	PACHORA – см. в разделе ‘Jazz’
	
	
	
	

	Bernard PAGANOTTI
	Paga
	1991
	35:13
	PAGANOTTI - басист из Магмы

progressive – в лучших традициях Magma/Gong; фантастически красивый и интересный по музыке проект, насыщенный и современный (в хорошем смысле этого слова).

label: Columbia, 1991

Bernard Paganotti [Jacobacci 5 string bass, ac p, Fender Rhodes, P.P.G. prog, v, stick, cabassa, Simmons]; Jean-Philippe Goude [Fender Rhodes]; Christian Leroix [g]; Yvon + Alain Guillard (см. тж. c: XAAL) [tp, sax, fl]; Patrick Gauthier [ac p, Memory moog]; Claude Salmieri [d]; Koyko Okumura / Chizuru Hosoya / Carol Rowley / Maria Popkiewicz [v].

rec. 1985
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	The Violence Of Truth
	1993
	67:34
	Электронный industrial, -- злобный, хороший.

	Yonghi  PAGH-PAAN
	Chamber Music
	1994
	67:09
	label: Montaigne Auvidis

performed by ENSEMBLE RECHERCHE (edition 3) [см. тж. в их исполнении: Morton Feldman]

ENSEMBLE RECHERCHE: flute, clarinette, piano, perc., violon, alto, violoncelle, contrebasse.

1. U-Mul

2. No-Ul

3. Dreisam-Nore

4. Pyon-Kyong

5. Aa-Ga I

6. Man-Nam I

    Yonghi  PAGH-PAAN was born in Cheong-Ju (South Korea) in 1945. [...]

The six pieces on the present disc were written between 1975-1992, and reflect Younghi Pagh-Paan's main creative impulses. A keen awareness of nature, as well as current political issues, fills most of her music, but it should be emphasised that her compositions are neither literal depictions of natural phenomena, nor propagandist in character. They are rather written from the standpoint of a creative artist who has a profound understanding of two distinctive cultural traditions, and feels the need to fulfil certain responsibilities stemming from her achievements in the academic sphere.

...musicians is required to employ advanced playing techniques, notably flutter-tonguing, and there are occasional percussive effects together with microtonal inflections, clearly emanating from traditional Korean music. [...]

By focusing on Younghi Pagh-Paan's chamber mu​sic, this disc encapsulates several of the paradoxes characterising her creative personality. A sense of tranquility coexists with music of genuine intensity, and even in the most "abstract" pieces, there are outbursts reflecting the impact made on her by Korean folk theatre. Above all, metaphor plays a crucial role in the creative process, enabling her to fuse elements from two traditions which express the same ideas in different ways.

	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 (см.), Bill Laswell (см.) and Mick Harris (см.) 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, Scorn) [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.

	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

	PALE NUDES
	Wise To The Heat
	1995
	44:46
	Amy DENIO – см. тж.: Amy DENIO; The DANUBIANS; The BILLY TIPTON MEMORIAL SAXOPHONE QUARTET; Tom CORA / Hans REICHEL "Angel Carver"; The (EC) NUDES; ONLY A MOTHER; (RESIDENTS): "A Stab at the Residents" (tribute to Residents); The SCIENCE GROUP; TONE DOGS (with REICHEL, FRITH);

label: RecRec (Zurich) / Spoot (Seattle)

Gysi & Denio with Mich Gerber [bass], Will Dowd [drums] and with guest Eveline Mueller [drums] (#1).

1. Axis

2. Duplex Nursing Home

3. Downy Cheek Tango

4. Angels Wise To The Heat (in loving memory of Daniel and Valentin) 

5. Bulg

6. Bateau d'Amour

7. You Never Call Me Anymore

8. Six

9. Some Other Spot

10. Family

11. Ausland

	PALINCKX
	PALINCKX & GUESTS:

"llllivvvvve !!!!"
	1993
	55:54
	Jacques PALINCKX – см. тж. с: Eugene  CHADBOURNE;

avant-rock (Holland) – сильно avant и с изрядной долей импровизации. 

label: Vonk

1991 live + studio recording

Jacques Palinckx: guitar, banjo, tapes, vocals

Joost Buis: trombone

Bert Palinckx: bass

Michael Vatcher: drums, harmonica

guests :

Peter van Bergen: tenor sax, clarinet

Guus Janssen: spinet

DNA: synthesizer

Jan Erik van Regteren Altena: violin

Edwin Blankestein: violin

Annette Bergman: viola

Eduard van Regteren Altena: cello

Lol Coxhill (см. в ‘Jazz’): vocals

Mary-Lou: backing vocals

produced by Jacques Palinckx and Bert Palinckx

1. Llivvve !!   (J.Palinckx)

2. Dogmeat   (J.Palinckx)

3. Planet   (J.Palinckx)

4. Outro   (J.Palinckx)

5. Jingle 1   (J.Palinckx)

6. Quartet   (J.Palinckx)

7. Jingles 2   (J.Palinckx)

8. Jingles 3 (is that all there is ...?)   (J.Palinckx)

9. One Bar   (G.Janssen)

10. Trio   (J.Palinckx)

11. Murder on the Air   (W.Stone, L.Coxhill)

12. Mental Castle   (J.Palinckx)

13. Llllivvvvve !!!!!   (J.Palinckx)

	PALINCKX
	"Border" - live in Zürich
	1996
	58:09
	label: Intakt

1995 live recording

Jacques Palinckx: guitar, dobro, vocals

Joost Buis: trombone

Cor Fuhler: keyboards

Bert Palinckx: bass

Jim Meneses: drums

produced by Fredi Bosshard

1. Introduction   (j.palinckx) 

2. Lemmy 1   (j.palinckx) 

3. Phase Two: Pink Floyd   (j. palinckx, s. barrett) 

4. Lion   (j. palinckx) 

5. P. Blues   (j. palinckx) 

6. Border   (j. palinckx, j. meneses) 

7. Stupid   (j. palinckx) 

8. Tra 8a   (j. palinckx) 

9. Jingles 100   (j. palinckx) 

10. Jingles 2000   (j. palinckx) 

11. Spock Sings, Kirk Dies   (j. palinckx, a. courage)

	PALINCKX
	It's Frontal Dog
	1998
	59:49
	label: Victo (Canada) www.cdcbf.qc.ca/DisquesVicto
rec. 1997

Han Buhrs [v, harmonica]; Jacques Palinckx [el/12-str g, org, v]; Bert Palinckx [el/ac b, v]; Jim Meneses [ac/el d, perc, v]. (Holland)

After the release of The Psychedelic Years and Border: Live in Zürich in 1996, Palinckx underwent profound changes, both in terms of personnel and musical direction. Brothers Jacques (guitars, composition) and Bert Palinckx (double bass) remained, as did drummer Jim Meneses, but gone were trombonist Joost Buis and keyboardist Cor Fuhler, and with them the complexity and depth of the band's arrangements. Han Buhrs, who sang on the mammoth project The Psychedelic Years, has now become a full-time member, contributing lyrics to most of the songs. That is one of the main reasons why the band shifted from instrumental experimental free-form prog rock to a more direct avant punk song approach. Songs are tighter, simpler, more direct, and accessible. The psycho-kaleidoscopic effects, the zap-like 90-degree turns, the eclectic music quotes, the general Zappa-esque varnish -- they're all gone, except for the magnificent "Supervixen!" (which has little to do with "Vixen" on The Naked Girls From Tilburg). Buhrs often sounds like a cross between Led Zeppelin's Robert Plant and Pere Ubu's David Thomas. He uses a sampler to loop his voice in real time, a technique more interesting on this studio recording than in live settings. It's Frontal Dog, recorded after a world tour, will appeal to fans of more direct avant-garde rock; old fans will have a hard time adjusting. Highlights include "Arms in Doubt (Chickensoup II)," the strange rock song "Placenta Boogie," "Henry's Waltz," and the incredible "A Short Klingon Opera (Sid in Space)," sung in Klingon and split into six parts over only 90 seconds. That one is a must as much for Palinckx fans (think of "Lemmy 1" on Border) as for aficionados of the Star Trek series.

1. 

Arms in Doubt (Chickensoup II)


2. 

Time-Hat 


3. 

Airbag 


4. 

Placenta Boogie 



5. 

Supervixen! 



6. 

Potje Met 



7. 

Lump Sum Insomnia 



8. 

T.S.F.K.A.C. 



9. 
 Stroopwafel 


10. 

Henry's Waltz 


11. 

A Short Klingon Opera (Sid in Space)

12. 

Genes (Manipulated) 


13. 

Dutchified 



14. 

Chickensoup III (Granted) 


15. 

(We've Got A) Minute of Silence 


16. 
I Think I'm Down

	PALINCKX
	Covers
	1999
	54:31
	label: BV Haast Records (Amsterdam) / Vonk 3

rec. 1997

performed by Palinckxquartet +

Thanks to: Jelly Roll Morton, Motorhead, Georg Friedrich Handel, Frank Zappa, Erik Satie, Napalm Death, Krysztof  Penderecki, Peter Ilitch Tchaikovsky,  Mahavishnu Orchestra, Ludwig Van Beethoven, The Beatles, Olivier Messiaen, The Residents, [a.o.]

	PALINCKX
	Henry (15 scenes about a threesome man)
	2001
	69:56
	label: Lowlands (Buma/Stemra) info@lowlands.be
www.palinckx.nl   info@palinckx.nl
rec. 2001

Palincks: Han Buhrs [v, electronics]; Jacques Palinckx [g]; Bert Palinckx [el/ac b]; Alan Purves [d, perc]; Donotask [turntables]; with vocals and Asko Ensemble.

One of the most complex and exciting avant-garde rock groups from the Netherlands, Palinckx, the creature of brothers Jacques and Bert Palinckx, is also very frustrating to follow. The group has gone from a post-psychedelic Zappa-fied ensemble to an avant-punk quartet, puzzling fans on every album or tour, especially since the mid-'90s. 

Bert and Jacques Palinckx formed the group Palinckx & Palinckx circa 1983 in Tillburg, Netherlands. Their activities remained sparse and chaotic until the early '90s. At that time, they formed the label Vonk and started to record their projects. The name of the band was reduced to Palinckx and the lineup stabilized around Jacques Palinckx (guitar), Bert Palinckx (double bass), Joost Buis (trombone), and Jim Meneses (drums, ex-Stick Men and Zero Pop). Keyboardist Cor Fuhler joined in 1994 and the group's vision crystallized and was exposed in three key albums: The Naked Girls From Tilburg (1994), The Psychedelic Years (1996), and Border: Live in Zürich (1996). Built on quotations, the group's compositions are a patchwork of good and bad music, drawing from soul, disco, psychedelic rock, German electronic, and TV themes (Star Trek being a favorite); all this is tied together by a rock frame both highly complex and free, at the crossroads of Frank Zappa and Henry Cow. 

In late 1996, both Buis and Fuhler left the group to pursue careers in free improv. Singer Han Buhrs, who appeared as a guest on The Psychedelic Years, became a full-time member and Palinckx took a turn toward avant-punk song, now closer to the Ex than the Mothers of Invention. This lineup recorded It's Frontal Dog, the band's first release out of Europe, in 1998. Meneses also left shortly after and the group was put on hiatus. 

In 2000, the Palinckx brothers recruited classic pianist Daan Vandewall, DJ Do Not Ask, and the ubiquitous drummer Chris Cutler to form the project Pa.linck.xl (as in Palinckx extra-large). 

	PALINCKX
	Momentum & Wag
	2002
	57:47
	label: Vonk

rec. 2001-02

It has been four years since Palinckx's previous studio album -- long years. Momentum & Wag builds over the change of direction It's Frontal Dog introduced, bringing the music closer to a punkish form of rock & roll, although much more demented than you might think at first. The Palinckx brothers and singer Han Buhrs are complemented this time by turntablist Donotoask, a new drummer in Alan Purves, plus a cast of guests. The days of Psychedelic Years and Covers are definitely over, but now the group has settled comfortably into its new song-based style. "Momentum & Wag," "Normal," and "Don't Be Late" are good rock songs, full of quirks once you duck their apparent simplicity. But the highlights are elsewhere, in the opener "Hell Is Cool" (featuring the organ work of Martin Scholz) and the complicated "Smooth Simularity." "Dream 13 Revisited" adds another chapter to the ongoing story of Henry, while "La-Scia-Te" is the strangest Monteverdi-derived piece you are likely to encounter. And yet it is not as off-kilter as the group's updating of Kraftwerk's "Das Modell," simply hilarious. Buhrs sings in English, French, and German at various points in the album, using an arsenal of effects to enhance his already highly expressive voice -- and Jacques Palinckx' guitar playing is still as mad as ever.

  
  
1 
  
Hell Is Cool 
- Buhrs, Palinckx 
4:33

  
  
2 
  
Das Modell 
- Bartos, Hutter, Schult 
3:27

  
  
3 
  
Momentum and Wag 
- Buhrs, Palinckx 
5:17

  
  
4 
  
Make Up While Try 
- Buhrs, Palinckx 
3:05

  
  
5 
  
Normal (I'm Loosing You) 
- Buhrs, Palinckx 
5:02

  
  
6 
  
Logo 
- Palinckx 
0:54

  
  
7 
  
(The-Walk-On-Daily) Smooth Simularity 
- Buhrs, Palinckx 
6:13

  
  
8 
  
Lip Dance 
- Buhrs 
2:37

  
  
9 
  
Don't Be Late 
- Buhrs, Palinckx 
5:40

  
  
10 
  
Trottinette 
- Buhrs, Palinckx 
3:00

  
  
11 
  
Dream 13 Revisited 
- Buhrs, Palinckx 
4:13

  
  
12 
  
Dancin' in the Dump 
- Buhrs, De Vreede, Palinckx 
4:42

  
  
13 
  
La-Scia-Te 
- Palinckx 
2:48

	PANTAGRUEL
	The Sanskrit of Electric Boogie
	1997
	59:38
	label: EFA. Visit our website: http://www.efamedien.com
Pantagruel are Peter Wannagat and Stefan Pantagruel.

Minimalism was the progressive element of techno. In the 70s, being progres​sive was being ostentatious, the classic overstatement, the mega contrivance. However, freedom and humour have largely been lost in today's minimalism. Paying homage to the roots of my musical soul, namely the 70s avant-garde band, Gentle Giant, we have voluntarily excluded ourselves from any sort of musical 'spectacle': the creation of democratic, electronic music -- exactly as before. According to Derek Shulman: Gentle Giant's goal was to expand the frontiers of contemporary music at the risk of being unpopular.

 --- Stefan Pantagruel, 1997 .

1.  A minimal joke

2.  Sax, sex & socks

3.  Ant people march , at the milky way

4.  Eye in the air

5.  The lobster

Phunky kitchen

7.  Full power no glory

8.  It's better to forthink in Forcelnc.  (No love Inc Mix)

Электронный проект забавной китчевой музыки; можно поместить между Pascal COMELADE и RESIDENTS.

Подобные проекты: HELGOLAND; GROENLAND ORCHESTER (в секции 'Synth');

	PAPA BOA
	Tete a quete
	1999
	51:34
	avant-rock

label: Dame (Canada)

info Papa Boa: http://www3.sympatico.ca/frover/papaboa 

Bernard Falaise [g, cabosy, sifflet, v]; Pierre Labbe [s, fl, didjiridou, v]; Remi Leclerc (см. тж. с: LES 4 GUITARISTES…) [d, perc, v]; Frederic Roverselli [b, k, v].


	Zeena  PARKINS
	Something Out There
	1987
	40:45
	Zeena  PARKINS --см. тж.: NO SAFETY; NEWS  FROM  BABEL; Elliott  SHARP; John ZORN: "COBRA"; Tom CORA; David  SHEA; B. LASWELL; M. RIBOT; Butch MORRIS (в “Jazz” section); SKELETON CREW; THIRD PERSON; TIN HAT TRIO; Fred  FRITH: KEEP THE DOG; Lawrence D. “Butch”  MORRIS (в “Jazz” section); VIVIAN SISTERS; Lesli DALABA;

label: No Man's Land

Produced, recorded and mixed by Tom Cora.

Zeena Parkins [el&ac harp]; Tom Cora (см.) [d, indignity, live sampling]; Ikue Mori (см.) [d, drum machine]; Wayne Horvitz (см.) [DX100, DX7, RX11]; Christian Marclay (см.) [turntables]; Samm Bennett (см.) [el&ac perc].

This is not your father's harp. Zeena Parkins had been a valuable player on the downtown New York scene as well as an integral member of the fascinating band Skeleton Crew (with Tom Cora and Fred Frith) for several years before releasing this, her first album as a leader. The selections are a series of solos, duos, and trios with various likeminded musicians, including Cora, Wayne Horvitz, and turntablist Christian Marclay. The general approach is consistent with the grab-bag, postmodern stance in vogue at the time, roughly based in a rockish improv aesthetic and moving outward from there. Parkins' harp has an aggressive, sometimes stinging quality; in a sense, she plays it as though it's an electric guitar, making few concessions to its more delicate ancestry. Fans of Elliott Sharp's work from around the same period will find a likeminded stance here, with a similarly dark, percussive feel. She more than holds her own here, even dominating the affairs with forceful, imaginative playing. The pieces with Marclay work especially well, his vinyl selections blending seamlessly with her rich plucking. The duo with percussionist Samm Bennett is also very successful, coming within a few miles of sounding — almost — like some warped attempt at pop. The songs are all on the short side and one eventually has the desire to hear Parkins stretch out more and even to play in more structured surroundings. But on its own merits, Something Out There is an enjoyable debut and gives a good early picture of this all too undervalued member of the contemporary improvising field.

	Zeena  PARKINS
	Ursa's Door
	1992
	46:49
	label: Les Disques VICTO (Canada)

1. Ursa's Door (rec.: jun. 1991)

Zeena Parkins – harpe electrique, claviers, percussion, bandes

Sara Parkins – violon, voix

Margaret Parkins – violoncelle, voix

Ikue Mori (см.) – percussion, electronique, batterie

Chris Cochrane – guitarre electrique

David Shea (см.) – percussion, voix

2. Flush (rec.: jan. 1992)

Zeena Parkins – harpe electrique, claviers, piano

Sara Parkins – violon

Margaret Parkins – violoncelle

Ikue Mori – percussion, electronique, batterie

Chris Cochrane – guitarre electrique

This is the kind of music where you must creep up real close to try to see what it's made of and then step away back to get the whole effect. But wait! Up close you can see how the players have been beautifully suited to their parts. There's a paisley here, a houndstooth there, embroidery, filigree, lace, wool and leather. Stepping back it doesn't look like a suit or a dress. Step back again. Now it looks like a house. Back again. It's a planet. A houndstooth cosmology? My imagination keeps taking a left turn. So I let it go and it's the dance of the anti-fractals. Nothing fits and everything makes sense.

--- David Weinstein

Improviser Zeena Parkins has been pushing the boundaries of harp playing ever since she moved to New York in 1984. Although her musical background is in chamber music ensembles and small orchestras, her collaborations with musicians like Ikue Mori, Fred Frith, Tom Cora, John Zorn, Elliott Sharp and Lee Ranaldo, have rapidly opened up for her a whole new way of thinking about music. Her electric harp playing uses distortion, delay, detuning and pitch-shifting to explore harsh textures and to create a palpable aural sensation in a room. 
Parkins constantly drives her instrument, utilising different playing techniques and manipulations to allow the harp both to create a new vocabulary and to imitate other instruments. At times the harp sounds digital and sythesised, at others like a Hawiian guitar or electric bass playing a twisted African melody. Parkins is an able player who has developed her own language and this release finds her busily fine-tuning it.  

--- Sharon Gal, “Resonance” (UK)

	Zeena  PARKINS
	La Legende de la Pluie
	1992
	57:30
	label: Dame Records / Ambiances Magnetiques

rec. 1992
Joane  HETU (см.) [s, v, clavier]; Zeena  PARKINS [harpe electrique, clavier, accordion]; TENKO (см.) [v, guitare sur table]; Danielle Palardy  ROGER [perc, v]; Diane LABROSSE [clavier, v]; 
  Сперва девчонки разгоняются, а затем отвязываются на всю катушку.

Even though it is billed to each participating musician, La Légende de la Pluie (The Legend of Rain) can be seen as the "real" second album by Justine (saxophonist Joane Hétu, keyboardist Diane Labrosse, drummer Danielle P. Roger; only bassist Marie Trudeau is missing), with guests Zeena Parkins on electric harp and Tenko on vocals and table guitar taking a more prominent role than on the band's first album (Suite). La Légende de la Pluie is made of five ten-minute tracks, one composition per participant, with a prologue and an epilogue of five minutes each, written by Hétu and Roger, who were also in charge of the project. Premiered in November 1990 at the New Music America festival, it was recorded two years later for Ambiances Magnétiques. The music is more moody, in half-tones, and improvisation-based than what is found on (Suite), but it also shows the direction Justine was taking in 1992 and can be heard on its last CD Langages Fantastiques. Each composer develops its personal language: Hétu's "L'Attente" (The Waiting) foretells the direction of her project Castor et Compagnie, Parkins' "Les Pluies Acides" (Acid Rains) leaves a lot of room for improvisation, and Labrosse's "Le Déluge" (The Flood) shows her gift for cinematic musical development, something that will be at the basis of her solo album Face Cachée des Choses. Some electronic percussion sounds in "L'Attente" and "Le Brouillard" can be hard to bear, but they are eventually left aside. More evocative, less aggressive than (Suite), La Légende de la Pluie takes Justine a few important steps away from their avant-pop/rock format.

Prologue  - Letarte, Roger

L' Attente  - Hétu

Le Brouillard  - Roger

L' Orage  - Tenko

Les Pluies Acides  - Parkins

Le Déluge  - Labrosse

Épilogue  - Hétu, Roger

	Zeena  PARKINS
	Nightmare Alley
	1993
	41:50
	LP >>>CDR

label: Table Of The Elements (TOTE 1), 1993

rec. 1992

produced by David Shea

Zeena Parkins: el/ac harps

The leading New York avant jazz harpist has appeared on hundreds of free improvisation recordings in collaboration with artists such as Fred Frith, John Zorn, Elliott Sharp, Lee Ranaldo, and Ikue Mori, among many others. During the '80s and '90s, she pioneered the electric harp of her own design, an instrument which thrives on the rich tonalities of the traditional harp matched with the flexibility of an electric guitar. The instrument was so unique that it shaped and influenced the music she composed and improvised for it; she thus became an in-demand performer on any number of downtown avant-garde projects. Ranging from free jazz to dance and theater music, her projects are all given the signature of her unique instrument and sharp ear for improvisation. For this solo CD on Table of the Elements she presented a series of exceptional solo improvisations and compositions, some kept within shorter-song format such as the openers "Sleep" and "Empty Bottle." While "Model for a Colossal Moment" and "Peephole" stretch out into extended explorations in the seven-minute mark, most of the pieces are kept to short vignettes. Effortlessly switching between serrated noise and controlled feedback outbursts to delicate extended harp improvisations, Zeena Parkins' solo performance is a stunning display of her extraordinary talents in avant-garde and experimental music.

Sleep 

Empty Bottle 

Model for a Colossal Moment 

Love Letter 

Freak 

Nightmare Alley 

Wonder Woman 

Hula 

Peephole 

Zig X 

Black on Black 

Dirt Tone 

Out of the Past 

Dreamer...She Dreams 

Hairless 

all tracks composed by Zeena Parkins

	Zeena  PARKINS
	Elliott  SHARP & Zeena  PARKINS:

“Psycho-Acoustic”
	1994 
	57:27
	label: Victo

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

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

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

Specific Gravity 

Peregrine 

Two Mass Chain

Ha-Kol

Le Roi Smeck

Massive Apatite

all tracks composed by Parkins, Sharp

	Zeena  PARKINS
	Isabelle
	1995
	40:48
	label: Avant (Japan)

#1. - 10. "Isabelle" (1993): Zeena Parkins [sampler, el harp, p, sn. drum]; Lisa Crowder [p]; Margaret Parkins [cello]; Sara Parkins [vln].

#11. - 15. "Hup!" (1992): Zeena Parkins [samples, el harp, East Berlin toy]; Ikue Mori (см.) [el perc].

Produced by Zeena Parkins and John Zorn.

"...vagrancy is deliverance, and life on open road is the essence of freedom."

NOTES ON ISABELLE

ISABELLE was written in the summer of 1993 and recorded in September of the same year. The work is based on the life of Isabelle Eberhardt -- b. Geneva, Switzerland 1877, d. Ain Sefra, Algeria 1904. I was impressed with this story of a brave young woman, daughter of Alexander Trophimovsky, a Russian Nihilist and Nathalie Eberhardt, a bourgeoise demi-Jewess, who herself was an illegitimate child. Isabelle was an explorer, writer, and wanderer, who became fascinated with North Africa, especially Algeria. Early on she converted to Islam and later she was initiated into a secret Sufi sect as Si Mahmoud Essadi. Here was a woman traveling alone at the turn of the century, often dressed as a man, spending endless hours in cafes, smoking kif, writing and pursuing her quest for spiritual enlightenment through the doctrines of Sufism. She married a young Algerian soldier, fought with French authorities for right of passage into obscure southern Algerian countryside, sold short stories to local newspapers, survived several cases of malaria and an attempt on her life, before her death in a flash flood at the age of 27. In her detailed descriptions of Algerian architecture, landscapes and her zoom-in look at the people that inhabited these places, Isabelle had an uncanny ability to describe a sense of melancholy and aloneness ISABELLE, scored for sampling keyboard, electric harp, piano, violin and cello, is written in 10 sections -- each exploring a moment of her life from a psychological and historical point of view. The piece mixes sources from the European classical and North African religious and folk traditions.

NOTES ON HUP!

HUP! was commissioned by choreographer Cydney Wilkes in the Spring of 1992. Ikue and I originally performed the piece live with dancers. Later we recorded the piece to offer Cydney a more flexible performance schedule. The piece was inspired by Wonder Women and Super Heroes from English and American comics of the Forties and Fifties.

	Zeena  PARKINS
	William HOOKER / Lee RANALDO / Zeena PARKINS:

“The Gift of Tongues”
	1996
	70:34
	label: Knitting Factory Works (USA)

Recorded live at the old Knitting Factory, New York, 1995

Produced by William Hooker (см.)

Lee Ranaldo: guitar; 
Zeena Parkins: electric harp; 
William Hooker: drums.

1. Colour (The Hypnotic State)   16:57

2. Stamina    53:31

tracks composed by Hooker/Parkins/Ranaldo

The two titles on this set, one of which is "Stamina" while the other is subtitled "The Hypnotic State," very much fit the noise-oriented improvisations. Lee Ranaldo's screeching guitar dominates the two lengthy pieces, Zeena Parkins' harp is electrified and unrecognizable, and drummer William Hooker creates a barrage of sound. The music is atonal and rarely even sounds like music, more like noisy feedback. It would have been intriguing to experience these performances live, but on record not only are melody, harmony, tonality, and rhythm missing, but any sense of development or purpose other than to create noise for as long as possible. For selective tastes only! 

	Zeena  PARKINS
	Mouth=Maul= Betrayer
	1996
	52:18
	label: Tzadik

zeena parkins   electric harp, sampler, piano 

sara parkins   violin 

maggie parkins   cello, voice 

jim pugliese   drums, vibes 

mark stewart   cello, guitar, mandolin

+ guests: 

carsten dane   live & voice samples 

matthias breitenbach   voice samples 

andy haas   didjeridu

“Hey, watch out, the cop over there is wise!

Really? Have you met him?

He's even frisked me. I was over there in the second village, sold a broken watch and a few old knives, and some people must have told the cops, because all of a sudden he came after me. He kept asking me where I came from, checked my papers, and said that I had definitely been making deals in the next village 'cause the people there have always had trouble with folks like us. You should have seen his face: like seven miles of bad road. The idiot once searched me from head to toe, I even had to take off my shoes. In that village close to the wood, where the rich people live, I once sold an old chain for silver to a peasant, and I spent some counterfeit in the bar. Later when I was out schnorring, the people found out that I'd cheated them and told the cops. In the evening, when I was at the inn close to the valley, all of a sudden the cop came running in and pounced on me.

Oy! I should have known!”

One of the most intriguing and inspiring of Zeena Parkins long-form compositions, Maul examines the lives and deaths of Jewish gangsters thoughout the ages.

Using texts in the lost language of Rotwelsch, she weaves a complex tapestry of voices, sounds and instrumental counterpoint, evoking a side of the Jewish experience perhaps best forgotten.

	Zeena  PARKINS
	Zeena PARKINS & Chris CUTLER:

"Sharks!"
	1996
	71:01
	avant-garde / free impro

label: ReR/Recommended (UK)

Zeena Parkins: harp, melodica, electrification

Chris Cutler (см.): drums, objects, electrics

1. QEH (tracks 1-15)

2. LINK (tracks 17-29)

(1) recorded live at the Queen Elizabeth Hall, London

(2) recorded live at LINK in Bologna, Italy

At 71 minutes, this is a free improvisation recording from New York electric harpist Zeena Parkins, who has a string of releases on Tzadik as well as countless collaborations in the avant-garde and improvised cannon. The U.K. percussionist Chris Cutler of Henry Cow and Pere Ubu fame has a multitude of avant-garde and experimental rock projects centered around his Recommended label, which published this recording in 1996. Sharks! displays a broad cross section of the duo's avant-garde techniques, from disruptive ping-pong instrumental dialogues to pensive, miniature studies in texture. The CD documents two live concerts recorded in London and Bologna, Italy. Though the full-length duration is a lot to get lost in, the experimentation remains compelling throughout, giving ample space for the improvisations to develop in a multitude of directions, from full-on sparks flying to distant rumbles on the threshold of audibility.

	Zeena  PARKINS
	No Way Back
	1998
	49:43
	label: Atavistic

Zeena Parkins - el harp, sampler, tapes

rec. 1997

In between working with elaborate classical evocations of her small-ensemble compositions (Isabelle) and creating powerful detailed works such as her Radica Jewish Culture composition Mouth=Maul=Betrayer, New York avant-garde composer Zeena Parkins still found time to make fiery, improvised solo recordings for electric harp. With her entirely personal instrument she can shape complex works of feedback-drenched, string-bending, and percussive noise texture, and with this recording she continues in the vein of work developed on her striking solo debut, Nightmare Alley. Parkins uses tape loops and samplers sparingly as accompaniment, though the majority is solo harp filled with distorted metallic textures. Zeena Parkins transfigures the harp into an extraordinary instrument of many voices. No Way Back comes highly recommended to fans of '90s experimental and improvised music.
1. Vita Futuristica

2. This Velvet Annihilation

3. Dreaming Lips

4. Vexed Zeit

5. Slant Left

6. Venus Smiles

7. Bowed Body Bonewhite

8. i-Go

	Zeena  PARKINS
	Pan-Acousticon
	1999
	52:08
	label: Tzadik

ZEENA PARKINS -  PIANO, SAMPLER, ACCORDEON, EL HARP

SARA PARKINS - VIOLIN

MARGARET PARKINS - CELLO

JIM PUGLIESE - PERCUSSION, VIBES

MARK STEWART - GUITAR, DAXAPHONE, CELLO

JOE TRUMP - METAL SPRING AND SNARE ON #4

A product of over three years of work, Pan-Acousticon is Zeena Parkins' most important and intriguing work to date, orchestrating sampling noise, classical strings, rock drums and homemade instruments into a new world of color, shape and texture. Co-produced by long-term collaborator Elliott Sharp, this beautiful and varied collection of experimental music is both powerful and touching.
1. INTRO

2. BOWL YR. COPPER HOOP

3. THE 2 IFINITES

4. SOLO

5. EARSHOT

6. D.I. 1

7. DAMP LILAC

8. D.I. 2

9. DUO

10. BELS I

11. CAVERE

12. ORGAN OF CORTI

13. PARTY EFFECT

14. SONE

15. D.I. 3

16. BALATON

17. END

18. BELS II

biography

Zeena Parkins plays the harp, piano, accordion and sampler in a variety of improvised, new music, modern composed and avant garde jazz settings. Born in Detroit, Michigan, she studied dance, harp and classical piano, and earned a Fine Arts degree from Bard College. Parkins moved to NYC in 1984, where she began collaborating with other musicians in downtown's avant garde music scene. She performed in Butch Morris' ensembles and in John Zorn's Cobra. She also formed Skeleton Crew with renowned improviser Fred Frith and versatile cellist Tom Cora and toured Europe, Japan, the U.S. and Iceland with them. From 1986 on, Parkins composed scores for theater, dance, and films, commissioned by performers, venues and organizations such as Meet the Composer, NY State Council for the Arts and The Rockefeller Foundation. She's remained interested and involved in staging multimedia performances, and gave workshops for dancers and musicians at NYC's Movement Research and in Vermont, at Bennington College. As a leader, Zeena Parkins has performed and recorded solo — as with No Way Back, on Atavistic — as well as with her Gangster Band. Gangster Band, which includes relatives Sara and Margaret Parkins, has recorded her compositions for the Avant and Tzadik labels, including the chamber piece for Isabelle Eberhardt Isabelle (1995), and 1999's Pan-Acousticon, which she co-produced with longtime collaborator, Elliot Sharp (she performed in his group, Carbon, too). The Gangster Band has performed at festivals in Europe, and at a variety of NYC venues, from the Lincoln Center to the Knitting Factory. Parkins has performed and recorded in a wide realm of settings, from working with Pauline Oliveros and Anthony Braxton, to an MTV Unplugged concert with the rock band Hole. She has played at new music and jazz festivals around the world, including The Moers Festival (Germany), Switzerland's Taklos Festival, Music Merge in Tokyo, and Quebec's FIMAV. After a somewhat quiet period, a live recording featuring improvisors Thurston Moore (Sonic Youth) and Nels Cline (Geraldine Fibbers) appeared on JMZ Records.

	Zeena PARKINS
	Zeena PARKINS & Ikue MORI:

“Phantom Orchard”
	2004
	39:39
	label: Mego

Zeena Parkins: el & ac harps, piano, mellotron, gleeman pentatphonic clear, rhodes, moog III, buchla 200 series

Ikue Mori (см.): electronics

This could be Zeena Parkins' strongest album since Ursa's Door. A collaboration with the ubiquitous Ikue Mori, Phantom Orchard marks her return to a rich, complex form of writing. The album also features her talents as an instrumentalist as a whole, instead of focusing on a single aspect of her work. She can be heard on piano, Mellotron, electric piano, and Moog and Buchla synthesizers, along with her electric and acoustic harps. The latter instrument provides the delicate overture of "Jezebel," the album opener. Right from the start, the two artists open the door to a sound world rich in details and quizzical forms of beauty. Ikue Mori's electronics seem to include a fair dose of real-time sampling and treatment, as the landscapes painted here often appear to be self-mirroring. There is a lot of movement within the stereo field, along with depth effects and lots of overdubs. The result is a set of dense pieces with complex arrangements and a compositional structure that can be felt but is rarely actually seen ("Jezebel" and "Ghostlake" are exceptions). There is a strong element of academic electro-acoustics in the techniques of composition, but the results feel more like papiers colles, with lots of different colors, shapes, and textures. Recorded at a different time and place, "Contraband" seems to be a live performance: it is much noisier and single-minded in terms of arrangements, revealing a more vital, immediate side to this duo. Parkins and Mori are truly exploring the music inside the sound, and what they find rewrites the canons of beauty.

1. Jezebel

2. Savage Flower

3. Miura

4. Ghostlake

5. Deft

6. 39 Steps

7. Transparent Things

8. Contraband

9. Blue Noon

all tracks composed by  Zeena Parkins & Ikue Mori

	Andrea  PARKINS
	Cast Iron Fact
	1996
	63:46
	Andrea  PARKINS – см. тж. с: Ellery  ESKELIN (в 'Jazz');

label: Knitting Factory (NY)

Produced by Andrea Parkins, Hugo Dwyer, Ellery Eskelin  (см. 'Jazz').
Andrea Parkins [accordion, sampler, p]; Briggan Krauss  (см. 'Jazz') [a s]; Kenny Wollesen [d, perc].

“Two fisted-powerhouse of accordion machismo...” – Village Voice
“Parkins just about steals the show with her fucked-up accordion: she provides drones, counterpoint and musical debris.” – Edge of Obscurity Music Database
“Bringing (the accordion) to its knees. Her inventive, spiky approach... includes running the instrument through a fuzzbox...” --- Pulse! Online
Composition melts into improvisation, tradition becomes subversion and then the real fun beings! Pianist and accordion player Andrea Parkins enlisted fellow labelmates Briggan Krauss and Kenny Wollesen to accompany her on her stunning release. Pound for pound. Parkins will kick your ass coming and going. Parental discretion advised.

	Andrea  PARKINS
	Slippage
	1998
	60:15
	label: Knitting Factory (NY)

Andrea Parkins [accordion, sampler, p]; Briggan Krauss [a&bar s, cl]; Kenny Wollesen [d, perc].

“Piano plying that creates a sometimes savage, sometimes delicate aura.” ---Village Voice
“...a spellbinding study in textures, noise, and improvisational high-wires.” --- Earshot 

A metallic blow to the ribs and brain like a locomotive tunnelling through an icy black hole, Parkins takes you through mezmerizing tunnels of pulse, chaotic moments of dark edgily cut sound. Tangible melodies erupt out of brilliantly variegated and restless. Slippage features Briggan Krauss on saxophones and clarinet, Kenny Wollessen on drums and percussion, and Andrea on accordion, samplers, piano.

"Нет, нет, не женская это музыка, да простят меня поборники ра​венства, а также аккордеонистка (и пианистка) Андреа Паркинс.. К чёрту равенство, да я и не имею в виду способности музыканта — женщины играют не хуже мужчин — просто больно уж концепция у альбома суровая и непреклон​ная. Про какую-то там романти​ку или чувственность и говорить даже неудобно после прослуши​вания первых же вещей. Что воз​никает перед нами сразу же и не​умолимо, так это "сурового фри-джаза чистейший образец". Но послушайте чуть вниматель​нее — и некие неуловимые чер​ты этой музыки, скорее всего, расположат вас к благосклонно​сти. По-моему всё дело в том, что это совершенно неагрессив​ный, хотя и очень динамичный и бескомпромиссный альбом. Ред​кое, очень редкое сочетание. Уж и не знаю, какую здесь уместно привести аналогию, но по степе​ни открытости и органичности спонтанного  самовыражения альбом стоит на уровне лучших последних работ Орнетта Коулмена или Джона Зорна. А кое в чём и превосходит: у Андреа Паркинс исключительное чувство меры, она играет и для слушате​ля тоже, а не только для себя, как это частенько бывает в авангард​ной музыке.

Это только второй её сольный диск, но послу​шайте, какие отзывы он получил в американской музыкальной прессе: "Андреа Паркинс рабо​тает в совершенно новом напра​влении, где импровизация и му​зыкальная логика кажутся неза​висимыми и параллельными друг другу"; "Она взрывает типичные ассоциации, связанные с игрой на аккордеоне"; "Её игра на фортепиано удивительным образом создаёт одновременно суровую и деликатную ауру"... Это совершенно конкретные слова, дающие ей точную харак​теристику и отличающиеся от стандартного общехвалебного стиля, когда нужно поощрить, но особенно не за что.

Два других музыканта из её трио уже вполне известны, на​верное даже больше, чем она са​ма. Бригган Краус (Briggan KRAUSS) (см.) играет и с Уэйном Хорвицем  (Wayne HORWITZ) (см.), и в составе нашумевшей хули​гански-импровизационной нью-йоркской  группы  "SEX MOB" (см.) (мы, кстати, уже обозрева​ли альбомы их всех). Кении Уоллесен играет попеременно в том же "SEX MOB", с Джоном Зорном (John ZORN) (см.), Марком Рибо (Mark RIBOT) (см.) и является по​стоянным аккомпаниатором у Тома Уэйтса (Tom WAITS) (см.). Так что компания подобралась что на​до: ударник, который умудряет​ся сочетать одновременно джа​зовое, роковое и какое-то аф​риканское начало в своей игре, саксофонист, который то выпе​вает, то выкрикивает, то речита​тивом проговаривает рваные витиеватые фразы, и Андреа — логичная в своей нелогичности и последовательная в своей непоследовательности.

Очень современная, урбани​стическая, немного технологич​ная, но исключительно живая музыка."

"Jazz Квадрат"

	(Andrea  PARKINS)
	Ellery  ESKELIN with Andrea  PARKINS and Jim BLACK:

"The Secret Museum"
	2000
	61:06
	free impro

label: Hat Hut www.hathut.com  edition of 3500 CDs

rec. in Switzerland, Nov. 1999

all compositions by Ellery Eskelin

Ellery Eskelin (см. 'Jazz') [t s]; Andrea Parkins [accordion, sampler]; Jim Black (см. 'Jazz') [perc].

	Arvo  PART
	Tabula Rasa

(ECM)
	1984
	55:04
	label: ECM

1. Fratres  11’24”  (Gidon Kremer [vln]; Keith Jarrett [p])

2. Cantus In Memory of Benjamin Britten  05’00” (Staatsorchester Stuttgart)

3. Fratres  11’49”  (the 12 cellists of the Berlin Philarmonic)

4. Tabula Rasa  26’26” (Gidon Kremer [vln]; Tatjana Grindenko [vln]; Alfred Schnittke [prepared piano]; Lithuanian Chamber Orch.)

   Arvo Part’s music tends to extremes. One senses its roots and its spirit, but the structure of the music is harder to grasp. A curious union of historical master-craftsmanship and modern ‘gestus’, it is music that could have been written 250 years ago and yet could only be composed today. It is Vivaldi and Erik Satie, an impressive ‘musique pauvre’ that has discarded all its structural moorings — music whose sparse tones are so intensified that any and all sense of the lackadaisical is eliminated, music that just as it is about to die away, blooms with infatuation. “That is my goal. Time and timelessness are connected. This instant and eternity are struggling within us. And this is the cause of all of our contradictions, our obstinacy, our narrow-mindedness, our faith and our grief.”  Musically, all the ages mingle at the break of Arvo Part’s dawn.

Арво Пярт, как и всякий выдаю​щийся советский композитор, противопоставлял себя офици​альной власти, и в результате почёл за лучшее уехать на Запад. Где и продолжает проживать до сих пор. Посему его произведения не привечали на больших сценах, что не мешало им жить своей, отдель​ной жизнью в узких кругах цените​лей. Один из немно​гих авангардистов-шестидесятни​ков, Пярт обращается к эстетике да​лёких эпох, среди которых особое внимание уделяет Средневековью. Его музыка напоена удивительными созвучиями, она по-своему, в новой форме преломляет те далёкие тра​диции, которые появлялись в бенедиктинских монастырях в веке эдак тринадцатом. Чем более лаконичен состав пьесы, тем более архаичным становится музыкальный язык Пяр​та — безусловным шедевром в этом контексте выглядит Tabula Rasa. Вероятно, никто лучше Пярта так до сих и не знает, откуда у европейской музыки ноги растут.

--- Play

	Arvo  PART
	Arbos
	1987
	59:21
	label: ECM

perf.: The Hilliard Ensemble (см. тж. Walter Frie; Garbarek), Gidon Kremer (cм. тж. в секции классики), Vladimir Mendelssohn, Thomas Demenga, Brass Ensemble Stuttgart.

The temple bell stops

but the sound keeps coming

out of the flowers.

          -- Basho

   This was a discovery of spiritual identity, for all Part’s music, whether or not it is liturgical, is concerned with the numinous. The vocal pieces are overtly ecclesiastical; the instrumental works seek the eternal silence at the heart of sound, as is indicated by the title of his best known piece, ‘Tabula Rasa’ (см. выше). If one tries to think of points of reference in defining the nature of Part’s music one might mention, in addition to plainsong and medieval heterophony, the liturgical music of Stravinsky, Satie’s ‘Socrate’, and occasionally the ceremonial music of Janacek. But this does not mean that Part is influenced by these or any other composers; still less does his work have anything in common — apart from the obvious fact that he uses few notes and much repetition — with the minimalists with whom he is sometimes allied. The difference lies in the fact that Part’s few notes are intimately expressive, and therefore in content not minimal at all. A five-minute threnody in memory of Britten (см. выше), scored for a single bell and strings, starts from God’s music of the bell’s overtones and swells, bell-like, into multiple interwining canons that function magically in palliating the finality of death. Having that purity of spirit which Part admires in Britten’s music, the radiant serenity of both composers always has human relevance. Arvo Part’s spiritual awakening is inseparable from his awakening to what he came to consider the ultimate verities of music. In medieval plainsong and organum, Part found musics which were, of their nature, in the Western sense non-harmonic. Such monody and heterophony imply a different notion of what music is ‘about’ and ‘for’. His music not only has affinities with medieval liturgical cantillation, but also with sundry ritualistic concepts typical of folk and ethnic cultures. Of course this had happened before — not merely in an eccentric figure like Janacek, but to a degree in the centric Bartok and Stravinsky. What distinguishes Part from these composers is the singular purity of his response. He is remarkable precisely because he has found it necessary, and possible, to pare away so much, making what is left more ‘meaningful’ the more exiguous it has become.

  The first brief piece on this album delineates the conditions under which Part’s music lives, moves and has its being. Arbos is not so much musical communication as musical fiesta, wherein we are released from chronological time and re-enter mythological time, in which (as Octavio Paz has put it) “time is not succession and transition but the perpetual sound of the fixed present in which all times, past and future, are contained”. Arbos is a state of being: grand, hieratic, static in its minimal, modal, often pentatonic pattern-making, sonorous in brass and reverberating in bells and gongs. The music does not modulate and has no development, though pitch and tempo are in proportional relationships, creating ‘moments’ outside Time in which, momently, we live.

В 1962 году Арво Пярт получил Всесоюзную премию за детскую кантату «Наш сад» и ора​торию «Поступь мира». Вскоре взялся за ум и занялся настоя​щим композиторским делом - борьбой с соцреализмом и Сою​зом композиторов. Занял жёст​ко авангардную позицию. В 1964 году стал автором первого додекафонного сочинения Эс​тонии под недвусмысленным на​званием «Некролог». Может быть, потому что официальное давление в Эстонии было не та​ким заметным, диссидентские диссонансы быстро перестали приносить композитору ра​дость. 8 лет Пярт почти ничего

не писал. Изучал старинную по​лифонию и григорианский хо​рал. Погрузился в православие. И к середине семидесятых при​думал то, что сделало его миро​вой знаменитостью. Его стиль отныне назывался tintinnabuli («колокольчики»). В основе - семь нот гаммы и трезвучия, предпочтительно минорные. Ничего лишнего. Все просто, смиренно и фанта​стически красиво. Каждая неожиданная нота - как гром не​бесный. Почти всегда - бес​плотный хор. Очень часто - хо​лодная латынь. Ориентация на древние образцы христиан​ской службы. Минимализм. Но​вое Средневековье. New Age. Сам Пярт, закрытый и не слиш​ком отзывчивый на интервью, называл этот поворот «бег​ством в добровольную бед​ность». Он немедленно был окружен поклонниками и под​ражателями, превратился в му​зыкального пророка и загадоч​ного отшельника. Каждое но​вое сочинение, доходящее из Западного Берлина, куда Пярт уехал в 1980 году, воспринима​лось как тайная заповедь. Свер​ху - мистический флёр и кажу​щаяся элементарность. Внут​ри - логика цифр, красота про​порций и структурные игры. За них в 1997 году он получил пре​мию «Триумф».

--- Афиша

	Arvo  PART
	Tabula Rasa
(EMI)
	1994
	75:58
	label: EMI, 1994/2003

performed by: Tasmin Little, Richard Studt, Vasari Singers, a.o.

1. Fratres (1980)

2. Cantus in memoriam Benjamin Britten (1977)

3. Summa (1977) for choir

4. Summa (1978) for string orchestra

5. The Beatitudes (1990, rev. 1991)

6. Spiegel im Spiegel (1978)

7. Festina lente (1988, rev. 1990)

8.-9. Tabula Rasa (1977): Ludus; Silentium

	Arvo  PART
	Fratres, Tabula Rasa, Symphony #3
	1999
	58:29
	label: Deutsche Grammophon (Hamburg)

1. Fratres (for violin, str. orch. and perc; dedicated to Gidon Kremer). Gil Shaham [vln]; Roger Carlsson [perc].

2. - 3. Tabula Rasa (concerto for two violins, str. orch. and prepared piano; dedicated to Tatjana Grindenko, Gidon Kremer and Eri Klas). Adele Anthony [vln I]; Gil Shaham [vln II]; Erik Risberg [prepared p].

4. - 6. Symphony #3 (dedikated to Neeme Jarvi). Gotheburg Symphony Orchestra, Neeme Jarvi.

Part's musical language is simple, austere, minimalist, archaic, filled with mysticism, occasionally even incantatory in tone and radiant in the clari​ty of its colours. His music seems to have struck a chord in an age when people need contrasts and moments of calm, so hectic is the pace of their everyday lives. Part's music has turned him into something of a cult figu​re in the world of music today, for all that so retiring and reclusive a com​poser seems little suited to playing this role. 

Somewhere on the southern edge of the Midwest States lies an endless expanse of rolling desert shimmering in the heat haze, with nothing to see for miles all around and with the silence broken only by the sound of a car radio playing what seems to be the music of the spheres. Such calm and beautiful music might almost have been written for this desert landscape.

"The first time I really heard his music was when I was driving through the desert in Utah. Tabula rasa was being played on the radio. There in the middle of the desert, his music suddenly made sense -- I could understand what people were talking about. The slow movement of Tabula rasa has a feeling of vastness and I sensed a connection between the music and the loneliness of the landscape. There is something about the music and the way it is constructed -- the textures and the Arvo Part patterns -- that has a very primal quality. I think that is why people use words like 'mystical' to describe it. The music is somehow very religious and basic."

This is how Gil Shaham describes his first significant encounter with the music of the Estonian composer Arvo Part. And he goes on to identify some of this music's main qualities: the feeling of infinitude and loneliness. as though Part's music were written with this vast, endless land​scape in mind. Of the melodic writing in Tabula rasa. Shaham has said elsewhere:

"The patterns -- they are not really motifs in the traditional sense -- have a methodical, meditative quality which is almost hypnotic."

It is this that is so remarkable about Part's musical language: it is almost provocatively simple, minimalist, full of archaic resonances and mysticism, at times literally incantatory, and radiant in the clarity of its colours. At least since the mid-1970s, when Part underwent an artistic crisis and rad​ically revised and simplified it, his musical language has eschewed com​plexity, requiring no virtuosity of its performers and placing no excessive demands on its listeners. In spite of this, there is a very specific "richness" to this music. The dedicatee of the composer's Third Symphony of 1971, Neeme Jarvi, defines this inner richness by arguing that

"the music of Arvo Part contains a message which appeals to the deepest spiritual needs of our time".

This also helps to explain the astonishing success of Part's music, which seems to have caught the mood of an age when people need contrasts and points of repose in their hectic lives. The listener's desire to find something in this music deeper than mere diversion and enjoyment coincides with Part's conviction that, in writing it, he is consciously holding out ideas such as simplicity, peace and beauty as antidotes to our com​plex experience of the world.

"I need to withdraw and depict something objective. The more we are thrown into chaos, the more we have to hold on to order. This is the only thing that helps us to restore our sense of balance, even if only a little, and allows us to see things in perspective and to be aware of the value of these things. The greater the sense of order and the greater our abili​ty to stand back and feel the wing-beat of time, the more powerful will be the impact of the work of art. But time's beating wing affects us in two ways: on the one hand creating uncertainty, endless complications, and chaos, on the other hand order. It is the simultaneity of life and death." 

That is why Part's music is always shot through with, and immersed in, religion. Its meditative aspect, together with its oppressive, burdensome heaviness and, at the same time, a kind of comforting melancholy, seem to be essential characteristics of eastern European art in general, as we may see in the music of Alfred Schnittke and Vladimir Tarnopolski, and in the films of Andrei Tarkovsky. "Words write music", Part once remarked. He was referring to the words of Christ.

The artistic humility implied by these remarks is the basis of Part's work as a composer. Much of his music has an explicitly religious frame of reference: one thinks of the St John Passion (1977-82, rev. 1988), the Te deum (1984-6), the Missa sillabica (1977-91) and the Berlin Mass (1990/91). In other pieces such as Tabula rasa, Fratres and the Third Symphony (a work that reflects Part's study of the Middle Ages), the tonal picture may throw light on the music's deep structure. How is it that a simple chord or a two-part texture sounds "religious"? Perhaps this impression stems from the oscillating, vibrating sound of bells that Part repeatedly imitates in his music and that has become a hallmark of his style. The individual note is invested with special power.

"I have discovered", says Part. "that it is enough if a single note is played beautifully. This single note, the sense of peace or silence have a calming effect on me."

Ever since 1976, when he wrote his brief piano piece Fur Alina, Part has been searching for ways of evoking spiritual peace: tonal centres, triads, the economical use of melodies, and an astonishing textural clarity are the constants in his musical language.

"You have to limit yourself and cut back a lot, both within yourself and in terms of what is around you. And this is also reflected in the music. If I know nothing about something, it is not right that I should say anything about it either. But if I have discovered something, even if it is very little. I say so: very briefly and as directly and as concentratedly as I can, since I, too, am concentrating on the thing in question. That's why the notes that I write may be no more than cues."

Cues to a form of music that is already "there"? Hence the reduction to a single note? Gil Shaham is fascinated by what seem the psalmodic gestures of Part's music. The double concerto, Tabula rasa (a counterpart to Schnittke's Concerto grosso no. 1 of 1977 for two violins, harpsichord, prepared piano and strings), and Fratres both date from 1977 and in both cases their slow sections draw their strength from this close rela​tionship between the individual vibrating note and our tentative attempts to catch its dying echo. Curiously, the listener is aware that Part wrote these two pieces after a long silence:

"My music was always written after I had long been silent in the most lit​eral sense of the word. When I speak of silence, I mean the 'nothingness' out of which God created the world. That is why, ideally, musical silence is sacred. Silence is not simply given to us, but in order that we may draw sustenance from it. This sustenance is no less valuable to me than the air I breathe. There's an expression: to live on air and love. I'd like to rephrase this: if you approach silence with love, music may result. A composer often has to wait a long time for this music. It is this reverent sense of expectation that constitutes the brief silence of which I am so fond." 

And it is from the midst of silence that Arvo Part's music stems -- music of often bewitching and entrancing beauty. Its message lies at the heart of each musical sound.

	Arvo  PART
	Arvo PART / Peter Maxwell DAVIES / Philip GLASS:

"Trivium"
	1990 
	58:28
	label: ECM
performer: Christopher Bowers-Broadbent [organ]

Part: Trivium, Mein Weg hat Gipfel und Wellenstaler, Annum per annum, Pari intervallo. — 30’11”

Davies: Psalm 124, O God Abufe. — 4’47”

Glass: Satyagraha, Dance IV. — 23’28”

     Christopher Bowers-Broadbent began his musical education as a chorister at King’s College, Cambridge, and went to study organ and composition at London’s Royal Academy Of Music, where he has been Professor of Organ since 1976. Particularly committed to contemporary music, he has commissioned new additions to the organ repertoire, and given first performances of works by Arvo Part, Gavin Bryars (см.), Henryk Gorecki, Philip Glass, Stephen Montague, Robert Simpson, and Priaulx Rainier. Bowers-Broadbent can also be heard on ‘Arbos’, ‘Passio’, and ‘Miserere’, recordings of the music of Arvo Part on ECM New Series.

    Chris Bowers-Broadbent: “This is a performance about time and space, inspired by my excitement at the discovery of this music. I was introduced to Part’s music by an early music producer at the BBC (the U.K.’s most adventurous organisation). The early music connection is the most obvious, but only the tip of the iceberg. Classical, Romantic, serial, avant-garde, it’s all there if you want to analyze it, but for me it is Part’s power over time and space that matters, as well as his humanity, the care he feels for his performers and the gentle control he exercises over the performance. In Part’s world there is room to hear sounds freshly. 

Within a similar world, Maxwell Davies’ pieces are a contrast. 16th century psalm-tunes are set in strange tonal harmonies against off-beat obligatos that splinter in all directions, almost galactic.

It was the illusion of suspended time that grew me to Glass’s music (since I had been brought up on European harmonic progression). I remember in the 70’s hearing the sound of a large organ from a radio in a distant room, but it was at least five years before I could identify what I had heard.

Time within space: the larger galaxy made up of a lot of little stars.”

	Harry  PARTCH
	The Music Of Harry Partch
	1950-67
	76:22
	Классик минималистического авангарда. Широко использовал большие наборы экзотических инструментов. Rec. ‘50-’67.

Harry  PARTCH -- см. тж. в исполнении NEWBAND

label: CRI Composers Recordings, (USA), 1989

1. The Bewitched

2. Castor And Pollux

3. The Letter

4. Windsong

5. And On The Seventh Day Petals Fell In Petaluma

       By all accounts, Harry Partch (1901-1976) was an extraordinary character. A truculent, hard-drinking independent who shunned the musical mainstream — even the avant-garde musical mainstream — and lived much of his life in the California desert, he fashioned instruments out of surplus airplane fuel tanks, Pyrex chemical jars, artillery shell casings, bottles and old keyboards. Partch invented his own tuning systems (dividing the scale into 43 notes) and took at least as much inspiration from the percussive, ritualized music of the Far East as he did from Western Europe; his music combines rhythmic and tonal sophistication with a direct, near-primitive mysticism. The result, as listeners to this CRI compact disc reissue will quickly discover, in some of the most distinctive music yet produced in the United States.

  Jonathan Cott put it succinctly in an excellent article he wrote about Partch for ‘Rolling Stone’: “In 1930, the then-29-year-old composer Harry Partch was living in a small room on Charles Street in New Orleans. Somewhere earlier or later, sleeping in one of the many California arbors where he picked grapes and prunes as a hobo during the Depression, Partch woke up one morning and realized that he and Western European music were through... Partch gathered up 16 years worth of compositions, placed them in a potbellied stove and burned them all in what must have been a ravishing auto-da-fe.”  Partch then began to forge his own path. He indulged his fascination with unconventional tunings; trained his own performing group, the Gate 5 Ensemble; lengthened the fingerboards on traditional instruments (to create ‘adapted’ guitars and violas) and fashioned his own keyboard instrument, the ‘chromolodeon’. And then he labored, steadily and mostly in obscurity, for the rest of his life. Although he accepted an occasional appointment to a research post, Partch never taught at a major university. He kept solvent through receipts from performances and private recording and publication of his music, supplemented by grants. “I am not an instrument builder,” Partch once said, “only a philosophic man seduced into carpentry.” It is ironic that Partch’s many and wonderful creations — some 30 instruments including the Zymo-Xyl, constructed out of hubcaps, a kettletop, oak blocks and old bottles; The Mazda Marimba, with its tuned light bulbs that have been severed at the sockets and then eviscerated; and the Gourd Tree and Cone Gong, made from temple bells and eucalyptus — have served as an impediment to his popularity. They are, for the most part, one-of-a-kind instruments: works of art, really, which happen to make incredible sounds. But their very uniqueness meant that they could only be played by the composer and his ensemble of specially trained musicians. And so, by neccessity, Partch was neccessarily excluded from the programming of traditional new music groups.  “The work that I have been doing these many years,” Partch once told CRI, “parallels much in the attitudes and actions of primitive man. He found sound-magic in the common materials around him. He then proceeded to make the vehicle, the instrument, as visually beautiful as he could. Finally, he involved the sound magic and the visual beauty in his everyday words and experiences, his ritual and drama, in order to lend greater meaning to his life. This is my trinity: sound-magic, visual beauty, experience-ritual.” 

Tim Page.
    “Парч рос, впитывая в себя музыку разных культур. Родился в 1901 году в Окленде, Калифорния, детство провёл в Калифорнии, Нью Мексико и Аризоне. Уже в детстве он познакомился с музыкальными традициями мексиканских яки индейцев юго-восточной Аризоны, а также пел вместе с родителями, бывшими миссионерами в Китае, китайские народные песни и колыбельные. К четырнадцати годам довольно прилично играл на фортепиано. В 1920 году Парч был зачислен в Высшую школу музыки Южной Каролины, но спустя пару лет покинул её, поняв, что мало чему научился там, ипереехал в Сан Франциско. Парч начал больше читать о музыке в публичных библиотеках и стал сочинять музыку без академических правил Приблизительно в 1923 г. Парч начал собственный пересмотр европейской концертной музыки и прежде всего двенадцатитоновой системы. Результатом стало открытие новой системы, в которой октава делилась уже не на двенадцать, а на сорок три тона, для чего уже понадобились и новые музыкальные инструменты. И Парч изобрёл их. Но окончательный разрыв с европейской музыкальной традицией происходит в 1930 году, когда Парч сжигает плоды собственной четырнадцатилетней работы. Начиная с 30-х годов Парч использует в своей музыке собственные инструменты. Он сочиняет вокальную музыку на китайские стихи, тексты из Библии, сцены и песни из пьес Шекспира, использует также словесное творчество американских бродяг (hobo). Небольшой звукоряд, интимный настрой...  В 50-е — 60-е годы Парч обращается к другой поэтике — продолжая изобретать оригинальные перкусионные и струнные инструменты, он создаёт ряд театральных и драматических опусов, дополняя собственный концепт о телесности. Хотя университетская студенческая аудитория встречала его новации с энтузиазмом, в целом музыкальные институции не поддерживали Парча. Он жил как маргинал. Гарри Парч черпал музыкальное вдохновение и материал для своих сочинений не из европейской традиции и стал известен как один из наиболее новаторских, свергающих любые нормы, по-настоящему гениальных композиторов Америки нашего столетия. Целью всей жизни Парча — начиная с 20-х годов — было создать музыку, вернувшую бы всех к её первичным ритуальным телесным истокам, по его глубокому убеждению этими истоками были натуральные акустические интервалы, издаваемые звучащими телами.”

	Harry  PARTCH
	Revelation In The Courthouse Park — “The Bacchae” of Euripides
	1989
	50:59 33:46
	label: Tomato (USA)

Rec. on Oct. 12th, 1987, at the Great Hall, University of the Arts, Philadelphia. The original production was funded by a major grant from the Ford Foundation. Additional support came from The National Endowment for the Arts, and the Shubert Foundation.

The Partch Instruments (These really were  his musical instruments. He invented them. He made them with his own hands out of pieces of wood, metal and glass. Each, one of a kind. Like nothing else on earth — in looks or sound.):

Kithara I & II (alto & bass Kithara; large, 6-foot, free-standing string instrument inspired by ancient Greek models. 72 strings are grouped in 12 series of 6, strung vertically between the arms of a giant U. [...] These are among the most conspicious of the instruments and Partch specifies that certain of the players’ movements must be “athletic, graceful, a kind of functional dance.”)

Harmonic Canons I & II (zither-like string instruments with bridges and glass tuning rods [...])

Adapted viola & cello (The larger distances between notes on the larger and lower string instruments permit the production of microtones much more easily than on the violin.)

Crychord (consists of a resonating box with a single string whose tension is controlled by an arm or rod or handle which is moved forward and backward, changing the pitch.)

Bloboy (is a bellows painted with an African mask, attached to an auto horn and three small organ pipes.)

Chromelodeons I & II (are adapted reed or pump organs with the reeds retuned to microtones. Partch often uses color-coding to designate the tuning of his instruments but this is particularly striking on these ‘color organs’ since the keyboards are completely color coded.)

The Diamond Marimba (36 blocks. Represents Partch’s tuning theories in a basic form: the so-called Tonality Diamond. The resonators are tubes of Brazilian bamboo placed under the wooden blocks.) The Bass Marimba (consists of 11 Sitka-spruce blocks mounted on large resonators.) Marimba Eroica (consists of four blocks and resonators only, the lowest of which is below the lowest note on the piano; the four tones of this instrument are perceived physically as much as heard.) [Partch comments...] The Bamboo Marimba or ‘Boo’ (consists of 64 sections of bamboo with tuned tongues grooved into the open ends and mounted in six full rows with a seventh row of one piece. Felted dowels rather than mallets are generally used. When the player is using the lowest row, Partch insists that he must “bend at the knees, not at the waist as though making a final bow to the world.”)

The Cloud-Chamber Bowls (are fourteen sections of large Pyrex bottles or ‘carboys’ originally salvaged from the Radiation Laboratory glass shop at the University of California. These are suspended on a rack and, as usual, Partch has comments to make about the player’s physical appearance in performance: “He must extract and reveal — in both body and spirit — only that which is handsome.”)

The Cone Gongs (were taken from the nose cones of airplane gas tanks and mounted on stems; as Partch points out, they look like giant mushrooms.)

The Spoils Of War (is so named because it includes seven brass shell casings with definite pitches. These are mounted on a stand along with four Cloud-Chamber Bowl tops, two tongued pieces of bamboo open at both ends, three Whang Guns — strips of spring steel bent at both ends with the tension, and therefore pitch, controlled by pedals — a gourd guiro with a notched or grooved side which is scraped with a stick, a Chinese wood block and a large, low-pitched pernambuco block. This compound instrument was originally built at Gualana in 1950 but was alteredd and added to over the years.)

Partch’s theories of tuning. Since the mid-eighteenth century, Western music has been based on an equal division of the octave into twelve notes. In order to achieve ‘equal temperament’, every note and every interval must be put slightly out of tune. Partch rejected this tuning system and instead returned to the ‘natural’ ratios of proportions used by more ancient (and also non-Western) tuning systems and derived from the overtones of a vibrating string or air column. Partch divided a single octave into 43 microtones but this should not be thought of as a 43-tone scale but rather as source material out of which various scales or modes can be constructed. Partch’s instruments are all designed for such tunings which are usually indicated in some way right on the instruments.

Partch, percussion music, orientalism & the American eccentric tradition. It may seem paradoxical but Partch’s individualism, his eccentricity, his interest in percussion music and even his orientalism were part of a ‘tradition’ of a iconoclasm and innovation that goes at least as far back as Charles Ives (b. 1874) and has continued down to our own day in the work of John Cage (b. 1912). Percussion music had been pioneered by Edgard Varese (b. 1884), a French-born composer long active in this country, and became particularly important on the West Coast where an all-percussion ensemble was formed in the 1930s. Asian music, notably the Balinese gamelan, also had a strong impact on a number of composers at the time many of them, not coincidentally, from California: Henry Cowell, Lou Harrison (см.) and Cage are the best known.

From “Genesis of a Music” by Harry Partch: “Many years ago I was struck by a strong and strange similarity between the basic situation in the Euripides play and at least two phenomena of present-day America. And these separate phenomena, after years of observing them, have become synthesized as a single kind of ritual, with religion and sex in equal parts, and with deep roots in an earlier period of human evolution — all of which sounds delightfully innocent. However, a menace may easily be hidden within them. The frenzied women in the Euripides plays threaten both degradation and annihilation for anyone unwilling to praise or at least respect their particular pattern of mediocrity and conformity, and it is apparent that similar pressures towards the same end are implicit in this country. With this in mind, I have treated the Greek Choruses (much shortened and otherwise altered) as American revival meetings, even though the words I have chosen were suggested by Euripides and of course reinforced by my own experiences. There is thus a Greek influence operating in the American Choruses, and an American influence operating in the Greek Scenes (the revival meetings). The American Choruses are symbolic and psychological, the Euripidean Scenes mythological and realistic.”

Remembering Harry Partch. Partch belonged to that generation of American musical eccentrics and innovators — somewhere between Charles Ives and John Cage. He had nothing to do with the powerful Eastern musical  establishment — or any kind of musical establishment at all for the matter. But where would he have fit in? His music could not be performed — and still cannot — without first obtaining his instruments and people who know how to play them. He was one of the first American seekers after spirituality to look to the East and to other non-Western cultures for inspiration. If judged by purely traditional European standards, his music makes no sense but the recent growth of interest in non-Western music and the development of minimalism have put Partch’s work in a very different perspective. The audience for his music is actually larger today than it was in his lifetime. From a strictly musicological standpoint, Partch is probably best known for his theories about tuning and scales. He believed that the modern system of equal temperament was an aberration; in his ear, Western music was completely out of tune! In his book, “Genesis of a Music”, he proposed a 43-tone system from which many natural, in-tune scales could be derived. To envision Partch and his instruments in action, you have to imagine a magic forest full of the most extraordinary and fantastic growths, each more bizarre and irrational-looking than the preceding. Then picture a wiry, white-bearded, intensely driven man — no exactly a pixie, but a genie of sorts — darting in and among his creations, the fiery spirit of a forest full of unlikely trees, urging them into resonance, and all the while explaining everything in a peculiary compelling, ultra-rational, musical/laconic voice. Not content with having invented a new orchestra, Partch also set out to devise new-old ways of chanting and singing and, eventually, a new-old kind of music theater — again, based on non-Western and early Greek models. He set the story of Oedipus and made his own versions of Asian and African folk legends. In these pieces, the orchestra was part of the stage — the set as well as the band — and various kinds of physical movement (not always dance in the conventional sense) also accompanied the chanting and non-operatic singing and story-telling.

	Andy PARTRIDGE & Harold  BUDD
	Through The Hill
	1994
	54:31
	label: All Saints Records (New York)

all instruments: Harold Budd and Andy Partridge

Минималистические пьесы-картинки с экзотическими настроениями.

	PASCALS
	[название диска изображено иероглифами]
	
	62:43
	naïve

label: Les Disques du Soleil & de l'Acier (France)   dsa@wanadoo.fr 

PASCALS' e-mail: PascalsRM@aol.com 

Special Thanks to: Pascal COMELADE (см.), LOCUS SOLUS (см.)…

Rocket Matsu: Pianica, Mandolin, Accordion and Piano

Tetsuya Saitoh: Pianica, Accordion, Piano and Bass

Akane: Toy-piano, Pianica and Vocal on 4,7,13,

Yasutsugu Noguchi: Pianica

Taro Kanai: Guitar and Electric Guitar

Toshiaki Chiku: Ukulele, Harmonica and Vocal on 10

Satoshi Kara: Banjo

Ayumi Matsui: Violin

Christine: Violin

Utsuo: Violin and Recorder

Sara Ohtake: Violin and Recorder

Hiromichi Sakamoto: Cello, Music-saw and Auto-harp

Kohta Miki: Cello

Kazato Nagahata: Trumpet and Soprano-sax

Ryutaro Yokosawa: Drum, Percussion and Vocal on 7,13

Kohji Ishikawa: Percussion, Toys and Vocal on 4

1. Samba 4:32   Music by Rocket Matsu

2. Mata Aou 3:39   Music by Rocket Matsu

3. Skatalan Logicofobism 3:36   Music by Pascal Comelade
4. Moon River 4:40   Music by Henry Mancini, Lyrics by Kohji Ishikawa, Akane

5. Zassou 4:56   Music by Yasutsutsugu Noguchi  

6. Kai No Mimi 2:58   Music by Taro Kanai

7. Mast 6:03   Music by Rocket Matsu, Lyrics by Akane

8. Taking Dog Fields 5:35   Music by Rocket Matsu 

9. By the River 3:34   Music by Brian Eno
10. 326 4'50    Music by Rocket Matsu, Lyrics by Toshiaki Chiku

11. Patafisiskal Polska 3:35   Music by Pascal Comelade
12. Amarcord 4:45   Music by Nino Rota
13. Peace 4:35   Music by Rocket Matsu, Lyrics by Akane and Utsuo

14. Farewell Song 4:45   Music by Rocket Matsu 

Sound Produced and all musical arrangemems by PASCALS

	Mike PATTON
	Adult Themes For Voice
	1996
	44:21
	Mike PATTON -- см. тж. с: MR. BUNGLE; LOVAGE; MELVINS; John ZORN; Bob OSTERTAG; Jerry HUNT;
label: Tzadik (New York)

Nothing could prepare anyone for the full-on noise attack of Mike Patton's Adult Themes for Voices, not even Mr. Bungle fans. There isn't a note of music on the album; it's essentially noise. Recorded in hotel rooms during a Faith No More tour, all of the sounds are created from Patton's voice, which is pretty darn amazing. The album doesn't contain traditional songs as such; it plays as a continuous piece, and hence there are no obvious highlights. For instance, the track "Wuxipian Fantastique" could be described as sounding like a dying person taking their last breath, accentuated by harsh scraping noises, squeaks, and underwater sounds. And since there are a total of 33 pieces, it seems to be never-ending. Most may find this album hard to take, but fans of original, hard-hitting experimental music will eat it up. If you're sick of melody and musical instruments, your savior may be Mike Patton.

