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Мировая музыка - противоречивое явление искусства, и, как во всяком искусстве, от развития общества здесь впрямую ничего не зависит. Вот, например, в богатой Японии всё традиционное тщательно сохраняется, на это выделяются огромные средства и к чему-нибудь вроде дворцовой музыки X века относятся с музейным пиететом. Соответственно ничего и не развивается. А в современном Китае с его диким капитализмом традиционная культура брошена на произвол, вот ей и приходится изощряться, чтобы выжить. Именно так получаются невообразимые на первый взгляд, но вполне жизнеспособные гибриды, которым позавидует любой постмодернист: блюз, спетый исполнителями пекинской оперы. [Не совсем удачный пример развития музыкальной культуры; но в целом мысль верна. - >S<]

-- Николай Дмитриев ("Дом")
NEPAL,  INDIA

«India does not need an involvement with Western music since it has a beautiful legacy of its own classical music, and fusion music just does not work.»  -- Zubin Mehta, ‘Indian Express’, 1994.
	SUR  SUDHA
	Images Of Nepal
	1997
	58:31
	label: Domo Records (USA)

Sur Sudha is comprised of Prem Rana Autari [flute]; Bijaya Vaidya [sitar]; Surendra Shrestha [tabla]. These three musicians joined forces 10 years ago with the aim of interpreting and presenting the myriad musical traditions of Nepal to the World. They have continued to seek out traditional tunes from the many remote areas of Nepal; from the Terai, or Lowlands, to the villages high in the Himalayas, arranging these melodies and acting as cultural ambassadors for Nepal. They have played over 1,000 concerts, traveling from the steps of ancient Hindu temples to the concert stages of Europe, India, Japan and the USA; and have been the subject of TV documentaries in France and Germany. [...] 

	MOODS OF THE DAY
	Morning Ragas
	1995
	59:15
	label: DECCA, Indian Classical Music (Instrumental)

Pandit Hariprasad Chaurasia (см.) [fl]; Pandit Ram Narayan [sarangi]; Pandit Brij Narayan [sarod]; + [tabla], [tanpura].

1. Raga Lalit

2. Raga Jogia

3. Ahir-Bhairav

	MOODS OF THE DAY
	Afternoon Ragas
	1995
	59:30
	Pandit Ram Narayan [sarangi]; Pandit Brij Narayan [sarod]; + [tabla], [tanpura].
1. Shuddha Sarang

2. Madhuvanti

3. Bhimpalashi

	MOODS OF THE DAY
	Night Ragas
	1995
	74:27
	Pandit Hariprasad Chaurasia (см.) [fl]; Pandit Shivkumar Sharma [santoor]; Pandit Ram Narayan [sarangi]; + [tabla], [tanpura].

1. Raga Jaijaiwanti

2. Raga Maru Bihag
3. Raga Darbari

INDIAN CLASSICAL MUSIC -- A BRIEF INTRODUCTION FOR THE OUTSIDER

                The Mythological Preamble

The theory propounded by Pythagoras about the harmonious sounds that the spheres make when they move in the heavens finds an echo in  Indian musicological theory which offers that music is of two kinds: Anahat and Aahat. The former is loosely translated as 'unstruck sound' or sound that does not have an origin while the latter refers to sound that is 'struck'.

Anahat naad is that music which causes vibrations in aakash (ether) while aahat is the result of vibrations in the air. And who can enjoy music in the ether? Simple, say the Hindu scriptures. All those who are siddha -purushas (evolved souls) can attune themselves to the music in the ether while ordinary mortals enjoy music only as we know it.

Again there is an unusual explanation of the origin of musical sound in India. According to a popular Hindu myth, Shiva, the third God in the Hindu Trinity, created the cosmos while in the throes of creativity. His forte being dance, the dance of creation led to the creation of all matter. But surely Shiva needed some musical accompaniment to dance to? Indeed he did and the instrument he holds in his right hand is the damru, the little drum which he played while kicking a speck of celestial dust, creating the sun over here, the milky way over there. The damru it was then that spewed forth the magical 'swaras' (notes) that make up the Indian octave: Sa, Re, Ga, Ma, Pa, Dha, Ni and Sa. It is significant to note that Indian mythology tells us that music emanated  first  from  a  percussion instrument while, across the oceans, Greek mythology explains the origin of musical sound as a result of the infatuation that Pan harboured for a nymph, Syrinx. Tired of his amorous advances she runs away while he gamely chases her. On reaching the edge of a lake she prays to the spirits in the water to help her; The spirits heed her prayer and transform her into a reed which is planted in the shallow waters of the pond.

Pan, with the help of his supernatural abilities, realises that his beloved has been changed into a member of the plant kingdom and recognizes the reed as the new shape of his Syrinx. He plucks the reed, makes holes into it and blows into it as a gesture of love-making thus creating the first musical sound. There is an allegorical interpretation to this story from Greek mythology: the creative artist cannot make sweet music (in his chosen field of artistic endeavour) without first undergoing various trials and tribulations.

No   wonder   then   that   percussion instruments form the backbone of any musical performance in India, whether instrumental or vocal. The ability to divide a unit of time into the minutest sections is perhaps the most outstanding ability of the Indian system of music in which taal (cycle of beats) is the most important element of any composition. The ability to further subdivide the cycle of beats into many small sub-divisions has evolved innumerable kinds of 'taals' in Indian music, which are too many to go into here but are mentioned to impress the reader with the unique Indian ability to apply mathematics to music in a way that would boggle the mind of musicians from other parts of the world.

Perhaps the most basic difference between Western Music and Indian music lies in the use of percussion: While Indian music uses a percussion instrument as a means of keeping time by maintaining the cycle of beats and meeting the performer at sama, (point), western classical music uses the percussion instrument as a dramatic tool with which the element of drama is either introduced or intensified.

Thus there is a clear difference in the use of percussion in both systems: Intellectual in India -- because it deals with time -- and emotional in the west because it deals with the heart.

SOME TECHNICAL DIFFERENCES BETWEEN INDIAN AND WESTERN CLASSICAL MUSIC

The Indian emphasis on melody as opposed to the evolution of harmony in the west has had some very important effects on Indian music.

Firstly, the Raag (the key in western music) is seen as more than just a combination of notes which, at its most basic level, it really is. The raag is invested with more properties than that of being a womb from which various compositions can take birth. It is seen as a philosophical and spiritual entity with the unique ability to conjure up moods, seasons and time of day with only a little exposure to them, even for the outsider.

The simplest explanation of the time-theory that the raags are connected with, comes from the theory of dhyana (meditation) that the Indian civilisation has laid  so  much emphasis on.  The musicologists of old were themselves siddha-purushas (evolved souls) and were well aware of the effects of the meditative trance on their bodies. The regularised breathing and the stillness of their minds produced some unusual effects on the internal workings of their body. Various parts of their bodies produced the notes which were eventually used as the raw material for compositions and which have since then been denoted as raags. The difference between the notes that the human body produced in the morning as opposed to the evening, between those produced in winter as opposed to spring have all been noted (notated perhaps would be the right word) by these great men and have been deployed by musicians ever since to recreate these natural phenomena. Again, the body produces certain notes when nature is depressed and when it is happy, when the sun is furthest from the earth and when it is closest. The moods of creation at large have been mirrored by the notes that emanate from within the body and thus a flat note in this raag or a sharp note in that raag would mean dramatically different things.

And here again we run into another difference between India and the West. While the western composer can evoke the most detailed images in instrumental compositions like 'Morning Mood' from Peer Gynt, the morning-ness in Indian music is only suggested in morning raags like Lalit or Ahir-Bhairav. Indian musical practice works on the subtle while the western practice apparently is more vivid.

Musicologists have since then stepped in and have added their own scholastic insights into the first few raags that these siddha-purushas gave mankind. The moods of separation, of  longing, of anger, have been well represented in the pantheon of raags that the Indian system has brought forth.

They have also formulated the rules which allow the construction of the raag. Incidentally the number of raags possible in the Indian system of music is literally countless. How such a large number of combinations of the basic twelve notes can be reached would be of interest to many a musician and mathematician.   Indian   musicological theory permits the formation of a raag with 5, 6 or 7 notes. This excludes the possibility of some foreign notes or accidentals being introduced. The complexity sets in when the number of notes in the ascendant is different from the number of notes in the descendant.

Thus one can construct a raag from the following permutations and combinations:

ASCENDANT........ DESCENDANT

5.................................5

5.................................6

5.................................7

6.................................5

6.................................6

6.................................7

7.................................5

7.................................6

7.................................7

In addition to the above permutations a zig-zag ascendant or descendant is also possible as indicated in the following example of Raag Miyan Ki Malhaar:
Ascendant: Sa Ni Pa Ma Pa Ni Dha Ni Sa. Descendant: Sa Ni Pa Ma Pa Ga Ni Ma Re Sa.
With these permutations and combinations allowed by Indian musicological theory it is not surprising therefore that the number of raags in the Indian system are in the millions. One must add however that Indian performers mainly specialise in roughly 300 of these. The other raags seem to exist in some sort of theoretical limbo. Contrast this with the simple 7-7 combination in western music and you will see how the melodic system has evolved a network of combinations which account for all the permutations and combinations available within the seven notes when various 'wombs' for compositions need to be tapped. With this huge armoury at their disposal, Indian musicians have perfected yet another practice which the western musician would find impossible on an everyday basis: he can reach the correct microtonal value of a particular raag -- and sometimes the difference between one raag and another would be a matter of microtones -- without any problems. While the staff notation has many advantages -- Indian music still does not use the stave as s means of communication between composer and performer or between teacher and taught -- it has one disadvantage that the Indian mind cannot get accustomed to. "How is it that a system that has evolved the concepts of harmony and texture cannot find a way of notating microtones", they ask. The answer that the western system, in theory at least, does not have microtones at all does not satisfy him because the use of the glissando convinces him that the microtone is used at least in the dramatic sense.

And this is where the Indian system of guru-shishya parampara (learning through constant interaction with the guru) comes into its own. The teacher closely monitors the student and through trial and error prevails upon the student to deliver the precise  microtonal  value  from  his instrument or from the vocal chords.
Shrutis, for that is what microtones are called in India, are very important in the raag as they define its character. A slight lapse, a slight tilt in the microtones used and the performer could well be entering the domain of another raag which is taboo to the Indian system which does not recognize modulation as the western system does.

EVOLUTION OF THE INDIAN OCTAVE

The scale of natural intonation that Indian music follows apparently has quite a few origins. The notes seem to be established after a careful monitoring of the sounds in nature and their relationship intra vires.
The 'Sa' or the 'aadhara shadaj' is allegedly the call of the peacock. The 'Re' or 'Rishabh' is the call of the bull. The 'Ga' or 'Gandhar' is the call of the goat. The 'Ma' or 'Madhyam' is established as the call of the heron while the 'Pa' or 'Pancham' is the call of the nightingale. 'Dha' or 'dhaivat' is the call of the horse while 'Ni' or 'Nishad' is the trumpeting of the elephant.

While this makes for interesting reading the major flaw in this theory is that Indian music does not have a universal definition of these notes as western music does i.e. while western notes like C, #C, D, #D etc are the same all over the world and are represented by the respective keys on the piano, Indian musicians alter the pitch of their  tonic note  Sa  as per the characteristics of their voice. Thus a vocalist in India can pitch his tonic note according to the frequency of any of the first couple of keys of the harmonium, an instrument normally used to accompany a vocalist in north Indian music. It would thus be standard practice for a singer to say that "my Sa is a kaali char (or black four on the harmonium)". Thus the tabla-player would bring drums that would be in harmony with the pitching of the tonic note by the vocalist in question.

But that is not all. The 'tanpura' that the Indian musician strums continuously allows him to have a constant frame of reference, a body of sound that indicates where he should pitch his tonic note. The tanpura is an instrument that keeps up a constant, hypnotic drone for the performer to refer to all the while he is performing. This drone is also regulated to be compatible with the pitching of the 'Sa' by the singer. Perfect accuracy of pitch is very, very important in Indian music.

This drone is further explained by Daniel T. Politoske in his book 'Music' in which he says, "Indian music makes little use of harmony in the western sense. It does, however, use a drone note or a chord. This may be the continuous sounding of either the tonic note, a 1-5-8 chord, or a 1-4-8 chord throughout the performance of a particular raga. To the untrained listener, this may sound monotonous. But in Indian musical theory, all notes are believed to take their meaning from their relation to the tonic. Therefore, it seems logical to have this note constantly available for reference. Against the drone chord, the melody may be elaborately developed".

The concept of 'tonic' and 'dominant' as found in western music can be found in Indian music as the vadi and samvadi in any raag. Described simply as the two notes which are more equal than the others in a raag or in a key, the vadi-samvadi are always harmonious when struck or played together.

TEMPOS

In Indian Music the ALAAP is the first section of the presentation of a raag. The performer sings or plays without any percussion accompaniment. It can be likened to the prelude to the main theme of any composition like the opening of the Kreutzer Sonata by Beethoven. The alaap, is however, much longer than the opening of a western composition.

The Alaap sets the mood of the raag. Through the gradual unfolding of the notes the performer establishes the notes that will be used when the theme will finally be introduced. It is apparently devoid of any rhythmic properties, as the music seems to be randomly played or sung.

The Alaap gives way to the 'Jod' and the 'Jhaala' in instrumental performances where the speed picks up and some semblance of a melody can be discerned. However, here too, as in the alaap, the performer is involved in displaying the individual perspective of his Gharaana (school) towards the raag and in showing off his mastery over the three octaves. The alaap in vocal and instrumental performances is langorous, atmospheric while the alaap, jod and jhala in instrumental performances are a test of the performer's mettle.

The percussion instrument enters the performance when the singer or instrumentalist starts the Vilambit section. This is the slow, measured section which corresponds to the adagio section in which the performer once again shows off his mastery while introducing a slow, disjunct melody which  heightens the mood established in the earlier alaap section.

At times the performer may start in a slower version of the vilambit called, ati vilambit which could be said to correspond to the largo or lento tempi in western music.

The vilambit gives way to a moderate speed, the madhya laya or moderate section in which the melody is clearly heard. This is the theme of the performance on which melodic and rhythmic variations will be attempted. This is the most attractive section of the performance.

The madhya laya gives way to the fast dhrut section in which the singing or playing enters the speed commonly denoted as Allegro in western classical music. The percussion accompaniment also picks up speed and together the soloist  and  the  percussionist  rush headlong into the fast, furious and climactic presto section which lasts for three or four avartanas (the cyclical beats) that belong to a taal.

MOODS  (RASA)

While moods could be interpreted as 'Rasa' (Sanskrit for juice, flavour or taste) it must be mentioned that rasa is more than just moods. Rasa in fact is one of the fundamental concepts of Indian aesthetics.

It is well known that when a Sa and a Pa (C & G) or Sa and Ma (C & F) are struck together the effect is very pleasing. Likewise, Re komal and Ga komal (which would be the second and third notes) after the tonic have a tinge of pathos about them. These universal truths were known centuries ago. 

Raag (key) and Rasa (moods) like chords and their effects is a fascinating subject. The emotional effects of a raag are dependent on the frequencies that enter into its formation as also on the vadi (tonic) and samvadi (dominant) notes, referred to earlier. Raags taking flat notes generally have a plaintive quality to them. This is reflected in the western belief that keys with sharp notes are, generally speaking, meant for 'happy' compositions, while keys with flat notes are meant for compositions which verge on pathos.

ABOUT THE INSTRUMENTS FEATURED IN THIS COLLECTION

THE SARANGI

Present day lovers of Indian music are conscious of witnessing history in the making as the Sarangi breaks away from the dominance of the vocalists it used to accompany and asserts itself as a solo instrument.

This change has mainly come about due to the crusade that Pandit Ram Narayan started; he took upon himself the task of making sure that the sarangi would no longer be perceived as a secondary instrument but would be accorded solo status. That it has happened in one lifetime is tribute to Ram Narayan's perseverance and the drawing power of the sarangi.
The Sarangi shares the same place in Indian music as the trombone does in the western orchestra namely it is best at reproducing the nuances of vocal music with amazing precision. No wonder then that it was used as an accompanying instrument by vocalists for the last two hundred years.

The modern concert model of the sarangi is made of one block of wood which is about two feet long. The hollow body is wide but waisted at the bottom, extending into the flat finger board. Parchment covers the lower portion and serves as the main sound box, while the upper part has a wooden cover.

A bridge is placed on the belly of the sarangi in the middle. The sides are convex, much like a violin but not so curved, so as to facilitate bowing. Four tuning pegs are fixed to the hollow head, one on each side. The instrument usually has three main strings made of gut usually tuned to the Indian Sa, Pa and Sa. These are  complemented  by  35  to  40 sympathetic strings. These strings can be tuned according to the scale of the raag being played.

The playing of the sarangi is not unlike the cello with the fingers moving vertically and the bowing horizontal. However what is interesting is that the fingering is actually done by pressing the lower part of the nail against the string as opposed to western stringed instruments in which the fingers are pressed on the strings of the instrument.

Social  mores  have  dictated  public perceptions of the sarangi. It has been associated with the nautch houses of North India, with wandering minstrels in the states of Rajasthan, Punjab and U.P. and with mourning and pathos in recent times.

THE SANTOOR

The Santoor is perhaps the newest addition to the ranks of the classical instruments of India. Restricted to the folk idiom in its home state of Kashmir, it was the perseverance of Pandit Shivkumar  Sharma which brought it to the national and then the international stage. The Santoor or the Shatantri Veena (the Veena with a hundred strings) is immediately associated with snow capped mountains, lush green valleys and lakes. Like the Hawaiian guitar the santoor can evoke images of that part of the world it originates from and with good reason too. Notice how the timbre of this percussion instrument   immediately   lowers   the temperature of the atmosphere around you. The santoor is played with little tongs which are normally held between thumb and forefinger the better to strike the strings or to glide over them when required.

THE SAROD

It has no frets, it is plucked and has a resonance that can stop you in your tracks.

A member of the Rabab family of instruments, the Sarod allegedly crossed the border into India about a thousand years ago from Afghanistan. Yet another theory holds that the Sarod is the original 'Sharadiya Veena' which can be traced back to the rudra veena known in Persia as rabab or rubab in Arabia.

The efforts of the Bangash family of which Amjad All Khan is the latest and perhaps the most popular representative have made the sarod one of the most popular stringed instruments in India. Amjad All Khan himself holds that the Sarod is very much an Indian instrument as proved by scenes of sarod players in the temple frescoes in Central India dating back to 2 A.D. Scholars however give Ghulam Bandagi Khan  Bangash for having cultivated, moulded and chiselled variations of the sarod into the instrument as we know it.

The sarod is a stringed instrument whose body is made of teak or mahogany. The finger board is made from gleaming metal which reflects the light making quite an attractive sight during those moments when the sarod player, in the throes of creativity manipulates the sarod in such a way that it inadvertently catches the light from one of the spotlights on stage thus further dramatising the note which has been struck.

The sarod has 25 strings, ten of which are played with a plectrum which is usually made from coconut shell. The unfretted finger board allows for glissandos which are the envy of other instrumentalists who specialise in other stringed instruments. Four strings are entrusted with the job of carrying the melody while three others are tuned to the tonic and serve to accentuate the rhythm. Three other strings are tuned to the dominant notes of the chosen raag while the remaining 15 are sympathetic strings.

The forefathers of Amjad Ali Khan and the efforts of the Maihar Gharana school have made the sarod evolve from the rabab stage to the sarod stage which has now got sympathetic strings, a bass pancham string for playing and alaap in the lower register. They have enlarged the belly and set the standard of thickness of goatskin and of the steel plate.

THE FLUTE

An instrument with the strongest religious association in India, the flute is played here in its bamboo version as in the days of Lord Krishna, the eternal cowherd, prankster and flute player extraordinaire. So enchanting was the playing of Lord Krishna that the milkmaids of Mathura and Brindavan forgot themselves and rushed to where he was, an effect that Hari Prasad Chaurasia's flute playing has on many a listener of either gender.

The flute in Indian music has got six holes with an optional seventh and was considered a folk instrument until this century when flautists like Pannalal Ghosh, Vijay Raghav Rao, Raghunath Seth and Hari Prasad Chaurasia have made sure it remains a firm favourite with classical concert-goers.

What is usually ignored is the strong comparisons which are drawn between the voice and flute: Both have a range of 2 1/2 octaves, both singing and flute playing are the result of air causing vibrations and both are monophonous i.e. capable of producing one note at a time. [...]

	Vishwa Mohan  BHATT  &  Ry COODER
	A Meeting by the River
	1993
	39:48


	label: Water Lily Acoustics (Santa Barbara, CA, USA)

Ry Cooder [bottleneck guitar]; V. M. Bhatt [Mohan vina]; Sukhvinder Singh Namdhari [tabla]; Joahim Cooder [dumbek].

  “Let the beauty we love be what we do. There are hundreds of ways to kneel and kiss the ground.” — Jelaluddin Rumi.

    Vishwa Mohan Bhatt is an outstanding young instrumentalist from Jaipur who plays Hindustani (North Indian Classical) music on an instrument of his own design. [...] Inspiring Bhatt’s effort was a North Indian instrument known as the Vichitra vina, which has a wide unfretted neck, two large resonating gourds, six main strings, and twelve sympathetic strings. It is played with plectra fixed to the fingers of one hand and stopped with a glass ball held in the other. The Indian tradition is the only classical music in the world having plucked instruments that are stopped with an object rather than the fingertips. It is quite possible that the technique of using a ‘slide’ on the guitar, as was first done in Hawaii and later by the Delta bluesmen, could perhaps be an Indian influence, with either the North Indian Vichitra vina or the South Indian (Carnatic) Gottuvadyam serving as the model. Bhatt, who had studied with his father Pandit Manmohan Bhatt and with Pandit Ravi Shankar, started his musical career as a student of the sitar. The micro-tonal nature of Indian classical music — derived by sliding and slurring between the notes — convinced him that the most effective way of playing this instrument would be with a ‘slide’. The rich tonal fabric of sustained tones obtained from the main strings and the overtones created by the sympathetic strings of Indian instruments prompted Bhatt to strive for a similar sound. Thus was born the Mohan vina, which Bhatt plays with all the skill and fire a virtuoso. Constructed of very thin wood and strung with a combination of sitar and guitar strings, the Mohan vina has a lively sound that projects with great clarity over a long distance.

  When luthier and pickup designer Rick Turner heard my recording of Vishwa Mohan Bhatt, he suggested that we bring it to Ry’s attention. Ry expressed a desire to play with Bhatt, with perhaps me recording the outcome. In the presence of Franciscan monks in woolen habits, on a Persian rug by the altar of a Catholic church (Christ the King Chapel), two streams merged to form a river. The rhythm of this river was Sukhvinder’s tabla and the dumbek played by Joachim.

  Outside of our passionate interest in musical styles, traditions, and their histories, there was one other factor that established a link between Ry and me — the thirteenth century Persian Sufi mystic Jelaluddin Rumi and his poetry. We both found the translations of Coleman Barks to be the best yet in the English language, conveying the wisdom and immediacy of Rumi. Although this recording was unplanned and unrehearsed, Ry felt that we should give it a framework through which it could speak its own poetry. Thus he came up with the idea of using a poem of Rumi as the theme for this work. The poem he chose is from Rumi’s masterpiece, the “Mathnawi”, and is a parable of a frog and a mouse who meet on a river bank to converse in a language unhindered by the rules of grammar. Rumi’s poems are intuitive, spontaneous outpourings from the deep within. The compositions recorded here were unrehearsed and are the spontaneous expressions of two musicians, one from California, and the other from Rajasthan, who met on a river bank and saw reflected in the water, things as they are... 

— K. Alexander
  “The God-Messenger, Khidr, touches a roasted fish. It leaps off the grill back into the water.” 

— Jelaluddin Rumi

	SUPER PERCUSSION OF INDIA
	
	1988
	71:24
	label: King Records (Japan) World Music Library

rec. in Tokio

Ud. Zakir Hussain (см. выше SHARMA / HUSSAIN и в разделе “Jazz”) [tabla]; Pt. T. H. Vinayakram [ghatam]; Pt. T.G.H. Shankarrao [kanjira]; Pt. K.P. Visweswar [mrindangam].

1. Ek Tal (tabla solo)                                                    12’41”

2. KhandaChapu (ghatam, kanjira)                            13’39”

3. Misra Chapu (mridangam,kanjira,ghatam,tabla)  16’14”

4. Aadi Tala (mridangam, kanjira, ghatam, tabla)    21’57”

5. Tabla demonstration: Zakir Hussain                     06’36”

  This disc contains the performance of the outstanding percussionist from the northern Indian region of Hindustani, Zakir Hussain. Also we hear the performances of famous percussionists from the southern Indian region of Karnataka. We can enjoy the various rhythmic forms of both the north and south and then hear them in a combined performances.

  Zakir Hussain is the son of the tabla star Alla Rakha. Zalir is one of India’s greatest tabla players. His group is a rare and special assemblage of top-flight musicians. At the end of this recording Zakir is giving a demonstration of the tabla. We can enjoy hearing the way various tone colors are used for expression on the tabla.

	PERCUSSION OF INDIA
	
	1991
	74:53
	label: King Records (Japan) World Music Library 

rec. in Tokio

1. Tala: Misra-capu  22’26”

2. Tala: Khanda-capu  21’51”

3. Tala: Adi  30’23”

Umayalpuram K. Sivaranam [mridangam]; V.Nagarajan [kanjira]; V.Suresh [ghatam]; T.R.Sundaresan [morsing, konnakkol]; Subhash Nirwan [tabla]; Fateh Singh Gangani [pakhavaj]; Abhirami Sivaraman [tambura].

   On this recording one hears such rhythmical, tense musical improvisation on a certain tala which does not use melodic instruments. And it is in fact this music that represents the essence of Indian music.

   Tala might perhaps be translated as ‘rhythmic cycle’. This is a concept far more complex than that of ‘meter’ in Western classical music or ‘beat’ in Western popular music. In the case of the South Indian music recorded here, theoretically 35 types of basic tala exist. One rhythmic cycle comprises a grouping of segments of beats. [...] Such a basic pattern is always kept in mind by the performers as they play. During the performance musicians purposely use techniques in which patterns that go against this basic pattern are improvised. Then, when it seems that the basic pattern has been lost, they suddenly finish brilliantly by returning to the basic pattern without missing so much as a beat. Performers who are able to handle such complex mathematical structures are truly wizards of tala. The fundamental way of performing each tala is memorized by playing on the drum known as mridangam. No musical score is used. Instead, onomatopoetic vocables such as ‘ta’, ‘kita’, ‘din’ are employed. Such vocables can be found throughout Asia — for example in the Japanese ‘kuchi-jamisen’ — but the vocables used in Indian music are incomparably more complex. In South India such vocables known as ‘konnakkol’ have developed to a point at which they are considered to be a full-fledged part of the ensemble. The second piece on this recording features such ‘konnakkol’. Another instrument found in South Indian percussion ensembles is the jew’s harp known as ‘morsing’. This instrument is related to the Ainu ‘mukkuri’ and produces only a very soft sound. In Indian ensemble performances its sound is almost entirely covered up and inaudible. Perhaps it is a Japanese type of pleasure to listen to the ‘morsing’ when it is this clearly audible.

	CLASSICAL MUSIC OF NORTH INDIA
	Sitar & Tabla I

Sitar & Tabla II
	1985

1987
	73:54

59:03
	label: King Records (Japan) World Music Library, rec. in Tokio

Sri Manilal Nag [sitar]; Pandit Mahaprush Misra [tabla]; Sachiko Torii [tambura (on Vol. I)].

Vol. I: 1. Raga: Suha - Kanada     59’26”

           2. Tala: Tintal                      14’20”

Vol. II: 1. Raga:Puriya Dhaneshri 24’23”

            2. Raga: Ragheshri            24’02”

            3. Tala: Jhaptal                   10’25”

  Sri Manilal Nag joined a school of performance called Vishnupur gharana, and now continues its tradition. However he takes an open and positive attitude toward borrowing from other styles.  To the lover of Indian music, it is unnecessary to explain that Mahaprush Misra was a great master. The famous sarod player Ali Akbar Khan came to like his playing, and gave him the opportunity to accompany him in concerts all over the world. Normally there is a sharp division between tabla players who accompany instrumentalists and those who accompany vocalists, but Mahaprush Misra was able to do both.

                                          VOL. I

   1. Suha - kanada is a raga which is played between 7 and 9 o’clock in the morning. The performance consists of alap and gap. Alap is a kind of improvisational performance which expresses the raga’s characteristic features through free rhythms. Alap must always correctly satisfy the conditions of its particular raga in terms of phrasing, ornamentation, important notes, range, etc. The alap of this performance consists of three parts: the strict alap; the rhythmic jor, and the up-tempo jhala.  Structure of the gat: vilambit, drut, and jhala, based on the tin tal. The gat is the repeated improvisational variation of a precomposed melody, with one cycle of the tala as its basic unit. Tabla enters at this point. Tala is a tin tal whose cycle is sixteen beats (4+4+4+4). Beginning with the slow vilambit, it later speeds up to become the fast drut. As the performers reach the jhala, the sitar and tabla joint performance come to a climax, and the piece ends with the tihai. The tihai is a technique of repeating the same melody three times so that the last note falls on the first beat of the tala.

  2. This performance is based on a kind of tala called tintal. A tala is a set rhythmic cycle. The basic principles of the tala of northern India can be summarized by the following rules: 1. The number of beats in a cycle is set. 2. One cycle can be divided into smaller units. For example, in the tintal, there are sixteen beats which are divided into four groups of four. 3. In any given tala there are strong beats and weak beats (thali and khali). The first beat is the most important. 4. Any given tala has a particular tempo, or laya. 5. Any given tala has a syllabic representation of the pattern of strong and weak beats which is used for memorization.  Tintal is the most often used tala in northern Indian instrumental music, and there are many advanced techniques associated with it. For this tabla solo, the sitar repeatedly plays a certain melody, called the lahara, which supports the cycle of the tala.

                                  VOL. II

  1. Indian music, both instrumental and vocal, is an expression of raga within a rhythmic framework called tala. Puriya Dhaneshri is a raga that is played at the time when day passes into evening. The feelings of melancholy, longing, and languidness characterize the raga that is performing during this period of time. The alap section centres around expressing the essence of the raga. The sitarist tries to make voice-like sounds by using a mind technique involving pulling a string while scrapping it against a fret. Manilal, by coordinating this technique with the strokes of his right hand, produces his own unique melodies. At the section where the tabla enters, a ten-beat jhap tal takes over. The sitar and tabla each has its own pattern, gat and theka, respectively, and while one is improvising the other repeats its pattern. As the tempo increases litle by litle, the jhap tal persists and the piece enters the section called jhala. In this section, the chikari string is played in the middle of the melody. As the tempo increases, many players would shift to the tin tal, but Manilal continues to the end with the jnap tal.

 2. Ragheshri is the raga for evening. The gat uses a 16 beat tin tal. ‘The sweetness of the ragheshri’, which appeared in the last section of the alap, is further emphasized, and the performance here sounds magnificent. Next comes the jhala, but not just as the pursuit of speed. No matter how fast the tempo becomes, the melody is still being amply sung.

 3. Jnap Tal is a kind of 10 beat tala with a 2+3+2+3 structure. Two important factors in Indian music are the number of beats in a cycle, and how the player improvises within that cycle. For that reason, audiences clap their hands on the first beat of a cycle, counting the number of beats on their fingers. The performer is careful not to deviate from the cycle of the tala, even when playing complicated rhythms. When the sitarist is taking a solo, the tabla player continues to play the respective tala’s rhythm patterns, and likewise when the tabla player takes a solo, the sitarist keeps the tala by repeating a predetermined melody. In this performance, the sitarist plays a 10 beat melody over and over while Mahaprush Misra improvised over this on the tabla.

	The BAULS OF BENGAL
	A Man Of Heart
	1996
	65:49
	label: Amiata Records (Secret World Series)

Performed by Subal Das Baul (#5, 11 – solo dhotari) & Ensemble. Instruments: Khal, Dhotari, Ektara, Dughi, Komof.

The Bauls, migrant musicians of Bengal, incarnate one of the oldest, most fascinating religious and artistic traditions of India. Little known outside Bengal, looked down upon there, often from the lowest social strata, they were rediscovered by Rabindranath Tagore, India's greatest modern poet: the Nobel laureate considered their lyrics among the peaks of Indian civilisation.

Baul means madcap, and may derive from the Sanskrit vayu (wind), in the sense of nerve currents, or vatul, which signifies both "enlightened" and "mad",  specifically "lashed by the wind to the point of losing one's sanity". Another derivation connects the word to the exercises for regulating breath and energy which are said to be practised by these mystics. All these meanings point to the radical spirituality which inspires the Bauls. "What need have we of temples," they ask, "when our body is the temple where the spirit has its home?"

The Baul teaching historically grew on the ruins of Indian Buddhism, Tantra and Vaishnavism, and insists on freedom from all outward compulsion. The brotherhood includes householders as well as vagrant beggars, but all, men and women, recognise no divisions of society such as caste or class, no special deity, no scripture, temple or mosque. They accept in their community persons of any religion, and though they sometimes acknowledge a distinction between those who are by ancestry Hindus or Moslems, it is normal to find a Hindu Baul with a Moslem teacher (murshid), a Moslem fakir with a Hindu guru, or either one singing music which reflects the other's influence.

The Bauls live their lives according to the shahaj (simple, natural) way -- that of "a man of heart" (moner manush), who is "a man hidden inside the man." The divine is found within man himself, and the Bauls, who are not ascetics, believe that the art of life is to perceive the other, establish authentic contact, and find "a man of heart." Their philosophy is perhaps best expressed in an ancient song by Narahari Baul:

“That is why, brother, I became a madcap Baul, 

No master I obey, nor injunctions canons or custom. 

Man-made distinctions have no hold on me now. 

I rejoice in the gladness of the love that wells out of my own being. In love there is no separation, but a meeting of hearts forever. 

So I rejoice in song and I dance with each and all. 

That is why, brother, I became a madcap Baul.”

Most Bauls are wandering mendicants, living on what they are offered by villagers in return for their songs. They sing "from the heart" and consecrate their lives to awareness, meditation and a fusion of music, song and dance as the privileged vehicle for attaining ecstasy. They have no holy days for "sacred is every moment," and dedicate themselves to their own nature. Not surprisingly, the Baul women are a striking anomaly within Indian society. They can marry many times and they often live alone in villages where they are nonetheless esteemed and admired. In many cases they limit the size of families because, as errant musicians, they would be hindered by too many children. The Baul women often sing and dance accompanied only by cymbals or a drum.

Each year in mid-January, a great gathering of mystic musicians takes place in Kenduli. This tiny village is the birthplace of the medieval poet Joy Dev (Jayadeva), whose "Gita Govinda," describing the love between the god Krishna and Radha ("she who meditates") is a precursor of the Baul teaching of union between the divine and human. Bauls, fakirs, tantric monks, vishnaivas and shivaites come from all Bengal and, for three days and three nights, sing and dance under large tents, raised for the occasion along the banks of the sacred river Ajai. The singers and the throng live their spirituality with extraordinary intensity, and for one long moment, "the man of heart" reveals himself to everyone.

The Bauls are known by their songs and their living example, not for their doctrine or secret practice, passed from guru to disciple. In performance, the Baul chooses from his vast repertory the songs most appropriate for the exact occasion, always attentive to the situation, the specific public, and the effect of the first song. Often, as they perform, the Bauls question and answer one another in song. Their improvisation flows simultaneously through their dialogue between each other and their awareness of what surrounds them. Subal Das Baul, soloist featured on this recording, informs us that wherever Bauls go, in a dusty village or modern city, they watch for "hidden Bauls" individuals ready for awakening yet unaware of their own thirst for freedom. These people are frequently the target for the Baul songs, with their subtle double meanings.

The music of the Bauls has its own structure and form and its tones are those of the ragas. Each piece starts with a few instrumental notes to "place" the musical mode, which is then followed by a vocal introduction in free time; the song only properly begins when the percussion instruments make their entry. The performers often improvise, and also render traditional songs with notable freedom.

Of all the musical instruments they play, the one which is most emblematic of the Bauls is the unique single-stringed ektara which is a descendant of the gopiyantra, the instrument used by the gopis, Krishna's cowherd maidens. It is usually made of a gourd from which emerges a wooden hand​grip. A metal string is stretched across the gourd and fixed to the other side by a split piece of bamboo which is pressed while the string is plucked, thereby varying the sound. The ananda lahari (literally meaning "waves of happiness") is a drum with two strings to thrum, normally with a plectrum. The komok is a one-stringed instrument with a wooden cylinder at the base and is also played with a plectrum. The dhotari is a lute with either two or four strings and a wooden body covered with a skin -- not confined to the Bauls, it is widely used in west Bengal and Bangladesh. The khal is a drum with two membranes. The duggi is a small round drum employed to keep time, and the jhuri are a pair of small metal handbells tied closely together, also used to mark the rhythm. The kortal are small metal plates. In this recording the ektara, duggi and kortal are played by Subal Das Baul, while the khal is played by Kalipoda Adhikary-Pakhi, and the dhotari, komok and ananda lahari by Nitya Gopal.

Though the Bauls refuse the ochre robes of India's monks and hermits as daily garb, they don costumes, often saffron or white, for performance, then sing, play and dance all at once. Their long hair hangs loose or is hidden in a turban; on the forehead a symbol is marked in sandal paste. With one hand, the dancer sounds the duggi, with the other raises the ektara skyward to signify the bliss that comes from union with the divine. Clusters of tiny bells knotted at each ankle accompany the dance movements, which although seem simple and improvised, are actually a complex synthesis. The basic posture resembles Kathakali, the rotation of the ankles recalls the Kathak dances, while the centuries-long Sufi influence on the Baul community is shown in the performances of the dancer, reminiscent of the whirling of dervishes.

The texts of the songs often tell of the relation between guru and disciple, the master who can, by the will of God, accomplish anything, and whose words can be grasped only by men of good will. A worthy disciple is always beside his master and knows how to listen, to cultivate and to extend his teacher's words. To flourish, a plant requires not only a healthy seed, but fertile soil, water and sun. This guru and disciple relationship is often presented in metaphor: the elder brother guides the younger on life's way, and that younger brother will one day become a father and will himself  be a master of life.

Other songs speak of the god Krishna, of his night wandering in the forest in search of his love Radha, and of Radha's desperation over this secret love, since the Bauls identify with Radha: in love with the divine. Here, too the language is often veiled; Radha and Krishna may not be named, but the difficult course of love between ordinary humans is recounted with passion, pain, despair, fulfilment, jealousy and waiting.

Songs are also dedicated to the spirit of the Baul, so crazed and so free that the Baul himself can neither understand nor control it. His soul defies all rules and all traditions: such a mad spirit cannot be found even among the gods, who were insane enough to create all this. The image of death and what happens when the body leaves the soul is also a subject for song. The event is straightforward: the earth which welcomes the dead man is his new house. After hesitation, though the mind cannot always understand, it yields and escapes.

Barne Simmons
Subal Das Baul was born in 1934 in Nadia District, one of the traditional Vishnavite centres of Bengal. Born into a family of Bauls and early left an orphan, he grew up as the child of the entire brotherhood, hence his surname. He was a disciple of Bhava Pagia, "The Madman of God". In the realm of music Subal Das Baul is known above all as a singer.

	Pandit Shiv Kumar SHARMA
	Sampradaya (Raga Janasammohini)
	1999
	66:20
	label: Realworld

Pandit Shiv Kumar Sharma: santoor 

Rahul Sharma: santoor 

Shafaat Ahmed Khan: tabla 

Manorama Sharma: tanpura

Raga Janasammohini has six notes. The fourth note is totally omitted, the seventh note is flat and the rest of the notes are sharp. This raga creates a very peaceful, serene and happy mood.

This recording has two santoors playing in duet style -- a kind of musical dialogue between two

musicians. The duet or OjugalbandiO style has been played in India for many centuries.

Typically, duets would take place within one gharana (musical family or tradition) whereby the two disciples of the same master, or the master and one of his disciples, would perform a jugalbandi.

The music is all improvised and divided in two parts. The first part is called Alap, which is played without tabla (percussion) accompaniment. This is a very essential part of Indian classical raga music. It starts very slowly, free of tempo and then a beat is formed, finally reaching a crescendo. This whole process creates the mood of the melody.

This is then followed by a second part in which three compositions are played along with the tabla accompaniment. The first composition is Rupak Taal, a seven beat rhythmic cycle; the second composition is Adha Taal, a sixteen beat cycle; followed by the third and final composition Teen Taal, which ends in a very fast tempo.

Pandit Shiv Kumar Sharma is a household name in India. His influence has transcended the classical audience and has contributed to the greater popularisation of Indian classical music in general. He has single-handedly lifted the santoor, a folk instrument previously only found in the Valley of Kashmir, to full acceptance within the classical solo field. Shiv Kumar Sharma gave his first public performance in Bombay in 1955, recorded his first solo album in 1960 and has not looked back since then.

The santoor is a trapezoid-shaped instrument of the dulcimer family, whose 116 strings are hammered with a pair of carved wooden sticks. Its original Sanskrit name, Oshatatantri vinaO (lute of a hundred strings), has been replaced by the Persian name, OsantoorO. Similar instruments are found throughout Europe, the Middle East and as far as China. In Kashmir, the santoor was used as an accompaniment for the regional music called OSufiana MausiqiO with its Sufi origins and folk association.

Shiv Kumar Sharma was born in Jammu, in the state of Kashmir, on 13 January 1938. After training as a vocalist from the age of five, followed by further training in percussion through the tabla, he took on other instruments -- the sarod, violin and harmonium -- under the tutelage of his father and guru, Pandit Uma Dutt Sharma. Then, at the age of fourteen, Shiv Kumar took up the santoor, encouraged by his father who had researched the instrument and recognised its potential as a classical instrument. Shiv Kumar started making modifications to the santoor, to make it more suitable for his individual playing technique. By increasing the number of bridges to get a wider range of octaves and a smoother OmeendO (the gliding action between two musical notes), Shiv Kumar successfully altered the structural configuration of the strings to create more precision on note reproduction, thereby elevating the santoor to an instrument of classical sophistication.

In the past three decades, Shiv Kumar Sharma has established a lineage of disciples, including his son, Rahul, who plays jugalbandi (duet) on this recording. This master and pupil tradition is carried from one generation to the other and has survived in India for many centuries. The album title, OSampradayaO, reflects this tradition of disciplic succession. Together, father and son are helping to widen the popularity, and further enhance the accessibility, of this melodious instrument.

	Shivkumar  SHARMA  &       Zakir  HUSSAIN
	Raga Purya Kalyan
	1991
	59:32
	label: Network Medien (Frankfurt)

1. Dadra                          15’ 31’’

2. Raga Purya Kaylan   44’ 00’’

Shivkumar  SHARMA (см. тж. выше) [santur]; Zakir  HUSSAIN (см. тж. ниже; и выше: “SUPER PERCUSSION OF INDIA”; c Bill LASWELL) [tabla]; Shefali NAG [tambura].

SANTUR, SHIVKUMAR SHARMA AND A PUNJABI MELODY

To an outsider, the santur might seem to be an instrument altogether unsuited to Indian music: the pitch of the strings, which are struck with two hammers, must be tuned to the particular raga and remains fixed for the remainder of the performance. This would appear to preclude playing the gliding ornaments, which hover around the tone or connect it seamlessly to another one, that are so essential to Indian music.

Nevertheless, Shivkumar Sharma manages to make these ornaments heard, even though the santur has no provisions for them: he has developed a most sensitive and artful way of striking which creates the impression of a glissando through delicate​ly vibrating movements from string to string.

The instrument, with its bell-like and tuneful sound, is also found in a similar form in Iran and Iraq, and is closely related to the cimbalon of the gypsies and the hammered dulcimer played in the Alps. However, Shivkumar Sharma (born 1938) was the first to introduce it into Northern Indian art music. His father, Pandit Uma Dutt Sharma, was a renowned master of the traditional music of Benares. After instructing his son in the melodic art of singing and the rhyth​mic art of tabia playing, he revealed to him the beauty of this folk instrument indige​nous to his native Jammu and Cashmere. Perhaps the santur, being a hammered instrument capable of melody, promised a synthesis of this young artist's abilities. Such a synthesis was indeed achieved, and Sharma convinced not only the Western world, which has always been receptive to those who would transform foreign traditi​on, but also the Indian raga orthodoxy, which had not considered the folk music instrument suitable for serious use. Today, Shivkumar Sharma is accompanied on tabla by the dependable Zakir Hussain, who also teamed the art of rhythm at the feet of his father, the legendary Alla Rakha, who as the onetime accompanist of Ravi Shankar and Ali Akbar Khan was celebra​ted all over the world.

In light of this history, it may be appropriate to approach Shivkumar Sharma's art of the santur via a piece originating from the folk music repertoire. This piece turns up in raga concerts as an encore, if at all. It is a melody from the Punjab; just as in a raga performance, it is characterized by a seem​ingly free alap, the apparent product of casual improvisation. After repeated listen​ing, one is hard put to say what exerts the greater magic: the performance of the melody itself, or the way it is prefigured in the alap. But Zakir Hussain's delicate rhythm gives a clue. Anyone who is in doubt should concentrate on the effect of the tiny rhythmical breaks in which the tabla's heartbeat appears to falter for a split-second and then, released by a melo​dic cadence, resumes beating as before, as if nothing had happened. And the melody's miraculous floating character probably owes itself to the fact that it permanently veils the fundamental beaten by the tabla. Instead of the tabla's fundamental, it treats the third as a fundamental, with the result that neither is perceived as definitive. A similarly subtle indecisiveness character​izes the melody's scale, and the combined effect of all these factors is unforgettable.

As soon as one is sufficiently in tune with such a melody, one will feel ready for a large-scale raga performance, which does not offer such affecting melodies. This is art music, in which musicians follow a complicated system of rules, rhythms, motives, formulas, forms and ideas, and which has accumulated meaning over the centuries. If there is any chance at all for Western listeners to gain access to this field by mere listening and without taking intensive instruction, this is entirely due to the fact that a primary avenue of communi​cation in Indian art music is through the ear and memory, instead of through writing or the eye.

HOW DOES ONE LISTEN TO AN INDIAN RAGA?

First of all: listen to the fundamental, accept its eternity, do not expect any change from it; it is the permanent foundation on which everything else take place. Or was there ever a dancer who wished for a shaky dance floor? The fundamental conforms to our sense of musical equilibrium. Its con​stant presence permits a shading of the intonation that is incredibly fine to Western ears. One hears the fundamental from the beginning: there are special instruments (tambura), for this drone which are fasti​diously tuned. But the solo instruments also touch on it again and again: the empty strings of the sitar producing it are plucked again and again; even the tabla drum is tuned to this pitch.

Let the soloist acquaint you with the sur​roundings of the fundamental: experience the friction between neighboring tones, the quality of each interval, the stately return of individual tones, the delicate glancing tran​sition from one tone to the next. Experience each new tone experience as well as the final descent to the fundamental. It will become apparent that no tone is placed arbitrarily, and that a tone repertory is established instead which we can count on, and with which we may already associate cer​tain vague emotions.

Notice how a certain tone is made more prominent by repetition or special empha​sis: Indians call this tone vadi, i. e. "that which speaks". It is the king of tones; the samvadi or minister stands by, usually a fourth or fifth away, and underscores what the king has said. Not infrequently, one of these two tones will be an octave higher than the fundamental. The appearance of the octave is always celebrated as a major event. The more our tone and interval memory is trained, the more we are helped by a certain foresight with regard to the melodic path; we also need some exper​ience to perceive the expressive quality of some phrases (e. g., sweet, romantic, help​less, strong, thrusting, peaceful).

However, do not expect to hear neatly ordered melodies as in a song. Neither does the drum have any place in this intro​ductory phase, the alap. On the other hand, there is no time for dreaming (which some confuse with meditation). It is a time of intensive observation; the physiognomy of a raga impresses itself less easily than that of a person. But as soon as we are familiar with the tonescale of the raga, with its tone connections and their emotional value, it stands before us like an interesting and even beautiful personality: Indian poets regarded the ragas as deities (ragini).
We are fortunate that not one, but hun​dreds of ragas await our discovery. But they can be really experienced only after one has listened to one raga in earnest.

[...]

	Ustad Zakir HUSSAIN
	Kirwani – Essence Of A Raag
	1995
	50:03
	label: Amiata Records (Secret World Series)

Krishna Bhatt [sitar]; Zakir Hussain (см. тж. выше с SHARMA и “SUPER PERCUSSION OF INDIA”; c Bill LASWELL) [tabla]; Tambura accompaniment by: Kamal Hyder, Michael Lewis.

1. Raga Kirwani: Alaap; Sitarkhani and Drut (medium and fast compositions) in Teental (16 beats) and Ektal (12 beats)

2. Raga Ahir Bhairava: Alaap; Vilambit and Drut (slow and fast compositions) in Teental (16 beats).

North Indian classical music is based upon traditional modal structures known as raags, and on rhythmic cycles having a specified number of beats known as taals which together include a broad spectrum of melodic and rhythmic possibilities. This classical system of improvisation within the framework of raag and taal allows an unequalled diversity of expressions and moods: tranquil, meditative, spiritual, pathetic, joyful, heroic, romantic and erotic. Although the raag provides the melodic ground for improvisation, the composition and sequence of melodies varies from individual to individual and from performance to performance. Imaginative musicians create melodic and rhythmic combinations that seem to pour forth effortlessly as they colour the mind of the listener with the bright tones of the raag. The aim of the musicians is to evoke an aesthetic delight called rasa.
Each performance begins first as pure melody in the introspective and meditative alaap, in which the musi​cian's inner sentiments are expressively and most clearly revealed.  Each note is approached, caressed and abandoned in characteristic ways, slowly unfolding the raag. The purpose of the alaap is to acquaint the listener with the structure of the raag by drawing the listener into its specific mood with its contemplative atmosphere. The alaap is followed by the lively and spontaneous interplay of the bandishes or gats, the treasured compositions passed down from teacher to student in the guru-shisya tradition. In the gat, the musicians fully explore the main melodic themes, drawing out the emotions and moods of the raag through melodic and rhythmic combinations, including rapid melodic runs known as taans. In the bandish section, the tabla player provides the rhythmic fra​mework for the lively exchange of energetic improvi​sations with the sitarist, who renders the melodic the​mes. The bandish usually ends with a thrilling, climactic rhythmic section called the jhala, which culminates in the tihai, a rapid passage repeated three times.

In the Hindustani system of music, thumari is the most classical of the light musical forms. A thumari develops the erotic sentiment or shringar rasa, and commonly concerns the legends of Krishna and Radha. In Indian poetry, the erotic sentiment is most acutely expressed by the feelings of longing experienced in separation from one's lover. Thus, thumaris often express a blissful yearning that is brought out by lyri​cal, melodic variations and intricate note patterns.

Raag Ahir Bhairava is a traditional morning raag belonging to the Bhairava family, one of ten parent scales in the Hindustani system. This raag, associated with lord Shiva, creates a serene harmonic ambience, since the second and seventh notes in the scale are flat. The tranquillity expressed is that of the inner joy experienced after having met one's lover. The domi​nant second is played sensitively as if surrendering to the sa or tonic, and the sonorous madhyam (natural fourth) serves as an important base for the plaintive ascent to the flat seventh. In this raag an atmosphere of blissful harmony emanates from the combination of the natural fourth, natural sixth and flat seventh.

Raag Kirwani is a south Indian raag, one of the 72 melas in the Carnatic modal scale system from which many other raags originate. Equally popular in the northern classical tradition, its treatment there has always been of a romantic and passionate nature. A night raag, Kirwani's creative challenge has inspired numerous interpretations. In the present version, the first movement of the raag is played in the highly romantic thumari style and the eastern kajari style. The tender, longing mood of the slow bandish leads into a vigorous, exciting medium drut composition. Finally, in the drut jhala section, it yields to the excite​ment and vivid colours of the sublime. The effect of the minor third and seventh in the scale is very melo​dic and pleasing. [...]

	Ustad Zakir HUSSAIN
	Essence Of Rhythm
	1997
	58:25
	label: PolyGram

1. Tal-Posta in 5 Beats + Raga Jhinjoti on Sarangi    --- 14’48’’

2. Tal Pancham Sawari in 15 Beats + Raga Asha Mand (Naghma) on Sarangi                                                                     --- 14’34’’

3. Jhaptal in 10 Beats + Raga Jhinjoti on Sarangi     --- 29’11’’

   accompaniment: Suchismita Chatterjee [tanpura]

Born in Bombay on March 9, 1951, Zakir is the son of Ustad Allarakha, the all-time great tabla master of the Punjab Gharana, which specialises in the Pakhwaj style. [...] Ustad Ali Akbar invited the boy to perform with him after the intermission for a little while... and that was Zakir’s on stage debut at the tender age of nine! Besides which, he also formed a music group with local boys; and, irrepressible as ever, he even played the ‘dhol’ in religious processions on the streets. [...] Contributing to the rich tradition of the Punjab Guarana, Ustad Zakir Hussain has added a new dimension to tabla playing, the result of his extensive experiments to create a new ‘bol’ of sound. For example, he has discovered melodic possibilities in the Baya (left-hand drum) which is used as a rhythmic instrument. Ustad Zakir Hussain has an unofficial title ‘The Phenomenon’. It holds good in both Hindustani and Carnatic classical music, as well as in fusion music around the world.

	Ustad Zakir HUSSAIN
	Making Music
	1987
	49:16
	Zakir Hussain (cм. тж. с L.Shankar (ниже))  [tabla, perc, v]; Hariprasad Chaurasia (см. ниже) [fl]; John McLaughlin (cм. с L.Shankar (ниже) и в ‘Jazz’) [ac g]; Jan Garbarek (см. в ‘Jazz’) [t&s s].

	Gurmeet  BAWA
	Love And Life In The Punjab
	1988
	59:23
	label: King Records (Japan) World Music Library

rec. in Tokio

Gurmeet Bawa [fem. v]; Arjun Das [cimta]; Chaman Lal [dholak]; Kirpal Bawa [malka]; Tarshem Singh [argoza]; Hansraj Sharma [harmonium]; guest: Meherdin Khan [sarangi].

  The word Punjab, meaning ‘five rivers’, indicates the area around the upper Indus River. The origin of civilization in India, it has been a center for exchange between the East and West since ancient times. Within the colorful culture that has developed in this region, the folk song plays a vital role within the daily lives of its people. Gurmet Bawa, born in 1944, is the most important singer of the Punjab.

  Accompaniment is on such instruments as the cimta, a metallic castanets shaped like a giant pincette, the simultaneous playing of two argoza, or flutes, by using circular breathing, the double-headed drum dholak, the malka, a jar-like percussion instrument, and a small reed organ — harmonium. One of the argoza plays the peculiar folksong refrain, while the other acts as a drone. The cimta and malka grind out intricate rhythms, while the dholak adds to this some weight and variation.

	Bhimsen  JOSHI
	Hindustani Vocal Music
	1988
	48:20
	label: King Records (Japan) World Music Library

rec. in Tokio

1. Khayal: Raga Puriya Dhanashri, Vilamit, Drut      30’01”

2. Tulsidas-Ji ka Bhajan                                              07’38”

3. Marathi Abhang                                                        10’38”

Pt, Bhimsen Joshi [v]; Pt, Madhav Gudi [v, tambura]; P.M. Walawalkar [harmonium]; Shashikant Mulay [tabla]; Shreenivas Joshi [tambura].

  Bhimsen Joshi is a master not only of Indian classical music, but of the highest level of Indian classical music: vocal music. Born into a strict Brahman family in western India, he began studying voice at the age of ten. As becoming a musician was not allowed for members of his caste, he left home at an early age and moved in with a music teacher, whose belongings he would tend to in exchange for lessons.

  In India, music cannot be thought of as separate from religion. To practice music is to devote oneself to God, the ultimate goal being union with God. Bhimsen Joshi sings many religious songs, such as bhajan and abhang. He is considered to be the number one performer of khayal, lyrics are of little consideration, whereas the performers technique and ability to improvise are of primary importance.

