, emotional side of the thing can't be articulated as well.
Xenakis: Yes, you are right. This is the way it is. Why? It's my fault. Years ago, I was explaining the theoretical aspect of what I was doing, and people thought, "Well, he is very bright; he is all technical and no feelings." Music is not only rules or mathematics. Forget it. I thought you cannot prove anything by saying, "That's high," "That's beautiful," or whatever, the aesthetic things. But when you speak about theories, that's much easier. During all the years that I taught at the University, at Indiana, it was about principles, not about music itself. Because I thought that it was more important for the young people, and for myself also, to understand the mechanisms of composition. So, I think that was the problem; it was my fault. I never write anymore program notes about techniques, finished. So, the critics sometimes don't know what to write, you see, because they have to hear and write, [laughter] Really. And that's a challenge, that's good.
Mark Osborn: Speaking of hearing, I was wondering to what extent you find it important that your formal structures be translated or interpreted by the audience?
Xenakis: It's impossible. That is another thing. I remember discussions that I had with serial people. They thought that when you write music, you have to be able to write down what you hear. And that's nonsense, sometimes you can't do that. There are, after all, physical phenomena that are blending the sounds together, and then it's impossible to write them down. So, why impoverish these aspects of music? Very basic.
Michael Pelz-Sherman: I wonder if you could speak about the idea of melody.
Xenakis: Melodies are all pitches, right? Now, these pitches are taken from some scale, this is one thing; and then there are the problems of their duration and how they're ordered in time. It's a very complicated procedure. If you follow a style, for instance, serial music, then you know that you cannot do such and such things, you are free to do other things. But then you are stuck with this theory. So, you have to find something different which is very difficult, of course. It depends so much on scales, maybe you should start with the problems of scales. This is what I did years ago, and I came up with a theory that is close to the Fourier transform, but in another way. That is, any selection of points on a line can be called a scale. The line or the points can refer to pitches or time or whatever: discrete. Then the structure of that is basic for what you are going to do, as it used to be everywhere in music, and in other domains too. How to construct the scale is fundamental; it is also rewarding because if you discover that it is some form of periodicity, you are linked suddenly with all the scientific world that is there, waiting for you.
For rhythm, there are certain African cultures. Not the ones that try to blend together pop music with traditional, no. The pure tradition of Africa. There are places where the rhythms are complicated ones, but always based on an isochronic beat, which is not sung, but it is there in their minds. And that was discovered [at least it is discussed in his book, African Polyphony and Polyrhythm, Cambridge University Press, 1991] by a musicologist, Simha Arom.
So, you see how wide this problem is of the scales. At the same time you are in a quite strict domain because of the aural possibilities of your ears, the physiological ones. Composers don't think about scales anymore; very rare, that. I am perhaps the only one, with Messiaen. When you write a melodic pattern—let's say that you work in a well-tempered semi-tone scale—you think that all the notes are available. Then you don't think about the scale anymore. You think it's locally different, but, in general, pitches are available.
[What this results in is] not only a matter of style, of melodic patterns, of chords, but also of sound itself, of alloy. If you have different instruments, and if you have a specific scale that is well thought-out, you can produce, as in sound synthesis, different timbres with the instruments themselves. The scale, if it's not octaviating, (that is, [does not have] that periodicity with octaves which is traditional), but in each region, has another suite of intervals, then you can produce that kind of wealth in chords, but also in timbre. With the same instruments, you don't hear them analytically, but synthetically. Each stage of your scale is different from others. Now, this is one way. The other way is to think of the scale's complement, the notes that you have not taken to produce the scale. Suppose that your scale is a mixture of black keys and white keys. The complementary scale would be the black and white keys that you have not taken. Then you can do logical combinations of these things.
Pelz-Sherman: So, you're thinking very carefully about pitch choices, and yet, what I'm asking about melody is that I don't often hear a single voice carrying on a single line. It's almost always in conjunction with several voices, I don't often hear typical melody with accompanimental texture in your music.
Xenakis: You don't.
Pelz-Sherman: Not very often, maybe once in awhile.
Xenakis: Yes, you're right.
Pelz-Sherman: Is this something you don't find that appealing, or—
Xenakis: Well, this is dangerous, [laughter]
Randall Giles: On the other hand, a piece like A Colone [1977, for male—or female—chorus with 18 instrumentalists] that we played and sang has much to do, it seems to me, with melody.
Xenakis: Yes.
Giles: You've been talking about black and white notes, and in the score, at least (although, unfortunately, not in our voices!), you asked for many three-quarter tones, quarter-tones, and so forth, which come from some sense of scale. Or is it that they come from some sense of language inflection that you were describing in the preface to the score, or are those the same things?
Xenakis: I tried to revive the ancient (fifth century B.C.) style of phrasing, because these choral parts of Sophocles were sung, more or less, but close to the speech, not much different, I think. It was not like an opera chant. It was very close to the tongue, to the way that phonemes were pronounced. I studied to understand what the inflections of the voice could be, although we don't have any testimony from that time. We have only the accents of [a] much later period, that is, the second century B.C. with Aristophanes from Byzantium. And scholars, they pretend that there was only the prosodic way of saying things, that is, the short and long sounds, without any accent.
This is false, I think. Accents. It's impossible to escape from them; especially when your voice rises, you are accentuating the syllable or the phoneme more than when you go down. This is a correspondence to dance, where you have the arsis and the thesis. With the tongue it's impossible to escape from that. So, this brings you close to the original melodic pattern, because you have at the same time intensity, duration, and pitch.
Now, what is the pitch? According to what theoreticians of that time said— like Aristoxenos of Taras (Tarentum)—the difference between speech and chant or song is that speech is continuously going up and down pitch-wise, whereas song has steps. Now, what scales? He described about six tetrachords, including two diatonic scale tetrachords. He had also chromatic ones; this might account, perhaps, for the quarter-tones that I usually use, and also for some more up-to-date effects that I wanted. It's a mixture of the study of ancient things with contemporary expression of mine. The melodic pattern is something which is personal, it's not there in the text itself.
Frank Cox: You talk about science very much, and different theorems in mathematics, but your music also seems to have a profound respect for traditional cultures and ancient musics. A Colone really sums up, for me, what a Greek chorus would sound like, and, it's apparent that you're not just imitating, for instance, African drums. You're not simply imitating Hebrew chant, but you're reinterpreting it somehow.
Xenakis: Yes, I hope so.
Cox: I was wondering how this world of science—which takes us into the twentieth century and a late capitalist world, far away from nature and the natural world—connects to archaic cultures and ancient musics, in your mind. Are they both a kind of nature for you? Is it an exploration of nature, in a sense?
Xenakis: Yes. I think we do not change so much, and there are things that are very powerful in older cultures. We don't know them, really. This is why it's very important to save all these cultures from Africa, from Asia, from here also, perhaps the Indian reservations have things that are very important. When I went to Mexico years ago, I tried to firid out traditional aspects of Mayan music. This was impossible because it was completely destroyed by the Spaniards. And that's a pity, because I have much esteem for the traditional Mayan, or Toltec, or Incan (far away), or Aztec architecture, and also their way of living—for instance, the human sacrifice, something very interesting. We had that in the Mediterranean basin until perhaps the tenth century B.C., still there. The Hebrews, the Phoenicians, I don't know about the Egyptians, but at least all these barbarian people, like the Greeks, had to sacrifice. You can find that in The Oresteia when Agamemnon sacrifices his daughter, Iphigenia.
There are things that it's very important to learn instead of thinking that we discover them when we write music. If you are simulating or imitating what happens or what happened in the past or elsewhere, it's not the proper life of a composer. You should know about them in order to do something different, but with the same strength and coherence and depth of these past things, because these are past experiences of life and of the evolution of the
Roger brain and the thought.
Reynolds:  I think we'll stop.
Xenakis: Yes, as you wish.
Reynolds:   Mr. Xenakis has been attending virtually every rehearsal all week, there's another program, as you know, tonight, and there are yet more rehearsals. We have one more encounter this evening, and there's a reception after that too, so it's still not too late to get one more question in, if it is possible that you still don't have a picture of this remarkable man. Thanks for coming.
Xenakis: Thank you. [applause]
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Bass baritone Philip Larson has distinguished himself as a leader in the performance of demanding contemporary repertoire: Ais by Xenakis, The Palace by Reynolds, as well as his work in the music theater duo [THE] with Edwin Harkins suggest his range, as do [THE] 's collaborations with Braxton, Cage and Takemitsu. International appearances include Music Today in Tokyo, the Festival International de Musique Experimentale in Bourges, the Paris Autumn Festival, the Warsaw Autumn Festival, the Holland Festival, and Darmstadt's Ferienkurse. In 1994, Larson will premiere an extended work for voice, computer processed sound and piano, written for him by Reynolds in collaboration with poet John Ashbery. He has recorded on CRI, Nonesuch, Neuma Records and Lovely Music, and is presently Associate Professor of Music at UCSD.
Thomas Nee, music director of the La Jolla Symphony Orchestra since 1967, has also served as director of the Minnesota Opera Company, the Minneapolis Symphony Orchestra, the enterprising summer New Hampshire Music Festival (1960-1992) and of SONOR at UCSD. Always a vigorous proponent of new music (earlier a student of Krenek, Wolpe and Scherchen), Nee has premiered numerous American works with his own ensembles and as a visiting conductor. He led the American Composers Orchestra at Lincoln Center's Alice Tully Hall in 1984 and, during the Summer of 1988, a series of highly acclaimed programs with the SONOR Ensemble at Darmstadt's Ferienkurse. Nee is Professor Emeritus at UCSD.
Percussionist Steven Schick has performed as soloist throughout the United States, Latin America, Australia and New Zealand as well as in Europe at major festivals including Darmstadt and Ars Musica in Brussels. He is a longtime associate of pianist James Avery with whom he has also toured extensively. Honored by Fulbright and Annette Kade fellowships, Schick has also won Kranichstein, Gaudeamus and American Wind Symphony prizes. He has guest lectured at the Royal College of Music in London, the Rotterdam Conservatory, the Bydgoszcz International Percussion Workshop in Poland, the Darmstadt Ferienkurse, and has been on the regular faculty at UCSD since 1991.
Rand Steiger has conducted the Los Angeles Philharmonic New Music Group, the CalArts Twentieth-Century Players, SONOR, and the California EAR Unit, including many premiere performances. Honored as a composer by a Prix de Rome and a National Endowment for the Arts Composers Fellowship, he has also been commissioned by the Los Angeles Philhar​monic, the Fromm Foundation and the Aequalis Trio. An Associate Professor at the University of California, San Diego, Steiger was also the Composer Fellow with the Los Angeles Philharmonic during the 1987 and 1988 seasons. His music is recorded on New Albion, CRI, Crystal and New World labels.
The La Jolla Symphony Orchestra was founded in 1954 and, since the mid-60's, has been based at the University of California, San Diego. An organization of non-professional musicians, this 100-member ensemble is noted for its practice of introducing newly composed and other unusual musical works to its audiences. In addition to commissioning younger composers, it has premiered works by Henry Brant and Robert Erickson, and has worked under such notable guest conductors as Mr. Brant and Ernst Krenek.
SONOR, the resident contemporary music ensemble at UCSD, was formed in 1975 to give voice to the continuing new music activities of its performing and composing faculty. Its repertoire includes important Americans such as Cage, Carter, Crumb, Davidovsky, Druckman, Erickson, Feldman, Ives, Oliveros, Tower, Varese, Wuorinen, and Zwilich as well as other international figures: Berio, Dallapiccola, Globokar, Maderna, Murail, Nono, Penderecki, Saariaho, Schnittke, Stockhausen, Takemitsu and Xenakis. SONOR has recorded for Neuma, New World Records and Lovely Music, as well as the Pulitzer Prize-winning Canti del Sole by Bernard Rands for CRI. In presenting larger-scale works, SONOR calls upon gifted graduate students and guest artists. The ensemble's resident composers now include Ferneyhough, Ogdon, Reynolds, Steiger, Sollberger and Yuasa.
SONOR performers for Thallein: John Fonville, flute; Robert Zelickman, clarinet; Susan Barrett, oboe; David Savage, bassoon; Edwin Harkins, trumpet; Warren Gref, French horn; Heather Buchman, trombone; Janos Negyesy, violin; Agnes Gottschewski, violin; Mary Oliver, viola; Peter Farrell, cello; Bertram Turetzky, contrabass; Daniel Koppelman, piano; John Flood, percussion.
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Anaktoria (for string ensemble)

Oophaa (for clavecin and percussion)

Charisma (for clarinette and violoncelle)

Mists (for piano)

Mikka; Mikka «S» (for violon)

Morsima - Amorsima (for violon, violoncelle, contrebasse and piano)

  Яннис Ксенакис – архитектор по образованию, впервые стал последовательно применять математические методы в композиции. Его сочинения опрокидывают все условности профессиональной европейской традиции, формируют новый стиль, грубый и первобытно свежий.

 «Музыка является мощным конденсатором, возможно, более мощным, чем все другие искусства. Необходим новый тип музыканта: концептуалист и художник новых форм – свободных, абстрактных и добивающихся большей сложности и обобщения на многих уровнях. Например, формы, связанные с моделью марковских цепей или вероятностными функциями... на уровнях музыкальной микро-, мезо- и макрокомпозиции. Это есть новое соотношение между искусством и математикой, где искусство формулирует задачи, которые математика должна будет сознательно разрешать, выковывая новые теории.»  -- Я. К.
Anaktoria was commis​sioned by the Octuor de Paris in 1968. Xenakis personaly met with the members of the Octet who would be performing te work in order to discuss with them, not general musical problems but highly specific technical ques​tions: the octet's sonorities and instrumental timbres, available resources as concerned cords, glissandi, etc. Since its world pre​miere in Avignon, they have per​formed he work approximately 150 times.

Anaktoria did, however, pose one specific problem to the Paris Octet: one of the principles of this group is to compose its concert programmes as a mixture of contemporary and classical music. However, the artists disco​vered hat they could no longer play another piece after Anaktoria, and especially not a classical piece, the reason fortis was not aesthetic but physical: the work on raw sound, its blending in all directions and all dimensions requires considerable strength and power and leaves the string players' right arm in a state of great tension, their instruments being used like percussion instru​ments. The phenomenon is the same, mutatis mutandi, for the clarinet player. After performing Anaktoria, it is high impossible to play a Mozart divertimento. But the sound effects drawn from these eight instruments are grip​ping indeed.

Jean Leber

Oophaa (1989). The title of this piece is a mere combination of phonemes for reference pur​poses. It was written for two remarkable performers, both friends of mine, Elisabeth Chojnacka and Sylvio Gualda, long-standing supporters of my music, particularly the music I have written over.

Iannis Xenakis

Charisma (1971) for cla​rinet and cello, is typical of that category of works in which the composer is more interested in experimenting with sound quali​ty than in mathematical formalisation of the music itself, although this is one of its charac​teristics. This piece, which is very intuitive in its approach, is vio​lent, dramatic, as is illustrated by the contrasting tone qualities and dynamics, the scraping of the cello, the throbbing, etc. Apart from numerous borrowings from techniques Xenakis has already used in other works, we find, in Charisma, his characteristic deter​mination to push the instruments to the maximum of their possibi​lities. The sounds produced by the clarinet and cello are some​times bordering on noise, and his treatment of these instruments is totally alien to our civilisation's concept of «pleasant sound». It is a harsh piece, in which the clari​net produces complexities of sound that have no equivalent in other works written for this ins​trument.

Cecile Gilly

Mists (Dedicated to Roger Woodward).The construc​tion of this piece follows two main ideas. One is the exploration of nonoctaviating pitch sieves (scales) and their cyclic transpositions. These sieves stem from logic functions acting on simpler sieves of one module. Their sonic exploitation is made either contiguously (melodically) or by means of stochastic distributions such as the exponential law, the Cauchy law, the hyperbolic-cosine law, etc., in order to produce clouds of defined density, that is, and to sum up, with the aid of ran​dom walks.

The second idea is that of arbo-rescences, that is of bushes of melodic lines that undergo various rotations in the pitch-time space.

Both of these ideas that I have already introduced into music are shaped in his piece in a new way. More details may be found in my two books Formalized Music (Indiana University Press, 1971) and Musique et Architecture (Casterman, 1976).

Iannis Xenakis

Mikka, from the Greek root micros, means 'little' (this being the feminine form) in the ancient eastern Greek dialect and still today in Romanian.

This is a small-scaled work in which are used probalistic arran​gements calculated with the help of a computer. A duality, a conflict manifests itself between the fixed writing and the inter​preter's playing because the pitch of sound is in constant motion so that the left hand slides over the strings without stopping (except in a few rare instances) and skims over, only in passing, the quarter-tones indicated in the score. Under the chapter of research on 'proximiy' and 'ran​dom walk', this short work ope​ned up one of Xenakis's most fer​tile periods, of which Cendrees is a prime example.

Maurice Fleuret

Mikka »S» may be played independantly or following Mikka. It adds other textures to those already called for in Mikka,
such as the 'random walk'. Mikka (1971) and Mikka's' (1976) are dedicated to Madame Mica Salabert.

Iannis Xenakis

Morsima-Amorsima was produced in Athens in 1962 under the direction of Xenakis and the American conductor Lukas Foss.

Morsima-Amorsima: «what is fatal -- what is without any fatality. » 

«Moros» (Greek) - destiny, death. «Morsima», what is decided by destiny (formerly by the Gods). «Amorsima», what is not deci​ded by destiny and what is due to chance causes.

Morsima - Amorsima (for four instruments: piano, violin, cello, double bass) has been calculated by the electronic brain 7090 IBM in Paris. It is one of the first explorations of the machine with a stochastic «programme» on the elaboration and formation of which Xenakis has spent much time and extensive studies.

Jean Leber
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This concert was recorded live in New York City at the Great Hall in Cooper Union on November 12, 1996. Iannis Xenakis supervised the rehearsals on November 11 and 12, 1996, and was present for this performance.

Charles Zacharie Bornstein, conductor 

Paul D. Miller, quadraphonic ADAT 

ST-X Ensemble:

Paula Landry -- piccolo

Jacqueline Leclair -- oboe

Michiyo Suzuki – eb clarinet

Bohdan Hilash -- contrabass clarinet

Matthew Bender -- contrabassoon

Matthew Scheffelmann, Gregory Evans -- horns

Jon Nelson, Josef Burgstaller -- trumpets 

Jim Miller, Michael Seltzer -- trombones 

Tom Chiu, Jackie Carrasco, Dana Friedli -- violins I 

Conrad Harris, Theresa Salamon, Heidi Modr -- violins II 

Ron Lawrence, Anastasia Solberg -- violas 

Dan Barrett, Ted Mook -- cellos 

RobWenger, Richard Sosinsky -- basses 

Joseph Pehrson -- real-time cues 

"I originated in 1954 a music constructed from the principle of indeterminism; two years later I named it "Stochastic music." The laws of the calculus of probabilities entered composition through musical necessity... But other paths also led to the same stochastic crossroads -- first of all, natural events such as the collision of hail or rain with hard surfaces, or the song of cicadas in a summer field. These sonic events are made out of thousands of isolated sounds: this multitude of sounds, seen as a totality, is a new sonic event. This mass event is articulated and forms a plastic mold of time, which itself follows aleatory and stochastic laws. If one then wishes to form a large mass of point-notes, such as string pizzicati, one must know these mathematical laws, which in any case, are no more than a tight and concise expression of a chain of logical reasoning.

Everyone has observed the sonic phenomena of a political crowd of dozens or hundreds of thousands of people. The human river shouts a slogan in a uniform rhythm. Then another slogan springs from the head of the demonstration; it spreads towards the tail replacing the first. A wave of transition thus passes from the head to the tail. The clamor fills the city, and the inhibiting force of voice and rhythm reaches a climax. It is an event of great power and beauty in its ferocity. Then the impact between the demonstrators and the enemy occurs. The perfect rhythm of the last slogan breaks up in a huge cluster of chaotic shouts, which also spreads to the tail.

Imagine, in addition, the reports of dozens of machine guns and the whistle of bullets adding their punctuations to this total disorder. The crowd is then rapidly dispersed, and after sonic and visual hell follows a detonating calm, full of despair, dust, and death. The statistical laws of these events, separated from their political or moral context, are the same as those of the cicadas or the rain. They are the laws of the passage from complete order to total disorder in a continuous or explosive manner. They are stochastic laws. Here we touch on one of the great problems that have haunted human intelligence since antiquity: continuous or discontinuous transformation... transformation..." 

Iannis Xenakis, "Formalized Music", 1955

Янис Ксенакис, архитектор в музыке и музыкант в архитектуре, вот уже более тридцати лет является одним из ведущих современных композиторов, чьё влияние ощущается сегодня во всём мире. На примере его творчества, пожалуй, лучше всего видно значение научного мышления в современной музыкальной эстетике. Для этого номера Янис Ксенакис дал "Курьеру ЮНЕСКО" публикуемое ниже интервью. 

-- Господин Ксенакис, ведь Вы не только музыкант, но и архитектор. Чем объясняется такая двойственность интересов?

-- По сути дела, я не профессиональный архитектор в полном смысле этого слова. Когда много лет назад я работал с Ле Корбюзье, мне приходилось заниматься одновременно и тем и другим. Так, я участвовал в создании Лучистого города в Марселе, монастыря святой Марии де ла Туретт в Эвб-сюр-Ларб-ресль около Лиона и города Чандигарха в Индии. В 1958 г. я разработал проект павильона фирмы "Филипс" для Всемирной выставки в Брюсселе. А потом я занимался сочинением музыки и с тех пор лишь время от времени, когда представляется такая возможность, возвращаюсь к архитектуре.

-- Что представляет собой Ваш последний проект?

-- Это проект экспериментального концертного зала, который я разработал совместно с архитектором Жан-Луи Вере. Мы представили его на конкурс, связанный со строительством Музыкального центра в Ла Вилет в Париже, но там он не прошёл. Наш концертный зал совершенно непохож на обычные залы. По форме он напоминает картофелину – круглая форма неудачна с точки зрения акустики. Мы решили сделать его овальным, с несколько выпуклыми стенами. Вместо обычных кресел – кубы шириной один метр, на каждом из которых могут сидеть два человека; это даёт возможность менять внутреннее устройство зада, доводить разницу уровней по вертикали до шести метров, составлять различные комбинации – с концентрацией действия в центре зала, в левой или правой его части либо на традиционной сцене. Музыканты могут разместиться в середине на возвышении из кубов, а слушатели – вокруг них, а можно сместить центр действия, расположить исполнителей и публику в какой-нибудь одной части зала. Возможны любые варианты. По внутреннему диаметру стен спиралью идет галерея, на которой могут разместиться слушатели и музыканты. Это позволяет создать трёхмерное музыкальное пространство. Стены отделаны панелями, с помощью которых можно регулировать степень поглощения звука и добиваться необходимого уровня реверберации. Кроме того, можно объединить это внутреннее пространство с другим, гораздо более объёмным, которое раскрывается наружу и значительно увеличивает возможности постановки спектаклей. Однако это не мобильная архитектура, которая ненадёжна, поскольку механизмы часто отказывают.

-- Почему, по Вашему мнению, так связаны эти две области творческой деятельности – музыка и архитектура?

-- Архитектура охватывает трёхмерное пространство, в котором мы живем. Выпуклые и вогнутые поверхности имеют большое значение как для звуковой, так и для визуальной сферы. Главное здесь – соблюдение пропорций. В идеале архитектура должна заботиться не об украшательстве, а только о пропорциях и объёмах. Архитектура – это каркас. Она связана с визуальной сферой, в которой есть компоненты, относящиеся к области рационального, а эта область составляет и часть музыки. Хотим мы этого или нет, между архитектурой и музыкой существует мостик. Он основывается на наших психических структурах, которые в обоих случаях одинаковы. Например, композиторы используют симметрические построения, которые существуют в архитектуре. Лучший способ найти равные и симметричные части прямоугольника – вращать его, причём следует помнить, что существует только четыре направления его вращения. Такие же трансформации существуют и в музыке – именно это открытие было сделано в эпоху Возрождения. Мелодию можно воспроизводить в обратном порядке, делать инверсию, то есть переворачивать её с точки зрения интервалов, вести от высоких звуков к низким и наоборот. К этому добавляется противодвижение, к которому прибегали полифонисты эпохи Возрождения и которое используется в серийной музыке. На этом примере мы видим, что в музыке совершаются те же четыре трансформации, что и в архитектуре.

Другой пример – павильон фирмы "Филипс". При его проектировании я заимствовал идеи из оркестровой музыки, которую сочинял в то время. Я хотел создать мобильное пространство, которое бы постоянно видоизменялось при перемещении прямой линия. В результате в архитектуре появляются гиперболические параболоиды, а в музыке – глиссандо.

-- Можете ли Вы привести какой-нибудь исторический пример такого соответствия, если не сказать слияния архитектурных и музыкальных концепций?

-- Барток для создания своей гармонии использовал золотое сечение, а оно связано с визуальной сферой. Это геометрическая пропорция, обладающая дополнительным свойством: каждый её член есть сумма двух предыдущих. От египетских пирамид до греческих храмов эта пропорция использовалась в архитектуре как своего рода волшебный ключ к созданию прекрасного.

-- А является ли это соответствие основополагающим для Вас?

-- Гёте сказал: "Архитектура – это застывшая музыка". Если попытаться пойти дальше этой литературной формулы и дать более объективную оценку архитектуре, то нам придётся иметь дело с психическими структурами, объясняемыми через теорию групп. Вращение прямоугольника или мелодии – это группы трансформаций. А теория групп, по сути, занимается симметрией вплоть до самых малых частиц – только таким путем их можно идентифицировать.

Поэтому существует несколько уровней соответствия. Наиболее расплывчатый из них – литературный (Гёте). Я упомянул другой, более объективный уровень, воспользовавшись примером групп; существуют и другие уровни, такие, как формирование звукового или архитектурного пространства вдоль акустической (глиссандо) или числовой оси.

Однако имеются и другие возможные подходы. Например, ритм. Что такое ритм? Он заключается в выборе точек на определённой оси, в частности оси времени. Эти точки – своеобразные километровые столбики вдоль дороги. То же самое и в архитектуре – например, с фасадом. И игра на фортепиано – это тоже архитектура. Звучание нот определяется временем и пространством. То есть между музыкой и архитектурой есть соответствие. И оно возможно потому, что существует более глубокая психическая структура, которую математики называют "порядковой".

-- Таким образом, Вы в своём творчестве композитора опираетесь помимо прочего на физические опыты?

-- Сам я, конечно, не проводил таких опытов, но знаю связанные с ними понятия. Удивительно, что порядковые структуры, изоморфизм и теория групп впервые привлекли внимание математиков. Они разработали в некотором роде более глубокую экспериментальную психологию, нежели психологи XIX века. Гораздо позднее такие исследователи, как Жан Пиаже, обнаружили, что развитие психических структур ребенка подчиняется законам, открытым математиками и физиками.

-- В Вашей работе важную роль играет информатика. Она открывает перед музыкантом новые возможности. Вы даже изобрели машину, сочиняющую музыку – УПИК. Не могли бы Вы об этом рассказать?

-- В созданной мною двадцать лет назад лаборатории мы разработали систему, которая позволяет любому человеку сочинять музыку посредством рисования. Это и рабочий инструмент для композитора и специалиста-акустика, и учебное пособие для детей, помогающее развить у них музыкальное мышление без специальной подготовки – другими словами, через непосредственный опыт. Этого нельзя было сделать без информатики, открывшей возможности, сопоставимые разве что с теми, что когда-то дала письменность: запечатлеть мысль посредством символов. Наша машина позволяет запечатлеть и сохранить музыкальную мысль.

-- Таким образом, ребёнок полностью освобождается от влияния условностей того иди иного музыкального языка?

-- Вот именно. С помощью нашей машины ребёнок, например, живущий в Индии или на острове Бали и знающий традиционную музыку своей деревни, сможет научиться музыкально мыслить по-другому. Он сможет подражать Баху, не зная музыкальной грамоты. Таким образом, на основе приобретенных навыков у него создаётся определённое отношение к музыке.

-- Как Вы сегодня используете компьютеры?

-- В сочинении "Диатон" (1977) последовательность лазерных лучей и электронных вспышек, скоординированных с музыкой, также написанной компьютером, была составлена методом программирования в вычислительных центрах. В нашем распоряжения было 1600 электронных вспышек, которые поочередно зажигались на 1/25 секунды. Вручную управлять всем этим невозможно: вспышки работают слишком быстро и их слишком много. Кроме этого, с помощью компьютеров и других новых технических средств, связанных с источниками света, становится возможным переносить музыкальные композиции в визуальную сферу.
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1. Diamorphoses (1957)

2. Concret PH (1958)

3. Orient-Occident (1960)

4. Bohor (1962)

5. Hibiki-Hana-Ma (1970)

6. S.709 (1992)

Diamorphoses, Concret PH, and Orient-Occident were composed in Paris at the studio of the Groupe de Recherches Musicales.
Thanks to Ina-GRM (l'lnstitut National de I'Audiovisuel / Groupe de Recherches Musicales) for making these compositions available for this compact disc.
Diamorphoses, Concret PH, and Orient-Occident are mono compositions. Bohor and S.709 are stereo. Hibiki-Hana-Ma is a stereo reduction from twelve channels. No noise reduction was used in mastering this CD. Due to the dramatic dynamic range of the original analog recordings, some caution should be exercised in setting listener volume levels.

The number of works of electronic music produced by lannis Xenakis represents only a slight percent​age of his overall output (roughly one-ninth, includ​ing mixed-media works coupling live instruments with tape). Nevertheless, their historical importance in this relatively new realm of music remains uncon-tested. They can be catalogued into four groups, each corresponding as well to a specific period : those composed in the Paris GRM (Groupe de Recherches Musicales) studio (1957 - 1962); works intended for multi-media productions, namely the famous Polytopes (1969 - 1977); pieces conceived and composed with the help of UPIC  (1978 -1989); and finally, compositions based on the com​puter program GENDYN (since 1991). This CD includes the main works from the first period, one from the second period, and one from the last.
In 1954, when Xenakis first entered the GRM studio, it was run by Pierre Schaeffer, the inventor of the expression "musique concrete." There, he com​posed Diamorphoses (1957), Concret PH (1958), the tape of Analogique (Analogique B, 1959), Orient-Occident (1960), and Bohor (1962). These first electronic works were in phase with his instru​mental works from the same period - except for, perhaps, Orient-Occident - and this is why they can be radically distinguished from the electronic works composed during the same period by his contemporaries who also worked in the GRM studio (Schaeffer himself, Pierre Henry, Pierre Boulez, Karlheinz Stockhausen...). In the same manner, Xenakis' first instrumental music immediately distin​guished itself from the ambient serialism of the then musical avant-garde.
Diamorphoses provided an opportunity for Olivier Messiaen to render tribute to his former student: "The preliminary calculations of these huge spider-webs are transformed into a musical delight of the utmost poetic nature." Messiaen was certainly thinking of the passage of glissandi between 6:00 and 6:16, but in essence, his comment could be applied to the entire piece. Diamorphoses is, in fact, based on a specific formal preoccupation : a sort of study of white noise and its graduations through the process of densification. However, the musical result is far from the genre of an "etude," due perhaps to its ternary form - not unlike many of Xenakis' instrumental works - which gives a cer​tain 'dramatic' effect.  In another connection, the listener can easily distinguish the origins of certain sound sources used : earthquakes, a plane taking off, or bells.
The World Fair took place in Brussels in 1958. At the time, Xenakis was working as an engineer and architect for Le Corbusier, and conceived the extremely original Philips Pavilion for the event. Concret PH ("PH" for the Hyperbolic Paraboloids which characterize the Pavilion's architecture) was played between two performances of Varese's Poeme Electronique.  Both works were performed via 400 speakers inside of the structure. This very short work is a sound continuum without a single break. Xenakis pre-recorded crackling embers from which he extracted very brief (one second) sound elements. Then he assembled them in huge quanti​ties, varying their density each time. This work can be compared to his instrumental preoccupations concerning "clouds of sound" during the same peri​od.
One of the first histories of electronic music ever written already refers to Orient-Occident as a major masterpiece for tape. And it is worth point​ing out that it happens to be one of Xenakis' "easi​er" works, probably due to the narrative project behind its composition.  Orient-Occident was con​ceived as a music for a film by Enrico Fulchignoni, commissioned by UNESCO. It traces the film's development which relates the passage from one civilization to another, from prehistoric times to Alexander the Great. Although it is certain that Xenakis did not compose an "illustrative" music, some of his chosen sonorities are quite suggestive. For example, the highly reverberated atmosphere toward the end (beginning at 8:00) seems to evoke the later civilizations of Antiquity, marked by a spe​cial sensuality.
Bohor   is dedicated to Pierre Schaeffer who, how​ever, didn't appreciate it at all "Bohor was in the worst case (I do mean, best) the wood fires of his beginnings. No longer were we dealing with the crackling of small embers (Concret PH), but with a huge firecracker, an offensive accumulation of whacks of a scalpel in your ears at the highest level on the potentiometer," he declared with his usual sense of humor... It is true that Xenakis' "Fauvism" here achieves new limits that only a few later instrumental works such as Persephassa dare to surpass : an extraordinary and deafening sound continuum where the listener is invited, in a figura​tive sense, to hear bells chime while standing inside them !    Will we ever know how Bohor, which follows no formal principle ever elucidated by Xenakis himself nor his critics, was composed?
At the end of the 1960s, Xenakis attempted a syn​thesis of the arts; the result: his famous polytopes. Since these implied repeated performances, it was only natural that the sound source be on tape. However, Hibiki-Hana-Ma is based solely on instru​mental sounds. Xenakis recorded and reworked sequences played by an orchestra, a biwa, and a snare drum but never rendered them unrecogniz​able. Distributed over 12 tracks (and later reduced to 8), the work's sonorities were elaborated in func​tion of a highly pronounced spatialization. The title of this piece, which was written for the Osaka World Fair in 1970, means "reverberation - flower -interval."
The GENDYN program, which Xenakis began work​ing on in 1991 at CEMAMu, completes the project he began in his instrumental works of the 1950s : how to create a "black box" which could realize an entire musical work on the basis of a few givens (of course, the composer is able to intervene and elimi​nate any chosen sequence). Generally speaking, the computer generates both the sound synthesis and the composition process itself, without any breach between the two levels. Xenakis here man​ages to unify micro- and macrocomposition. The program consists of an algorithm which explores stochastic timbre more thoroughly than ever before, resulting in a waveform which then evolves con​stantly through the introduction of "polygonal varia​tions" with the help of probability procedures. This is what Xenakis calls the process of "dynamic sto​chastic synthesis."  To date, Xenakis has realized two works with this program : Gendy 3 (1991) and S.709 (1994). S.709 was premiered in Paris in December 1994 and is a marvelous illustration of the GENDYN program's capacities. Both the sounds produced in the piece as well as the global evolu​tion of the composition are literally unheard of: despite the abstract nature of the processes involved and their mechanical nature, the Xenakis sound world is immediately recognizable!
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1. A Colone

2. Nuits

3. Serment

4. Knephas

5. Medea

JUST AS it is inconceivable to imagine painting in the twentieth century without Picasso or architecture without Le Corbusier, so contemporary music cannot be imagined without Xenakis. Iannis Xenakis is a prophetic composer whose earliest predictions about music and the leading role of the arts in science and computers have been fully realized, thanks to the major role he played in shaping these media. He is both an epochal composer and an outstanding architect, who had a liberating and formative influence on the work of Le Corbusier and on generations of composers.
Xenakis is still considered the most radical of composers, and yet he comes from the most ancient of cultures. He was born to a Greek family in Romania on 29 May 1922 and sent to boarding school in Spetsai after the early death of his mother. He was educated in the Classics and went to Athens to study engineering. However, his student years coincided with the Fascist, then Nazi occupation of Greece. A student Partisan, he was active in anti-Nazi Resistance in Athens and frequently was sent to prison. Ironically, he was severely wounded after the Liberation by an exploding British mortar in the battle over Athens; his face was shattered and he lost an eye. He narrowly escaped death yet succeeded in completing his engineering studies. He was then imprisoned by a military tribunal and later sentenced to death. He escaped to France in 1945 and joined the atelier of Le Corbusier.
Such a beginning in a forceful personality led to the life of an artiste acharne. He was an intellectual, possessed with enormous talent and an enquiring mind, but a horrendous and traumatic past haunted him.
No wonder Xenakis was the angriest young man in new music. He first appeared in the mid-fifties as a paradox in post-war music, with his oddly named 'stochastic' ('goal-seeking') music. His music was defiantly international. He developed a method of working with components of sound, pitch, rhythm and timbre as the components of mathematical equations which could be shaped like building materials in architecture. Now, with the acceptance of 'chaos theory' and a shift in musical perspective, works which sounded raw and strident seem fresh and powerful when compared to post-serialist counterparts.
Once rejected as an 'engineer', he has become a 'grand master', heaped with honours. A body of masterpieces which hammer out a rugged physicality and an imperious intelligence comprises more than 130 works. Of all the composers who marked the second half of the century with their music, there is only one whose entire life was shaped by political events and who left landmarks in composition in the wake of his struggle to come to terms with it. These have now become the modern classics for solo instruments, piano, violin, double bass: Herma, Mikka, Theraps; for quartet and ensembles: ST/4, Eonta, Anaktoria, Akrata; for orchestra, Metastasis, Pithoprakta and Jonchaies, and others. Their variety of compositional approaches and instrumental techniques has expanded our musical horizon for succeeding generations. 
PRIMACY OF VOICE
In the oeuvre of many composers vocal works are often the most personal; the primacy of the human voice and speech seems to elicit an unguarded response. Xenakis' earliest works were based on a Bartokian approach to Greek folk music which he has since rejected. At first, he theorized mostly about the mathematical underpinning and inspiration of methodology and science. However, his Greek origins disturbed him like subterranean tremors. His great love of ancient theatre, Greek philosophy and his mother tongue had to be married to his new musical language.
The Xenakis output is divided between works which advance his style and research in composition, and those which enshrine his cultural roots. The works on this CD, A Colone, Nuits, Serment, Knephas, and Medea, stem from highly autobiographical sources. These vocal works fall into three groups: the first intrumentalizes and orchestrates the voice stripped of text as in Nuits and Knephas; the second (Medea) is based on his beloved Classical Greek theatre with a dramatic context and text; and the third is a relatively new group, setting vocal texts where the language is left whole and undisturbed in a music which displays a limpid and strict modality (A Colone and Serment).

A COLONE (1977) 

soloists: ISABEL NISBET, PIPPA THYNNE alto
The text is taken from Sophocles' Oedipus at Colonus. Xenakis wrote that 'the melodic lines unite with the speech modulation of that period [the fifth century BC] while respecting the long and short values'. This is a work based on the desire to recreate the ancient style of speech patterns and perhaps also the ceremonial performance atmosphere generated by a restrained, almost chanting choir. A Colone is entirely non-combative, with a clear triumphal opening in which the instrumental and vocal forces' are briefly but forcefully contrasted with texture. There is no contest, the phrasing is stately; the choir, sometimes with short solos, dominates the instrumental texture which frequently comments, sometimes lends support, and occasionally adds sinew to the musculature of a monumental statue.

NUITS (1967)
It is worth remembering that as Xenakis was working on Nuits (and Medea) in 1967, his country, Greece, was plunged into the darkness of dictatorship by military junta. He, too, had been a political prisoner as a student in occupied Greece and, still under death sentence by military tribunal, was living in exile. He sought to bring attention to the plight of political prisoners in his own country and elsewhere, heading the score with the following dedication:
To you, unknown political prisoners - Narcisso Julian (since 1946), Costas Philinis (since 1947), Eli Erythriadou (since 1950), Joachim Amaro (since 1952).
And for you, the thousands of the forgotten whose very names are lost. Xenakis has synthesized the text from Sumerian and ancient Persian in phonemes and syllables. This is a language freed from semantics, where phonology is everything. The carriers of meaning are the shapes and gestures of the voices themselves. The a cappella soprano voices burst into keening quarter-tone melodic plaints which are neutralized by the basses, altos and tenors. The vocal elements are set in constant opposition, as if different parts have to fight for survival. It is a work of agon ('contest'), with a basic armoury of phonic elements which range from high shrill to open vowels treated rhythmically in polyphony. Xenakis is able to produce interference beats and purely 'orchestral' timbres with voices. He seems determined to strip them of linguistic connotation, just as the prisoners to whom he has dedicated the work had been deprived of free speech, their words stripped of meaning and reference. Nonetheless, the expressive medium of disjointed bits of words and their emotional deployment, discharges a highly combustible message with great depth and tragic dimension, eschewing long-sung phrases.

Nuits was commissioned by the Gulbenkian Foundation and the first performance, at the Royan Festival in April 1968, was given by the soloists of the ORTF under the direction of Marcel Couraud.