1. Wuxiapian 

2. I Killed Him Like a Dog... And He Still Laughed 

3. Smog 

4. The Man in the Lower Left Hand Corner of the Photograph 

5. Robit Sex (Neon) 

6. Screams of the Asteroid 

7. Robit Sex (B/W) 

8. Porno Holocaust 

9. Inconsolable Widows in Search of Distraction 

10. Hurry Up and Kill Me... I'm Cold 

11. Man Alone in Steambath 

12. Guinea Pig 1 

13. Guinea Pig 2 

14. Guinea Pig 3 

15. Guinea Pig 4 

16. A Woman With the Skin of the Moon 

17. A Lizad With the Skin of the Moon 

18. Catheter 

19. Fix It So the Bruises Don't Show 

20. Robot Sex (Water Colors) 

21. A Ceremony of Senses, an Alibi in the Red Light District 

22. Butterfly in a Glass Maze 

23. Pajama Party Horror 

24. A Leper With the Face of a Baby Girl 

25. The One Armed Vs. 9 Killers 

26. Pillow Bitter 

27. Raped on a Bed of Sand 

28. Violence 

29. Red Mouth, Black Orgasm 

30. Wuxiapian Fantastique 

31. A Smile, a Slap in the Face, a Fart, a Kiss on the Mouth 

32. Private Lessons on Planet Eros 

33. Pneumonia With Complications 

34. Orgy in Reverb (10 Kilometers of Lust)

all tracks by Mike Patton

	Mike PATTON
	Pranzo Oltranzista
	1997
	31:50
	label: Tzadik (New York)

Mike Patton [v, sound effects]; John Zorn (см.) [a s]; Marc Ribot (см.) [g]; Erik Friedlander (см. с: Zorn) [cello]; William Winant (см. с: Zorn) [perc].

Mike Patton, best known as the vocalist for Mr. Bungle and Faith No More, steps out as a composer. (In addition to his rock career, Mr. Patton has worked with the Rova Saxophone Quartet, Bob Ostertag, the Kronos Quartet, David Shea, Bill Laswell and John Zorn.) His extended composition, “Pranzo Oltranzista: Musica da Tavola per Cinique (Banquet piece for five players)” is inspired by Marinetti’s 1932 "Futurist Cookbook."

Performed by an all-star ensemble Pranzo Ohranzista magically transports the listener to a surreal ambient world of the unexpected.

Mike Patton's second solo album, Pranzo Oltranzista: Musica da Ravola per Cinque (Banquet Piece for Five Players), has some qualities similar to its predecessor (Adult Themes for Voice), except the major difference this time is that there are instruments present. Also, it marks Patton's debut as experimental composer, taking his inspiration for the album's music from Filippo Tommaso Marinetti's Futurist Cookbook (from back in 1932). The five players who perform on this piece are well known in the John Zorn musical circle - cellist Erik Friedlander, guitarist Marc Ribot, percussionist William Winant, and Zorn himself on alto saxophone. "Elettricita Atmospheriche Candite" kicks the album off with a mixture of violin squeaks and noises and spacy echo guitar - when combined, they create a sound collage that would be the perfect soundtrack for a graveyard at night or a spooky haunted house. Another track, "Aerovivanda," contains free-form horn blowing and the sound of glass shattering, which builds up quite a bit of musical tension. Chalk up Pranzo Oltranzista as another challenging release from Mike Patton.
Our pasta is like our rhetoric, only good for filling up our mouths. It's enjoyment lies entirely in the way it forces the jaws wide open, the way it demands voluptuous self-abandonment, the way it sticks to the palate and to the intestines, the way the eater feels he has become one with it, knotted into a sticky ball and re-fashioned. But it's a piggish enjoyment. It's a short-lived bliss. We suddenly feel as leaden as false coins. We have no more easy syllables or ready images. Our thoughts wind round each other, get mixed up and tangled like the vermicelli we've taken in. Heaven help us if we are about to enter a discussion or join a lover. Rhymes are fatuous, witticisms cretinous, reasoning impossible when tremors of the bowel disturb them. We know that sins of the gullet are the most quickly punished. The sin of pasta is expiat​ed instantly. The stomach expands at the expense of the brain. – Rampereti

From today our kitchen has banished pastasciutta. We have come to this decision because pasta is made of long silent archeological worms which, like their brothers living in the dungeons of history, weigh down the stomach and render it useless. You mustn't introduce these white worms into the body unless you want to make it as closed dark and immobile as a museum. – Fillia
Этот диск - лучшее доказательство того, что радикальные эксперименты итальянских футуристов и русских конструктивистов что-то да значат и для музыки. 
Гитарист шлягерной металлической рок-команды Faith No More Майк Паттон, нанимает суперзвездных нью-йоркских авангардистов (в том числе и арт-директора фирмы Tzadik - самого Джона Зорна), чтобы воссоздать не дошедшие до нас в записи звуки итальянских футуристов -Маринетти и Руссоло.
Справедливости ради стоит заметить, что питерский авангардист Николай Судник («Зга» [см.], «Ветрофония») делает то же самое, что и Паттон, но исторически достовернее, однако калифорнийский постмодернист - «музыкальнее» в общепринятом понимании. Соло Зорна, вписывающего в индустриальный контекст джазовую балладу Lonely Woman Орнетта Коулмэна, способно привлечь внимание к постылым «шумам улицы» даже любителей мелодичного джазового мейнстрима. civ 

--- Дмитрий Ухов
tracks:

Elettricita Atmosferiche Candite

Carne Cruda Squarciata Dal Suono Di Sassofono

Vivanda in Scodella

Guerra in Letto

Contorno Tattil (Per Russolo)

I Rumori Dal Aperitivo

Garofani Allo Spiedo

Aero Vivanda

Scoppioningola

Latte Alla Luce Verde

Bombe a Mano
->LURIE

	Mike PATTON
	FANTOMAS:

“Amenaza al Mundo”
	1998
	42:46
	noise / industrial / experimental
label: Ipecac (CA, USA) ipecacrec@aol.com 

Mike Patton; Dave Lombardo (см. тж. в разделе ‘Clasics: обработки классики’ в конце файла: Lorenzo ARRUGA & Dave LOMBARDO: “Vivaldi: The Meeting”); Buzz Osborne; Trevor Dunn (см. тж. с: MR. BUNGLE).

All music and production by Mike Patton.

Названия вещей: Book 1: Pages 1 – 30. [#13 (0’04’’) + #14 идут слитно).

Group Members: 
Trevor Dunn, Dave Lombardo, Mike Patton, Buzz Osborne

Fantomas
So named in honor of the anti-hero of a series of legendary French crime novels, Fantomas was formed by singer Mike Patton in the wake of the break-up of his previous band, Faith No More. After cutting a rough demo in early 1998, Patton recruited Melvins guitarist Buzz Osbourne, Mr. Bungle bassist Trevor Dunn and Slayer drummer Dave Lombardo to flesh out the recording; the group then played their debut show in San Francisco in mid-June of that year, as the group's record debut was a cacophonic cover of T. Rex's "Chariot Choogle" for the compilation 'Great Jewish Music: Marc Bolan' in 1998 (issued on John Zorn's Tzadik label), and toured throughout he summer. 

The spring of 1999 saw the release of Fantomas' self-titled debut album (the very first release on Patton's newly formed record label, Ipecac), which was followed by more touring. By tour's end, Fantomas was briefly put on hold as its members returned to their other bands, but by early 2001, the quartet had recorded their second album. Titled 'The Director's Cut,' the album featured re-worked covers of movie themes, including "The Godfather," "Cape Fear," and "Rosemary's Baby," among others (the band planned on including a version of "What A Feeling" from 'Flashdance,' but had to cut it at the last second due to legal problems). The band spent the remainder of 2001 touring behind the album, as Patton hinted that the group may go directly back into the studio by year's end to work on an album of all new material. 

-- Jason Ankeny & Greg Prato
Similar Artists: U.S. Maple Born Against Disco Inferno Blind Idiot God (см.) Creedle Karp Downset Hate Dept. Excuse 17 Uz Jsme Doma

Roots and Influences: Pigface Henry Rollins (см.) Front 242 (см.)

Formal Connections: Mr. Bungle (см.) Slayer (см.)

	(Mike PATTON)
	FANTOMAS:

“The Director’s Cut”
	2001
	38:55
	experimental rock

label: Ipecac (CA, USA) url: www.ipecac.com e: info@ipecac.com 

All tunes adapted, arranged & produced by Mike PATTON

Starring: Mike Patton, Dave Lombardo, Buzz Osborne, Trevor Dunn.

“THE GODFATHER” - NINO ROTA, 1972;

“DER GOLEM” -  KARL ERNST SASSE, 1977;

“EXPERIMENT IN TERROR” - HENRY MANCINI 1962; 

“ONE STEP BEYOND” - HARRY LUBIN, 1958;

“NIGHT OF THE HUNTER” (REMIX) - WALTER SCHUMANN, 1955;

 “CAPE FEAR” - BERNARO HERRMANN, 1962;

“ROSEMARY'S BABY” - CHRISTOPHER KOMEDA, 1968;

“THE DEVIL RIDES OUT” (REMIX) - JAMES BERNARD, 1968;

“SPIDBl BABY” - RONALD STEIN, 1964;

“THE OMEN (AVE SATANI)” - JERRY GOLDSMITH, 1977;

“HENRY: PORTRAIT OF A SERIAL KILLER” - ROBERT McNAUGHTON, 1991; 

“VENDETTA” - JOHN BARRY, 1972;

“INVESTIGATION OF A CITIZEN ABOVE SUSPICION” - ENNIO MORRICONE, 1969;

“TWIN PEAKS: FIRE WALK WITH ME” - ANGELO BADALAMENTI, 1992;

“CHARADE” - HENRY MANCHINI, 1963;

SPECIAL THANKS TO ALL THE ABOVE COMPOSERS.

Fantomas stand with their feet planted horizontally across the soft dimensions of your face, warping the shape of your skull and shoulders with their off-color explosions. With expectations withering on the floor, leaving a viscous stink, nothing in their hands is concrete. As a follow-up to their 30-song debut, throughout which vocalist Mike Patton never formed a single actual word, Fantomas offer these 16 new creations, all realigned versions of film soundtracks, ranging from the notorious theme to Rosemary's Baby to the obscure and peculiar wank of Henry: Portrait of a Serial Killer. While there are many similarities to the dispersed flip-flopping styles of their earlier work, The Director's Cut breaks new ground with a thick jagged axe. First, most noticeably, are the even more varied vocal stylings; Patton's sweet croon on "Experiment in Terror" is nothing you've heard before from him on a Fantomas recording, along with many of the other croaking, spitting, pissing, screaming noises he excretes. Yet another testament to the unabashed genius of Mike Patton and his co-conspirators, leaving those caught up in the rapture with mouths even more full with thick drool.   

-- Blake Butler

	(Mike PATTON)
	The FANTOMAS / MELVINS Big Band:

"Millenium Monsterwork"
	2002
	40:41
	MELVINS – см.

label: Ipecac Recordings (USA)  www.ipecac.com 

Mike Patton [v, samples, electroncs]; Dave Lombardo [d]; Trevor Dunn [b]; Kevin Rumanis [b]; Dave Stone [g]; King Buzzo [g, v]; Dale Crover [d, v].

	(Mike PATTON)
	WEIRD LITTLE BOY
	1998
	43:52
	label: Disk Union --  Avant (Tokyo)

John Zorn [sax, k, samplers]; Mike Patton [d, v]; Chris Cochrane [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...

	(Mike PATTON)
	MALDOROR:

“She”
	1999
	36:14
	label: Ipecac Recordings (CA, USA)  ipecacrec@aol.com 

Mike Patton [v, electronics] & Masami Akita [electronics]. All music by Patton/Akita. Rec in Tokyo. Produced by Mike Patton. Thanks: Zorn, a.o.

1. Butterfly Kiss

2. Twitch Of The Death Nerve

3. Homunculus

4. Boutique Of 7 Taboos

5. Snuff

6. Baby Powder On Peach Fuzz

7. She

8. Cherry Blossom Inferno

9. The Conqueror Worm

10. Bubble Bath And A Valium

11. The White Tears Of The Maggot

12. Chiffon Lingerie

13. Lullaby (The Who Must Be Obeyed)

	(Mike PATTON)
	TOMAHAWK
	2001
	41:49
	label: Ipecac Recordings (CA, USA)   www.ipecac.com 

"PLAY" – рекомендует:

Участни​ки Faith No More разбрелись кто куда, но в по​стоянных персонажах журнальных таблоидов остался только Майк Паттон — зачинатель цело​го выводка чудаковатых музыкальных гибридов, самые известные из которых, Fantomas и Mr. Bungle, уже успели стать классикой гротеск​ной звуковой абракадабры. Команду с пугаю​щим названием Tomahawk Паттон создал в аль​янсе с экс-гитаристом The Jesus Lizard Дуэйном Денисоном; при этом партнеры наводнили свой проект столь же тёмными личностями, как и они сами. В рядах Tomahawk числятся бывший удар​ник Helmet Джон Стайнер и басист Melvins Кевин Рутманис. В попытке классифицировать тот ан​тимелодический бардак, который нагромоздила эта психопатическая шайка, мозг выкручива​ется в самые непредсказуемые извилины —тут вам и горемычные гранжевые стенания, и замы​словатые суицидальные баллады, и семидесятнический фанк, и даже традиционный хард-рок. Но неистребимый фьюжн-металлический дух Faith No More витает, витает над музыкой Tomahawk. И не угадаешь, в каком месте пластинки он на тебя набросится и укусит.

--- Play
Mike Patton, Duane Denison, Kevin Rutmanis, John Stanier. Harmonica on "Point and Click" by JD Wilkes.

1. Flashback

2. 101 North

3. Point and Click

4. God Hates a Coward

5. Pop 1

6. Sweet Smell of SWuccess

7. Sir Yes Sir

8. Jockstrap

9. Cul de Sac

10. Malocchio

11. Honeymoon

12. Laredo

13. Narcosis

	(Mike PATTON)
	TOMAHAWK:

"Mit Gas"
	2003
	40:49
	Mike Patton, Duane Denison, John Stanter, Kevin Rutmanis

1. Birdsong

2. Rape this Day

3. You Can't Win

4. Mayday

5. Rotgut

6 .Capt Midnight

7. Desastre Natural

8. When the Stars Begin to Fall

9. Harelip

10. Harlem Clowns

11. Aktion 13&14

	(Mike PATTON)
	THE DILLINGER ESCAPE PLAN & Mike PATTON
	2002
	33:25
	label: Epitaph  www.epitaph.com 

Mike Patton [v, sampler, perc]; Benjamin Weinman [g, k]; Brian Benoit [g]; Liam Wilson [b]; Chris Pennie [d, perc, v]; Adam Doll [k, samples].

Produced by Patton / Weinman / Pennie

Rec. in London

http://www.dillingerescapeplan.com 
Mike Patton could very well be one of the most versatile and talented singers in rock music. He may be rock's most valuable player as well, since he has divided his time between at least three projects: Faith No More, Mr. Bungle, and an experimental solo career. Born in Eureka, CA, on January 27, 1968, Patton discovered his vocal talents when he and some high school friends formed the wacked-out Mr. Bungle. The group touched upon almost every musical style imaginable and became popular in their region. The members of Faith No More first met Patton around 1988, when they were playing a show in the area. The group was having problems with their singer at the time, Chuck Mosley, and gave a careful listen to a Mr. Bungle demo that Patton gave the group. They were blown away. When Mosley finally got the boot a short time later, the band set out to find a replacement. Since Patton was quite content with being a college student and playing with Mr. Bungle, he didn't exactly jump at the invitation (interestingly, the band also asked Chris Cornell of Soundgarden). Eventually he did change his mind, but made it clear that he would be a member of Faith No More and Mr. Bungle. Patton proved to be an important addition to FNM, as they gained worldwide fame and notoriety with releases like The Real Thing, Angel Dust, and Album of the Year. Mr. Bungle signed to Warner Bros., due in part to Patton's newfound fame, and released their self-titled debut in 1991 (produced by experimentalist John Zorn) and the critically acclaimed Disco Volante in 1995. Although they didn't acquired massive FNM-like success, they obtained a loyal and constantly growing fan base. Patton continued to work with John Zorn, releasing a pair of solo albums for Zorn's Tzadik label, in addition to guesting on tracks by Sepultura, the Kronos Quartet, and the Boo-Yaa T.R.I.B.E., among others. A year after Faith No More called it a day in mid-1998, Patton launched his own record label, Ipecac. The label's first release was the self-titled debut by the Patton-led, all-star experimental outfit Fantomas, who also included former Slayer drummer Dave Lombardo, Melvins guitarist Buzz Osbourne, and Mr. Bungle bassist Trevor Dunn. Patton then returned to Mr. Bungle, contributing to one of their finest albums, the Beach Boys-tinged California. He subsequently joined ex-Jesus Lizard guitarist Duane Denison's Tomahawk (featuring ex-Helmet drummer John Stanier and Melvins bassist Kevin Rutmanis) and formed the R&B/pop/electronic experiment Lovage (a collaboration with hip-hop producer the Automator). He also contributed tracks to Tzadik Records' tributes to Burt Bacharach, Serge Gainsbourg, and Marc Bolan. 2001 saw the release of Fantomas' sophomore effort, The Director's Cut, the debut recording of Tomahawk, and a collaboration with Dan the Automator on the Lovage album. Patton also tried his hand at acting in such motion picture projects as Firecracker and Amnesia. Lovage was met with great enthusiasm to new audiences, inspiring Dan the Automator and Patton to collaborate on more songs throughout 2002 for a Peeping Tom album. And when old friends Dillinger Escape Plan found themselves without a singer that spring, Patton stepped up and helped them put together a new EP, even continuing as a temporary singer after they had filled the position.

	(Mike PATTON)
	HEMOPHILIAC (50-6)
	2004
	49:50
	label: Tzadik

50th Birthday Celebration vol. 6

Ikue Mori (см.): Laptop Electronics

Mike Patton: Voice

John Zorn (см.): 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.
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	PAUL DIMMER BAND
	Im kleinen Kreis
	2002
	48:20
	label: Tapete Records www.tapeterecords.de
pauldimmer@imkleinenkreis.de  www.imkleinenkreis.de 

Christoph Wegner [v, g, Rhodes]; Jens Zulauf [b, organ, Rhodes]; Patrick Reuter [g, organ, Rhodes]; Thorsten Ropke [schlagzeug].

Texts and music by Wegner/Zulauf/Reuter.

Rec. in Frankfurt am Main.

Очень качественный alternative rock балладного плана на немецком языке. Прозрачные аранжировки, декоративная (без-пафосная) меланхолия – за душу берёт! Рекомендуем!

В некоторых отношениях можно сравнить с TRIO / REMMLER (в 'Rock').

MIT DER ZEIT

KEIN ALLZU GUTER TAG

PAUSEN

SO WIE ICH

WIE FRUBER

JEDER VERSUCH

KEINE KLEINIGKEIT

SO WIE ES IST

EIN BISSCHEN ZEIT

NOCH AM MORGEN

	PAVEMENT
	Brighten The Corners
	1997
	46:18
	punk

label: Domino / Rough Trade (London)

	PAZUZU
	And all was Silent...

(A Black Mass Of Unholy Ceremonial Necrospirituals)
	1995
	54:03
	Pazuzu [v]; Silenius [v, k, effects]; Protector of all Endless Sleeps [v, k, effects]; Trifixion of the Horned King [v]; Empess Lilith [v]; Minh Ninjao [v].

As I stood before this circle, I called upon the creatures of the night. Time had reached a junction. And as I beheld what had passed, I realized that victory was close at last.

And all was silent...

1. Prologue

2. And all Was Silent

3. Incantation of the Firegod

4. La Baronesse et le Demon

5. Baptism of Infant Flesh

6. The Urilia Abomination

7. The Churning Seas of Absu

8. Beneath the Bowels of the Earth

9. Ask My Dying Soul

10. The Crusades

11. Der Mond ward der Erde neue Sonne

12. Invocation of the Ninib Gate

13. Forgotten Scrolls
14. Epilogue
Весёленькая смесь из средневековой светской музыки и фольклора (кельтского). Слово «весёленькая» здесь может быть как в кавычках, так и без: есть в этом проекте достаточно много от скоморошистого настроения, несмотря на как бы псевдо-gothic/doom ориентацию – что выглядит особенно забавным.

	PEEP;
	The Joy Of Being
	
	49:17
	label: Knitting Factory (NY).  www.knittingfactory.com 

Michael Attias [a&bar saxes]; Robert Cimino [perc]; Fred Lonberg-Holm [cello]; Edward Ratliff [tp, trb, accordion, euphonium].

The exuberant debut disc by this NY-based quartet featuring the Knitting Factory’s cellist-in-exile, Fred Lonberg-Holm. The music is a melange of rock & jazz styles. Woven together in a way that  explores the limits of what this unusual combination of instruments might be expected to sound like. Think waltzing-klezmer-avant-folk-swing-implosions even Grandmother can dance to.

It’s Radical, It’s New, but you don’t need to be a Jew.

	PEKARSKY  PERCUSSION  ENSEMBLE
	Правдивая История Шумовой Музыки
	1988
	50:26
	Mark PEKARSKY – см. тж. с: GIDON  KREMER "Homage A Piazzolla";
Запись концерта 12 мая 1988г. в Концертном зале им. Чайковского.

1. Д. Шостакович – антракт из оперы "Нос"

2. С. Прокофьев – "Тревога" из музыки к спектаклю "Египетские Ночи"

3. – 4. Amadeo Roldan – "Ritmicas" #5-6

5. E. Varese – "Ionisation"

6. J. Cage / Lou Harrison – "Double Music"

7. – 9. Carlos Chavez – "Toccata"

10. С. Губайдулина – "Юбиляция"

11. Э. Денисов – "Пароход плывёт мимо пристани"

	PEKARSKY  PERCUSSION  ENSEMBLE
	Meditation
	1993
	60:32
	PEKARSKY - PERCUSSION - ENSEMBLE

1. - 4. Vladimir Martynov "Daily Routine"

5. - 8. Vyacheslav Artyomov "Sonata of Meditations"

Mark Pekarsky (b. 1940) a founder and leader of Pekarsky — Percussion — Ensemble, graduated from the Gnessin Pedagogical Institute of Music, class of percussion instruments, in 1969. He had a position at the Opera and Symphony Orchestra of the Moscow radio, in «Madrigal» Ensemble of the Early Music. From 1973 to 1989 he was an instructor in class of percussion instruments at the Moscow Ippolitov-lvanov Musical College, and just his pupils form the core of his collective.

Mark Pekarsky first appeared as the leader of the Pekarsky — Percussion — Ensemble on December 6, 1976 at the concert in the Moscow House of Scientists. That night the Group performed V. Artyomov's sonata «Totem», written specially for this event. Since that time every concert of the Pekarsky — Percussion — Ensemble has been performing new compositions. Sofia Gubaidulina and Edison Denisov, Alfred Schnittke and Victor Suslin, Vladimir Martynov and Alexander Knaifel, Vladislav Shut and Alexander Raskatov — several generations of Russian composers, have done their bit to creation of the unique repertoire of the collective. The Berlin newspaper «Tagesspiegel» wrote that the Ensemble «sogleich die Funktion eines Katalysators fur die Arbeiten russischer Komponisten».

Since 1986 the musicians have been constantly touring countries of the Old World, being a great success with experienced European music lovers. «Kann Musik fur Schlagzeug einen ganzen Abend lang fessein? Sie kann, zumal wenn es sich um eine so bravourbse Gruppe wie das Moskauer Pekarski — Ensemble handelt». («Berliner Morgenpost»)

Vladimir Martynov (b. 1946) showed wideness of his artistic interests while a student. Music of the 20th century up to electronic, polyphony of severe style and folk art became the subject of the composer's  deep, thorough study. V. Martynov took part in folklore expeditions in Belgorod region and in the North Caucasus, later in 1974 he toured Tajikistan and the Central Pamirs, where he directly touched music of the Orient.

One more important sphere for Martynov is early Russian sacred music (Znamenny chant). At present Martynov is one of the authorities in this field, where the composer's interests are combined with the investigator's curiosity. The tradition of Russian sacred music can be considered the key one for Martynov's creation.

The variety of Vladimir Martynov's musical interests doesn't lead to a mess and eclecticism. His composing activity is bent to some basic ideas, ascending to religious Weltanschauung. The major of them is the idea of undoubted priority of non-individual, canonic type of creation over subjective, personal artistic self-expression, prevailing in European art of the New Age.

The author comments «Daily Routine" (1978) the following way: «The piece is a pattern of building the ideal living time of a person, realized thanks to united harmony of divine, cosmic and human rhythms. As a result, the whole cosmic cycle of development and coagulation should be carried into life in every separate moment like in a whole life».

Vyacheslav Artyomov (b. 1940) occupied a special place in Russian music. Gifted composer of great erudition, possessing both traditional and modern technique, he enthusiastically studies the art of «non-professional» traditions — folklore, music of the Orient, folk rituals. Artyomov was the leader of the «Astreya» ensemble (V. Artyomon. S. Gubaidulina, V. Suslin), performed col​lective improvisations on «amateur» (hand-made, domestic, folk, toy) instru​ments. As though broadening the borders of his intellectual" individuality, the musician remembers archaic invocative rhythms, as if dreaming in his blood. Moreover Artyomov goes out of the verge of his national specific char​acter. The powerful source of inspiration for the composer is non-European, in particular Eastern and primitive cultures. The main part of these ideas real​ization belongs to percussion instruments.

The titles of four movements composing the "Sonata Of Meditations" (1978) is associated with traditional form of Indian music — raga, always correspond​ing to a definite part of a day. The subject of the Sonata is a certain meditative action, in displaying of which an image of a person is composed disposing his simple and at the same time multi-facet nature. As a result, the Sonata is deeply symphonised though the expressive means are rather limited. Four hypostases of a person are originally incarnated in its four movements: active, energetic (Homo agens) — the second movement; reflective, contemplative, especially meditative (Homo sapiens) — the third movement; the spirit of a game, as the important component of a human origin (Homo ludens) -- the fourth movement; and as a clue to all this a special communication (Homo communius) — the first movement.

	Krzysztof PENDERECKI
	Threnody to the Victims of Hiroshima / Canticum Canticorum Salomonis / De Natura Sonoris #1&2 / etc.
	1994
	75:27
	label: EMI Classics (USA), series Matrix 5

Polish Radio National Symphony Orchestra / London Symphony Orchestra ("Anaklasis")

conducted by Krzysztof Penderecki

1. Anaklasis

2. Threnody to the Victims of Hiroshima

3. Fonogrammi

4. De Natura Sonoris #1

5. Capriccio

6. Canticum Canticorum Salomonis

7. De Natura Sonoris #2

8. The Dream of Jacob

	Krzysztof PENDERECKI
	Gala
	1995
	75:49
	label: Sony Classical, Super Bit Mapping (20-bit technology)

Sixtieth Birthday Gala Concert, rec. 1993

Sinfonieta for Strings

Quartet for Clarinet and String Trio

Sonata for Violin and Piano

Benedicamus Domino

Song of Cherubim

Lacrimosa for Soprano, Chorus and Orch.

Concerto for Flute and Chamber Orch.

perf. by Sinfonia Varsovia / Warshaw National Philarmonic Choir, conducted by Krzysztof Penderecki; flute: Jean-Pierre Rampal; Christoph Poppen / Grigori Zhislin: violin; Kim Kashkashian: viola; Vladimir Viardo: piano; a.o.

	Krzysztof PENDERECKI
	Stabat Mater
	1995
	51:33
	Complete sacred works for chorus a capella; performed by Tapiola Chamber Choir.

	PENGUIN  CAFE ORCHESTRA
	Penguin Cafe Orchestra
	1981 
	48:53
	Блестящие мастера тонкого ретро-гротеска & naive
label: EG
Одна из заслуг B.Eno по-жизни, -- что он предоставил им свой  label  EG. Состав большой, но участники и их количество варьируются; инструментальный состав: [g], [violin], [vila], [cello], [p, el p], [omnichord], [dulcitone], [accordion], [el org], [oboe], [ukelele], [cuatro], [shakare], [b], [d].

Подобные по музыке проекты – см. тж: KLIMPEREI; Pascal COMELADE; BAD EXAMPLES; CURLEW; TOUPIDEK LIMONADE; N.L.C.; DANGER IN  PARADISE; LÖDIG; MARIMBA PLUS; L'ENSEMBLE RAYE;

	PENGUIN  CAFE ORCHESTRA
	Broadcasting From Home
	1984 
	47:45
	label: EG

	PENGUIN  CAFE ORCHESTRA
	Signs Of Life
	1987 
	51:18
	label: EG

	PENGUIN  CAFE ORCHESTRA
	When In Rome...
	1988 
	68:32
	label: EG

	PENGUIN  CAFE ORCHESTRA
	Union Cafe
	1993
	73:58
	label: Tangram New Series (Paris)

Annie Whitehead [trb]; Nigel Kennedy (cм. тж. в секции 'Jazz') [violin]; Nana Vasconcelos [clay pot & twigs]; Kurban Kurbanov [accordion]; Geoffrey Richardson [viola, cello, cl]; Neil Rennie [ukelele]; Simon Jeffes [b, cuatro, p, perc, omnichord, violin, g, k, harmonium]; Kathrin Tickell [Northumbrian small pipes]; Barbara Bolte [cor anglais]; a.o.

	PENGUIN  CAFE ORCHESTRA
	Concert Program

[2 CD]
	1994
	45:38 55:56
	label: Windham Hill Records

  Студийная запись. Программа производит очень целостное, монолитное впечатление. Замечательный вариант переработки ранее издававшихся произведений (тенденция переработки определяется общей направленностью лэйбла Windham Hill).

	(PENGUIN  CAFE ORCHESTRA)
	Geoffrey  RICHARDSON:

“Viola Mon Amour”
	1993
	63:24
	label: Voiceprint (UK)

J.R.: [viola, violin, old Strat, ac g, ukelele, the “Brixton” kalimba, borrowed bass, samples]. 

Сольный диск скрипача из Penguin Cafe. Он такой же как Penguin’ы, но, может быть, чуть более утончённый.

	PERE  UBU
	The Modern Dance
	1978
	36:54
	см. тж.: David THOMAS

label: Blank (1978) / Phonogram (London, 1988)

punk-rock.  Формальное определение панк-рок было бы явно недостаточным для Pere Ubu. На этом диске они являются прямыми и очень качественными наследниками Captain Beefheart. На следующих — их можно уподобить агрессивным Talking Heads, где в довершение к мощному гитарному саунду появляются богатые клавишные изощрения.

Pere Ubu emerged from the urban wastelands of mid-'70s Cleveland to impact the American underground for generations to follow; led by hulking frontman David Thomas, whose absurdist warble and rapturously demented lyrics remained the band's creative focus throughout their long, convoluted career, Ubu's protean art-punk sound harnessed self-destructing melodies, scattershot rhythms, and industrial-strength dissonance to capture the angst and chaos of their times with both apocalyptic fervor and surprising humanity. Named in honor of Alfred Jarry's surrealist play Ubu Roi, Pere Ubu was formed in the autumn of 1975 from the ashes of local cult favorite Rocket From the Tombs, reuniting Thomas (aka Crocus Behemoth) with guitarist Peter Laughner; adding guitarist Tom Herman, bassist Tim Wright, keyboardist Allen Ravenstine, and drummer Scott Krauss, the group soon issued its debut single, "30 Seconds Over Tokyo," on Thomas' Hearthan label. The follow-up, "Final Solution," appeared on the renamed Hearpen in early 1976, and resulted in a series of live dates at the famed New York City club Max's Kansas City.

Laughner's longstanding battles with drugs and alcohol forced his exit from Pere Ubu in June of 1976; within a year, he was dead. The group continued on as a quintet, with bassist Tony Maimone signing on in the wake of Wright's move to New York, where he joined the pioneering no wave band DNA. In the wake of their third single, "Street Waves," Thomas was approached by Mercury label A&R exec Cliff Burnstein, who convinced the label to form a new imprint, Blank Records, for the express purposes of signing Pere Ubu; their debut LP, The Modern Dance, was issued in early 1978, and although the record made little commercial impact at home or abroad, its manic intensity and dark impenetrability proved profoundly influential on countless post-punk acts on both sides of the Atlantic. The follow-up, Dub Housing, was even better, pushing the band to further extremes of otherworldliness, but already the cracks were beginning to show, and upon completing 1979's New Picnic Time (working title: "Goodbye"), Ubu disbanded. Although the group re-formed months later, Herman opted not to return, and was replaced by Red Krayola mastermind Mayo Thompson.

The Art of Walking followed in 1980, with subsequent tours in support of the record heralding the increasingly pop-centric sound which would distinguish later Ubu projects; a live record, 390 Degrees of Simulated Stereo, appeared a year later. Krauss was replaced by drummer Anton Fier for 1982's Song of the Bailing Man, but as before personal and creative differences began taking their toll and Ubu again disbanded; while Maimone and Krauss reunited in the group Home and Garden, Thomas continued the solo career he'd begun with the 1981 effort The Sound of the Sand (And Other Songs of the Pedestrians), a collaboration with guitar virtuoso Richard Thompson. He recorded 1987's Blame the Messenger with the Wooden Birds, a backing band including fellow Ubu alums Ravenstine and Maimone; after Krauss sat in for a Cleveland live date, the decision was made to begin working as Pere Ubu again. Guitarist Jim Jones and drummer Chris Cutler were also recruited for 1988's comeback effort The Tenement Year, a vividly idiosyncratic pop album far more accessible than anything in the band's back catalog.

1989's Stephen Hague-produced Cloudland further refined the approach, with the video for the single "Waiting for Mary" even earning limited MTV airplay; after both Ravenstine and Cutler exited Pere Ubu (the former becoming a commercial airline pilot), one-time Captain Beefheart sideman Eric Drew Feldman was installed for 1991's Worlds in Collision. Feldman soon departed as well to join Frank Black, and the remaining quartet recorded 1993's Story of My Life for the short-lived Imago label; Maimone was the next to go, with bassist Michele Temple and keyboardist Garo Yellin stepping in for 1995's planned swan song, Ray Gun Suitcase. As Ubu again slipped into limbo, the band's massive influence was celebrated in 1996 with the release of the five-disc box set Datapanik in the Year Zero; the renewed interest spurred Thomas back into action, and he reunited with Tom Herman for the first time in two decades to record 1998's sprawling Pennsylvania (also featuring holdovers Jones and Temple in addition to keyboardist Robert Wheeler and drummer Steve Mehlman). Four years later, Pere Ubu captured their darkest and most theatrical work to date with St. Arkansas. 

	PERE  UBU
	Dub Housing
	1978
	35:39
	label: COE Records, 2003

performed by Tom Herman / Scott Krauss / Tony Maimone / Alien Ravenstine / David Thomas

	PERE  UBU
	New Picnic Time
	1979
	36:31
	label: Chrysalis, 1979 / COE Records, 1994

remastered by David Thomas

performed by Tom Herman / Scott Krauss / Tony Maimone / Alien Ravenstine / David Thomas

	PERE  UBU
	"The Art Of Walking" / "Song Of The Bailing Man"
	1980-81
	72:33
	label: COE Records, 2004

"The Art Of Walking" – first edition: Castle, 1980

"Song Of The Bailing Man" – first edition: Castle, 1981

David Thomas [v]; Anton Fier [d, p, marimba, perc]; Tony Maimone [b]; Allen Ravenstine [synth]; Mayo Thompson [g]; + Eddie Thornton [tp].

Produced by Adam Kidron

	PERE  UBU
	Story Of My Life
	1993
	40:49
	label: Imago (New York)

Очень приятно, что этот замечательный проект получил прекрасные продолжения.

	PERE  UBU
	Raygun Suitcase
	1995
	62:41
	label: Cooking Vinyl (London)

	PERE  UBU
	Pennsylvania
	1998
	69:58
	label: Cooking Vinyl (London)

Find lyrics at http://www.projex.demon.co.uk 

Tom Herman, Jim Jones, Steve Mehlman, Michele Temple, David Thomas (см.), Robert Wheeler.

Produced by David Thomas (см.).

1. Woolie Bullie

2. Highwaterville

3. SAD.TXT

4. Urban Lifestyle

5. Silent Spring

6. Mr Wheeler

7. Muddy Waters

8. Slow

9. Drive

10. Indiangiver

11. Monday Morning

12. Perfume

13. Fly’s Eye

14. The Duke’s Saharan Ambitions

15. Wheelhouse

	PERE  UBU
	St. Arcansas
	2002
	41:36
	label: Spin Art

No band has sustained as much alt-credibility as long as Pere Ubu. While St. Arkansas doesn't divert from the paths the bandmembers have already traveled, it's worth remembering that these guys started this trip 27 years prior to this album, and noting as well that their lyrical and musical creativity is undiminished by time. Recorded dry, with a boxlike ambience, David Thomas's vocals gnarl like a weed, repulsive yet irresistible, in a garden of broken glass. While the band scatters shards of pointed sound around him, Thomas tells cryptic, twisted tales; on "Slow Walking Daddy" his strangled bleat transplants a Willy Loman character into shadows of vague but looming doom. For the song "Hell" he switches to a smoky mumble and reflects, with odd detachment, on finding himself in perdition -- a place depicted musically by a muffled, lurching drum motif, some keyboard wheezes, and a distant out of tune piano. The closing track, "Dark," wraps up the theme of the album -- tragic self-delusion in a world filled with indifference; Thomas' delivery of the key line, a hopeless mantra to "AM radio," is a masterful bit of expression. On each track he presents himself as more of an actor or a performance artist than a singer, an assumption of identity that would challenge almost any band's approach to accompaniment. In this sense, as well as in his poetic integrity and superb connection to his musicians, and in the dark majesty of his declamation, Thomas casts a dangerous spell with St. Arkansas and reaffirms his stature as a peer of Tom Waits.

tracks:

1. The Fevered Dream of Hernando DeSoto 

2. Slow Walking Daddy 

3. Michele 

4. 333

5. Hell 

6. Lisbon 

7. Steve 

8. Phone Home Jonah 

9. Where's the Truth 

10. Dark

	PFS
	279
	1990
	49:59
	см. тж. другой проект этих музыкантов: CARTOON
avant-garde
label: Twelve Tone / Cuneiform (USA)

Scott Brazieal [p, k]; Herbert Diamant [s, bassoon]; Gary Parra [perc, noises]; Reed [live visuals]; with: Craig Fry [vln]; Bill Johnston [cello].

1.  THE ROAD TO ROME.....................................................S.B. 1988
Vini, Vidi, Vici! Pax USA
2.  RAISING THE DEAD.............................................S.B. and G.P. 1989
Contains a theme from "Shredded Wheat" on the first Cartoon album.
3.  OVERTOWN ....... Improvised on a preconceived structure - 1989
Overtown was the scene of the Miami race riots that threatened the 1989 Super Bowl.
That night the town was loose, free and wild.
4.  SOLACE ........... Improvised on a preconceived structure - 1989
Dedicated to Tim Parr {1959-1988}
5.  FEY..............................................................................PFS - 1988
fey (fa), adj. 1. appearing to be under a spell; marked by an apprehension of death, calamity or evil. 2. supernatural; unreal, enchanted 3. being in unnaturally high spirits, a state formerly thought to precede death.
6.  2 S's & 2 O's ..Improvised 1985 for Illustrative Problems. Recomposed S.B. 1989
7.  LIVE FAUST DIE JUNG ...... Improvised with no prior planning - 1988
We'd been building our studio and hadn't played a note together for three months. This first improvisation was captured at Mobius.
8.  LEEWARD............. S.B. 1982 {Rearranged for PFS - 1988}
Originally played by Cartoon. The middle contains clips from Bartok's 1st String Quartet,
Schubert's Death and the Maiden and Beethoven's String Quartet Op. 59 #2 As for the ending, there is nothing wrong with your CD player, we control the...
9.  PASQUINADE II..........Improvised on a preconceived structure at the circus - 1989
10.  Sigh............................................................................S.B. 1987
Includes clips from the Missa Pange Lingua by Josquin, Mahler's Second Symphony, Mozart's "Dissonant" String Quartet and a motet by di Lassus.
11.  WAR.............................................................................S.B. 1985
Written as a tape piece for the S.F. Conservatory, tape engineered by Robert Morgan & Reed. Includes Arias from Verdi's Falstaff, gunshots from the U.S. raid on Libya, atomic tests in the Bikinis, the London Blitzkrieg, and the voice of Hitler. Special thanks to Craig Fry for outstanding studio violin tracks and Alden Jenks for valuable input.
12.  THEME IN E-FLAT / Robert Schumann (Feb. 7, 1854)... Arranged by S.B. 1987
Along with Chopin, Schumann was the quintessential 19th century Romantic composer. By 1850, Schumann began to show signs of severe mental illness. He complained of "unnatural noises" that kept him from composing, and was kept awake at nights by a constant ringing pitch. He gradually descended into madness. But then, on February 7, 1854, he arose in the middle of the night to write down one last theme, which he said was brought to him by the spirits of Schubert and Mendelssohn. A week later, he threw himself into the Rhine. He was rescued by some fishermen and placed in an asylum. He died insane two years later at 46. His last letter to the famed violinist Joachim; "The music is silent now... I will close. Already it grows dark." To our knowledge this is the first recording of this theme.

PFS:
Scott Brazieal - Piano, Keyboards, Tapes
Herbert Diamant - Saxes, Bassoon
Gary Parra - Percussion, Noises
Reed - Live Visuals
WITH:
Craig Fry - Violin Bill Johnston - Cello

	PHEW
	Phew
	1981
	26:40
	Japan punk-rock (kraut rock) w/ fem. vocal

label: Pass

all tracks by Czukay, Liebezeit, Plank

AIGUI

	The PHILADELPHIA EXPERIMENT – см.: Uri CAINE
	
	
	
	

	PIANO CIRCUS
	Steve Reich: "Six Pianos"; Terry Riley: "in C"
	1990
	41:45
	label: Argo (Decca)

Piano Circus: Kirsteen Davidson-Kelly; Richard Harris; Kate Heath; Max Richter; Ginny Strawson; John Wood.

STEVE REICH: Six Pianos
Reich has always been concerned with the notion of phasing: that complex phenomenon which occurs when simple rhythmic events are superimposed upon one another with a degree of relative displacement. In his earlier work the phase shifting was achieved by the performers playing identical or near-identical lines and then deliberately moving slightly apart in tempo. This had an effect like that of two identical tapes running at fractionally different speeds. In subsequent works, like Six Pianos, the phase shifting may be achieved by introducing a new phase fully-formed, so that it only gradually reveals itself to be a displaced copy of the original rhythmic structure. This, then, is 'minimal music' in the sense that it is wholly comprised of repeated statements of a short, simple rhythmic fragment, and its sophistication and richness arises from the multiple superimpositions which the composer employs. The reduced nature of the score for Six Pianos is one aspect of the work that makes it very appealing to us as performers; matters of tempo, dynamics, articulation and style are left to the players' judgement, so the piece requires a creative and sympathetic contribution from every player. With the sophistication of present-day computer technology, it would be easy to manufacture a texturally perfect version of this piece without any musician even lifting a finger; but. it becomes increasingly clear that what makes for interesting, involving music is the relationship between performers and work. Our performance of Six Pianos becomes a record of our feelings about the piece, and for this reason we approached the recording in the same way that we would a live performance, striving to convey the energy and drive of Six Pianos and to emphasise those aspects of the piece that make us want to play it: namely its wonderful rhythmic vitality and dramatic harmonic juxtapositions.
TERRY RILEY: In C
In C is an even more radically open score than Six Pianos. The composer imposes no limitations on the tempo, dynamics, choice of instrumentation, number of performers or duration of the work; he leaves all of these decisions in the hands of the players.
Riley has said of the piece that he wanted to write something for all his friends to play together, hence the great flexibility of the material, and the workshop-like feel of the music. What is most apparent to the performer is that in this work playing the notes is just the beginning. The performers progress through the patterns that make up the score at their own rates, overtaking or falling behind one another, playing their own lines and playing with the relationships that occur between these and the lines of the other players.
As a result of the great freedom given to the performers, the piece can vary considerably, particularly in length. Its general character, though, remains constant: a slow, fluid transition around the repeated octave C (there are about 5,000 of them in this version). For this recording we have used the following sounds: concert grand and upright piano, Rhodes piano, two harpsichords and vibraphone.
PIANO CIRCUS
Piano Circus was formed in early 1989 as an ensemble specialising in American minimal music and that of younger British composers working in broadly related styles. The six members of Piano Circus - Kirsteen Davidson-Kelly, Richard Harris, Kate Heath, Max Richter, Ginny Strawson and John Wood - have between them a diverse range of musical experience, ranging from traditional western art-music through jazz, African music, electro-acoustic music, pop and rock, to tonal and experimental composition. The group aims to function as a platform for new and adventurous projects, and in this way to bring the richness and diversity of musical experience to an increasingly broad audience.

	PIDGIN COMBO – см.: Tom CORA
	
	
	
	

	PIECES – см. BUCKETHEAD
	
	
	
	

	PIGFACE
	Easylistening
	2003
	47:19
	acid-punk
label: Underground Inc. (London)

1. Mind Your Own Business

2. Insect/Suspect

3. Sweetmeat

4. Bitch

5. Everything

6. Closer to Heaven

7. Blow You Away

8. Du Liebst Mich Nicht, Ich Lieb' Dich Nickt

9. King of Negativity

10. Miss Sway Action

11. Binary Stream

12. Loneliest Sound I've Ever Heard

13. Horse You Rode in On

	PILGRIMAGE
	9 Songs Of Ecstasy
	1997
	52:39
	label: Point.  Rec. in London (live voc.) and NY.

Producers: Philip Glass, Kurt Munkacsi, Rory Johnston, Simon Cloquet & Eric Calvi [+ comp.&arr.].

Vocals: Philip Pickett & New London Consort with Catherine Bott.

Musicians: Simon Cloquet [k, p]; Eric Calvi [g]; Chris Minh Doky [b]; Phil Manzanera [el g]; Ben Neill [mutant trumpet]; Maria Kitsopoulos [cello]; Sandy Park [violin]; Glen Velez [perc]; Bashiri Johnson [perc].

  «Everyone sojourning in the flesh is passing through this earth to a mysterious state of future bliss... The Pilgrim’s progress is toward no earthy destination.»

   См. тж. подобный продакшн на тему средневековой европейской музыки Philip’а  Glass’а: Manzarek ‘Carmina Burana’.

Другие проекты подобной музыки см.: THE MOON LAY  HIDDEN BENEATH A CLOUD; DIVINE WORKS; IMPRESSIONS  OF  WINTER; Daniele SEPE; ORDO EQUITUM SOLIS; (DEAD CAN DANCE);

	Werner  PIRCHNER
	EU
	1986
	46:04 53:24
	dada*

label: ECM New Series

The Unexpected View of the Familiar

Towards an Understanding of Werner Pirchner

Back in 1973, a man from Tyrol made people take note of his "half double" album "What we know about life after death and almost 22 other songs." Even then, Werner Pirchner seemed determined to make a kind of music that stubbornly evades traditional categories. To the careful listener, the same precursors and influences were apparent then as they are now in this record: Dada and Fluxus; certainly Erik Satie; Frank Zappa and Spike Jones; and above all, the English tra​dition of musical humor as exemplified by Gerard Hoffnung. What distinguishes Pirchner from Hoffnung is Hoffnung's almost exclusive use other people's material while Pirchner integrates borrowed phrases into his compositions. In any case, Werner Pirchner belongs to the minority of musicians who takes play and wit seriously. He remains sceptical in the face of presumptuous profundity cloaking the lie of pathos.

What, one may ask, actually makes Pirchner's music amus​ing? Why do we laugh? Sigmund Freud's classic "Jokes And Their Relationship To The Unconscious" is not very useful. Freud focuses on verbal humor and the rules he describes cannot be transferred easily to music's less precise seman​tics. Language does nonetheless play an important part with Pirchner: the pieces and the movements carry elaborate and unusual titles. It would, however, be incorrect to assume that they are a key to understanding Pirchner's compositions. This is not program music and, as is the case of Satie, the titles do not serve as illustrations. They form an aesthetic whole with the music rather than duplicating it; their relation is contrapuntally and parodically. Pirchner not only uses titles, but also plays with the semantics of musical forms (such as the sonata, the symphony and the Mass) to poke fun at program music.

Henry Bergson's essay "Le Rire" is more useful than Freud as an explanation of Pirchner's musical humor. Bergson's categories of humor have been applied to comedy in theater, but can also be modified to fit music. Bergson notes: "Comic is every arrangement of intermeshing actions and happenings which, for us, establish the illusion of real life and, at the same time, the distinct impressions of mechani​cal intervention." If we substitute the "actions and happe​nings" referring to comedy on stage with "musical sequences and events" and if we agree that the "illusion of real life" emerges stronger when the creative will of the com​poser is less apparent, then some of Pirchner's comic effects can be analysed using Bergson's rules. Take, for example, the sound of cow bells intruding into dramatic dynamic of "Soiree Tyrolienne", an eclectic chamber sym​phony, effectively orchestrated with a dialogue of brass and strings underlayed by the sound of percussion instruments. Or, similar to Gerard Hoffnung, familiar harmonies are upset by distortions, as if disturbed by external forces, (even Mozart was already having musical fun with this). In addition, Pirchner belittles and minimizes certain highly charged sound formations by rearranging the instrumentation.

It should be mentioned that Pirchner handles not only genre, ranging from jazz sonatas to opera chorus in an original manner, but also individual instrumentation, such as accor​dion, organ or violin solos, wind quintets, chamber orchestra and voice. He even manages to have fun combining them when, for instance, he labels his "Variations on a Tyrolian Slave Song" as a string quartet for a wind quintet, or when he calls a movement for solo violin a yodler.

Bergson already mentions the word "automatism" in his works. This word foreshadows the alienation theory of the Russian Viktor Sklovskij, and in an obscure essay about slapstick in the silent movies, "Anatomy of the Gag" by the Czech playwright Vaclav Havel. Herein lies a key to Pirch​ner's musical jokes. Havel writes: "The gag defamiliarizes a generally known automatism by interposing another well-known automatism on an authentic picture."  The "Barefoot Schuhplattler" section of the suite "Do You Know Emperor Joe" provokes laughter because the automatism of key change invades the genre's inherent monotony. This results in a musical gag corresponding to the one in the title; a folk-dance whose name underscores the singularity of slapping shoe soles can hardly be performed with bare feet. If jokes are a serious matter, then they should elicit a level of under​standing that otherwise would only be found with great diffi​culty, if at all. In "The Anatomy of the Gag" Havel says: "The gag is neither nonsense nor a negation of logic. It is a confu​sion of one logic through another. It startles not with the heightening of the unknown, but rather with an unexpected view of the familiar. It does not deny reality but completes it. It does not contradict convention, but rather relies on and works with it." Werner Pirchner relies upon the convention of the sonata form and works with it. In composing the "Sonata on the Hard Life" it is as if he was listening very carefully to the sounds, hearing and discovering them for the first time and then trying them out. The delicate little bells that enter the last swelling sounds of the familiar organ Mass, open up an unexpected view and then intensify into the familiar auto​matism of church bells.

Werner Pirchner is not only a witty composer, but a political one as well (a fact that the 1973 "half double" album made clear). On the surface, this is exemplified by his musical and verbal puns on the state, the military and the church, or more precisely: by their interplay in the score. Yet, the political dimension of that wit is even more crucial, To quote Havel: "One of the basic elements of humor is the sense of false pathos. And one of the basic aims of humor is to debunk it. (...) The sense of estrangement that always testifies to the presence of false pathos, and the inappropriateness of the external and internal dimensions from which false pathos derives, have traditionally provoked mockery and distan​cing. The gag alieniates pathos by using it alongside the unsentimental". The false pathos of Haydn's melody which began as a hymn to the emperor and became the German national anthem loses its pathos through distancing in the movement "By Joseph for Joseph" ("Do You Know Emperor Joe"). Similarly, the British national anthem in "Compliments to Great Britain" and Austria's inofficial anthem "Die Donau ist blau - Wer nicht?" are debunked.

This sets Pirchner right in the middle of the proper tradition of enlightenment, a tradition that reaches from Karl Kraus to Milan Kundera, and in music from Hanns Eisler to Mauricio Kagel (but also Jimi Hendrix and Tuli Kupferberg). Herein lies the political significance of Werner Pirchner's musical wit and works: they are an answer to the false pathos of a Waldheim, Kohl or a Reagan (while the names are replace​able, the phenomenon remains the same). The pathos of these power-brokers finds its artistic expression in those festivals which the powerful like so much to inaugurate.

The word counter-culture has become unfashionable. Wer​ner Pirchner symbolizes an element of culture standing against the pseudoculture of the bourgeoisie, and against a complacency seemingly patriotic, seemingly popular. No more than a vibraphone and a voice are required. Pirchner delegates to his instrumets an orator's vibrato. Is this effec​tive? The vibraphone's echo needs no technical manipula​tion. We should learn from this. This double album resounds even after it is over.

Thomas Rothschild

	PITCHSHIFTER
	Deviant
	2000
	43:32
	мощный industrial 

label: MCA (CA, USA) www.mcarecords.com 

www.pitchshifter.com 

Mark Clayden [b]; J.S. Clayden [v]; Jim Davies [lead g]; Jason Bowld [d]; Matt Grundy [rh g]; + add. vocals by Jello BIAFRA (см.).

	PIXIES
	Doolittle
	1989
	38:48
	punk-rock

	PIXIES
	Bossa Nova
	1990
	39:48
	

	PLAID
	Not For Threes
	1997
	68:59
	IDM (intellectual dance music), иначе – эмбиент-техно
label: Warp (England) 

helpline – www.plaid.co.uk 

Эд Хэндли и Энди Тёрнер, участники дуэта Plaid — ветераны авант-электроники вообще и знаменитого лейбла Warp, развивающего та​кую музыку, в частности. Plaid колеблются между игриво​стью Plone и программистскими экспериментами Autechre. Но что хорошо в них, так это то, что груп​па никогда в попытках быть экспериментальны​ми не забывает про мелодию. Как говорит запад​ная критика, «Plaid — это электронная музыка с чувственностью, как в классической музыке».   --- Play

	PLAID
	Rest Proof Clockwork
	1999
	61:20
	label: Warp (England)

Shackbu / Ralome / Little People / 3 Recurring / Buddy / Dead Sea / Gel Lab / Tearisci / Dang Spot / Pino Pomo / Last Remembered Thing / Lambs Eye / New Bass Hippo / Churr Maiden /Air Locked

Это был самый скучный на моей памяти концерт. Двое немолодых и несимпатичных людей стояли на плохо освещённой сцене. Перед ними находились два - опять же не слишком привлекательных - но​утбука. Люди тупо смотрели в экраны. Иногда нажимали на кнопки. И всё. Никаких сценодвижений, пиротехники и спецэффектов. Учи​тывая, что в ста метрах слева играл Амон Тобин, а в ста метрах справа - Карл Кокс, совершенно непонятно было, чего тут ловить-то. Тем не ме​нее примерно пять тысяч человек заворожённо смотрели на то, как двое немолодых нажимают на кнопки. Никто и не думал уходить. Незадолго до выступления группы Plaid на фестивале «Sonar» в Барсе​лоне (где и происходило всё описанное выше) её участники давали ин​тервью журналу Jockey Slut. «Как же так? - спрашивал корреспондент. - Раньше вы играли на огромных антикварных синтезаторах. Страшно увлекательно было смотреть, как вы с ними управляетесь. А сейчас что?» - «Да устали мы, - вяло оправдывались Эд Хэндли и Энди Тёрнер. - Думаете, легко всё это барахло с собой таскать? А тут - купили два Macintosh Titanium и ездим налегке. К тому же даже если мы оба од​новременно умрём на сцене, музыка остановится примерно через час».

Скажу больше: если бы они умерли на сцене, никто даже внимания не обратил бы. Никто и не подумал бы уходить. Дело в том, что музыка Plaid - где бы она тебя ни настигла: дома, в метро, в огромном ангаре у подножья горы Монжуик, - производит одинаковый эффект. Орган зрения становится совершенно ненужным. От этого переплетения холодных электронных звуков и застывших мелодий хочется одного - оцепенеть. Превратиться в кристаллик льда на заиндевевшем стекле. Тебе не надо никуда смотреть. Скорее, кажется, что кто-то другой смо​трит на тебя в этот момент. Смотрит и видит насквозь. Промоутеры клуба «Шестнадцать тонн» с радостью сообщают, что Plaid - гордость передового лейбла Warp, одни из главных электрон​ных музыкантов планеты, и к моменту выступления Plaid в «Тоннах» немного приподнимут сцену - чтобы было видно всё и всем. Что в случае Plaid совершенно не важно. Достаточно будет закрыть глаза. Увидишь всё.

--- Афиша

	PLASMATICS
	New Hope For The Wretched
	1980
	45:36
	punk-rock.   Классический. Но можно также ассоциировать с psychobilly.
label: Repertoire Records

	PLASTIKMAN
	Consumed
	
	73:39
	dark ambient/noise 

label: Mute

диск не имеет дополнительной информации

	(James  PLOTKIN)
	OLD:

“Formula”
	1995
	49:45
	James PLOTKIN - см. тж. со SCORN; NAMANAX;
label: Earache (New York)

James Plotkin, Mick Harris (cм), Franz Treichler, Ruth Collins.

Music by James Plotkin 

Production by James Plotkin & Bruce Hathaway

Instruments: vocoded voice, looped guitar, synth guitar, bass, tapes, rhythm machine, drop of 303.

1. Last Look

2. Break (You)

3. Devolve

4. Under Grass

5. Thug

6. Rid

7. Amoeba

	James  PLOTKIN
	The Joy Of Disease
	1996
	61:24
	experimental-noise

label: Avant (Tokyo)

James Plotkin [g, b, samples]; Mick Harris [drifting gate, atmosphere, cymbals]; Franz Treichler [g, samples]; Ruth Collins [v, words].

	(James  PLOTKIN)
	FLUX:

“Protoplasmic”
	1997
	55:56
	label: Relapse Records (USA)  e-mail: relapse@relapse.com 

web site: http://www.relapse.com 

James Plotkin [music, instrumentation, v]; Ruth Collins [words, v].

Produced by James Plotkin & Mick Harris (см.).

Мощный драйвовый проект типа тяжёлых King Crimson.

James Plotkin, named by the GUITAR PLAYER editors as the premier experimental guitarists of 1996, reinvents OLD, transcending his previously addictive Formula for stunning progressive pop.

	Helga  POGATSCHAR
	Mars – Requiem  (2nd edition)
	1997
	62:06
	label: Gymnastic Records (Germany)

Helga Pogatschar [composition, k, production]

Alexander Zimmermann [conductor, director]

Gerlinde Samann [soprano]

Stefanie Fruh [mezzosoprano]

Dagmar Aigner [mezzosoprano]

Andreas Hirtreiter [tenor]

Jurgen Weiss [bass]

   Готика, типа группы Magma, но в современном варианте – мощь, экзотика и гротеск – в исполнении профессионального хора и с грамотной клавишной поддержкой.

1. Introitus

2. Kyrie

3. Graduale

4. Tractus

5. Sequentia

6. Offertorium

7. Sanctus

8. Agnus Dei

9. Communio

10. Qohelet

Production diary
   The following texts do not intend to serve as ‘instructions’ Thus, their actual matter of con​cern is not pure information or even a conclu​ding, complete analysis. Instead, the reader shall be allowed to look at the coming into being of an unusual music. On the one hand, because no participating musician does have the required distance to carry out analyses immediately after the end of the production. On the other hand, because such work notes include more informa​tion about the piece as could be provided by an editor.

21 June 95 – Meeting with Helga Pogatschar. She plays me the first instrumental parts of MARS. I don’t know of any similar attempt to combine such sample sounds with a classical, solo vocal ensemble. She performs complete walls of sounds, musical areas with an astoni​shing richness of overtones, but also complicated rhythmic combinations in the arrangements. She adds slim, strange melismatic chants, in particular in the Graduate and the Agnus. Two stylistic worlds which in the beginning seem to be contrasting.

This music does not obey to any of the common aesthetic strategies, at least to any I know. It may not be classified as classical avantgarde, and also not as experimental popmusic. On the one hand, classical disciplines have been realized, such as polyphon voices, variation techniques and rondo-like types of songs. On the other hand, in addition to these techniques, also the fully distinctive sound samples of the individual pieces belong to the innermost core of the material; without these sounds and their totally specific physiognomy, MARS would not be conceivable.

That means that this music has a totally different definition of the old material: The basic elements of this requiem are not only specific intervals or melodic-harmonic motives, but also the specific sounds which result into the form as well as into

the dramaturgy of the music. It took half a year for Helga Pogatschar to develop these sounds. Months spent searching, in which dozens of variations were discarded again, until finally sounds had come into being which had exactly the structural and emotional effect she had been looking for. The long preparations have not been in vain.

24 June 1995  -- MARS – a warlike title. Why? Maybe because it is hardly possible today to think of death without thinking of violence. Maybe because in this century not only the dead had to be buried so often, but also belief, ideals and sometimes any comfort. How will this twen​tieth century in which we live be assessed in future centuries? Maybe as a century in which war escalated boundlessly by exceeding all mea​sures. Maybe as a turning point in the face of the last atomic disaster.

3 July 1995 – Today the score of MARS came by mail. After we had talked so much about this during the genesis phase, now finally notes: legible, tangible, playable. And I was surprised to find out that, when I play it first, it is totally different from the picture I had developed in the course of the conversations. Some things seem simple, with​out flourishes, nearly too simple, other things seem brutal and ruthless. There is always something mysterious about it: a piece that has never been played before. ,,New” music in the literal sense: by now, no one knows how it will actually sound.

5 July 1995 – One circle of topics in the backgro​und of MARS is about power and belief and the innermost folding of both. This is the hardest thing to convey to an outsider as long as he or she does not know the piece. Because how are a requiem and war, manipulation and power linked? Whoever attended a catholic mass as a child in dark chur​ches will surely be familiar with the suggestive power of the church rituals.

What is characteristic for the ritual is its repetition. The municipality knows the phrases it has to say and recites them full of obedience: «Lord, have mercy upon us. Christ, have mercy upon us!» -- Again and again. The philosophers of enlight-ment critize this and mockingly call God’s ‘lambs’ sheeps – only to (how often!) convert on their death beds. MARS is not about rendering judgement for or against religious belief. But it is about to show how close rituals and indoctrina​tion have always been linked and how generically related the religious phrase is to the doctrinal phrase.

During the early genesis phase of MARS, the composer was lucky to encounter old shellac recordings by Oscar Scheltbach. A rarity: Early attempts of professional, systematic self-hypno​sis from the Nazi 1930ies, precursors of the countless exercise tapes for relaxion through self-hypnosis and all types of modern meditation. The difference between these early recordings and their epigones is their brutal, open confessi​on in respect of authoritarian education; «Only as a superior person you are entitled to live, other​wise you are lazy and ill and deserve to die». It seems nearly futile to me to ask why Helga Pogatschar has integrated sampled extracts of these historic recordings. The innermost relation​ship of these suggestions recited seriously with the holy anger with which the church persecuted deviants and heretics, but also harmless sinners for centuries is too obvious.

What is eerie is the fact that although one is able to evade the suggestive effect of Schellbach’s texts with one’s mind, there is still something like a sinister magic maelstrom in these texts on another level. At the same time, they are disgusting and fascinating and nearly ideal to serve as a metaphor for the ambiguousness of the liturgy.

27 July 1995 – (After the first rehearsal). Maybe the most important thing has already happened: the piece has convinced the musicians. During this first hot rehearsal we all have been clearly aware of the difficulties we will be faced with as regards this music. A lot does not go smoothly. But what is striking: everyone understands the inner move​ment of this music very quickly, the direction of it; everyone feels where the tones make their way to. We don’t need to talk much. It is enough to listen.

[...]

19 August 1995 – Qohelet – A farewell. The final movement and departure. Sadness instead of mourning. Purity and hoarseness, feeling and hardness. I have to think of Israel, of Jom Kippur and the Shoa and nevertheless of the humor of the Jewish Talmud. Something that is true is never black or white.

© Alexander Zimmermann, September 1995
Из подобных по направлению проектов в Каталоге можно назвать: IMPRESSIONS OF WINTER; ORDO EQUITUM SOLIS; THE MOON LAY  HIDDEN BENEATH A CLOUD; DIVINE WORKS; PILGRIMAGE; Daniele SEPE; OPERATING  STRATEGIES; RONAN  QUAYS; IN GOWAN RING; DEAD CAN DANCE;

	The POGUES
	Red Roses For Me
	1984
	40:19
	punk / folk
James McNally -- см. тж. с AFRO  CELT  SOUND  SYSTEM

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

	The POGUES
	Rum Sodomy & The Lash
	1985
	45:28
	

	The POGUES
	If I Should Fall From Grace With God
	1987
	51:55
	

	The POGUES
	Peace And Love
	1989
	45:08
	

	The POGUES
	Hell’s Ditch
	1990
	41:41
	

	The POGUES
	Yeah, Yeah, Yeah,
	1990
	13:38
	

	The POGUES
	Waiting For Herb
	1993
	46:37
	

	The POGUES
	Pogue Mahaone
	1995
	43:54
	

	(The POGUES)
	TILT!: A Tribute To The Pogues
	1995
	15:55
	Пародии группы Tilt!  на Pogues

	(The POGUES)
	Shane MacGOWAN &  The POPES:

“The Snake”
	1994
	42:29
	Сольники MacGowan’a из Pogues; см. тж. с Alan STIVELL “Again”

	(The POGUES)
	Shane MacGOWAN &  The POPES:

“The Crock Of Gold”
	1997
	59:08
	The Popes: Tom McAnimal [banjo]; Paul ‘Mad Dog’ McGuinness [g]; John ‘The Riddler’ Myers [fiddle, whistle, g]; Danny Pope [d, perc]; ‘Lucky’ Dowling [b]; Kieran Kiely [saltarelle accordions, overton whistles]; + guest: Ed Deane [lap top steel and spanish g].

	(The POGUES)
	Shane MacGOWAN &  The POPES:

“Across The Broad Atlantic”
	2001
	75:25
	label: Eagle Records (Germany) www.eagle-rock.com 

Live on Paddy's Day – New York – Dublin 17 March (NY) and 19 May (Doublin), 2001.

Shane MacGowan [v]; Bob Dowling [b]; Andy Ireland [d]; Tom MacMannomon [banjo]; Paul McGuinnes [g]; Mick O'Connell [accordion].

SHANE MACGOWAN IS UNIQUE, EVERYBODY KNOWS THAT.
CONCERTS WITH SHANE MACGOWAN'S POPES ARE SPECIAL, BUT EACH YEAR ON PADDY'S DAY THE SHOWS ARE SOMETHING EXTRA, AN OCCASION NOT TO BE MISSED.
THE YEAR 2OO1 WAS EVEN MORE SPECIAL AND SHANE WAS EVEN MORE UNIQUE BECAUSE, THANKS TO AN OUTBREAK OF FOOT AND MOUTH DISEASE, THE OFFICIAL PADDY'S DAY IN DUBLIN HAD TO BE MOVED FROM MARCH TO MAY AND SHANE BECAME THE FIRST IRISH PERFORMER EVER TO BE ABLE TO CELEBRATE PADDY'S DAY ON STAGE IN BOTH NEW YORK AND DUBLIN IN THE SAME YEAR.
IF YOU WERE THERE AT THE SHOWS, YOU KNOW HOW GREAT THEY WERE.
IF YOU MISSED THE SHOWS, THEN GET LUCKY NOW AND, WITH THIS CD, ENJOY A TAKE-AWAY PADDY'S NlGHT WITH SHANE MACGOWAN'S POPES AT HOME ANYTIME.
SLAINTE

	(The POGUES)
	N. CAVE / S. McGOWAN:

“What A Wonderful World”
	1992
	09:26
	Дует с Nick Cave (см.)

	Kimmo POHJONEN
	Kielo
	1999
	45:14
	ambient/experimental

label: Zen Master Records / RockAdillo Records (Finland)

All music composed and performed by Kimmo Pohjonen (1999)

Драйвовые и амбиентные импровизационно-авангардные композиции; исполняются на аккордеоне (в основном) + сэмплы + перкуссионные, голосовые и ноизовые саунды.

Этот финский аккордеонист совершенно замечателен колоритностью и энергетикой своей музыки. РЕКОМЕНДУЕМ!

Аналогичные проекты: MISS MURGATROID; Pauline OLIVEROS;

1. Anastaja

2. Kalmukki

3. Emboli

4. Saatto

5. Kirkuna

6. Kova

7. Silmays

8. Kielo

9. Sirpale

10. Ammoin

11. Koruna

	Kimmo POHJONEN
	Iron Lung
	1999
	54:58
	label: RockAdillo Records (Finland) sm 675-04
music by Kimmo Pohjonen

1. Ulaani

2. Ohimo

3. Anastaja

4. Kalmukki

5. Reaktio

6. Aroma

7. Silmays

8. Alla

9. Voima

10. Avanto

The recipient of Folk Musician of the Year awards in 1996, 1997, 1998, and 1999, Kimmo Pohjonen has brought a modern sensibility to the traditional accordion music of Finland. A veteran of pop and rock bands, Pohjonen continues to apply what he's learned to the folk music of his homeland. His debut album, Kielo, released in March, 1999, was named one of the year's best albums by Finland's leading daily newspaper, Helsingen Sanomat. 

The son of a piano accordion player, Pohjonen began playing the button accordion at the age of ten. After studying classical music at Helsinki Conservatory, from 1980 until 1985, he continued to study classical and folk music at Helsinki's Sibelius Academy, which he attended from 1985 until 1996. During the same time, he studied at the Bagamoyo College of Arts in Buenos Aires, Argentina. 

Initially attracting attention with his melodeon playing as a member pop and rock bands, including Toni Rossi And Sinitaivas, Pohjonen was invited to join Finnish folk group Ottopasuuna. He remained with Ottopasuuna until 1998 when he briefly joined a rock band, Ismo Alanko Saatio. Pohjonen balances his solo career with performances and recordings in Pinnin Pojat, a duo that he shares with JPP fiddler Arto Jarvela. 

Pohjonen collaborated with Tapiola Sinfonietta in the spring of 2000 on an original musical production, Kalmusikkisin Fonia, that included a light show and quadrophonic sound effects. The show debuted with three performances at the Savoy Theater in Helsinki. 