	R.A. RAMAMANI
	Classical Music From South India
	1997
	60:04
	label: Bandaloop Records (Munchen)

R.A.R. [vocal (female)]; M. S. Govindaswami [violin]; T. A. S. Mani [mridangam]; G. Omkar [morsing]; R.A. Rajagopalan [ghatam]; H. Prasad [tanbura].

South Indian music is referred to as ‘Carnatic’ music to indicate its origin in Karnataka, a region between the Malabar Coast and the Coromandel Coast bounded by the Krishna river to the north and by the Kaveri river to the south. Carnatic music in its present form centers around a male or female singer acting as the principal soloist, the overwhelming importance of vocal music is reflected not only by the sheer number of vocal performances, but also by the fact that musical instruments are rated by their ability to emulate features of the human voice.

	Nazakat & Salamat Ali KHAN
	Raga Darbari Kanarra (Legendary Khyal Maestros)
	1993
	76:48
	label: Network (Frankfurt)

Ustad Nazakat Ali Khan [v, tambura]; Ustad Salamat Ali Khan [v, svaramandala]; Ustad Shaukat Hussain Khan [tabla]; Ustad Ghulam Mohammed Khan [sarangi].

1. Raga Darbari Kanarra

2. Raga Rageshvari

3. Thumri In Raga Pahadi

[...] (Salamat All was then 35 years of age; the youth of that era was symbolized by the motto: "Don't trust anyone over thirty".)

We may smile at this somewhat maladroit advertising slogan today, but just like Europe's attitude to the rest of the world for centuries, the west is still basically unable to relate to any great music from a foreign cul​ture, unless it has been integrated into fam​iliar, western marketing strategies. Even now, twenty years later, the expressions "musical explosion" and "unknown emotions" give rise to the most colourful P.R. offshoots. In the case of the Pakistani Qawwali singer Nusrat Fateh Ali Khan, they run riot, veering from the Anglo-American pop scene to the opposite extreme of western hopes of salva​tion, yet without alienating the superlatively religious classical and opera freaks. "Then he will open his mouth and the first sounds he utters will make you forget everything else you have ever heard", "A vocal marvel bound to create a sensation", "The astounding suc​cess of this widefy acclaimed crossover", "The amiable colossus from Pakistan with a voice somewhere between Meatloaf and Pavarotti", "Practically turning somersaults in musical ecstasy", "Indeed the most synco​pated religious music and Nusrat, with the stature of a colossus, is its prophet".

It is probably slogans like these which, white boosting commercial success, at the same time, have been preventing the subject from being taken as seriously as it deserves.

Today, if you hear an Irish folk musician say:

"I wrote this tune...", although what he real​ly means is that he invented the melody, you realize that, in fact, the written form still con​stitutes one of the major criteria required by a classical piece of music in the western world. Beethoven's scores will continue to be revered as unswervingly as ancient Egyptian obelisks, even though there will be fewer people who choose to learn how to read them.

But a historic moment in Indian music, where those involved directly witness the creation of a classical work, and the concept of a completely differently woven, intelligent and sensuously tangible association between theory and practice is made plausible for some listeners, perhaps for the very first time; a moment such as this slips by, fades away and is, henceforth, dependent upon words. Upon the glowing testimony of those who were actually there, and who, after twenty or thirty years, will be believed as little as those who enthuse about the good old days, when they were young and the sun shone brighter and the winters were mild. [...]

Rich in overtones, one nears the softly whir​ring, "eternal" sound of the bordun tambura, the gently descending, sparkling notes of the Svaramandala-zither, the sweet lament of the sarangi stringed instrument, pursuing the voices of both singers like a shadow, marvellously complementing their dialogue!

And then the use of the tabla drums (to be precise, two timpani, their pitch tuned to the tonic), which, with a permanently recur​ring and permanently modified rhythmic cycle, proceed in correspondence to the melody lines, as subtle as they are distinct in every rhythmic nuance. But listening alone does not suffice. Even meditatively sub​merging oneself in another temporal phase accomplishes very little.

One does not become a connoisseur of wine, merely by teaming to tell the difference be​tween wine and grape juice. Nor is it merely the pure beauty of the voice, for which the great singers of India's culture are famed, but most of all the ability of the voice to reveal secret Raga wisdom. Unfortunately, too little is perceptible, unless one is prepared for the power of its diversity.

Better still, to the listener of Indian music, the very name of the Raga evokes a presen​timent, a combination of insight and re​membrance. Nor does the Indian custom take even the most well-known Raga forms and figures for granted, but illuminates each and every one in each and every perfor​mance, filling in every last tint and shade:

Only thus does the Raga become reality in all its rich diversity, but neither as a written work, nor a codified system of rules.

The Raga Darbari Kanarra (also: Kanada, a name referring to the Kamataka region of Southern India and which currently compri​ses a whole group of Ragas in Northern India), is presented within the first three minutes with a melodic formula of majestic melan​choly, unforgettable to those who have once heard it. With a gentle movement concentra​ted down a fourth, with a light wave of vibrato ascending to the tonic and this sustained with a resolutely conducted melodic line. Certain notes (in European notation, assum​ing that we are in the key of C, then the notes Eb and Ab), modulate into a lower, "toned down" intonation.

Perhaps one is more receptive to the atmos​phere of this music, if it is savoured in the midnight hours, which the Indians recom​mend as the best time to listen to the Raga "Darbari Kanarra". The name Darbari (also: Durbar), emphasizes its dignified character, denoting the audience chamber of the mon​arch or ruler, wherein he grants his cour​teous attention to respectful visitors.

Our first audience, courtesy of the brothers Ali, lasts 31 minutes. It begins with a phase of intense contemplation on the words: "The world is illusion -- "Gummani djakta...", then, after about 15 minutes, in a passion​ate movement, it devotes itself to human emotions, "An extraordinary loved one" -- "Anokha ladala", and finally, after a further 10 minutes, flows into the ecstatic vocal finale, ending with the climax: "My friend went forth" -- "Yar-e-man giya (baya)".

The respective doubling of the tempo corre​sponds in each case to a new melodic motif and a change in the rhythmic cycle: 1. slow Jhumra =14 beats; 2. medium-tempo Tintal = 16 beats; 3. fast Ektal = 12 beats. A further point for listeners who may wish to orientate themselves within the Tala cycle: the multi-subdivided basic beat begins at a frequency of approx. 2 seconds; the first tabla "drum roll" lands on the third beat of a 14-beat Talas Jhumra. So, in this case, an exception, one counts from 3 to 14, but in all subse​quent cycles, of course, from 1 to 14. The melodic breath extends over two such cycles in each case, ending regularly with the "resolutely conducted melodic contour." [...]

	Subroto Roy CHOWDHURY
	Bageshree
	1995
	61:11
	label: Tip Toe (Enja Records)

Subroto Roy Chowdhury [sitar]; Anindya Chatterjee [tabla]; Bimal Sarkar [tamboura].

1. - 4. Raga Bageshree

5. - 6. Sindhi Bhairavi

RAGA BAGESHREE

It has been divided into four parts, all based on the late evening Raga Bageshree. This Raga belongs to the Kafi That or to the family where the flat or komal ga -- the third note -- is balanced with the sixth major note, i.e. shudh dha. The ascend or arohan is pentatonic, using the komal ga, shudh ma, shudh dha and komal ni. The descend or avarohan uses six notes when going down straight, and seven notes with the pancham, while going up in a bakra - a roundabout way. Example: »dha ma pa dha ma ga re sa«.

Part 1

The first part is an alaap and jod in a pure traditional style. The alaap is a slow meditative movement which gains momentum after its full elaboration in the lower, middle and upper octaves. It becomes jod, which is then elaborated with the help of Lodi (on the notes), Gamak and Bolbani jod.

Part 2

The second part is a Masidkhani gat, played elaborately on 16 beats, starting on the

twelfth beat, as is the tradition.

Part 3

The third part consists of a medium-paced gat in jhaptal (10 beats) and includes fluent

tans returning back to som or the first beat.

Part 4

The fourth part consists of the dhrut or fast teental gat in jhala. The gat is long and traditional. It is in the lines of the 19th century Firozekhani gat where bolbanis are intertwined with meeds, and the musical expressions retain the traditional raga flavour, even during fast tempo.

RAGA SINDHI BHAIRAVI

It is divided into two parts: 1) Aochar and 2) Sadra. Eleven notes are used in Bhairavi, in the full-octave twelve-note Bhairavi tradition. The Teevra-Madhyam has been delibe​rately omitted for the sake of note balance.

The Sitar

Parented by the Tri-tantri Veena, the sitar is the most popular string instrument in India. It is fashioned from seasoned gourd and teak wood. The gourd at the base of the instrument and an opening near the upper end amplify the sound. Six or seven strings are plucked on a long broad fingerboard with twenty moveable metal frets, and thir​teen sympathetically resonating strings below contribute to the unique tone of the instrument.

The Tabla

The tabla is a double drum, very popular in India. The right hand drum is tuned to the tonic, dominant or subdominant. The left hand drum acts as the bass drum, and is capable of many tones which can be varied by the degree of pressure from the base of the left palm.

The Tamboura

The tamboura is a fretless wooden instrument with five strings. It provides the constant hypnotic drone in the background that is essential to Indian music.

Ragas and Talas

Gurus have handed down a complex system of Ragas and Talas -- replete with tenets and rules from generation to generation. There is no concrete notation system, yet the nusic has come down to us form ancient scriptures, by legend, by ear, and by the demonstrations of the Gurus. Refined through the centuries, it remains highly creative due to the degree of improvisation in performance. Every Raga derives its flavour from extra-musical associations such as variation in moods, time of the day and season.

Subroto Roy Chowdhury

Born in Calcutta on January 29, 1943, and reborn on May 12, 1956 when he plucked the strings of the sitar for the first time under the able tutelage of his first guru -- Shri Nirmal Chakravarty. Schooled in an English missionary institution and musically groom​ed in the classical Vedic tradition -- Subroto combines the traditional approach of the Orient with the Occidental spirit of enquiry, logical deduction and rationality. An ever-widening spectrum of diametrically opposing views and the inherent dichotomy of his psyche has led to the enlightenment of the man and his music. Inclined towards authentic traditional classical music forms, Subroto leaned towards the gurus of yesteryears rather than the established artists in the limelight. This affinity led to his close association with Birendra Kishore Roy Chowdhury and Ustad Hafiz Ali Khan.

Deeply infatuated with the Dhrupad tradition, he stepped back in history to return to classicism under the dominant influence of Birendra Kishore Roy Chowdhury. The Alaap was Subroto's first love like that of his guru. This drew him to the famous senior Dagar brothers, and he became the disciple of the legendary Ustad Nasir Aminuddin Khan Dagar.

A formal introduction to Radhika Mohan Maitra in 1962 was followed by musical train​ing which included Masidkhani gats, Bolbanis, mid-tempo jods, and Bandishi alaap. Subroto got a glimpse of the 'Pachao Ke sitar' (the sitar baj of Western India) during his brief stint with Bimal Mukherjee. As his association was more with his grand-gurus rather than his gurus, his style is similar to the 19th century sitar style. The smooth Veena meed ang and the bolbanis highlighting the hand are Subroto's forte. Introduced by the late Dr. Suresh Chandra Chakravarty, Subroto gave his debut concert in North Calcutta in 1964. Afterwards he won various awards at All Bengal, All India, Inter-University and All India Radio musical competitions. In the 1970s he started visit​ing Europe where he played for Radio France, BBC, Radio Television Belgium, the North Sea Jazz Festival in Hague, and the Leverkusen Jazz Festival. He donated the royalties for his first record, Calcutta Meditations (ENJA), to Amnesty International. Pulling at the world's heart-strings with each sitar stroke, Subroto has performed over 300 concerts all over Europe and the USA, globe-trotting from India to Spain to Sweden, Denmark, Germany, England, France, Portugal, Switzerland, Austria, Belgium and the Atlantic shores, spreading the message of universal peace and humanity with his soul-mate -- the sitar.

Anindo Chatlerjee

A disciple of Jnan Prakash Ghosh, Anindo Chatterjee is one of the foremost tabla players of India. He has accompanied the greatest musicians of India and is known for his aesthetic sense and balanced approach.

Bimal Sarkar

A student of Subroto Roy Chowdhury for the last three years, Bimal Sarkar has had a training in vocal and instrumental music since the early days of his youth. He has provided able accompaniment on the tamboura.

	Pandit  JASRAJ
	Vocal
	1993
	61:10
	Pandit Jasraj [vocal (male)]; Shri Swapan Chaudhuri [tabla]. Produced and engineered by Zakir Hussain.

1. Rag Hussaini Kanra      44’ 21’’

2. Bhajan                            16’ 43’’

	Shankar  LAL  &  Sunil  BANERJEE
	Evening Raga
	1995
	69:56
	label: Obrwaschl Records (Munchen)

S.L. [tabla]; S. B. [sitar].

4 Ragas + 1 Teental

	Ustad Allarakha KHAN
	Vidya
	1989
	55:27
	label: Magnasound (India)

Solo Masterpieces In Teentaal & Jhaptaal:

1. Teentaal solo in vilambit and drut (16 matras)

2. Jhaptaal madhyalaya (12 matras)

3. Ektaal drut (10 matras) 

	SACRED MANTRAS
	My Mind Is Vrindavana
	1995
	47:50
	distributed by Cosmic Music (USA)

rec. live at Manipur Temple (North India)

Shanti Rajana Dasa [v, harmonium]; Radharamana Dasa [mridanga]; Shankara Dasa [mridanga]; Anadi Mohana Dasa [bansuri]; Radhakanta Dasa [v, karatalas].

	Pandit  Kanwar Sain TRIKHA
	Three Sitar Pieces... Plus
	1970
	47:48
	label: Mushroom Records (England)

1. Bageshri In Teental – the musical scale in ascendanse is C D E (flat) F A B (flat) and in desendance is C B (flat) A G F E D C. This is late night Rag and is beautiful.

2. Rag Desh In Dadra – the musical scale in ascendance is C D F G B and in desendance is C B (flat) A G F E (flat) D C. This is romantic and is also evening Rag but it can be played at any time during the rainy season.

3. Folk Piese In Kahrwa – this is a folk tune of rhythmical colour.

4. Rag Deskar – has accompanied on Tablas in Teental, the cycle of 16 beats, and Dadra, the cycle of 6 beats.

	GHAZAL (Kayhan KALHOR & Shujaat Husain KHAN)
	Moon Rise Over the Silk Road – Persian and Indian Improvisations
	1999
	53:01
	label: Shanachie Records

"Superb" – New York Times
"Rapturous" – Washington Post
Ghazal creates music that can be deeply meditative or dazzingly virtuosic – a musical bridge between Iran and India, two of the world's most expressive and distinctive traditions.

Featuring Swapan Chaudhuri.

1. Fire In My Heart

2. Pari Mahal

3. Besh'no az Nay (Listen To The Nay)

	MUSAFIR
	Gypsies of Rajastan
	2002
	54:28
	1. Ninderli

2. Run Jun Yale

3. Hanji Mara Lalon Sa

4. Khanjari

5. Kalyo

6. Baba Ramdev

7. Birda

8. Anghuti

9. Barnawa

10. Rhythms Mandir

11. Badila

12. Musafir

	U  SRINIVAS
	South Indian Classical Music (Karnatic)
	1991
	69:19
	label: GlobeStyle Recording (London)

rec. in London (Ace)

U Srinivas [el mandolin]; Kandadevi Allagiriswami [violin]; Guruvayur Dorai [mridangam]; E.M. Subramaniam [ghatam].

   Ustad Zakir Hussain, who has accompanied U Srinivas on tabla both in concert and on disc, observes: “What I have seen over the years — and I’m pleased that it still survives in him — is the innocence in his music and the joy that he gets from playing, that love that he feels for it. Lots of musicians we play with get stale. Not him. He loves being on stage. He loves playing music. Couple that with his natural genius and his knowledge of music...” Equally perplexing is where and how he learned to play. “Where he collected it from I’m not really aware of,” admits Zakir Hussain, feeding the mystery. “It almost sounds like a reincarnation type of thing, you know, how people learn somewhere else and then they’re born here, into this world, and they’re able to play. I get the feeling if the reincarnation theory was to be worked on he’d be one of the examples of it. Here’s this guy who play the mandolin which is not an Indian instrument. Where does he pick it up from? Who teaches him? Nobody! How does he learn? How does he come up with all these subtle nuances of Indian classical music on this instrument which has frets? To able to bend notes, to able to slide notes... It’s obvious that he done it himself and that’s what makes him special.” Zakir Hussain places the mandolinist in the same category as other recent innovators: “He’s special in the same way as people like [flautist] Hariprasad Chaurasia (см. тж.) or [guitarist] Brij Bhushan Kabra who’ve taken instruments and given them a whole new dimension, a different life. Even after years and years of playing music, they are still fresh because they still enjoy it, they love it, they revel in it, they survive by it, they thrive on it. That is the quality I saw in him. When I saw it ten or eleven years ago I hoped that it would stay and it has!” U Srinivas performs in the Karnatic (although Kanatak is a nearer transliteration) style of Indian classical music, that is, in the great Southern Indian tradition of music. It is tradition that has fluorished for time out of mind, just as its Northern Indian or Hindustani counterpart has. In the Southern tradition the principal melody instruments are veena, flute and violin but nowhere in the sub-continent is there an antecedent for the mandolin as an instrument in the classical repertoire. It is a measure of U Srinivas’s standing as a musician that his name is now synonymous with the instrument. In Indian circles he is regularly referred to as Mandolin Srinivas. Playing meend (or, to lapse into Italian, glissando fashion)  on the acoustic mandolin is difficult although marginally easier on electric mandolin. The insrument that he plays on this disc is a five-sring electric Sahmax mandolin that more closely resembles a small electric guitar than an orthodox electric mandolin. Listening to him on disc forces the listener to wonder at the skill involved.

  Indian classical music derives much of its formidable reputation from preconceptions about its intellectual depth and the sheer scale of its community with the past, for both the Hindustani and Karnatic traditions can trace their beginnings to well before the dawn of Western classical music, something that frequently comes as a revelation to non-Indians. Unlike most Western classical music, Indian music is not solemnly scored and sight-read. Instead it is extemporized according to age-old rules which communicate specific emotions or moods or reflect particular times or seasons. This has prevented the music from atrophying or growing stale. Furthermore, like music the world over, it has drawn new strength and character by responding to changes in style and technology. All that is needed to appreciate this music, however, is the ability to clear the mind and let the music’s emotional charge work its magic and U Srinivas’s music has that charge. His music speaks to the soul.

	U  SRINIVAS
	U. Srinivas and Michael Brook:   «Dream»
	1995
	43:58
	label: Realworld

U.Srinivas [el mandolin]; M. Brook [k, perc, buzz bass, infinite g]; Trey Gunn [stick]; Sikkil R. Bhaskaran, Nigel Kennedy  [violin]; Nana Vasconcelos [perc]; Richard Evans [ac g, k-bass].

  «I am interested in the ornamentation of Indian and Arabic music where a lot of attention goes into how you bend notes and how you get from one note to another, rather than what the notes are, which is maybe a more Western focus. It’s interesting to play with Srinivas whose culture originally inspired this hybrid.

	Hariprasad CHAURASIA
	Here
	1991
	58:16
	label: New Earth Records

Hariprasad Chaurasia (см. тж. с: Zakir HUSSAIN) [Bansuri bamboo flute]; Amareesh J. Leib [other instruments].

 Hariprasad Chaurasia, India’s master of the Bansuri flute, inviting us to music of the heart: ecstatic and joyful, relaxing and meditative.

Hariprasad Chaurasia is without doubt the greatest master of the north Indian bamboo flute -- the Bansuri – and one of India's most important musicians. Listening to Chaurasia is pure meditation, like hearing the soundless sound, the music of silence.
“Just close your eyes and feel now and here, and suddenly existence opens its doors. You have always been part of it. You cannot be otherwise.” — OSHO: Beyond Psychology.

Флейтист Chaurasia — один из участников ECM’овского проекта Z.Hussain / Garbarek / McLaughlin / Chaurasia, который представляет собой вариант и продолжение проекта Shakti. И на этом CD музыка уже не Indian funk, а медитативный New Age с использованием тем индийской музыки.

	Hariprasad CHAURASIA
	Now
	1995
	55:46
	«Only after the last tree has been cut down, only after the last river has been poisoned, only after the last fish has been caught, only then will you find that money cannot be eaten.»  --  Cree Indian Prophecy

	Hariprasad CHAURASIA
	Ragas
	1977
	
	 LP

H. C. [bansuri]; Anuradha Chaurasia [tanpura]; Kamla Devi [tanpura]; Kashinath Mishra [tabla].

	Ustad Sultan  KHAN
	Sarangi
	1988
	45:52
	label: Rykodisc (USA), “The World” series

Ustad Sultan Khan (см. тж. c Bill LASWELL ниже) [sarangi]; Shri Rij Ram [tabla]; produced by Zakir Hussain and Mickey Hart.

1. Raga: Bageshree  34’42”

2. Thumri                    11’04”

  Ustad Sultan Khan is one of the foremost sarangi players in India, renowned for his extraordinary technical and melodic control over this difficult instrument. The sarangi is one of the most sonorous bowed string instruments of India, with a highly vocal sound and technique. It is fast disappearing; few high-calibre artists can be heard on concert platforms today Characteristic of Sultan Khan’s sarangi playing style are his exquisite gamak (ornaments or grace-notes), and intricate taan melodic patterns.

  Rag Bageshree is a rag appropriate to the late night hours. Its expression is traditionally described as calm and profound night, deep and moving. This performance begins with a short, improvised introduction for the sarangi alone, known as the alap. Then the tabla drums enter, marking the start of a composed section (the gat) set in the twelve beat rhythmic cycle of tala known as ektal, in which the twelve beats are arranged in a repeating pattern of 4+4+2+2. This gat is performed in two sections, the first slow, the second fast.

  Thumri is a lighter, more popular style, unusually with a romantic melody. This composition is based on a song about the love of Radha, singing her devotion to her beloved Krishna. The rhythmic setting is in keherva tal, an eight-beat pattern, subdivided as 4+4.

	Ustad Amjad Ali  KHAN
	Swar Sameer
	1991
	66:10
	Ustad Amjad Ali Khan [sarod]; Rashid Mustafa Thirakwa [tabla]; Rakesh Prasanna [tamboora].

1. Raag: Swar Sameer           29:20

2. Raag: Chandrakauns         28:08

3. Pahadi Dhun                         8:16

Две великолепных раги с медитативным настроением. А без народной мелодии Pahadi Dhun можно запросто обойтись. Тогда диск хорошо помещается на часовую кассету.

Tradition, dedication, sophistication and innovation have made Sarod maestro U. A. Ali Khan’s recitals compelling and highly enjoyable. Music has run in his family for generations. An ancestor is said to have brought the Rabab from Afghanistan and modified it to create the sophisticated and versatile present-day musical instrument of India with haunting majestic tone.

Maintaining the purity and grace of his ‘Senai beenkar gharana,’ Ustad has adopted the ‘gayaki ang’ in his performance, which is marked, among other features, by melodic fluorishes, ‘gamak taans’ and exceptional ‘laykari’.

A traditionalist though, he is forward-looking and is an innovator by temperament, who has created many ‘raags’, the latest among them being the tender, soulful offering, ‘Swar Sameer’.

Swar Sameer, one of U.A. Ali Khan’s own creations, is a beautiful and plaintive blend of certain cathy Raags, which has its own character.

Chandrakauns, which belongs to the Kafi Thaat, is an ‘audav raag’, which takes five notes in the ascending and descending order. ‘re’ and ‘pa’ are omitted. With ‘ga’ and ‘ni’ “komal”, it is a midnight melody and finally a Raag of Folk origin Pahadi.

	Jolly  KUNJAPPU
	From Here Forever
	1993
	57:57
	composed by J. K.; performed by Pandit B. Sasi KUMAR [solo flute].

 “As I am dancing with the poets to the fragile sound of the flutes. A whisper in the air keeps saying: From here forever.” — Jolly Kunjappu.

	Shoba  GURTU
	Shoba Gurtu
	1990
	59:13
	label: CMP

Shobba Gurtu [v]; Sultan Khan [sarangi]; Shri. Purshottam Walawalkar [harmonium]; Nizamudin Khan [tabla]. Rec. by Walter Quintus (India, 1989). Produced by Walter Quintus with Trilok Gurtu.

This is the first recording by a Western label to be devoted to the singing and music of Shobha Gurtu. Named "Queen of Thumri" and a "superstar" in her native India, her warm, sen​suous voice blends strength with suppleness and vigor with grace in a unique combination of acquired technique and innate spirituality that permeates anything she sings like a fra​grant spice. Born in Belgaum (now Karnataka State) in 1925, Mrs. Gurtu comes from a family where everyone was invol​ved in music... where melody ruled and rhythm was sacred. She began to study music with her mother, Smt. Menakabai Shirodkar, a noted dancer of her generation and a classical singer whose vocal training was in the Atrauli Jaipur gayaki tradi​tion of Ustad Alladiya Khan. Mrs. Gurtu later received advan​ced training in classical singing from Ustad Nathan Khan, and in light classical and popular singing from Ustad Ghamman Khan. Her father-in-law, the scholar and musician Pandit Narayan Nath Gurtu, also provided her artistic development with invaluable guidance and direction. Mrs. Gurtu has deve​loped a technique that allows her to negotiate with equal ease the subtle regional and stylistic variations found in the thumri, dadra, hori, kajri, chaiti, ghazal, bhajan and Marathi Natya Sangeet musical forms. A popular radio and television personality who has also been featured on several film scores, Mrs. Gurtu appears regulary at major musical events held throughout India. In 1989 she was given the prestigious ,,Sangeet Natya Academy Award". She has released dozens of recordings in India and was the featured vocalist on Usfret (CMP 33, см. ниже), the solo recording debut of her son, percussionist Trilok Gurtu, who is a member of the ensemble Oregon and the John McLaughlin trio.

	Trilok  GURTU
	Usfret
	1988
	45:15
	label: CMP

T. G. (см. тж. с  Bill LASWELL ниже) [perc, tablas, congas, d, v]; Lakshmi Shankar [violin] (см. тж. ниже); Shoba Gurtu [v]; Ralph Towner [ac g, k]; Don Cherry [tp]; Daniel Goyone [p, k];  Jonas Hellborg [b (on #1,4)]; Walter Quintus [tambura (on #3)].

  Indian music with jazz-rock.

	Trilok  GURTU
	Living Magic
	1991 
	42:35
	label: CMP

T. Gurtu [d, tabla, congas, perc, v]; Jan Garbarek [t&s s]; Nana Vasconcelos [congas, repenique, perc, v]; Daniel Goyone [p, k]; Nicolas Fiszman [g, b]; Tunde Jegede [kora, cello]; Shanthi Rao [veena].

	Trilok  GURTU
	Crazy Saints
	1993 
	46:41
	label: CMP

Trilok Gurtu [d, tabla, v, dol, kanjira, perc]; Shobha Gurtu [v]; Joe Zawinul (см.)[p, k, production]; Pat Metheny (см.) [g]; Louis Sclavis (см.) [bass cl, cl, s s]; Ernst Reijseger (см.) [cello]; Daniel Goyone [p, k]; Marc Bertaux [b].

	Trilok  GURTU
	Believe
	1994 
	50:50
	label: CMP

Trilok Gurtu [d, tabla, v, perc]; Daniel Goyone [p, el p, harmonium, synth]; David Gilmore [g]; Chris Minh Doky [b].

	Trilok  GURTU
	Bad Habits Die Hard
	1996
	73:46
	T.Gurtu [d, tabla, v, claydrum, perc]; Bill Evans [t s, s s]; Mark Feldman [violin]; David Gilmore [g, v]; Andy Elmer [p, el p, k, v]; Chris Minh Doky [b, v]l; Walter Quintus [recording].

	Trilok  GURTU
	The Glimpse
	1997
	52:51
	T.Gurtu [d, tabla, perc, v]; Geetha Bennett [veena, v]; Nando Carneiro [g]; Lars Danielson [b, cello]; Jaya Deva [gnaoua, qaraqaba, g, v]; Andy Emler [p, harmonium]; Paolo Fresu [tp, fl h]; Teodosii Spassov [kaval].

Funk на темы индийской музыки.

	(Trilok  GURTU)
	THE GLIMPSE: “Kathak”
	1998
	46:35
	T.Gurtu [d, tabla, perc, v]; Neneh Cherry (см тж с: Youssou N’Dour) [v]; Steve Lukather [g]; Jaya Deva [ganava, v, g]; Kai Eckhardt de Camargo [el b]; Ravi Chary [sitar, harmonium]; Theodosii Spassov [kaval].

	Trilok  GURTU
	African Fantasy
	2000
	55:12
	label: CMP

This album was digitally recorded at 96 kHz with Gen-X technology.

Rajasthan

Trilok Gurtu -Tabla/Drums; Jaya Deva - Gimbri; Nicolas Fiszman - Bass/Lead Guitar/Synth; Sabine Kabongo – Vocals; Esmeralda Sciascia - Lead Vocals; Dhruba Ghosh – Sarangi.

DJ Didgeridoo

Trilok Gurtu - Drums/Percussion; Jaya Deva - Rhythm Guitar; Ravi Chary – Sitar; Kai Eckhardt de Camargo – Bass; Sabine Kabongo - Lead Vocals; Esmeralda Sciascia – Vocals; Richard Wally – Didgeridoo.

African Fantasy

Trilok Gurtu – Percussion; Angelique Kidjo – Vocals; Jaya Deva - Rhythm Guitar; Ravi Chary – Harmonium; Nicolas Fiszman - Bass/Synth.

You, Remember This

Trilok Gurtu - Drums/Percussion/Tabla; Shobha Gurtu – Vocals; Jaya Deva - Gimbri/Vocals; Kai Eckhardt de Camargo – Bass; Ravi Chary – Sitar.

Big Brother

Trilok Gurtu - Drums/Percussion/Tabla/Clay Pot/Vocals; Oumou Sangare – Vocals; Nabintou Diabate & Alima Toure - Backing Vocals; Jaya Deva – Caracab; Ravi Chary – Sitar; Nicolas Fiszman - Lead Guitar/Synth/Bass; Kassim Sidibe - Kamelen n'goni.

Folded Hands

Trilok Gurtu - Drums/Vocals; Jaya Deva - Rhythm Guitar; Ravi Chary – Sitar; Nicolas Fiszman - Guitar/Synth; Kai Eckhardt de Camargo – Bass; Sabine Kabongo – Vocals; Esmeralda Sciascia – Vocals; Dhruba Ghosh – Sarangi.

Old African

Trilok Gurtu - Drums/Percussion/Tabla; Jaya Deva - Vocals/Gimbri/ Caracab; Ravi Chary – Harmonium; Kai Eckhardt de Camargo – Bass; Sabine Kabonga - Lead Vocals; Esmeralda Sciascia – Vocals.

Lisa (Arranged by Kai Eckhardt de Camargo) 

Trilok Gurtu - Percussion/Clay Pot/Timpani; Jaya Deva – Vocals; Ravi Chary – Sitar; Nicolas Fiszman – Synth; Kai Eckhardt de Camargo – Bass; Sabine Kabongo – Vocals; Madhu Sudan-Shennai.

Dinki Puriya

Trilok Gurtu - Tabla; Ravi Chary – Sitar.

Africa con India

Trilok Gurtu - Drums/Percussion/Tabla; Angelique Kidjo – Vocals; Jaya Deva – Gimbri; Ravi Chary – Sitar; Nicolas Fiszman - Bass/Guitar/Synth.

Big Brother Reprise

Trilok Gurtu – Synth; Ravi Chary – Sitar; Nicolas Fiszman – Synth.

	Ravi  SHANKAR
	India’s Master Musician
	1965
	49:05
	label: EMI Rec. (England), remaster at SRT, Cambridge, 1994.

Ravi  SHANKAR [sitar]; Chatur Lal [tabla]; N.C.Mullick [tamboura].

	Ravi  SHANKAR
	Improvisations
	1968
	39:38
	label: EMI Rec. (England), 1991

Ravi  SHANKAR [sitar]; Kanai Dutta [tabla]; Nodu Mullick [tampura — stringed instrument]; Harihar Rao [dholak -- a barrel-shaped folk drum (#2); tampura]; Bud Shank [damaru — hourglass drum; manjira — small thick hand cymbals] (#2); Gary Peacock [bass] (#2) (ñì. òæ. â ‘Jazz’); Louis Hayes [drums] (#2); Dennis Budimir [guitar] (#2).

	Ravi  SHANKAR
	Sound of the Sitar
	1966
	40:51
	label: EMI Rec. (England), remaster at SRT, Cambridge, 1993.

with: Alla Rakha [tabla] (#2, 3).

	Ravi  SHANKAR
	Portrait of Genius
	1965
	39:32
	label: EMI Rec. (England), 1991

personnel on #1-6: Ravi Shankar [sitar]; Paul Horn [flute] (ñì. òæ. â ‘Jazz’); Dr. Penelope Esterbrook [sitar, tamboura]; Harihar Rao [tabla-tarang, dholak]; Sam Chianis [santoor]; Phil Harland [tabla, kartal]; N.C. Mullik [tamboura].

on #7 (raga Multani): R.S.[sitar]; Alla Rakha [tabla]; N.C. Mullick [tamboura].

Sitar that Ravi Shankar plays here was made by N.C. Mullick

	Ravi  SHANKAR
	The Spirit Of India
	1979
	74:37
	label: Deutsche Grammophon, ‘Music From Asia’, 1980

Ravi  SHANKAR [sitar]; Alla Rakha [tabla]; Mrs. Jiban, Mrs.Widya [tanpuras].

#1-4: Raga Jogeshwari           50’07”

#5:    Raga Hameer                 24’22”

  Ragas and the talas are happy combinations of fixed musical rules and the performers’ skill at improvisation. A raga might be defined most aptly as a prescribed melody consisting of certain fixed material, different for every example, plus the melodic embellishments which give the piece its individual character. Ragas are also associated with such extra-musical occasions as seasons of the year or times of the day, as well as with emotions such as joy, grief, high spirits or melancholy. A tala is a rhythmic cycle or structure with a specific series of beats. Even if this remains constant during a piece, a tala is often difficult to detect because the drummer, too, improvises. The solo role in the classical Indian instrumental ensemble is taken by the sitar, a large, lute-like instrument fashioned from seasoned gourds and teakwood. It has a long-necked fingerboards, divided by more than twenty movable steel frets, with four strings, as well as two side strings used for keeping rhythm and as drone. Thirteen additional, sympathetically resonating strings run close to the neck and beneath the frets, contributing to the instrument’s luxuriant overtones. The sitar is joined by the tabla, a pair of small drums. The right-hand drum is tuned to the tonic, dominant or subdominant; the left-hand drum acts as the bass drum on which variations of pitch are produced by pressing with the base of the palm and wrist. The ensemble is combined by the tanpura, a long-necked, fretless, plucked stringed instrument, which provides the constant, hypnotic background drone; for our recordings it has been replaced by two smaller ones of the same type, each having five strings tuned according to the notes of the raga.

  Raga Jogeshwari. It may be difficult for Westerns to assign a definite key signature to this morning raga: the tonal material on which it is based is exposed only gradually until it is revealed in its entirety. The ascending line (aarohan) is arranged in larger steps or leaps (thirds or fourths), and the descending line (avarohan) is partly diatonic, partly chromatic. An interdependence of the notes of this raga resembling that of a scale is difficult to detect. Deliberate exploitation of chromatic passages here is not intended to be ‘modulatory’ in the Western sense of the word, and may even be deceptive because no note is foreign to the original or intended scale, and all the notes are part of this raga’s original tonal material. Though traditional Indian music forbids scale modulations (in the Western sense) as part of raga structure, a definite modal pattern arises in this exposition — a fact worht nothing because Ravi Shankar created Jogeshwari specially for the present recording, and, as he himself has explained, “under the sway of the Goddes of Yoga”. [...] Both artists give a masterly demonstration of their skill at improvisation with complete harmony between the sitar and tabla. The ambitious raga throws light on many significant factors of a traditional performance of of Indian music. Master teachers have transmitted the complex system of ragas and talas — replete with rules and principles — from generation to generation. No satisfactory notation system exists; yet the music has come down to us from ancient texts — by legend, by ear, and through demonstration by teachers known as gurus. Refined through the centuries, it nevertheless remains a highly creative process because of the degree of improvisation in performance.

  Raga Hameer. This early-evening raga is not traditionally considered to be slow, heavy or serious, but in the present recital Ravi Shankar has given it a very different interpretation, playing in the very slow traditional vocal style known as ‘khyal’. [...]

	Ravi  SHANKAR
	MENUHIN meets SHANKAR
	1968
	55:04
	label: EMI Records

Sir Yehudi Menuhin [violin]; Ravi Shankar [sitar]; Alla Rakha [tabla]; Kamala Chakravarti [tamboura]; Nodu Mullick [tamboura].

Plays Ragas.

	Ravi  SHANKAR
	Towards The Rising Sun
	1978
	69:19
	label: Deutsche Grammophon

#1-5: Ravi Shankar [sitar, tanpura]; Alla Rakha [tabla]; Susumu Miyashita [koto]; Hozan Yamamoto [shakuhachi].

#6: Ravi Shankar [sitar]; Alla Rakha [tabla]; Prodyot Sen [bass tanpura]; Sunil Kumar Banerjee [treble tanpura].

1. Padhasapa [koto solo]

2. Kaharwa [tabla solo]

3. Improvisation on the Theme of ‘Rokudan’ [sitar, shakuhachi, koto, tabla, tanpura]

4. Namah Shivaya [shakuhachi, tabla]

5. Tribute to Nippon [sitar, tabla, tanpura]

6. Homage to Baba Allauddin (Raga Hemant)

Towards The Rising Sun (Ravi Shankar in Japan).

The main link one finds between the music of dif​ferent countries of the East, which includes the Middle East and Southeast Asia, as well as some Southern and Eastern European music, is that they are all based on modal structures. Indian music had a similar origin in various modes, but since about 2000 years ago there has emerged and developed a highly sophisticated system of melody-forms known as ragas, which are the foundation upon which a musi​cian improvises. These ragas, which number into the thousands, should not be mistaken for a scale, key, melody or composition. Though each raga is based on one of the 72 full-octave parent scales, it must have its own ascending (aarohan) and descending (avarohan) structure, its own usage of a pattern of notes, its recognizable feature: the most important note, and, finally, the use ofmicrotones - there are 22 intervals (shrufis) within an octave, including the usual 12 semitones. In addition, andola (swing or sway) and gamaka (types of special glissandi) and other embellishments bring prana and make the raga alive. These final accomplishments are secrets which the disciple acquires from his guru through oral tra​dition after many years of training and hard work. Improvisation plays a leading role in Indian classical music. Taking a raga as the melodic base one can improvise in any manner and for any length of time one wishes - either in slow, medium or fast tempo, with or without drum accompaniment. Next to raga, tala is the most important element in Indian music. Talas are rhythmic cycles. The drum accompanies the singer when he starts a "song composition" or the instrumentalist starting a gal composition on which they improvise. These compositions can be in any cycle or tala and in any tempo.

In addition to my career as a performer of classical Indian music, I have always admired different forms of music in the East and the West. The koto and shakuhachi music inspired me to write the two pieces for the wonderful musicians Hozan Yamamoto and Susumu Miyashita. These compositions are based on an old Indian classical format. I chose old ragas which use five notes and are similar to modes used in Japanese music. Even when they are not exactly alike, they use the same notes with the tonic changed or modulated. With this in mind, I have chosen an old raga for my own sitar number. For the ensemble number I decided to use an old Japanese classic, the theme from "Rokudan", the 17th-century composition for koto. We all impro​vised on this theme except in the closing piece which 1 composed. I hope that this interpretation of "Roku​dan" will not be a shock-dan for Japanese listeners. We had great fun and joy in playing it. My special thanks to my friend Prof. Koizumi for all the help he gave me for this recording. I also thank Taeko Kusano.

"PADHASAPA" (koto solo) is based on the evening Raga Durga. It is a pentatonic raga and does not use the 3rd and 7th notes (making the note D the tonic -- the scale of this raga is D-E-G-A-B-D). The piece has been especially composed for Susumu Miya-shita, to be played on the koto. It starts with a slow opening section, unfolding the raga which is known as Aochar Alap, not bound by any rhythmic or met​ric pattern. This is followed by a gat in tin-lal (cycle of 16 beats). The first line of the gat. which is repeat​ed again and again, uses the notes which we call Pa Dha Sa Pa, corresponding to A-B-D-A. After build​ing up to a crescendo, the composition ends with a soft arpeggio.

"KAHARWA" (tabla solo) - This is a solo for the two-piece drum known as tabla, played by the great Ustad Alla Rakha. Kaharwa is the name of a rhyth​mic cycle of 8 beats, divided 4+4. It is a tala (rhyth​mic cycle) used mostly for semi-classical and light music. The piece opens in a novel manner, with Alla Rakha vocalizing some of the improvisatory pieces that can be played on the tabla with the hands. The whole piece is then improvised in different metric patterns.

"Improvisation on the Theme of ROKUDAN" - This is indeed where India meets Japan. The beautiful composition for koto is from the 17th century. The concluding piece was composed by me to be played as the crescendo. The ensemble includes sitar, shaku-hachi, koto and tabla, with tanpura in the back​ground. "NAMAH SHIVAYA" - Ode to Lord Shiva (shakuhacni with tabla), especially composed tor Hozan Yamamoto to be played on the shakuhachi, this piece is based on the evening Raga Shivaranjani. This raga uses the flattened 3rd and omits the 4th and 7th notes. With the note C as tonic the scale of this raga is C-D-E flat-G-A-C. But the piece is actually played "in F". It opens with a slow non-rhythmic portion which is like a supplication to the Lord, sad and devotional at the same time. The gal portion with tabla is in dadra of 6 beats (3+3) and portrays the mood of love and gratitude. The end is again slow and sad as if calling and searching for the Lord.

"TRIBUTE TO NIPPON" -- This is my musical homage to Japan, an improvisation based on Raga Kaushik Dhwani, a pentatonic raga which doesn't use the 2nd and 5th notes. Using the D as tonic, the scale of the raga is D-F#-G-B-C#-D. It is in three parts, (a) short alap; (b) jor; (c) gat in rupak tala of 7 beats (3+2+2). Though in a condensed form the alap and jor are played in the traditional style as by the oldest of Indian instruments, the vina. This piece uses sitar, tabla and tanpura.  – R. S.

Homage to Baba AIlauddin
No matter what distinction he might attain during his own lifetime the Indian musician is ever conscious of the influences that have moulded his life and his music. The legendary Tansen (1508-1589), favourite of the emperor Akbar, always sought his teacher Swami Haridas when his soul was troubled, and it is this guru-sishya-parampara, the sacred relationship between master and pupil, which is the hallmark of all Indian art. This positive connection with the past is a source of constant nourishment and is the essen​tial factor that makes the music of India at once tra​ditional and modem, classical and contemporary. Ravi Shankar, a great musician by any standards, derives his musical lineage from Tansen himself. His background and training therefore have conditioned him to pay respect where it is due and, on the occa​sion of his 60th birthday, Shankar offered an homage to two men (the other was Gandhi) whom he has loved and admired.

Hemant is a raga created about 60 years ago by Baba Ustad AIlauddin Khan, the guru of Ravi Shankar. Its mood is that of an autumnal evening.

After a short alap Shankar starts the gat in vilamhit tin-tal, a slow rhythmic cycle of 16 beats divided 4+4+4+4. This section is performed in vilambit khyalgayaki, a style of classical singing in which the music is developed in an unhurried and imaginative manner. There follows a short tabla solo by Alia Rakha which introduces the second gat in drut ek-tal, a fast rhythmic cycle of 12 beats divided 4+4+2+2.

In choosing this particular raga Shankar commemorates here, in a very personal way, his vast indebtedness to his master Baba Ustad Allauddin Khan.

  --  Reginald Massey

	Ravi  SHANKAR
	The  Ravi  SHANKAR  Project: «Tana Mana»
	1989
	41:06
	label: Private Music (New York)

Ravi Shankar [sitar, k, v]; Lakshmi Shankar (см.) [v]; George Harrison [auto harp, k]; Frank Serafine [k]; Al Kooper [g]; Patrick O’Hearn [b]; Ray Cooper [marimba]; Aashish Khan [sarod]; Kumar Bose [tabla, duggi]; Swapan Chowdhury [tabla]; Markandeya Mishra [tabla]; Harhar Rao [gubgubi, perc]; Prodyot Sen [tanpura].

  ‘The Ravi Shankar Project’ combines the rich texture of traditional Indian instrumentation with the modern technology of synthesisers and digital sampling keyboards. ‘Tana Mana’, which means ‘body and mind’, mirrors Ravi’s ability to create a dynamic blend of the old and the new: it is an imaginative recording which Ravi believes will appeal to the wildest range of music lovers, from fans of classical to progressive to jazz.

	Ravi  SHANKAR
	Passages
	1990
	55:50
	label: Private Music (USA)

Indian&European music composed by Ravi Shankar and Philip Glass. Produced by Shankar, Glass, Kurt Munkacsi.

Vocals: Ravi Shankar, S.P. Balasubramanyam and the Madras Choir.

Soloists: Ronu Mazumdar [fl]; Shubho Shankar [sitar]; Partha Sarathy [sarod, veena]; T. Srinivasan [mrdingam, drum speech]; Abhiman Kaushal [tabla].

[...] The movement Philip Glass helped to create was called «Minimalism», and the founding Minimalists are all fine performers. Whatever differences they may have had in the mid-60’s, what they had in common was the dynamic re-assertion of the primacy of rhythm.

They chose different sources: Steve Reich was drawn by African drumming and Balinese gamelan (as well as Be-bop); Terry Riley by Northern Indian vocal techniques under the guidance of the legendary Pandit Pran Nath, as well as blues and jazz improvisation; and in the next generation, John Adams points to rock and roll as well as the early Minimalists, as his seminal influences.

Pandit Ravi Shankar went to collaborations with Sir Yehudi Menuhin, Jean-Pierre Rampal and the much-publicized master/pupil relationship with Beatle George Harrison that served to introduce Indian music (and its inherent spirituality) to a generation of rock fans. Film scores such as the legendary Apu trilogy, "Charly" and "Gandhi" as well as additional cross-cultural excursions into other musical traditions, have enriched his palette, all the while he has remained pre-eminent in the classical Indian music which traces its history to at least 2,000 B.C.

Philip Glass, in part through re-emphasizing the role of rhythm in his music (influenced by non-Westem forms including Indian Raga) has created a uniquely affective music for opera ["Einstein On The Beach" (1976), "Satyagraha" (1982), "Akhnaten" (1984), "The Making of the Representative for Planet 8" (1988) and "Hydrogen Jukebox" based on the poetry of Allen Ginsburg (1990)], Film ("Koyaanisqatsi," "Mishima" and "The Thin Blue Line"), ballet and concert hall.

Peter Baumann, founder of Private Music, (who had been a member of the Minimalist/ Rock band Tangerine Dream and an admirer of all of the above) responded enthusiastically when the record companys President/CEO, Ron Goldstein, suggested in the summer of 1989, that they bring the now-famous Philip Glass back into musical contact with the ever expanding world of Ravi Shankar.

Unlike previous Shankar "collaborations" (actually elaborate sessions with masters of other musical traditions joining Ravi to "jam" on his own music) the Glass encounter was rare instance of classical music reciprocity, each composer presenting thematic material to the other as raw material from which these finished pieces were fashioned. "Passages" contains four such co-ventures: two Glass compositions on themes by Shankar (Shankar/ Glass); two Shankar compositions on themes by Glass (Glass/Shankar) as well as one piece from each composer completely of his own devising.

    ----  MARTIN PERLICH

	Ravi  SHANKAR
	Ragas: Ahir Lalit; Rasia
	
	
	 LP

 R. SHANKAR [sitar]; Kanai DATT [tabla]; Gopi MOHAN, Niren ROY [tanpuras]

	Ravi  SHANKAR
	Ravi SHANKAR / Ali Akbar KHAN:

“Raga Mishra Piloo”
	1984
	
	 LP   Rec. in USA EMI / Capitol

R.S.[sitar]; A.A.Khan [sarod]; Alla Rakha [tabla]; Zakir Hussain [tabla].

Raga Mishra Piloo

	(Lakshmi  SHANKAR)


	SHAKTI  with John McLAUGHLIN
	1976
	52:08
	Indian funk

Группу Shakti основали в 1975 г. John McLaughlin и Lakshmi Shankar [vln] (см.) Музыка этого акустического ансамбля -- уникальный синтез индийской классической музыки и западного джаза. Состав Shakti записал 3 альбома.

	(Lakshmi  SHANKAR)
	SHAKTI  with John McLAUGHLIN:  «Natural Elements»
	1977
	39:33
	SHAKTI: John McLaughlin [ac g, v]; Lakshmi Shankar (см.) [violin, viola, v]; Zakir Hussain (см. выше) [tabla, timbales, bongos, dholak, nal, triangle, v]; T. H. Vinayakram [ghatam, nal, kanjeera, moorsing (juice harp), v].

	(Lakshmi  SHANKAR)
	REMEMBER SHAKTI

(2 CD)
	1999
	59:47

72:39
	label: PolyGram S.A. France

John McLaughlin [g, k]; Zakir Hussain (см.) [tabla]; t.h. ‘Vikku’ Vinayakram [ghatam]; Hariprasad Chaurasia [bansuri].

Recorded live during the 1997 U.K. tour.

Produced by John McLaughlin.

To play with the musicians on these recordings is one of the greatest joys of my life. Our friendship goes back many many years. I have had the thrill of playing with Zakir since 1971, with both Zakir and Vikku in the group "Shakti" from the middle of the seventies, and the great honour of performing on a number of occasions since the early eighties with the world renowned master of bansuri, Hariprasad Chaurasia.  The profound experience of playing music with them is without equal.

------ John McLaughlin

Playing with John Mclaughlin is a truly nirvanic experience that I always look forward to. Both John Mclaughlin and Hariprasad Chaurasia are drummer's musicians. They not only think melodically, but also rhythmically, as if they had been percussionists in their past lives. With both these musicians and my tal mate Vikku, I have had incredible musical experiences and the feeling of becoming one with the universe of music and rhythm. It is this very same experience that

comes through in this CD recorded on tour in England. The camaraderie among us, the respect for each other's space and artistic contribution, and the realization of working as one unit are all a dream come true for me.

------ Zakir Hussain

	(Lakshmi  SHANKAR)
	REMEMBER SHAKTI:

“The Believer”
	2000
	77:15
	John McLaughlin [g]; Zakir Hussain (см.) [tabla]; U. Shrinivas (см.) [mandolin]; V. Selvaganesh [kanjira, ghattam, mridangam].

Remembering Shakti meant bringing back the glorious Seventies, the years of close encounters of all kinds. It was in this perspective, following the first fashionable stirrings that brought some to cross their paths and ideas, that John McLaughlin felt the desire, and the need, to go further. After the experiments initiated by Miles Davis, the English guitarist came to record with the Mahavishnu Orchestra after becoming a disciple of Sri Chinmoy. The logical sequel to these attempts at merg​ing jazz with the Indian system was to anticipate this new world of music by visiting this vast tradition on its own terrain. John McLaughlin recorded three albums between 1975 and 1977, three testimonials to what Shakti represented: "Intelligence, Beauty, and Power." During this initiatory voyage, it was McLaughlin, (an Englishman, for once), who caused the two traditions of the great sub-continent to unite: the Hindustani style of northern India, and that of Karnataka further south. To do that, he had to believe in the strength of the music, its power of seduction beyond partiality, and also be able to sweep away, at a single, determined stroke of the wrist, the dust of established ideas. John McLaughlin committed himself totally to it, as did Zakir Hussain, the son of the awesome Ustad Allarakha, himself a tabla virtuoso and innovator by nature, himself curious about everything under the sun, a long-time friend he'd met by chance in New York and who became his companion as if by magic. Because it couldn't have been otherwise. There was also the violin of L. Shankar, and the ghatam of T.H. Vinayakram. With them, the encounter became a milestone, and the course of history was changed. Since then, each has developed his own version of the formulae they concocted together; they've all invited each other to appear in concerts and on record, and no-one has forgotten that golden age. But the alchemy of it all was never heard again. Not until the autumn of 1997, that is, when a tour took place to celebrate the fiftieth anniversary of India's independence. The former partners were reunited, except for L. Shankar, who was replaced by a musician who'd guested with Mahavishnu, Hariprasad Chaurasia, a virtuoso of the bansouri flute and, quite simply, a master of music. Of these few concerts, a record remains to preserve a living trace of the emotion of the moment. From this "Remember Shakti" a new tour was born, and a new desire to touch this communion (pre-World Music) with a fingertip. This crossbred music was a far throw from fashion and stylists, a fusion without confusion that was material from which McLaughlin could draw new ideas.

He plunged into this fountain of youth like it was an ocean of subtlety. Newcomers replaced the elders: U. Shrinivas, a man born in the south, who earned recognition in Madras before setting out to conquer the world with his mandolin, an instrument unknown to the music of Karnataka. It was a sort of electric guitar from which he extracted every possible nuance in the Rag tradition (and he used the tradition to explore all the possibilities it suggested to him, from velocity to listlessness, either rhythmic or melodic). The other young man was a friend of the family, the son of T.H. Vinayakram, with whom he'd played in the company of Zakir Hussain. Apart from sharing the ancestral tradition, (his grandfather was also a highly-praised artist), Selvaganesh has a per​sonality in keeping with the high stakes involved, and his playing is unique -- his instruments are the ghatam, the pitcher or jug whose percussive sound was judged for years to the standards laid down by his own father, the mridangam, another percussion instrument from southern India, and especially the kanjira, a simple little tambourine with which he multiplies rhythmical figures in the treble and the bass, frenziedly increasing the volume or playing diminuendo with a hint of suggestion, never academic, always at the service of others, discreet and efficient. Both of them have earned their place alongside the two chief architects, bringing unprecedented, unheard of developments with them in their bags.

So we must give this new album all our attention, and listen carefully to this well-named "The Beliver". Well-named because he believed in it as much as he grew with it. Inside, there is every​thing that made up the charm of the first formula, and we return to the original format, the union of two men playing strings, and two percussive spirits, four strong personalities in the service of a single music. Here they came together for an instant during the recent tour that saw the quartet travel round the world. We should take the time to savour this instant, because the music inspired by these themes demands this distance, this effort. One can hear early and more recent composi​tions by John McLaughlin, like the emblematic "Lotus Feet", a timeless classic that eludes the fashionable and ignores its trappings. To close the perfect circle, Zakir Hussain gives us "Ma No Pa", and with it the opportunity to discover rhythmic treasures behind a short melodic line, and U. Shrinivas hands down his composition "Maya" as a token of his sincerity. Together, they reinvent music that is singular because of its plurality. Artistry executed in an extremely handsome manner. With a generous impulse, they project themselves into the future without forgetting their roots, and they've dedicated this album to the man without whom all of this would have come to nothing: Ustad Allarakha, the father of Zakir Hussain and the peer of them all, who had the good fortune to come up against the drumming of Elvin Jones in the early Seventies. Of course, improvisation is the dominant here, whether it's a short monologue, an authentic dialogue, or even a four-part conversation. Of course, Indian music comes to light in all its poetic splendour, from the first note to the last, always fundamental. Of course, uncertain jazz is never very far away. But other music enters the dancing notes: here a hint of blues, there a tinge of funk. We are all free to draw from it our own energy, a source of inspiration adapted to our own yearnings, so broad and open-minded is the thematic content. We have just to let ourselves be guided by our own desire, and follow our own voice, as these musicians have done, to find our own path, to paraphrase the closing title. " Finding The Way", as John McLaughlin so appropriately wrote.

	Lakshmi  SHANKAR
	Who's To Know
	1981
	46:07
	ragas

label: ECM

L. S. [violin]; U.K. Sivaraman [mridangam]; Hussain [tabla]; V. Lakshminarayana [conductor].

	Lakshmi  SHANKAR
	Pancha Nada Pallavi
	1989
	59:55
	ragas
with: Hussain [tabla], Vinayakram [ghatam], Caroline [talam, sruti]

	Lakshmi  SHANKAR
	Nobody Told Me
	1989
	34:11
	ragas
with: Lakshminarayana [violin, voc]; G. Rao [voc]; Hussain [tabla]; Vinayakram [ghatam]; Caroline [tamboura, voc].