SERMENT (1981)
soloists: CLAIRE CAMPBELL-SMITH soprano, ISABEL NISBET alto, CHRISTOPHER CLARK tenor, PETER JOHNSON bass
Serment ('Oath') is based on the Hippocratic Oath sworn by doctors and was commissioned by the 15th World Congress of the International Society for Cardiovascular Surgery. The first performance took place in the Odeon of Herodes Atticus in Athens in September 1981 and was given by the chorus of the Third Hellenic Radio Programme conducted by Antonis Contogeorgiou.
As a young architect with Le Corbusier, Xenakis had designed a chapel for the Dominican monks in the famous Couvent de la Tourette in 1954. The chapel became especially notable for his musical panes of glass based on the Fibonacci series which also ordered his first orchestral work, Metastasis.
From the opening phrase of Serment, in which the main structural idea is blithely presented, the work quickly develops towards a colourful weaving of fine textures - solo voices of complex articulation, accompanied by rapidly shifting block sounds. These alternate with broad repetitive sweeps and percussive interjections that serve as textural tufting points. One of the interjections, leaping from the background to the foreground and then back again to pulsate like a war chant, pulls the ensemble together again for a final sweep. Something of the asceticism of monastic life to which he was strongly attracted, tinges the pliant and rigorous aesthetic of this uplifting work.

KNEPHAS (1990)
Knephas ('Darkness'), by contrast, is a vast and angry lament, without words. Based on a phonetic text, it integrates many of the elements of a musical language which has come to be identified with Xenakis over the years, who maintains: 'I want to get away from myself, as if I had come to this world like an alien. I think the powerful things are without sentiment.' His need for Verfremdung is warranted by his resolve to express fearful and threatening experiences which were 'unspeakable'.
At first, with fixed pitches spread fan-like across the register, assertive women's voices sustain their position supported by blocks of massed male chanting. A thinned texture revolving around small intervals leads gradually again to multiple, broad, almost orchestral strokes in which small changes in pitch or articulated vowels cause the sustained sounds to shimmer, to take on instrumental colours. As the forces of the choir alternate in supporting or interrupting roles, the work gradually unfolds towards a dense group polyphony, finally to come to rest slowly in a cavernous, only slightly decorated, sustained mass recitative.
Knephas was commissioned by the Almeida Festival for James Wood and the New London Chamber Choir and was first performed by them in June 1990. It is dedicated to Marc Dondey and James Wood.

MEDEA (1967) 

soloists: DAVID HENDERSON, PETER JOHNSON bass
Chronologically, the first vocal work on this disc is Medea (using Seneca's Latin version of the text) for male chorus and ensemble, which was commissioned for the Theatre de France. It shares the instrumental freedom which Xenakis unleashed in what has become a classic modern masterpiece, Nomos Alpha for cello. The youthful Xenakis had often wondered how the music of ancient Greek theatre might have sounded, how the actors, chorus and musicians might have chanted the text and played the aulos (wind instrument) and in this work he provided his solution. He treated the instruments as voices and the voices as instruments to create an implacable work, extending the language phonetically with whispers and hisses, repeated phrases and even banging stones. The atmosphere is archaic, with a setting which is both raucous and primitive.
The composer writes of the work:
It was Jean-Louis Barrault in 1967 who asked me to write the music for Medea of Seneca for Maria Casares' Medea in a stage version of Jorge Lavelli with the Ensemble of Musique Vivante under the direction of Diego Masson for the Theatre de 1'Odeon in Paris.
I hesitated because I knew Seneca as a pseudo-philosopher, an imperial courtier, and above all a Roman who sought, like all the Romans of that period, to emulate the ancient Greek masterpieces.
But in reading the Latin text written in the first century AD I was seduced by its violent sonority, its barbarity, and so I agreed.
I used a chanted male chorus, to preserve the sonority of the Latin particularly in verses 301 to 379. These verses relate the story of the maritime journey of the Argonauts, hence the stones -symbol of the virgin sea ['stones' is a reference to the rocks that guarded the entrance to the Euxine Sea by clashing against each other when anything passed between them]. This, however, is only a very small part of the Medea of Seneca which consists of a total of 1,027 verses.

	Iannis  XENAKIS
	Orchestral Works & Chamber Music
	2000
	66:57
	label: col legno (IMD: 1974; Radio France: 1981)

[01] Ata (1987) 14:47 pour 89 musiciens
SWF Symphony Orchestra • Michael Gielen, conductor

rec. 1988
[02] N'Shima (1975) 16:33
pour deux mezzo-sopranos et cinq musiciens
Les Jeunes Solistes • Rachid Safir, conductor

rec. 1991
[03] Metastaseis (1953 -1954) 08:23
pour 60 musiciens
SWF Symphony Orchestra • Hans Rosbaud, conductor

rec. 1955
[04] loolkos (1996) 06:51 for large orchestra
SWF Symphony Orchestra • Kwame Ryan, conductor

rec. 1996
[05] Charisma (1971) 04:31 pour clarinette et violoncelle
Hans Deinzer, clarinet • Siegfried Palm, cello

rec. 1974
[06] Jonchaies (1977) 15:05 pour 109 musiciens
Nouvel Orchestre Philharmonique • Gilbert Amy, conductor

rec. 1981

"It is my conviction that we will achieve universalism not through religion, emotion, or tradition but through the natural sciences"
-- lannis Xenakis
lannis Xenakis, born on 29 May 1922 in Braila (Romania), is of Greek ancestry. In 1932 his family returned to Greece. There in the 1940s he joined the resistance forces, receiving a severe facial injury on i January 1945 and later being sentenced to death in absentia. Xenakis is both an architect and a composer. From 1948 to 1960 he worked as an assistant to Le Corbusier and studied from 1950 to 1953 at the Paris Conservatory with Olivier Messiaen.
With Ata we present a composition that could be described as a fresco of sound energy, which no small portion of the audience considered to be the high point of the Donaueschingen Music Festival in 1988. Xenakis characterizes this composition of sound impulses as "a kind of displacement of the senses".
N'Shima can without a doubt be numbered among Xenakis's most fascinating works, and it has had an especially powerful effect on the public. The work was sketched out using a computer. This demonstrates that Xenakis starts from a scientific, technical approach in his compositional work, that he has brilliantly mastered computer science and mathematics, and that he understands how to make these techniques useful to his artistic goals.
In 1953 -1954 Xenakis produced a sensational conjunction of architecture and music with his composition Metastaseis, a work that contains the dense structures of glissandi for which Xenakis became famous. The pavilion for the 1958 World's Fair in Brussels that Xenakis designed for Le Corbusier is constructed on the same fundamental calculations as this work.
The piece loolkos can be seen as a counterpart to Metastaseis in a certain way. Xenakis composed it for the seventy-fifth anniversary of the Donaueschingen Music Festival in 1996. Whereas in Metastaseis the clusters gradually develop out of the individual note and its motion, loolkos is marked by numerous clusters from the very start.
Jonchaies can be considered programmatic music in the broadest sense. Jonchaies can be translated as "reed bank", that is, a place where many birds congregate. The music frightens us with rolls of thunder, soothes us with warm-sounding harmonies, surprises us with a drum march that proudly beats out the sounds of a fairground, and calms us at the end with the sounds of bells and birdlike flutes.

	XHOL – см. в 'Jazz'
	
	
	
	

	X-MARKS THE PEDWALK
	The Killing Had Begun
	1994
	51:16
	ритмичный жёсткий indusrial
label: Zoth Ommog / Cleopatra (LA, USA)

All tracks performed by Sevren Ni-Arb and Raive Yarx.

Rec. and mixed in Germany.

	X-MARKS THE PEDWALK
	Abattoir
	1995
	66:22
	label: Zoth Ommog / Cleopatra (LA, USA)

All tracks performed by Sevren Ni-Arb and Raive Yarx (USA)

	XTATIKA
	Tongue Bath
	2001
	47:01
	avant-punk w/fem. voc. 

label: Tzadik

Haena Kim [v, kwenggari, tinsya]; Masaki Yamagata [b, ebow]; Kyungwook Jung [changgo, kwenggari, tinsya]; Vongku Pak [puk, kwenggari, changgo, bowls].

All tracks written and arranged by Haena Kim.

Produced by Haena Kim and John Zorn.

Rec. 2001.

visit http://www.xtatika.net 

published by Yo Mama Death Music.

"If someone, because of weakness of diseases, should be mad in the head and insane, shave the hair from his head and cook a wolf in water, having thrown away its head and intestines. Wash the head of the mad one in a broth of this water, with his eyes, ears, and mouth tied with a cloth, lest any of it enter these places. If any of the broth enters his body, he would be more crazy, since it would be as a poison to him. Do this for three days. Although the madness is great, he will recover his senses.  If he does not allow you to bind his eyes, ears, and nose with a cloth, then dip a linen cloth in the broth, and dampen his head with the warm cloth. Allow it to lie on his head for a little while. After doing this for three days, he will return to his senses. When he is better, wash his head in warm wine, so the richness will be washed and removed from his head."

from Physica by Hildegard von Bingen (translated from the Latin)

	Norman YAMADA
	Being and Time
	1998
	50:57
	avant-noise-minimal

label: Tzadik

Norman Yamada is a brilliant young com​poser who has worked with Anthony Coleman, Marc Ribot, the Crosstown Ensemble and the Agon Orchestra.
Being And Time, the first CD dedicated to his compositions for small ensembles is an atavistic exploration of rock gestures, ambient noise and today's post-modern malaise. A unique compositional statement from a new generation of genre-busting musical thinkers.

DOUG WIESELMAN e-flat clarinet; THERESA SALOMON violin;  MARKA GUSTAVSSON viola;  ARIANE LALLEMAND cello; ELIZA GAGNON reader;  KENJI SAMUEL COLEMAN-YAMADA voice; JD FOSTER guitar;  MARGARET LANCASTER flute / piccolo; TED MOOK cello;  ALLEN WON alto saxophone; TOM HOYT trumpet / piccolo trumpet; BENJAMIN HARRINGTON trombone; KYLE ADAMS piano;  ADAM ROGERS electric guitar; JAY ELFENBEIN bass;  CHRIS NAPPI percussion; MARK ETTINGER conductor; 

MARC RIBOT (см.) guitar; MARK STEWART (см.) guitar; TIM SMITH bass clarinet; CHRIS LIGHTCAP bass; CHRISTINE BARD percussion; JAMES PUGLIESE percussion; NORMAN YAMADA fan, organ / shortwave radio, conductor

	Yuri YAREMCHUK
	ТРИ "О" и Юрий Яремчук:

«Был ли Ленин во Львове?»
	1997
	63:13
	label: Pentagramma, 1999.  Rec. 1997.

Сергей Летов (cм.) [руководитель, bar&s saxes, fl, alto fl, piccolo swanee-whistle]; Александр  Александров [фагот]; Юрий Парфёнов [tp, pocket cornet]; Юрий Яремчук [cl, bass cl, s&a s].

ТРИ "О" – см. в “Jazz”

	Yuri YAREMCHUK
	Contrasts
	1999
	64:31
	label: Pentagramma  e-mail: letov@jazz.ru  http://www.screen.ru/letov 

free-improvisational music
Yuri YAREMCHUK – см. тж. c CLOSED MOUNTAINS (в секции ‘Jazz’)
Yuri Yaremchuk [cl, bass cl, s s, perc]; Natalka Polovinka [v (#2-4)]; Vadim Ustimenko [b (#1)]; Roman Ross [vln (#5-10)]; Andrej Nadolski [d (#5-10)].

1. Landscape I

2. Dialogue

3. Lullaby 

4. Birth

5. Landscape II

6. 8 Conditions

7. Landscape III 

8. Structure I

9. Landscape IV

10. Structure II

	Yuri YAREMCHUK
	Duets
	2001
	61:56
	label: Landy Star

YURI YAREMTCHUK – soprano and tenor saxes, bass clarinet, percussion

SERGUEI LETOV – soprano and baritone saxes

JEAN QUILLIVIC – soprano, alto and tenor saxes

VADIM USTIMENKO – bass

CHRISTOPHE ROCHER – bass clarinet

NATALKA POLOVINKA – vocal

1. KUKU

2. OCEAN

3. FREE MOTION

4. CONSTRUCTION

5. LIPS AND WITHOUT LIPS

6. LANDSCAPE

7. DIALOGUE

8. BIRTH

9. LULLABY 

10. HOW LENIN BEEN IN THE CITY OF LVIV ?

MUSIC BY YURI YAREMTCHUK
Новая работа львовского мультиинструменталиста и композитора Юрия Яремчука нуждается в ряде предварительных замечаний. Проект «Дуэты» -- это уже второй компакт-диск, изданный лейблом «JazzLand» московской фирмы «Landy Star» с участием Яремчука, но, в сущности это первый, официально изданный авторский альбом музыканта. Здесь в полной мере отразились сегодняшние музыкальные приоритеты музыканта – всё большее увлечение жёсткими структурами, с отдельными вкраплениями импровизационных эпизодов. Это сближает его сегодняшние поиски с новой академической музыкой, с творчеством таких мэтров, как Джон Кейдж, Пьер Булез и Карлхайнц Штокхаузен. На смену экспрессивному энергетическому выплеску звукового потока в музыку Яремчука всё чаще приходят звуковые пустоты, паузы, а открытые звуки саксофонов становятся сонорными, звучащими как бы сфумато, где каждый отдельно взятый звук становится драгоценен сам по себе. Диск представляет десять дуэтов с пятью различными музыкантами из разных стран, возникшие в разное время. Первые четыре дуэта записаны в 2000-м году с бретонским саксофонистом Жаном Кивиликом, уже известным нам по предыдущему диску той же фирмы, проекту «Закрытые горы» («Closed Mountains»). Следующая композиция "Lips and without lips" представляет дуэт с другим участником проекта «Закрытые горы», бас кларнетистом Христофом Роше. «Пейзаж» -- пьеса, записанная с участием давнего партнёра Юрия Яремчука, бывшего львовянина, а ныне живущего в Польше контрабасиста Вадима Устименко. Следующие три композиции – это дуэты с замечательной львовской певицей и актрисой Наталкой Половинкой. Уникальная вокалистка регулярно выступает с Юрием Яремчуком в последних его проектах, которые знакомы и московской публике. Во львовском театре идёт целый спектакль "HOMO LUDENS", где актёры Наталка Половинка и Юрий Яремчук выступают в главной роли, хотя в этом случае у Юрия роль скорее аккомпанирующая. Дуэт «А был ли Ленин во Львове?» записан с партнёром Яремчука по «Русско-украинскому» проекту, известным московским саксофонистом Сергеем Летовым, которого сближает с Яремчуком не только интерес к спонтанному музицированию, но и активное использование других форм современного искусства. И тот и другой активно сотрудничают с художниками, поэтами, участвуют в различных перформансах и современных театральных постановках.

“Play” рекомендует:

Жанр угого диска — «X & Friends», где Х — львовский саксофонист — Юрий Яремчук, а друзья — французы (бретонцы) Жан Киливик и Кристоф Роше, тоже саксофонисты-кларне​тисты, контрабасист Вадим Устименко (из Польши), львовская певица и актриса Наталка Половинка и, наконец, москвич Сергей Летов. Яремчук — главное открытие нового джазово​го лзйбла, инициированного в прошлом году фирмой Landy Star.

«Дуэгы» — второй уже диск Яремчука на этом лэйбле — так же джазовый авангард высшей европейской лиги.

Так играют Энтони Брэкстои и Харри Спарнай, время от времени чикагский авангардисты с Кеном Вандермарком во главе. 

В этой музыке нет ничего лишнего, зато есть нечто такое, что может появиться только в условиях свободной коллективной импрови​зации — как в знаменитой Company Дерека Бэйли.

Вокальные монологи Половинки с аккомпане​ментом Яремчука (на саксофонах и ударных) — это радиопостановка без слов, так сказать, по мотивам Велимира Хлебникова. Их вполне можно сравнивать с классикой авангарда — например, Visage композитора Лючано Берио и певицы Кэти Берберян. И к тому же Дуэты Яремчука — первый релиз Jazzland'a, к оформлению которого у меня лично нет никаких претензий. Кроме одной — как всегда, абсолютно безгра​мотного английского языка.

	YAT - KHA
	Yat-Kha
	1993
	57:22
	label: General Records

Ku-Ve-Zyn [kyr-ka-raa (Tuvian throat singing), Central Asia ethnic instruments: yat-kha, buzanchi, vorgans, homus, ethnic percussion & gongs]; Ivan Sokolovsky [k, cello, d, perc, noises, arrangements*].

«It was a challenge to work with Ku-Ve-Zyn, because Tuvinian singing is totally outside the European tonality». –Sokolovsky

Очень вкусно сделанный ethno [Tuva] / alternative / acid проект.

Албыс-Шулбус

Антропофагия

Охота на соболя

Ханыркан

Хам-Мен (Шаман)

Шамбалыг (древняя шаманская песня)

Азианц Чурек (Сердце Азии)

Межегей

Чаал Холь

Ергим-Сарым

Погребение

Самдан

Теве-Хая

  Изначальная музыка человечества была, по сути дела, практической магией. Египетские жрецы и тибетские монахи, турецкие дервиши и сибирские шаманы использовали ритм и музыкальные звуки в мистических ритуалах, вводя людей в транс и гипнотизируя, возвышая их дух и исцеляя их недуги. (...) Уникальный синтез содаёт дуэт ЯТ-ХА: музыкант-электронщик Иван Соколовский и удивительный тувинский вокалист Ку-ве-зин, реконструирующий мистические обряды таёжных колдунов. Первый диск проекта ЯТ-ХА – фантастический, ни на что не похожий опыт слияния двух культур, двух эпох.

     ------- Артемий Троицкий

Альберт Кувезин начинал карьеру как рок-музыкант, но со временем переключился на традиционное тувинское горловое пение. И именно этническая музыка принесла ему мировую славу и множество наград. Тем не менее от рока тувинский певец не отказался. В композициях Ят-Ха (совместный проект Альберта Кувезина и Ивана Соколовского) горловое пение может звучать на фоне электрогитары и даже техноритмов. «Музыканты, играющие подобную музыку, - это всегда своеобразные мостики, благодаря которым осуществляется связь времен», - говорит Кувезин. Он не спекулирует на шаманстве и фольклорной экзотике, но пытается создавать новую музыку.

--- Еженедельный Журнал

	YAT - KHA
	Далей Белдири
	
	46:29
	

	YELLO – см. в файле “Rock”
	
	
	
	

	Susumu YOKOTA
	The Boy and the Tree
	2002
	54:41
	el/ac avant/minimal

label: Skintone Records (Japan) / The Leaf Label (England)

www.posteverything.com/leaf

	Otomo YOSHIHIDE
	CUTLER / GLANDIEN / Otomo YOSHIHIDE / a.o.:

"P 53"
	1994
	44:08
	Otomo YOSHIHIDE – см. тж. c: HACO; TENKO; тж. на CD: JAPANESE AVANT-GARDE; TURNTABLE SOLOS; CASSIBER; David  MOSS;

avant-garde - Не шумный, утонточённый. Но – энергичный.

label: ReR
Cutler (см.) [d, objects, low grade electronics]; Lutz Glandien (см.) [samples, processing]; Marie Goyette, Zygmunt Krauze [p]; Otomo Yoshihide [homebuilt guitar].

	Otomo YOSHIHIDE
	MOSS, YOSHIHIDE, KING:

"All at Once at Any Time"
	1994
	53:17
	label: Victo

David Moss (см.): drums, electronics, vocals; 

John King: guitar, vocals; 

Otomo Yoshihide: turntables, guitar, samplers, vocals

	Otomo YOSHIHIDE
	Kenny MILLIONS (Keshavan MASLAK) & Otomo YOSHIHIDE:

"Without Kuryokhin"
	1996
	49:55
	label: Long Arms, 1999. http://www.avantart.com/longarms 

Kenny MILLIONS (см. в 'Jazz': K. MASLAK) [s, cl, g, v]; Otomo YOSHIHIDE [sampler].

Постмодернизм

"..."Без Курёхина" -- так назывались эти концерты. Но назывались они неправильно. На самом деле много лучшим было бы название "С Курёхиным", потому что он был на сцене! Казалось, что дух Курёхина управлял всем, что происходило. И именно поэтому рецензия на концерт в одной из московских газет называлась "Послание Сергею Курёхину от Сергея Курёхина".

	(Otomo YOSHIHIDE)
	GROUND  ZERO:

"Null & Void"
	1995
	48:27
	GROUND  ZERO - см. тж. на CD: JAPANESE AVANT-GARDE;
avant-garde
label: Tzadik

Otomo Yoshihide (см.) [turntables, sampler, g]; Uemura Masahiro [d]; Uchihashi Kazuhisa [g]; Kimoto Kazuyoshi [b, vln]; Chino Syuichi [p, synth]; Hirose Junji [t/s sax].

	(Otomo YOSHIHIDE)
	GROUND  ZERO:

"Consume Red"
	1997 
	57:02
	label: ReR

composed and arranged by Otomo Yoshihide

one-track recording

Ground Zero: Matsubara Sachiko [sampler]; Otomo Yoshihide [g]; Tanaka Yumiko [futozao shamisen]; Uemura Masahiro [d]; Yoshigaki Yasuhiro [d]; Kikuchi Naruyoshi [soprano s]; Nasuno Mitsuri [el b]; Uchihashi Kazuhisa [el g]; sampling guest: Kim Suk Chul [hojok].

	Otomo YOSHIHIDE
	Cathode
	1999
	55:36
	label: Tzadik

Otomo Yoshihide has become one of Japan's most well known musical ambassadors, per​forming and record​ing with leading experimentalists the world over.

Modulation #1 and #2 are two of his most provocative recordings, combining traditional Japanese instruments with noise, improvisation and ambient drones.

The Cathode pieces combine an ensem​ble of improvisers with analog electronics, turntables, samplers and tape manipulations to create an eclectic world of soundtrack moods, contempo​rary compositions and electronics.

Born August 1, 1959 in Yokahama, guitar / turntable player, and composer Otomo Yoshihide is one of me busiest musicians in the Tokyo underground. He led the band Ground Zero for many years and has performed with many of the world's leading experimental musicians including Fred Frith, Carl Stone, Tenko, John Rose, Jim O'Rourke, Bob Ostertag, Derek Bailey and Christian Marclay. He tours the world regularly from Australia, Asia and the Pacific rim to Europe and the United States and has released dozens of recordings on a variety of labels. He often creates music for film and theater and has developed an excellent relationship with directors in Hong Kong and mainland China. His newest projects include DJ Tranquilizer, Filament, ISO and a new jazz quintet. Otomo lives in Tokyo.

1. MODULATION #2 
acoustic modulation for guitar, sho and electronics
IMAHORI TSUNEO acoustic guitar; ISHIKAWA KO sho; SACHIKO M samplers with sine wave generator; KAWASAKI UTA silent synthesizer.
2. CATHODE #1 
for large ensemble with tape manipulation
SACHIKO M samplers; ETO NAOKO piano, prepared piano with electronics and reverse-cymbals; TANAKA YUMIKO futozao-shamisen; ISHIKAWA KO reverse-sho with electronics; KUDO MIHO violin; MOCHIZUKI NAOYA cello; KIKUCHI MASAAKI contrabass; YOSHIDA AMI voice; YAMASHITA TORU whistling; KONDO YOSHIAKI tape manipulation.
3. CATHODE #2 
DEDICATED TO TORU TAKEMITSU 

OTOMO YOSHIHIDE sampling composition on hard disk recorder;
SAMPLED MUSICIANS:
OTANI YASUHIRO computer; SACHIKO M samplers with sine wave and contact microphone; NAKAMURA TOSHIMARU mixing board and effects; KAWASAKI UTA analog synthesizer; YOSHIDA AMI voice; KUDO MIHO violin; MOCHIZUKI NAOYA cello; KIKUCHI MASAAKI contrabass.
4. MODULATION #1 

acoustic modulation for sho and sine wave generator
ISHIKAWA KO sho; SACHIKO M samplers with sine wave generator.

tracks 1 and 4 use no overdubs, edits or electronic effects.

MODULATION #1 AND #2
These two pieces focus on the acoustic phenomena of modulating difference tones caused by the 1 interaction of sampled sine waves, acoustic guitar and sho, a mouth organ used in traditional Japanese court music (gagaku). The sounds will vary depending on the speaker, one's distance from it and the listener's environment. The subtle wavering tones in Modulation #1 were created by manipulating  the difference tones between the sho and sampled sine waves in a real time live performance and were recorded without overdubs or electronic effects. An inversion of body and ear.

CATHODE #1
Using analog techniques from the '50s and '60s, this piece was composed largely by reconstructing recordings of group and solo improvisations. Each player performed from a graphic score and simple directions given to them individually. Later, using tape manipulations, varying tape speeds and directions, these separate improvisatory performances were combined into an ensemble through overdubbing. The colors of this piece were influenced by the film music of Toru Takemitsu and the structure by the historical novels of Ikenami Shotaro.

CATHODE #2
Cathode #2 also reconstructs solo and ensemble improvisations, however this piece was created completely in the digital domain. Unlike Cathode #1, I tried not to create a structure of cause and effect. Instead of parts creating a whole, each part is complete in itself, I'd like the listener to inter​pret this music for themselves. Please listen at a lower volume without concentrating on the sounds coming from the speakers, perhaps even from another room. It's okay to listen carefully but it is bet​ter to listen as if the sounds are part of the environment. This music exists outside of the frame cre​ated by the sound itself and it is the listener, not the composer who will discover the music here.

	(Otomo YOSHIHIDE)
	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

	Otomo YOSHIHIDE
	Philip JECK, Otomo YOSHIHIDE, Martin TETREAULT:

"Invisible Architecture #1"
	2000
	27:02
	ambient noise

label: Audiosphere (conceived by Sub Rosa)

1-track recording

	The YOUNG  GODS
	The Young Gods
	1987
	48:22
	aggressive industrial
label: Trance Records (Line)

The Young Gods are: Franz Treichler [v]; Cezare Pizzi [samplers]; Frank Bagnoud [d].

Rec. in Zurich

	The YOUNG  GODS
	Gasoline Man
	1992
	16:57
	1. Megadrive mix

2. Diesel mix – radio edit

3. Diesel mix

	The YOUNG  GODS
	Only Heaven
	1995
	61:25
	industrial,  настолько интересный и прикольный, что напрашивается определение “декоративный”.
label: Play It Again Sam Records

the band: Franz, Alain, Use.

Rec. in New York. 

	The YOUNG  GODS
	Play Kurt WEILL
	1995
	32:45
	label: Play It Again Sam Rec. / Interscope (New York)

The Young Gods are: Franz Muze, Use Drums, Al Comet.

Recorded in Zurich (Swiss).

These recordings are studio versions of songs performed by the Young Gods at the Kurt Weill tribute concert staged in Switzerland in September 1989, at the request of the Festival du Bois de la Batie (Geneva) and Fri-Son (Fribourg).

The seven interpretations featured represent but a fraction of Kurt Weill's diverse oeuvre. Weill was born in 1900 in Dessau, Germany and after a classical education became, alongside Paul Hindemith and Ernst Kreneck, one of the leading composers of the post-Wagnerian avant garde. Best known are his works in popular music and the theatre, both in Berlin (ie "The Threepenny Opera") and across the Atlantic on Broadway.

The Threepenny Opera remains the most celebrated collaboration between Weilt and lyricist Berthold Brecht. It proved an immediate success when first performed in 1928, at one point playing simultaneously in more than a hundred theatres across Europe. Despite boasting a social sensibility which reflected many pre-war German troubles it was also essentially entertaining -- an opera for beggars, in which the hero is a criminal and the leading lady a prostitute. It was also Weill's first step towards a form of theatre liberated from traditional dramatic conventions. And despite its' simplicity the music remained innova​tive, seducing and disturbing at the same time.

In 1933 Weill left Germany after his newest works (The Silver Lake, and The Rise and Fall of the City of Mahogany, another Brecht/Weill collaboration) outraged the Nazis. Hitler considered Weill, along with Albert Einstein and Thomas Mann, a dangerous enemy of the German people.

After two years in France Weill chose exile in the United States and became a prolific popular composer. Thus the stages of Broadway were graced with a whole series of "musicals", some political (Johnny Johnson), others pure comedy (Knickerbocker Holiday). Critics meanwhile accused him of selling out and spoke of the "two Weills", one composing serious music and the other composing light music. Nonetheless Kurt Weill strove tirelessly to break down musical barriers and elevate contemporary music onto a higher plane.

Kurt Weill once told and interviewer: "There is only good music and bad music."

1. Prologue :  Taken from the "Threepenny Opera" (1928), after John Gay's "Beggar's Opera". Lyrics by Berthold Brecht. Through this lament the singer expounds the central theme of the entire work: "You will now hear an opera for beggars" "Sie werden jetzt eine Oper fur Bettler horen..."

2. Salomon Song :   Again taken from "The Threepenny Opera". Here the pros​titute Jenny sings of the vanity of ambition and mankind's lust for glory. Salomon was doomed through his wisdom, Cleopatra by her beauty and Caesar by his audacity. Jenny and Mack are doomed in their passion.

3. Mackie Messer :   Another song from "The Threepenny Opera" and a lament in which the audience are invited to identify with the hero and his exploits. The shark shows his teeth, but Mack hides his knife.

4. Speak low :    Taken from "One Touch Of Venus" (1943), a musical comedy from Weill's Broadway period with lyrics by Ogden Nash. "Tomorrow is near, tomorrow is here, always too soon."

5. Alabama Song :   Taken from the opera "The Rise & Fall of the City of Mahogany" (1927-29) with lyrics by Berthold Brecht. Cer​tainly one of Weill's best known songs and sung by the prostitutes of Mahoganny (a town funded by a handful of outlaws which offers every pleasure money can buy) to attract custom. Covered by the Doors, among others.

6. Seerauber Jenny :  Taken from "The Threepenny Opera" and otherwise known as "Pirate Jenny" or "Dreams of a Kitchen Maid." Here Jenny, frustrated by her position as a dishwasher in a Turnbridge brothel, dreams of a warship -- complete with 8 sails and 50 guns -- that will sail into the port and kill everyone in sight. "And when your head will fall... I'll say "Hopla!"" Lotte Lenya's version is perhaps the most celebrated.

7. Ouverture
8. September Song : Taken from the musical comedy "Knickerbocker Holiday" (1938), with lyrics by Maxwell Anderson from his book. "And all these precious days..." Also covered by Lou Reed and Bing Crosby, amongst countless others.

->T.Mahal

	The YOUNG  GODS
	Second Nature
	2001
	52:16
	label: Young Gods

1. Lucidogen

2. Supersonic

3. Laisser couler (le son)

4. Astronomic

5. Attends

6. In the otherland

7. Stick around

8. The sound in your eyes

9. Toi du monde

10. Love 2.7

	YULARA – см. в секции ‘Acid’
	
	
	
	

	Isang YUN
	zum 75. Geburistag
	
	72:02
	avant-garde 

label: Institut für Neue Music (Berlin)

1. Fünf Stücke für Klavier (l958) 6'32"

I. Adagio, grazioso

II. Andantino, espressivo

III. Allegro moderato

IV. Allegro

V. Allegretto

Hie Yon Choi -- Klavier

Aufnahme vom 14.10.1988

2. Garak für Flöte und Klavier (1963) 11’50" 

Klaus Sehöpp -- Flöte 

Yoriko Ikeya-Fuchino -- Klavier 

Aufnahme vom 10.7.1992

3. Etuden für Flöte(n) Solo (1974) 24’24’’

I. Moderato (Große Flöfe)

II. Adagio (Alt-Flöte)

III. Allegro (Piccolo-Flöte)

IV. Andante (Baß-Flöte)

V. Allegretto (Große Flöte) 

Klaus Schöpp -- Flöten 

Aufnahmen vom 23.3.1990 und vom 10.4.1990

4. Interludium A für Klavier (1982) 9’54’’

Holger Groschopp -- Klavier 

Aufnahme vom 21.1.1985

5. Li-Na im Garten für Violine solo (1985) 19’22’’

I. Die hungrige Katze (1984)

II. Das Kaninchen

III. Das Eichhörnchen

IV. Der Boxer von nebenan

V. Das Vögelchen 

Li-Na Chen -- Violine 

Aufnahme vom 7.7.1990

Когда сорокалетний композитор Исанг Юн, родившийся 17 сентября 1917 года близ южнокорейского портового города Тонг Йонг (сегодня Чунг Му) приехал в 1956 году в Европу, чтобы обеспечить своей композиторской работе тот профессиональный суверенитет, которого, как ему казалось, было у него недостаточно. Гнало его туда ещё и артистическое любопытство. Юн, который в Корее работал как учитель, а впоследствии и композитор, желал изучать здесь европейскую музыкальную теорию, произведения Шёнберга, Берга и Веберна, и войти в контакт с этими влиятельными протагонистами прогрессивной музыкальной сцены, которая в те времена обитала преимущественно в Дармштадте и Кёльне.

Парижская консерватория была его первой станцией, затем – в Берлин. В Берлинской Высшей Музыкальной Школе он принимал участие в аналитическом курсе додекафонической техники Йозефа Руфера, изучал богатые традициями европейские формы у Рейнхарда Шварц-Шиллинга и композицию у Бориса Блахера. В 1958 году Юн посетил Дармштадтский «Каникулярный Курс для Новой Музыки», вступил в контакт с Булезом, Штокхаузеном и Ноно. Вольфганг Штейнеке, руководитель этого «Каникулярного Курса», поощрял его написать для следующего «Курса» новое произведение. Его «Музыка для 7 инструментов» (1959) и написанные для Бильховена «5 фортепьянных пьес» (1958) встретили дружелюбное внимание, и таким образом решилась судьба композитора, его пребывание в Европе – продлевалось. Юн стал стипендиатом Форд-Фаундейшн в Берлине, выступал с докладами в США, а своим оркестровым произведением ‘Reak’ (1966) добился всеми отмеченного большого международного успеха. Конец этого десятилетия супружеская пара Юн провела в южнокорейской тюрьме, куда их бросила корейская тайная полиция: их обвинили в агентурной деятельности в пользу Северной Кореи. Ещё в тюрьме начинает Юн серию своих опер «Вдова Мотылька» (1967/68). И, наконец, после международных протестов, Юн был выпущен на свободу.

Сначала он был доцентом по классу композиции в Высшей Музыкальной Школе в Ганновере (1969-70), в этом же качестве он работает с 1972 года в Высшей Школе Музыки в Западном Берлине. С мая 1968 г. Юн является членом Свободной Академии Искусств в Западном Берлине. В 1975/76 Исанг Юн пишет ряд концертов, начиная с «Концерта для виолончели с оркестром». Десятью годами позже пишет он для Берлинской Филармонии свою «Первую Симфонию» (1982/83). В 1987 – сочиняет Пятую и пока последнюю симфонию. В 1985 Исанг Юн получает степень доктора в Тюбингенском университете, в 1992 он удостаивается медали от Свободной Академии Искусств в Гамбурге.

---- Вольфганг Бурге
Творчество Исанг Юна в большей своей части является результатом его таоистского восприятия жизни. Он находит путь к яркой личности композитора через осмысление всей тысячелетней истории китайско-корейской придворной музыки. В 1962-71 Юн создаёт несколько цвето-звуковых композиций, затем четыре произведения для музыкального театра, ряд инструментальных концертов, начинает использовать для своих вокальных работ тексты из западно-европейского культурного пространства. В 1982-87 годах появляются пять больших, циклически связанных между собой симфоний. В его таоистском мышлении тему инь/ян можно отчётливо услышать в переливах звучаний, где прошлое и последующее взаимно переплетаются. 

Сочинения Исанга Юна – это искусство скользящего перехода. Он открыл синтез европейской нотной системы, европейской инструментовки, техники построения музыкальной фразы – с одной стороны; и – линейных текучих форм, а также техники игры и техники построения игровых фигур из музыкальной традиции его родины – с другой.

Так, например, он изготовил в семидесятые годы порядковые таблицы для своих композиций, которые потом он (совершенно бессистемно) использовал как вспомогательное средство при сравнительно выравненном распределении двенадцати тонов на звуковом поле. Принципиальное равноправие двенадцати тонов стало его представлением о звучании, хотя ранее это было ему чуждо. Уже в его самой первой здесь у нас опубликованной (и особо для него ценной) вещи “ Fünf Stücken für Klavier ” -- «Пять пьес для клавира» (1958), которая снова и снова переделывалась по двенадцатитоновой таблице, Исанг Юн перестал считаться со всеми догмами и позволил себе отклонения от этой таблицы и перестраивал тоны. Что ещё более важно, он сделал нечто, что противоречит основному намерению Шёнберговской композиционной додекафонии. Исанг Юн подчёркивает определённые узловые пункты этого ряда (таблицы), как бы приподнимает их через повторы групп тонов. На дальнейшие творческие перспективы Юна особенно указывает четвёртая пьеса  этого цикла. 

Его «ряд» (таблица) является, с одной стороны, гораздо крепче сконструирован, чем обычно у Юна: вторая половина является инверсией первой. С другой стороны, она содержит и повторяет трезвучие «ми-бемоль-минор», которое будет в инверсии к «ля-мажор», так что уже в первом такте появляются две – по европейским канонам – крайности: далеко одно от другого отстоящие звучания «битонально» и акустически сталкиваются. В более поздних работах Юна – сферы ля и ми-бемоль, как взаимно дополняющие друг друга потоки Инь и Ян, внутри таоистского мира, станут ещё более многозначительными.

Уже во второй части «Музыки для семи инструментов» (1959) – его второй работы, опубликованной в Европе – появляется впервые применённая Юном, испирированная восточноазиатской музыкой, идея длительного протяжного звучания тона, впоследствии (1963) им уже рефлективно теоретически обоснованная как «Хаупттон» (главный ток) или «Техника главного звучания». Эта идея систематически испытывалась им в «Gasa» (1963) для скрипки и клавира и в «Garak» (1963) для флейты и клавира. Garak (или karak), так же как и партитура, это «одна мелодическая последовательность с определённым экспрессивным (выразительным) характером»; традиционная корейская музыка содержит около 200 мелоритмических формул, с которыми основная форма changdan индивидуально сопрягается. Как правило, корейская музыка начинается с некоего импульса (как бы механизм боя в настенных часах); после этого вступает ведущий (чаще всего, флейтоподобный) инструмент с первым длительно тянущимся звуком. Так же и Garak начинается с такого церемониального длительного хода, за которым следует мелизматически движущаяся средняя часть и, затем, напоминающая репризу концовка, которая тягучий, постепенно повышающийся отдельный тон начала комбинирует в себе с мелизмами контрастной части произведения. В дополнение к традиционной технике «главного тона», здесь мы ещё обнаруживаем организацию на основе техники упомянутого звукоряда-таблицы в качестве второго, «подпольного» слоя.

Как новатор, работает Юн также и со своей, подслушанной им у традиционной корейской инструментовки техники игры. После “Glissees” (1970) для виолончели соло и “Piri” (1971) для гобоя соло, он сочиняет в 1974 году пять этюдов для флейт(ы) соло – Etuden fur Flote(n) solo. Наряду с четвертьтоновыми модуляциями, двойными тремоло и политональностью, здесь он даёт очень подробные указания для исполнителей: «Quasi pizzikato с акцентами (клапанами)», «со значительным luft, но отчётливо узнаваемой высотой тона», «без амбушюра, только с luft, так, чтобы высота тона была едва узнаваемой». Хотя их можно исполнять и по отдельности, но однако эти пять этюдов для флейты всё же скомпонованы единым циклом. Драматургия Юна показывает себя уже в симметричном расположении состава исполнителей с различными флейтами, а также в обозначениях темпа исполнения: большая флейта – для начального и конечного пассажей (Moderato, Allegretto); альтовая или басовая флейта – для внутреннего размещения – в частях 2 (Adagio) и 4 (Andante). В качестве самого крайнего контраста появляется флейта-пикколо в центральной третьей части (Allegro). Позже, начиная с Концерта для виолончели с оркестром (1975/76), нота «ля» становится для Юна символом-шифром чистоты и совершенства.

Отношение к этому основному тону ярко выражено им в названии: Interludium A (Интерлюдия ля) для клавира (1982). Естественно, здесь подразумевается не функциональная тональность, как её понимает европейская традиция, но так же и не вариант, расширенный Стравинским и Хиндемитом. Это «ля», во многих октавных расположениях настойчиво появляющееся, здесь скорее является осью звукового пространства, ограничивает его, становится центральной точкой симметричного построения аккордов. Хроматически соседствующие с ней ноты соль диез и си бемоль, которые им присоединяются в определённом месте, где-то в конце, становясь здесь, однако, не ведущими тональностями, а всего лишь спутниками в системе звуков, где их можно в нужный момент одновременно связать с помощью «ля». Но «ля» также – кажущийся парадокс – проходит через обширный пассаж, как опорная точка, подобно тому, как у Вагнера в прелюдии к Тристану, однозначно стоит в ля миноре, хотя это ни разу не было там зафиксировано. Речь идёт об изменяющемся освещении ля посредством гибкости и чередования дополнительных средств. Что немаловажно при рассмотрении музыкального развития у Юна – в самом начале этого произведения есть одно место, где «ля» в середине трезвучия фа-диез-минор, оказывается потом в неустойчивом правильном трезвучии – это особенно характерно в смысле гармонии самых его новейших произведений камерной музыки. “Li-Na im Garten” (Ли-На в саду) (1984/85) – пятичастное произведение, цикл, характеризующий пять зверей, для скрипки соло. Эта вещь исполняется как композиционно-техническая прогрессирующая этюдная работа, с подзаголовками: «Голодная кошка», «Кролик», «Белка», «Соседский боксёр», «Птица». Эти этюды начинаются со сравнительно простой и лёгкой «Голодной кошки» -- для этого этюда характерно противоположение «до» -- «до-диез». «До-мажор» – «Ля-мажор», на принятом международном языке тональностей, включающем в себя музыку дедушек.