Pohjonen teaches at Sibelius Academy.

	Kimmo POHJONEN
	Kluster
	2002
	52:07
	label: RockAdillo Records (Finland)   www.rockadillo.fi 

All sounds on this album are created by Kimmo Pohjonen's accordion or voice. 

Played by: Kimmo Pohjonen [accordion, voice]; Samuli Kosminen [accordion samples, voice samples].

www.kimmopohjonen.com 

1. ulaani

2. ohimo

3. loska

4. keko

5. reaktio

6. aroma

7. kaluaja

8. alla

9. voima

10. avanto
Группа Kluster фин​ского аккордеониста Киммо Похьонена. 

Похьонен мало похож на традици​онного аккордеониста. Финского музыканта называют «Джимми Хендриксом аккордеона», а его представления не просто выступления музыканта-виртуоза, но уникальный аудиовизуальный опыт, в котором в равной степени важно актерское мастерство артиста, фантастический свет и хай-тековские звуковые эффекты.

-- Weekend

	Valentina  PONOMAREVA
	GOLDEN YEARS OF THE SOVIET NEW JAZZ (см. в 'Jazz'), Vol I; (4 CD Set):

CD 3: "Valentina Ponomareva"
	2001
	65:25
	Valentina  PONOMAREVA -- см. тж. с: Anatoly VAPIROV
label: Leo Records, www.leorecords.com , Limited edition 750 copies

1. C-Jam Blues - 6'13

(D. Ellington/ EMI United Partnership)

Valentina Ponomareva - voice 

Ivars Galenieks - bass 

Sergey Belichenko - drums 

trumpet & trombone - unidentified musicians

Date of recording: unknown 

Previously unreleased

2. Ain't Misbehaving - 7'42 (Waller, Brooks, Razaf - Memory Lane Music Ltd/Redwood Music Ltd.)

Vladimir Chekasin - saxophones 

Oleg Molokoedov - piano 

Gediminas Laurinavichus - drums 

Leonid Shinkarenko - bass 

Recorded: September 1983, Leningrad 

Previously released on LP LR 136 "Fortune Teller"

3. Michelle - 4'42

(J. Lennon / P. McCartney - Sony/ATV Music Publishing Ltd.)

Recorded October 3, 1983, Novosibirsk 

Previously released on LP LR 136 "Fortune Teller"

4. Invocation of Spirit - 8'56 (A. Vapirov)

Valentina Ponomareva - voice 

Anatoly Vapirov - saxophones 

Sergey Kuryokhin - piano, perc. 

Ivars Galenieks - bass 

Recorded October 3, 1984, Novosibirsk 

Previously released on LP LR 121 "Invocations"

5. Sheptaiki 9 54 (S. Gubaidulina)

Valentina Ponomareva - voice 

Symphony Orchestra; 

Recorded 1985, Moscow; 

Previously released on LP LR 136 "Fortune Teller"

6. Wind Blows into the Ears of a Stone Stallion - 8'48 (V. Ponomareva / RAO - S. Letov / RAO)

Valentina Ponomareva - voice 

Sergey Letov - bass clarinet, flute 

Recorded 1987 

Previously released on LP LR 157 "Intrusion"

7. Intrusion - 19'00 (V. Ponomareva / RAO -V. Tarasov / LATGAA)

Valentina Ponomareva - voice

Vladimir Tarasov - drums, Roland TR-707, Yamaha TX-7, Roland PAD-8

Previously released on LP LR 157 "Intrusion"

Valentina Ponomareva is prob​ably the best known Russian singer (apart from the Tuvan Sainkho Namchylak). She is a Russian gypsy, and she has lived all her life in Moscow. Her musical career spans three long periods, which cover every possible musical genre: from singing with big-band and music hall to performances with a gypsy trio "Romen," from singing  classical   Russian romances to free jazz, rock and academic avant-garde. Having travelled the world with the gypsy trio "Romen", she start​ed singing with the Soviet musicians of free jazz in the end of the 70s. Her most fre​quent partners of that period were Vladimir Chekasin, Sergey Kuryokhin, Anatoly Vapirov, Boris Grebenshchikov, Vladimir Rezitsky, and later on Sergey Letov and Vladimir Tarasov. There is nothing she cannot do with her voice which many Western jazz critics called "the most versatile instrument." Valentina Ponomareva developed an original style of producing sounds and a unique technique of jazz vocal improvising. Her mix of scat, avant-garde and clas​sical singing "leaves you gasping in stunned surprise rather than wildly applaud​ing with pleasure..."(Time Out, Simon Adams). However, non-jazz composers of Russian academic avant-garde also used to write music for Valentina Ponomareva. One of the great contemporary Russian composers Sofia Gubaydulina invited Ponomareva to take part in the premiere of her vocal instru​mental composition "A Man and a Woman." Valentina reciprocated by encourag​ing Sofia Gubaidulina to play improvised music with the quartet "Astreja."

	Valentina  PONOMAREVA
	April In Japan
	1989
	62:40
	Японский диск переиздан в 2000

1. Apr. 7, Koseinenkin Hall, Osaka, 1989  [15:56]

2. Apr. 6, Gotanda U-Port Hall, Tokyo, 1989  [46:40]

Сергей КУРЁХИН – p, k, v
Валентина ПОНОМАРЁВА – v 

Владимир ТАРАСОВ – s 

Владимир ЧЕКАСИН – d 

John ZORN – s 

Bill LASWELL – b 

Kazutoki UMEZU – s 

Ayuo TAKAHASHI – el g

Yuji TAKAHASHI – k 

Haruna MIYAKE – p 

Это не сольный диск кого-либо из музыкантов, но коллективная импровизация.

	Valentina  PONOMAREVA
	The Goose
	1992
	56:31
	Здесь Valentina Ponomareva — с барабанщиком Ken Hyder и кларнетистом / органистом Tim Hodgkinson (см.) [Henry Cow, The Work]. Только с Diamanda Galas можно сравнить этот CD по характеру вокала и настроению.

“Under the white sky,

Over the white cloud;

Under the blue sky,

Over the blue cloud:

Rise up to the sky,

Bird”

Altai shaman song

Improvisation does not come out of thin air. The nature of a musician’s improvisation is determined by that individual’s musical experience, both playing and listening, and by her or his aestetic stance. This stance, in turn is affected by factors which are, strictly speaking, not musical: ideas about life and music, about musical value — and sympathies; leanings towards certain emotional states and a willingness tto musicalise them. Furthermore, when several improvisers come together, they negotiate — by words, gestures or music — a group aestetic which informs the collective result and influences the contribution of each to it. Despite the presence of all these factors, the trio’s music is freely and totally improvised music — as distinct from folk tradition in which improvisation is combined with predetermined rhythmic, harmonic or melodic patterns.

In June 1991, the trio were invited to play at the Imola Festival in northern Italy. Entering the grassy courtyard with its high stone walls they were all struck by the power of the place. Valentina said “A lot of things have happened here”. Then she began to organise the visual space: in that corner there should be a light shining upwards onto the ivy-covered wall; there should be a bare minimum of objects on the stage; the seats should be so...  Arab musicians have a word MAQAM which denotes not merely the musical mode but the whole organized space in which concrete performances happen — the position of the musicians, the hierarchy of pitches and sections, emotional structures, and so on. In acknowledging what is specific in a physical space — its acoustic, its appearance, its meaning, and in preparing a mental state of absolute concentration, the trio were feeling their way towards a kind of MAQAM for improvising — one which would be developed anew for each particular set of circumstances. The first two tracks of this CD are live recordings from this concert.

	Valentina  PONOMAREVA
	Forte
	1999
	66:49
	Запись 1998 – 99г.

«Валентина Пономарёва обладает безупречным исполнительским мастерством, динамическим диапазоном, который заставил бы сгореть от стыда оперных певцов мирового класса, необычайным чувством музыкальной целостности и отваги».

Norman Weinstein, “The Idaho Statesman”, USA.

«Цыганская вокалистка Валентина Пономарёва, получившая признание за свой завораживающий технический уровень, без усилий взлетает от шёпота и бормотания до экстатического скэта и задумчивых причитаний».

Jason Weiss, “The New York Times”, USA.

«Трудно найти в советском джазе индивидуальность более уникальную и более музыкально универсальную, чем вокалистка Валентина Пономарёва... Её музыкальный портрет, представляемый здесь..., займёт выдающееся место в галерее современного вокального искусства». 

Efim Barban, Leo Records, London.

«Пономарёва смешивает джаз, русское и цыганское пение в часто головокружительный, но всегда бодрящий коктейль... Выдающийся талант”.

Brian Morton, “Wire”, England.

	POPULOUS
	Quipo
	
	38:54
	idm + noise медленный, с вокальными сэмплами; если любителю альтернативы понадобится idm, скажем, в качестве фоновой музыки, то этот подойдёт; короткий, но добить есть чем.

label: Morr Music (Berlin) info@morrmusic.com  www.morrmusic.com / Indigo

hiss and crackles by Populous, on PC

track 06 + 07 starring ro:Q

contact Pop at info@cablecorp.it 

1. Bottom 01

2. Ent-The Dexo

3. Flu

4. Charol Astra

5. Clijster – Blepharo Edit

6. Ext. Rhodes Bank

7. Hi Hat The Ro:Q's Drns

8. Stretch Abuse - Snare

9. Bottom 02 

	POP  WILL  EAT  ITSELF
	Dos Dedos Mis Amigos
	1994
	46:43
	aggressive industrial / dub

	Funki  PORCINI – см. в разделе ‘Acid’
	
	
	
	

	POSSESSION – см.: Bill  LASWELL
	
	
	
	

	POSITIVE  NOISE
	Heart Of Darkness
	1981
	
	 LP     punk-rock
Ross Middleton [v, p]; Graham Middleton [k]; Russel Blackstock [g]; Fraser Middleton [b]; Les Gaff [d, perc].

	POWERMAN  5000
	Tonight The Stars Revolt!
	1999
	39:15
	punk-metal

label: Dreamworks  www.dreamworksrecords.com 

Панк-металлическое, разнавороченное, перчёное...

	PORTISHEAD – см. в разделе ‘Acid’
	
	
	
	

	PRAXIS
	Transmutation (Mutatis Mutandis)
	1992
	56:21
	label: Axiom (USA)

Conseived and constructed by Bill Laswell (см.).

Buckethead (см.) [g, toys]; Bootsy Collins [space bass, v]; Bernie Worrell (см. в секции ‘Jazz’) [synth, cl, vital organ]; Af Next Man Flip (Lord Of The Paradox) [turntable, mixer]; Brain [d].

This Work Is Part Of A Subversive Current Of Which The Last Has Not Been Heard.

The Battle Lines Are Drawn 

Chaos Is Not Entropy 

Chaos Is Not Death 

Chaos Is Not A Commodity 

Chaos Is Continual Creation 

Chaos Never Died

Oppose All Forms Of Law And Authority

In The Name Of Chaos

MALAY BLACK DJINN CURSE

These premises have been cursed by black sorcery. The curse has been activated according to correct rituals. This institution is cursed because it has oppressed the imagination and defiled the intellect, degraded the arts toward stupefaction, spiritual slavery, propaganda for state and capital, puritanical reaction, unjust profits, lies and aesthetic blight.
The employees of this institution are now in danger. No individual has been cursed, but the place itself has been infected with ill fortune and malignancy. Those who do not wake up and quit, or begin sabotaging the work place, will gradually fall under the effect of this sorcery. Removing or destroying the implement of sorcery will do no good. It has been seen in this place, and this place is cursed. Reclaim your humanity and revolt in the name of the imagination -- or else be judged (in the mirror of this charm) and enemy of the human race.
At present, for tactical reasons, we do not advocate violence or sorcery against individuals. We call for actions against institutions and ideas -- art-sabotage and clandestine propaganda (including ceremonial magic and "tantrik pornography") -- and especially against the poisonous media of the empire of lies. The Black Djinn Curse represents only a first step in the campaign of poetic terrorism which -- we trust -- will lead to other less subtle forms of insurrection.
----- Hakim Bey T. A. Z. (The Temporary Autonomous Zone), Ontological Anarchy, Poetic Terrorism

	PRAXIS
	Sacrifist
	1994
	44:47
	label:  Subharmonic (USA)

Conseived and constructed by Bill Laswell. 

B.Laswell (см.), John Zorn (см.), Buckethead (см.), Yamatsuka Eye, Mick Harris (см.), Bootsy Collins, Bernie Worrell (см.), Blind Idiot God (см.). Engineered by Robert Musso (см.).

1. Stronghold

2. Cold Rolled / Iron Dub

3. Suspension

4. Rivet

5. Deathstar

6. The Hook

7. Nine Secrets

8. Crossing

	PRAXIS
	Metatron
	1995
	47:57
	label:  Subharmonic (USA)

Created by Praxis Three: Buckethead, Bill Laswell, Brain

Final Solution: Bill Laswell

	PRAXIS
	Transmutation Live
	1997
	60:05
	label: Douglas Music (A Division of Gravity Limited)

Buckethead, Brain, Bill Laswell, DXT, with The Invisible Scratch Pickles.

Recorded live in Zurich, Switzerland, Jazznojazz Festival. Engineering: Robert Musso.

PRAXIS. NIMINUS

(The Death and Rebirth of the “Avant Garde”)
Futurist manifestos are invariably unconcerned with limits. When the steady gaze of a trained third eye is focused on generally accepted concepts like "reality" or the "status quo," these are soon revealed as scarcely more than closed systems awaiting their own expansion or outright destruction at the hands of a new vanguard in art, politics, literature, science, or any of a legion of elastic disciplines. Such cataclysmic change can only come about as the result of a clash between the past and the future, between the accumulated knowledge of history and the constantly evolving dynamic of human thought and expression moving forward. What emerges from this clash is almost always controversial — and most certainly terrifying — to those who have already succumbed to the comforts of relative inertia: they feel threatened by an unseen monster, a disruptive force exerted to influence and alter the "real" world. In short, they cringe at the hot breath of a praxis addicted to action, an entity that consumes prejudices like a black hole consumes light.

New directions can and in fact should be dangerous and they should invite derision from those who don't (or refuse to) understand; it is exactly for these reasons that the path must be pursued. Without reckless experimentation — in life, and in art, with each relentlessly imitating the other — we are an empty cypher as a species, devoid of emotion, dignity, desire, and — most significantly — hope. Music in this 20th century has been a battleground of innovation; no longer is the traditional 12-tone octave the only basis for melodic composition... now, in the wake of a revolutionary body of work produced by composers like Edgard Varese, Harry Partch, John Cage and countless others, any sound imaginable can be heard as music, and there are no rules dictating which sounds can be used (with the literal exception, perhaps, of those works protected by copyright and "sampling" laws, but these too can be circumvented by any willing assassin). The ambient, dub, jungle, trip- and hip-hop styles of today's urban underground "scenes" are modern manifes​tations of these new trends, eradicating barriers between "genres" to create a living art form that is constantly mutating, writhing, moving, acting.

The live performance documented here (recorded on June 21, 1996 in Zurich, Switzerland) has its roots in this aesthet​ic, but expands upon it even further: the music of Praxis — along with featured guest DJs Q-Bert, Mixmaster Mike, Shortkut, and Disk from the SF Bay Area crew the Invisible Scratch Pickles — mutates as it happens; indeed, one could argue that the sonic structure has already gone through a series of conceptual changes before it is even expressed as "music". Much like a dream can predict future events in "reality," so the members of Praxis foresee — almost unconsciously — their own moves before they've made them.

Beneath the darkly subsonic bass of producer Bill Laswell, the funk-laden beats of Limbomaniacs drummer Brain, the extreme guitar terror of mutant prodigy Buckethead, and the synaptic spins of turntable and synth wizard DXT, Praxis represents an inspiring, at times mesmerizing, and often harrowing foray into the collective mind of a lethally inventive live unit. Group improvisation, musical breadth, and sheer sonic assault are all pushed to their outer limits — true to the ethos of "free-jazz" outfits like Last Exit and Painkiller, of which Laswell has also been a member, but with a brash element of youthful exuberance that gives the music a significantly fresh sound, even newer than "new school". Under the group's rebellious scrutiny, the hip styles of ambient, dub, funk, hip-hop, avant-shred and jazz are felt and absorbed, only to be detonated across a canvas of controlled chaos.

The name Praxis has been applied over the years to a number of loose configurations of musicians either fronted or produced by Bill Laswell, going back to an experimental 12-inch in the early '80s on the infamous New York imprint Celluloid Records that consisted of shortwave noise over drum machine beats. Since then, a revolving army of innovators from Bootsy Collins to John Zorn have contributed to Praxis projects, particularly Transmutation, released on the Axiom label in 1992, and Sacrifist, released on Subharmonic in 1994. The most recent album Metatron (Subharmonic, 1995) features the core of the current group.

As a live experience. Praxis covers not just an incredible breadth of musical sources, but moving beyond this, the group generates a surging wave of technical proficiency mixed with gut-wrenching emotion that is literally daunting at first listen. Beginning with the somber ambient turntable soundscapes constructed by DXT, the performance can take any direction, from a tightly wound dub or funk groove laid out by Brain and Bill Laswell to the awesome force of shredded guitar oblivion (interwoven with strangely serene melodic explorations) generated by Buckethead. The addition of the Invisible Scratch Pickles adds a further element of alchemy from the hip-hop underground — along with the inimitable style, again, of DXT, himself an architect of break beat manipulation since the dawn of hip-hop. In the end the music of Praxis can be as rejuvenating as it is rude, as polished as it is jagged, and as soothing as it is frightening.

While laws of thermodynamics tell us that energy is neither created nor destroyed, art on the other hand is constantly giving birth to itself and committing suicide when no one else is around to deliver the killing blow. Destruction becomes an act of creation, which in turn yields again to destruction, in an endless cycle that finds parallels throughout history, from the yi and yin of the ancient martial arts of China and Japan to the painful but necessary duali​ty of "kill-or-be-killed" in society today; we can rest assured that the cycle will continue into eternity. Whether this is a "good" or "bad" state of affairs is of little import — moral assessments of such complicated relationships are ineffectual at best and harmful at their very worst, pitting people against each other who could just as easily be living together in enlightened bliss. We should be concerned instead with whether or not the product of such a cycle is real. in the sense that it comes from sincere, uncluttered, and pure human expression, for the only discernible way — at least for now — that "reality" can be changed by outside forces is if the forces themselves are cut from a similar cloth. In theory and Praxis, fakers and usurpers to the cause will not be tolerated; as for all others, they need only step through the door.

----- Bill Murphy, with respect to Hakim Bey (This work is part of a subversive current of which the last has not been heard) 

	PRAXIS
	Warszawa
	2001
	44:42
	label: Innerhythmic Records   www.innerhythmic.com 

Performed by: Buckethead, Bill Laswell, Brain, DXT, Mixmaster Mike, phonosycographDISC.

Recorded by Oz Fritz in Warsaw. Compiled and edited at Orange Music, West Orange, New Jersey by Robert Musso. Mastered by Michael Fossenkemper at Turtle Tone Studio, NYC.

1. Initiation

2. Flux And Reflux

3. Saturn

4. Destroyer

5. Fifth Element

	PRESENT
	“Triskaidekaphobie”/ “Le Poison Qui Rend Fou”
	1989
	77:50
	avant-rock

label: Cuneiform (USA)

http://cuneiformrecords.com/bandshtml/present.html 

Daniel Denis (см.: D. Denis; Univers Zero) [perc]; R.Trigaux [g, p]; A.Rochette [p, k]; C.Genet [b].

 Очень живая и живописная рок-авангардная музыка (иногда участвует вокалистка). 

“The music is explosive, dramatic, and cathartic.” – Audion.

After Roger Trigaux left Univers Zero (см.), he formed the quartet Present, which combines U. Z.’s unique sound with a more “rock” feel. “Triskaidekaphobie”/”Le Poison Qui Rend Fou” has some BLISTERING guitar work by Roger, and great drumming by Daniel Denis (см.). This puts both their great Ips complete on one CD which contains the most intricate and roaring rock music since King Crimson’s Fracture. 

	PRESENT
	C.O.D. Performance
	1993
	49:04
	label: Gazul (a division of MUSEA, France), edition 1999.

Roger Trigaux [g, v, perc]; Reginald Trigaux [g, v, perc].

	PRESENT
	Live!
	1996
	52:48
	label: Cuneiform

Roger Trigaux [g, k, v]; Reginald Trigaux [g, k, v]; Bruno Bernas [b, v]; Dave Kerman [d, perc].

“Present offers violently cerebral, no-nonsense, no-compromise music.” – Carbon 14.
PRESENT was founded and is led by guitarist Roger Trigaux, the co-founder of UNIVERS ZERO (см.). Dark, metallic, complex music with intricate dual guitar and bass interplay. With drummer Dave Kerman (U TOTEM [см.], 5UU’S [см. на "F"]).

With Live!. Roger is back with a full band version of  Present, featuring two guitars, bass and drums (by Dave Kerman of Suu’s/U Totem). Dark, metallic, complex music with intricate dual guitar and bass interplay. While primarily instrumental, the dark imagery of the music is matched by the darkness of the vocals; Roger and company sound like men fighting for their souls – and maybe they are! Imagine Univers Zero reborn as a metal band, and you might have an idea of the sound here. Professionally recorded by Eric Faes, this includes new and old work and an amazing, intense version of “Promenade Au Fond D’Un Canal”. 

Laundry Blues

2. Contre

3. Alone

4. Promenade au Fond d’un Canal

	PRESENT
	Certitudes
	1998
	39:53
	label: Cuneiform (USA)

Roger Trigaux [g, k, v]; Reginald Trigaux [g, v]; Alain Rochette [p, k]; Guy Segers [b]; Daniel Denis [d, perc, v]. 

Present contact: email: j.booster@skynet.be . Visit Present’s official website.
No place for you and your angels

New studio recordings by this legendary dark Belgian ensemble, reunite here for the first time since Univers Zero’s Heresie [1979].

“...the fever is as hot as ever. A must.” --- Gibraltar Vol. 7, #1
“Notably more furious & urgent than anything on their previous albums...these avatars of an anguished, angular muse have unleashed their ultimate tour de force...this is a turbulent masterpiece.” 5 stars [highest rating] – Alternative Press.

	PRESENT
	№6
	1999
	47:12
	Roger Trigaux [composition, mus. direction, g, v]; Reginald Trigaux [g, v]; Dave Kerman [d, perc, v]; Pierre Chevalier [p, mellotron, v]; Keith MacKsoud [b]; David Davister [d, perc (#13)]; + guest: Yuval Mesner [cellos].

	PRESENT
	High Infidelity
	
	48:03
	label: Carbon 7 Records (Belgium) http://www.carbon7.com 

Roger Trigaux [g, v]; Reginald Trigaux [g, v]; Dave Kerman [d, perc, v]; Pierre Chevalier [p, k, organ, mellotron, v]; Keith MacKsoud [b]; Matthieu Safatly [cello, v]; Fred Becker [a&t sax]; Dominic Ntoumos [tp, fl h]; + Yuval Mesner [cello]; Meidad Zaharia [accordion].

#1-6: Souls For Sale

#7-8: Strychnine For Christmas

#9: Reve De Fer

	PRESSURE  OF  SPEECH
	Our Common Future
	
	62:30
	noise-trance-ambient-avantgarde 

label: North South (London)

	Michael PRIME
	Aquifers
	1993
	56:43
	ambient-noise

label: RRR

Michael Prime: water machine (studio improvisation), metal storage rack, environmental sound, live traffic sound, and a live link to the outside toilet of the venue.

	PRIMUS
	Frizzle Fry
	1990
	51:24
	label: Caroline (New York)

Primus: Les Claypool (см. тж. ниже) [el&ac g]; Larry LaLonde [el b, el fiddle b, string b, v]; Tim ‘Herb’ Alexander [d]; + guests: Todd Huth [ac g]; + Sathington Willoughby Orchestra: Todd [ac g]; Chunker [Archtop ac g]; Exxson [toy piano]; Herb [toy organ]; Snap [banjo, str b].

См. тж. на CD: RESIDENTS “Eyesore:...” (Tribute)

Ещё один подарок Золотого фонда рок-альтернативы. 

С точки зрения традиционного рока эти ребята просто чудики. Или пародисты. Но нас, НЕ серьёзных людей, эти мастера своего дела очень радуют. Если кого-то в связи с ними можно вспомнить, то – S. Remmler’а и его группу Trio (см. в ‘Rock’). Но Primus – более азартные и эксцентричные.

	PRIMUS
	Suck On This
	1990
	43:16
	label: Caroline (New York)

	PRIMUS
	Sailing The Seas Of Cheese
	1991
	45:45
	label: Interscope (New York)

Primus with guests

	PRIMUS
	Miscellaneous Debris
	1992
	18:25
	label: Interscope (LA, CA)

Les [6-str fretless b, kazoo, v]; Ler [g]; Herb [d].

Intruder (Peter Gabriel)

2. Making Plans For Nigel (Colin Moulding)

3. Sinister Exaggerator (The Residents)

4. Tippi Toes (The Meters)

5. Have A Cigar (Roger Waters)

	PRIMUS
	Pork Soda
	1993
	57:42
	label: Interscope (New York)

Les Claypool [basses, mandolin, v]; Larry LaLonde [g, 6-string banjo]; Tim ‘Herb’ Alexander [d].

	PRIMUS
	Tales From The Punchbowl
	1995
	54:08
	label: Interscope (New York)

Les Claypool [basses: 4&6-str, fretted&fretless, upright, bass banjo]; Larry LaLonde [g, 6-string banjo]; Tim ‘Herb’ Alexander [d].

	PRIMUS
	Brown Album
	1997
	57:03
	label: Interscope (LA, CA)

Les Claypool [b, v]; Larry LaLonde [g]; Brain [d].

	PRIMUS
	Antipop
	1999
	63:15
	label: Interscope Rec. (LA, CA, USA)

Visit the world’s best website: www.primussucks.com 

For your Primus Fan Club needs visit: www.clubbastardo.com 

Les Claypool [b, v]; Tom Waits [mellotron, v]; James Hetfield (Metallica) [g]; Larry Lalonde [g]; Tom Morello [g]; Jim Martin [g]; Brain [d]; Martina Topley-Byrd [v].

Produced by Primus, Tom Waits, Tom Morello.

	(PRIMUS)
	Les  CLAYPOOL and The Holy Mackerel:

“Highball With The Devil”
	1996
	48:05
	Замечательная отвязная рок-альтернатива (L. C. – лидер группы PRIMUS, см. тж. его проекты SAUSAGE; OYSTERHEAD; тж. с BUCKETHEAD; Tom WAITS).

	The  PRODIGY
	Music For The Jilted Generation
	1994
	78:16
	industrial / crossover (возможный вариант определения: брейк-бит)

The PRODIGY – см. тж.: SPAWN (в секции ‘Metal’)

	The  PRODIGY
	Music for The Voodoo Crew
	1997
	74:12
	

	PROFESSOR TRANCE & The ENERGISERS
	Shaman’s Breath
	1995
	59:20
	ethno- trance; концептуальный и добротный. В разделе альтернативы может быть прописан за свою интересную шаманистическую концепцию. Но мы не настаиваем, что эта музыка именно альтернатива.

All Music Arranged and Performed by Alam Eskinasi, Joe Galdo and Pim Kilian.

Breath and voice by Frank Natale; vocals on “Kozuma”: Betty Wright; Djembe & Conga: Frank Jansen; Congas on “Soul Hunters Return”: Florencio Baro.

1. SPIRIT CATCHER – The roar of the abouguial Spirit catcher announces Professor Trances teaching of the archaic origins and practices of Trance Dance. He mentions only a few of the thousands of indigenous tribes who directly experience their immortality by inviting Spirit to embody them through the ritual of Trance Dance.

2. KOZUMA – Is an uplifting tune inspired from the Kahuna Shaman of Polynesia. It conveys the ecstatic states of consciousness the Trance Dancer experiences once they have freed their mind of their ego identity. It is at this point that the Dancer disappears and becomes the dance.

3. XINGU – When I first discovered Trance Dance, Spirit came to me and said, “Move that body, heal it...”. There are many tribes chanting, dancing, drumming on this song. The Xingu chants and indigenous instruments were the first to inspire this music which now honors all the indigenous tribes of the world, their music and their invitaition to Spirit, to embody them for the purpose of healing through Trance Dance.

4. ENERGISE – Shamanic ritual has been absent from our culture for over 600 years. Energise is the music used during the three hour “Touch of Passion Ritual”, to initiate people into the Energisers. The initiates body is continuously moved and manipulated freeing blocked and withheld energy until they experience a natural flow or orgasmic energy throughout their entire body.

5. DRUMMING CIRCLE – Drumming Circles are shamanic spiritual rituals. Our ancestors held them on special events, such as the full moon or to just connect their community through rhythm allowing everyone to become part of something greater than themselves, as they unite with Spirit as one. This song starts with the Shaman’s drum, which is joined by drummers from Alaska, North, Central and South America, Africa, Europe, Asia, The Caribbean, Polynesia and Australia.

6. BREATH CONNECTS US ALL – Breath is the physical form which Spirit takes on. Breath is life and when we breathe consciously it connects us to each other, animals, plants and ultimately to all of nature’s life forms.We have a symbiotic relationship with nature, especially with plants we continuously breathe them. Our breath and therefore our life are dependant on their existence.

7. DANCING YOUR ANIMAL – Dance is really our rhythmic imitation of animals. As shamans we believe we are related to animals, they are our ancestors who speak to us with incredible wisdom. We all have at least one power animal awaiting our discovery. Dancing your animal moves you beyond imitation to actually being embodied by its mystery, wisdom and power.

8. EMANJAH – The Goddess of the Sea, the source of everything opens with the calling of whales and a flowing seductive rhythm which builds to the passionate beat of Goddess Emanjah’s dance of creation. A tribute to the feminine power ot passion.

9. SOUL HUNTERS RETURN – Soul Hunting is when a Shaman travels beyond space/time, to return home with the lost soul parts ot their tribe. Soul parts are our consciousness and aliveness lost to the painful traumas of life. These soul parts often return as the innocent happy children we were before we experienced the trauma, which caused us to leave our bodies.

Who are Professor Trance & the Energisers?

We are an international tribe of creative people who experience the Great Mother Earth as the original deity and the intelligence within nature. We bring both energy and aliveness into our lives and the lives of others by participating in the neo-shamanic (a new form of shamanism based in Goddess worship and both ancient and contemporary shamanic wisdom) spiritual practices of the Energisers, created by our spiritual elder, Frank Natale aka “Professor Trance”.

The neo-shamanic practices we use are cross-cultural and exist on every continent on the planet and have been used to achieve states ot ecstatic healing for many millennium. These practices include Trance Dancing, Soul Hunting, Spirit Animal journeys, Teacher Plant rituals, Rites of Passage rituals, Initiation and Energy ceremonies and Drumming Circles. These ceremonies are conducted in 15 countries worldwide and we maintain live in sanctuaries in Holland, Germany, Spain and Italy.

What is Trance Dancing?

Trance Dancing is an ancient Shamanic practice which invites Spirit to embody us; to heal us through spiritual ecstasy. For over 40,000 years, indigenous people worldwide (and now unconsciously, contemporary dance clubs) use this method to return home lost “soul parts”, causing us to experience the ecstasy of spiritual wholeness.

Significant memories of this life, lives past, even those in pre-human form, are brought to life through Trance Dancing. We dance from the inside out.We see and experience ourselves through the eternal senses of Spirit....absent of the conditioning and limits of ordinary reality.

Anyone can Trance Dance because there are no steps, no external expectations. Spirit knows the steps and once awakened, Spirit takes over. Our bodies move beyond normal reality, in ways which are related to ancient experiences of the evolution of our consciousness. Trance Dancing empowers us to relive and gain an understanding of these events.

There is no right way to Trance Dance. It is your dance, unique to you, and therefore not an external presentation. Trance Dancing has nothing to do with the expectations of others and all to do with revealing our timeless existence. Trance Dancing is relaxing, energizing and heals one emotionally, physically, mentally and spiritually.

Everyone has their own rhythm and movement. To discover yours,  create time to Trance Dance. Do it alone, or do it with others.

How to Trance Dance

The most important advice about Trance Dancing is to trust the process. Your initial fear will transform into excitement; revealing experiences known and unknown beyond the limits ot time and space.

Trance Dancing does not need a great deal of space because the dance happens within.

First: Stand with your feet parallel to your shoulders and allow your body and mind to let go and relax.
Second: Close your eyes or preferably wear a bandanna or a blindfold over them, so that your eyes only see the vast “inner landscape” of your consciousness, 

Third: Become aware of your breathing and inhale and exhale deeply...filling your entire lungs. Do this for 3 to 5 minutes, this will awaken your energiser within.

Fourth: Relax and allow your body to move to the rhythm. Soon you will feel a vibration or energy moving through your body. At this point, you the dancer will disappear and become the dance. The Energiser within will awaken and yon will experience profound emotions and a peaceful connection to your immortality. This will all occur within 30 to 45 minutes.

Fifth: When the music ends, take 5 to 15 minutes to be still and integrate your experiences.

	PROHIBITION
	Nobodinside
	1994
	54:00
	Агрессивный punk-rock.   Очень хорошая работа студии.

	LES PROJECTIONNISTES – см. на 'L'
	
	
	
	

	PSILOCYBEAT ELECTRO-CAUSTIC ORCHESTRA
	Apparent Achromatism
	2002
	76:27
	electro-industrial/alternative
Psilocybeat author's edition

musicians: Poonk [devices, fiddle]; Ogg [k]; Alien T. [fl]; Julie [v (#7, 17)]; Johnny [v (#7)].

1.+2. connector hole
3.   urban ethno
4.   small balls
5.   capoeira
6.   keep awake
7.   anxiety
8.   21st century symphony (adagio)
9.   mahakala's trident
10. newcomer
11. caustic on iron
12. extriptrack
13. elephant junkie
14. opera #5
15. stink +bonuses
16. newcomer (version)
17. Sunday juice
18. running for the office of love*

19. for G. Ustvolskaya
* vocal part taken from conjure's «cab calloway stands in for
the moon» © 1988 american clave records

	PSYCHIC TV
	SPLINTER TEST:

“Mouth Of Thee Knight”
	1985
	65:07
	ambient/experimental
подобного плана см. тж.: MORPHOGENESIS
label: PTV (USA)

Rec. in London, 1985. Remastered in California, 1993.

Psychic TV was founded in 1981 by Genesis P-Orridge as a vehicle for a group ov musicians, writers, visual and performance artists, film and video makers -- "TRANSMEDIATORS" – to research and demonstrate publically their contemporary concepts ov fully integrated, interdisciplinary expressions. A coumpletely synthesised model, utilising an appreciation ov traditional structures and thee most innovative technologies, linked to an understanding ov thee direct contact possible between both thee conscious and unconscious minds ov any "audience as subject", in any media (transmedia), is ov primary consideration in all their projects.

As a result Psychic TV have already worked in many diverse media. They have recorded soundtrack musics for several ov DEREK JARMAN'S films, including his first feature film in recent yeras "IMAGINING OCTOBER" which was premiered at thee 1984 London Film Festival. Psychic TV also decoumposed soundtracks for his "HOME MOVIES", "PIRATES" ( a film ov William S. Burroughs coumissioned by PTV during "Thee FINAL ACADEMY" festival series which was conceived and co-curated by Genesis) and "MIRRORS" an abstract film made by Derek Jarman during thee shooting ov his first major fim "SEBASTIANE". During 1984 Psychic TV were coumissioned to produce a one and an half hour arts programme on their ideas, films, music and collaborations with a section on Derek Jarman also for TVE (Spanish National Television). Parts ov this TV Special "La Edad De Oro", were filmed on location in Barcelona and Cadaques. These films were Directed by Derek Jarman, with sets and costumes by Christopher Hobbs, utilising GAUDI's famous works in thee Parque Guell, and thee beach by Salvador Dali's house (where BUNUEL filmed "L'AGE D'OR") as settings. Thee resulting programme was seen by an estimated 14 million viewers in Spain and received critical praise despite a National blackout during thee last few minutes due to right wing Catholick protests.

Psychic TV have made their own films and videos since their inception in 1981. They have all ways tried to create an inseparable fusion between visual and aural imagery. Some ov their trademarks have been their obsession with detail, using REAL not artificial sound effects; their fast edit/overlay processing for which Genesis coined thee phrase HYPERDELIC VIDEO and their use ov grain, and mixed stock to give a sense ov documentary mystery, ov reported reality to apparently fantastic momeants. In thee last few months they have appeared discussing their theories on thee secret, "INIVISIBLE" language ov television, thee potency ov its effect upon thee brain, and thee ease ov illusion and confusion it inherently transmits on the English National TV shows "EAR SAY", "AROUND MIDNIGHT", and "SOUTH OF WATFORD". They have toured Britain, Europe and Scandinavia with live film/video/music events. They are primarily concerned musically with an ever increasing exploration and extension ov thee boundaries and possibilities ov sound and image coumbined and interacting. Whether it be short frame video, expanded cinema, ballet scores, or soundtracks to thee innovative works ov others. In thee music specific to this ballet "MOUTH OV THEE NIGHT" Psychic TV have attempted to blend thee musical theories ov radical Russian coumposer ALEXANDER SCRIABIN (1872-1915) with thee coumplex structures ov thee traditional PETRO drumming ov Haiti to both service and illuminate thee choreography ov thee dancers and thee imagination ov thee viewer/listener. 

---- Genesis P-Orridge, London 1985.
During January 1985 Derek Jarman was asked to design thee Stage Set for Micha Bergese's Mantis Dance Company's new ballet "Mouth Ov Thee Night". Micha had becoum more widely known and appreciated after starring in thee successful cult movie "COMPANY OF WOLVES". Whilst Derek was busy designing, a composer ov contemporary electronic musics was coumissioned to write thee score tor thee ballet.

Just ten days before thee ballet was due to have its opening night at thee Institute Of Contemporary Arts, in thee Mall, London this music was delivered. By this point thee choreography was notated and learned by thee dancers, fixed apart from a few interpretive nuances. For his own, specific and private, reasons Micha felt absolutely unable to utilize this original score. Suddenly he had a terrible crisis. A fully formed ballet, with rehearsed and skilled dancers, a wonderful and dramatic set, spectacular costumes without a note ov music and only TEN DAZE to opening night. He asked Derek what on earth he could do. Derek apparently said that there was only one person that could probably compose nearly two hours ov musics to an already precise and fixed choreography in what would amount to a week. They called Genesis and explained their dilemma. Thee PTV way is to say "YES!" to a project, just like Caresse Crosby, and then figure out afterwards how thee hell to actually realise it within thee limitations and deadlines confronting them. Gen rang around thee pool ov musicians and artists coumprising PTV at that specific period ov TIME putting thee insanely improbable proposal to them. It was agreed to attempt thee pretty much, theoretically, impossible. OV COURSE! Through friends PTV had heard ov a studio that had Fairlights, sampling, and inspired Engineers, aptly named "PARADISE". It was obvious that to make thee musics fit exactly to thee steps and movements ov all thee dancers they would need as much coumputerised coumpositional tools as possible, a video ov thee whole ballet to match up to, and a detailed debriefing ov Micha as to thee themes, intent, subtleties, tempos and dynamics ov his ballet. Genesis interviewed Micha on tape about thee meaning ov thee piece and Micha demonstrated huge intellectual and physical resources and stamina by continuing to rehearse his ballet dancers daily, and then staying awake large sections ov each night in thee studio talking PTV through their unfolding musical recordings. Coumhow, and even today its hard to imagine how it truly ever got finished, thee task WAS accoumplished on TIME! Though on opening night Hilmar was still fine editing with a razor blade and scotch tape, thee quarter inch Master tapes behind stage, literally up to thee moment thee ballet began in front ov its World Premiere audience. WOW! And it worked! It realty worked. It sounded clean and fine, it fitted thee scenes, it did coumplete thee whole concept Micha had dreamed who knows how long ago. Relief!

For thee realisation ov this musical tour de force, which even with thee advent ov long TIME based CD technology cannot all be included on this remastered and lengthened release, PSYCHIC TV were: Genesis P-Orridge; Monte Cazazza; Hilmar Orn Hilmarsson; Alex Fergusson; and Roc Sandford. Vocal samples from previously archival recordings are ov Akiko Hada, a close friend and Japanese video artist, and thee inimitable Alaura ov PTV. Incredibly, in thee end, thee whole ballet was recorded and mixed in FOUR daze ov hysterical, insomniac activity. Luckily all sense ov TIME was lost as there were no windows in "Paradise" butter thee sense ov physical nausea from exhaustion above and beyond thee call ov duty is easily recalled as these notes are written. "MOUTH OV THEE NIGHT" was toured around Europe and other parts ov thee world by Mantis Dance Company which gives a very different and profound kind ov satisfaction, thinking ov people from many diverse cultures being enthralled by thee interaction ov dance and sound that integrate as one to speak directly with all aspects ov being, emotion and dream. For Historical coumpleteness, thee notes from thee original programme follow:

--- Genesis P-Orridge, California 1993.

В музыкальном пандемониуме Дженезис Пи-Орридж за​нимает почетное место. Мэрилин Мэнсон в сравнении с ним — мальчик из воскресной школы. Пи-Орридж из​вестен не только как музыкант, но и как лидер органи​зации The Temple of Psychic Youth («Храм психической юности»). Среди рыцарей «Храма» числились Дерек Джармен, Марк Алмонд и глава Current 93 Дэвид Тибет. Главной идеей «Храма» было освобождение от предрас​судков и догм, которые навязывает власть. Дженезис Пи-Орридж — обладатель экзотической внешности: та​туировки, пирсинг, золотые зубы и крашеные волосы. Недавно Дженезис Пи-Орридж стал женщиной, а в гра​фе «пол» в его паспорте официально значится «male-female». На концерт следует идти не только ради музы​ки, но и для того, чтобы посмотреть на этого божествен​ного андрогина, последнего представителя породы без​башенных идеалистов, которые верят в то, что искусст​во обладает властью изменить мир.

-- "Weekend", 2004

	PSYCHIC TV
	SPLINTER TEST:                                     “Sugar-morphoses”
	1965-93
	74:11
	label: PTV (USA)

Remastered in California, 1993 by Larry Thrasher & Genesis P-Orridge.

"The editing and compiling of this very unique collection of material from Genesis P-Orridge coincided with the second conjunction of Uranus and Neptune. Almost to the exact minute was this project completed as the two planets met on August 19th 1993. Both planets being retrograde we should expect a certain hidden stinging sensation as our collective energies are forced to come to terms with the horrors and ecstasies which lie in our relentless shadow. This unfoldment will begin slowly and will seem benign at first, but after many months its inertia will reveal an undeniable awakening of forces never before known in modern time. Fear is the opposite of Love, and we can no longer afford to be afraid of who we really are." 

---- Larry Thrasher, California 1993.

DECODER

During early 1984 PTV were often wording at NAIN's home studio known as The Building Site. Einsturzende Neubaten were also using thee same studio, and both bands were signed, or signing to STEVO's "SOME BIZZARE" label. STEVO had a vision, and despite his "strangeness and quarks" he generated a quite fantastic, and eclectic label ov provocation for a peak period ov three yeras. KLAUS MAECK was a Burroughsian visionary also. He and Einsturzende lived in Hamburg, not far from thee Rieperbahn. Thee exotic, fabulously beautiful, and enigmatic CHRISTIANE F. shared Klaus Maeck's apartment. Thee movie ov "DECODER" was to concern social control through "SUBLIMINALS". Genesis was chosen to represent thee secret leader ov a "youth" anarchist group using cassette loops ov manipulated sound as muzak in Fast Food Chains to create political riots in cities and behavioural breakdown in suburban consumers. Gen helped persuade William S. Burroughs to appear in a cameo rote, selling Mufti a cassette recorder from a run down shop in Tottenham Court Road, London during his stop over for "THE FINAL ACADEMY". It was primarily this scene being shot that DEREK JARMAN also filmed from a totally different perspective for his Super 8 movie "PIRATES". DAVE BALL was, through SOFT CELL, also on SOME BIZZARE and this movie gave he and Gen a perfect opportunity to realise an old ambition, and collaborate together on their segmeants of thee soundtrack. Thee film was written by Klaus Maeck; Produced by Maeck/Muscha/Schaefer/Trimpop; Directed by Muscha. It featured character roles played by Christiane F.; F.M. Enheit; William S. Burroughs: Genesis P-Orridge; and Bill Rise. Thee full soundtrack was originally released on "What's So Funny About..." records. These segmeants appear in this anthology with kind permission ov KLAUS MAECK and thee Hamburg Krew. For which, many thanks..........

SLAVE PRIEST / PRIEST SLAVE

Both tracks were recorded in Amsterdam in September 1990 by Genesis P-Orridge and ANDREW McKENZIE (of THE HAFLER TRIO).Thee only sound source used was thee voice ov Genesis P-Orridge. It was previously only available as a free 3 inch mini-CD enclosed inside thee book "PSYCHIC TV - GENESIS P-ORRIDCE: A Coumprehensive Collection Ov Lyrics 1981-90" Edited by VITTORE BARONI. This book was published by STAMPA ALTERNATIVA/ NUOVI EQUILIBRI in Italy in 1990. All manipulations and deconstructions ov thee voice were entirely by ANDREW McKENZIE at thee home ov WILHELM DE RIDDER. Thee text will be available, unprocessed, as part ov "THEE PSYCHICK BIBLE" - Edited by JOE REPOSA to be Published Spring 1994 in California.

RITES OV REVERSAL 

"Our world's a dream, a miserable one. In our unfathomable ignorance we call it thee only reality we can "NO!", consensus reality, we assume that its events, human events, human life, are implicitly ov value. This buries us in a quicksand ov coumpassion." 

G.P-O, 1993

DEAD AIR

"We control THINGS to eradicate them" 

"Nothing matters but thee end ov matter." 

-- G.P-O, 1993

SUGARMORPHOSES

A little while after being forced into exile from Poor Britain on 23rd March 1993 we had what was left ov our belongings and Gen's archive shipped in a huge container to California. Several forgotten items were subsequently discovered, partly coumpensating for thee discovery ov thee extent to which so much was missing. Thee crumbling analogue tape labelled "SUGARMORPHOSES" is one ov thee items rediscovered. It was Larry Thrasher who argued for its inclusion in this anthology for reasons ov historical accuracy and as demonstrable, if low-fi, evidence ov a clear thematic continuity ov sonic concerns. It was recorded in 1965 in thee attic ov a house, number 6, Links Drive, Solihult, Warwickshire, England on a rickety old reel to reel taperecorder. Thee voice is that ov Genesis P-Orridge, and was manipulated via another donated analogue, battery powered, mini-reel to reel "portable" tape recorder. By means ov short circuiting these machines by "preparing" them, using thee insertion ov knives, wires and other alien objects; by means ov deliberately worn down batteries; and by means over repeatedly dubbing back and forth, thee maximum decay was encouraged. Thee piano was also played by Genesis P-Orridge, manipulated and processed in similar ways with thee additional technique ov deliberately overloading various "found" microphones. In fact, thee series ov tonal experiments and explorations represented in part in both this piece and this boxed set were actually initiated on tapes dating back as far as 1962, over thirty yeras ago.

SPLINTER TEST

It can be said, for me at least, that sampling, looping and re-assembling both found materials, and site specific sounds selected for precision ov relevance to thee message implications ov a piece ov musics, or a Transmedia exploration, is an All-Chemical, even a Magickal phenomenon. No matter how short, or apparently unrecognisable a "sample" might be in linear TIME perception, E believe it must, inevitably, contain within it, (and accessible through it) thee sum total ov absolutely everything its original context represented, coumunicated, or touched in any way; on top ov this it must implicitly also include thee sum total ov every individual in any way connected with its introduction and construction within thee original (host) culture, and every subsequent (mutated or engineered) culture it in any way, means or form, has contact with forever, (in Past, Present, Future and Quantum Timezones).

"Any two particles that have once been in contact will continue to act as though they are informationally connected regardless of their separation in space and time." 

--- Bell's Theorem.

Let us assume then that every "thing" is interconnected, interactive, interfaced and intercultural. Sampling is all ways experimental, in that thee potential results are not a given. We are SPLINTERING consensual realities to TEST their substance utilising thee tools ov collision, collage, coumposition, decoumposition, progression systems, "random" chance, juxtaposition, cut-ups, hyperdelic vision and any other method available that melts linear conceptions and reveals holographic webs and fresh spaces. As we travel in every direction similtaneously thee digital highways ov our Futures, thee "Splinter Test" is both a highly creative contemporary channel ov conscious and creative "substance" abuse, and a protection against thee restrictive depletion ov our archaic, algebraic, analogic manifestations. ( "My Prophet is a fool with his 1,1,1; are they not the OX, and none by the BOOK?" Liber A1.1 -48) 

So, in this sense, and baring this in our "MIND", on a technical level, when we sample, or as we shall prefer to label it in this essay, when we SPLINTER, we are actually splintering people and brain product freed ov any ov the implicit restraints or restrictions ov thee five dimensions (as Richard Miller insists there are!). We are actually taking bytes. Reusing these therafter as heiroglyphs or memes. Thee tips of each iceberg.

If we shatter, and scatter, a hologram, we will real-eyes that in each fragmeant, no matter how small, large, or irregular; we will see thee whole hologram. This is an incredibly significant phenomenon.

It has all ways been my personal contention that if we take, for example, a SPLINTER ov JOHN LENNON: that splinter will in a very real manner, contain within it everything that John Lennon ever experienced; everything that John Lennon ever said, composed, wrote, drew, expressed; everyone that ever knew John Lennon and thee sum total ov all and any ov those interactions; everyone who ever heard, read, thought ov, saw, reacted to John Lennon or anything remotely connected with John Lennon; every past, present and/or future combination ov any or all ov thee above.

In magick this is known as thee CONTAGION theory or phenomenon. Thee magickal observation ov this same phenomena would suggest that by including even a miniscule reference or symbol ov John Lennon in a working, ritual or a "SIGIL" (a 2-3 dimensional product invoking a clear intention usually primarily graphically and non-linguistically, in a linear, everyday sense) you are invoking "John Lennonness" as part ov what in this particular context (i.e. "musics") is a musical sigil.

All that encyclopedic information – and the time travel connected with it, through memory and through previous experience – goes with that one "splinter" ov memory, and we should be very aware that it carries with it an infinite sequence of connections and progressions through time and space. As far as you may wish to go.

We can now all maintain thee ability to assemble, via these "splinters", clusters of any era. These clusters are basically RE-MINDing. They are acutatly bypassing the usual consensus reality filters (because they reside in an acceptable form. i.e. TV/Film/Musics/Words) and travelling directly into "ahistorical" sections of thee brain, triggering all and every conscious and uncounscious reverberation to do with that one splinter heiroglyph.

We access every variable memory Library and every individual humane being who's ever for a second connected with, concieved or related to or been devoted to or despised or in anyway been exposed to this splinter ov culture. We now have infinite freedom to choose and assemble, and everything we assemble is a portrait of what we are now or what we visualise being. Skill full splintering can generate manifestation .THIS IS THEE "SPLINTER TEST".We are choosing SPLINTERS consciously and unconsciously to represent our own mimetic ( DNA) patterns, our own cultural imprints and aspirations, we are in a truly Magickal sense "INVOKING" manifestations perhaps even results in order to confound and short-circuit our perceptions, and reliance ov "WHOLENESS". Anything, in any medium imaginable, from any culture, which is in any way recorded and can in any possible way be played back is now accessible and infinitely maleable and useable to any artist. Everything is available, everythmg is free, everything is permitted. Its a firestorm in a shop sale where everything must G.O.

Those who build, assemble, ASSEMBLY is thee invisible language ov our TIME. Infinite choices ov reality are thee gift ov software to our children. (to be continued in "ESOTERRORIST" Spring 1994)

---- Genesis P-Orridge, California 1993.

	PSYCHIC TV
	SPLINTER TEST:

“Cold Dark Matter”
	1992
	58:41
	one track recording

We are the chaos NOW we CHALLENGE THAT CHAOS.

---- Alaura P-Orridge

The musics on this CD are extended and reedited trailers and commercials from a movie that never seems to end.

All the instruments used are from the "Third World" or "Primitive" tribal societies. They are instruments of DEVOTION designed to dilate the brain and maximise access to revelation. This CD is a TRANSMEDIA composition of 21st Century Devotional Musics.

Instruments used: 

300 Year old Tibetan Thigh Bone Trumpet;

New Guinea Bamboo Bass Flute;

African Tree Trunk Ceremonial Drum;

Marcel Duchamp ReadyMade Bicycle Wheel;

Burmese Temple Gonq;

Nepali Temple Bells;

Tibetan Singing Bowl;

John Cage Prepared Piano;

African Gazelle Horn Pipe;

Thai Military Bass Drum;

one "found" and warped audio cassette of Christian Devotional Choir.

	PSYCHIC TV
	SPLINTER TEST:

"Thee Fractured Garden"

(discourses of innocence devoured)
	1995
	75:17
	label: Invisible (Chicago) http://www.spontaneous.com/scol/invisible 

Genesis P-Orridge with “Splinter Test” featuring Larry Thrasher.

Discourse 1-7 (A parable in seven unequal parts):

“Thee Decaying Matter Ov Family L-ov-e”

“A Debris Ov Murder”

“Avatar”

“Freedom Is A Sickness”

“Maybe Who E Am”

“Thee Seeding Ship”

“On Thee Way To Thee Garden”

Being Known Thereafter As:

A. Thee Desert Ov Dark Skies

B. E Was A Mirage

C. Thee Fractured Garden

D. Cathedral Engine

E. When Fire Cleanses

F. Does ‘MIND’ Leave?

G. Cortex Ov Light

“A series ov seven discourses on thee subject ov innocence devoured in which thee author describes his adventures in far off climes. Where superstitious and exotic practices, base and primal worship are mere operations ov Nature. Tales recounted to his lover whilst slowly failing from dread consumption and thee pox. Shadows wrung ov monstrous forms to cause small babes to cover fearful. Degenerate dandies in turbans, riding supersilious disdain to thee seven disappointments ov L-if-E. Tamp down thee rank tobacco in your clay pipe. Wrap thyself up warm with coum hot today. There are terrible apparitions waiting in thee flickering sparks of that log fire. Scratch out thee dunghill in likeness ov your SELF. Knowledge extinguished in one place breaks forth in another.”

--- Fabian Lloyd, Paris 1923.

	PSYCHIC TV
	SPLINTER TEST:

“Sulphur: Low Seed Replication”
	1997
	32:07
	label: Twilight Command

SPLINTER TEST: Genesis P-Orridge & Larry Thrasher.

Three Croatia “Ere’s Mud In Yer Eye” trench mouth mixes:

1. A Debris ov Murder (9:25)

2. S - Low Seed Replication (12:28)

3. Burned Out, But Building (9:57)

4. (bonus = 0:14)

	PSYCHIC TV
	Force The Hand of Chance
	1982
	75:51
	label: Cleopatra (LA, CA, USA), 1995

Produced by PSYCHIC TV and KEN THOMAS 1982.

Genesis P-Orridge: v, k, perc, noise bass guitar, tape.

Marc Almond (см. в ‘Rock’): additional vocals.

Alex Fergusson: lead/acoustic/bass guitars, tambourine, k, perc.

Sleazy Christopherson: k, tubular bells, perc.

All orchestral strings arranged and conducted by Andrew Poppy.

“Thee process is thee product”

	PSYCHIC TV
	Dreams Less Sweet
	1983
	43:36
	label: Sony Music / Some Bizzare Records (England) 1992

Rec. 1983

Genesis P-Orridge: v, b, vln, Emulator, d, Tibetan thigh bone, Tibetan singing bell.

David Tibet 93 (см. CURRENT 93): additional Tibetan thigh bone, Tibetan singing bell and singing bowl.

Peter Christopherson: Emulator, bells, church organ, v.

Alex Fergusson: guitars, bells, tambourine, v.

Paula P-Orridge: d, vibes, perc.

Geff Rushton: b, vibes, Tibetan thigh bone.

Andrew Poppy: Emulator, choral and orchestral arrangements.

+ Choir, + Orchestra [...].

Hymn 23 • The Orchids • Botanica • Iron Glove • Always Is Always • White Nights • Finale • Eleusis • Medmenham • Ancient Lights • Proof On Survival • Eden 1 Eden 2 Eden 3 • Clouds Without Water • Black Moon • Silver And Gold • In The Nursey • Circle.

	PSYCHIC TV
	Pagan Day
	1984
	69:57
	label: Cleopatra (LA, CA, USA), 1994

Recorded 1984 + 3 bonus tracks: “As Tears Go By”, “Unclean” (Gen’s mix), “Pirates”.

"Nothing Matters, like thee end ov Matter" – Old TOPI Proverb.
This recording was first ever released as Catalogue Number TOPY 003 on thee 23rd December 1984 as a Picture Disc Limited Edition ov 999 copies. One side was a full colour photograph ov CARESSE P-ORR1DGE as a baby, thee other side had text in Red on White. It was only available to shops and distributors between 11am and 12am on that actual day! Rough Trade co-ordinated this through their telex lines for us. All thee music was recorded on a 4 Track Cassette machine under thee guidance of ALEX FERGUSSON, thee original co-founder and partner, with GENESIS P-ORR1DGE, ov PSYCHIC TV. "PAGAN DAY" was subtitled “PAGES FROM A NOTEBOOK” because that is precisely what it was. Thee revealing of thee process itself. Most PTV songs in their earliest era began life as these kinds ov cassette sketches often recorded in Alex's room at thee YMCA over coffee. "Pagan Day" is not therefore a "finished" recording in thee commonly accepted sense, it is an intimate glimpse into a place where "SOURCE ARE RARE". However, thee simplicity and privacy of it's evolution onto a record makes it appealing in quite a special way. Some songs were never intended to be heard outside our own living rooms but to conceal thee frailties would we felt, compromise thee integrity and honesty ov this chronicle. Due to popular interest, and exremely high “collector” prices being paid for thee original Picture Disc. "Pagan Day" was re-issued on normal vinyl, in a card sleeve as part ov Temple Records Library Series as a matter ov completeness, and as a matter ov fact.

All songs were written by GENESIS P-ORRIDGE and ALEX FERGUSSON. Thee only exception being "TRANSLUCENT CARRIAGES" which was written by thee enigmatic Tomm Rapp who was thee founder and leading light ov thee 60's poetic/rock group PEARLS BEFORE SWINE. It was recorded as a guide, for possible re-working and inclusion on thee "DREAMS LESS SWEET" Project. It is included as a homage and rememberance.

	PSYCHIC TV
	“Allegory & Self” / “Thee Starlit Mire”
	1988
	59:37
	label: Cleopatra (LA, CA, USA), 1994

tracks 1-11 taken from the LP Allegory And Self, 1988

track 12 PREVIOUSLY UNRELEASED 

track 13 TAKEN FROM Goldstar 12" SINGLE, 1985
track 14 TAKEN FROM BONUS SINGLE WITH Goldstar 7”, 1985
Produced and Mixed by Genesis P-Orridge and KEN THOMAS in 1985. All Tracks written by Alex Fergusson and Genesis P-Orridge. Published by DEJAMUS 1985/1986. All lyrics by Genesis P-Orridge.

“IN THEE STARLIT MIRE IN THEE STARLIT MIRE IN THEE MADNESS OV THEE MUD...” --- Old TOPI Proverb

During 1962-84 PSYCHIC TV were on SOME BIZARRE, Stevo's crazy experiment, that actually was, in terms ov it's influence and ability to take rises and shape trends, a massive success. Also during this same period, PSYCHIC TV released a first album "FORCE THEE HAND OV CHANCE" on WEA Records to critical acclaim worldwide, followed by "DREAMS LESS SWEET" on CBS Records to similar acclaim. Nevertheless, Genesis and Alex were unhappy with thee overall strategies and creative restrictions they experienced and voluntarily chose to return to being Independent and setting up a label ov their own which was called TEMPLE RECORDS. They had just signed a Publishing deal with DJM, thee Dick James Organisation and this afforded them access to thee legendary in-house 24 Track recording studios in thee basement to record a set ov demos ov thee "HYPERDELIC" music and songs that had evolved from their songwriting partnership. Thee "EXTRA-MEMBER" ov PSYCHIC TV at this time, and equally as integral in thee development ov thee Production values and structures ov their early recordings, was KEN THOMAS. It was Ken who first suggested thee vocal harmony genius Micky Groome to PTV, and it was Ken who first understood PTV music as visual art made with sound. In Ken, Genesis found a mind that fully endorsed his dream ov a contemporary “psychedelic music” that fused traditional instruments, thee roots ov 60’s acid-pop, and cutting edge technology in a "TRANSMEDIA" experience he had prophesied as "HYPERDELIC". Beyond and further into thee landscapes ov imagination. Every note a trip, every trip a revelation. “Thee only good trip is a bad trip” read thee bumper sticker they had made for Ken's car.

Drenched in BAM CARUSO garage psychedelic albums; "Their Satanic Majesties"; acid-phased "Small Faces"; “Hapsash and the Coloured Coat”; "The Electric Prunes"; and thee rest ov Gen’s extensive archive ov primarily 60's research recordings, they began to work on what they intended to be thee ultimate PSYCHIC TV album. An audio operating manual that would serve as a beacon to lead popular culture back to a reassessment ov thee creative and exploratory musical applications equivalent to, but not nostalgic for, thee seminal era that redefined thee potentiality ov all expression and its accompanying tribal reawakening. Thee moment when suddenly, irrevocably, anyone with $2 could check in to, and check out thee ultra-shamanic metaphysics previously reserved only for thee professional seer, and thee power brokers who protect them.

Parallel to this musical dream, and integral to it, was Gen’s other DREAM, to generate thee finance and interest in developing a movie, based on thee life and times ov BRIAN JONES, that would serve quite literally as a spiritual parable. This movie would be called “GODSTAR” and with friend, pop-culture afficionado and author Jon Savage. Gen worked on various treatments in preparation.

There was, then, a deep sense ov mission and intensity flowing through thee extended musical family ov PTV at this TIME, which largely explains why so many other people became involved in developing a style to transport thee aspirations. It was a marvellous, wild and insane period. For example, during thee recordings Track 23 ov thee 24 Track machine was always left on record, with no mike, or instrumental input, to receive messages from thee dead, or other dimensions. And to answer your question, YES, they do feel they got results. Thee most remarkable was within thee track "GODSTAR" itself. On playing it back before mixing, a strange metallic knoccking noise was noticed. It turned out to be on thee notorious Track 23 and was rhythmic. When it was played back with only thee vocal, it transpired that it tapped a beat under only a certain number ov words. When isolated these read "YOU - WERE - SO - BEAUTIFUL -I - WISH -I WAS - WITH - YOU - NOW". No known, possible, physical or technical occurence could have generated this phenomenon. We draw "know" conclusions.

Thee title ov thee album came in two ways. Thee original working title was always "THEE STARLIT MIRE", which is thee title ov a rare book by James Bertram and F. Russell first published in 1911, with wonderful and decadent illustrations by thee notorious British sorceror and artist AUSTIN OSMAN SPARE. An artist whose works Gen had been collecting for many years, in competition with one Jimmy Page. There was also, a deliberately knowing nod implicit towards thee literary icons ov exiled playwright Samuel Beckett. Immediately prior to thee eventual release ov thee, as it turned out, unfinished album, to delineate this, incoumplete recording, from what it was still hoped would later be a perfectly resolved and detailed version, Gen re-named it "ALLEGORY AND SELF" (a phrase received during a ceremonial trance state during a T.O.P.Y. ritual ov resolution on thee 23rd ov thee appropriate month).

It may, by now, have becoum apparent to you, thee dearest reader, that these tracks on this CD, are therefore thee "demos" ov what was intended to be a far more grandiose venture. And, you would be correct in deducing this. So, what happened? WELL... in a nutshell, PTV got ripped off! For thee only TIME in their career so far, PTV had a "Manager" at this time. His name was Terry McKlennan. To generate interest in thee project FrV released a finished mix ov "GODSTAR" as TOPY 009, on their own TEMPLE RECORDS, and, to his "credit" Terry jumped through infinite hoops and scams to focus interest on thee song. It worked. "GODSTAR" got national radio play, TV airings, was Number ONE in thee UK Indie chart for 15 weeks, even climbed to Number 29 in thee National Singles Charts. But PTV had made one powerful enemy, and this person weilded that power. On their command Radio One (National Pop Radio) agreed to stop playing thee PrV single and essentially killed its progress towards phenomenon status. Meanwhile, dear Terry collected thee not insubstantial profits from a duped Distributor and vanished. This left PTV in financial ruin, and suffering a major media blackout. Alex was so disenchanted that he gave up music altogether, Ken took other work and was bitterly upset at thee unbearable injustice ov events, and for quite a while Gen was in a temble depressive cloud ov despair and hopelessness. Thee vanished money would have been enough to seed thee "GODSTAR" movie, but now, thee movie project was inoperable. All that was left was thee unfinished, unmixed demo-session. Quite a long time later, thee quarter inch tapes were re-discovered in an old box. This album, then, is that, "LOST" album. Thee original intention had been to release a third, fully produced and edited PSYCHIC TV opus. Yet, we still have more than enough evidence, here, that had circumstances been only slightly different, and had one or two outside figures only behaved more honourably and honestly, PSYCHIC TV would indeed have delivered thee cultural meme they strived so hard to refine.

Ironically, despite their disappointment, based upon unrequited creative inspiration, this album has been bootlegged and pirated more than any other, and has retired to by countless musicians and cultural commentators more repeatedly than any other PSYCHIC TV album. It remains today, more than ever, a testament to thee seminal vision and clanty ov intent ov Alex, Gen and Ken, and will remain an essential part ov thee mythos ov intelligent pop music synthesis.

--- David Brooks, London 1994

	PSYCHIC TV
	At Stockholm
	1990
	70:23
	one-track recording

PSYCHIC TV & WHITE STAINS:

Genesis P-Orridge, Alaura P-Orridge, Carl Abrahamsson, Thomas Tibert, Par Aronnson.

The Musical Index:

"Power" 5:44 

"Testicle Waltz" 3:30 

"Arachniac Resurgence" 1:41 

"The Bloody Skin" 5:13 

"Hydros Amrita" 7:34

"Tjoflojt" 3:19

“In’sh Allah!” 7:11

“T.O.P.Y. Mass” 3:49

"The matter of matter" 4:04 

"Def unct" 11:42 

"Casa Delirium" 3:45 

"Arcadia too" 2:30

"No Hallucination" 7:17 

"Correctum Profondis" 3:06

	PSYCHIC TV
	Towards Thee Infinite Beat
	1990
	69:03
	label: Temple Records 1990 / Visionary Communications (a division of Cherry Red Records) 1994 (England).

Rec. in London 1990.

Fred Gianelly [g, samples, k]; Matthew Best [d, k]; Daniel Black [k]; Paula P-Orridge [v, tape, samples]; Genesis P-Orridge [v, samples, el vln, k].

Стилистически этот диск близок к экспериментальному электро-фанку.

INFINITE BEAT 

BLISS 

DRONE ZONE 

S.M.I.L.E. 

I.C.WATER 

BLACK RAINBOW

A SHORT SHARP TASTE OV MISTRESS MIX

HORROR HOUSE 

JIGSAW 

ALIEN BE-IN 

STICK INSECT 

MONEY FOR E...

	PSYCHIC TV
	Kondole
	1993
	69:00
	label: Silent (San Francisco, CA, USA)

1. KONDOLE: Deadcat (rec. ‘89)  23:00

2. KONDOLE: Three Whale (rec. ‘88)  23:00

3. KONDOLE: Three Shadow Creatures (rec. ‘93)  23:00

KONDOLE, THE WHALE.

The mythology of Encounter Bay, in South Australia, tells how, at the time of the ceremonies, the day was so hot that the streams of perspiration pouring from the bodies of the actors created all the springs and watercourses in the neighbourhood.
As the performers had no means of providing light for the evening rituals, they invited Kondole hoping that he, being the sole owner of fire, would bring it with him. But being mean and disagreeable, Kondole simply hid the fire in the bush and arrived without it.
Enraged by his selfishness, the performers discussed several possible means of forcing him to bring his fire to the ceremonial grounds. But as Kondole was a large, powerful man, no one was brave enough to follow up any suggestion. Finally, one of the performers, completely losing his temper over Kondole's mean behaviour, crept up behind him and threw a spear that penetrated his skull.

Suddenly, the people of the ceremony were transformed into creatures. Some became kangaroos, some opossums, others the smaller creatures. Some rose into the air as birds, while others, entering the sea, were changed into fish in their many forms. Kondole, the largest of them all, became the Whale who, ever since, has spouted water from the spear-wound in his head.

DOLPHINS, EXTRATERRESTRIALS, ANGELS.

Not long after thee initiation ov this Trilogy Ov Musicks, we were introduced to a gifted writer working in thee realms including Dolphin Intelligence, Timothy Wyllie, by Eve, a mutual friend. His speculations and convictions struck ever deeper into our spirits as we absorbed both his regenerative presence and also his seminal book "Dolphins, Extraterrestrials, Angels". We have becoum convinced that there is only one story yet numerous mythological tellings. That all consciousness is linked in every dimension and direction similtaneously and that we are each charged with discovery and navigation.

Within all thee stories, songs, metaphors, parables, archetypes and myths are actual descriptions ov all salient events and facts, formulae and processes. There is no possibility, in this sense, ov fiction, everything is true. Nothing less than a rigourously critical TransMedia exploration ov thee essential evidence, thee prime nature ov Matter, L-if-E and Brain will lead beyond merely Altered States into QUANTUM States ov consciousness. Thee following extracts are reprinted with kind permission ov Timothy Wyllie from his book "DOLPHINS, EXTRATERRESTRIALS, ANGELS". If you have problems obtaining this book, should you wish to aquire and read it, you can write direct to thee Publishers at thee following address:

KNOLL PUBLISHING COMPANY INC.. 831 WEST WASHINGTON BOULEVARD, FORT WAYNE, IN 46802, USA

“Any speculation on the nature of Dolphin intelligence ultimately has to focus on those wonderful, large brains. The

evolutionary design process certainly does not bestow organs as complex as those on mere whim. They are there, so the

Dolphins must use them. But whatever for..?”

"I wondered if the Dolphins and Whales had developed a mastery, over those long 30 million years of travelling the

dimensions of inner space? The Master Voyagers, leaving their bodies at will to meet and converse with entities

frequenting the Inner Worlds.."

"It could of course, all be in our imaginations Yet, as I found out considerably later, it is precisely through our imaginations that we are available for contact from more subtle realms. And the way we feel about it is the surest guide to the reliability of the contact."

"My distaste for zoos kept me away from observing these creatures in confinement; I, like many others, had wondered

why a species as apparently intelligent as these would ever allow themselves to be caught and paraded with such

indignity. If it turns out this was the only way they could reach out and contact us. then it would be a sorry comment

indeed on the state of our sentience."

"By impressing particular and precise routines on open and receptive psyches, a person's soul can be deadened sufficiently to be made to comply with another's will. It is a method used with little awareness by almost all industrial societies, and in its more extreme forms, by prisons, armed forces and religious cults." 

"This manner of regulating their food intake, apart from the routines, implies too, a certain level of malnutrition that might also serve to control their behaviour. Psychically open people are particularly vulnerable to poor nutrition, possibly we all are, to a much higher degree than we give credit. Dolphins, functioning within a more subtle range of consciousness, may be extremely open to manipulation of this sort."