	Lakshmi  SHANKAR
	Soul Searcher
	1990
	50:31
	ragas
label: Axiom Records

как выше, + Peter Gabriel [k];  prod.  by Bill Laswell.

	Anoushka SHANKAR
	Live at Carnegie Hall
	2001
	60:09
	label: Angel Records www.angelrecords.com
www.anoushkashankar.com 

Anoushka Shankar [sitar]; Bikram Ghosh, Tanmoy Bose [tabla]; Ajay Sharma, Barry Phillips [tanpura (except #6)]; Anthony Karasek, Natasha Ahmad [tanpura].

1. Introduction

2.-3. Raga Madhuvanti (Alap / Gap in Rupak 7-beat)

4. Raga Desh

5. Bhupali Tabla Duet

6. Raga Mishra Piloo

	L. SUBRAMANIAM 
	Spanish Wave
	1983
	36:42
	Subramaniam - индийский скрипач и композитор, брат Lakshmi Shankar’a (см.). Его стиль – синтез джаз-рока с индийской музыкой (см. тж. с: J. Handy), также он исполняет и классическую музыку Индии.

remaster 1991

SPANISH WAVE 4:40  

L.SUBRAMANIAM—violin

TOM SCOTT—lyricon 

JORGE STRUNZ—guitar 

STANLEY CLARKE—bass 

RON WAGNER—drums 

EMIL RICHARDS—percussion

NINTH HOUSE 5:27

L.SUBRAMANIAM—violin 

TOM SCOTT—soprano sax 

LARRY CORYELL—guitar 

DAVE PARLATO—bass 

RALPH HUMPHREY—drums                                   

ALLA RAKHA—tabla          

EMIL RICHARDS—percussion

3. WINTER IN AUSTRIA 4:45
SUBRAMANIAM—violin, viola, and other string solos 

TOM SCOTT—lyricon             

GARY CHANG—keyboards 

JORGE STRUNZ—guitar 

ALPHONSO JOHNSON—bass 

EMIL RICHARDS—percussion

SEVENTH HEAVEN 4:23 

L.SUBRAMANIAM—violin                               

TOM SCOTT—flute             

LARRY CORYELL—guitar                           

DAVE PARLATO—bass 

RALPH HUMPHREY—drums                               

ALLA RAKHA—tabla and bols                

GURUVAYOOR DORAI—mridangam and solkattu                         

EMIL RICHARDS—percussion

5. CHAMELEON 6:52
SUBRAMANIAM—violin      

TOM SCOTT—soprano sax 

GEORGE DUKE—keyboards 

TOM ROTELLA—guitar 

STANLEY CLARKE—bass 

RON WAGNER—drums         

EMIL RICHARDS—percussion

6. YOU AND ME 4:39
SUBRAMANIAM—violin 

TOM SCOTT—lyricon 

EUGENIO TOUSSAINT—keyboards                           

LARRY CORYELL—guitar 

ALPHONSO JOHNSON, KEVIN BRANDON—bass                  

RON WAGNER—drums         

EMIL RICHARDS—percussion

7. DANCING BEAUTY 5:34
L. SUBRAMANIAM—violin

KIM MENZER—flute

TOM SCOTT—lyricon

GEORGE DUKE—keyboards

KEVIN BRANDON—bass

RON WAGNER—drums

EMIL RICHARDS—percussion 

All selections composed by L. Subramaniam

	L. SUBRAMANIAM
	Stephane GRAPPELLI  &                               L. SUBRAMANIAM:  «Conversations»
	1984
	40:31
	S.G. [violin, piano]; L.S. [violin, viola, violectra, tambura, surmandal, perc]; участвуют также другие музыканты, их состав варьируется.

 

	L. SUBRAMANIAM
	Le Violon de L'Inde du Sud
	1988
	59:49
	label: Ocora (Paris)

L. Subramaniam [violin]; V. Kamalakar Rao [mrdingam]; Sushama Unnikrishnan [tambura]; Joanne Foresta [tambura].

Raga Kirvani: 

1. Alapana

2. Ragam

3. Tanam

4. Pallavi

5. Ragamalika: vasanta-priya, khadyota-kanti

Rec. in Paris.

Dr. L. Subramaniam
On first meeting him, you might take him to be a first year Philosophy student from the University of Madras, had you not known the curriculum vitae of Dr. L. Subramaniam. Born in 1947 of musician parents, from the age of eight, he received from his father - Professor V. Lakshminarayana - a solid grounding in the theoretical and practical aspects of Karnatic music. Simultaneously, he followed normal schooling until the completion of his medical studies. An intellectual awareness and a liking for syntheses led him to discover as much about the music of Upper India as - later - that of the West (in which he holds distinctions from an American university). Proud father of a little daughter, he has kept up something of his adolescent freshness as a loving tribute to his mother L. Sitalakshmi.
Meek, poised in his gestures, his personality betrays glitters of a quick, energetic and witty temperament, so typical of the Tamil. There is also in him some kind of a communion with that tiny diamond on his finger. Even if you were not cheeky enough to ask him whether the presence of a contemporary Indian Guru serves as a common denominator between his own creative radiance and that stone, the conjecture would hardly be absurd. Those who know Subramaniam, know, too, that he has created a few ragas and dedicated them to that holy man. Above all, our young virtuoso suffers from no alienation between his own personal beliefs and his fervent art. Was it so casual to speak of his radiance? Right at a tender age singled out as the embodiment of South India's classical music, Subramaniam's name has been pronounced for over twenty years with the same respect as it used to be formerly in speaking of those immortals like Rajaratnam or Mahalingam. He has so obviously excelled in duets with brilliant masters like Ravi Shankar, Ali Akbar and the legendary Mridangam player, Palghat Mani lyer. The latter as well as Chambay have more than once greeted this young eagle for his technical innovations. Prophet in his own land, at the age of fifteen, he received from the Government of Madras the title of Chakravarti - "Emperor" - among the violinists. The President of India has even ennobled him with the laurels of the Republic.
Abroad, L.S. is no stranger to music-lovers who frequent the most coveted concert-halls of the world: Royal Albert Hall (London), Madison Square Gardens and United Nations (U.S.A.), Pleyel, Unesco and the Grand Auditorium of the National Radio (Paris)... Featured in the International Who's Who in Music, Men of Achievement (U.K.), Personalities (U.S.A.) etc., Subramaniam has been compared with Paganini and Heifetz and Menuhin! According to Robert Palmer of New York Times, "L. Subramaniam is the best this listener has heard.". Even in the current issue of Play Soy (December 1980) a critic claims that Subramaniam has some violin techniques "not heard previously... anywhere else.".
His love of the ancient classical music he represents (and his eagerness to defend its authenticity) do not, however, make him turn down collaborations with George Harrison, Mauricio Kagel or Svend Asmussen. He can even go to the extent of playing the soloist's part in a Concerto for Violin (and a full-fledged western orchestra) composed specially for him - so great is his conviction in the fertile vitality of his own culture. His blazing creativity and the catholicity of his art dare us to live a transcendental fusion where India and the West meet in a music beyond all frontiers. Is not that the most spiritual way of giving oneself up to (and to communicate with) true music? Too bad, if purists with a certain idea of Indian music are shocked by this broadening of frontiers. Could anybody in the past prevent certain characteristics of Oriental music from renewing Western music under the impetus of Debussy and Ravel?
Flashing or nostalgic, frolicsome or majestical, Subramaniam's bow and fingers are ever attentiveto that inspiration and sensitivity which constantly look out for a melody transparent in its complexity. While his brain seems to weave patterns of rhythm and harmonics like in a golden fleece in order to catch therein diamond-like notes, we hear him fiddle simultaneously with two or three different tempi on two to three different strings. He lets out long wailing sobs with as much serenity as when he breaks into 5, 7 or 9 reports in a volley giving the impression of revelling in the midst of dragon-flies in some ethereal space. His left hand at times rolls out monads which make the fleeting of time appear as quite an illusion: everything has always been, everything is, everything will ever be-borne by these soundparticles. Flights of glissandi and pizzicati rush up and down that little finger-board, like the trivial goat of Monsieur Seguin, sounding like half a dozen octaves! Fortunately, there is no wolf in the magic world of L. Subramaniam.

The Instruments 
1) The Violin
In a recent series of radio talks, we had mentioned quite a host of bowed instruments existing in India since Vedic times. Among them, the Rigveda (8/69/9) names particularly one instrument, the pimga, made of copper-blue gut. The name of this colour (pimgala) has a strange assonance with terms like fidelio, viguella and vitula. Elsewhere in the Rigveda (1/85/10), we come across another such instrument: the vana (a word which means, today, an arrow). The association of this instrument with an arrow makes us at once think of a bow (the one used in archery as well as that of the string quartet). Obviously there were string instruments (bowed with an arrow?) ressembling an archer's bow (dhanur-yantra). A few well-wishing objectors took us to task on the plea that our chauvinism was baseless. Let us then quote a Western specialist on the matter, who wrote in 1856 : "The land which offers us the most ancient monuments of a perfect language, of an advanced civilisation, of a philosophy in which all the trends of human thought find their expression, of a poetry immensely rich in all the genres, and of a music, organ of the excessive sensibility of its inhabitants, India seems to have seen the birth of the bowed (string) instruments and to have presented them to other parts of Asia and, later, of Europe.
And this is not just idle guessing since the instruments still exist and conserve even today their original character. Among other instruments, the author cites undoubtedly the ravanastra, supposed to have belonged to Ravana (the mythological antagonist of the Hero of our epic, the Ramayana). Let us not forget, however another instrument: the bahulma, root of the present-day Bengali term – behala - for the violin, reminding us of the Iberian vihuela. This is a very interesting juxtaposition of two Sanskrit words: bahu (arm) + lina (leaning upon) provoke thoughts which need not be dismissed as idle.
Just as specialists in the West can now identify since the Renaissance several immediate archetypes of the violin (viz, the rebeck - introduced in the Iberian peninsula already in the 8th Century - and the viols), the present Italian form of the violin seems to have reached the princely courts of Malabar (Western coast of India) as a curiosity offered by the followers of Vasco de Gama, roughly 450 years ago. Balasvami, one of the brothers of Muttusvami Dikshitar (1775-1835), brought about some minor modifications before this instrument was cordially adopted by masters of India classical music. Till then, let us not forget, Indian musicologists had been writing treatises meant for musicians of both the South and the North, in spite of the metamorphosis undergone by music in the North, having assimilated elements of Islamic culture. From the early 19th Century, Indian musicians accepted the violin as a worthy solo instrument, under the influence of men like Tirukodikaval Krishna lyer. The back of the sound-box leaning on the collar-bone of the musician, the scroll set on the latter's heel (as he sits on the floor), the violin is often tuned in India as follows : D (4th string), A (3rd), D 8va (2nd) and A 8va (1 st string); or else, in the case of Subramaniam, E, B, E 8va and B 8va. Be it vocal or instrumental, all music in India claims the timbre of the vina as its archetype and culmination. Therefore, the violin took no time to be recognised for its capacity to reproduce all the elevating nuances of that model, upto the subtlest microtones and the most delicate embellishments (gamakas). Relentless, Subramaniam goes on improving his instrument in order to extract from it the most varied textures and colours, translating the entire gamut of human emotion.
2) The Mridangam
Quite often present in the Indian epic, the Mahabharata this double-faced horizontal drum is reputed to have been created, according to the mythology at least, by Shiva himself. Having slain a demon, that noble Godhead moulded with clay steeped in the ignoble victim's blood a barrel which he covered on both extremities with the latter's skin. Whatever be the etymology (mrit= clay + amga = body), for almost ten centuries this drum is often made of red sandalwood, acacia or jack-fruit wood. Layers of various kinds of hide (buffalo, calf or lamb) give a particular resonance to the Mridangam. For tuning, one has to tighten or slacken the straps serving as ties between the two sides. Initially utilised to maintain the tonic and its harmonics, today this drum adds to the vertical microtonic texture a transversal web of micro-rhythmic pulsations, organically indispensable for the evolution of a raga.
3) The Tambura
This instrument has been described as "tumbi-vina" in the Harivamsha, a vast supplement to the above epic. Out of its six strings, four are utilised to strike the tonic and its harmonics in a sustained drone. The regular occurrence of its four given microtones defines from the very beginning the span of the magic circle within which the mystical experience of improvisation has to unfold.
The items 
1) Track 1
1°) The concert begins with a very short exposition (alapana) in which, without any accompaniment and without apparent rhythmic pattern, the musician makes a survey of the modal landmarks in his architectural scheme. We listen here to the pentatonic raga MOHANA (know as Bhopali in the North):
Those who are familiar with Karnatic music will be familiar with Rama ninne (in aditala) and evarura ninnuvina (in chapu tala) composed by Tyagaraja (1767-1847), or Kadambari (in tripu Ta-tala), without naming the favourite ra ra Rajivalochana by Vasudevachar in this very raga.
2°) Now begins a fixed form of composition know as KRITI. This form is quite close on one hand to the loving praises (kirtana) sung by the Vishnu-worshippers and, on the other hand, to the Rondo form of classical western music with its 3 Themes and 5 Movements: A-B-A-C-A.
i) Theme A – Pallavi ("blossoming") - starts out strongly (eDuppu in the South or same in the North) and presents a cantabile repetition of the key phrase: in vocal music, this phrasing is made up of a couplet. The logic behind this repetition follows directly the traditional mnemonics indispensable for learning by heart and transmitting infallibly the Vedic stanzas orally.This movement remains in the lower and the first half of the middle registers. The long awaited Mridangam intervenes in a transitional passage called "muttaipu".
ii) Having switched back to Theme A (eDuppu), now the soloist soars to the upper half of the middle register to begin Theme B or Anupallavi. In this case usually he does not go beyond the first half of the higher register. Again the Mridangam creeps in to mark out the end of the movement.
iii) Another return to the strength of Theme A before turning to Theme C - Charanam which corresponds rather closely to the North Indian sanchari form: both are derived from /char/ meaning in Sanskrit "moving about", "proceeding to" or simply "rush on" ..Indeed this movement knows no boundaries between the registers: at times, like a Buddha oblivious of the world, the soloist seems to climb up to the threshold of Nirvana, on the summit of the shrillest notes; at times, again, reminded of the suffering of humanity, he seems to be rocked between fathomless caverns of extremely bass notes. Once this movement over, he can choose to return to Theme A or else to the concluding part of this composition. 

3°) Svara-kalpana: the dizzy treatment of this part cannot but bring back to the listener's memory the cadenza of the epoch when young Mozart used to break into demoniac virtuosity to end up the first movement of a concerto. It is the duty of the soloist to stress here the exactitude and purity of the svara (microtones) in spite of this festivity of syncopations and other rhythmical overflowings within the rigid framework of aditala (4 + 2 + 2). Subramaniam is seen here decomposing each minim into figures of 4,5,6,11,13 or 15 demi-semiquavers in abstract arabesques. These are some of his own technical innovations.
2) Tracks 2 and 3
After an elaborate alapana in the lower and middle registers, Subramaniam develops another classical form of improvisations: ragam - tanam - pallavi. For this "piece de resistance", our Virtuoso has selected the contrasting aristocratic raga Kirvani, known all over the world thanks to the efforts of Ravi Shankar: listed N° 21, it belongs to the 4th Cycle of the "Former" melakartas (or parent ragas) among the 72 principal ones which figure in the repertoire of Govindacharya (18th C.) in the samgraha-chuDamani. Given the fact that in Tamil /k/ and /g/ are represented by the same symbol, it can be surmised that this raga is derived from /gir/: "world", "invocation", "sing praises", etc..., whereas girvana stands for "divinity" and girdevi is none but Sarasvati, Goddess of Wisdom and Perfection, corresponding to a harmonic minor scale in Western Music.

Most probably the interval F stands for the chatuh-shruti rishabha in which the supertonic - not contented with its own three microtones - borrows the 4th microtone from the tonic.
Ragam by definition means "that which pleases". In his execution, the soloist explores at this juncture all the terraces that can be filled with melodic richness. The more he ascends towards the ridge or glides down the slope of his raga, he is struck by ever new marvels, and he conveys his changing feeling to all those who surround him.
Tanam, too, avoids any percussiveness, though supple phrasings flow out in vague rhythmic patterns. At the end of every phrase or section, a rhythmic structure intervenes to announce a transition. Approximately towards the middle of Side 3, the present section begins.
3) Track 4
In the Pallavi, Subramaniam plays a composition of his own in 5/8 time (khan-dachapu). In the company of Mr Rao, he shoots up towards the higher register, strewing ever new melodic and rhythmic patterns in the traditional style of neraval. Next comes the phase called trikala ("three timings"), where he augments all the quavers of the main melody into crochets: then, on coming back to the initial tempo, by the reverse process he diminishes all the crotchets into quavers and quavers into semiquavers... Having gone through these movements in raga Kirvani (begun on Side 2), in the very last part of the last Side, Subramaniam weaves an enchanting garland with two secondary ragas (ragamalika) : (a) Vasanta-priya ("Beloved of Springtime") and (b) Khadyota-kanti ("Twinkling of Fireflies"). This garland form has the same appeal to Indian sensibility as that of modulations to Western Music-lovers. Carried on along these transpositions, one has to undergo an entire world of transference and sliding through colours, through psychological time spans, through emotional tensions in a common experience. A kind of beneficial witchcraft which we underestimate by calling it a concert!
--- Dr Prithwindra Mukherjee

	L. SUBRAMANIAM
	Kalyani
	1992
	46:26
	label: Water Lily Acoustics (USA)

L. Suramaniam [violin]; Viji Subramaniam [tambura]; T.H. Subashchandran [ghatam]; Poovalur V. Srinivasan [mridangam].

#1. Varnam – Ragam: Kalyani; Talam: Adi (8 beats)

#2. Krti by Saint Tyagaraja – Ragam: Bilahari; Talam: Khanda Capu (5 beats)

	L. SUBRAMANIAM
	Sarasvati
	1992
	42:43
	label: Water Lily Acoustics (USA)

L. Suramaniam [violin]; Viji Subramaniam [tambura]; T.H. Subashchandran [mridangam, ghatam].

Ragam Tanam Pallavi – Ragam: Sarasvati Priya; Talam: Thirupriya (7 ¾ beats: 4+2+1 ¾)

This work is dedicated to V. Lakshminarayana.
Padma Shree Dr. L. Subramaniam is a world-renowned virtuoso violinist whom the cognoscenti, both in the East and the West, regard as being at the pinnacle of his art. Through his extensive performances he has single-handedly brought Karnatak music to the forefront in the West. From the Bolshoi Theatre to Madison Square Garden, from the Royal Albert Hall to the Salle Pleyle, he has enthralled large audiences with the beauty and depth of this ancient music. A prolific composer, he has also successfully performed and recorded his own compositions with both today's leading jazz musicians and the most prestigious symphony orchestras. His recordings with the likes of Stephane Grappelli, Maynard Ferguson, Herbie Hancock, and Stanley Clarke are considered landmarks. He has premiered works commissioned for him by the New York Philharmonic, the Orchestre de la Suisse Romande, the Los Angeles Philharmonic, and the Moscow Philhar​monic to great acclaim.
The Karnatak music of South India is a micro-tonal, modal art form built upon a highly developed theoretical foundation, with melody and rhythm as its two vectors. The characteristics unique to this music are its complex rhythmic patterns and the finely embellished ornamentation of the notes. Improvisational in nature, Karnatak music challenges the intellect and the agility of the musician by demanding simultaneously deep concen​tration as well as the ability to compose spontaneously.
The most complex form of Karnatak music is known as ragam, tanam, pallavi Ragam in this particular case refers to the alapana section, that free melodic improvisation which commences the exposition of every mode. In the alapana, the musician attempts to reveal the various melodic elements of the chosen mode and to establish its mood. This part of the progression has no rhythmic accompaniment. In tanam - a continuation of the free melodic improvisation still unaccompanied by percussion - a rhythmic pulse is introduced which at the end of each phrase concludes in a cadence. Pallavi is a short, pre-composed melodic theme (with lyrics, in the case of a vocal interpretation) generally set to one cycle of the accompanying rhythmic pattern or talam. It is at the beginning of this section that the percussionist enters into the musical dialogue.
The pallavi further has three features known as niraval, trikalam, and swara-kalpana. Niraval involves filling up portions of the pallavi line with new musical ideas. The soloist improvises on new melodies built around the pallavi which are fixed in relation to the talam. In trikalam the pallavi line is played in three tempi, while keeping the talam constant. The three are: half the original tempo, the original tempo, and double the original. Swara-kalpana is an improvisation based on the solfa syllables in medium and fast tempi with each phrase returning to the beginning of the pallavi theme. This complicated melodic improvisation is concluded by an equally impressive rhythmic improvisation in the form of a percussion solo known as tani avartanam.
Evolved from a rich cultural milieu where it had been performed in temples, this contemplative art requires the proper time, place, and mood. Where this is achieved, the artist is capable of inducing in the listener a transcendental experience.
-- Kavichandran Alexander

	L. SUBRAMANIAM
	Global Fusion
	2000
	48:44
	Violin, all compositions & all arrangements, L. Subramaniam; Produced by L. Subramaniam.

1. Jai Hanuman!

Nyoman Wenten and his ensemble; Burat Wangi Choir; Tom Roy Nielsen guitar; Kirn Menzer didjeridu, conch; Palavinel tavil; Abdoulaye Diabate congoni, dundunba.

2. Lost Love 

Miya Masaoka koto.

3. Gipsy Trail

Kavita Krishnamurti vocals; Jorge Struntz guitar; K. Sekar tavil; K. Gropinath mridangam; E.M. Subramaniam ghatam; Sandip Burman tablas.

4. Blue Lotus 

Jie Bing Chen  erhu; Sandip Burman tablas;

5. Harmony of the Hearts

Seetaa Subramaniam vocals; Madras Musical Association Choir; Jorge Struntz guitar; K. Gropinath mridangam; K. Sekar tavil; E.M. Subramaniam ghatam; L. Subramaniam percussion; Sanjay Wandrekar keyboard; Dominic Fernandes bass.

	MANGALAM
	Funky Classical Indian Music
	1997
	65:36
	label: Tiptoe (Enja)

Rikhy Ray [vajra vina; Chella S. Ganesh [kanjira, ghatam].

1. The Twisted Sara 4:51
Power, speed and tension: all the fun of a fast raga. Its three-part com​position reveals the funky feeling that lies hidden in the basic structure of accent distribution in this old 7/8 rhythm.

2. Alex 7:05
An eight-beat rhythm masquerades as a seven while the ethereal dance of delicate flageolets transforms into a weightless funk. The korvai (coda) is mathematically resolved into groups of five with clever three-beat or five-beat pauses. TaRiKiTaTom (a 5-beat unit) and a 3-beat pause, thrice repeated, equals 24 beats. TaRiKiTaTom and a 5-beat pause, TaRiKiTaTom - TaRiKiTaTom and a 5-beat pause, and TaRiKiTaTom - TaRiKi​TaTom - TaRiKiTaTom adds up to 40. Adding the 24 beats from the first phrase to these 40 beats yields 64 eighth notes!

3. Five It Up! 3:27
This piece features a specially woven five-beat rhythm with a medieval touch. The shruti Bedam  solo rolls throughout the chromatic structures. This virile piece is full of vira, which means "heroic attack" in Sanskrit.

4. Anjneyar 5:27
Not until one tries to play faster than one really can play does the daring velocity evoke the full power of the monkey god. Indian Hindus believe that Hanuman, the chaste son of the wind god Vayu, is responsible for power and energy. When the electricity suddenly goes off, one prays to Hanuman, and aircraft pilots are his disciples. This piece was created during a performance at Anjneyar Temple in Mylapore, the oldest neigh​borhood in Madras. An uncommon musical interval, smaller than a minor second, lends a distinct and unusual flavor to this composition.

5. The Rainy Sara 23:11
The major fourth, that peculiar central point of the octave, woven between the sixth and the minor seventh, adds scintillating tension to this delicate piece. While recording a rain storm has begun! Joy! The door of the studio is open, and thanks to Rikhy we can hear the thunder.

6. Dee I 5:39
Hasya, pure joy, leads the groove in this piece. The rhythm is a classical South Indian adi tala, It sounds like Latin jazz, and maybe it is, since our planet is smaller than one thinks. The ghatam, an Indian clay drum, is the mother of the swing here.

7. Deetune Kedar 6:23
Tuned to the note D, and freely played in raga Kedar, this peaceful com​position calmly develops its strength without exerting itself. This midnight meditation of silver-gray Shiva begins with a few sentences of konakol, the syllabic language of South Indian rhythm, that call the composition to life.

8. Jhaan 9:06
Jhaan means "beloved" in Urdu. Chella S. Ganesh leads off with a kanjira solo. The composition's power lies in an ancient temple beat that pulses with the dynamism of Tanjavur, South India's former capital city.

The MANGALAM Ensemble was founded by the Indian musician and composer Rikhy Ray in Delhi in 1987. Since then, the group has continued to explore new possibilities for integrating modern European harmonies and Afro-American rhythms into the ancient tradition of Indian music. Thanks to their thorough school​ing in the strict disciplines of Indian music, MANGALAM's musicians cross and dissolve stylistic borders with impressive virtuosity, yet never lose themselves or their impassioned love for making music in the intricacies of multiculturalism.

The result of their exploration is unique: seemingly disparate tem​peraments and apparently dissimilar concepts flow together to create a powerful unity. Some of the greatest thrills along MANGA​LAM's musical path occurred during their many years of collabora​tion with Vikku Vinayakram (a ghatam virtuoso and one of the leading names in the world-music movement), Freddy Santiago (a consummate Latin percussionist), and Sivamani (India's most popu​lar drummer). The youthful and highly skilled percussionist Chella S. Ganesh adds his own spicy accents to this latest album.

MANGALAM has thus far recorded three albums: Jazz Mangalam, Funk Mahal, and Monkey out of Shakti's Shadow for Magnasound, the major Indian music label. MANGALAM performs live at festivals and can be heard on films, radio and television. MANGALAM has toured Europe every spring since 1989.

When Rikhy Ray first came to New York in 1977, he was already a virtuosic guitarist, thoroughly familiar with classical and modern guitar repertory. But it was New York City with its lively mix of funk, rock, pop, jazz and Latin music that inspired him to embark on his own musical path. Ray was "funkified" by New York, but he also rediscovered his own Indian roots there.

He began studying sarod, then continued his studies with Ustad Amjad Khan in Delhi through 1987. He also studied composition, vina and percussion in Madras at the famous Kalakshetra Academy.

"I planned to stay in Madras (Chennay) for only two years, but I love the place, the people, the weather, the food, and the music scene -- thousands of artists, concerts, and audi​ences with stunning understanding of their music! This city, now my home, stimulates my creativity to materialize new ideas."
Rikhy Ray founded MANGALAM in 1987 to combine the dynamism of contemporary Western music with the spiritual profundity of Asian music. Since then, the group has per​formed around the globe with many of the finest Indian, European and American musicians.

Rikhy Ray has collaborated with Vikku Vinayakram, the South Indian ghatam maestro, since 1990. The current MANGALAM Ensemble now features Vikku Vinayakram's sons Chella S. Ganesh and Uma Shankar, as well as violinist Raghu Rao, Rikhy Ray on vajra vina and singer Andrea Barker from Barbados.

Rikhy Ray composes music for ballet, modern dance, theater, film and television, but also continues to create new compositions for MANGALAM in which he dedicates all of his knowledge and virtuosic mastery to contemporary music.

Rikhy Rays says, "India's music has a glorious past, but I believe, even a greater future, and I feel very much part of it."
The Vajra Vina (also spelled veena) was invented especially to meet Rikhy Ray's needs in collaboration with technicians at OVATION, the leading developer of modern string instruments. MANGALAM's style of music required an instrument that could combine the design potentials and subtle microtone ornamentation of a vina with the har​monic capabilities of a guitar. The result is the vajra vina, in which the sound of one musical world meets the technology of another.

The vina is an ancient Indian string instrument, the ancestor of several others (e.g. sitar, surbahar and sarod). But the construction of the clas​sical vina bears striking similarities to the concept underlying OVATION guitars. And although OVATION uses ultramodern materials and state-of-the-art technology, the rounded body (manufactured as a single piece) is still the perfect, 5,000-year-old, basic form for string instru​ments. Nearly all Indian string instruments use a rounded body, as did Apollo (who, according to Greek mythology, invented music), whose lyre was strung above the rounded body of a turtle's shell.

Ray's concept for the vajra vina is based on twenty years' experience playing classical sarod and five years' practice on the legendary Shakti guitar (a present from John McLaughlin). Like the vina and the Shakti guitar, the vajra vina's fingerboard is scalloped: the wood has been hollowed out between the frets. And the neck is wider than a conven​tional guitar. Six main strings are strung asymmetrically, which makes it possible to pull them laterally far enough to play a major seventh.

Like other Indian string instruments, the vajra vina has three talam strings. Tuned to the tonic note of each composition's raga, the talam strings add rhythmic accents and keep the groove alive. Although Ray usually plays with the standard E-B-G-D-A-E tuning, his vajra vina can also be tuned to classical Indian tunings like A-E-B-E-B-E of sarod or sitar.

This new instrument combines compact size with a big, sustained sound. The construction of its neck allows the musician to explore the finest microtone nuances, which play a major role in classical Indian music, as well as in the blues and in Arabian music. The vajra vina allows its player to achieve subtle melodic variations and highly com​plex chord changes without tying him to any predetermined tone intervals or harmonic center. These characteristics make the vajra vina a versatile, contemporary string instrument. The modern OVATION pickup/preamp system facilitates problem-free amplification so that large audiences can enjoy all the delicate sonic ornamentations and microtones.

OVATION used ultramodern technology in constructing the vajra vina. Its closed fiberglass shell and an aluminum splint in the neck ensure maximum stability under extreme conditions. And the vajra vina is covered with an extremely thin and therefore highly sensitive layer of carbon-graphite which gives the instrument its name: vajra means "diamond," and carbon is the element of which diamonds are made.

Ray's vajra vina thus combines ancient Indian musical wisdom with the work of the 20th century's most creative instrument designers:

ovation's parents Charles and Bill Kaman (whose idea it was to use new sonorous woods like walnut and birch, a rounded body, carbon-graphite layer, and pickup/preamp); Ned Steinberger (gearless tuner);

John McLaughlin (scalloped neck); plus the many years of experience embodied by Don Johnson, Willy Vassilopoulos and Andy Schlosser from ovation's development department.

"I had the idea of the sound that would allow me to express absolute music, beyond all the idioms and categories, integrating the knowledge, the skills, and the emotional and spiritual experiences of my entire life. Indian string insturments are designed to play Indian music. Playing the Shakti guitar, I was at first able to continue my own development, but later I felt limited to John McLaughlin's concept. The vajra vina is my partner on the path to musical and spiritual libera​tion. Within a few weeks after Bill Kaman handed me the instrument, it had already become an inseparable part of me. Now I know that no other instrument would be able to express such delicate subtleties and withstand such high-energy, percussive playing. My vajra vina is like a top-quality racing car, supremely responsive yet able to be driven hard. I feel as though I've just embarked on a new transmusical journey!"

Rikhy Ray, November '96
One percussion instrument, played by Chella S. Ganesh on this CD: The ghatam (claypot) is a classical ball-shaped drum from South India. As many as seven different metals may be added to the clay mass which forms the drum's body. Once formed, the ceramic body is left unglazed and then fired in a kiln.

A large number of different tones can be achieved by striking various points on the surface of the ceramic ball. The musician presses his own belly against the drum's opening to modulate the deeply sonorous sounds issuing from the belly of the ceramic vessel.

This explains why a ghatam player needs a ball-shaped abdomen of his own, since his belly and that of the drum play together to create a satisfying sound.

Chella's father, Vikku Vinayakram, is a famous player of this instrument; people often call him "Mr. Ghatam."
The other percussion instrument, played by Chella S.Ganesh: The kanjira  is a small frame drum (less than 20 cen​timeters in diameter) that can produce an extraordinarily wide range of sounds. A pair of little cymbals is inserted into its rim.

The drum's head is made of thin but sturdy lizard skin. The head must be kept slightly moist to maintain the instrument's generous, deep sound.

The musician holds the drum in his left hand, using the fingers of that hand to vary the tension on the head for playing higher or lower notes. His right hand flutters against the drumhead at speeds that rival those attained by a hummingbird's wings. The kanjira is a simply con​structed drum with tremendous power and a fascinating richness of tonal colors.

Chella is a well-known kanjira virtuoso. It's amazing but true: all of the percussion on this album was played by hand only on these two small drums: ghatam and kanjira.

	The Ananda  SHANKAR Experience  &  State of Bengal
	Walking On
	1999
	64:14
	label: Realworld

The Musicians:

Ananda Shankar -- sitar (all tracks except 6) 

(Sam) Saifullah Zaman -- bass (all tracks except 2, 4); electronic drum (1, 3, 6, 8, 10); percussion (8, 10)
Dr. Gopal Shankar Misra -- vichitra veena (all tracks except 7)
Uday Kumar Dey -- flute (all tracks); vocal (2)
Matt Mars -- electric guitar (all tracks); moog bass (2, 4)
Pandit Dinesh -- percussion (6, 8, 9,10)
Netai Lal Chakraborty -- keyboard (all tracks); programming (7); percussion (7)
Mohinder Singh -- tabla (all tracks except 3, 7, 9)
Keith York -- kit drums (2, 4, 5, 9, 11)

Sitarist Ananda Shankar -- an illustrious cult figure in the secret history of pop culture, a pioneer of '60s Indo-funk. His last studio recording brings him together with UK-based Asian impressario/DJ/producer State of Bengal. Infused with sheer zest, this is an extraordinary meeting of '60s and '90s pop.

"...one might imagine his [Ananda's] glee at the reception these songs will undoubtedly receive." --- Time Out

The first thing to say about this music is that it wasn't made by a band, it was put together as a project. The whole thing went from rehearsal, to tour, to studio, in seven weeks. At the end of those weeks the people involved became more than a band, they became a family. And as a family we were all shocked to hear that our most important member had passed on. So now we had not just a record, but a tribute to an artist who pioneered the bringing together of Eastern and Western music and through that the joining together of people. It was Ananda's last studio session in a long and illustrious career and like the early days he was back, once again, at the heart of fusion and experimentation. Shanti te tahko.

Ananda was born in Almora, Uttar Pradesh in 1942. The son of dancers Uday and Amala Shankar and the nephew of Pandit Ravi Shankar, he was raised in an artistically creative atmosphere. He studied sitar with Dr. Lalmani Misra in Banaras at the Hindu University, in the late sixties he travelled to the West Coast of America when the flower power generation was in full swing. The pop world was fascinated by all things sitar. Informal jam sessions with Jimi Hendrix in 1969 soon resulted in attention from producers at Warners Reprise.

The ensuing LP Ananda Shankar saw the young musician flexing his skills as composer and arranger. It featured amazing cover versions of the Rolling Stones' Jumping Jack Flash and The Doors' Light My Fire, ensuring the record's cult success then and to this day.

Ananda returned to India in the seventies to pursue his personal musical vision. He was one of the earliest to combine traditional Indian instrumentation with Western music, blending mridangam with guitar and sitar, and sarod and veena with jazz and rock drums. On the album Ananda Shankar And His Music it all fell into place. Two tracks in particular, Streets Of Calcutta (featured live on this CD) and Dancing Drums are absolute classics of their time and still sound totally fresh today. Wild rhythmic patterns from rock and pop collided and colluded with gorgeous Indian melodies. His band Mudavis toured the world to great acclaim and he continued to make records, although he quickly branched out into compositional work for radio, film and television, along with hugely successful musical direction for his wife, Tanusree's, internationally admired dance company. The Pop and Rock world is well known for it's ephemeral nature and, in the West, Ananda became part of the secret history of pop culture. A story waiting to be told.

In the nineties the Shankar back catalogue became sought after for its rich vein of eclectic breaks and beats. Those wild rhythmic patterns were perfect for hip-hop and drum and bass heads. But in England a more serious appreciation of his contribution to whirled music emerged at club nights like Anokha in London's East End. DJ, Musician and Producer Sam Zaman, aka State Of Bengal, played a seven hour vinyl tribute to Ananda at one legendary session. Some long-deleted tracks from the sixties and seventies began appearing on official and not so official compilation albums. The original vinyl began to fetch very silly prices.

It was while running a club night called Hypnotique, with the Big Chill's Pete Lawrence, in the mid-nineties that I came across the Shankar grooves. Wondering whether he was still working, I was amazed to find that I knew a close friend of his, an ex-dancer with Mudavis, Piali Ray. We both had offices at the Midlands Arts Centre in Birmingham and from there a plan was conceived to bring Ananda over to the UK to rehearse a live touring project, which later became what you hold in your hands now, when WOMAD booked the project and Real World whisked it into the studio during Recording Week.

State of Bengal were immediately and naturally brought in as musical partners adding a unique and up to the minute dimension to what was already an amazing fusion experience. Sam Zaman had been listening to Ananda since his early teens and sometimes even remembered tunes that the maestro had forgotten.

State of Bengal's eclectic mix of Indian classical music with breakbeat, hip-hop, tabia driven beats and melodic vocals seemed perfect as a nineties response to Ananda's sound. Fresh from work with Bjork, Nusrat Fateh Ali Khan and Massive Attack, Sam Zaman found time off from making his own album (Visual Audio on One Little Indian) to throw himself fully into the project.

The tour was a crazy and glorious affair. After three weeks rehearsal -- at the start of which Ananda and Sam met, literally, for the first time -- the band opened at Brighton Concorde and were overwhelmed by the welcome. The place rocked. The live tracks on this set were recorded at a heaving Band On The Wall in Manchester. The London show was a sell-out mad success. The party rolled into WOMAD to perform an emotional set in the Siam tent. On the way vans broke down, houses set on fire and Ananda played as many practical jokes as he could to liven up the already hectic proceedings.

When lightning hit the Big Room at Real World on the last day of recording we knew the music would be electric. Wherever he played people came out of the woodwork clutching treasured copies of the old stuff for him to sign. We said our last goodbyes at Heathrow, after seven weeks that had changed all of our lives. Little did we know that it would be the last wave.

Ananda used to say: "My dream is to break barriers, any kind of barrier -- through music, love, affection and compassion. I have this dream of musicians from all over the world playing for an audience all over the world. When we are all here we are one, and when we go out I am sure we will all be one."

He was an original musician of the world before the term world music was invented. Open-minded and far-sighted he opened a door onto possibili​ties that seem even more relevant now than they did in the sixties. Somewhere, somehow (and with this last recording) Ananda walks on.

Ananda Shankar born 11 December 1942; died 26 March 1999.
Alan James, June 1999

	Jay UTTAL
	Shiva Station
	2002
	67:27
	label: Triloka (USA)  www.triloka.com 

Produced by Jay Uttal; mix translation by Bill LASWELL; mix engineering by Robert MUSSO.

The Pagan Love Orchestra: Jai Uttal - vocals, dotar, harmonium, gub gubbi, kartals, ektar, swaramandala, banjo, sampling, sequencing and a little guitar. Peter Apfelbaum - drums (except track 4), tenor and soprano saxophones, melodica, African bells, vocals and mixing consultant. Will Bernard - electric and acoustic guitars and guitar solos. Jeff Cressman - trombones, cornet and band copyist. Geoffrey Gordon - tabla (track 1). dholak (tracks 5, 6 & 9), hand drums, timbales and miscellaneous percussion. Keith McArthur - bass. Irene Sazer - violin and viola. Kit Walker - keyboards and Hammond B-3 organ.
Guest Artists: Maestro Swapan Chaudhuri - tabla (track 10), dholak and baya (tracks 5 & 6). Moinuddhin Khan - sarangi. Peck Allmond - trumpet on Rama Raghava. Steve Gorn - bansuri. Jan Jackson - drums on Calling You. Rob Vlack - acoustic guitar, keyboards, sampling and sequencing on Calling You. Kitty Beethoven - back up vocals. Ledici Young - back up vocals. Riffat Salamat Ali Khan - back up vocals.

	Chris  HINZE
	Meditation & Mantras, Vol. 1
	1986
	61:49
	Indian traditional compositions

Chris Hinze [fl, alto fl, bass fl, Es flute, bamboo fl]; Bo Stief [b]; Nicolas Fiszman [b, g]; Ramesh Shotam [Indian perc, tavil, dolak, ghatam, morsing, kantira]; Jasper Van T’Hof [k]; Louis Debij [d]; Sri Ganapathi, Sachchidananda, Swamiji [voices].  

	Chris  HINZE
	Meditation & Mantras, Vol. 2
	1987
	60:02
	Indian traditional compositions

Chris Hinze [fl-s, k]; Ramesh Shotam [Indian perc.: tavil, dholak, ghatam, morsing, kantira, tala]; Charlie Mariano [a&s s]; Nicolas Fiszman [g, b]; Voices: Sri Ganapathi, Sachchidananda, Swamijii.

	Ali Akbar  KHAN &  John   HANDY
	Two Originals

CD I: “Karuna Supreme” 1976

CD II: “Rainbow” 1981
	1976,81
	41:12 46:56
	CD I: J.H. [a s]; A.A.K. [sarod]; Zakir Hussain (см.) [tabla]; Y.S. Sahota [tanpura]

CD II: J.H. [a s]; A.A.K. [sarod]; Dr. L. Subramaniam [violin](см. тж. с: Grappelli); M. Johnson [tanpura]; Shyam Kane [tabla].

John McLaughlin (1994):  I’m very happy to have been asked to write a few notes on these CD’s. Firstly because these recordings should be re-released. They are two of the few recordings that are a true and beautiful meeting of the different worlds of East and West. It has been generally acknowledged that there are basically two schools of improvisation. The eldest is without doubt the Indian school whether from North India or South India which, although related historically, are regarded as two separate schools today. The youngest is, also without doubt, the jazz school. I should add at this point that a century or so ago the great classical European composers were known to be exceptional improvisers, there were even ‘jam sessions’ held between the great composers who were invariably excellent players, pianists for the most part. The last vestige of this Western tradition can now only be heard amongst church organists, some of whom are outstanding improvisers, but rarely heard. In a sense, jazz players have renewed this dying art in the West, and since it is essentially a dynamic and evolving form particular to the 20th century, its exponents have from the very beginning searched everywhere for stimulating and interesting impulses. It was not surprising, therefore, that, at some point in time, they should discover the beauty of Indian music and the excellence of Indian improvisers. To listen to John Handy playing with Ali Akbar Khan is to hear a great jazz musician play jazz, and with real affection and admiration find a way to the middle ground where both cultures really meet and embrace. The same can be said of Ali Akbar Khan, who certainly has no need of me to introduce him to Western listeners. Here is a giant among musicians who finds the same need to go out to meet and play with musicians of other cultures. Dr. L. Subramaniam is an extremely refined musician who embodies the finest in the South Indian “Karnatic” traditions, and also belongs to that special group of musicians who search to build bridges between peoples. Percussionists Zakir Hussain and Shyam Kane both perform beautifully. In making these wonderful recordings they all take us to that special place that is none other than our true home. Where all cultural or ethnic differences are so essential, because they are only here to be enjoyed: and where better to enjoy them than in the heart of music and brotherly love.

Trilok Gurtu (1994):  Certainly, a lot of people will label these recordings of Ali Akbar Khan and John Handy as classical of what they use to call “world music”. But to me they’re simply exemplary recordings of exceptionally talented musicians with different cultural backgrounds. I don’t appreciate the term “world music”. It has become a swearword which is used to pigeonhole music featuring elements of non-Western cultures. Either any kind of music is “world music”, or none. So there is no use for this term. At least, as long as no Martian musicians step onto the scene. All around the world one can find a lot of strong similarities between musical styles of vastly different cultures. Take for example the affinity between the improvisations of jazz and those of the Indian music. Actually, jam sessions have a longer-standing tradition in India than in jazz music. But as matter of fact John Handy is the one whose contributions provide the most thrilling moments to these recordings. The combination of his alto sax with Ali Akbar Khan’s sarod works exceptionally well. It’s amazing how John Handy fits into the musical concept, since the songs of “Karuna Supreme” and “Rainbow” are basically folkloristic and classical Indian music. The compositions certainly have simple structures and melodies, but they are well improvised. It’s Handy’s merit to put in some jazz; he adds another colour, some hot chili to these sessions. Nonetheless, all the contributing musicians are playing really bold. The highly respected Ali Akbar Khan offers some unmatched sarod playing, whereas Zakir Hussain and L. Subramaniam display their inimitable mastery on tablas and violin respectively. Both recording sessions show a fascinating interplay and a high grade of spontaneity.

Joachim Ernst Berendt: The basic word of Indian music is “Nada Brama”: “Sound is God”. Hindu mythology relates: Lord Shiva, one of the three great Godheads of the Hindu trinity, had five different faces. Each of these faces created a raga. Raga is the basic unit of Indian music, establishing at the same time scale, mode and theme, emotion and spiritual content, in fact even the time of day when a piece should be played. Shiva’s companion Parwathi made a further raga. For these six ragas God Brahma created as wifes six raginis, female ragas. Out of the union of these twelve ragas sprang the seventy-five thousand ragas that dominated Indian music into the twelfth century. Today there are many more ragas, seven of them by Ali Akbar Khan.

    Ali Akbar Khan, born in 1922 in what is today Bangladesh, can trace his family heritage back to Tansen, a famous music maestro at the court of the Mogul dynasty of the sixteenth century. For five centuries, almost all members of his family have been musicians! Already at an early age he received the honorary title of “Ustad”, the Persian word for “master musician”; other titles followed: “Palhi Sarupa” and “Sona Sarupa” (“Prince” and “King of the Arts”). The highest honor was bestowed on him by his father Allauddin Khan: “You are Sangeet Samrat — Emperor of Music — give the message of the music as far as sun and moon will shine.” In 1955 Ali Akbar Khan was invited by Yehudi Menuhin to come to the Western World for the first time. Khan began to perform in concerts all over the world. Ali Akbar Khan’s familiarity with jazz music dates back to 1945, when Duke Ellington came to Calcutta; since then he has called Duke “my friend”.

      Ali Akbar Khan’s instrument is the sarod, which has a three thousand year old tradition in In dia. It was developed to its contemporary form in the time of the great Mogul rulers in Ghandar, Afganistan. The instrument’s body is made from teak, the belly is covered with skin. The sarod usually has 25 metal strings, ten of which are played with a plectrum made from coconut shell. Four strings carry the melody, two serve to accentuate the percussive rhythms, and four others are tuned to the dominant note of the chosen raga. The remaining fifteen are sympathetic strings. The characteristic power of the sarod lies in its mighty tone and in the possibility of playing gripping, expressive glissandi, the soont and gamakas as they are called.

     John Handy, born in 1933 in Dallas, Texas, became known in the jazz world through his work with Charles Mingus. Handy has incorporated the tradition of the great jazz saxophonists — particularly of Charlie Parker, Eric Dolphy, and Coltrane — into his own style. Already in the mid-sixties, with his “Spanish Lady” group with the violinist Mike White, he was one of the forerunners of the new jazz concept of the seventies which had it general breakthrough only after Miles Davis’ album “Bitches Brew” in 1970/71. Handy has had an open ear for the most diverse musical cultures: Chinese, Greek, Mexican, and Spanish music. He practices meditation, and he studied Indian music at the Ali Akbar College in Marin County.

     Zakir Hussain is the son and student of the famous Indian tabla player Alla Rahka. But Zakir, who has also accompanied Ravi Shankar, has been living in the US since he was six years old, and he has been open to jazz music from the beginning: “I heard Charlie Parker when I was twelve. My father, Alla Rahka, made records with Buddy Rich and Elvin Jones, and he also worked with Yusef Lateef. I have made recordings with John McLaughlin (см.).”  That explains why Zakir, although remaining within the Indian tabla tradition, is able to play especially well with jazz musicians. Again and again, you get the feeling that his tabla work is the actual link between Handy’s alto sax improvisations and the sarod playing of Ali Akbar Khan.

	Najma AKHTAR
	Qareeb
	1989
	48:52
	label: Shanachie Records

N.A. [all lead and harmony vocals (female)]; Naushad Sheikh [tabla, cholak, madhal]; Navazish Ali Khan [violin]; Ray Carless [s&t s]; Kiran Pal Singh [santoor]; Lazar Der Gregorian [fretless b]; Ian Terry [k].

  A Ghazal is a short lyric poem in Urdu. In India it is the supreme mode of poetic expression for romantic love – its agony and ecstasy. During the Mughul rule (16th century) Indian poets like Nuri, Zafar, Kuli Kutb Shah, influenced by Persian masters like Sadi wrote ghazals in Urdu. Poets recite ghazals at Mushairas (poetry readings), but the ghazal comes alive when set to music. It is the singer with an individual style, sensuousness and feeling, who unravels the subtleties of the poem, embodies it with sweetness and light and who in improvisation enraptures the Mehfil (gathering).

	Najma AKHTAR
	Atish
	1990
	36:04
	label: Shanachie Records

	Jo  KAIAT
	Departures

[2 CD]
	1999
	66:43 67:11
	label: Erato Disques (Paris, France)

И элегантный и экзотический в высшей мере этно-джаз. Сочетание огромного чувства вкуса и необузданной фантазии при обращении к самым глубинным корням, делают этот проект жемчужиной современного джаза. Причём, именно современного – вы почувствуете, прослушивая эту запись, свежее дыхание музыки нового тысячелетия, новый уровень синтеза. Синтеза не ради него самого, но ради обретения неведомых степеней свободы. (Примечательно, что диск вышел на весьма серьёзном лэйбле, который занимается изданием академической музыки, как классической, так и авангардной.)

FLIGHT CD 1: “Destination Delhi” (India)

Passagers: Jo Kaїat, Johar Ali Kahn, Shabaz Hussain Kahn

Boarding with: piano, violin, tablas

FLIGHT CD 2: “Destination Bamako” (Africa)

Passagers: Jo Kaїat, Ousmane Keita, Cheick Fantamady Kone

Boarding with: piano, jembe, doum doum

1. Lalit

2. Shiva Ranjani

3. Coeur Battant

4. Des

5. Moudal

6. Hindol

7. Indian Nicart

1. Siraba

2. Tchaouara

3. Koredouga Coctail

4. Du Maroc au Mali

5. Bajalamale

6. Piano Mandingue

7. Denfa

8. African Nicart

Te be a jazz musician is to be open to the music of the whole  world. This is the dying century's bequest to the new millennium.  In the beginning, jazz was black and white, the bastard child of  gospel and classical music, the half-caste offspring of the blues  and country music. Then, it invented a world for itself, a universe  far removed from questions of style, a music of infinite  potential. As it grew it fed on other types of music, slaking its thirst through improvisation, taking whatewer was of interest,  making the most of evey opportunity. And in the four corners of  the continents, it drank its fill, ate all it wanled, sometimes  simply took a taste. All wilh the desire to have the same  thing twice. For sure, the combinations were a hybrid 'nouvelle  cuisine', but the aim was always to provide something which the  listener could get his teeth into, and yet respecting the traditions.  So it has been for 80 years. Jazz has remained curious, always  scouring the world for new flavours and original colours. It has never ceased to be both the gourmet and the gourmand,  delighting in the pleasures of refined marriages of savours, 'cooked' according to ancient recipes but always with the breath  ot the present blowing through it. Jazz is the product of many  musics but remains singular. It is so of necessity, that is its raison  d’etre. It is so for reasons of enjoyment, this is how it is played.  Jo Kaїat has understood this perfectly. By seeking he has found  himself. His music is a journey, from Paris to Bamako, from New York to Delhi, nor is it travelling down the middle of the road. His  piano has traipsed from continent to continent in search of an  identity, in perfect accord with his way of seeing, with his way of  living in the here and now, in a time which is for ever in the  present tense. He has cut his furrow every deeper. He has forged  himself a character and a slyle. His music speaks Creole, not only  his own, but also that of those who know how to listen to him -- of course.

Today in 1999, the words 'World Music' are on everyone's lips,  and that language is often one and the same. However,  contemporary fusion has not been free from confusion.  Sometimes it's simply a whirlwind romance which lasts the  length of the record, it’s a learning experience, but there's hardly any dialogue, nothing from the heart. Others go a great deal further, take their time, stand back to get a proper view. Jo Kaїat  has undestood this perfectly. So as give substance to his vision, to be in tune with his own life, to be in harmony with the notes  which he has chosen (or rather those which have chosen him),  he has adopted the formula of the trio, adapting it to the members of his group. One is Indian, the other is African, but they are both alike, as it were genii loci. Their jazz also digs deep amongst their roots. Tablas and a violin play in Indian modes,  the rhythmic sound of the doum-doum and the kamale take the listener to Mali. Basically, a drum and a stringed instrument, giving out music squared. The first hails Shiva, the symbol of inexorable movement, the wise god who can sometimes be  cruel when necessary. The second passes via Morocco with the long blues of the descendants of the Gnawa, those other men coloured midnight blue. In both the strong sense of a hesitant  jazz is never far away. The first re-presents the raga Lalit, an ancient raga which symbolises the separation of lovers, a raga  to be played at nighlfall. The second takes up the Koredouga, a  traditionat song calling people to a rejoice and to celebrate,  where eveything and completely the opposite can occur. Jo Kaїat is fond of paradoxes. The rhythms are those of a festival in  Delhi, the harmonies recall the trances of the Gnawa in Bamako -- as well as the complete opposite.

Nothing is simple. The pianist plays lines which veer off course and tighten, lines which stretch and shorten. Here was have two isosceles triangles, two original versions of a jazz which has the obligation to exist, two irregular visions of a pianist who mixes the past and the present, yesterday and tomorrow. In the  percussive hands of Jo Kaїat, the piano becomes a drum.  Filtered through the fertile imagination of Jo Kaїat, the piano  becomes pure melody. Left hand, right hand, both together, by turns minimalist and expressionist, sombre and colourful,  poweful and light. There is a great deal of virtuosity – and even  more imagination. There is no point in having a chaotic order of notes without there being a guiding voice, leading to a tangential path.

Listen -- you've never heard anything like this before.

Lislen -- you won't believe your ears.

	JOI
	One and One is One
	1999
	66:33
	trance / folk (Indian)

label: Realworld

All tracks produced by Farook and Haroon Joi; + Vik Sharma [g (#3, 11)]; Susheela Raman [v (#1, 3, 5, 9)]; Rupert Eugster [fl (#5, 8)]; Bongo Paul [perc (#9, 11)].

Debut album from the original Asian breakbeat fusionists.

"It's uplifting, soulful, funky, physical, relaxing and wholly spiritual" 

--- Dream UK

"...perhaps the most accessible Asian fusionists yet." 

--- Uncut

	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
	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.

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

label: Rocksteady (EGO) Music (England)

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

1. Kalavati

2. Durga Dub

3. Kalavati Alap

4. Kalashree

5. Vairabi

6. Sanskrit Hymn

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

label: Rocksteady (EGO) Music (England)

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

	Bill  LASWELL
	City Of Light
	
	44:50
	Indian folk-oriented ambient 

label: Sub Rosa
Bill Laswell, COIL, Tetsu Inoue, Trilok Gurtu, Lory Carson [v], Hakim Bey, Christopher James. Engineer: Robert Musso

(см.).

  «Nothing Kala Kashi Above The Earth»

LASWELL – см. тж. ниже: dj CHEB i SABBAH; см. тж. в ‘Alternative’ другие диски Laswell’а.

	Bill  LASWELL
	TABLA BEAT SCIENCE:

“Tala Matrix”
	2000
	73:42
	Indian trance-funk
Conceived and constructed by Bill Laswell.

Recorded & mixed at Orange Music Sound Studios (West Orange, N.J.), Studio Zerkall (Germany), and Calcutta Cyber Studio (London).

Engineering: Robert Musso (Orange Music) and Matt Howe (Studio Zerkall). Mastered by Michael Fossenkemper at Turtle Tone Studios, NYC.