(перевод с немецкого; нуждается в редакции)
Биография Юна представляет собой настоящий шпионский роман. Судите сами: будущий композитор родился в 1917 году в семье поэта Кихьенг Юна. В 1933 году отправился в Японию изучать музыку. Когда началась Вторая мировая война, Юн уехал обратно в Корею и вступил в антияпонское сопротивление. В 1943 году попал в японский плен. После капитуляции Японии вернулся на родину, в 1955 году стал лауреатом Государственной премии по культуре и отправился в Европу знакомиться с европейским авангардом. В 1963 году Исанг Юн посещает Северную Корею и за это впадает в немилость южнокорейских властей. Более того, в 1967 году они выкрадывают композитора из Западного Берлина, переправляют в Сеул, где его обвиняют в шпионаже в пользу Северной Кореи и осуждают на пожизненное заключение. Целых два года мировая музыкальная общественность боролась за его освобождение. В 1969 году Исанг Юн возвратился в Европу и принял западногерманское гражданство. Он стал профессором композиции в Высшей школе искусств в Берлине, продолжал активно агитировать за воссоединение Северной и Южной Кореи. Исанг Юн умер в 1995 году, увенчанный всеми возможными лаврами.
Вся музыка Исанга Юна - типично европейский авангард того же «дармштадтского» толка, что и музыка главных авангардистов 50-60-х - Булеза, Ноно, Штокхаузена. В 80-е, как и все столпы европейского авангарда, Исанг Юн тоже перешел от агрессивного радикализма к более гармоничным и более масштабным симфоническим формам. Но в его музыке нет никаких внешних примет модной world music. Чтобы расслышать в его произведениях буддистское или даосистское начало, их надо слушать от начала до конца. 

--- Д. Ухов

	(ZAMLA  MAMMAZ  MANNA)
	Samla Mammas Manna
	1970
	46:02
	Мощный альтернативный проект с элементами jazz-rock, psychedelic и progressive (art) rock. (Можно сравнить с F. Zappa).
label: Silence Records (Sweden) www.silence.se 

	(ZAMLA  MAMMAZ  MANNA)
	SAMLA MAMMAS MANNA:

"Måltid"


	1973
	57:05
	1. DUNDRETS FROJDER 10.43
2. OFORUTSEDD FORLOSSNING 3.10
3. DEN ATERUPPLIVADE LATEN 5.53
4. FOLKVISA I MORSE 2.07
5. SYSTER SYSTEM 2.27
6. TARNINGEN 3.33
7. SVACKORPOANGEN 3.11
8. MINARETEN 8.21
9. VAERELSEDS TILBUD 2.26
10. MINARETEN II 4.37
11. CIRCUS APPARATHA* (1970) 6.02
12. PROBABLY THE PROBABLY 3.54

LASSE HOLLMER (см. тж.: Lars HOLLMER) - electric piano, piano, vocals, breakfast
LASSE KRANTZ - bass, vocals, door
COSTE APETREA - guitars, vocals (except *)
HASSE BRUNIUSSON - drums, percussion, vocals, glass
HENRIK OBERG – congas *

Tracks 10, 11,12 are bonus; "Circus Apparatha" is picked from SAMLA's first album and "Minareten II" and "Probably the Probably" from the same recording session as MALTID. "Minareten II" is a direct continuation of "Minareten", therefore you may programme the end of your CD alternately as follows; 8,10,12,9,11. 

	(ZAMLA  MAMMAZ  MANNA)
	SAMLA MAMMAS MANNA:

"Klossa Knapitatet"


	1974
	39:43
	label: Silence (Sweden), edition 1995



	(ZAMLA  MAMMAZ  MANNA)
	SAMLA MAMMAS MANNA:

"Snorungarnas Symfony"
	1976
	34:06
	label: MNW Records, edition 1992

Rec. in Stockholm, 1976

LARS HOLLMER (см.) - keyboards
LASSE KRANTZ - bass
COSTE APETREA - guitars, balalaika
HASSE BRUNIUSSON - drums, percussion

KALLE ERIKSSON – trumpet

ARTAN WALLANDER – sax

music composed and arranged by GREGORY ALLAN FITZPATRICK

	ZAMLA  MAMMAZ  MANNA
	"The Mystery of Popular Music" / "For Older Beginners"
	1978
	78:57
	label: Silence (Sweden)    http://www.cabal.se/silence/ 

SCHLAGERNS MYSTIK:

1.  At Ragunda — 1:37
2.  Seasonsong — 3:48
3.  Proffesion is the Amateur's Glue — 2:20
4.  Buttonless — 2:15
5.  Not Margareta — 3:47
6.  Little Karin — 4:15
7.  Asphaltsong — 1:52
8.  Joosan Lost — 0:25
9.  The Fate — 17:00

Hans Bruniusson: Drums, xylophone, chimes, vibraphone, song

Eino Haapala: Electric guitar, acoustic guitar, vibraphone, song 

Lars Hollmer: Electric piano, Korg polyphonic, Hohner-symphonic grand piano, accordion, song 

Lars Krantz: Electric bass, double-bass, acoustic guitar, song
FOR ALDRE NYBEGYNNARE (live improvisations)

10.  Watchmaker 1 — 3:40
11.  Watchmaker 2 — 2:29
12.  The Funktrap — 2:45
13.  Short Inheritance — 1:53
14.  The Modern — 6:20
15.  Temporal You Are — 2:32
16.  Harness in Memorandum — 11:30
17.  To the Oval Meter — 3:46
18.  Do You Think You Like Me? — 5:15
 

Hans Bruniusson: Drums, pinochet, chimes, xylophone, radio, voice
Eino Haapala: Guitars, voice
Lars Holmer: Electric piano, Korg polyphonic, Hohner-symphonic
grand piano, Farfisaorgan, voice
Lars Krantz: Bass, trumpet

Schlagerns Mystik / För Äldre Nybegynnare 
first edition: Silence (SRSCD 3610), Sweden 1978 

This is a set of two albums — one studio, and one of live improvisations, and the band's first under the new Zamla Mammaz Manna moniker. Although traditional folk elements had always made their place in Zamla's music, never had they been so pronounced as on the first disc of this set. The title of the disc translates to The Mystery of Popular Music, and the music is something of an intricate Swedish folk buffet, and also near to children's music. The tunes are highly melodic, and the instrumentation is largely traditional, with accordian, xylophone, acoustic guitar, and various odd percussion. Later, Lars Hollmer would win the Swedish equivalent of a Grammy award, and it is apparent that he and his bandmates have a deeply rooted, though highly unique, sense of their native musical culture. Light, often funny, and rather charming. 

The second disc, translated as For Older Beginners, is a different story altogether. The music is taken from various concert recordings (1976-77), and is made entirely of group's improvisations. These guys played without a net every night, and the level of imagination and communication here is staggering. Not for everyone, but if you like this kind of stuff, it doesn't get much better. 

"Not Margareta" is an accordian-led song, seemingly about a mischevious little girl, but actually about an outcast prostitute. This tune epitomizes the childlike qualities of the band, at the same time demonstrating their mastery of folk arrangements. Listen once, and find yourself humming this at the oddest times. 

"The Fate" is an instrumental on the first disc; this tune is the only real indication of Zamla's proggy past. It clocks in at 17 minutes, but is not as long as it seems...honest. Actually, the music is simpler than the twisted fusoid workouts of earlier albums, and what really stretches it out is the spacey mid-section improv, which is arguably their best on record. 

The second disc begins with "Watchmaker", pts. 1&2. Group improv, Zamla style. Various pings, pitter patter, and slight pops make themselves known, wordless chatter, a scream or two, some percussive wallop, guitar noise, and somehow it all makes sense...atleast for the time being. At the end, all the clocks start to chime and cuckoo, and it makes you wonder whether or not everything was planned. Of course not, and that's why this really is for 'older beginners'.

	ZAMLA  MAMMAZ  MANNA
	FamilyCracks
	1980
	43:08
	label: Silence (Sweden), 1993

Lars Hollmer [k, accordeon]; Eino Haapala [g]; Lars Krantz [b]; Vilgot Hansson [d, perc]; Hans Bruniusson [d, perc].

«Old fools are more foolish than young ones» --- Rochefocauld. 

	(ZAMLA  MAMMAZ  MANNA)
	VON ZAMLA:

"Zamlaranamma"
	1982
	43:55
	label: Resource Records (Sweden)

Lars Hollmer [p, organ, accordion, Korg, glockenspiel, perc, v]; Denis Brely [bassoon, oboe, bar sax, sopranino fl, v]; Jan Garret [b, pedal b, g, perc, v]; Eino Haapala [g, b, mandolin, cello, perc, v].

	ZAMLA  MAMMAZ  MANNA
	Fran Natt Idag
	1983
	49:55
	

	(ZAMLA  MAMMAZ  MANNA)
	VON ZAMLA:

“No Make Up"
	1983
	45:19
	LP >>> CDR – этот диск не был (и не будет) переиздан на CD, т.к. права на его издание погибли вместе с лэйблом, на котором он был издан; и никто (и никогда) не будет иметь право на его издание (со слов самого Ларса Холльмера), вот какая бывает се ля ви! ☻

label: LP: Urspår Records, 1983

Lars Hollmer [k, accordion]; Michel Berckmans [bassoon, oboe]; Eino Haapala [g, v]; Hans Louhelainen [k, melodica]; Wolfgang Salomon [b, guitaron]; Marten Tiselius [d]; additional musicians: Kalle Eriksson [tp (4), perc].

	ZAMLA  MAMMAZ  MANNA
	Tonoga
	1985
	47:07
	

	ZAMLA  MAMMAZ  MANNA
	Vendeltid
	1987
	53:00
	

	(ZAMLA  MAMMAZ  MANNA)
	VON ZAMLA:

“1983”
	1999
	64:18
	label: Cuneiform (USA)  cuneiformrecords.com

tracks 1-5, 12: 1983

tracks 6-11, 13: 1999

Lars Hollmer [p, organ, Korg, accordion]; Michel Berckmans [bassoon, oboe]; Eino Haapala [g]; Hans Loelv [p, organ, Korg, Hohner melodica]; Wolfgang Salomon [b]; Marten Tiselius [d].

Two live concerts... in 1983... We travelled and lived in a big Swedish [former] postal/passenger bus. Carried all the equipment ourselves, including the PA, up and down on the stages every day. We were Very Strong! And equally enthusiastic. We played on Yamaha grand electric piano, Hohner Symfonic organ, Korg Polyphonic ensemble keyboard, Epiphone guitar, Schecter bass, Hohner accordion, Hohner melodica, Drums, homemade plate, glockenspiel, metal pin-filled cans, triangle, bells, bassoon, oboe, English horn, Casio home keyboard, bottles of different kinds, ring modulator, distortion, octavider pedals, Mesa Boogie, Hiwatt and Peavey amps, a strange PA system, Soundcraft live mixer...and we had TREMENDOUS FUN!!

— Lars Hollmer

	(ZAMLA  MAMMAZ  MANNA)
	SAMLA MAMMAS MANNA:

“Kaka”
	1999
	50:45
	label: Gazul/Musea (France)   http://www.musearecords.com 

Lars Hollmer [k, accordion, melodica, v]; Coste Apetrea [g, bouzouki, veena, v]; Lars Krantz [b, v]; Hans Bruniusson [d, perc, marimba, v]. 

Baking Time and Breadtext Facts:

This CD was recorded during Autumn of 1998 in the location of The Chickenhouse, Uppsala, by Lars Hollmer and Samla. The studio recordings were mixed by Roine Stolt, March 1999. The live material comes from different concerts in Sweden and Norway 1993-98.

	(ZAMLA  MAMMAZ  MANNA)
	SAMLA MAMMAS MANNA:

"Dear Mamma"
	2002
	73:26
	laebl: Krax (Sweden) / Yamakawa (Tokyo, Japan)

limited edition 1000 copy only

Part I: Samla Mammas Manna – Live at Crossroad, Uppsala, Sweden, May 2002

Part II: L. Hollmer / C. Apetrea / Ruins – Live Uppsala, Nov. 2001

	ZAO
	Z = 7L
	1973
	35:56
	psychodelic/progressive

label: Musea, 1993

rec. Aug. 1973

Проект музыкантов из MAGM'ы.

comp. by F. Cahen / Y. Seffer

Mauricia Platon [v]; Francois 'Faton' Cahen [el/ac p]; Yochk'o Seffer [s s, bass cl]; Joel 'Dud' Dugrenot [el b]; Jean-Ives Rigaud [el vln]; Jean-My Truong [d].

	ZAO
	Kawana
	1973
	49:55
	label: Musea, 1993

MAGMA + GONG

rec. Sept. 1973

Francois 'Faton' Cahen [el p, k]; Didier Lockwood [ac/el vln, artisanal bass vln]; Gerard Prevost [el/ac b]; Yochk'o Seffer [s/sopranino s, p, v]; Jean-My Truong [d].

	ZAO
	Osiris
	1974
	42:58
	label: Musea, 1995

#1-5: Francois 'Faton' Cahen; Joel 'Dud' Dugrenot; Yochk'o Seffer; Jean-My Truong; Jean-Ives Rigaud; Marc Chantereau; Pierre 'Ty-Boum' Guignon.

#6: Francois 'Faton' Cahen; Yochk'o Seffer; Lise Cousineau; Bill Gagnon; Christian Saint Roch; Michel Seguin.

	ZAO
	Shekina
	1975
	41:06
	label: Musea, 1992

Yochk'o Seffer [s, cl, v]; Francois 'Faton' Cahen [k]; Gerard Prevost [el b]; Jean-My Truong [d]; Pierre 'Ty-Boum' Guignon [perc]; + Michele Margand [vln]; Marie-Francoise Viaud [vln]; Francoise Douchet [viola]; Claudine Lassere [cello].

	Frank  ZAPPA -- см. в  файле 'Rock'
	
	
	
	

	(Hector  ZAZOU)
	ZNR:

"Barricade 3"
	
	45:11
	ZAZOU – см. тж. с: Russell MILLS;

label: ReR (London)

Hector Zazou [ARP 2600, p, VCS3, b, vln]; Joseph Racaille [ac/el p, ARP 2600, v]; Patrick Portella [bass cl, cl]; with: Andre Jaume [s/t s]; David Rueff [a s, fl]; Harvey Neneux [g]; Gilly Bell [ARP 2600]; Fernand D'Arles [perc].

	Hector  ZAZOU
	“Geographies” / 

“13 Proverbes Africains”
	1984
	48:25
	label: Made To Measure

Исполняет большой состав музыкантов. Особо известных среди них нет. “13 Proverbes Africains” – произведение для вокального квартета (Pour Quatour Vocal).

	Hector  ZAZOU
	Reivax Au Bongo
	1986
	43:41
	label: Made To Measure (vol. II)

ZAZOU [k] / Bony BIKAYE [v]

Первая половина диска – африканская, вторая – европейская. (Фолк – джаз – поп)

	Hector  ZAZOU
	Guilty !
	1989
	52:46
	Afro – funk/soul
label: Crammed Discs / VeraBra Records (Switzerland)

ZAZOU / BIKAYE with: Philippe De La Croix Herpin [saxes, bass cl]; Papet Chaze [g]; Chris Joris [perc]; a.o.

1. Guilty

2. No Secret

3. Binagwe

4. Ba Wela

5. Kinshasa

6. My Shoes

7. Sans Music

8. It’s A Man’s Man’s World

9. Zuwa

10. Na Kenda

	Hector  ZAZOU
	Noir Et Blanc
	1990
	57:31
	Afro-funk-alternative
label: Crammed Discs

ZAZOU / BIKAYE / CY1 with: Fred Frith [g, violin]; Marc Hollander [clarinets]; Fred Wallich [saxes]; Vincent Kenis [g]; Chris Joris [perc].

Rec. 1983, Brussels.

НОТ & COLD, TRIBAL & FUTURIST, ETHNIC & ELECTRONIC,  ORIGINALLY RELEASED IN 1983, “NOIR & BLANC” STILL STANDS LIKE AN UNSURPASSED MILESTONE IN THE HISTORY OF AFRICAN/WESTERN FUSION MUSIC. RESULTING FROM A TORRID CONFRONTATION BETWEEN ZAIREAN SINGER BONY BIKAYE, ALGERIAN BORN FRENCH COMPOSER HECTOR ZAZOU AND MAD SCIENTISTS CY 1. THIS ALBUM WAS ACCLAIMED BY THE INTERNATIONAL MUSIC PRESS, WHO IMMEDIATELY СОМPARED IT TO BYRNE & ENO’S “BUSH OF GHOSTS”, OR TO AN IMAGINARY MEETING BETWEEN FELA KUTI AND KRAFTWERK. ALSO INCLUDED IN THIS REISSUE ARE TWO TRACKS FROM THE ‘M’PASI YA M’PAMBA’ 12” WHICH ACHIEVED CULT CLUB HIT STATUS IN AMERICA, TWO RADICAL REWORKINGS BY THE AS-YET-UNNAMED MR BIG MOUSE.

M’PASI YA M’PAMBA 

MANGUNGU 

DJU YA FEZA 

MUNIPE WA KATI 

EH! YAYE 

MAMA LENVO 

LAMUKA 

KEBA 

WOA

M’PASI YA M’PAMBA (remix) 

EH? YAYE (REMIX)

	Hector  ZAZOU
	Les Nouvelles Polyphonies Corses
	1991
	69:01
	Корсиканская полифония.

Zazou [k] with: John Hassel (см.) [tp], John Cale [p], Ryuichi Sakamoto (см.) [p], Manu Dibango (см.) [s]; Richard Horowitz [ney], Pierre Chaze [g], Cristianu Andreani [cilamedda, fl, tambour], Ghjiseppu Figarelli [cetera], Steve Shehan [bowed bells, waterphone gato, afuche, moonstraw, hadgini, talking drums, balafon]; Sheikh Hamid [violon], Due Dung, Due Dau, Due Quang [xenh sua], Christian Lechevretel [accordion, tp], Shaymal Maltra [tabla, djembe, ghatam], Guillem Querzola [b], a.o. + chant. 

	Hector  ZAZOU
	Sahara Blue
	1992
	61:35
	label: Made To Measure. 

 Hector Zazou with: Bill Laswell (см.), Ryuichi Sakamoto (см.), David Sylvian (см.), John Cale (см.), Lisa Gerrard (см.), a.o. 

Based on Arthur Rimbaud’s poems.

	Hector  ZAZOU
	Song From The Cold Seas
	1994
	50:33
	label: Sony (France)

Hector Zazou with: Marc Ribot, Marc Isham, Harold Budd, The Balanescu Quartet, John Cale, Bjork, Siouxsie, 

	Hector  ZAZOU
	Glyph
	1995
	60:57
	label: Made To Measure (Crammed Discs)

Harold Budd (см.) [ac&el p, v]; Hector Zazou [k]; Mark Isham [tp]; Renault Pion [fl, cl]; Timo Tuovinen [kantele]; B. J. Cole [pedal steel g]; Carlos Vivanco [m.i.d.i. g]; Minna Raskinen [treated kantele]; Barbara Gogan [g]; Daniel Yvinec [contrabass]; Brendan Perry [perc]; Lian Amber [v].

1. Pandas in tandem

2. You and me against the sky

3. And then she stepped aside

4. Around the corner from everywhere

5. Gorgon’s anxious pansy

6. Johnny Cake

7. Reflected in the eye of a dragon fly

8. As fast as I could look away she was still there

9. Autre Jango

10. The aperture

11. The light gave us away

	Hector  ZAZOU
	Made On Earth
	1997
	69:42
	label: Crammed Discs

Hector Zazou [sounds and rhythms; arranger / producer];  Barbara Gogan [v, g]; Marc Ribot (см.) [g]; Eoin Dillon [uillean pipes]; Renaud Pion [s, b cl, ba-wu flute]; Christian Lechevretel [tp, trb]; Daniel Ivinec [oboe]; Brendan Perry [shaker eggs]; Peter Scherer [k]; Patrick Morganthaler [p]; Justin Griffith [scratching]; Babrook Stream [water].

	Hector  ZAZOU
	Lights In The Dark
	1998
	54:42
	label: Erato Disques (Paris)   www.erato.com 

A journey to the source of sacred Irish songs.

Performed, Arranged and Produced by Hector Zazou. Featuring: Peter Gabriel, Ryuichi Sakamoto (см.), Mark Isham, Hossam Ramzay (см.). Lead vocals by: Breda Mayock, Katie McMahon, Lasairfhiona Chonaola.

«I can see where the wind goes

And follow the way of the wind;

And blessedness goes

where the wind goes,

And when its gone

we are dead».         
 ---   (Yeats)

Although sacred music existed in Ireland from the earliest times it is not until the coming of Christianity in the fifth century that this genre took on a more definite form as we know it today. The change was a gradual and systematic progression from paganism to Christianity and retained much of the ancient art of creativity. The new religion moved easily into the seams of the old. Saint Patrick is reputed to have brought the Latin language to Ireland. Once the Latin system of culture and writing was adopted and incorporated into the creative process many pieces of literature were produced. Christianity, as well as introducing a new mode of communication, had a refreshing effect on arts as new characters from the Old and New Testament were presented. A flourishing literary activity ensued. The role of the bards evolved to that of the fili or poets in the new era.

During this golden age of saints and scholars, bilingualism meant Latin and Irish, and poets used both Languages in their work. Hymns based on Latin meter were composed in a bilingual format during the sixth century in which Latin and Old Irish were used without sacrificing rhyme or metre. Likewise, in the hymn Achaini an Ghra / Requests of Love (track 12 on this CD), by Mael Isu Ua Brolchan, an eleventh-century poet, we see the same combination used and the native language and Latin church language are beautifully woven together.

A small treasury of rare religious songs survives to this day in the rich singing tradition of Ireland.

The two main types were the Lullaby and the Lament. The mother speaks directly to her child in the lullaby, as heard in Seacht Suailce na Maighdine Muire / Seven Joys of the Virgin Mary. Songs such as Caoineadh na dTri Muire / Keening of the Three Marys and Amhran na Paise / Song of the Passion are very moving to any audience and create an evocative drama of words and a corresponding haunting air. When these songs are sung by a native Irish singer an unbroken chain connects us to a mystical realm.

Keening was a highly developed art form and stemmed from ancient times. It started off as a pagan phenomenon and as time went on it gradually became accepted as a Christian practice with its influences found in religious song. It was believed in Ireland that everyone should be keened, even strangers and paupers. 

Lamenting is an age-old custom found in many cultures. In Ireland it was mostly women called keeners who lamented the dead. These professional keeners were poets in their own right, composing in a metrical system called rosc. They were employed by relatives of the deceased. Despite its decline during the Great Famine (1846-48) and the established church's disapproval of such a ritual, this ancient custom survived until quite recently. Keening was recorded on the Aran Islands early in this century. It is worth noting that the song Caoineadh na dTri Muire / Keening of the Three Marys, (Track 4 on CD), was sung at wakes in some parts of the country by keening women of old. It was customary to follow it immediately by recitation of the rosary, thus combining the two traditions, that of the pagan origin in the form of keening and Christianity. The numerical carol was popularised by the Franciscans upon their arrival in Ireland during the thirteenth century. This form of song was developed to highlight aspects of Christianity and the mysteries, the nativity scene being one such theme. An unusual characteristic of the Irish carol is that many contain a chorus. This can be seen clearly in songs such as Seacht Suailce na Maighdine Muire / Seven Joys of the Virgin Mary. The Irish carol also contained influences of the hymn and of the ballad.

The numbers three and seven are important in Irish sacred songs. The number three was a significant element in many Celtic folk tales, and this tradition was adopted in songs such as Caoineadh na dTri Muire / Keening of the three Marys and Gol na dTri Muire / Lament of the Three Marys. One can also see the influences of the older religion in these songs; three goddesses were often worshipped for their gifts of fertility and creativity. Thus here we have another example of the fusing of old religion with the new.

Seven is the number of completion, which derives from the Jewish tradition. It was also considered sacred amongst the Irish of the Megalithic period, and the Celts upon their arrival kept this custom, This motif is found in the song Seacht Suailce na Maighdine Muire / Seven Joys of the Virgin Mary.

                   ---- LASAIRFHIONA NI CHONAOLA

THE SONGS
1. AN REALT (THE STAR)

This song asks Jesus to cleanse us spiritually and give us proper guidance in our lives. It was originally collected by George Petrie, a renowned antiquarian and collector of the nineteenth century. It was compiled by Una Ni Ogain and can be found in her book Danta De which was published in 1928. Most of the songs are anonymous and were passed on orally from generation to generation. We are indebted to people like George Petrie and Una Ni Ogain.
2. SEACHT SUAlLCE NA MAIGHDINE MUIRE (SEVEN JOYS OF THE VIRGIN MARY) 

This carol was very popular and was sung in many parts of Ireland. The lyrics and melody may vary but the theme remained the same. The versions on this CD come from Co. Donegal.

3. DAN NA MARBH  (POEM OF THE DEAD)

Similar to many of our finest traditional songs the name of the composer of "Dan na Marbh" (Poem of the Dead) is lost; perhaps some of those altruistic poets would be happy to remain anonymous. This particular song was sung at funerals and at wakes. It describes a person on his death bed, being comforted by the Blessed Virgin. Death parts him from his mourning relatives but the Spirit of God stays with him forever. 

4. CAOINEADH NA DTRI MUIRE  (KEENING OF THE THREE MARYS) 

In this song we see the Blessed Virgin portrayed as a keening woman in the traditional mode; the refrain "ochon agus ochon o" was a typical expression used in keening style. This song is a narrative ballad. According to Dr. Angela Bourke the other two Marys of the triad are Mary Magdalene and Mary, mother of St. John.

5. SEACHT SUAlLCE NA MAIGHDINE MUIRE (SEVEN JOYS OF THE VIRGIN MARY) 

Here we have a total contrast to the Seven Sorrows of The Virgin Mary, and both are from the same period. These medieval carols were brought to Ireland by the Franciscan Brothers during the thirteenth century. The number seven comes from the influence of the church and was seen as the number of completion.

6. GOL NA DTRl MUIRE (LAMENT OF THE THREE MARYS) 

This is another version of keening of the Three Marys; the title of this song is found only in Co. Donegal. The text tells the dramatic story of the Passion. In this version we are urged to attend Mass. The number three was important in Irish sacred songs. It was also a significant element in many Celtic folk tales, and this tradition was adopted in this song. 

7. AMHRAN NA PAlSE  (SONG OF THE PASSION)

"Amhran na Paise" is a song based on the passion and resurrection of Christ which was sung during Lent and Easter. It was popularised by the traditional singer Seosamh O hEanai (Joe Heaney). Recurring themes in folklore are evident in this song: the Blessed Virgin going to Christ's tomb to tend to His remains and the rooster crowing after Peter denied Christ three times.

8. IN AINM AN ATHAR LE BUA  (IN THE NAME OF THE FATHER MAY WE HAVE VICTORY)

The author of this song, Feardorcha O Meallain, is thought to be a descendant of the O'Mellows of Co. Armagh who were the hereditary keepers of the Bell of Saint Patrick. In this work the poet asks God and the saints for guidance along the path of life, and to be ever present so that we may remain triumphant. The St. Colman refered to in the poem is the patron saint of Drumore in Co. Down.

9. SEACHT NDOLAS NA MAIGHDINE MUIRE (SEVEN SORROWS OF THE VIRGIN MARY) 

In this song the Blessed Virgin as a mother is expressing her overwhelming sorrow and the waves of emotion that consume her. Versions of the song are found in many parts of Ireland and belong to a medieval European tradition. This version was collected in Co. Kerry and was traditionally sung after the Rosary. 

10. DUAN CHROI IOSA  (LITTLE SONG TO THE HEART OF JESUS) 

Duan Chroi Iosa was composed by Tadhg Gaelach O Suilleabhain who died in 1795. His religious poetry, much of which he set to popular airs, was warmly received by the ordinary people of his time. This tender lyric is dedicated to the Sacred Heart of Jesus. Like other compositions of its kind, it is a song of hope which gave the necessary morale boost to the people of Ireland at a time when their religious freedom was non-existent under the stringent Penal Laws which were enforced by the English.

11. CAOINEADH MHUIRE  (MARY'S LAMENT)

This is one of many versions of Caoineadh na dTri Muire (Keening of the Three Marys) found in different parts of Ireland. Although the title and melody vary slightly, in some cases the original theme remains constant. This song was sung throughout Ireland on Good Friday. The version sung on this CD comes from the repertoire of Sorcha Ni Ghuairim, a renowned traditional singer from Connemara who was recorded in the forties by the Irish Folklore Commission. 

12. ACHAINI AN GHRA  (REQUESTS OF LOVE)

Composed in the eleventh century by Mael Isu Ua Brolchan who died on the 16 of January 1086. He is described in the Annals of Ulster "as a master of wisdom and of piety and in filidecht (poetry)" both in Latin and in Old Irish. In this song the author yearns for God's love. It is a bilingual song in Latin and Irish, popular at that time. The Old Irish was translated into Modern Irish by the poet Sean O Riordain.

13. AMERGIN  (TOMB OF EVERY HOPE)

Amergin, literally meaning song conception, was a mythical bard found in early Irish literature. In the Leabhar Gabhala, the eleventh century Book of Invasions, he is described as one of the sons of Mil, otherwise known as Milesians, ancestors of the Gael who arrived on Erinis shores about 2,000 BC. Amergin played a leading role in the tale as he was the first to touch Irish soil on that momentous occasion. Inspired by the mystic landscape he composed an ode celebrating all the great mysteries of life and embracing the symbols of the Celtic soul.

          ---------   LASAIRFHONA NI CHONAOLA
1.  AN REALT     4'25 (THE STAR)

Vocals: Breda Mayock. Harp: Kristen Noguez. Trumpets: Mark Isham. Hudy Gurdy: Andre Compostel. Sounds: Hector Zazou. Trumpet arrangements: Mark Isham

2. SEACHT SUAlLCE NA MAIGHDINE MUIRE  3'33 (SEVEN JOYS OF THE VIRGIN MARY) 

Lead vocal: Katie McMahon. Backing Vocals: Breda Mayock. Harp: Kristen Nogues. Trumpet: Mark Isham. Choir: Silap' (Jean-Paul Elise, Thierry Francois, Donovan Jones, Edouard Lavanne, Jean-Marc Reyno, Aliou Sangare). Sounds: Hector Zazou. Trumpet arrangement: Mark Isham

3.  DAN NAR MARBH    3'09 (SONG OF THE DEAD)

Lead vocal: Lasairfhiona Ni Chonaola. Oud: Thierry Robin. Ocarina: Cartos Nunez. Zither: Andre Compostel. Percussions: Pierre d'Aquin

4. CAOINEADH NA DTRI MUIRE   4'09 (KEENING OF THE THREE MARYS) 

Lead vocal: Breda Mayock. Backing vocals: Peter Gabriel, Breda Mayock. Guitar: Kent Condon. Bass & Theremin (43b&43c): Francoise Debout. Indian violin: Germain de Loing. Loop: John B.

5. SEACHT SUAlLCE NA MAIGHDINE MUIRE  3'55 (SEVEN JOYS OF THE VIRGIN MARY) 

Lead & Backing vocals: Breda Mayock. Guitars: Jacques Pellen. Choir: Silap'. Loop: John B.. Percussions: Hossam Ramzay.

6. GOL NA DTRl MUIRE    4'23 (LAMENT OF THE THREE MARYS) 

Lead vocal: Katie McMahon. Backing vocals: Katie McMahon, Brendan Perry, Denis Me Ardle. Cello: Caroline Lavclle. Piano: Ryuichi Sakamoto. Sounds: Hector Zazou. Bass guitar: Daniel Yvinec. Percussions: Brendan Perry.

7. AMHRAN NA PAISE   5'07 (SONG OF THE PASSION)

   Lead vocal: Lasairfhiona Ni' Chonaola. Guitar: Kent Condon. Harp: Kristen Noguez. Trumpets: Mark Isham. Percussions: Pierre d'Aquin. Trumpet arrangements: Mark Isham.

8. IN AINM AN ATHAR LE BUA    3'29 (IN THE NAME OF THE FATHER MAY WE GAIN VICTORY) 

Lead & Backing vocals: Breda Mayock. Flute: Ivan Tchekine. Violin: Richard Bourreau. Kora: Papa D'jabate. Stone percussions: Pierre d'Aquin. Percussions & Berimbau: Brendan Perry.

9. SEACHT NDOLAS NA MAIGHDINE MUIRE   7'37 (SEVEN SORROWS OF THE VIRGIN MARY) 

Lead vocals: Katie McMahon. Oud: Thierry Robin. Cellos: Caroline Lavelle. Sounds: Hector Zazou. Percussions: Pierre d'Aquin. Choir: Silap'.

10. DUAN CHROI IOSA   3'25 (LITTLE SONG TO THE HEART OF JESUS) 

Lead vocal: Breda Mayock. Koto: Noriko Sanagi. Gaita: Lucie de Lisieu. Sounds: Hector Zazou.

11. CAOINE MHUIRE    5'38 (MARY'S LAMENT) 

Lead vocal: Breda Mayock. Flute: Carlos Nuhez. Hurdy gurdy: Brendan Perry. Kantele: Minna Raskinen. Sounds: Hector Zazou. Choir: Silap'.

12. ACHAINI AN GHRA    3'14 (REQUESTS OF LOVE)

Lead vocal: Lasairfhiona Ni Chonaola. Pekou: Didier Malherbe. Sounds: Hector Zazou. Percussions: Hossam Ramzay.

13. AMERGIN   2'27 (TOMB OF EVERY HOPE) 

Spoken words (Irish): Lasairfhfona Ni Chonaola. Spoken words (English): The Wiltshire Souls. Organ: Hector Zazou. Bells: Pierre d'Aquin.

Performed, arranged & produced by Hector Zazou

	(Hector  ZAZOU)
	MIMI: «Soak»
	1998
	58:42
	post-punk

label: Luaka Bop   www.luakabop.com 

Mimi Goese [v]; Hector Zazou [sound and rhythms]; Hahn Rowe [g, vln]; Porl Thompson [ac g]; Damian O’Neill [g, samples]; Daniel Yvinec [b]; Samm Bennett (см.) [d, perc].

Produced by David Byrne, Hector Zazou, Hahn Rove.

Recorded in France by Hector Zazou.

	Hector  ZAZOU
	Yungchen LHAMO, Hector ZAZOU, Peter GABRIEL:

"Coming Home"
	
	52:10
	folk-pop

label: RealWorld

Produced by Hector Zazou (см.).

THE MUSICIANS

Yungchen Lhamo: lead vocals

Kent Condon: acoustic & electric guitars

Daniel Yvinec: bass

Caroline Lavelle: cello

David Rhodes: wild guitar, guitars

Hossam Ramzy (см.): percussion

Richard Bourreau: violin

Timo Trovinen: kantele

Hector Zazou: loops & sound effects,

cello arrangements

Patrick Morgenthaler: cello arrangements

Chris Liliedahl: percussion

Peter Gabriel (см.): drones

Henry Frayne: guitars, backing vocals

Sam Doherty: acoustic guitar, backing vocals

Sister Soleil: backing vocals

Ben Findlay: backing vocals

Recorded at Real World Studios, Wiltshire, England. Additional recording at Les Nouvelles Musiques Electroniques, Paris, France (recording engineer: Hector Zazou).

When I grew up I knew nothing of freedom. I lived in poverty and was denied the rights most people take for granted. This is the ordeal Tibetans are subjected to, then and now. Since I escaped, by foot over the Himalayas like so many other Tibetans, I have been able to find freedom in the West. Working on this. album, being able to experiment using my Tibetan voice with Western sounds, is an expression of that freedom - a freedom to work and express myself that I never knew in Tibet.

Tibet has many young, courageous and talented people working to keep our culture dynamic and alive. Tibetan culture will not die nor remain static. We will grow as part of the modern world as long as we have a chance of freedom - something most Tibetans unfortunately do not have. My greatest wish is to see the Tibetan people strong and free, working and living together in harmony. I hope my work here can contribute to the strength of my culture in this modern world and help raise people's awareness of our struggle.

My first love is performing a cappella. Alone on stage accompanied by the orchestra of an audience is a pure, lovely experience and I will go on performing like that. Recording in a studio gives you the chance to experiment and explore new sounds. I have been very fortunate to have had the chance to work with Hector Zazou.

This album is dedicated to His Holiness the Dalai Lama. The songs on this album, rich with political and spiritual metaphors, are for my son Tenzin Shaydrup and all Tibetan children who carry the future of Tibet in their hearts and minds.

--- Yungchen Lhamo

HAPPINESS IS...

Often, the things that we think are making us happy in reality only give the slightest most transient happiness; ultimately they have no essence and no meaning at all. There is a way of thinking, a way of living that has meaning, and it is the happiness found on this path that we really should be searching for. Om Mani Padme Hum, the mantra of loving compassion. Find your path and follow it.

SKY

"I can fly

Fly high in the sky

On the wings of a breath, that calls out your name.

Jetsun Drolma

Om Tare Tu Tare Ture Soha

Here are the jewels of every Queen.

The sun, the moon and the stars,

Offered on clouds of gold.

As a woman, how can you say I can't fulfill life's greatest accomplishments, when 

Jetsun Drolma attained perfect enlightenment in female form?

I feel I could fly, like a bird, fly high in the sky."

(Based on teachings from Kirti Tsenshab Rinpoche)

HEART

When a culture is in crisis, parents can become separated from their children and that is so sad. I am forced to live away from my son for most of the year and as a child I was separated from my family. This is a sadness so many Tibetans know. This song is about loss and yearning; feeling like a part of you is missing, praying to be reunited and to become whole again.

PER RIG CHOG SUM

In 1959 many Tibetans from Kham and Amdo rode into Lhasa to join with the people there, to form a protective barricade around the Dalai Lama in the Norbulingka, fearful that he was about to be captured by the Chinese. The people's solidarity gave His Holiness the chance to ride to freedom and set out on his long trek to India. One day, Tibetans will come from all over to ride into Lhasa, to once more see His Holiness take up his rightful place in the Norbulingka. Our horses stand ready, we wait for the hour to ride.

KHYAB SANGYE

The amazing Guru Chenrezig, gloriously composed of all the Buddha's refuge, please stay. permanently in the crown ornament and please bestow the feat of Dharma. Since the beginning of time, we have wandered countless times through the six realms, not capable of thinking about Dharma. This life also falls under the influence of distraction. How easily this human life is exhausted just performing meaningless tasks. How sad... Oh so sad...

NGAK PAI METOG

This song is a celebration of His Holiness, winner of the Nobel Prize, who has travelled the world teaching of peace. His fame has spread far and wide; his teachings are pure and true, and have been nurtured bv Tibetan culture for hundreds of years. There is great meaning to be found in the heart of Tibet and we are proud to be who we are and to have His Holiness as our guide. This is a song of pride.

DREAM

One night, while living in Sydney, I had a dream that my son and I sang a song together - a song of love about the sadness of separation and the joy of being together. When I awoke, the monks in the house said they had heard me singing in the night and found on our tape recorder a recording of this song. I don't remember waking up, nor going to record it - I think that frightened the monks a little!

DEFIANCE

My closest and dearest childhood friend died in Tibet not long after I first reached Australia. He wasn't shot or tortured to death like so many Tibetans; there is no one person to blame for his death - just a cruelness in the society we found ourselves. As children, hungry and poor, we played and searched for food together; we shared a closeness only children know. This is the sound of my heart breaking but refusing to be broken. Cruelty and suffering will not defeat me.

COMING HOME

This is a road song, the sound of travelling the road home - a home I hope one day to reach. Om Mani Padme Hum is the mantra of compassion, the mantra of Chenrezig. In Tibetan Buddhism, we fill prayer wheels with this mantra and spin them around as a way to generate the energy of loving compassion. The mantra is written on this disc, so in your CD player it spins just like your own prayer wheel. I hope it creates some merit.

	Hector  ZAZOU
	Hector ZAZOU & Sandy DILLON:

"12 (Las Vegas Is Cursed)"
	2000
	55:32
	label: Crammed Discs  www.firstworldmusic.com 

All vocals by Sandy Dillon

Production, arrangements, music, all instruments & sounds, by Hector Zazou, except:

Marc Ribot (см.) [g]; Bill Rieflin & Pat Mastelotto [d]; Lisa Germano (см.) [harmonica], a.o.

	Jean-Marc  ZELWER
	La Fiancee Aux Yeux De Bois
	1990
	46:43
	kitsch

label: Crammed Discs - Made To Measure #24

«This journey in an imaginary Russia was inspired by my grandfather’s childhood memories, in the forests of Poland, when that country was still under the rule of the tsars» 
 -- JMZ

Весёлый лубок на фольклорные (русские) темы.

Список других kitsch-проектов в Каталоге см. в файле ‘Rock---'.