"The depression which started earlier, broke through again, flowering darkly in the thought of a totally Godless and mechanistic Universe; of life being exactly what it appears to be from the most superficial and materialistic viewpoint. A lackluster affair, grinding entropically into the coil of its own oblivion. No Gods, no angels, no aliens and no Dolphins to light the magic of a wondrous future."

"Dolphins expel air from their lungs at velocities of something over 100 miles an hour. Scientists also tell us that Dolphins evacuate 95% of the air from their lungs, somewhat more than the 40% to 60% we humans are used to. Within the Yogic reality, breath holding and breath control in general are regarded as being the main portals to other levels of consciousness. With what we have been able to observe about the Dolphins, might they not have stumbled on this natural technique for manipulating their consciousness."

"Bit by bit I was being shown that communication is a process. Content is of lesser importance than the modulations of the consciousness that is doing the communicating. My field of reference was being slowly and steadily broadened to include a much wider and more densely populated Universe; this I had intellectually grasped, but I was now finding it a long way off fromthe actual experience. Initial intellectual understanding is always a difficult period. Nevertheless, it seems to function as a preparation for direct contact -- a sifting of suitable belief systems in order to find the appropriate mental framework to contain the knowledge when it does come."

"In our work to dale with both Dolphins and Angels we had observed again and again how reality is far more subjective than the present day common viewpoint would have it. Indeed, it is so personal that it makes more sense to consider the Universe as an associative domain of consciousness rather than a hard, physical presence. That presence, the eternal world John Lilly and others have called a "consensus reality", appears to be a structural framework, gaining its coherence and maintaining itself by our general agreement. It is therefore, in the final analysis, far more cultural than objective. " 

"What we cannot conceive, we cannot perceive, and there is no reason to believe the situation has radically changed with our recent psychological and philosophical discernments. If anything, the breakthroughs in quantam physics and neurophysiology are moving towards substantiating the more subjective view of the nature of reality."

--- Timothy Wyllie, New York City, 1984.

	PSYCHIC TV
	Ultradrug
	1994
	65:49
	label: Visionary Communications (a division of Cherry Red Records) (England)

"We live in a TIME of base contradictions. Our Governments receive a third of their annual income from taxes on the drugs tobacco and alcohol which just about matches their defence budgets! The pharmaceutical Industry turns over billions a year. Many of these "medical" drugs causing horrendous psychological and physical dependence. A frightening proportion of crimes are committed under the influence of alcohol, especially violence and rape. Every TIME you smoke a cigarette you pay for bullets for the military. Every TIME you drink alcohol you supply funding for the policing of your private Life and your sexual freedom. Every TIME you condone tranquilisers you commit more Individuals to catatonic suspension. All these dynamics serve a vested interest, and it is not yours. These are thee drugs of DEATH and they act like steel SLAVE collars to restrain and demoralize us all. What would happen if all thee men and women on tranquilisers, sleeping pills, anti-depressants and mood controllers rejected their chemical impotence and REMEMBERED why they were angry, frustrated, depressed, and bored? Why their relationships made them miserable. Why they were fed up with society. Why they felt helpless in the face of their Government's rampant double-standards and social-nihilism.

Simultaneously, the drugs of freedom, of ecstatic revelation, illumination, joy, and tranquility, the therapeutic pills of balance and empathy are violently and relentlessly suppressed, even blamed, for the ills so apparently created by those in power, those in control. For the first TIME in our half-assed history, all may enter the domain of Space and TIME. The world of mystery and evolution, once so carefully reserved for the Shamanic Servants of our Ruling Families. WE are sought out, villified, and smeared by calculated campaigns ov disinformation. A war waged by the very forces who developed and set loose our sacrament and gateway. Be reminded, be aware, be active, and never forget... that cigarette is a bullet with your name on it. That glass of wine is an explosive mine with rape scrawled on it." 

--- Emmett Grogan. "DIGGERS", San Francisco in 1967.

"The trip of L-IF-E. Just say "Ya Know" to drugs. This is drug musick, make no mistake. Don't kid your SELF. This IS drug musick. Made for people who take drugs, LOVE drugs. Grow and change with drugs. Love on drugs. This is the musick ov the Drugs on WAR. The absolute challenge of the pretend silent majority. We are not silent. We are the vocal minority. We use audibles, knot subliminals. WE DEMAND THE RIGHT TO NEVER REMAIN SILENT! We make NOISE. We even DANCE. We take LIFE drugs Fuck YOU if you don't like us. We LOVE our SELVES. We are the TRIBE the TOPI TRIBE of the PROCESS-EON. The final coming. UNITY. The fifth BRAIN Beyond all thought of GODS, GODDESS' DEMONS or DEITIES. We are not dead, we are ALIVE. We are not grey. We are COLOURS. We are not asleep. We are awake to action. We are not afraid. We make LOVE. An angel IS LOVE. We adore positive SEX. We are here to be whatever our parents were afraid we might BE. And, guess what mummy? guess what daddy? If feels GREAT! We are GREAT! We are not crippled by YOUR needs anymore. We do not feel your pain anymore. We are those who cannot believe in you. We are not power brokers. We are furnace stokers. We LOVE you, but we destroy all in our path anyway. Our path is a massive WAY to LIGHT. So, come, LOVE, join us, or get out of our weigh. The PROCESS is the PRODUCT. It all ways was." -- Father Robert. "PROCESS" in London, 1976

"this cocktail of tabs is an indirect result of trips into the west coast acid house underground scene around sunset strip during the summer of 1990. A recollection intended to re-MIND our SELVES, you the listener, and intelligence agents everywhere to be everywhere now" 

--- R.S/G.P-O/PTV 1991

	PSYCHIC TV
	A Hollow Cost
	1994
	76:18
	label: Invisible (Chicago, IL, USA)

A HOLLOW COST.

AS IT IS... 

No fear, except thee fear of leaving. Death is like each other. Life has only dreams to recommend it, and thee security of being inside. To be part of a group, to be INSIDE, is to enter thee body and partake of sex. We therefore thrive on this violation. We attempt to recreate thee excite​ment of a first moment's intensity by deceptive means. Happiness can give you fear. Of course thee fear of it ending. Thee only real fear is fear of ending, and thee only real joy is violation. Unhappiness gives insight cruelly, happiness makes a death threat. As time passes thee addiction dwindles. Always a jolt of steel. All ways. Thee orchid, thee metal. Muscles, no longer as loose as childhood, ache in memorium, stiffening with age before beauty. Age before lust. Age before love. Demand outstrips supply, we congeal, fixed in parables and fantasies. Thee past controls through people. Little girls become young ladies. Proper. They attract by their lack of experience, unaware of thee spell, more concerned with being inside than observation. They accept thee host. They create a ghost that haunts forever. Thee ache for reclama​tion. Perhaps, thee story goes, if you recreate that first moment, passed; you can travel back in time. Or by creating a stranger, replenish lust. This violation then is a form of breaking thee rules: a necessary act to exist. Conscious self-deception and threat to oneself and one's secu​rity affirms existence, makes real. Sexuality, getting inside, makes real, makes really real, and once inside we can make anything happen. Eyes shut in a coffin, a world of darkness, we travel that darkness to reconvene our emotions and listening hard we see every detail of every sexual act. Little girls masturbating about tomorrow. Little boys masturbating. Every second losing intensity, creating thee need forever to go back inside and feel safe, to travel back and feel alive. It really is so difficult. What we have creates our need. Restrictions are removed like school uniforms, we discover eroticism in both manners. And manners do maketh man, woman, and star. We enter our bodies. Inside, insight, inside is quiet, scarcely a solution in sight. Sharing a body is nothing. No thing. Knot a thing. Sharing insight is everything. A fine balance maintained by neurosis. Sharing a body is nothing. When we break rules, we become fools, driven by a desperate grasping of hope for ignorance. Thee rules are created by a wound. We never escape them. We descend into them. Brats in a trap. All paranoia comes from thee past. It takes us like a rape and damages. Like a rape and damages. Like a rape. Damages. But in thee mourning, after thee night, we fall in love with thee light. The solution is, to touch skin, and stay safe, deep inside. Thee first step towards control is ownership. Thee foun​dation of ownership is meme-control. Ownership of information is thee real system of control. To know a thing is to possess it, to possess a thing is to be able to manipulate it. Search continues. Control needs time like a junkie needs junk. If only it were all a matter of time. Takes all kinds. Time is. Time is passed, on. Turning over thee ancient symbols used to weigh gold in Egypt we terminate dreams. Regular trips to thee undercurrent display confusion in precise detail. Thee effect is one of accuracy of purpose and description. Images sequenced to define thee exact nature of time and place. New York. NewYork. Skeletal myth jaded and scarred. Know, self-respect breeds cynical self-abuse. Never, never, never, return to thee previous character. Always create a new one. What do you see from thee faded telephone box? Two sides of one street un-re-joining each other like worms? Visions convicted and betrayed. We become what we once wrote, thought better of, and since despised. We eat what starves us. We defecate what we once took to be our Selves, to be what we once were. A litany common to all, but Deities. Designed by spirits dead anderect. Projections making light of surface. The alternative is Endless, endless sadness. Thee con​sumption of guilt threatens guilt. Inside a shelter. Old men pissing on trees. Dogs turning circles of animals'. Thee black sickly powder of fear. Speaking thee incantations aloud, trapped in a lump of skin. Instinct breeding the final moves, thee infinite lovers. We accept them on our shoulders and leave you for free. Then time ends. Eyes burn and close. Wounded. I wandered that land. Making plans. Building strange concoctions of hope. Thee charm. Thee TV. Thee whiskey. Thee fur cellar as indecent as a beard. From cool to indifference, visions convicted and betrayed. Looking from zero point there's all kinds of illusions. Zero point. It takes all kinds of illusions, this, this, death. Thee pains don't ease as you get older. Thee hatred doesn't melt. E thought the hatred would melt. Thee brains get blocked. Thee drains stray across to bare flesh, groaning at Nature's tricks, and not even caring for thee moment. Some daze are like friendship. Routines pulling you away from thee burden of vision. Good friends that step in and destroy thee direction of youth. Thee apotheosis of desire is to outclass death. We are sordide, sentimental and quite capable of finding laughter. No iceberg this tension. Thee averted eyes of youth. And now it's finished. Process complete. As it is, so be it. As it is. So be it. Only thee corpse to sacrifice like a gangster. Thee special forces where agape meets thelema. Nietsche never had a cushier berth. Here we see a principle, here we see a subject. Endless twigs on thee fire. Axle cracked by frost. Resting. Snow has crushed my camouflage. Snow has killed my garden. Thee shelter is still there. Time is. Time is passed on. Thee dogs are now dogs. Just dogs. Still turning circles. Thee eyes still burn. Choice as hard as tooth, as cold as knowing. And yet, against my will, another dream coming into focus. Ice on soil. Dog resting at my back. Daylight of friendship cracked with shadow. In this dream it begins and ends at the dogs fucking in circles park I remember from my childhood and now call zero point. Pointless passover. In heat, breathing as a bloody door shuts. (The deities must think I'm affirming my existence this way.) In they come. 23 visions of light. Thee small room. Memories of blood and urine by thee medical box. Links of old senses in rope.... (Do the dieties think I can't navigate the meanings here?). There were shadows pulling scales from young flesh. Quiet and hooded. Do they know what day it is? Thee small hands played patterns on thee window. Fog in living rooms. Several old, old pages curling as dog barks spewed across night time light. Rope tightened making furrows. (I know what's going on here.) No sound. In the essential nature of legends. Thee Dissident Watchers nefeling liquid secret distopias from long sought dis​tant Utopias. Like alchemists siphoning mind from chemical, for there once were stones in a sexual cathedral now drained of steelby the endless shadows of a Pyhrric cloister of bureaucracy. Down thee foockin' alley is where he went. Body shining on wood, dog outside thee door. Is there only the smell of blood? There is both truth and history, projection and dream. Flickering memories as trains manoeuvre in old men's eyes. (Did they not think we'd know?) Rope lashing marks back hard. It's all a matter of counting, tic, tic. Betrayal of simple fertility. Tic. Thee lack of wild explosions a code to rebuild every life. Tic. This time. Tic. thee victim is desired and wet. Tic. These lives are stones tic, assembled in ancient dreams of slick young flesh. Tic. Quiet and hooded. Tic. Rituals of male. Tic. Many shapes tattooed in old buildings. Tic. Tattoos. Tic. Old keys. Tic. Flesh. Resting. Slight shifting. Feet deepening red. No sound. Across thee way a boy was grinning. Hard-on obvious in old torn gray trousers. Inherited from an earlier victim of plague. Uniform remnants. Light of night filtering through where roof tiles slipped their tail and buggered old senile books across dreams. Nothing salvaging code. Tic. Thee same city we all used to pass away time in. Crippled compacts, fiesh bound. Each ritual makes its demand. Slipping a wooden coil of expensive death under all those derelict lines. No engines anymore. No green and pleasant ghosts of death playing in thee grass. Just simple and banal. As you would expect. Terminus. Final flaw. If one could truly describe that light, of course it's gray, but, that light images tumble, only eyes hurt from lack of focus. No phys​ical sensations here. Limbo of stone. Men separated from brickwork. No polarity visible. Similes of love from pitted carriages. Semen as thee corpse evolves into alchemy. (That was someone else.) Liquid sings of old religions. Hand smearing juice on cock, squeezing tight as it glides into, into, unfaithfulness. Vanity of accounting. Tic. Pride of hindsight. Tic. Crinkling of skin against worn eyes. There is no need for more light. Scanning ripples of boyish flesh used to pass away time in. Car crumpled, rain on moss. Crack of wood. Only a few see this code. Tic. Gray suit draped across street. Feet derelict. Looking from zero point there's all kinds of truth. Tic. In thee wrong camouflage. Not 1984. Taxi making waves from red lightsand green visions. Tic. A green magician perhaps. Takes all kinds. So there it was. From school to outhouse to dream to thee boy's grin across thee line. Thee old theories. Many an alchemist died for less, or so they say. And we have thee fragments. Pillars and razors and comfortable settings. Takes all kinds. Leaves falling, sometimes snow. Collapsed my camouflage net this year. We sit with thee lights on, eyes closed. Thumbing through dictionaries. What makes this difficult? Is there madness in this method? There is no god where I am. Steroids lead to addictive joys and elective death. How the hell did we get to Bill Haley? Does shame lurk like physical weapons waiting to mug us no matter how late. It's AL a matter of time. Visions without affirmations destroy our guts. Thee irony of nature's game. Content without content. We play it both ways. Weighing up thee results on ancient Egyptian coin. Did you know you killed thee strongest boy with hopelessness alone? Old myths die soft. "Bad advice," says Father Jesse, always focussed on essence and suffering. Thee victim relaxes. Caring is blood. Thereby hangs a thread. This is not about one thing. Tic. Does not belong to one person. Tic. One subject. These words belong to anything we think. Tic. And it s not thee name anymore. No set piece battles. Tic. No solution turning acid. Tic. There is a system evolving whereby all these words apply to every situation. Tic. (Isn't that rather arrogant?) No. It takes all kinds of words, this life. "Is this thee white path?" asks Sister Sibyl. No. Don't be mistaken. Tic. All these marvelous words, teasing us close to existence. Then. Time ends. It's all a matter of time. Blurred self-image corrupting. Dangerous. "During a conference on tactics it was decided to terminate this mis​sion with extreme prejudice." from when E was really young. It originates in thee dark side of history. This mission never existed. Getting thinner all thee time. Subject limited to a strip of one. A circle of animals. Motives replace products in our minds. Object d’art to camouflage our own commodification. It takes all kinds. Tic. Philosophy separates thee person from thee Mass. Exit all legends. Enter thee laws of magick. In this world we entertain not audiences but fantasies. We complete thee self-image, blurred or not. Tic. Search continues for correct process. "Proclaim present time over," says Father Robert, somewhere in thee secret cathedral of small stony movements. Old movies dream conflict. Thee old, old area in sheets of snow, reversible, lacking truth fades. Truth is a bad word to use. Breathing short as spunk coats the bloody arm. Part of thee text on thee wall. Whenever thee dog turned thee night trembled. Tremble died of auld lang syne. Shimmered like water moved by piss in a forest. Shadow moved in thee light. Peace of history. Marks of cold spray as thee material fades. Our appetite for miracles May King traps of time. Daze go by. Viciousness is not enough. Wooden pricks lubricated against dawn. Slow motion of exact for​mulae edging fear into spectres of old death. Tic. Key twists causing rivulets of blood and piss. Floor stained with patience and precision. Tic. Only animals remain. No focus. "What do you want next time?" thee dream whimpered. Who thee fuck was coming back? Back? Back? Back of hand on kidneys. No need to define victims. Tic. Where do you hide terminus? Routine dreaming. Mirages that exist. Affirmations wax of fur and bullet. In one dark corner thee exact dimensions were long ago concealed. And thee entrance danced to relive old histories, plunging through flesh to sore sore eyes. Lost in light of night, into that darkness. Always watched, all ways. Relying on thee slim movement of thee least action. Key. Always easy in this room. Tic. Small room. Chamber of conscience. Plaster flaking like love. (How Victorian: English Victorian at that.) Dreams contained in liquid. Sperm rages in formulas. Drinking rain even as trees cough out thee empty bairn of history. Thee way of thee formulas. Thee wisdom of breath. Thee temple of light. But he sees you. As he waits. He does not need thee light of night, thee serene dream of time, thee sweet flesh ideas are heir to. He is above you and in you. His joy is in your joy. When all movement and thought stops we are awake. We are awake because we are empty and Anything at all merely serves to fill us again. Did you hear us? E said we were awake. Sad, E saw that game. On one side near thee old house. Movement of rat in corner. Rustle of scales. Rubble crunching like snow, kicked aside like tin. He was grinning before he jumped. Oh, nothing in particular. Dog shifting and sleeping. Oxygen short in thee air. Sound of breathing louder than old stone. Light of night twisted fading. Sound playing across skin like fingers. Prickling hairs on thee cock. No way to identify. No key. Tic. Empty as flesh. Inside thee box papers inscribed with time. Several days past. Thee gate remained closed. Shadows at attention marking time. Tic. Orders to thee last as vigils of death ponder flesh and all thee dogs crawl away. Car passes. Tic. Phone rings. Glass cracks. Tic. Did you see that? Black fingernails strapped to linen. Sound of steel beneath flesh, perhaps not deep enough still. Tic. Direction gone. Mangle us. Tic. Septic from piss. Tic. Line around heel. Lack of nails cracked. Tic. Glass crimson as thee doctor fell. Hiding his face they say. Shame. A blunt instrument in surgeon’s hands. Dry noise in throat washing across winter as trains drift by. Counting. Tic. Noise of dreams at thee door. Tic. Huge carved monoliths, ivory curved around thee illusory gates. 'Open, open!' For know reason. For just a small map, an old routine frozen before. Before time passed on. Leaving spirals bouncing against spirals. Wherever we observe, it is all ways thee same place. Thee traces remain. To me. To me. Thee sex scene over for now. Last night thee flesh came. Open arms, strong, empty pale. A volunteer. Light behind in thee doorway. Fading fresco. Let dreams slide across thee floor of winter, splinters in foot. Gasps of little boy who didn't want to bleed. Blood. Feet stamping. Fingers jabbing in groin. Tic. Already empty. Drifting in story: no detail forgotten. No fact erased. No one watched. Trapped in small room. Tic. Looking up at thee ceiling there were thee usual number of tiles laid out. Tic. Grey as photographs. Thee same cathedral we all used to pass a way in. Small baby smiled. Kicked. Such simple structures cascade from box to corner, kicked. Fear of lust of destruction. Kicked. Boxed. Results not uncommon. Stolen trusts. Cold. Just a very, very small game. Lights of night twisted overhead. Tic. Exactly several days passed. Tic. Sick dogs slouch away. Tic. Knives flared in little boy hands. Tic. Fortunes slumping in corners wrestling. Tic. Thee car dumped near piles of earth. Tic. To flicker of moon on knife in stream of icy breath. Tic. Wondering. Tic. Wondering. Zero point. Responsibilities cracked like frostbitten flesh. (How Victorian.) A window slammed shut. Awake, all ways. Here we are. No thing recovers. Still drinking rain as patchwork leaves sleazily cover deep, deep, deep dreams. Eassau, e' did. Our favorite snow defined tree just peters away and is on or something. From thee window, just lumps of flesh moving near water. Action of wall flaking like thee bedbug-ridden plaster of  "daath". (How very, very Victorian.) Ex-dreams contained in fertile liquid. Thee ectoplasmic thoughts made ritual gestures and parted with no messages spoken, an emptiness of this story. Thee serene time merely serves to spill, then dies like poison spiders stamped needfully underfoot. A spark of will before thee cold draught and damp would of future, placed near dying trees. Severe rot. Tic. Uncouth sounds playing across skin like light erotic fingers. Tic. Yes, odd steel needles buried in needy images. Tic. Hard, no sounds. Tic. Next ache is a continuation of the first ache. Tic or breath or pulse or waft. Tic. All ways thee same numbers. Tic. Good dew ladels sweat on the body knowingly tensed. Tic. [sic] By night laced in stomach, expression traced in nails basked in victims blood. Tic. Choke, my Knight. My knight night. My evening. Tic. Get her inside thee boxed papers inscribed with meaningless maps, intersections. Remember? Eyeing sophisticates from under the trees of guilt, of shame. Paralysing. Eyes useless. Regret useless. Heat of tracks counted like withered grass. Twisted in old hair. Throat washing across winter as an old routine drifts by. No dream forgotten. Links of old senses in rope. Knots of divinity. Aware of floor on flesh, tubes of water. Raging mud lightens it up. No thoughts, thee best type of mind. Empty ves​sels make thee most alchemically pure cathedral stones. Life is moving. Charlie. Time gripping tight like a lover’s orgasm. Trees bending. Quiet and hooded. Thea sins while small noises of rats next door. Cable raw, celibate. Fur trembling like light. Pulling scales clear of rustling menses. In thee essential nature of legends shadows steal from endless counting. Thee rest left open. Not enough. Knot.

SO BE IT...

--- Genesis P-orridge, California. Feb 1994

	PSYCHIC TV
	Cathedral Engine
	1994
	58:46
	label: Dossier (Berlin)

Rec. in California, 1994. 

All music written and played by Genesis P-Orridge and Larry Thrasher.

“Fur cell: indecent as a beard”

"VIDEO IS THEE ELECTRONIC MOLOTOV COCKTAIL OV THEE TV GENERATION"

Cause the Cathode Ray tubes to resonate and explode. You are your own screen. You own your own screen.

Watching television patches us into the global mixing board. We are all equally capable of being victim or perpetrator. CD Rom, and the cyberspace internet carrying audio/textual and visual data and scrap books via Personal Computer modems deliver a rush of potentiality that was previously advanced speculation. The lines on the television screen become a metaphor for me infinite phone lines that transmit and receive. We have an unlimited situation. Our reality is already half-video. In this hallucinatory state all realities are equal. Television was developed to create unity. It transmits through lines of light. Light only accelerates what the Brain is. Now we, our Brains, can edit, record, adjust, assemble and transmit our deepest convictions, our most mundane parables. Nothing is true, all is transmitted. The Brain exists to make matter of an idea, television exists to transmit the Brain! Nothing can exist that we do not believe in. At these times consciousness is not centered in the world of form, it is experiencing the world of content. The means of perception will become the program. The program will become power. The world of form will thereby reduce the ratio of subjective, experiential reality. A poor connection between Mind and Brain. Clusters of temporary autonymous programs globally transmitted, received, exchanged and jammed will generate a liberation from consumer forms and linear scripts and make a splintered test of equal realities in a mass political hallucination transcending time, body, or place. All hallucinations are real, but some hallucinations are more real than others.

Videos can move televisual order, and conditioned expectations of perspective, from one place, and reassemble its elements as if glueing a smashed holgram back together, all me while knowing that each piece contains within it the whole image. In other words, these are all small fragments of how each of us actually experiences life. Through all our senses similtaneously. In every direction similtaneously. Bombarded by every possible nuance and contradiction of meaning similtaneously. This is a relentlessly INCLUSIVE process. We do not just view "life" anymore. Although perhaps we can, at least potentially, have an option to view everything. Intention is the key. The viewer is now also a Neuro-Visual Screen (NVS). The Psychosphere challenges us to seize the means of perception and become the signal. Change the way to perceive and change all memory.

-- Genesis P-Orridge    California, 23rd September 1994. 

	(PSYCHIC TV)
	Lab Report
	1994
	43:41
	ambient-noise-макабризм 

Lidia LUNCH & Genesis P. ORRIDGE with guests.

Genesis P-Orridge [loops, samples]; Lydia Lunch (см.) [v]; with special guests: Matt Schultz [ATG, generator, v]; Eric Pounder [g, walkie talkies]. 

	PSYCHIC TV
	Sirens (Ultradrug – Thee Sequel)
	1995
	59:47
	label: Visionary Communication

"I can always see more clearly in the dark space. It's a place of shock. Not toxic. I know when I have arrived. It's happened so many times. First the sensation of an involuntary shiver, but the flesh remains outwardly motionless. It’s a cold feeling. Same as when my tongue touches the inside of my gold tooth on a frosty morning, or after a cold Budweiser, I always tell them the same story, it's because Brian Jones drank it at Monterey Pop. I guess he was taking the edge off the acid, and off the pain. Same dark place, no doubt of that. With me, after the deep shiver, the sense of dying, gutted by sorrow and left numb, like I said "SHOCK". My jaw freezes, teeth clench, neck aches, my attention span becomes absolute zero, and I am dark. This is the experience, the dying of emotion, the dying  of compassion, the dying of hope, and dreams, and that one last chance, the face of trust soured and bleeding. I'm telling you that I am seeing clearly, and it's true in a withered, helpless way. To your world, my eyes glaze over, not the passion of gratification, but the cloudy milkiness of lull-on despair. When I was young I would experience this as a quite literal smoke around the edges of whatever I looked at and a sense of disconnectedness. The shell of my body,  carried the blasted uselessness of my brain and looked out through my sockets, parasitic and alien, most of all, devoid of all possible emotion. This world-weary cynicism must be akin to battle fatigue, though how come I've felt it ever since the earliest moments I can remember, I'm fucked if I know. I've been told this dark place is my sacred space, and I've been told it is where I was taught shame by my mother. What everyone means, what I know, is it is where I am familiar, with my familiar, enthroned in a wretched claw protected only by the grip of fear from being loosed into the vacuum that outside this place is passed off as life. And, do you know the real sickness of all this, my sense of self-loathing is so fuckin' complete that I know, as I am clenched, unstruggling, blood streaming from my skin where the talons pierce my flesh, that even if I were not restrained, I wouldn't experience even the slightest urge to move, or change anything. I know where this is, I've been this numb, this compliant and lethargic since my brain first ever sparked. It's as if I never completed the process of getting inside my body and no-one ever really noticed, no-one loved me enough to assemble me. No-one taught the little boy with silver hair anything but shame and the dark place.

I swim here in a sense. I swim here and I plot. I watch the pictures, the exquisite perversions from my sanctuary. They swirl in the black liquid that surrounds me. My brain aches, savouring especially, even desire that I don't want to think about that defines who I am.

Genesis P-Orridge, Califomia, 1995.

“Thee SIRENS do not sing for me. They scream abuse, they signal rape. Their call is not to love, nor embrace, but a call to arms to destroy a race of those who can still think. A loud and burning issue bursts forth from flaming hole. Sighs and suckles, each moment power, and every cell a soul. An end to mark the start of TIME is only close in mind. Touch everything you can with dreams, and end thee SIRENS crime.”

Old TOPI poem.

	PSYCHIC TV
	Trip Reset
	1996
	77:46
	label: Hypnotic (a division of Cleopatra) (LA, CA, USA)

Rec. in California 1994-95.

project by Genesis P-Orridge and Psychic TV featuring “The Angels Of Light”.

produced by Genesis P-Orridge & Larry Thrasher.

WILLIAM BREEZE -- Electric Viola and Viola Synthesizer

MICHAEL CAMPAGNA – Lead Guitars and Guitar Synthesizer.

BILLY “PINK” GOODRUM – Keyboards.

GENESIS P-ORRIDGE – Lead Vocals, Harmonies, Analog Effects, Analog Samples.

LARRY THRASHER – Lead Guitars, Bass Guitar, Analog Synthesizer, Tabla, Percussion, Backing Vocals. 

MOTHER JACK – Children's Method Storytelling, Voices.

for the realization of this project “ANGELS OF LIGHT”  were:

CARESSE P. ORRIDGE  -- Backing Vocals, Harmonies, Analog Keyboards.

GENESSE P. ORRIDGE (also known as “PANESSA FROG”) --  Backing Vocals, Harmonies, Analog Keyboards.

The La La Song
4.13

Set The Controls For The Heart Of The Sun 
10.12

I Believe What You Said
6.41

Mother Jack (A Children's Story)
4.19

Wrongs Of Spring
8.49

Lady Maybe
9.00

White Sky
5.17

Black Cat
6.05

A Star Too Far (Lullaby for Syd Barrett)
7.41 

Suspicious (West Coast Experimental Pop Art Mix) 7.26

Firewoman (Exhuma Exhortation)
7.56

Rapture In The Deep Lounges Of Trip Reset

It is with great pleasure and heartfelt humility that I accepted the honor of composing these Trip Reset liner notes, for the collection of decompositions that you now hold in your hands represents far more than just another excuse to use the band/brand name "Psychic TV". The contributors to this effort constitute – THANK GODS! – an almost entirely new line up on this the first true, full-on, studio album by PTV since 1989! Trip Reset is a work of such grace, stature and courage that some may even be inspired to forgive the ensemble who first disap​pointed us so long ago by selling out their early promise with the invention of "Industrial Music", spawning thereby an international youth movement whose values and aesthetics they wasted no time in betraying with that diabolical distortion of disco marketed as "Acid House", which should have been punishment enough for the naughtiest of children even had it not turned out to be in actuality little more than a Trojan horse concealing endless barrages of a brutally brain battering experimental mind control mechanism coiled "Teckno" whose testing on innocent hordes of trendy youth escaped notice for flagrant violation of the Geneva Conventionon by means of an innovative guerilla maneuver in which the new sonic superweapon was cleverly disguised as something you could dance to. (And simple good taste constrains me from sullying our celebration of this musical milestone with the merest mention of a travesty as unspeakably sordid and unsavory as the seduction of thousands of boys and girls into the ranks of the so called, and thanklully now defunct, "Temple Ov Psychick Youth", whose voracious victims will no doubt suffer for LIFE from the havoc wreaked upon their spelling skills.)

Indeed, the band's history – as well as the totality of events comprising my own personal past    seems remote and irrelevant from the perspective of a brain totally transformed by exposure to Trip Reset, which has ushered me into a completely new reality from which I neither hope nor expect to return. Countless expeditions into the uncharted outskirts of consciousness during my many years as a seasoned psychonaut, fearless pharmacological frontiersman, and career altered statesman had left me utterly unprepared for this: an assault of sonic psychoactivity twisting parts of my mind that for years I'd managed to convince myself couldn't really exist, sending bolts of kundalini through chakras the Hindus never heard of, and damaging brain structures that the DNA wouldn't even dare to daydream about. Nowhere in the world's accumulated documents of mystical attainment is there to my knowledge described a phenomenon such as that I underwent when I first heard this album, an experience so utterly distinct and undeniable in nature that it could not possibly be mistaken for anything other than that of being...

Tickled to Ego – Death!

Trip Reset quite simply, diminishes, by comparison, the psychic impact of even the most potent psychedelics to an order of magnitude scarcely surpassing that of afternoon tea and crumpets. The visionary and transformative power of this music not only makes drugs laughably obsolete, listening to it is even better than sex. Having authored "Better Sex Through Chemistry" and having been acknowledged by Dr. Timothy Leary himself as “well respected in sex and drugs”, I feel sufficiently qualified to venture the proposition that Trip Reset is even better than lots and lots of sex and drugs all mixed together.

Pervading that fateful first encounter with the unprecedented sound of this new PTV USA 1996 was a profound sense of paradox, for while it was certainly unlike anything I'd heard before, I was overcome with a most uncanny sense of deja vu. This music seemed somehow deeply, intimately familiar, as if it had always been there, lurking just beyond the borders of my conscious memory like the soundtrack of a forgotten dream. This, I felt inexplicably, is the music whose arrival I've unknowingly awaited all my life.
Trip Reset represents the advent of an unprecedented musical idiom whose description has necessitated the invention of an entirely new numenclature. Taken together, these decompositions delineate the spectrum of possibilities inherent in a new genre for which an exhaustive exploration of the English language yeilds but a single adequate descriptive phrase.

"Deep Lounge"

Each of the eleven tracks on this album respresents one of the eleven permutations or subgenres of which Deep Lounge is constituted "White Sky" embodies the epitome of Full-On Pharmacological Phlange Core at its fines. "Lady Maybe" is an exemplary specimen of Traditionally Twiddled Tibetan Tantric Techno-Twaddle, whereas "The LaLa Song" serves up a sample of classic Monomodal Methamphetamine Moddswing Madrigal. The lullaby for Syd Barrett "A Star Too Far" is a delightful demonstration of the Cold And Clammy Chill-Room Chill-Out Chillum Chant.  Slipping from a wizard's hat "Black Cat" plumbs the darkest depths to which the very deepest of Deep Lounge descends, and as such will be hog heaven for happy hounds of Way Down Underground Lounge. The special mood lighting is switched on with a cover of Pink Floyd's classic anthem "Set The Controls For The Heart Of The Sun" performed in the style of the Deep Lounge subgenre known as Gregorian Garage, followed by a toe-tapping Post-Apocalyptic Sock-Hop Schlock-Rock stomp for children entitled "Mother Jack" and a Post-Modern In-Your-Pants Trance-Pop romp called "Wrongs Of Spring". For those of us more devious there remains the capricious "Suspicious", a Traditional Twelve-Steppe Siberian Serf-Surf Cyberpolka. Trip Reset concludes with the mighty morphin "Firewoman" a finale in the soothing tones characteristic of the Paisley Pansy Namby-Pamby Ambient form.

The appearance of this music marks the beginning of a new era. Henceforth and hereafter, musicology will be universally based on the irrevocably obvious axiom that the entire corpus of human musical endeavor since the very dawn of rhythm and song represents merely the flotsam and jetsam of countless out-takes accumulated through the millenia of sound's evolution towards this transformative trigger Trip Reset.

The release of this album will inevitably inspire a new global cultural movement, forever changing the face of society as we know it. Upon hearing Trip Reset, thousands, perhaps millions, will renounce the old pursuits that structured their former existences – sex, drugs, employment, family, material acquisition, and the like – finding, as they will, the satisfactions derived from such activities pale in comparison with the endless bliss bomb offered by complete and constant immersion in this new sound. One by one, leaving their homes and lives behind, they will wander forth into this world encumbered only by a copy of the Trip Reset cassette, a set of headphones, and a walkman set on "auto reverse". Soon the streets from New Jersey to New Delhi will be clogged with hordes of these Nomadic Lounge Clowns, whose lounging around will be interrupted only to scrounge for a fresh set of AA batteries.

Passersby will soon become accustomed to being accosted by the town Lounge Clowns with testimonials and solicitations. “I haven’t eaten, bathed, slept, or had sex since I got my copy of Trip Reset four years ago. It totally reset my trip. Can you spare some change for new batteries?”

My advice to the masses:

“Tape In – Turn Up – Lounge Out!”

SPREAD THESE WORDS 

Dr. Dan Joy, San Francisco, July 1995

	PSYCHIC TV
	C.T.I. – The  LIBRARY OF SOUND [3CD]:

Edition I – “Metaphysical”
	1993
	59:31
	project by PSYCHIC TV

label: Conspiracy International / CTI (London), distributed by World Serpent.

100% Ambient electronics

The series of works called “The Library of Sound” by Chris Carter and Cosey Fanni Tutti, and will feature primarily experimental instrumental music of a more circumjacent nature.

CD 1:

Fire Trance

Invision

The End Moment

Soul of Souls

Bridge of Sighs

No Mans Land

Nothing Exists

Inner Faint Light

	PSYCHIC TV
	C.T.I. – The  LIBRARY OF SOUND [3CD]:

Edition II – “Chronomanic”
	1994
	60:23
	label: Conspiracy International / CTI (London), distributed by World Serpent
CD 2:

Chronomanic: The linking of actions to a particular event in time.

All the works on this album are a tribute to a specific moment or event and remain true to the spirit and intent of that celebration/festival/ritual. Each track was recorded and conceived on the very day of its named festival, to capture the essence and power focussed at that time.

The very concept of Chronomanic demanded a more disciplined way of working that we are used to, both in terms of dictating deadlines and also in the need to build and contain focussed energies for particular predetermined dates.

For maximum effect each piece should ideally be played on its relative date with impathetic intent. This would be an annual added luxury and by no means detracts from the value of this album as a musickal exploration for playing at any time. For those who prefer an intense experience, headfones and subdued lighting are recommended.

SYNDROMEDIA  February: The Festival of Lupercalig.

A ritual form of flagellation performed on women by naked men.

FLAMES OF BELTANE  April 30th / May 1st: Walpurgis Night. 

A blessing of fertility and the beginning of Summer.

DEVASH  May 10th:

A Partial Solar Eclipse.

SYSDOME  June 23rd:

Midsummers Eve.

CHRONOMANIC  August 1st: Lammas.

A festival to honour the dead Sun God. The Suns power is fading as the first signs of Autumn appear.

EVE OF SAMAINE   31st October/ 1st November:

A time for communication between mortals and old spirits. Ritual bonfires are lit to symbolically burn the negative aspects of the passing year. A time to speak with the dead and for Summers End.

THE KISSING BOWL February 2nd: Festival of Imboic. 

The beginning of Spring.

ASTRONY March 21st:

The beginning of the Astrological New Year.

	PSYCHIC TV
	C.T.I. – The  LIBRARY OF SOUND [3CD]:

Edition III --                “In Continuum”
	1995
	54:17
	CD 3:

1. Subondare

2. Gamelal

3. Invision

4. Audio Lava

5. Teche

6. Spectrophilia

	(PSYCHIC TV)
	Cosey  Fanni  TUTTI:

"Time To Tell"
	1993
	49:30
	Cosey Fanni Tutti: ex- PSYCHIC TV & THROBBING GRISTLE

label: Conspiracy International / CTI (London), distributed by World Serpent.

All music/sound composed and produced by Cosey Fanni Tutti.

Rec. 1988; engineered and remastered by Chris Carter in 1993.

1. The Secret Touch

2. Time To Tell

3. Ritual Awakening

Action at Los Angeles Institute of Contemporary Arts. November 1976. 

1. Genesis [P-Orridge] stands holding a bottle of half milk – half piss. He drinks it as fast as he can without breathin, if it runs through his clothes, it does not matter. He tries hard to keep all his muscles so tense that they hurt. 2. Cosey begins naked. She has open wounds on her breasts. She also has a raw slash from her fanny to her navel. It is coagulating, about an hour old. She takes a needle and thread and sews up her breast cuts very neatly, just as if she is sewing pair of trousers. 3. Small pools of blood collect on the floor amongst the yellow polenta shadows of arrows. Cosey takes a syringe and pushes the needle into her sewn breast, filling it with blood. She injects the blood slowly into the top of the cut from her fanny to her navel. It runs through the cut into her cunt and onto the floor. She sticks the second hypodermic right into her cunt filling it with a mixture of blood and milk. 4. Genesis removes his blood and milkk soaked clothes. Under them he wears a saran-wrap jock strap over his testicle area. He takes a hypodermic syringle and stabs it into a testicle, fills it with blood, picks a black egg off the floor, stabs the syringe into it, emptying the syringe. 5. Cosey takes a rusty razor blade and cuts a rectangle into the skin of her forearm. Carefully slicing under one edge she lifts up the flap of skin and places a passport photograph of Genesis under the flap, licking of excess blood. 6. Genesis takes another syringe of blood from his testicles and injects it back into his forearm. He does this repeatedly, also injecting a total of seven black eggs with his own blood. He is stood on one square of sharp black nails and ice. 7. Cosey open the lips of her cunt wide and pushes in her fingers, masturbating. 8. Genesis fills a spinal syringe with milk. another with blood. He takes each in turn and injects all their contents in turn up his anus. He pisses into a large glass. As he squeezes out the last drop he farts and blood mingled with milk shoots out of his arse. 9. Cosey slithers through all the liquid towards him, lapping it up, rubbing it into her cunt. 10. Genesis vomits trying to swallow a 10 inch steel nail. 11. They meet in a pool of vomit and join together cunt to cock, legs entwined, on the wet floor.

Cosey F. Tutti, topless dancer, street player, recording artist

--- Partner interview By Hazel Gravy
Her name is Cosey Fanni Tutti. She is the lead guitarist for a British band called Throbbing Gristle. No one knows her real name. She was hanging out with Genesis P-Orridge, brain child behind Gristle, for a few weeks before he realized that he didn't know who she was. He christened her "Cosey", and later, when they had gathered a band of pranksters around them, when they became a "thing", a "happening", a "group", she lengthened her nom de plume to Cosey Fanni Tutti – a playful parody on the Opera “Cosi Fan Tutti”: Everybody's doing the same thing.

Cosey stands before me, a mass of alluring contradictions. English breeding sticks out in odd corners. She's typically English, self-protective, reserved, emotionally understated. There is that. And then there is this-smashing-hell-on-wheels girl standing there with hip cocked, decked out in satin shorts and a T-shirt imprinted with a grainy photograph of Auschwitz, telling me in no uncertain terms that Throbbing Gristle is not rock or punk or New Wave or even... music at all. Definitions are so... pedestrian.

She hands me two of their albums, and several complimentary interviews on the group from British fanzines. "Industrial", she says. "We make industrial... sound entertainment". I look at the song titles: Hit By a Rock, Blood on the Floor, Death Threats. "We leave the love songs for everybody else to do", she says softly, going on to explain Throbbing Gristle's crusade to break down the effects mass media has created in us of being almost complacent about our constant exposure to blood, guts, mutilation, and violence on the boob tube, newspapers, movies. We are inured. We have lost, Cosey thinks, a true sense of the horror of it all. Horror can be preventive! Throbbing Gristle sends out newsletters and questionnaires with their albums, encouraging correspondence. On the bottom of the questionnaire, a line of interest: "Here's a fetish I want to know if you've heard of: Send to Industrial Records, 10 Martello Street London E8, England. "

What kind of fetishes do people send to them? Cosey tells me about a letter them received from a hospital technician in Portland, Oregon. His "fetish" was the sensations aroused by one of his female patients. Cosey and the group were so impressed with his letter, that they read it verbatim, under a riot of electronic noises, and called the "song" Hamburger Lady on their second record album, D.O.A. The letter reads: "...There is a shortage of qualified technicians who can work with the hamburger lady and keep their last meal down. When somebody tells you that there is a level of pain beyond which the human mind cannot retain consciousness, please tell them to write me. If you put a 250-lb. meatloaf in the oven and then burned it and then followed that by propping it up on a potty chair, you would have some description of her. Thanks to medical advances, there is no end in sight: from the waist (waste?) up everything is burned off, ears, nose, etc. – lower half in untouched and that, I guess, is what keeps her alive. One guy helped change tubes and he did alright until he came out and spotted one of the nurses eating a can of Chile-Mac at the desk, and that did it: He flashed on the carpet. It's fucking insane is what it is".

Was it William Burroughs who said, "A paranoid is someone who knows what's going on"...? I started twisting up the edges of the glossy album cover. Cosey just laughed when I mumbled, "Those are lyrics to a song?" I can feel her holding back on me. This is the second short trip Cosey's made to the States, and she has already told me that she doesn't like the women in America. Pushing hair back from dewy eyes, she tells me that American women are "brutal", like the men in Europe, it's their... Whole Attitude.

I make a mental note not to ask her whether Doggie Dicks sell well in London. Throbbing Gristle began their Odyssey in street theatre, wearing weird costumes, doing mime, improvisation. The reactions of the commuter was... varied. "We always tried to involve the people passing by", Cosey says, her voice genteel and sibilant, "You know-everything was political comedy, but not overtly political or comical, if you see what I mean... Plus, we always threw in a bit of horror." Yes indeedy. Like the way this obscure, industrially born Yorkshire girl drove a stake of apoplectic fear into the heart of The Queen of England. Ms. Tutti first made English headlines in 1976, when she created a national scandal by staging an exhibition of her photo/collage at a vogue gallery called the Institute of Contemporary Arts in London. It was in the bastion of nouveau culture that Cosey presented, as she describes it, "a retrospective of all my work, my art." Wading through euphemisms like "retrospective", and "anthologies", the fact is, that this reserved little hellion's "art" consisted of hanging up all the photos of her own bare tits and ass, that she had taken when posing for a plethora of English girlie magazines.

But that's not all. Under her photos, she set up a table of randomly selected, blood-soaked (presumably), personally used tampons. Look at the little piggies scuttling out the door with hand-kerchiefs over their faces!

What Cosey hadn't known, was that her tampons were putrefying in a gallery owned and rented out by The Queen! The I.C.A. gallery was located only blocks away from Buckingham Palace. The press was quick to exploit the story, and the joke of the decade. Newspapers had a field day. Questions were asked in Parliament about the misuse of Arts Council money. "There was a terrible fuss made", Fanni Tutti says, in typical English under​statement, "but we managed to keep the exhibition open by storing the nude photos in boxes in the gallery. People would have to come in and ask for them by request".

Cosey had been using men's magazine photos for her collage work, when it occurred to her that it would be a trip... that is, it would be "nice" to use her own body, to do the modelling herself. She "quite enjoyed" shooting for PARTNER, because the girlie photographers in England are, "just commissioned to do something regularly for the same magazine, and they just bang out shots, which aren't very good technically... I found myself in different situations every time I went out. People involved in making pornography all have a very personal attitude, which I found interesting". Cosey remained outside, a part of the fringe as ever, finding out how other nude models "see" themselves, "it was all part of my growing-up", she waxes at 27 years of age, even going so far as to say, "It helped develop my character – but I got out while I was still feeling okay about it."

She doesn't mention doing it for money, but certainly, paper is the number one priority. Proof conclusive that the Fabulous Thobbers - Cosey, Genesis, Chris Carter and Peter Christopherson – actually believe in their Strange Dogma (good song title, what?) is their financial status... dirt proof. Cosey says they worked seven years to save up enough money for equipment, and later on, raised the capital involved in pressing 700 copies of an album they thought they would have to give away. "We never wanted to be a conventional group," she says, "we just thought it would be nice to have our own IP. But then it sold out very quickly, and instead of re-pressing the first one, we decided to do another one instead. We created our own label so that we wouldn't be bound to contract; and the profit margin is phenomenal."

It may keep them in fish and chips, but, according to Cosey, Throbbing Gristle can't even afford to perform abroad, to shell out for customs fees, lodging-even though fans in Prague have been begging for personal appearances.

So how do four aberrant punks survive? They lead marginal lives as Working Class heroes, Peter designs LP covers, Chris freelances as a sound technician, Genesis is in demand for art exhibitions, and Gosey... well what else? She spends three days a week passing around a tin cup, collecting alms for a strip tease in a small London pub.

Topless pubs sound parochial and laid back when measured against your average redneck fifty club in Houston, Texas. Two things are universal: it's a business-man afternoon clientele, and touching a dancer will be followed by the whistle of the neighborhood Bobby. Each pub hires only one girl at a time to dance. "The men enjoy it more in pubs," Cosey says, "because they're involved, it's personal, it's not like walking into one of those strip tease clubs in the West End (Soho) where everything's neon-seedy and the tourists get ripped off all the time. I work in pubs that are licensed to have a topless dancer. Oh, they all want to buy my panties, that sort of things, but it's not at all threatening. The way it works is we dance for two hours without our tops, and then after six dances, we go around with a beer mug to collect money for a strip tease. That's how we make our money... its communal."

And do the other girls in pubs hook? "Oh, no," Cosey says, "quite the contrary. Some of them are idiotically puritanical. One of them, who had heard about me, told me that she would never pose nude for a men's magazine, never! And she was one of the dirtiest girls in the Piccadilty Circus. She used to grab a guy's drinking glass and shove it inside her – and twice she's been busted for rubbino her bum in some man's face. Her reasoning about magazines was that a photograph would be around forever, but what she does on stage is only momentarily there. About three months after she told me that, she had a nervous breakdown."

Cosey sips her tea very quietly and cat-like. "The dancers are mostly... a lonely lot. They have nothing to go home to after they leave the pub. What they tend to do is to hang around the guys, go out with 'em to watch other girls dance, and the only consolation they have for what they go through all day is to talk with the other girls. They form desperate attachments to the other dancers. The dangerous thing is that you're only a sister while you're there. Once you leave, you're a stranger again. I've been doing it for two years, and I think that's quite enough. We're all saving money to move our record company out to a house in the countryside somewhere."

The album cover suggests that Cosey Fanni Tutti fulfils the role of lead guitarist "Where'd ya learn how to play an axe," I ask bluntly, hoping to get a lay of the land. "I didn't," she answers levelly, "I don't play at all, I just use it for sound." What! Not even a chord? You can't fake B-D-E to a funky Stones Beat like any ordinary 'luded party freak? Ms. Tutti smiles tolerantly at the frightfully boring pornographic hack. "No, I can't play chords, and I don't want to learn. I walked into it blind, so I can get sounds out of it that someone who plays regularly couldn't. Our guitars aren’t normal rock gutters, they have been treated for different effects. I pick the strings, using special effects pedals, a "Talk" Box, Wa Wa, Phaser – and we have a small electrical box Chris made for me, which we call the Gristle-izer, and that one produces quite weird effects, especially when put through a synthetizer. "People write to us and say they often wanted to do music like ours themselves, but they thought something was wrong with it. We always describe it as the Industrial Music of the Future. Our sound is not like anything you've ever heard, nobody could label us as punk or new wave, because we have no drums and no rock rhythms whatsoever. We use all the new inventions in electronics. We never play a cut the same way.."

My curiosity has reached a peak of confusion. I would like to run home and put this album on my stereo – this is not to be believed! Can electronic technology be used to make a person who can't play a violin make "simulated music" sound? What's the real gimmick? Does Cosey dress as a nun on stage, defiling herself with a crucifix and a handy bottle of catsup in hand.

No, no, no. They want to create a feeling of intense discomfort in their audience. They refuse to be gawked at. "We used to line the back of the stage with mirrors and shine lights onto the audience, instead of us, so they could only hear the sound. The sound is the most important thing. We wanted to get that across. We don't want people watching a "group". We want them to concentrate on sounds... so, to answer your question – we don't dress in fetish clothing, because essentially, we're not very important. We dont do an act, or anything like that."

To an average audience jerk, it's more than hearing strange sounds radiate from musicians he can't see. At least part of the magic comes from viewing the large movie screens up there on stage, seeing Cosey Fanni Tutti up there – live, on camera! – cutting off a man's balls with a pair of scissors. Snip! Gush! Snip! “We made a film which we often show when we play live, and one of the scenes is a bondage one, in black and white. It shows me tying a guy down on table and then simulating a castration. It was quite frightening. A few people always faint on the floor; yes, it worked quite well. We wanted it to be sort of authentic looking, so we used bad lighting, and all.”

Look, what we're doing is picking up on the areas that people resent. Like, here in America, and in England, violence is presented along with celebrities in music and movies. What we do is to put violence back into its own context. That it is horrific. That it is unpleasant. It’s not something that you can talk about over a cup of coffee. We make it real, thereby putting it back into perspective. Is Cosey onto the erotica of physical pain? She hedges, visibly. "No, but S&M is an area of sex that interests me. I like the image of a dominant, but when it comes down to it, I'm not one at all. I am aggressive when I like something, but when it comes down to sex, I'm passive. Unless someone scares me.. then I'm not. Basically, I use my aggression to bring out the aggression in a guy...", "You mean annoying them until they?", "Actually take over, yes.", "But surely," I say, with great immunity, "someone like you has a weird, uh, slightly divergent sex life?", "Not at all. I've never done anything... out-rageous. Except for spontaneous things.. one time a friend of ours came over and we all dressed up in costume. I was Father Christmas, our friend was an old woman, and my boyfriend was a schoolgirl there we were, drinking and cavorting around our flat, drinking and playing our roles to the "T"—until it got to the point where we couldn't keep the pretense any longer... The costumes were half on and half off by the time we got to bed. It was quite funny actually." Cosey Fanni Tutti and I make female chatter before we depart. Her groupies: "Not average fans." They range in age from 12 to 50 years of age. Cosey laughs fondly over a really "forward" letter she got from a 14-year old Scot, which said, "Come and visit me in my bedroom and I'll fuck you 'til your ears fall off." When Cosey answered by mail, he wrote back “It's not only your body, but your guitar playing as well.”

EPILOGUE Holding the lyrics to “Slug Bait” in front of my nose, I lower the needle. "Slug bait/ Can't wait/ I crawl up the grass to your window/ I look at you with your seven month's pregnant womb/ I get your husband to your front bedroom/ I cut his balls off with my knife/ I make him eat them right there/ In front of his pregnant wife/ He's into his balls off/ I look at him very slow/ As he bleeds to death on the floor/ I look at your big heavy stomach/ It's already moving a little bit with your baby/ I use the carving knife from your kitchen/ I start to perform the operation/ I pull out your baby/ I chew his hand off with my teeth/ I lick him clean/ IT'S OBSCENE/ As you bleed to death I kill it/ I'm just a wicked boy/ Slug bait/ Can't wait.."

Gristle's music sounds like a Sci Fi movie soundtrack. It's not loud or obnoxious, and it's everything Cosey claims. The sounds do create a trippy sense of angst, stark isolation: The perfect album for a Halloween party in a crowded studio apartment. There's no beginning, no end, no melody, no rhythm. The sounds suggest images: howling wind, thudding of helicopter blades, racecars stripping gears, machines chunking away as mass production, and Thump! Plop!

Ms. Tutti's guitar can be heard from time to time. She picks dreamily at one string at a time, resolving her "phrasing" with the use of her distortion gimmickry; without which, her riffs might sound suspiciously like My Dog Has Fleas – Minor 7th. Fifth diminished.

Waiting to sing along, I begin to notice this droning gibberish in the background. It is Genesis, chanting the lyrics to Slug Bait... from under water. (Garble, garble, "Balls", garble, "With my knife...") No. 9! No 9! I reminisce. I've got blisters, I'm a bigot! Circa, 1968.

Spliced into the middle of the D.O.A. album is "Death Threats." This is a chilling phone call that was recorded over Cosey and Genesis' phone answering machine, and reproduced verbatim on their album. In it, a man and woman, who had been following their performances, their public antics, threaten to kill them. The man is carrying on KKK style, when the woman jerks the phone away from him "You wait, Cosey," she says, beside herself with loathing, "By God, you're in a lot of trouble, you cold-blooded bastards, I hate your guts."

What particularly impressed me was the last cut on the “2nd Annual Report” album, live from Brighton. They end the set, and just as Cosey said, the audience suddenly awakens, starts frothing, and screaming for MORE! They're absolutely WILD with the moment, and, as the rest of the Gristlers start to pack up, Genesis grabs the mike to address his loving cult: "You're a lot of fucking WHANKERS! You're so fuckin’ bloody ignorant, it's unbelievable!" He struts, sticking out his chin. "C'mon! C'mon! Come and get me if there's one of ya thinks he knows what he's talkin' about..." And the audience of Throbbing Gristle, loving every minute of it, descend into a form satiated eroticism, mass-flagellation bliss. Goodnight, sweet dreams. Say Hello to 1984.

	(PSYCHIC TV)
	CHRIS  &  COSEY:

"Muzik Fantastique!"
	1992
	53:11
	C & C: ex- PSYCHIC TV

label: Play It Again Sam Records

Rec. in UK 1992

	PUBLIC  IMAGE  Ltd.
	Flowers Of Romance
	1981
	47:50
	punk-rock

with: Jah WOBBLE  – см. WOBBLE; тж. с The DAMAGE MANUAL

	PUBLIC  IMAGE  Ltd.
	Live in Tokyo
	1983
	
	 2 LP set

	PUBLIC  IMAGE  Ltd.
	Compact Disc
	1985
	40:42
	Produced by Bill Laswell. 

Feat.: Ginger Baker [d],Tony Williams [d], Steve Vai [g], L.Shankar [vln], Ryuichi Sakamoto [keys], Malachi Favors [ac b].

	PUBLIC  IMAGE  Ltd.
	Happy ?
	1987
	35:17
	

	PUBLIC  IMAGE  Ltd.
	Public Image Ltd. 9
	1989
	44:11
	

	PURPLE TRAP – см.: Haino KEIJI
	
	
	
	

	Daryl  PUSHING
	“lift yr. skinny fists like antennas to heaven!”
	2001
	45:10 42:17
	label: Kranky (Chicago)

CD 1:

1. =22:32

2. =22:36

CD 2:

1. =23:05

2. =18:58

[Авторство Daryl Pushing на обложке диска отсутсвует и взято из notes (предположительно); состав музыкантов отсутствует.

Стилистически определить эту музыку довольно сложно, можно лишь сказать, что это чистой воды альтернатива с элементами и прогрессив-рока, и ambient, и много чего ещё.

Состав инструментов: g, b, vln, k, d]

(...more awkward pirouettes in the general direction of hope + joy...)

dearest THE CITIZEN of falling/fallen world – this tape recording was a broken road. & in the end, it was just a tentative stagger towards the pale&holy FADING light... (it was a cold and lonely winter.)

so: this tape recording is the last stanza of a 3 page chapter; we dedicate this stanza to quiet refusals, loud refusals and sad refusals. we dedicate it to every prisoner in the world... (we dedicate it to empty streets at dawn) (wet streets...)

it was 9 days in february with daryl pushing play&record at chemical sound. (other scraps of tape were magnetized all over the last 4 years at the mighty hotel 12 tango.) godspeed (god’s pee) as of late is sophie, norsola, david, thierry, aidan, mauro, bruce, roger, efrim. horns on “lift yr. skinny fists like...” and “...locks of love” was brian and alfons.

(... what does anyone want but to feel a little more free?)

theegodspeedyoublackemperor!

thanks. (7/11/2000)

his saved again nation is the break away nation from the 666 false arm nation reign rule that killed his holy body on his property at his secret first coming and at his last coming the false giant nation their hereafter eternal birth in disappointed and sorrows

	PUSTKA / KORMORANY
	
	1999
	48:25
	avant-rock

label: author's edition

На этом CD записались две польских группы с почти одинаковым составом музыкантов и подобной музыкой: сочетание сложной навороченой конструкции с безудержным вихрем. Действительно захватывает, хочется прослушать ещё и ещё. Многие же именитые отдыхают рядом с этими сорви-головами! Даже эта дудочка диджериду у польских парней есть – куда ж без неё в наше время.

PUSTKA (#1-5): Michal Litfa Litwiniec [v, g, b, sax, jembe, flet, didgeridoo, k, arranger]; Jacek Tunczyk Fedorowicz [b, g]; Cziro [g]; Artur Gaja Krawczyk [v].

Recorded and mixed by Litfa & Tunczyk in Wroclaw / II 1999.

KORMORANY (#6-12): Pawel Czepulkowski [d]; Jacek Tunczyk Fedorowicz [b, g, k]; Piotr Blusmen Jankowski [g]; Krzysztof Kon Konieczny [g]; Artur Gaja Krawczyk [jembe, konga]; Michal Litfa Litwiniec [sax, g, b]; + Cziro [v]; Jacek Dobrzaniecki [b]; Rafal Dysno [konga]; Natasza Sierocka [v].

Recorded and mixed by Kormorany and Tadeusz Sudnik in Wroclaw and Warszawa / 1997-98

Masterd in Warszawa / III 1999

	QUICK  SAND
	Slip
	1993
	39:16
	Тяжёлый гитарный  punk rock 

label: PolyGram

	QUIET  SUN
	Mainstream
	1975
	39:25
	label: EG Music (1975) / Blueprint

Phil Manzanera (см. тж. c: ROXY MUSIC) [6&12-str guit, treated guit, fender rhodes]; Bill MacCormick [el b, treated b]; Charles Hayward (см. тж. в: THIS HEAT; RAINCOATS; CAMBERWELL NOW)[d, perc, k, voc]; Brian Eno (см. тж. в: ROXY MUSIC; Brian Eno [в ‘Synth’ section]) [synth, treatments & oblique strategies].

   [...] In May 1975 ‘Diamond Head’ was in the UK album charts whilst Quiet Sun’s ‘Mainstream’ was Album of the Month in August’s Melody Maker. Stateside it also gained a string of brilliant reviews including one from the legendary Rolling Stone magazine. ‘Diamond Head’ and ‘Mainstream’ share many of the same musical features given that they are first born twins in a London studio. In their duality they illuminate each other and form the basis of Manzanera’s early and indeed electric solo career.

В связи с этим проектом обязательно стоит прочитать заметки к диску THIS HEAT в этом каталоге.

	Beth  QUIST
	Lucidity
	1995
	62:27
	label: author's edition

Compositions, productions, engineering by Beth Quist (except #3 – by Dead Can Dance).

Elizabeth Quist [vox, g, synth, hammer dulcimer, dumbek, zarb, zils, p, bells]; featuring: Wes Heilman [Chapman stick, b]; Peter Guarino [crazy lead guitar]; William Dinwoodie [djembe]; Jesse Manno [saz]; Jegffrey Rodgers [tabla]; Timothy Quigley [didgeridoo].

Фантастически красиво и не ординарно всё от и до. Видимо, поэтому хочется предложить сей диск вниманию тех, кто просматривает этот раздел каталога. Хотя, строго говоря, он должен бы проходить по разделу ‘Pop’ – но всё же, заслуживает большего. Убедитесь сами! 

Адрес указан в USA. Есть вероятность, что Lucidity это название лэйбла, а не диска (или и того и другого, если это её личный лэйбл).

	RACHEL’S
	Handwriting lp
	1996
	43:50
	label: Quarterstick Rec. (Chicago / London). Rec. in USA.

Rachel Grimes [Piano]; Richard Barber [Contra Bass]; Nat Barrett [Cello]; Marnie Christensen [Violin]; Kevin Coultas [Drum Kit]; Christian Frederikson [Viola]; Mark Greenberg [Vibraphone]; Gregory King [Hand Drums]; Michael Kurth [Double Bass]; Eve Miller [Violoncello]; Jason B. Noble [Bass, Guitars]; Barry Phipps [Upright Bass]; Jacob Pine [Violin]; John Upchurch [Clarinet, Bass Clarinet]; Bob Weston [Double/Electric Bass].

«Search for them, search for them there:

under the wax that buries the world on the page,

the name in the angle of the notepaper...» 
 --- R.Alberti, 1929. 

	RADIAN
	TG 11
	2000
	47:29
	experimental-noise – и по саундам и по задумкам – просто супер: не хочется даже ни с кем сравнивать!
label: mego / rhiz www.mego.at , www.rhiz.org
Martin Brandlmayr – drums, vibes, programming

Stefan Nemeth – dig&analogue synths

John Norman – bass

rec. 1999

	RAF
	Ode To A Tractor
	1992
	41:06
	impro / avant-garde

label: Day Eight Music

musicians:

Bill Laswell (см.); Peter Brotzmann (см. в ‘Jazz’); Jonas Hellborg (см. в ‘Jazz’); Jamal Evans; Jens Johansson; Anders Johansson; Otto von Waldenburg.

All compositions by Laswell / Brotzman / Hellborg / Johansson.

Produced by Jonas Hellborg. 

Rec. in New York.

1. Pork

2. Stay Where You Are

3. The Freezing Dessert

4. Land Of The Dead And Dying

5. Suburb Of Hell

6. Head Of A Monk

7. Ode To A Tractor

8. Buchla In Australia

9. Chant

10. Konkret

	RAGE AGAINST THE MACHINE
	Rage Against The Machine
	1992
	52:58
	crossover
Аналогичные проекты – см.: SARKOMA
В альбомах Rage Against The Machine соединены элементы нескольких сти​лей. Основой музыкального «лица» команды стали Rap-Metal, Alternative Metal, Art-Orientied Funk Metal и «дедушка» Heavy Metal. Но было бы неверным воспринимать команду только как «суммарный ре​зультат». У RATM существует свой собственный стиль, своё неповторимое звучание. Агрессивное, жеёсткое, плотное и очень яркое. Все участники группы, безусловно, интересные и неординарные музыканты. И каждый из них прив​нёс в альбомы RATM что-то своё. Это «что-то» трудно представить в качестве схемы...   --- Play

	RAGE AGAINST THE MACHINE
	Evil Empire
	1996
	46:37
	RAGEemail@aol.com 

http://home.aol.com/RAGEemail 

	RAGE AGAINST THE MACHINE
	Live & Rare
	1997
	59:55
	label: Sony (Japan)

Zack de la Rocha [v]; Tim Bob [b]; Brad Wilk [d]; Tom Morello [g].

	RAGE AGAINST THE MACHINE
	The Battle of Los Angeles
	1999
	45:16
	

	RAGE AGAINST THE MACHINE
	Renegades
	2000
	60:52
	"Renegades" — это последний альбом "Rage Against The Machine", в котором поёт Зак Де Ла Рока. Дальнейшие творческие пути вокалиста/ лидера и остальных участников группы расходятся. Быть может, не навсегда, но очевидно, что надолго.

Символично, что "Renegades" стал альбомом-посвящением, он состоит целиком из кавер-версии чужих композиций. В подборе этих композиций как в зеркале отражаются музыкальные корни одной из самых радикальных и политизированных групп 90-х годов. С одной стороны — золотая эра рока в лице Rolling Stones "Street Fighting Man" или "Maggie's Farm" Боба Дилана, с другой рэпперы Cypress Hill «How I Could Just Kill a Man» и даже Африка Бамбаата. В качестве приправы — малоизвестные широкому слушателю вещи альтернативных команд вроде Devo или Minor Threat.

Rage Against The Machine даже на этом альбоме остались верны своему стилю — никаких синте​заторов, никакой дополнительной электроники. Только гитары, бас и ударные.

Понятно, что в творчестве таких радикальных команд, как Rage Against The Machine, социальная и политическая позиции первичны по отношению к музыке. О музыке можно сказать только то, что она по-прежнему очень громкая, очень тяжёлая и агрессивная и вряд ли отличается от любого другого релиза группы — та же гремучая смесь тяжёлого рока, рэпа и панка. 

 --- Play
Rage Against The Machine пережива​ют тяжёлые времена — смена состава, поиски нового вокалиста, поскольку Зак де Ля Роча (Zack De La Rocha) уже официально объявил о решении покинуть коллектив. И вот на стыке двух веков группа решается-таки выпустить альбом, но не традиционный, а сборник, и не своих хитов (что тоже было бы логично), а чужих, так назы​ваемых рок-, панк- и хип-хоп-гимнов.

Здесь 12 "революционных", как именует их сама группа, каверверсий: от "Maggie's Farm" Боба Дилана (Bob Dylan) и "Street Fighting Man" Rolling Stones до "Renegades Of Funk" Африки Бамбааты и "Microphone Friend" Eric В & Rakim, однако вся эта стилистиче​ская пестрота с любовью подобран​ных оригиналов сливается у Rage Against The Machine в нечто единое и концептуальное. Первоисточник из​менён до неузнаваемости (нетронуты​ми остались лишь культовые тексты), сыгран и записан в том знаменитом стиле, пропагандистами которого все​гда являлись Rage Against The Machine. Исключением является единственная чужая вещь — "Beautiful World" DEVO, преподнесенная группой в несвойст​венной ей спокойной гитарной мане​ре, без жёсткого речитатива и хард-коровых запилов. Тем контрастнее зву​чит следующая сразу за ней "I'm Housin" EPMD, мощная и тяжё​лая, как и всё на этом альбоме-сборнике.

И "Pistol Grip Pump" Volume 10, и "The Ghost Of Tom Joad" Брюса Спрингстина, и остальные десять "гимнов свободы" последних три​дцати лет XX века звучат одина​ково жёстко и энергично.

Они поданы столь отличным от оригиналов способом — в истин​ном духе Rage Against The Ma​chine, но их объединяет ещё и то, что темы для сборника вы​бирались самими музыкантами. В "Renegades" попали только лю​бимые песни группы, напомним, сильно изменённые музыкально. По​тому гитарист и вдохновитель Rage Against The Machine Том Морелло (Tom Morello) совершенно справед​ливо считает эти композиции абсо​лютно новыми, своими, которые не​возможно спутать с оригиналом.

Жаль, сюда не вошла ранее заплани​рованная версия песни "Working Man" Rush, зато первая партия тиража со​держит два впоследствии исключён​ных из издания трека — записанные во время концерта в Grand Olympic Auditorium (Лос-Анджелес) компози​ции "Kick Out The Jams" MC 5 и "How I Could Just Kill A Man" The Stooges (здесь можно услышать В-Real и Sen Dog), их студийные аналоги также представлены на диске.

Р. S. Особое внимание следует обра​тить на то, кто работал над звуком аль​бома. Микшировал материал Рич Ко​сти (Rich Costey), знакомый по запи​сям Pavement и Ice Cube, а продюсером выступил ещё более знаменитый Рик Рубин (Rick Rubin), известный со​трудничеством с Red Hot Chili Peppers и Beastie Boys.

--- АудиоМагазин

	The RAINCOATS
	Odyshape
	1993
	35:25
	punk-rock

label: Rough Trade Records [England].

Четыре девчонки. Панк-рок-авангард. Играют как на рок-, так и на акустических инструментах. Проникновенный вокал с интонациями панка, фольклора и чистой лирики.

С ними участвует Charles Hayward; см. тж. другие его проекты: Quiet Sun; This Heat и Camberwell Now.

  Gina Birch (The Raincoats): Our style of writing had changed a lot from the way we used to work on the first album. I suppose we had developed musical skills and we pushed them to see where they could take us. I think we always took punk philosophy very seriously and we rejected the traditional forms of rock music, that in fact most bands ultimately didn’t reject. In New York we brought some strange instruments that we guiltily smuggled through customs and they were put to use in our new songs. The way we structured the songs was always precarious and experimental, using odd time signatures, time changes, slowing down and speeding up. Unfortunately sometimes we used to speed up and slow down at different times to each other. We always enjoyed playing ambitious configurations. If the audience could cope with that and our lack of singing ability then we were very popular, but many people found this difficult to deal with. Our influences ranged from Michael Nyman (см.) and Gavin Bryars (см.) to all kinds of ethnic music, Eskimo singing, reggae and of course punk. I’ve just read in an old interview that a lot of the songs for Odyshape were written when we were drummerless and that explains something about the album!! At times the instruments have been liberated from their usual roles... an instrument can jump around from function to function within one song. Even if I could never be a cellist I can use a bow on my bass and make a delicious deep raggedy sound. I think this album is the most experimental of our records and in a way the most dangerous in terms of it falling apart but it is has some of my favorite Raincoats recordings on it and one of my least favorite!

Kim Gordon (Sonic Youth):  It was The Raincoats I related to most. They seemed like ordinary people playing extraordinary music. Music that was natural that made room for a cohesion of personalities. They had enough confidence to be vulnerable and to be themselves without having to take on the mantle of male rock / punk rock agression... or the typical female as sex symbol avec irony or sensationalism. It was of course, their personalities that created the music — and it showed post-punk music to have yet another different face... one that could be defiant in its spirituality without being corny. I finally did see The Raincoats but it was much later and they had two male drummers [Robert Wyatt and Charles Hayward (from This Heat (см.)] and were more slick. I worshipped every second of it.