Zakir Hussain (см.): tabla

Ustad Sultan Khan (см.): sarangi and vocal (tracs 2 & 6) 

Talvin Singh: tabla, virus manipulation and vox (tracks 468) 

Trilok Gurtu (см.): tabla, drums (track 7)

Karsh Kale: drums (tracks 5 & 8), tabla, keyboards & electronics (track 5) 

Bill Laswell: bass (tracks 1-3, 6 and 9) and sound construction 

Brad Somatik: logic programming (track 4)

Special thanks to: Chris Blackwell, [...]

	Bill  LASWELL
	TABLA BEAT SCIENCE:

“Live in San Francisco at Stern Grove"

(2CD)
	2002
	52:03 49:14
	label: Axiom

Rec. on Aug. 12, 2001
ZAKIR HUSSAIN - TABLA

USTAD SULTAN KHAN - VOCALS, SARANGI

EJIGAYEHU "GIGI" SHIBABAW - VOCALS

BILL LASWELL - BASS

KARSH KALE - DRUMS, TABLA

DJ DISK - TURNTABE

MIDIVAL PUNDITZ – LAPTOP / ELECTRONICS

FABIAN ALSULTANY - SYNTHESIZERS

DISC ONE

1. TAARUF

2. SACRED CHANNEL

3. NAFEKEN

4. AP KE BARAS

5. MAGNETIC DUB

DISC TWO

1. SATELLITE

2. TALA MATRIX

3. TRAJIC

4. MENGEDEGNA

5. DEVOTIONAL DUB

	dj CHEB i SABBAH
	Shri Durga
	
	62:33
	Raag mixes

Production, composition and adaptation & mixation by dj Cheb i Sabbah. Samples used with utmost respect and kind permission from: The sacred fire of Homa, mantras, prayers and invocations. ProTooled and engineered by Baba Larry Ji at Nasik Studios, Berkeley, CA. Bill Laswell recorded and engineered by Robert Musso (NJ). Mastered by Brian ‘Big Bass’  K. Gardner (Hollywood, CA).

Vocals: Ustad Salamat Ali Khan, Mala Ganguly, Ustad Sultan Khan, Ustad Sharafat Ali Khan, Shafqat Ali Khan, Sukhawat Ali Khan, Scheherazade Stone, Elijah Opium.

Ustad Sultan Khan [sarangi]; K. Sridhar [sarod]; Ustad Nabib Khan [sitar]; Aziz Herawi [dutar]; Ustad Tari Khan [tabla]; Bill Laswell [b]; Kevin ‘Broun Fellini’ Carnes [d]; Michael Irvine [tanbura]; Yassir Chadly [bendir]; Baba Larry Ji [dholak, tabla].

1. The Jagad Yoni Mix: Womb Of The World Based on Raag Durga

2. The Zindegi Meera Mix: Love Dreams Based on Raag Mishra Darbari

3. The Baba Bulley Shah & Baba Farid Mix: Gazelle Memories Based on Raag Mishra Vardhini

4. The Mount Kailash Mix: Waiting For Parvati Based on Raag Jog

5. The Prakriti - Purusha Mix: River Of Mercury Based on Raag Bhairavi

6. The Sahajiya Rasa Lila Mix: Divine Pastime Based on Raag Kirvani

7. The Nada Brahman Mix: Yoga Of Sound Based on Raag Durga

	DISSIDENTEN
	The Jungle Book
	1993
	51:37
	Indian sound-pictures / dance-funk

label: Exil Music (Germany)

The Jungle Book is dedicated to river Narmada

[d, v, sitar, nay, el g, k]

	GENETIC  DRUGS
	Karma Pharma
	1998
	61:36
	Индийский ethno-trance.

label: Blue Flame

Genetic Drugs [samples, atmos, k, tabla]; Jayrope [ebenenwechsler, bass, xylophon].

Sources recorded in India and Nepal.

	Jnan Prakash GHOSH & Vishnu Govind JOG
	Jugalbandi -            Harmonium And       Violin   [ragas]
	1985
	
	 LP

J.P. G. [harmonium];  V.G. J. [v]; Sanjoy MUKHERJEE [tabla]

	Ustad Amir KHAN [v]
	Ragas
	1984
	
	 LP

	Brij Bhushan KABRA [guit] with  Zakir HUSSAIN (см.) [tabla]
	Ragas
	1984
	
	 LP

	Ustad Bismillah KHAN
	U. B. Khan and party

[ragas]
	1984
	
	 LP

U.B.K. [shehnai], and party.

	Ustad Bismillah KHAN
	Shehnai Nawaz      [ragas]
	
	
	 LP

	Manzoor Khan LANGA, Dhodhe KHAN & Pathan KHAN
	The Sound Of Desert  (traditional folk tunes of Rajastan)
	1985
	
	 LP

Instruments:

POONGI: wind instrument. There are two types of reed instruments which are basically Indian. The snake charmer’s pipe — Poongi, Mahudi or Been is an example of a single reed instrument. Poongi is a calabash air receiver into which the player blows, the air passes through two pipes made of bamboo inserted into the pumpkins. The pipes bear 3 or 4 holes but only one of the pipes is a chanter on which the melodies played and the other being the drone.

ALGOZA: is also a wind instrument. It is a pair of flute. There are two types known as — Horizontal and the Vertical. It is typically Indian. The Vertical one is usually a breaked one. Sometimes played singly sometimes held in a pair — generally known as Algoza. One of the pipes is a chanter and the other a drone.

KHAMAICHA: is a bowed instrument. All over India almost every tribe has its own variety of this type of instrument. This is a Sarangi type instrument which is called Khamaicha in Rajastan. It is short in structure with a pinched or waisted sound box. It is made of one piece of wood. The resonator is covered with thin leather and the upper part with smooth wood. There is slender bridge on the membrane and 3 to 4 guts are strung over this passing into the pegs. These are the melody strings. There is of course, the Tarab. The technique of playing this instrument is peculiar. The bow is held palm outward and the strings are stopped with nails.


INDOCHINA

	INSTRUMENTAL MUSIC OF VIETNAM
	
	1991
	49:46


	label: King Records (Japan) World Music Library 1992

This album is consisting various kind of folk instruments in Vietnam. There are precious play of Klong put on which players need not to touch the instruments. Players are consisting of professor of Hanoi Music University and others.

	STRING INSTRUMENTS OF VIETNAM
	
	1991
	49:41


	label: King Records (Japan) World Music Library 1991

This disc is a collection of recorded performances of Vietnam’s most common stringed instruments. Performed in Hanoi by members of the faculty of Hanoi University of Music.

	VIET-NAM
	Poems and Songs
	1994
	76:55
	label: Ocora (Paris)

Performers: Tran Van Khe [chants et dan kim ou dan tranh]; Tran Thi Thuy Ngok [dan tranh et song lang].

This recording of sung poems and traditional songs illustrates the vocal side of Vietnamese traditional music. 
Sung poems
Ancient or modern poems are read, recited, chanted or sung. The term recitation is used for profane texts, and chant for sacred or religious texts.
When recitation surpasses mere "solemnizing of words", when it is done according to a particular "dieu" of traditional art music, it becomes a "chant".
The melody of a sung poem is not set like in traditional song, but modulates according to the "linguistic tones" of its lines, the Vietnamese language being, like Chinese, Thai and certain African tongues, a "tone language". This means that a syllable varies in meaning, depending on the realative pitch given to it when pronounced. There are six "linguistic tones" divided into three types: plain, melodic ang glottal. Each type has two pitches: high and low.

Were we give a high plain tone the pitch of G, the other linguistic tones would have approximately the following pitches: low plain, low melodic; low glottal, high plain, high melodic, high glottal.
In sung poems, words are composed before the melody, which, in this case, fits itself to the melodic line, determined by linguistic tones, of the poem itself. 

An artist reciting a poem does not follow a set melodic line but rather has to:
1) create melody based on the melodic line of the "linguistic tones",
2) highlight pauses and ends of phrase,
3) adhere to the specific ornaments and melodic formulas of the style and "modes" used,
4) clearly articulate and distinctly pronounce the lines's syllables,
5) convey the emotions captured by the poet with appropriate intonation. He is free to choose styles of recitation, to highlight a particular word of a line giving the latter more or less length.
Rhythm is free and the vocal style melismatic.
Traditional songs
In traditional songs, on the other hand, melodic line is relatively invariable. But the aesthetic principle of "chan, phuong, hoa, la" (literally: true, straight, flower, leaf) not only allows but encourages the performer of instrumental and vocal music to add "flowers and leaves", ornemental notes or passage-notes, to the basic melody. This is why the melodic line of the singing and the accompaniment are not identical, meeting on strong beats and at ends of phrases. In the case of traditional songs, the basic melodic line is sketched by the composer  (known or anonymous) from a place of music which inspired the composition of the words.
The basic melody and the "dieu" must be respected.
On other occasions we have already given detailed information on the dieu. Let us simply recall that in Vietnamese tradition there are two principal dieu: Bac and Nam.
The dieu Bac has three hoi (sub-modes or modal nuances), hoi Bac expressing joy, hoi Quang, fantasy, and hoi Nhac, solemnity.
The dieu Nam has, in the Southern tradition, several hoi: hoi Xuan expressing serenity, hoi Ai, melancholy, and hoi Dao, solemnity, somewhat like the hoi Nhac of the dieu Bac.
Other hoi can be classified in the dieu Nam, like hoi Oan, and hoi Ai Oan  expressing sadness.
Other dieu or hoi are used regionally, especially in sung poems; also used in the North, the hoi sa mac with its neutral third - between the minor and major third-, the hoi bong mac, the xong, the xam hue tinh, the tao dan, a new style of poetry recitation, and for traditional songs, the hoi dung in the music of Hue and the hoi Vong co in music of the South, etc.
Musical accompaniment
Recited or sung poems can be accompanied by a musician on the dan tranh (sixteen-string zither), dan day (a long-necked lute used by singers), dan nguyet (moon-shaped lute), dan nhi (two-stringed fiddle), dan bau (monochord), ong sao (flute), ong tieu (recorder) or by a group of musicians playing the dan tranh, dan nguyet, dan nhi and ong sao.

The musical accompaniment comprises an improvised prelude varying in length, in the "main mode of the recitation", along with:
- musical phrases which function as a bridge between two lines,
- occasional interludes,
- an optional epilogue in free or measured rhythm.
Throughout the sung poem, the accompanist must follow the melodic development of the singer, answering during rests, but never doubling the melodic line of the song, keeping a free rhythm all the while.
In traditional songs, the musician has to play the relatively invariable melody of the piece in a rhythm determined by the composer.
Accompanying instrument
The dan tranh: Vietnamese zither with sixteen or seventeen strings.
This is a zither mounted on a table with moveable bridges, belonging to the same family as the Chinese gu zheng, the Korean kayageum, the Japanese koto and the Monghol jatag. The strings are plucked by the thumb and the index of the right hand fitted with metal or shell picks. The left hand fingers touch the metal strings, between the bridges and the stops, to decorate the principal notes.

The dan kim or the dan nguyet, a moon-shaped lute so-called because its sound-board is round like a full moon. Its two silk (or nylon) strings, tuned to the fourth or the fifth, are plucked with the help of a bamboo (or plastic) plectrum. The arm has eight bamboo keys.
The song lang is a cylindrical wood-block, used to accentuate strong beats. It is essential to epilogues or accompaniment in sung poems, and for marking important beats in traditional songs.

	THE ART OF KIM SINH
	
	1992
	61:22
	VIETNAM

label: King Records (Japan) World Music Library

Recorded by King Record Co. in Hanoi, 1991.

• The Art of Kin Sinh, Master of Cai Luong

It is had to describe the musician named Kim Sinh. The Staff of Vina Concerts who set up these recording sessions for us, did not bother to schedule him at first, since he did not fit the category of traditional music. By chance, however, we heard a cas​sette made by a Swedish recording team that had visited a month earlier. That is when our ears were struck by the sound of his guitar. We could not imagine that these sounds were from Vietnam.

We then pleaded with Vina Concerts to introduce us. To our good fortune, Kim Sinh took time out of his extremely busy schedule to meet us at the recordig studio the following afternoon.

Born April 2, 1930 in Hanoi, Kim Sinh on this recorded at age 61. Three months after birth, he lost his eyesight, and at three years of age his father ran away to Saigon. Life was harsh, of course, and he was un​able to attend school. Kim first encountered a musical instrument when he was eight years old. It was the dan nguyet, a Viet​namese two-stringed lute. Without study​ing with anyone, relying only on his own musical instinct he became a superb musician.

Though the circumstances are different, his story resembles that of the American blues men, or the Japanese blind koto play​ers who originatd the tradition of sokyoku, or music for the koto. His sense of hear​ing probably became so highly developed to compensate for his lack of sight.

It is amazing to hear of how at age 12 he modified a guitar to make a Hwaiian, or bottle-neck guitar. During the French colonial era he pepformed in dance halls. This not only affected him musically, but it enabled him to master the French lan​guage as well.

It has not been easy living in Vietnam during the wars with France, Japan, France once again, then America, and finally with China. However, surviving these perilous times, kim Sinh has become such an impor​tant figure in Vietnam that in 1983 and 84 a documentary about his life was made by the national broadcasting bureau.

There is little knowing how many songs he has written up until the present. In the year 1979 alone, he composed music, lyr​ics, and wrote arrangements for 155 songs!

What is interesting is that he has never heard the music of black Americans. At least it seems that he has never conscious​ly listened to jazz or blues. Kim Sinh's mus​ic is based on his own natural ability, the nature of his instrument, and the highly music called Cai luong. All of this along with the age in which he has lived blended together to give birth to the music of Kim Sinh.

He sums up his attitude toward music in this way: "I like popular music, but I feel a responsibility to maintain the Vietnamese traditional music and pass it along to youn​ger generations. That is why I continue to sing Cai Luong."

1) Mot Thoi Da Yeu (time of love )

An original from 1981. It is made up of the three types of Cai Luong: a traditional style, a style influenced by Western music, and the traditional music called Vang Co. This sort of combination of classical and modern music is called "dan co giao duyen," meaning "a cross between the old and new." Listening to the guitar introduc​tion, it is hard to imagine this as Vietnamese music. It is understandable that he chose this song as the first in the session.

Although composed in 1981, at the time he was not ready to make it public, but this recording is the first ever of this song.

It is a song recollects the story of a young female singer, whom Kim Sinh loved, and who developed into an outstanding vocalist under his instruciton, then only to go away. As for the way Kim Sinh feels about this song, all is told by the words "I still don't want to tell this story."

Kim Sinh plays what he calls a Spanish guitar, which is actually an ordinary gui tar with steel strings. The only peculiar trait, as can be detected from the photograph, is that the spaces between the frets have been carved out. The strings are fine, and tuned rather loosely.

2) Li Giao Duyen

Kim Sinh's own arrangement of a tradi​tional song from southern Vietnam. If he were introduced to the world he would probably be acclaimed as a guitarist. Not that there is anything wrong with his voice, but his unique phrasing is like that of jazz or blues, sounding much like ordinary guitar technique.

3) A medley of South Vietnamese folk songs.

(1) Khong Minh Toa Lau

(2) Ly Ngua O (Melody of the black horse)

(3) Kim Tien Bao (Money)

(4) Nam Ai (Southern sorrow) 

Each of these is extremely popular in Vietnam. They are recorded in this same series on the discs Ever-changing Timbres: Vietnamese Folk Instrumetns (KICC-5160) and Vietnamese Stringed Instruments (KICC-5121). Because these are songs that everyone knows, his technique, diversity and originality as a guitarist are clearly heard hear. His confidence as a top artist can be detected in this performance.

4) Ly My Hung (the sound of a distant drum) and a song of the Vong Co tradition. 

Following the superb performance on guitar is a dan nguyet solo. The first song is a 1980 arrangement based on a folk song of southern Vietnam. The Vang Co song is a recently arranged Kim Sinh original. Unlike the dan nguyet of cheo, somewhat resembling that of the Japanese epic narrative shamisen music, or a classical com​position bringing to mind the texture of a fine fabric, Kim Sinh's playing is his own unique style.

5) Truong Tuong Tu (a long period of loneliness) 

The song which he sings and plays on the lute here is about the Vietnamese War. It is about the loneliness of a woman who lives with her child while her husband goes to the battle front. One might say it is a kind of protest song against war. The melo​dy is from an old folk song, and the lyrics were composed in 1968 by Kim Sinh with Van Cu.

6) Khuc Tah Tinh Ha Tinh (sentiments of the people of the ministry of Ha Tinh) 

A song by Nguyen En Van Ty to which Kim Sinh added his own lyrics and arranged in a Vietnamese style in 1977. There are probably very few people who could iden​tify this as Vietnamese music by listening to the steel guitar introduction.

What he calls "Hawaiian guitar" is a quite old steel guitar of unknown make. The amplifier and speaker are also very old and rebuilt, producing an oddly warped, unique flavor.

7) Kieu

A song about the turbulent life of the beautiful Kieu, danghter of a wealthy man. The story is by a famous 18th century poet, Nguyen Du, and it has been set to music by Kim Sinh. The story is of Chinese in​fluence, but extremely popular among the Vietnamese. Kim Sinh probably changes in​strument according to the theme of the song. The sound of the lute here is very pleasant.

His partner in this duet is his pupil, Kieu Oanh. She was fourunate to grow up in a musical environment, all of her four brothers and sisters being active in folk music as well. She began studying with Kim Sinh while still a student at the Hanoi University of Music. She says of her teacher, "He is an extraordinarily strict teacher who never compromises when it comes to his art." Presently she is a mem​ber of a folk song and dance troupe affiliat​ed with the military. Her husband is and engineer with the military. 

8) Tha Nuoc Dem Trang (drawing water under the moon) 

This song, which begins with a strange​ly familiar guitar line, was composed in 1958 by someone named Machy. The music and lyrics were re-arranged in 1983 by Kim Sinh. This is a song which would not sound strange at all if sung with Japanese lyrics, having a familiar-sounding quality. It has an air of old Thai popular songs, but the guitar arrangement is uniquely Kim Sinh.

Notes by Hoshikawa Kyoji
Cai Luong: Improved Theater

Cai Luong theater is a kind of theater which was revised and improved during the years 1916-17 by u group of Southern Viet​namese music lovers. While carrying on ele​ments of the traditional theater of hat boi and hat cheo, it brought in topics from other fields. By introducing such things as french music it gradually took shape as a form of modern theater. During the 1930s it was performed in Hanoi, and its music could be heard everywhere. Beginning with the Second World War, many actors went underground, continuing after the war as part of the resistance movement. After the end of the Indochinese War in 1954, theat​ers in the North began to experiment with various new forms, while in the South mu​sicians carried on the style of Cai Luong apart from the theater. Then, with the re​unification of the motherland on April 30, 1975 the Cai Luong ecclectic, drawing from all styles. Music for the people in the lan​guage of the people, reflecting a new age of freedom. Cai Luong became an artistic medium for expressing the true innermost feelings of the Cai Luong people. From a Vina Concerts pamphlet describing Cai Luong.

The Original Japanese Text written by Hoshikawa Kyoji translated by Larry Richards into English.

	THE MUSIC OF CAMBODIA,  Vol.3
	Solo Instrumental Music
	1994
	73:56


	label: Celestial Harmonies Rec. (Tucson, Arizona)

This disc is the final volume in a CD set of recordings featuring some of Cambodia’s most proficient artists performing on solo intruments. Producer David Parsons said it was often difficult to find masters of these instruments who had survived the Khmer Rouge regime. The search was worth it, however, as many rare and elegant instruments were able to be recorded for the first time. One of the most unusual is called a ‘kse diev’, an ancient single-stringed instrument made from a hollowed-out gourd that uses the player’s own chest as a sort of resonator. Though to be one of the oldest of all Khmer instruments, it produces a surprisingly delicate, almost percussive nuance, and is notoriously difficult to play. Other wind and string instruments featured on this release include the ‘chapey dang veng’ (a long-necked lute), the ‘sralai tauch’ and ‘thom’ (oboe-like instruments), and the ‘kloy’ (a type of bamboo flute).

    Senator the Hon Gareth Evans, Australian Foreign Minister, said it best when he stated that The Music of Cambodia series “should remind us all that the Cambodian culture is both ancient and resilient — and that is flame, recently burning so low, is once again beginning to shine brightly”.

	BURMA
	Music Of Myanmar
	1988
	69:05
	label: King Rec. (Japan) World Music Library; rec. 1981, 82, 87.

Myanmar (Burma) is located at the extreme western edge of the southeast Asian cultural sphere. In the north Myanmar borders on China, in the west on India and Bangladesh. Thus the music, musical instruments, performing arts of Myanmar are basically related to those of countries such as Thailand. One also finds influence from the culture of Yunnan province in China and the Bengal area of India. All of these elements combine to give Burnese music its unique qualities. This music is typified on the one hand by a quiet chamber music using such instruments as the Burnese harp (saung gauk — arched harp originating in ancient India) and a bamboo xylophone known as ‘pattala’, and, on the other hand, by a lively outdoor ensemble music centering on the drum called ‘hsaing waing’. This disc presents an anthology of Myanmar’s diverse music, from the quiet chamber music to the lively outdoor ensemle.[...]

	BURMA
	Hsaing Waing Of Myanmar
	1992
	69:07
	label: King Rec. (Japan) World Music Library

  In this album hsaing waing ensemble is consisted by seven musicians  and featured reed instrument ‘hne’ and several drums and gongs to be placed in circle is contained along with the play of special boat shaped xylophone, pattla and a harp ‘saung’. Ensemble features a set of tuned drums called ‘pat waing’, often referred to as a drum circle. Some 20 drums in decreasing sizes are hung and arranged in order of pitch along the inner side of a decorated wooden frame: they are struck with the bare fingers of both hands. In the central area of the membrane of a drum is applied a paste (‘drum food’) which is made by mixing rice flour and ash with water. The fine tuning is accomplished by the amount of this paste in addition to the roughly determined pitch of the drum size. The player sitting in the middle of the drum circle is also approximately in the centre of the whole ensemble, in fact quite readily visible by other instrumentalists. [...] The representative string instrument in Myanmar is the ‘saung’. It is also referred to as the ‘saung kauk’ (‘bent string instrument’), because it has a bent neck. The strings are fixed, being tied directly around the wooden neck. Thus, is requires a great deal of concentration and time to tune the strings properly. The bare fingers of the right hand pluck the strings, while the left hand sometimes touches toward the end of a string, enabling a higher pitch to be produced. [...]

	Nouthong  PHIMVILAYPHONE
	Visions of the Orient: Music from LAOS
	1995
	59:12
	label: Amiata Records (Secret World Series)

N.Phimvilayphone [khene, khui (lute), flute]; Khampha Intisane [kachaphi (4-string lute, khene)]; Liside Thipsangvanh [ta-phong, khene]; Tem Mahavong [khui (lute)]; Nouphiene Mahavong, Sengphet Souryavongxai [voice].

The traditional music of Laos is something of a speciality in relation to the music of the surrounding countries; its melo​dies are generally constructed of two simultaneous inde​pendent voices, making it the only polyphonic music in Southeast Asia. Perhaps this is due to the fact that, being landlocked, new influences did not come easily to the hills of the central Indochinese peninsula, and thus the musical tra​ditions of the villages found there were preserved and refi​ned throughout the centuries. And perhaps also the Laotian royalty of former times unknowingly helped to preserve the integrity of the earthy rural music of the villagers by hiring mainly "exotic" foreign musicians (from places such as Siam or India) to perform in the royal courts.

In Laos, the king of instruments is undoubtedly the Khene (or Khen). It is a hand-held mouth organ (coming in various sizes), which has been, and even today is still used in practi​cally all musical events throughout Laos, although western replacements (such as the accordion) have recently been introduced. The Khene is used in many different musical contexts throughout Laos: it is played as a solo instrument, and in groups of two, three or more, it is used as an accom​panying instrument to songs, flutes or fiddles, it is an inte​gral part of the traditional Laotian orchestra and smaller instrumental ensembles, and it is also often used for shamanic or magical music. It is this latter use of the instrument which is reflected in the mythical origins of the Khene.
According to legend, a beautiful princess, who had fallen gravely ill, heard the distant sounds of on aeolian organ which had been constructed out of large bamboo pipes by the son of a peasant. The young man heard of the princess' illness and created a miniature version of his bamboo organ to be played for her. Needless to say, the sound of the instrument cured the princess, and she and the young pea​sant were married soon after.

The Khene is constructed from two parallel rows of reed pipes attached to a wooden mouthpiece. There are usually 7 to 9 pairs of pipes (although smaller sized instruments ore mode for children), of which the largest pair can be any​where from 90 cm. to 3.5 metres! Quite naturally, the lar​ger instruments are more difficult to play, as they need more breathing power, and thus most instruments ore mode no larger than 130 cm. The Khene is played by both exha​ling and inhaling into it. In this way, the player can play continuously without having to take a quick breath in-between the notes. The instrument's pipes each have a hole which, when covered by a finger, change the pitch of the pipe, allowing melodies to be played alongside the natural harmonic drone of the instrument.

The traditional music of Laos is largely freely improvised within a strict traditional framework, although the style and basic melodies of this musical framework may vary from region to region. Laotian music always exists only in an abstract form, and is never literally descriptive, even when seemingly descriptive titles are given. The title which may be given to a piece of music by the performer is used only to provide a germinal idea for a focused point of departure. Quite often the ideas, (and especially in vocal music the improvised texts of the songs) are extracted from a recent event in the performer's life, which he or she temporarily relates to the music.

The Lam is perhaps the greatest — and certainly the most highly developed — traditional musical form in Laos. It is structured as a singing "competition" or "joust" alternating between a man and a woman. The Lam involves the whole of a village, from the youngest to the oldest and is perfor​med communally on special occasions, such as births, deaths, marriages and courtship, on religious festivals prescribed by the Buddhist calendar, on evenings when the whole village gathers for the rice-beating, or simply just when the villagers have gathered outside together to perform a Lam. Each region has its own particular style of Lam, the rules and for​mulas of which have been handed down from generation to generation. Although it is an extremely refined art form, the Lam exists entirely within the oral tradition; the use of common every-day speech (and sometimes even obscene language!) is an integral part of the Lam. This has certainly helped maintain its popularity, even today with regional lams being broadcast nationally on the radio.

The Khene is the obligatory accompanying instrument in the Lam, although other instruments, such as flute, fiddle and drums, may be added.

Nouthong Phimvilayphone is a master of the Khene who has spent his life learning the various regional styles of Laotian music. Although he has dedicated himself mainly to accom​panying the Lam, he is also a talented soloist on both the Khene and the flute, having mastered a vast repertoire of traditional music from throughout Laos.

— Richard Dudas, 1994

	FREE FORM
	AUDIOTURISM. ORIGINAL MUSIC: Vietnam, China
	2001
	53:25
	Драйвовый фьюжн, созданный из Вьетнамских и Китайских экзотических музыкальных инструментов и мелодий. То, что с ними было проделано для создания этих драйвовых композиций, - большая работа. Результат настолько захватывающий, что даже трудно с чем-то сравнить. Обозвать это музыкальное путешествие ethno-noise или experimental – это ничего не сказать, потому что не будет учтён замечательный ненавязчивый и многообразный драйв, как на крыльях несущий вас через весь CD.

label: Quatermass  www.quatermass.net  fred@quatermass.com 

Collection, written and produced by Simon Pyke from 5th June 2000 to 26th May 2001.

www.freefarm.co.uk  us@freefarm.co.uk 

Instruments: Khen, Dan Bau, Phach Dizi, Suona, Tam Thap Luc, T'rung, Singing Bowl, Dung Chen, Guanzi, Co'ng, Po, Shell Horn.

Titles:

1. Phu Quoc

2. Lijiang

3. Saigon

4. Mekong Delta

5. Lugu Lake

6. Hanoi

7. Crosstalk

8. Terminal

As tourists the idea was to source snapshots of life. Sounds of the lashing monsoon, the serenity of Lugu Lake, the intense song of cicadas and the chatter of Saigon. (Armed with a minidisk, portable sampler and camera every experience, however small and quiet, was recorded.)

Collected sounds and instruments unique to the environment was the chrysalis for a spontaneous musical dialogue. A conversation between Western and newly acquired Asian influence.

This album is the result of two months exploring the backstreets of Vietnam and the Yunnan province, China as Audio Tourists.


MONGOLIA,   TUVA,  YAKUTIA

	TALYN  DUULAL
	Le Chant Des Steppes
	1995
	60:20
	Mongolia

label: Harmonia Mundi / Indigo

Taravjavyn Ganbold [diaphonic chant]; Batchulunii Sarantuya [long chant and short chant]; Dashjaviin Tsogbadrakh [Horse-Viol – morin-khuur]; Tserendondoviin Tserenkhorloo [Oblong Cithara – yatga]; Gombliin Nansalmaa [Trapezoid Cithara – yootchin].

   The group Talin-Dulal brings together top-level Mongolian professional artists who have already been awarded great national and international distinctions. Their repertory consists essentially of chants taken from all across the country, as well as personalized adaptations and compositions, in the traditional style, by contemporary composers. This music ushers forth a revival of the already extremely ancient musical tradition. Through this music the soul of the Mongolian people is reflected: nomadic pastors who live in perfect symbiosis with nature and domestic animals. The different gaits of the horses and camels offer a source of rhythmic musical inspiration, while the contemplation of the magnificient landscapes releases profound internal emotions, images of a simple and pastoral life. All throughout its evolution, Mongolian music has conceded a large place to the voice, as testify the countless number of songs, the diversity of vocal types and the particularity of the vocal techniques employed. The songs are often, but not necessarily, accompanied by one of several musical instruments.

THE MONGOLIAN VOICES
Diaphonic Chants  KHOOMI --  This vocal acrobatics consists in the emitting of a hum from which a harmonic line will rise to constitute the melody of the piece. Few Mongolians know how to do this, but one finds examples in their neighbors of Touva. Depending on the vocal or facial resonators selected, different aspects of diaphonic chants are brought out : that of «the throat», «the nose», «the chest»...The position of the tongue plays an important role in the selection of the harmonics. 

KHAILAKA Emission Close to the diaphonic chants, this vocal technique employs a husky tone, coming from the back of the throat, in a low-pitched register. It is exclusively reserved for epic songs and the song of praise to the Altai. Often, the singers combine the diaphonic chants starting from this emission that uses few degrees in a recitative mode.

URTYN DUU - Long Chant This kind of singing offers long ornamental and vocal developments with large intervals. A large range is absolutely necessary to perform the long chant, which can extend into more than three octaves, with frequent passages into the head voice. The songs’ texts serve in a way as a pretext for the long vocal ornamentations that develop from a few syllables of words.

BOGINO DUU - Short Chant In contrast to the long chant, the short chant is syllabic : this means that each syllable corresponds to a degree (or note); this does not exclude embellishments in places. The rhythm plays an important part and the text becomes primordial. The 

THE MUSICAL INSTRUMENTS

THE HORSE-VIOL MORIN-KHUUR . The principal instrument of the Mongols, the MORIN-KHUUR accompanies song and dance. According to the legend, this instrument is said to come from a magic horse who died a tragic death. That is the reason why, in his memory, the neck ends with a horse head. The resonating chamber, in trapezoid shape, once covered with skin, is today made with a wooden sounding board, pierced with two sound holes. The two strings are made of strands of horse hair. 

THE VIOL EKHIL. Widely used only in the montainous region of the Altai, in the West, the viol EKHIL (litt. «superior language») accompanies dance, but also the diaphonic chants. Of an older construction than the MORIN-KHUUR, the viol EKHIL resembles it in its trapezoid form and its resonating chamber. The strings, made of horse hair strands, are here inverted and tuned in fifths. 

THE HARP TOMOR-KHUUR. This iron harp is played in the western region of Mongolia. Played diaphonically, it participates in the songs of praise to the Altai and in a recent union with the diaphonic chants. Its repertory is composed principally of melodies from popular songs.

THE OBLONG CITHARA YATGA. This instrument is a member of the great family of Asian citharas which includes the Japanese KOTO, the Korean KAYAGEUM, the Chinese TCHENG. the Vietnamese DAN TRANH, etc... When the YATGA is played in solo, its repertory consists primarily of adaptations of melodies of popular songs. The Mongols, who abandoned the fabrication of this instrument for an extended period of time, play KAYAGEUM citharas imported from Korea.

THE TRAPEZOID CITHARA YOOTCHIN. A linguistic variation of the Chinese term YANG CHIN (litt. «overseas cithara»), the YOOTCHIN, in trapezoid form, is of foreign origin, probably from the Middle East. The metallic strings are tripled and cross over two rows of small bridges ; they are struck with light and flexible felt’covered hammers : TSOSHIUR.

	Urna CHAHAR-TUGCHI
	Hodood
	
	52:42
	Mongolia

Urna Chahar-Tugchi [v]; Robert Zolliysch [zither, throat singing, perc]; Wu Wei [sheng]; Sebastian Hilken [cello, hand drum].

1
Hodood
(Zollitsch & Chahar – Tugchi)
6:41

2
Sangjidorji
(Trad. arr. Zollitsch)
3:49

3
Uran tanganai
(Trad. arr. Zollitsch)
2:55

4
Taliin juud
(Zollitsch / Chahar Tugchi)
7:15

5
Chagaan Saaral mori (Trad. arr. Chahar - Tugchi & Zollitsch)
6:50

6
Chiwgaiin Shili
(Trad. arr. Chahar-Tugchi)
5:03

7
Bayan hanggai
(Trad.  arr. Zollitsch)
3:04
8
Naiman hin arslan 
(Trad. arr. Chahar-Tugchi, Zollitsch, Wu & Hilken
4:44

9
Arwan hoyor jil
(Trad. arr. Chahar-Tugchi, Zollitsch,Wu & Hilken
2:20

10
Oor yortonch
(Zollitsch /Chahar-Tugchi)
3:21

11
Silaihuar 
(Trad. arr. Chahar - Tugchi & Zollitsch)
6:02

	ENCHANTING MONGOLIA
	
	1993
	56:42
	Mongolia
label: Nebelhorn Music (Berlin)

Почти вся информация дана на китайском и монгольском.

Stefan Korbel, Christian Ulrich, Roozon Enkhbat и Natsagiin Jantsannorov записывали этническую музыку в Монголии на DAT-Recorder SONY TCD 3D в 1993 г.

	NAMGAR
	Hatar
	2003
	46:58
	traditional Buryat and Mongolian music
label: Sketis Music sketismusic.ru

contact web: namgar.ru

Namgar is the woman who sings.
Sings in a voice that is outstanding and miraculous. Sings the songs of Buryats and Mongolians for nearly 20 years in Russia and internationally, preserving the traditions of her own people and introducing to us the amazing world of ancient nomads of Eurasia. Namgar's repertoire includes the Buryat dance songs yokhor and neryeen, as well as songs of the ring, songs of the epic heroes, fairytale beauties and the limitless grasslands. Namgar's beautiful Tibetan name became the name of her group, an international team of profound musicians.

Namgar Lkhasaranova - vocals.
Evgeny Zolotaryov - chanza, vocals.
Jamyan Urantogs - yataga, vocals.
Altangerel Khishigtogtokh - morin khuur, back vocals.
Nikolai Ksenofontov - percussion.
Battuvshin - limba flute, throatsinging, jaw harps.
Yuri Balashov - koryaga, Tibetan singing bowl.

Yookhor I
Arwan Tavnii Sar
Buljamur
Yookhor II
Buriad Oron
Taviin Hasag
Hadadaa
Erbed Sookhor
Torgon Haaryn Alkhan'
Gaikhamaaraa

Yookhor III
Yundengoogoo
Tuulai

	SHU - DE
	Voices From The Distant Steppe
	1994
	49:45


	Tuva

label: Realworld Rec./ Caroline Rec. (New York); rec. at Real World Studios, Wiltshire, UK, 1992.

Oleg Kuular [throat-singing, igil, khomus (jew’s harp)]; Mergen Mongush [thr.-sing., limbi, v]; Leonid Oorzhak [thr.-sing., igil, doshpuluur, v]; Boris Salchak [v, performance of shaman ritual, percussion (including shaman drum)]; Nadezhda Shoigu [v].

   Shu-de! Is the word a rider shouts to their horse, like “gee-up!”. The extraordinary music of Shu-de has emerged from these traditions. In performance throat-singers of the group are in a state of trance and a shaman spirit drum is used in some of their songs. Shu-de use throat-singing for both lead and backing vocals and combine the technique with the khomus which is tuned to the voice of the singer. All songs are in the Tuvan language. On some tracks the vocals are accompanied by the doshpuluur (a two-stringed lute with a naviform sounbox) and the igil (a two-stringed fiddle with a trapezoidal sounbox). The soundboxes of both instruments are covered with goat or sheepskin. Also heard accompanying these songs are the limbi (a Tuvan flute) and the dambyra (a round rattle used by shamen).

  The Tuvan people are a little-known and distinct ethnic group said to be descendants of Gengis Khan. Tuva is surrounded by a ring of impregnable mountains that have kept it isolated for centuries. Landscape of Tuva has remained virtually virgin; it is like an unspoilt microcosm of many of the world’s natural environments. Desert, steppe, taiga and tundra are all enclosed by the staggering  mountains peaks. Tuvan people see themselves as an integral part of nature, as its offspring, speaking and understanding its language. Nature has always provided Tuvans with their livelihood. A good breeder of livestock needs to keep a close eye on his animals, their growth and reproduction; a good hunter needs to know the habits and habitat of the animals he tracks. Through intimate contact with their environment Tuvans have attuned themselves to nature’s way, her rules and secrets, and have accumulated a vast and profound knowledge of their environment, and of themselves. Their skills in observing animals enable them to forecast the weather and the wild crops. The low tones of the woodpecker are the first sign of spring, the whirring of locusts signals that the fruits of the taiga and grains of the fields are ripe; a particular cry of the crow means that frost is coming. Their culture is deeply in touch with the dramatic, sometimes harsh, landscape. These nomads would set up camp at dusk, at the sun was setting across the steppe and turning the rough grasses gold to blood red. As the silhouettes of the craggy mountains loomed closer with the approaching night, they would watch the sky and the stars through the open chimney-went of their yurt. This close union with nature is also reflected in shamanism, one of the ancient belief systems of Tuva. The Shamen, both men and women, call the spirits of nature with a drum and speak to all living things. The energies accumulated by the shamen through a state of trance, and fusion with the world of natural spirits, are then redirected into healing forces for the benefit of the community.

“Oh, my blessed and beloved star,

You are always giving light to my aal,

All good things and all bad things

are noticed by your sharp-sighted eyes.

You save us, residents of the Earth planet from every evil force. — (excerpt from an algysh [shaman poem] to the Chedy-Khaan [Great Bear] constellation)

   It is said that throat-singing is as old as nature itself, beginning when man made the first melodies imitating the murmur of streams or the echoes in the mountains. The natural rhythms of nomadic life are all infused in the texture of the songs: the ring of the horse’s bridle, the language of animals and birds, and the resonance of the empty steppe. While this vocal style has been identified as early as the eighth century, no conclusions have been reached as to its historic emergence. Five styles of throat-singing are widely recognised:  kargyraa which sounds like wheezing or croaking with its extremely low fundamental pitch; ezengileer (from the Tuvan word for stirrup) and borbannadyr (used metaphorically to mean ‘rolling’) which both feature a pulsating, asymmetrical rhythm; sygyt with a very high fundamental drone and clear, piercing harmonics, which sound like a whistle; and khoomei, sung in the same register as sygyt but with less laryngeal tension and more nasal resonance. The nose, throat, chest and abdomen are used as resonators to producing different octaves and textures. The result is an incredible and piercing, almost unreal, noise: a different sound dimension.

	TUVA
	Voices From The Center Of Asia
	1990
	41:52


	label: Smithsonian/Folkways (Washington DC); original digital field recordings in Tuva (special expedition).

The Tuvans are a South Siberian Turkic people numbering some 150,000 whose traditional territory lies north and west of the present-day border between the SU and Outer Mongolia. In releasing this recording, our aim is twofold: to share with a wider audience a fascinating and little-known musical world, and to support the efforts of those in Tuva who are working to preserve it. Traditional Tuvan music embodies the highest aspirations of a unique and remarkable culture. To an outsider, the most striking music in Tuva is that which the Tuvans call ‘khoomei’, from a Mongolian word that means ‘throat’. Western musicians and researchers have also referred to the same phenomenon as overtone singing, biphonic and diphonic singing, and harmonic singing. The principle in all cases is the same: a single vocalist produces two, and occasionally three, distinct notes simultaneously. By precise movements of the lips, tongue, jaw, velum, and larynx, singers can selectively intensify vocally produced harmonics. Harmonics from a sonic ladder — with rungs set closer and closer together — extending upward from any fundamental frequency. Various combinations of harmonics are present in virtually all the sounds we hear, producing a distinct timbre or tone quality. Normally however, the numerous harmonics that add “body” to a tone are less loud than the fundamental frequency that tells a listener what musical pitch is being played or sung. We hear harmonics only as coloring, not as distinct notes. In throat-singing, the opposite is true. Harmonics can be made louder than the drone note from which they arise. In Tuva, high harmonic pitches are sequenced into melodies and manipulated with extreme virtuosity in a number of canonized styles. Tuvans are not the only people from the center of Asia who practice throat-singing. Across the border in western outer Mongolia, khoomei is also alive and evolving. To a lesser extent, it survives among the Bashkirs, a Turkic people of the Volga region, who call their throat-singing ‘uszliau’. Yet, nowhere does the tradition flower with such diversity and ingenuity as in Tuva. In the traditional sound world of present-day Tuva, throat-singing is still intimately connected to nature. Throat-singing seems to have served traditionally as a means of responding to states of heightened feeling brought on by exaltation at the beauty of nature. Walking alone on the grasslands, herders sang not for one another, but for themselves, for the mountains, and for steppe. At the same time, they identified themselves through song with the ethos of their people. And while naturalistic, they reveal a sensitivity to poetic and musical form. At present, the Tuvan herders seem to be precipitously poised between old cultural values and new. In many arenas of material and spiritual culture, the once strong voice of tradition is now only a faint echo. For examle, shamans, the traditional healers, are all but non-existent, and shamanism has been officially consigned to the non-threatening status of an historical artifact. The shamanic ceremony excerpted on this recording (track #25). “Hymn to the Mountains” (track #33) is another vestige of a musical practice from a previous time. This fragile and poignant chant sprang from the reminiscenses of an old man who studied in a Buddhist monastery as a youth. He has remained a repositary of texts and songs that illustrate the syncretic nature of Tuvan religious beliefs, which combine elements of Buddhism, animism, and shamanism.

	CHIRGILCHIN
	The Wolf & The Kid
	1996
	65:40
	Tuva
label: Shanachie Records

Chirgilchin (a mirage or miracle) is an exciting new group from Tuva that features a wide range of that country’s exotic traditional music including the amazing Tuvan technique of throat singing. Traditional Tuvan instruments like the igil and chantzy reinforce the very solidity traditional sound of Chirgilchin. The group is composed of: Ondar Mongun-ool [male throat singer], Aidysmaa Kandan [female soloist], Tamdyn Aldar [male instrumentalist].

	HUUN - HUUR - TU
	60 Horses In My Herd  (Old Songs And Tunes Of Tuva)
	1993
	47:38


	Tuva
label: Shanachie Records

Kagal-ool Khovalyg [voice, igil, toshpuluur, chanzy]; Sayan Bapa [igil, v, Tuvan percussion]; Alexander Bapa [Tuvan percussion, bells, conch shell]; Albert Kuvezin (см. тж. в проекте Audio Art в секции Jazz) [g, v].

  Following a traditional form, Khovalyg combines the throat-singing style called ‘sygyt’ (Tuvan: whistle) with instrumental accompaniment on the ‘igil’, a 2-stringed fiddle with a carved wooden horse’s head attached to the top of the neck (thus known as a “horsehead fiddle”). The igil is held upright, like a ‘chello, with its base anchored in the player’s boot. The ‘doshpuluur’ is a banjo-like plucked instrument. Many singers are known by their individual styles, which embrace not only a particular method of throat-singing, but a special melody or melodic method. Khovalyg performs one of the many individual styles of throat-singing, the style of his great-grandfather Kombu, the ‘Khoomei’ Singer. In this rendering of this khoomei, Khovalyg produces three separate tones at once: a drone, a melodic line consisting of high harmonics, and (harder to hear) an intermittent mid-range harmonic an octave and a fifth above the fundamental.

“Song of the Caravan Drivers” (#12) performed in honor of Frank Zappa, who loves this song.

  Most Tuvan music has traditionally been performed by a solo singer or instrumentalist, and musician have tended to specialize in a particular genre or musical style. These genres and styles in turn have deep roots in particular kinds of social occasions. “We’re trying to preserve our musical heritage, but at the same time, we’re trying to look forward. If a musical tradition stops evolving, it is destined to die.” — says A. Bapa.

	HUUN - HUUR - TU
	The Orphan’s Lament
	1994
	63:00
	label: Shanachie Records

Kaigal-ool Khovalyg [v, igil, khomus (jew’s harp)]; Anatoli Kuular [v, bizaanchi, khomuz]; Sayan Bapa [v, doshpulur, marinhuur, g]; Alexander Bapa [tungur (drum), dazhaanning khavy (rattle made from a bull scrotum and sheep kneebones), amarga (horn of a maral — a type of deer), bells]; Mergen Mongush [v, sygyt (#13)].

“The Tuvans will ride into your brain and leave hoofprints up and down your spine.” — San Francisco Bay Guardian.

“A rustic joyousness and unadulterated expressiveness come out of these musicians.” — Jazz Times.

“It is unfamiliar yet very accessible, an otherworldly but deeply spiritual music that is rooted in the sounds of nature.” — Chicago Tribune.

	HUUN - HUUR - TU & The  BULGARIAN  VOICES  «ANGELITE» with MOSCOW ART TRIO
	Fly, Fly My Sadness
	1996
	44:08
	label: Shanachie (USA) / JARO

Angelite, The Bulgarian female vocal ensemble whose members were participants in the highly acclaimed Mystere de Voix Bulgare (Mysterious Voices of Bulgaria), join forces here with Huun-Huur-Tu (см в: Asia section), the amazing throat singers from Tuva. This provocative marriage produces a most haunting synthesis, a totally unique listening experience.

Heartbeats are united in this project. On the basis of traditional music from Tuva, Bulgaria and Russia a unique work of entrancingly harmonious unity has been created. For the first time these diverse cultures, music and singing styles have met.

«It is the strangeness which lures one into this music and its unique beauty; it is the strangeness of the voices, the sounds, the musical message. Not a word does one understand, but one hears, one stops short – and, in one’s astonishment, is so fascinated that one cannot help but listen to this record to the end.» 

– ‘Die Zeit’

	HUUN - HUUR - TU
	If I’d Been Born an Eagle
	1998
	51:53
	label: Shanachie Records / JARO

Sayan Bapa [v, toschpulur, marinhuur]; Anatoli Kuular [v, byzaanchi, khomuz, amyrga, ediski (birchbark reed that imitates a young deer), xomus (jew’s harp)]; Alexei Sariglar [v, dunggur (bass drum), konguluur (jingles), duyug (boiled and dried horse’s hooves clacked together), xapchyk (rattle made from sheep kneebones in bull’s testicle), dazhaaning khavy, imitation of kuckoo bird with hands]; Kaigal-Ool Xovalyg [v, igil, toschpulur, xoomei, tschansy, kargyraa]; + guests: Kertik-Ool Danzyn [bayan]; Sergey Starostin [kaliuka (end-blown wooden flute without finger holes)]; German Popov [shoor (five-hole, end blown wooden flute)]; Galina Surin [v].

[...] Though far from Tuva, the musicians felt at home amid the windswept pasture lands that nourish herds of sheep, cattle, and proud black Friesian horses. For Tuvan music, so deeply embedded in a sense of place, the landscape was ideal, and surely contributed its own power to what transpired inside the studio.

«What has changed in your music since you made your second recording, ‘The Orphan’s Lament’?»   HHT: «The music’s better. We’re two years older, and we’ve been uncovering a lot of interesting material. Last autumn, we went on an expedition and recorded old singers in different places around Tuva. From these people we learned nuances – particularly of melodic ornamentation – that aren’t conveyed through the musical transcriptions that served as our original sources.»

Huun-Huur-Tu's third album shows the group broadening the scope of its music. As the ensemble members themselves point out, there's a great deal more to Tuvan music than throat singing, although it might well be the form that grabs a listener's attention. This is their attempt to show both the historical and contemporary colors of Tuva, with old melodies but also many from the last 30 years that have become a part of the national consciousness. And they also explore the inevitable connections between Russian and Tuvan music. But throughout it all, the rhythm is that of the horse, which is that of Tuva. That's not to say they've made a turn away from their trademark throat singing. It's still here, and still gloriously otherworldly, but at the same time incredibly accessible and completely human, with plenty of passion and all the soul of the best of Memphis.

	HUUN - HUUR - TU
	Mountain Tale
	1998
	49:11
	label: JARO (Bremen)

Moscow Art Trio: Mikhall Alperin (grand-piano, melodica, voice, cowbells); Arkady Shilkloper (french horn, flugelhorn, voice); Sergey Starostin (vocals, clarinet, folk reeds).

Huun-Huur-Tu: Kaigal-ool Khovalyg (vocals, igil, toschpulur, tschansy); Anatoly Kuular (vocals, byzaanchi, khomuz, amarga); Sayan Bapa (vocals, doshpuluur, marinhuur, guitar); Alexey Saryglar (vocals, tungur/drum, dazhaaning khavy / rattle).

«...whaever you do, keep this project going. It’s a fantastic musical event and I’d like to work with you someday.» – Stevie Wonder backstage after the closing concert of their US-tour in Los Angeles December 6, 1997.

"Квартет «Хунн-Хуур-Ту» представляет редкий жанр горло​вого пения. Музыканты, акком​панируя себе на национальных тувинских инструментах, втяги​вают голову в плечи и издают горлом низкие, рокочущие, редкой красоты звуки, способные ввести впечатлительных слуша​телей в гипнотический транс.
В России такую музыку по​рой числят пережитком совет​ских времен, когда устраивались официальные концерты масте​ров искусств со всех уголков не​объятной Родины. Но на Западе world music пользуется огромной популярностью, «Хунн-Хуур-Ту» там носят на руках и награждают премиями. Их сайт в Интернете размещен в зоне .com и выполнен на английском языке. Аналога в зоне .ru у него нет.
Однако, как только россий​ская пресса начала рассказывать о том, каких успехов добились «Хунн-Хуур-Ту» в США, москов​ская публика поспешила полю​бить группу, и та мгновенно ста​ла модной. Теперь их приво​зят в Москву с почетом, в статусе звездных заграничных гос​тей."

-- Еженедельный Журнал

	HUUN - HUUR - TU
	Where Young Grass Grows
	1999
	45:13
	label: Shanachie

The members of Huun-Huur-Tu continue to amaze with their acrobatic throat singing and the eerie, haunted overtones it produces. While this continues to be their trademark sound, it's easy to overlook the fact that they're also excellent instrumentalists and composers who have moved well beyond the traditional music of the region to create their own songs — not all of which involve throat singing. At the core of it, as with all Tuvan music, is the irresistible rhythm of the hoof beat, since the culture of the horse is so greatly ingrained in the national psyche, where horses are currency, transportation — everything. On this album they forge a Scottish connection through the addition of harpist Mary MacMaster and young and adventurous piper Martyn Bennett; the combination of musics might initially seem unlikely, but it works. Bennett is especially fine, skillfully integrating his small pipes into tracks like "Ezir-Kara" and making them sound as exotic and unearthly as the igil. The brief live recordings of bandmembers throat singing while on horseback on the steppes are the essence of Huun-Huur-Tu, however, doing what their people have done for centuries; they capture the sound of history, while the new material brings it into the present.

Ezir-Kara 

Anatoly on Horseback 

Deke-Jo 

Xöömeyimny Kagbas-La Men (I Will Not Abandon My Xöömei) 

Avam Churtu Dugayimny (Dugai, the Land of My Mother) 

Dyngyldai 

Highland Tune 

Hayang (Name of a Hunter) 

Barlyk River 

Tarlaashkyn 

Interlude 

Sarala 

Sagly Khadyn Turu-La Boor (It's Probably Windy on Sagly Steppe) 

Ezertep-Le Bereyin Be (Do You Want Me to Saddle You?) 

Live Recording [live]

	HUUN - HUUR - TU
	Best Live
	
	47:05
	label: Shanachie

biography

The remote region of Tuva, one of the new countries formed with the dissolution of the U.S.S.R., has produced one of the world's most unusual vocal groups, Huun-Huur-Tu. Masters of the throat singing style of xoomei, in which a vocalist produces two or three notes simultaneously, the group has been warmly by an international following. According to Jazz Times, "a rustic joyousness and unadulterated expresiveness come out of these musicians". Analyzing Huun-Huur-Tu's music, The Chicago Tribune, wrote, 'it is unfamiliar yet very accessible, an other-worldly but deeply spiritual music that is rooted in the sound of nature". Dirty Linen took a similar view, claiming, "this music is both very spiritual and down to earth, grounded in a strong sense of place, yet its appeal is universal." In addition to recording their own albums, the members of Huun-Huur-Tu have contributed their unique vocals to albums and/or performances by Frank Zappa, The Chieftains, Johnny "Guitar" Watson, The Kronos Quartet and L. Shankar and Ry Cooder's soundtrack of the film, Geronimo. Their on-going collaboration with Angelite, the Bulgarian Woman's Choir under the direction of Mikhail Alperin, has yielded two memorable albums — Fly, Fly My Sadness in 1994 and Mountain Tale in 1998. Although its name translates literally as "sun propeller", Huun-Huur-Tu represents much more. In a 1994 interview, founding percussionist Alexander Bapa explained, "(the name of the band refers to) the vertical seperation of light rays that are often seen on the grasslands just after sunrise or just before sunset". Initially named "Kungurtuk", Huun-Huur-Tu came together, in 1992, to play "the old and forgotten songs". Founding members Sasha and Sayan Bapa and Kaigalool Khovalyg had previously performed a state-sanctioned ensemble during the Soviet regime. Although Tuvan music had traditionally been performed by a solo singer or instrumentalist, the group sound of Huun-Huur-Tu set them apart. Huun-Huur-Tu has experienced several personnel changes. Original member Anatoli Kuular left to form a new band, Yat-Kha, in late 1993, and was replaced by Anatoli Kuular, a master of the borbangnadyr style of singing and a virtuosic player of the mouth harp (xomuz) and byzanchi. Percussionist Alexander Bapa left, in 1995, to become a producer in Moscow, and was replaced by Alexander Siraglar, a sygyt singer, string player and precussionist.

	YAT - KHA
	Yat-Kha
	1993
	57:22
	Tuva

label: General Records

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

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

Албыс-Шулбус

Антропофагия

Охота на соболя

Ханыркан

Хам-Мен (Шаман)

Шамбалыг (древняя шаманская песня)

Азианц Чурек (Сердце Азии)

Межегей

Чаал Холь

Ергим-Сарым

Погребение

Самдан

Теве-Хая

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

     ------- Артемий Троицкий

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

--- Еженедельный Журнал

	YAT - KHA
	Далей Белдири
	
	46:29
	

	Christy DORAN & Boris SALCHAK with Airto MOREIRA
	Shaman
	2000
	47:16
	label: M.E.L.T. (England)  www.melt2000.com 

Christy Doran mets Boris Salchak in 1994 in Boswil, Switzerland. Christy, together with the Swiss percussionist, Mani Neumeier, was leading a workshop in jazz improvisation in which Boris took part. Coming as he does from the southern Siberian republic of Tuva, it is stilt not clear how Boris got notice of this workshop, but his presence proved to be providential.
Using parts of his own compositions, played on guitar, Christy started the workshop by asking each participant to demonstrate his or her improvisational ability. When it came to Boris' turn, he produced an astonishing sound.

	Sainkho  NAMCHYLAK
	Lost Rivers
	1992 
	74:19
	Саинхо Намчылак -- тувинская певица. Участвует во многих этно-импровизационных и авангардных проектах. 