	Jean-Marc  ZELWER
	The Gods Are Angry (Les Dieux sont faches Dio e arrabbiato)
	1995
	44:56
	retro-grotesque / cabaret 

label: Crammed Discs - Made To Measure

JMZ [cl-s, a&s s, accordion, cromorne, claviers, perc]; Thierry Madiot [trb]; Michel Berekmans [basson]; Sasa Dragovic [tp, tp piccolo]; Jean Pierlot [zarb, viola, timbales]; Cecile Audebert [harp]; + singers.  

	Jean-Marc  ZELWER
	Zirkus (Primitif Opera)
	1996
	43:17
	label: Tangram -- New Series (Paris)

Jean Marc Zelwer [s s, sib&bass cl; cor de basset; nickelharpa, accordeon diatonique, zummara, perc, viele monocorde, sanza, orgue positif]; Bruno Krattli [tp, piccolo tp, bugle]; Sylvie Jerusalem [tuba]; Regis Benedet [banjo]; Georges Bessonet [grand orgue]; Jean Pierlot [perc, vibraphone, steel drum, shenda]; + vocals.

	Jean-Marc  ZELWER
	La tribu iOta
	2001
	60:41
	

	Jean-Marc  ZELWER
	Daissa
	2003
	63:05
	Jean-Marc Zelwer obtient en 1993 la bourse Romain Rolland du Ministere des Affaires etrangeres pour effectuer un voyage de recherche en Inde au cours duquel le maitre R.W. Wishweshwaran l'initie au santour et etudie en 1998 le rapport de la musique a la danse dans la tradition Japonaise lors d'une residence a la Villa Kujoyama de Kyoto.

	ZERO DEFECTS
	Non Recycleable
	
	56:22
	industrial / trance    с вокалом, который напоминает ужесточённый и агрессивный вариант new romantics.
composed & performed by: S. Kurz & T. Marx

1. End Of

2. Clone Breeder

3. Clean Slate

4. L.S.E.

5. Hostages

6. Duracell

7. Overdose Therapy

8. Firefly

9. Transform Me

10. Planet Alert

	ZGA
	Zgamoniums
	1991
	76:11
	free / avant-garde
label: ReR (USA)

Nick Sudnik (см. тж. VETROPHONIA) [cl, s, ring modulator, k, iron objects, perc, v]; Alexander Zhilin [b, perc, iron objects, v]; Vadim Petrenko [g, fiddlesticks, v]; Michail Judenich [d, perc, v].

Recorded in Riga, Latvia, 1991.

Edited and Assembled in London by Chris Cutler.

	ZGA
	The End of An Epoch
	1992
	69:07
	label: ReR (USA)

Nick Sudnik [cl, electronic objects, accordian, whistles, v]; Alexander Zhylin [electroacoustic objects, b]; Valery Dudkin [g, v].

Recorded in Riga, Latvia, 1991.

Mastering and Production by Bill Sharp.

	ZGA
	Sub Luna Morrior
	1995
	54:51
	label: ReR (USA)

Nick Sudnik [string and percussion objects, reeds, toys, cl, accordion]; Scarlett [percussion and string objects, v, toys, trumpets, reeds]; Michael Judenich [drum and string objects, v].

Special Thanks to: Chris Cutler, Sergey Kuriokhin.

Recorded in St. Petersburg, 1995

	ZGA
	Noise And Fury
	2001
	73:42
	Noise Music Festival, 2000

#1-4: "Noise" -- HXA New Art Ensemble

#5-45: "Fury" -- ZGA

HXA New Art Ensemble: Olga Leonova [v]; Lev Gutovsky [p, pc]; Sergey Belov [trb, pc].

ZGA: Nick Sudnick [tt, el]. This recording is a replay of N.S. to Otomo Yoshihide (см.) work Vinil Tranqualiser.

CD "Noize and Fury". Фестиваль шумовой музыки, июнь 2000 года (ДОМ Рекордc).
Данный релиз - воспоминание о прошлогоднем фестивале «Шум и ярость», имевшем место в клубе «Дом». Два участника этого противоречивого мероприятия удостоились сплит-компакта. Открывает пластинку живое выступление проекта НХА (Новый Художественный Ансамбль) из Челябинска. Когда-то (в конце 80-х - в начале 90-х годов) этот коллектив сла​вился своими индустри​альными пародиями на рок и экстравагантными пластическими перформансами. К моменту фес​тиваля НХА сократился до двух человек (Лев Гутовский,  лидер  проекта,  и Сергей Белов), к которым примкнула интересная пе​вица Ольга Леонова. Отказавшись от стандартного рок-инструментария, ребята пересели за компьютеры. Доба​вив к ним женский вокал и некоторые живые инструменты, и отказавшись от активного шоу, НХА стали играть крепкий ин​дустриально-электронный минимализм, не лишенный, одна​ко, импровизационного начала, определенной доли экстрима и эксцентричности. Эту запись следует назвать весьма удачной, как в плане звука, так и с точки зрения концепции фестиваля. 

Вторая часть компакта - сольная работа Николая Судника, бес​сменного лидера легендарной индустриальной группы «ЗГА», выступившей на фестивале в полном (очередном) составе и с несколько другой программой. В данном случае мы имеем де​ло с фрагментами сольного альбома Николая "1LP" (Point EAST, 1989), ставшего своеобразным ответом на известную работу Отомо Йошихиде (см.: Otomo YOSHIHIDE) "Vinil Tranqaliser", состоя​щую из порядка 60 мелких фрагментов, взятых с разных вини​ловых пластинок и сильно деформированных в сторону индустриально-аналогового нойза. Судник же за основу взял свой собственный лонг-плей, и расчленил его на 67 кусков. Сделал это, надо сказать, виртуозно и убедительно.

-- "man's Music"

	ZGA
	MaraZGAmatikA

(suite in 32 parts)
	2002
	62:40
	label: Hor  info@hor-music.ru 

ZGA contact: zga@spb.cityline.ru  www.zga.nonmuseum.ru 

Nick Soudnick [sound&noise objects, k, cl, etc.]; Ekaterina Fedorova [noise&perc objects, v]; Ramil Shamsutdinov [trb, v]; guests: Nick Rubanov [bar sax]; Michail Kolovsky [tuba]; Babsley [fem v].

1. Motherland of Elefants (tr. 1-13)

2. Mamarussia (tr. 14-17)

3. Fatherland of Elefants (tr. 18-29)

4. Paparussia (tr. 30-32)

	ZILLATRON – см. Bill LASWELL
	
	
	
	

	Bernd Alois ZIMMERMANN

(1918-1970)
	Requiem fur einen jungen Dichter
	1989
	65:29
	avantgarde

label: WERGO (Germany)

composed 1967-69

rec. 1986

Lingual fur Sprecher, Sopran- und Baritonsolo, drei Chore, elektronische Klange, Orchester, Jazz-Combo und Orgel

performed by Rainer Bruninghaus (см. в 'Jazz'): Klavier; a.o.

One of the most important German composers to emerge during the post-World War II era, Bernd Alois Zimmermann was born in the outskirts of Cologne in 1918. His schooling at the Cologne Musikhochschule was interrupted when he was drafted for military service in the early days of the Second World War. Discharged in 1942, Zimmermann resumed his academic training with Jarnach and Lemacher, and between 1948 and 1950 enrolled in the summer courses at Darmstadt. He was engaged as a lecturer in music theory at Cologne University in the early years of the 1950s, and, from 1957 on, taught composition at the Cologne Musikhochschule. 

Until his untimely death in 1970 Zimmermann produced a steady stream of music for both concert and radio (having been director of not only composition at the Musikhochschule but also radio, film, and stage music as well). In 1965 his "pluralistic" opera (so called because it incorporates elements of many different musical styles, juxtaposing live orchestra with electronic sounds and utilizing a fair amount quotation as well) Die Soldaten was successfully premiered in Cologne. The work, perhaps Zimmermann's most eloquent musical statement, has since been hailed as the greatest operatic achievement since Alban Berg's Lulu. 

Zimmermann's music frequently borders on unplayability, and it is only through the exceptional gifts of a handful of players and conductors (including cellist Siegfried Palm and conductor Hans Rosbaud) that his powerful musical creations escaped oblivion. His work reveals a deeply religious sentiment (as in the second volume, sub-titled "devotional exercises" of the solo piano work Enchiridion, or the viola concerto Antiphonen from 1962), and in later years Zimmermann, increasingly withdrawn from the musical establishment (indeed, from the rest of the world as well), came to view his music as a personal act of communication with the Divine. His final work, an "ecclesiastical action" for two speakers, bass, and orchestra, completed just five days before his death, concludes with a quotation of J.S. Bach's chorale Es ist genug.

	ZITA  SWOON
	Sunrise
	1997
	62:29
	MOONDOG JR. (Belgium) [см.] is now called ZITA SWOON

Aarich Jespers : Drums, Percussion 

Tom Pintens : Electric and Acoustic Guitar, Korg

Poty 800, Grand Piano, S-10 Sampler, Vocals, Harmonium, Melodica 

Tomas De Smet : Upright Bass, Bombo, Spanish

Nylon String Guitar, Vocals 

Piet Jorens : Percussion, Marimba, Yamaha V-80,

Melodica 

Stef Kamil Carlens : Vocals, Electric and Acoustic Guitar, Piano, Bass 

Benjamin Boutreur : Saxophones, Vocals, Piano, Melodica, Accordeon 

Klaas Janzoons : Violin, Roland JV-800, Trumpet

Иногда так бывает, что побоч​ные проекты участников некой группы становятся значительно популярней материнского обра​зования. Редко, конечно, но бы​вает. Мало кто, например, знал, что главный музыкальный импорт Дании dEUS – всего лишь проект участников группы Zita Swoon. Ошеломляющий успех dEUS, чей прошлогодний альбом вошел во все итоговые списки, а предыдущий — стал бестселле​ром, позволил Zita Swoon продол​жить свою деятельность. «Сильное желание», так назва​ние группы переводится с дат​ского, существует под разными наименованиями с 1985 года. В числе главных творческих воз​действий они называют Капита​на Бифхарта и Тома Уэйтса. В по​следние годы деятельность Zita Swoon снова активизировалась, но группа выпускала в основном малотиражные виниловые синглы – андеграунд! Излишне гово​рить, что пластинки Zita Swoon намного ин​тересней всего творчества dEUS, хотя местами сильно его напоми​нают, в то же время гранджевой грязи почти не осталось. Горячо реко​мендуется всем любителям евро​пейской инди-сцены.

--- Салон AV
1. TITLES : A SONG OF TWO HUMANS (Jorens)

2. WOMAN OF THE CITY (De Smet-Boutreur)

3. THE WAITING (Jorens)

4. MEETING BY THE SWAMP (De Smet-Boutreur)

5. COME TO THE CITY (Jespers-Pintens)

6. THE SKEEM (Boutreur)

7. COULDN'T SHE GET DROWNED ? (Carlens)

8.TRIP TO THE CITY (Carlens)

9. THE CITY (Zita Swoon)

10. WHERE'S MY LOVE ? (Carlens)

11. AT THE BARBERS’ (Pintens-Carlens-De Smet)

12. AT THE PHOTOGRAPHERS' (Pintens)

13. CASINO SWING (Zita Swoon)

14. PIG CHASE (Janzoons)

15. PEASANT DANCE (Carlens)

16. 3 ANGELS SONG (Jorens Carlens)

17. A NEW MOON (Boutreur-Jorens)

18. THE STORM (Janzoons)

19. THE GATHERING OF THE MEN (Janzoons)

20. THE SEARCH (Jorens)

21. THE RETURN (De Smet-Boutreur)

22. SUNRISE (Boutreur-Jorens)

23. CODA: A SONG OF TWO HUMANS (Jorens)

24. GIVING UP THE HERO (Carlens Jorens)

	ZITA  SWOON
	I Paint Pictures On A Wedding Dress
	1998
	52:38
	label: Warner (Benelux)

Stef Kamil Carlens [v, p, ac/el g, synth, Rhodes, farfissa, melotron, lyrics]; Tomas de Smet [b, upright b, perc, v]; Bjorn Eriksson [pedal steel, lap steel, ac/el g, resophonic g, v]; Tom Pinters [el g, v, synth, sampling, cl,Rhodes, p]; Aarich Jespers [d, perc, accordion]; + Malkolm Burn [vocoder, programming, production, recording, mix].

Rec. in Belgium and New Orleans, USA.

Mastered in Brussels, Belgium.

	ZITA  SWOON
	Plage Tattoo / Circumstances
	2000
	43:33
	label: Chikaree (Warner)

This album carries a short film as an Enhanced CD format.

Plage Tattoo / Circumstances is a music/dance/play by Koen Augustijnen, Tamayo Okano, Bjorn Eriksson, Aarich Jespers, Stef Kamil Carlens.

	ZNR
	Barricade 3
	
	45:11
	label: ReR (London)

Hector Zazou (см.) [ARP 2600, p, VCS3, b, vln]; Joseph Racaille [ac/el p, ARP 2600, v]; Patrick Portella [bass cl, cl]; with: Andre Jaume [s/t s]; David Rueff [a s, fl]; Harvey Neneux [g]; Gilly Bell [ARP 2600]; Fernand D'Arles [perc].

	ZOÏKHEM
	Vox Clamantis In Deserto
	1997
	43:34
	avant-prog-rock можно сравнить с MAGMA; но ZOÏKHEM серьёзнее и насыщеннее (в композиционном плане).

Franck Smith [d, perc, various objects]; Pascal Terrien [baritone (vocals)]; Helios [cl, organ].

	John  ZORN
	Environments for Sextet
	1978
	48:29
	Down Beat 48th Annual Critics Poll: Jazz Artist / Beyond Artist / Alto Saxophone Of The Year (2000)
ZORN -- см. тж.: CREATIVE WORKS ORCHESTRA; GOD; PRAXIS; Mike PATTON; Fred FRITH “The Technology of Tears”; Marisa MONTE (в секции ‘Latina’); The GOLDEN PALOMINOS; Valentina  PONOMAREVA (и Сергей КУРЁХИН); David GARLAND; David  MOSS;
тж. c: Sonny Clark Memorial Quartet; Prima Materia; Frank LONDON (KLEZMATICS); Cyro  BAPTISTA; — в ‘Jazz’ section; 

Другие издания на лэйбле Tzadik с продьюсерским или непосредственным участием Zorn’а см. в файле ‘Asia’, раздел ‘Israel’; тж.: Evan Lurie (рядом с Lounge Lizards); Mamoru Fujieda; Ikue Mori; Ruins; Massacre; David Shea; Zeena Parkins; F. Frith; Arnold Dreyblatt; Haino Keiji; Guy Klucevsek; Ben Goldberg / John Scott / Michael Sarin; Mr. Bungle; John Oswald; Liu SOLA & Wu MAN; Eugene CHADBOURNE; Marty Ehrlich; GREAT  JEWISH MUSIC;

John ZORN: My Favorite Ethnic Recordings: TARAF DE HAÏDOUKS “Honourable Brigands, Magic Horses and Evil Eye” (см. в 'Rock')

Джон Зорн, важнейший мировой саксофонист, невообразимо модный ком​позитор, самый знаменитый выходец из нью-йоркского даунтауна и музы​кальный символ сегодняшней Америки. Его музыка  пугает, шокиру​ет, оглушает, интригует и в конце концов заманивает в какую-то издеватель​скую клоаку всевозможных музыкальных стилей, откуда уже не выбраться. В ней есть всё - от хард-рока и композиторского авангарда до японских народных мелодий и еврейских клезмеров. Он пишет вполне коммерческие саундтреки, придумывает вполне безумные проекты, импровизирует в клу​бах, успешно втискивается в мир академической музыки и день ото дня печёт свои пластинки, распространяющиеся по миру в несметном количестве. Сочинительство Зорна - музыканта с классиче​ским образованием - можно попробовать отнести к фри-джазу, но сам Зорн, как и его музыка, не выносит музыковедческого анализа и журналистских клише. И хоть к середине 90-х этот персонаж окончательно превратился из еврейского маргинала в общенациональную знаменитость, от своей сума​сбродной независимости он так и не излечился. О нём никогда ничего точно нельзя сказать, и это обстоятельство порождает бесчисленное количество слухов. Один из них: Зорн якобы дал зарок никогда не приезжать в Россию.

---Афиша

Как и подобает истинному наследнику радикального авангарда, Джон Зорн полагает, что эпоха композиторов-индивидуалистов закончилась, и свою музыку записывает с самыми разными соавторами. Он мог отдать композиции классика джаза Орнета Коулмана на растерзание музыкантам из Napalm Death или записывать с хардкоровыми музыкантами импрессионистские композиции в духе Дебюсси.

Джона Зорна можно заподозрить в заумности интеллектуала, не желающего отступаться ни от одной из своих прихотей: он ищет глубинный смысл там, где другие увидят экстрвагантный каприз. Но от подобных упрёков Джона Зорна спасает чувство юмора. Всё, что он делает, -- не только высоколобый эксперимент, но и мистификация. Даже придуманная им разновидность джаза называлась fake jazz, то есть фальшивый джаз. Да и еврейское происхождение основоположника движения "Радикальная еврейская культура", похоже, также является мифом.

-- Weekend

label: RDC

John Zorn: reeds 

Polly Bradfield: violin

Andrea Centazzo: percussion

Eugene Chadbourne (см.): guitars

Tom Cora (см.): cello

Toshinori Kondo: trumpet

Recorded at WKCR Radio Station New York City, November 7, 1978

All improvisations by sextet

Originally released as enviroment for sextet – Ictus 0017

except* released on USA concerts – Ictus 0018
1. First Environment for Sextet 11:30

2. Solo Improvisations 6:00

3. Second Environment for Sextet 17:15

4. Solo Improvisations #2 8:03

5. Improvviso III (duet)* 5:45

	John  ZORN
	Eugene  CHADBOURNE  & John ZORN:

"In Memory of Nikki Arane"
	1996
	61:18
	label: Incus (UK), CD 23

Recorded in the State of New York, 1980

Eugene Chadbourne (см.): dobro, guitars

John Zorn: soprano, alto, clarinet

1. In Memory Of Nikki Arane 12:35

2. In Memory Of Nikki Arane 20:18

3. In Memory Of Nikki Arane 10:48

4. In Memory Of Nikki Arane 18:08

	(John  ZORN)
	Eugene  CHADBOURNE:

“Boogie With The Hook”
	1996
	69:05
	label: Leo Records

duets with: Derek BAILEY (см.), Han BENNINK (см.), Charles TYLER, Volcmar VERKERK, John ZORN.

First, they ate pizza. Then they brought the box onstage so Bennink could play it on the version of John Lee Hooker’s ‘Whiskey and Women’ that begins this set of duets.

1. WHISKY AND WOMEN (John Lee Hooker) Bennink and Chadbourne follow this up with a Duet For Giant Bass Autoharp and Communist Banjo. 

HAN BENNINK: Pizza box played with brushes, giant bass autoharp played with drum sticks and drum set played with everything. EUGENE CHADBOURNE: National' dobro and Communist 5-string banjo. Recorded in various Dutch locations, 1990. (Bennink/Chadbourne) - 8'15

2. IN SEARCH OF CARL LA FONG (Bailey/Chadbourne) - 8'05

3. RAKING A CHANCE ON LOVE

DEREK BAILEY: Guitar and comments. 

EUGENE CHADBOURNE: Deering 5-string banjo and electric rake. Recorded in Den Haag, 1995. (Bailey/Chadbourne) - 1'47

4. HAN BENNINK and EUGENE CHADBOURNE (Bennink/Chadbourne) - 5'13

5. IN BETWEEN COMME C AND COME SAW

EUGENE CHADBOURNE: guitar; 

CHARLES TYLER: baritone saxophone and Bb clarinet. Recorded in New York City, 1977 (Chadbourne) -13'18

6. THE BANJO DUET 

EUGENE CHADBOURNE and VOLCMAR VERKERK: Deering 5-string and long neck banjos, Korean banjo. Recorded in Amsterdam 1996 (Verkerk/Chadbourne) - 14'37

7. RED LIGHTNING part 1

EUGENE CHADBOURNE: guitars and personal effects; 

JOHN ZORN: alto and soprano saxophones, Bb clarinet, game calls; recorded in New York City, 1980. (Chadbourne/Zorn) – 17’16

BOOGIE WITH THE HOOK

1989: Tonight's gig in Wales begins and ends with puke. A drunk puking outside the doors of the van awoke me from the pre-gig nap in the backseat; then there was the heavy whiff of puke in the men's room when I went in for the final post-gig piss.

Accomodations that night in a girl's apartment, six of us in the living room trying to sleep while two guys lift weights and listen to records by Sly and the Family Stone and John Lee Hooker. Chris and I make the best of it by discussing obscure players.

I mention Charles Tyler, not realising he had died that week. He was a thrill to meet back in New York. He'd told me once how in Colorado some guy had heard him playing in basement, then said he was managing Sly and the Family Stone and would Charles like a job as baritone player?

Tyler turned down the lucrative job because it required wearing a wig. "Dough or no, I wasn't wearing a wig."

1972: She sighed "Alright. I'm sorry. It's that witchcraft thing. The apartment still has a weird smell".

She handed me an envelope with JOHN LEE HOOKER; WALES HOTEL written on it. "You need to run this over to the Wales for me."

It was her interview with Hooker, done the day before. Now the Hook was resting up for the big show tonight. I raced over there with the envelope, knocked on the door of Room 31.

A blonde girl about 15 answered.

"Oh, I want John Lee Hooker's room," I stammered.

"He's busy," she says.

A gruff voice from the back: "No, I ain't busy. Show the man in. Show the cool cat in." There was Hooker sitting in bed, smoking a pipe, wearing a fishnet t-shirt.

I sat down on the bedside and said "I love the blues".

'The blues is the truth.' he said.

I told him I had the blues, I was in love with Piper and she was off in Colorado.

"Colorado? All the women in Colorado belong to me," he said. "Maybe I know her".

I asked for advice on a blues lyric. Was it drifting and drifting like a sheep out on the fold, or a ship out on the foam? He said either was cool. Then it was back to the livestock reports.

1967: "This was disgusting," my mother said.

"No, I think she liked it," my father argued.

We were rid of Sack the next morning anyway. His dad tracked him down, called that night while we were huddled around a John Lee Hooker record.

Summoned home on the morning flight, Sack ran into Art Linkletter at the airport. It was only weeks after Linkletter's daughter killed herself flying out of the window on LSD.

"Hey Art, Art!" Sack shouted. "I'm tripping! I'm freaking out! I see God! I can fly! Art! Art!"

1984: We call ahead to Dallas to confirm. "What are you talking about?" the booker asks. "We have Joker coming here tomorrow."

We take our time driving home. I sleep a lot. At a rest stop we meet the legendary John Lee Hooker, who has a great live album out recorded with only 10 people in the audience.

Hooker tells me his group has developed from a back-up band into a multi-media event featuring actors as well as musicians. We all take a trip across a huge glacier to see his group's secret cave.

Everyone stops and threatens to bury me under the ice because my voice is too high.

"My voice is this way because I am white and I don't want to imitate blacks," I cheerfully explain. Everyone accepts this, laughs and we continue on.

The band lives underground in a stone fortress. There is a communal bed about the size of a medieval dining table with a thick red and white wool blanket. I climb in and go to sleep. A white guy is sitting there playing a Hooker-style blues for a lullaby. A flute player gets into bed, goes to sleep while R2D2, the robot from Star Wars, starts walking around and then helps an even larger robot enter the mind of the flute player while he sleeps. The two robots are then ready to play a flute duet based on Hooker's riffs.

The nexy day I am in school and the teacher is actor Bo Hopkins, infamous for his delivery of the following line in Sam Peckinpah's The Wild Bunch: "Y'all can kiss my little sister's rosy red butt."

He is discussing an actor who had been part of Hooker's band until recently passing away.

Everyone starts to cry. I'm upset and I call my parents. My mother is ironing. It's no big deal, she says. 'The Rolling Stones were better".

Eugene Chadbourne

	John  ZORN
	Locus Solus
	1983
	68:52
	label: EVVA / Tzadik, 1991

http://www.tzadik.com/CDSec...rchivalSeries/Locussolus.html 

(Locus solus – from the Latin meaning ‘a solitary place’)

1.- 8.: John Zorn [a&s s, cl, game calls]; Peter Blegvad (см.) [v, lyrics]; Christian Marclay (см.) [phonograph].

9. – 15.: John Zorn [a&s s, cl, game calls]; Arto Lindsay (см.) [g, v, lyrics]; Anton Fier [d].

16. – 22.: John Zorn [a&s s, cl, game calls]; Arto Lindsay [g, v, lyrics]; M. E. Miller [d].

23. – 30.: John Zorn [a&s s, cl, game calls]; Wayne Horvitz (см.) [organ, electronics]; Ikue Mori [d].

31. – 38.: John Zorn [a&s s, cl, game calls, whistling]; Whiz Kid [turntable]; M. E. Miller [d].

Special thanks to Fred Frith, Henry Kaiser, Bill Laswell, Steve Beresford, and oth.

Compositions: Bass and the Treble;  The Acquisition & Control of Fire; Honey-Cab; Switch; Juan Talks it out of his System; The Wish; A Case Arose; The Elf; Getting Curly; Don’t Switch; Smooth Cheeks of a Big Ego; Add Water; Cold; Friar T.; Too Me; You Rang?; Self-Satisfied; Agora; Dot Dot, Dot; moi non plus; Liver; “The footman’s eyes get crossed”; Heike ipher Mystery; Jedi Mind Trick; Mysterious Island; You Only Live Twice, Mr. Bond; When Arrows Meet; Never Say Never again; Sign of the Four; Locus Solus (parts 1&2);  Where Are My Victims?; Disco Volante; Kaiser in Borneo; The Saint; The Violent Death of Dutch Schultz; Thunderball; White Zombie; The Slaves of Vesuvius.
Originally released as a double album on Rift in 1983, then rereleased with extra tracks in Japan in 1990, the explorative rock trios of Locus Solus provided the blueprint for what was eventually to become Painkiller. Featuring pivotal Downtown luminaries Arto Lindsay (DNA, Ambitious Lovers), Anton Fier (Golden Palominos), Ikue Mori (DNA), Wayne Horvitz (Pigpen), Peter Blegvad (Slapp Happy, Art Bears), Christian Marclay, Whiz Kid and M.E. Miller, these influential recordings are as exciting today as all the other new crap on Tzadik, if not moreso.

   JOHN ZORN: «On re-listening to this music it hits me: this shit is weird. What the fuck is going on here? Free Improvised Hardcore? Demented Rap? Soundtrack to imaginary Japanese Monster films? I remember that when I was involved in these projects ten years ago, I was totally convinced that this was going to ‘hit the charts’. What ‘charts’? On Mars? I guess I’ve never been too in touch with the marketplace. It still amazes me how much you can lose perspective when you get deep inside something. I really lived this music, and a lot of it still seems relevant to what I’m doing today. [...] Like much of my music, everything here seems so visual. It’s hard to listen without creating scenarios in your mind for each piece. They seem less like traditional songs and more like mini-soundtracks. For me, music has always been more than just notes on a page or sounds in the air. There has to be an extra-musical context. It has to tell a story. To create an image in your mind, and in this, ‘Locus Solus’ is one of my most satisfying projects. In certain other respects, however, ‘Locus Solus’ was pretty much of a failure. In analizing Rock music in my original notes I described Volume, Electricity, Vocals, Intensity, Conciseness – but left out perhaps much more ‘important’ elements (elements I instinctively avoid like the plague): Image and Attitude, Hype and Mystique. The marketability of sameness and comformity. [...] It was an alienating and difficult period, but the musicians, my closest friends at the time, were great to work with – and I rode on the support and enthusiasm of people like Blegvad, Arto Lindsay and M. E. Miller. Up to this point people either hated what I did – or love it. But from ‘Locus Solus’ on, the fans were divided against themselves, liking one group, hating another. You can’t please everyone. From ‘Locus Solus’ on, I found that I couldn’t please anyone. Caveat Emptor.»

	John  ZORN
	LOCUS SOLUS

(50-1)
	2004
	44:53
	label: Tzadik

Arto Lindsay (см.): voice, guitar

John Zorn: alto sax

Anton Fier: drums

Intro

That Scene

Doll Moment

Unwritten Law

Ponce

Come Yelling

On the Ropes

Klossowski

Pacing

In Memory of

Detroit for no Reason

This Year's Skirts

Want Those Boots

Trampoline at Dawn

Last Thing to get Moist

Ceiling

Doll Sport

	John  ZORN
	Yankees
	1983
	44:30
	label: Celluloid Records 1983 / Charly 1998

John Zorn [a&s saxes, cl, game calls]; Derek Bailey (см.) [ac&el g]; George Lewis (см. в ‘Jazz’) [trb].

All selections composed by Derek Bailey, George Lewis and John Zorn are improvisations, heard as played.

1. City City City  8.26

2. The Legend Of Enos Slaughter  9.23

3. Who's On First  3.12

4. On Golden Pond  17.46

5. The Warning Track  5.25

1983's Yankees, originally released through the French entrepreneur-iconoclast Jean Karakos' Celluloid label is without question a bit of a lost gem, one of those recordings which has somehow slipped between the floorboards in the telling of sundry histories of jazz and improvised music. This may, ironically, have had something to do with the label which saw its release. Celluloid was one of the most important record labels in all areas of contemporary music during the early 80s, in itself a crucial period, one in which, in New York in particular, many previously discreet traditions, from improv to punk, from modern classical to a certain proto-world music, were in a state of constant collision and subsequent reshaping. Nonetheless, Celluloid now is perhaps best remembered for its contributions to some kind of expanded meta-rock music, a rock music which could and did draw on myriad inspirational sources, but rock music, nonetheless, music with power, and music with groove, a music perhaps best characterised by the various creations and involvements of Karakos' US partner in the label, Bill Laswell. Bottom Line: Celluloid has not been especially noted as a jazz label.

Yet Yankees is notable in so many respects that its oversight is unforgivable, not least because its three creators -- the guitarist Derek Bailey, trombonist George Lewis and the alto saxophonist John Zorn -- are three of improvised music's chief figures. Admittedly kick-ass players on one level, each has also simply thought about the process of improvisation at length -- in Bailey's case for over three decades -- expounding their own about exactly what musical improvisation is and developing new mechanisms by (and new contexts in) which to explore it.

The 67 year-old Britain Derek Bailey should, in the fourth decade of his career, genuinely need no introduction, yet he remains a musician far more widely known about than actually heard. Coming from a relatively straight jazz background in the early 60s, Bailey was one of a handful of British and European players who made a startlingly rapid transition from jazz to free jazz to pure improv, and while colleagues who took similar a route have since edged back towards the jazz mainstream, Bailey has remained committed to a non-idiomatic improvisation shorn of all strict rhythmic, melodic, harmonic and timbral patters. It's a commitment which has seen him do so much more than play the guitar. Along with a fellow traveller, saxophonist Evan Parker, he started (and to this day still runs) Incus Records, home to some of the most extraordinary records in the history of improv, and, along with Germany's FMP, one of the few to remain committed to the music with any serious longevity. His 1980 book, Improvisation, recently published in an updated edition, is a crucial piece of writing for any serious listener or musician approaching the subject, taking an overview of improvisation's practice in traditions all over the world (from the figured bass in Bach's organ compositions to jamming in rock music) and developing from this a thesis on where the music might go, if only economics did not prevail in the music industry. And, of course, Bailey set up Company Week, an annual festival held in London which sought to bring together musicians from radically disparate musical and national backgrounds to perform unrehearsed music in constantly shifting configurations. Although recently brought to a close, the Company festivals represented the very best in pure improv: a globalising, open-ended freethinking which has unquestionably borne a huge influence on mall improvised music since, if only by way of inspiration.

And yet, beyond all this, he is simply a stunning guitar player, an absolute inspiration to a generation of younger experimental improvising guitarists, among them Henry Kaiser, Elliott Sharp, Bill Frisell and even an avant-metal wunderkind like Buckethead. That guitarists often get Bailey's playing more than other players or listeners is understandable, for his command of the instrument's physical attributes, in particular his command of harmonics, is awesome. That the wider musical community is finally acknowledging Bailey's status as a virtuoso and as a thinker is very welcome, if long overdue.

Twenty years Bailey's junior, trombonist George Lewis has perhaps yet to acquire the guitarist's pretty much legendary status, yet he is certainly one of the music's prime thinkers. Like Bailey, Lewis emerged from a more or less straight jazz background and moved, during the course of the 70's, towards a far more radical approach (and can be heard, in purely improvised settings, on Bailey's Incus label). But where the guitarist's concern for musical context has been in terms of particular line-ups of players, and the resulting clashes in technique and tradition, Lewis' sense of context has resulted in far more interest in compositional process. Pieces like his monumental Homage To Charlie Parker have seen him develop ways of combining structures tor small and large groups of musicians which allow a huge scope for individual and group improvising. It's a search shared by, among other, Butch Morris, Ornette Coleman, Anthony Davis and, of course, John Zorn, but Lewis' music remains highly individual, not least for his considerably use of live electronics, whose use, often triggered by a midi-adapted trombone, he has been exploring for over a decade, with remarkable results.

At the time he recorded Yankees, the New York saxophonist-composer John Zorn, whose many major achievements yet lay ahead of him (and who knows? possibly still do) had spent the best part of the last decade obsessed with finding ways to marry the diametrically opposite poles of his two chief musical loves: pure improvised music (Bailey and Incus, it's worth noting, had been one of Zorn's heroes as a record-obsessed adolescent) and highly conceptual compositional process. The results he'd come up with by the early 80's were his now-legendary 'game' pieces, which took the arcane rules and schemata of certain sports and games -- among them lacrosse, hockey, pool, archery -- and used them to provide cues for group improvisation (some of the results, in all their obscure, searching yet wide-eyed glory are to be heard on the recently reissued 7 CD Parachute Years box-set). These are, of course, techniques which owe a huge debt to John Cage, and indeed, in the years since this session, Zorn's massive body of work as a composer and player (and, for that matter, as the instigator behind two crucial record labels, the New York-based Tzadik and the Tokyo-based Avant) have seen him emerge as arguably the most important American composer since Cage (and certainly one who recalls Schoenberg's description of Cage as 'not a composer but an inventor -- an inventor of genius').

Yet on Yankees, these concerns aside, we hear him as an improviser at his purest, playing at the furthest extremes of the alto's capabilities, often playing simply the reed (mirroring Lewis' use of the trombone mouthpiece on its own), summoning up structure and narrative spontaneously, adapting to Lewis and Bailey's playing constantly. 

So is Yankees three egg-heads testing their own ivory-tower theories in a shared lab for a couple of days, then? Well, listen to it: does it sound like it? No, categorically not. There is here a great deal of deep, deep musical thought occurring, but that's not what comes across to either a casual or a committed listen. Yankees is rather the sound of three players at hugely different stages in respective careers, simply revelling in the possibilities in each other's playing. All music is, of course, famously impossible to convey with any real accuracy in text, but pure improv like that heard here, without the convenient contextual narrative pegs on which to hang observations, is defiantly beyond description, elusive to the last. But in here there's passion, fury, intellectual rigour and, quite evidently, a great, great deal of humour (something all too often overlooked in writing about this music).

In the 15 years since this session's recording, each of these musicians has gone on to explore the music more and more thoroughly, in their own highly individual and influential ways (and, occasionally in one or other's company, it you'll forgive the pun), but Yankees remains special in all their canons.

Simon Hopkins, Kensal Green, London, November 1997

	John  ZORN
	Fred FRITH & John ZORN:

"Step Across The Border"
	1990
	74:30
	Music for the film by Nicolas Humbert and Werner Penzel.

Fred Frith with: JOHN ZORN, IVA BITTOVA (см.) , HANS BRUNIUSSON, TOM CORA (см.), TINA CURRAN, JEAN DEROME, PAVEL FAJT, EINO HAAPALA, HACO (см.), EITETSU HAYASHI, TIM HODGKINSON (см.), LARSE HOLLMER (см.), BILL LASWELL (см.), RENE LUSSIER, FRED MAHER, KEVIN NORTON, BOB OSTERTAG, ZEENA PARKINS (см.).

	John  ZORN
	The Classic Guide to Strategy  (Volumes One & Two)
	1996 
	77:57
	label: Tzadik

John Zorn [a s, s s, Eb cl, Bb cl, Olt, Weems and Greenhead game calls].

Cartoon Music , part I

Cartoon Music , part II

Aoyama Michi

Enoken

Katsumi Shigeru

Kondo Toshinori

Togawa Jun

Mori Ikue

Tracks 1, 2 (Vol. I) rec. 1983; tracks 3 – 8 (Vol. II) rec. 1985.

“John Zorn offers us a new view of reed music; it demands our attention.” ---- Evan Parker
John Zorn’s infamous solo music for saxophone and duckcalls bring together his obsessive love for cartoon music, free jazz and musique concrete in a passionate and astonishing heterophony.

The maverick composer, arranger and saxophonist first came to prominence in the early ‘80’s as an improviser. Using self-invented techniques, bizarre effects and unusual tools, Zorn created his own personal instrumental language – instantly recognizable and still breathtaking over a decade later.

Two long-out-of-print albums from 1981 and 1985, now on CD for the first time.

  JOHN ZORN: This music is both exhilarating and frightening. Although the musical ideas can be traced back to earlier recordings such as Mikhail Zoetrope and up to more recent works such as my duos with Yamantaka Eye this stuff still souds like its coming from outer space. How did this come about? The answer is a lot simplier than the result. Thousands of hours of playing – literally. Hundreds of concerts, improvisations with more people than you can imagine, and with each concert a new sonic exploration and often a discovery worth remembering added to the ever-expanding catalogue of bizzare effects. At times I can faintly remember the techniques that developed in fabricating many of these sounds, but the passion and dedication with which they are played still astonish me. Here is a musician totally engulfed in his own personal world exercising total control of a new language of his own creation. Largely coming out of the solo music of Anthony Braxton and Evan Parker, the cartoon music of Carl Stalling, and of course the Lyrebird record on Folkways (an absolute classic), it is clear to me that the dedication displayed in developing this language is such that I will never be able to play quite like this again – with this precision, speed or intensity. So it it is more than fortunate that we have these recordings documenting my commitment to a language that only one person spoke and no one understood. [...] Volumes three, four and five have yet to be recorded. Even after ten years my plans for volume three remain unchanged: solo alto saxophone. Perhaps sometime in the near future I’ll feel confident enough about my playing to record it, but probably not. Who can know?»

  Ned Rothenberg: «For me, the central element of John Zorn’s artistic vision is the unique sonic event or object etched in its temporal or physical environment. (John is very interested in visual as well as musical issues as the insert to this record attests.) Nowhere is this more clearly stated than in his solo work. Here the duality of technical mastery and a spontaneity of expression which belies it, creates musical events which are both highly organized in time and stand mysteriously apart from it. A dynamic relationship is setup between the microcosmic activities within each sound and the macrocosm of their location. What glues this together is the use of silence as an active element in the music. Perhaps this is one area in which the pure idea of the music may be better served by a recording where the necessary but less important physical movements of live performance do not serve as a distraction.

This record, and future solo recordings, should serve to heighten the listener’s appreciation of John’s works as well. I think his solo conception is like an aesthetic lens which can bring many of the most important elements in his compositions into vivid focus.»

Evan Parker: «While the explanation of any more formal relationship between the solo music on this record and Musashi’s ‘Book of Five Rings’ remains the domain of John Zorn and his future exegetes, there are immediate correspondences which I found there:

To Renew... we must abandon our efforts, think of the situation in a fresh spirit then win in the new rhythm... To Crush ... You must learn the spirit of crushing as if  with a hand grip... The Mountain-Sea Change... There may be no help but to do something twice, but a third time... Rat’s Head, Ox’s Neck... Whenever we have become pre-occupied with small details, we must suddenly change into a sprint, interchanging large with small... To Cause Loss of Balance... start by making a show of being slow, then suddenly attack strongly... Get the feel of this... To Know ‘Kollapse’... Everything can collapse. Houses, bodies and enemies collapse when their rhythm becomes deranged... One Cut... No Design, No Conception... hit with your body and hit with your spirit and hit from the Void... To Throw into Confusion... make him think “Here? There? Like that? Like this? Slow? Fast?... Speed in Other Schools... speed implies that things seem fast or slow, according to whether they are in rhythm... There is no ‘interior’ nor ‘surface’ in strategy.» 

	John  ZORN
	The Big Gundown
	1986+ 2000
	74:54
	label: Tzadik, 2000 – 15th Anniversary Edition

John Zorn plays music of Ennio Morricone.

Boasting an incredible all-star lineup of musi​cal masters, The Big Gundown is THE landmark album that first introduced Zorn's wild musical universe to a larger audience.

Now available exclusively from Tzadik, it sounds better than ever, digitally remastered and including six remarkable bonus tracks recorded especially for this definitive edition.

“This is a record that has fresh, good and intelligent ideas. It is realization on a high level, a work done by a maestro with great science fantasy and creativity. My ideas have been realized not in a passive manner, but in an active manner which has recreated and re-invented what I have done previously for films. At times my works have been varied from but it doesn't change anything because the pieces are still recognizable. Many people have done versions of my pieces, but no one has done them like this.” -- Ennio Morricone

“Ennio brought all the elements of postmodernism together into a personal language decades before the term was even invented. He is one of the original genre-busters; and one of the first composers to blend the avant-garde with popular music in a seamless, successful aggregate.