Vivien Goldman, “New Musical Express”: ...it’s no surprise that I can’t evoke ‘Odishape’ to you by comparison, it’s not like any other record I’ve heard even the last Raincoats’ album. The Raincoats now are walking through a different musical terrain, where rhythms are something to be followed through like an Awayday adventure on the buses. I love the way The Raincoats are taking liberties.

Johnny Waller, “Sounds”:  ...this album is an aid to love, a sensual Sunday supplement for lazy, hazy days in the sun, Love it!

Georgia Christgau, “Village Voice”:  They like sounding unpolished, as they like appearing frankly serious and natural on stage: proper English girls in funny pants. In a field where having no experience is an artistic asset, Birch and guitarist Ana da Silva, who formed the band over two years ago, and Ingrid Weiss, the drummer who replaced Palmolive (of the Slits, India, and, currently, an ecological farm in Wales) in December, are well qualified. They complain they’re accused of being “deliberately unrehearsed”, and while this occurred to me too (but as a compliment), I can see why it upsets them. First of all, they deny it; secondly, they’re singled out for playing weird and not slick when that’s the sound they want.

Linn Hanna, “New Musical Express”: ...it’s hard to imagine Gina and Ana as they first met at art school, fervent punk fans of anything from The Clash to The Cortinas... The mellow sunshine that lights their manager Shirley’s bright council flat makes an incongruous setting for their fond reminiscences about the sweat, the showers of spit and the bouncing beer glasses. “Then afterwards,” they laugh, “everyone said how much they enjoyed it.”

	The RAINFALL YEARS
	33rd Of March
	1995
	42:48
	dark wave / post-punk

label: Ouroubouros / World Serpent

rec. in Denmark 1993

RY with: Henrik Dresboll [perc]; Hanne Askou [vln]; Recky Solberg [add. instr.].

	The RAINFALL YEARS
	Disautumn
	2003
	62:31
	Меланхолические prog-rock ballads. Можно сравнить с David Sylvian.

label: Woitowitz Recordings WWLL

www.therainfallyears.dk
Soren Buchert [d, tablas, chimes, liquids, crystal glass, congas]; Jesper Kruse [synth, loops, v]; Kaspar Boye Larsen [b]; Lars Skaaning [el/ac g, b, v].

Rec. in Copenhagen, 2001

	RAISON D’ÊTRE
	Reflections From The Time of Opening – MCMXCI
	1991
	48:45
	dark ambient / ambient-gothic 

Проект музыканта из STRATUM TERROR (см.) и NYMPH FAITHEST (см.) – Peter Andersson’а.

label: Bloodless Creations (Melbourne, Australia); distributed in Sweden by Cold Meat Industry www.coldmeat.se 

Original compositions 1991, Reworked 1994, 1997. 

Tracks 2-6, 10, 12, 13 first appeared on cospectus tape, Old Europa Cafe, Italy, 1994. And tracks 1, 7-9, 11 are previously unreleased.
1. Auto-dafe

2. Sub Specie Aeternitatis

3. Archetypon Ataraxia

4. Faceless

5. The External World

6. Metamorphe

7. Gwinn-ap-nudd

8. Reflectio Mediato

9. Arbitaire Emotion

10. The Maturation of Nature

11. Death Pit of Ur

12. Hell is Trembling, and the Gates of Death

13. Le temp et L’espace

Питер Андерссон (из интервью): «...Я пишу свою музыку для себя, а не для слушателей, поэтому в ней нет посланий. Честно ли использовать музыку для пропаганды? А что честно и что нечестно? Мне наплевать на то, что делают другие, и как они используют свою музыку. Музыка – это свобода.»

	RAISON D’ÊTRE
	Prospectus I
	1993
	54:30
	label: Cold Meat Industry (Sweden)   www.coldmeat.se
1. Katharsis

2. Ordeal in Chapel

3. Ascension De Profundis

4. Mourning

5. Mesmerized in Sorrow

6. Cenotaphium

7. Synopsis

8. Anathema / Apotheosis

9. Penumbra

Питер Андерссон: «CD Prospectus I был издан весной 1993. Альбом получился медленный, с большим количеством хоров, струнных, церковных колоколов. Стало меньше чётких ритмов и звучание приобрело очень «средневековое» настроение. Многие считают этот альбом шедевром.»

	RAISON D’ÊTRE
	Enthraled by the Wind of Lonelines
	1994
	62:13
	label: Cold Meat Industry (Sweden)  
1. The Awakening
2. Spire of Withhold

3. In Loneliness

4. The Narrow Gate

5. Sophrosyne

6. Spiraal

phase I: ethereal arcade

phase II: within spirit

phase III: eternal eyes

7. Pathaway
Питер Андерссон: «В альбоме Enthraled By The Wind of Lonelines звучание стало более амбиентным, исчезли голоса, а общее звучание стало чище и мощнее.»

	RAISON D’ÊTRE
	Within the Depths of Silence and Phormations
	1995
	52:01
	label: Cold Meat Industry (Sweden)  

1. Sephiroth
2. Abscent of the Blessed

3. In Abscence of Subsequent Ambivalance

4. Fall of the Damned

5. Euphrosyne

6. Inner Depths of Sadness

7. Of Dying Relics

8. Dream’s Essence

Питер Андерссон: «Альбом Within The Depths Of Silence And Phormations принёс ещё более глубокую ambient-industrial атмосферу.»

	RAISON D’ÊTRE
	In Sadness, Silence And Solitude
	1997
	50:51
	label: Cold Meat Industry (Sweden)

1. Reflecting in Shadows

2. In Abscence of Light

3. The Well of Sadness

4. Deep Enshrouded

5. Falling Twilight

6. Passing Inner Shield

Питер Андерссон (из интервью): «...Что касается RAISON D'ETRE, то мой любимый CD, это In Sadness, Silence And Solitude. Он очень мрачный, холодный и находится ближе к стилю ambient-industrial. На сегодняшний день это одно из моих самых значительных путешествий вглубь себя.»

	RAISON D’ÊTRE
	Collective Archives
	1999
	73:09 73:09
	label: Cold Meat Industry (Sweden)  

“Collective Archives” documents the development of raison d’etre through the years 1991-1997. This double CD set is a large collection of songs previously only available on cassettes and compilations. In addition there is also three previously unreleased compositions and five exclusive re-mixes from the first CD “Prospectus I”.

All tracks remixed in 1997.

Питер Андерссон (из интервью): «RAISON D'ETRE появился на свет в самом начале 1991 года, как средство моего самовыражения. Он стал отдушиной для эмоций, которые просто невозможно выразить словами. Я чувствую, что через музыку я могу лучше понять себя самого; я расту духовно и профессионально; я могу осуществлять свои идеи в том виде, в котором мне хотелось бы; я ощущаю гармонию внутри себя, и, надеюсь, будущее принесёт мне чувство, что я сказал всё, что хотел. Это постоянно идущий процесс самосовершенствования, и он занимает всю жизнь.» «Представьте, вы находитесь где-то в необычном месте, возможно, это развалины древнего монастыря. Звуки божественного хора ниспадают словно из ниоткуда, и вы как бы переноситесь в прошлое, во времена, когда святилище было наполнено жизнью. Вы ощущаете близость рая. Внезапно вы замечаете, что всё помещение окутала тьма. Рай превратился в ад, всё произошло в одно мгновение. Вы в опасности... именно такие ощущения охватывают меня при прослушивании музыки RAISON D'ETRE.»

Raison D'Etre 

Collective Archives

[Cold Meat Industry]

Raison D'Etre и Питер Андерсон — две стороны одной монеты. Давным — давно, когда деревья были выше, а динозавры живее, господин Питер Андерсон начал писать музыку, которая ещё никак не называлась и лишь позже её обозвали dark ambient. Он не знал, что создаёт практически новый жанр, поэтому и не испугался. Короче, он и ещё пара-тройка энтузиастов, чьи имена в наши дни так же на слуху, очертили границы стиля dark ambient. Сегодня многие группы тусуются на этой делянке, но именно те пионеры обнесли эту делянку заборчиком. В на​ши дни каждый альбом Raison D'Etre воспринимается публикой как открове​ние, и многие молодые группы весело подхватывают его идеи, горя желани​ем воплотить в жизнь новую фишку. Живая классика, вечно юная легенда! Поэтому шведский лейбл СМI, следуя пожеланиям трудящихся, нет, не под​нял цены на свои диски, а выпустил Collective Archives. Данный двойной диск представляет собой сборник ред​ких и не издававшихся вещей датиро​ванных '91 — '96 годами. Часть вещей выходила на кассетах, часть на таком экзотическом носителе как 7 дюймов​ки. Первый диск представляет собой классический Raison D'Etre с загадочными пейзажами, колоколами, шумом ветра и воды, пением монахов и т. д. Второй диск более индустриальный. Он включает в себя много вещей с сэмплами и кусками радиопередач. Было очень круто услышать на одной из композиций засэмплированный фрагмент из передачи беларуской ре​дакции радио "Свабода" от 9-го дека​бря '91 года: "У сувязi з распадам Савецкага Саюзу...". Если вы фанат RD — это ваш диск, если вы хотите познакомитися с творчеством этой группы, то он тоже ваш и стоит при​обрести этот альбомчик немедленно.
[Nazgul]

	RAISON D’ÊTRE
	The Empty Hollow Unfolds
	2000
	53:15
	label: Cold Meat Industry (Sweden)

All compositions by Peter Andersson 1999/2000

E-mail: raison.detre@swipnet.se 

http://home9.swipnet.se/~w-90779 

http://fly.to/raison.detre 

1. The Slow Ascent

2. The Hidden Hallows

3. End of a Cycle

4. The Wasteland

5. The Eternal Return and the Infinity Horizon

(Из интервью с P.A.):

«...Конечно же, noise/industrial/dark ambient стили являются музыкой. Если музыка состоит из сэмплов, то это не означает, что эта музыка уже написана кем-то другим. Почти все мои последние альбомы состоят исключительно из звуков, созданных или записанных мною самим. Я думаю, сэмплы – это более тонкий и пластичный материал, который намного разнообразнее и интереснее для написания музыки. Они намного лучше, чем использование какой-нибудь старой гитары со всё тем же сраным однообразным звуком на каждом голимом металлическом альбоме. Конечно, industrial является музыкой до тех пор, пока этот стиль создаётся для тех же целей, что и обыкновенная музыка. И совершенно не играет роли то, как этот стиль звучит. Если кому-нибудь это не нравится, то мне лично наплевать.»

«Существует много понятий, которые я ценю выше, чем деньги. Это любовь, свобода, индивидуальность, созидательность... Я создаю такую музыку, которую я хочу создавать. Коммерческая она или нет мне безразлично до тех пор, пока я имею возможность её создавать. С другой стороны, если бы мне удалось жить только за счёт своей музыки – это было бы очень хорошо. Поэтому я жду того часа, когда CMI станет жутко коммерческим лэйблом, и сотни тысяч моих дисков будут разметаться, как горячие пирожки. У меня нет планов писать коммерческую музыку, и я думаю, это просто невозможно для моего мозга. Похоже у меня существует некий барьер или защита против написания techno-хитов или другой коммерческой музыки. Популярные песни слишком радостны, и я не могу их переносить.»

(Из рубрики «Обыкновенная классика dark ambient»):

«Питер, мозг RAISON D'ETRE, -- это одна из немногих no-настоящему "культовых" фигур со​временной dark ambient сцены, и, без сомнения, его творчество повлияло и повлияет ещё не на одно поколение молодых музыкантов. Лично для меня только ещё один Питер Андерссон, из DEUTSCH NEPAL, может потягаться в авторитете с этим шведским создателем магических звуковых ландшафтов. Ко​нечно, dark ambient сцена не ограничивается двумя вышеперечисленными персонами. Более того, существует множество проектов, которые без тени сомнения можно назвать божественными и даже великими, но многие ли из них смогут продержаться на таком уровне и дальше? Только холодный и невозмутимый бог-время в силах отделить семена от плевел, осыпав ласками тех, кто пришел царствовать, и уничтожая остальных, чьё бремя сгореть, подобно яркой комете в бездонном чёрном небе людского безразличия. Возможно, лишь редкие туалетные листки, подобные нашему, окажутся единствен ным напоминанием о существовании ушедших культов, забытых мифов дорогих воспоминаний и утраченных минут блаженства. О многих из таких незаслуженно забытых легенд мы постараемся рассказать сейчас и, надеюсь, в будущем. А эта страница посвящена скандинавскому кудеснику печальных монахов Питеру Андерссону. Его последний альбом просто великолепен, и я рад, что в какой-то момент мне пришлось покинуть тёплое и безопасное чрево матери и выбраться в этот грязный и отвратительный мир... выбраться, возможно, для того, чтобы услышать The Empty Hollow Unfolds – кто знает истинную подоплеку наших судеб?... 

На заре последнего года второго тысячелетия RAISON D’ETRE разродился своим новым и таким долгожданным альбомом The Empty Hollow Unfolds. Почему таким долгожданным, если буквально год назад вышел двойной компакт диск Collective Archives? Да, было такое, но тот альбом состоял из треков периода 1991-1996 годов. Новый альбом вышел только сейчас. RAISON D'ETRE предстал перед своими поклонниками в совершенно новом обличии. Нет, революционных или драматических изменений не произошло, к счастью. На альбоме по-прежнему присутствуют заунывные песнопения монахов и тревожный пе​резвон колоколов – эти отличительные знаки практически любого аль​бома RAISON D'ETRE. Слегка изменилась атмосфера альбома и поменялась тоновая окраска самой музыки. Теперь нам предлагают погрузиться в отстранённый, спря​танный где-то внутри ма​ленький мирок печали и безбрежного спокойствия, но теперь этот мир предстаёт пред нами во всём своем величии и мо​щи. Новое измерение становится ареной и полем битвы высших сил, кото​рые, подобно мифичес​ким титанам, сражаются за право царствовать в казавшимся таким спокойным и таким миролюбивым месте. Ес​ли вам выпала удача по​слушать дебютный аль​бом шведского проекта SEPHIROTH, то вы наверняка представляете что значит “мощный” dark ambient. Ярость, буйство силы, мощь можно со​здать без всей этой по​казной агрессии, которой так богата металлическая музыка. Трудно предста​вить то, что незамысловатая музычка очкариков с синтезаторами может потягаться в силе с напором каких-нибудь брутальных раскрашенных клоунов пошиба MARDUK или CANNIBAL CORPSE? А вы забыли о том, что ещё нет на белом свете более мощных и гранди​озных вещей, чем пыль​ные и пропахшие нафта​лином Кармина Бурана или Полет Валькирий? А Шостакович? И SEPHIROTH, и RAISON D'ETRE попытались приблизиться к этим великим источникам эпического вдохновения... 

Ну что ж, вперёд, к печальным монахам, величественным и скорбным ландшафтам неведомого. Музыка проекта, это музыка интимная, музыка одиночества. Я не могу себе представить картину, когда кто-нибудь с пивом и девками оттягивается под композиции Питера Андерссона. Музыка ли это? Шумы, загадочные сэмплы и тихие мелодии подобно холодному потоку кристальной родниковой воды размывают огрубев​шую корку, образовавшуюся после твоего рождения там, где-то в глубине ду​ши. Оковы нереальной реальности рушатся и вы открываете себя, свою душу, свой мир, реальный мир. Вы сами становитесь создателем и созерцателем новьгх эфирных вселенных. Это Матрица наоборот, истинный хакинг настоящих твердынь :-) Блёклые печальные ландшафты лишь изредка согреваются мимолётной улыбкой робкой мелодии; тяжёлое и тягучее, как янтарный мёд, чувство безысходности и одиночества; перезвон колоколов, прячущихся где-то там, вдали, за туманной линией обманчивого; как улыбка торговки, горизонта, а может быть выше, за этими низко плывущими свинцовыми облаками дрёмы, редкие голоса и напевы загадочных монахов, отпевающих... свой мир?... или тебя? Настроения и климат на The Empty Hollow Unfolds, как я уже упоминал, изменились. Сейчас я приведу цитату. Это описание альбома со слов лейбла-производителя Cold Meat Industry.

"RAISON D'ETRE всегда был бесконечным путешествием в само сердце тьмы. Но если в предыдущих альбомах ещё теплилась надежда на свет в конце туннеля, то этот альбом окончательно заявляет о том, что необходимо отбросить все свои глупые иллюзорные надежды. Название трэка The Slow Ascent словно подчёркивает то, что мы спускаемся ещё дальше в глубины неизведанного. А композиция End Of a Cycle сооб​щает нам о достижении окончательной точки нашего путешествия. The Wastland – имя третьего трэка и этого рокового места. The Empty Hollow Unfolds – мрачное путешествие из земель, где солнце никогда не встаёт из-за горизонта. Печальные пассажи клавишных взрезаются, словно голубые пульсирующие вены звуками фабрик и фирменными – для RAISON D'ETRE – песнопениями монахов. Всё это превращает альбом в наиболее захватывающее музыкальное произведение со времен альбома Paradise Disowned великого LUSTMORD."

(...)

	RAMMSTEIN – см. в секции ‘Metal’
	
	
	
	

	RANCHO  DIABLO
	Chicken World
	1995 
	40:17
	industrial – punk

label: Mute


	RANDOM-Inc
	Jerusalem: Tales Outside The Framework Of Orthodoxy
	2002
	74:32
	ambient-noise / ethnic
label: EFA

This CD was extracted by Sebastian Meissner @ Ostendzoo-Studios between Nov 1999 and Jan 2001.

random-industries@gmx.net 

Исключение тишины в №14 позволяет сократить диск до 70:45.

Сэмплы акустической музыки (и прочих звуков), записанной "в полевых условиях" в Иерусалиме, послужили основой для создания ambient-noise / ethnic композиций, записанных non-stop (кроме №14). Именно такой колорит ближневосточной музыки (и жизни), которым наполнено звучание этих композиций, -- мрачный, отрешённый и жёсткий -- превращает сей диск в уникальное путешествие. Ведь обычно мы ожидаем получить глоток экзотики от натуральной, "деревенской" этнической музыки, а от всевозможных обработок ждём только лубка в шоколаде – так ведь оно чаще всего и бывает.

The air over Jerusalem is saturated with prayers and dreams

Like the air over industrial cities

It's hard to breathe

-- Jehuda Amichai, Poems of Jerusalem
Jerusalem is a golden basin filled with scorpions.

-- Mukadassi, XII century

And did the Countenance Divine

Shine forth upon our clouded hills?

And was Jerusalem builded here,

Among those dark Satanic Mills?

-- William Blake, 1803

	The RANKMEN / The STAND
	Temptation
	1988
	
	 LP          punk-rock

	RAPOON
	Raising Earthly Spirits
	1993
	67:16
	ethno-dark ambient, основатель проекта – шотландец Robin Storey (England)

Тот же состав – см. в проекте: ZOVIET-FRANCE

	RAPOON
	Tin of Drum
	1998
	62:07
	

	RAPOON
	D-LEM (a day of visual geographics)
	1999
	60:33
	label: Zanfonia

Short cuts for mental stereoscopic labyrinths

	RAPOON
	Vernal Crossing
	2000
	64:41
	

	Maja RATKJE
	Voice
	2002
	47:53
	experimental (for voice)

label: Rune Grammophone

concept and sound source: Maja's voice

1. Intro

2. Joy

3. Trio

4. Octo

5. Vacuum

6. Dictaphone Jam

7. Voice

8. Chipmunk Party

9. Interlude

10. Acid

11. Insomnia
Мощный арсенал для экспериментов с голосом и вообще звуками, которые можно издавать ртом.

	(Maja RATKJE)
	FE-MAIL

“Syklubb Fra Hælvete”
	2003
	59:27
	avant-noise, очень навороченый, experimental

label: TV5

all tracks composed and performed by Fe-Mail & Sindre Andersen

Fe-Mail: Maja Solveig Kjelstrup Ratkje & Hild Sofie Tafjord

Together, Maja Ratkje and Hild Sofie Tafjord represent the electronic half of the all-female improv quartet Spunk — even though the former is also a singer and the latter plays French horn, among other instruments. Their duo, Fe-Mail, could be described as a female answer to Jazzkammer. Besides Norwegian origins, the two units share a taste for noise constructions and a subtle, dry sense of humor. Syklubb fra Haelvete is released by the label TV5 as a pink-colored vinyl LP. The calendar-type swimsuit picture on the cover offers another example of Ratkje's fondness for mischievous misleading and contrasts. If anything, the seductive, over-feminine photograph doesn't prepare you for the aural assault it wraps up. The pair produces harsh noise out of samplers and electronics, adding occasional voice, harmonica, and miscellaneous acoustic instruments whenever they feel like it. "Modogin" and "Water Music" feature rare vocals from Ratkje. The latter track is the LP's highlight; relatively quiet, it is made of processed water sounds (or what sounds like it), feedback, a couple of chords plucked on a zither (or maybe directly on the strings of a piano), sampled voice, and slabs of noise. Through its extremes it reaches a beautiful yet fragile balance happily destroyed by the onslaught of "A Merry Day in the Woods," a track that overshadows Merzbow's early-2000s material. "Nincompoop" includes an innocent-sounding track of harmonica that gets blown out of proportion and splattered across the walls. This album is very different from Spunk's delicate improvisations, but if you liked Ratkje's solo debut, Voice, Syklubb fra Haelvete is something you will most likely enjoy.

Jacob's Toy 

Syklubb Fra Hælvete 

Modogin 

Nincompoop 

Gossip 

Residents 

Water Music 

A Merry Day in the Woods 

Virus Attachment 1 

Virus Attachment 2

	Maja RATKJE
	Maja S.K. RATKJE & Lasse MARHAUG:

“Music for Loving”
	2004
	46:27
	label: B-BOY

recorded in Spunk Studio, Oslo, November 26th 2003

all music by Maja S.K. Ratkje and Lasse Marhaug

1. a hymn, may be classified as influenced by baroque

2. sliced minimalist meets sheep and easy, cool and dancing diva

3. interference; swapped, stripped and fucked

4. stuck in the sheep field with dancing siva

5. 4-23, a tribute to arnold schönberg in heavy syrup

6. let it be

7. music for loving

	RATTLEMOUTH
	Walking A Full Moon Dog
	1996
	46:56
	avant-rock

label: Cuneiform Records

Danny Finney [s, v]; Robby Sharp [g, v]; Tom Brickman [b]; Robbie Kinter [d, v].

Produced, Recorded and Mixed by Scott Wolfe

	RATTLEMOUTH
	Fist Full of Iffy
	1998
	46:12
	label: Cuneiform Records

Danny Finney [s, v]; Paul Watson [g, cornet]; Mark Miley [engineer]; Eileen Edmonds [bckgr v].

	RAWFRÜCHT.2
	Rawfrücht.2
	
	61:45
	label: Sub Rosa (Belgium)

Recorded, mixed and mastered by Yves Baudhuin.

“ça fera que je ne pourrai toucher une autre peau sans la traduire d'un morce à moi, composé au bout de mes empreintes digitales par lui, par lui seul, celui qui disait tant de choses.”

(это создавалось в то время, когда я не мог прикоснуться ни к какой другой коже без того, чтобы не перенести на кончиках своих пальцев отпечатки того, кем было сказано так много.)

1. Suite.2 (H. Warin)

Hugues Warin: guitars

2. Neurosis (Teuk Henri)

Teuk Henri: guitar, Thomas Van Cottom: drums, Hugues Warin: guitar

3.-5.: A l’Oree des sous-bois

3. Edelweiss (H. Warin)

Hugues Warin: guitars, Thomas Van Cottom: drums

4. Forsythia 1 (I. Bats/H. Warin)

Isabelle Bats: vocal, Hugues Warin: guitar

5. Forsythia 2 (I. Bats/H. Warin)

Isabelle Bats: vocal, Hugues Warin: acoustic guitars, Dimitri Merchie: drums

6. Banquette avant (H. Warin)

Hugues Warin: guitar, Teuk Henri: guitar, sampler, Julien Paschal: drums

7. Directionless (Teuk Henri)

Teuk Henri: guitar, sampler, Marc Van Tichel: zinkloop

8. Mucus (Teuk Henri)

Teuk Henri: guitar, Julien Paschal: drums, Francois Verrue: bass

9. Reines Moment (Teuk Henri)

Teuk Henri: guitar, sampler

10. Suite.1 (H. Warin)

Hugues Warin: electric and acoustic guitars, Thomas Van Cottom: drums, Teuk Henri: electric guitar

11. Particularité (Teuk Henri)

Teuk Henri: guitar, Julien Paschal: drums, Hugues Warin: guitar

12. Banquette arrière (H. Warin)

Hugues Warin: guitar, Thomas Van Cottom: drums

	L'Ensemble RAYE – см.: L'ENSEMBLE RAYE
	
	
	
	

	Heinz  REBER
	Mnaomai, Mnomai
	1990 
	40:20
	label: ECM New  Series

Thomas Demenga [cello,viola], Terje Rypdal [g], J.Christensen [d], Tschin Zhang [voc], Ellen Horn [voc].  Composed by Heinz Reber

    From such beginnings, ‘Mnaomai Mnomai’ (title from Lyotard) blossomed, an idiosyncratic work by a most unorthodox composer who had to be coaxed out of a premature musical ‘retirement’ to write this piece. Reber has worked across almost all the arts. “When Music Master Chy began the ensemble finale of the fish-hawk song came wave over wave and ear-full and how!” [Confucius]. Still very much a Cagean, philosophically, Reber completes his work and then leaves it to find its own way in the world. He reasons that his plays are open to the interpretation of any director and he welcomes the widest interpretations. As for ‘understanding’ a work of art, in  all its implications, that is a goal that continues to defeat artist, critic, scholar, and layman alike. Lyotard writes, “We don’t start off by saying to ourselves: someone or something is speaking to us here, so I must try to understand. To understand, to be intelligent, is not our overriding passion. We strive instead to be set in motion. This is why our passion would be more like the dance that Nietzsche wanted, and that Cage and Cunningham continue to look for.”  Tschin Zhang’s poem was converted into Norwegian, another ‘alien’ tongue, to keep the text as a pure play of sounds.  “Enter musicians playing adagio quieting music for favours to follow.” [from Book II of the Classic Anthology defined by Confucius.]  The cello emerges from soft gong-like explosions of guitar sound at the beginning of ‘Mnaomai, Mnomai’ and gradually establishes the piece’s undulations (wave over wave). A forward motion maintained despite the cross-currents of over-lapping voices and noises. A flow at first intangible and elusive, then clear, strong, concentrated. Then gone again, as lines and textures fade like calligraphy from a drying brush to leave empty space for the listener — or the Tao or the duende — to fill. Recognising the power latent in the small sounds (a whisper, a bass drum’s dark murmur, a bow bounced upon viola strings), and knowing how to place them, it is possible to redefine ‘intensity’. A screech is a good as silence, and sometimes the only possible response, but dramaturgy is important. Untill the music finally becomes a flood of sound, restraint is the tensor here. As Lyotard, for Reber a crucially important thinker, said in ‘Economie Libidinale’, “...we love this reserve, with the greatest feeling of impatience.” 

— Steve Lake.

	RECOIL
	Bloodline
	1992
	50:42
	label: Mute (Great Britain)

production / instruments by Alan Wilder

vocals: Diamanda Galas, Douglas McCarthy, Toni Halliday, Moby, Bukka White

bass (on #4): Jimmy Hughes

	The  RED  CRAYOLA
	Corrected Slogans
	1976
	46:44
	label: Drag City (USA), edition 1997.

Art & Language & The Red Crayola

Recorded and mixed in Oxford (England) and New York (USA).

С чего начинается Родина (для любителей Альтернативы)? Тут можно, конечно, много чего перечислить, но Red Crayola, основательно разработавшая некое направление,  обязательно войдёт в число этих пушкиных, как основополагающая веха в истории.

	The  RED  CRAYOLA
	Black Snakes
	1983
	47:30
	label: Drag City (USA), edition 1997.

The Red Crayola with Art & Language: Ben Annesley [b]; Allen Ravenstine [sax, k]; Chris Taylor [d]; Mayo Thompson [g, v].

На удивление слушабельный диск из всех изданных этими хулиганами.

	The  RED  CRAYOLA
	Malefactor, Ade
	1989
	31:00
	label: Drag City (Chicago) / Glass Records (London), edition 2000.

Performed by: Albert Oehlen, Mayo Thompson, Werner Buttner, Andreas Dorau, Rudiger Karl.

	RED  SNAPPER -- см. в секции 'Acid'
	
	
	
	

	REDEYE
	Arizona Tracks
	
	47:34
	label: FAX

trance-noise. Как и следует ожидать от лейбла P. Namlook’а (см.) – FAX, здесь мы находим изобилие мощных свежих звуков + обширные пространства, осязаемые за счёт ноизовых тембров. Кроме того, в музыкальном отношении, диск сугубо не-банален, за что может быть причислен к разделу Alternative.

	Steve  REICH 
	"Vermont Counterpoint" / "Eight Lines"
	1984
	27:02
	Steve  REICH (b. 1936) -- см. тж. в исполнении Jon GIBSON; DELTA SAXOPHONE QUARTET; тж. в: AI CONFINI – INTERZONE; 

label: EMI Classics, Red Line, 1998. http://www.emiclassics.com 

Performed by Solisti New York, Ransom Wilson [fl, conductor].

Steve  REICH: "Vermont Counterpoint" / "Eight Lines" 27:02
John  ADAMS: “Grand Pianola Music” 32:09

"...a sharp, clear performance that is matched by a like recording." 

– Grammophone
Минимализм можно назвать самым успеш​ным изобретением музыкального искусства второй половины XX века. Как показыва​ют аналитические штудии, многое в музыке XX века подспудно вело к рождению минималистской техники. На объективные при​чины её возникновения не устают ссылаться и сами композиторы-минималисты, обогащающие свои произведения ци​татами и стилистическими ал​люзиями. Открытие диковин​ных архаических "примитивов", эксплуатация остинатных (то есть неизменно повторящихся) структур, новые разработки ста​рых полифонических техник - все эти неотъемлемые завоева​ния новаторских, модернист​ских музыкальных практик пер​вой половины столетия могут считаться своего рода "прото-минимализмом" (несмотря на то что реальный облик текстов Стравинского, Бартока, Прокофь​ева, Шостаковича, Хиндемита, Орфа, а также художников-маргиналов - от Чарльза Айвза до Александра Мосолова - наводит скорее на мысль о мак​симализме).
Смысл цельного и чрезвычайно жизне​способного направления в искусстве, кото​рое мы сегодня называем минимализмом, заключался в новом понимании того, что такое музыка. Для минимализма музыка — не замкнутый опус, не сочинение, содержа​щее некое определенное осмысленное вы​сказывание. Музыка — отмеренное звуками время. Время это, если оно не просто течёт само по себе, а попадает в поле искусства, дискретно, то есть прерывисто. Чтобы ощу​тить это с наибольшей ясностью, ощутить физически, композитор пользуется повто​рами, которые доминируют над всеми ос​тальными элементами сочинения, подчиня​ют их себе, выставляют сами себя напоказ и создают в конечном счёте у слушателя ощу​щение некоего транса. Так слушатель стано​вится соучастником звукового процесса, переживая его вместе с музыкантами. Этот процесс должен быть для него привлекате​лен — отсюда стремление минималистов к благозвучию, классически стройной гармо​нии, прозрачности музыкальной ткани как к акустическому идеалу. Не лицемеря и не делая реверансов в сторону принятых в XX веке требований звукового новаторст​ва, минималисты возродили простейшие звуковые формы и чистые краски. Именно поэтому их техника так органично исполь​зуется во всевозможных "нео-"— неоренес​сансе, необарокко, неоклассицизме, неоро​мантизме... Итак, после всех диссонантных ужасов и многозвучных нагромождений му​зыки XX века минималисты осмелились пи​сать благозвучно, по старинке "красиво". Представители направления Джон Адамс, Стив Райх и Филип Гласс даже слишком преуспели в этом, превратив минималист​скую музыку в коммерчески успешный про​ект и вдруг преобразившись из безвестных новаторов в "звёзд".
Музыка "Восьми строк" Райха (опус, названный по числу ин​струментов, включенных в партитуру) или "Компании" Гласса феноменальна. Так как сама техника повторов, изобретённая ми​нимализмом, быстро стала "общим местом", успех того или иного сочинения стал зави​сеть от того, насколько изобретателен ком​позитор в сочинении той маленькой "зву​ковой ячейки", которую он крутит и вертит на протяжении своего опуса. У Гласса и Рай​ха сами эти модули замечательны. Для них придуман чрезвычайно рельефный метро​ритмический рисунок и необычная, при​влекательная, "цепляющая ухо" гармония. Эти сочинения - шедевры звукового ди​зайна. Исполнение их должно быть безупречным и безличным, мерным и стройным. То есть, по минималистским меркам, идеальным.

--- AudioMusic

	Steve  REICH
	Tehillim
	1982 
	30:00
	label: ECM New Series

Сочинение для квартета вокалисток в ненавязчивом сопровождении инструменталистов. Живая, колоритная  музыка [не слишком типичная для S.R.]. В исполнении участвует сам S.R.

  “Райх — фигура наиболее ценимая академическим авангардом, достаточно сказать, что на престижном фестивале современной музыки Райха играют регулярно. Гласс же, по количественным показателям самый популярный оперный композитор XX века, там не исполнялся ни разу. Райх каким-то непостижимым образом сочетает минималистские принципы с академическими традициями: его интонационный словарь вполне традиционен (кроме его экспериментальных электроакустических сочинений). Гласс, наоборот, сочиняет почти что в духе Пуччини, но элитарно-музыкальная Среда интересуется им мало. Зато он популярен у широкой публики.” — Дмитрий Ухов.

  Steve Reich: “‘Tehillim’ (pronounced teh-hill-leem) is the original Hebrew word for ‘Psalms’. Literally translated it means ‘praises’, and it derives from the three letter Hebrew root hey, lamed, lamed (hll) which is also the root of halleluyah. [...] In contrast to most of my earlier work, ‘Tehillim’ is not composed of short-repeating patterns. ...‘Tehillim’ will probably strike most listeners as quite different than my earlier works. There is no fixed meter or metric pattern in ‘Tehillim’ as there is in my earlier music. The rhythm of the music here comes directly from the rhythm of the Hebrew text and is consequently in flexible changing meters. The use of extended melodies, imitative counterpoint, functional harmony and full orchestration may well suggest renewed interest in Classical — or more accurately Baroque and earlier Western musical practice. The non-vibrato, non-operatic vocal production will also remind listeners of Western music prior to 1750. However, the overall sound of ‘Tehillim’ and in particular the intricately interlocking percussion writing which, together with the text, forms the basis of the entire work, marks this music as unique, by introducing a basic musical element that one does not find in earlier Western practice including the music of this century. ‘Tehillim’ may thus be heard as traditional and new at the same time. [...] Returning then to the question about repetition as a musical technique, my reason for limiting it to repetition of complete verses of the Psalm text is basically that, based on my musical intuition, the text demanded this kind of setting.

	Steve  REICH
	“Tehillim” [30:27] / “Three Movements” [14:46]
	1994
	41:36
	label: Electra Nonesuch Records (USA)

“Tehillim” здесь в другом исполнении (чем на издании ECM) - Schonberg Ensemble,  а “T.M.” исполняет London Symphony Orchestra.

   By the early 1980s, Steve Reich was poised for change. His early minimalist works, shoking in their radical austerity and reductive force, were now more than a decade behind him. In the intervening years, he had vastly expanded his resources, yet he had never compromised the clarity of his musical processes. In fact, by the late 1970s it would have been hard to justify a description of Reich’s music as ‘minimalism’.

  In ‘Tehillim’ (1981), Reich’s first conventionally conceived vocal composition, he aimed for a setting of text far closer to Western traditions. But he chose words from which he felt a linguistic as well as a historical distance. Like the Latin of Stravinsky’s ‘Symphony of Psalms’, the ancient Hebrew of ‘Tehillim’ is no longer a spoken tongue. And the Jewish tradition of psalmody has been lost in the West, so Reich, who studied scriptural cantillation, was free to approach his texts without the burden of musical associations. For those who know Reich’s earlier music, the most startling aspect of ‘Tehillim’ is the absence of repeated melodic patterns. Certainly there is repetition in ‘Tehillim’ — in the constant pulse of the interlocking percussive accompaniment, and in the reworking of entire verses — but there are none of the small, reiterated modules that previously formed the backbone of Reich’s melodic language. That is due to the demands of the Psalms themselves, which required a setting that would remain faithful to their speech rhythms and yet heighten their meaning. The lyrical, expansive, sustained melodic profile of ‘Tehillim’ is unprecedented in Reich’s music — and would open up new horizons for his subsequent compositions. In other ways as well ‘Tehillim’ breaks new ground. Its harmonic language is more chromatic, clearly directionalized, and wedded to functional tonality than ever before. Its rhythm is no longer rock-steady; although the pulse remains fixed, the meter changes in practically every measure, allowing for a flexible declamation of the Hebrew. Its orchestration is rich and varied, embracing not only winds, strings, electric organs, and mallet percussion, but instruments that have Biblical resonances — tambourines without jingles (resembling the small drums described in Psalm 150), rattles (here maracas), hand clapping, and miniature antique cymbals (crotales). And its non-vibrato vocal style projects a vaguely archaic quality akin to Medieval and Renaissance music. But ‘Tehillim’ also retains satisfying links with Reich’s previous compositions. It continues to rest upon what Reich calls “musical processes” — structural procedures that unfold gradually and audibly over the course of the work. The recurring harmonic cycles, placed in the sustained strings, recall the similar harmonic underpinning of ‘Music for Eighteen Musicians’; the use of variation technique was inspired by ‘Variations for Winds...’, and the obsession with canons dates back to the earliest phase pieces. (What, indeed, is phasing, if not a seamless, transitionless, electronically-inspired canonic technique?) [...] Still, there is much more to ‘Tehillim’ than mere musical process. Its tricky, syncopated, toe-tapping rhythms could only have come from the pen of a man who loves bebop and Stravinsky in equal measure; its rich harmonic language is similarly soaked in the altered chords of jazz; and its constant pulse and closely-layered imitation create the illusion of suspended time that is so typical of Reich’s music. Indeed, it is to Reich’s credit that in ‘Tehillim’ he attempted neither ethnomusicological reconstruction nor phony Orientalism, but created a genuinely new work that is instantly recognizable as his own.

   The after-effects of ‘The Desert Music’ (1984) linger in ‘Three Movements’ (1986). As in ‘The Desert Music’, the mallet percussion and pianos are placed directly in front of the conductor, and the strings are divided into two equal forces, arrayed to the right and left of the stage. The seating of the percussion heightens the precision of the unrelenting rhythmic pulse, and the separation of the strings helps to clarify the contrapuntal writing. Swelling and recending like the ebb and flow of the tide, the pulse is presented in overlapping pools of sound — an effect created primarily by the spatial division of the strings. Reich writes: “This slow change from chord to chord may suggest the changing light as clouds move slowly across the sky, or, in musical terms, it may recall the middle piece in Schoenberg’s “Five Pieces for Orchestra’.” The second section of ‘Three Movements’ is essentially an orchestration of the fourth movement of ‘Sextet’ (1985). Slow, somber, and eerie in its chromatism, the second movement rests upon a snaking, sinuous melody that quickly develops into a two-part canon. The finale of ‘Three Movements’ explores an idea already investigated in the ‘New York Counterpoint’ (1985) — the impact of shifting accents upon repeated melodic material.  Reich writes: “After the upper voices of the orchestra have built up a two-part canonic texture, the lower voices begin accenting this material so that it is perceived first as three groups of four beats each and then as four groups of three beats each. This kind of rhythmic ambiguity has been a mark of my music for more than twenty years now, and is also found widely in West African music.” Near the end of the movement, the canon migrates upward toward the high strings and winds, and the bass drops out of the texture entirely. A similar procedure closed the last movement of ‘The Desert Music’, and the effect is just as stunning here — a sensation of the ethereal pulsations rising inexorably toward unforseen heights.

	Steve  REICH
	Variations for Winds, Strings and Keyboards
	1984
	48:11
	label: Philips

#1: Steve Reich «Variations for Winds, Strings and        Keyboards»....................................... 21’ 50’’

#2 - 5: John Adams «Shaker Loops»....... 26’ 21’’

   Minimalism is a term that appeared in talk about painting and sculpture in the late 1960's. Not happily, the label was soon ap​plied to the music of several American com​posers, among them Terry Riley, Steve Reich, Philip Glass, and later the rather younger John Adams, actually a group quite divergent in artistic temper and in the degree of their minimalising. Repetition is a significant fac​tor in their work, tonal harmony is another, and so is virtuosity. (The Variations were Reich's first mature work not written for his own group of brilliant players; Adams wrote the athletic "Shaker Loops" while in constant contact with performers.) Inasmuch as the best of this music has verve, humour, and charm — not strong suits of ABC art, with its flat surfaces, geometric forms, and unmodu​lated colours — "post-Modernist" art and architecture offer a more helpful parallel.

With his mind prepared by an education that included considerable contact with non-Western musics, Steve Reich "discovered the process of letting two identical [tape] loops go gradually out of phase with each other" while playing with a recording he had made of the voice of a Pentecostal preacher. It was the beginning of his work with slow changes, with gradual change within seeming no-change. Since that happy accident, his vocabulary has grown more complex and colourful, his structures larger and bolder.

One of the great figures in Reich's pantheon is Perotin. the French twelfth-century composer to whom are attributed pieces in which single notes, stretched to enormous lengths, function as harmonic anchors. Reich's "Vari​ations for Winds, Strings, and Keyboards," written for the San Francisco Symphony and introduced under Edo de Waart in May 1980, is also stretched music, consisting of three statements of a single, enormous harmonic progression. Each variation in this mega-chaconne has a distinct rhythmic profile, each being more complex than its predecessor and presenting a more active, florid, "faster" surface.

John Adams moved to California after gradu​ation from Harvard, everything in his education having been called into question by a dangerous graduation gift, John Cage's "Silence." After time out working in a warehouse, he joined the faculty of the San Francisco Conservatory, and in 1982 was ap​pointed composer-in-residence to the San Francisco Symphony. In his first West Coast years, he was involved in electronic music; when he returned to writing instrumental music, he brought, as Ingram Marshall has put it, "an electronic ear" to the task.

The punning title of "Shaker Loops," written as a string septet in 1977-78 and adapted for string orchestra in 1982-83, refers to the members of the Millennial Church, called the Shakers, whose worship led them to ecstatic shaking and trembling; to "shake" in the sense of trill; and to tape loops and thus the constant repetitions of musical units, their ends attached to their beginnings. "Shaking and Trembling," the first of four joined movements, is made mainly of trills and tremolos in a crescendo of energy and dynamics. A sudden quiet begins the transi​tion into "Hymning Slews," a movement as still as "Shaking and Trembling" was excited (slew is another technical term from the elec​tronic music lexicon). "Loops and Verses," beginning from a slowly unfolding cello solo, is the most lyric movement, whose close Adams describes as "a wild push-pull section that is the emotional highpoint of the piece." From this emerges "A Final Shaking," which moves from a calm beginning into a quick and brilliant climax, then subsides into stillness.      ----------  Michael Steinberg

	Steve  REICH
	“Different Trains” /  “Electric Counterpoint”
	1989
	45:28
	label: Electra Nonesuch Records (USA)

“Different Trains” perf. by Kronos Quartet:

1. America — Before the war

2. Europe — During the war

3. After The War

“Electric Counterpoint” perf. by Pat Metheny [g]:

1. Fast

2. Slow

3. Fast

    “D.T.”: The basic idea is the speech recordings generate the musical material for musical instruments. 
-- S.Reich
    “E.C.”: The first movement, after an introductory pulsing section where the harmonies of the movement are stated, uses a theme derived from Central African horn music that I became aware of though the ethnomusicologist Simha Arom. That theme builds to an eight-voice canon; while the remaining two guitars and bass play pulsing harmonies, the soloist plays melodic patterns that result from the contrapuntal interlocking of those eight pre-recorded guitars. The second movement cuts the tempo in half, changes key and introduces a new theme which is then slowly built up to nine guitars in canon. Once again, two other guitars and bass supply harmony while the soloist brings out melodic patterns that result from the overall contrapuntal web. The third movement returns to the original tempo and key and introduces a new pattern in triple meter. After the establishment of a four-guitar canon, two bass guitars enter suddenly to further stress the triple meter. The soloist then introduces a new series of strummed chords that are then built up in three-guitar canon. When these are complete, the soloist returns to melodic patterns that result from the overall counterpoint. Suddenly the basses begin to change both key and meter back and forth between E minor and C minor and between 3/2 and 12/8 so that one hears first three groups of four eighth-notes and then four groups of three eighth-notes. These rhythmic and tonal changes occur more and more rapidly until, at the end, the basses slowly fade out and the ambiguities are finally resolved in 12/8 and E minor. — S.Reich

	(Steve  REICH)
	PIANO CIRCUS:

Steve Reich "Six Pianos"; Terry Riley "in C"
	1990
	41:45
	label: Argo (Decca)

Piano Circus: Kirsteen Davidson-Kelly; Richard Harris; Kate Heath; Max Richter; Ginny Strawson; John Wood.

STEVE REICH: Six Pianos
Reich has always been concerned with the notion of phasing: that complex phenomenon which occurs when simple rhythmic events are superimposed upon one another with a degree of relative displacement. In his earlier work the phase shifting was achieved by the performers playing identical or near-identical lines and then deliberately moving slightly apart in tempo. This had an effect like that of two identical tapes running at fractionally different speeds. In subsequent works, like Six Pianos, the phase shifting may be achieved by introducing a new phase fully-formed, so that it only gradually reveals itself to be a displaced copy of the original rhythmic structure. This, then, is 'minimal music' in the sense that it is wholly comprised of repeated statements of a short, simple rhythmic fragment, and its sophistication and richness arises from the multiple superimpositions which the composer employs. The reduced nature of the score for Six Pianos is one aspect of the work that makes it very appealing to us as performers; matters of tempo, dynamics, articulation and style are left to the players' judgement, so the piece requires a creative and sympathetic contribution from every player. With the sophistication of present-day computer technology, it would be easy to manufacture a texturally perfect version of this piece without any musician even lifting a finger; but. it becomes increasingly clear that what makes for interesting, involving music is the relationship between performers and work. Our performance of Six Pianos becomes a record of our feelings about the piece, and for this reason we approached the recording in the same way that we would a live performance, striving to convey the energy and drive of Six Pianos and to emphasise those aspects of the piece that make us want to play it: namely its wonderful rhythmic vitality and dramatic harmonic juxtapositions.
TERRY RILEY: In C
In C is an even more radically open score than Six Pianos. The composer imposes no limitations on the tempo, dynamics, choice of instrumentation, number of performers or duration of the work; he leaves all of these decisions in the hands of the players.
Riley has said of the piece that he wanted to write something for all his friends to play together, hence the great flexibility of the material, and the workshop-like feel of the music. What is most apparent to the performer is that in this work playing the notes is just the beginning. The performers progress through the patterns that make up the score at their own rates, overtaking or falling behind one another, playing their own lines and playing with the relationships that occur between these and the lines of the other players.
As a result of the great freedom given to the performers, the piece can vary considerably, particularly in length. Its general character, though, remains constant: a slow, fluid transition around the repeated octave C (there are about 5,000 of them in this version). For this recording we have used the following sounds: concert grand and upright piano, Rhodes piano, two harpsichords and vibraphone.
PIANO CIRCUS
Piano Circus was formed in early 1989 as an ensemble specialising in American minimal music and that of younger British composers working in broadly related styles. The six members of Piano Circus - Kirsteen Davidson-Kelly, Richard Harris, Kate Heath, Max Richter, Ginny Strawson and John Wood - have between them a diverse range of musical experience, ranging from traditional western art-music through jazz, African music, electro-acoustic music, pop and rock, to tonal and experimental composition. The group aims to function as a platform for new and adventurous projects, and in this way to bring the richness and diversity of musical experience to an increasingly broad audience.

	(Steve  REICH)
	Chris HUGHES:

“Shift”
	1994
	60:03
	From the music of S. Reich 

perf. by Chris Hughes

Prod. by C.H. and Paul Ridout

1. Shift (part I-IV)                   31’33”

2. Slow Motion Blackbird     05’46”

3. From Piano Phase            18’54”

4. Pendulum Music               03’47”

     Steve Reich (b. New York City, 1936). While working with composer Luciano Berio at Mills College in Oakland, California, Reich showed his teacher a serial work. Reich’s composition betrayed his tonal tendencies and Berio asked, “If you want to write tonal music, why don’t you write tonal music?”  to which Reich replied, “That’s what I’m going to do.”  Subsequently, while working with tape loops, Reich stumbled across his by now famous ‘phase process’, a unique sliding canon in which two or more identical musical fragments move out of sync or out of phase with one another. The resultant musical texture is a complex and changing polyrhythmic contrapuntal fabric which invites detailed listening via repetition and slow, gradual change. The phase process became the fundamental technique in Reich’s music from 1965 to 1971. While he no longer uses phasing, Reich’s music continues to be informed by the process, its rich counterpoint, and complex rhythmic schemes.

	Steve  REICH
	Music For 18 Musicians
	1998
	67:42
	label: Nonesuch
Новая версия, с расширенным составом (см. liner notes).

Steve Reich [marimba, p] and Musicians.

MUSIC FOR 18 MUSICIANS, Revisited

by K. Robert Schwarz
IN 1978, I was working in a large record store in midtown Manhattan. One of the perks of being in the cassette department was that we had control over the upstairs sound system, and occasionally we abused pur power. Mostly we listened to Blondie, The Cars, Donna Summer, and The Clash. Then one day a Spartan-looking lp arrived, unknown to us except for its label: the quirky, progressive-jazz-oriented ECM. Perhaps that led one of us to put it on, volume cranked up, in the hope of causing lunch-hour chaos. Although we failed to foment a riot, the stuffy, overcrowded, dreary store certainly was transformed. Customers stopped in mid-flight and cocked their heads, more in wonderment than irritation. The usually unflappable staff, which prided itself on being able to identify anything it heard, was thrown into confusion. Even those who found it maddeningly repetitive were won over by its alluring coloristic shimmer, and by the way it evoked non-Western music, classical music, and jazz—without sounding like any of them. What was this music? And, more importantly, which bin would it go into?

Not being an initiate of minimalism, I had never heard Reich's music before. I promptly bought Music for 18 Musicians -- and it's no exaggeration to say that, musically, my life has never been the same since.

NOW, some two decades later, Steve Reich has returned to the work that made him internationally renowned. Music for 18 Musicians (from here on we'll call it 18) is not only one of his greatest compositions, but one of a handful of late-twentieth-century works that can rightly claim to have altered the course of Western music. Reich himself admits that 18 marks a "high point" in his thirty-year career. "It's undoubtedly one of the best pieces I've ever done. Sometimes everything just comes together and suddenly you've created this wonderful organism, and in this piece it happened. That accounts for its durability—it has a real structural backbone, so it continues to please me twenty years later."

From May 1974 to March 1976 Reich worked continuously on 18. By the time it was finished he was nearly forty. Although a bebop drummer as a teenager, he was a late bloomer when it came to composition. Not until after he received his bachelor's degree in philosophy did he decide to be a composer. Later, at Juilliard, he felt uneasy amid the shrill polemics of academe, which ignored the music he loved — such as the bebop of

drummer Kenny Clarke or the modal jazz of John Coltrane.

After three years at Juilliard, Reich left New York and went West in search of his compositional voice. At Mills College in Oakland, he studied with the Italian serialist Luciano Berio, who must have sensed Reich's acute discomfort with atonality. The advice Berio gave Reich was simple yet liberating:

"If you want to write tonal music, why don't you write tonal music?"

Soon Reich would do precisely that. In the meantime, he plunged into the joyously chaotic San Francisco new-music world, which embraced everything from the music of Asia to the jazz of Coltrane, from a nascent rock scene to a Cageian delight in the sounds of the city.

Reich had long been obsessed with taping the sounds he heard on San Francisco's streets (he even bugged the back seat of his taxi). One day, while playing with two tape loops of the same speech fragment, he allowed them to slip out of alignment. As one crept ahead of the other, the two very gradually went out of sync (or out of "phase") and then just as gradually realigned — although now the second loop was exactly one beat ahead of the first. While this process continued unin​terruptedly, Reich realized he had stumbled upon a technique that could provide his proto-minimal music with a new kind of rhythmic structure.

And so arose not only his first mature com​position, but the first to employ the musical process he called "phasing." [...] Although no fan of serialism's pulseless atonality, Reich admired its systematization. For him, music could not be completely satisfying unless it rested on a sturdy scaf​folding. When he took his repetitive patterns and put them through the phasing process, what emerged was a slowly unfurling structure that was seamless, rigorous, and thoroughly audible. Best of all, it didn't have to be restricted to the hermetic tape studio. With Piano Phase (1967), Reich proved that two pianists could perform the phasing process even better than two tape recorders.

In 1968 Reich codified his minimalist aesthetic in a tersely worded essay called Music as a Gradual Process. Now the structure is synonymous with the music; the composition becomes the process of its unfolding. So impersonal is this process that the composer doesn't even have to intervene:

"Though I may have the pleasure of discov​ering musical processes and composing the musical material to run through them, once the process is set up and loaded, it runs by itself."

Soon Reich's music was tagged with the label "minimalism," a term he never liked. But this really was minimalist music. Re​stricted to a few ordered pitches, a uniform rhythmic pattern, a static tonal center, and a steady pulse, it consisted of nothing but repetition—transformed, of course, by the ongoing process of phasing. In typically relentless fashion, Reich remained fixated on phasing (and the procedures he derived from it) for several years.

But he could not continue down this austere and impersonal path indefinitely. A visit to Ghana resulted in his first master​piece, a ninety-minute epic called Drumming (1971). The last part of Drumming, a joyous blend of drums, women's voices, marimbas, glockenspiels, piccolo, and whistling, proved that Reich was willing to compromise the clarity of the musical process—a primary tenet of minimalism— as long as he didn't deviate from its structure. For the first time, this blossoming of color became of greater concern than any literal adherence to doctrine.

Now the doors were flung open to a vastly enriched timbral universe. In Six Pianos (1973) and Music for Mallet Instruments, Voices and Organ (1973; hereafter Mallets), he renounced tonal stasis and introduced several juxta​positions of key. In Mallets, he embraced the lush timbres of the Balinese gamelan (which he studied in 1973 and 1974). You could pick out the processes if you tried hard enough, but Reich preferred to seduce you with the coloristic blend oftextless voices and woodsy mallets.

In an unusually candid 1977 interview with English composer Michael Nyman, Reich talked about his changed aesthetic. No longer would the work be based on a single, gradual process; no longer would the process be audible, even sacrosanct; no longer was the act of composition impersonal. The bare-bones austerity of minimalism had become the stuff of history:

"In a sense, I'm not as concerned that one hears how the music is made as I was in the past. If some people hear exactly what's going on, good for them, and if other people don't, but they still like the piece, then that's OK too. What I was really concerned with in Music for 18 Musicians was making beautiful music above everything else.... I wasn't as concerned with filling the structure as I was ten years ago. On the other hand, although the overall sound of my music has been getting richer, it has done so without abandoning the idea that it has to have structure....

I agree, as the texture gets more filled up, as it gets richer, it becomes less possible and less necessary to follow the process. There was a didactic quality to the early pieces, and looking back I'd say that, when you discover a new idea, it's very important to present that idea in a very forceful and clear and pared-down way.... But once you've done that, what do you do? Just sit there cranking out one perfect phase piece after another? Personally, as a human being, I feel the need to move on, not to sell out or cop out, but just to move on."

NOTHING prepares us for the ravishing tropical colors and velvety textures of Music for 18 Musicians. Lasting about an hour (this new recording is eleven minutes longer than the original), 18 required so many instru​ments that Reich had to confront the intricacies of large-scale orchestration. His band, Steve Reich and Musicians, expanded to include violin, cello, two clarinets/bass clarinets, four women's voices, four pianos, three marimbas, xylophones, a vibraphone, and maracas.

During a recent conversation, Reich looked back on 18 from a distance of two decades. Without denying its landmark status, he noted its roots in tradition. "The thing about 18 is that it's both several steps forward and several steps backward — back into more recognizable Western phenomena, [such as] the world of harmony, the world of careful orchestration, which came together here for the first time. Aspects of 18 reappear in the opening measures of Sextet, The Desert Music, and New York Counterpoint, not to mention a type of scat-singing—which, by the way, definitely comes from Ella Fitzgerald."

So not everything about 18 is brand-new. Several familiar Reichian textures resurface: the use of wordless female vocalists who blend, almost imperceptibly, with the instruments (first heard in Drumming); the shimmering gamelan-like timbres (intro​duced in Mallets); the unceasing pulse; and the constant repetition of brief melodic patterns.

But what makes 18 unprecedented is the expansion of Reich's previously static har​monic language. He wasn't kidding when he wrote that "there is more harmonic movement in the first five minutes of Music for 18 Musicians than in any other complete work of mine to date."

18 begins with a cycle of eleven chords, each pulsating in the entire ensemble, each lasting for two full breaths of the clarinetists and vocalists, each rising and falling in volume. Once the entire chordal cycle has been introduced, the ensemble returns to the first chord, over which Reich builds a brief five-minute piece. (Its midpoint is marked by the pulsations in the clarinets and voices.) At the first section's conclusion, the ensemble moves on to the second chord of the cycle, and again Reich constructs a small piece. (Note, however, that Reich reinterprets the originally vague, middle-register harmonics. By adding a new pitch in the bass, he can turn major into minor, or tonal into modal.) This process is repeated until eleven individual pieces have been built upon the opening eleven chords. At the end the entire chordal cycle returns; with perfect symmetry, it is now an epilogue rather than a prologue.

Coming from a composer who was accustomed to building lengthy pieces upon a single static chord, all this harmonic motion is particularly surprising. It was no less surprising to Reich. "For me it was my first extended discovery of how I was going to have my own harmonic language. It's spelled out very clearly, because the opening series of chords shows you what is going to happen in the middle register [of the subsequent pieces], and leaves the bass very much up for grabs. When the chords come back they're reharmonized [with a new bass], sometimes in major or minor, sometimes modally and frequently in inversion. So there was a great deal of discovery in finding this harmonic language, which was tonal but not functional in the normal sense of the word."

Apparently, this brand-new world of harmony was so overwhelming that Reich decided upon the unifying chordal cycle even before he began composing the piece. "The decision to have a chordal cycle was right there at the beginning; it was the very first idea." Also present was the concept of pro​longing each chord until it could sustain an entire piece. Reich is always eager to point out any link with tradition, in this case medieval:

"That idea of elongation has a lot to do with Perotin."

Perotin — Parisian master, ca. 1200, of the Notre Dame school; pioneer of multi-voiced polyphony; creator of ecstatic melismas that today sound eerily proto-minimalist—based his polyphonic organum upon a traditional chant, but elongated the chant until it became nothing more than an unrecognizable drone in the lowest voice. Says Reich: "In 18, the drumming out and then the elongation of that opening chordal cycle comes from Perotin. Each of the individual chords is held first for the length of two breaths; then each is pro​longed for something on the order of five or six minutes. So like Perotin I'm taking a cantus firmus [a pre-existing melody] and extending it. That goes on through the whole piece."

And there are multiple rhythmic processes unfolding as well. In 1978, Reich described two different levels of time that occur simultaneously: "The first is that of a regular rhythmic pulse in the pianos and mallet instruments that continues throughout the piece. The second is the rhythm of the human breath in the voices and winds. They take a full breath and sing or play pulses... for as long as their breath will comfortably sustain them. The breath is the measure of the dur​ation of their pulsing."

The third process is quite easy to hear. It creates a constantly changing relationship between repeated melody and subtly fluctuating harmony. Reich explains: "A melodic pattern may be repeated over and over again, but by introducing a two- or four-chord cadence underneath it, first beginning on one beat of the pattern, then beginning on a different beat, a sense of changing accent in the melody will be heard."

But this process involves more than just shifting the beat on which the chords enter. More intriguing is the fact that Reich gradually lengthens and then shrinks the duration of those chords, which often places them delightfully at odds with the repeated melodic pattern. Recently he said: "The harmonies can make a repeating pattern sound as if it's changing even though it doesn't change at all. It's basically a re-accenting of the pattern by changing the placement of the cadential harmonies beneath it. The melodic patterns themselves don't augment; it's the harmonies that augment and diminish. This gives the wonderful illusion that the pattern is enlarging, but it's really just repeating over and over again."

NOW, if you wish, you can ignore every word of the preceding harmonic and rhythmic analysis. That's because in 18, for the first time, Reich has given you official permission to do so. (Remember what he said to Nyman: "If some people hear exactly what's going on, good for them, and if other people don't, but they still like the piece, then that's OK too.") Of course, he wouldn't mind if you followed some of the intertwining processes that create 18's resilient backbone, but he'd prefer you to be intoxicated by the music.

The overall form of 70' consists of eleven separate but linked pieces, each of which has its own unique sub-structure (a few, in fact, are derived from phasing). But each process is obscured by the luscious, fragrant timbres and gorgeously blended textures. It's hard to resist being dazzled by the beauty of the surface, so remote from the astringent, deliberately harsh timbres of Reich's early minimalist essays.

There's one structural technique simple enough for everyone to hear. Since 18 is per​formed without a conductor, the vibraphone is responsible for cuing every change of harmony, every new melodic pattern, and every transition to the next section. The cue is a series of long bell-like chords that ring out over the entire ensemble. "Every time the vibraphone plays, it's some kind of cue," says Reich. "He's definitely the chief of the tribe, and that cuing technique was taken from my studies of West African music, where there is a Master Drummer, and from Balinese music, where two side drummers control the tempo."

Now we face the unavoidable question: To what extent is 18 indebted to non-Western music, particularly that of the Balinese gamelan? There's no denying that Mallets (finished in 1973, just before Reich's study of the gamelan) and 18 (begun in 1974, in the midst of his studies) suddenly discard the intentional austerity and stridency of his previous music. In fact, the sensuous, blended sonorities of 18 come as quite a shock.

Reich admits that the sound of the gamelan was much in his ear during the composition of Mallets. "But in Music for 18 Musicians I had already stopped thinking about that kind of thing," he insists. "That doesn't mean that it's not there, it just means that it's not consciously there. The gamelan had no conscious influ​ence on Music for 18 Musicians. Certainly there's no organization of musical structure similar to the gamelan. But yes, on a taken-for-granted, semi-unconscious level, all those colors had become part of my working vocabulary."

AFTER the triumph of Music for 18 Musicians, Reich's life was never quite the same again. "This was the crossover piece par excellence, unintended, malgre lui. When the piece was released. Bob Hurwitz [who was then at ECM] said, 'Why don't you play this at the Bottom Line? We'll arrange it.' So I did. In the first year, 18 sold 100,000 copies. In terms of press, the fact that David Bowie went to the opening at the Bottom Line was a big deal—so yes, it was definitely the piece that changed my life."

And it was also Reich's first piece to render the label "minimalism" irrelevant. Even today, twenty years later, minimalism is still used to pigeonhole Reich's music. (Some critics have devised a new label, "post-minimalism," to describe Reich's recent works.) If austere sonorities, reductive extremes, purity of musical process, and non-directional stasis were hallmarks of minimalist classics like Piano Phase or Four Organs (1970)—then how could the same label be applied to Music for 18 Musicians?

"The attitude I had in the earlier pieces, which is expressed clearly in the essay Music as a Gradual Process, was over and done with [by 18]," he says. "I had totally lost interest in that. Whatever remains is on an organic, un​conscious level: I work a certain way, I have certain predilections."

So is it absurd to label 18 a minimalist work? "Yes, I think it is. You can apply minimalism to 18 if you want, but what you're really hearing is that whole phenom​enon—at least in any recognizable, strict form—fade away into the distance."

New York City. 1997

	Steve  REICH
	Remixed
	1999
	69:12
	label: Nonesuch

1. Music for 18 Musicians   Coldcut  remix
2. Eight Lines   Howie B  remix
3. The Four Sections   Andrea Parker  remix
4. Megamix   Tranquility Bass  remix
5. Drumming   Mantronik  Maximum Drum Formula
6. Proverb   Nobukazu Takemura  remix
7. Piano Phase   D*Note's  Phased & Konfused mix
8. City Life   DJ Spooky that Subliminal Kid  Open Circuit
9. Come Out   Ken Ishii  remix 

Before disco, DJs, bpms, and drum machines, when the choice was simply the four guys with guitars or the fat lady singing Verdi, Steve Reich started working with tape loops. He imagined, or maybe stumbled over, the explosion of sound that tape recorders, turntables, samplers, and synthesizers would one day unleash.

It starts like this: Reich is out in the park in San Francisco, walking around with his tape recorder. He records a preacher laying it down about Noah and the flood. Later, in his studio, the tape loops he made accidentally go out of synch, exposing the sounds between the sounds, magical pulsations that he wasn't looking for, sounds that set his ears on fire and put his mind in a trance-like state. Those heavenly 'out of synch' tape pieces (Come Out and It's Gonna Rain), remixes of sorts, were about to start a revolution that would be called pulse music, phase music, beat music, pattern music, and finally, minimalism.

Though Reich never returned to writing pure tape music, his early works from the 1960s influenced him in a novel way. Many of the pieces that followed tried to imitate the mechanical 'out of synchness' that was created by those machines, but for live players. Piano Phase requires performers to recreate this 'out of synchness' by having one of the pianists gradually speed up the melody s/he is playing while the other pianist continues to play the same melody at the original speed. It's difficult to pull off, but when it happens, acoustic instruments are the source of the magic previously created by tape recorders. Technology changed the way Reich thought about, wrote for and performed on acoustic instruments.

Reich knew classical musicians of the German Romantic tradition would find it impossible to perform his early pieces. He started his own ensemble, trained his own musicians, carted around tons of percussion equipment and waited for someone to notice. And people did notice. Steve Reich changed music by insisting that music change.

In thirty-five years, Reich has moved quite a distance from his early hard-core sound sculptures to a refined music one might even call lush. His music has filtered into the consciousness of our society so much so that it has been copied and distilled into music now heard everywhere, much the same way the patterns on your bathroom wall have been lifted from a Van Gogh.

It's not only that the world has accepted Reich's developed style, which features various combinations of tuned percussion, keyboards, and voices, but also that technology itself is now in an exalted state. What takes center stage are the DJs themselves, spinning beats on vinyl. The new virtuoso plays with turntables and a mixer, and what's more, noise is in. Mass culture has finally caught up to and embraced the fringe ideas that Reich was exploring in the 1960s.

Our rapid communications system and lightning fast dissemination of information is part of what makes possible the kind of cosmic justice this album brings. On this record, a new generation of British, Japanese and American DJs have come together to re-mix music by the original re-mixer. None of these musicians was born when Reich started working, and only some of them know how much the world of mixing and re-mixing has to do with this man. Reich's music has now become the source material for a new generation of creative musicians who are using methods he started experimenting with four decades ago.

— Michael Gordon, New York City, 1998

	Hans  REICHEL
	Coco Bolo Nights
	1988
	73:44
	Hans  REICHEL -- см.тж. с X-COMMUNICATION; KURIOKHIN "SKIF"; TONE DOGS (with FRITH, DENIO);

label: FMP

rec.: Dec. 1988

genre styles: Jazz, Club Dance

While Hans Reichel may not be widely known in the U.S., his reputation in Europe and Asia is considerable. He is a master guitarist and improviser, as well as a luthier (guitar maker) of distinction, and the inventor of the daxophone, a musical instrument that is becoming more widely used all the time. On this set, Reichel plays solo guitar throughout. All the guitars he employs, single- and double-necked, are of his own design. These 17 tracks, covering 73 minutes, were recorded as played. There are no overdubs or retakes. The set takes its title from a piece of wood Reichel ran across in a department store. It comes from the quickly disappearing Brazilian rainforests. One of the guitars heard on this CD was made from that piece of wood. What is so striking about Reichel — apart from and because of his homemade approach to guitar making — is the tonal freedom this allows him. Without employing effects pedals, digital delays, or the rest of the technological morass, Reichel simply makes guitars that allow him to get the sounds he is reaching for either in scale, color, or tone. His palette is simply astonishing. On Coco Bolo Nights the sounds of sitars, gamelan orchestras, and flutes are heard alongside the more traditional resonances of the guitar, mandolin, bass, and even banjo. But this would not be enough if Reichel weren't as musical as he is sonically gifted. For those who think that the sounds made by Derek Bailey, Henry Kaiser, Fred Frith, and Jim O' Rourke are the spectrum of guitar improvisation, think again. Reichel has dynamic range so sensitive that silences are consciously employed as compositional elements. Western harmonic ideas co-exist peacefully with whole tone, just intonation, and Middle Eastern scale composition — yes, in the same track sometimes. He moves through ideas, exploring them relentlessly, unpretentiously, and with grace. There is an elegance in his playing that many more "accomplished" traditional musicians would kill for. On Coco Bolo Nights, Reichel places himself nakedly in front of microphones in the FMP studio and goes about the business of creating music from thin air. Using whatever guitar he hears calling him, he makes a kind of magical realism, where texture can be felt coming from the grain of the music itself, which is, in fact, Reichel's "voice." A fantastic introduction to Reichel's music as well as a welcome addition to the music library of anybody interested either in improvisation or the guitar.
1. Hinterheinz  3:16

2. The Frogs of Miwa-Cho 4:50

3. Born to Be Mild 4:25

4. Coco Bolo Strip 5:24

5. A Poor Man Must Watch Out 4:29

6. Little Stick, Western Bullship 4:58

7. Peace and Pipe Utopia 3:13

8. Alien Nipples 3:39

9. Bonobo Beach 4:42

10. Locusts Looking Like Men 5:55

11. Ox of Inner Depth 4:51

12. No Stove 2:29

13. A Poor Man Must Watch Out 4:30

14. Coco Bolo Strip 4:51

15. Born to Be Mild 4:10

16. The Frogs of Miwa-Cho 5:21

17. Hinterhans 1:59

All compositions by Hans Reichel

	Hans  REICHEL
	Angel Carver
	1989
	60:23
	label: FMP (Free Music Production, Germany)

Tom Cora (см.) [cello, cellodax]; Hans Reichel [g, daxophone].

Recorded live in Milwaukee and Chicago on October, 1998.

featuring Amy Denio (см.)
1. Rest Up, Premonitions

2. Miracles, To Boot

3. New Neighbors

4. Invitations To Dance

All compositions by Tom Cora and Hans Reichel.

…Это похоже на саундтрек к ка​кому-нибудь мультфильму (то нечленораз​дельная речь, то комичное пение), а на самом деле сыграно немецким гитаристом Хансом Райхелем на чисто акустическом инструмен​те собственного изобретения под названием daxophone. Это тонкие пластинки причудли​вой формы вроде чертежных лекал - гротеск​ные звукоподражания получаются, когда по краю пластин проводят скрипичным смыч​ком.