См. тж. с: P. Kowald; C. Muthspiel; A. Vollenweider.

label: FMP

SAINKHO NAMTCHYLAK   LOST RIVERS   (dedicated to my teachers. S. N.)

People sing.

All people of this world -- with the exception of deaf and dump, larynx operated, and otherwise obstructed -- sing. Mostly songs.

With occasions, and without:

at celebrations, at work, in basements, on mountains, in pubs, in choruses, on

television, in the dark, on stages, in kindergardens, bathtubs, churches, on horses, in cars, on deck, at the beginning of school, hanging out late at bars, for birthdays, at furnerals.

For money. Out of pleasure, in fear, because of joy. with sorrow, for fun.

This has to do with various things linke solitude/solidarity, delight/pain etc., but in any case with

voices:     high, low, beautiful, rough, firm, smooth, broken, out of tune, in tune, soft, loud. And, of course, it has to do with breath.

Sainkho is a singer  (like all of us: I have heard her sing in the kitchen, on the train, in the street, in the restaurant).

Sainkho is a singer (like no one else: she studied at the conservatory, decided to sing on stage. That is nothing special. She sings higher, lower, more beautifully, rougher, firmer, smoother, more broken, more out of and more in tune, softer and louder than most of us. That is something special. And (something special also, definitely in Wuppertal): she is from Tuva.

Tuva is a little republic of the (in these days dissolving) Soviet Union in South Sibiria, on the northern border of Mongolia, east of the Altai Mountains, between the Saja – and the Tannu Ola Mountains. The capital, Kysil, has been estimated as the geographical centre of Asia (see obelisk there).

Like neighboring Mongolia (despite the many similarities in their culture, Tuvinian is not related to Mongolian language, but, being a Turk language, to modern Turkish) man, woman and child lived a nomadic life only until recently (Sainkho's grandparents still did), with horses, sheep, yaks, and camels, moving around with their yurts, house-like tents made from skins, linen and felt.

Music in Tuva is not so much the Music College of Kysll, but rather the mouthharps, the knee- (or horse-) violins, and mostly song.

Song, compared to our folk, pop and classical singing, seems off the beaten track for our ears because of the (unusual trills and) richness of overtones: a voice produces two, sometimes three clearly distinguishable tones simultaneously (vertically, so to speak), forming the overtones (harmonics) over a fundamental tone into a melody --sometimes a few octaves higher than the basic note -- through moving the lips, tongue, lower jawbone, palate, actually the whole mouth cavity (this overtone singing also in Tuva is called "khomei", the Mongolian word for throat/larynx).

Tradition 1)        says that riding horses the noise of the hoofs drowned out the singing voice, and so man developed the higher and farther reaching overtones (man, because this type of singing was until recently (see above) reserved exclusively for men. It was believed it would lead woman to infertility). Meanwhile women (see/listen to Sainkho) also sing in this style/with this technique.

Tradition 2)        says that the shamans listened a lot to the sound of their -- singing – bow, which was plucked or bowed, and they heard especially the melody of the single tone, its colour, its timbre, just the overtones. This way man and woman were able since early times (and since childhood) to recognise the physical basic structure of the tones and -- on top of the original archaic monotony -- to realise the melody of sound colour (Klangfarbenmelodie).

Tradition 3) 4) 5) are not known to me.

In any case:       Sainkho says that her father (both parents were teachers and live in Kysil today) is interested in music and sings often. She studied at Music College, but was refused the obligated work permit as a singer in Tuva by the Philharmonic Committee and decided to leave for Moscow, where she was immediately accepted. At the same time she studied the techniques of cult, Shamanistic and Buddhist-Lamaistic singing of her Sibirian home.

Shamanistic traditions after the revolution of 1922 survived secretly, while the Buddhist-Lamaistic traditions -- in the West rather known through TIbetan monks -- have desappeared in Tuva (but, of course, didn't leave the world, even not in Tuva).

Anecdote 1)       During our concert tour of Sibiria in May 1991, at a party (vodka was served in quite big glasses) in Kysil, I met a shaman, whom I asked much too nosily (after all, one hardly meets shamans in Wuppertal) questions about shamanistic matters. He answered "comeonletshaveadrinkfirst" and said nothing about shamanism for the rest of the night. I didn't ask him a second time either.

Anecdote 2)       A singer of the traditional overtone music, who had sung a few pieces at the same party, explained to me (holding thumb and index finger about 1/8 of an inch apart): the music has to pass through a small hole, a narrow channel. It is difficult, but it has to pass through there. And after it is through, it can open, open widely, and then you can hear all the animals and the wind, all of nature. But first it has to pass through this little hole.

Sainkho has been singing concerts and touring internationally with Tuvinian-Sibirian music since 1986 (Sainkho the folksinger). In 1988 she began working with the improvisation group TRI-0 and the Vassilieve Theatre in Moscow (Sainkho the New Music singer (a very vague term, I know).

LOST RIVERS       is Sainkho's first production of an album (a CD is even more an album than an album) under her name and directorship. It is stocktaking and at the same time something like a namecard. The tapes were produced on three separate afternoons without any specific preparation for this production. Only a few takes of the various pieces/songs/ideas were recorded, and these have not been changed or reworked, smoothed, replaned or in any other way refined. They were left in their grown, pure, somewhat raw state, liveliness was more important than perfection. I, being the producer (whatever that is: in this case the one who is present at the recording, who gives courage here and there and makes tea) and myself a musician was amazed at how Sainkho without shrinking or shaking, without dams and barriers (see below), (that is without other musicians and audience) could set her sounds against the unsuggestive, rather antiseptic atmosphere of the studio (I know of other experiences, also my own).

LOST RIVERS:       Sainkho remembers a little river, that had disappeared one day near the village where she grew up (a today abandoned goldmining village). Some years later she found a book cataloging dried-up and disappeared rivers of Russia: the image remains and leads to this title.

Stream of my thoughts: in the cultural history of the Occident (from Heraklitos to Fluxus, the exceptions prove the tendency), the image of floating and letting go is rather unpopular: instead, there is an attitude of taking apart, cutting into pieces, separating, analysing, specialising.

I consider good and right that there is room in us for waving feeling and willing thinking.

I flnd it essential, that there is proper (and not property at all) floating

between these two. That our world looks the way it looks in these times has to do a lot with dams and barriers. See Sainkho's title.

And hear Sankho's music: there is floating in a lot of ways. And that -- on top of her artistic abilities makes her music so right. Period.

Thanks:  to Jost, for among other things, his trust in himself (Sainkho was almost

unknown to him before the production), in Sainkho and in me. And in this little strange disc (can a CD stand 74 minutes of unaccompanied voice?).

to Tomas, from whose writing (and thinking, is that possible?) I have tried to steal (even trying is cheating, said the teacher at the examination).

to Sainkho for her trust in the producer (she let me edit, cut, and make the seqeunce of the pieces all by myself and accepted the result (this one) without wavering and clamoring, i.e. nothing was changed). And especially for her music.

Because Sainkho is a singer. Like none of us and no one else. Period again.

-- Peter Kowald    Wuppertal    February 1992

	Sainkho  NAMCHYLAK
	When The Sun Is Out You Don’t See Stars
	1992
	72:50
	label: FMP 

Peter  KOWALD [b]; Werner  LUDI [a&b s]; Butch  MORRIS (см. тж.) [cornet]; Sainkho NAMTCHYLAK [v].

      When The Sun Is Out Don’t See Stars, right? The ethnologist Claude Levi-Strauss found out that in the early days of civilisation sailors were able to discern planets during daylight hours. Today this is absolutely inconseivable, not only for us, but also for proffessional astronomists. This example goes to show, however, that certain perceptive faculties we used to have, have been lost in the course of evolution. And music on this CD is about what is there and about discovering what is there, or to come to the point, about reactivating our hidden perceptive faculties (in the widest sense).  There are, of course, many different ways in which we can explore our own personal  here and now . The scientific method of iconology belongs to the field of artisstic representation. By using what he called critical iconology Aby Warburg (1866-1929) developed a means of examining pictures in such a way as to reveal the authentic position and meaning of the pictures concerned, which had over the years been painted over and falsified. He wrote about his visit to Orabi in Arizona: “I didn’t yet realise that this journey to America would give me such a clear incite into the organic connection between the art and religion of these primitive  tribes as to enable me to see primitive man’s identity or indestructibility —  which remain the same throughout all ages —  so distinctly as to be able to rediscover them, not only in the culture of the early Florentine renaissance, but also later in the German reformation.” Warburg asked himself: How do linguistic or artistic expressions develop, which feelings or criteria, conscious or unconscious, govern the way in which they are stored in the archives of the mind, and are there certain laws which control their precipitation and re-emergence?  The question which Warburg asked himself in connection with linguistic and artistic expression, is the same one which the listener to When The Sun ...  asks himself in connection with musical expression. He hears a saxophonist from Switzerland, a bass-player from Wuppertal, a cornetist from North America, and a female singer from Tuwa. This in itself is a small Critics’ sensation, and this sensation inevitably goes with the concept of World Music. If however you believe that World Music is often nothing but the extension of imperialism by cultural dictatorial means (e.g. Anglo-American beat accompanied by tablas and shakuhachi) then When The Sun ...  is World Music  of a completely different kind. The listener hears four musicians who have different musical styles and each one of these could be described in general terms: W.L. style —  the tradition of European Free Improvisation. B.M., who in a fast-moving age takes the time to reflect Ellington. P.K., explorer in the field of bass music. And S.N., a female singer, known only to a few insiders, whose very grandparents were nomads in Mongolia. The essential thing is that each of these superficially touched in styles can be heard on the CD as an authentic expression of self-confidence. One might think that when musicians of such varied background and experience come together, this can only result in chaos or a tiring routine-performance, or in World Music  in the negative sense mentioned above. In reality the result has nothing to do with any of this. It is more, because it is less. The listener hears how breathing creates the most natural music of all —  music with a meaning beyond all geographical bounds. He hears what happens when four musicians do their own thing and this thing gives an equal presentation of all four musicians. He hears the beauty of foreign lands and the foreignness of the familiar. He hears, for example (and now, dear reader/ listener I appeal to your mental faculties) the extension of the concept of saxophone, Tibetan bass, the history of Blues as played by John Lee Hooker, Rex Stewart and Miles Davis, and the expansive landscape of rolling green hills and luscious meadows in which an urga can be seen in the distance. And he hears that which can be detected between these sounds: silence ... he hears —  himself. And that is the real sensation. No matter how much you, dear reader/ listener, exert your mental faculties, no matter how much you follow through the complexity of origin and the smallest fragment of sound, you still experience the inseparable unit of impression. And this impression touches on such primitive instincts in your mind that the supposedly free improvisation heard, has to be questioned. Music which draws on such an obviously intercultural is not really free. It affects something which is probably not just an element in the musicians’ minds, but also in yours and in the minds of many other listeners. This element is at the same time the new and the coming dimension of Improvised Music. Diedrichsen writes that the difference between classical music and light music is that classical music requires “an audience with a trained ear” and pop-music “does not”, and deduces that, because nowadays those acquainted with this type of music wich is both. When The Sun ...  is not only both —  this is music of a third kind. This music has a sound which we can all discern. This music is in all of us, and with its help we can reactivate something within overselves. This sound easy, but it is extremely complex.

	Sainkho  NAMCHYLAK
	Out Of Tuva
	1993
	40:30


	label: CramWorld Records

rec. ‘86-’93.

Situated in southern Siberia, near the north-western border of Mongolia, Tuva is a country of wide geographical and climatic extemes. Successively under the domination of the Turkic khans (6th to 8th century), the Kirghiz (10th century), Genghis Khan (13th century), the Chinese empire, the Altai state (16th century) and the Manchu Chinese empire (until the end of the 19th century), Tuva became a separate state in 1921. The Tannu - Tuvinian Republic was established under the protection of the USSR, and lasted until 1944, when it was incorporated into the Soviet Union. Before sovetization, most Tuvintsi were hunters, or nomadic pastoralists who moved with the seasons in search of pastures for their herds of reindeer, cattle, horses, camels and yaks. They lived in yurts (similar to those used by the Mongols) or birch bark tents. Despite a long-standing Buddhist tradition (there were many monasteries throughout the Tuvan region, and the Dalai Lama even made a historic visit there), shamanistic traditions and practices similar to thoses of the Mongols, Altai, Buriat and Yakut flourished until recently among the Tuvintsi nomads. 

     These facts have undoubtedly contributed to the mythical aura surrounding Tuva, and would-be explorers have dreamt about it. Here’s a possible soundtrack for those dreams.

	Sainkho  NAMCHYLAK
	Letters
	1993
	58:13
	label: Leo

Sainkho with Kieloor Entartet: Mathias Kielholz [el g]; Mathias Gloor [synth]; Lucas N. Niggle [perc]; Joelle Leandre [b]; Mats Gustafsson [bar sax]; Sten Sandell [p, v].

	Sainkho  NAMCHYLAK
	Amulet
	1996
	69:46
	label: Leo

Sainkho [v]; Ned Rothenberg [a s, b cl, shakuhachi].

Spirit Music in Siberia
These artists are doing something more than playing music. For them, music must be performed. Performance here means not so much acting out for others, as carrying out an action, completing an action: so the emphasis is on the how, on the quality of the action itself, not on its result or function. Performance has invisible, preliminary levels, and demands definite non-perfunctory mental and bodily movements -- a change in personal energetics. These are concrete and specific practices that are worked on.

This performance mode can be thought of as an open condition that has not yet been programmed with a specific text, such as the rules of a particular musical style or tradition. This is more viable for us, as outsiders, to work with. An important moment is when our hosts understand that we are too stupid to participate effectively in a rendition of their folk-music: we can then move on to a more maieutic mode of playing.

But I don't consider what we're trying to do in these encounters as "free improvisation". That's because I think of free improvisation as a very specific, very Western practice, that depends, amongst other things, on a sense of aesthetic value as fairly autonomous from other kinds of value. There wouldn't be much point, as I see it, in going all that way just to try to include other people into something you were doing anyway.

People often speak as if music in general, and improvisation in particular, was a means of dissolving cultural differences. But I don't believe any process for doing this exists. All that's possible is sometimes to find equivalents -- an equivalent being a different to which a similar value is attached. So you have to allow an acknowledgement of real difference to happen first. And Western relativism is as unconducive to this as Western supremacism.

You can't dissolve difference where it has a real basis in very long-term social and cultural patterns. For example, the type of societies we've been visiting in Siberia have cultures that can be called shamanistic even if the original way of life that was its source has largely gone. Shamanism is a technique for using a temporary and bounded state of psychological indeterminacy to converse with the larger indeterminacies of the surrounding world. In Western society aesthetic processes also converse with indeterminacy, but the emphasis is on the work and on the making of the work and not on the psychological state. The art of these Siberian cultures is an intermediary zone: something is being made and worked on, but the dialogue is thought of as being with spirits and aspects of the natural world rather than with the material itself.

-- by Tim Hodgkinson (см. в ‘Jazz’)

	Sainkho  NAMCHYLAK
	Time Out
	1997
	32:58
	Rec. 1997

Music: Sainkho Namchylak (#1,2,6,7), Tuvan traditional melodies used in (#3,4,5). Arrangement: S. Namchylak.

S. Namchylak [all vocals]; Mikhail Zhukov [perc (#1,2,3,6,7)]; Sallakh [African perc (#1,2)]; Thomas Tcshiritcsh [g (#1,2)]; Sergey Sedykh [g (#5)]; Slava Egorov [real time sampling (#3,4,6,7), moi (self-made instrument)]; Arkady Martynenko [sampling (#3,4,6,7)].

	Sainkho  NAMCHYLAK
	The Gift
	1997
	51:05
	label: Long Arms

Sainkho [v]; Vladimir Miller [p, conductor]; Vyacheslav Gayvoronsky [tp]; Yury Parfyonov [tp, pocket tp]; Vitas Pilibavicius [trb, ragas]; Alexander Alexandrov [bassoon]; Erik Ovelian [fl]; Vladimir Rezitsky [a s, fl]; Edward Sivkov [a&bar s, bass cl]; Alex Aigi [vln]; Vladimir Volkov [double bass]; Mikhail Zhukov [perc]; Vladimir Tarasov [d].

“...Всякий творец – заговорщик; и все музыканты на сцене, разыгрывая в лицах его мысль, стояли тут конспираторами и колдунами. Только в последний миг ослепительно вскрывалась их тайна...”

	Sainkho  NAMCHYLAK
	Naked Spirit
	1999
	39:29
	label: Amiata Records (Florence, Italy)

Virtual Address: Amiata.Records@amiatamedia.it
World Wide Web: http://www.amiatamedia.it 

“Sainkho is an extraordinary vocalist from the republic of Tuva. Her unique vocal techniques range from crystalline soprano to vibrant baritone and include shamanic throat/overtone singing. Listen to her voice: you will hear the sounds of the taiga and the Siberian tundra; you will hear the call of a hundred night birds; you will hear the breathing of endless universes modeled and modulated by her voice, a voice that moves through space sculpting forms and dimensions.”

‘WINNER OF THE PREIS DER DEUTSCHEN SCHALLPLATTEN KRITIK 1998’

Sainkho: vocals, mouth harp, shaman's drum;

Djivan Gasparyan: duduk; 

Walter Maioli: various percussion, conch, mouth harp, shaman's drum;

Natalie Van Ravenstein: mouth harp, shaman's drum;

German Popov: igill, kurei, mouth harp, vocals; 

Federico Sanesi: tablas, various percussion;

Roberto Cacciapaglia: piano on "Midnight Blue".

1. Naked Spirit (featuring Djivan Gasparyan) 4'38"

2. Badjirgal's Wish
3'01"

3. Inuit Wedding
3'53"

4. Midnight Blue
2'00"

5. From Me to You
3'53"

6. Valley of Shadows
4'25"

7. Amethyst II
3'34"

8. Moon Trance
2'48"

9. Long Way Home
2'51"

10. Siber-Shaman
3'41"

11. To the Master Hunashtar-ool
4'01"

All tracks composed and arranged by Sainkho. 

Recorded at Glance Studio, Milan, January 1998 and Overdub Studio, Florence.

Naked Spirit*

Anima Nuda
Life is a great journey through illusion. Every moment of this journey is so intense. Some people play with it, some people try to learn how to win it, some people just pass through it! ...I'm sinking into every passing moment. And I'm grateful for this illusion which presents me every second with a new fruit to taste. Sweetness, sorrow, anger, happiness, passion and depression. All is Fullness and Emptiness. Oh, what a taste! ...I'm born naked and I will die naked. All I can take from this great illusion called Life is my Spirit...
* Special guest Djivan Gasparyan
Badjirgals Wish

A speech for Tuvans.

Inuit Wedding
My bed is of snow and my blanket is the blue sky. Make me feel warm and don't leave me alone.
Midnight Blue

Saffron colored wind in Midnight Blue

Orchestra of whispering flutes

It is a magic sign of the moon.

From Me to You

From me to you in a thousand miles, but from Soul to Soul only a breath away.

Valley of Shadows

The dance of the Dervish floats to the Valley of Shadows the passes are tight...

Amethyst II

I say to my anger

Om munii muni mahaa

Munie suhaa

Om mani badmei hum

Om aravasanadi

Om tare tuttare ture suhaa...

The answer is clear and soon

I hear ...the anger

it was your simple protection.

What's next?...

(These are mantras in Tuvan version, thus they are a slightly different transliteration from the original sanscrit and Tibetan, p.n.)

Moon Trance

Oh! Dorje Sempa! I ask again why my poor head is burning in blue... cleaning power, cleaning power... it's your cleaning power it's calling for me, calling for me to dance, to dance for YOU. Oh Dorje Sempa!
Long Way Home
Longing for home

Having a long long way to go

Passing many homes, discovering illusions...

Life is long way home

Siber-Shaman

Hoping that the young high-tech generations

Turn their minds to their ancient spiritual roots

Sainkho Namtchylak was born in a small gold mining village in the former Soviet Republic of Tuva in Southern Siberia, near the Mongolian border. Her grandparents were nomads and her parents were both school teachers. She studied music at the local college but was denied professional credentials by the Philharmonic Committee and so went on her own to Moscow to complete her studies there.

While pursuing her normal college curriculum she also studied various Siberian lamaistic and shamanistic traditions, as well as the local Tuvan and Mongolian throat / overtone singing styles. Then she began her professional career as a folk singer with "Sayani", the Tuvan State Folk Ensemble, touring throughout Europe, Australia, New Zealand, the United States and Canada.

In 1988 Sainkho began to work with creative, improvisational musicians in the Soviet Union, striving to blend traditional ethnic elements with the avant-garde genre.

She was a key member of the ensemble "Tri-O" with Sergej Letov (sax), Arkadij Kiritschenko (tuba) and Alexander Alexandrov (bassoon). When Sainkho joined the ensemble, she stimulated attention from the western media because her appearance was so exotic. Suddenly the public encountered strange tunes, songs with two voices, overtone melodies blended with jazz, new music and ambient sounds in a transglobal context. Mongolian overtone singing was already known in the West, but now it had been liberated from its esoteric corner in the World Music reservation.

"It is the moment and it is the music -- categories are not necessary". This is one of Sainkho's firm convictions. She feels her powerful roots in the Tuvan traditions and uses improvisation to express and enhance them.

Sainkho currently spends time between Vienna, Moscow, Amsterdam and Milano, when she is not touring worldwide, performing both solo and with her new ensemble.

	Sainkho  NAMCHYLAK
	Stepmother City
	2000
	51:11
	label: PonderosaMusic&Art / Enisai Records   www.ponderosa.it 

Sainkho [v]; Ned Rothenberg [s, shakuhachi, b]; German Popov [igil, kurai, doshpuloor, overtone singing];  Caspar David Sacker [g, overtone singing]; Paolino della Porta [double bass]; Massimo Lavicoli [perc]; Maxim Shapochikov [samples]. Written by Sainkho Namchylak, Arranged and Mixed by Roberto Colombo. Recorded in Milan. Mastering by Paul Libson in London.

1. Introduction

2. Dance of Eagle

3. Like Transparent Shadow

4. Order to Survive

5. Let the Sunshine

6. Ritual Virtuality

7. Tuva Blues

8. Old Melodie

9. Lonely Soul

10. Boomerang

Salutation to Manjighosakumara! 'Some maintain that the World Beyond (paraloka, 'jig-rten pha-rol), which precedes birth and follows death, is a (state) characterized by the cessation of the continuum (santana, rgyun) of consciousness (vijnana, rnam-ses). This (statement) is not formulated properly, for they maintain that we can never conceive such a kind of consciousness which would be (materially) different from the gross elements (mahabhuta, 'byunba-chen-po) of the physical body (kaya, lus), and which would be devoid of nature which, could be perceived as being identical with them (i.e. the gross elements). If thought (bsam-pa) is not different from these (physical) bodies which are seen to possess a beginning and an end, how can then a continuum (of thought), the fast momentary flash of which cannot be observed, have a lasting nature and flow without interruption? (Even) if (consciousness) were different (from the physical body), it may be argued that con​sciousness, having first originated from the four gross elements (of the physical body), is subsequently con​ditioned by the preceding moments of its continuum and lasts for a short duration only (i.e. during the span of physical life). (One may also argue) that the beginning (mukha, sgo); from which (the continuum) of consciousness had originated, must have always been consciousness. Similarly, (one may maintain) that the con​sciousness of a child had originated from that of the mother. (Thus) the existence of the World Beyond remains unproved.

To the above I (shall) reply as follows: Well, the first statement that "consciousness is not different from the physical body which is a complex of the four gross elements", formulated by you with the intention of rejecting (the existence) of the World Beyond, is not valid, because (the five kinds of) sensations (indriyavijnana, dban-po'i rnam-par ses-pa), the existence of which is admitted by you, cannot have resulted from different sensations, such as pleasure (sukha, bde-ba) or pain (duhkha, bsdugbsnal), and because they are unable to grasp the various external objects (bahya, phyi-rol), such as form (rupa, gzugs). etc., as being of a pleasant or unpleasant nature. Why? Because the very nature of the perceptual judgment (adhyavasaya, zen-pa) which is at the base (rten) of (every) experience (nams-su myon-ba), and which cognizes external objects, can be established with the help of the memory left behind by past experiences. Hence we are able to establish (nes-pa) that pleasant and painful sensations, produced (in us) while contemplating (material) forms, etc., are different from them. Because forms, etc., which were felt (by us) as pleasant or painful, are not intrinsically pleasant or painful. Thus the sensation of pleasure, etc., which is distinct from the object (contemplated), can be defined as being a subjective element (produced) by mem​ory (ses-pa) which follows on (past) experiences. Therefore this experience must be subjective, and therefore, as consciousness differs from that which appears to it, such as form, etc., so also the subjective (sensation) is different from the physical body. Thus when sensations (ses-pa) originate from sense organs (indriya, dban-po), as for instance when looking at (their own) palms (lag-mthil) people realize that they do not perceive (their own) hands as being pleasant or unpleasant by nature. On the contrary (the palm is felt) to be (something) dif​ferent from these (sensations of pleasure or pain). Therefore, when an individual sees his hand, he can through experience prove (to himself) that the visual sensation (of his eyes), which had definitely perceived (his palm) as pleasant or unpleasant, was (something) different from the object contemplated (i.e. his hand). Therefore the wrong statement that the physical body was the mind (buddhi, blo), or that consciousness (sems-pa-can) was a function of the (four gross) elements, can be rejected with the help of direct (sense) perception (pratyaksa, mnon-sum), just as (the statement) that the intoxicating effect was a property of the wine. Again, some say that the first moment of a rising smoke must have originated from fire and that during subsequent moments it was produced from its own kind (i.e. from smoke), and that in a similar manner a sensation (ses-pa) had first originated from the four gross elements, and that in subsequent moments (of the series) it continued to be produced from its own kind only. But this statement (also) cannot be accepted as valid, for (in that case) there would exist two kinds (rnampa) of effects (phala, 'bras-bu). The effects of the first kind must have first come into existence from the (primary) cause which had conditioned the continuum (santana-hetu, rgyun-gyi rgyu, means here the cause which had conditioned the continuum, that is, the origin from which begins a series of its own kind. The continuum's primary cause must be of a different nature from that which is conditioned by it. The passage can also be translated: "some effects at first obtained their existence from an element distinct from them”). For a short duration their existence may depend on subsequent moments (in the continuum) of their own kind. For instance, smoke, etc. In the case of some causes, the effects last only for a moment and then the (effect) itself conditions the subsequent moments (of the series). Therefore, a particular cause can produced (certain) effect which lasts for a short duration only (and which is not preceded by a momentary flash of its own kind). The second kind of effects are produced at every moment dependent on a complex (samagri, tshogs) of their own kind. For instance, a lit lamp (‘gron-me 'bar-ba), visual sensations, etc. In their case, the first moment (of a lit lamp) depends on fire and wick. (Visual sensation) depends on the eye, tight (snan-na) and mental action (yid-la byed-pa). The same (process) takes place during their subsequent moments. If any of the proximate causes were destroyed or underwent a change, the effects (of these causes) would also be either destroyed, or changed. Therefore, the lamp, visual sensation, etc., produced from a continuity of a com​plex of causes, depend at every moment on the presence, absence or change (of their primary causes), and are not produced from their own (preceding) continuum. Thus the substance of the effect, endowed with con​tinuity, was at first produced from a different (substance), but during their subsequent moments they origi​nate from elements of their own kind (but different from the primary cause). In the case of a momentary orig​ination (of the effect), the cause which had conditioned the first moment (of the series of moments or con​tinuum) produces also the subsequent moments. Therefore, if consciousness were at first produced from another (element) and later (i.e. in subsequent moments) from its (own) continuum, then one could suppose that at first it had been produced from the (four) gross elements (of the physical body), and later (i.e. in sub​sequent moments of the continuum) from consciousness. Then, how can these effects (such as lamp, visual sensation, etc.) be considered to be momentary flaches? As the five kinds of sensations were at first pro​duced in dependence on a complex of causes, such as eye, etc., and as the contact (ne-bar reg-pa) with the complexes which had conditioned each moment of consciousness, lasts a single moment only, the five kinds of sensations are unable to condition their continuum. (Not only that, but) we are able to establish that con​structive thought (vikalpa, rnam-par rtog-pa) also does not fast, but is produced momentarily. Why? In the same manner as a seed (vija, sa-bon), sprout (ankula, myu-gul), and fruit, belonging to one continuum, depend on their continuum, not with standing the difference (existing) between them, so also constructive thought conceiving a patch of blue (snon-po snan-ba), dependent on the conception of blue, sweet (mnar-ba), shape (rupa, gzugs), etc., depends on its own cause, because it possesses a continuum different from others. When investigating the cause (of constructive thought), we fail to discover even the smallest cause of that con​structive thought which followed on the perception of a patch of blue, as we had found in the case of smoke, the continuum of which was conditioned by fire. The differentiation of the nature of the effects is often due to the primary causes of the continuums, as for instance in the case of a jar (bum-pa), the material of which comes from clay, its shape is due to the potter and its other characteristics from other elements. Similar is the case of the continuum of constructive thought, the peculiarities of which are due to the different nature of the (primary) causes which had conditioned this continuum.

We cannot say that constructive thought, which follows on the perception of a patch of blue, had origi​nated from consciousness only, for otherwise we would have to infer that all complexes of conciousness arise simultaneously, because being conditioned by consciousness only, they would non differ from each other. If one were to say that the subsequent perception of a patch of blue had originated from (the preceding moment) of the perception of a patch of blue, then consciousness, which was characterized by the (percep​tion) of a patch of blue, etc., cannot be considered to have been the material cause (rgyu dnos-po) of (a sub​sequent moment of the perception of a patch of blue). Because when we took it to be the material cause (of the subsequent moments of the perception of a patch of blu), we established the uncertainty (of the exis​tence of a link between the perception of a patch of blue and the subsequent moments of perception). For instance, the state of mind which was characterized by a perception of blue and which had originated from a certain perception (ex. the perception of a patch of blue), was seen on another occasion to have originated from consciousness which was linked to another (moment) of perception. But in the case of primary causes of a continuum, we shall not discover the uncertainty (of the existence of a link between cause and effect). Because different kinds of effects, conditioned by various causes, are at the base of empirical experience (vyavahara a tha-sfiad). Therefore, the different kinds (of effects) which are differentiated in spite of the absence of different causes, or which are undifferentiated in spite of the presence of different causes, will be outside causation. Those (effects) which are not endowed with a different nature, conditioned by homoge​neous and distinct (causes), are not linked to (their) causes. We have thus reached the absurd conclusion that outside (things) are causeless (tgyumed-pa-can). If so, we are compelled to accept that ali things are either permanently existent, or non-existent. But (such a conclusion) was arrived at through sense-perception (pratyaksa, mnon-sum) and therefore the homogeneity and diversity of effects were conditioned by the homo​geneity and diversity of causes. If so, sensations of different perceptions must have had different causes, but the established cause (nes-pa'i rgyu) (of the perception of a patch of blue) was non observed (by us). Therefore (the preceding moment of the perception of a patch of blue) cannot be considered to be the cause (of the subsequent moments of the perception of a patch of blue).

If we were to accept (the view) that consciousness had originated from a matured former impression (vasana, bag-chags) to become the cause (of the perception of a patch of blue), then in that case it must have been the momentary cause of the effect, because the essence of the force, the existence of which was proved while the effect was still unmanifested, is a matured former, impression. Regarding this force we had estab​lished it to be the immediate cause preceding the perception of a patch of blue in the first moment (mthuns-pa de-ma-thag-pa'i rkyen, consciousness which immediately precedes a subsequent moment of conscious​ness), we shall thus be able to understand the preceding moments of the perception of a patch of blue (to be the cause) of the subsequent moments of construcrive thought which was linked to the perception of blue. For example, in the first moment the perception of (something) blue arises from a former impression (vasana) which is of the nature of a force generated by the experience of blue and precedes the effect. In the same manner, the subsequent moments (of the flow) of constructive thought, which are identical in the manner of (their) grasping of the object (contemplated), had originated from a proximate impression. Therefore (the flow) of constructive thought, which is conditioned at every moment by a matured (former) impression, aris​es momentarily and preserves its continuity in the manner of a lamp, visual sensation, etc. One could never prove that the mental (flow) which was conditioned by the force of former experiences could arise in subse​quent moments without awakening (former) impressions (vasana) of (those former experiences) and that consciousness, the appearance of which was only possible on the awakening of the force of former experi​ences, was conditioned by that force (nus-pa). Therefore constructive thoughts, which depend on the causes which were produced by the force generated by a momentary perception, can be stated to last for a few moments only, and those which were independent of their continuum can be stated to represent momentary effects, as in the case of a lamp. Constructive thoughts are also independent of their primary caus​es (gryun-gyi rgyu, santana-hetu). Effects, which had originated from cer​tain causes, cannot have been produced from causes other than those (causes). For example, a sa-lu (sala, Vatica robusta) sprout produced from a sa-lu seed cannot have been produced from another (kind of seed). In the same manner, consciousness conditioned by (the preceding moments) of consciousness and characterized by the maturing of for​mer impressions (vasana) I cannot  be produced from another (the four gross efements).

In general, (it can be stated) that the effects which were produced from certain causes were governed  by the law of causation (rgyu-danldan-pa), and those which were conditioned by other causes, different from those observed, cannot be governed by the law of causation. (Thus) non being subject to the law of causation, they cannot originate from certain causes. Therefore the thing which was non present in the contrary case must have possessed a cause. The above reasoning amounts to admitting an incompatible concomitance. The statement that consciousness is preceded by consciousness, as in the case of the child's con​sciousness being produced from the consciousness of the mother, is not valid. Because the manifestation of wisdom (ses-rab) is conditioned by either the presence or the absence of preceding (moments) of consciousness.

Thus we cannot maintain the existence of any cause other than consciousness (sems-pa). As in the case of two brothers born of one mother, both physicaify sound, but one more intelligent than the other. (Otherwise) they should have been endowed with the mental faculties (abhyasa) of their mother (in an equal degree). Therefore, the mother's consciousness was not the cause which made them different, and therefore we can prove that in these two individuals exist different degrees (abhyasa) of consciousness which were endowed with the faculty of developing intelligence, and therefore the causes (of their degree of intelligence) must have been different. Also because the consciousness of living beings (srog-chags) belonging to the class of beings said to have been born of moisture and heat, etc., is not conditioned by the consciousness of a mother. Therefore, they possess their own continuum of consciousness.

-- "Paralokasiddhi" by the acarya Dharmottara extract from "Ze of the sDe-rge edition of the bsTan-'gyur

	Sainkho  NAMCHYLAK
	Kang Tae  HWAN           &  Sainkho NAMTCHYLAK:

"Live"
	1993
	69:39
	label: Free Improvisation Network Record (Japan).

Kang Tae Hwan [a s], Sainkho Namtchylak (см.) [voice].

  I’d like to say a word about Asian jazz. Jazz was created by African-Americans about 100 years ago. Since then, the music has spread throughout the world and fused with the local cultures and traditions of each region. There has been little absorbtion of jazz by Asian countries, however, except in Japan — and if jazz exists in Asia, its existence and significance are as yet little acknowledged, or it is an imitation of older American jazz. When a jazz form created with an Asian sensibility and point of view does appear, it could be a truly unique musical style. I have been thinking about this for the past several years, and it recently occured to me that it would be a great thing if Kang Tae Hwan and Sainkho Namtchylak were to work together. The sound produced by the duo had a high degree of tension.

 In Korean jazz circles, Kang has been called a genius. At the age of eighteen, he was leading his own group. But he had a bigger ambition to create jazz music of his own. Korean avant-garde jazz musicians were so scarce, it was impossible for him to find collaborators who could keep up with him musically. Thus, Kang was forced into musical isolation, except for occasional performances with Japanese improvisers. Kang Tae Hwan’s music transcends the sense of time. Starting in siow swells, it invites audiences into another dimension. At times it sounds like a well-sharpened knife reflecting a pale light; and at other times it has the power of a muddy, roaring river. Both styles are so engrossing that listeners lose themselves in the music. Their sense of hearing seems separate from them, it seems to be two meters above their heads. And the core of the music I recognize Kang’s philosophy — his calm attempt to understand human beings and their history.

 Sainkho Namtchylak is a unique vocalist grounded in the Mongolian musical tradition. Sainkho’s vocalizing must have come as a great surprise to the European avant-garde music world, which praises her originality. Her improvisational singing, which she developed largely from traditional Mongolian singing styles, has recently been featured at a great number of concerts and festivals around Europe. Sainkho’s tough schedule hasn’t let up yet. Her first two CD sold out almost as soon as they were released by the German company Free Music Production. Her exceptional contemporary singing style and six-octave range has brought her many opportunities to work with Western improvisers; but she says, “I’m an Asian woman living in Europe. I’ve always dreamed of working with Asian improvisers who possessed the same type of mentality or logic that I do. Because I didn’t know what was going on in Asian avant-garde music, I thought I’d been born too early and would have to wait for ten years to meet other Asian improvisers. Thinking that way filled me with fears and loneliness.”  Sainkho reacts to Kang with voicings — groans, whispers, shouts, murmurs. It sounds not as if she is singing, but as if the wind is passing through her throat. A second voice — also hers — is added to the first. It is like a call from the other side of a mirror. She juxtaposes the two voices well, creating internal conversations. This is the art of Shamanism, the metamorphosis of the consciousness: talking to a cow, one becomes a cow; replying to a sheep, one becomes a sheep. Sainkho’s voicings, like the sound of the wings of birds flying through the air, are heard everywhere, throughout the open space.

 Listeners can imagine that on the reverse side of the sound created by the two musicians’ calls and responses, abstract landscapes emerge out of the darkness. These landscapes must be the product of the crystallization of the Asian mentality. 

— Teruto Soejima (Japan).

	Kongar-ol ONDAR  & Paul ‘Earthquake’ PENA
	Genghis Blues
	1996
	53:54
	label: Friends Of Tuva (CA, USA)  fot@lafn.org 

For more information, visit www.GenghisBlues.com & www.Listen.to/Ondar 

1] What You Talkin’ About? [1:53] 

2] Tras D’orizao [Beyond the Horizon] (4:33] 

3] Terraplane Blues [3:15] 

4] Alash Khem [The Alash River] [2:41]

5] Ondarnyng Ayany [Medley in the style of Ondar] [5:23] 

6] Durgen Chugaa [Fast Talk] [1:35]

7] Kaldak-Hamar [The Other Side of the Mountain] [5:09] 

8] Konggurey [Where Has My Homeland Gone?] [6:29] 

9] Eki A'ttar [Good Horses] [3:06] 

10] Sunezin Yry [Soul's Song] [6:34] 

11] Kargyraa Moan [4:18] 

12] Tuva Farewell [8:34]

For a full set of lyrics (in Tuvan, Cape Verdian, and English), please check out the www using the keywords ‘Genghis Blues’.

Kongar-ol Ondar is from Tuva [once known to stamp collectors as Tannu Tuva], a remote land in Asia ringed by mountains where nomads still name their sons Chinggis, after Genghis Khan—who recognized Tuvans as an allied tribe distinct from Mongolians.

One of the trio described in 1993 as "virtu​osos of vocal magic," Ondar routinely sings two notes at the same time, and plays doshpuluur [Tuvan banjo], khomus [Tuvan jaw harp], and guitar.

A "People's Throat-singer," world champion [1992] of the sygyt style, and "National Artist of Russia," Ondar currently teaches the next generation of throat-singers in Kyzyl, Tuva's capital.

Ondar's solo CD Echoes of Tuva is also available from Friends of Tuva.

Paul Pena traces his roots to Cape Verde, a string of desert islands off the west coast of Africa. Paul has been steeped in the blues tradi​tion of America, having learned from T-Bone Walker, John Lee Hooker, and B. B. King, among other greats. Pena has also made his mark in the world of rock’n’roll with his hit song "Jet Airliner."

In June, 1995, Pena participated in UNESCO's Second International Festival of Throat-singing, held in Kyzyl, Tuva's capital. Despite dozens of Tuvan contestants, as well as participants from several foreign countries, Paul won first place in the kargyraa division, and also received a special award for audience favorite.

A documentary on Paul's heroic triumph has been prepared. For informa​tion, contact Friends of Tuva.

Quick Guide to Throat-singing

When you say "oo" or "ee," you pro​duce different patterns of overtones [harmonics], each in a different strength. Throat-singers screen out all but a few overtones, making them audible as dis​tinct notes, by tightening their throats so much that only a tiny slit allows the sound through. This narrlow slit also allows for very long notes to be sung.

Tuvan throat-singing can be divided into several styles—there is debate as to how many there are. Five styles are sung in this album:

1] Sygyt—a two-note style with the mouth shaped to say "er." It is Ondar's specialty, and the style in which he won the UNESCO world championship in 1992. [Track 4]

2] Hoomey—a three- [sometimes four-] note style with the mouth shaped to say "oo. " [This word is used in Tuva to denote both the three-note style. as well as the entire range of throat-singing styles—a situation no more

confusing than saying letters that people send to each other are made of letters that form words!]

3] Kargyraa—a two- [sometimes three-or four-] note style with the mouth usually shaped to say "uh." Most remarkable is its "sub-harmonic" quality, by which the voice seems to emit "undertones" an octave [some​times other intervals, as in Track 10] below the fundamental tone. This is Pena's specialty, the style in which he won the UNESCO world championship in 1995, and the source of his name "Earthquake."

4] Ezenggileer—this "stirrup" technique evokes riding on horseback, and involves a rhythmic pulse. (Track 5 has styles 1-4, with 4 coming briefly near the end.]

5] Chylandyk—a combination of sygyt and kargyraa, this style is rarely heard in Tuva. Nevertheless, Paul has mastered it and sings it in "Kargyraa Moan" [Track 11].

	HULU PROJECT featuring Stepanida BORISSOVA
	Stepanida
	2000
	70:52
	Yakutia

label: HBL Enterprises

http://www.hulu.de
hubl.g@t-online.de
rec. 1998-99

Stepanida Borissova (Yakutia) – voice

Hubl g (Germany) – drums, programming, sampling

Luigi Archetti (Italy) – guitars

Eric Babak (Brussels) – keyboards

Tunji Beier (Sydney) – percussion, kendan, jews harp

Anton Bruhin (Zurich) – jews harp

DJ Rebel (Marseille) – turntables

Misha Maltsev (Moscow/London) – sounds from Taiga

Jens Volk (Germany) – bassguitar

Dandarvaaching Enkhjargal (Ulan Bator) – khootschirr, backing

Rudiger Oppermann (Alsace) – oppertronic el harp, african harp

Ewald Hugle (Germany) – saxophones

Martin Redlitz (Germany) – didgeridoo

Harry Raiser (Germany/Russia) – translator

	David  HYKES / Djamchid  CHEMIRANI
	Windhorse Riders

(the title is evocative of a Tibetan concept of a sacred art of breathing, singing being an offering of the breath.)
	1989
	62:03
	label: New Albion Records.

D.H. [v, tanpura]; D. C. [zarb]; Zameer Ahmed [tabla].

 “The Harmonic Chant is a contemplative musical discipline I founded, named and have been developing with fellow researches since 1973. From the beginning, I have had just one real aim: to seek out a true, symbolic musical language, simple and universal, which could express the quest for contact with a level of being higher than oneself. This aim is certainly the heritage of the Harmonic Chant as found in Tibet and Mongolia, where I received my first inspiration. As an experimental musician, I was searching for a refracted or prismatic sound when I came across the sacred overtone chanting of the Gyuto and Gyume monks of Tibet and the traditional hoomi singers of Mongolia. These singers, and their counterparts in Tuvan Russia, each produce in their chanting several notes at the same time, that is, a fundamental note and one or more soaring harmonics, or overtones, of the fundamental note. I was inspired —  reminded, one could say —  by the sounds of these monks, shamans and singers to learn to chant in the same way. My aim and inspiration was to brig to life a new global sacred music emanating from this most basic music universal —  the harmonic series —  present in all vocal or instrumental sound. The harmonic series is to sound what the color spectrum is to light. This chant requires that one penetrate a kind of harmonic core of material in oneself, from where vibrations of being are calling. This matter needs a new sensitivity, what we may call, literally and symbolically, a new listening. I try to conduct the study of Harmonic Chant from this point of view, and there is no way around —  or “over” —  the hard musical and contemplative work necessary to appreciate its essential qualities. A work to be renewed with breath. The heart of the matter for me has become as much the question of vibrations in the voice as harmonics above the voice. This question embraces all of what we have tended to call ornament, tremolo and vibrato. I feel we have overlooked and underestimated the vibrant life in these domains as much as we have missed the harmonics in reducing their presence to the words timbre, vocal color or —  for the voice scientists —  tract resonance and formants. This subtle life in the voice is second nature to traditional singers from India, Iran, Turkey and the Arab world. Work with vibration in the voice has also been for me the real secret to finding time and rhythm in the Harmonic Chant. This area of musical work could be called harmonic polyrhythm. In this regard, I must salute the subtle, intuitive and all-encompassing mastery of my principal collaborator in this current project, the master Persian percussionist, Djamchid Chemirani. An extremely fine musician, Chemirani is also a man of being whose personal simplicity, compassion and purity are an inspiration to all who know him. I set tempo and search for meter, which we ajust together, in a process of joint and mutual discovery. We settled on “simple” 8 and 3 meters for this current project, but have begun a research into how a translation of time signatures derived from the harmonic numbers works in the real world of musical time. My discovery of the loop time / frecuency parallel in sampling has led to a fantastic musical and educational tool for translating the just intonation ethos into the realm of rhythm —  where of course it has also always been. Just one more truth we forgot to remember. A passing allusion to the impossible-to-describe. In the symbolic calling out or inward calling of the Harmonic Chant for what is higher than oneself to appear, there is really not much to go on except the sense, however developed,  of being as vibration in space, together with all one’s available musical resources. In this kind of musical search, there is the body, the voice, and a spectrum of inner and outer sensitivities, possibilities and limitations. A deep, silent will to submit to the sacred, to be closer to it, to let it penetrate, can gradually appear. It’s bound to go a certain way; perhaps one can try and go by way of “the above.” 

—  David Hykes.

	Makigami  KOICHI
	Electric Eel
	1998
	46:23
	label: Tzadik

Makigami  KOICHI -- см. тж. в проекте John Zorn "Cobra (Tokyo Operations)"; его функция там -- prompter -- "суфлёр".

recorded   at   1714   STUDIO,   japan january 29, 1998 and february 17, 1998

produced and recorded by MAKIGAM1 KOICHI
executive producer: JOHN ZORN

MAKIGAM1 KOICH1 voice, dromb, E.T. with Unagi  system (1,7) woodtrumpet (6).

ANTON BRUHIN electric trampi with Unagi system (l,2,6,7), dromb*. 

guest: ADAGAWA  LEO dromb (4) ilimba (6).
*Hungarian jaw harp made by Zoltan Szilagyi.

ELECTRIC TRAMPI

Instead of plucking with the fingers, the spring of a jaw harp is set vibrating by electromagnetic impulses to produce a continuous sound. The jaw harp is held up to the mouth in the usual way, but the right hand remains free to hold additional resonators up to the jaw harp itself (tubes, pots, etc).

HYDRO - TRAMPI - TUBE - RESONATOR

The electromagnetically stimulated jaw harp is clamped to a tube and placed into a larger tube which is filled with water. The resonant space of the jaw harp is changed by lifting and lowering the inner tube so as to play lower pilches than can usually be produced with just the oral cavity. This resonator can also be used in conjunction with a jaw harp held normally over the mouth.

An entire CD of compo​sitions and improvisa​tions on jaw harps!

While studying Mongolian throat singing with mas​ters in Tuva, Makigami became acquainted with and has now developed an incredible array of extended techniques on this ancient instrument. In collaboration with Swiss Maul Trommel vir​tuoso Anton Bruhin, they have created a CD of sounds never heard before, featuring the premiere of Bruhin's bizarre creations the

electric jaw harp & water jaw harp.


TIBET
	TIBET
	Traditions Rituelles des Bonpos
	1993
	63:27
	label: Harmonia Mundi Rec.

rec. at Tibet, 1981&83.

1. Chant dedicated to the protective divinity Midu              13’07”

2. Nag-zhig’ propitiatory ceremony                                       35’24”

3. Tea Offerings                                                                        10’19”

4. Drum-beating in Praise of Shenrab                                     4’17”

  Not all Tibetans call themselves Buddhists; many, especially in Eastern Tibet, practised what is known as Bon and as such they are known as Bonpos. Bon is usually considered to be the ensemble of pre-Buddhist beliefs of the Tibetans; it embodies a vast mass of ritual practices bearing on exorcism, divination and the appeasement of wrathful divinities. Its elaborate teachings guiding the individual to spiritual realization places Bon among the great mystico-philosophical systems of the world despite its relatively small number of followers. Bon shares with Buddhism some fundamental doctrinal tenets such as the concepts of ‘impermanence’ and of the ‘empty nature’ of the phenomenal world. It also proposes the idea of the existence of a transcendental state, ‘enlightenment’, attainable through meditational experience, ritual practices and scholastic study. The Bonpos do not recognize the authority of the Buddha Sakyamuni, the historical figure who lived two and half thousand years ago and to whom we owe the teachings of Buddhism. They trace the source of their doctrine to Tonpa Shenrab, who is for them the real ‘Buddha’, the ‘Enlightened’ one. He is said to have come from a country called Tazig — vaguely identified as being to the West of Tibet — and to have brought Bon to Zhang-zhung, a region which comprised the North-Western part of Tibet and the area around Mount Kailash. From there, the doctrine of Bon was introduced into other regions of Tibet and the texts were translated from the language of Zhang-zhung into Tibetan. The oldest Bonpo historical documents date from the tenth and eleventh centuries and the oral tradition goes back an earlier age but in the fourteenth century a reformation took place that brought Bon closer to the general lines of Tibetan Buddhism. The Bonpos have maintened a clear separate identity in Tibetan society and kept a strong sense of independence thereby constituting a distinct group which has played an important role in Tibetan history. The claim of the Bonpos to be the upholders of the pre-Buddhist beliefs engendered considerable opposition when the Buddhists tried to establishe the new religion. A great part of this opposition was political, in the modern sense of the word, rather than merely religious, though Tibetans have never made a clear separation between the concepts.

   A Bonpo Community was established in the Western Himalayas, in India in the 1960’s and comprises some hundred families most of whom came originally from Eastern Tibet. The new Menri monastery was built to provide to the needs of the laity thereby recreating the relationship existing between village and monastery in a traditional Tibetan community. This centre attracts a considerable number of monks from the border regions of Nepal anxious to learn the doctrine of Bon and to restore ceremonial practices.

  This CD is a collection, in favourable technical conditions, examples representative of Bonpo musical tradition. These recordings, made in the course of two missions in March 1981 and April 1983, illustrate various facets of the religious activities of the Bonpos through their chant and their psalmodic recitation. They intend to bring to a wider audience the musical aspects of a ritual tradition that is largely unknown to the Western World and has remained obscure to the Tibetan themselves.

  “Chant dedicated to the protective divinity Midu”. Bon and indeed all forms of Tibetan religion attach great importance to the cult of the protective divinities. These divinities were usually old mountain gods or forces of nature that have been symbolically subdued and put to the service of religion. Such is the case with Midu. References to the origin of this type of chant often make allusion to the visions of a venerated figure belonging the lineage of transmission of the religious teachings. Interesting stories from the oral tradition illustrate this point: Sherab Gyaltsen — the great reformer and systematiser of Bon, who had been the head of one of the colleges of the old monastery of Yerubensakha, which been destroyed by a flood, was looking for a place to establish a new monastery that could replace it. Portents had told him the exact spot where it was to be built but he encountered very strong opposition from a group of yogis living in the vicinity who created all sorts of difficulties by the use of black magic. One afternoon, while profoundly concentrated on his prayers, Sherab Gyaltsen had a vision of Midu mounted on a black horse, riding up a mountain who on reaching the summit, stamped his foot so strongly that he provoked an avalanche that destroyed the abode of the yogis. This permitted the erection of Menri monastery which was, later, to become an important site of learning of the Bonpo tradition.

  The chant heard here belongs to the type of liturgical chanting called ‘gyer’ by the Bonpos. The basic structure of the chant is determined by the text to which non-sense syllables are intercalated; each syllable is supported by the accompaniment of a stroke of the drum and the cymbals. To certain syllables of the structure thus conceived a particular ‘melodic type’ is applied. These ‘melodic types’ are melodic contours not referring to determinate pitches but involving dynamic, timbric and pitch inflexions. So ‘melody’ in this sense implies that we should not expect to hear notes in the conventional sense of the word but rather a complex of various significant melodic traits. [...]

	TIBET
	Musiques Sacrees
	1989
	73:05
	label: Harmonia Mundi Rec.

rec. at Nepal, 1971.

The instrumental group consists of:

a ‘rkan-drun’  trumpet, carved from a human femur; this is  The solo instrument which opens certain passages;

a set of ‘damaru’ — small, double-headed hour-glass drums. These drums are often made from two skulls joined at the crown and covered with skins. Two small leather balls, each attached by a string, strike the skins when the instrument is spun in alternate directions. This set comprises about ten drums;

‘drill-bu’, silver plated bronze bells. They have a remarkably pure, protracted timbre and are played with consummate skill;

‘roll-mo’ cymbals;

‘sbug-chol’ cymbals;

‘rgya-glin’ oboes;

‘dun-chen’ — large telescopic horns 1/2 yards in length, with a very deep, full tone;

conches ‘dun’, large sea-shells;

‘rna’ — a big, two-headed drum, which provides the rhythm.

The prayers, or ‘mantra’, which frequently consists of meaningless phonemes, whose purpose is almost excusively symbolic, are accompanied by ‘mudra’ — these are the symbolic gestures which can be seen in Buddhist iconography. Every basic tenet has a corresponding position of the fingers.

   The following recordings were made in North-east Nepal, in the province of Khumbu, in Sherpa country. Two of the most important monasteries in this frontier region of Tibet are represented here: the monastery of Thami (tibetan: ‘Thang-smad’) of the Gelupa sect (‘dge-lug-pa’: The Virtuous Ones) and the monastery of Tengboche (‘Steng-po-che’) of the Nyingmapa sect (‘rnin-ma-p’: The Ancient Ones). For several centuries in fact the religious calling was reserved for a few privileged families and the office of lama was hereditary, the only exception being the hermits who lived in isolated grottos in the mountains, who were visited occasionally with request for advice. However, the monks of Thami claim that their monastery was founded as a hallowed place some 400 years ago. The founder is believed to have been the lama Sanga Dorje, the reincarnation of the lama Changna Dorje who founded the monastery of Rong-phu, on the North face of Mount Everest in Tibet. The monastery of Tengboche is without doubt the largest and most beautiful in the region. The stark architecture of the ‘Stupa’ (tib. ‘mchod-rten’), a heap of stones enclosing bones or relics of high-ranking priests, which is one of the most venerated centres of Buddhism. The book “Bardo-Thodol: the Tibetan book of the dead” gives an account of the theories of certain lamas, according to whom the different instruments imitate sounds produced by the body, such as they are heard when one stops the ears with the fingers and enters a state of intense concentration. A muffled rumbling like a drum-roll, the sound of horns and trumpets, the tinkling of bells and cymbals can then be heard. This link between music and body appears to be carried a stage further: the relationship between music and the environment — all these sounds which are amplified by the mountains seem to be captured and magnefied in this music. This interaction and identification is one of the fundamental ideas of tantrism. The basic tenet of the philosophy of tantras, which has had a profound influence on all Far-eastern religious and Tibetan Buddhism in particular, is the identification of the self and the universe, the body and the cosmos; its aim is the unification of opposites in order to attain ‘realization’ (‘sadhana’).

Track 1. “Mchod-pa” (18’37”). This ceremony is normally held during the visit of a lama to the monastery or at the request of an individual. It is intended to avert the negative forces of the person in question and help him along the path towards liberation. It lasts about 2 hours, with a brief pause in the middle when Tibetan tea (salted and mixes with yack butter) and various foodstuffs offered by the beneficiary are served. The recording on this track has been edited in an endeavour to present all the various phases of the ceremony and reducing the 2 hour performance to a more resonable length. [...]