For this reissue, I've included five new arrangements of Morricone classics featuring some of my most illustrious recent musical colleagues. If I had known these players back in 1984 when "The Big Gundown" was originally recorded they without doubt would have been part of the process.”   --- John Zorn

“Zorn understands that there’s nothing innovative about re-enacting the triumphs of another generation’s avant-garde. Zorn catches the vitality of Morricone’s music because, finally he’s at the center of every performance.” –- Robert Polito

featuring:

JOHN ZORN, CYRO baptisTa, tim BERNE, Bill frisELl, FRED frith, diamanda galas (#8), JODY harris, shelley hirsch, WAYNE HORVITZ, guy KLUCEVSEK, arto LIndsay, christian marclay, big john patton, BOBBY PREVITE, robert QUINE, vernon reid, nEd rothenbERg, MiCHIHIRO sato, toots thielEmans, JIM STALEY, ANTHONY COLEMAN, ANTON FIER, MELVIN GIBBS, JODY HARRIS, VICKY BODNER, TIM BERNE, DAVID TOOP and many others

bonus tracks:

derek bailey, joey baron, GREG COHEN, trevor dunn, MARK FELDMAN, erik frIEdlander, mIHo hatoRI, mike patton, marc rIBOt, jamie saft, CYRO BAPTISTA.

1. The Big Gundown

2. Peur Sur La Ville

3. Powerly (Once Upon a Time in America)

4. Milano Odea

5. Erotico (The Burglars)

6. Battle of Algiers

7. Giu La Testa (Duck You Sucker!)

8. Metamorfosi (La Classe Operaia Va In Paradiso)

9. Tre Nel 5000

10. Once Upon A Time in the West

bonus tracks:

11. The Sicilian Clan

12. Macchie Solari

13. The Ballad of Hank McCain (vocal)

14. Svegliatti E Uccidi

15. Chi Mai

16. The Ballad of Hank McCain (instrumental)

In the beginning, John Zorn did not want to make this record. First of all, Zorn is a composer and an improviser, not an interpreter. Second, Zorn remembers, “I kept thinking, ‘I can’t do it. Morricone’s music is too perfect’.”

But in many ways the pro​ject was ideal for Zorn. He credits Morricone as a pri​mary musical influence and, as producer Yale Evelev, who first suggested the idea to Zorn, knew, “John’s own stuff was so free that there was no chance he was going to put all his people together and have them stay within the originals. He would be a catalyst to change things.”

Born in New York in 1953 and raised there, Zorn has developed his own performance spaces and worked with a wide range of musicians on the Lower East Side since 1974 (it was at one point suggested that this album be called  Once Upon a Time in the East Village). Though his back​ground encompasses classical, jazz and rock, his primary focus has been a series of compositional experiments based on game theories in which the content of his pieces is improvised according to complex instructions. The "rules" of such works as Lacrosse, Pool and Archery establish structures without dictating outcomes, much as the rules of baseball determine the conduct of the game but not its final score.

It is Zorn's choice of musicians that decides the actual sounds given performance, blocks of cacophonous free improvising, bucolic Japanese folk melodies, bebop jazz lines, squealing of his pieces. In any horror movie themes, duck calls or roaring metal guitars might hurtle past. The effect is like watching a chameleon race through a paint box.

“That style of improvisation is a true American hybrid music, like rock was a hybrid music,” says Zorn. “No generation of composers has been exposed to as much different music as we have, thanks to the technology of the recording and the resulting boom in the quantity of music available.” Zorn has a gigantic record collection, and everything he has been exposed to has contributed to his style.

“Twenty or thirty years ago you had to bend over backward to find a record from Bali,” he says. “Today, media’s gone nuts. We’re just trying to incorporate all these different elements that are available to us.”

Zorn’s compositional structures grew ever more elaborate and his pool of players expanded. His collaborators played traditional instruments in unconventional ways and adapted tape processors, microcomputers and even turntables to produce the music they carried in their heads. As a result, Zorn not only developed new methods of composing but also assembled a kaleidoscopic palette of musical materials: he knew where to get virtually any sound he could imagine. In 1983, Zorn was asked to contribute a piece to producer Hal Willner's recorded tribute to Thelonious Monk in which a diverse group of musi​cians re-interpreted Monk's music in an eclectic variety of styles. He agreed to arrange a relatively obscure Monk tune Shuffle Boil. “Monk always meant a lot to me and it was kind of an improvised situation anyway, not like Morricone, which would have to be written and arranged,” Zorn says. “I made a list of the things that Monk meant to me: humor, outrageousness, the blues, timing, his use of space and silence, and I used those themes to guide my arrangement of the music.”

The experience paid unexpected dividends. “I got to spend time in a good studio, and it was a pleasure,” Zorn says. “That process of getting everything so perfect, being able to overdub – even in the improvisation, we could layer the sound.”

This method of working, so common in pop music, was a revelation to Zorn, who had been creating one-take improvisational structures that were performed and recorded in real time. “I realized, here were all these incredible musicians I’d been working with, and I’d been using one-tenth of their capabilities by restricting the music to whatever was happening in that one hour the tape was rolling.” For Zorn, the Monk sessions “were like learning to play the piano all over again. The studio is that kind of tool now,” he says, “a way of composing, of documenting music on tape rather than score paper. It is the twentieth century’s notational revolution. With all the graphic notation of the sixties and all the other alternative notations, including my own game scores, the most revolutionary idea is being able to get these musicians, whose sound cannot be written down, notated on tape. For me, that idea was totally new and tremendously exciting.”

Near the end of Zorn’s work on The Big Gundown, he created one more tribute piece, for a compilation album released in France. This time it was a composition of his own, inspired by the films of French director Jean-Luc Godard. Its impessionistic narrative structure, carefully composed and reminiscent of Zorn’s arrangements for The Big Gundown suggests that he has found a new method for creating his music. “I hadn’t been hearing written music. I was hearing something else,” Zorn says. “I had to improvise to find out exactly how to do it. Now I have all these sounds floating around in my head and I think I can move forward using that vocabulary. It’s very clear that this is the way I’m going to be working for a long time.”

In the fifteen years since Zorn talked to me about The Big Gundown, his output as a composer has been protean. The book he was written to his quartet Masada fills ten CDs itself, not to mention two beautiful recordings of chamber arrangements of the material. Add to that [...]... and there is more, but I can’t keep up. Hardly anyone can. 

The fascinating paradox of the The Big Gundown is that, despite its anomalous character as one of the few Zorn albums comprised entirely of covers, it is a crucial moment for Zorn the composer. In organizing the sounds he heard in his head it was also the first time that Zorn’s distinct voice – as opposed to his role as a performer or catalyst for free musical exchange – became evident to a broader audience. It was the first time that he created an album, a carefully structured recording that was more than a document of live performances. In that, it serves as a demarcation between the game pieces that came before it and everything that has come after. As he said at the end of the original notes, it heralded a way he has continued to work to the present day. No matter the make-up of the ensemble performing his music, from orchestra to hardcore trio, and no matter how much improvisation occurs within the boundaries of a piece, Zorn’s compositional voice is heard. It is the voice of a turn-of-the-century composer who has absorbed more music from -- Mauricio Kagel to Brian Wilson, Machaut to Ornette Coleman, Sephardic to Surf – than anyone I have ever met. It is the voice of a composer who has invented a means of expressing in his work everything he has heard.

--- David Bither, 2000

	John  ZORN
	“Spillane” /            “Two Lane Highway” / “Forbidden Fruit”
	1987
	54:01
	Три длинных сочинения John'a Zorn'a.

John Zorn grew up in the ‘60s; like all those of his generation, a legatee of the wide-open attitudes engendered by many of the pioneers. He lived through a time when a massive expansion in the availability of recordings opened ears to the plethora of sound-styles around the planet. What has set him apart from many others of his generation and established him as an important composer has been his ability to draw on this legacy and create a body of work uninhibited by strict adherence to one style or idiom; indeed, ranging from the speedcore of Naked City to the sephardic jazz of Masada, or chamber works commissioned, for example, by Kronos for string quartet. His restless musical curiosity has been matched by an ability to synthesise diverse elements into a coherent individual style. It is one not only evident in his restless jumpcut juxtapositions  (his game piece Rugby or the string quartet Cat O' Nine Tails), but in his explorations of his own cultural heritage (the beautiful Kolnidre for string quartet) and his chamber works. [...] The crisis in classical music was one of the recurrent themes of 1998 in the arts coverage provided by what used to be known as Fleet Street (in the days before the allure of Docklands and down-sizing proved irresistible to the publishers). In many ways the 'crisis' was illusory, following in the wake of record sales and interest swollen temporarily by the media-driven cult of musicians such as Kennedy and Vanessa-Mae, and a handful of best-selling recordings including Gorecki's Third Symphony and Karl Jenkins's Adiemus. The coverage suggested slumping CD sales and dwindling concert attendances. As always, the response was to 'play it safe'; labels such as Argo overhauled their rosters, pruning contemporary composers and perform​ers, and concert programmes were tempered by the concentration on 'safe' works.

Often for programmes which only a compara​tively short time ago would have struggled to attract respectable numbers of people, perhaps the crisis in classical music was not so much a crisis of disinterest, but of unadventurous programming. 

--- KENNETH ANSELL, “Resonance” (UK)

	(John  ZORN)
	Peter  BR(TZMANN Clarinet Project:

"Berlin Djungle"
	1987
	47:32
	label: UMS/ALP 246

Recorded live during the 'Jazzfest Berlin' on November 4th, 1984 at 'Delphi Theater'

Toshinori Kondo: trumpet

Hannes Bauer: trombone

Alan Tomlinson: trombone

Peter Brotzmann (см. в 'Jazz'): clarinet, tenor, tarogato

Tony Coe (см. в 'Jazz'): clarinet

J.D. Parran: clarinet

E.L. Petrowski: clarinet

Louis Sclavis (см. в 'Jazz'): clarinet, bass clarinet

John Zorn: clarinet, mouthpieces

William Parker (см. в 'Jazz'): double bass

Tony Oxley: drums

1. What A Day (first part) (Brotzmann) 24:37

2. What A Day (second part) (Brotzmann) 23:15

	John  ZORN
	Spy vs. Spy – The Music of Ornette Coleman
	1989
	41:03
	John Zorn [as], Tim Berne (см. в ‘Jazz’) [as], Mark Dresser (см. тж. в ‘Jazz’: M. Dresser, тж. с: Anthony Braxton, Ray Anderson и др.) [b], Joey Baron (см.тж. c Naked City, Bill Frisell) [d], Michael Vatcher (см. тж. с Maarten Altena Octet) [d]. 

Produced by John Zorn. & Elliott Sharp. 

special thanks to Ornette and Denardo Coleman, Michael Harris (Napalm Death), Ted Epstein (Blind Idiot God), Pil (Lip Cream).

Квинтет John’a Zorn’a исполняет сверхзабойные версии 17-ти стандартов Ornette Coleman’а.

MUSIC SOURCES:

1.WRU

from Ornette! (1961) Atlantic 1378
2. Chronology
from The Shape of Jazz to Come (1959) Atlantic 1317
3. Word for Bird
from In All Languages (1987) Caravan of Dreams 85008
4. Good Old Days
from The Empty Fox Hole (1966) Blue Note 84246
5. The Disguise
from Something Else! (1958) Contemporary 7551
6. Enfant
from Ornette on Tenor (1961) Atlantic 1394
7. Rejoicing
from Tomorrow is the Question! (1959) Contemporary 7569
8. Blues Connotation
from This Is Our Music (1960) Atlantic 1353
9. C&D

from Ornette! (1961) Atlantic 1378
10. Chippie
from Something Else! (1958) Contemporary 7551
11. Peace Warriors
from In All Languages (1987) Caravan of Dreams 85008
12.Ecars
from Ornette on Tenor (1961) Atlantic 1394
13. Feet Music
from In All Languages (1987) Caravan of Dreams 85008
14. Broadway Blues
from New York Is Now! (1967) Blue Note 84287
15. Space Church
from In All Languages (1987) Caravan of Dreams 85008
16. Zig Zag
from The Empty Fox Hole (1966) Blue Note 84246
17. Mob Job
from Song X (1986) Geffen 24096

	John  ZORN
	Xu Feng

(John Zorn’s Game Pieces)
	1989
	74:34
	label: Tzadik

prompter – John Zorn

guitars – Fred Frith, John Scott

electronics – Chris Brown, David Blusser

drums & percussion – Dave Lombardo, William Winant

The Valiant Ones

Legend Of The Mountain

Dragon Gate Inn

Hsia Nu

A Touch Of Zen

The Fate Of Lee Khan

The Assassins

The Beauty Of Yang Hui-Chen

Hidden Fortess

Raining In The Mountains

Anthony Braxton's (см. в 'Jazz') conducted improvi​sations almost certainly set the prece​dent for later experiments such as Butch Morris's "conductions" and John Zorn's "game pieces". (In 1988, Zorn told me that Braxton was "one of my heroes, you know. He started me on the path of playing the saxophone. The guy's a genius.") – Graham Lock, Nov., 1994

	John  ZORN
	Kristallnacht
	1993
	43:05
	label: Tzadik

rec. & mix. 1992

Mark Feldman [vln]; Marc Ribot [g]; Anthony Coleman [k]; Mark Dresser [b]; William Winant [perc]; David Krakauer [cl, bass cl]; Frank London [tp].

1. Shtetl

2. Never Again

3. Gahelet

4. Tikkun

5. Tzfia

6. Barzel

7. Gariin

CAUTION: NEVER AGAIN CONTAINS HIGH FREQUENCY EXTREMES AT THE LIMITS OF HUMAN HEARING &  BEYOND,  WHICH MAY CAUSE  NAUSEA,  HEADACHES  &  RINGING IN THE EARS.  PROLONGED OR REPEATED  LISTENINGS IS NOT  ADVISABLE  AS IT MAY RESULT IN TEMPORARY OR PERMANENT EAR DAMAGE.

——THE COMPOSER.

	John  ZORN
	Angelus Novus
	1993
	47:30
	label: Tzadik

Performed by the Callithumpian Consort of New England Conservatory (artistic director Stephen Drury)

This CD marks the first in a series documenting Zorn’s classical chamber compositions, commissioned by some of the world’s leading ensembles and appearing on CD for the first time.

	John  ZORN
	John ZORN & Fred FRITH:

"Art of Memory"
	1994
	46:00
	label: Incus Records

John Zorn – alto

Fred Frith – guitar

All music improvised live by John Zorn and Fred Frith

Recorded by Fred Frith and John Zorn for Incus Records

Based upon the ancient Roman methodology for remembering architectural sites and the meanings built into their structures, guitarist Fred Frith and saxophonist John Zorn pull out all the stops in creating a body of improvisation that does not rely on symbolic invitations or responses, but is instead a collaboration that builds an imposing musical structure from forgotten trends, hidden sonic languages, and metaphorical tonal construction. From the opening moments of "The Combiner," where Frith twines his guitar from the table into a rope with Zorn's microphonics and multivalent scalar invention, you can hear a sort of communication being authored just beyond your reach. That the dynamics of the collaboration match so perfectly, offering glimpses of both restraint and tension before obliterating them with humor and pure aggression, should be no surprise -- the pair sought to do this from the outset. In "The Ladder," Frith moves himself into a corner with funky soul chords and splattered arpeggios that Zorn picks up and transforms into a mutant vanguard swing. The tempo is dizzying as Frith rips open his chords for their found sonic elements and Zorn goes in to shore up the idea, flipping it over and turning it inside out as only a master improviser can do. By the time you reach "The Fountain and the Mirror," the players have switched roles many times, each playing support and leader, turning what were merely notions for collaborating along a certain path into audible bodies with their own pulses, minds, and blood. This is a revelatory album, and a near matchless collaboration.
1. The Combiner  4:46

2. The Ladder  5:25

3. The Chain  4:55

4. The Field  7:58

5. The Table  8:44

6. The Interpreter  5:07

7. The Tree  4:20

8. The Fountain & The Mirror  4:26

	John  ZORN
	Drek BAILEY, John ZORN, William PARKER:

"Harras"
	1995 
	50:18
	label: Avant

Derek Bailey (см) [g]; John Zorn [sax]; William Parker (см) [b].

1. Morning Harras.

2. Noon Harras.

3. Evening Harras.

wrinkled like a god

the true red of the real world

I’m still curious

dark bird, yellow eyes

flesh has imagination

bedridden and cruel

	John  ZORN
	Redbird
	1995
	49:52
	label: Tzadik (N.Y.) rec. 1995

Composed and conducted by John Zorn.

1. Dark River (8’ 52’’)  --   Jim Pugliese [bass drums].

2. Redbird (41’ 01’’)  --   Carol Emanuel [harp]; Jill Jaffee [viola]; Eric Friedlander (см) [cello]; Jim Pugliese [perc].

Minimal / ambient music of unusual subtlety and beauty inspired by the work of artist Agnes Martin.

   Hypnotic acoustic works for harp, viola, cello and percussion and for four bass drums that will leave the listener in a sensual reverie.

          The Current of The River of Life Moves Us

By the use of intellect we have created a world of ideas that does not actually exist. The political world is a structure conceived and agreed to by us but it is not a reality. You have been conditioned to believe that this political world is in fact real. With this conception it is believed that we have come into ownership of the world and that we are responsible for creating it. And with this concept we have placed ourselves in a condition of perpetual responsibility and reform. But since we are not creating the world, since it was created before us and we are merely in it, and since we do not own it, our whole political concept is false. It is untrue. It is not based in reality or true life.

An artist must see this and give up all reform and political considerations. The world evolves due to changes that take place in individuals. By individuals I mean all living things.

The world evolves due to a growing awareness in the lives of all things and expressed in their actions.

The actions of all things are guided by a growing awareness of life. We call it inspiration.

Living by inspirations is living. Living by intellect – by comparisons, calculations, schemes, concepts, ideas – is all a structure of pride in which there is not beauty or happiness – no life. The intellectual is in fact death.

           Agnes Martin

	John  ZORN
	The Book of Heads
	1995
	56:24
	label: Tzadik

Marc Ribot [solo g].

Compositions: Etudes #1-35.

Composed and Produced by John Zorn.

“Toy balloons, talking dolls, mbira keys, wet finger whoops, whisks, knocks, multiple harmonics: these 35 etudes for solo guitar, composed in 1978 for Eugene Chadbourne, give a new meaning to the word "virtuoso."

Masterfully peformed by Marc Ribot.”

The Book of Heads

When John Zorn first asked me to play and record The Book of Heads, I felt the way a guitarist feels when an important composer asks them to premiere their work: honored. I then took the scores home and stared at them for a long time in complete bewilderment. Virtually every note involved some sort of extended technique, non-traditional notation or nearly impossible juxtaposition.
This was not surprising, given the task that Zorn had set for himself: to compose in the language of the late 70's / early 80's "free improv" guitarists (Eugene Chadbourne, Fred Frith, Derek Bailey), a language that most had assumed to be unnotatable.
Nor was my bewilderment surprising. My relation to "free improv" guitar playing at the time it was being developed was mostly as a listener. It is one thing to be amazed by the records and performances that were coming out of this scene. It is quite another to make musical sense out of whoops, scrapes, and squeaks, using balloons, nail files, pipe cleaners and alligator clips. Anyone can make a sound. But to "speak", to make music, you have to first own the language. And this takes not only time, but faith that the language is worth owning, worth knowing.

I believe that the language of the free improv players is not only worth knowing, but maybe even essential to know for contemporary guitarists, not only because the process imposed by these unfamilier techniques is a healthy Zen slap in the face for those too mesmerized (or bored by) their own chops, or because it is nice to have a few extra weird guitar sounds available; it is worth it because, as anyone who has witnessed a free improv performance knows, something amazing happens, and it’s important to try to figure out what that something, is, what makes it happen and how it can be composed with.
Zorn composes in this language with an incredible attention to detail and nuance, and an equally incredible inside knowledge of the guitar, its possibilities and impossibilities. Whether I succeeded in bringing any of this out in the performance is not for me to say, but the process of making this record changed the way I hear the guitar. That doesn't happen every day.

     ---- Marc Ribot

Composed in the summer of 1978 at a time when I was spending almost every day at the Metropolitan Museum of Art in search of inspiration, this music was originally written for and is dedicated to guitarist Eugene Chadbourne. Meant to GAS him, and to stretch his already prodigious virtuosity to even wilder extremes, many of the extended techniques used here (toy balloons, talking dolls, mbira keys, wet finger whoops) were learned from him and were an integral part of his improvisational language at that time. Others are standard to contemporary classical guitar notation (body knocks, whisks, bowing, multiple harmonics) and still others were the product of my own sick imagination (playing with pencils, rice, pulling strings out of the bridge notch). Marc Ribot tackles all of these effects with unusual precision and an astouding virtuosity, adding his own personal touches to make the music even more beautiful than I could have imagined.

Condensed from over 80(!) original pieces (a compositional device I've often utilized — it's better to have 1 strong piece than 5 weak ones), these 35 etudes each define their own musical universe with an improvisational language distinct unto themselves, yet still are unified into a single compositional vision. With each piece I've tried to stretch the capabilities of the guitar in various directions relating to harmonic voicings, sound aggregates, texture, simultaneity and finger control. Perhaps these musical miniatures will one day be used to help introduce creative techniques and effects, teach improvisational skills, or even just for fun as a part of the standard guitar canon.
Special thanks must of course go to Marc Ribot and Eugene Chadbourne, but I would also like to thank Jason Baker, whose facility on the synclavier made this single day of recording (a culmination of over six months of preparation) seem so effortless.
Eugene Chadbourne is one of the world's most original guitarists and pioneer musical thinkers. The years we spent together playing, talking, touring, checking out movies and listening to obscure music were crucial and influential. This music is in many ways a tribute to that treasured time -- reminiscent of the music we played, and to the friendship and respect we shared. From Pops, to Pops. 

---- John Zorn

	John  ZORN
	Nani Nani
	1995
	41:03
	label: Tzadik

Dekoboko Hajime aka John Zorn [sax, harmonium, guitar, sitar, samples];  Yamantaka Eye [v, d, toys].

All music by Zorn and Yamantaka

1. Eepman

2. Testtube

3. Thank You For Notthinking

4. Pulp Wars

5. Sticky Beethoven’s Pipeline

6. Laughing Eskimo

7. Damascus

8. Yogadollar

9. Propolution

10. My Rainbow Life

11. Bad Hawk Wind

12. We Live

	John  ZORN
	John  ZORN & Yamantaka EYE:

"Naninani II"
	2004
	47:00
	label: Tzadik

Yamataka Eye: Voice, Electronics, Organ, Banjo, Steel Guitar, Electric Fan, Objects, Percussion

John Zorn: Alto Sax, Piano, Tabla Machine, Tibetan Bells, Percussion

Eye and Zorn first met in Tokyo back in 1986. They have travelled together, toured, performed, laughed, cried, recorded and collectively been responsible for some of the strangest music ever conceived. In 1995, nine years after their first meeting, they went into the studio to create one of the first releases in the Tzadik New Japan series: Nani Nani. In 2003 they returned to the studio to create NANINANI II, a wild and crazy compendium of fragile screams and tender fire. After almost twenty years the telepathic rapport of these two kindred spirits is stronger than ever.

1. Fuckxotica

2. Hilo Himo

3. Shiso Baba

4. UFOFF

5. Bar Time with Eno

6. Kiri Taki

7. 4AB

8. Fat Anarchy on Airtube

9. Espimo

10. Macabro Delicato

	John  ZORN
	New Traditions in East Asian Bar Bands
	1996
	72:11
	label: Tzadik (N.Y.)

Music by John Zorn

1. Hu Die (25:09)

Fred Frith (см) & Bill Frisell (см) [g]; Zhang Jinglin [narrator]; Arto Lindsay (см) [text]; Seigen Ono (см) [recording, mix].

2. Que Tran (30:46)

Wayne Horvitz & Anthony Coleman [k]; Anh Tran [narrator]; Lyn Hejinian [text]; Steve Rosenthal [recording].

3. Hwang Chin-Ee (16:41)

Joey Baron & Samm Bennett [d]; Jung Hee Shin [narrator]; Myung Mi Kim [text]; Oz Fritz & Jun Anderson [rec., mix].

	John  ZORN
	Duras: Duchamp
	1997
	47:23
	label: Tzadik (N.Y.) 1997. rec. 1997,

1.-4. Duras (composed 1996) — 34:06

5. Etant Donnes (composed 1997) — 13:17 (69 paroxysms for Marcel Duchamp)

composed and conducted by John Zorn.

Mark Feldman (см. тж. с: Mitchell Froom; тж. The Tango Kings в ‘Jazz’ section) [violin]; Cenovia Cummins [violin]; Erik Friedlander (см) [cello]; Antony Coleman (см.) [p]; John Medesky (см. тж. в ‘Jazz’) [organ]; Christian Bard [perc]; Jim Pugliese [perc].

THE STAR

Death, the fact of death coming towards you, is also a memory. Like the present. It's completely here, like the memory of what has aready happened and the thought of what is still to come. Like the accumulated springs of years gone by, and like the spring that's coming now, a leaf at a time, on the brink of being here, and death is like the explosion of a star, which occurred seventy-four million years ago and yet is visible from the earth one night in February 1987. A time as precise as the moment when a leaf bursts forth. Death is that present too, and the thought that you might never have known about it.

Marguerite Duras   -- PRACTICALITIES
   Over thirty minutes in length, ‘Duras’ is a major new composition inspired by the romantic writings of Marguerite Duras and the mystical music of Olivier Messiaen. Seductive, elusive, ritualistic. ‘Duras’ is a hypnotic work of startling clarity and complexity. ‘Etant Donnes’ is the perfect companion piece to ‘Duras’: a provocative noise trio inspired by the enigmatic last masterpiece of Marcel Duchamp, one of France’s greatest conceptualists. ‘Duras: Duchamp’ is a tribute to two timeless figures who have forever changed our view of the world.

Etant Donnes is the perfect companion piece to Duras: a provocative noise trio inspired by the enigmatic last masterpiece of Marcel Duchamp, one of France’s greatest conceptualists.

	John  ZORN
	The Bribe (variations and extensions on Spillane)
	1998
	78:51
	label: Tzadik

The Bribe is a major new discovery in the Zorn’s oeuvre and one of Zorn’s most eclectic and stimulating releases.

John Zorn [a s]; Marty Ehrlich (см) [reeds]; Jim Staley [trb]; Zeena Parkins (см) [harp]; Robert Quine [g]; Anthony Coleman  (см) [p]; Wayne Horvitz (см) [organ];  Christian Marclay (см.) [t-tables]; David Hofstra [b]; Bobby Previte (см) [perc]; + Ikue Mori (см) [d]; Carol Emanuel [g]; Reck [rh. g].

	John  ZORN
	Aporias (Requiem for piano and orchestra)
	1998
	33:18
	label: Tzadik

American Composers Orchestra conducted by Dennis Russell Davies, piano soloist Stephen Drury.

Written for piano soloist, six boy sopranos and full orchestra, Aporias is John Zorn’s most accomplished composition to date. This premiere recording is an exhilarating experience filled with subtle detail, unusual instrumental colors and a spiritual emotional power. An aporia is an impossible passage and these Requia pay tribute to the indomitable creative spirit that negotiates the aporia of life and death.

	John  ZORN
	Music For Children (MUSIC ROMANCE, volume I)
	1998
	49:18
	label: Tzadik

John Zorn [a s, wind machines (#7)]; Anthony Coleman (см) [celeste]; Marc Ribot (см) [g]; Erik Friedlander (см) [cello]; David Abel [violin]; Julie Steinberg [p]; Alex Lacamoire [k]; Greg Cohen (см. тж. с Mitchell Froom; тж. с Randy Newman в секции ‘Jazz’) [b]; Cyro Baptista (см. в ‘Jazz’) [perc, v]; Andy Sanesi [d]; a.o.

All music by John Zorn

music romance

is a new series of quirky collections showcasing Zorn’s infamous compositional eclecticism.

This first volume includes three short never-before-heard Naked City compositions (from the time of Torture Garden), a 20-minute electro-acoustic excursion for 3 wind machines dedicated to Edgard Varese, a virtuosic classical chamber piece for violin, percussion and piano, a poly-rhythmic etude for percussion and celeste, and a charming nostalgic lullaby for music box.

As one would expect, Zorn’s vision of childhood is unlike anyone else’s and Music For Children is one of his most provocative recordings.

“During wakeful nights, the presence of a single thought, or feeling, reigns supreme. It becomes the source of the night’s misterious music. Thus transformed, the thoughts of wakeful nights are mild enough to stir depths of universal anxiety in man’s soul. Death itself, although still hideous, acquires in the night a sort of impalpable transparency, an illusory and musical character. Nevertheless, the sadness of the universal night is like the sadness of Oriental music, in which the mystery of death is more dominant than that of love.”

“Rich ground for love and enthusiasm, innocence is delight in the natural charm of being and the unconscious experience of contradictions which no longer have a tragic character. To attain the virginal joy of innocence, one must not live contradictions consciously, or know tragedy and thoughts of death, because such knowledge is baffling, complex, and requires disjunction. Innocence resists tragedy but welcomes love, because the innocent, never troubled by inner contradictions, have generous impulses.”

“Grace is the joy of soaring upward. The undulations of graceful movements bespeak light and immaterial flight. They have the spontaneity of wings beating in the air, of smiles, of pure young dreams. Isn’t dance grace’s best form of expression? In grace, life is flux of pure vitality, never breaking the harmony of its own rhythms. Life becomes dream, disinterested play, expansion contained in its own borders. Thus it creates a pleasant illusion of freedom, spontaneous abandon, dreams wrought in sunlight.”

1. fils des etoiles (1998) 

anthony coleman – celeste; cyro baptista – perc / voc.

2. this way out (1990) 

prelapse: alex lacamoire – keyboards; mason wendell – bass / voc; dane johnson – guitar; andy sanesi – drums; jeff hudgins – alto sax.

3. music for  children (1996)

david abel – violin; julie steinberg – piano; william winant – percussion.

4. bikini atoll  (1989)

5. bone crusher  (1989)

prelapse: alex lacamoire – keyboards; mason wendell – bass/vocals; dane johnson – guitar; andy sanesi – drums; jeff hudgins – alto sax; special guest: john zorn – alto sax.

6. dreamer of dreams   (1998)

marc ribot – guitar; erik friedlander – cello; greg cohen – bass.

7. cycles du nord   (1998) 

john zorn  -- three wind machines and two acoustic feedback systems

8. SooKi’s lullaby   (1997)

anthony coleman – celeste music box

	(John  ZORN)
	WEIRD LITTLE BOY
	1998
	43:52
	label: Disk Union --  Avant (Tokyo)

John Zorn [sax, k, samplers]; Mike Patton (см.) [d, v]; Chris Cochrane (см.) [g]; William Winant [perc]; Trey Spurance [g, k, d].

Music by Zorn / Patton / Cochrane / Spurance / Winant. Produced by John Zorn.

1. I.   Two weeks on a Morphine Drip

II.  New dirt and New flies

    III. Lorne Greene

2. I.   If the Gun has a mind

II.  Redeye

    III. Worms and shit

3. Totally Poobied

4. Weird Little Boy

5. Lungfull of Water

6. Seance

7. When Blood fills a cylinder

8. Waiting
9. Blindness
Инструментальный ноиз / авангардный проект. Масса (22) текстов на вкладке существует только как приложение к записанной на CD музыке. Пример такого текста: 

SEANCE

How does it feel in the ground, man?

Cold and good, I guess. Feels right. And you just... lie there... and...? For a while now, enjoyin’ the nothin’.

And when the time moves along? We’re just floatin’ away to wherever. You aren’t afraid of the “nothin”’? What, of the worms and shit? Naw.

People say death is the ultimate. So it’s said. We can’t add to that. People say life’s more mysterious. It’d have to be. We don’t remember.

So, why not just... kill myself? Kid, that’s a hard one to answer. ‘Cos I’m tired of life’s bullshit. Well, no bullshit ‘round here, kid.

So you’d, uh, recommend dyin’? 

Hard to say. Why you askin’? 

‘Cos, well, death seems so awesome. 

Maybe, but all we ever feel is...

	John  ZORN
	“Godard” / “Spillane”
	1999
	50:05
	label: Tzadik

Two of Zorn’s most influential composi​tions, one long out of print, now sound better than ever in this newly remastered critical edition, complete with detailed notes, session photos, reminiscences and more.

Often described as aural movies, these exciting tributes to two of the world’s most original and infamous artists feature many of Zorn’s most important musical colleagues.

Also included as a bonus: the rare and delightful Christmas track Blues Noel.
1. Godard  (18:37) rec. 1985, remaster 1999

John Zorn [reeds, french narration]; Anthony Coleman [p, organ, celeste, harpsychord]; Carol Emanuel [harp]; Bill Frisell [g, banjo]; Christian Marclay [turntables]; Bobby Previte [d, perc]; David Weinstein [sampling k]; Luli Shioi [v, japanese narration]; Wu Shao-Ying [chinese narrations]; Richard Foreman [english narration].

2. Spillane  (25:12) rec. 1986, remaster 1999

John Zorn [a s, cl]; Anthony Coleman [p, organ, celeste, harpsychord]; Carol Emanuel [harp]; Bill Frisell [g]; David Hofstra [b, tuba]; Bob James [tapes]; Bobby Previte [d, perc, timpani]; Jim Staley [trb]; David Weinstein (см. тж.: Shelley HIRSCH & David WEINSTEIN) [sampling k]; John Lurie [voice of Mike Hammer]; Robert Quine [voice of Mike Hammer’s conscience].

3. Blues Noel  (5:51) rec. 1987, remaster 1999

John Zorn [a s]; Anthony Coleman [p, organ, celeste, harpsychord]; Fred Frith [g, b]; David Weinstein [sampler]; Ikue Mori [drum machine, v]; Michael Blair [perc, v].

The thing I remember the most about these sessions was Carol Emanuel’s opening scream—she tried it once, and John said “Carol—come on—really scream as if you mean it”— and so on take two she screamed once, then again—it was that one that raised the hairs on the backs of our necks—I think she even scared herself.

Recording these pieces was really fun because the band never knew what was going to be next, and because at some point I always got to engage in something that I never dreamed I would do on a recording—like my Boxing match vocals. I guess I was the obvious choice for that, coming from Niagara Falls as I did, but I’ll never forget John really falling out of his chair laughing at my screaming injunction to “Give him the left...the left!” It was fascinating to watch someone who was at the crest of a new working method that brought togeth​er things that could never have been put on a page in a million years and today it still sounds exhilarating. I get goosebumps when I hear that beautiful rain-soaked ending theme. John was really on it.   

—Bobby Previte

Radio City Studio, the plate reverb, finessing that little quasi- “Stolen Moments” time, sneaking an important (for me) hidden message into the party scene, John’s instruction: (re: the cocktail jazz section) “You’re not Duke EUington; you’re Joe Bip!”, Frisell blowing me away, putting his personal stamp onto each genre; that special way of recording-printing all the eq and reverb onto the take, no splicing, no real mixing ...all of Christian and Veinstein’s crazy sound bites: “Well, wadda we have for ya: how about Ray Price with a song that ain’t exactly county but in a way it is...”

These recordings were the first time I came into contact with the possibilities of the multi-track studio. They were quite an eye-opening learning experience. John was using the studio as his instrument – in the tradition of Esquivel, Brian Wilson, Les Paul... this was the loss of a certain innocence – an end to the recording = documentation option as being the only one I knew personally. The sonic object as recorded became its own carefully crafted piece of work and afterwards I understood that a composer has this possibility, too...that some kind of pop production aesthetic could be another color or shade in the palette. On a slightly more personal note, it’s also amazing to see how fast fifteen years go by – what do they say? Ars longa, vita brevis – oh yeah, baby – that’s what it is...well John, it’s true; I’m not totally objective, but these pieces still sound great! 

—Anthony Coleman

These recordings were made soon after I met John Zorn for the first time. I didn’t realize when I was introduced to him at the Soho Music Gallery what an impact he was to have on me. He invited me to play on one of his game pieces and soon we began working together often – at clubs like Chandelier and 8BC. He introduced me to a bunch of new friends and I found myself in a whole new musical world.

John was looking at music from a completely different angle. I’d never heard anything like it. These early experiences and especially these first recordings with John changed the way I play/think/hear music. What a great time to be in New York! There was a lot of inspiration in the air. MAGIC. So many possibilities exploding. People coming together. We were all learning fast. John was discovering a way to use the studio as a musical instrument and playing it in ways it had never been played before. At the same time he was giving the musicians the opportunity to try anything and everything. We all seemed to be coming on to new stuff—and all this was actually happening as the tape was rolling. The music went onto tape the moment it happened. Nothing had been rehearsed before going into the studio.

These recordings capture a moment for me where I felt like I was being sort of unleashed, let loose. There’s so much music I played here for the first time that has since become a part of my musical language. I’m so thankful to have met John and been around for all of this.

----- Bill Frisell
Blues Noel

IN 1987, JEAN ROCHARD OF NATO asked me to contribute a track to his new Christmas record, Joyeux Noel. The result was this miniature file-card-piece compiling a variety of Christmas scenes and moods. Unlike Godard and Spillane, which contained over sixty sections each, each section is titled and listed on the track sheet. This rare and wonderful piece contains some remarkable oddities, including Michael Blair and Ikue Mori’s haunting vocals, Fred Frith’s swinging blues guitar solos and of course Anthony Coleman’s lonely French narration:

“Great fun—a great time— Parties... Friends... But after it’s all over you still have to go home alone, to the same four walls from before. You look in the mirror and what do you see? The same, unshaven dirty old bastard you’ve always known... Merry Christmas.”

The recording process.

THE TIME SPENT RECORDING THESE pieces are some of my fondest musical memories. There was an incredible feeling of excitement and tension present at all times—a kind of euphoria—a real sense that we were in a world of our own—a world of my own creation. Completing perhaps ten to twelve cards a day, we slowly mold​ed these pieces one section at a time. Recording in this way I could hear and try out a variety of orchestrations and do take after take until the perform​ances and improvisations had the magic I was looking for, rehearsing, adding parts, changing elements around until perfection was achieved. Sometimes perfection was a first take and sometimes (as in the classic story of Anthony Coleman’s cocktail party piano in Spillane), over fifty takes were needed. “AANTHONEEEEE!” But perfection was the objective, and realized for the most part, with these incredible musicians, the beautiful clas​sic sound of Radio City Studios and the engineering of Don Hunerberg. Completing about four minutes of the piece each day recorded onto twenty-four track tape, the last fifteen minutes of each ten-hour recording day (10-8) was spent knocking off a rough mix reference that I would take home and review, occasionally overdubbing fur​ther details the next morning. It was an intense and creative period, living inside the piece exclusively for a week without any outer luxuries or distractions. Even after fifteen years these pieces of “aural cinema” excite me, and bring back vivid images of the theater of their creation. The end of Spillane still brings tears to my eyes.

Challenge and experimentation.

ALTHOUGH IT WAS VERY TEMPTING to continue creating pieces like this I was very much aware of the fact that Godard and Spillane were a product of a certain time and a certain place. To have continued in the same pattern would have taken away from the special nature of these works, and that seemed to me unfair and perhaps even a cop-out. I want each and every one of my pieces to be special in themselves, and I think that Godard and Spillane have remained so, even though I continue to use the file card process to this day as an occa​sional compositional tool.

An important secret to longevity as a composer is in setting yourself new challenges and finding new ways to over​come them. Through the years I have mod​ified my approach in creating these kind of pieces in a variety of ways. Although struc​tured with file cards, both Cat O’Nine Tails (1988) and For Your Eyes Only (1989) were completely written out and scored for traditional classical ensembles. Grand Guignol (1990) was scored for the band Naked City. Elegy (1990), dedicated to Jean Genet, was recorded in an unfa​miliar studio in San Francisco, with many musicians I had never worked with before. Absinthe (1992), also recorded by Naked City was an exper​iment in “ambient music.” Kristall-nacht (1992) was divided into several movements, each of which utilized a different compositional approach: only Movement 5, Tzfia used file cards. Duras (1996) was an experiment in cre​ating a long work with a minimum of internal sections, many of which were overlaid or crossfaded rather than cut in block changes, and was recorded in one day. Etant Donnes (1997), for Marcel Duchamp, maximized the num​ber of sections in the piece (there are sixty-nine in thirteen minutes as opposed to sixty sections in twenty-five minutes for Spillane), and was cre​ated on synclavier at a “jingle studio.” At present I’ve been researching a new piece about German artist Joseph Beuys.