--- Дмитрий Ухов
Recorded over two dates in the Midwest, Angel Carver reveals the lengths that two improvising musicians will go to get to the depth of an idea and then move it forward. Hans Reichel, master guitarist and inventor of the daxophone (which he plays here as well as his homemade guitars), and the late Tom Cora on cello range far and wide in their search for a way to communicate deeply what words or written language can never convey. Since sound is the medium for a communication that must be transferred not only between the players but through the audience as well (as the interlocutors of the experience it would be very different if they were alone in a room together, guaranteed), the terrain explored must be as varied as each man's experience playing in front of an audience improvisationally. Often this is accomplished atonally, as the first third of "Rest Up, Premonitions" attests. The listener is jarred by the percussive edge of this sound. "Isn't this two string players? What's all that beating?" After it moves through scrapes and squeaks, with each man playing just behind the other in a round, Cora takes the lead and constructs a complex, eerie melodic idea that Reichel follows with a dissonant counterpart. Over 19 minutes it plays out, winding and twisting its way through the mind of the listener until we're not sure where we are! As "Miracles, To Boot" commences, silence and the delicate texture of the cello are underscored by Reichel's daxophone being scraped and plucked is assonance. New chords, constructed from the various noted played by both men, are constructed from the tension and dynamic between the instruments. The sound of improvisers hearing becomes the impetus for a piece that eventually conjures entirely new sonic and tonal modalities out of the ether, from the physical space left unoccupied by either player or audience. And the rest of the disc follows suit, with the closing "Invitation to Dance" being particularly charming. European folk and square dances are traced and echoed by Cora. There is humor here, too, as Reichel makes the sound of flutes and gongs turn the invitation into a demand. But the joke is on us as the rhythm is slippery at best. It slithers, wanders, and pulses its way across space and geography into a soup that is a static as it is electric. The dancers turn and turn but have nowhere to go. As is the norm for both of these men, this is an excellent document of what must have been a very special tour. We are fortunate to have the document.

Rest up Premonitions

Miracles, to Boot

New Neighbors

Invitations to Dance

all tracks composed by Cora, Reichel
Biography:

Born: Hagen, Germany, 10 May 1949; guitar, daxophone; composer; inventor and luthier; designer. 

Hans Reichel taught himself violin from the age of 7 and then played in the school orchestra for about 9 years. At 15 he became interested early rock music and began to play guitar, being initially influenced by Donovan, the Beatles, and the Rolling Stones and later Frank Zappa, Cream, Jimi Hendrix and many blues players. In moving between different groups, Reichel played bass guitar for a time and even for a brief period worked in a duo with a musician who played the Renaissance instrument, the crumhorn. He gave up making music for a number of years while studying graphic arts and working as a typesetter but in 1970 came to record a collage tape of guitar music that, when sent to the jury of the German Jazz Festival in Frankfurt, led to his appearance at a special concert for newcomers. This led to discussions with Jost Gebers and the release of music on FMP. 

Reichel is particularly recognised as a solo performer, as evidenced by his discography, below. But in recent years he has played more group than solo concerts, with established partners such as Rüdiger Carl and Sven-Åke Johansson, in the September Band with Carl, Shelley Hirsch and Paul Lovens, in duos such as those recorded with Tom Cora and Fred Frith, and in ad-hoc groupings such as with Lê Quan Ninh and Dominque Repecaud. Various all- daxophone groups have also appeared, sometimes mixed in with treated cellos. He told Chris Blackford, tongue in cheek: 'My favourite format is the trio, and quite often I played a duo because I was lacking an idea for who the third person could be'. 

Hans Reichel is known as much as an instrument inventor as a player. One of his guitars is presented in the photograph below (courtesy Hans Reichel),  and is described in the notes to Lower lurum: 'although I don't like doublenecks too much, I've made this one for easy transportation. The part on the top is what I once called a 'pick-behind-the-bridge' guitar, designed to be picked on the 'wrong' side. Apart from this feature it is a normal solidbody electric. The strings are mounted in reverse, left-hand style. The bottom part of the doubleneck is a kind of hollowbody acoustic designed for finger tapping on both sides of the bridge. Besides a normal pick-up, it has a (piezo) contact microphone inside. Its strings are mounted right-hand style. On both guitars I use the thickest available strings. The tuning is regular but lower - starting on C or C#.' 

Reichel is particularly known for his instrument the daxophone. Another facet of his activities is designing typefaces, some of which are used professionally worldwide, such as Schmalhans, Barmeno, Dax Condensed and Dax; these are distributed by FontShop International, Berlin. 

Further reading:

Blackford, Chris (1994), Hans Reichel: born to be mild. Rubberneck, no. 16, pp. 4-11. Some of this article has been used in creating the entry above. 

Hopkin, Bart (1996), Gravikords, whirlies & pyrophones. New York: ellipsis arts, 96pp + CD. ISBN 1-55961 382-3. Piece on the daxophone and the doublebody guitar, pp. 12-13. 

	Hans  REICHEL
	Stop Complaining / Sundown
	1991
	71:31
	label: FMP

Hans REICHEL duets with Fred FRITH and Kazuhisa UCHIHASHI

#1-9: Stop Complaining

Fred Frith [g, v]; Hans Reichel [g, daxophone]. Rec. in Berlin, 1990.

#10: Sundown

Kazuhisa Uchihashi [g]; Hans Reichel [g, daxophone]. Rec. in Japan, 1991. 

The inventor and crown prince of the daxophone, Hans Reichel appears here in two distinct pieces as duets with two very different kinds of musicians, both of them guitarists. The first, "Stop Complaining", with longtime collaborator Fred Frith, is a study in the sonics of feedback as it relates to durational space. As Frith pushes the context of his six-string to the edge of what can be controlled with feedback — short of pulling the plug — Reichel pushes the dax into a kind of mantra overload, repeating sequences over and over, altering the pitch of the feedback slightly to make room for more tones inside the small timbral space allotted by the improvisation. When he moves to the guitar In the same piece in its second and third sections, he uses the guitar in much the same way Derek Bailey does, and allows for its percussive edge to dictate which tones should be referenced for repetition as Frith charges on according to the basic tones found at the bottom of the register. It's an insane workout by the end after nearly 30 minutes. All manner and type of feedback are explored, making Jimi Hendrix's controlled efforts seem tame. What feedback results in is what the pair becomes interested in, as sound. And sound can be manipulated and turned in on itself at all points on the dynamic scale. It's remarkable, really. The work "Sundown," with Japanese guitar maven Kazuhisa Uchihashi, is one 35-minute work of such transparent beauty and changing modes it's impossible to pin down which direction it will shoot for next: will we be exposed to pastoral polytonal dialogue, Dadaist carnival music, ambient drones? It's impossible to tell when two musicians such as this commit themselves to no beginning, middle, or end. When the piece finally does appear to be over, the listener sits in wonder for a few minutes, wondering if indeed the quirky, finely wrought sonics have slipped away or are merely waiting for the other to make a move. It's enchanting.

Section I 

Section II 

Section III 

Section IV 

Section V 

Section VI 

Section VII 

Section VIII 

Section IX 

Sundown 

Sections #1-9 composed by Frith/Reichel

Sundown composed by Reichel, Uchihashi

	Hans  REICHEL
	Shanghaied On Tor Road
	1992 
	71:28
	весёлый avant-garde ; похожие по настроению проекты: Christian GENET & Jean-Luc PLOUVIER "Plaisirs et Penitences"; и RENALDO & The LOAF;
label: FMP

The World’s 1st Operetta Performed On Nothing But The Daxophone By Hans Reichel. All compositions by Hans Reichel.

Исполняет один, на даксофоне — инструменте собственного изобретения с совершенно уникальными возможностями. Весело-эпатажный модерн на музыкальные темы популярных оперетт. Вместо попыток описать этот диск, скажу только, что не было человека, который не был бы ошеломлён им. Действительно, этот уникальный шедевр нужно рекомендовать вниманию как почтенной публики, так и разных направлений не-почтенности. О нём даже щекотно вспоминать. Притом, можно было бы сказать, что это музыка диснейлендовских мультяшек: хрюшек, слонов и т.п. (дети — писают от восторга). Но уровень исполнения! — лейбл FMP попсой не занимается. На толстой вкладке к CD, в данном случае, не разбирается концептуальная основа этой музыки. Но даётся подробное описание (с чертежами) этого детища Reichel’а — инструмента Daxophone (этот мощнейший звуко-имитационный инструмент весь собран из деревяшек), на котором всё это и исполняется.

  The daxophone is small. Years ago when I started using it in concert (alongside my ‘normal’ guitar stuff) lots of people thought I wanted to make a fire on a stage because of the emission of white clouds of rosin cought by the spotlights. Apart from this, there wasn’t much to be seen — a cello bow in the right hand, a flat piece of wood in the left, and a narrow, thin board clamped to the edge of a table or a bar stool. [...] It was loud from the word go. Although it’s a purely ‘acoustic’ device, the sound it makes can easily be amplified by means of a simple contact-microphone so that it becomes a real ear splitter. A completely unnerved Californian critic once said that it reminded him of tortured mules, monkeys and poultry (i.e. animal testing) and the whole thing was really just annoying — like the neighbour’s barking dog. [...] Of course I had a contemptible ulterior motive — just once I wanted to give a concise demonstration of what this small instrument, which is not often taken seriously, can really do. An unadulterated demonstration. In other words, on this CD you can only hear the vibration of wood and maybe the tremor of my hand, but nothing else. In most cases the instrument is bowed, struck or dabbed with the bow of a double-bass, or occasionally tapped percussively with a pencil with a small rubber on the end. In case (#8) the thin blade of a metal saw is involved. [...] Incidentally, you can of course make a daxophone out of any other rigid material such as metal, plexiglass, etc. — but unlike wood, these materials do not produce that versatility of sound. I’m sure I don’t have to tell you that a piece of cedar produces completely different sounds to a piece of ebony (even if they are the same size). Even two pieces of wood cut side by side from the same block, do not sound identical. Last but not least, the shape matters a lot. As soon as you drill a largish hole somewhere, cut off a corner or sharpen an edge, the thing sounds different yet again. To put it briefly, this phenomenon cannot be readily defined, you could even say it knows no bounds. This thing, which I call a daxophone, is just one of many possibilities — the construction of the soundbox in itself, or the way in which the pick-ups are placed, leaves a lot of room for variation, to say nothing of the rest. I could tell you various other things about it, but I’d rather leave that for a later date, or may be not at all. Over the years I’ve collected qiute a few boards, each of which is essentially on instrument in its own right — perhaps imperfect but unique. They all have one thing in common: They are self-willed and stubborn, sensitive to change in the weather and moody — right up my street. Some look attractive, others range from being unassuming to being unattractive. Some are real howlers, whereas others prefer to murmur away quietly to themselves. Some are versatile and co-operative, others are out for one thing only. I’ve tried friendly persuasion, and have often sworn at them using the foulest language. Occasionally I’ve sawn the head off some of them... music can be brutal, once in a while.

	Hans  REICHEL
	"The Death of the Rare Bird Ymir" / "Bonobo Beach"
	1993
	73:19
	jazz/avant-garde
label: FMP
Hans Reichel solo: acoustic guitar, de-fretted Spanish guitar, e-guitar.

All compositions by Hans Reichel.
Re-issue of two out-of-print records Tracks # 1 - 6 and 10 feature the acoustic full-fret guitar, on track # 8 and #11 you may hear a 12-string of the same make. #7 was played on a de-fretted Spanish guitar. #9 and #12 introduced the first electric to be picked on the wrong side of the bridge. # 2 and #5 were played on two guitars simultaneously. All tracks were recorded in real time - no dubs, effects, etc. being used.

The Death of the rare bird Ymir (1979)
01. Good Days 04:58
02. The Call (I) 02:38
03. The Flight 03:49
04. The Dream 02:20
05. The Call (II) 03:51
06. The Death of the Rare Bird Ymir 20:33

all tracks composed by Reichel

The extraordinary free improvisation guitarist mixes experimental techniques and prepared guitar with the virtuosity of classical and flamenco, resulting in an entirely personal sound that touches of Balinese music and classical on this '70s recording for FMP. Hans Reichel's recordings solo and with Tom Cora are highly recommended to fans of the outward bound guitar experiments of Derek Bailey and Fred Frith, though the prolific guitarist offers more in terms of virtuoso invention than any of his peers. Come to think of it, any Yngwee Malmstein fan would probably be left gasping after hearing the techniques Hans Reichel deploys on the opening track. The peculiar sounds are achieved not only by great musicianship but via the extraordinary instrument adaptations that the guitarist designed and built himself.
Bonobo Beach (1981)
07. Southern Monologue 04:53
08. Bonobo Beach (II) 04:34
09. Could Be Nice 05:23
10. Two Small Pieces Announced by a Cigar Box 06:50
11. Bonobo Beach (I) 07:50
12. Could Be Nice Too 05:30

all tracks composed by Reichel

	(Hans  REICHEL)
	SEPTEMBER BAND:

"The Vandoeuvre Concert"
	1994
	59:12
	label: FMP, 1994

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

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

The September Band, recorded in France in April of 1993. For that evening, they were Hans Reichel on guitars and daxophone, Shelley Hirsch on vocals, Rüdiger Carl on accordion, and Paul Lovens on saxophones. What transpired on that evening was a collaboration of outrageous proportion. From the very beginning of the show, will Hirsch and Reichel groaning and moaning toward one another before Lovens enters to provide a lyrical backdrop to Hirsch, telling the first part of "That Little Door." Like Diamanda Galas quoting Baudelaire, Hirsch spits out the narrative in geographical dialects as Reichel fills it with dreadful emotion and Lovens lightens up the entire proceeding with simple glissandos that change color and texture as Hirsch shifts from one persona to another seamlessly — from a German beerhall maid to Edith Piaf to a Southern washerwoman in less than 15 seconds! While Lovens brightens the picture, Reichel's daxophone darkens it considerably, creating an often-horrifying emotional framework for Hirsch to work against. Karl doesn't enter until the second section (both parts total over 25 minutes), and his deep register displaces Reichel's dax. Hirsch is the force of movement, however, carrying all the musicians in her whirlwind of heartbreak, pathos, and blues-o-logical hysterics. Elsewhere, on "Chicken Little Dick," Hirsch's bizarre story of people on elevators with paper bags full of cans of split pea soup. She has no idea what to do with it either, and launches off into an improvisation that involves all three other members in an exchange of tonal languages that match hers and then challenge her to opt out of human voice entirely — which she attempts periodically over the course of nine and a half minutes. This music and its apparent insanity isn't for everyone, from the deep psychotic skeins of Karl's accordion, to the bowed-out phrases of Reichel's guitars and fractured percussives from the singing daxophone, to Lovens' sober tonal groundings, all of them accompanying a woman on a mission to who knows where with a vocal style that cannot be described let alone imitated; but it is for those who are willing to leave all notions of group improvisation at the door, and allow themselves to be engaged in a deep, emotional — though insane — manner over the course of an hour. The audience who witnessed this concert must have been asking themselves serious questions on the way home, about music, improvisation, and its limits, and other, deeply personal ones. This record succeeds on many levels as both revelatory and disturbing as hell, but the former one, that it makes us ask heavy questions about our perceptions and personal issues, is the main one.
1. That Little Door 14:08

2. That Little Door 11:34

3. The Eye and the Egg 7:44

4. Chicken' Little Dick 9:13

5. Back to Reservation 12:06

6. O la la, Sans Sous 4:14

	Hans  REICHEL
	Hans  REICHEL & Rudiger CARL:

“Buben... Plus”
	1995 
	72:55
	label: FMP

Rudiger Carl (см. в 'Jazz') [concertina, accordion]; Hans Reichel [daxophone, violin].

e-mail: carl@pol-music.de
  Just like fireworks and recording sound in grooves, it seems that the roots of the concertina are Chinese. The first ‘free reed’ instrument in Europe was a Chinese sheng, inspiring a Mr Charles Wheatstone (1802-1875) to invent the concertina. It’s since patnered the violin very nicely in lots of Irish and English traditional musics, but this charming record reminds me more of African players like Noise Khanyile [см. в разделе ‘Africa’], who combines concertina and violin in the tradition of South African jive music.

  ‘Buben’, Mr Reichel tells me, in a fax so literate that it puts these notes to shame, «is a quite ‘out of fashion’ word... Generally (the singular form) ‘Bube’ means ‘young boy’, or ‘lad’, as Charles Dickens would eventually say. It also means a mischievous guy, a rascal». I also like the word ‘scallywag’ – they still use it in Liverpool, but shortened to ‘scally’. It’s that quality – expressed through rhytmic games, energy, chutzpa, an interest in exploring new and sometimes insane – sound areas – that Mr Khanyile has and which makes the CD you have in your hand so precious. (A devalued word, but I’m sticking to it). These scallywags have long since become thoughtful, smart, humorous gentlemen, but have lost none of their youthful energy.

  Like the great Bo Diddley, Mr Reichel started out on violin and switched to guitar. They both made guitars to their own, very special designs, incorporating the technical changes into their musical language. The invention of the daxophone signified a slight return to the earlier instrument, the dax being customarily bowed. Even more than the fiddle, it has a wonderful flexibility of pitch (Bo and Noise should try it) and, like his guitars, it’s very good to look at.

  People respond immediately to its human voice quality, and I hear a bit of singing by Mr Reichel on the 1978 tracks that maybe prefigures the dax, uninvented at the time of the LP release of this recording (1978). The two lads have conspired again to bring you new duets, this time between daxophone and «two accordions – a very big one and a less big one».

  In 1978, my chum Richard Leigh gave the LP what was for ‘Musics’ magazine a rave review – «It’s a record of people trying things, rather than just wearily doing things, for the millionth time».

  Unlike most deep thinkers, Mr Carl has consistently come up with fresh and spontaneous approaches. Given the impossibility of slithering through pitches in the manner of the violin, he has used the diatonic nature of his childhood instrument to wonderful effect. Another echo of the African townships, where the major chord gets used so often and with such power. Louis Moholo – who was in a trio with Mr Carl – told me that an accordion was a most highly-prized instrument. You probably already own some FMP records upon which Mr Carl plays clarinet and/or saxophone. Those are his main instruments, but his squashbox playing is right up there with Bernard Wrigley ‘The Bolton Bullfrog’, as far as I’m concerned.

  «Originally,» Mr Reichel writes, «the name of the LP was to be ‘Bubenziehen’ (something like ‘pulling jacks’). In those days there was a sort of drukard’s ‘game’ named like this in one of Wuppertal’s notorious night bars, and, as I heard (and slightly remember now), we obviously took part in that more than once. It goes like: the keeper mixes a pack of cards, and each of the customers in the round pulls one card. The one who uncovers the first Jack is supposed to define the brand of liquor to the drunk by the whole crowd a bit later – the second one sets the amount (small, medium, big), and on and on... anyway, the one who finds himself having drawn the forth Jack has to pay for the whole shit. A great chance to get twenty different liquors in your stomach without paying a dime».

  Not that that is compulsory for you, dear listener. This music can be enjoyed just as well whilst perhaps eating a good German cake, in honour of Mr Carl’s grandmother Tinka, who sensibly taught him to play the concertina.   --------    Steve Beresford [см.]

Rüdiger Carl: born 1944, Goldap (East Prussia); accordion, saxophone, clarinet, arranger, composer. 

Rüdiger Carl has been involved in improvised music from 1968, recording his first record in January 1972 and then playing with a wide range of musicians including Arjen Gorter, Makaya Ntshoko, Louis Moholo, Maarten van Regteren Altena, Tristan Honsinger, Johnny Dyani and Han Bennink. His long-standing partnership with Irene Schweizer began in 1973 and continues to the present day and for a three year period, from 1973 to 1976 he was also a member of Globe Unity Orchestra. He began to give solo performances in 1977 and in 1978 started two other long-term professional partnerships, with Sven-Åke Johansson and Hans Reichel. All three musicians were members of the Bergisch-Brandenburgisches Quartett (the fourth member being Ernst-Ludwig Petrowsky) and they have both appeared in duos with Carl, Carl and Johansson are members of the 'Swing Dance Band' (with Alexander von Schlippenbach and Jay Oliver), Carl and Reichel have been members of the September Band since 1993, and the trio of Carl/Reichel/Johansson has itself been performing since 1994 (see below). 

Rüdiger Carl has probably made the most striking change in improvised music, virtually forsaking the quintessentially jazz instrument - the tenor saxophone - and taking up one with totally different associations and means of expression: the accordion. This was manifest in recordings on Buben, his duets with Hans Reichel, and though he continued to play the two instruments virtually side-by-side ( in addition to clarinet), the - what some might deem to be drastic - move was completed and cemented on Vorn which even featured a version of Paul McCartney's Those were the days. Following this recording, the COWWS Quintet was formed, continuing Carl's musical relationship with Schweizer and adding Philipp Wachsmann, Jay Oliver and Stephen Wittwer. While quite varied moods are apparent from the recorded output of the group, the lasting impression is one of folk and song influences, emphasised by Carl's accordion. With the death of Oliver in 1993, the bass chair was taken by Barre Phillips for approximately one year and then by Arjen Gorter. 

Rüdiger Carl has continued to work with other musicians in addition to COWWS. Thus, the Canvas Trio was formed in 1991 with Joëlle Léandre and Carlos Zingaro, and in the same year he played in duos with Mayo Thompson of the Red Crayolas (who contributed to the second COWWS record) and Joëlle Léandre. From 1988 to 1992 he was concert organiser of 'Musik im Portikus' in Frankfurt/M. and from 1994 has been leader of the F.I.M. Orchester in Frankfurt/M. 

The trio of Carl/Reichel/Johansson played an intriguing set at Free Music XXII at Antwerp in August 1995. While this is no doubt a trio of individualists, the music was integrated to a level that might be suggested by the length of time the three have played together in a variety of circumstances over the years. One of the intriguing elements was the purely visual: Reichel, dressed in dark colours assuming a disinterested look, maybe having trouble with one of the spotlights shining into his face; Carl, also seated, body hidden by the large black and shiny silver accordion, face at times contorted, expressing complete involvement with the music and rather at odds with his sober appearance (light coloured shirt and slacks, tie), clarinet standing there isolated, untouched throughout the performance; and Johansson, smart, green-shirted with braces, on his feet the whole time and moving between two drums (one of them a large bass drum), two cymbals, a piece of cardboard packing case mounted on a stand, two large hand cymbals, a small red accordion and an array of household odds and ends dragooned into percussive use. 

The dynamics of the music did not vary greatly throughout the performance and neither did the tempo, the variety and interest coming largely from the interplay between the three musicians. Time was suspended on several occasions only to be interrupted by that type of accordian sound that Hollywood uses to signify a walk by the Seine or, again, by a horse-trotting scene from a Western, this time coming from Reichel, but each time the pastiche was taken to new pastures by the musicians and not simply played straight or for laughs. But laughs were also provided, particularly by the theatricality of Johansson, standing upright waiting for just the right moment to crash his enormous hand cymbals and then putting them down unsounded; or, towards the end of the performance, pouring a handful of something from a tube, cupping it to his mouth and then using a pea-shooter to send the peas bouncing off his own kit and that of another, previously lying untouched at the back of the stage. His recitative vocals also appeared to amuse some of the audience but, unfortunately, were unintelligible to this Englishman. I suspect that not all the performance was freely improvised but that some elements may have been suggested beforehand, particularly by Carl (as suggested in the sleeve notes to Blue Goo Park) but it was interesting to see and hear the selfless approach taken by the accordionist. The impetus for the music seemed to move between all three players during the performance and if Carl was the nominal leader he was certainly not imposing his presence on the others, almost the opposite, being content at times to take very much a supportive role for the more prominent comments of Reichel and Johansson. For one still (at the time) trying to appreciate the contribution of the accordion to free improvisation this was not only an excellent musical event but a confirmation that any instrument can provide stimulating music in the right hands. 

Hans Reichel

Known equally as a guitarist and instrument inventor - roles that, in his case, tend to compliment one another - Germany's Hans Reichel has carved out a quiet niche for himself in the world of European avant-garde improvisation. He stands out among his contemporaries not only due to his unusual guitar-like inventions - which feature frets, pickups, or microphones in non-traditional places - but also due to his actual playing style, which is often surprisingly melodic and folk-like (not to mention good-natured and unpretentious) for someone primarily associated with the avant-garde. On the other hand, he has also created some truly bizarre (and most definitely not folk-like) music over the years. For example, his various work with the daxophone, a bowed wooden plank that he invented which emits some almost unbelievably animalistic creaks and groans. 

Born in Hagen, Germany, in 1949, Reichel grew up playing violin before switching to guitar as he developed an interest in rock & roll during the mid-'60s. His interest in playing music waned toward the end of the '60s as he devoted more time to his other main interests, typesetting and font designing. However, he eventually found his way back into activity in the early '70s and received encouragement from Jost Gebers, producer for the prestigious Berlin-based FMP label. His first release, Wichlinghauser Blues, came out on that label in 1973, making it one of the earlier FMP albums. (Unlike several of his FMP LPs, however, this one has not yet made it onto CD.) 

Reichel tends to work in smaller settings and has recorded a number of solo albums, among them The Death of the Rare Bird Ymir (1979), Bonobo Beach (1981), The Dawn of Dachsman (1987), Coco Bolo Nights (1988), Shanghaied on Tor Road(1992), and Lower Lurum (1994). He has also performed duets with a wide range of musicians, including cellist Tom Cora, accordionist/multi-instrumentalist Rudiger Carl, percussionist Eroc, and guitarists Wadi Gysi, Kazuhisa Uchihashi, and Fred Frith. Additionally, he has recorded as part of the September Band with Carl, vocalist Shelley Hirsch, and percussionist Paul Lovens as well as in larger groups led by such diverse figures as conductor Butch Morris and saxophonist Thomas Borgmann. 

Most of Reichel's albums have come out on FMP and have thus not been widely distributed, particularly in the United States; other small independent labels to have issued recordings of his include Rastascan, Intakt, and Table of the Elements. Still, while not a household name by any means, Reichel has gained some scattered exposure in more mainstream areas over the years: A 1997 issue of Guitar Player magazine named him among the "30 Most Radical Guitarists" in music, and he was also featured on the popular Gravikords, Whirlies & Pyrophones, a 1996 book/CD dedicated to invented instruments released by the Ellipsis Arts imprint.

	Hans  REICHEL
	Yuxo - A New Daxophone Operetta
	2002
	54:07
	avantgarde

label: FMP www.free-music-production.de 

rec.: Dec 2000 - Feb 2002

Why is Hans Reichel a genius? Because he invented the daxophone, one of the strangest, most fascinating instruments of the 20th century, but also because he has been able to use its full potential in pieces that bridge avant-garde composition and family entertainment. Released in 2002, Yuxo picks up where Shanghaied on Tor Road had left ten years before. Subtitled "A New Daxophone Operetta," it is performed solely on Reichel's wailing microtonal instruments — actually, an array of these in different shapes and sizes, multi-tracked to create a virtual orchestra of daxophones. The term operetta has not been chosen innocently. Reichel keeps from the classical genre its song format (albeit instrumental here) and lightness. The melodies are playful, the arrangements deceptively simple. At the core of it all resides the sound of the instrument, throaty but clear, an impossible cross between the violin and the human voice. Each piece is a delight, its melody recognizable on second listen. "Death Procession" feels like being trapped in a movie by a Martian incarnation of Federico Fellini. Flashes of Ennio Morricone and Nino Rota captured by a cartoonish pygmy tribe go by, alternating with images of mutating pump organs ("Sometimes at Night") and dancing ghosts ("You Can Dance With Me"). The daxophones take lives of their own, deliriously mischievous, sometimes even childish. What it comes down to in the end is serious fun, irresistible tunes, and the masterpiece one was not expecting anymore from Reichel. Highly recommended if you can (or want to) crack a smile once in a while.
1. The Duke of Syracuse 1:51

2. A Life Without Lychees 4:16

3. You Can Dance With Me 5:34

4. Bubu and His Friends 6:40

5. Oway Oway 3:05

6. Out of Namakemono 5:19

7. Death Procession 3:30

8. Street Song 3:01

9. My Haunted House 4:49

10. Le Bal 5:46

11. Sometimes at Night 4:32

12. The South Coast Route 3:54

13. Eros vs. Education 1:21

	Vernon REID
	Vernon REID, Elliott SHARP, David TORN: "Guitar Oblique"
	1998
	59:13
	label: Knitting Factory Works (NY, USA)

Vernon Reid (см. тж. с: MC  900  FT  JESUS) [g]; Elliott Sharp (см.) [8-str guitarbass]; David Torn (см. в 'Jazz') [g].

“Twisted brilliance.” – JazzTimes

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

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

	Vernon REID
	Bill FRISELL & Vernon REID:

“Smash & Scatteration”
	1986
	35:37
	label: Rykodisc (USA)   Rec. 1985

Bill Frisell (см. в 'Jazz') & Vernon Reid – el&ac guitars, guit synths, banjo, drums.

1. Lanscapes in Alternative History

2. Size 10 ½ Sneaks

3. Amarillo, Barbados

4. Last Nights of Paris

5. Dark Skin

6. Fr, Fr, Frisell

7. Small Hands

8. Black Light

Мы полагаем, что эти композиции – суть  карикатуры на некоторые музыкальные направления. Например, Small Hands – явная пародия на типичную ECM’овскую продукцию a la пафосный романтизм. Не будем заранее подсказывать другие фокусы – слушайте и веселитесь.

>MARC RIBOT Y LOS CUBANOS POSTIZOS:Muy Divertido! (Very Entertaining)

	RENALDO  &  The LOAF
	Arabic Yodelling
	1983
	42:31
	label: T.E.C. Tones (S.F., California)

http://www.inch.com/~magraith/cybersalon/RTL/arabic.html  

Ёрничество в чистом виде. Притом, очень удачно состоявшееся. Можно провести аналогию с дисками H. REICHEL’а (см. выше) "Shanghaied On Tor Road"; "Yuxo" и с: Christian GENET & Jean-Luc PLOUVIER "Plaisirs et Penitences". Если R & The L сравнивать с Residents, то живость и спонтанность R & The L будет противопоставлена холодно-умным спекуляциям Residends.

RENALDO AND THE LOAF are:

BRIAN POOLE: 12 string acoustic guitar, electric guitar, percussion, Casiotone

202, piano, bowed bouzouki, rababa, mesmer, glockenspiel, thumbpiano, harmonica,

kazoo and voice.

DAVE JANSSEN: Clarinet, electric guitar, bouzouki, Casiotone 202, percussion,

fragmentor and loops.

with DAVE BAKER: Violin -- on Bearded Cats and J.P.W.B.C.

Green Candle 

Night 

Bearded Cats 

The Blowflies' Dilemma 

Dichotomy Rag 

A Critical Dance

Wilf in Builth

Leery Looks (from Father's Books) 

None After Rain 

Clean Gender 

Vitamin Song 

Lonely Rosa 

J.P.W.B.C.

Like Some Kous-Kous Western 

Nelda Danced at Daybreak 

There's a Cap on the Lawn

More than two years in the making, "Arabic Yodelling" was Renaldo and Ted the Loaf's second release on Ralph issued in 1983. Recorded in a home studio (Sneff's Surgery) on 4 track, the pieces here were constructed using tape manipulation, loops, found sound and conventional instruments, including a keyboard for the first time.

This collection of songs and tunes describes characters, places and covert observations, although not designed to have a preconceived storyline, the songs seem to lend themselves to a picture show of the mind. Each listener is free to wander through this place, creating (or not) their own

interpretation. My personal catalogue of images and scenarios would go something like this....

“Imagine a frontier scene where pyramids meet a De Chirico cityscape, where sand dunes almost reclaim Main St., where neon-lit nomads, cowboys and carousers mix with dubious characters of the night, totally self-sufficient on the 'Urban Range'. Encounter the Bearded Cats (a sleazy club combo), Lonely Rosa (party guest from hell), Feral Nelda (gross yet graceful) and the little boy, resident in an 'adult shop', who believes mother is boxed and inflatable. Even Joe, hot from the cowboy's conga, makes his appearance as he sets off on a sand counting expedition. So close your eyes, mount your camel and transport yourself to this Vegas of another world -- let your pictures come too!”

Brian 1993

	RENALDO  &  The LOAF
	Struve & Sneff
	1984
	40:42
	label: T.E.C. Tones

Renaldo [g, b, mandolin, hammered bouzouki, perc, kazoo, macaroni, v]; Ted the Loaf [g, prepared g, cl, mandolin]. Rec. 1979-80; first release: 1984; this release: 1994.

	RENALDO  &  The LOAF
	Songs For Swinging Larvae
	1990
	47:28
	label: T.E.C. Tones (San Francisco), 1990

Renaldo M. [g, mandolin, bouzouki, d, flockdrum, bamboo, perc]; Ted The Loaf [g, b, cl, scalpel wielding, hacksaw blade, perc].

rec. 1980

	RENALDO  &  The LOAF
	The Elbow Is Taboo
	1993
	37:58
	label: T.E.C. Tones

Waldo said: «bite the wax tadpole».

 You know how it is sometimes when you’re looking for inspiration – maybe, every once in a while you catch a snippet of conversation or read a choice phrase that kick-starts an idea for a song title or lyric and suddenly it’s playtime. Now, these instances can be few and far between; that’s how it was for some of this, Renaldo And The Loaf’s final album, which took over 3 years to put together despite the advantage of 8 track recording and early digital effects to help us on our way. [...] Personally important is that each song is also a distinct memory of a time, place or observation; a diary of the odd scenarios and obtuse thoughts that, back then, went buzzing through our heads.   -- Brian 1993. 

	RENEGADE  SOUNDWAVE
	In Dub
	1990 
	47:56
	label: Mute

	REPTILICUS
	Reptilicus
	2000
	65:52
	dark ambient / trance / noise / alternative
The Point at the Centre of a Circle, contains the Possibility of all the Future Circles emanating from the Point, which at the Centre of a Circle, contains the realised Possibility of all the former Circles it emanated from. The Point at the Centre of a Circle, who contains the accomplished Possibility of all the former Circles emanating from the Cycle, which is the Point at the Centre of realised Possibilities of all the former Cycles emanating from itself. So why is it, that we experience the Ring of the 0 in the cyclic Motion of the Empty ? Is it the Tviroddun in the Sjalfsmerkjandi? or the Sjalisveru Segdarinnar ? or the Qpoed Medium ? Certainly the Qpoea can never be compared to the Room of Tvibentra Taknbuua. That in itself does not prove that the Skilvitlegu Taknmid is not this Ring of the 0. But if the Tviroddun in the Sjalfsmerkjandi (TS) puts the Imperative of Sjalisveru Segdarinnar (Ss) through to the Room of the Tvibentra Taknbua (RtT), it is very obvious that the Skilvitleg Taknmid (ST) can not parent this Ring, even if it is split into its' Components, (ST 1) and (ST 2). This can be seen in the following Graph:

TSxSs>RtTYST l+ST 2 =STxRtT, 

Then it boils down to Qpoed Medium (Q) 

TSxSs>RtT=Q. 

And then the Ring stops, and we start experiencing Emptiness.

	RéR Quarterly
	Volume 1, Number 2
	1985
	50:57
	exclusively edited recordings – это не сборник: на дисках этой серии издаются уникальные записи и раритеты.

label: ReR

The ReR Quarterly is a sound magazine, featuring commissioned pieces, projects, live recordings, found sound &c. from all over the world. Plus a 64 page A4 magazine with theoretical and practical articles (often by the composers and performers featured on the LP), texts, artworks, provocations - and not fan interviews, record reviews or promotions. "Theirs is the pursuit of unimaginable, packed in artwork of giddy luminescence" 

(Paul Oldfield, Melody Maker).

Duck and Cover - Brecht/Eisler - Cutler/ Frith (см.) - Goebbels/Harth (см.) - Tom Cora (см.) - Dagmar Krause (см.) – Lewis

1. Berlin Programme, Berliner Ensemble GDR 1985 – 27:42

John Oswald (см.)

2. Mystery Tapes 1 – 6:09

Conrad Bauer (см.)

3. Marzfeber – 7:01

Reportaz

4. Fluent – 3:14

5. Battle-painter's Song – 2:11

6. The Day When Truth Was Not Existed – 2:55

Adrian Mitchell

7. Stufferation – 1:41

	The RESIDENTS
	Meet The Residents
	1973
	38:09
	см. тж. – SNAKEFINGER; тж. ремикс на диске FAUST " Freispiel"; т.ж. в исполнении FLAT EARTH SOCIETY;

“Meet The Residents” is the First Album by North Louisiana’s Phenomenal Pop Combo.
This is the first album released by The Residents. The recordings reflect the primitive nature of both The Residents music and their recording technolo​gy in 1973. Not for the uninitiated, but the music is pure Residents. The Residents were decades away from digital samplers, midification, symphonic operas, and film scores. No matter what kind of sophisticated paper doll dresses they added to their music later ... this is the real Residents in their collective underwear.

The Residents began collecting interesting and unusual tapes in the early 60s in an effort to expand their awareness of the very nature of sound. The tapes came from everywhere ... cassettes of soldiers in Vietnam singing songs with impromptu instrumentation ... reels from second hand shops ... sound effects and bird call collections from garage sales ... and, yes, even a few bootleg tapes of well known pop artists going avant garde between takes which were purchased on the black market and are stored in a local bank vault.

The Residents not only collected other peoples' tapes, but gained widespread notoriety for their unusual recordings. The underground network carried their reputation across the oceans where it finally hit the ears of the then unknown Englishman, "Snakefinger" Lithman. Packing a few clothes, he flew directly to San Mateo, California where The Residents then had their sound studio, in hopes of studying tapes of early Cajun music. The Residents were alleged to have recorded while in college in Louisiana. Snakefinger had also brought an acquaintance that he had met in the woods of Bavaria while on an expedition there for Britain. That friend was none other than The Mysterious N. Senada who had developed a complex musical system based upon phonetics.

For six months Snakefinger, N. Senada (who spoke very little English), and The Residents worked together recording and listening to tapes. A few lucky people were even able to catch impromptu performances by The Mysterious N. Senada and Snakefinger at several of San Francisco's folk and jazz clubs.

The Residents negotiated with Warner Bros. Records executive Hal Halverstadt over the rights to the Snakefinger / N. Senada / Residents tapes, but Warner Bros, hit by a sudden slump in record sales, decided the audience appeal was too limited and at the last minute withdrew their offer.

Snakefinger returned to England to become a rock and roll star, and The Mysterious N. Senada, well, he just disappeared one day. The Residents have ventured to guess that he has probably gone to the Arctic region. He believes some musical link is hidden among the Eskimos of the frozen north.

The music on this album is not that of Snakefinger nor of The Mysterious N. Senada. The Residents have taken the basic ideas of the phonetic organization but have applied the theories to a more Western style of music. The translation does not always hold intact, though there is more than enough example of this staggering new music style.

The instruments used on this album have been tuned to approximate Western culture harmonies and artistic freedom is assumed for the right to substitute normal instruments where necessary.

Listen closely to the album. Let the strangeness wear off through a couple of plays. Soon you too will whistle the merry tunes and wonder along with The Residents who that old man N. Senada really was.

- epilogue -

MEET THE RESIDENTS was released in 1973. The Residents did sign a short lived contract ten years later with Warner Bros, Snakefinger became a renown solo artist until his untimely death in 1987. The Mysterious N. Senada died in 1993 at the age of 86.

	The RESIDENTS
	The Third Reich’N Roll
	1976
	36:20
	experimental; юмористически-сатирический.

The Residents third album was realased in 1976. The love / hate relationship the Eyeballed-ones have with pop music has,

perhaps, never been better stated than in this scathingly satirical look at '60s bubble-gum rock somehow twisted into shocking ‘70s bubble-gum avant garde. With a swift kick in the balls, The Residents leave rock and roll as fodder for tomorrow’s dough-brains. 

Composed, Arranged, and Performed by The Residents.

	The RESIDENTS
	Fingerprince
	1977
	53:06
	label: The Cryptic Corporation

	The RESIDENTS
	Duck Stab
	1978
	34:39
	edition 1997

#1-7: Duck Stab

#8-14: Buster & Glen

The fifth album by The Residents Duck Stab started off its life as a seven-inch vinyl EP of seven songs. The record proved to be a big hit and was soon united with a second unreleased EP, Buster & Glen, to form what you now hold in your hands. Recorded in 1977, this release startled the world's ears with its "modern-day nursery rhyme" characterization.

	The RESIDENTS
	Eskimo
	1979
	49:16
	#1. – 6. ESKIMO

#7. – 10. THE REPLACEMENT

featuring Fred FRITH (см.)

ESKIMO

North of Greenland, well within the Arctic Circle, and on the floating ice continent surrounding the North Pole, lived a nomadic tribe of Mongolian descendants known as the Eskimo.

Their culture was passed down through generations in the form of adventurous tales and ceremonial music.

This album attempts to recreate not only the Eskimo ceremonial music, but also a living context for its existence, in the form of Eskimo stories. Although on the disc, the stories are told purely with sound, a written account is provided to aid your appreciation of this unique culture. For maximum enjoyment, this record should be listened to with headphones while reading the enclosed literal accounts of what you hear. Eskimo should be played in its entirety. A relaxed state of mind is essential. Warm clothing or a blanket should be within easy reach.

1. THE WALRUS HUNT

Walrus hunting in kayaks among the floating ice must sometime proceed in winter darkness or in a condition known as "whiteout" when atmospheric conditions turn the sky into a virtual mirror of the snow and ice below and orientation becomes difficult. At these times, women on shore blow a large horn made from a giant narwhal's hollowed tusk and chant to give directional orientation to the hunters.

2. BIRTH

Since the most important person in the Eskimo community is the hunter, and since hunters are always male, female infants are ritually killed if there is no infant male who will someday need a mate to cook, sew, and chew leather for him. This social condition adds to the drama of birth.

3. ARCTIC HYSTERIA

Arctic hysteria is a phenomenon that occurs in the dead of winter, primarily to women. The weeks of darkness and general sensory deprivation lead to the eventual temporary loss of a firm touch with reality.

4. THE ANGRY ANGAKOK

Angakoks, the Eskimo men of magic, are widely held as symbols of mortal power among the tribe. Stories of their feats are very popular at tribal gatherings.

5. A SPIRIT STEALS A CHILD

One of the many strange Eskimo phenomena is the disappearance of children. In such inclimate conditions one can easily understand how this can happen. However, Eskimo mythology speaks of children being stolen by the spirit of the weeping seal, which is half seal and half woman, and who, because she can have no children, must steal any she finds unguarded.

6. THE FESTIVAL OF DEATH

Perhaps no holiday is more important to the Eskimo than the Death Festival. More than a tribute to the dead, this festival marks the beginning of the yearly cycle by being held at the end of the six month Eskimo night.

THE REPLACEMENT

While nearing completion of their epic ESKIMO album in 1979, The Residents were asked to contribute to a compilation project that Ralph Records was planning called SUBTERRANEAN MODERN. The concept called for four bands to contribute one-fourth of an album each based loosely on "San Francisco". The Residents gleefully took to the idea of a break from the tightly defined ESKIMO music and quickiy produced a four song story of a man who is feeling his life slowly being drained away, while another man just as slowly replaces him. Sand drips through the hour glass. Big Ben strikes a final note, the king is dead—long live the king. Does anybody want some roses?

7. In San Francisco 

8. Dunibo the Clown 

9. Is He Really Bringing Roses? 

10. Time's Up

	The RESIDENTS
	Freak Show
	
	44:55
	

	The RESIDENTS
	George & James
	1984
	36:29
	label: The Cryptic Corporation

‘George’ = George Gershwin; ‘James’ = James Brown.

George Part:

Rhapsody in Blue

I Got Rhythm

Summertime

James Part:

Live At The Apollo

THE AMERICAN COMPOSER SERIES:

America, in its relatively short history, has produced an astounding number of talented individuals in the field of music, THE RESIDENTS art deeply indepted to the Ameri​can composer for the spunk it has given the melting pot.

This series is to be recorded during the final sixteen years of the 20th century (1984-2000). While each record will be released upon completion, the work, as a whole, will not be available until 2001 and will contain the works of not less than twenty composers.

THE RESIDENTS are a group of pseudo-artists who freely indulge themselves in the great american culture. While the results have been of debatable value, for over a decade THE RESIDENTS have munched away at music with the enthusiasm of a grasshopper.

Their major contributions to society have been "Eskimo", an album of environmental soundscapes; "The Third Reich’ n’ Roll", a survey of twisted Rock and Roll senti​mentality; and "The Mole Trilogy", of which this is not part three.

George Gershwin (1898-1937)

Gershwin was born in Brooklyn, New York, on September 25th, 1898. At 21 he had his first Hit with "Swanee". ln 1922, Gershwin wrote a one-act opera, "135th street", which paved the way for his 1924 premier of "Rhapsody in Blue". Few pieces written before that time had both the quality and general Americana of "Rhapsody", and it made Gershwin famous throughout the world of music. After that he split his time by writing both for Broadway and the Con​cert Hall. Other works are: "An American In Paris", "Porgy and Bess", "I Got Rhythm", "Nice Work if  You Can Get It", "Somebody Loves Me", and many other '30's pop tunes. He died in 1937 of a brain tumor.

James Brown (1933 -)

Overcoming a childhood of poverty, Brown rose to become america's first successful black artist. His first record was "Please, Please, Please" (1956). In 1962, he recorded one of the first live albums, "Live at the Apol​lo". It immediately became the most commercially suc​cessful RGB album ever recorded. James has had over 20 singles that sold a million, inclu​ding: "It’s a Man's Man's Man's World", "Say it Loud, I'm Black and I'm Proud", "Poppa's Got a Brand New Bag", "Prisoner of Love", and "Sex Machine".

	The RESIDENTS
	Part Second of The Mole Trilogy:

“The Tunes of Two Cities”
	1982
	39:57
	The Tunes of Two Cities is the second part of The Residents' Mole Trilogy which began with Mark of the Mole. While the first part is an elaborately told story of political and social struggle, Tunes is a documentation of the music of these two cultures as they were before fate threw them into turmoil.

The tracks on the disc alternate between societies. First, one culture—then the other... making its point, not just by what is said... but by the listener's willingness to understand the globe-wrenching power of "difference."

	The RESIDENTS
	Part Four of The Mole Trilogy: 

“The Big Bubble”
	1985
	49:14
	In the fall of 1981 The Residents released "Mark of the Mole" This first record of the "Mole Trilogy" laid out the basic story line for the first two parts of the story. One the Hole-Workers battle against the ravages of nature in the form of a storm that destroys their homes; and two, their resulting conflict with a neighboring culture that is very different from their own.

The second part of the trilogy was released in spring of 1982. It featured examples of the music of both the Chub and Mole cultures so as to more clearly illustrate the difference between these two societal forces.

The remainder of 1982 and all of 1983 was spent touring a large scale musical / visual presentation of these two albums that was known as "The Mole Show". Upon returning from the European part of the tour, The Residents rested briefly and threw themselves into the job of completing the story. Part three of the trilogy picked up on the story several decades after the great war. The survivors of the two cultures lived side-by-side in uneasy peace. The war had not resulted in any clear winner, but time had promoter those who had the appropriate appetite for power, and the Chubs were famous for fieir various appetites.

Many Moles and Chubs had blended socially so mixed marriages were common. Their offspring were referred to as "cross". In response to this a "Zinkenite" movement by traditional Moles, or 'Mohelmot', had surfaced to encourage the establishment of a new Mohelmot nation. Surprisingly, many of the officials of the Zinkenites were "cross" as though the Chub genes had brought a new aggression to the Mohelmot sense. One such official was a charismatic second generation cross named Kula Bocca.

Kula Bocca knew that if the Zinkenites were to succeed in reestablishing their society, they needed the energy, passion, and above all, naivete of youth. He hired a local band to play for a rally at Elmwurst, and, although he did not think they were very good, the band immediatety captured the heart of the crowd with a single song "Cry for the Fire".  The song even had a section that was sung in the original language of the Mohelmot which had been outlawed since the war. Few in the audience could understand what the singer was saying, but everyone immediately grasped that a deep link was being established with their past. Kula Bocca could see the power that this band, 'The Big Bubbie', had on the public. At a later rally he arranged for the singer of the band to be "arrested" to stir up sympathy for the Zinkenites, and then he contacted Frinky DuVall of Black Shroud Records concerning The Bubble. Black Shroud supported the Zinkenites even though Mr DuVall was a Chub, and agreed to release an album for the band.

So now The Residents proudly present Part Four of the Mole Trilogy... the Black Shroud album by the band that is shaking a nation... THE BIG BUBBLE.

Rarefy in the history of popular music has a meteoric rise been seen equal to that of the band whose first album you are currently holding in your hands. Less than two years ago Ramsey, Paul, Alex, and Frank started getting together in the Leone family garage to "play around" with some tunes that Ramsey and Frank had been writing together. One of these songs was a catchy riff named The Big Bubble.

On their own the foursome raised enough money to release a single of "The Big Bubble" and the tune became an instant regional hit. However, since they had never taken a name for their band, and the table of their single only read "Big Bubble" the name of the song was soon forced upon them as the name of the band as well.

Hot until the political rally of Elmwurst did the band gain national prominence. Following a speech by Zinkenite spokesman, Kula Boccca, the band premiered a new composition, "Cry for the Fire". Twenty thousand people came to their feet, interlocked arms, and listened in stunned silence as "The Big Bubble" sang to the people in the ancient tongue of the Mohelmot, forbidden since the war.

"Cry for the Fire" became the anthem of the Zinkenites. In November at the Casema rally, Ramsey was arrested for singing in Mohelmot. The resulting riot and public outcry forced his release three days later.

At that time, Frankie DuVall, president of Black Shroud Records, called on the "Bubble" and stated that he was ready to back the group on an album that would indued the Mohelmot vocals, the first time that the Mohelmot language had ever been recorded.

So here it is. The boys have re-recorded their first hit "The Big Bubble" (note the altered lyrics on this version), as well as ten other tunes, six of which use the Mohelmot speech including the controversial Zinkenite anthem "Cry for the Fire".

Hope you dig it.

	The RESIDENTS
	The Commercial Album
	1988
	68:39
	The Residents with: Fred FRITH, Chris CUTLER

The Commericial Album [40 songs (1980) + 10 bonuses]

Point one: Pop music is mostly a repetition of two types of musical and lyrical phrases, the verse and the chorus.

Point two: These elements usually repeat three times in a three minute song, the type usually found on top-40 radio.

Point three: Cut out the fat and a pop song is only one minute long. Then record albums can hold their own top-40, twenty minutes per side.

Point four: One minute is also the length of most commercials, and therefore their corresponding jingles.

Point five: Jingles are the music of America.

Conclusion: This compact disc is terrific in shuffle play. To convert the jingles to pop music, program each song to repeat three times.

BONUS BABIES:

YET FOUR MORE 1-MINUTE SONGS

THEME FOR AN AMERICAN TV SHOW actually was composed for a weekly comedy TV show. The Producers rejected it as too strange. The British cassette magazine, Touch, included it on "Rituals".

AND I WAS ALONE & SHUT UP SHUP UP were extra tracks from the "Commercial Album"sessions. They ended up on singles in England and France.

WE'RE A HAPPY FAMILY was recorded for Morgan Fisher's "Minatures" project.

THREE COVERS OF AMERICAN COMMERCIAL SINGLES 

JAILHOUSE ROCK was recorded in 1982 and appeared on "Residue"

THIS IS A MAN'S MAN'S MAN'S WORLD was a big hit single for The Residents in 1984.

HIT THE ROAD JACK was recorded in 1987 and released only as a single.

THE RESIDENTS THOUGHT THERE SHOULD BE 50 SONGS SO HERE ARE 3 MORE 

THE SLEEPER was written in 1979 and is included on the "Residue" collection. 

BOY IN LOVE is from 1981 and on "Residue"

DISKOMO was recorded in 1980, the same time as "The Commercial Album", and released as a 12" dance record. This particular shorter version appeared on "Residue".

Обглоданная до костей поп-музыка - 40 дурацких песен (по минуте каждая), спетых дурацкими голосами и сыгранных на дурацких синтезаторах. Эти 40 вещей отчетливо дают понять, насколько несерьезное дело - поп-музыка; настолько несерьезное, что даже страшно.

--- Афиша

	The RESIDENTS
	Cube-E
	1990
	72:23
	The history of American music in 3 e-z pieces:

#1.-8. Buckaroo Blues (piece one)

#9.-17. Black Barry (piece two)

#18.-26. The Baby King (piece three)

The Residents use a number of samples of other peoples music in this show. They wish to especially thank The Beatles, The Rolling Stones, Eric Burdon + The Animals, The Staple Singers, Leonard Bernstein, and Blind Willie Johnson for their inspiring music.

	The RESIDENTS
	God In Three Persons
	
	39:57
	The Presidents Presents: God In Three Temporis Sensys (Instrumental Excerpts from The Resident’s God In Three Persons)

	The RESIDENTS
	Have A Bad Day
	1996
	48:03
	1. BAD DAY ON THE MIDWAY

The opening "flying" sequence of the Rom is a high mark of computer animation. The music which accompanies it paints a dark and dreary, though majestic picture of despair.

2. DAGMAR, THE DOG WOMAN

Dagmar has a tattoo of a dog to symbolize every relationship she ever had with a man. They're all bad. She strips for a living, revealing her tattoos one by one while telling her horror stories. She always has room for one more tattoo.

3. I AIN'T SEEN NO RATS

Perhaps it is stereotyping rats to suggest that they carry disease, but Oscar isn't any ordinary rat... and he is not carrying any ordinary disease. His owner, Otto, really should be more careful.

4. TEARS OF THE TAXMAN

To some, collecting taxes is a noble profession, though a lonely one. Can it just compensate for a broken heart? Is love just worrying if your breath smells funny?

5. GOD'S TEARDROPS

A collection of words can all too easily end up lyrics for a sappy country and western song. But Dixie's dad would be pround to hear her sing with that nasally twang... if only he hadn't killed himself first.

6. THE SEVEN TATTOOS

Seven bride-tunes for seven brother-tattoos. Welcome to Dagmar's brain.

7. THE MARVELS OF MAYHEM

An individual's despair pales against the massive inhumanity nations have poured against one another. Civilization? Not on this planet.

8. LOTTIE THE HUMAN LOG

The only power to overcome hardship is the personnel one. Lottie is the perfect symbol of the human spirit rising above problems. So what if she has no legs, and her skin looks like bark? Still she carries the instinctive aura of human pride ... she is beautiful because of it.

9. UGLY LIBERATION

Some folks think life would be more beautiful if ugly things were killed. Since beauty is in the eye of the beholder, the hunter soon becomes the game.

10. DADDY'S POEMS

Stay in the closet for the wife's sake. Stay in the closet for the child's sake. Hide in writting until that no longer protects you. Die. What a waste.

11. THE RED HEAD OF DEATH

Everyone dies. It's too bad not everyone lives.

12. TIMMY

"Hi", says Timmy. He is protected by his youth ... for a few years anyway.

	The RESIDENTS
	The King And I
	
	53:03
	On January 8th 1935, Gladys and Vernon Presley produced identical twin boys, Josse Garon and Elvis Aron. Meanwhile, Tom "The Colonel" Parker had a circus act featuring a pony and a monkey. Jesse Garon died at birth. "The Colonel" told Elvis Aron that he would make him a king. Elvis became a king, but that didn't help get his name spelled correctly on his tombstone. "The King" earned 116 gold records. Among them were the following songs:

BLUE SUEDE SHOES
3/28/57

DON'T BE CRUEL
8/4/56

HEARTBREAK HOTEL
3/3/56

ALL SHOOK UP       
4/6/57

RETURN TO SENDER
10/20/62

TEDDY BEAR      
                6/24/57

DEVIL IN DISGUISE
6/29/63

STUCK ON YOU  
                4/4/60

BIG HUNK O' LOVE
7/6/59

A FOOL SUCH AS I
3/23/59

LITTLE SISTER       
8/21/61

HIS LATEST FLAME
8/28/61

BURNING LOVE   
8/19/72

VIVA LAS VECAS
5/9/64

LOVE ME TENDER
10/20/56

HOUND DOG                        8/4/56

	The RESIDENTS
	Eye Sore
	1997
	76:38
	label: Vaccination Records (CA, USA)  e-mail: vacrec@cris.com ; http://www.cris.com/~vacrec 

Tribute to Residents

1.ONLY A MOTHER   Mahagony Wood

2.IDIOT FLESH (см.)   Bach is Dead

3.HEAVY VEGETABLE   Time’s Up

4.FRANK PAHL   Every-one Comes To the Freak Show

5.BORGIA POPES   Constantinople

UBZUB   What Could The Matter Be

6.THINKING FELLERS UNION LOCAL 282   Electrocutioner

7.THE MOOSE-HEART FAITH   Firefly Vinegar

8.SPLATTER TRIO   6 Things to a Cycle Pt.1

9.AMY DENIO   Act of Being

UBZUB   N-Err-Gee (Crisis Blues)

10.UTOTEM (см.)   Sinister Exaggerator

GREG ROE   Hell No!

11.GIANT ANT FARM Eva’s Warning

12.CHARMING HOSTESS   Won’t you keep us working?

13.RICHIE WEST & BOMB FACTORY   Voices in the Air

14.SILICA GEL   ShutUp, ShutUp

15.MOMMYHEADS   Moisture

16.SUPERCOLLIDER   Walrus Hunt

UBZUB   Lord it’s Lonely

17.SNAKEFINGER   Smelly Tongues

18.FIBULATOR   You Yes Yes Yes You

19.DRAMAGOLD   You Yes Yes Yes You Reprise

20.SHAKING RAY LEWIS   Red Rider

21.POXY BOGGARDS   Santa Dog

22. SPLATTER TRIO   6 Things to a Cycle Pt.2 (good good coffee)

23.BIG BUTTER   Their Early Years

24.CRACKER   Blue Rosebuds

25.PINK FLOYD THE BARBER   Boo Who

26.NON CREDO   Nice skinny sinister Old Man

27.LUNGPIGS   No One Laughs When They Leave

28.ESKIMO   Happy Home

29.PRIMUS (см.)   Hello Skinny medly

30.STAN RIDGWAY (см.)   J.E.D. excuse Booker Tease

GREG ROE   Gingerbread Man

	The RESIDENTS
	Residue Deux
	1998
	65:13
	By far, The Residents greatest interest in recording music takes the form of the concept album. This is clearly seen in such universally acclaimed masterpieces as "The Third Reich'N'Roll," "Eskimo" and "God in Three Persons." However, when The Residents compose new music, what comes out is not always exactly in line with the restrictions that a conceptual work has placed on it. Hence, the oddball song that never finds a home on an album.

In 1983, twelve tunes were gathered up and released as "Residue." With only minor changes, this album is represented by tracks 1-12. Fifteen years have passed since the original "Residue" was released, and many new orphan songs have made appearances. Tracks 13-22 serves up another album's worth of these tunes. As the French would say, "Residue Duex."

1. The Steeper 

2. Whoopy Snorp 

3. Kamikazi Lady

4. Boy in Love

5. Shut Up! Shut Up!

6. Anvil Forest

7. Diskomo

8. Jailhouse Rock

9. Ups & Downs

10. Scent of Mint

11. Saint Nix

12. Open Up

13. From the Plains to Mexico

THE REPLACEMENT 

14. In San Francisco 

15. Dumbo the Clown 

16. Is He Really Bringing Roses? 

17. Time's Up

18. Daydream Believer

SAFETY IS A COOTIE WOOTIE

19. part 1 - Prelude for a Toddler

20. part 2 - Toddler's Lullaby

21. part 3 - Safety is a Cootie Wootie

22. Daydream in Space

	The RESIDENTS
	Roadworms
	2000
	52:28
	On July 7th, 1999 The Residents entered the SFB Sendesaal studio in Berlin with the idea of documenting arrangements the band had been playing on their Wormwood Tour. The ambitious tour had started the previous April and was hea​ded into its final two weeks. Though the shows had been recorded, the group felt that removing the demands of performance and the associated masks and costumes would allow for a better musical focus. The songs were played in real time by the ensemble. Most were captured in one take to digital 24 track tape. In February and March of 2000, the tape was mixed, edited, and overdubbed by The Residents.

The Residents: percussion, guitar, keyboards, treated vocals, bass 

Mr. Skull: vocals 

Molly Harvey: vocals

	The RESIDENTS
	Icky Flix
	2001
	54:21
	label: The Cryptic Corporation

www.residents.com 

	The RESIDENTS
	Demons Dance Alone
	2002
	58:53
	When Bob was asked whether he held his tongue because he was a fool or for want of words, he replied, "A fool cannot hold his tongue."
--- Plutarch (A.D. 46 - A.D. c.120)

An ancient saga tells us how 

In the beginning the First Cow 

(For nothing living yet had birth 

But Elemental Cow on earth) 

Began to lick cold stones and mud: 

Under her warm tongue flesh and blood 

Blossomed, a miracle to believe: 

And so was Adam born, and Eve. 

Here now is chaos once again, 

Primeval mud, cold stones and rain. 

Here flesh decays and blood drips red, 

And the Cow's dead, the old Cow's dead. 

--- Robert Graves (1895-1985)

PERFORMED BY
The  Residents  (vocals,  keys) 

Molly  Harvey  (vocals) 

Isabelle  Barbier  (vocals) 

Carla  Fabrizio  (vocals, various) 

Nolan  Cook  (guitars) 

Toby  Dammit  (assorted  noises) 

Desmond  Shea  (trumpet)

	The  REVEREND  HORTON  HEAT
	Smoke ‘em if You Got ‘em
	1991
	40:02
	neoswing (вариант psychobilly; практически – весёлый и ураганный punk-rock / boogie)

label: Sub Pop Records (USA)

Jim ‘Reverend Horton’ Heat [g, lead v]; Jim Wallace [upright bass, v]; Patrick ‘Taz’ Bentley [d, v]; + (on ‘Love Whip’) Tim Alexander (Asleep at The Wheel) [p]; Hook Herrera (Hook and The Hitch-Hikers) [harmonica]; Psychic Plowboy Horn Section (Memphis, Tennessee).

There just ain’t no good can come outta being on the wrong side of God.

I was all of twenty-five years when I finally learned that truth. And let me tell you, it came to me in the darndest way.

Me and some of my buddies went to take in a music show by one Reverend Horton Heat. I hadn’t never seen a preacher who’d play music, so I figured I’d give it a gander.

We went to this clearing near the big road through town. There was bunches of people gathered for the event. Most of ‘em was under the tent whooping and hollering and making a wicked commotion. I guessed they were anxious to see the musical preacher. Some of the men stood a ways back smokin’ cigarettes. Little did they know they was about to get religion.

Shortly before sunset, the Reverend got up on the platform that had been put there. He wore just about the nicest suit of clothes I’d ever seen. And he had cowboy boots so shiny they looked like the dust blew the other way.

Reverend Heat’s service lasted nearly an hour and a half. I must say, I’d never seen anyone get so worked up about something like this preacher did. He was sermonizing and playing that guitar while his helpers Jimbo and Taz backed him up on the bass fiddle and drums.

Smack in the middle of things Jimbo got tired and layed down that big fiddle, and sure ‘nuff the Reverend stepped up top of it and kept right on playing. Right then I sure did feel strange. Reverend Horton Heat looked straight at me and it was like all the devilment was draining right outta my bones. And that’s when I knew I’d done been Saved. That preacher had climbed up a couple of feet closer to heaven and took all of us sinners with him.

At the end of the sermon, Reverend Heat made an altar call. That’s where all the folks come up to the front to accept Jesus. Boy, you shoulda seen the people clamoring to get right up on the risers with Him and him and his helpers. They looked like fish jumpin’ up a fish ladder.

Afterward, the Reverend told me he travelled all around the country, preachin’ every night. He said that was what was called a revival. I asked him why he used that guitar to preach with and he told me that it helped him to get into folk’s heads. Reverend said he called his music “psycho-billy.”

I can’t tell you how much this record might change your life. The Reverend sure changed mine. In fact, his music inspired me to visit his place near Dallas. He took me down to the Trinity River for an open water baptism. I bet he’d do you too if you asked him.

It’s like the Reverend Heat told me one time. . .

“The wages of sin is death. Don’t put God off.”    

Carson Langtry Haviland, Kansas
1. Bullet

2. I’m Mad

3. Bad Reputation

4. It’s A Dark Day

5. Big Dwarf Rodeo

6. Psychobilly Freakout

7. Put It To Me Straight

8. Marijuana

9. Baby, You Know Who

10. Eat Steak

11. “D” For Dangerous

13. Love Whip

	The  REVEREND  HORTON  HEAT
	Liquor In The Front Poker In The Rear
	1994
	35:51
	Jim ‘Reverend Horton’ Heat [g, lead v]; Patrick ‘Taz’ Bentley [d, v]; Jimbo Wallace [b, v]; + add.: Tim Alexander [accordion, k]

	REVOLTING  COCKS
	Beers, Steers + Qveers
	1990
	57:27
	Ещё одна хулиганская жемчужина Золотого фонда альтернативного рока.

label: Music For Nations (Wax Trax / Devotion Records, London, 1992), made in France

Rock-quintet. Featuring: Al Jourgensen & Paul Barker (см. тж. с: MINISTRY), Chris Conelly (см. тж. с: The DAMAGE MANUAL), Louis Svitek, Timothy Leary, Roland Barker, William Rieflin and others.

	REVOLTING  COCKS
	Big Sexy Land
	1990
	69:13
	label: Music For Nations (Devotion Records, London, 1992), made in France

Luc Van Acker, Richard 23 (ex-FRONT 242), Alan Jourgensen (ex-MINISTRY), Bill Rieflin.

	REVOLTING  COCKS
	You Goddamned Son Of A Bitch
	1992
	74:05
	label: Music For Nations (Devotion Records, London)

Alain Jourgensen, Luc Van Acker, Chris Conelly, Paul Barker, William Rieflin

	REVOLTING  COCKS
	Linger Ficken’ Good... and other Barnyard Oddities
	1993
	65:10
	label: Music For Nations (Devotion Records, London)

The Revolting Cocks: Al Jourgensen, Luc Van Acker, Chris Conelly, Paul Barker, William Rieflin, + Timothy Leary, Louis Svitek, Mike Scaccia, a.o. + The Revolting Pussies

explicit lyrics

	Jorge  REYES
	Comala
	1986
	39:17
	ambient / ethno / avantgarde  такого же типа см. ROACH; STILLPOINT; VIDNA OBMANA; L. NERELL; L. HORTOBAGYI; 

См. тж. проекты S. ROACH’а – пара ROACH/REYES создала много совместных проектов под именем кого-то одного из них.

label: Paraiso (Mexico)

J. Reyes: Prehispanic music of American Indians.

Performed by J. Reyes, Arturo Meza, Humberto Alvarez, La Tribu, Mana Sabina, Saide Sesin.

	Jorge  REYES
	A La Izquierda Del Colibri
	1986
	35:54
	label: Paraiso (Mexico)

Jorge Reyes [g, ocarina, fl, perc,tubo musical,  k, fl transversal]; Antonio Zepeda [silbato de viento, flautas amazonicas, teponaztlis, silbatos, tambor, cantaros, perc, caracol, tenabaris, caparazon de tortuga, palo de lluvia].

	Jorge  REYES
	Ek-Tunkul
	1987
	40:27
	label: Paraiso (Mexico) – Arte Del Ruido

Jorge Reyes [g, vln, fl, bajo, tambour, vocoder, k, caracol, v, botellas, bongoes, silbatos, atmosferas]; Eduardo Medina [perc]; Arturo Meza [g, botellas, perc, mandolina].

	Jorge  REYES
	Nierika
	1989
	49:49
	label: Silent (San Francisco, USA)

A nierika is usually a little tablet, square or round, with a hole in the center. It is covered with wax on one or both sides with shapes of threads or yarn pressed into the wax. Nierikas are found in temples, shrines, caves and teyopanis (ancient Catholic churches where the Huichols warship certain Christian saints). When the Huichols journey to Real de Catorce, among the offerings they take with them are nierikas to ask for rain and / or the protection of the gods. In its ritual use, the word nierika means a countenance, a face, a visage, the outward and characteristic appearance of a thing. As the Huichol Jose Benitez once said: “A nierika is the face of a person, it is the face of a thing. A nierika can represent the face of the sun, the face of the earth, the face of a deer, the face of the wind, the face of fire, peyote, or the man who makes the offering. A nierika is a mirror (rikura) of two faces.”  For this reason the Huichols often cover both sides with yarn, or in the hole  in the middle, also considered a mirror, they put a tiny real mirror with glass on both sides. This hole is a kind of magical eye through which God sees man and man sees God. Nierika means the luminous eye that allows one to see the inside of darkness. For the Huichols the essence is behind the surface, and only the shamans and wise men, as well as the artists who made those paintings, have the gift to see through the appearances in order to discover the transpersonal, the collective unconscious behind the self.

	Jorge  REYES
	The Flayed God
	1990
	37:54
	label: SACM (Mexico) / Staalplaat (Holland/USA)

rec. 1990; remixed 1994 by Steve Roach (см. ниже)

Song of Xipe Totec Iouallauan.
Xipe Totec Iouallauan is one of the ancient hymns preserved in Sahagun’s Codex Matritensis and in its Florentine Codex. It was sung at the Tlacaxipehualiztli festival before sowing time to beseech of the God a rich harvest.

Xipe Totec, “Our Lord The Flayed One”, although clearly a complex and multivocal symbolic entity, it is most fundamentally an embodiment of the concept of renewal and the promise of regeneration.

He is depicted with his face covered by a mask made from the taut skin of sacrificial victim, a mask through which we can see the wearer’s own living eyes and mouth, and he also wears the skin of The Flayed One as a garment over a large part of his body.

In a special ritual a priest donned the skin of a victim, representing in this sense the dead covering of the earth in the dry season of winter before the new vegetation bursts forth in spring.

Xipe Totec was the divine embodiment of life emerging from The Dead Land, of the new plant sprouting from the “dead seed”, death is not an end, but always a beginning.

The cyclical pattern of all life, promising the rebirth of man and man’s sustenance, the corn, but requiring sacrificial death for the accomplishment of that rebirth.

The power of this hymn to The Flayed God comes from neither its function nor its structure; what lies behind these words is the ancient power of centuries of belief in the cyclical nature of reality and its promise not only of the coming harvest but also of the certainty of rebirth.

	Jorge  REYES
	El Costumbre
	1993
	42:36
	label: Paraiso (Mexico)

1. El Costumbre. Cancion Medicinal: Steve Roach [synth]; Jorge Reyes [voces, silbatos, percusion distante]; Huicholes [narrando suenos, grabacion in situ por J.R. en la Sierra Madre Occidental]. La Barrida: S. R. [Roach drums, synth]; J.R. [perc., Caparazon de Tortuga, Cantaros de Oaxaca, Flauta de Carrizo, Voces, Troncos, Percusion Vocal]; Mick Franke [g]. Adivinacion: Juan Carlos Lopez [agua]; J.R. [Silbato de Viento, piano, Ocarinas y Silbatos, Voz, Tambor Tarahumara, Chicahuastle (Palo de Lluvia)]; S. R. [Roach Drums].

2. Omeoyocan, Lugar 2.  J.R. [Rondator, Perc., Ocarinas, Percusion Corporal].

3. El Huarachito.  J.C.Lopez [Macetas]; J.R. [Macetas, Sonidos Metalicos, Voces, Tambor Tarahumara]; Regina Quintero [Zapateado Final].

4. Peyote – Venado – Maiz.  La Boca De Los Muertos: S.R. [Drone]; J.C.Lopez [Tambor, Sonajas]; J.R. [Silbato de Viento, Ocarinas y Flautas de Barro, synth., Trompeta Maya]; Alejandro Velasco [synth.]; Huicholes [Narrando Suenos]. Viaje Sagrado A Virikuta: J.R. [Caracol de Mar, synth.,  Macetas]; S.R. [Drone]. La Busqueda: J.C.Lopez [Sonajas, Tambor, Cantaros de Oaxaca]; J.R. [Roach Drums, synth., Percusion Corporal, Voz, Cantaros, Percusion Vocal].