	TIBETAN SACRED TEMPLE MUSIC
	Eight Lamas From Drepung
	1990
	54:58
	label: Oasis / Shining Star Rec. (USA)

rec. at Syntasy Studios, California.

Drepung Monastery was established near Lhasa, Tibet, in 1914 A.D. by Jamyang Choje. Famous for its spiritual and academic intensity, it acted as a training ground for some of the finest traditions of sacred art, music and dance to be found in Central Asia. Drepung was famous for its role in leading the Great Prayer Festival of Lhasa, sometimes attended by as many as 50,000 monks and nuns.

	THE TIBETAN BUDDHIST CHANT
	The Kala Cakra Offering Chants
	1992
	59:46
	label: King Records (Japan) World Music Library

rec. in Tokio 1990.

  Recordings for this CD were made during the early morning of the first day of the initiation rite. Chanting is performed by fifteen monks of the Namgyal monastery, headed by ‘acarya’ Ngawan Tashi. The Namgyal monastery, whose monks usually assist H.H. Dalai Lama in conducting the rite, was founded in the sixteenth century by Sonam Gyamtso, the third Dalai Lama. After the Tibetian uprise of 1959, the temple was rebuilt by refugee monks in Dharamsala, northern India, and plays a leading role in Tibetan Buddhism today.

  The Kalacakra (Sanscrit kala - ‘time’, cakra - ‘wheel’) system embodies the last stage of Buddhist teachings in India, and symbolizes the essence of Mahayana, or ‘Great Vehicle’, Buddhism: nondual ‘prajna’ - wisdom, and ‘upaya’ - skilfull means. Kalacakra, also the name of its main deity, appears with his female consort Visvamata. The teaching of the Kalacakra was transmitted from India to Tibet in the twelfth century, when India was invaded by the Muslims. Its doctrine regards the macrocosm as a manifestation of its main deity, Kalacakra, with which the practitioner will try to become mystically united in order to attain Enlightenment. Its fundamental text, the Kalacakra Tantra, is a veritable compendium of Buddhist beliefs at that time, and includes, for example, also Indian astrology and medical science. It is the highest Yoga Tantra, or ultimate teaching, for the Tibetan Buddhist Gelug sect (dge lugs pa). In the West, it was introduced as constituting a kind of utopian system ‘Shambala’ incorporating mystical beliefs. In Esoteric Buddhism, the practitioner first has to be initiated into the particular tantric system he wishes to follow. In the case of the Kalacakra, initiation can only be bestowed by the highest ranking lamas; for example, in the Gelug sect it can only be given by the Dalai Lama, in other sects only by the chief abbot. Especially the initiation rite conducted by the Dalai Lama is of special importance for all Tibetan sects. On this occasion, a mandala is made of the main deity, Tathagatas, Buddhas and various gods and goddesses with many-coloured sands during several days, and offerings are made to it every morning.

	BUDDHIST LITURGY OF TIBET
	Vajrabhairava Tantric Meditation
	1991
	45:35
	label: King Records (Japan) World Music Library

rec. in Tokio 1990.

  This disc is a recording of a ‘KHan gSol’, a sutra chanting  thanking Vajrabhairava for perfection of subduing the devils. Many kinds of music are performed as a means of entertaining the gods. A sacred atmosphere is created by utilizing a combination of many kinds of sounds: sounds heard by the ear, souds felt by the body, or sounds heard by the mind; the sound ‘Dra’, which is pure sound; the sound ‘Yang’, which resonated; and the sound ‘Kaa’, which includes word-like (speech) meaning. Recorded here is the climax of a sutra reading occuring during a session of Vajrabhairava Tantric meditation, a ritual in which all the sins and pollution of each persons are purified. In this ritual priests receive the teachings of the Buddha from a high priest (Lama) and meditate together with him on the cosmos of the mandala. Through their unswering faith they appear reborn as Vajrabhairava, in the shape of the wrath of ‘manjusi’.

  The following instruments are used in this recording:

sBug CHal (a pair of cymbal);  Sil sNYan (a pair of cymbal);  Dril Bu (a handbell, placed on the table of each priest; is sounded by the leader, but in some cases all of the priests participate);  Da Ma Ru (rattle drums, made from a human skull. When the instrument is shaken, a ball attached to a string is made to strike the membrane of the drum, thus producing a sound. In some cases only the leader plays the damaru; in other cases all of the priests do);  rGya gLing (an oboe-like instrument. This instrument is always played in pairs);  Lag rNGa (a double-headed drum is attached to the front of a long handle. One side is struck with a curved beater);  mCHod rNGa (a very large drum, played in purely instrumental sections of the performance);  Dung Chan (a long brass trumpet, which emits a very low tone. Played in pairs).

    The performers heard on this CD belong to the Namgyal Monastery. The temple was founded by His Holiness the Dalai Lama III during the sixteenth century, a time when Tibet was under the protection of the Altai Khan of the Mongolian Empire. Today the temple assumes a position of leadership  in the prayers and ceremonies of all sects of Tibetan Buddhism; and following the lead of His Holiness the Dalai Lama XIV the sect propagates its teaching and enages in anti-war activities throughout the world. In 1989 it was awared the Nobel peace prize.

	SACRED CEREMONIES (1) — Monks Of The DIP TSE CHOK LING Monastery, Dharamsala
	Ritual Music of Tibetan Buddhism
	1990
	62:33
	label: Celestial Harmonies / Fortuna Records (Tucson, Arizona)

digitally recorded at Dip Tse Chok Ling Monastery, 1989.

  The selections on this recording document the monks’ highly specialized musical rites. The monks of Dip Tse Chok Ling have not forgotten their ancient connection to the power of sound. Enduring the vagaries of time, “Sacred Ceremonies” is a testimony of their dedication and unique insight.

  The style of low pitched singing peculiar to this order of monks is called ‘Gyu Me’.  Ritual music instruments: Dung Chen (12 foot metal trumpets played as a pair); Gya Ling (Tibetan oboes played as a pair. The players employ cyclic breathing in order to provide a continuous sound without pausing for breath); Drilbu (hand bells); Damaru or Ton Dhar (Small drums shaped like an hourglass with two pieces of string at the end of which are small round strikers. The strikers whip around and alternately strike each drum head); Sil and Bup (two types of large cymbals); Nga Chen (bass drums mounted on a stand).

  “You can obtain enlightenment without this music, of course, but this is something that brings a richness to the rituals. It is a sound offering to whom we are praying.” — Venerable Thupten Nyandak, Assistant Director of the monastery.

  “The monks were so open and enthusiastic about the project. They told me to treat the monastery as my own, and they rehearsed especially for the album. They got the old abbot of the monastery, the Venerable Kalsang Norbu, to lead in the chanting of the ‘Dedications in Verses’ [#6, 26’36”], which they didn’t do on the other pieces. This man is nearly 70 years old, and an expert in the style of chanting that this monastery is known for. All this music is part of their everyday life, and that’s what struck me. Tibetan ritual music is totally egoless. Every other form of music involves the ego, with people slaving over their instruments for years to become very fast and acrobatic. A lot of times, however, the music is forgotten when people are lost in their virtuosity.” — David Parsons, co-producer.

	 SACRED CEREMONIES  2 — Monks Of The DIP TSE CHOK LING Monastery, Dharamsala
	Tantric Hymns and Music of Tibetan Buddhism
	1992
	58:40
	label: Celestial Harmonies / Fortuna Records (Tucson, Arizona)

digitally recorded at Dip Tse Chok Ling Monastery, 1990.

Состав – как на предыдущем диске.

  “I’m not a Buddhist,” says the producer of the ‘Sacred Ceremonies’ series. “I just try to listen from the heart. Subconsciously, this music has a very powerful effect on me. That’s why I could sit for long periods of time each day and listen, whereas some foreigners would come into the temple and walk right out again because they got bored. I felt at peace, like I was in the right place, so it wasn’t necessary to study the language or go in depth into the exact content of the ceremonies. It’s just nice to be when I’m listening to the music, and I’m glad that through ‘Sacred Ceremonies 2’, I can continue to share the experience with others as well.”

  The results were released in 1990 on Fortua’s ‘Sacred Ceremonies: Ritual Music of Tibetan Buddhism’, and royalties from the disc have already financed part of a new road into the monastery. David Parsons [producer] was amazed at the difference between the two recording sessions: “The first time, I had to really talk them into it because they didn’t understand that anyone would want to listen to what they did. I also had to explain a lot about stereo recording techniques. Most of their instruments are played in pairs. We had to keep rearranging the instruments to avoid distortion and get a nice stereo image. All in all, it took three months to record the original ‘Sacred Ceremonies (1)’. We recorded ‘Sacred Ceremonies 2’ in a couple of hours. This time, the monks didn’t need to be told anything. They set up completely by themselves. I just went down there, turned on the DAT and away we went. Some of them could probably get jobs as recording engineers if they came to the United States. In this second release by the monks of Dip Tse Chok Ling, they again demonstrate the profound sound offerings of Tibetan Buddhist ritual music. This time they have included more instrumental music than on their previous release. The music was recorded digitally on DAT with two microphones set up in such a way as to approximate the distance between the ears. This was done to achieve, as realistically as possible, how one would hear this music naturally. The monks, however, arranged themselves in such a way as to achieve a suitable stereo balance. The main temple of the monastery was used and only the natural acoustics of the hall were recorded. The recording covers a wide dynamic range and has not been processed in any way apart from slight compression. The chant leader will sound quiet in comparison to the rest of the music in some tracks  as he also plays the main cymbals. We tried to get another monk to play them more ‘off mic’ in order to get a greater level on the leader’s voice but this greatly affected the timing. We then made the decision to record ‘as it is’ as that is how it is heard naturally.”

  The longer Parsons stayed with the monks, however, the more he realized that these were just examples of the Tibetan Buddhist philosophy in action. “It’s not exactly a religion in the sense that it depends on blind faith,” he observes. “The monks have ritual debating all the time where they question everything about the Buddhist teachings. They’ll argue about it, pull it to bits, then laugh and joke. They think it’s very healthy to do that. I compared this to the retreat center in Dharamsala where a lot of foreigners go to meditate and study, and everything became so clear. The Westerners tend to be too intense, serious all the time. Then you go down to the Dip Tse Chok Ling monastery, and the monks will be playing kung fu, throwing each other in the mud and laughing. They’re not eternally heavy. They can get heavy when they need to be, but there’s also time for laughter and fooling aroud. The Tibetan mind is very healthy. They have much to teach us about life.”

	TIBETIAN BUDDHISM
	The Ritual Orchestra And Chants
	1995
	53:35
	label: Nonesuch Records (New York) Explorer Series

rec. at Khampagar Monastery, 1976.

1. Padmasambhava Tsechu Sadhana: Invocation       14’33”

2. Mahakala Sadhana: Dun-kye                                    12’29”

3. Mahakala Sadhana: Dag-kye                                     25’59”

  The Tibetan scholar Lobsang Lhalungpa contributed the following note on Tibetan liturgical music theory: “Music plays an integral role in Tibetan Buddhism: it is seen as a means for transforming the whole stream of being into illumined awareness. The basic musical concepts and the teaching of Tantric Buddhism originally came to Tibet from India beginning in the eighth century. The liturgy and music are composed by lamas, or by yogins who live in mountain solitude. They sing spontaneously in their illumined state, and disciples record these compositions in writing or commit them to memory. For group performance the master first teaches the chants — consisting mainly of free verse of poems — to the monks or disciples, and then the instrumentalists are brought together and taught orchestral passages. The chanting is conducted by the umze (master of the chanting) while the lopon (chief instructor) supervises the ensemble performance or ritual and dance. In Tibetan music theory, the primordial sound A is recognized as the source of all sound and speech as well as the substratum of silence. It is an all-pervasive medium through which the inherent unity of all things may be realized, transcending the duality of ‘I’ and ‘other’, good and bad, and the like. Infinite varieties of sound and speech arise from the primordial A. The basic sounds with their tonal ranges are ae (stressed), i (sharp), o (high) and oo (low). The chanting is based on these pitches. However, for more complex chants, as many as twelve pitches may be used. Minor liturgies use only one or two pitches, while major liturgies employ a wider range. Chanting is recognized as a powerful medium for inner transformation, since it is a dynamic form of meditation. Its character is determined by emotional states, intellectual vision, and by the intended purpose. For instance, a slow, gentle chant is used to pacify the mind’s disquiet. A tune with a forceful rhythm, in fast tempo, is used to destroy inborn evils. Some of the pitches sung by the male voices are likened to the sound of a celestial dragon, a great waterfall. The lowest and highest pitches are said to be identical with a celestial drum, and with the voice of Brahma — the creator of the world, according to ancient Indian mythology.”

  The rites of Khampagar Monastery are celebrated for the beauty of the chanting and the deep spirituality with which they are infused. For more than four and a half centuries this monastery was one of the most notable spiritual centres in the province of Kham, Eastern Tibet. This monastery belongs to the Drukpa Kagyu school of Tibetan Buddhism, which was founded by Drogon Tsangpa Gyare Yeshe Dorje (1161-1211).

	TIBETIAN BUDDHISM
	Tantras Of Gyuto
	1988
	60:14
	label: Nonesuch Records (New York) Explorer Series

field recording at Gyuto Tantric College, 1972.

1. Sangwa Dupa (Sanscrit: Guhyasamaja)      41:18

2. Gonpo (Sanscrit: Mahakala)                         18:31

  Tantra is the highest spiritual path in Tibetan Buddhism. It uses the energy of all our passions for spiritual growth, instead of attempting to suppress or condemn them. Since tantric rituals are intended to open the practitioner to enlightenment, their elements — including music and chanting —  have a significance far beyond the limitations of aesthetic pleasure. It’s no wonder, then, that so many listeners find these rituals uniquely moving.

  Sangwa Dupa. This tantra is concerned with discovering the self-existing sacredness of the universe, which is termed ‘vajra’, meaning adamantine, invincible. Its practitioners experience the vajra form of the universe and the bliss and energy that goes with it. This energy may be recognized as strength — strength to actualize the Buddha’s wisdom and compassion. After meditations designed to desroy the illusion of ego so that the voidness of all concepts may be recognized, the yogin identifies himself with the vajra nature of the universe, using visualizations (picturing in the mind an image of a deity, or a sequence of images), mudras (gestures of the hands), and the singing and chanting of sacred texts including mantras (sound formulae). This sound and music are at the very heart of tantric practice. In this recording, forty lamas and monks chant part of the ‘gyushung’ (text of the tantra) which, in its entirety, lasts seven and a half hours. The long drawn-out chords are the concluding words of verses describing specific meditations.

  Gonpo. In Tibetan Buddhism, Gonpo, the Great Black Lord of Transcending Awareness, is depicted as a wrathful, even demonic deity — a seemingly paradoxical way to depict one who is both a manifestation of Lord Buddha’s great compassion and a principal protector of his teaching. Black in color, he bears in his six hands a flaming dagger, a skull containing blood or brains, a trident, a rosary of skulls, a drum, and a leash. Yet the symbolism of this awesome figure is directly linked to his high purpose: to protect sentient beings against all selfishness. The key to his real nature is to be found in the great peace conveyed by the Gonpo rite, for, although, Gonpo’s form is wrathful, his essence is complete peacefullness. Gonpo wields a flaming dagger to cut the thread of life of the demons — all that is not and cannot be clearly understood as it rises out of the depths of the psychic life of man, and which not only disturbs but frequently dominates him. Another hand holds a skull brimful with their brain substances which he pours into his mouth. In his second pair of hands, Gonpo holds a trident — symbolizing the unity of the cognitive, communicative, and manifestational patterns realized in Buddhahood — and a rosary of skulls symbolic of his action which leads all sentient beings out of their state of misery. Lastly, in his third pair of hands he holds a drum summoning all powers to obey him and a leash with which to fetter those who might undo the unificatory and developmental process. The tradition of the Gonpo (Mahakala) tantra goes back to the Buddha, who appeared to the Indian sage Shawari (one of the 80 mahasiddhas — master yogis) and taught him the tantra in the second century.

	TIBET, BUDDHIST CHANT   (I)
	Namgyal Monastery, Dharamsala (Buddhist Ceremony For The Goddess Paldenlhamo)
	1990
	63:17
	label: JVC (L.A., CA, USA)

rec. at the Namgyal Monastery, 1989.

  The four sects of Tibetan Buddhism are known as the Myingmapa, the Sakyapa, the Kagyupa, and the Gelukupa sects. The Namgyal Dratsang is a supreme centre of Tibetan religious faith: as well as being the Dalai Lama’s own monastery, it serves to unite these four sects.

  This CD features some 50 Tibetan Buddhists performing the service [63’17”], during which the sutra Kangso is recited in such a low-toned voice that it is beyond the reach of most trained singers. The combination of these voices with huge five-meter long Tibetan horns create an atmosphere of extreme spirituality. Surely no one who listens to this CD will fail to be astonished by the extraordinary sounds to be heard on it. The earth-shaking ultra-low sounds of the Tibetan horn known as the ‘dhung chen’; the sounds of the human voice, so low that one finds it hard to believe that they are being produced by human beings: sounds which appear to go back and forth between light and darkness, between the sacred and the demonical, whose cosmic breadth seems to link heaven and earth. These sounds draw the listener all of a sudden to the far reaches of the Himalayas. Tibetan monks present us a sublime world full of mystery which far exceeds the breadth of our imaginative powers and everyday awareness. It was during the final period of esoteric Buddhism in India that native Indian gods were incorporated into the Buddhist pantheon as protective deities. This current of belief entered Tibet, where it was magnified and became represented pictorially in the form of highly detail and brilliant, polychromatic paintings which explore the far reaches of the human imagination. The wrathful deities are especially popular: with their terrifying aspect they protect temples and the Buddhist law, and direct their anger towards demons and the earthly desires lurking in the human spirit. Such deities often play a central role in Tibetan Buddhism. In addition to being the most popular goddess in Tibet, Paldenlhamo is the protective deity of the Dalai Lama. She rides on a horse, holding a sword in her right hand and with a skull holding  human flesh in her left hand. She uses a snake for reins, and her horse has a third eye set in its rump. The horse stands in a sea of blood. It is believed that the sheer ghastliness of her appearance gives Paldenlhamo the power to protect the Buddhist law.

  The music features instruments such as the ‘dhung chen’, the Tibetan horn whose sound seems to be full of wrath, the ‘nga’ drum with a diameter of about 50cm, ‘kar dhung’, a conch shell with its spiral moving to the right, ‘kang dhung’, a trumpet-shaped instrument made from the human femur, ‘gyaling’, a high-pitched double-reed pipe performing a melodic function, ‘thibu’ bells, ‘book chel’ cymbals, and powerful voices with a strong sense of pulsation which surreptitiously impinges upon and uplifts our spirit. The sonic world of this ceremony, its outlines shaped by the ultimate in male voice production and low-pitched instruments, is full of the most bizzare and brilliant attractions. On the structural level, the idea of taking listeners unawares by suddenly adding violently abrasive sounds to a static and continuous sonic texture is similar to that employed in the music of the Japanese Noh theatre. The essence of esoteric Buddhist chant surely lies in this blend of meditation and strong upheaval.

	TIBET, BUDDHIST CHANT   (II)
	Gyuto Monastery, Bomdile  (Sangwa Duepa Buddhist Chant)
	1990
	53:16
	label: JVC (L.A., CA, USA)

rec. at the Gyuto Monastery, 1989

  This CD features liturgical chant [53’16”] associated with the Gyuto Gonpa, a temple of esoteric Tibetan Buddhism. For the unitiated, this is perhaps one of the weirdest and most disconcerting forms of vocal music practised anywhere in the world. There are four sects of Tibetan Buddhism. The Gyuto Gonpa monastery belongs to the Gelukupa sect, the largest of these four sects, and was established in 1474 in central Tibet.

  Only ten monks are taking part in this performance as singers and instrumentalists. The instruments used are as follows: ‘damaru’ (a drum with membranes attached on both sides producing a dry sound), ‘book chel’, ‘nga’, ‘kang dhung’, ‘dhung chen’. The men’s voices are pitched so low that one wonders if this can really be human beings singing. In terms of the Western scale, the pitches sung by the performers fall within the range of an octave with the lowest note situated at A two octaves and a third below middle C. In the Western ‘bel canto’ tradition, the lowest pitch in the bass tessitura is generally considered to be the E an octave and sixth below middle C. However, the lowest pitch sung out so resplendently by these Tibetan monks is a full fifth below this. This sonic world with its full and continuous low  tones is made yet more impressive by the entry of sharp metallic sounds which appear to tear through space and the astonishing sound of the Tibetan horns which suddenly impose themselves upon the musical texture. The technique of singing at such subterranean pitches is not one acquired overnight: the monks undergo rigorous vocal training which involves going down to the banks of a surging river and producing extremely loud sounds which can be heard above the roar of the water.

  Recorded at the Gyuto Monastery, this project with the magical power of the transcendental vocal technique, utilizes the profound voices of ten Buddhist monks to create a spiritual world that results from the combination of meditation and awakening.

	PRAYERS AND DANCES
	A Music Documentary: Traditional Tibetan Buddhist Rituals
	2001
	57:01 55:08
	NEPAL

label: Tummo

Geshe Thubten Tashi (solo voice)

Monks of the Kopan Monastery

Monks of the Ka-Nying Shedrup Ling Monastery

Monks and lay people at the Great Stupa of Boudhanath

Это не композиция в привычном смысле слова, так как в ней нет сочиненного материала, а все, что звучит, - это подлинные тибетские молитвы, ритуальные танцы масок, звуки колоколов, голоса монахов, мирских людей и птиц. Предмет "авторской" работы - форма, структура, студийная обработка. Зачем вообще нужно было выстраивать какую-то новую структуру?

А вот зачем. Дисков с полными записями служб и других ритуалов и так существует достаточно, но они все равно не в состоянии передать подлинность происходящего, потому что для ощущения этой подлинности надо находиться в монастыре (желательно с детства), вести жизнь, мало похожую на ту, которую ведем мы, и иметь сознание, ориентированное иначе, чем наше. В противном случае этот диск оказывается просто очередной вещью на полке с этнической музыкой, а стена между "ними" и "нами" остается на своем законном месте. Единственное, что показалось мне возможным - это ощутить услышанное и увиденное как свое личное переживание и личный опыт (а иначе это вообще лишается смысла).  Для того, чтобы выразить это, понадобилась работа над формой. Такая форма позволит мне поделиться этим переживанием с другими людьми, которые, как и я. живут на территориях, условно называемых "Запад", и пытаются понять, как все устроено, кто мы, что и зачем мы делаем в этой так называемой жизни.

--- Антон Батагов, май 2001

It is not a composition in the conventional sense because it contains no composed material. All one hears is authentic Tibetan prayers, ritual masked dances, the sounds of prayer wheels and bells, voices of monks, lay people, and birds.

The subject of my work was form, structure, and studio processing. Why then, did I choose to build this new structure?

Let me explain. There are already numerous CD's in other rituals, but they are incapable of transmitting a sense of authenticity because in order to get this feeling one would need to live childhood (if possible) and to have a life completely different from ours and to differently. Without that this CD would be just another object on the ethnic music shelf, and the wall between "them" and "us" would remain where it is. The only thing I consider relevant in this recording is to realize all that I've heard and seen as my own emotional experience - otherwise it makes no sense at all. In order to express that, I therefore needed to consider the structure of the current recording. This form gave me a chance to share my experience with other people who, like myself, are living in the territories called "The West" and trying to understand how everything works, who we are, and what we are doing in this so-called life.

--- Anton Batagov, May 2001

	CHOGYAL NAMKHAI NORBU RINPOCHE
	Chod: Cutting Through Dualism (Dzogchen -- great spiritual tradition of Tibet)
	1993
	74:02
	label: Aminata Records, Secret World Series

digitally recorded 1992.

1. The Practice of Chod                               20’10”

2. The Long Life Practice of Mandarava    43’12”

3. The Song of the Vajra                               10’40”

  This digital recording was made in the intimate setting of the small personal retreat cabin of Chogyal Namkhai Norbu Rinpoche, hidden away among overhanging trees below the great rock precipice on the top of which is sited the ‘gonpa’ or practice hall of Merigar. It is a rare privilege to be able to participate in the practice of a great Tibetan spiritual master, and he intimate quality of this recording gives the listener the feeling of actually being present with him in his retreat. Norbu Rinpoche is a master of Dzogchen, one of the great spiritual traditions of Tibet. He was born in Dege, eastern Tibet, in 1938, and was recognised as the reincarnation of Adzam Drugpa, a great Dzogchen master of the last century.

  The Practice of Chod is a system of meditation complete in itself, involving visualisation, chanting and the playing of ritual instruments that was originally developed and transmitted by the great Tibetan lady master Machig Labdron (1055-1149). ‘Chod’ means ‘to cut’, and that which is cut through in this practice is attachment, so that the mind returns to its natural condition of openness and total relaxation as the latent power of the enlightened state is realised. Traditionally, the practitioner of Chod would lead a nomadic existence with few posessions, practising in remote and desolate places, such as on mountain tops, in caves and charnel grounds at night, where the terrifying energy of the location would intensify the sensation developed in the practice. In this ritual, the practitioner — on this recording Dzogchen master Chogyal Namkhai Norbu Rinpoche, who compiled this relatively short version of the Chod selecting essential elements from various longer traditional sources — begins the practice by chanting the famous seven-line prayer invoking the great ninth century Tibetan master Padmasambhava, who here represents the union of all masters of all lineages from whom transmission has been received. Through this invocation the transmission is renewed. Then, after paying homage to all enlightened beings, the practitioner takes refuge, with the intention of benefiting all sentient beings, in the path that leads to the enlightened state and, playing a double sided drum known as a damaru with the right hand and a small bell known as drilbu with the left, proceeds to chant verses invoking Machig Labdron, asking to receive empowerment from her. Unifying his mind with hers through sounding the sharp and cutting syllable ‘phat’, he continues through the principal section of the practice that describes the making of a visualised offering of the whole physical dimension of the practitioner as a mandala. We generally do everything we can to protect our physical bodies from harm, but according to the teachings of Tibetan Buddhism, our attachment causes us to draw to ourselves the very things we least desire. In the practice of Chod, the practitioner, as a means of consciously facing his or her worst fears, summons up all that is most dreaded. While the practitioner identifies with the visualised form of a Dakini (a female enlightened being), the mental image of the physical body is offered to the four types of guests: enlightened beings, ordinary sentient beings, those to whom we have a karmic debt, and demons, all of whom are invited to feast on the practitioner’s body which is transformed by the power of mantra to manifest as whatever they desire. With the recognition that the one who offers, that which is offered, and the one to whom it is offered are not ultimately separate, an offering of teachings is made to the invited guests, before the practice concludes with an invocation expressing the desire to realise the ‘Body of Light’ or ‘Rainbow Body’ in order to be able to continue to beneffit others.

  The bell heard on this recording belonged to Chogyal Namkhai Norbu Rinpoche’s own principal master, Chanchub Dorje, a supremely accomplished yogi, who lived simply as a layman surrounded by his many disciples in a small village in Eastern Tibet where he practised as a doctor of Tibetan medicine.

  The Long Life Practice of Mandarava: The Tibetan title of this practice is “The Sphere of Vital Essence of the Vajra, or the long life practice of the immortal Dakini”. [...] In Tibet there was in fact a whole tradition of the discovery of such texts, known as ‘terma’ or hidden treasures, which are considered to have been left by Padmasambhava to be revealed at later times to ‘terton’, the discoverers of such texts. A terton may also find actual objects such as statues, books, ritual implements and so on. In this case what was discovered was a ‘gonter’, or mind treasure, revealing the long life practice which Norbu Rinpoche performs here. It involves the visualization of Mandarava as a Dakini, a female manifestation of the primordial energy of the universe, through whom all the damage to any aspect of one’s life force is repaired. As is common with such practices, the words that are chanted guide the visualization. The aim of the practice is to enable one to enjoy long life and good health in order to be able to arrive at complete enlightenment. The long life practice is here preceded for the purification of the five elements.

  The Song of the Vajra, with which this recording concludes, is considered to have the potentiality to empower with sacred energy any place in which it is sung. It is an essential song of contemlation that is practised without any accompanying visualization. The practitioner, whose eyes remain unblinkingly open resting in the space before him, integrates his mind with the sound of the song as he chants it, allowing the length of each phrase to guide the breathing, and entering more and more deeply into a state of relaxed presence. Although the practitioner does not think about the meaning of the song while singing it, but tries to enter into a state beyond concepts, it contains in its relatively few verses a complete summary of the whole vast body of teachings known as ‘Dzogchen’ or ‘The Great Perfection’.  Vajra means indestructible, referring to the indestructible nature of the primordial state of the mind, a state that is latent in every individual, is realised through practice, and is, in the words of the song itself “Unborn, yet continuing without interruption, neither coming nor going, omnipresent, supreme Dharma, unchangeable space, without definition, spontaneously self-liberating, indestructible like a diamond, stable as a mountain, pure as a lotus, beyond all limits, perfect from the beginning.”

	Choying DROLMA  & Steve Tibbetts
	Cho
	1997
	49:25
	label: Rykodisc – Hannibal (USA)

Choying Drolma [v]; Steve Tibbetts (см. тж. в ‘Jazz’ section) [g, bozouki, perc]; Delek Yongdzom, Deki Chodron, Sonam Drolma, Kabcho Drolma, Karma Chotso, Lodro Zangmo, Yeshe Zangmo, Tsering Chodron [v]; Rhea Valentine [v]; Marc Anderson [perc]; Betsy Meyer, Harriet Irvin [cello]; Marlies Theobald [viol di gamba]; Kestrel Schwaiger [english horn]; Doug Ross [viola]; Jesse Heffeman, Caton Roberts [violin]; Greg Wallace [double bass, bata drum]; Jim Anton [el b].

 Nestled in the hills above Kathmandu, the Nagi Gompa monastery is home to more than 100 Tibetan nuns, who sing and chant as part of their Buddhist practice of Cho. Their exquisite voices, paired with guitarist/composer Steve Tibbetts’ elegant musical arrangements, are both resplendent and transcendent. Royalties from this recording will go to the nuns at Nagi Gompa.

    At the heart of Tibetan Buddhism is a unique combination of altruism and indestructible self-confidence. This union is clearly embodied in the religious songs and music of Tibetan Buddhists. Among their several styles of religious songs are termas (spiritual treasures brought back from celestial realms by enlightened teachers): spontaneous songs of realization that sprang forth as creative expression from aware, perceptive individuals; and chants composed for contemplative practice. All of these songs have been passed down in an unbroken living tradition from accomplished masters to worthy students for hundreds of years, Choying Drolma and the nuns from Nagi Gompa learned these songs from Tulku Urgyen Rinpoche, his wife Kunzang Dechen, and other teachers. Tibetans do not regard this music as folk music, but rather perceive the depth of meaning in these songs as capable of enhancing understanding and transforming ordinary experience.

Cho, literally 'cutting', is a contemplative system of practices based on Prajnaparamita (transcendent knowledge) and set down by the Indian siddha Padampa Sangye and the Tibetan female teacher Machik Labdron for the purpose of cutting through ego-clinging and the traditional four types of demons. It is counted among the eight practice lineages of Buddhism in Tibet.

"Long ago, when Buddhism was just beginning to spread, Padmasambhava, Vimalamitra, and Vairochana brought spiritual teachings to Tibet, where they flourished widely. Padmasambhava also hid away certain other teachings so that they could be revealed at a more appropriate time, a time when they would be needed. These teachings are called termas, or hidden treasures. Over the centuries, they have appeared in many different forms which include scriptures, instructions, sacred substances, precious gemstones, and holy objects. Tertons, or treasure revealers, often publicly uncovered what Padmasambhava had hidden.

Sometimes a terton would open up a solid rock before a crowd of 400 or 500 people and reveal what had been concealed inside. These great tertons could perform miraculous feats such as passing through solid matter and flying through the sky. Tertons have continued to appear right up to the present day. Because the terma teachings are revealed in an undeniably direct way, they are said to come from Padmasambhava himself. From the time Buddhism was introduced to Tibet until the present day, a continual cycle of revelation has occurred in the form of new terma transmissions, with each teaching being appropriate for its age. 

Symbolic writings, magical cities, and dakini letters are terms that refer to script placed at the beginning of a terma text to show that the treasure teaching is authentic. This symbolic script represents the three kayas, or enlightened Body, Speech, and Mind. Because one can see the shape of the characters, they embody the form of nirmanakaya, or body. Because they transmit meaning, they embody the form of sambhogakaya, or speech. Because it is possible to derive meaning from these letters, they embody the dharmakaya aspect of mind. Only a terton can read symbolic script. decoding the secret writing and transcribing it into comprehensible letters. It is said that if the terton makes a spelling mistake, the terma letters will remain in the terton's experience until it is noticed and corrected. That is why it is always correct."  

-- Adapted from the words of Tulku Urgyen Rinpoche.
Background:
Padmasambhava, the "lotus born" tantric master, established Vajrayana Buddhism in Tibet in the 9th century. He hid innumerable Dharma treasures throughout Tibet, Nepal, and Bhutan, to be revealed by tertons in centuries to come.

Machik Labdron (1031-1129) was the main lineage holder for the Cho teachings. Cho is a practice in which the yogi or yogini mentally offers his or her own body as a means of severing attachment. The skilled practitioner does so with an attitude of extreme generosity, loving kindness, and compassion. This training is based on the Mahayana tradition of Prajnaparamita, transcendent knowledge, by which the practitioner sees through the illusion of a solid reality by recognizing the insubstantial nature of all things.

Jigmey Lingpa (1729-1798) was a great master of the Nyingtig tradition of the Innermost Essence.

Chokgyur Lingpa (1829-1870) is regarded as one of the major tertons in Tibetan history. His termas are widely practiced by both the Kagyu and Nyingma schools.

Kyabje Tulku Urgyen Rinpoche (1920-1996) was an incarnate Lama of the Kagyu and Nyingma Schools of Tibetan Buddhism. During his life he was renowned as one of the greatest teachers of nonconceptual meditation, and spent many years in solitary contemplation. His unbroken lineages can be traced directly back to Padmasambhava.

Sang-yum Kunzang Dechen was the wife of Tulku Urgyen Rinpoche and the mother of Chokyi Nyima and Chokling Rinpoches. After being exiled from Tibet, she was instrumental in building many temples and retreat centers in Nepal. Well respected as one of the great practitioners of her time, she widely promoted the practice of Cho and encouraged women in particular to involve themselves in spiritual practice.

Nagi Gompa is a buddhist nunnery in the foothills of the Himalayas, overlooking the Kathmandu Valley in Nepal. For 34 years it was the primary residence of the Tibetan master Tulku Urgyen Rinpoche. Currently over 100 nuns live and practice there.

	THE GYUTO MONKS
	Freedom Chants From The Roof Of The World
	1989
	67:15
	label: Rycodisc (USA), The World series

digital reference rec. at the Skywalker sounstage, New York City (#1,2); and at St. John the Divine Cathedral, New York City (#3).

Produced by Mickey Hart.

1. Yamantaka     29:06

2. Mahakala        28:20

3. “#2 For Gaia”   9:49 ( — by Philip Glass, Mickey Hart, Kitaro)

   His Holiness the Dalai Lama commented on the nature of these performances: “Some people may ask ‘Why are they performing publicly what should be esoteric rites?’  Perhaps these people feel that secret teachings should not be turned into a theatrical spectacle. But they needn’t be concerned. The secret interior path and its processes are things which the ordinary eye cannot perceive. What is seen outside is totally different. Based on their inner achievement, the Yogis can unfold energies which can serve the benefit of the entire country, such as in ceremonies which consecrate images and icons, exorcise negative forces, prevent natural disasters and epidemics, and uplift the spirit of the times. Thus, from a certain point of view, these ceremonies have a great benefit for the whole society, though there is a valid point in reserving certain ceremonies from public performance. Those performed here are chosen as resembling those traditionally done by popular request all over Tibet.”

  It is important to remember, when listening to this recording, that these chants are not designed as entertainment, but as prayer — venerable vehicles of enlightenment for all sentient beings. Further, because of the limitations of the medium, those selections presented are only small parts of rituals which may take two days or more to perform in full.

  To preserve the most advanced and esoteric teachings, the Gyuto Tantric University was founded in 1474 by Jey Kunga Dondrub, a leading disciple of His Holiness the First Dalai Lama. The training in the monastery was based on the contemplations and rituals of the Guhyasamaja Tantra. The original crew of thirty-two monks lived and breathed the universe of this Tantra. From their practice of its unexcelled yogas, arts and sciences emerged that are unique in the world. In particular, a type of multiphonic chanting was developed, in which each monk sings a chord containing two or three tones simultaneously. This remarkable, transcendentally beautiful sound is thought to arise only from the throat of a person who has realized selfless wisdom. This music emanates from samadhi and is capable of communicating that samadhi to the hearer.

  The Gyuto monks came to America to chant for freedom for all living beings throughout the universe. On the full moon of Desember 3, 1988, 5000 people joined the monks at the Cathedral. The monks wanted to reinforce their prayers to bless the planet and bring forth peace on earth in a special way. They requested their friend Mickey Hart and Tibet House Director Philip Glass to join them in performance for world peace. The musicans were reluctant, concerned lest they infringe in the monk’s special musical realm. The Japanese keyboard artist Kitaro was invited to join the ensemble, and a special composition was created. This musical offering was made in the spirit of solidarity with the Gyuto monks.

  Yamantaka. During this contemplative recitation, the monks identify themselves with the divine Buddha form Yamantaka (“Terminator of Death”). In focused visualization, they enter his sacred Mandala palace, where they become channels for Yamantaka’s stream of life-giving blessings to all beings. Although Yamantaka manifests a terrific, triumphal appearance, this Buddha form is actually the gentle Bodhisattva Manjushri, archangel of selfless wisdom. This chant is believed to have the power to exorcise the human afflictions of anger, avarice, lust, and envy and transform them into creative wisdom.

  Mahakala. Mahakala is the most important terrific protector of Tibetan Buddhism. He is black and six-armed. Though fierce in his trampling upon the evil spirits of delusion and greed, he is actually considered to be the agent of Avalokiteshvara or Chenrezig, the angelic Bodhisattva of great compassion. Mahakala is frightening in appearance because his responsibility is to protect all beings from evil. In the Mahakala ceremony, the monks invite Mahakala to manifest himself before them, they make offerings to him, and they praise him, evoking his virtuous qualities, and they commission him to safeguard Mother Gaia and all beings.

  #2 For Gaia. (Glass, Hart, Kitaro). The artists took their favorite instruments and gave themselves to the spirit of the moment, to the spirit of the monks, to the uplifting space of the hopes of the world. They let their music flow forth to open channels of sound between all beings in distress and the powers of love and goodness. May it join the monks in transporting beings to freedom and joy!

	MUSICAL TRADITIONS IN PAMIR
	Aryan Memory
	2003
	65:31 69:26
	label: Kailas Records  www.kailas-records.ru 

field recordings in Pamir, 2002

Музыкальные традиции Горного Бадахшана 

CD I: Lyrical Traditions

CD II: Epic Traditons

"Только пропутешествовавши достаточно на Востоке, вполне убеждаешься, что и мы принадлежим к нему и что для нашего самопознания нам гораздо важнее знакомство с Востоком, чем с Западом."

-- В. И. Липский, "Горная Бухара. Результаты путешествий 1896-99 гг.", Санкт-Петербург 1902 г.

На Восточном Памире обнаружено более 50 высокогорных стоянок каменного века; их возраст насчитывает десятки, а может быть и сотни тысяч лет. <…> В межледниковый период климат на Восточном Памире был другой – более мягкий и влажный. Он представлял собой лесистую область с реками и озёрами, где водилось множество животных и птиц, это был самый настоящий земной рай, который, возможно, и стал колыбелью человечества. Здесь сложились идеальные условия для существования в течение длительного времени при полном достатке и в изоляции, то есть все те условия, которые необходимы для формирования нового вида людей. Именно здесь, в предгорных областях, среди охотников, рыболовов и собирателей впервые развилось земледелие и животноводство.

<…> Создаётся впечатление, что все самые крупные открытия человечества как в материальной, так и в духовной жизни были сделаны в горах и предгорьях Передней и Средней Азии, причём дальнейшее своё развитие они получали уже на равнинных территориях (где возникали древневосточные цивилизации); в горах же Памира они сохранились до наших дней в первородном своём состоянии, в изначальной своей чистоте.

Всем горным жителям свойственно в той или иной степени созерцательное, медитативное состояние ума, непосредственное постижение вечных истин, дающее безошибочное знание. Постоянно находясь среди гор, люди чувствуют себя частью вселенной. <…> Житель гор не стремится выделиться среди других, казаться особенным, он просто реализует свои природные способности, не акцентируя на этом внимания. <…> Для той части людей, которой в древние времена из-за перенаселённости пришлось спуститься на равнинные пространства и смешаться с более древними, первобытными видами, жизнь изменилась коренным образом. На смену великому пришло малое. Постепенно происходит полная дифференциация окружающего пространства – и людей и предметов. На смену целостному мышлению приходит абстрактно-логическое. Возникают специализированные ремёсла. Создаются хитроумные изобретения, появляются первые мудрецы и учёные. Традиция становится осознанной и предстаёт как следование авторитетам древности; тщательно разрабатываются ритуалы, возникает писменность. Вместе с тем люди всё реже и реже испытывают спонтанные духовные переживания. Строятся пирамиды и храмы, выделяется особый класс жрецов и священнослужителей, но непосредственное религиозное восприятие людьми уже утрачено – на этом заканчивается золотой век человечества.

<…> Внешне памирцы сильно отличаются от всех других жителей Азии. У них ярко выраженная "европейская" внешность: округлые, мягкие черты довольно широкого лица, окладистые густые бороды, светло-серые или голубые глаза, русые или рыжеватые волосы. Эта белокурая раса продолжает существовать в глубоких горных долинах на склонах Памира и Гиндукуша среди целого моря черноволосых племён Азии.

	TIBETAN INCANTATIONS
	The Meditative Sound of Buddhist Chants
	
	47:30
	label: Music Club
Адаптация, сделанная тибетскими монахами для "западного" человека. Необычайно красивая, убедительная и насыщенная музыка, совсем не похожая на расслабушные easy listening'овые поделки на тибетские темы, коих в изобилии наплодили наши западные музыканты.

	David  HYKES / Djamchid  CHEMIRANI
	Windhorse Riders

(the title is evocative of a Tibetan concept of a sacred art of breathing, singing being an offering of the breath.)
	1989
	62:03
	label: New Albion Records

D.H. [v, tanpura]; D. C. [zarb]; Zameer Ahmed [tabla].

“An exquisitely haunting disc of meditative music accompanied by subtle percussion.” 

– CD Review: The Basic 50 Definitive World Music Library
“Hykes is in a real sense a serious composer, reacting to philosophical assump​tions behind Western art music and reaching to the East for different models and inspirations.” 

— Fanfare
 “The Harmonic Chant is a contemplative musical discipline I founded, named and have been developing with fellow researches since 1973. From the beginning, I have had just one real aim: to seek out a true, symbolic musical language, simple and universal, which could express the quest for contact with a level of being higher than oneself. This aim is certainly the heritage of the Harmonic Chant as found in Tibet and Mongolia, where I received my first inspiration. As an experimental musician, I was searching for a refracted or prismatic sound when I came across the sacred overtone chanting of the Gyuto and Gyume monks of Tibet and the traditional hoomi singers of Mongolia. These singers, and their counterparts in Tuvan Russia, each produce in their chanting several notes at the same time, that is, a fundamental note and one or more soaring harmonics, or overtones, of the fundamental note. I was inspired —  reminded, one could say —  by the sounds of these monks, shamans and singers to learn to chant in the same way. My aim and inspiration was to brig to life a new global sacred music emanating from this most basic music universal —  the harmonic series —  present in all vocal or instrumental sound. The harmonic series is to sound what the color spectrum is to light. This chant requires that one penetrate a kind of harmonic core of material in oneself, from where vibrations of being are calling. This matter needs a new sensitivity, what we may call, literally and symbolically, a new listening. I try to conduct the study of Harmonic Chant from this point of view, and there is no way around —  or “over” —  the hard musical and contemplative work necessary to appreciate its essential qualities. A work to be renewed with breath. The heart of the matter for me has become as much the question of vibrations in the voice as harmonics above the voice. This question embraces all of what we have tended to call ornament, tremolo and vibrato. I feel we have overlooked and underestimated the vibrant life in these domains as much as we have missed the harmonics in reducing their presence to the words timbre, vocal color or —  for the voice scientists —  tract resonance and formants. This subtle life in the voice is second nature to traditional singers from India, Iran, Turkey and the Arab world. Work with vibration in the voice has also been for me the real secret to finding time and rhythm in the Harmonic Chant. This area of musical work could be called harmonic polyrhythm. In this regard, I must salute the subtle, intuitive and all-encompassing mastery of my principal collaborator in this current project, the master Persian percussionist, Djamchid Chemirani. An extremely fine musician, Chemirani is also a man of being whose personal simplicity, compassion and purity are an inspiration to all who know him. I set tempo and search for meter, which we ajust together, in a process of joint and mutual discovery. We settled on “simple” 8 and 3 meters for this current project, but have begun a research into how a translation of time signatures derived from the harmonic numbers works in the real world of musical time. A passing allusion to the impossible-to-describe. In the symbolic calling out or inward calling of the Harmonic Chant for what is higher than oneself to appear, there is really not much to go on except the sense, however developed,  of being as vibration in space, together with all one’s available musical resources. In this kind of musical search, there is the body, the voice, and a spectrum of inner and outer sensitivities, possibilities and limitations. A deep, silent will to submit to the sacred, to be closer to it, to let it penetrate, can gradually appear. It’s bound to go a certain way; perhaps one can try and go by way of “the above”.

	David  HYKES
	Current Circulation
	1992
	55:01
	Материалы об этой музыке вы можете найти по адресу: http://gurdjieff.pisem.net
#1, 2 performed by David Hykes & The Harmonic Choir (David Hykes – director)

#3, 4 performed by David Hykes [voice] & Tony Lewis [dumbek].

1. Subject To Change   5’02’’

2. Current Circulation   31’44’’

3. Solstice Kyrie   6’50’’

4. Inward Calling   11’07’’

	Nawang  KHECHOG
	Karuna
	1995
	55:49
	label: Domo Records (Beverly Hills, CA)

All songs performed by Tibetan and other ancient instruments by N. K.; + Kitaro [k] (#3,8). Produced by Kitaro.

  «Karuna» means compassion in sanskrit, and compassion is the heart of Tibetan culture and spiritual tradition. In Tibet one can almost not escape from the symbols and reminders of compassion in every day life, no matter where one travels. We find them carved on the rocks, printed on prayer flags, recited by small children to the most elderly person. Karuna is sang in songs, told in children’s stories, performed in the form of state operas, dramas and in many other ways.

  «Nawang’s flute. Up above the thunderclouds and beyond the wildflowers, up where the air is thin, Nawang sat silently in a cave for seven years occasionally playing his flute at sunset. Before the notes evaporated and were transformed into an evening mist, they were heard by the mountain goats, which stopped chewing and turned their heads to listen because the god-like melodies filled them with wonderment and made them want to dance.» Joan BAEZ (A poem I wrote shortly after hearing Nawang play his flutes at a dinner for the Dalai Lama, 6/6/91).

	Bruno COULAIS
	HIMALAYA – L'enfance d'un Chef
	1999
	74:27
	label: Virgin France

Musique originale de Bruno Coulais.

Изящная и насыщенная музыка включает и хоры тибетских монахов и фольклорные инструменты.

****  -- Play
Отдельно изданная музыка к документаль​ным фильмам — вещь сверхредкая. Никто ею серьёзно не занимается, разве что Филипп Глас — но он это делал скорее по идеологичес​ким мотивам. Неизвестно, какими соображениями руководствовался композитор Брюно Колэ, сочиняя музыку для научно-популярных фильмов "Гималаи" и "Микрокосмос". Но по​лучилось очень убедительно.

-- Play

	DADAWA
	Sister Drum
	1995
	43:55
	label: UFO Group (Warner).

 Thoughts on music. The melodies and spiritual nature of Sister Drum, inspired by Tibetan culture and created by ordinary musicians, destroys the old image of Chinese music as rigid and repetitious. Tibet has long been famous for its richly colourful people and lifestyles, as well as its isolation from the outside world. This, together with the religion and Buddhist philosophy of the people, is brought out in the music. Sounds resonate and roll, underpinned by a calm, steady beat.

  The composer is HE Xuntian. By his technical skill and musical knowledge he takes thoughts and turns them into feelings. The singer is ZHU Zheqin, known as Dadawa. It is she who invokes the power of the Chinese word. The spirit of Tibet which they have together discovered has opened a window on that culture. But their music will give you the impression that these sounds are coming from your own heart. For centuries Chinese music has been seeking a type of spiritual release, a doorway to vitality. This search for spirituality has a unique dignity of its own. Now we are beginning to find religious sounds from the pious, faithful people of Tibet slowly being infused into the beautiful music we can hear everyday, bringing with them a serene state of mind.

  HE Xuntian. From being a Shanghai music professor to his current position as an important composer leading Chinese music out of the wilderness, HE Xuntian has always believed in the strength of his own convictions and searched for creativity in all that he does. The record encapsulates HE Xuntian’s belief that understanding and feeling can be stimulated by music. “We didn’t go to Tibet to find Tibet as such,” he says. “We went to find ourselves.”

  ZHU Zheqin. A singer with great strength of character, Dadawa was a popular singer from mainland China who put aside the lure of the lights of the big city to travel to Tibet and seek the music she really wanted to sing. She is a singer with special skills, moving subtly and naturally in and out of falsetto. She draws on her own inner qualities to sing a type of music that draws together the natural and human worlds and presents a new interpretation of their meaning.

  ZHU Zheqin:  At the end of 1992, HE Xuntian invited me to participate in the production of an album about Tibet. To me, it was a very exciting invitation from a man whose fascination for Tibet meant that he had already collected hundreds of Tibetan folk songs over 20 years. HE’s hometown is in Sichuan, a neighbouring province to Tibet.

   Tibetans are famous for their group dancing and choral singing. Even today, to most people Tibet is a strange land of legends and myths. The idea of the ‘individual’ does not exist there; following their tradition, Tibetans still live as a ‘group’. Compared to the outside world and the societies in which we live, Tibetan society is a unique ‘individual’ of its own. Tibet’s isolation from the rest of the world magnifies this uniqueness. On this album the music permeates through and from the ‘individual’ and ‘group’. It sketches out the relationship between ourselves and Tibet, individual people and the outside world, Tibet and modern society and even one race and the whole of the universe.

   The journey to Tibet was a very important spiritual experience and had a profound influence on the album, allowing us to re-evaluate our attitude towards art and ethical values. We visited temples, lakes, prairies and snow covered mountains during our short stay. We also came across many Tibetan pilgrims, prayer wheels in their hands. Tibetan culture, with its concepts of the spirit and the next life, had a huge impact on my personal beliefs and this moulded the foundation for my interpretation of the music on Sister Drum. 

   [...] We didn’t follow any set patternt in recording. Rather, we experimented with different ways of making the album, discussing matters as we went along. Tibet and Sister Drum were the major part of my life for almost two years. Now that the album has been completed, the spirit and music will remain. 

   But this album is not about Tibet. It is about ourselves, it contains our feelings and thoughts. Tibet was the inspiration — it provides a total contrast to the modern world. It is a magical mirror in which we can rediscover our true selves through the reflection we see. While singing ‘Sky Burial’ (¹3) I experienced, for the first time, the sensation of another ‘self’ floating out of my body and high into the sky. During those two years we projected our feelings and the dialogue between the ‘present self’ and the ‘spiritual self’ into our music. Different races have their own distinct characteristics — but we believe that human nature is common to all mankind. It is this that enables people to communicate, understand and interact with one another through music, regardless of boundaries like time, society and race. Seeking common ground is now the destiny of all races. Because of this, the existence of Tibet and its culture has major significance. As HE Xuntian says, “The purpose of the journey is to explore ourselves.”

	DADAWA
	Voices from the Sky
	1997
	42:10
	label: UFO Group (Warner)

	Yungchen  LHAMO
	Tibet, Tibet
	1996
	46:17
	label: Realworld

Yungchen Lhamo [v].

Ritual music by monks from the Drepung Ngakpa Monastery. Other voices by monks from Gyuto Tantric College.

+ Dhumkhang [dranyem (traditional Tibetan stringed instr.) #7, 8]; Richard Evans [mandolin #6]; Joji Hirota [perc #6]; Alex Gifford [special accompaniment #10].

	Yungchen LHAMO, Hector ZAZOU, Peter GABRIEL
	Coming Home
	
	52:10
	folk-pop

label: RealWorld

Produced by Hector Zazou (см.).

THE MUSICIANS

Yungchen Lhamo: lead vocals

Kent Condon: acoustic & electric guitars

Daniel Yvinec: bass

Caroline Lavelle: cello

David Rhodes: wild guitar, guitars

Hossam Ramzy (см.): percussion

Richard Bourreau: violin

Timo Trovinen: kantele

Hector Zazou: loops & sound effects,

cello arrangements

Patrick Morgenthaler: cello arrangements

Chris Liliedahl: percussion

Peter Gabriel (см.): drones

Henry Frayne: guitars, backing vocals

Sam Doherty: acoustic guitar, backing vocals

Sister Soleil: backing vocals

Ben Findlay: backing vocals

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

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

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

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

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

--- Yungchen Lhamo

HAPPINESS IS...

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

SKY

"I can fly

Fly high in the sky

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

Jetsun Drolma

Om Tare Tu Tare Ture Soha

Here are the jewels of every Queen.

The sun, the moon and the stars,

Offered on clouds of gold.

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

Jetsun Drolma attained perfect enlightenment in female form?

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

(Based on teachings from Kirti Tsenshab Rinpoche)

HEART

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

PER RIG CHOG SUM

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

KHYAB SANGYE

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

NGAK PAI METOG

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

DREAM

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

DEFIANCE

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

COMING HOME

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


CHINA / KOREA

	Louis CHEN   & Friends
	The Sound of Silk and Bamboo
	1997
	70:16
	label: Network (Frankfurt)

CHINESE MUSIC

"It is in the nature of the ear to love sounds; and yet if the heart is not cheerful then the ear does not hear, even if all five tones resound," according to "Spring and Autumn of Lu Pu We", the oldest surviving Chinese work containing an extensive theory of music. Confucius demanded that the "music of a high-minded man" be "soft and gentle", thereby formulating a principle to which Chinese music has adhered from its very beginnings. Music links the cosmological and universal with the world of human beings who, through music, create harmony bet​ween heaven and earth. That the same Chinese character (see cover) is used to signify "music" and "joy" illustrates the extent to which this idea is firmly rooted in Chinese culture. The genres of Chinese music are of two kinds: on the one hand there is the music of the sages and scholars, confined to the closed, private domain, and on the other, there is the music of the folk festivals, in which totally different tones resound to their best advantage. This CD contains both kinds of music, beginning with the contemplative stillness to which the hermit listens in the seclusion of nature, and ending with the rhythmically and melodically virtuoso folk melodies played as entertainment during folk festivals.

THE MUSICIANS AND THEIR INSTRUMENTS

Louis Chen is of Malayan origins but was born in Chao-Chou in Guangdong province. Both in his early youth and in his capacity as a musicologist and professional musician, he had devoted his attentions to the zheng. In the course of extended travels, which took him to Europe and South East Asia, he be​came the first musician to introduce the music of this instrument to western audiences. Since 1957 the composer and musicologist Egon Wellesz has been encouraging Chen to pre​serve and pass on his knowledge of the history of Chinese music in book form. At the invitation of Shigeo Kishibe and the Society for Research on Asian Music, Louis Chen visited Tokyo in 1969; in 1971 he was appointed director of the Asian Arts Association. He has made a name for himself, above all, as the first musician to adapt for, and play on the zheng pieces originally composed for the qin.
The qin is only rarely heard today. Its inven​tion is attributed to the legendary ruler Fu-Hsi, and it is regarded as the instrument par excellence of the Chinese sage. However, the history of the zheng too, is almost as old as the history of China itself. In many ways, the zheng succeeded the older instrument. While the qin has 7 strings, the zheng ori​ginally had 12 or 13. This number was later increased to 16, and today some instruments can have up to 25 strings and more. It is made of the wood of the wutong tree (firmiana simplex). Like the qin, its base is flat and the body rounded, which is regarded as a symbolic representation of heaven and earth. Unlike the qin, however, the strings of the zheng run over moveable wooden bridges which also serve to tune it -- a principle borrowed from the Japanese koto and the Korean kayagum. By pressing down the strings at the side of these bridges, the player can produce myriad melodic effects, in particular the glissando tones so typical of Chinese music. Silk or metal strings alter the instrument's timbre considerably; the choice of string type depends on the character of the pieces played.