SPILLANE’S WORLD WAS A NATURAL choice for me because of the extreme nature of his vision. The dramatic elements implied many musical genres that I hold dear—jazz, rock, R&B, movie sound​tracks—and the tough, violent quality opened the door to a variety of noise aggre​gates which were used here predominantly as transitional devices and for dramatic con​trast. As a composer I’ve always been a pragmatist. For the most part, I’m inspired by and write for musicians I know. Just as my early game pieces are a product of working with brilliant improvisers like Eugene Chadbourne, Polly Bradfield, and Tom Cora, the music on this CD was in part made possible by becoming acquainted with and tapping into musicians who could play a wide variety of musical genres in addition to having developed a personal language in noise/improvisation. The players here were the first in a new generation of musicians who could do it all, and I feel deeply hon​ored to have been able to work with them.
Communication.
Composition is imagining a music and finding a way to communicate it to musicians. The method of communication varies with the kind of music and the kind of musicians one works with, and with their various skills and proficiencies. Knowing the players is crucial, and of course the more you know them the easier and more successful the communication and the more satisfying the musical result. My work with the wonderful musicians on this CD is an example of this.

The communications used to create these pieces varied from the conventional notated score, arranged by verbal direction in the studio, to the unconventional and the bizarre. Telling Bill Frisell to sound like a train crash, Anthony Coleman to play a soundtrack to the first scene of Edgar G. Ulmer’s Detour, or Bobby Previte to hit his drums like a sixteen-year old on acid are intensely private communications that would be misunderstood by anyone else and can only work because of our unique personal relationships. With this private code as a starting point, the resulting sounds and playing techniques were then refined to reach the desired musical effects. Effects which thrive on a high level of commitment and creativity for the musicians involved—musicians who like to feel they are actively involved in creating something, not just slavishly following the directions of an autonomous musical mind and as a result the music sounds more alive because of this spontaneity and commitment. Dedication, discipline, imagination, and inspiration are paramount – and these players had it all. The result is a coherent organisation of predominantly unnotable musical sounds and shapes into a unified com​positional arc.

--- John Zorn

	John  ZORN
	The String Quartets
	1999
	64:24
	label: Tzadik

The Zorn Quartet: Joice Hammann [1st vln]; Mark Feldman [2nd vln]; Lois Martin [viola]; Erik Friedlander [cello].

1. Cat O’Nine Tails

2. – 14. The Dead Man

15. Memento Mori (Ignotium per ignotius – the unknown by way of the more unknown)

16. Kol Nidre

Tie string quartet is a particularly vital and unique grouping with a rich tradition going back centuries. The quartets of Bartok, Carter, Webern and Berg are some of my favorite music of this century and I’ve been listening to these masterpieces since my early teens. Writing for this medium therefore is an exciting challenge and when the Kronos Quartet first asked me for a quartet I took the challenge very seriously. The result has been to date now, four quartets, three commissioned by Kronos and one written in a flash of inspiration during the days I was composing the masada songbook. Each quartet is very different in form, conception and tone. In a certain sense cat o’nine tails is about the visual, the dead man the sensual, memento mori the emotional and kol nidre the spiritual. But they also share elements in common and it is interesting to hear the overlap and development across the eight years in which these pieces were written.

cat o’nine tails has become a kind of classic, having had performances all over the world by many of the world’s leading modern string quartets. It’s a fun piece to play and a fun one to listen to. A piece with a lot of drama and humor and many musical games hidden in the web of its inner details. Sly quotes and secret codes are scattered throughout my classical repertory serving as both special tributes to the composers and compositions that feed my inspirations and more importantly as unifying devices to create structural integrity. (aporias: Stravinsky’s Requiem Canticles / shibboleth: Morton Feldman’s Viola in my Life / duras: Messiaen’s Quartet for the End of Time / MEMENTO MORI: Berg’s Lyric Suite / amour FOU: Boulez’s Improvisation Sur Mallarme). This piece is subtitled Tex Avery meets the Marquis de Sade, for obvious reasons.

the dead man has rarely been performed in its complete form and the recording here is of course from the defini​tive edition, revised several times in the years following its original composition in 1990. This set of thirteen minia​tures, inspired by the work of the same name by French philosopher / surrealist Georges Bataille (and of course Webern’s Bagatelles) contains perhaps the most overt S/M subtexts in all my work. Composed in the same year as torture garden, I have always imagined these two suites as soundtracks to necessarily short S/M scenes, perhaps performed at the Vault, Hellfire, a private ‘black party’, in someone’s personal dungeon or as an underground hap​pening in some dark, dank basement in Tokyo or the East Village.

memento mori is an intensely emotional and complexly hermetic work that continues to defy comprehension by most listeners. I feel that I have come upon something really new here and if you let it, it will take you by the hand on a unique and emotional journey to the inner depths of a place you’ve never been to before. My predilection for non-fiction, biography and interviews over fiction—poetry to prose is reflected in the autobiographical nature of the piece, largely about lost love and the loneliness of a scholar’s existence. Its poetic structure perhaps relates more to Louis Zukovsky’s long masterpiece A or Harry Smith’s Heaven and Earth Magic than to any previous musical models. Like Godard I feel that all of my pieces are in some way at least twenty-five percent autobiographical. At the highest level life and art are the same, just as there is no true dividing line between form and content. The ultimate goal: truth and beauty. memento mori is dedicated to Ikue Mori.

The final piece in the set is a beautiful meditation on the Jewish tradition. Kol Nidre is sung to open the services on the holiest day in the Jewish calendar, Yom Kippur. A time for reflection and forgiveness. A time, the Torah says, to afflict your soul. My piece has nothing in common with the traditional Jewish melody sung by cantors during this solemn ceremony, late Beethoven and Arvo Part seem more like references here, but there is a spiritual resonance that is unmistakably Jewish. Sometimes the simplest things are the deepest, and I love the combination of intensity and peace in this haunting melody from my Jewish soul. kol nidre was written at one sitting in less than half an hour.

Всякий, кто интересуется звукозаписью в при​ложении к джазовой музыке, рано или позд​но натыкается на имя Джима Андерсона. Это неудивительно, так как этот выдающийся звукорежиссёр записывал сотни ведущих импро​визирующих музыкантов разных направлений джаза – от филигранной традиции до яростного авангарда, работая с наиболее значительными джазовыми продюсерами последних двух десяти​летий (от Томми Ли Пумы и Майкла Кускьюны до Кадзунори Сугиямы и Марка Фелдмана). Множе​ство записанных им работ получили премию "Грэмми" или были номинированы на неё – что, как известно, едва ли не более почётно, ведь саму пре​мию, в конечном счёте, получают, как правило, аль​бомы крупных лейблов, имеющие большие прода​жи, а вот попасть в число номинантов означает получить именно творческое признание, даже если альбом и не очень хорошо продаётся.

... С 1980 года Джим Андерсон, поселившись в Нью-Йорке, ушел на "вольные хлеба" и стал занимать​ся исключительно записью музыки – и как звукоинженер с другими продюсерами, и как самостоятельный продюсер. Его карьера развивалась стремительно, и так же стремительно рос его авторитет, как одного из самых оригинальных и искушённых звукорежиссёров. В 1999...2000 годах Андерсон занимал пост пред​седателя нью-йоркской секции Audio Engineering Society (AES), и в знак особых заслуг по окончании срока своего председательства получил звание Почёт​ного председателя в отставке (Chairman Emeritus).

Впрочем, все его заслуги перед AES не могут затмить главного – созданной им титанической дискографии, которая насчитывает сотни наименований. Даже если выделять из этой дискографии только увенчанные значимыми наградами работы, получится весьма впечатляющий список, в котором восемь номинаций на "Грэмми" (альбом Гонсало Рубалькабы, альбомы семи биг-бэндов -- Бобби Уотсона, Тошико Акийоши, Фила Вудса, Марии Шнайдер, Маккоя Тайнера, Джеймса Муди, Тома Харрелла) и три альбома, ставшие лауреа​тами этой самой престижной награды в мировой грамзаписи: "So Near, So Far" Джо Хендерсона, кото​рый удостоился золотого граммофончика дважды (!), плюс его же "Joe Henderson Big Band" (оба вышли на лейбле Verve), а также "I Heard You Twice The First Time" Брэнфорда Марсалиса (Columbia).

Но список этих записей не даёт полного предста​вления о спектре музыкантов, которых записывал и записывает Джим:

- один из самых ярких и, что называется, "культовых" экспериментаторов современного джазового авангарда, саксофонист Джон Зорн (Андерсон за​писывал ряд его сольных альбомов и все студий​ные альбомы его квартета Masada, во второй поло​вине 90-х неоднократно признававшегося луч​шим малым составом современного джаза);

- кудесник гитары Джон Эберкромби;

- обладатель самой фантастической саксофонной техники Джеймс Картер;

- русские звёзды в Америке - саксофонист Игорь Бутман (Андерсон записывал и сводил его лучший альбом "Falling Out") и трубач Валерий Пономарев;

- один из наиболее влиятельных джазовых музыкан​тов конца 90-х, трубач Дейв Дуглас;

- представители старшего джазового поколения – Томми Флэнеген, Ахмад Джамал, Хэролд Мэйберн, Рэй Браун, Джим Холл, Кармен Макрэй, Хорас Силвер, Билли Хиггинс, Джекки Маклин;

- американо-японские джазовые звёзды - Тайгер Окоши, Дзюнко Ониси, Макото Одзонэ;

- лучшие представители латинского джаза - Гонсало Рубалькаба, Данило Перес, Давид Санчес, Пакито Д’Ривера;

- многочисленные проекты разных направлений джазового авангарда и "новой импровизацион​ной музыки" – Pachora, Sephardic Tinge, Music Revelation Ensemble... 

[...] – Джаз для меня – единственная музыка, в которой есть смысл. Единственная музыка, которая трогает мою душу. Музыка, которой я сам учился двадцать пять лет назад. Если бы я оказался за пуль​том, работая над проектом, музыка которого меня не интересует, -- я был бы просто несчастен. И ниче​го хорошего из такой работы не вышло бы. Вот почему я в своё время сказал себе: "Я буду работать только с той музыкой, которую я люблю слушать. Записывать только то, что мне нравится".

А я люблю слушать джаз. Я помню, как еще ребёнком крутил пластинки на 78 оборотов с записями Гарри Джеймса, Гленна Миллера и более современные записи того, что сейчас мы бы назва​ли коммерческим джазом – Генри Манчини, тема Peter Gunn, и т.п.

- Вы много работали с классиками жанра – вот Вы упомянули, что самая первая Ваша запись была с участием Эллы Фитцжеральд и Томми Флэнегена. Но Ваше имя стоит и на множестве альбомов со​вершенно других направлений – ну, например, на за​писях такого отчаянного экспериментатора, как Джон Зорн, Вы открыты для любых форм импровизационной музыки?

- Абсолютно. Вот сегодня утром, перед тем, как направиться в студию Sony и заняться мастерингом и монтажом альбома Теренса Бланшарда, я провел с Джоном четыре часа в другой студии – мы записывали его новую пьесу для струнного квартета. Я считаю, эта музыка идёт несколько впереди своего времени. Для нынешнего слушателя это - авангард, но я уверен, что через несколько лет массовая аудитория обратится к этой музыке, и заложенные в ней идеи окажутся понятными более широкому числу слушателей, и она станет "новой современной музыкой". Не сегодня, так завтра. Видите ли, масса музыкантов сегодня делает отличные записи, музыка в которых гармонически и ритмиче​ски основана на идеях 60-х годов. Поэтому я думаю, что время для такого же массового признания идей Зорна придет, скажем, лет через двадцать. Но я уже сейчас рассматриваю его музыку, как серьёзную камерную музыку завтрашнего дня.

То же и с фри-джазом. Это открытая форма, ты никогда не знаешь, куда пойдут музыканты в своей игре и где окажутся. Я сделал много записей в этой стилистике – например, многие альбомы Дэвида Мюррея. И опять: эта музыка основана на довольно старых идеях – Колтрейн играл это в середине 60-х, тогда это было невообразимо далеко, так далеко впе​реди по отношению к основной массе музыкантов, что казалось какой-то фантастикой. А теперь идеи и приемы той музыки можно спокойно услышать в записях, что крутят в лифтах небоскребов.

[Действительно, секрет уникальности «пророков» в том, что сегодня те, кто стал бы заниматься подобной же музыкой, нелестно назывались «подражателями», пусть даже идея носится в воздухе. А по прошествии времени, когда такая музыка станет называться «новым направлением» (в музыке/искусстве), подобных претензий уже не будет. Но сроки «созревания» всё сокращаются. прим. >S<]

- Джон Зорн ведь не только композитор и саксофо​нист, он ещё и продюсер. Что он собой представляет в этом качестве?

- Зорн... Он очень, как бы это сказать..., он очень чётко знает, чего хочет. Если что-то нравится ему, ты сразу это знаешь. Если не нравится – тоже. У него никогда не бывает этих "я не уверен", "может, попробуем ещё разок" и т.п. У него всегда есть чёткая концепция, и он уверенно к ней идёт. Вот сейчас мы работаем над его струнными квартетами. Он гово​рит: "Я послушал, наверное, все записи струнных квартетов, которые существуют, и ни одна мне не нравится до конца. Я хочу, чтобы у нас получился совсем новый звук. Это не должно звучать, как запись в большом зале, но в звучании должна быть определенная атмосфера. Я не хочу, чтобы эффекты летели слушателю в лицо, но я хочу, чтобы звучание было агрессивным, чтобы это был своего рода струнный рок-н-ролл. Я хочу, чтобы звук "кусался"!" Вот как он определяет задачу, и я ищу пути её реше​ния, чтобы струнный квартет действительно зазву​чал впечатляюще, ярко и "кусаче".

- Может быть, такой звуковой идеал ему дикту​ет его собственная манера игры на саксофоне?

- О да, он очень "агрессивный" саксофонист, это точно. И, опять же, всегда точно знает, что он делает и что хочет сделать. У него всегда всё готово к запи​си. Вы знаете, что материал первых двух альбомов его группы Masada – он сам на альт-саксофоне, Дейв Дуглас на трубе, Грег Коэн на контрабасе и Джой Баррон на барабанах – был записан за одну смену?

- В самом деле? Невероятно!

- Да-да, два альбома, даже два с половиной (ещё два трека, вошедших в третий) – за один день! Мы записывали их сразу в стерео, без использования многодорожечной техники, и почти без дублей! Мне, правда, в техническом плане больше нравят​ся альбомы номер семь и девять (студийные аль​бомы проекта Masada выходили под номерами, продублированными буквами еврейского алфави​та, но не по порядку – так, после "первого " вышел сразу "шестой ", а "девятый " – за год до "седьмо​го"; соответственно, речь идёт об альбомах "Zayin" (7) 1999 г. и "Tet" (9) 1998 г. – прим, авт).

--- «Звукорежиссёр», №6, 2001

	John  ZORN
	Cartoon / S&M (2CD)
	2000
	49:11 60:38
	label: Tzadik

THE MONDRIAAN QUARTET:

jan-erik van regterena altena - violin

edwin blankensteijn - violin

annette bergman - viola

eduard van regteren altena - cello

ASKO ENSEMBLE:

eleonora pameijer - flute

marieke schut - oboe

harry sparnaay - bass clarinet

remco edelaar - bassoon

wim timmermans - french horn

jan harshagen - french horn

willem van der vliet - trumpet

reijer dorrestein - trumpet

toon van ulsen - trombone

anne jelle visser - tuba

jan-erik van regterena altena – violin

erik kromhout - violin

bernadette verhagen - viola

doris hochscheid - cello

pieter smitshuysen - bass

ernestine stoop - harp

rene eckhardt - piano, celecta

peppie wiersma - percussion

steff gerritse - percussion

arnold marinissen - percussion

DISC ONE:

1. CAT O'NINE TAILS

   performed by THE MONDRIAAN QUARTET

2. CARNY

   performed by Tomoko Mukaiyama - piano

3. FOR YOUR EYES ONLY

   performed by THE ASKO ENSEMBLE

4. KOL NIDRE (STRING QUARTET)

   performed by THE MONDRIAAN QUARTET

track 1,4 recorded between november 8&13, 1999

track 3 recorded on april 8, 1998

DISC TWO:

1-13. THE DEAD MAN

    performed by THE MONDRIAAN QUARTET 

14. MUSIC FOR CHILDREN

    performed by Tomoko Mukaiyama - piano

    jan-erik van regterena altena - violin

    arnold marinissen - percussion

15. MEMENTO MORI

    performed by THE MONDRIAAN QUARTET

16. KOL NIDRE (CLARINET QUARTET)

    performed rick huls - Eb clarinet

    ina hesse-Bb clarinet

    niek wijns - Bb clarinet

    ermo hartsuiker - bass clarinet

track 1-13,15 recorded between november 8&13, 1999

track 14,16 recorded on february 22, 2000

	John  ZORN
	Songs from the Hermetic Theatre
	2001
	51:24
	label: Tzadik

all music composed, performed and realized by John Zorn

1. American Magus

  electronic music

2. In the Very Eye of Night

  el bass, water, wooden flute, bass rum, piano, glass bowl and the voice of Maya Deren

3. The Nerve Key

  computer music

4. Beuysblock

  metal pipes, honey, wax paper, mud flower pots, mustache scissors, dried leaves, trowel,  78 rpm records, mason jar, power saw, rubber ball, tissue paper, tallow, bricks, dirt,  razor, writing pad, pencil, lightbulb, machine parts, chalkboard, clothes pin, electric fan,  metal bucket, phonograph, tree branches, felt, fat, polaroid land camera, l-braces, zippers,  wooden cane, hardcver book, water, nail clippers, old dust jackets, keys, rubber stamps,  blood, door, carcass of a hare, clamp light, staple gun, hair, newspaper, hammer, metal,  toy megaphone, rubber sole shoes, maracas, piano, and strings

featuring Jennifer Choi: violins

	John  ZORN
	Music Romance [vol. 1]:

“The Gift”
	2001
	51:31
	John Zorn [p, theremin]; Marc Ribot [g]; Jamie Saft [organ, k, Wurlitzer piano]; Mike Patton [v]; Dave Douglas [tp]; Ned Rothenberg [shakuhachi]; Jennifer Choi [vln]; Masumi Rostad [viola]; Raman Ramakrishnan [cello]; Greg Cohen / Trevor Dunn [b]; Cyro Baptista [perc]; Joey Baron [d].

Makahaa

The Quiet Surf

Samarkan

Train to Thiensan

Snake Catcher

Mao’s Moon

Cutting Stone

La Flor del Barrio

Bridge to the Beyond

Makahaa (reprise)

	John  ZORN
	Madness, Love and Mysticism
	2001
	52:08
	label: Tzadik

1. Le Momo

Jennifer Choi [vln]; Stephen Drury [p].

2. Untitled

Erik Friedlander [cello].

3. Amour Fou

Jennifer Choi [vln]; Erik Friedlander [cello]; Stephen Drury [p].

All music composed and produced by John Zorn.

	John  ZORN
	Music Romance, vol. 2:

"Taboo and Exile"
	2002
	61:25
	label: Tzadik

performed by: John Zorn, Cyro Baptista, Joey Baron, Sim Cain, Greg Cohen, Mark Feldman, Erik Friedlander, Fred Frith, Miho Hatori, Bill Laswell, Dave Lombardo, Mike Patton, Robert Quine, Marc Ribot, Roberto Rodriguez, Jamie Saft, Chris Wood.

	John  ZORN
	I.A.Q. (Music In Sacred Light)
	2002
	51:25
	label: Tzadik

Cyro Baptista

Jennifer Charles

Greg Cohen

Beth Hatton

Bill Laswell

Rebecca Moore

Mike Patton

Jim Pugliese

Jamie Saft

John Zorn

This album, a studio suite, is wrapped in mysticism. The four cards that serve as a booklet feature cabalistic signs, esoteric diagrams, a quote from Alaister Crowley and a dedication to esoteric filmmaker Kenneth Anger. A short note by John Zorn establishing a parallel between the tools and craft of musical composition and magic is the only given explanation. The aura of mystery invites an analysis of the constituents and structures of the work, for better or worse -- and in any case it's fun to do on your own, so this reviewer will not expose his personal conclusions on the subject. The musicians involved are Cyro Baptista, Jennifer Charles, Greg Cohen, Beth Hatton, Bill Laswell, Rebecca Moore, Mike Patton, Jim Pugliese, and Jamie Saft. They appear only one, two or three at a time. Each of the seven movements is based on a specific, non-reoccurring instrumentation, and explores a form of meditation, trance or anything possibly leading to spiritual revelation. "Invocation" is a delicate piece based on organ drones, while the 13-minute "Sex Magick" takes the form of a tribal percussion mantra. The piano melody in "Sacred Rites of the Left Hand Path" provides the most soothing moments and together with the first track is reminiscent of the level of writing found in Duras. "Lucifer Rising" is made of overdubbed sensual female vocals, while "Leviathan" serves up an ear-splitting slab of death metal (which can be a source of trance too, you know). "Mysteries" completes the circle with electric piano and light percussion. "Leviathan" aside, I.A.O. makes a calm, enjoyable listen and beyond its mystical claims, it includes some strong compositions.
1. Invocation 7:06

2. Sex Magic 13:13

3. Sacred Rites of the Left Hand Path 6:25

4. The Clavicle of Solomon 3:22

5. Lucifer Rising 5:17

6. Leviathan 3:13

7. Mysteries 5:47

	John  ZORN
	John ZORN’s Emergency (live at the Willisau Jazz Festival)
	2003
	65:57
	free-jazz

label: Free Music Foundation (FMF), 2003

John Zorn [alto]; John Medeski (см.) [k]; Mark Ribot (см.) [g]; Kenny Wollesen [d].

rec. at the Jazz Festival Willisau, Switzerland, 29.08.1999

#1 - 28:11

#2 - 26:55

#3 - 10:48


	John  ZORN
	Fred FRITH / John ZORN:

"Duo"
	2004
	54:19
	label: Tzadik
Fred Frith: guitars

John Zorn: alto

Off Topic

Alecto

Sowers of Discord

Four Corners

Level Six Jumping

Cruel Abstraction

Eumenides Outside the Window

Nine-part Invention

Cord Trouble and Tuning

Astrologers and Magicians

	John  ZORN
	Magic
	2004
	31:30
	label: Tzadik

Tim Smith: Bass Clarinet

Mike Lowenstern: Bass Clarinet

Crowley Quartet:

Jennifer Choi: Violin

Fred Sherry: Cello

Jesse Mills: Violin

Richard O'Neill: Viola

Further explorations into the worlds of Magick and Alchemy, here featuring the long awaited premiere recording of Zorn's new string quartet. Necronomicon is a transcendent five movement work of unparalleled ensemble virtuosity and formal beauty, brilliantly played by the Crowley Quartet. Also included is an astounding piece of witchcraft and sorcery for two bass clarinets, one of the most difficult yet written for the instrument, performed with passion and precision by two of the greatest players in the world.

Necronomicon

1. Conjurations

2. The Magus

3. Thought Forms

4. Incunabula

5. Asmodeus

6. Sortilège

	(John  ZORN)
	HEMOPHILIAC (50-6)
	2004
	49:50
	label: Tzadik

50th Birthday Celebration vol. 6

Ikue Mori: Laptop Electronics

Mike Patton: Voice

John Zorn: Alto Saxophone

Mike Patton, Ikue Mori and John Zorn are Hemophiliac, and together they are responsible for some of the wildest improvisational music ever. Performing for Zorn's 50th birthday month and playing to a packed house of screaming enthusiasts and obnoxious groupies, this set shows them at their most focused and most intense. Their first release since the 2001 online-only limited edition, this is new music from the outer reaches of madness.

1.
@:<>:@

2.
+(=&^)+

3.
////////\////\/

4.
++*s+s++

5.
<<-^->>
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','"..?<<~-~>>o"

7.
[]=[]=[]=[]

	John  ZORN
	Wadada Leo SMITH, Susie IBARRA, John ZORN

(50-8)
	2004
	76:01
	label: Tzadik

50th Birthday Celebration vol. 8

Susie Ibarra: Drums

Wadada Leo Smith: Trumpet

John Zorn: Alto Saxophone 

The pioneer creator of the rhythm unit, the master of the game piece and one of the most dynamic drummers in the downtown scene square off head to head in duo and trio improvisations. Two full sets of music are presented here, beginning with a brilliant set of duos by Ibarra and Zorn, who have been working together for many years. Both surprising and inevitable, the second set features the historic musical meeting of Wadada Leo Smith and John Zorn, and was one of the improvisational highlights from 2003's month of Zorn. Striking and radical sculptures of sound and silence from three generations of improvisational masters.

1. Meridian

2. Rising Sign

3. Spirit Writing

4. By the Mark, Eight

5. Visitation

6. Ipsissimi

7. Ghost Writing

8. The Ascending Arc

9. Full Fathom Five

	John  ZORN
	Film Works  I        1986-90
	1992
	68:37
	Джон Зорн, знаменитый джазовый саксо​фонист-авангардист и артдиректор фир​мы Tzadik, полагает, что роль кино в эволю​ции музыки недооценена. Он сам сочиняет музыку как к настоящим, так и к воображае​мым кинофильмам и охотно поддерживает в этом отношении своих коллег.

--- Дмитрий Ухов

label: Tzadik
Музыка John'а Zorn'a к трём независимым фильмам: "White and Lazy" (1986), "The Golden Boat" (1990), "She Must Be Seeing Things (1986)"  + его интерпретация темы Ennio Morricone из фильма «The Good, The Bad And The Ugly» (1987).

featuring: John Zorn, Bill Frisell, Fred Frith, Robert Previte, Arto Lindsay, Wayne Horvitz, Marty Ehrlich, Anthony Coleman, a.o.

	John  ZORN
	Film Works II
	1996
	45:21
	label: Tzadik

Music for an untitled film by Walter Hill

musicians: Cyro Baptista [brazilian perc]; Anthony Coleman [prepared piano, k]; Carol Emmanuel [harp]; Andy Haas [didjeridu]; Jim Pugliese [perc]; Marc Ribot [g, banjo]; David Shea [turntables, sampler].

All music by John Zorn

	John  ZORN
	Film Works III
	
	60:30
	label: Tzadik

All music composed and arranged and produced by John Zorn.

#1.-12.: THIEVES QUARTET (1993)

John Zorn [a s, p]; Dave Douglas (см.) [tp]; Greg Cohen [b]; Joey Baron [d]; + Robert Quine (см.) [g (#11)].

#13.: Music for TSUNTA (1988)

Bill Frisell (см.) [g, banjo]; Peter Scherer [k]; Carol Emanuel [harp]; Christian Marclay (см.) [turntables]; David Hofstra [b, tuba]; Ciro Baptista (см.) [perc, v]; Bobby Previte (см.) [d, perc].

#14.-24.: HOLLYWOOD HOTEL (1994)

John Zorn [a s]; Marc Ribot (см.) [g].

 #25.-56.: Music for WEIDEN AND KENNEDY (1990-95)

John Zorn [a s]; Bill Laswell (см.) [b]; Marc Ribot (см.) [g, banjo]; Arto Lindsay (см.) [g]; Robert Quine (см.) [g]; Anthony Coleman (см.) [organ, k]; Ikue Mori (см.) [drum machines]; David Shea (см.) [samples, turntables, v, k]; Carol Emanuel [harp]; Miguel Frasconi [glass harmonica]; Peter Scherer [k]; Keith Underwood [fl]; Eric Friedlander (см.) [cello]; Jill Jaffee [viola]; Greg Cohen (см. тж. с Mitchell Froom; тж. с Randy Newman в секции ‘Jazz’) [b]; Ciro Baptista (см. в ‘Jazz’) [perc]; Chris Wood [b]; Joey Baron [d]; Guy Klucevsek (см.) [accordion]; Kermit Driscoll [b].

THIEVES QUARTET was created in the mold of a modern film noir, and it seemed a perfect opportunity to put a band together for a jazz score in the tradition of Miles Davis' soundtrack "ESCALATOR TO THE SCAFFOLD". Little did I realize that this band was to go on to become one of the most exciting musical groupings I've ever had the privilege of being associated with – MASADA. These, the first recordings of the band before it even was a band, con​tain the seeds of the kind of four-way telepathic communication that makes playing in MASADA such a constant pleasure. Joey, Dave and Greg are not only virtuosos on their respective instruments, but each also possess a composer's sense of musical logic. They play pure music from their first note to their last with nothing superfluous or gratu​itous.

Robert Quine has been a frequent collaborator on my soundtrack pro​jects, and he makes his first appearance on this CD in "JUKE BOX", originally created for a seduction/dance scene. This was one of my most satisfying film experiences and I'd really like to thank Joe Chappelle for asking me to do this one – it was a real plea​sure (and it gave me a chance to premiere my piano playing – kind of a Bill Evans/Dick Twardzik kind of thing). That last track for the END TITLES captures the kind of mood I love so much – that really laid back 1950's white New York junkie feel of Tony Fruscella with Bill Triglia – live at the Open Door. I could play shit like this all night long. For me it's like watching "Sherlock Holmes Faces Death", "White Zombie" or "the Amazing Mr. X" – pure atmosphere.

TSUNTA. This is a real find. I had forgotten this music even existed when I discovered it in the Shelley Palmer Studio Vault in February of 1995, during the remixing of some spots for Weiden and Kennedy. These are the original music cues for a series of short animation "tests" that led to the col​laboration with Japanese cartoonist superstar Kiriko Kubo – "CYNICAL HYSTERIE HOUR". Many of the same musicians, instrumentations, chord sequences and the musical theme (improvised by Bill Frisell on banjo in index 3) are present here, and can be heard more fully fleshed out in the CBS SONY CD that has been a collectors item since it was first issued (and dropped out of print a week later) in Japan 1989.

I’ve tried several times to no avail to license or even BUY the tapes back from these robber barons – but they won't even answer my phone calls. I guess this music isn't even worth the ten yen for a phone call. I'm proud to say that I’ll never understand the insidious thought processes that go on in the minds of major corporations. Everybody plays beautifully here, and the nine spots work together well as a suite. I like all the music effect details worked into the sound design – head scratching, nose blowing, elephant trunk trumpeting and eyeballs popping out and rolling around.

HOLLYWOOD HOTEL. For some strange reason I've always been drawn to the duo combination of sax and guitar, and over the past twenty years I've worked with some of the greatest modern guitar innovators: EUGENE CHADBOURNE (1976), DUCK BAKER (1978), HENRY KAISER (1978), FRED FRITH (1979), DEREK BAILEY (1980), ARTO LINDSAY (1981), BILL FRISELL (1983), HAINO KEIJI (1985), ROBERT QUINE (1986), MARC RIBOT (1990), BUCKETHEAD (1991). What a list! Marc Ribot is one of the true revolutionaries of the guitar. It's not that he can do just about everything that's possible (and many things con​sidered impossible) – he's completely RETHOUGHT the guitar – its role –  what it does – what it sounds like. Ribot is one of those rare musi​cians you can recognize from the first note. A twisted man with a musical vision to match.

This is a strange score for a strange little film. Filmmaker Mei-Juin Chen moved to L. A. from Taiwan to make this semi-documentary about her urge's transient hotel on a shoe-string budget. We recorded all the music in one night for practically no money and then went out to dinner in one of those stylish Chinese restaurants where all the  waiters are drag queens. I much prefer TAIWAN TAN-TSU-MIEN Seafood Palace on Hwahsi Street in the Night Market of Taipei. No "scene" – just killer food. The music speaks for itself.

WEIDEN AND KENNEDY. I have a very special relationship with the commercial house of Weiden and Kennedy – when they need some​thing off-the-wall, they call me. My deal is simple, but unheard of in the commercial music field. I never do demos – and I never "redo" anything. I do the job once – I do it the way I want – and I get paid whether they use the music or not. Hardly the decription of a commercial sell​out. Weiden and Kennedy is probably the only advertising firm who would do such a thing. Most commercial houses find it impossible to trust an artist in this way, but Weiden and Kennedy has proved that one can work in the world of advertising and still retain one's integrity and creativity. I wish I could go into some details on these sessions, because the stories are priceless (you just can't make this stuff up). But needless to say scoring the spot "FRANCE" directed by GODARD was a particular high point. The Brooklyn cheer (RAZZ) you hear at the end of the spot was visually synched with the product shot, and I had to perform it myself (Arto didn't want to insult the client and refused to do it).

For legal reasons I can't mention the products and various companies that these spots were created for, but these sessions have been some of the most relaxed, enjoyable times I've had in a recording studio. The musicians and I always have a ball, and I think that comes across in the music.

Two people should be singled out on these tracks – ROBERT QUINE, who does some of his best playing on many of these short TV spots and has been a vital mem​ber of these groupings since my very first commercial ses​sions – recording engineer/singer-songwriter/synclavier genius JASON BAKER, whose easy going manner, inde​fatigable energy, unflagging focus and precise ear for detail makes working in the studio a pure pleasure – even when you've surrounded by "music editors", "clients" an "creatives".

Bob Quine has one of the most beautiful guitar sounds in the world, and his compelling comping patterns and solos are never less than perfect. He's often mixed down, or even out (!) of many of the pop/rock projects he usually works on,  but here you can experience the savage bite of his "nasty tone" and the sensuous warmth of his "surf sound" up close and personal.

I hope you have as much fun listening to this music as we had recording it.

	John  ZORN
	Film Works IV
	1997
	57:16
	label: Tzadik

1. Pueblo

Marc Ribot & Robert Quine [g]; Anthony Coleman [organ]; Chris Wood [b]; Cyro Baptista [perc]; Joey Baron [d].

2. Elegant Spanking (Suite)

Carol Emanuel [harp]; Jill Jaffe [viola]; Erik Friedlander [cello]; Jim Pugliese [perc, vibes].

3. Credits Included

John Zorn [sound design].

4. Maogai Suite / Variations

Kuroda Kyoko [p].

5. A Lot of Fun for the Evil One

John Zorn [k].

	John  ZORN
	Filmworks V:

“Tears of Ecstasy”
	1996
	58:30
	label: Tzadik

John Zorn [a s, prepared piano, samples]; Marc Ribot [g]; Robert Quine [g]; Cyro Baptista [perc]; + Jason Baker [v (#44)].

Composed, arranged and produced by John Zorn.

The most important thing for me in doing soundtrack work is creative freedom. I'd rather not do the project than have to do what a director wants, and I couldn't care less about the money (relatively speaking that is). Knowing that I can retain all rights and eventually release the recording on one of my filmworks compilations gives me a certain amount of economic security and independence that many young filmmakers love since they usually don't have any money left for scoring music at the end of their production anyway. Actually, not getting paid puts me at quite an advantage—it's more or less a position of being able to do as I please, a luxury I have long since taken for granted. My music done my way.

It was toward the end of September 1995 that I first got the call for this one. BABA-kun (Sakaguchi Kazunao of STANCE Company) wanted the music by the first of October, only one week away. The concept was simple: a one-hour 61m divided into sixty one-minute sequences. The director wanted sixty one-minute pieces of music to go with it, and as far as he was concerned—anything goes. I agreed immediately for three reasons. First, I'll do just about anything for BABA-kun—he's one of my dearest friends in Japan, a film director, producer and afficionado who has turned me on to genres of film I never knew existed—my respect for him is boundless. Secondly, the director in this case, OKI Hiroyuki, is one of the most exciting  of  the   new  wave   of  gay  filmmakers   in  Japan— and a real sweetheart. Finally, the idea of recording and mixing sixty one-minute cues in one day seemed a real challenge, and with the right band probably a lot of fun.

This clearly was the right band, because it was a fucking blast. Ribot, Quine and Cyro have worked with me for years, and at least one of them appear on virtually every film scoring job I've ever done. They are the best of the best. Drawing upon their many talents, there's a wide range of styles here: rock, noise, ambient, world music, jazz, industrial, but mostly it's all a freak hybrid that belongs to none of these categories. Themes will repeat now and again with variations  or alternate arrangements (Morricone, the master, once told me that you really only need one theme to score a film properly) and of course there is plenty of room here for the players to "stretch out" —even within the limitations of a one-minute time frame.

I've always thought of composing as problem solving, and in that light, limitations are actually an advantage that can help to frame the parameters of a given project into clearer focus. When there are no limitations set I invent them. One of the first steps in the compositional process is defining the borders of one's inspirational vision—setting the rules. There's a joy in craft that carries one through these moments, stretching the smallest kernels of inspirational ecstasy as far as one can go. Experimentation is of course part of the process, along with imagination and perspiration.

And so you have it—forty eight of the fifty odd cues created for Oki's film Tears of Ecstasy . With today's politically correct agenda it is doubtful that this one will come to the states—the story is a real charmer: a family of aliens comes down to Earth and spends all their time having anal sex... – but who can know?

John Zorn, July 1996, NYC

	John  ZORN
	Filmworks VI
	1996
	63:41
	label: Tzadik

Three very different scores for three very different films all recorded in the first months of 1996. Happy-go-lucky surf rock grooves, modern classical improvisational madness and a dark electro-acoustic construct using the sounds of water, fire and wind recorded for an erotic film noir S/M fantasy.

All music composed, arranged and produced by John Zorn, 1996. Notes by John Zorn.

ANTON, MAILMAN (directed by Dina Waxman)

1. OPENING CREDITS / HAWAIIAN POSTCARD
2:57

2. WORK-A-DAY WORLD (ANTON'S THEME)
3:31

3. SEDUCTRESS
4:18

4. END TITLES
3:09

John Zorn [a s]; Marc Ribot [g]; Greg Cohen [b]; Cyro Baptista [d].

The music here was recorded under an unbelievable amount or pressure on a day when murphy's law was, shall we say, in full effect. Everything that could possibly go wrong—went wrong. Amps blowing up, equipment breaking down, digital noises, unidentifiable static, last minute schedule problems, sudden illness. Our usual studio was in the throes of a massive job for Microsoft and the place was a total wreck. After two full hours of set-up time we discovered that the recording equipment wasn't functioning so we were forced to repack everything and move into a new studio at the last minute. Ribot had thrown his back out the day before and he had taken too many painkillers that morning. I couldn't figure out whether he was going to faint or puke on his guitar but he looked pale as a ghost. By the time we had gotten it together at Baby Monster Studio and the engineer had shown, most of the day had gone by, and we had only two hours left to record the four cues I had brought in. The results are surprisingly satisfying and beautifully recorded. I'm not sure where you'll be able to see the film these tracks were originally recorded for as the director's funding was pulled at the last minute preventing her from completing the sound mix. Like most of my film work, these tracks will probably end up in a variety of films anyway.

MECHANICS OF THE BRAIN (directed by Henry Hills)

5. FIREWORKS
1:52

6. SURGERY MONTAGE
1:47

7. BRAIN SCAN
1:05

8. WITCHES' CAULDRON
3:47

9. HOUDINI
3:12

10. SUBLIMINAL PERCEPTIONS
1:45

11. MEASURING
1:34

12. MACBETH
3:05

13. PENDULUM
2:05

14. MECHANICS OF THE BRAIN
1:58

John Zorn [sound effects]; Erik Friedlander [cello]; Marc Ribot [g]; Ikue Mori [drum machines]; + Jason Baker [v].

I've known Henry Hills for years. He's used my music in several of his films, often cutting his pictures to my sound instead of the other way around. He's made videos to three NAKED CITY songs—the studio-approved BATMAN and two renegade XXX-rated independent productions: IGNEOUS EJACULATION and OSAKA BONDAGE. We share a great love for fast eclectic cutting and his films get so rhythmically complex that it takes him years to complete even a few minutes.

This project is unique because it's the first time I've ever done music for his images using the familiar process that has been so successful in other sound track projects. Recorded and mixed in a day, I created a variety of ambients, classical miniatures, rocky grooves and improvisational fragments for Henry to cut up and use as he saw fit. The film promises to be one of Henry's best—a sick, twisted cut-up inspired by Pudovkin's documentary on Pavlov's early laboratory experiments of human behavior. Some of this footage is frighteningly brutal—even for me.

THE BLACK GLOVE (directed byMaria Beatty)

15. PART ONE (HOT)   19:47

16. PART TWO (COOL)  7:44

John Zorn [sound design]. Rec.&Mix by Jason Baker

"By thought and by deed, Maria Beatty is one of our favorite fixtures on the local S/M scene. An endearingly doe-eyed submissive with an ass that was made to be smacked, Beatty has brought a seemingly unending threshold of pain to New York stages as well as its dungeon, performing public scenes at local S/M parties and shows. A lifestyle slave who indeed practices what she preaches, Beatty also lives out the dark side of her sexuality on film, directing the action with a great deal of success both artistically and erotically."

SCREW magazine

This is my second score for Maria, and with this one I decided to work alone, creating a slow moody sound score using only the sounds of fire, water and wind (women's footsteps are used in the introduction only.) Like her first,  this film was shot in classic noir style and concentrates on evocative fetishism ranging from gag, rope and chain bondage to foot worship, candlewaxing, knife play and humiliation. Maria's work has been gaining more and more acceptance of late, with showings at the WHITNEY, the MUSEUM OF MODERN ART, many international gay and lesbian festivals and even on public television!

I like the way this music flows with the action—it reflects the intensity of the images yet doesn't overpower them. Maria's feel for bondage and discipline is much subtler than most mainstream S/M scenes and this focus on mood over action creates a fascinating dichotomy that can be very tricky to score successfully. Maria was delighted with the results, and I look forward to another chance to work with her.

	John  ZORN
	Cynical Hysteric Hour (Filmworks VII)
	1997
	25:22
	label: Tzadik

All music composed, arranged and produced by John Zorn.