5. Danza De Los Voladores.  J.R. [Loop, Gong, Ocarinas Aztecas, Ambientes, Trompeta Maya, Cantaros]; Porfirio [Tamborcito de Papantla y Flauta de carrizo, grabado por J.R. en la Piramide de los Nichos, en el Tajin]; Mick Franke [g].

6. El Despedimento.  J.R. [Silbato, Dijeridu, Perc. Corporal, Voces]; Elmar Shulte [synth.]

	Jorge  REYES
	Mexican Music. Prehispanic Music For The Forgotten Spirit
	1994
	39:00
	label: Paramusica (Mexico)

mix: Steve Roach and Jorge Reyes; executive production: Jorge Reyes and Art Of Noise; digital masterization: Jorge Reyes.

1. TONAMI.  Instrumentation: Rattles, human voices.

The first instrument human beings used to play music was their voices and articulate speech, a gift the Gods gave to no other animal. This is the purest offering humanity can make to the Deities. It is a salm to the body cosmic.

2.  OBSIDIAN BUTTERFLY. Instrumentation: Spirit catcher, scrapes, flower pots, Mayan tunkul, Nahua Teponaztli, seed rattles, clay pitchers from Oaxaca.

There was a goddess made completely of obsidian stone. She was called “The Obsidian Butterfly”, a terrorific being who caused men to panic at her sight while falling simultaneously in love with this fateful beauty. She signifies all the dark feelings of our inner selves.

3.  SUDDENLY WE WERE OUT OF THE DREAM.   Instrumentation: Nahua wind whistle, stones, fossil rocks from Tepeji del Rio, onyx crystals, Tepehuan arc (rubbed), voice, distant flute, Tarahumaran drum, Yaki rattle, Chontal drum.

The original spirits are gone, their task is ended and we are left alone to face our fate by ourselves. There is excitement and expectation with a lingering nostalgia that wrings our hearts. The Gods have given us fire, will we know how to live with this sacred element?

4.  DANCE OF THE RED TEZCATUPOCA. Instrumentation: Drums, clay pithers from Oaxaca, fossil stones, tenabaris (coccoon rattles), Mayan tunkul, voice, Nahua teponaztli, chicahuaztle (rain stick), prehispanic clay flutes, Nahua wind whistle.

During the month of September there was a  feast to receive all the Gods on earth. A time of magic and esoteric rites on top of the pyramids. There the priests lay a covering of flour and waited for the print of a foot to appear. This was the sign that Tezcatlipoca the Red had arrived leading the other Gods. The footprint recalled that the God lost one foot  when he wrenched the Earth Monster out of the primeval waters.

5.   OMEYOTL  (The Divine Essence). Instrumentation: Ocarinas, Mayan kayum, conch shells,  prehispanic clay flutes. This is the mixture that gave us life and a differentiated sex. The single God Ometeotl, Two-Lord, allowed his two manifestations to mingle, the product of the male and female elements produced life as we know it. It is felt from the inner earth to the stars of heaven. This magic is the life of people, animals, plants, rivers, mountains and the planet itself. Omeyotl is what we are made of.

6.   SMOKING MIRROR, THE LORD OF DUALITY.   Instrumentation: Mayan rattles, Yaki rattles, voice, Mayan trumpets, seeds, seed pods, Mayan kayum.

The smoking mirror is a magic mirror made of obsidian and it represents the inner secrets of humanity. Every culture has a way to defend its inmost secrets, this mirror also assumed symbolic possibilities and limitations of the human psychis. It is only fateful in the sense that it is hidden from ignorant eyes.

7.   SEVEN SERPENT.  Instrumentation: Nahua teponaztli, Mayan tunkul, turtle shells, conch shells, Tarahumaran drum, prehispanic ocarinas, double clay flutes, clay flutes and whistles. (The rain and coyote background was taped in the desert of Arizona, Jan., 1993)

During the feasts for the maize crop, a strange woman carrying ripe corn husks appeared before the people. Her face was radiant and her proximity brought joy and hope to the human hearts. Seven Serpent was the name given to the process of producing the principal corn harvest of the year. The lady Seven Serpent was not a young girl but a grown woman who gave humanity mature corn.

8.   FEAST IN THE MOUNTAIN. Instrumentation: Tarahumaran flute, Tarahumaran drum, chicahuaztle (rain stick), Yaki rattles, Chontal drum.

During the November feasts, when thunderstorms were expected bringing the promised rain, there was a special feast for the rain gods. The people arrived at the top of the mountains to help the rain gods find the rain drops humanity hungered for. There was a symbolic “return to nature” element involved. This was a noisy feast as befits the thunder gods, but part of the uproar was also a cry of fear at being so exposed to the elements. A cleansing ceremony if you survived!

Music for the Forgotten Spirits.

Imagine yourself nowhere, in the midst of notime. This is the time before Time, before the Gods, before the existence of our puny minds. So where are you? Who are these Spirits that haven’t yet imagined our creation?  In Aztec times they said the Supreme Essence was named  Ometeotl,  Two-God, who was divided into one female and one male origin, called respectively Omecihuatl and Ometecuhtli (Two-female and Two-male), although they are one and only One.

These were the Spirits that thought Creation into existence, and for the first time light was separated from darkness, life split from death, and all the known Gods that we can still remember were but figments of the Divine imagination and were themselves brought into existence exclusively for the purpose of undertaking the practical tasks of Creation.

Let us remember them with music and songs. Let us offer our voices and creativity to let them know they are not truly forgotten. We must sing in praise of Huehueteotl, the Old God, which every culture has recognized, for it is the God of Fire, the element that has allowed us to rise over our brethen, the animals of the air, the land and the waters, of the plants that feed and cure us, and of the rocks and caves that have given their strength to build our houses. 

We want to sing about Coatlicue, our Great Mother who so lovingly allows us to live on top of her, permitting us the use of her very body to feed ourselves and make out tools from her mineral bones and blood. The skin she wears is made out of serpents that symbolize the eternal change of skin that takes place on earth through the cycle of the seasons. Four deities were created by her to help her produce the miracle of the changing seasons: Ehecatl, the Wind God, is in charge of moving the seeds through the land to guarantee our food and sustenance; Tlaloc, the Rain God ensures the growth and development of these plants; and Tonatiuh, the Sun God gives us warmth and allows the greeness to cover our land. As a result of the effect of the sun and the inner fire of the earth, a cosmic energy is produced, generating the essence of duality, the source from which springs the life giving manna of Omeyotl.

Four is a sacred number in the Aztec world. Four winds give us a sense of direction. Four eras heralded the Fifth Sun, the time when the Cosmic Race finally reached maturity. A fundamental philosophical concept in the Aztec civilization was Nahui-Ollin, or Four Movement, where art, science, religion and philosophy are seen as a single concept, for nonecan exist without each other. This concept is symbolized by the four offspring of Ome-Cihuatl and Ome-Tecuhtli: each one was in charge of the creation of the heavens, the stars, the planet Earth and humanity.

We are talking about Tezcatlipoca the Dark One, who through the smoking mirror gives rise to our secret self. Then we have Tezcatlipoca Blue, whose name is Huitzilopochtli in charge of the continuity of day and night, and the food needed by the Sun to continue its cycle. The Food was human blood, and the hearts taken during the human sacrifices symbolized the Red flower of human life. In contrast, another Tezcatlipoca, called Quetzalcoatl brought foth the true soul of humanity, which is the use of the mind to liberate the people and who denounced human sacrifices as a remnant of the dark and ignorant times. It is said Quetzalcoatl taught humans the use of fire, metals, the creation of corn, a plant fabricated by man which cannot thrive without the help of a hand that opens the husk that contains its seeds. The fourth son was Tezcatlipoca Red, venerator of life and the interdependency of creation, one of the clearest examples of the ecological consciousness in Mesoamerica.

These are the forgotten spirits, the Ones Who Thought Their Existence Into Being, Moyocoyani; the Ones That Created Every Being, Teyocoyani, their abode is Omeyocan, the place of the dual essence which conforms us all. Our songs and music are the offerings that prove these spirits have not totally been forgotten!

	Jorge  REYES
	Tonami
	1995
	38:35
	Produced by Jorge Reyes & Steve Roach.

Recorded by Steve Roach in the Time Room Studio, Arizona, USA.

Mix: Jorge Reyes & Steve Roach.

1. Tonami (The Singer)

2. Obsidian Butterfly

3. Suddenly we were out of The Dream

4. Dance of The Red Tezcatlipoca

5. Omeyotl (The Dual Essence)

6. Smoking Mirror, The Lord of Duality

7. Seven Serpent

8. Feast in The Mountain

	Marc  RIBOT
	Rootless Cosmopolitans
	1990
	47:06
	Marc RIBOT – New York session guitarist to the stars and big-time Cubaphile – см. тж. с: Tom Waits; John Zorn; John Zon's Emergency; Lounge Lizards; John Lurie; Jazz Passengers; Noel Akchote; Mike PATTON; Marianne Faithfull (в ‘Rock’); Laurie  ANDERSON; Gavin Friday; Tricky (в ‘Acid’); Frank London [см. KLEZMATICS / LONDON, в ‘Asia I’]; Susana  BACA (в ‘Latina’); DOWNTOWN  DOES  THE  BEATLES; Marisa MONTE (в секции ‘Latina’); Tom CORA; Elvis COSTELLO; Ellery  ESKELIN (отсюда и дальше -- см. в разделе ‘Jazz’); Marty EHRLICH; Don Byron; Arto Lindsay; Anthony Coleman; Melvin Gibbs; Gavin Friday; James CARTER; MEDESKI / MARTIN / WOOD; Dick ANNEGARN (в ‘Rock’); Caetano VELOSO (в ‘Jazz’); Roy NATHANSON (в ‘Jazz’); Kazutoki UMEZU (в ‘Jazz’); CHOCOLATE GENIUS; Sarah-Jane MORRIS (produced and performed by M.R.); Vinicius CANTUÁRIA (в ‘Jazz’); Bill  WARE (в ‘Jazz’); Tim SPARKS (в ‘Jazz’); Sanda WEIGL (в ‘Jazz’); Ikue  MORI; Cyro  BAPTISTA; Norman YAMADA; Hector ZAZOU; Dave DOUGLAS; Sue  GARNER; The SURFERS (в ‘Rock’); Madeleine PEYROUX (в ‘Jazz’); Ely GUERRA (в ‘Latina’); Sam PHILLIPS (в ‘Rock’); SIERRA MAESTRA (в ‘Latina’); David  SHEA; LIMINAL LOUNGE (в ‘Jazz’); THIRD PERSON (в ‘Jazz’); BADAWI (в ‘Jazz’); MEDESKI, MARTIN & WOOD (в ‘Jazz’); Yuka HONDA;

label: Antilles (Island)

Оба CD проекта ROOTLESS COSMOPOLITANS – авагардный рок, очень авангардный и очень мощный во всех смыслах.

M. Ribot [g, harmonica, v];  Don Byron (см.) [clarinet, bass clarinet, Turkey calls]; Anthony Coleman (см.) [p, k]; Arto Lindsay (см.) [g]; Melvin Gibbs [b, g]; Richie Schwarz [d]; Roy Nathanson (см.) [sax]; Brad Jones [b].

      The most remarcable thing about Marc Ribot, his guitar playing aside, in his inability to do one thing at a time. In his conversation this trait never leads to incoherence, and in his music he never descends to mere confusion. Ribot writes and plays free range music. Nary an impulse is discouraged, yet no single instinct is allowed to do all the driving. You might say his humour has very high moral standards. A brief biography should take note of his studies with Haitian classical guitarist and composer Frantz Casseus. Then he toured extensively with the Lounge Lizards and Tom Waits. Recently he toured with Elvis Costello, as well as working and recording with John Zorn and Allen Ginsberg.  The Rootless Cosmopolitans are Marc’s band. The name comes from a Ginsberg poem. I believe it is a term Stalin used to describe the sort of people all of us are trying to be. We could all of us do much worse than to be rootless cosmopolitans and follow our leader’s nose. Lets. —  Arto Lindsay.

	Marc  RIBOT
	Requiem For What’s-His- Name
	1992
	50:56
	label: Crepuscule

Marc Ribot [g, v, p, Eb horn] with Rootless Cosmopolitans: Anthony Coleman [p, pump organ, sampler](см.); Roy Nathanson [saxes, chermia]; Ralph Carney [saxes, cl, sona, duck calls]; Wilbo Wright [b]; Simeon Cain [d]; Zeena Parkins (см.тж. c: E.Sharp; B.Laswell; J.Zorn “Cobra”; B.Morris – jazz section) [el harp]; Brad Jones [b].

	Marc  RIBOT
	Marc Ribot plays Solo Guitar Works of Franz Casseus
	1993
	48:25
	label: Crepuscule

Rec. in NY

Гаитянские мелодии в изложении для классической гитары. Рибо исполняет их нежно и очаровательно.

"The pieces on this CD are the work of my friend and teacher, Frantz Casseus. They were written over a period of approximately 40 years, from 1940 to 1980, most of which were spent in New York City, where Frantz emigrated in 1946. The music, however remains consistently engaged with Haiti, where Mr Casseus was born in Port au Prince in 1915. I believe that Frantz saw it as his task to help create a national music for Haiti, and that as a composer he used Haitian folk material in the same sense as Villa Lobos used the folk music of Brazil, Chavez that of Mexico or Bartok that of Hungary. A formidable guitarist himself, Frantz originally recorded his own work. The four pieces of the "Haitian Suite" first appeared on a 1954 folkway release. "Dance on Sunday", "Dance of the Hounsies", and "Simbi" appeared on a 1968 recording for the now defunct Afro-Carib label. Altough I studied guitar with Mr Casseus, my own development (or perhaps regression) took me far from the source. However, after complications from an early hand injury made it increasingly difficult for Frantz to play guitar, he and I began to discuss the possibility that I would record his work. This CD is the most comprehensive recording of Frantz Casseus's music for solo classical guitar. In addition to the pieces mentionned above, it contains five compositions previously published as sheet music but never recorded by Frantz (Rara, Prelude #2, Serenade Lointaine, Valse and Romance) and six pieces (Romance 1978, Untitled, Chanson, Improvisation, Merengue and Prelude #1) previously unpublished in any form which Frantz, before his death in June 1993, had expressed a desire to have recorded. I have made this recording with the hope that it will help reawaken an interest among listeners and classical guitarists alike in this beautiful but neglected body of work". Marc Ribot, August 1993

1. Simbi

2. Rara

3. Prelude #2

HAITIAN SUITE

4. Petro

5. Yanvalloux

6. Mascaron

7. Coumbite (Merci Bon Dieu)

8. Prelude #1

9. Merengue

10. Improvisation

11. Chanson

12. Congo

13. Dance (On Sunday)

14. Serenade Lointaine

15. Valse

16. Untitled

17. Romance

18. Dance Of The Hounsies

19. Romance 1978

	Marc  RIBOT
	SHREK
	1994
	60:54
	Проект SHREK – см. тж. на Ribot / Frith “Subsonic 1” и концертнике “Live SHREK” – см. ниже (1999)

label: Avant (Japan)

Marc Ribot [g]; Chris Wood [g]; David Shea [sampler]; Sebastian Steinberg [b]; Jim Pugliese [d]; Christine Bard [perc];  + Marc Anthony Trompson [autoerotic harp]. 

	(Marc  RIBOT)
	SUBSONIC 1: 

“Sounds of A Distant Episode”
	1994
	46:43
	label: Sub Rosa

ambient
“SUBSONIC 2” – см. LASWELL

Marc RIBOT:

1. –3. Lobster Claw Symphoniette (8:17)

4. Minotaur (3:46)

5. The Rise and The Fall of... (10:32)

Composed by Marc Ribot, Performed by SHREK: Marc Ribot [g, simultaneous g & Eb horn (#4)]; J. D. Foster [g]; Chris Wood [b]; Christine Bard & Jim Pugliese [d].

Fred FRITH:

6. Solo Acoustic Guitar (5:55)

7. Second Nature (18:45)

Composed, Performed & Produced by Fred Frith

	(Marc  RIBOT)
	(John Zorn): 

The Book of Heads
	1995
	56:24
	label: Tzadik

Marc RIBOT [solo guitar].

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

	Marc  RIBOT
	Don’t Blame Me
	1995
	47:41
	label: DIW (Tokyo)

Rec. in NYC by Marc Ribot (solo)

M.R. performed compositions by M.R., Albert Ayler, Duke Ellington, Jerome Kern, Jimmy McHugh, John Green, Charlie Haden, a.o.

	(Marc  RIBOT)
	The Sun Died
	1996 
	52:13
	label: Soul Note

Ellery Eskelin [t s]; Mark Ribot (см) [g]; Kenny Wollesen [d].

Plays (mostly) Gene Ammons.

  [...] In 1941, a 16-year-old tenor player named Eugene ‘Jug’ Ammons first came into the public ear with trumpeter King Kolax’s band at a black-owned club called the Parkway, right here. Ammons’ music hasn’t exactly been a maypole for post-60s creative music. Soul-jazz’s mixture of gospel, goodtime, bop, roots, and directness was perhaps seen as too mainstream, too basic, too bluesy, its popular appeal taken as a sign of commercial concession rather than excellence, even in the city of the AACM. Familiarity breeds contempt, perhaps. But on ‘The Sun Died’, Eskelin exposes the flaw in this logic, drawing attention to Jug’s boldness, his hard-hitting tone and the elegance and durability of his compositions. Ammons was the epitome of post-bop Chicago tenors, sowing the same seeds that Johnny Griffin and Sonny Stitt did in New York, where the Baltimore-born Eskelin and both his accomplices reside. 

  [...] The grungy, go-for-broke recklessness of Ribot on ‘Jivin’ Around’ (#8) and ‘Precious Memories’ (#9) reminds me of Hound Dog Taylor and all his hellhound Houserockers, while Wollesen’s simpatico drumming calls to mind something Dave Waldman once explained to me – namely, that the reason blues drummers like Fred Below were so great was that they were jazz drummers to start with, and further, that it was funk that fucked up the post-70s blues revival. Straight strokes, loose feel; none of this tight-ening up or in-the-pocket slick hip-hugging, please. As we zoom back up LSD, directly west of us lies the site of the Plugged Nickel on Wells Street, where, after years of prison time for narcotics, Ammons made a late-60s comeback before he died in 1974. ‘The Light’ (#10) ends our trip through the once-thriving, now-desolate south side with a note of optimism and the joy of having the spirit awakened. Or maybe, as Eskelin has with Gene Ammons, having the spirit reawakened. Praise be the Jug, I’ve seen the light!       --- John Corbett

	Marc  RIBOT
	Shoe String Symphonettes
	1997
	45:35
	label: Tzadik (New York)

A guitarist of frightening technique, Marc Ribot has worked with the likes of Brother Jack McDuff, Tom Waits, the Lounge Lizards, Elvis Costello, John Zorn, and Chuck Berry.

From brilliant surf gui​tar to perverse impro​visations to Cuban rhythms, this eclectic compilation of his music for cinema dis​plays the enormous range of his talents and the sick depths of his mind.

1. LOOKS LIKE HELL   2:17 

2. HITMAN    2:07 

3. AELITA SUITE I    6:46

   MARTIAN

   LOST IN SPACE

   MORE MARTIANS 

   HARPING AND BURNING 

   PREPARE FOR LANDING

4. MONTUNO   3:28 

5. BELLS    1:07 

6. AELITA SUITE II   3:05

   MARTIAN TELESCOPE 

   MEN OF SCIENCE

7. BEFORE THE PRISON RIOT     3:28

8. YOU KILL HIM    5:01

9. SURF’S DOWN   1:27

10. PAUL’S THERE    2:22

11. DID YOU?     2:05 

12. AELITA SUITE III    6:54

   A MESSAGE FROM MARS 

   MARTIAN BATTLE /AVANTE POPOLO 

13. END CREDITS (Landlord Blues)  2:12 

14. END CREDITS (Death by Unnatural Causes) 2:54

DEATH BY UNNATURAL CAUSES (1, 5, 14)

GREG COHEN bass (1,14) • JILL JAFFE violin and viola (1,14) • MARC RIBOT guitar and sampler (1,5,14)

LANDLORD BLUES (2, 4, 13)

MARC RIBOT trumpet, banjo and guitar • BRAD JONES bass • BILL WARE vibes • CURT1S FOWLKES trombone JIM NOLET violin • ROY NATHANSON saxophone • E.J. RODRIGUEZ drums and percussion • GREGORY RIBOT flute

AELITA QUEEN OF MARS (3, 6, 12)
PAUL CLARVIS drums and percussion • DAVE MERIC keyboards • PHIL BOYDEN violin • MARC RIBOT guitar • HELEN THOMAS cello • MIKE KEARSEY trombone

Edited fragment at end of Aelita suite III: Martian Battle/Avante Popolo recorded live at the Knitting Factory with ANTHONY COLEMAN organ • IKUE MORI percussion • JIM STALEY trombone • MARC RIBOT guitar

PIECES FROM AN INCOMPLETE PROJECT(7, 8, 10, 11)
DAVE DOUGLAS trumpet • VICKI BODNER oboe • CHARLIE GIORDANO piano and keyboards • MAURO REFOSCO percussion • JILL JAFFE violin and viola • MAXINE NEUMAN cello • TONY GARNIER bass

SUMMER SALT (9)

JOHN ZORN saxophone • ANDY HAAS saxophone • CYRO BAPTISTA drums • MARC RIBOT guitar and E flat horn

	Marc  RIBOT
	Marc Ribot Y Los Cubanos Postizos  (The Prosthetic Cubans)
	1998
	46:48
	label: Atlantic

Marc Ribot [g, tp]; John Medeski (см. тж. в ‘Jazz’ section) [organ]; Gregory Ribot [bar sax]; Brad Jones [b]; EJ Rodrigues [perc]; Robert J Rodrigues [d, perc].

См. тж. продолжение этого проекта ниже.

Life Is A Dream

“When one has lived through countless disappointments, what does one more matter? After knowing treason in life, you shouldn’t cry, you must realise that everything is a lie that nothing is true. One must live for the happy moment, one must enjoy what there is to enjoy, because when all has been accounted for life is a dream.” 

-------- Arsenio Rodrigues

Латина. Конечно же, мощнейший драйв. Конечно же, над бездной юмора. Из которой произрастает древо эстетизма. И которое плодит уже третий уровень от этой бездны непосредственного веселья. В этой третьей производной всё достойно. Если бы Waits отвязничал в латине, было бы, наверное, похоже. Но у M.R. всё – более сдержанно. Не по количеству энергии, а по накалу её видимых проявлений. Эстетство – и всё тут.

	(Marc  RIBOT)
	The INTERNATIONAL CONSPIRACI:

“Cumbia Del Norte”
	1999
	70:20
	label: Cathexis Records  website: cathexisrecords.com 

rec. in New York City, 1996

Greg Ribot – producer, composer, arranger, clarinet, tenor sax, baritone sax, flute, bass flute, siku, quena

Marc Ribot – electric guitar 

Francisco Navarro – musical director, assistant arranger, nylon string guitar, guiro, clave

Vince Cherico – timbales, toms, bongos, shakers, cymbals, guiro, woodblocks, clave, etc 

Ben Brown – bass 

Roland Guerrero – congas 

Hector Zarzuela – trumpet 

Luis Lopez – trombone 

Lionel Sanders – bambo, chaj-chajs 

Larry Viveros – charango 

Bill Ware III (см. тж. в секции ‘Jazz’) – vibraphone

1. Cumbia Lyla (5:51) 

2. Cumbia Macho (5:03) 

3. Hot in the Shade (5:08) 

4. Cowboy Cumbia (4:46) 

5. Cumbia del Norte (3:42)

6. Late Night Express (4:31) 

7. Last Boat Leaving (6:39) 

8. La Cumbia Loca (4:48) 

9. Stars Beneath My Feet (3:25) 

10. The Snakehandler (4:39) 

11. Cool Flame Cumbia (6:19) 

12. The Other Side of Sunrise (4:40) 

13. Coalminers Cumbia (3:51) 

14. New York Cumbia (7:02)
Music travels around the world evolving as musicians from different cultures influence each other.

Originating on the Atlantic coast of Colombia, Cumbia’s roots are a combination of West African, indigenous, and Spanish traditions. Over the years, various other influences have been absorbed into the style, including Mambo and Jazz.

Nine of the songs on this recording are based on Cumbia, but have been transformed by the backgrounds of myself and the other performers. The other five songs are a mixture of Andean, Argentine, Caribbean, Brazilian and North American.

The musicians on this recording are among the best that New York City has to offer. They have performed and recorded with the top names in Jazz, Latin and North American popular music. Our diversity has made this an international conspiracy to create music. 

— Greg Ribot
Лёгкая ажурная музыка знаменитой колумбийской Cumbia + великолепные музыканты = идеальное воздействие для создания хорошего настроения (как у самих снобов, так и у всех окружающих).

	Marc  RIBOT
	Yo! I Killed Your God (Live SHREK)
	1999
	72:45
	label: Tzadik (New York)

Live Recordings 1992, 94.

Marc Ribot [g, v]; Roger Kleier, J.D. Foster [g]; Chris Wood, Sebastian Steinberg [b]; Dougie Bowne (см. в секции ‘Jazz’), Jim Pugliese, Christine Bard [d]; Marc Anthony Thompson [b]; Francois Ladeau [d-progr]. Produced by John Zorn and Marc Ribot.

Студийный диск проекта SHREK – см. выше.

SHREK LIVE captures Marc Ribot’s wilder side, with an edge that cuts through steel. Featuring plenty of searing guitar work, cynical, impassioned vocals and several exciting cover tunes, Yo!  brings the visceral edge of one of the world’s most exciting and original guitarists to your own living room!

Rock and rap masterpieces aren't the result of a lifetime of experience and technique. They’re made by people who know they don't have decades of leisurely decades ahead of them to perfect their art, people worrying they're "too old to rock" at twenty five. Blade Runner's replicant leader made a virtue of necessity, claiming he lived that much more brilliantly for the brevity of his allotted span—a mere four years, about what it takes for a good band to suck.   —Ann Marlowe
1. I FALL TO PIECES
0:46

2. YO! I KILLED YOUR GOD
2:58

3. HUMAN SACRIFICE
10:03

4. THE WIND CRIES MARY (Hendrix)
6:36 

5. SOFTLY AS IN A MORNING SUNRISE (Romberg) 5:34

6. FOURTH WORLD
8:18

7. REQUIEM FOR WHAT'S HIS NAME
5:09

8. SOMEBODY IN MY HOME (Burnett)
3:10

9. CLEVER WHITE YOUTHS WITH ATTITUDE
2:31

10. EXPRESSIONLESS
1:49

11. JAMON CON YUCA (Valdes)
4:12

12. PULSE
8:08

13. CHANGE HAS COME (Ayler)
9:03

14. MON PETIT PUNK
4:16

	Marc  RIBOT
	MARC RIBOT Y LOS CUBANOS POSTIZOS:

Muy Divertido! (Very Entertaining)
	2000
	42:44
	label: Atlantic

Website: www.marcribot.com 

Marc Ribot [g, v]; Anthony Coleman [k]; Brad Jones [b, 12-str g (#4)]; E.J. Rodriguez [conga, perc, v (#6)]; Roberto Rodriguez [d, timbales, timpani, perc]; with special guests: Marcus Rojas [tuba]; Steve Nieve [organ]; JD Foster [b]; a.o.

Recorded by Andy Taub, Mixed by Andy Taub and JD Foster, Produced by JD Foster.

Марк Рибо был и остается "гражда​нином мира" в самом хорошем смысле слова. В его творчестве прекрасно ужи​ваются мотивы Центральной Африки, нойз, no wave, свинг и всё что угодно, вплоть до национальной кубинской музыки, которую он и представил на своём последнем альбоме, причём часть композиций написал сам.

Как всегда, виртуозная игра на гита​ре и врывающиеся подчас в латино​американские ритмические структу​ры жёсткие гитарные рифы создают нечто абсолютно неожиданное. Вели​кий Карлос Девадип Сантана просто отдыхает.

Марк стал известен после совмест​ной работы с Томом Уэйтсом (альбо​мы "Rain Dogs", "Frank's Wild Years", "Big Time"). После работы в нью-йоркских мелких клубах, после неу​держимого экспериментирования Ма​рку пришлось подстраиваться под эстетику музыки Уэйтса. И он с этим прекрасно справился, привнеся свои неповторимые гитарные пассажи в музыку Тома. Я до сих пор считаю эти альбомы Уэйтса лучшими.

Впоследствии, когда вышел диск Эл​виса Костелло "Spike", Рибо стал "поч​ти знаменит" и смог создать свою соб​ственную группу Rootless Cosmopolitans.
Многие приёмы игры на гитаре Марк перенял у Фреда Фрита, но яв​но собственным его изобретением ста​ла манера чуть-чуть расстраивать не​которые струны на гитаре, добиваясь таким образом явно диссонансного звучания, и совершенно потрясаю​щих эффектов.

Что касается кубинских музыкантов, участвующих в альбоме, то они просто великолепны. Ну а Марк Рибо ещё раз доказал миру, что играть он может аб​солютно разную музыку, от этнической до зверского индастриала, и это будет сделано всегда на высшем уровне.   ---А.Д. «Аудио Магазин»

	Marc  RIBOT
	Saints
	2001
	47:08
	label: Atlantic (USA)

website: www.marcribot.com 

Marc Ribot [g, v].

Saints -- Albert Ayler

Book of Heads – John Zorn

I'm Getting Sentimental Over You – Bassman/Washington

Emty – Marc Ribot

Happiness Is A Warm Gun – Lennon/McCartney

I'm Confessin' (That I Love You) – Daugherty/…

Go Down Moses -- Traditional

St. James Infirmary -- Traditional

Somewhere – Leonard Bernstein

Holy Holy Holy – Albert Ayler

It Could Have Been Very Very Beautiful – John Lurie

Witches and Devils -- Albert Ayler

Марк Рибо - экс-гитарист Тома Уэйтса, предста​витель нью-йоркского авангарда с пятнадца​тилетним стажем, ав​тор неузнаваемых кавер-версий группы Beatles, беспечный исполнитель аутентичной кубинс​кой музыки (совместно с груп​пой Los Cubanos Postizos).

- Доброе утро. Говорят, вы се​годня репетируете с Джоном Зорном. Чем вы занимаетесь на этих репетициях?

- Ну, знаете, Зорн, он отлич​ный композитор. Он всегда чётко знает, чего хочет. Ну вот, скажем, он мне говорит, какую именно гитару взять на репети​цию. Он знает все эти эффекты и примочки едва ли не лучше меня. Оттого репетиции у нас очень короткие. И сказать о них особенно нечего.

- Что вас может вывести из се​бя на концерте?

- Мне наплевать на то, как ве​дет себя публика. Единственное, чего я не пере​ношу, - это посторонних техни​ческих шумов: кондиционеров, холодильников.

- А вы в состоянии играть пья​ным?
- Да, я могу играть пьяным. И для пьяных - тоже.
- А гитару когда-нибудь на сце​не разбивали?
- Разве что случайно.
- Вы производите впечатле​ние крайне удачливого музы​канта. Можете припомнить какие-нибудь свои неудачи, мо​жет, партию какую не могли сы​грать?
- Знаете, мне действительно везло, я работал с массой вели​ких музыкантов. Но у меня не получилось стать нормальным джазовым гитаристом - каким я, если честно, долго пытался быть. То, что сейчас называют моим стилем или - как вы - мо​ей школой, - пятнадцать лет на​зад называлось совсем по-ино​му. Тихий ужас - вот как это на​зывалось. То, как я играл, про​сто выводило понимающих лю​дей из себя. И я, в свою оче​редь, дико расстраивался, что не мог играть так же быстро и технично, как нормальные ги​таристы. Довольно долго комплексовал. Но потом я подумал: ну и ладно, господи, Чак Берри вон тоже не шибко быстро иг​рает. Но в принципе, вы можете рассмат​ривать всю мою деятельность как один большой провал - в плане скорости игры или там гармонической сложности. Правда, нас много таких - про​валившихся (усмехается). 

- Говоря о великих - вы игра​ли с Марианной Фейтфул, Джоном Зорном, Элвисом Костелло, Томом Уэйтсом, Раль​фом Карни. Вы сами как-то по​влияли на них?

- Это надо у них спросить. Впрочем, мне очень нравится, что вы упомянули Ральфа Кар​ни (смеется).

- Вот вам сейчас позвонят и скажут: «Здравствуйте, мы мо​лодая панк-группа из Нью-Джерси, мы дико крутые, не могли бы вы записать с нами па​ру песен». Что вы ответите? 

- Я люблю записываться. Это же моя работа. Почему нет?

-- Еженедельный Журнал
На диске уживаются лабораторная компо​зиция, сочинённая Джоном Зорном, непритязательная песенка Леннона и Мак​картни, кусочек из «Вестсайдской исто​рии», госпелы, блюзы, психоделические опы​ты самого Рибо. Он же сделал аранжировки известных вещей - в соответствии со своим нынешним представлением о музыке. (...) На концерте надо было видеть, как из двух гитар, электри​ческой и акустической, извлекаются при​хотливые звуки. Всклокочённый усталый музыкант как будто не знал, что ему делать с инструментами. Казалось, что он ненавидит их, что все возможные способы игры пере​пробованы и осточертели. Согнувшийся в три погибели Рибо впадал в эпилептические припадки, тряс гитарным грифом, на кото​ром побрякивали какие-то скрепочки. Он быстро скрипел обслюнявленным пальцем по деке, молотил по ней кулаками, запихи​вал между струн ручку, елозил по ним на​дувным шариком.

Рибо мастерски фальшивит, замусоли​вает любой намёк на мелодию. Но посреди этого то ли эксперимента, то ли хулиганства гитарист вдруг находит три грустных и не​выносимо красивых аккорда. Он вслушива​ется в каждую паузу, а каждую ноту выдает с интонацией сентиментального пьяницы - в духе Тома Уэйтса, который записал с Рибо свои лучшие альбомы. Этот отчаявшийся пьяница знает, что такое настоящая красота, но сказать о ней может уже слегка заплетаю​щимся языком.

Из прослушивания диска не очевидно, что в музыкальной каше Рибо ищет простые по сути ценности. На концерте это кажется безусловным. Соединив в себе классическо​го блюзмена и классического же шумового авангардиста, Рибо чувствует себя вне каких бы то ни было рамок. Может сыграть что угодно и как угодно, знает про гитару гораз​до больше, чем нужно. Открыл в музыке, ка​жется, всё и теперь роется в старых вещах, словно надеясь найти что-нибудь по-настоящему ценное, не имеющее никакого опреде​ления, но чтобы было пронзительно, печаль​но и прекрасно.

---  Еженедельный Журнал

	Marc  RIBOT
	Soundtracks II
	2003
	52:33
	label: Tzadik

JOE SCHMO

Anthony Coleman [sampler, p]; Matt Darriau [cl]; Alex Foster [cl, s]; J.D. Foster [b]; Marc Ribot [g]; Roberto Rodrigues [d].

THE KILLING ZONE

Steven Bernstein [tp]; Mark Feldman [vln]; Jill Jaffe [viola]; Frank London [tp]; Marc Ribot [classical/el g, loops, sampler]; Jay Rodrigues [s]; E.J. Rodrigues [perc]; Ned Rothenberg [shakuhachi]; Peter Scherer [sampler, p]; Sebastian Steinberg [bass, arco bass].

REMIX FOR A FILM BY JENNIFER REEVES

Marc Ribot [g]; Ned Rothenberg [fl, s]; Francois Lardeau [d seq].

	(Marc  RIBOT)
	John ZORN:

"Masada Guitars"
	2003
	74:39
	label: Tzadik

performed by: Bill Frisell  (см. в 'Jazz') / Marc Ribot / Tim Sparks  (см. в 'Jazz')

	Marc  RIBOT
	Scelsi Morning
	2003
	53:08
	label: Tzadik

Marc Ribot [g]; Jill Jaffe [vln, viola]; Rob Thomas [vln, b]; Chris Wood [b]; Ned Rothenberg [cl, bass cl]; Anthony Coleman (см.) [p, pump organ, trb, sampler]; Ted Reichman [pump organ, accordion]; Christine Bard, Roberto Rodrigues [perc, d]; Eddie Sperry [sampler].

1. Bataille

2. Scelsi Morning

3. And Then She Fell…

4. Earth

5. Pennies From Hell

6. Geese

7. Our Daily Bread

8. Identity I-Shmentity

9. The Youth Brigade Triumphs Again (And Again)

10. Kabukitsch

	Robert RICH
	Rainforest
	1989
	53:08
	Robert RICH - см. тж. с: Jon IVERSON

label: Heart of Space (SF, CA, USA)

Robert Rich [sampler, synth, Israeli & Persian doumbecs, bamboo flutes, ocarina, lap steel guit., odd perc., glurp]; + Carter Scholz [bonang (#9)]; Andrew McGowan [fretless bass (#1)].

Robert Rich

California born ROBERT RICH began building his own synthesizers in 1976 at the age of 13, and was soon experimenting with improvised music and sustained sound environments.

An interest in trance states and lucid dreaming led him to a joint degree in music and psychology from Stanford University. His all-night "Sleep Concerts," first performed in 1982 for a sleeping audience in a Stanford dormitory, and his evening "trance concerts" have become legendary in the San Francisco bay area.

While at Stanford, he studied for a year at CCRMA, the Center for Computer Research in Music and Acoustics, where he began working with just intonation, a tuning system based on the harmonic series. He has written many articles on electronic music and alternate tunings, which have been published worldwide.

Notes on RAINFOREST

The seed for Rainforest was planted while traveling through the heavily forested American Northwest, a region magnificent in its wild wet beauty, yet a painful reminder of the ravages of mankind. Seeing the scars of strip-cut lumbering gave me a visceral understanding of the ongoing deforestation of our planet. I felt a sharp sadness, a longing for Eden. I wanted to communicate this yearning through my music.
For me, the yearning for a world of lush physical beauty is a manifestation of a deeper yearning, an intuitive recognition of a very elusive Necessity. A thing of beauty can show us a Unity more lasting than the relative truths of our daily lives. By recognizing this Unity, we can strive to approach It and understand It. "Rainforest" is about this yearning, couched in the metaphor of lush green beauty.
The power of music lies not only in its ability to communicate emotions and images, but in its ability to convey abstract relationships directly to our aesthetic sense. My yearning for an understanding of Unity has worked its way into the structure of my music as well as its content. The structural elements of music interest me not only for intellectual reasons, but for their pure unadulterated beauty.
Sound is a vibration of air; music is a perception in the mind. Music is mental, not physical. The elements of rhythm, melody and harmony, timbre, spatial image and intonation each represent a cognitive entity: a phenomenological facet of the physical perception of organized sound. What amazes me is the exquisite structure and logic inherent in our ability to create these elements from a "mere" physical vibration. These cognitive elements interact in my mind: tempo is just a very low note; a polyrhythm is a slow chord: timbre and harmony merge when intonation matches the overtones of a sound.
This fascination pulled me quite naturally into an exploration of microtonality, and just intonation in particular. A justly tuned scale bases its harmonies on whole numbered ratios between notes. This is the most natural way for -- the ear to hear harmonies. The standard scale in Western music, Equal Temperament, only approximates these intervals using frequencies based on an exponential series. Equal Tempera​ment came about as a compromise, to simplify the performance of complex harmonic music on mechanical keyboards. With electronic instruments we no longer need this compro​mise, since the frequencies we play can be changed quickly with the push of a few buttons. (Now, if only more electronic music manufacturers would build instruments that allow microtonality!)

Composing with just intonation is more complicated than with equal temperament because it requires an awareness of the inter​relationship of all the intervals in a scale. In return for this extra work one earns a whole new world of expressive possibilities, a growing understanding of the interplay of musical elements, and an occasional glimpse at an elusive and exquisite mystery.

Robert Rich

	Robert RICH
	ROBERT RICH & STEVE ROACH:

"Strata"
	1990
	59:08
	SOUNDS UNLOCK MEMORIES. MUSIC LIKE ARCHAEOLOGY SHIFTS THROUGH TIME REVEALING THE CONCEALED HALF FORGOTTEN BURIED WITHIN THE STRATA OF THE PRIMORDIAL MIND

Steve Roach: analog and digital synthesizers, sequencers, samplers, glurp.

Robert Rich: synthesizers and sampler, percussion, steel guitar, bamboo flutes, rape hiss, glurp.

Produced by Robert Rich and Steve Roach. 

All music composed, performed, and recorded by Steve Roach and Robert Rich.

Thanks to David Hudson for didjeridu sample food.

We work together out of a mutual fascination with the subconscious, the surreal, the shadows. Together as composers, we toss ourselves with trust into the river of chance. What we find there often surprises us, like a gift from a close friend. One of the aims of this album was to create sounds which evoke a reverie, much like a fleeting scent can unlock a flood of human experience—personal, collective, and universal. For us, Strata means time, history, and memory... the possible—and the unknown.

--- Steve Roach    Robert Rich
1 Fearless 4:32 

2 Mica 5:00

3 Forever 4:50 

4 The Grotto of Time Lost 9:03

5 lguana 7:23

6 Magma 3:37

7 Persistence of Memory (for Doll) 5:09 

8 Remembrance 2:22 

9 Ceremony of Shadows 3:12 

10 La Luna 10:39

	Robert RICH
	Gaudi
	1991
	57:22
	label: Heart of Space (SF, CA, USA)

Robert Rich [analog and digital synthesizers, samplers, lap steel guitar, bamboo and ceramic flutes, dumbec, Udu and talking drum, Waterphone, glurp]; Pranesh Khan [tabla (on Tracery)].

Produced by Robert Rich. All music composed by Robert Rich, © 1991.

“Rhythmic limbs twist upward balanced upon a helical spine; a melody of color shimmers among shadows and mosaic light; sinuous line reveals its own liquid proportion a geometry of life. “ --- ROBERT RICH

The astonishing artistry of early 20th century Spanish architect Antoni Gaudi has inspired millions—from architects and art historians worldwide, to the thousands of visitors who flock to his unique buildings in Barcelona and worship at his awesome masterpiece, the Cathedral of the Sagrada Familia.

Following his much admired Hearts of Space debut (Rainforest, 1989) and a highly successful collaboration with synthesist Steve Roach (Strata, 1990), electroacoustic composer/performer Robert Rich builds a musical tribute around the essence of Gaudi’s work: “His flowing organic architecture conceals a subtle geometry; his serpentine forms express both a love of nature and a yearning for sacred beauty. This balance inspires me. Music uses vibration and time to express the human spirit, architecture employs matter and space; yet both can evoke nameless emotions, both can hint at the sublime.” —ROBERT RICH

The music on this album employs the tuning system of just intonation, where the frequencies of all notes in a scale relate to each other by small whole numbered ratios. For more information about tunings, contact the Just Intonation Network, 535 Stevenson St., San Francisco, CA 94103 USA.

Robert Rich began building his own synthesizers at the age of 13, and was soon experimenting with improvised music and sustained sound environ​ments. An interest in trance states and lucid dreaming led him to a degree in psychology from Stanford University. His all-night Sleep Concerts and all-evening Trance Concerts have become legendary in the San Francisco Bay area. He also studied for a year at Stanford’s Center for Computer Research in Music and Acoustics, where he began working with just intonation. Since 1982, Rich has released numerous solo albums in Europe and the U.S., includ​ing Numena (1987) and Geometry on the Swedish Multimood label. His 1989 Hearts of Space debut Rainforest and his 1990 collaboration with Steve Roach, Strata, have both received international acclaim.

	(Robert RICH)
	Soma                                  (In pursuit of ecstasy Rhythms from the earth’s memory)
	1992
	57:19
	Steve Roach [synth-s, sampler, didgeridu, clay water pots, rainstick, rocks, Lakota Indian flute, ocarinas, glurp, perc, voice];  Robert Rich [synth-s, samplers, bamboo and clay flutes, steel guitar, Udu clay drums, dumbek, ceramic talking drum, Waterphone, kalimba, rainstick, glurp, perc]; Linda Kohanov [frame drum cries, swirls and scratches(№6,7)].

   “Oh sing a song, a song of praise / To the clear and swiftly flowing / Drop of crystal with a thousand eyes” — Rig Veda, Hymn of Purification.

     The Vedic writings describe a drink made from plants which could help one commune with the gods. The same word meant ‘body’ to the Greeks. Music, too, can be a vehicle for travel, an offering from the opening between worlds. — Steve Roach, Robert Rich.

	Robert RICH
	Robert RICH, B. LUSTMORD: «Stalker»
	1995
	68:26
	label: Hearts of Space (S. F., CA, USA)

Dark ambient soundscapes and innerspace journeys for psychosonic adventures.

A guide to positive interpretations of an ambivalent reality, a non-Euclidean geometry, as yet unmapped, inaccessible through linear perceptions. To illuminate, decode and decipher this landscape of fractured density, ultimately to deconstruct these unfolding dimensions, where dreams are only whispers.

Elemental trigger

Synergistic perceptions

Hidden refuge

Delusion fields

Omnipresent boundary

Undulating terrain

A point of no return

	Robert RICH
	Yearning
	1995
	59:39
	label: Hearts of Space (USA)

Robert Rich [electronics, flutes, gliss guitar, santur, perc, sound design]; Lisa Moscow [sarod].

  In Indian music the slowest part of the raga is called ‘alap’, the introduction where the soloist explores and uncovers the raga’s depths. ‘Yearning’ is an evolution of the traditional approach to alap, exploring the most intense, introspective elements in a contemporary electroacoustic ambience. [...] For Rich – whose mastery of synthesizers, electronics, alternative tunings, and sound design has shaped numerous solo and collaborative recordings – alap provides entry into the essence of music, the place where you forget yourself and encounter profound primordial memories. Rich and Moscow have ventured into uncharted territory and have constructed a realm of absorbing if enigmatic emotional resonance, «a miracle of rare device.»

  «Know, my friend, that I have searched // And found this world a desert of mirage // Yet the music of some veiled oasis // Is pulling tender sadness from my heart.»  -- Abdul Hayy Khilwati.

	Robert RICH
	Seven Veils
	1999
	60:35
	Robert Rich [synth, samples, d, perc, bamboo and PVC fl, lap steel g, rubberband marimba, dulcimer, waterphone, glurp]; David Torn (см. в ‘Jazz’) [g]; Hans Christian [cello]; Forrest Gang [vln]; Mark Furry [Balkan kaval]; Andrew McGowan [b].

Robert Rich unveils seven rhythm-charged composition with the exotic, sensual ambience of the Middle East. Blazingly original music and audiophile quality sound by one of the world’s top electro-acoustic artists makes Seven Veils a must for any world or ambient aficionado.

“You could say that all are still while ever moving:

Now wearing the robe of matter, now throwing it off.

All are agitating while perpetually at peace.

Not one part knowing its beginning or end.

All are yet aware of their own essence

And so make their way to the Divine Court.

Hiding behind the veil of each and every atom

Is the ravishing beauty of the Beloved’s face.”

SHABISTARI (from the Gulshan-i-Raz)
1. Coils

2. Alhambra

3. Talisman of Touch

4. Book of Ecstasy:

I. A Silken Thread

II. A Hungry Moon

III. A Veiled Oasis

5. Ibn Sina

6. Dissolve

7. Lapis

	Ferdinand RICHARD
	En Avant, En Forme!
	2001
	68:05
	Ferdinand RICHARD – см. тж. с: ETRON  FOU  LELOUBLAN; LES 4 GUITARISTES DE L' APOCALIPSO-BAR;

label: Orkhestra (France)  ork@netculture.net 

Ferdinand Richard [b, v]; Tom Cora (см.) [cello]; Jo Thirion [k]; Christiane Cohade [b]; Rick Brown [d]; Helmut Hard [d]; Urs Engeler [v].

Rec. 1980, 85.

	Ferdinand RICHARD
	Fred FRITH & Ferdinand RICHARD:

"Dropera"
	1989
	46:17
	label: RecRec 1989/91

Fred Frith (см.) [g, vln, k, v, composition]; Ferdinand Richard [b, v, lyr]; with Raymund van Santen [a s, cl, flageolet].

	Ferdinand RICHARD
	Arminius
	1993
	49:30
	avant-garde (авангардно-импровизациооный проект)

Ferdinand Richard – basse 6 cordes, voix

Takumi Fukushima – violon, grains de riz

Vladimir Vaclavek – basse 4 cordes, guitare

Helmut Bieler-Wendt – violon, voix

Lucien Bertolina et Jo Thirion – bruitages

#1-4: Ah! Madame l'amour raisonne t'il si juste? (Campistron)

#5-7: Simul truncis ante fixa ora (Tacitus)

#8-11: Ma se dura la barbara guerra (Scarlatti)

#12-14: Wo muss die Keule fallen? (Kleist)

	Michael  RIESSLER – см. в секции ‘Jazz’
	
	
	
	

	Terry  RILEY 
	Church Of Anthrax
	1971
	33:51
	Terry  RILEY -- см. тж. в исполнении Jon GIBSON; DELTA SAXOPHONE QUARTET;

label: Sony

Terry Riley [p, organ, s sax]; John Cale [b, harpsichord, p, g, viola, organ]. Produced by John Cale and John McClure.

CARICATURE

Upon the centre stood a green a lazy floor that froze as it grew into our feet. And at this, somewhere up at the North Pole hung the tarantula of love out of the sky without hope  searching the earth for disaster  wreaking foul pleasure in the name of the Sun harassing travellers on the way to market   polluting the streams and rivers with sanguine taste the poor light of day to call forth in haste the brigade that lingered in the shade waiting waiting and a little longer waiting as the moon appeared an ambulance was lost, in the problem of identity between the accomplishment and the failure. Yet, the season broke its hold on the land and farmland lay strewn with the greedy waste of animals too sick to calve the groaning spread for miles, up and down, from the gate to the valley and searching was made more and more difficult by the dense fog that poured out of the ground where the independent feeling of the day held court on the masterful art of nature. There were seasons of abandonment and some of distrust to simplify the difference between them. As there were no holidays in theory assumptions were made regarding the full significance and purpose of work and death their relationship interdependence benefit plans and the rest. All were veterans of love. They sang at the streams as they wasted time in the meantime. Nothing was left to the imagination. Most of our sympathies lay with the wives and strangers. Philip the Good lived here his life in dire poverty and best of health may his mother be his witness. What one century had lacked another gained and each held a marauding grasp on the grim future of men and women in the struggle for compatibility. There were several possibilities for salvation none deserving responsibility and all demanding attention. The savage tale was told at last. Not one proprietary glance was seen imminent as the stability of parallel interests took a turn for the worse.

As often as not there was nothing to talk about   the sun was not out the air was fit not to breathe and everywhere could be seen the radiant glow of fear on the waxen countryside. Colors rang true and strong the rain diminished nothing a hand grenade would not have done and the chapters of our ancestral strain glass ecstasy assumed the military strength of electricity along the breadth and width of Christendom. The people were ready for revolt and sabotage inspired by the futility of hate. Concomitant atrocities came hurtling out of the past in self defense and exhilaration at the first sign of derisive similarity the perversion of uniqueness as it was called in vol. 2 chap 3 vs 7-29. The skin of armies lay in its yellow ochre rumple next to the fire extinguisher with plasma so much for the color there what-ever.
As soon as the time came to go, the dramatic sequence of obliteration took its toll on the landscape; the sky was immune. Gone.

John Cale

	Terry  RILEY
	“Descending Moonshine Dervishes” / “Songs For The Ten Voices Of The Two Prophets”
	1982/ 1983
	51:48 45:18
	label: Kuckuck Records

CD I — “Descending...”: Terry Riley uses a modified Yamaha YC 45D organ to which variable resistors have been added to facilitate tuning in just intonation. There is no pre-recorded material. The music is largely improvised around a predetermined mode or scale upon which are composed certain fixed themes, layered passages of melodic figuration, examples of polyphony (inversion, retrograde, etc.) and polymetric juxtaposition over a fixed rhythmic cycle.

CD II — “Songs...”: T.R. [v, Prophet 5].

   Terry Riley, who studied composition at the University of California at Berkeley, first came to prominence in 1964 when he found a way to subvert the world of tightly organized atonal composition then in academic fashion. With the groudbreaking ‘In C’ — a work built upon steady pulse throughout; short, simple repeated melodic motives; and static harmonies — Riley achieved an elegant and non-nostalgic return to tonality in art music. He demonstrated the hypnotic allure of making complex musical patterns out of basic means. And in so doing, he produced the seminal work of the now popular Minimalist school. Born in 1935 in the Sierra Nevada mountains of Northern California, where he still lives and composes amidst surroundings of striking natural beauty and spectacular night skies, Riley developed pattern music in response to his love for such natural design. But his facility for complex pattern making also proved the product of his virtuosity as a keyboard improvisor. In the late ‘60s and early ‘70s, Riley built a reputation for weaving dazzlingly intricate skeins of music during all-night improvisations on organ and synthesizer.

	Terry  RILEY
	Cadenza On The Night Plain
	1988
	75:02
	label: Gramavision

performed by KRONOS QUARTET

1. Sunrise Of The Planetary Dream Collector

2. G Song

3. Mythic Birds Waltz

4. Cadenza On The Night Plain

   These first recordings of Terry Riley's string quartet music are likely to surprise those who know Riley principally as the composer of the seminal, minimalist masterpiece, ‘In C’. But the quartets are just as likely to astonish those who have closely followed Riley's activities in the two decades following ‘In C’ and have experienced his hypnotic, virtuoso keyboard improvisations and spiritual raga-based songs. The idea of composing for standard ensembles is something that the independently minded Riley has long rejected. Traditionally, his musical paths have been new to Western composition. The route by which he reached the string quartet medium has been as typically indirect and inner directed as his music.

   Riley, who was born in California in 1935, studied formal composition at the University of California at Berkeley. At the time, while he was working as a ragtime jazz pianist, he fell under the spell of jazz visionary John Coltrane and also began exploring the inner workings of tuning systems with music's first minimalist, LaMonte Young.

   With ‘In C’, a free-form but precise succession of 53 simple phrases in and around C Major (set to a riveting, unwavering pulse), Riley combined all of his seemingly incompatible musical activities into an elegant, single-minded concept. It revolutionized music. This 1964 work's radiant, non-nostalgic tonality provided a sense of renewal for the grey atonalists. Its freedom of movement and unrestricted instrumentation helped the performers develop the sense of musical community generally associated with jazz. It demonstrated the concept that simple melodic phrases could be used to produce fascinating, ever-changing textural patterns of considerable richness. Its consciousness-expanding flavor reflected and appealed to the culture of the '60s, rather than defying this broader audience, as the more calculated avant-garde scores of the day had done.

But if ‘In C’ set the stage for minimalism, which has now developed into one of the most popular classical music styles of the century, Riley himself never developed into a true classical minimalist. He never abstractly explored the effects of phase pattern and repetition the way Philip Glass and Steve Reich did. Instead, Riley followed more personal inclinations such as: improvising on keyboards, making recordings in which he over dubbed all reed and keyboard parts and performing live with tape delay systems. More importantly, in the late '60s he went to India and immersed himself in the traditions of North Indian vocal music, a music he has studied rigorously ever since.

Riley also taught at Mills College in Oakland, where the Kronos Quartet took up residence during the latter half of the '70s. David Harrington, the quartet's first violinist and friend to the composer, began to suggest that he write for the ensemble. The string quartet is a medium with almost limitless appeal to composers Riley soon succumbed. He developed a real enthusiasm for string sonorities, as they were the perfect medium through which he could accomplish the vocal intonations he practiced in his Indian singing. Working with Kronos also enabled him to overcome his reluctance toward writing for ensembles, since he could have a collaborative relationship with Kronos that allowed space for his improvisational composition style. It took two or three years for Riley's quartets to be completed.

The collaborative nature between Riley and Kronos is most evident in Sunrise of the Planetary Dream Collector. Like ‘In C’, the score is built around independent modules, in this case, they are 14-beat fragments in the Dorian mode. Each performer is permitted to return to a module after playing a different one. So, although written out, Sunrise allows for a variety of approaches. "The way I envision it," Riley comments, "is that the work should always be able to be reformed or reconstructed. The way it appears on the record is definitely only one way of putting the building blocks together. Even though there's a written score, it is very much like what you'd have with a jazz head arrangement."

But the compositional process of Sunrise involved Kronos as well, since Riley rehearsed unedited material with the players while he was writing the piece, and the ensemble's interpretations and suggestions ultimately influenced the final form of the work. Riley, moreover, guided the players through which modules might most effectively be repeated and combined; although, the final choices were always up to the players. On this recording, for instance, the crescendo near the end of the piece, which begins ponticello and changes in timbre while growing in volume, is Kronos's inspiration.

The title, Sunrise of the Planetary Dream Collector, offers Riley's whimsical notion that there might be a collector who came around every day on the planet and collected all dreams so that they could be redistributed the next day.

G Song is based on a 16-bar theme comprised of G minor scales played asymetrically over a jazz chord progression. It was the first work Riley wrote for Kronos, and it is the most traditional. It is based on a theme and variations for saxophone and keyboard that Riley composed in 1973 for the French film Le Secret de la Vie. The quartet version is considerably expanded into a large variation movement, with the originally improvised saxophone melodies transferred to and developed in the viola.

Mythic Birds Waltz, which opens with a jazz ballad that Riley transcribed after improvising it on the piano, also includes a number of segments he had written for a larger work to be played by the composer and by sitarist Krishna Bhatt. The piece's Indian rhythms shift into something closer to ragtime, and 16th note Vivaldi type figures might subtly start to swing, demonstrating Riley’s growing confidence in mixing contrasting themes and rhythms and metric changes in his quartet the way he does in his solo improvisations.

As a unifying element, Riley selected a melody and tabla pattern he had heard Bhatt play and used it as a basis for other melodies and rhythmic permutations, building a kind of rhythmic matrix. The amazing quality of  Mythic Birds is the ineffable way that all these different musics naturally flow together. "It is music," Riley says, "that makes sense in retrospect ".

The culmination of Riley's string quartet works thus far is Cadenza on the Night Plain, which was composed in 1984 and premiered by Kronos in the summer of that year at the Darmstadt Festival. The quartet is grand in scope, having something of the cosmic quality of a raga. It is a work that combines a minimalist's love for repeated figuration with Riley's Indian trained ability to develop a piece over substantial time periods. It is dramatically evocative, programmatic, philosophical and folksy at the same time. Although not written in direct collaboration with Kronos, Cadenza is, nonetheless, a specific response to the members of the quartet, and it contains a cadenza for each player that reflects some aspects of his or her personality.

In Cadenza, Riley goes further than he had in previous quartets in exploring the spiritual quality of various tunings. The titles of the separate movements sometimes refer to the composer's personal fantasies and sometimes are philosophical or humorously indicated in the music. The reefer division, for instance, refers to old, veteran hippies off to save the world, and they are portrayed with a sort of Ivesian humor in a 10/4 march —as if the stoned old timers all had two left feet.

But Cadenza is primarily a work of profound spirituality. The achingly lyric, canonically flowing Where Was Wisdom When We Went West? represents Riley's interest in Western spirituality. The movement recalls the unenlightened aspects of the pattern of Western migration over the last several hundred years. In the consoling Tuning to Rolling Thunder, Riley uses an expressive musical tuning to tune-in to the ideas of Rolling Thunder, a medicine man in Nevada. 

In the end, Cadenza is about balance, and the balance of spirit which should be able to soar ecstatically, while remaining connected to the simplest human pleasures Riley's homey vision of sonic utopia is a kaleidoscopic balance of musics. Naive ideas become transformed, Bach-like, into the transcendental without losing their innocence in the process.

	Terry  RILEY
	Salome Dances For Peace
	1989
	71:00 47:35
	label: Electra Nonesuch Records (USA)

performed by KRONOS QUARTET                   [2 CD]

   ‘Salome Dances for Peace’ [1985-86] is music of passing landscapes. It is a tapestry of seemingly unrelated musics; musics reflecting its composer’s passions for jazz, blues, North Indian raga, Middle Eastern scales, Minimalist pattern and traditional Western art music; styles never before found together within the framework of a single string quartet. Unlike any quartet ever written, ‘Salome Dances for Peace’, is long, triple the length of Beethoven’s longest quartet. And it is a narrative epic, grander in scope than the medium — traditionally favored for its intimacy — has previously known. With Kronos, Riley was able to combine rigorous compositional ideas with his more performance-oriented approach to music making. But Riley’s quartets were also examples of his devotion to music as a spiritual endeavor. A gentle and wise man, Riley has an oracular presence. Storytelling is among his gifts, and like his music, Riley’s stories are cross-cultural. ‘Salome Dances for Peace’ is one of those stories told in a mythical setting by a string quartet. Describing mankind’s universal quest for inner knowledge, Riley included aspects from ancient myth, from Biblical legend and from Native American culture to portray a hero’s attainment of special powers in order to fight the forces of evil and discover truth.

    In Riley’s narrative, the heroine is Salome, the legendary seductress in King Herod’s court who called for the head of John the Baptist to be brought to her on a plate in return for removing her seven veils during a lewd dance. Now, 2000 years after Salome’s famous dance, peace has been stolen from the earth by dark forces, and Salome is chosen to in it back. In ‘Anthem of the Great Spirit’ (#1) Salome is summoned to the Great Spirit, who sees in her the embodiment of the feminine force. Throughout this first section of the score, she is guided by sages in a ‘Peace Dance’; she receives the gift of innocence in ‘Fanfare in the Minimal Kingdom’; she develops the discipline to thwart Wild Talker, who represents sexual temptation; and she is initiated as a warrior by the shaman Half Wolf during ‘More Ceremonial Races’. In order to fulfill her mission, Salome and Half Wolf descend into the gloomy underworld, as Jonah had entered the belly of the whale or Orpheus was ferried into Hades. In ‘Conquest of the War Demons’, which is the quartet’s large development section, a battle is fought, peace recaptured, and the entire underworld, with all its fantastic beings, levitated into the Realm of Light. Once more a dancer, Salome entertains around the world — in ‘The Gift’, we find her in Tibet and, at the music becomes more folklike, Mongolia. Once again she is charged with a mission: to attract the attention of the world’s two most powerful leaders. Seducting both the Bear Father and the great White Father, which leads to the latter’s emotional breakdown and finally to epiphany in ‘The Ecstasy’, Salome succeeds in winning world peace. The score ends with the ‘Good Medicine Dance’, a return to old wisdom and teachings, with the counsel to become guileless, and to pursue self-knowledge.

   Terry Riley: “The idea for ‘Salome Dances for Peace’ came out of an improvisation on a theme from ‘The Harp of New Albion’. I realized this was potentially a whole new piece. Around that time, David Harringtom [from Kronos] called me and asked me to write another string quartet. I thought that it should be a ballet about Salome using her alluring powers to actually create peace in the world. So Salome in this case becomes like a goddess who — drawn out of antiquity: having done evil kinds of deeds — reincarnates and is trained as a sorceress, as a shaman. And through her dancing, she is able to become both a warrior and an influence on the world leaders’ actions. What I do is to make many, many minute sketches of ideas and file them away, and at some point as I’m writing, one of those ideas will be the right one for the time. I trust the fact that anything that occurs to me is related to whatever occured to me before. All of the kinds of music that appear in my string quartets are the kinds of music that I personally love, and I don’t necessarily keep them in separate cabinets. One of the challenges, in fact, is to bring things you love together to live harmoniously. It also creates an understanding of how the notes work. These styles all have their particular flavors and expressions but they can be united. Notes all work under certain universal laws, they observe laws just like everything else in the universe does. To me it’s all a unified field. It’s the general search we’re going through now in physics, trying to find a unified theory. I think for a musician that is also relevant and works towards evolving new, deeper and richer musical traditions. I’m always trying to find ways that I can, besides doing music, contribute to world peace, or maybe neighborhood peace or home peace. I told David when we first started that I through we ought to create a piece that can be played at the United Nations on special holidays. It would not be just a concert piece but a piece that could be played as a rite.”

	Terry  RILEY
	In C
	1989
	68:20
	label: Celestial Harmonies Records (Tucson, Arizona).

‘In C’ (28:24): mixed by Brian Eno, Jon Hassel, Terry Riley

‘Music Of A Thousand Springs’ (23:47)

‘Zen Of Water’ (15:50): principal performer Wang Zhaoxiang

«Райли, остроумно смешивающий в своих произведениях разные стили (от индийской духовной музыки до авангарда, джаза и некоммерческого рока), легко увлекает любую аудиторию. Культовая пьеса In C, сочинённая Райли в 1964 году, и дала начало минимализму. 53 кратких эпизода в до-мажоре, комбинации которых повторяются в многоголосном ансамбле (пьеса может быть сыграна любым составом), рождают звуковой поток, который можно длить до бесконечности.»

"I think this recording is a document of the best 'In C' performance ever... a labor of love for many musicians connected with the piece." -- Terry Riley

        Terry Riley’s ‘In C’, written in 1964, is one of the most influential works in recent musical history. The movement called Minimalism — one of the most controversial and now one of the most widespread of new music styles — got it first big push from this piece, and the cyclical, repetitive electronics that swept through the European rock scene in the 70s can also be traced to Riley’s work. But the real proof of ‘In C’ ‘s importance is not how many of its echoes you can still hear in other works; it’s in the piece itself. After 25 years, ‘In C’ is still as vibrant as ever. But could the work be translated into another culture? There were concerns about the players’ understanding of the piece: after all, it would be the first performance of a Western ‘new music’ work by a Chinese ensemble in mainland China. Both musicians and instruments came from a revered musical heritage that was, apparently at least, alien to the Western avant-garde tradition. Riley, producer David Mingyue Liang, and the Shanghai Orchestra (using various luters, zithers, mouth organs, flutes, and percussion) spent the better part of eight days with the piece, between Jan. 7th and 15th, 1989. (This particular take was recorded on Jan. 13th). It’s the nature of ‘In C’ to be performed in different ways; it can range in length from 10 minutes to, in theory at least, one year (by averaging one pattern per week, according to the composer). And a rehash of the earlier recording was certainly not what Riley was after anyway. “There were all doing so well with it that I wanted to really let them do it as they felt it,” he says. The result is a truly cross-cultural piece: still ‘In C’, still a western musical statement, but one that’s perfectly understandable when pronounced in Chinese.

     In ‘Music Of A Thousand Springs’, a 1986 work, the orchestra includes cello, bass, oboe, timpani, and an extraordinary set of bells — a rare replica of a set from the fifth century B.C., excavated from the tomb of the Marquis of Shui. These bells figure prominently in the work’s first part, which recalls the imperial court music of the Tang Dynasty. The second part, with its curiously Baroque flavor, features the almost vocal sounds of the ‘erhu’, a type of spike fiddle. The third part is subdivided into four ‘rings’, as Liang puts it. “These rings are developed in the traditional Chinese compositional technique known as ‘layered flower’, a process in which short melodic motives are layered to shape timbral configurations.” To Riley fans, this may sound familiar; it’s strikingly similar to the way ‘In C’ is built.

    ‘Zen (Ch’an) Of Water’, composed in 1981, again puts traditional Chinese instruments to very untraditional uses. Apart from the Tibetan horns and ‘xun’ ocarinas, most of the ensemble consists of various gongs and cymbals. Liang emphasizes that there are no synthesizers used in this piece, but Western ears may well be fooled by the ethereal sounds of the bowed vibraphone and the pitchbended gongs (partially raising or lowering a gong in water will bend the note). ‘Zen’ also harkens back to two of Terry Riley’s musical progenitors, John Cage and LaMonte Young, in its use of silence. “The piece is in one movement,” Liang explains, “with silences, but without breaks. The silences are not pauses, not outside the music; they are part of the music itself.”

    After these recordings were made, not that there weren’t a few problems. A bureaucratic snafu made Riley and Liang decidedly unofficial visitors to China, and the final tapes had to be smuggled out of the country when the sessions were done. But the project was completed — or rather, the ‘test’ was taken, and you can hear the final score on this recording. — John Schaefer.

     “Официальной датой рождения минимализма считается 1964 год, когда сборная команда авангардистов из Нью-Йоркского даунтауна (то есть богемы, противопоставляющей себя академическим кругам Линкольн-центра, Карнеги-холла и т.п.) сыграла пьесу Терри Райли `In C`: 53 коротких отрывка в до-мажоре (отсюда и название), которые можно было повторять сколько угодно. Музыка в результате получилась удивительно похожей на индонезийский гамелан [см. раздел Индонезии в секции каталога Asia]. В 1989 году, буквально в дни трагических событий в Китае на площади Тяньаньмынь, её записал оркестр китайских национальных инструментов (впоследствие плёнку тайком вывезли из Китая). Сочинение это существует и в других не менее экзотических вариантах: например в исполнении британского секстета роялей `Piano Circus`. Райли прекрасно осознавал обрядовый, почти шаманский потенциал повторов, родственных рок-музыке. У него есть пьеса с названием `Танцующие персидские дервиши`[см. выше] и пластинка с альтистом-гитаристом Джоном Кейлом.  С годами Райли стал академичнее: его музыку охотно играет знаменитый Kronos Quartet [см. CD выше].

  Райли нашёл способ ниспровергнуть крепко организованную атональную композицию академическим же путём. Открытием стало его сочинение ‘In C’ [см. ниже], пронизанное единой пульсацией, короткими элементарно повторяющимися мотивами, статическими гармониями. Здесь Райли достиг элегантного, отнюдь не ностальгического возвращения к тональности, продемонстрировал гипнотическое очарование процесса создания сложных репититивных музыкальных рисунков простыми средствами. Это сочинение послужило основой для популярного сегодня минимализма. Терри Райли родился среди гор Сьерра Невада (Северная Калифорния), живёт там до сих пор и сочиняет музыку посреди поразительных красот природы, захватывающего ночного неба... Можно сказать, что изобретение “паттерн-музыки” (так сам автор именует свой стиль) произошло в соответствии с его любовью к природе, естественной красоте... Однако способность слагать “паттерн-музыку” стала в некотором роде следствием виртуозности Райли как блестящего импровизатора-клавишника. Райли покидает сферу формальной композиции и сосредотачивается на импровизации. В конце 60-х — начале 70-х Райли известен как музыкант, импровизирующий ночи напролёт, без конца “вывязывающий” на органе или синтезаторе сложные мелодические хитросплетения. В начале 70-х, под руководством легендарного пандита Пран Ната, в его музыку постепенно вошёл новый элемент — протяжённая мелодия. Кроме того изучение индийской музыки породило интерес Райли к тончайшим особенностям музыкального строя, настройки инструментов, которой трудно достичь средствами традиционного классического ансамбля. В 1979 году Райли возвращается к созданию нотированной музыки, в тот же год и он и Кронос-квартет были на факультете Миллс колледжа, Окленд. Широко сотрудничая с Кроносом, находя взаимопонимание со стороны его участников, Райли стремится найти нечто объединяющее его различные музыкантские пристрастия, не в духе эклектической смеси, а иначе, подобно различным музыкальным импульсам, которыми отмечены устные исполнительские традиции Индии и джаз. Райли начинает полностью полагаться именно на струнный квартет как состав и, в частности, именно на Кронос, как на идеальный медиум для его постоянно эволюционирующего музыкального языка. Это означало подход к струнному квартету с совершенно новых позиций. Первые сочинения Райли для квартета были вдохновлены его собственными импровизациями на клавишных. Но общение с Кроносом постепенно делало его познания более искушёнными. Кронос также менялся, сообразно широте музыкального мира Райли, вместе с тем сохраняя способность сочетать строгие композиционные идеи с подходом к музыкальному произведению, ориентированным на исполнителя. Однако эти работы Райли стали также примером его отношения к музыке как к духовному созиданию. Мягкий и мудрый человек, Райли имеет дар сказителя. И, также как его музыка, истории Райли всегда соединяют в себе различные культуры...”