Li Kai also comes from Guangdong province where he played for many years in the national orchestra. His instrument, the two-string violin erh-hu (erh meaning two, hu being a reference to the instrument's foreign origins) is said to have been brought to China from Central Asia at the time of the Zhou Dynasty, that is, over 3,000 years ago. The neck, made of teak, runs through a bamboo resonator covered in snake skin. The unusual thing about playing the erh-hu is that the horse-hair bow is not drawn over the two strings but moved between them.

In a Duet (track 10) with a musician by the name of Ya Ch'in, the erh-hu is joined by the yang qin, the "foreign qin", a trapezoidal chest zither played with wooden sticks, which was also brought to China from Western Asia and is related to the Iranian santur. Qin is the term commonly used in China to refer to string instruments per se. Literally the musician's name means "the elegant qin" - a name she was given because she has played this particular instrument sin​ce she was a young girl.

Lam-zi Kun from Canton plays two different wind instruments on this CD: the ti-tse, a flute, and the sheng, a mouth-organ. The ti-tse is a transverse flute made of bamboo whose characteristic sound comes from a res-onating membrane of bamboo or reed tissue covering the hole located between the mouth and the six finger holes. The sheng is a mouth-organ on which the European mouth-organ was modelled: the reeds contained in the instrument vibrate both when the player breathes in and out, allowing a continuous sound -- an ingenious invention by Chinese instrument makers which was taken over not only in Europe but long before that in other South East Asian cultures. It is also mentioned in the oldest Chinese manuscripts such as the Shih-ching, the "Book of Songs" and the Shih-chi, the first extensive historical records. Originally the wind-chest was a calabash which was later replaced by an imitation in wood. Set into this chest is a number of pipes of different lengths -- usually 17, of which 4 are merely for decoration -- whose holes are closed at the sides by the player using both hands.

Ya Dong has been playing the pipa since she was six years old. She gave her first solo concert at the age of 13. After her studies she taught the pipa at the High School of Music in Shanghai. She has received numerous awards for her playing, among them the Chinese National Prize for Solo Playing. The pipa is probably the first instrument to have been brought to China from Central Asia in the second century AD. It gained a popularity during the Tang Dynasty which it has main​tained to the present day -- a rare case of a string instrument that has been played for more than five centuries, its form unaltered. Contrary to the more contemplative character of the zheng, the pipa is more suitable for entertainment purposes and is used both as a solo instrument and in chamber music ensembles. Its name is derived from the sound of the strings being picked with the large plectrum, "pi" and "pa". Playing the pipa involves virtuoso finger and touch tech​niques that produce dramatic effects. These techniques have been constantly refined over the centuries. Attached to the instru​ment's pear-shaped body made of wutong wood is a short bent neck. The four silk strings run across up to 24 bridges made of horn and hardwood; today, instead of a plectrum, long, artificial fingernails are used to pluck them. [...]

	LUI  PUI - YUEN
	China: Music Of The Pipa
	1980
	37:42
	label: Electra Nonesuch (New York) Explorer Series, 1991

lui Pui-yuen [pipa]

  The pipa is a four-stringed, fretted Chinese lute with a bent neck. It was introduced to China from the Middle East during the sixth century and became extremely popular during the Tang Dynasty (618-906 A.D.). All through its history the pipa, an instrument associated with music for artistic entertainment rather than for ceremonies and rituals, has been played as a solo instrument, as a member of an instrumental ensemble, and to accompany narratives and drama. The strings are usually tuned to A-d-e-a, and the entire chromatic scale can be produced. The pipa player employs a large variety of playing techniques [...]. The music of pipa, characterized by flexible tempi and frequent use of crescendo-diminuendo, encompasses many moods ranging from the contemplative and the lyrical to the heroic and even to comical. The traditional repertoire is divided into two general categories: the ‘wenban’ (pacific pieces, tracks 2,3,5,6) and the ‘wuban’ (martial pieces, track 1). In addition, those pieces which are played in a relatively fast tempo, are called ‘kuaiban’ (fast beat), while those played in slower tempo are called ‘manban’ (slow beat). Many pieces have programmatic titles and some of these contain clearly discriptive musical elements directly related to their titles; other pieces, however, are more abstract and have only a poetic relationship to their programmatic titles. Pipa pieces are usually divided into sections. Some use a rondo-variation principle in which basic material returns periodically, but in a more improvisational manner than is usual in the Western rondo or variation forms. Other pieces develop a set of basic motives, and these, too, have an improvisational character.

  Lui Pui-yuen, a renowned virtuoso of the pipa, learned to play the instrument at an early age from famous masters in Shanghai. He has given many recitals throughout Southeast Asia and in the United States.

	HE  SHU-FENG
	Chinese Pipa
	1988
	40:23
	label: King Records (Japan) World Music Library

rec. in Tokio, ’81

He Shu-Feng [pipa]

  The pipa came to China from central Asia via western China during the fourth century. The origin of the instrument is thought to be Iran.

  He Shu-Feng is one of China’s outstanding musicians today. This selection is particularly interesting for its demonstration of this performer’s love of tradition as well as the desire for a new world of sound.

	TANG LIANGXING
	High Mountain, Flowing Water (Traditional Chinese Pipa Music)
	1993
	42:25
	label: Shanachie Records (Newton, NJ, USA)

   This recording represents a broad spectrum of solo repertoire and styles reflecting not only Mr. Tang’s individual artistry, but also the depth of the tradition which he represents. How can the same insrument evoke “birds singing in the flowers”, “the angry sound of rushing water”, “the pillow talk of newlyweds”, and “a million brave soldiers on horseback”? These are phrases a 19th-century author used to describe the pipa, sometimes known as the ‘Chinese lute’. In the music of a master pipaist like Tang Liangxing, one might indeed hear all of this and more. Tang Liangxing, a native of Shanghai, has enjoyed a distinguished musical career. Having appeared all over the world as a soloist with major Chinese orchestras, and as a soloist with the Changhai Philarmonic Orchestra in more than 500 concerts throughout China. In recent years, he has performed in solo recitals throughout the United States.

  The Chinese pipa shares a common Central Asian origin with European plucked lutes, but over two millenia of development within China has resulted in an instrument with a unique tone quality, a sophisticated playing technique, an extensive solo repertoire, and — perhaps most importantly — an aesthetic philosophy that reflect the dualities of nature and of human life. Songs and paintings tell the stories of the pipa having been played by princesses such as Xijun of the first century B. C.  Over time, pipa players have developed a dualistic aesthetic philosophy, used to guide musical expression; the genle ‘wen’ and aggressive ‘wu’. Most of the extramusical themes relate to either ‘wen’ or ‘wu’. The pipa was felt to be an ideal instrument to express this polarity, due to its wide dynamic range, and specific instrumental techniques were developed to simulate the imagination of listeners. On a deeper level, the ‘wen-wu’ aesthetic is itself an extension of the Daoist ‘yin-yang’ approach to natural philosophy. Mr. Tang has spent years assimilating and incorporating the styles of many schools of interpretation, and continues to refine his own unique approach, which we are privileged to hear in this album. — John Myers, the author of “Way of the Pipa: Structure and Imagery in Chinese Lute Music”

	CHINESE MUSIC OF THE HAN & THE UIGHURS
	
	1988
	51:30


	label: King Records (Japan) World Music Library

rec. in Tokio, ’85

This disc is a collection of the music of the Sinkiang Uighurs and the Hans. Featured are the melodies of folksongs and exquisite performances on the pipa, gaohu, erhu, rewab, and komuz.

Instruments 
Komuz

This is a plucked string instrument loved by the Kirgiz people. Three nylon strings are played with the fingers of the right hand. The performer is Mahmet Tolomush. 
Rewab

This is a typical plucked string instrument of the Uighur people. Three courses of five metal strings are plucked with a plectrum held in the right hand. The performer is Mijit Ibrahim. 

Erhu and Gaohu

These are two-stringed fiddles. The bow passes between the two strings. The performer heard here is Chen Yao Xing, born 1941. Chen is a famous performer of these in​struments, and is active in composing new pieces as well. His works make use of traditional Chinese playing techniques as well as those of western music. 

Pipa

This instrument has four strings. It is played by plucking with a plectrum taped to each finger of the right hand. The performer recorded here is Fang Jin Long, born 1963.

Pieces 
1) Komuz solo: A nightingale in the morning

This piece imitates the sound of the nightingale and ex​presses the freshness of the morning.

2) Komuz solo: A white hawk

This piece describes a white hawk's soaring over the vast plains.

3) Rewab solo: The first interlude dastan of rak-mode

The twelve mukam are a form of Uighur classical music, which include suites of instrumental, vocal, and dance music. Rak mukam is one of the modes that make up the twelve mukam.

4) Rewab solo: The beautiful land

This piece was composed in the 1960s. It describes the beauty of the home country in Shanhe.

5) Rewab solo: Joyful spring

6) folksong of Kashgar: Atosh

This selection is based on a folk song from the Atosh region. The song expresses the feelings of a beautiful young girl as she journeys to meet her lover.

7) Mongolian folksong: The vast steppes {urtin duu} 

Urtin duu means ''long song." It is a song in free rhythm.

8) Tatar folksong: The swan's feathers

This song speaks of the feathers of a white swan blowin in the wind, which remind one of a person far away.

9) Folksong of the Shanxi region: The murmuring of the Fen River

This song speaks of the Fen river which flows through Shanxi Province.

10) Soprano solo: Ringing bells of camels on the Silk Road

This piece was composed for use in a concert in Japan entitled "Music of the Silk Road."

11) Gaohu solo: Advancing step by step (Cantonese music) 

This piece is based on a folksong.

12) Erhu solo: A view of the mountain village 

This piece was composed by Chen Yao Xing and is based from Shandong Province. 

13) Pipa solo: Tilling the rice fields

This song is based on a tilling song known throughout Taiwan.

	INSTRUMENTAL MUSIC OF THE UIGHURS
	
	1991
	49:35


	label: King Records (Japan) World Music Library

rec. in Tokio, ’89

This disc is a collection of the instrumental music of the Uighurs, who live in the Sinkiang Uighur Autonomous Region of China. Featured are the rewab, ejek, dap, balaman, dutar — typical Uighur instruments, performed by famous instrumentalists.

  The uighur people are a Turkish ethnicity that live in central Asia. Today they live mainly in the Shiankiang of northwest China, and in part of the Turkistan Republic of the Soviet Union.

  Uighur music often makes use of a system of modes known as mukam. Such pieces can be heard in selections 1, 9, and 12 on this recording. There are twelve types of Uighur mukam. Each mukam comprises three sections, and each section again comprises several pieces. Due to time limitations only a very small part of mukam music could be included on this disc.

	Liu  SOLA  & Wu MAN
	China Collage
	1996
	41:08
	label: Avant (Tokyo)

Produced by Bill LASWELL; executive producer: John ZORN.

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

1. Festivals

2. Love

3. Death

4. Life Journeys

5. War

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

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

---- Liu Sola, 1995, New York

	TRADITIONAL CHINESE MUSIC
	
	2000
	52:54
	label: Shanghai Audio & Video Publishing House (China)

1. Wise Emperor (Tang instruments ensemble)

2. Jackdaws Playing With Water

3. Moonrise (sheng, xiao, zheng ensemble)

4. Three Variations of Plum Blossom

5. Prince Qin Defeats Battle Array (Tang instruments ensemble)

6. Dancing In The Haven (string quintet)

7. Autumn Moon Over The Han Place (erhu solo)

8. The Conqueror Unarming (pipa solo)

9. Three Repetitions of Yangguan Pass (string quintet)

Виртуозное исполнение, очаровательные мелодии, насыщенная музыка, превосходное качество записи. Но, при этом, абсолютная недостаточность информации, -- сугубо сувенирное издание?

	Guo YUE  &  Joji HIROTA
	Red Ribbon
	1994
	46:42
	label: Shanachie Records

Two master musicians – Guo Yue on Chinese flute and Joji Hirota on Japanese percussion – create ethereal yet hypnotic music that is both contemplative and sensual. Like the Guo Brothers work for Peter Gabriel, this music is rooted in ancient traditions yet seems startingly contemporary.

	Cheng GONGLIANG  & Chris  HINZE
	China Dream
	1990
	51:26
	Chris Hinze [fl-s, k]; Cheng Gongliang [qin]; Ramesh Shotham [chinese gong, perc]; Claron McFadden [v].

All selections are traditional compositions and adapted by Chris Hinze.

Cheng Gongliang

Cheng Gongliang родился в 1940 году в горах Yixing, столице провинции Jiangsu. В 1956 г. начал обучение в музыкальной школе в Шанхае, где овладел искусством игры на разных инструментах. По совету учителя Zhang Zijan (представителя знаменитой в Китае школы “Guangling”), мастера традиции Qin, Cheng специализируется в искусстве Qin. 1960: первый экзамен по специальности Qin. 1965: диплом по народной китайской музыке и композиции. До 1983 г. Cheng жил и работал в Jinan, столице провинции Shandong. Помимо игры на Ehru (китайский народный инструмент типа скрипки, но с двумя струнами) в ансамбле пекинской оперы, он также занимался композицией современных опер. Но он не мог реализовать свой талант в искусстве Qin: в эпоху культурной революции Qin находился под запретом, как символ античных времён. В 1984 г. Cheng получил статус профессора в Школе Искусств в городе Nanjing, где он преподавал традиционную музыку и композицию, а также искусство исполнения Qin. Теперь, когда традиционная классическая музыка уже не была запрещена, и её мэтры, и те кто интересуется этой музыкальной формой, могли снова «всплыть на поверхность». Тем временем Cheng даёт множество концертов в городах Beijing, Shanghai, Nanjin, так же как и в других местах, и он пишет множество статей для музыкальной прессы. Его приглашали для многих выступлений в китайском радио и они были записаны.

Guqin
В сегодняшнем Китае «Guqin» -- это название инструмента с семью струнами, который напоминает одновременно цитру и лютню. Постановка пальцев, для которой предназначен его гриф, послужила причиной того, что этот классический китайский инструмент называли также и «ситаром с постановкой пальцев». Guqin в сущности является одним из наиболее древних китайских инструментов. В первом китайском сборнике поэзии – Shijing  – уже упоминается об искусстве игры на Guqin. Тогда он назывался просто Qin, а современное название Guqin означает «древний Qin». В гробнице одного из императоров эпохи «Царства Воинов» (V – III вв до н.э.) были найдены два таких инструмента, совершенно целые и полностью соответствующие Qin. Qin из династии Тан (618 – 906) практически идентичен современной модели. Guqin обладает удлиннёным корпусом, скруглённым с одного бока. Округлая верхняя сторона по отношению к нижней плоской символизирует отношение между небом и землёй китайской космогонии. Основные тональности струн: до-ре-фа-соль-ля-до минор-ре минор. Чтобы сыграть отрывок, написанный в одной тональности, нужно настроить инструмент по-другому. Положения пальцев, которые нужно использовать, не зафиксированы. Тринадцать положений пальцев, указанных на грифе, служат только для ориентации и для глиссандо. Музыкальный диапазон Qin – бас. В древние времена использовались шёлковые струны, которые ещё более ограничивали диапазон, чем если бы это были струны из стали или из нейлона, используемые сегодня. Но, справедливости ради, надо сказать, что струны из шёлка придают особое богатство звучанию, особенно при глиссандо. Когда играют на Qin, звучание так же важно, как и сами тона, он определяет красоту и виртуозность игры. В музыке для Qin особое очарование доставляет наблюдать за положением пальцев артиста. Манера извлечения звука – позиция кисти и пальцев – определяет постоянно меняющийся характер тона. Вот почему хороший исполнитель на Qin должен обладать экстраординарной техникой, чтобы овладеть его неисчислимыми возможностями.

Характерная манера не может быть выражена композиционными средствами, ибо исполнитель должен быть способен создавать звуковой образ, полный чувства, начиная с разнообразия звучаний каждого тона. Таким образом, ясно, что для искусства игры на Qin требуются годы и годы совершенствования и неимоверная концентрация.

	The CHINESE MUSIC ENSEMBLE of NEW YORK
	Beloved Chinese Songs
	1995
	62:45
	label: Chesky Records

High Resolution Technology; 128x Oversampling

	Gary  LUCAS
	The Edge of Heaven
	2001
	38:46
	label: Label Bleu (France)

Gary Lucas plays mid-century Chinese pop (rec. 2000)

Gary Lucas [ac/el g, national steel g, electronics].

	TAN  DUN  -- китайский композитор, использующий старинные инструменты -- см. в разделе 'Classics'
	
	
	
	

	SINAWI MUSIC OF KOREA
	
	1992
	48:20
	KOREA

label: King Records (Japan) World Music Library

rec. in Tokio ’84

Most passionate music in Korea is Sinawi which has the roots from shamanism existing in Cholla-do. There is a strong rhythm like those of ‘sanjo’ or ‘pansori’ and distinguished swelling melody. This is the music what we called as trance music.

1. Sinawi ensemble

The word sinawi means the shamanistic music of Korea, particularly in Cholla province. Its ensemble music has originally been performed during a female shaman (mudang)'s ritual dance to console and en​tertain deities. However, the distinctive fea​ture of today's sinawi ensemble is improvisation. Its tradition has been hannded down from olden times. The length of a shaman's song and dance varies with the needs of her client, or the circum​stances of a ritual. Accompanists have to follow her entire ritual performance. A good performance depends upon the musi​cianship of accompanists; repetition of sterotyped melodic or rhythmic pattern is regarded as a poor performance. Thus, talented instrumentalists do their best to im​provise excellent melodic and rhythmic pat​terns in the course of a performance. Considering the contemporary perfor​mance of sinawi, we can easily imagine something of performing practice in olden times. Therefore, the tradition of improvi​sation remains in modern sinawi ensemble.

The melodic lines are improvised by in​strumentalists in accordance with two basic rhythmic patterns of 4 beats with triple sub​division called kutkori and salpuri. The in​strumentation of this ensemble consists of a cylindrical oboe (piri), a transverse flute (taegum), a 2-string fiddle (haegum), a bowed zither (ajaeng), a 12-string zither (kayagun), a 6-string zither (komungo), a gong (chin) and a hourglass drum (chang-go). A humming voice is also added as the sound of an instrument.

The melody is based on the Kyemyon mode, which is employed in folk music and sanjo music. It begins with a slow tempo and gradually proceeds to faster tempo, reaching to a climax. 

2. Haegum sanjo

Sanjo is a type of music for solo instru​ment, accompanied by changgo (hourglass drum) or apuk (barrel drum). Sanjo took root in its fully developed form in the late 19th century, which makes it the latest genre of Korean traditioani music. It is known to have originated from sinawi, the music used to accompany shamanistic ritu​als.

Through stylistic changes by many masters, sanjo has reached its present form as solo instrumental music emphasizing vir​tuoso perfoming techniques.

The rhythmic framework of sanjo con​sists of several different types of rhythmic cycle known as chandang: chinyangjo, chungmori, chungjungmori, chajinmori, and hwimori.

The melody is constructed in the kye-myonjo mode employed in folk music. In the performance of sanjo, the melodic lines are made up from combinations of groups of many melodic units. The relationships between melodies are formed on the prin​ciples of tension and release, call and response, and Yin and Yang.

Sanjo begins with slowest rhythmic pat​tern and proceeds to faster and faster rhyth​mic patters. Haegum sanjo is believed to have been first introduced by such famous haegum players as Chi Yong-hui (1909-1980) and Han Pom-su (1911-1980). Chi's haegum sanjo is marked by kutkori (a sort of rhythmic pattern) movements.

Choe Tae-hyon is one of the students of Chi's and also suceeds to his teachers' hae​gum sanjo form. Therefore, the haegum sanjo performed by Choe Tae-hyon con​sists of five movements; chinyanjo, chung​mori, chungjunmori, kutkori and chajinmori. 
3. Piri sinawi

Piri is a traditional Korean bamboo oboe with double reeds and has seven finger holes and a thumb hole. It is a very impor​tant lead instrument in a Korean court mus​ic ensemble or folk music ensemble. There are three types; hyang-piri (native oboe), se-piri (thin oboe) and tang-piri (Chinese oboe). They are distinguished by seize, tes​situra and repertory.

The hyang-piri used in this piri sinawi performance is called sinawi-kwan (pipe), requirin, a special technique. The player in this CD disc, Pak pom-hun blows on the sinawi pipe, using only six finger holes or sometimes using only five finger holes dur​ing the performeance. The tone quality by using such techniques produces a special tune and feeling.

Pak pom-hun is also one of the students the Chi Yon-hui's and suceeds to his teachers' piri sinawi tradition, which is said to have been based on the tune of Kyong-gido province shamanistic music. The per​formance consists of three part. The first part is based on 15 beats rhythmic pattern.

The middle part completes the full improvi​sation by free rhythm, and the last part is based on 4 beats rhythmic pattern with tri​ple subdivision and then changes to 6 beats with triple subdivision. 

4. Poong-mool nori & taepyonso sinawi

Poong-mool is indentical to farmers' music known as nong-ak. The word nori means "performance by folks". The in​strumentation consists of small gong (kkwaenggwari), large gong (chin), hour​glass drum (changgo), barrel drum (puk) and a melodic instrument called taepyon​so, being a conical oboe with brass funnel. In the Poong-mool nori performance, the small gong player is the leader of the group. He always makes signs of rhythmic pattern to the other performers. Before changing a rhythmic pattern, he beats out an accelerando in order to capture other's attention, then he beats out the new rhythmic pat​terns.

Poong-mool nori was originally per​formed by farmers' band in a spontaneous and exuberant celebration at the complection of the transplanting or harvesting of rice. Recently, the instumentalists of folk music perform the exciting sounds taking out of th essense of farmers' festival mus​ic (nong-ak) in the music hall for audiences.

---- Kusano Taeko

	KOREA
	Seoul Ensemble Of Traditional Music
	1992
	68:00
	label: WDR World Network (Frankfurt).

Rec. 1990

Kim Chung-soo, leader: changgo 

Yang Yon-sop: kayagum, changgo 

Chung Dae-suk: komun'go, ching 

LeeTae-back: ajaeng, changgo 

Lee Ki-sul: haegum, chabara 

Hong Jong-jin: taegum, tanso 

Park In-kee: p'iri, t'aep'yongso 

Kirn Sng-kn: saenghwang, tanso

CHONG’AK – COURTLY ARISTOCRATIC MUSIC

Korea's traditional music falls into two dis​tinctly different categories: chong'ak, the ''correct music" of courtly ceremony and aristocratic leisure and minsog'ak, the "music of the simple folk".

While chong'ak is characterized by Confucian philosophy, always maintaining an elegant reticence in expression and moderation in tempo, minsog'ak, in its frequently rhythmic, exceedingly turbulent presentation, reflects, immediately and unrestrained, the complete spectrum of human emotions.

Apart for one sanjo presentation, the first half of the programme consists entirely of chong'ak. The ensemble piece Chungk-wangjigok is a series of movements, taken from the eight-part suite Hyon'ak yongsan hoesang. These are based in essence on a melody, that originally symbolized a type of spiritual folk music; a Buddhist hymn accompanied by horns and stringed in​struments on the text: "Yongsan hoesang pulbosal" ("Buddha is teaching on the holy rocks"). The text was later lost and the spi​ritual music became secular.

Today the suite is played in four versions, which mainly differ from one another by the dominating instrumentarium. The best-known versions of the suite are the Hyon'ak yongsan hoesang (literally "stringed music Yongsan-hoesang"), already mentioned, and Kwan'ak yongsang hoesang (lit. "horn music Yongsan-hoesang"), which can be heard on track 5.

Suryong'um was originally part of the kagok repertoire of songs, which later evolved into instrumental music. On this recording, this melody is played as an instrumental duet, featuring the saeng-hwang (mouth organ) and tanso (small long flute).

Yuch 'osinjigok is the courtly term for the eight-part suite P'yongjo hoesang, a further version of the above-mentioned composition Yongsan hoesang. The first movement Sang-yongsan, to be sedately played with dignified elegance at a slow tempo, is often also per​formed as a solo piece for taegum (long bamboo flute), hyang-p'iri (cylindrical bam​boo oboe of Korean origin), or the tanso. This recording features the version for taegum.
MINSOG'AK -- TRADITIONAL FOLK MUSIC

Minsog'ak is the actual musical language of Korea. But as far as this is concerned, on no account does the term designate a homo​genous repertoire, but more a variety of regionally and functionally very different musical styles. Apart from the folk song (minyo), the festival music of the farmers (nong'ak), and the epic songs (p'ansori), there are two main forms of special significance to be added: the soloistic instrumental music sanjo and shinawi, the instrumental ensemble improvisation, which was originally used to accompany shamanistic ritual (kut). Both cases relate to a musical form of present​ation, which, as a rule, is cultivated by profes​sional musicians. As opposed to the Korean definition minsog'ak (literally, "folk music"), these are decidedly "artistic" musical forms, purely designed for the aesthetic entertain​ment of a listening concert audience, without being subordinate to any social or religious contexts or purposes, and which, with their technical refinement and subtle expressive power, are even able to appeal immediately to the European listener.

Sanjo is soloistic instrumental music, which has its origins in the shammanistic ritual music (muak) of the Southwestern Cholla Province and to which the epic song p'an​sori owes its influence. Kim Ch'ang-jo (1865-1919) is considered to have invented the form and used, for his recital, the twelve-stringed zither, kayagum. In our century, additional sanjo- repertoires emerged for other instruments, such as the bamboo flute (taegum), the oboe (p'ih), the two-stringed fiddle (haegum), the seven-stringed zither, (ajaeng), or even the six-stringed zither komun'go (the latter two instruments are featured on this CD). In every case, the resonating tone of the instrument can be subtly altered, which is an essential prere​quisite for sanjo-music.

Although sanjo-music would seem to be pro​duced freely like an improvisation, it is rooted in a strict formal concept. Every presentation consists of several passages of different rhythmic-metric structures and tempos which flow and merge into one another. There are essentially three passages, a slow chinyang-, a moderate chungmoh- and a fast chajinmori-passage.
The performance of a complete sanjo, which is accompanied by a second musician on a hour-glass shaped drum changgo, generally lasts from forty to sixty minutes. The musici​ans can shorten it however, by omitting indi​vidual passages.

As virtuoso solo-instrumental music of great expressive power, the sanjo is of central signi​ficance in traditional music. Even today, when western influence dominates the musical life of Korea, of all the autochthonous forms, it is the sanjo in particular that enjoys great popu​larity in those sectors of the population in which traditional music is still esteemed.

Shinawi, the origin of which is likewise attri​buted to the southwestern part of Korea is the emotional ensemble improvisation which, varying widely according to region, functions as the musical accompaniment to shamanistic ceremonies.

Nowadays, however, the shinawi is often freed from the context of shamanism and used to accompany lively folk dances or -- as in this recording -- presented as pure concert music, where the musicians are free to play accor​ding to their musical dictates, without having to consider ceremonial requirements.

Shinawi is played by an ensemble, consisting of the obligatory hour-glass shaped drum changgo and at least two melodic instruments. These are often the bamboo flute taegum, and the oboe p'iri. For concert performances, the line-up is augmented to a maximum of eight instruments (as on this recording) and these would then be the stringed instruments hae-gum, kayagum, komun'go, ajaeng and the ching-gong.

A shinawi performance consists of several passages, usually three, which can, if re​quired, be augmented. Each of the fluidly interwoven passages is characterized by a basic rhythmic-metric formula, which is mar​ked by the changgo drum and the ching-gong. The development accelerates from a slow introductory passage into rhythmically turbulent sections before the music reaches a crescendo, breaking off into another brief passage, as it softly fades away.

All the instruments improvise on a melody which is set in its basic structure. Certain motifs are successively introduced by the individual voicings, which focus into ever more masterly playing during the course of the recital. Sometimes solo- and tutti- passages are brought into opposition: individual instru​ments soloistically emerge, before the whole ensemble is resolutely brought back into play. Shinawi is fascinating, incredibly expressive ensemble music, with which nothing in the whole of Eastern Asia can compare.

KUN'AK -- MILITARY MUSIC ROYAL processions
Taech'wit'a is a piece from the repertoire of the ancient  kun’ac-military music, which was still being played for royal processions, mili​tary parades, and triumphal marches, until the end of the Yi Dynasty. The word ch'wi-t'a literally means "blowing and beating". For tae-ch'wit'a, meaning "great music of blow​ing and beating" the t'aeo'yongso (cane oboe), nagak (shell horn), nabal (trumpet), ching (gong), chabara (cymbals), and chang​go (hour-glass shaped drum) are used. [...]

The individual virtuosity of each member of the ensemble is shown to particular ad​vantage in the soloistic sanjo recitals, which constitute the main item of the CD.

	SAMULNORI
	Record Of Changes
	1988 
	39:00
	label: CMP

SamulNori [chorus]; Kim Duk Soo [changgo, choong ching]; Lee Kwang Soo [k’kwaengwari, chaggo, ching, v]; Choi Jong Sil [ching, buk, changgo]; Kang Min Seok [ching, bara, changgo].

changgo: hourglass drum

buk: barrel drum

k’kwaengwari: small gong

choong ching: medium gong

ching: large gong

bara: small cymbals

This album was conceived in the midst of a tour of musical exorcisms. For one month previous to this first tour of 1988, SamulNori was in seclusion at Songri Mountain about 3 1/2 hours south of Seoul. This mountain shelters many spirits, and communion with their essence was one of the reasons the group journeyed there. 

The artists approached the studio recording the same way that they approach a live performance—it captures the feel of that one time, of those winter months, of that tour, rather than a series of repititions and overdubbing. The composition of the various pieces on the album is also part of that particular space and time. This raises a very important point also: that, this "Record of Changes’’ while taking its inspiration from Korea's ancient tradition of religious and ceremonial music, has at the same time been arranged and played by twentieth century Kore​ans.

The members of the group often point out that being clas​sified as a traditional percussion ensemble does not mean that their music has somehow been frozen into an unthawable past. It reflects what modern society is, how they grew up, what musical influence they where subject to and so forth. It is a serious misconception to think that just by labeling something "traditional", it somehow should remain unchanged. It ist the technique of the musicians and how well they craft the music in a con​temporary setting that will ensure its future legacy.

1. KUT

The music in this piece takes inspiration in both its struc​ture and theme from the ritual music of the Kut of Kyungki Province surrounding Seoul. In its traditional structure, the Kut (which can be defined simply as an event, often religious) was fairly fixed; the area where the Kut was to be performed was first purified, the gods called, the par​ticipants brought to ecstasy and then prayer. This struct​ure is maintained in this arrangement by SamulNori. In addition, during the Kut the music does not merely accompany the shaman as he performs his ritual, it com​plements and even adds to the effect of his actions by set​ting the mood, bringing on the sense of transcendence and the calming of the spirit. In this piece the music is thematically a modern evocation of this latent power.

2. P’U SAL

Although the name of this piece is "P'u Sal" (in Korea each particular rhythm is identified by a name) the composi​tion includes several different rhythms from various regi​ons in southern Korea.

In this piece the most important thematic element is the musical expression of "han". "Han" often described sim​ply as an emotion: feelings of sorrow, anger, disappoint​ment and/or frustration is also a concept much deeper in meaning to Koreans. It includes a sense of profound regret and a collective historical consciousness. When "han" becomes so overwhelming, a person may literally become ill in trying to deal with it. Long ago the need for these feelings to be released was recognized and a method fortheir release through music, dance and song became part of the lifestyle pattern.

"Han" is not an extinct concept. In modern society "han" is an experience that many undergo and ‘’P'u Sal" rec​reates the idea of releasing stress through music.

3. AL- ARI

"AI-Ari" tells many stories. Metaphorically the words "AI-Ari’’ cannote seed/ the birth of civilization. It suggests mother ("aumony’’) the son (‘’adel’’) the essential river of life ("ari"). Further the ideas of movement: the flow of water, the course of human events is also part of the mea​ning of ‘’AI-Ari".

The composition of this piece begins with the sound of four Changgo which is the idea of action—flight on hor​seback, ascent of a mountain. The next sound is that of the gong leading into marching rhythm finally winding and winding into resolution.

	SAMULNORI
	RED  SUN /

SAMULNORI: "Then Comes The White Tiger"
	1994 
	60:36
	label: ECM

RED SUN

WOLFGANG PUSCHNIG  -- ALTO SAXOPHONE, ALTO FLUTE

LINDA SHARROCK  --    VOICE

RICK IANNACONE       ELECTRIC GUITAR

JAMAALADEEN TACUMA (см.) -- BASS GUITAR

SAMULNORI

KIM DUK SOO --  CHANGGO, PIRI, HOJOK, CHING 

LEE KWANG SOO --K'KWAENGWARI, VOCALS, CHING 

KANG MIN SEOK -- BUK, CHING

KIM WOON TAE  -- BUK, CHING, BARA

KIM SUNG WOON --     KOMUNGO, KAYAGUM

WOLFGANG PUSCHNIG -- см. тж.: Vienna Art Orchestra; Air Mail; with Carla Bley

From ancient times, Lee Kwang Soo explains, the word "samul" has signified four instruments: the k'kwaengwari. the ching, the changgo and the buk. "Nori", meanwhile, means "playing" in the broadest context -- from children's games to the songs and dances of art and ritual.

The music of SamulNori, the Korean percussion ensemble, is music of arresting power. It is elemental music: it speaks to and for the elements. The metal instruments, the large and small gongs -- the ching and the k'kwaengwari -- are said to symbolize the heavens. The wood-and-skin instruments, the changgo (hour-glass drum) and the buk (barrel drum) represent the earth. The changgo's double heads, tuned low and high, allow it to mediate between earth and sky, but the blossoming swell of the ching, "encompasses all Nature in its reverberation".

SamulNori are both custodians of a tradition and its most advanced exponents. In the past the group have pointed out the flaw in the argument of those who insist that the "traditional" should remain unchanged: the living traditions are forever engaged in dialectical confrontation with the notions of change and "progress". SamulNori performances embrace shamanistic ritual, traditional nongak music and modern composition.

Kim Duk Soo, responsible for all percussion arrangements here, points out that the use of percussion music was "once a natural part of our lifestyle and the customs of our culture; part of the farming cycle, for mourning and spiritual comfort -- or when a war broke out. All of the customs have gradually disappeared. And with this disappearance we were in danger of losing something very vital to ourselves. Our purpose then became to record our music and hand it down to future generations". Yet preservation is only part of the story: SamulNori are world-travellers and recognize that they can proselytize effectively for Korean music by seeking out encounters with players of other cultures. There is no fear of their own work being "diluted" in the process. SamulNori music is too strong for this.

The Koreans' association with Red Sun, the cosmopolitan half-black, half-white Euro-American group formed by Wolfgang Puschnig, is not the first such collaboration for the percussionists. In 1987, two recordings were issued from a Japanese tour in which Kim Duk Soo, Lee Kwang Soo and Kang Min Seok formed part of a thunderous octet called SXL -- a unit that also included Bill Laswell, Shannon Jackson, Shankar and Aiyb Dieng. However, the Red Sun/SamulNori collaboration has proved to be the more enduring alliance; at the time of writing, this association is in its eighth year and, despite the geographical distances separating the participants -- they are scattered between Seoul, Vienna and Philadelphia -- the players congregate regularly to work on the music. They have toured together through the Far East and Europe. Not the least remarkable aspect of the shared endeavour is the fact that all direct exchange of ideas takes place in the music itself. This synthesis is established by playing rather than theorizing: SamulNori and Red Sun have few other means to pool ideas, for they do not speak each other's languages...

This story began in the Spring of 1987 when the Austrian Puschnig found himself the sole reed player in an "ethnic percussion project". SamulNori, part of this package, were intrigued by the saxophonist's improvisatory capabilities. This is perhaps not so surprising: ethnomusicologist Walter P. Malm has suggested that the "driving polyphony" and syncopations of Korean music often seem closer to jazz than to other Asian musics. Kim Duk Soo and cohorts were even more interested when they heard tapes, on the tour bus, of Puschnig's work with partner Linda Sharrock -- so much so that they invited the couple to Korea for SamulNori's tenth anniversary celebrations that autumn. The collaborative work began in earnest. Back in the Occident, Puschnig formed Red Sun as a "Western counterpart" to SamulNori, bringing in the unique electric bassist Jamaaladeen Tacuma and, later, Tacuma's comrade-in-arms Rick Iannacone.

As SamulNori draws on the strengths of the long association of its members -- as well as the strengths of the traditions the group mines -- so do the two halves of the Red Sun unit reflect on many shared experiences in life and music. Rick Iannacone, for example, who often employs his electric guitar for colourative effect in this ensemble, loosing scudding clouds of sound, was a charter member of Tacuma's band Jamaal in Philadelphia in the early 80's and has been playing with him ever since.

The hyperactive Tacuma is an innovative and influential musician. His contributions to Ornette Coleman's Dancing In Your Head changed many musicians' ideas about the potential of the bass guitar. Through more than a decade of work with the Prime Time band, Jamaaladeen seemed to understand better than anyone the liberating implications of Coleman's so-called "harmolodics", his bass always at the heart of the action. His considerable energies have shored up all manner of groups, from the trio of the great vibraphonist Walt Dickerson to James Blood Ulmer's Music Revelation Ensemble. By 1985, he was enthusiastically tracking down the indigenous musics of all the continents: "It's a passion that keeps on growing. Quality can't be measured anymore in terms of American or European music. What I keep finding out is that the music that's usually called primitive music is actually much more pure. These are systems you can learn so much from. On the whole, music from the East seems to have so much more going for it. If you want to learn about rhythm, really learn, you have to study that. I learned so much about phrasing and timing from Hamza El Din's oud playing, from Balinese gamelan, from Japanese koto and samizen players..." When Puschnig brought Tacuma into contact with the Koreans in 1988 the move made perfect sense in terms of the bassist's own development.

In a recent interview Wolfgang Puschnig suggested that "95 per cent" of European players still reveal an inferiority complex in the face of American jazz which causes them either to worship it to death or to reject it outright. Though Puschnig remains a European musician, with all the cultural baggage this implies -- he has investigated his own "roots", not without self-ironic humour, on a recording called Alpine Aspects -- his experiences have brought him to a relatively unpressured relationship with transatlantic counterparts. His initiation into the American end of the music has come through a ten-year association with Carla Bley and Steve Swallow and, more crucially, through his personal and professional alliance with Linda Sharrock. Linda, born in Philadelphia, studied with multi-instrumentalist Giuseppe Logan, a key figure in the New Jazz and made her debut as a freely expressive vocalist with the Pharoah Sanders group, thereafter working with Sonny Sharrock on such milestone recordings as Black Woman, where her voice soared over the groundswell of Milford Graves's drums. She knows all the music's history, from the blues and the black church to free jazz and beyond. Linda Sharrock has lived in Europe since 1983, performing with Puschnig in the Pat Brothers group and AM4 (see and she answered. ECM 1394) in addition to the projects with Red Sun and SamulNori.

Puschnig started playing at the age of seven, originally studying violin before switching to the flute. At 11 he developed a passionate interest in Asian music -- which was to lead him, ultimately, to take up the Korean double-reed pipe called the hojok and the Japanese shakuhachi, as well as bamboo flutes -- and began listening to jazz, with Coltrane and Miles Davis as earliest influences. He gravitated to the saxophone at 18, by which time he was also interested in Eric Dolphy's innovations...

In 1978, he co-founded the Vienna Art Orchestra, and became one of its principal composers, remaining with the big band until 1989. Parallel to VAO activities he led his own projects Air Mail and Part Of Art, and performed in duo with pianist Uli Scherer. who also contributed to AM4 and the first album by Red Sun/SamulNori (issued on the Austrian Amadeo label in 1989). Puschnig, additionally, can be heard on three Carla Bley albums, Fleur Carnivore (WATT/21). The Very Big Carla Bley Band (WATT/23) and Big Band Theory (WATT/2 5).
Unlike the first Red Sun/SamulNori album, Then Comes The White Tiger was recorded on the percussionists' home turf, in Seoul, South Korea, a factor that seems to have heightened the emotional climate of an already intense music...

Wolfgang Puschnig: "When I met SamulNori for the first time, we began a process of inter-cultural communication that will go on as long as we work together. This process of learning from each other, out of respect, trial and error, curiosity, patience, attention and many other non-verbal means is what fascinates me most in the development of our musical work. Mutual exoticisms became natural characteristics, gestures began to acquire meaning, strangeness turned into familiarity, friendship was added to mutual respect. This is an even more satisfying experience to me than the fact that over the years we created our own musical meeting place, from which we venture forth. We created it out of ideas, feelings, music and other abstract things and we made it real. What you hear now is the result of hard work and our reward is that we had this opportunity... and we grasped it".

"NanJang (The Meeting Place)" affords an extravagant welcome into the collective's transcultural world. JamaaladeenTacuma's speeding bass weaves around the dangerous beats of SamulNori's drums and gongs as Lee Kwang Soo gives utterance to the epic/prayer-poem "Pinari". As performed with SamulNori's accompaniment, this piece belongs to the genre of Korean music known as "duk-tam", which means "virtuous speaking". Linda Sharrock offers virtuous speaking of her own and Red Sun and the Korean drummers meet in some new slant on the down-home blues. "Pinari" begins with the story of creation and covers important aspects of the Korean belief system, including a plea for the expulsion of evil spirits as well as long life and good fortune for the listener. Linda's lyrics imaginatively transform the creation myth into a colourful procession -- "Then comes the blue dragon/ Then comes the white tiger" -- and spin off into free association.

The mountain temple meditation entitled "Peaceful Question" conveys a sense of spiritual yearning. Alto flute and gongs and bells may evoke soft clouds settling gently around distant peaks, but from Sharrock's insistent delivery we understand that the "question" is not casually asked.

"Kil-Kun-Ak" translates as "military road music", an allusion to the fact that SamulNori, who perform this piece alone, can trace their roots to origins in military marching music. This particular performance incorporates rhythms from the southeastern regions of Korea, which are distinguished by the dramatic and dynamic playing of the buk and the abrupt character of the transitions. The piece concludes with a brief poem: "Look at the sky and pluck a star / Look at the earth and farm the land / This year we'll have bumper crops / Next year will be a bountiful one also / Moon, moon, bright moon, as bright as day / In the darkness this light is our illumination."

The 7/4 tune called "Hear Them Say" is based on a traditional rhythm called PujongNori. Originally an eight-beat rhythm, one beat is omitted to fit the 7/4 pattern then added again at the end to present the original cycle.

"Piri" features Kirn Duk Soo on the instrument of the same name, a small double-reed bamboo pipe. The piri has an important role to play in Korean court music and folk music ensembles. Kirn's performance here concludes with the folk song "Han O-Paek Nyun" (The Sorrows of Five Hundred Years).

Red Sun/SamulNori held their first Korean pre-production meeting in the remote valley of Soo Yang Kol (Valley of the Weeping Willows), situated some three hours northeast of Seoul. Rick Iannacone's composition is titled for the valley and celebrates its unique character.

The "Flute Sanjo" combines eastern and western melodic approaches. Sanjo, meaning "scattered melodies", is a form of composition which, in traditional Korean music, is usually elucidated by solo instruments accompanied by the changgo. Red Sun/SamulNori bend the rules a little by setting the dialogue between Wolfgang Puschnig and Kim Duk Soo against the subtle sound-painting of Rick Iannacone's guitar.

"Komungo" brings the skills of guest musician Kim Sung Woon into play The komungo is a fourth-century board zither played by striking the strings with a bamboo stick. It has six heavy silk strings and 16 frets, the variety of playing techniques producing sounds of a very vocal quality with extensive play on microtones and timbre.

On "Full House", Linda Sharrock gives voice to the communal spirit of celebration: "My cup is overflowing... I'm so glad that I've found a path / A universal music that will last". This piece, Jamaaladeen Tacuma's dedication to the group, addresses the gratification that derives from the shared endeavour.

Finally, on "Far Away/Ariang", the juxtaposition of western and eastern song forms explores the universality of the lament -- tinged, in both cases here, with a measure of hope. Note the wide vibrato of the Korean reed sound which seems, to occidental ears, to have echoes both of Bechet and Ayler. And, speaking of the latter, the Ayler brothers' advice on how to listen to music can serve usefully in the case of the present album: "You have to relate sound to sound inside it. You have to try to listen to everything together. Follow the sound, the pitches, the colours, you have to watch them move". There is movement in abundance here. When SamulNori and their friends play, music becomes dance, and vice versa.

---- based on a text by Suzanna M. Samstag; additional material by Steve Lake

	SAMULNORI
	RED  SUN /

SAMULNORI: "Nanjang,  A New Horizon"
	1996
	49:41
	label: Antilles / Amadeo

SamulNori is contemporary musical form using the four percussive instruments most representative of our folk tradilion: the K'Kwaenggwari, Ching, Changgo and Buk. For countless centuries, this folk tradition was a dynamic and intimate part of the daily lives of ordinary Koreans. 
SamulNori compiled and revitalized rhythms of Korean folk music and created a new genre that can once again play an active role in the society. It is a musical form that is rooted deeply in tradition but at the same time contemporary.

Extending ourselves beyond our own culture, we have created many collaborations with foreign artists. Ironically, however, almost all these new works have been produced overseas and not in Korea. This is especially the case with our recordings, which we must import into our own country.

We have decided it is time to produce our albums here in our country, not only for domestic but also international distribution. Therefore we have created a special label called Nanjang.
In this first release, Nanjang, A New Horizon, we have composed works, mixing our farmer bands' music, shamanistic music, pansori (narrative folk songs), court and folk songs with jazz, rock, R&B and rap. All the people who participated in this album are of outstanding talent: Wolfgang Puschnig, Jamaaladeen Tacuma, Rick Iannacone and Linda Sharrock have years of experience in their particular fields, and have already performed many concerts here in Korea and participated in two collaborative recordings with us. Renowned traditional Korean artists, Ahn Sook Sun. Lee Tae Baek, Kim Jae Young, Kang Kwon Soon have joined hands with their western companions in this latest collaboration. Through our meetings, performances and time together a musical and cultural understanding has matured between the artists.

I would like to extress my deepest gratitude to all those people that made this album possible and ask for all your support in our new endeavor, "Nanjang". 

   ------- Kim Duk Soo
About the Music

When the two group of artists met to discuss composrtions for this album, much of the process was two way. Sometimes the Korean artists would demonstrate somethings based on Korean traditional music and the Western musicians would respond musically. Othertimes, someone would play out a Western based idea and the Korean artists would respond, digging up something from their experience. The following is a brief introduction to the Korean traditions appearing in Nanjang, A New Horizon.
The songs of the common classes and noble classes are clearly different. Folk singing is represented in the tracks "Rabbit Story" and "Arirang" which come from tne Pansori and Minyo tradition respectfully. The singing style of the upper class is demonstrated in "Meditation".
Pansori is a narrative epic song which can take up to 6 to 8 hours to perform a single complete piece. Traditionally a piece is sung by one singer, performing  all the characters of the story while switching between, singing and speaking. A drummer will accompany her, playing a barrel drum (buk) and shouting words of encouragement or approval from time to time. There are five complete traditional Pansori pieces in existence, and the scene chosen for this album is from "The Underwater Palace."
The track Rabbit Story adds to the single singer and drummer a whole range of Korean and Western instruments.

In the scene presented in "Rabbit Story ", a turtle has appeared on land from the underwater kingdom in search of a rabbit, whose liver will help save the dying king. Not knowing what a rabbit looks like he asks a dog, a cow and eventually a horse if they happen to he a rabbit. The bass guitar, saxophone and ajaeng attempt to mimic the sounds and gestures of the dog, cow and horse, respectfully. A number of rhythmical patterns, appear in pansori, and are used to reflect the mood of a scene. The rhythmical pattern of this scene is called Ja Jin Mori, which has a 12/8 time signature. 

Minyo are folk songs, which very in colour according to the region it originates. [...]

The track "Meditation", on the other hand, employs a vocal technique used in the songs of the noble class. The mood and vocal quality of these songs, which are generally referred to as Chunga, is clearly different from that of the folk songs. Tempo is absent from this genre and performing of Chunga is dictated more by feeling and instinct than by a strict tempo.

Shamanism is the indigenous religion of Korea for countless centuries and continues to have a strong hold on the Korean psyche today.Often, the role of the music is to assist the shaman in reaching a level of ecstasy during the rituals. Three shamanistic traditions appear in this album and are represented in the songs "Shinawi", "One Step to Never (United)" and "Mother Child." Like the folk songs, the flavour of the shamanistic music varies from region to region.

The music of the southwestern province, can be described as feminine while its eastern counterpart, can be described as masculine in character. The shamanistic music of the central province has a "majestic" touch since it often came in contact with the courts in the capital of Korea.

A shamanistic rhythm called Punori, which can be heard in the shamanistic rituals of the south eastern coast of Korea, provides the rhythm for "One Step to Never (United)." Tang Ak  rhythm, which appears in "Mother Child" is from the Kyunggi province, the central region of Korea. Shinawi, is the title ot the last track and the name of the shamanistic music from the rituals found in the southwestern region of Korea. Highly improvised, Shinawi, has each instrument performing their own improvisations, within a rhythmical and tonal structure. From this disharmony, these diverse elements, rises a harmony that gives Shinawi its beauty.

These notes are just a brief and simple introduction to some of the many traditional musics of Korea. One more bit of information that will need explanation is our title. This album is called "Nanjang, A New Horizon." Not long ago, Koreans would hold a carnival,  bazaar, and festival all rolled into one. At the site, people would peddle their wares, eat and drink, and artists would perform for the bustling crowd. These gatherings were called Nanjang. In an effort to recapture the atmosphere of those boisterous and dynamic gatherings we have named our studio, its label and this first album -- Nanjang. 

-------- Notes by Charles Hong

Shinawi

Try to imagine, the sky without a star, a moon

And even though are all so far, unreachable is what they are.

But try to imagine a life that is without pain,

Then how would we know happiness?

Then how would we know gain?

We should think about it 

We should think about it

We should think about it

Sometimes we cry in sorrow

Sometimes we laugh with joy

Sometimes we think tomorrow is just another day

And just any other, that is what some people say.

But we should think about it

We should think about it

We should think about it

Suppose there was no day

Suppose there was no night

Suppose there was no darkness

Suppose there was no light

How could we feel the warming sun, the cooling breath of night?

Suppose there was no goodness

Suppose there was no wrong

Suppose there was no swallow to sing the swallow song.

We should think about it

We should think about it

We should think about it...

	Stephan  MICUS
	The Music Of Stones
	1989 
	51:08
	label: ECM

S.M. [shakuhachi, tin whistle, stone chimes, resonating stones, voice], + others [resonating stones].

   “Thus one should be able to lift the stone

     and hold it full of wild hope,

     until it begins to blossom,

     just as music uplifts a word

     and floods it with sonority.”

--- Ingeborg Bachmann

    “Music too, keeps building anew with the insecurest stones her celestial house in unusable space.” 

--- Rainer Maria Rilke

  For some time Stephan Micus has been drawn by his fascination for the instruments of other cultures. It is not the creation of exotic sounding effects that interests him, but the challenge to discover new sounds and sound contexts. He has experimented with a large variety of wind, string and percussion instruments, with flutes and gongs, zithers and rattles. It was in China where he found instruments made of stone which had been in use for thousands of years but are now almost forgotten, ‘PIEN CH’ING’ stone chimes — small, conveniently sized, suspended stone plates which perform an important role in Confucian ceremonial music.

  With the emphasis shifting from more rhythmical elements at some times to a more melodic character at others, and contrasts created between the varied shades of tone and mood, each part of the composition has its own atmospheric appeal. The suggestion of traditional Zen music provoked by the use of shakuhachi.


JAPAN
Традиционная музыка Японии

Вековая политическая изоляция Японии сослужила неоценимую услугу развитию и совершенствованию традиционной япон​ской культуры. До середины XIX века японцы были практически не знакомы с культурой Запада, да и Запад совсем не знал Страну вос​ходящего солнца. И когда миру наконец от​крылась её богатейшая культура, то она ока​зала заметное влияние на развитие европей​ской живописи, театра, литературы и музыки.
Японская музыка — неповторимое, само​бытное явление в контексте не только общемировой культуры, но и других восточных культур. Одной из характерных её черт явля​ется то, что в ней гармонично сосуществуют самые различные жанры и стили, каждый из которых самостоятельно утверждался в ходе исторического развития. Японцы бережно со​храняют великое наследие, постоянно совер​шенствуя его и приумножая. Отношение японцев к музыке как к миру звуков сильно отлича​ется от европейского. Достаточно вспомнить ритуал чайной церемонии: пять или семь уда​ров металлического гонга оповещают собрав​шихся о её начале, после чего все гости вста​ют и внимательно вслушиваются в отголоски этих звуков, как бы приобщаясь к вечности.
Музыка гагаку

Если обратиться к истокам японской музы​кальной культуры, то становится очевидно, что она являет собой преломление традиций восточноазиатской музыки— китайской, ко​рейской и индийской. Но уже в период Хэй-ан (794-894) японская музыка претерпела значительную эволюцию и приобрела сугубо национальные черты, отражающие вкусы и потребности населения страны. К этому вре​мени относится появление одного из уни​кальных явлений в мировой музыкальной культуре — музыки гагаку, сложной с испол​нительской точки зрения, богатой изыскан​ными нюансами. Слово "гагаку" буквально переводится как "утончённая музыка" и слу​жит для обозначения классической тради​ции японской музыки.
Большими поклонниками гагаку были чле​ны императорской семьи, знать и высшие слои общества. Музыка гагаку звучала на двор​цовых церемониях и во время священных ритуалов в храмах. Популярность её несколь​ко снизилась, когда в середине XII века власть перешла от аристократии к военным, но гагаку продолжали исполнять при дворе императора в Киото, древней столице Японии. Впослед​ствии, до конца XIX века, профессиональные исполнители гагаку пребывали в забвении. Однако после реставрации императорской власти ситуация изменилась. Для возрождения многовековых традиций музыкантов собрали в Токийском дворце императора Мэйдзи, где был создан Музыкальный департамент двора Его Императорского Величества.
Сегодня музыка гагаку снова является не​отъемлемой частью национальных праздни​ков и торжеств, её можно услышать и в хра​мах. Современные исполнители в большин​стве своём прямые наследники музыкантов, в чьих семьях традиционные формы этого ис​кусства передавались из поколения в поколе​ние. Обычно в двенадцати- или тринадцати​летнем возрасте мальчики зачистяются в Му​зыкальный департамент, где на протяжении многих лет они изучают западную и японскую музыку, и, в конце концов, становятся при​дворными профессиональными музыкантами.
Основа каждого музыкального произведе​ния гагаку — мелодия, которая исполняется одновременно несколькими музыкальными инструментами (включая ударные). Она слу​жит центром эстетического сосредоточения исполнителей и слушателей. Играя по памя​ти (музыку запоминают чаще всего на слух), музыканты в ансамбле множества сливаю​щихся в унисон голосов создают особый ритм: он кажется свободно текущим, но при этом ритмическая структура организована весьма четко.
Обычно произведения гагаку трёхчаст​ные. Начинаются они с прелюдии; её темп поначалу выражен неясно, но затем он по​степенно становится более стабильным, а ближе к концу ускоряется и достигает куль​минации. Важнейший аспект музыки гага​ку — торжественность: в свободно льющейся продолжительной мелодии проявляются невозмутимость и спокойствие души. Исполне​ние такого рода музыки основано, прежде всего, на мастерстве музыкантов, которое достигается долгой практикой, а также на нерушимости традиций.
Остановимся на инструментах, которые ис​пользуются не только в гагаку, но и в других видах музыки, о которых речь пойдет ниже. Основную роль играют духовые. Все они изготовлены из бамбука. Самым главным в ансамб​ле является инструмент хитирики, прототип гобоя с двойной тростью, его звук довольно резкий и пронзительный. Рютэки — попереч​ная бамбуковая флейта с семью отверстиями. Она обладает более широкими возможностя​ми, нежели хитирики, поэтому используется для варьирования мелодии и ритма основной темы. Есть еще комабуэ — корейская бамбуко​вая поперечная флейта с шестью отверстиями, похожая на рютэки, но несколько меньшего диаметра и длины. Обычно на ней исполняют гагаку корейского происхождения. Следует упомянуть и экзотический сё — маленький губной органчик из семнадцати бамбуковых трубок, функция которого — поддерживать основную тональность.
Присутствуют в ансамбле и струнные щип​ковые инструменты: бива — подобие лютни с четырьмя струнами, на которой играют с по​мощью плектра, и кото — похожий на цитру длинный инструмент с тринадцатью струна​ми. Оба они применяются для исполнения коротких повторяющихся мотивов.
Особое место в ансамбле гагаку отведено ударным: они подчёркивают сильные и сла​бые доли в каждой фразе мелодии, стабили​зируют ритм. Тайко, большой висящий ба​рабан, делает основные акценты, а какко — маленький, скреплённый обручами горизон​тальный барабан цилиндрической формы и сёко — бронзовый гонг с быстро затухающим звуком — заполняют ритмический рисунок. На какко обычно играет лидер ансамбля: он направляет смены темпа, а также указывает на завершение композиции.