Bill Frisell [el&ac g, banjo]; Marc Ribot [el g, banjo]; Arto Lindsay [el g, v]; Wayne Horvitz [k]; David Hofstra [ac&el b, tuba]; Kermit Driscoll [ac&el b]; Bobby Previte [d, perc]; Cyro Baptista [brazilian perc]; Carol Emanuel [harp]; Maxine Neuman [cello]; Jill Jaffe [violin, viola]; Christian Marclay [turntables]; Ikue Mori [d mach]; Kiriko Kubo [v]; Peter Sherer [k].

  The holy grail of Zornthologists is finally available in a newly remastered definitive edition. Released in Japan for only a few short months in 1990, this is the original music Zorn created for a series of four shorts by one of Japan’s most endearing cartoonists: Kiriko Kubo.
A long time champion of Warner Bros. cartoon composer Carl Stalling, Zorn considers this to be his finest and most personal take on cartoon music to date, a genre that has influenced him deeply.

Лишив музыку Карла Сталлинга, утверждает Зорн, привычного сопровождения в виде героев мультиков, их диалогов, можно «войти в аб​солютно новое измерение: вы постоянно выбиваетесь из равновесия, но во всём этом есть нечто странно знакомое...»

Охотно признавая, что может сохранять внимание лишь нена​долго, Зорн конструирует музыку так, чтобы отразить нарастающий темп информационного потока.

В целом, индивидуальные усилия исполнителей неотъемлемы от успеха каждой пьесы, так как их музыкантские индивидуальности словно бы становятся отдельными музыкальными элементами, подобно аккордам, метру, темам, — и все это оркеструется композитором.

Подобные произведения очень трудно исполнять живьём, поэто​му большинство крупных композиций Зорна существуют лишь в виде записи, смонтированной «момент за моментом» в студии.

«В некотором смысле, — говорит Зорн, — правда, что моя музыка идеальна для людей нетерпеливых, ибо в ней спрессована информация, которая меняется очень быстро».

	John  ZORN
	Filmworks VIII
	1997
	65:06
	label: Tzadik (NYC)

Augmenting the exciting Masada String Trio with Anthony Coleman, Marc Ribot and pipa virtuoso Min Xiao-Fen, Zorn’s Masada music has never sounded as beautiful or as evocative as in this soundtrack for a film documentary about the Jewish refugees who escaped Nazi Germany by resettling to Shanghai.

Also included is a quirky all-percussion score for Ela Troyano’s exotic gay porno film Latin Boys Go To Hell, featuring the driving rhythms by Cyro Baptista and Kenny Wollesen.

“The Port of Last Resort”:

recorded and mixed by JIM ANDERSON at AVATAR STUDIO NYC Nov. 9 1997.

Mark Feldman [vln]; Marc Ribot [g]; Erik Friedlander [cello]; Min Xiao-Fen [pipa]; Greg Cohen [b]; Anthony Coleman [p].

1.
TEQIAH

2.
SHANGHAI

3.
EMUNIM

4.
RUAN guitar version
5.
EBIONIM

6.
AHAVAH

7.
RUAN pipa version
8.
LIVANT

9.
OR NE’ERAV

10.
SHANIM

11.
RUAN solo piano
The Port of Last Resort is a remarkable documentary about the Jewish refugees who emigrated to Shanghai from Nazi Germany in the 1930's. Musically this was a perfect chance to call up Min Xiao-Fen, who I had met earlier in the year. One of the world's greatest virtuosos on the pipa, I had the pleasure of hearing her solo concert and immediately hooked her up with Derek Bailey for a CD of duo improvisations on AVANT. Relatively new to improvisation, with a little encouragement she took to it at once and continues to perform with Derek around the world and with me at my regular improv evenings. As a special guest with members of the Bar Kokhba project, her sensual tone adds just the touch conveying the curious crossroads of Chinese and Jewish cultures that took place at this special time and in this special place. It is an honor to have her play this music.

SHANGHAI, OR NE'ERAV and RUAN were written especially for the film. EMUNIM and AHAVAH developed during rehearsals for Makigami Koichi's Japanese production of Richard Foreman's The Mind King and were performed in the play by the great William Winant on percussion and myself on harmonium. The other four compositions were drawn from the over 200 tunes that comprise the Masada book, chosen here to portray the range of moods and emotions felt by the ex-patriots in their safe but unfamiliar haven so far from home. Inappropriate for the regular Masada quartet, these pieces have never been heard before and receive delicate and passionate performances by five of my very favorite musicians. These guys are amazing and can play anything you put in front of them. Although they come from very different backgrounds, their commitment to a common goal is intense and the interplay is often telepathic. The beautiful sounds of their instruments are captured with depth and sensitivity by Jim Anderson. who has recorded all the Masada CDs and many of my recent projects. Jim and Kaz are a real team and I thank them both for all they've done to make my projects sound as good as they do. This recording is one of my best.
“Latin Boys Go to Hell”:

recorded and mixed by Jason Baker at Creative Audio NYC July 22 1997.

all music composed and arranged by JOHN ZORN

mastering by ALLAN TUCKER at FOOTHILL DIGITAL, NYC
design by IKUE MORI

notes by JOHN ZORN

produced by JOHN ZORN

associate producer – KAZUNORI SUGIYAMA

Cyro Baptista [perc]; Kenny Wollesen [d, vibes, perc].

12.
DESEO
2:28

13.
MENTIRAS
2:15

14.
ANSIEDAD
2:55

15.
LOCURA
2:47

16.
SANGRE
1:02

17.
OLVIDO
2:21

18.
ENGAÑO
2:25

19.
TRAICIÓN
2:25

20.
ILUSION
2:43

21.
LAGRIMAS
4:14

The story behind the making of this music is a long, twisted and painful one. After seeing the film my feeling was that someone else would probably do a much better job of scoring than I, so I suggested to Ela (a friend of over 20 years) that she should give a call to Marc Ribot, who was immersed in Latin music with his Postisos project. Ela seemed determined to have me do the job and would not be swayed. I began to rethink the project. A week later, inspired by the idea of doing an all-percussion score, I called Ela with my new approach. Of course by this time she had been doing some thinking as well and had decided that Ribot was in fact a great idea, so why not include him in the band? Percussion alone seemed completely inappropriate to her. Back and forth it went on a variety of subjects until finally, exasperated and frustrated I bowed out of the whole thing.

Over a month went by and I thought to give a call in to Ela to see what she finally opted for and how the project was proceeding. Not at all, it turned out – Ribot hadn't even been contacted and no one had been hired. I told Ela that if she still wanted me to do the music, that I would deliver the percussion score on one condition: that no one contact me until it was completely recorded. She agreed and seemed to love the results. Cyro as always was a blast to work with and Kenny knocked us both out with his dynamic vibraphone playing. What incredible musicians these guys are – and how well they work together. Once we got into the studio this was a fucking party – complete with a Korean buffet of chapchae, pajun, mandoo gui, yang bulgogi, wang kalbi, jae yook gui and the like. Needless to say, the score was barely used in the final cut, Ela opting instead for a potpourri of lame rock and generic disco. I asked for my credit to be changed.

	John  ZORN
	Filmworks XI: "SECRET LIVES" – hidden children and their rescuers during WWII
	1998
	54:18
	label: Tzadik

MARK FELDMAN – violin; ERIK FRIEDLANDER – cello; GREG COHEN – bass; VANESSA SAFT – voice on tracks 1, 10; JAMIE SAFT – piano on track 14.

This is an extremely satisfying score, with some beautiful new Masada tunes (Hatzalab, Ba'adinot, Kavana, Motzee) and moments of mystery (Drama) I'm sure to return to in future projects. It's unclear how much of this music will actually end up in the film, but I am truly grateful to Aviva for asking me to do this music, and for letting me follow my instincts.
- JOHN ZORN

	John  ZORN
	Filmworks XII:

"Three Documentaries"

(2002 Volume Two)
	2002
	61:29
	label: Tzadik

HOMECOMING: John Zorn [organ, glass harmonica, wurlitzer piano]; Jamie Saft [wurlitzer piano on track 2]; Mark Feldman [vln]; Jennifer Charles [voice on track 1].

SHAOLIN ULYSSES: Marc Ribot [g]; Min Xiao-Fen [pipa]; Trevor Dunn [b]; Cyro Baptista & Roberto Rodriguez [perc].

FAMILY FOUND: Erik Friedlander [cello]; Jennifer Charles [voice].

The popular Film Works series is a microcosm of the Zorn universe.
A touch of minimalism laces the score to a film on the East Village dance scene. Haunting and childlike, the music for a documentary on outsider artist Morton Bartlett is tenderly scored for voice and cello. Finally guitarist Marc Ribot goes head to head with Chinese pipa virtuoso Min Xiao-Fen for a film on the lives of Shaolin Monks now living and teaching in America.
Obsession, culture clash and minimalism from the crucible of John Zorn and his circle of creative musicians.

HOMECOMING: directed by CHARLES DENNIS
Directors often call me about licensing music for their films. The story is always the same—they've been using some pieces as "temp" tracks while editing and have gotten overly (I should say obsessively) tied to it. It's good to be accomodat-ing to students and underground filmmakers who have a limited budget and are literally trying to create something out of nothing. But an original film should have original music. It's that simple.

When Charles Dennis called me about his PS 122 dance documentary, I was delighted. For over twenty years, PS 122 has been an important East Village venue, and they've been supportive and enthusiastic about my work from the very begin​ning, presenting my collaborations with dancers Pooh Kaye and Sally Silvers, early game pieces (Darts was premiered there back in 1983), and improvisation festivals.
For the soundtrack, I decided to create a wide variety of moods, textures and rhyth​mic feels appropriate for dance. Three of them function almost like a set of etudes on early minimalism, a music I absorbed and even mimicked when I was a teenag​er in the late sixties/early seventies. Checking out Phil, Steve, LaMonte and Terry in the galleries of Soho and oddball venues around New York was a formative influ​ence, and although I eventually decided not to jump on the "bandwagon", but to react against it with a much more Maximalist approach (creating a world that enbraced all the various musics I loved), much of modular/minimal/repetitive music stays with me today and can be heard in pieces like Redhird, Duras and Amour Fou.
Someday I'll have to release a CD of my earliest "minimal-influenced" recordings and compositions, dating from 1968-1973. Another, perhaps vital piece of the puzzle. Zorn, the minimalist. Who knew?

SHAOLIN ULYSSES: directed by MEI-JUIN CHEN and MARTHA BURR
This project was particularly challenging because it was very hard to get a handle on the film's point of view. After speaking with the directors it was clear that they had the utmost respect for their subject and in no way wished to depict them in unfavorable light. The story itself, however, posed certain cross-cultural dilemnas that left me unsure whether the music could actually accom​plish what I hoped it would. Shaolin monks now living and teaching in the United States seems a beautiful tale to tell, but when the locations are Brooklyn, Texas and Las Vegas, it can be difficult to avoid caricature and stereotype.
The temp score initially cued to the rough cut contained a real potpourri of musical styles from salsa to hip hop, jazz to Chinese traditional, following the various monks' new lifestyles in the new world. This literal reading of what was happening on-screen disturbed me as it reduced the film to a kind of cartoon. On the surface a comedy, but on further reflec​tion more of a postmodern tragedy. My feelings were that the film would be much better served if the music enhanced not what was already on the screen, but what was behind it: the emotions the monks felt as they were thrown into what was for them very alien environments, their commitment to their art and struggles to adapt to a strange new world.

To capture their very special spirit I kept the instru​mentation very intimate, interweaving Min's pipa with Ribot's acoustic guitar. One of the big blasts of this recording is hearing these two master musicians going at it head to head. The end result was more successful than I could have imagined, blending two very differ​ent cultures in a remarkably organic whole. With echoes of Morricone, Joao Gilberto and King Hu, this turned out to be one of my best film scores.
FAMILY FOUND: directed by EMILY HARRIS

Morton Bartlett is one of the greatest of the recently discovered "outsider artists". In a sense his reputation has been hidden in the shadow of Henry Darger, but his work is hauntingly unique, personal and technically brilliant. For lack of a family, he literally created one in perfectly-proportioned half-life size children's dolls which he dressed in handmade clothing, positioned with handmade props, and then skillfully photographed in a variety of settings, the lighting often strikingly dramatic. I first discovered his work at the Outsider Art Fair in New York in the mid 1990s, and was instantly hit by the startling combination of innocence and dan​ger, so reminiscent of Joseph Cornell and Hans Bellmer.
Marion Harris, the dealer who first discovered his work and has spent many years promoting it, is a wonderful woman with endless enthusiam, a warm heart, and a delight in life that's hard to find. She's a beautiful soul and we fast became friends. When she told me her daughter was making a documentary on Bartlett's life and work I quickly volunteered my services to do the music. In it, I've tried to capture that same sense of innocence, danger and longing that I find so compelling in his work.

	John  ZORN
	Filmworks XIII:

"Invitation to a Suicide"

(2002 Volume Three)
	2002
	57:44
	label: Tzadik

Marc Ribot [g]; Rob Burger [accordion]; Erik Friedlander [cello]; Trevor Dunn [b]; Kenny Wollesen [vibes, marimba, drums].

2002 proves to be a watershed year for Zorn, with tnis being his fifth film score in three months. Here, a taste of Ennio Morricone, Astor Piazzola, French musette and Nino Rota make up what is perhaps his greatest film score to date. At times bizarre, haunting, exhilarating and powerful, the lush sonorities of this dynamic group will surprise you as much as it did Zorn himself.
A romantic new lyricism. A remarkable new direction. Unexpected, inevitable and absolutely essential.

"Invitation to a Suicide" by Loren Marsh:

In the tradition of absurdist black comedies like Fargo and the classic Harold and Maude, Invitation to a Suicide is about a man selling tickets to his own suicide to save his father's life.

As time goes on I find myself playing the saxophone less and less and composing more and more. Maybe this is because I find it harder and harder to surprise myself on the horn. After all, I haven't practiced since 1981, and warming up has become the minimal ritual of simply putting on the next reed in the box and blowing one phrase on it.
But composition and recording, even after forty years of it, continues to be a constant, never-ending outlet of surprise, inspiration and experiment. The session that produced this music was one of those rare, ecstatic moments in a musician's life when everything comes together to create something you never thought you were capable of. A magical blend of just the right musicians, the right orchestration and the right compositions under the direction of someone who knows how to take care of business. (Ribot calls me the Zen master of getting things done.)

This score came about in the usual way, a phone call from the director (Loren Marsh.) What impressed me was that he wanted the music in advance, before the editing began, so he could cut the film to the music in the Morricone/Leone tradition. How could I pass on such a chanced After seeing some of the rushes I was unsure whether I was really the right guy. I had already written much of the music, which had an elegance that seemed at odds with the punky, rough-hewn style of the film. Loren assured me that elegance was what he wanted and we listened to a variety of pre​vious work I had done for films trying to understand each other's perspective. I wasn't convinced. I'm not a composer-for-hire. Money is paid, but it's never the reason or the moti​vation. My reason, my reward, is the work itself. My work done my way. I do what I want to do and fuck everyone else.
Weeks seemed to go by and I felt that the project had pretty much died, but some​thing kept drawing me back. The film images kept interacting in my brain with the music I had written.
Revisiting the compositions, I began tweaking a few details, adding a note here and there, changing a few harmonies and rhythms and somehow everything came together—it all made sense. I began telephoning to put the band together and miraculously the musicians were available. We went into the studio the very next day.
Working with me has become a kind of downtown rite of passage because I'm a fucking maniacal slave driver. A man possessed. I will work musicians harder than they have ever worked before, intensely and relentlessly, demanding com​plete concentration and uncondi​tional loyalty. But when I get it, I give all the loyalty, support, love and appreciation I have in return. The intense focus and musician​ship on this session was unparal​leled. Everyone is in top form here, and play with a collaborative maturity that makes these recordings much more than the sum of their parts. It sounded like a band that had been together for years, with Trevor's ever-deepening tone, Erik's soaring lyricism, Kenny killing us on the vibes, and Ribot. How can anyone ever say enough about Ribot? His name has become synonymous with twisted genius.
From the beginning I knew Rob Burger was going to be the lynch pin of the sound. I had heard him play with the Tin Hat Trio and was blown away by his floating sense of time, his lyricism and remarkable control of the subtlest nuances of tone and touch. He can do it all—musette, tango, jazz, cajun, blues, but as with all masters, he does it in his own unique way, with his own unique sound. This was the first time we had ever worked together, but he blended with musicians I've been working with for over a decade like he'd been there all along.

Conducting this music I experienced a special exhilaration reserved for what some might call "pivotal" moments. There have been quite a few in my life—finishing Lacrosse (one of my first game pieces)—the long week recording Spillane—writing the first hardcore piece for Naked City—in the studio with Kristallnacht—the first Masada concert—composing my violin concerto Contes de Fees. These beautiful moments seem magical, perhaps divinely inspired. When we left the studio that night, everyone knew that something very special had happened. This music is not only one of my best film scores, it was one of those 'moments.' — JOHN ZORN

	John  ZORN
	Film Works XIV
	2003
	53:35
	label: Tzadik

"Hiding and Seeking"

Marc Ribot [g]; Kenny Wollesen [d]; Trevor Dunn [b]; Cyro Baptista [perc]; Ganda Suthivarakom [v].

All music by John Zorn

rec. 2003

	John  ZORN
	COBRA
	1991 
	59:25 53:25
	label: hat ART

1st CD – studio version; 2nd CD -  live version. Recorded 1985-86. 

STUDIO VERSION   CD 60401:
Jim Staley – trombone
Carol Emanuel – harp
Zeena Parkins (см. Zeena  PARKINS, тж. с: Butch MORRIS) – harp
Bill Frisell (см.) – electric guitar
Elliott Sharp (см.) – doubleneck guitar/bass, soprano guitar, voice
Arto Lindsay (см.) – electric guitar, voice
Anthony Coleman (см.) – piano, harpsichord, celeste, Yamaha organ
Wayne Horvitz (см.) – piano, Hammond organ, celeste, DX7
David Weinstein – Mirage sampling keyboards, celeste
Guy Klucevsek (см.) – accordion
Bob James – tapes
Christian Marclay (см.) – turntables
Bobby Previte (см.) – percussion
John Zorn – prompter
Recorded May 9, 1986 at Radio City Studios, New York City

Every advance in the aesthetics of composition – whether evolutionary or revolutionary – has required an equal reconsideration of the music's notational identity. Basic information is conveyed from composer to performer via notation of one sort or another; the medium of symbols and verbal indications (for tempo, expressive accents, etc.) has remained relatively consistent from Bach's time to the 20th century, though it has been modified over the years, usually to attempt a more precise rendering of the composer's wishes.
Though isolated deviations from the notational norm existed in the first half of this century – witness Erik Satie's unbarred measures and wild interpretive instructions, the Italian Futurists' unorthodox scoring (especially for the use of unconventional noise-makers), Charles Ives' idiosyncratic demands, and the like – the major rupture occurred in the 1950s. Composers like John Cage and his "crowd" (Morton Feldman, Earle Brown, and Christian Wolff), plus the generation of European revolutionaries that inclu​ded Pierre Boulez, Karlheinz Stockhausen, Mauricio Kagel, and Luciano Berio, among others, sought not only new, expanded opportunities for compositional expression, but, more radically, to rethink and rein​terpret the relationship between composer and performer.
This manifested itself in various ways. Perhaps partially due to the simultaneous struggle for demo​cratic, social, and civil rights, "new music" composers thought to loosen the shackles of the performer, to allow them additional freedom to determine the development, details, or shape of a given piece of music. To some, like Boulez, this meant experimenting with aleatoric elements, arranging scores that gave the performer a freedom of choice – or chance – in, say, the ordering of segments of material (though to what degree, and the amount of actual notated music, varied from composer to composer). Aleatory music was enormously trendy during the hip '50s and early '60s, and many forms of "open" notation were devised and almost as quickly discarded. What remained consistent in aleatoric scores, however, was the fact that the composer controlled, to a large extent, how the music would sound, though the performer could decide upon many of its specific – usually structural – details.
John Cage, carrying the reconsideration of the roles of composer and performer even further, popu​larized the practice of indeterminate scores – notation (sometimes in the form of graphs, drawings, or nonsymbolic suggestions) which would instigate the creation of sounds which could not be predicted in advance. Christian Wolff characterized this approach by saying that "A composition must make possible the freedom and dignity of the performers. It should have in it a persistent capacity to surprise even the performers themselves, and the composer."
What both of these styles did, to a greater or lesser degree, was to reject the deification of the com​poser and the idolatry of the score prevalent in the "Romantic" 19th century. Variations of aleatory and indeterminate practices ultimately flourished (for a compilation of the remarkable variety of notational possibilities, including dramatic calligraphic and visual designs, see Notations, edited by John Cage and Alison Knowles, published in 1969 by Something Else Press). These ranged from thoroughly notated scores with minimal performer input to brief whisps of poetic text meant to inspire the performer... and everything in between.
A few of these trends are relevent to John Zorn, and COBRA. COBRA is, according to Zorn, a "game piece," with rules, as a game has rules, but also intimating the sense of amusement, activity, whimsy, and lightheartedness that playing, or watching, a game implies. While Zorn has created a specific, unique format for COBRA, other composers have previously devised their own "musical games." Mozart, for example, based a composition on throws of dice. More to the point are works like lannis Xenakis' Duel (1958-59) and Strategie (1962), which pit groups of musicians in intentionally competitive settings, or Henri Pousseur's Reports (1960-65), described by its composer as "A set of rules to play and with musical material which permits them to respond, with a certain margin of improvisation, to all the situations into which the game puts them." Zorn himself acknowledges that the sound spectrum (a "systematic alienation of conventional instrumental sound..." via extended, distorted techniques com​bined in unpredictable, wacky ways), if not the compositional attitudes, of Mauricio Kagel was at one time very influential on his composing – and in 1964 Kagel "dreamt" a piece entitled Match, ostensibly a "sporting" contest between two cellists with a percussionist acting as "umpire." (Then too, Kagel is the auteur of Ludwig Van (1971), a musical montage which jump-cuts between fragments of Beethoven's music, rearranging and juxtaposing elliptical excerpts in a fashion reminiscent of Zorn's later speed-collages.)
One of the things that sets COBRA apart from these, primarily aleatory, scores, is that Zorn has notated or indicated absolutely no music for COBRA – meaning that he has abdicated all control of the music's sonic origin to the improvisors in the ensemble... or, perhaps more accurately, he has adopted a form of "remote control" which, like its namesake, allows him to initiate changes in the "program​ming" (by means of the rules he has concocted) but in no way determine what will be presented. Again, other composers have attempted to collaborate with improvising musicians – or, more frequently, musi​cians who, though inexperienced at it, are requested to improvise. Christian Wolff (in his Prose Collec​tion), Robert Ashley (in various early '60s "word scores"), and notably Karlheinz Stockhausen have, among many others, formulated what Stockhausen has called "intuitive music." Unfortunately, most of these such pieces are naively simplistic enough to be identified closer to the Fluxus school of improvi​sation – a '60s phenomenon which included such participants as Yoko Ono, Nam June Paik, La Monte Young, and, by eventual extension, the British Cornelius Cardew and his Scratch musicians – which specialized in events that stressed theatrical (especially Dadaist) philosophies, and any musical result was incidental.
What many of these composers failed to realize, however (and it is a measure of Zorn's success that he has so shrewdly understood), is that as surely as new compositional aesthetics require new aspects of notation, they also require new aspects of musicianship. While many instrumentalists trained in Euro​pean classical music – even those fluent in serial, atonal, or aleatory scores – may be expert in contem​porary techniques, they do not necessarily possess the sensibility to improvise a coherent, inventive piece of music. When Earle Brown or Morton Feldman created scores that demanded melodic invention (or graphic interpretation), they were typically performed by conventional "new music" practitioners
who, quite naturally, fell back upon their accustomed procedures, so that the music had a tendency to sound, paradoxically, ultra-controlled, rather than spontaneous, Conversely, when composers like Frederic Rzewski, Alvin Curran, or Elliott Schwartz require an improvisatory voice in one of their pieces, it is generally an improvisor like Steve Lacy, Evan Parker, or Marion Brown, and the music is energized accordingly.
Likewise, COBRA may share a spiritual/intellectual kinship with works by Brown or Feldman (music as "an environment for potential," as Earle Brown put it), or fall into Eric Salzman's description of post-Cagean "live performance pieces" which "...are basically programs for activities, -  they renounce all spe​cific control of actual sound results but merely define the limits of choice, the possible field of activity, and the impossibility of prediction." And yet there are substantial, underlying, essential differences –based not in what Zorn intends for his musicians to play, but who is participating and how he inspires them to creatively interact.
COBRA is based on an oxymoronic premise: complete freedom of the individual within exacting "game" rules. What these rules enforce, however, is not a limitation or direction of individual activity, but a social condition which makes of the musicians a community, demanding that they be conscious at all times of their interaction, of behavior patterns, of the result of their actions. It is not a attempt at compositional self-expression or even self-discovery. It is not intended to create an independence of musical parts (as is common in contemporary classical works espousing "freedom"), but a dependency of parts based upon independence of thought – musicians' choices, self-motivated, that work within the game plan. COBRA creates a complex web of relationships; as in any relationship, the personal dyna​mics are in the hands of the participants.
As an indeterminate score, COBRA takes on the character of its performers. With no set perimeters, it is in a constant state of becoming, embracing methods of simultaneity that turn flux into flow by virtue of the ensemble's insight into the process (Zorn's rules). Each performance will undoubtedly be drasti​cally different in sound and structure (notice the completely contrary versions heard here), as the partici​pants bring their own private perceptions, past experiences, instrumental techniques, and interpersonal attitudes to bear on the opportunities the game offers. Fortunately, at least two generations of musicians have developed since the innovative '50s – musicians, such as these, who are comfortable in dealing with a cornucopia of styles, from classical to (irony-inducing) pop, and more importantly, can improvise their contribution according to Zorn's explicit, intricate instructions. The wonder of working with an ensemble of improvisors is that the music is not chaos or anarchy, but their opposites, democracy, inter​active, interdependent. And despite the constant, dazzling shifts in texture, time, and temperament, one senses a purposeful order, a spontaneous organization both humorous and meaningful, in the music's own peculiar brand of logic.
But above all, COBRA is a musical experience. Words cannot convey... blah blah blah. Listen, just listen, and you're liable to find yourself lost in the magic of the game, and the music.
- Art Lange / August 1990

	John  ZORN
	John ZORN's COBRA:

"Live at the Knitting Factory"
	1995
	67:38
	label: Knitting Factory Works (USA), KFW 124

Produced by Anthony Coleman and Norman Yamada

Christine Bard (1,3,7): drums; Anthony Coleman (1,2,3,7,9): sampler; Mark Degliantoni (1,2,3,9): sampler; Curtis Fowlkes (1,3): trombone; Evan Gallagher (1,2,6,8,10): keyboards, sampler, trombone, cornet; Gisburg (1,4,5,7): voice (soprano), mouth organ, tin whistle; Roy Nathanson (1,3,7,9): soprano, alto, tenor; James Pugliese (1,2,7,9): drums, sampler, percussion; Marcus Rojas (1,13): tuba; David Shea (1,2,9): sampler; Doug Wieselman (1): clarinet; Michelle Kinney (2,13): cello, electronics; Tim Spelios (2): CD players; David Weinstein (2): sampler; Brad Jones (3): string bass; Myra Melford (3): synthesizer; Zeena Parkins (3,7): electric harp; Marc Ribot (3,7): electric guitar; Jay Rodrigues (3): alto; E.J. Rodriguez (3,14): drums, percussion; Bill Ware (3): vibraphone; Jeff Buckley (4,5): voice (tenor); M. Doughty (4,5): voice (tenor); Judy Dunaway (4,5,8): voice (mezzo-soprano), electric guitar, balloons; Mark Ettinger (4,5): voice (tenor); Cassie Hoffman (4,5): voice (soprano); Nina Mankin (4,5): voice (mezzo-soprano); Chris Nelson (4,5): voice (baritone); Juliet Palmer (4,5): voice (alto); Wilbur Pauley (4,5): voice (bass); Rick Porterfield (4,5): voice (baritone); Eric Qin (4,5): voice (baritone); Kevin Sharp (4,5): voice (throat); Louie Belogenis (6): drums; Steven Bernstein (6,10,13,14): sampler, trumpet, slide trumpet; Dawn Buckholz (6): sampler; Joe Gallant (6,10): string bass, 6-string contrabass guitar; Randy Hutton (6): synthesizer; Margaret Lancaster (6): soprano, alto; Fred Lonberg-Holm (6,8,11,12): electric harp, tape recorder, CD players, noisemakers, cornet; Vito Ricci (6): electric guitar; Walter Thompson (6,10): alto, baritone, flute; Ed Broms (7): string bass; Tamela Glenn (7): voice (soprano); Lee Hyla (7): sampler; Tim Smith (7): bass clarinet; Chris Wood (7,9): string bass; Bob Lipman (8): electric guitar, bongos, percussion; Leslie Ross (8,11,12): bassoon, electric bassoon, shawm, various reeds; Blaise Siwula (8): alto, trumpet; Kiku Wada (8): electric guitar; David Watson (8,11,12): electric guitar, trumpet; Steve Waxman (8): electric bass, pocket trumpet, percussion; Michael Evans (9,10): drums, percussion; Craig Flanagin (9): electric guitar; K.J. Grant (9,11,12): electric bass, voice (alto); John King (9): dobro; Sharon Topper (9): voice (soprano), noisemakers; John Zorn (9): alto; David Cast Castigilione (10,14): tenor, bass clarinet, baritone saxophone; Allan Chase (10): soprano, alto; Hollis Headrick (10): drums; Rolf Sturm (10): electric guitar; Steve Swell (10): trombone; Thomas Ulrich (10): cello; Nick Balaban (11,12): synthesizers; April Chung (11,12): violin; Paul Hoskin (11,12): baritone; Donna Jewell (11,12): voice (soprano); James Lo (11,12): drums; Makigami Koichi (11,12): voice (tenor); Matthew Ostrowski (11,12): analog synthesizer; Greg Anderson (13): acoustic, string instruments; David Krakauer (13): clarinet, bass clarinet; Frank London (13): trumpet, percussion; Paul Morrissett (13): kaval, gaida, violin; Andrea Parkins (13): accordion; Sebastian Steinberg (13): electric bass; Alicia Svigals (13): violin; Jane Tomkiewicz (13): percussion; Billy Martin (14): percussion, talking drum; Ben Perowsky (14): drums; Adam Rogers (14): electric guitar; Dan Rosengard (14): synthesizers; Danny Sedownik (14): percussion; Paul Shapiro (14): soprano, tenor, flute; Tronzo (14): slide guitar.

1. Hemachatus Haemachatus  2:11

2. Naja Naja Atra  3:40

3. Many-Banded Krait  10:58

4. Taipan  1:30

5. D. Popylepis  3:20

6. Lampropeltis Doliata Syspila  1:30

7. Boomslang  11:07

8. Maticora Intestinalis  6:13

9. Acanthopis Antarcticus  4:00

10. Hydrophiidae  5:42

11. Ngu Sam Liem  0:53

12. Ophiophagus Hannah  1:25

13. Boulengerina   5:23

14. Laticauda Laticauda  2:58

(1) recorded in January 1992 at the Knitting Factory, New York

(2) recorded in February 1992 at the Knitting Factory, New York

(3) recorded in March 1992 at the Knitting Factory, New York

(4,5) recorded in April 1992 at the Knitting Factory, New York

(6) recorded in May 1992 at the Knitting Factory, New York

(7) recorded in June 1992 at the Knitting Factory, New York

(8) recorded in July 1992 at the Knitting Factory, New York

(9) recorded in August 1992 at the Knitting Factory, New York

(10) recorded in September 1992 at the Knitting Factory, New York

(11,12) recorded in October 1992 at the Knitting Factory, New York

(13) recorded in November 1992 at the Knitting Factory, New York

(14) recorded in December 1992 at the Knitting Factory, New York

	John  ZORN
	COBRA:

Tokio Operations
	1995 
	50:58
	label: Avant (Tokio). Rec. in Tokio, 1994

Makigami Koichi (см.) [prompter]; Kinoshita Shinichi [shamisen]; Takei Makoto [shakuhachi]; Maruta Miki [koto]; Isso Yukihiro [nokan, dengakubue]; Tanaka Yumiko [gidayu]; Nakamura Hitomi [hichiriki]; Ito Taeko [ortin doo]; Uemura Masahiro, Senba Kiyohiko [perc.]; Uchihashi Kazuhiza [guit.]; Mekken [bass]; Yamamoto Kyoko [voc]. 

Music by John Zorn.

  “After 10 years and over one hundred performances of Cobra, it is delightful to find that musicians can still find a new wrinkle in performing it. The musicians here, among the most exciting and creative on the Tokio scene, provide such a wrinkle. In a world of Cobras, this one stands apart. One of a kind. There has never been a Cobra like this one.” — JOHN ZORN.

  “Кобра — это такая ядовитая змея, а Джон Зорн — такой музыкант, который очень любит пошуметь с фри-джазом. Ну а если две эти вещи объединить, да ещё и на японской почве — представляете, что получится ?  Дикий, нечеловеческий ужас, изобильно приправленный восточной экзотикой. Причём не какими-нибудь игрушечными пагодами, гейшами и прочими атрибутами чайной церемонии, а настоящими японскими инструментами, о которых на западе музыковеды слыхом не слыхивали. Вот вы, например, знаете, что такое гидайю или хичерики ?  Я, впрочем, тоже не знаю, но это и не важно. Главное, какую музыку на этих хичериках исполняют. Так вот, “Кобра” — это музыкальная пьеса в шести частях, написанная самим Зорном и исполненная японскими музыкантами. Этакая встреча Запада и Востока в палате для буйнопомешанных. Изящнейшие вставки, исполненные на национальных инструментах, прозрочные, как японская живопись, переходят в ураганный фри-джаз, хаотичная игра саксофона и обезумевшие ударные напоминают тайфун, начавшийся в Японии и переместившийся в голову слушателя. Сначала этот “микс” пугает и злит, но постепенно в нём возникает некая удивительная гармония — настоящее преодоление музыкальных и культурных границ, объединение традиций, не имеющих, казалось бы, ничего общего. Мне “Токийские Операции” напомнили японскую средневековую литературу, где яростные и безудержные в битве воины превращаются в утончённых поэтов и готовы часами наслаждаться цветением лилий. Как сумел создать Джон Зорн настолько гармонический хаос ?  — Триумф самурайского духа в фри-джазе.” 

--Звук.

	John  ZORN
	COBRA:

"John Zorn's Game Pieces (1984) vol. 2"
	2002
	58:36
	label: Tzadik

rec. 1984

John Zorn: trumpet

Jennifer Choi: violin

Trevor Dunn: bass

Marcus Rojas: tuba

Jamie Saft: keyboards

Susie Ibarra (см.): drums

Mark Feldman: violin

Mark Dresser (см.): bass

Ikue Mori (см.): laptop computer

Sylvie Courvoisier: piano

Derek Bailey (см.): guitar (3,5)

Erik Friedlander (см.): cello

Josh Roseman (см.): trombone

Annie Gosfield (см.): sampler (except 3,5)

Cyro Baptista (см.): percussion

1. Pendet

2. Tabanan

3. Uluwati

4. Tamangiri

5. Paras

6. Sangeh

7. Penganggahan

8. Raksasa

9. Goa Gajah

	John  ZORN
	News For Lulu
	1988 
	73:48
	label: hat ART

John Zorn [a s], George Lewis (см. в 'Jazz') [trb], Bill Frisell (см. в 'Jazz') [g]. – plays the compositions of Kenny Dorham, Hank Mobley, Sonny Clark, Freddie Redd. 

Трио Zorn'a исполняет хард-боповые пьесы сочинённые в 50-х-60-х годах музыкантами, работавшими в то время на фирме Blue Note. 17 композиций, записанных в студии, дополнены концертными версиями трёх из них, записи сделаны в августе 1987 г.

On News For Lulu, John Zorn, George Lewis and Bill Frisell have arranged the works of Kenny Dorham, Hank Mobley, Sonny Clark [см. тж. SONNY CLARK MEMORIAL QUARTET], and Freddie Redd. The project is less a tribute than an attack on a couple of problems. Many of us live in a world where information is easily available. With the means, it's easy to become an expert on Stockhausen, the Barkays, Hank Mobley, and Agnostic Front. It's also possible to like them all and lo feel that in an essential way, they represent an aspect of our collective background as Americans, regardless of age or racial parochialisms. The hard part comes in processing the information: what do you do with all this stuff, anyway? Instead of attempting a reproduction—a tacit admission that the music has died—John Zorn and the group have decided to honor it by using hard bop as a base from which to build their own ideas on improvisation, arrangements, melodies.

But we also live in an age where that information gets debased and ignored, often for reasons of race or class. So News For Lulu places John Zorn and the group right at the nexus of two essential currents. In unleashing his obsession with the hard bop masterpieces, Zorn shows us, by contrast to his other successful projects (everything from game theory recordings to his interpretations of Ennio Morricone's music), that it's possible to make coherent statements without being limited by genre—an obvious enough metaphor for an individual overcoming the immensity of America. And by focusing on a narrow bit of musical history—the Blue Note sound of the late '50s—and placing emphasis on the compositions of musicians most often thought of as improvisers. Zorn begins the process of restoring Dorham, Mobley, Clark, and Redd to their rightful positions. Zorn has heard the truth: the hard bop sessions on Blue Note produced a brilliant combina​tion of contrasting meters, ostinatos, and blues feeling mediated by the sophistication of bebop. They produced an extraordinary variety of emotions, and continue to define small group dynamics to this day.

All of which carry over on these tracks, Zorn and the group have latched on to the salient traits of each of the 20 tunes (obscure ones, too, Zorn picked: all part of his program to haul the overlooked and marginal into the mainstream) and brought them to the forefront of the arrangements. Without a rhythm section, they expose the way the tunes work, making them even more intense, and taking the project immediately out of the constraints of the jazz tradition. But Zorn also has some other ideas: in the instrumentation, recalling the early, classic Atlantic records by Jimmy Giuffre (featuring Jim Hall on guitar and Bob Brookmeyer on valve trombone), he's working to get a yearning, almost opaque swing. The lightness is toughened up by the material, and also by the Colemanesque Free Jazz improvisation that makes up the bulk of the playing. The short tunes, reflecting Zorn's current obsession with hardcore, help make this an endlessly listenable record.

One further act of reclaimation: the improvisations use all aspects of the compositions. Where the solos on the original records stay close to the chord changes for inspiration, these break down the components of the tunes for ideas. You hear the ostinatos serving as signposts, the melodies pop up, motifs get repeated. Use is the greatest complement one generation can give another, and Zorn has made sure that every drop of these wonderful compositions gets worked over, observed, and finally, understood.

— Peter Watrous, 10/87

A a saxist, Zorn's love of bebop was first displayed on the admirable Sonny Clark Memorial Quartet's Voodoo (Black Saint 0109). On News For Lulu, he and his cohorts take the concept another step beyond. Though the compositions—chosen with a devoted and discriminating eye from the rich, if unjustly neglected songbooks of Clark, Freddy Redd, Hank Mobley, and Kenny Dorham—retain their boppish flavor, they are of necessity redefined by the striking instrumentation: alto sax, trombone, and guitar. Airy and eloquent, the trio can play it close-to-the-vest (when Lewis' trombone "walks" a bassline and Frisell's guitar comps chords) or break free into contrapuntal abandon, energized every step of the way by bebop's enthusiastic buoyancy and an added jolt of '80s adventurism.

Together, Frisell, Lewis, and Zorn create a pleasing variety of tone, texture, and temperament: the trombonist's blustery assurance and technical mastery matching the urgent optimism of Zorn's piping alto (reminiscent, at times, of the late Ernie Henry's exuberant, ricochet phrasing). If Frisell's occasional reticence is problematic, his function is primarily to blend the three instrumental colors into harmony and, rhythmically, prevent his cohorts from flying off into space.

News For Lulu is an entertaining disc, and an important one. It reminds us that the ranks of post-bop players produced a number of great blowing tunes with witty or lyrical turns of phrase; it rescues these tunes from oblivion while communicating the joy and exhilaration at their essence, and shows that a fresh, imaginative, and fearless attitude can revitalize such material without mimicking older performance styles. It also provides yet another view of John Zorn, one of the '80s most important artists, who with each recording continues to surprise and, delight.

—Art Lange (Down Beat), 7/88

George Lewis and Bill Frisell are total musicians. Over the years they have earned legendary status as MONSTERS on their respective instruments. But even those already familiar with their work are in for a shock with this disc, as the naked quality of this drumless, bassless band spot-lights their incredible musicianship and deep understanding of tradition.

George and Bill have four of the most musical ears I've ever run into. George's beautiful sense of harmony and counterpoint is very much in the foreground here, especially on the heads, and his tonal blend with Bill's guitar is at times almost beyond belief. He also swings his fucking ass off. Frisell's passion for the guitar work of Jim Hall is well known in certain circles: he once described it as "something that was just in there, making everything sound good". Of course he was really talking about himself, and his remark is particularly relevant in the context of this band. When Bill does surface from the trio texture he kills you with one of his tasty country funk lines.

One really could not hope for two more open, creative and sensitive musicians. Two true musical geniuses, masters of improvisational ensemble playing. On many levels, this is a perfect combination of three distinctly different personalities. The sympathy and respect we share is evident on every track. Check it out.