 — Дмитрий Ухов.

У нас музыку американского композитора, пианиста и саксофониста Терри Райли либо знают и любят, либо - что более вероят​но - не имеют ни о ней, ни о нём самом ни малейшего представления. Но среди тех, ко​му он известен, Райли, вне всякого сомне​ния, фигура культовая.

В середине 60-х его сочинение In С разделило весь музыкальный мир на два не​примиримых лагеря так же, как в начале XX века «Лунный Пьеро» Арнольда Шёнберга и «Весна Священная» Игоря Стравинского. С них началась музыкальная модернистская революция прошлого столетия, на Терри Райли она закончилась, и стало ясно, что в музыке появилась иная система ценностей - та, которую ещё через десять лет, в середине 70-х назовут постмодернизмом.

In С - 53 кратких мотивчика, повторяю​щиеся любое количество раз любым количе​ством и составом музыкантов на фоне неиз​менного «трансового» пульса. Этот принцип повтора с минимальными отклонениями, собственно, и стал называться минимализ​мом или, реже, репетитивизмом. A In С стало наиболее часто исполняемым минима​листским произведением. Оно не только радикально изменило судьбу процветавшего тогда авангардного рока, но и фактически стало образцовым сочинением современ​ной диджейской музыки - от «транса» до «эмбиента».

У нас пластинку с записью In С в конце 60-х своевременно получил один из лидеров тогдашнего авангарда - Эдисон Денисов. Он сразу и однозначно минимализм не принял (а с ним и все наши «музыкальные диссиден​ты») и уже готов был пластинку с напечатан​ными на обложке нотами выкинуть. Но в последнюю минуту передумал и отдал пианисту Алексею Любимову. Любимов и Пекарский «прониклись» и в 1969 году на углу Малой и Большой Бронной улиц в зале бывшей синагоги, где тогда функциони​ровал профсоюзный «Дом самодеятельного творчества», организовали первое исполне​ние In С в Москве. В зале народу бьыо мень​ше, чем на сцене (правда, среди них Альфред Шнитке и София Губайдулина). Но это собы​тие имело, можно сказать, исторические последствия, одно из них - переход в минима​лизм Владимира Мартынова.

Через тридцать лет петербургский фес​тиваль «СКИФ» и московская «Альтернатива» смогли выписать Райли в Москву. На обо​их концертах - в Малом зале Московской консерватории и в «Доме» - в первом отделе​нии маэстро играл на фортепьяно сам, а во втором - слушал, как его музыку интерпре​тирует собранный по этому случаю Repetetition Orchestra. В предуведомлении к диску Moscow Conservatory Solo Piano Concert аме​риканский возмутитель спокойствия напи​сал: «Надеюсь, что мое приношение в виде музыки, исполненной на этом вечере, в ка​кой-то мере отражает то глубокое почтение, которое я питаю в отношении великих музы​кальных традиций России и тех Мастеров, которые с их мощным гением стремились достичь звёзд прежде меня».

По удивительному стечению обстоя​тельств центр «Дом» - это и есть тот самый «Дом самодеятельного творчества», где In С прозвучало впервые. Организаторы, естест​венно, позвали группу отечественных после​дователей минималистов - ансамбль 4:33 и по примеру китайцев - певцов из фольклор​ного хора «Народный праздник». Маэстро запись одобрил. А это означает, что Эдисон Денисов был не очень далёк от истины, когда в конце жизни говорил, что «минимализм хуже СПИДа». В любом случае, оказалось, что заразиться этой музыкой даже легче.

---  Еженедельный Журнал

	(Terry  RILEY)
	PIANO CIRCUS:

Steve Reich "Six Pianos"; Terry Riley "in C"
	1990
	41:45
	label: Argo (Decca)

Piano Circus: Kirsteen Davidson-Kelly; Richard Harris; Kate Heath; Max Richter; Ginny Strawson; John Wood.

STEVE REICH: Six Pianos
Reich has always been concerned with the notion of phasing: that complex phenomenon which occurs when simple rhythmic events are superimposed upon one another with a degree of relative displacement. In his earlier work the phase shifting was achieved by the performers playing identical or near-identical lines and then deliberately moving slightly apart in tempo. This had an effect like that of two identical tapes running at fractionally different speeds. In subsequent works, like Six Pianos, the phase shifting may be achieved by introducing a new phase fully-formed, so that it only gradually reveals itself to be a displaced copy of the original rhythmic structure. This, then, is 'minimal music' in the sense that it is wholly comprised of repeated statements of a short, simple rhythmic fragment, and its sophistication and richness arises from the multiple superimpositions which the composer employs. The reduced nature of the score for Six Pianos is one aspect of the work that makes it very appealing to us as performers; matters of tempo, dynamics, articulation and style are left to the players' judgement, so the piece requires a creative and sympathetic contribution from every player. With the sophistication of present-day computer technology, it would be easy to manufacture a texturally perfect version of this piece without any musician even lifting a finger; but. it becomes increasingly clear that what makes for interesting, involving music is the relationship between performers and work. Our performance of Six Pianos becomes a record of our feelings about the piece, and for this reason we approached the recording in the same way that we would a live performance, striving to convey the energy and drive of Six Pianos and to emphasise those aspects of the piece that make us want to play it: namely its wonderful rhythmic vitality and dramatic harmonic juxtapositions.
TERRY RILEY: In C
In C is an even more radically open score than Six Pianos. The composer imposes no limitations on the tempo, dynamics, choice of instrumentation, number of performers or duration of the work; he leaves all of these decisions in the hands of the players.
Riley has said of the piece that he wanted to write something for all his friends to play together, hence the great flexibility of the material, and the workshop-like feel of the music. What is most apparent to the performer is that in this work playing the notes is just the beginning. The performers progress through the patterns that make up the score at their own rates, overtaking or falling behind one another, playing their own lines and playing with the relationships that occur between these and the lines of the other players.
As a result of the great freedom given to the performers, the piece can vary considerably, particularly in length. Its general character, though, remains constant: a slow, fluid transition around the repeated octave C (there are about 5,000 of them in this version). For this recording we have used the following sounds: concert grand and upright piano, Rhodes piano, two harpsichords and vibraphone.
PIANO CIRCUS
Piano Circus was formed in early 1989 as an ensemble specialising in American minimal music and that of younger British composers working in broadly related styles. The six members of Piano Circus - Kirsteen Davidson-Kelly, Richard Harris, Kate Heath, Max Richter, Ginny Strawson and John Wood - have between them a diverse range of musical experience, ranging from traditional western art-music through jazz, African music, electro-acoustic music, pop and rock, to tonal and experimental composition. The group aims to function as a platform for new and adventurous projects, and in this way to bring the richness and diversity of musical experience to an increasingly broad audience.

	Terry  RILEY
	Lazy Afternoon Among The Crocodiles
	1997 
	26:28
	label: ReR

Terry Riley [k]; Stefano Scodanibbio [contrabass].

1. Lazy Afternoon Among The Crocodiles

2. En La Siesta El Gladiator

3. Orfeo

I was invited to an art gallery in Los Angeles to hear a solo String Bass recital by Stefano. I arrived late and the concert was in progress I was walking down a series of concrete halls to reach the gallery chamber where the music was taking place. In the distance I could hear the sounds of french horns, trombones, strings and brass all mixing in a beautiful modal ensemble and at the time I thought that Stefano must be playing with a chamber group. I was amazed when I entered the gallery to find Stefano all alone placing his bass. It was then that I realized it would be an exhilarating experience to work togheter. And indeed it was! -- a few years later when Stefano visited me at the Sri Moonshine Ranch, we tuned up the bass and the sinthesizer and began to play without discussing a game plan. What followed was a fresh and exciting landscape where spontaneous melodic and harmonic interplay emanated from the mutual effect our playing was having on one another.

A Lazy Afternoon Among the Crocodiles and Orfeo are collaborative works that resulted.

I was very impressed with the fact that he played his Bass very similarly to the North Indian Sarangi (a bowed string instrument with many sympathetic strings that is played by gliding the fingernail along the side of the string instead of depressing it on the fingerboard). Due to my background as a singer of North Indian Raga, in which the Sarangi is used, I found it very exciting to sing and play with the interactive parts Stefano provided that had a similar character to the Sarangi. Stefano also employed a unique percussive technique that makes the Bass sound like a Tabla Tarang (a set of tuned hand drums all tuned to a different pitch). He also played mainly on the harmonics which are pure tones sounding on the various nodes of the string. These harmonics can be translated into whole number fractions that comprise the intervals of just intonation which then results in a scale in which each interval has its own size. We determined the scale by extracting 3 harmonics from each string. Since each siring is tuned to a different tone, that yielded a complete 12 tone scale. I then tuned my synthesizer to the same frequencies as the harmonics on the Bass. Each time Stefano retunes the 4 strings another scale is created. We based our improvisations on these basic scales.

--- Terry Riley

	Terry  RILEY
	Moscow Conservatory Solo Piano Concert
	2001
	73:33
	label: Long Arms Records

rec. 2000

	Terry  RILEY
	Terry Riley Repetition Orchestra
	2001
	77:28
	label: Long Arms Records

rec. 2000, live in DOM (Moscow)

one-track recording: In C / In Do(m) / In Moscow

Большой состав исполнителей включает: Terry Riley, Alexey Aigi, Vladimir Volkov, Alexey Lubimov, Mark Pekarsky, Sergey Zhirkov, a.o.

	RINNERADIO
	Joik
	2001
	54:52
	Удалой финский acid-free-jazz + с добавлением этники (финской, дремучей), но есть и типа Molvaer'а, и даже нечто минималистическое – ну просто отвязались ребята куда только могли. Но дело не в этом: всё сделано супер-здорово. Развлекает на все сто. Настоятельно рекомендуем.

label: AANI (Finland)

Tapani Rinne – saxes, clarinets

Wimme Saari (см. в 'Eurofolk'; + музыкантов с этого диска) – vocal
Kajasto – keys, progs, perc.

Jari Kokkonen – bass, keys

+ guests

	RIOU
	Pops
	1997
	55:58
	el. noise (minimal)

label: Kkrecords (Belgium) email: kknz@kkrekords.be 
noise на этом же лэйбле см.: STARFISH POOL
01 C1 (reverse)

02 Book Shop

03 Stock

04 E.L.E.

05 Return 1

06 Vegetable Shop (short)

07 Visual Arts

08 C2

09 Return 2

10 Play with Sampler

	Les  RITA  (RE)  MITSOUKO – см. в разделе ‘Rock’
	
	
	
	

	Steve  ROACH
	Steve  ROACH &  Jorge  REYES:

“Origins”
	1993
	68:51
	ambient / ethno / avantgarde ; такого же типа см.: REYES; STILLPOINT; VIDNA OBMANA; L. NERELL; L. HORTOBAGYI; SYMBIAN (в разделе ‘Synth’);
См. тж. проекты J. REYES’а – пара ROACH/REYES создала много совместных проектов под именем кого-то одного из них.

Steve ROACH World Wide Web address: http://www.nets.com/roach.html 

label: Fortuna Records (California) / Celestial Harmonies

composed, performed, and produced by steve roach 

steve roach: various percussion and shakers, chanting and gravel voices, didgeridoos (keys: c-flat, d, b-flat), northern sonoran dreampipe, oaxaca water pots, rain sticks, bullroarer, spiritcatcher, native american flute, stones, kalimba, ocarinas, analog and digital synthesizers, sampler and percussion programming.

guest artists:

“artifacts” suso saiz: hypnotics guitar

“connected underground” jorge reyes: prehispanic flutes, aztec log drums, intro voice, various percussion; linda kohanov: frame drum

‘’clay, wood, bone, dirt” jorge reyes: oaxaca water pots

“in the eyes of the spirit” jorge reyes: mayan trumpet, aztec log drums, prehispanic flutes; daniel nagle: didgeridoo intro

“the face in the fire” jorge reyes: prehispanic flutes; suso saiz: hypnotics guitar

“dreaming now, then” steve roach alone

      ARTIFACTS & ORIGINS.  Storms come up suddenly where the desert meets the sea. The sky turns inside out and clouds emerge from nowhere, churning between grey and purple, moaning and crackling as electric spikes rip through the heart of the tempest. I can see it in the distance, a black hole carved into the cliffs above. I scramble up the rocks as heavy drops glaze the landscape and steam rises once again from fields of frozen lava. A cold, empty draft swells from the center of the darkness; there’s no telling how far this cave goes back. So I huddle near the entrance, smelling wet creosote, tasting dirt mixed with blood drawn from jagged edges, wounds stinging from the sweat of heat and desperation. The onslaught is overhead now, and lightning sweeps across the mountain, scorching the boulders outside. Each strike hisses through the cavern, flashing hints of others who were here before: crude images on the walls, bones piled in the center, offerings scattered about, voices hidden in the rhythm of the rain. A savage blast of thunder reverberates through solid stone, shaking loose fragments of conversation buried in the dust, incantations in languages that no longer exist, tales of heroes whose bodies nourish the soil. Their spirits linger in the wind. An old man holds a snake. Another shakes a rattle. Sardonic laughter dissolves into cries of existential longing. A weathered music maker smears himself with white powder and blows into a hollow tree branch, droning the sounds of dreams and origins. A coal-haired wraith slaps the beat on two clay pots, his black eyes dilated, his sinuous movements propelled by the thrust of a relentless trance. Flames burst from the medicine bundle and suddenly no one can hide in the shadows. We gaze at each other through veils of smoke as sparks fly in all directions and time spirals in on itself, momentarily unwound by the rage of a summer storm. Am I delirious? Or are they dreaming of now, then? Can they really see me, clinging to the walls of the cave, face reflecting in the fire, a specter in torn hiking shorts slipping in and out of focus through their own blurry visions of the future? Am I the one who has been conjured up by some strange primeval rite? Foolish thoughts, I say to myself as the sky opens up. Coyotes howl a brutal serenade across the land of extremes. The sun melts silently into the ocean. A crescent moon gathers strength from the last traces of blood and lavender on the horizon. I stare beyond the bold sliver of light, transfixed by the etherial outline of a fuller moon, hovering in secrecy. The air is thick and charged. I take a deep breath and begin my descent, feeling for strongholds in the rocks on my way back to more familiar territory. Maybe it wasn’t just my imagination. Maybe, just maybe, the earth has a memory — and we are all connected underground.

	Steve  ROACH
	Steve  ROACH &  Jorge  REYES:

“Forgotten Gods”
	1993
	64:03
	label: Hearts Of Space (SF, CA, USA)

Steve Roach [analog and dig synth, sampled perc, v, didgeridoo, distant perc, Lakota plans flute]; Jorge Reyes [clay water pots, prehispanic clay flutes and ocarinas, bamboo flute, whistles, v, various drums and perc, stones, turtle shell, rainstick]; Suso Saiz [el g, distant perc].

	(Steve  ROACH)
	SUSPENDED MEMORIES:

“Earth Island”
	1994
	56:08
	label: Hearts Of Space (SF, CA, USA)

Steve ROACH -- synths, sampler, d-progr, didgeridoo, hybrid percussion sampling, melting keyboards, ratchet perc, breathy ocarina, heart beat perc.

Jorge REYES -- Mayan trumpet, v, clay pots, shakers, Native American flute, perc, prehispanic whistle-flute, claps, conch shell, log drums, ocarinas, stones, water pot, distant perc, circle dance foot sounds.

Suso SAIZ – g, melting g, hypnotics, circle dance foot sounds.

It’s midnight and Madrid is raging. The dubs are filled to capacity, and people are spilling out onto the sidewalks, laughing and shouting at lines of cars circling the block. The churning fumes of exhaust, garbage on wet pavement and millions of burning cigarettes whirl through the city and up toward the sky, casting a protective shadow over the civilization that feeds this madness. The moon hides behind an imposing stone monument still standing in the center of the square, and the stars can't compete with the street lights. But the studio is quiet. The lights are low. The faint smell of burning incense mingles with traces of tequila. Three musicians are waiting in silence for the dick of the tape machine.

The carnal magic and serenity of the desert Nourished the trio's first recording. All that seems so far away now. The gods here are buried under thousands of years of architecture, etiquette, industry and complacency. Still, the most potent musical travels are fueled by extreme conditions. Inspiration maybe suffocating under layers of concrete, glass and hostile psychological debris, but those who dig deeply and desperately enough eventually hit the Source, and it comes gushing out with a ferocity that can't be ignored. The musicians are counting on this. The adrenaline is already flowing from their European concert tour, yet expectations are suspended. The only thing they can do is trust in the moment.

Jorge raises a Mayan trumpet to his lips and wails into the microphone. The ancient cry cuts through the confusion of city and threatens to wake the dead. Steve touches the keyboard and waves of primordial sound rush in. Suso's guitar conjures up swirling apparitions. The crack between worlds is open once again.

Suso switches on his short wave radio, and conversations from around the world displace time and space. Steve's didgeridoo blasts a hole through the Dreamtime and out the other side. The hollow log growls and resonates with alien tone colors synthesized in a parallel universe. Other, more distant signals bleed through from the past. Field recordings Jorge made during travels through Mexico mingle with the spontaneous mythology of pure improvisation. The curandera sings her mushroom song and teaches it to Suso. The guitar sustains the promise of this sweet hallucination. The First Man disintegrates and becomes food for fertility rites. Jorge recites the legend in rhythm. The Huichol shaman chants his peyote blessing, and the revelations are spun into yam and solidified in beeswax. Steve carves the feeling in sound. The ritual continues.

The group flies to Germany to perform at the Klang Art new music festival. Spirits are high after the concert, and the recording session moves nearby to a 200-year-old stone barn converted into a studio. The surrounding countryside is lush, green and civilized. The musicians map out places in between and outside Old World decorum. They turn up a fragment of Huichol folk tune and stomp through the studio in their own, jubilant circle dance of defiance, their steps processed to replicate the hazy pallor of an old field recording. For in the midst of their synthesizers and digital tape machines, the members of Suspended Memories are only too aware that someday this ecstatic moment will also fade and be claimed by time.

Everything is melting now. There are no boundaries, only waves of sound splashing against this big island we call earth, washing some distant clan onto new shores, eroding the conventions of the present and carrying the remains out to the sea.

-- linda kohanov
The Sky Opens 4:16 

Earth Island 8:17 

Curandera 7:53 

Melting World 8:10 

First Man (Watakame) 4:33 

Places Inbetween 11:42 

First Blessing  7:35

El Minote 3:35

	Steve  ROACH
	Structures from Silence
	1984
	58:48
	Celestial Harmonies (Tucson, Arizona) / Fortuna Records

Music composed, performed and produced by Steve Roach. 

Suspension . . . Intimacy . . . Silence

Touch the essence of Structures from Silence. Steve Roach’s flowing melodic impressions and sustained synthesizer-chords breathe, rest, and breathe again. A subtle visionary album, serene and haunting. a timeless statement.

California-born com​poser musician Steve Roach began his musical explorations directly on synthesizers. Deeply in​spired by European elec​tronic artists, he quickly realized the vast possibilities of sound and music on many levels.

His solo concerts on the West Coast have enabled Steve to bring a directness of expression to his recordings. While his previous albums Now and Traveler explore a multitude of dynamics and energy, Structures from Silence delivers a lucid, reflective experience. Of this music, Steve writes,

“For several months before actually committing Structures to tape, I would live with the music throughout my daily activities. Often I would sleep and wake with the music playing (since it is stored in the computer memory it can play indefinitely). This gave me the opportunity to ‘fine tune’ the piece to a very sublime level.

“At the time I didn’t listen to any other music. I also spent much time in silence, a beautiful place. Feeling the music move through that space was vital in its develop​ment... For me the essence of this music is what is felt when it ends, a returning to the silence.”

1. Reflections in Suspension   16:39

2. Quiet Friend                        13:15

3. Structures from Silence      28:33

Если ранние CD Roach’а, до начала его сотрудничества с Reyes’ом, имеют акцент позитивных настроений, то затем они переключаются в ethno / dark ambient и становятся безусловно интересными для предложения в ключе Alternative. [У Reyes’а такое переключение происходит после его первого сольного диска]

	Steve  ROACH
	Empetus
	1986
	44:51
	label: Celestial Harmonies / Fortuna Records (Tucson, Arizona)

Steve Roach: analog and digital synthesizers, sequencers, digital drums

Weslie Brown: voice on “Conquest” and “Merge”

Michael Stearns: The Beam on “Arrival”, “Conquest” and “Empowerment”

“Empetus – compelling and ethereal, intense and gentle, rhythmic and floating. Visceral fire, lattice-like delicacy, soaring grace. The harmonious musical mergence between assertion and compassion, earth and sky, body and spirit. Steve Roach musk— vital, sensual, exhilarating.”

LEE UNDERWOOD
California-based synthesist Steve Roach uses an array of analog and digital synthesisers to explore life’s passionate energy – playing it, dancing it, exploding with it. Empetus is a jet-propelled ride with driving, rapid-fire rhythms and soaring themes that carry you up, whirl you for a moment, then take you up again.

	Steve  ROACH
	Quiet Music
	1988
	73:59
	label: Fortuna Records (California) / Celestial Harmonies (Connecticut) 

Steve Roach [analog&digital synth].

Like a shimmering mirage on the desert, this subtle music reflects your own images, evoking shades of mood and meaning.

Dedicated to the passing time and the experience of watching particles in sunlight.

The second recording in a series of softly flowing synthesizer mind-paintings with an edited version of Dreaming and Sleep from Steve Roach’s third recording of quiet music.

	Steve  ROACH
	Desert Solitaire
	1989
	65:12
	label: Fortuna Records (California) / Celestial Harmonies

Steve Roach [OB 8; DMX; Matrix 12; Xpander; Emax; Arp 2600; M – 1; Kawai K – 5; ocarina; Taos drum], Kevin Braheny [The Mighty Serge; Prophet VS; Prophet 2002; soprano sax; tin whistle; Diamondback rattlesnake], Michael Stearns [S-50; D-50; TX-7; OB 8; Serge Modular synthesizer; 12-string guitar], with: Robert Rich [dumbeck; gourd drums; ghost percussion], Leonice Shinneman [North Indian pakhawaj and manjerra, African berimbau, melodic rattle, claves], Hyman Katz [flute].

    “Benedictio: may your trails be crooked, winding, lonesome, dangerous, leading to the most amazing view. May your mountains rise into and above the clouds. May your rivers flow without end, meandering through pastoral valleys tinkling with bells, past temples and castles and poets’ towers into a dark primeval forest where tigers belch and monkeys howl, through miasmal and mysterious swamps and down into a desert of red rock, blue mesas, domes and pinnacles and grottos of endless stone, and down again into a deep vast ancient unknown chasm where bars of sunlight blaze on profiled cliffs, where deer walk across the white sand beaches, where storms come and go as lightning clangs upon the high crags, where something strange and more beautiful and more full of wonder than your deepest dreams waits for you — beyond that next turning of the canyon walls.” — from the preface to the 1988 edition of Edward Abbey’s ‘Desert Solitaire’

	Steve  ROACH
	Sound Of The Earth     (Australia)
	1990
	62:53
	label: Fortuna Records

Steve Roach [synth-s, clicking sticks, didjeridu]; David Hudson [didjeridu]; Sarah Hopkins [spirit catchers, cello, voice]; Darwin Didjeridu Mob.

   The sound of the didjeridu, like the dramatic Northern Australian landscape from which it originated, is at once earthy and surreal. Although little more than a hollowed out tree branch, this Aboriginal wind instrument mimics the rhythms of kangaroos bounding across the outback, the howls of dingos, and the peculiar calls of the territory’s exotic birds. The droning reverberations that underlie these colorful inflections evoke the idyllic period of the primeval Dreamtime, and symbolize the mysteries that thrive just below the surface of everyday life. “Sound of The Earth” captures the remarkable power and flexibility of the didjeridu. Virtuoso didjeridu solos by Aboriginal artist David Hudson are complemented by the assertive improvisations of up to four didjeridu players accompanied by drums and electronics. The sounds created by Hudson are astounding, but no overdubbing or special effects have been added to his performances. The didjeridu, lacking the valves and reeds that give other wind instruments tonal flexibility, is played through skillful manipulation of the mouth and throat muscles in combination with circular breathing. Hudson contributes five compositions to this recording which are a testament to his mastery of this prehistoric instrument. In counterpart to Hudson’s solos, a spontaneous gathering of didjeridu players in Australia’s Northern Territory resulted in the recording of ‘Red Dust and Sweat’, and ‘The Initiation’, compositions of great force produced by joining four of these potent instruments with log drum, synth-s, and clicking sticks.

    The North Queensland city of Cairns, is home to David Hudson. Before European settlers built this city, countless generation of Hudson’s ancestors roamed free in a tropical paradise. In his youth, Hudson felt compelled to learn the lore of his people as it has been handed down over the centuries in the performances off songs and sacred dances that constitute the stories of the Dreamtime. He spent many years mastering the didjeridu and the difficult interpretive dances of his tribe.

    The spirit catcher is a contemporary instrument with a primitive inspiration designed by Californian Darrell De Vore. It consists of a wooden frame supported by two cross bridges with two large elastic bands stretched around them. Whirled overhead at the end of a long string, its creator describes it as “a shamanistic musical instrument which acts as a receptor for unseen spirits.”

	Steve  ROACH
	ROBERT RICH & STEVE ROACH:

"Strata"
	1990
	59:08
	SOUNDS UNLOCK MEMORIES. MUSIC LIKE ARCHAEOLOGY SHIFTS THROUGH TIME REVEALING THE CONCEALED HALF FORGOTTEN BURIED WITHIN THE STRATA OF THE PRIMORDIAL MIND.

Steve Roach: analog and digital synthesizers, sequencers, samplers, glurp.

Robert Rich: synthesizers and sampler, percussion, steel guitar, bamboo flutes, rape hiss, glurp.

Produced by Robert Rich and Steve Roach. 

All music composed, performed, and recorded by Steve Roach and Robert Rich.

Thanks to David Hudson for didjeridu sample food.

Recorded (1989-90) at The Timeroom. Tucson. Arizona.

We work together out of a mutual fascination with the subconscious, the surreal, the shadows. Together as composers, we toss ourselves with trust into the river of chance. What we find there often surprises us, like a gift from a close friend. One of the aims of this album was to create sounds which evoke a reverie, much like a fleeting scent can unlock a flood of human experience—personal, collective, and universal. For us, Strata means time, history, and memory... the possible—and the unknown.

--- Steve Roach    Robert Rich
1 Fearless 4:32 

2 Mica 5:00

3 Forever 4:50 

4 The Grotto of Time Lost 9:03

5 lguana 7:23

6 Magma 3:37

7 Persistence of Memory (for Doll) 5:09 

8 Remembrance 2:22 

9 Ceremony of Shadows 3:12 

10 La Luna 10:39

	Steve  ROACH
	World’s Edge
	1992
	66:43 58:26
	label: Fortuna Records

Steve Roach [analog and digital sinthesizers, sampler, didjeridu, sampled and hand-played percussion, frame drum, ceramic dumbek, Lakota plains flute, Tibetan ritual bell]   with:  Guy Thouin [tablas, perc]; Robin Horn [cymbal, Chinese gong]; Robert Rich [steel guitar].

    “Standing at world’s edge under shadow heart pounds and settles into a steady pulse beating with desire through steel and bone time twists, recedes and dissolves where souls roam falling, flying... dreaming in a sanctuary of dark warmth the call cries out in fear and turns to strength at the threshold of silence a glimpse of forever at world’s edge...” — Steve Roach.
   Steve Roach: “ON WORLD’S EDGE — I’ve always enjoyed the metaphor of coming to the edge of an abyss and jumping off, building your wings before you hit the bottom and soaring with the culmination of all of those feelings. While working on this music, I was also thinking a lot about the disappearance of aborginal cultures, a tragedy of many levels. At the same time, I became aware of the lines that blur between ancient knowledge and modern ingenuity as indigenous people are absorbed into contemporary society. I wanted to find and convey a primordial voice through all this modern technology, go to the edge in a shamanic sense and bring back sounds that carry inspiration and power.

   On yet another level, I feel these pieces are imbued with the feeling that the world is at a critical edge in many ways. The artist, as an open nerve, has a responsibility to transform all of this into something that will hopefully give off at least a spark of insight and inspiration. “World’s Edge” is a chronicle of my own search to express through the music this incredible and often overwhelming time.”

   “This music is dedicated to my wife, Linda, who always meets me at the edge.”

	Steve  ROACH
	Soma                                  (In pursuit of ecstasy Rhythms from the earth’s memory)
	1992
	57:19
	label: Hearts of Space (California)

Steve Roach [synth-s, sampler, didgeridu, clay water pots, rainstick, rocks, Lakota Indian flute, ocarinas, glurp, perc, voice];  Robert Rich [synth-s, samplers, bamboo and clay flutes, steel guitar, Udu clay drums, dumbek, ceramic talking drum, Waterphone, kalimba, rainstick, glurp, perc]; Linda Kohanov [frame drum cries, swirls and scratches(№6,7)].

   “Oh sing a song, a song of praise / To the clear and swiftly flowing / Drop of crystal with a thousand eyes” — Rig Veda, Hymn of Purification.

     The Vedic writings describe a drink made from plants which could help one commune with the gods. The same word meant ‘body’ to the Greeks. Music, too, can be a vehicle for travel, an offering from the opening between worlds. — Steve Roach, Robert Rich.

	Steve  ROACH
	The Lost Pieces
	1993
	69:36
	label: Soundquest Music (Tucson AZ, USA)

All music composed and performed by Steve Roach. 

“Three Reptiles Wait at the Opening to the Underworld” (#8):

Linda Kohanov: Frame drum and percussion

Chuck Coesters: Percussion, short gecko voice

Steve Roach: Didgeridoo, percussion, synthesizers, reptilian spirit voice.

	Steve  ROACH
	Artifacts
	1994
	77:13
	1. groundswell        
8’15

2. thunder brother 
9'29

3. the origin of artifacts      25'46

4. your own eyes    
8’02

5. ancestral horizon
8’27

6. temple of the frog
8’50

7. begin where i end
8’01

all music composed, performed, and produced by steve roach

recorded and mixed at the timeroom (tucson, arizona 1994)

future and present artifacts utilized in this recording:

various didgeridoos, northern sonoran dreampipe, frame drums, dumbek, voice, rainsticks, oberheim xpander, matrix 12, emax 2, proteus world, korg wavestation, m-1, yamaha sy77, akai mpc-60, cannondale super v, clay water pots, ocarina and clay flutes, various hand percussion, indonesian gong, native american grinding stone and other assorted and forgotten objects.

loren nerell (см.) performs javanese gender on "temple of the frog"

	Steve  ROACH
	Kiva
	1995
	67:05
	label: Fathom (USA)

Steve Roach,  Michael Stearns, Ron Sunsinger.

  S.R., M.S., R.S.: «The KIVA represents the unbroken circle of the Earth. It is meeting place of peoples who love the Earth. It is the church within her womb. The KIVA can take many forms. It can be a sweatlodge, a teepee during a peyote ceremony, the arbor of a sundance, an ayahuasca ceremony under the canopy of the rainforest, a simple hole in the ground with a ladder protruding out of it, or the darkly lit chamber of a musician’s studio. Anyplace where indigenous and modern peoples gather to worship in communion with the earth, that is a KIVA. During the making of this album, Ron participated in several traditional ceremonies, and with permission from the elders of each, he brought back rare source recordings that are the basis for its structure. Although it is unusual for recordings of this nature to be made public, all of the parties who participated agreed on one thing, that it is time to share the special nature of what occurs within these ceremonies. There are four ceremonies exploded on this album.

 In the East KIVA (#1), «Calling in the Midnight Water» initiated by Michael Stearns, is the Peyote ceremony. Peyote is a hallucinogenic cactus found in the Southwestern United States and Mexico. Here it is taken in a player ceremony as a sacrament for a healing.

 In the South KIVA (#2), «Mother Ayahuasca» initiated by Ron Sunsinger, is an Ayahuasca ceremony. Ayahuasca is made from the bark of a hallucinogenic jungle vine from South America. It is taken here in ceremony to seek visions within the deeper self.

In the West KIVA (#3), «Sacrfice, Prayer and Visions» initiated by Steve Roach, is a Sundance. The Sundance is a high ceremony of the Native Americans of the central plains. It is a ceremony of renewal with the spirit world in which the core participants seek visions to become holy men.

In the North KIVA (#4), «Trust and Remember» is an Earth ceremony created by Steve, Michael and Ron. It is three non-traditional people co-creating in a cave in Northern New Mexico with the energies of the moment.

	Steve  ROACH
	Well Of Souls
	1995
	61:29 72:44
	Project (USA)

Steve Roach with Vidna Obmana (см.)

«There is no way to anticipate the benediction

of that secret arrival.

It’s not like falling head first into a well of souls.

We are already surrounded by those waters.

On searing afternoons, when the habits of logic

evaporate in the trances of an unbridled sun,

you can see waves risig from the desert floor,

and you begin to recognize

the things your eyes like to hide.

This is the same secluded brilliance

that pours through deep hours of the night, 

illuminating your dreams

with myths of the recent future

and memories submerged long before your birth.

It is white embraced in the blackest of black,

the quiet companion that whispers in silence

and makes the darkness smell of roses,

urging you toward the distant sound of the gathering.

Closer... Closer to the dwelling place...»

  --  Linda Kohanov.

	Steve  ROACH
	Cavern Of Sirens
	1996
	72:50
	Project (USA)

Steve Roach with Vidna Obmana (см.)

«There are men who fear nothing in this world

except the songs of sirens,

voices of irresistible sweetness

that distract explorers from their path

and lead them to their death.

If they offered music to the darkness,

trusted their own sound

when they could not see,

they would serenade the sirens

and travel safely through the night.»

  --  Linda Kohanov.

	Steve  ROACH
	The Magnificient Void
	1996
	69:35
	label: Fathom (San Francisco) [Hearts Of Space]  http://www.hos.com 

Composed, performed, produced and digital assembled by Steve Roach. + voices by Linda Kohanov and Cantrell Mariott.

One of the most enigmatic of all transpersonal phenomena is the experience of the Void, the encounter with primordiat Emptiness, Nothingness, and Silence. 

This extraordinary spiritual experience is of a highly paradoxical nature.

The Void exists beyond form of any kind. 

While being a source of everything it cannot itself be derived from anything else.

It is beyond space and time. 

While we can perceive nothing concrete in the Void, there is also the profound sense that nothing is missing.

This absolute emptiness is simultaneously pregnant with all of existence since it contains everything in a potential form.

STANISLAV GROF The Holotropic Mind

Between the Gray and the Purple 7:42

Void Memory One 2.53 

Infinite Shore 7.47 

Cloud of Unknowing 10.38

Void Memory Two 3.40 

Void Memory Three 3.41 

The Magnificent Void 13.13 

Altus 20.01

	Steve  ROACH
	On This Planet
	1997
	72:56
	label: Fathom

Composed, performed and produced by Steve Roach.

musical artifacts used On This Planet:

various analog and digital synthesizers, samplers and sequencers, didgeridoo, Northern Sonoran Dreampipe, grinding stone (matae), clay water pots, Udu drum, prehispanic flutes, assorted percussion, effects processors, voice on "Heart of the Tempest" – LINDA KOHANOV, voice on "Journey of One" – STEVE ROACH, voices on "Remember It Now" – STEVE ROACH, LINDA KOHANOV.

Guest artists on title track:

PATRICK O'HEARN – bass guitar, ROGER KING – pulse bass, OMAR FARUK TEKBILEK – bandir, darbuka, baglama.

On this planet

a shifting mass of land takes form.

Crimson skies watch over molten seas.

Those who remember The Beginning

gather in distant deserts as sounds as first day

are released once again into searing winds.

The ritual continues...

-- Steve Roach

ON THIS PLANET was carved from the live experience. Every concert played over the last year provided a testing ground for the sonic topography I was exploring and refining. There were moments when the spontaneous inspiration of the setting brougt new compositions into form. "A Darker Star" was such a piece, recorded live as it is heard with a few brush strokes added later. Most of the material, however, was perfected in the Timeroom soon after returning from various performances or just before packing up to leave. Rather than assemble a collection of concert excerpts, my aim was to absorb the on-the-edge a atmosphere, take what I considered the peak moments and most profound musicat discoveries, steep myself in the feelings and shape them over time.

Since I began presenting my music live nearly 20 years ago. I've been striving to capture the intensity unleashed when the honesty of putting oneself out in front of an audience is pursued. I encourage you to travel the terrain I've mapped On This Planet at the volume level of its creation.

Turn it up, feel it in your bones!

-- STEVE ROACH, May 1997

Heart of the Tempest 4:26

Journey of One 5:58

The Nexus Place 7:05

Trilobite 5:53

Void Memory 4   5:56

Ctoud Watching with the Toolmaker 5:41

The Ecstasy of Travel 4:59

Remember It Now 10:56

A Darker Star 15:19

On this Planet 14:06

	Steve  ROACH
	Dust To Dust
	1998
	61:15
	label: Projekt (Chicago)   www.projekt.com 

All music by Steve Roach and Roger King.

Steve Roach – Harmonicas, Electronic Instruments and Processing, Ocarina, Beer Bottles and Percussion, Fretless Bass.

Roger King – Various Guitars, Bass Guitar Washboard, Percussion and Voice.

Recorded, Mixed and Mastered at the Timeroom, Tucson, Arizona by Steve Roach and Roger King.

What Drives A Man To Go West?

This is the music and even more the soundtrack to lingering ghosts and lost but not-so-forgotten dreams of restless souls, driven to “Go West, by God!”  

The story shifts between the present and the recent past when a dusty trail was the only road west. The rails were freshly laid, still wet with sweat and blood. For better or worse, hopes and dreams turned real in the vast southwestern deserts, becoming a metaphor for a clean slate and a better life.

This is the music of ghost towns and boom towns, of families and loners, of riding the ribbon rails of promise to a bigger sky for a day’s wage, perhaps never to be heard from again – dead or alive. Back home they’d ask, "where’d those peculiar folks and distant-eyed fellas go?"

--- Mortimor E. Sagebreath, Oracle, Arizona.

1. Gone West

2. A Daze Wage

3. A Bigger Sky

4. The Ribbon Rails of Promise

5. First Sunrise

6. Lost and Forgotten

7. Snake Eyes

8. Rain and Creosote

9. Ghost Train

	Steve  ROACH
	Body Electric
	1999
	56:38
	label: Projekt (Chicago)   www.projekt.com 

Produced by Steve Roach and Vir Unis.

Steve Roach [analog and digital instruments, groove creation, prehispanic and shamanic percussion and voice, atmospheres, soundworlds and processing]; Vir Unis [fractal groove creation, synthesizers, treatments, atmospheres and soundworlds].

The Evolutionary Art of Steven Rooke: “In the evolution of biological organisms, pressures from the environment, including other living creatures, cause the organisms to change and adapt by natural selection over the course of thousands of generations. Artists employ a similar process in computer software, assigning their own aesthetic fitness to populations of mathematical ‘organisms’ that produce images on the computer screen. Over the course of thousands of generations, their virtual DNA adapts by sexual reproduction, mutation and other processes, leading to striking new imagery accessible by no other means.”

	Steve  ROACH
	Light Fantastic
	1999
	58:37
	label: Fathom Records (San Francisco)  www.fathomusic.com 

www.steveroach.com  info@steveroach.com 

all music composed, performed, produced and arranged by Steve Roach.

Steve Roach [analog and digital sounworlds, hybrid and fractal groove creation, acoustic percussion]; Vidna Obmana [fujara sample food performance on tr. 3 and 6]; Vir Unis [filter and fractal groove creation infusions on tr. 1-6]; Stefin Gordon [tamboura on tr. 3 and 6].

Refraction: the deflection from a straight path undergone by an energy wave in passing from one medium, such as air, into another, more solid form, such as glass. The sudden change in velocity effectively bends the light, but if the new medium is transparent, a single ray of white light reveals a radiant display of color.

1. Trip the light

2. Breathing the pulse

3. The reflecting chamber

4. Touch the pearl

5. Realm of refraction

6. The luminous return

	Steve  ROACH
	Midnight Moon
	2000
	73:13
	label: Projekt   www.projekt.com 

Created by Steve Roach on processed electric guitar, Ebow, and fretless bass.

Special thanks to Vidna Obmana, Vir Unis, Linda Kohanov, a.o.

1. Ancestors Circle

2. Midnight Loom

3. Deadwood

4. Broken Town

5. Hope

6. Later Phase

7. Moon And Star

Один из тех, кто является ключевой фигурой в электронном амбиенте, Стив Роуч, поработавший с Робертом Ричем (альбомы «Strata», «Soma»), с Видна Обмана («Well Of Souls», «Cavern Of Sirens»), с проектом Trans-Mission («Halcyon Days») и другими «визионерами», всегда остаётся верен эзотерике. Каждый раз он рассматривает альбом не как носитель музыки, а как духовное подвижничество. Его программы сложны для восприятия и требуют внутренней концентрации, определенной дисциплины. Усилить воздействие «глубокого амбиента» можно, сопровождая им перфомансы и видеоряды. Профессиональный разбор их бесполезен. Новизна оценивается по силе воздействия на сознание, которое «цепляется» за новые эффектно найденные исполнителем нюансы, культивируя новые образы и инкарнируя новые формы. Так, каждый его диск помогает постичь вселенную в ее бесконечности, соприкасаясь с ней в гармониях звуков и рождая причудливые ощущения «уже виденного». Каждый его новый альбом на рынке — это событие.

--- Hi-Fi Music

	ROCKERS  Hi-Fi -- см. в разделе ‘Acid’
	
	
	
	

	ROLLINS  BAND
	The End Of Silence
	1992
	74:43
	alternative / metal
Henry ROLLINS – см. тж.: SPAWN (в секции ‘Metal’)

	ROLLINS  BAND
	Weight
	1994
	53:33
	

	RONAN  QUAYS
	The Ebbing Wings Of Wisdom
	1996
	37:24
	label: World Serpent (London)

Rhett Brewer [v, organ, mandolin, bardic flute]; Max Burroughs [v, cello]; Vegard Lund [g, theorbo]; Riordan Hughes [b].

  Алхимическая готика.

	ROOF
	The Untraceable Cigar
	1996
	48:01
	label: Red Note, re-edition: 2000

rec. 1996

Tom Cora (см.) [cello]; Luc Ex (см. The EX) [b]; Phil Minton (см.) [v]; Michael Vatcher [d].

	ROOF
	Trace
	1997
	45:55
	label: Red Note, 2000

rec. 1997

Tom Cora [cello]; Luc Ex [ac b]; Phil Minton [v]; Michael Vatcher [d].

	ROOM
	Hall Of Mirrors
	1991
	57:43
	label: Music & Arts (CA, USA)

Chris Brown [p, k, perc]; Larry Ochs [sopranino&tenor s]; William Winant [perc, vibes]; Scot Gresham-Lancaster [live electronics].

A typical room has four corners, but depending on how you look at it, a corner is an intersection of two, three or four different planes. In parallel fashion, ROOM is a unit defined by the meeting of its four individual members—Chris Brown, Larry Ochs, William Winant, and Scot Gresham-Lancaster — with each musician representing a vast field of musical possibilities and each field ebbing and flowing according to demands of the moment.

Individually, the ROOM members have long been tugging at the elastic potential of music. Pianist and electronics designer Chris Brown has performed his music frequently at the New Music America Festivals and extensively throughout Europe, and he has composed commis​sioned works for the Berkeley Symphony and Rova Saxophone Quartet. Since settling in the San Francisco Bay Area in 1978, the Illinois native has built his own electro-acoustic instruments, co-founded an electronic music label (Artifact Recordings), collaborated in a computer music band, The Hub, and taught at both Mills College in Oakland and the San Francisco Art Institute.

Saxophonist Larry Ochs is best known as a founding member of the San Francisco-based Rova Saxophone Quartet, the innovative all-reed group that abolishes the boundaries between composition and improvisation, both in its original pieces and in collaborative works with such composers as Terry Riley, John Zorn, Alvin Curran, Butch Morris, Fred Frith, Henry Kaiser, and others. Rova's 1986 album, The Crowd, featuring Ochs' extended compositions "Room" and "Knife in the Times," was cited by Wire Magazine as one of the top fifty albums of the 1980s, and two albums documenting the quartet's 1983 and 1989 tours of the Soviet Union, Saxophone Diplomacy and This Time We Are Both, vividly capture Rova's border-crossing brilliance.

Percussionist William Winant transcends the current "world beat" fascination with African, Carribean and Latin American rhythms by extending his drumsticks, mallets and fingertips into and beyond Pacific Rim musical territories, and by performing with such avatars of music as Kronos Quartet, Steve Reich, Anthony Braxton, David Rosenboom, John Zorn, and Frank Zappa. A faculty member at Mills College, principal percussionist with the Cabrillo Music Festival and the San Francisco Contemporary Music Players, and one-third of the acclaimed Abel-Steinberg-Winant Trio, Winant has had compositions written for him by Terry Riley, Frederick Rzewski, Gordon Mumma, Alvin Lucier, and Somei Satoh, and has recorded pieces by John Cage, Lou Harrison, Morton Feldman and others.

Electronic musician Scot Gresham-Lancaster has been exploring and bending the musical frontiers of computer technology for the past twenty years. Since studying music at Mills College with Blue Gene Tyranny, Robert Ashley, and Terry Riley, he has served as Technical Director of the Centerfor Contemporary Music at Mills, as well as audio engineer and lecturer in electronic music at California State University at Hayward. In The Hub, with Chris Brown and others, Gresham- Lancaster reintroduces the elements of unpredictability and surprise into the circuitry that connects computer programming and human performance, so that technology enhances rather than replaces the fundamentally social nature of group music-making.

In ROOM's music, it is often impossible to differentiate between the so-called "natural" and the machine-generated sounds. Here, the electronics are active participants, playing hide and seek with the other instruments of the ensemble. Interactive computers, processors, and synthesizers form an animated net, catching, holding and propelling moments of sound in a web of interrelationship. Although the elec​tronic technology is indispensable furniture in this room it becomes virtually indistinguishable as anything otherthan one of many musical components during the creative process.

Moreover, the music you hear on Hall of Mirrors is the music that was made on the spot. The electronic processing and percussion samples on "Three to Two," "Still Dance," "Wavelength," and "Hall of Mirrors" were all performed in real time as integrated aspects of the music, and not added to the music in post-production. In "Hall of Mirrors," for instance, the progression of electronic echoes and effects resulted from interactions between the players and the electronics, mediated by the keyboard player and a computer program.

What you hear on this second ROOM recording — the first was a 1989 trio release on Sound Aspects — encourages you to abandon widely held dualities around which we organize so much of our "common sense" understanding of the world, such as inside and outside, acoustic and electronic, harmony and dissonance, reason and feeling, structure and freedom, What you won't hear are the oft-reworked cliches of 20th century composition, jazz improvisation, or world music fusion. It's a place where the musicians are daring enough to wander weightlessly through empty space or be sucked into the gravity of a super dense black hole, sound hard and steely at one moment and expose their emotions at another — most certainly a room with a view of its own.

© 1992 Derk Richardson

	Jon  ROSE
	The Virtual Violin
	1990
	71:16
	Jon  ROSE – см. тж. с: David  MOSS;

label: Megaphone

written, composed and performed by John Rose in 1990

with: Shelley Hirsh (см.) [v]; Jimmy Rosenberg [metal vln]

1. The Orchestra of Ancient Guts 1

2. Mr. Aha May Comes to Town

3. The Future Looks More and More Just Like The Past

4. The Orchestra of Ancient Guts 2

5. Play It Again, Doc.

6. The Virtual Violin

7. Rosenberg in the outback

	Jon  ROSE
	Eine Violine Fur Valentin
	1995
	58:24
	label: No Wave (London)

Ретро-гротеск (напр.: #9 – Parody of a Hitler speech praising the qualities of the famous Munich bread roll in the fight against the international conspiracy of violin players.)

e-mail: jrviolin@euronet.nl
J.R. [violin, interactive samples, v]; Lauren Newton (см.) [voice & censor buzzer]; Max Gold [v]; Uli Gumpert [p, harmonium]; Connie Bauer [trb]; Peter Hollinger [d, door, military triangle, coffin, tea service, hammer, nails, swords, hat, saw, thunder sheet, etc]; Frank Schulte [samples, record scratching, wind machine, phone]; Rudi Widerhofer [v].

   It is a homage to Karl Valentin by Jon Rose. The texts were written originally in English by Jon Rose and translated into German by Bernhard Jugel. Music by Jon Rose or based on folk and popular cafe house melodies from the time of Valentin and arranged by Jon Rose.

The first thing I noticed about Jon Rose was the absence of the word ‘violin’ anywhere on the liner notes, but coming from Rose, who is known for his obsession with all things violinish, it seems either capricious or downright perverse. Instead he is credited with “interactive midi bow, amplified bow and sampler”. 

– Sylvia Hallett

Jon Rose: Australian, born England, 1951, violin, long strings, myriad invented and adapted string instruments, samples. 

Jon Rose started playing the violin at 7 years old, after winning a music scholarship to King's School Rochester. He gave up formal music education at the age of 15 and from then on, was mostly self-taught. 

Throughout the 1970's, first in England then in Australia, he played, composed and studied in a large variety of music genres - from sitar playing to country & western; from 'new music' composition to commercial studio session work; from Bebop to Italian club bands; from Big band serial composition to Sound Installations. He became the central figure in the development of Free Improvisation in Australia, performing in almost every Art Gallery, Jazz and Rock club in the country - either solo or with an international pool of improvising musicians called The Relative Band. 

In 1986, he moved to Berlin in order to more fully realise his on-going project (of some 20 years) The Relative Violin. This is the development of a Total Artform based around the one instrument. Necessary to this concept has been innovation in the fields of new instrument design (over 25 deconstructed violin instruments including the legendary double piston, triple neck wheeling violin and giant bowed instruments reaching up to 15 meters in length), environmental performance (eg. playing fences in the Australian outback using the violin as a bow), new instrumental techniques (tested sometimes in uninterrupted marathon concerts of up to 12 hours long), both analogue (built into the violins themselves) and the more recently inter-active electronics (2 bowing to Midi systems) . . . plus using the mediums of radio (over 20 major International productions for radio stations like ABC, BBC, WDR, SR, BR, Radio France, RAI, ORF, SFB, etc including Eine Violine fџr Valentin, The Long Sufferings of Anna Magdalena Bach,and Breadfruit), live-performance-film and television to create a new, alternative and personal revised history for THE VIOLIN. 

He has worked with many of the innovators in contemporary music (including Derek Bailey, Butch Morris, Fred Frith, Shelley Hirsh, Connie Bauer, Toshinori Kondo, Alvin Curran). In 1989, in co-operation with New Music Festival 'Inventionen' (Berlin), he directed the first "Relative Violin Festival" with over 50 violinists from around the world. In 1991, he directed "Das Rosenberg Museum", a surrealist satire commissioned by ZDF, (Germany's second TV channel). Other films/videos include Café Central and Shopping (both made for ORF, Austria). Jon Rose is currently performing The Chaotic Violin, one of a number of highly acclaimed works for violin and inter-active software. His current group projects are Violin Music in the Age of Shopping (with the likes of Chris Cutler, Lauren Newton, Otomo Yoshihide, etc); the Berlin Noise-Impro-Rock Band Slawterhaus (with Johannes Bauer, Dietmar Diesner & Peter Hollinger); The interactive 'Badminton' game PERKS, based on the musical innovations and perversions of Australian freak composer Percy Grainger; working in duo with Miya Masaoka; and the new impro/interactive project Exiles (with Tony Buck & Joe Williamson).

1. Upon This Nail, Karl Valentin Hung His Career and Became a Violinist (Rose) 

2. A Short History of the World (Rose) 

3. Violinisations  (Rose) 

4. Where Are You My Lost Violin?  (Rose) 

5. Violin Practice and Other Negations (UN) (trad., Rose) 

6. The Masked Ball of the Animals (Rose) 

7. How To Buy A Violin  (Rose) 

8. Philosophy of Our Time  (W. Kol, W. Kollo) 

9. The German Laugenbretzel (Rose) 

10. Heaven and Hell (Rose) 

11. WRLDBRMFT  (Rose) 

12. The Hungarian Saw  (Hungarian trad.) 

13. At The Lost Property Office  (Rose) 

14. Max's Song   (R. Erwin, B. Jugel) 

15. Last Scene   (trad.) 

16. A Viennese Catastrophe  (J. Schrammel) 

Recorded in Munich on March 31, 1993 and Vienna on November 17, 1994.

	(Jon  ROSE)
	SLAWTTERHAUS:
"Live"
	1995
	60:41
	free impro

label: Victo

rec. 1988, 1990

John Rose [vln]; a.o.

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

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

2. Unplanned Economy 

3. Holidays in Cottbus 

4. I Want My Wall Back 

5. Hotel Stadt Berlin 

6. Escape to the East 

7. Das Ist Kein Cello 

8. Kinder, Waffen, Funk

	Jon  ROSE
	Jon  ROSE with Luc HOUTKAMP:

"Violin Music for Restaurants - featuring the Legendary Jo 'Doc' Rosenberg"
	1987
	66:52
	avantgarde / experimental

label: Cuneiform / ReR, 1992/1995 www.rermegacorp.com  

Release date: 1987 (Recommended Records/Cuniform)

1-11. Tables 1-11

12. Children's Table

13-14. Tables 13-14

15. The Last Table

Jon Rose: violin, 19 string cello, sampling; 

Miroslav Stepan (1): bass; 

Niki Ceausescu (1): piano; 

Fred Boisoi (1): drums; 

Derek Bailey (см.) (2): guitar, voice; 

Luc Houtkamp (4): sampling, sequencing; 

Joelle Leandre (см. тж. с: Lauren NEWTON) (7): voice; 

Misha Mengelberg (см. в 'Jazz') (8): piano; 

Barre Phillips (см. в 'Jazz') (12): bass; 

Alvin Curran (13): electric organ; 

Eugene Chadbourne (см.) (15): vocal.

16. Costa Del Barcarole

17. Peanut Polka

18. Do You Know The One That Goes Like

19. Lost In M.O.R.

20. The Paradise Club

21. Flying Lessons (From Space Violins) 

Jon Rose: violin, piano, amplified bow with computer interface, synthesizer.

	Anton ROVNER presents
	MUSIC AND THE INNER STATE – an antology of contemporary music
	2000
	47:26 38:20
	label: Synergy

CD 1

Luigi NONO (см.) – "il Canto Sospeso"

Barbara Bonney [soprano]; Susanne Otto [mezzo-soprano]; Marek Torzewski [tenor]; Dietrich Knothe [chorusmaster]; Claudio Abbado [dirigent].

Jan-L DARBELLAY – "a"

Walter Strauffer [cl]; Masami Inoui [vln]; Olivier Darbellay [cello].

Jan Bas BOLLEN – "Vacuum Lament"

Kajin Lim [vln]; Stephen Gosling [p].

Anton ROVNER – "Precision"

Anton Rovner [p]; Yekaterina Fominskaya [vln].

Daniel GOODE (см.) – "Selected Chambers" (2nd fragment)

Daniel Goode [electronic sounds].

Anton ROVNER – "Episodes"

Anton Rovner [p].

Anton ROVNER – "Spirals"

Deborah Strauss [piccolo]; Susanne Farny [viola]; Stephen Sas [d-bass]; Anne-Marie Hildebrand [p].

CD 2

Vadim KARASSIKOV – "Winter Music"

Jonathan Ackerman [p].

Toru TAKEMITSU – "A Rain Tree Sketch #2"

Ryo Nakata [p].

Anton ROVNER – "Semper… Idem"

Mike Locati [vln]; Ilona Kindt [cello]; Cristopher Sumner [cl]; Karen De Msey [fl]; Lynn Raley [p]; Paul Hoffmann [conductor].

Это издание представляет собой уникальную антологию современной музыки, в центре внимания которой стоит передача языком музыки неизведанных состояний. Путеводителем к антологии является цикл бесед композитора и музыковеда Антона Ровнера с участниками необычной школы состояний, проходившей на берегах Волги - под Нижним Новгородом и Самарой (Музыка и состояния*, М. 1999).
"С помощью музыкальных примеров я попробую дать вам опыт переживания состояний либо знакомых вам, либо еще неизвестных, а иногда и вовсе недоступных. Состояний, которые были достигнуты другими, более тонкими и более чуткими людьми, пользующимися для их выражения специфическим и далеко не всем доступным, но необычайно богатым по средствам выражения языком музыки... 

Музыка ставит задачу прорыва к новой реальности и воспринимается как элемент преображения. Состояния, достигаемые и выражаемые ею, представляют собой ступени мистического опыта. Такая музыка способна преобразовывать действительность. Слушатель, постигающий ее, способен вслед за композитором, войти в незнакомые ему состояния и стать причастным к новому духовному опыту", - пишет в этой книге Антон Ровнер. В антологии используются произведения современных композиторов России, Европы, Америки и Азии. Исполнители - европейские, российские и американские музыканты.

* У нас есть эта небольшая, но весьма содержательная работа композитора и музыковеда Антона Ровнера, иллюстрируемая материалами этого двойника.

С материалами и программами семинаров и практикумов Института Культуры Состояний (ИКС) вы можете ознакомиться здесь: www.gora-analog.narod.ru   trio@perm.raid.ru 

Основные направления деятельности Института:

- Издание книг и аудиовизуальной продукции.

- Индивидуальные и групповые консультации по вопросам традиционной и новейшей психологии возможного развития человека.

- Спецкурсы, практикумы и лекции, проводимые на черноморской базе, а так же в различных городах СНГ. 

(Можем добавить, что последний пункт – крайне популярен и уважаем всеми, кто сделался причастным к этим путешествиям – эти семинары-хеппенинги удаются на славу)

	Keith ROWE
	Harsh
	2000
	68:47
	Keith ROWE - см. тж. с: AMM.  keith.rowe@wanadoo.fr
label: GROB   www.churchofgrob.com 

noise-improvisation

Keith Rowe [g]

1. Quite

2. Very

3. Extremely

Recorded live in front of public on Nov. 30th 1999, Koln.

HARSH, DRAWINGS INTO MUSIC

question: why DID YOU CHOOSE DRAWINGS RATHER THAN WRITTEN NOTES FOR harsh?

answer: for ME EXPLANATIONS OF THE GUITAR PREPARA​TIONS ARE TOO COMPLEX, I'VE USED RADIOS, FOUND OBJECTS, PREPARATIONS, FANS, ELECTRIC MOTORS, ETC. ON AND AROUND THE GUITAR FOR MORE THAN 35 YEARS. THE IDEA OF WRITING ABOUT THEM SEEMED A LITTLE CONTRADICTORY, BUT ALSO I'M SURE IT WOULD RESULT IN AN UNINTELLIGIBLE TEXT.

Q: ok, BUT WHY CARTOONS?

A: I LIKE CARTOONS, THE NOTION OF DESCRIBING COMPLEX PROCESSES WITH LOW ART CARTOONING, THE PROCESS OF METAMORPHOSIS, A WORLD THAT IS DELINEATED IN THICK BLACK LINES, WITH STARK HARSH COLOUR, THE SIMPLIFYING OF REALITY. CARTOONS FOR ME CONTINUE A TRADITION THAT DATES BACK TO THE EUROPEAN MIDDLE AGES OF ILLUMINATED MANUSCRIPTS, AND STAINED GLASS WINDOWS.

Q: what IS THE RELATIONSHIP BETWEEN THE DRAWINGS AND THE MUSIC?

A: the DRAWINGS AND THE MUSIC DEAL WITH IDEAS OF ACCEP​TANCE AND DENIAL. THEY ACCEPT AT DIFFERENT POINTS ALONG THE ACCEPTANCE/ DENIAL CONTINUUM. THE ACCEPTANCE OF CARTOONS, AND THE DENIAL OF NORMATIVE EXPECTATIONS ASSOCIATED WITH THE GUITAR, OR PUT ANOTHER WAY, THE "GLOBAL POPULARITY" OF CARTOONS SET AGAINST THE "RESIS​TANCE OF BEING SOLD" NATURE OF THE MUSIC. FOR EXAMPLE THE DRAWING, SPRING, RULER, CONTACT MIC MIGHT BE SEEN AS "WARNER STUDIOS MEETS MARCEL DUCHAMPS". COINCIDENTALLY THE CONDITIONS OF THE RECORDING WERE ALSO HARSH, IN THE SENSE THAT THE LOCATIONS WAS A FREEZING (LITERALLY!) COLD GARAGE IN KOLN, LATE NOVEMBER. THE VERY ANTITHESIS OF THE WARM COMFORTABLE GERMAN STUDIO, WHERE AMM RECORDED THEIR RECORD FOR ECM.

Q: what DID YOU WANT FROM THIS PROJECT?

A: I WANTED THE CD TO BECOME MORE OF A STATEMENT ABOUT "HARSHNESS", RATHER THAN MERELY A "RECORDING" OF A PERFOR​MANCE. A MUSIC THAT REFLECTS SOMETHING ABOUT THE HARSH​NESS OF THE LIVES OF THE MAJORITY OF THE WORLD'S PEOPLE, ECONOMIC HARSHNESS, POLITICAL HARSHNESS, CULTURAL HARSH​NESS. A MUSIC THAT PRESENTS QUESTIONS ABOUT TASTE, THE NATURE OF PERFORMANCE,TECHNIQUE, AN ARENA OF PROBLEMS RATHER THAN SOLUTIONS. where WE FIND LONG SECTIONS OF UNRELENTING, CONSTANT, ENDURING, UNFORGIVING SOUND, THE GRINDING FUNCTIONALITY OF UNFORMULATED TECHNIQUES, OFTEN UNPLEASANT.

Q: why harsh? 

A: because IT IS. 

KEITH ROWE, AUG 2000. THE catalan.

“AMM stalwart, guitarist Keith Rowe cautiously unravels his soundfields, discovering all the possibilities latent in each technique. Tension here is developed more through suspense than momentum. Rowe’s huge musical personality presents with a greater challenge, taking him deeper into himself, yet it’s one he not only to but which produces an edge that at times can be genuinely nerve jangling.”
 – Alan Wilkinson

	ROXY  MUSIC – см. в разделе ‘Rock’ 
	
	
	
	

	Николай РУБАНОВ - см.: Ru2 (Ру2); МДРу2; АУКЦЫОН; СОЮЗ КОММЕРЧЕСКОГО АВАНГАРДА (СКА);
	
	
	
	

	Ru2 (Ру2)
	Алфавит
	2001
	71:34
	Николай Рубанов - см. тж.: МДРу2; АУКЦЫОН; СОЮЗ КОММЕРЧЕСКОГО АВАНГАРДА (СКА);
impro
Николай Рубанов – бар-сакс; бас-кл; жалейка; "борщевик"; дудук; прогр.

Полина Руновская – вокал

Концерт в "Проект О.Г.И.", 25 авг. 2001 г.

	RUINS
	Hyderomastgroningem
	1995
	67:18
	см. тж.: Yoshida TATSUYA; KOENJI HYAKKEI (project of Yoshida Tatsuya and Oguchi Kenichi – from RUINS);

label: Tzadik

Yoshida Tatsuya [d, perc, v]; Masuda Ryuichi [b, v].

http://homepage.mac.com/ruinsweb
Dedicated to John Cage.

Ruins’ discs represent the internationally mobile avant-rock and noise scene. And this CDs is an invigorating blast of ideas and energy. Tokyo power duo Ruins have created incredibly fast and focused compositions for drums, bass and voices which avoid the cliches associated with the instrumentation. Inspired by French prog stars MAGMA, the pair have created their own sound and language which can be hilarious and breathtaking by turns. Recommended! ---- Paul Hood, Resonance (UK)

	RUINS
	Derek BAILEY and the RUINS: "Saisoro"
	1995
	55:58
	label: Tzadik

Derek Bailey (см.) [g]; Yoshida Tatsuya [d, v]; Masuda Ryuichi [b].

A spectacular meeting of British guitarist Derek Bailey, one of the most creative improvisers, and the amazing Tokyo rock band Ruins.

	RUINS
	Refusal Fossil
	1997
	60:08
	label: Skin Graft Records (Chicago)

Yoshida Tatsuya [d, v]; Sasaki Hisashi [b, v]; Masuda Ryuichi [b (#8-11)]; + Kikuchi Naruyoshi [sax (#13-16)]; Yamamoto Seiichi [g (#18)]; Emi Eleonda [v (#17)]. Mastered by Jim O’Rourke (см.).

Весёлый, быстрый и виртуозный альтернативный тяжеляк (hardcore); -- стёб над арт-роком, но очень тонкий и плодотворный. Весьма в духе Zorn’а.

1. Refusal Fossil

2. Uskilsdos Zaimm

3. Stara Planina

4. Eccentric Ditch

5. Etymology

6. Empty Hands

7. Der Strude

8. Still Life

9. 7th Dimension

10. Faux Numero

11. Calnac

12. Heraklion

13. Ramification

14. Burning Stone

15. Plexus

16. Dhashrive

17. Gravestone

18. Del Fancy Kant

19. Infect

20. Prog. Rock Medley (Dedicated to Yes, ELP, Bruford, Univers Zero, King Crimson, Gong, Magma, Genesis, Gentle Giant, Soft Machine, Focus, Pink Floyd, [...])

#1.-12. rec. at Koenji & Asagaya 1995-97; #13.-20. live in Tokyo on 7th Feb 1997.

	RUINS
	Symphonica
	1998
	57:21
	label: Tzadik

Yoshida Tatsuya [d, v]; Sasaki Hisashi [b]; Oguchi Kenichi [k]; Kubota Aki [v]; Emi Eleonola [v]. Produced by John Zorn

Known worldwide for their complex multi-layered compositions and dynamic live perfor​mances, the Ruins' ground-breaking music starts and stops on a dime, with the precision of a watch and the power of a  sledgehammer.

Augmenting their core unit of drums and bass with two female vocalists and a keyboard player of astonishing virtuosity, Symphonica is a new direction for this consistantly innovative band. These brilliant orchestral arrangements of new compositions and Ruins classics display aspects of their music that will leave you breathless.

1. Thebes

2. Graviyaunosch

3. Big Head

4. Praha In Spring

5. Thrive

6. Infect

7. Brixon Warromiks

8. Bliezzaning Moltz

	RUINS
	Mandala 2000: Live at the Kichijoji Mandala II 
	2001
	68:05
	label: Tzadik (Japan)

Tatsuya Yoshida [d, v]; Hisashi Sasaki [b, v]; with: Katsui Yuji [vln].

"Mandala 2000: Live at Kichijoji Mandala II" captures Ruins in concert, performing tunes mostly from their last couple of albums, and a fair amount of improv. It's actually their first decently recorded live album, and is definitely the next best thing to witnessing their brand of carnage in person. Songs like "Gharaviss Perrdoh" and "Hyderomastgroningem" get by on sheer super rock. That is, there's still a discernible link to toe-tapping and fist-pumping anthem-and-roll here, though you may have to wade through a few layers of distortion to find it. The former tune veers off the path with some fairly harsh - even by Ruins standards - group improvisation, but quickly rediscovers the groove as Sasaki's monster bass drives all its edges into the ground, while never betraying the studied dexterity it takes to pull this music off.

"Vrresto," "Bupphairodazz" and "Pallaschtom" are more convoluted samples of Ruins phenomena, as riffs and beats fly by so fast that it's often difficult to really tell what's going on. Adding to the confusion is the omnipresent punk ethos of always playing with as much intensity and reckless abandon as possible, so you'd be forgiven for thinking sizable chunks of the music were mere walls of noise. Listen closer (though I suggest adjusting the volume beforehand), and you'll begin to see that it isn't just noise, and that these guys must have spent hours rehearsing just to get through a whole tune. Either that, or they're simply not human. You'd be forgiven for thinking that, too.

"Classical Music Medley" and "Hardrock Medley" are fairly self-explanatory: 20 or so famous classical and classic rock themes, respectively, get thrown in the blender and spit out in two minutes or so. They're novelty tunes, to be sure, but I mean, really, by this point in the album you'll be grateful for anything recognizable. Additionally, there are several tunes featuring violinist Katsui Yuji (Rovo, Bondage Fruit); the basic aesthetic remains essentially the same, albeit slightly more colorful. I should also mention that you only get about a second of silence in between each of the 23 songs, so mathematically speaking, you should be prepared for less than a half-minute, cumulatively, to catch your breath. 

And so we have yet another relentless Ruins album. I shouldn't have to tell you that these guys are an acquired taste for most people. Personally, I think it's the best possible thing that could ever have come out of progressive rock, but others might not even consider this music at all. For newcomers, I would advise starting out with one of the studio albums, such as Burning Stone or Hyderomastgroningem, before diving in here. After that, check out Symphonica, which tones down the chaos but drastically increases the prog factor by adding keyboards and extra singers. And then, when you're ready to settle down to a night of thrills and spills, pop this one in. It's a beast, and I put it to you: go ahead, turn it down, if you must. This is hardcore, and this is Ruins.
1. Gharaviss Perrdoh (Ruins)
2. Vrresto (Ruins)
3. Blimguass (Ruins)
4. Kippssidamn (Ruins)
5. Bupphairodazz (Ruins)
6. Ffilhizabmn (Ruins)
7. Quetzalcoatl (Ruins)
8. Classical Musical Medley (Ruins)
9. Pallaschtom (Ruins)
10. Jallamjikko (Ruins)
11. Impro 1 (Ruins)
12. Dagdad (Ruins)
13. Laiptchig (Ruins)
14. Nivaftopoftz (Ruins)
15. Impro 2 (Ruins)
16. Znohjmo (Ruins)
17. Snare (Ruins)
18. Impro 3 (Ruins)
19. Hyderomast-Groningem (Ruins)
20. Hardrock Medley (Ruins)
21. Impro 4 (Ruins)
22. Impro 5 (Ruins)
23. Yawiquo (Ruins)

	RUINS
	Tzomborgha
	2002
	48:38
	label: Ipecac Records IPC35

YOSHIDA TATSUYA - DRUMS, VOCALS

SASAKI HISASHI – BASS

1 KOMNIGRISS

2 SKHANDDRAVIZA

3 MENNEVUOGTH

4 MESSIAEN

5 WANZHEMVERGG

6 DJUBATCZEGROMM

7 ZAJYU

8 ISSIGHIRUDOH

9 MUOLJIMBOG

10 GURTHEMVHALL

11 PACHTSEILLS

12 CHITTAM IRANGAAYO

13 TZOMBORGHA

14 BLACK SABBATH MEDLEY REVERSIBLE

15 MAHAVISHNU ORCHESTRA MEDLEY

	Inga  RUMPF
	In The Beginning
	1966- 69
	58:16
	remaster 1998

incl. 17 rare tracks

	Peter RUZICKA (b. 1948)
	"Metastrofe"…
	1974
	52:27
	avantgarde

label: WERGO (Germany), 1991

1. Metastrofe

2-6. "…fragment…"

7. Stress

8. In processo di tempo

9. Bewegung

#1, 8: Radio-Symphonie-Orchester Berlin

#2-6: Westphal-Quartett

#7: Percussionsensemble Siegfried Fink

#9: Environment fur Tonband