— John Zorn. 3/88

	John  ZORN
	More News For Lulu
	1992 
	77:53
	label: hat ART

Live In Paris And Basel 1989.    New live intepretations of compositions by Kenny Dorham, Hank Mobley, Sonny Clark, Freddie Redd, John Patton [см. тж. jazz section, J.Patton “Minor Swing” – вместе с J. Zorn и др. – великолепное исполнение джазовой традиции], Misha Mengelberg. 

Концертные версии композиций, студийные варианты которых опубликованы на альбоме "News For Lulu" + две новые пьесы. Несмотря на полную идентичность материала и состава этот альбом отличается от предыдущего более свободным исполнением, музыканты больше импровизируют.

	John  ZORN
	MASADA:

Alef [1]
	1994 
	60:34
	Down Beat 48th Annual Critics Poll: Acoustic Jazz Group Of The Year (2000)
Все диски проекта изданы на: label: DIW
John Zorn [as], Dave Douglas (см. тж. в секции ‘Jazz’) [tp], Greg Cohen [b], Joey Baron (см. в 'Jazz') [d].

Dave Douglas и Joey Baron – см. тж. с: Uri CAINE

Joey Baron – см. тж. с: Vinicius CANTUÁRIA

Greg Cohen – см. тж. с Mitchell Froom; тж. с Randy Newman в секции ‘Jazz’; Susana  BACA (в ‘Latina’); Tom WAITS;
“Пусть вас не удивляет странное сходство в звучании названия этого альбома и наименовании разведывательной службы государства Израиль. Джон Зорн использовал  в качестве музыкальной основы еврейские фольклорные мелодии (разведка и фольклор — одного поля ягоды?). И тут начинается самое интересное: традиционные музыкальные темы многострадального народа не только не потеряли своей первозданной самобытности, но и придали рациональному сумасшествию Джона Зорна, Дэйва Дугласа, Грэга Коухэна, и Джоя Бэйрона характерный национальный колорит. Сошедшиеся в стихийном противоборстве альт – саксофон, труба, контрабас и барабаны не смогли разрушить вековую тайну избранного народа. Культурные слои тысячелетней давности, пропустив через себя дождевую влагу современного эксперимента, превратили её в чистейшую “живую” воду для истинных ценителей фри-джазовой эстетики. На вкладыше к этому диску вы можете видеть обрывки обгоревшего манускрипта, испещрённого таинственными значками, выжжееную землю Палестины и священную гору Синай. Пространство фотографического изображения двухмерно, но отныне у вас есть возможность обмануть неумолимые законы точных наук. Включите “Masada” и вы получите новую многомерную реальность, результат нахождения в которой зависит только от вашей фантазии.” –”Звук”

	John  ZORN
	MASADA:

Beit [2]
	1994 
	59:35
	

	John  ZORN
	MASADA:

Gimel [3]
	1994 
	59:39
	

	John  ZORN
	MASADA:

Dalet [4]
	1997 
	18:38
	

	John  ZORN
	MASADA:

Hei [5]
	1995 
	57:10
	****  Down Beat,   april  1996.

There’s a lot of history tied up in this music. And yet, minus the titles and album graphics,  Hei could be heard “simply” as a solid jazz quartet date, albeit with some strong ethnic flavors. At presstime already past their sixth (Vav) album, and with no end in sight, John Zorn Masada is an ongoing project fueled by Zorn’s compositions performed with this same personnel. (Incidentally, the recording quality is fabulous.)  According to the Academic American Encyclopedia, Masada was a “natural rock fortress on the western shore of the Dead Sea in south-east Israel that served as the final outpost for the Jewish Zealots in their revolt against Rome during the 1st century AD.”   Aside from the heavy history, the band is a truly smokin’ unit that combines form and fierceness as one. This music also showcases that side of Zorn the player that is usually obscured by his less jazz-oriented, more structured works. The general feel on Hei, despite the smoke, is one of melancholy if not lament,  the variable rhythms and melodies suggesting a kind of longing. The opening “Paran” sets the stage with images of Jewish wedding band music, followed by “Halisah” and more Middle Eastern melody lines buttressed by a perky bass ostinato, trumpeter Dave Douglas and Zorn intertwining solos, blending and eventually splintering off as they raise the heat. The sad, ruminative “Yoreh” seems like a pause before the band returns to yet another Mideast medium-tempo pulse on “Beeroth,” this time featuring dynamite tom-tom work from Joey Baron (whose playing through-out is outstanding). By now, it becomes obvious that Zorn and Douglas’ thematic unison lines are the pattern, with occasional rubato breaking up what are generally ostinato rhythm beds (the swing pulse comes later). Hei  kicks ass in places, “Hobah” conjuring the sight of an overwound watch turned loose in an Ornette music factory. All hell breaks loose, the Zorn we’ve come to know and love offering his weeping and wailing alto sax next to Douglas’ more tempered blowing, bassist Greg Cohen’s Haden-ish flurries and more toms from Baron. Brief, spritely,  beboppish starts and stops, with fierce double-tonguing from Zorn characterize the very Ornettish (circa early ‘60s) “Lakum,” while Coltrane’s lament “Alabama” is evoked amidst bop interludes and a kind of Ornette / Don Cherry / Charlie Haden conversation on “Makedah.” And “Hafla’ah” closes the program on, of all things, a (relatively) swinging note.  —  John Ephland,  “Down Beat”  april 1996.

	John  ZORN
	MASADA:

Vav [6]
	1995 
	61:08
	

	John  ZORN
	MASADA:

Zayin [7]
	1996 
	60:43
	

	John  ZORN
	MASADA:

Het [8]
	1997 
	60:17
	

	John  ZORN
	MASADA:

Tet [9]
	1998 
	62:16
	

	John  ZORN
	MASADA:

Yod [10]
	1998 
	61:32
	

	John  ZORN
	MASADA:

"Firs Live: 1993"
	2002
	47:09
	label: Tzadik

Zorn: sax

Douglas: trumpet

Cohen: bass

Baron: drums

Piram

Sansanah

Ziphim

Zebdi

Hadasha

Rachab / Lebaoth

Hazor

	John  ZORN
	MASADA:

“Live in Jerusalem”

[2 CD]
	1994
	60:40 51:24
	

	John  ZORN
	MASADA:

"Live in Taipei"
	1995
	73:34 73:02
	label: Tzadik

John Zorn [s]; Dave Douglas [tp]; Greg Cohen [b]; Joey Baron [d].

	John  ZORN
	Bar Kokhba

[2 CD]
	1996
	62:57 65:32
	label: Tzadik

John ZORN & MASADA Chamber Ensembles.

John Zorn [composer, producer]; Mark Feldman (см. тж. с: The Tango Kings в 'Jazz' section) [violin]; Erik Friedlander [cello]; Greg Cohen [b];  Marc Ribot [g]; Anthony Coleman [p]; David Krakauer [clar]; John Medeski [organ]; Mark Dresser [b];  Kenny Wollesen [d]; Chris Speed [clar]; Dave Douglas [tp].

Feldman и Friedlander см. тж. с:  Vinicius CANTUÁRIA
    ‘Masada’ has quickly become one of Zorn’s most popular and adventurous musical projects. These special arrangements for small ensembles of strings, keyboards and clarinets, shed new light on his book of inspiring compositions expanding the Jewish tradition. Featuring some of NYC’s finest musicians, ‘Bar Kokhba’ presents over two hours of dark, passionate and evocative music.

“Masada is a growing book of compositions written by John Zorn, based on scales associated with Jewish music, and is also the name of the ensembles Zorn assembles to play them. The personnel of Masada groups change; however, the best-known includes Zorn on alto sax and Dave Douglas on trumpet.

Although he arranged the music on this two-CD set, Zorn does not perform. Appearing are: Douglas, clarinetists David Krakauer and Chris Speed, guitarist Marc Ribot, key​boardist Anthony Coleman and John Medeski, bassists Mark Dresser and Greg  Cohen,  drummer  Kenny Wollesen, violinist Mark Feldmanm, and cellist Erik Friedlander.

The featured element of this low-keyed, lyrical album is Zorn's arranging, the various colors he pro​duces from tracks using these men in various combinations. No more than four players appear on any track, and there are unaccompanied solos by Coleman, Medeski, and Ribot. 

The album also contains impressive individual performances. Medeski, best known as an organist, turns in excellent acoustic piano work, draw​ing on post-bop, Cecil Taylor, Thelonious Monk, and impressionist classical music. Coleman contributes lovely, introspective piano soloing on "Yechida," and Douglas' piquant muted work on "Sheloshim," his only appearance, makes me want to hear more. Wollesen, Dresser, and Cohen perform with consummate ability.” 

—Harvey Pekar, “Jazziz”

	John  ZORN
	The Circle Maker

[2 CD]
	1998
	67:19 54:54
	label: Tzadik

The second installment of Zorn’s popular BAR KOKHBA project concentrates on two all-star groupings. Passion and virtuosic fireworks abound in this historic set of New Jewish Music at its best.

CD I: “Issachar” – John Zorn & MASADA String Trio: John Zorn [composer, producer]; Mark Feldman [violin]; Erik Friedlander [cello]; Greg Cohen [b].

“So bable rose, from a certain source, sped into space but a true bubbling that bublelike, bubled into the shape that was exposition after exposition centering the call to silence with each sphere of punctuated, something-to-be-said, was said. And those pinpricks of a million calls to silence did call forth a depth that either was not the same depth.” – R. Foreman
1. Tahah

2. Sippur

3. Karet

4. Hadasha

5. Taharah

6. Mispar

7. Ratzah

8. Zebdi

9. Yatzah

10. Malkhut

11. Hodaah

12. Elilah

13. Meholalot

14. Kochot

15. Lachish

16. Shidim

17. Aravot

18. Moshav

CD II: “Zevulun” – expands the trio into a sextet with Marc Ribot [g]; Cyro Baptista [perc]; Joey Baron [d].

“The light of work is a beatiful light, which, however only shines with real beauty if illuminated by yet another light.” – Ludwig Wittgenstein
1. Lilin

2. Hazor

3. Kisofim

4. Khebar

5 Laylah

6. Teli

7. Tevel

8. Eitan

9. Ner Tamid

10. Idalah-Abal

11. Gevurah

	John  ZORN
	MASADA:

“Live in Middelheim”
	1999
	78:31
	

	John  ZORN
	MASADA:

"Live in Sevilla "
	2000
	79:02
	label: Tzadik

John Zorn [s]; Dave Douglas [tp]; Greg Cohen [b]; Joey Baron [d].

Masada's concert in Sevilla is a remarkable string of special moments from beginning to end – a perfect balance of mind, heart and balls.

Intense, tender, beautiful and exhilarating, it features plenty of the telepathic group interaction and attention to detail that has made Masada famous and some outrageous solo excursions by all four members.

Beautifully recorded, this is a must-have for all fans of acoustic jazz and one of Masada's best concerts ever.

	John  ZORN
	MASADA:

"Live at Tonic"

(2 CD)
	2001
	61:05 79:39
	rec.: 2001

John Zorn [s]; Dave Douglas [tp]; Greg Cohen [b]; Joey Baron [d].

	John  ZORN
	Voices in the Wilderness (Masada music)

(2 CD)
	2003
	61:11 63:16
	label: Tzadik

all music composed, performed and realized by John Zorn

disc one:

1. Karaim

  Basya Schecter: oud, vocals

  Shanir Ezra Blumenkranz: bass

  Daphna Mor: recorder, melodica

  Ben Oir: guitar

  Noah Heoffeld: cello

  Meg Okura: violin

  Daniel Fredman: percussion, vocals, shouts

2. Kisofim

  Ben Perowsky: drums

  Uri Caine: piano

  Drew Gress: bass

3. Meholalot

  Jaroslaw Tyrala: violin

  Jaroslaw Bester: accordion

  Oleg Dyyak: accordion, clarinet, percussion

  Wojciech Front: double bass

4. Lakom

  Bruce Ackley: soprano sax

  Larry Ochs: tenor sax

  Jon Raskin: baritone sax

  Steve Adams: sopranino sax

5. Tekufah

  Wayne Horvitz: fender rhodes

  Timothy Young: el guitar

  Keith Lowe: acoustic bass

  Andy Roth: drums

6. Paran

  Glenn Dickson: clarinet

  Gary Bohan: trumpet

  Michael McLaughlin: piano

  Brandon Seabrook: el guitar

  James Gray: tuba

  Eric Rosenthal: drums

7. Khebar

  Kramer: all instruments, voice

8. Nevalah

  Daniel Zamir: soprano sax

  Shanir Ezra Blumenkranz: bass

  Kevin Zubek: drums

9. Abidah

  Jewlia Eisenberg: voice

  Wesley Anderson: percussion

10. Tirzah

   Chris Speed: clarinet

   Brad Shepik: tamboura, el saz, ac guitar

   Skuli Serrisson: el bass, baritone guitar drones

   Jim Black: drums, percussion

   Jamie Saft: organ

11. Peliyot

   Eyal Maoz: guitar

   Avishai E. Cohen: trumpet

   Shanir Ezra Blumenkranz: bass

   Kevin Zubek: drums

12. Shebuah

   Steven Bernstein: cornet

   Doug Wieselman: e b clarinet

   Marty Erlich: bass clarinet

   Doug Wamble: vocals, guitar

   Aaron Johnson: shakers

disc two:

1. Ziphim

  John Medeski: keyboards

  Billy Martin: percussion

  Chris Wood: el bass

2. Avodah

  Jon Madof: guitar

  Shanir Ezra Blumenkranz: bass

  Mathias Kunzli: drums, percussion

3. Rokhev

  Daniel Hoffman: violin

  Moses Sedler: cello

  Paul Hanson: bassoon

  Kevin Mummey: cajon

4. Tannaim

  Mark Orton: guitar, dobro, banjo, percussion

  Carla Kihlstedt: violin, viola

  Rob Burger: accordion, bass harmonica

5. Acharei Mot

  Peter Apfelbaum: organ, tenor sax, percussion

  Hiawatha Lockport: organ

  Charles Burnham: violin

  David Phelps: guitar

  Patrice: bass

  Dafnis Prieto: drums

6. Malkut

  Ikue Mori: laptop electronics

  Sylvie Courvoiser: piano

  Susie Ibarra: drums

7. Kochot

  Mike Patton: all instrument, voice

  William Winant: percussion

8. Jair

  Ben Goldberg: clarinet

  Devin Hoff: bass

  Ches Smith: drums

9. Ne'eman

  Dave Binney: alto sax

  Steve Cardenas: guitar

  Tony Scherr: guitar

  Jesse Murphy: bass

  Brian Mitchell: organ

  Kenny Wollesen: drums

10. Tahah

   Anthony Coleman: piano

   Brad Jones: bass

   Roberto Rodriguez: drums

11. Tiferet

   Jenny Scheinman: violin

   Nels Cline: guitar

   Todd Sickafoose: bass

   Scott Amendola: drums

12. Kedem

   Jamie Saft: keyboards, bass, guitar

   Vanessa Saft: vocals 

	John  ZORN
	Masada Guitars
	2003
	74:39
	label: Tzadik

performed by: Bill Frisell (см.) / Marc Ribot (см.) / Tim Sparks (см.)

	John  ZORN
	The Unknown Masada
	2003
	59:30
	label: Tzadik

"The most beautiful experience we can have is the mysterious." – Albert Einstein

featuring: John Zorn [a s]; Dave Douglas (см.) [tp, fender rhodes]; Greg Cohen [b]; Mike Patton (см.) [v, instruments]; Ikue Mori (см.) [laptop electronics]; Eyvind Kang (см.) [instruments]; Yoshida Tatsuya (см.) [instruments, v]; Erik Friedlander (см.) [cello, mandolin, engineer]; Jamie Saft (см.) [instruments, engineer]; Wadada Leo Smith (см.) [tp]; Trevor Dunn [b]; Dave Lombardo [d]; a.o.

	John  ZORN
	Electric Masada
	2004
	72:32
	label: Tzadik

recorded live at Tonic, September 27, 2003

John Zorn - alto

Marc Ribot - guitar

Jamie Saft - keyboards

Ikue Mori - laptop electronics

Trevor Dunn - bass

Joey Baron - drums

Kenny Wollesen - drums

Cyro Baptista – percussion

1 Tekufah

2 Idalah-abal

3 Hadasha

4 Hath-arob

5 Yatzar

6 Lilin

7 Kisofim
Стратегия и тактика Джона Зорна
В Москву приезжает Джон Зорн, нью-йоркский саксо​фонист, композитор и про​дюсер, ключевая фигура миро​вой музыкальной альтернати​вы. Отметивший в прошлом году свое 50-летие, Зорн вот уже четверть века одинаково убедительно проявляет себя во всех мыслимых и немысли​мых стилях, жанрах и направ​лениях новой музыки.
В начале 70-х юный флей​тист (игравший, впрочем, в школьной группе на гитаре) поступает в приличный музы​кальный колледж в Сент-Луи​се, чтобы научиться сочинять серьезную музыку. Но быстро переходит на альт-саксофон и как-то неожиданно завоевы​вает авторитет даже у мнитель​ных черных импровизаторов-радикалов, считавших новый джаз собственной монополией. Проучился, однако, Зорн не​долго - всего два года, в 1974-м он бросает учебу и переезжает в нью-йоркский Даунтаун. А там вокруг него складывается ко​манда, почти все участники ко​торой в 80-е станут суперзвезда​ми. Это и вокалистка Диаманда Галас, и пропагандист новой эт​нической музыки Билл Ласуэлл, и барабанщица-электронщица, а к тому же художница Икуэ Мо​ри, и лидер авант-панк-кантри-группы The Golden Palominos Антон Фир. С этой командой под разными названиями Зорн выпускает десятки проектов, постепенно переходя от аван​гарда (например, у него была программа, целиком сыгран​ная на охотничьих манках вмес​то саксофона) к постмодерниз​му (альбом середины 80-х The Big Gundown - сентиментальные мелодии Эннио Морриконе в радикально-шумовой интер​претации). Потом будет анало​гичный проект Naked City (зна​комые мелодии, но ускоренные так, что все успевало прозву​чать за 10-15 секунд), продол​жающийся проект «Киноработы» - саундтреки не к реальным, а воображаемым кинокартинам. Плюс несколько проектов, воссоздающих музыку забытых мастеров джазового мейнстрима эпохи кул-джаза 50-х. И еще множество академических со​чинений, в которых, как у Шток-хаузена и Курехина (с послед​ним он, кстати, играл в конце 80-х в Японии), исполнители иг​рают целыми стилями, получая лишь тактические указания («пианисту - играть в духе Ре​нессанса 10 секунд»).

Продолжающийся проект «Масада» - это все тот же «сво​бодный джаз» 60-х, но вместо афроамериканской блюзовой основы Зорн использует фоль​клор Святой земли и свадеб​ные наигрыши еврейских му-зыкантов-клезмеров.
И наконец, приезжающая к нам «Электрическая Масада», молодежная и тоже звездная команда, - попытка объеди​нить все, что перечислено вы​ше. Для завоевания Москвы стратегия выбрана правильная. Когда-то еще будет (и будет ли вообще) шанс познакомиться со всеми остальными проекта​ми маэстро Зорна по отдельно​сти? Тем более что команда «Электрической Масады» - это настоящий dream team: Марк Рибо (гитара), контрабасист Тревор Данн и четверо (!) ба​рабанщиков - перкуссионист Сиро Батиста, Икуэ Мори на виртуальных ударных инст​рументах (компьютере Apple PowerBook), основной и «запас​ной» барабанщики акустичес​кой «Масады» Джои Бэрон и Кении Уоллесен.
Дмитрий Ухов

	John  ZORN
	Electric Masada:

Live in Victoriaville

[2 CD]
	2003
	50:55 42:55
	bootleg edition

Marc Ribot

Ciro Baptista

Trevor Dunn

John Medeski

Jamie Saft

John Zorn

Ben Perovsky

	John  ZORN
	Masada: Live in Tonic – 1999
	2004
	67:28
	label: Tzadik

50th Birthday Celebration vol. 6

John Zorn: Alto Sax, Composer

Joey Baron: Drums

Greg Cohen: Bass

Dave Douglas: Trumpet

Finally a chance to see one of the great working bands up close and personal. Filmed with an intimate three camera shoot by Antonio Ferrera, a close friend of Zorn and a long time cameraman for the documentary masters the Maysles Brothers, this beautiful DVD captures the band performing a passionate set of music at their home base in the Lower East Side, Tonic, back in the summer of 1999. This is Masada as no one except maybe the band itself has ever experienced it. Filmmaking at its most exciting, bringing you right into the heart of the action. A must for every Masada fan.

1. Hath-Arob

2. Sippur

3. Jair

4. Ne'eman

5. Kedushah

6. Beeroth

7. Kochot

8. Shechem

9. Paran

	John  ZORN
	Masada String Trio: 50-1
	2004
	63:10
	label: Tzadik

John Zorn – conductor

Mark Feldman – violin

Erik Friedlander – cello

Greg Cohen – bass

	John  ZORN
	Masada Recital
	2004
	49:19
	label: Tzadik

Mark Feldman - violin

Sylvie Courvoisier (см. в 'Jazz') – piano

1. Kanah

2. Socoh

3. Mahshav

4. Karet

5. Abidan

6. Malkut

7. Azekah

8. Nezikin

9. Karaim

10. Hath arob

11. Aravot

12. Mahlah

	(John  ZORN)
	NAKED  CITY:

"Naked City"
	1989
	55:14
	label: Elektra Nonesuch
John Zorn [as], Bill Frisell [g], Wayne Horvitz [keys], Fred Frith [b], Joey Baron [d], special guest: Yamatsuka Eye [voc].

  Первая запись супер- группы John'a Zorn'a. Исполняются в основном композиции Zorn'a, а также  пьесы Morricone, Mancini, O.Coleman, J.Barry и др. Композиции представляют собой коллажи из отрывков музыки разных стилей: abstraction, industrial, swing,  graindcore, minimal, be bop, funk, reggae и др., причём музыканты великолепно исполняют любую музыку.

	(John  ZORN)
	NAKED  CITY:
"Naked City Live + Vol.1+Knitting Factory 1989"
	1989
	52:09
	label: Tzadik TZ7336
John Zorn [as], Bill Frisell [g], Wayne Horvitz [keys], Fred Frith [b], Joey Baron [d].

1. Batman

2. Latin Quartet

3. You Will Be Shot

4. Shot In The Dark

5. Skate Key

6. Erotico

7. Snagglepuss

8. I Want To Live

9. New York Flattop Box

10. Inside Straight

11. Chinatown

12. Igneous Ejaculation

13. Ujaku

14. Blood Duster

15. Hammerhead

16. Speedball

17. Obeah Man

18. Den of Sins

19. Demon Sanctuary

20. The Way I Feel

	(John  ZORN)
	NAKED  CITY:

"Torture Garden"
	1989
	26:13
	label: Tzadik (New York), 1996, BLACKBOX Edition.

‘Torture Garden’ was originally released in 1989 at the time when Zorn was personally emersed in the Japanese S/M scene. The public reactions to this artwork has been predictably personal, impassioned and varied. To many, ‘Torture Garden’ and ‘Leng Tch’e’ have been the most provocative of the set. Originally released on a small label in Japan, it is understood that the resonances of these powerful images are quite different in Japan as compared with the United States. These intensely violent images are not and were never meant as a condemnation or exploitation of any particular person or groups of persons. For that reason we have created this special BlackBox edition which nevertheless retains all the integrity of the artists’ original designs.

[есть некоторые пересечения с диском "Naked City"]

	(John  ZORN)
	NAKED  CITY:

"Leng Tch’e"
	1990
	31:39
	label: Tzadik (New York), 1996, BLACKBOX Edition.

  Further research into the relationship between violence and the sacred led Zorn in the following year (1990) to the writings of Georges Bataille. The historical photographs used in ‘Leng Tch’e’ (found in Tears of Eros) were taken circa 1905 in Beijing to document the last public execution utilizing ‘Leng Tch’e’ (hundred pieces) which dates from the Manchu dynasty. Given opium to extend the victim’s life during the arduous process, the look of ecstasy on the man’s face haunted Bataille.

  “This photograph had a decisive role in my life. I have never stopped being obsessed by this image of pain, at once ecstatic and intolerable. I wonder what the Marquis de Sade would have thought of this image, Sade who dreamed of torture, (which was inaccessible to him) but who never witnessed an actual torture session. In one way or another this image was incessantly before his eyes. But Sade would have wanted to see it in solitude, at least in relative solitude, without which the ecstatic and voluptuos effect is inconceivable. What I suddenly saw, and what imprisoned me in anguish — but which at the same time delivered me from it — was the identity of these perfect contraries, divine ecstasy and its opposite, extreme horror. And this is my inevitable conclusion to a history of eroticism.” — Georges Bataille

	(John  ZORN)
	NAKED  CITY:

"Heretic – Jeux Des Dames Cruelles"
	1992 
	56:36
	label: Avant
Музыка представляет собой импровизации для дуэтов и трио, образованных музыкантами группы + 1-а композиция исполненная Naked City в полном составе.

	(John  ZORN)
	NAKED  CITY:

"Grand Guignol"
	1992
	61:37
	label: Avant
Альбом состоит из 3 частей:

1). Grand Guignol – 18 минутная композиция Zorn'a, посвящённая парижскому театру ужаса;

2). исполняются аранжированные Zorn'ом сочинения Debussy, Scriabin'a, Ives'a, Messiaen'a и Orlando Di Lassus'a;

3). 33 очень короткие grindcore'овые композиции.

	(John  ZORN)
	NAKED  CITY:

"Radio"
	1993 
	58:00
	label: Avant

	(John  ZORN)
	NAKED  CITY:

"Absinthe"
	1993 
	47:02
	label: Avant

	(John  ZORN)
	PAIN  KILLER:

Collected Works            [4 CD]
	1997
	59:55 44:25 39:13 55:21
	label: Tzadik

CD I: Guts Of A Virgin; Buried Secrets; Marianne.

CD II: Execution Ground

CD III: Execution Ground (Ambient)

CD IV: Live In Osaka

John Zorn, Bill Laswell and Mick Harris are PainKiller, a power trio drawing equally from the traditions of Jazz, Hardcore Punk, Dub, Ambient Music and more. This special 4CD set is the ultimate PainKiller document. Their first two legendary EPs with a rare bonus track (featuring Makigami Koichi and Haino Keiji), their 1994 masterpiece Execution Ground and a ferocious live performance from Osaka capturing the band at the height of its powers.

Buried Secrets (label ‘Earache’, 1992): John Zorn [as,vocs], Bill Laswell [b], Mick Harris (Napalm Death, Scorn) [d,vocs]. В записи этого второго альбома P.K. также участвовали Justin Broadrick (Napalm Death, Godflesh, God) [g, d-machine, vocs], G.C. Green (Godflesh) [b].

 Стиль можно условно определить как синтез музыки Zorn'a и Napalm Death.

Execution Ground (label ‘Subharmonic’): С переходом на label Subharmonic музыка группы существенно изменилась: Bill Laswell и Mick Harris теперь используют samples помимо  своих основных инструментов. Mузыка стала менее агрессивной, но осталась такой же мрачной. Kомпозиции длятся 15-20 минут. Второй диск состоит из амбиентных версий двух композиций с первого.

	(John  ZORN)
	PAIN  KILLER:

"Talisman" (live in Nagoya)
	2002
	48:09
	label: Tzadik

recorded live November 24, 1994

JOHN ZORN: alto sax, vocals

BILL LASWELL: bass

MICK HARRIS: drums, vocals 

1. BATRACHOPHRENOBOOCOSMOMACHIA

2. TRANSPORT OF SORCERERS

3. AHAMKARA

	(John  ZORN)
	  The  INTERGALACTIC MAIDENBALLET with John ZORN:

"Square Dance"
	1990 
	47:45
	label: enja

John Zorn [a s];  I. M. G. : Harald Haerter [g]; Roland Philipp [s]; Thomas Jordi [b]; Jojo Mayer [d].

  Мощный jazz-rock-funk в духе позднего Miles Davis'a. Среди лучших в этом стиле,  можно указать тж. Blue Box (см. ‘Jazz’) и собственно I. M. G.  (см. ‘Jazz’).

	(John  ZORN)
	Seigen  ONO with John ZORN:

"NekonoTopia NekonoMania"
	1990
	75:47
	label: Crammed – Made To Measure Vol. 29

John Zorn [s]; Seigen Ono [ac g, k, el g, charango, balaphone]; Hiroki Miyano [Ovation g];  Tomohiro Yahiro [perc]; Evan Lurie [p]; Bobby Previte [d]; + Eric Sanko [b]; Jill Jaffe [vln]; Maxine Neuman [cello].

«The subject. A lemon beside an orange is no lonhger a lemon, the orange no longer an orange; they have become fruit. Mathematicians follow this law. So do we.»  --  Georges Braque

	(John  ZORN)
	Big John  PATTON (with John ZORN):

" Blue Planet Man"
	1993
	53:37
	label: King Records/Paddle Wheel Records (Japan), (KICJ 168), 1993 / Evidence (USA), (ECD 22127-2), 1995

Recorded at Skyline Studios, New York, April 12 & 13, 1993

Big John Patton: organ

John Zorn: alto

Pete Chavez: tenor

Bill Saxton: tenor, soprano

Ed Cherry: guitar

Eddie Gladden: drums

Lawrence Killian: congas

Rorie Nichols: vocal

1. Congo Chant (Patton) 8:47

2. Funky Mama (Patton) 6:49

3. Claudette (Patton) 7:56

4. Chip (Patton) 5:43

5. Popeye (Patton) 8:01

6. What's Your Name (Patton) 4:25

7. U-Jama  (Archie Shepp) 6:53

8. Bama  (Patton) 4:28

	(John  ZORN)
	John  PATTON Quartet:

"Minor Swing"
	1995 
	53:32
	label: DIW

John Patton [organ], John Zorn [a s], Ed Cherry [g], K. Wollesen [d].

 [Редкий случай столь единодушных отзывов об очаровательности проекта в стиле традиционного джаза]

	(John  ZORN)
	ANGELICA 1994
	1995
	61:06
	label: CAICAI Music (Italy), (CAICAI-006)

Recorded live at Angelica, fourth Festival Internazionale Di Musica,

Bologna (Italy), May 24-29, 1994.

1. Crazy Friend, Crazy Free (audience, Zorn) 0:31

   John Zorn: voice, alto

   audience

2. O.ZO. (Ostertag, Zorn) 4:47

   John Zorn: voice, alto;

   Bob Ostertag (см.): samplers

3. MI.ZO. (Minton, Zorn) 1:49

   John Zorn: voice, alto;

   Phil Minton (см.): vocals

4. FR.ZO. (Frith, Zorn)
2:32

   John Zorn: voice, alto;

   Fred Frith (см.): electric guitar, voice

5. Continuation in concert of sound check interrupted

   by mechanical failure of sax (Frith/Oswald) 3:33

   Fred Frith: electric guitar, voice

   John Oswald (см.): alto, tapes, bongo

6. HOY PHIL (Minton, Oswald) 2:55

   Phil Minton: vocals

   John Oswald: alto, tapes, bongo

7. RED.O. (Frith, Ostertag) 2:09

   Bob Ostertag: samplers

   Fred Frith : electric guitar, voice

8. Baryshnikov (North American Experience) 0:33

9. Pausa (Frith) 0:40

   Fred Frith: voice

10. V& (Oswald) 0:19

    Quartetto P.A.P.A.:

    Rossana Capellari (violin)

    Paola Garavaldi (violin)

    Alessandro Urso (viola)

    Paolo Grandi (cello)

11. Fata Flexa (Paolo Grandi) 4:05

    Le Terre Silenziose (11)

    Rossana Capellari (violin)

    Paola Garavaldi (violin)

    Alessandro Urso (viola)

    Paolo Grandi (cello)

    Marco Ferrari (clarinet)

    Marco Verza (bass clarinet)

    Oussini Jamal (violin, percussion)

12. Camelot (Claudio Scannavini) 3:01

    Orchestra Del Teatro Comunale Di Bologna

    conducted by Franco Sebastiani

13. Western Lands (Scodanibbio) 3:27

    Stefano Scodanibbio: bass

    Rohan De Saram: cello

14. A. Al Teatro Comunale Di Bologna (Band is Woman) 0:18

    Band Is Woman:

    Camilla Missio, Daniela Cattivelli, Maddalena Maglione

    Franca Pampaloni, Simonetta Paladini, Michela Zini

15. Delle Piu Alte Torri (Scodanibbio) 1:47

    Rohan De Saram: cello

16. Oa Poa Polka (Mary Ellen Childs) 3:23

    Guy Klucevsek: accordion

17. Plaus (Oswald) 3:30

    John Oswald: alto, tapes, bongo

18. Polka Dots And Laser Beams (Guy De Bievre) 2:33

    ain't nothin' but a Polka Band:

    Guy Klucevsek (см.): accordion

    John King: electric guitar

    Bill Ruyle: drums, marimba

    David Hofstra: electric bass

19. 1:13

 a. Barry Shankoff Entrance (A.C. Jobim)

 b. Jazz Edit (Oswald)


    John Oswald: alto, tapes, bongo

20. Pausa 0:01

21. Kielbasa, Beer And Sauer Krauet (Bob Lucas) 4:53

    Ain't nothin' but a Polka Band :

    Guy Klucevsek (voice,accordion),

    John King (electric guitar, voice)

    Bill Ruyle (drums, marimba, voice)

    David Hofstra (electric bass, voice)

*/ Riflessivo  1:00

22. Finalite (Dresser/Frith/Hemingway/Minton/Oswald/Ostertag/Zorn) 8:24

    John Zorn: voice, alto

    Bob Ostertag (см.): samplers

    Phil Minton (см.): vocals

    Fred Frith (см.): electric guitar, voice

    John Oswald (см.): alto, tapes, bongo

    Mark Dresser (см.): bass

    Gerry Hemingway (см.): drums

23. untitled (Roncati, audience) 2:25

    Banda Roncati

    audience

24. Bonus (Banda Bird) 0:01

    Banda Bird

	(John  ZORN)
	Steve  BERESFORD (with John ZORN):

"Signals For Tea"
	1995 
	65:11
	label: Avant

lyrics by Andrew Brenner.

produced by John Zorn.

Steve Beresford [p, v]; John Zorn [a s, back voc]; Dave Douglas [tp, backs]; Greg Cohen [double bass, backs]; Kenny Wollesen [d, backs].

№ 1- 11, 13 =  58’ 10”  + bonus tracks (S.B. solo [v, p]) № 12,14.

“Luxury is more ruthless than war” — Juvenal.

 Песни в стиле “ретро”. Но, в отличие от собственно джазовых, “строгих” ретро-проектов Zorn’а (см. например с J. Patton; Sonny Clark Memorial Quartet), здесь он допускает дозу гротеска.

	(John  ZORN)
	DIM SUM CLIP JOB:

"Harmolodic Jeopardy"
	1996
	43:54
	label: Avant

John Zorn [producer]; Robert Price [g]; Chris Cochrane (см) [g]; Gordon Knauer [a s]; Jay Brown [b]; Laura Cromwell [d, perc].

  Абсолютно Зорновская музыка. Впечатление такое, что это он сам прогулялся по разнообразным своим собственным идеям.

	(John  ZORN)
	MYSTIC  FUGU ORCHESTRA: "Zohar"
	1995
	23:38
	label: Tzadik

Rav Yechida (aka Yamantaka Eye) [v]; Rav Tzizit (aka John Zorn) [harmonium].

Noise-project; в этом авангардном ноиз-проекте нежные и чарующие звуки каббалистических молитв-заклинаний слышны сквозь флёр потрескивания винила.

Liner Notes:

"Филология такой мистической дисциплины, как Каббала, содержит в себе нечто ироническое. Она окутывает себя туманной завесой, скрываясь за основой истории и мистической традицией, утаивая саму суть предмета.

Туман, обильно источаемый ею самой, рассматривается филологами как нечто замещающее саму вещь, или исчезает уже как объект в этой проекции исторического.

Неопределённость в осмыслении ответа на этот вопрос относится только к природе филологической постановки вопроса и, таким образом, сохраняет надежду, за счёт которой живёт эта работа, нечто ироническое, что невозможно отделить от неё самой.

Но такой элемент иронии уже больше не лежит в противопоставлении себя по отношению к самой Каббале, и не только в её истории. Каббалист надеется, что есть некая традиция, которая превыше правды, и к которой он пытается прибегать. Ироническое утверждение "да, это правда" – суть, о которой здесь идёт речь – это совсем иное, чем обращение к традиции.

Её можно познать, но нельзя передать дальше, а то, что содержалось уже в ней когда-то, что нуждалось в передаче, этого уже там нет. Истинная Традиция остаётся сокрытой. И только по её состоянию можно представить себе величие этой Традиции."

	John  ZORN
	John ZORN & Fred FRITH:

"Art of Memory"
	
	45:43
	label: Incus

John Zorn – alto

Fred Frith – guitar

All music improvised live by John Zorn and Fred Frith

Recorded by Fred Frith and John Zorn for Incus Records

1. The Combiner  4:46

2. The Ladder  5:25

3. The Chain  4:55

4. The Field  7:58

5. The Table  8:44

6. The Interpreter  5:07

7. The Tree  4:20

8. The Fountain & The Mirror  4:26

	John  ZORN
	John ZORN & Robert PREVITE:

"Euclid's Nightmare"
	1997
	43:37
	tape >>> CDR

label: Depth Of Field (DOF 1-2)

rec. in NY, 1997

John Zorn [alto]; Bobby Previte [d].

tracks #1-27: untitled

	(John  ZORN)
	MUSIC REVELATION ENSEMBLE:

“Cross Fire”
	1997
	53:10
	label: DIW

James Blood Ulmer; John Zorn (1,3,5,8); Pharoah Sanders (2,4,6,7); Calvin Jones; Cornell W. Rochester.

M.R.E., J.B.Ulmer и P.Sanders – см. тж. в разделе ‘Jazz’

1. Law

2. Suspect

3. Devotion

4. Sweet

5. Proof

6. My Prayer

7. Evidence

8. Backbeat

	John  ZORN
	Sato MICHIHIRO & John ZORN:

"Ganryu Island"
	1998
	75:40
	label: Tzadik; rec. 1984

Sato Michihiro (см. тж. в 'Jazz') [shamisen]; John Zorn [reeds].

Released in a limited edition on the Yukon label and unavailable for well over a decade, Ganryu Island is one of die quirkiest recorded meetings of East and West.

Named after a small island off the coast of Japan where legendary sword master Miyamoto Musashi and his nemesis Sasaki Kojiro met for the first and last time, John Zorn's meeting with Tsugaru shamisen master Sato Michihiro is at once surprising, dramatic, hilarious and revelatory.

The original release plus 5 never-before-heard out-takes: the complete 1984 session on one CD.

	ZOVIET-FRANCE
	Look Into Me
	1990
	59:08
	industrial 

Тот же состав – см. в проекте: RAPOON
label: Charrm Limited (UK / Austria)

rec.: 1987-88

	ZOVIET-FRANCE
	Vienna
	1991
	64:23
	label: Charrm (UK)

one-track recording

rec.: 1990 (live in Austria)

	ZOVIET-FRANCE
	Collusion
	1992
	64:50
	label: The Grey Area (of Soleilmoon) (USA) / Charrm (UK)

rec. 1984-90 (First edition: 1992)

"A tent is a soft house" (Lamargi)

	ZOVIET-FRANCE
	What Is Not True
	1993
	73:55
	label: Frost Eviance Music / Charrm

rec.: 1993

"If only I knew what I now know" (Lamargi)

	ZOVIET-FRANCE
	Digilogue
	1995
	67:52
	label: Soleilmoon (USA)  www.soleilmoon.com  www.staalplaat.com 

	ZOVIET-FRANCE
	In_version
	1996
	63:16
	label: Charrm (UK)

rec.: 1996, live in Berlin

"Take your hands out of your pockets and reach for the sky"  (Lamargi)

	ZYPRESSEN
	Zypressen
	1996
	49:10
	avant/sympho-art-rock

label: Belle Antique (Japan)

Hirofumi Imai [d, marimba, xylophone, wind synth, v, perc]; Jun Takafuji [b, cello, vln, k]; Atsushi Asano [el g]; Nobuyoshi Miyake [vln, viola]; Koji Yamagami [p]; guest artists: Takao Abe [fl]; Kyouko Senke [vln]; Shigeru Kasuga [bass cl].

	ЗВУКИ МУ
	Крым
	1994
	42:15
	

	ЗВУКИ МУ
	Шоколадный Пушкин

(лит-хоп)
	2000
	56:56
	сочинил, придумал, записал, исполнил, свёл и спел П. Мамонов по мотивам произведений: Ди Джей Краш, Гербалайзер, Найн Лейзи Найн, Уайт Каттер, Лайка, Старсидс.

(в №14 соло на трубе – Артём Платов)

1. бездомный пёс

2. он проснётся

3. рулла

4. бунтари

5. п. ж.

6. уругвай

7. крам

8. машины

9. звёздная

10. ма...

11. п. ж. симфо

12. рэп-2

13. чего хочешь?

14. конец