Театральная музыка

Важную роль в становлении традицион​ной японской музыки сыграли театры Но и Кабуки. Зародившийся еще в XIV веке театр Но заимствует тематику своих пьес из япон​ских и китайских легенд (синтоистских и буддийских), из исторических хроник, жиз​неописаний героев. Символические драмы традиционно исполняются актерами-мужчи​нами в масках и музыкантами. В представле​ниях театра Но неразрывно связаны танец, пение и речь рассказчика. Музыка театра Но состоит из нескольких заранее заданных ме​лодических и ритмических фрагментов, ко​торые играются в гибких темпах и точно пе​редают эмоциональное состояние. Основа вокальной партии — мелодия, исполняемая солистом и хором в унисон. Спектакль всегда сопровождают музыкальные инструменты: бамбуковая флейта но-кан, воспроизводя​щая мелодию, и три барабана — копудзуми, оцудзуми и тайко, сигнализирующие об из​менении темпа. Короткие резкие выкрики барабанщиков усиливают напряжение. Ан​самбль аккомпанирует пению или исполняет небольшие интерлюдии. Внутри музыкаль​ного ансамбля особенно выделяется флейта, которая отмечает наиболее значимые места в драме и оттеняет лирические моменты.

Более популярной формой японской дра​мы является театр Кабуки, который, как утверждают легенды, существовал уже в 1596 году. Его репертуар составляют класси​ческие японские пьесы. Кабуки использу​ет для музыкального сопровождения как инструменталистов, так и певцов. Большинство музыкантов сидит в глубине сцены, другие находятся вне сцены и по ходу действия со​здают необходимые спецэффекты и звуко​вые шумы.

Камерная музыка

С XVI века в Японии ведущие позиции за​воёвывает музыка для сольных инструмен​тов, таких как сякухати, сямисэн и кото. Примитивная флейта претерпела модифика​цию, усовершенствовалась и превратилась в сякухати. Сямисэн — трёхструнный инстру​мент, напоминающий гитару или балалай​ку,— приобрёл современный вид, а старин​ный кото стал более звучным.

До этого времени сякухати использовался лишь для сопровождения медитации, необходимой в практике дзен, и потому являлся излюбленным инструментом странствующих буддийских монахов. Но постепенно музыка приобретала всё более светский ха​рактер, в моду вошло домашнее музицирование и услаждающее слух умение играть на кото или сямисэне стало обязательным для девушек высшего сословия.

Постепенно сложились две формы камер​ной музыки: в одном случае она оставалась полностью инструментальной, в другом сопровождала вокальные партии. Инструментальная форма обычно состояла из за​данной темы и вариаций. От музыканта тре​бовался высокий профессиональный уро​вень, так как внимание было сосредоточено исключительно на самой технике игры. Но даже когда сямисэн аккомпанировал певцу, в произведении всегда присутствовала незави​симая инструментальная часть, требующая виртуозного исполнительского мастерства. В дальнейшем сякухати, кото и сямисэн образовали трио для исполнения инструмен​тальных камерных произведений.

Религиозная музыка

Синтоизм — сплав собственно японской и буддийской религий. Культовая музыка синто исполняется на храмовых торжествах и праздниках. Песни и танцы стужат для того, чтобы умилостивить и задобрить божества. В ансамбль входят флейты, барабаны, коло​кольчики, сопровождаемые сямисэном и трехструнной лютней. Вокальные мелодии отличаются причудливой орнаментальностью и свободным ритмом, а танцы очень сдержанны в движениях, поскольку главное в этом священнодействии — абсолютная му​зыка. Интересно, что богослужения в храмах Японии проходят на трёх языках: индо-арийском, китайском и японском.

Народная музыка

Народная музыка, с древнейших времён сопровождавшая все стороны повседневной жизни японцев, являла собой огромное мно​гообразие произведений — от трудовых песен до танцевальной музыки. Почти все народные песни изначально были связаны с религиозными событиями, праздниками, каждодневным трудом — обработкой земли, рыболовством, работой в горах и т. д. По​скольку стиль жизни, порождавший такую тематику, впоследствии сильно изменился, эти песни постепенно утратили связь со сво​ими первоначальными функциями и сейчас исполняются для отдыха и развлечения. Ча​ще всего они звучат в сопровождении сяку​хати, сямисэна или барабанов.

Подавляющее число народных песен, до​шедших до сегодняшнего дня, было сложено в эпоху Эдо (1603-1867) и в более позднее время. Их происхождение анонимно. Начи​ная с 1920-х годов поэты и композиторы стали сочинять песни в традиционном на​родном стиле.

Следует отметить, что некоренные племе​на, живущие на севере Японии, так называе​мые айны, имеют совершенно иные музы​кальные традиции, уходящие своими корня​ми в культуру Северной Азии.

Концом изоляции феодальной Японии от внешнего мира стала буржуазная револю​ция Мэйдзи, произошедшая в 1868 году. От​крылись музыкальные школы, появилось множество симфонических оркестров и оперных театров с европейским репертуа​ром. В шестидесятые годы XX века весь мир захлестнула волна битломании, и, есте​ственно, не обошла она и Японские острова. Возникший интерес к западной музыке по​служил толчком для появления различных типов популярной музыки.

Тем не менее японская культура не утрати​ла своих национальных традиций: в ней прекрасно уживаются как элементы, пришедшие из глубины веков, так и новые веяния. Более того, для многих современных японских композиторов, прекрасно владеющих европейской техникой письма, источником вдох​новения служат традиционные мелодии и инструменты, которые они широко исполь​зуют в своих произведениях.

--- AudioMusic
	KOTO  MUSIC  OF  JAPAN
	Zumi - Kai Original Instrumental Group
	1995
	47:53
	label: Delta Music

1. Rokudan

2. Midare

3. Godan - Kinuta

4. Chidori

5. Haru - No – Kyoku

Japan owes its music, as its culture in general, to the Chinese. Not only, however, have Japanese actively developed this heritage, but they have also preserved many elements of older Chinese music which have been lost in its home country.

The music of the Japanese can be divided into two main categories which correspond to the sacred and secular fields of Western music. In the former category we find: (A) Gagaku. This is the ancient Chinese temple music which was introduced into Japan around A.D. 600 and which marks the beginning of Japanese musical history. It is orchestral music, performed by small shawms (hichiriki), flutes (shakuhachi), mouth organs (sho), lutes (biwa), drums, and gongs. (B) Ka(n)gura. This is the indigenous Japanese temple (Shinto) music which is used today for the most solemn worship. It originated in the 13th century when Japan became conscious of its aboriginal culture, and may well contain elements of a tradition prior to the Chinese influence. Today it is played on the koto and flutes. It is a recitative confined to a few tones. To the same category belongs the Saibara songs, autochthonous songs used at the emperor's court and executed by a soloist, a small group of singers, together with sho, hichiriki, and fuye (flute). (C) Halfway between sacred and secular is Nogaku, or No. This is a musical play which may be compared to the liturgical drama of the Middle Ages with which it was coincidental in rise (c. 1000 - 1200). The performance of the No is strictly traditional, restrained, ceremonial, with idealized action and typified characters (the warrior, etc.). The music is a very ancient type of recitation (said to be of Buddhistic origin), moving in small intervals of somewhat uncertain intonation, including numerous Oriental ornamentations (portamento, tremolo, vibrato), dramatic and emotional, and quickly varying in speed and mood. The singer is sometimes accompanied by flutes and small drums.

The secular music as it exists today originated in the 16th to 18th century. It is fresh and lively, strongly rhythmical, and is played chiefly on the samisen and koto. It includes operatic music, instrumental chamber music, and vocal music. Within the field of operatic music (katarimono) the Japanese distinguish between a great number of types according to subject matter, social standards, etc. For instance, Ithyu-busi is an aristocratic type which, in a way, may be compared (socially) to the French opera of Lully; whereas Gidayu is "music for the merchant," i.e., a popular opera or operetta, rather noisy and full of cheap effects. The chamber music (frequently instrumental and vocal combined) is the most interesting field of Japanese music. A favored form, which dates back to the 18th century, is the Jiuta. It consists of an opening Song (s), and instrumental piece (I), and final song (S). Sometimes the scheme is broadened to a rondo-like arrangement: SISIS. Another form of special interest is the Danmono. These are melodic variations on a theme of 7 or 8 measures, for the koto alone. Another type of 18th-century chamber music is the Sankyoku, performed on the samisen, koto, and shakuhachi. Kumi are pieces for voice and koto.

Japanese music, like Chinese, is practically always in duple time. However, the phrases are frequently of irregular length (five or seven measures), in contrast to the more strictly "regular" scheme of Chinese music. The rhythms provided by the drums are in those peculiar arrangements also found in Hindu, Javanese, and Arabic music which, for the European ear, obscure the fundamental time and beat.

Although Japanese music, as all Oriental music, is essentially monophonic, it frequently includes certain "polyphonic" elements. The rhythm of the drums is markedly independent from -- in fact, operating against -- that of the singers or players of melodic instruments. The music for voice and koto shows heterophonic treatment, frequently with a peculiar technique of anticipation, the koto playing the chief notes of the vocal melody just one eighth-note before it appears in the voice or vice versa. On the koto, "harmonies" such as g - d, g - d flat, g - b - c, etc., are used sparingly.

The most important instrument of Japanese art-music is the koto, the Japanese variety of the Chinese ch'in. Other instruments directly taken over from China are the sho (Chinese sheng), and the biwa (Chinese pip'a). More strictly indigenous instruments are the samisen, a guitar used by street singers and geishas; the hichiriki, an oboe (not a flute) with a characteristic metal disk encircling the mouthpiece; the kokyu, similar in shape to the samisen, but bowed; and the shakuhachi, a long flute of ancient origin which calls for an especially difficult technique of blowing.

	JAPAN
	Traditional Vocal & Instrumental Music
	1976
	45:34


	label: Electra Nonesuch Records (LA, California); Explorer Series

Performed by soloists of the Ensemble Nipponia:   Keiko Nosaka [koto]; Sachiko Miyamoto [koto]; Ayako Handa [biwa, v]; Kohachiro Miyata [shakuhachi]; Hirokazu Sugiura [shamisen]; Minoru Miki [bells].

  The different genres of Japanese music — art, folk, religious (for the various Buddhist sects), dramatic (for the many different forms of theater), and narrative chanting — all show a great diversity in instruments and their uses, in vocal techniques, formal construction, rhythmic patterns and activity, mood, style, and undoubtedly in the impressions made upon the listener. Yet all of them have elements in common. For example, the techniques by which the music for different instruments or voices is related are much the same throughout the different genres. In ensemble pieces, the basic melodic idea tends to be carried forth by all the various performers, sometimes simultaneously, and other times with one voice or instrument slightly ahead, creating an imitative or canonic effect. Ornamentation of the basic melodic line varies from part to part, and occasional brief stretches of independent melodic writing in two parts create further diversity of musical texture. Nearly all Japanese music is created within one of two closely related scales: ABCEFA or EFABCE. The fact that the same set of tones is employed in both scales has prompted some writers to compare them to the Western relative major and minor, but they are actually more analogous to minor and to the old Phrygian mode.

  Four of the most important of Japan’s traditional instruments are represented in this recording. The koto is a large zither, about six feet in length. It has 13 strings, each supported by a movable bridge, facilitating rapid changes of tuning.

  The shamisen is a three-stringed instrument whose nearest Western analog is the banjo. In addition to the many sounds deriving entirely from the strings, some pieces require the player (in loud passages) to allow the plectrum, after plucking one or more strings, to strike the catskin which covers the body cavity of the instrument, thereby producing a percussive effect.

  The shakuhachi is a bamboo vertical flute, played with the lower lip partly inside the open top of the instrument. Although it has only five holes and no keys, it is capable (with the help of half-  and quarter-coverings) of sounding a complete chromatic scale as well as an endless range of slides, tone colors, and special effects.

  The biwa is a Japanese lute, with four or five strings mounted above a fingerboard with large frets. It is played with a large wooden plectrum, which is agitated parts of the music may strike the wooden body as well as the strings, much as in shamisen technique.

	JAPAN
	SHAKUHACHI —  The Japanese Flute
	1977
	34:20
	label: Electra Nonesuch Records (LA, California); Explorer Series

Kohachiro Miyata [shakuhachi].

   The shakuhachi is the most important wind instrument of Japan. Because of its similarities to the Chinese ‘tung-hsiao’ it is generally thought to have come to Japan from China, but its depiction in religious art of the 8th century indicates that this type of instrument has been used in Japan for well over a millenium. There are few, if any, other instruments in the world that associate so complex a playing technique with such simplicity of construction. [...] Despite the presence of only five holes, the instrument has a complete chromatic scale of two octaves and a fifth. Certain special effects such as flutter-tonguing and distinctly audible breathing, which is Western music are associated with 20th-century avant-garde flute repertoire, were a standard part of traditional shakuhachi technique by the 18th century. During the Edo period (early-17th to mid-19th centuries), the shakuhachi was used primarily in chamber ensembles (with koto and shamisen), but in recent years there has been a revival of the ancient solo repertoire. Many of the solo pieces are conceived as aids for meditation, both for listener and player, the tempos are predominantly slow, with variety provided by shorter notes used in ornamental figuration. Poetic and descriptive titles that reflect tone-painting are not uncommon; many shakuhachi compositions also draw on distinctive ancient melodies in a way that preserves their unique regional character without undue emphasis on folkloric aspects.

  Kohachiro Miyata has been recognized in recent years as one of Japan’s leading players of the shakuhachi. He joined the Ensemble Nipponia (см. ниже) shortly after its inception and is one of its most prominent members.

	JAPAN
	Kabuki & Other Traditional Music
	1980
	48:18
	label: Nonesuch Records, 1995; Explorer Series.

Ensemble Nipponia: Hirokazu Sugiura [shamisen]; Yukiko Ota [shamisen]; Kohei Nishikawa [shinobue, nohkan]; Kohachiro Miyata [shakuhachi]; Kifu Mitsuhashi [shakuhachi]; Ayako Handa [voice, biwa]; Keiko Nosaka [koto]; Naritoshi Tosha [ko-tsuzumi]; Taichi Ozaki [o-tsuzumi]; Hiromitsu Katada [perc]; Akikuni Takahashi [perc]; Minoru Miki [director].

	INSPIRATION  --JAPAN
	Ancient Court Music and Koto Melodies
	1975
	75:27
	label: EMI Classics

Keiko Matsuo [koto (#4,7,11)]; Court Musicians of the Music Department of the Royal Household.

GAGAKU, THE COURT MUSIC OF JAPAN
Gagaku is the generic name for the court music of Japan. It is as beautiful as it is mysterious. To listen to gagaku is to enter a world where managing the silences between notes is as important as playing the notes. It is a world where even a note in decay is imbued with an extended life of its own. Gagaku represents Japan's most significant instrumental art music tradition. Like several of the venerable art music systems of Asia, it may not kow-tow to the cultural primacy of China but it cannot ignore it. Yet despite its various borrowings, gagaku is quintessentially Japanese in character.

Nowadays gagaku is popularly identified as an instrumental tradition, although the passage of the years has seen the term gagaku increasingly defined with less dogmatically narrow exactitude. Shoguns of the Japanese aesthetic might roll their eyes at this. Four styles reflect gagaku's conceptual and historical progress and what might euphemistically be labelled its cultural harmonisation. Kangen is its prototypical instrumental ensemble form. Bugaku is the dance counterpart imported from continental Asia into Japan at the same time as kangen - that is, during the Asuka and

Nara periods (AD 645-710 and 710-794 respectively). Kunibuh no kabu might be described as the traditional Japanese repository of song and dance, Kakyoku the songs composed in Japan during the Heian period. Purists would view kangen and bugaku as the archetypes.

At various times in its history foreigners viewed Japan as a closed culture. Although periods of isolationist diplomacy reinforced this perception, major cultural waves swept the archipelago. Historically, Japanese culture rode these waves and absorbed their shock. Yet while acknowledging China's cultural supremacy, Korean and Manchurian influences have proved important as well. Wet rice cultivation, calligraphy, gunpowder weaponry and the archipelago's art or court music all derive from Japan's mainland neighbours - manifestations of Japan's ability to assimilate and master foreign ways.

The Japanese people proved adept at syncretizing this cultural plenty. Buddhism illustrates this ability. Its arrival from the Sixth Century AD onwards profoundly affected Japan's native Shinto religion. It made it more cohesive, creating order where previously there had been no clearly defined doctrine of divinities - kami - and no coherent literary or artistic representation of Shinto’s beliefs or scriptures. Buddhism’s inexorable progress across Asia had brought it into contact with the great cultures of the Indian sub-continent, China and Korea.

Contact with other cultures opens the mind. Buddhism opened Japanese minds to more than spiritual enlightenment and codes of moral behaviour: it piloted in an era of philosophical thought and literature. Like a spiritual gong, it announced the tone of the times. Gagaku, a contemplative music, reflected and was a product of these times. Like China's ya-yueh form, gagaku means "elegant music". It is elegance personified.

As is the case with many aspects of Japanese traditional culture, although China is in gagaku's blood gagaku's bloodlines are diffuse. For example, even before the coming of Buddhism, Korean musicians were working in Japan. Musicians are often ahead of their listeners when it comes to appreciating other cultures' musicality and those Korean musicians would have brought an appreciation of formal Chinese music, gagaku's foremost non-indigenous influence. By the Ninth Century the confluence of cultural and stylistic currents would so roil the waters that a panel led by the retired emperor Soga would spend a decade-and-a-half studying, condifying and standartizing Japan’s court music confusion. If Buddhism put Shinto on its figurative mettle, Soga put gagaku on its musical mettle.

Nevertheless gagaku still looked westwards. In the early part of the Heian period (AD 794-1185), for example, Japanese compositions or wagaku - Wa being Japan's ancient name - were deemed uncouth beside their more illustrious or authentic Chinese counterparts. Hence wagaku recitals were held in humbler palace surrounds. A Sinocentric elitism prevailed, one that magnified Chinese intellectual authority.

The Heian period saw further light emerge out of darkness with the creation of the first proper gagaku orchestras. In the capital Heian-kyo - today's Kyoto - an aristocratic pace of life nurtured the arts. It led to a blossoming of literature and music, as befitted a courtly age. Indeed members of the nobility performed this music, further reinforcing its imperial and courtly status. Music of various complexions multiplied in court. If musical styles were lanterns they festooned the court. Other styles accompanied Shinto ceremonies or the theatrical arts. Still others created art music from folk airs or accompanied Chinese-language verse. Soga was not the only stabilizing force, however. Patronage and the formation of guilds which preserved and perpetuated playing styles contributed their part. But these were turbulent times. [...]

"Etenraku" which opens this anthology is a pedigree workhorse of a melody. As William P. Malm quipped in 1959, it was imayo's "hit tune", being harnessed to all manner of poetic lyrics. It even gave rise to the genre etenraku-imayo. The form of poetic inspiration it bares may deal with love devotional, profane or allegorical.

Although the art music of Japan comes in many forms calibrated on a scale from light to serious, at its heart, regardless whether gagaku or koto music, there is a common aesthetic. This is the concept of ma or space. It is a signpost to space in a sense that it embraces both the sounded note suspended in time and tempo and the silence that frames the note. As a consequence a pulse in a western sense may appear non-existent, any sense of dynamics may seem abstract or absent. Similarly, some of gagaku’s philosophical underpinning may seem alien. For example, in taiko  drumming the beat struck with the left hand is traditionally perceived as female, that of the right hand as male.

The whole mystery of art, of writing or of music is to create a fantasy beyond chronological time. Years of study, practice and refinement should not show, should be implicit rather than explicit. The time it takes to produce such work is an arcane or at very least a private matter unrelated to the time it takes to experience. Gagaku and koto music create new worlds where western conceptions of the passage of time do not hold true. They are timeless and their expression gracefully effortless. Their kind of mysteries opens doors to another musical dimension. Mysteries, however, can make for absorbing listening.

Koto and the court music of Japan

Court music changed as tastes changed and society, as ever, celebrated the new. As we  have seen, court music was not something that existed from the beginning immaculate and immutable. The Edo period had called for a radical break with Chinese beguilements and during the Seventeenth Century, reflecting this cultural imperative, there was a burst of well-documented activity, resulting in the creation of a new repertoire for the shakuhachi (an end-blown flute), shamisen (a three-stringed plucked lute) and koto.

The koto truly came into its own. Originally the word had included any stringed instrument but little by little koto became a term of ever greater precision. Hitherto, the koto had provided genteel accompaniment for voice. Now there arose a body of compositions for ensemble and soloist, many compositions being of exquisite grace, the very distillation of Japanese high art.

In part the koto's standing as a cultural instrument derives from its previous courtly associations. In part it emanates from the koto's spellbinding grace and its reputation for extraordinary versatility. It can petition the courtly tradition, as Keiko Matsuo's performance of the koto repertoire staple "Roku Dan" illustrates - "Roku Dan" indicates it is the sixth (roku) section (dan) in a genealogy of compositions. The koto can equally realise new concepts such as blossomed in the first half of the Twentieth Century under composers Miyagi Michio and Nakanoshima Kinichi. Furthermore, in the hands of Miya Masaoka, who plays a modified 21-string koto, it has entered the realms of the avant garde and Midi electronics. All bear witness to the koto's inability to be pigeon-holed and its ability to scintillate.

Gagaku’s instruments
Three groups of instruments give voice to gagaku. Most visible are the drums. Next there are the stringed instruments, of which there are three in contemporary use. Thirdly, there are the wind instruments.

Percussion
Percussion instruments come in several shapes and sizes but some of the largest drums in the world figure in gagaku orchestras. Taiko is a general word for drum and is a term increasingly familiar in the West through its association with percussion ensembles such as Ondekoza, the Wadaiko Ichiro Drummers and Kodo. Da-daiko -daiko is the form in compound nouns - is the largest of the drums. This imposing instrument, associated with bugaku, is struck with two beaters. More versatile is the tsuri-dalko, a suspended drum with two heads, although only one head is struck. [...]

Stringed Instruments
Pronounced wa-gon, the wagon is also known as the yamoto-goto -- yamoto, like wa, indicating Japan. This six-stringed long zither, like the koto described below, has moveable bridges for each string. It attains some 200 cm in length, although historically its size has varied upwards or downwards. Kin is the favoured wood for the instrument. The wagon interjects certain patterns or snatches of melody or grace notes. The wagon is musicologically important, for it is held to be the only stringed instrument of truly Japanese provenance. The next instrument is a lelative of the better-known koto. It has two names: so or gaku-so. It is a zither-like instrument with 13 strings plucked with picks of the fingers. Like the wagon, the so supports with patterns or melodic color. Wagon phrases often serve to punctuate the piece's progress.

The last is the pear-shaped biwa or gaku-biwa, a fretted lute with four strings played with a plectrum called a bachi. The biwa’s main function within gagaku ensembles is rhythmic but it has a long history of association with courtly pursuits. The biwa, wagon and koto all make a number of appearances in the Genji monogatori or The Tale of Genji, a narrative of Genji, a courtier whose accomplishments reflect the spirit of the Heian age. Musicianly, poetic, painterly, terpsichorean and sporting skills are courtly prerequisites revealed in his tale of the art of love.

Wind instruments.

Wind instruments perform two essential roles in a gagaku recital: they carry the main melodic line and they add the harmonic splashes that are so typical of this genre. Foremost in any wind section is the hichiriki, a double-reeded, oboe-like instrument with a bore of about 1-1.5 cm and a body length of about 18 cm extended by a further 4 cm or so by the mouthpart and reed. Its sound is special and is renowned for dividing opinion - the opposing camps being those who loathe its shrill stridency and those who

revel in its characteristic voice. Either way, traditionally, it has the reputation of being able to raise the hair on the nape. [...]

The last major wind instrument is the sho, a pipe organ cylindrical in shape, consisting of two nigh-symmetrically arranged sets of 17 reeds of various lengths and hence pitches. The instrument derives from the Chinese sheng but its bird-like shape is often likened to the phoenix - as is its voice. A metal tongue is fitted into each reed. Globules of wax are deposited in each reed for tuning purposes. While the sho may play melody parts, its more common role is to supply harmonies.

Koto

The koto is one of the quintessential instruments of Japan, it is one of Japan's so-called long zithers, a family of instruments with representatives in many parts of Asia. Its body, some 180-200 cm in length, is made of kiri. It is strung with 13 silken strings - although since the introduction of manmade materials, nylon is regularly substituted. Each string has a moveable bridge called Qji used for tuning. Koto can be the source of further semantic confusion, for in olden days it was a generic name for stringed instruments.

[...]

	JAPANESE TRADITIONAL MUSIC
	Shakuhachi
	1990
	60:02
	label: King Records (Japan) Seven Seas Series [серия посвящена теме Japanese Traditional Music].

 If you want to get to know more about classical and traditional Japanese music, much is available on CDs. If I may add to the list, the King Records also has a ten CD series called ‘Nihon no Dento Ongaku’ (Japanese Traditional Music) — Editor.
  The shakuhachi came to Japan from China in the latter half of the 7th century. In time, the shakuhachi shape and playing style changed in response to the needs of Japanese music and allows for very subtle playing which makes practical use of the whole body. The shakuhachi has a deep connection with nature; the natural simplicity of the instrument inspires afeeling for the bamboo, but more importantly, in order to play the instrument, one must master one’s own breath — the most important and vital connection with nature. It is not surprising that the shakuhachi became in Japan, for that reason, a tool for meditation and that a Zen sect was organized around the instrument. This was the selebrated Fuke Sect of the Edo period (1600-1868) whose shakuhachi-playing, basket-hatted wandering Komuso monks were an ubiquitous part of the Edo period landscape. Although in its late years, this sect was plagued by power struggles and general decadency, the original intent of the Fuke Sect — to create through meditation on tone the yogic ‘samadhi’ or perfect state of realization of the mind, was basically very sound. Adherents of this sect made pilgrimages to the hundreds of Fuke temples scattered throughout Japan while blowing their shakuhachi. The pieces they played, solos which reflected nature of ritual, were called honkyoku, and each temple had its own tradition of such pieces. The honkyoku were not played for merriment nor considered as music, but were part of a ritual or meditative discipline. It was religious music in the strictiest sense of the world. In present-day Japan there are several styles and schools of shakuhachi playing, but the largest and most influential, and the ones represented in this recording, are the honkyoku of the Kinko and Tozan styles.

	JAPANESE TRADITIONAL MUSIC
	Percussion
	1990
	60:40


	label: King Records (Japan) Seven Seas Series

  Drums have a special charm for most people; the drum music of other cultures is immediately attractive and easy to understand and enjoy. Drums (and rhythm) seem to connect with the deepest parts of the psyche; therefore, their appeal is nearly universal. This kind of appeal is one reason that in many cultures drums have religious or spiritual overtones. Drums were used in the earliest forms of worship, and they are still heard in temples, shrines, and other religious sites, especially in Asia. Many of the drums used in Japanese music have this kind of connection. The music of the imperial court, GAGAKU, in which drums play an important part, was imported from the Asian mainland, and it reflects the special Confucian relationship of the heavens and the people, with the ruler in between. Another import from the mainland was Buddhism. The ancient Shinto tradition predates the introduction of Buddhism, and drums are not so directly involved in worship. However, the gods of Shinto are thought to exist nearly everywhere. It is not uncommon for a drum to acquire a reputation as being blessed by a god or possessed by a demon. There is a feeling that the beating of the drum can invoke a god even if it is not strictly an act of worship. Also, the gods of Shinto are not always solemn. Myths tell us of the laughter and amusements of the gods, and sake is a common offering to them. Probably the most common experience of Shintoism for most Japanese is in the form of festivals. The drum and flute ensembles are stationed at various points around the neighborhood to encourage the bearers and to contribute to the festive atmosphere. A melodic element is provided by the ‘shinobue’ — a side-blown bamboo flute. The festivals of Japan reflect a certain geographical diversity, but at the same time they share the common feature: the joy of the sound of drums.

	MUSIC OF JAPANESE PEOPLE 
	A Collection Of Unique Musical Instruments
	1991
	57:06
	label: King Records (Japan), Seven Seas Series

There are a number of Japanese musical instruments that are unfamiliar even to us Japanese. Nevertheless, they have been handed down from the ancient times, and musically they are surprisingly interesting to listen to. Some of them include: gottan (a Shamisen made of a plain wooden body), tonkori (a five-string instrument), mukkuri (like a jew’s harp), Okinawan Koto, kokyu (a Chinese fiddle), ichigenkin (a one-string Koto), tenpuku (a recorder), iwabue (a stone flute), the Soto Zen’s narimono percussions [the Soto sect of Zen, especially, is known for its variety of percussive instruments, each of which has a particular function], and the sanjugen (a 30-string Koto). We indeed have many unknown, but exciting instruments!

	MUSIC OF JAPANESE PEOPLE
	Harmony Of Japanese Music
	1991
	51:48


	label: King Records (Japan), Seven Seas Series

 The older the music form is, the more harmony you find. Harmony, or polyphony, is found in Japanese music as well, especially in the music transmitted from ancient times and in the music of regional areas which are hard to access by transportation. Harmony in Japanese music is created through such techniques as Kake’ai (alternate playing by two groups), a chorus led by ondo (a leader), and an intended layerings of various accidental sounds, among others. They all create a dynamic music world of harmony.

 If I say ‘harmony’, most of us think of different sounds played simultaneously — such as C, E, and G. However, this is only one kind of harmony. There are many other kinds of interesting and surprising layering of sounds in the world — for example, the Indonesian gamelan music [см. ниже] and an African chorus. And interesting layering of sounds are found in Japanese music as well. Sankyoku is a Japanese ensemble of three instruments — Koto, Shamisen, and Shakuhachi. These instruments play a mutual melody, with each instrument staggering the timing slighly. This style of performance is called heterophony, which is a kind of harmony. There is much heterophony in Japanese music — from Gagaku (the court music) to Shamisen music. This is how it usually happens: the ensemble instruments play together — they are almost in synchrony but slightly off in timing from each other. And yet these instruments are playing around one melody. The second most ofted heard example of heterophony in Japanese music is the type in which the Shamisen plays a short pattern repeatedly and the voice rides over the pattern freely. It may be considered a kind of ostinato of the western classical music. A good example is Awa Odori (A dance song of Awa) from Tokushima prefecture in Shikoku. This song is included in another CD in the series. [ñì. íèæå: Japanese Dance Music, ¹14].  On this CD, we have included Japanese heterophonic music other than those on other CD recordings. Examples on this particular CD include ancient Japanese music. Some of the music in this CD may surprise you and make you wonder if it is Japanese music at all. In any event, I have selected for this CD what I consider to be interesting: examples of voices overlapping (though perhaps by chance), examples of dynamic indulating sounds that make the multiple voices effective, the alternate singing and partial overlapping between a chorus leader and the chorus, among others.

1. Buddhist chant (A Flower Rite)

2. Gagaku (Court Music, G Scale)

3. Gagaku (Diver Woman Played for the Entrance of Bugaku Dancers)

4. Gagaku (Ancient Pieces for the Entrance of Dancers)

5. A Water-drawing Rite

6. First Night (Recitation in praise of Boddhisattva)

7. Sutra for the God of the Locality (Biwa performance)

8. A Lumber-Carring Song (A song of Felicitation)

9. The Hall of the God of Mercy at Akakina (The August Dance of the Sani community in Amami)

10. Singing for the God while Seated (Song of the Ainu people)

11. A Bird Dance in a Circle (Song of the Ainu people)

12. A Dance Song of a Crane (Song of the Ainu people)

	MUSIC OF JAPANESE PEOPLE
	Japanese Dance Music
	1991
	64:19
	label: King Records (Japan), Seven Seas Series

There are numerous kinds of dance music througout Japan. For our CD series we looked for dance music that is particularly rhythmical. We have ended up with dance music from towns and villages on an ocaen side as well as mountain villages and villages at the foot of a mountain.. Living and working in those places gave birth to a naturally swinging rhythmical expression. Among the pieces included, ‘Kawachi Ondo’ (#1) is an exception in that itss accompanying music changed as time went on. The work motions of the Japanese people naturally affected their daily life, in which quiet movement came to be considered a virtue. That is why we find quiet two-beat based performing arts, such as the Bon dance in agricultural districts, and the artistic traditions of Noh, Jiuta music, and Koto music. The two-beat pattern has little accentuation, and instead, a highly refined rhythmic expression developed in which each beat is lengthened or shortened in a delicate fashion. Japanese people who live on an island or near an ocean, on the other hand, developed a different kind of rhythm. People who live in mountain areas have active body motions. They concentrate the body weight on the spot just below the big toes. The knees and the ankles need to be supple as well, so that they can keep balance and ajust to changes in positions. The performing arts in these mountain areas are often quite dynamic, and they are a natural result of such body motions. [...]

	The  ONDEKOZA
	The Ondekoza
	1995
	50:50
	Performance by Ondekoza, Kawaguchi Mami [koto], Matsuda Seizan [shakuhachi].

Most of the folk arts of Japan are intimately related to the traditional performing arts presented at the festivals held at shrines and temples. Of these, kagura (music offered to the gods,) which features the use of enormous drums, has been played throughout Japan since ancient times.

Ondekoza is a group comprised primarily of percussionists who play new arrangements of taiko (drum) music, which is rooted in the essence of various Japanese folk arts, including kagura.

Ondekoza was formed in 1969 on Sado Island by Tagayasu Den. Living communally on the island, young men and women, previously unassociated with the Japanese traditional performing arts, underwent rigorous physical training as marathon runners as well as extensive technical musical practice on the giant Japanese taiko drums.   In 1975, the group made a dazzling debut in the United States when all its members ran in the Boston Marathon, crossing the finish line and immediately taking the stage for an impressive concert.

For six years the group toured internationally, before the severity of their lifestyle caused a rift in the ranks, with Den leaving Sado in 1981, taking with him the drums and the band's name, Ondekoza. The remaining players went on to eventually form the group Kodo.

Ondekoza has never stopped working. Their unique concept of the indivisibility between their athletic and musical lives was fully embodied in the unprecedented Around-The-U.S. Marathon concert tour. Beginning with a performance at New York's Carnegie Hall on November 12, 1990, and ending with a concert at that same venue on December 3, 1993, the members of Ondekoza ran and played the drums ceaselessly over the course of 355 concerts, 9,319 miles, and 1.071 days. A second tour of the U.S. and Europe followed from 1994 through 1995.

This newest CD features Ondekoza's newest members, and offers three more examples of the group's powerful and energetic performances.

	Junko  UEDA
	The Epic Of The Heike
	1990
	62:33


	label: VDE-Gallo (Switzerland)

rec. in 1990 (Japan 1,2; Holland 3)

Junko Ueda [satsuma-biwa]

1. Atsumori                 24’12”

2. Nasu no Yoichi       27’59”

3. Ohara-Goko            10’06”

  In Japan, the power which is thought the activate the universe is named ‘ki’. It is regarded as a spiritual power, like the Greek ‘pneuma’ or the Indian ‘brahman’. The expression of ‘ki’ has high priority in all Japanese art. On the macrocosmic level, ‘ki’ is recognized in the winds of nature, while on the microcosmic one it appears in the human breath. The Japanese language contains many composite words referring to ‘ki’, such as ‘ki-sho’, the weather, and ‘ki-haku’, the spirit. The singing voice is based on the breath and thus regarded as a manifestation of ‘ki’. In Japan, the voice is thought to have animistic powers. A word itself may be of spiritual significance. The people of ancient Egypt believed that their wishes would be granted if they were taken down in writing. Similarly, the ancient Japanese thought that by uttering a word they would bring about a spiritual power capable of activating a special desire. Nowadays, a similar belief still exists which is called ‘koto-dama’ (word spirit). From there the tradition of ‘uta’ (Japanese singing) was born. The Japanese language possesses typical word constructions which date back thousands of years. The ‘uta’ songs were structured according to specific qualities of Japanese. While European music depends on pitch in relation to time, the old Japanese ‘uta’ molds sound elements like color, energy, loudness and quality, into an organic sound sculpture.

   The ‘biwa’ is a string instrument related to the Arab ‘ud’, the European lute and guitar, and the Chinese ‘pipa’. It was introduced to Japan from mainland Asia in the seventh century. The ‘biwa’ has been compared to the Shumisen, a mountain which, according to Asian (Buddhist as well as Hinduist) thought, rises in the center of the universe. The two acoustic holes in the soundboard of the ‘biwa’ represent the sun and the moon wishing to control the universe. Generally in ancient Asia, musical instruments were invested with metaphysical powers. In the still existing court ensemble called ‘gagaku’, the ‘biwa’ — here named ‘gaku-biwa’ —  fulfills the role of setting the tempo. The ‘biwa’ players of this ensemble were regarded as descendants of Heaven. In the ‘gagaku’ repertory entitled ‘Gyoyu’, the pieces were performed in a mode chosen according to the seasons and thus in harmony with Heaven. This is comparable to the Greek harmonic system which had conceived a different “celestial” sound for each of the four seasons. In the course of its evolution into a solo genre, the ‘biwa’ performance started to include the ‘uta’. In this manner, the international and abstract character of the ‘biwa’ fused with the native and concrete expression of the ‘uta’, which resulted in a better considered singing style, while the ‘biwa’ was adapted to the Japanese taste by modifying its making, tunning, and playing technique. The style of the ‘satsuma-biwa’ originated from the Satsuma region in southern Japan. Today the ‘satsuma-biwa’ are the most popular instrument.

   The three pieces on this CD are all taken from the famous Heike-Monogatari (The Story of Heike) which is a well-known Japanese epic. The stories are based on the Buddhist idea of cause and effect and human life’s impermanence. According to the Buddhist monk Kenko Yoshida, the Heike-Monogatari was written ca. 1200 by Shinano Yukinaga Nyudo after he quit as a ‘gagaku’ musician and joined the mountain monastery of Hiei-zan. The history of this initial performance of the Heike-Monogatari, involving ‘gagaku’ music, Buddhist ‘shomyo’ chanting and ‘moso-biwa’ playing, clearly indicates the three origins of the ‘heikyoku-biwa’ style.

  ‘Satsuma-biwa’ player and singer Junko Ueda was born in Tokio, Japan.

	Mamoru  FUJIEDA
	Patterns of Plants
	1997
	75:20
	label: Tzadik

#1 – 4: The Third Collection.     Performed by: Yoko Nishi [koto]; Miki Maruta [20-str koto, 17-str koto].

#5 – 8: The First Collection.       Performed by: Koh Ishikawa [sho (mouth organ)]; Yoko Nishi [koto]; Miki Maruta [20-str koto].

#9 – 12: The Fourth Collection.   Performed by: Yoko Nishi [hitsu (25-str zither]; Miki Maruta [20-str koto].

#13 – 16: The Fifth Collection. Performed by: Laurent Teycheyney [harpsichord].

#17 – 20: The Sixth Collection.   Performed by: Yoko Nishi [17-str koto].

#21 – 24: The Second Collection.  Performed by: Eriko Ozawa [viola da gamba]; Maki Noguchi [viola da gamba]; Yoko Nishi [koto]; Miki Maruta [koto].

Generating melodic material through the micro-changes of the surface-electric potential on leaves, Mamoru Fujieda's second Tzadik release was com​posed completely based on data derived from plants.

Combining alternative tuning systems (just intonation, Pythagorean) with traditional instruments of China and Japan (sho, koto and the ancient 25-stringed zither, the hitsu,) Fujieda has created a bizarre and fascinating mixture drawing upon the traditions of Asia, European Medieval music and modern science.

I composed PATTERNS OF PLANTS based on the data taken from plants. The data is taken by Plantron which is an interface that botanist Yuji Dogane devised for researching living organisms through the observation of the relationships between plants and the environment. Through two electrodes put on the leaves of plants, one can observe slight changes of the surface electric potential, which a computer analyzes and converts to digital data of music called MIDI. I extracted a variety of melodic patterns from the data using MAX, a programming language for music. The composition of PATTERNS OF PLANTS was made possible by the use of melodic patterns based on the data of plants. In the composition, I made an attempt to use alternative tuning systems. When I applied the framework of just intonation, Pythagorean tuning, or a well-temperament to the melodic patterns based on the data of plants, the pat​terns got delicate shades of colors. It could be said that a variety of melodic patterns you hear in the series of PATTERNS OF PLANTS are traces of moments when the data of plants, the framework of a specific tuning  system, and my sensitivity coincided one another.

Each of the pieces in the series of PATTERNS OF PLANTS consists of four short movements called patterns and is applied a different tuning system.

THE FIRST COLLECTION written for sho (mouth organ) and two koto is based on Pythagorean tuning (which is similar to an ancient Chinese tuning system) which is inherent in the instrument of sho. The piece can be performed by viola da gamba for the part of sho and guitar and harp for the parts of koto. A dif​ferent mode of Pythagorean tuning is applied to each of the four patterns.

THE SECOND COLLECTION for viola da gamba and two koto is, as the first collection, based on Pythagorean modes. At times, you hear melodic patterns that could reminds you of European medieval music.

THE THIRD COLLECTION for three koto produces an atmosphere of Indonesian gamelan music as the title KOTO-GAMELAN SET suggests. It employs two modes based on just intervals produced through a combination of the numbers 3 and 7. One of the modes includes a microtonal interval (ca. 1/8 tone), which quite effectively produces delicate beats.

THE FOURTH COLLECTION is a duet of an ancient Chinese instrument shitsu (25-stringed zither) and koto. The shitsu has 25 strings, which are divided into three sections, i.e. inside 9 strings, middle 7 strings, and outside 9 strings. In this piece, the inside strings and outside strings are tuned to pitches in the same mode, thus resonatmg each other.

As THE THIRD COLLECTION, this collection employs a tuning based on pure intervals of the combina​tion of 3 and 7. Some octaves of the mode are tuned to slightly different intervals (ca. 1/8 tone), which produce delicate shades of tones.

THE FIFTH COLLECTION entitled HARPSICHORD SUITE employs well-temperament, called WERCKMEISTER NO. 3. This collection can also be played by the piano in equal temperament. Some of the four patterns are written in a characteristic tonality based on this temperament, modeled after the strophic variation form in the Baroque era.

THE SIXTH COLLECTION entitled 17-STRINGED KOTO SUITE employs a tuning based on pure inter​vals produced by the combination of prime numbers 5 and 7. When I constitute a mode in this tuning, I superimpose pure fifths. As a result, some octaves of the mode are tuned to ca.  1/8 tone differed pitches, and microtonal intervals of 1/6 and 1/3 tone are included in the mode. The pattern of the first movement is written in a variation form which is similar to the passacaglia.

M. F.

	GAGAKU
	
	
	40:17
	made in Japan
Вкладка – на японском языке

	R. Carlos NAKAI with WIND TRAVELIN’ BAND, Shonosuke OHKURA, Oki KANO
	Island Of Bows
	1994
	48:01
	label: Canyon Rec. (Phoenix, Arizona)

  Recorded in Kyoto’s Hounji Temple, ‘Island Of Bows’ brings together the world’s leading performer of the Native American flute (traditional cedar wood flute) R. Carlos Nakai (of Navajo-Ute heritage) with the Wind Travelin’ Band (Japanese instrumentalists performing the traditional Shakuhachi, Shamizen, Koto, Yan Chin, Er-Hu), Shonosuke Ohkura on the Kortsuzumi (a drum that provides basic patterns for three other instruments used in music to accompany Noh performances), and Oki Kano on the Kontori (nearly extinct Ainu [native Japanese tribal group] string instrument).

  The Wind Travellin’ Band operates in the Kyoto, Osaka and rest of the Kansai area. The group has been inspired by the harmony between nature and acoustic instruments, percussion and non-Western folk music.

	Tony  SCOTT
	Music For Zen Meditation And Other Joys
	1965
	43:56
	label: Verve Master Edition; Meticulous restoration; High-resolution 20-bit digital transfer.

Rec. in Tokyo, 1964.

Tony Scott [cl]; Shinichi Yuize [koto]; Hozan Yamamoto [shakuhachi].

  TONY SCOTT has been voted the world’s foremost clarinetist by jazz fans and critics alike. He was won the Down Beat critics’ poll five times, and the Down Beat and Metronome readers’ polls a total of eight times. He has been called «our finest contemporary clarinetist», by critic Nat Hentoff; and «the most exciting jazz musician playing today» by John S. Wilson of The New York Times. Whitney Balliett, writing in The New Yorker, said Scott is «the best of the modern clarinetists». And critic Leonard Feather has declared Tony to be «among the new true masters in contemporary jazz».

  SHINICHI YUIZE was born into a  most musical family known for ability on the shakuhachi. In 1926, at the age of three, he played koto, and three years later began to write music. He has received many prizes for composition, and has studied under Henry Cowell at Columbia University. [...]

HOZAN YAMAMOTO was born in 1938 to a family known for prowess on the musical instrument, the shakuhachi. In 1958 he graduated from Koto College of Foreign Language. [...] In 1961 he was awarded first prize in the national composition competition by Tokyo press. In 1964, he was awarded first prize by the Ministry of Culture in a composition competition.

  The Zen, or spiritual, musical repertoire became established as melodies, initially improvised, and later memorized, notated and passed from one Zen monk to another. This music celebrates the sound of nature and the player’s Zen understanding and joy in being alive. Jazz musicians were drawn to the improvisational quality of the music of Zen, the ancient Japanese quest for enlightenment through meditation. Against the traditional sounds of koto (table harp) and shakuhachi (bamboo flute), Tony Scott, supreme Western jazz clarinetist, invites listeners to a meditative celebration of nature in ‘Music for Zen Meditation’ – music to live by.

	John Kaizan NEPTUNE
	The Circle
	1986
	62:54
	label: Nippon Columbia Studios, Tokyo, 1985. Nippon Columbia Co., 1986.

J.K.N. [shakuhachi]; Yasuko (Katai) Watanabe [koto]; Yoshio Maeda [sanshin (banjo-like instrument)]; Hiromitsu Katada [odaiko, kotsuzumi]; Yoshinori Nomi [latin perc.]; Kiichi Futamura [p]; Yukihiro Takao [ac b]; Kiyoshi Hasegawa [d]; Mayu Yamamoto [synth.]; David Harnish [ac g]; V. S. Narasimhan [violin]; T. Raja [tabla, mrdangam, ghatam, ganjira].

California-born John Neptune began his study of the Japanese bamboo flute in 1971 while a student of ethnomusicology in Hawaii. Today he is known to his many fans as Kaizan (Sea Mountain), the honorary name he received, along with a master teacher’s certificate equivalent to a “black belt”, from the Tozan School of Shakuhachi, in 1977. Not only is he one of the few non-Japanese to rise so high in the discipline of the instrument, he is also one of the only shakuhachi masters who persist in exploring the instrument’s potentials in context with other musical traditions. In the case of THE CIRCLE , the object is a blending of Japanese, Indian and American jazz, along with hints of Latin flavor. The results are marvelously musical and creative. “Sometimes, when people listen to and talk about my music,” Neptune says, “they assume that I think combining different kinds of music is a good thing. But my goal is not to combine all the world’s music into a golden melting pot. Instead, I want to make use of certain musical textures and tonalities that I hear and like. If it works musically, dramatically, it works.” Fortunately, his instrument has the flexibility to permit this. Though it is “only” a length of bamboo with five finger holes and a simple, obliquely cut mouthpiece, the shakuhachi has a tremendous range of tonal colors and musical dynamics. Naturally, the shakuhachi is only one of a number of Japanese instruments having deep origins in other lands; extending this further, it can be said that musical traditions often are passed on from one culture to another to eventually encompass or “circle” the entire world — thus the concept for this album. To bring that concept into practice, Neptune “imported” to Japan two highly accomplished Indian musicians — violinist V. S. Narasimhan and tabla player T. Raja, whom he had worked with in Madras — as well as guitarist and fellow ethnomusicologist David Harnish from America. About recording: it was recorded with what certainly must be the most sophisticated equipment in the world today, including a Mitsubishi 32-channel X-800 digital master deck and its companion 2-channel X-80, for outstanding sonic fidelity.

1. The Circle. The pentatonic theme in this tune is a simple one that keeps returning after various rhythmic and melodic detours. The fast 3/4 meter lends itself to many interesting configurations and at one point, three different meters can be heard simultaneously. “The Circle” naturally ends with a “round”.

2. Soul Of The Deep. Neptune originally thought of calling this album “Musashi”, after the book about a 17th Century samurai. In the final chapter, “Soul Of The Deep”, as the hero prepares for his last battle, he gazes into the ocean and calms himself — a feeling conveyed by this composition’s descending melody. The big 2.4 (bass) shakuhachi deepens the mood, while the interplay between the two five-tone scales of traditional and folk music of Japan gives it life and hope.

3. Tokio Pace. “For anyone familiar with Tokio,” notes Neptune, “the title of this piece pretty much says it all.” The pace is fast, but it is the playing in unison that creates the pressure and intensity. “Sometimes I wonder,” Neptune says, “why I write music that is so difficult to play. The answer is simple: it’s fun!” The rattling jug sound, by the way, is made on an Indian clay pot instrument called ghatam.

4. Ryukyu. A part of the unique culture of Okinawa and the other islands in the Ryukyus is the traditional five-tone scale used in this piece. It is enhanced with the three-stringed, banjo-like sanshin of those islands to give the composition a folksy, distinctly non-Japanese flavor.

5. India Indigo. As the title suggests, this is a marriage of Indian sounds and American blues. Indian ornamentation and slides on violin seem to suit the blues very nicely, as does the Indian “alap”, a flow of free rhythm at the introduction, used to explore the raga.

6. Mountain Mist. A mellow, relaxing work that features an unusual chord progression and a diminished scale (with alternating whole and half steps) whose symmetry allows for some interesting improvisation. This piece was written to feature two instruments — the shakuhachi and violin — that can sustain long tones so as to explore the differences and similarities in their tone color and techniques.

7. Spring Breeze. Many traditional Japanese compositions feature themes of the seasons. Here, Neptune plays the shorter 1.6 shakuhachi which has a slightly different, “prettier” tone color than standard 1.8 to enhance the springtime theme. As in [2], Neptune uses the two different Japanese five-tone scales, supported by the lovely sounds of the 13-string koto.

8. Spirit Lift. The rhythmic and melodic excitement of this piece recalls the traditional devotional compositions of South India which are intended to be “spiritually uplifting”. The bright melody itself and the use of many different kinds of percussion enhance this joyful aim.

9. North Of  Noplace. Here, a major scale with a sharp fourth and a flat seventh is used, although within it, the melody is allowed to “wander freely” where it pleases.

10. Musashi. Like the hero of the book of the same name (see [1] above) this composition has many moods: meditative, heavy, playful, disciplined, free. Note the contrast of the straight 4/4 meter, which uses the Japanese “country” scale, against the swing 3/4 meter using the “city” scale. The final phrase fades naturally to end the piece — and the album — in an appropriately wistful Japanese way.  

—  Malcolm B. Davis.

	Somei  SATOH
	Toward The Night
	1993 
	49:43
	Neo-Romanticism

label: New Albion

String Ensemble Endless; Masaharu Kanda [cello]; Kyoko Sato [soprano]; Toshiyuki Uzuka -- conductor.

"Mingling minimalism and traditional Japanese music, imperturbably ascetic textures and the sensuous appeal of endless melody, Satoh's music opens another window on contemporary music for listeners already seduced by the music of Arvo Part, John Tavener and Henryk Gorecki." -- Calgary Herald 

***** -- Classical pulse!

"It is certainly interesting to discover this aspect of new Japanese music, espe​cially via performances as sensitive, well prepared and well recorded as these." -- Gramophone

"... a kind of contemplative, glimmering stillness that such Eastern European mystics as Arvo Part and Henryk Gorecki can only dream of." -- San Francisco Chronicle

"I would like it if the listener could abandon all previ​ous conceptions of time and experience a new sense of time presented in this music as if eternal time can be lived in a single moment." —from the notes by the composer

Selected as one of the best recordings by The New York Times.

Somei Satoh, born in Sendai, Japan in 1947, primarily a self-taught musician, is strongly influenced by the traditional Japanese music and dance to which he was exposed during childhood. To the musical elements of his native country he has added the newest sense of  Romanticism, updated through extensive use of electronic technology. If the underlying philosophies of his world have been shaped by both Shinto and Buddhism, his methods have been influenced by the multimedia forms.

   RUIKA.   For Cello and Strings.  ‘Ruika’ (ancient Japanese expression) is an anthem to mourn the soul of the departed. Within this music we hear the wind from the world of spirit — it intrinsically emanates an odor of death. In listening, we immerse ourselves in the vibration of voices coming from the abode of departed souls, from a vacancy of sound, and we sense the waves of a glimmer appearing at the margin of sound.

   TOWARD THE NIGHT.   For Strings.  In Buddhism there is the idea of Samsara (transmigration). It is believed that man infinitely repeats life and death towards the next life. Mankind is also thought to repeat its fall and rebirth. After millions of years, the existence of mankind is beginning to sink into the deep dusk. As an ancient Chinese saint once said, “If I don’t obtain enlightenment now, in which life should I be able to get it?”  I find myself constantly returning to his words. ‘Toward The Night’ is the tone of the dusk which resonates in my mind.

   HOMA.   For Soprano and Strings.  ‘Homa’ (Sanskrit) is a sacred fire, a fire of purgation, a sacrificial fire offering to celestial gods. This music is chanted as a mantra. “Om, jewel in the lotus! Om, I believe in and worship Buddha, past, present and future! Om, this eternal universe is the uterus of God and all the emerging events here are intrinsically pure and innocent. Thus I myself am also pure by nature.”

	Sato  MICHIHIRO
	Rodan
	1989 &94 
	67:52
	label: HAT HUT

Recording and produced by John Zorn. 

Sato Michihiro [tsugaru shamisen]; Tenko (см.) [v]; Ikue Mori (см.) [drums]; Luli Shioi [b]; Bill Frisell (см.) [el g]; Fred Frith (см.) [el g]; Elliot Sharp (см.) [double neck g, b]; Steve Coleman [a s]; Tom Cora [cello]; Gerry Hemingway (см.) [d]; Mark Dresser (см.) [b];  Joey Baron (см.) [d]; and oth.

  “Most concerts of traditional Japanese music is attended by old men and women with no teeth. Sato Michihiro is fed up with this. He wants a younger audience. After breaking with his sensei (teacher) he began actively pursuing this aim, breaking new ground and breathing new life into the highly improvisational music of the Tsugaru shamisen. We met in 1986 and recorded our first record together, Ganryu Island documenting our duo performances. With Rodan, Sato has been grouped in duo, trio and quartet formats with 16 of the most exciting young musicians living in New York today. They all share a passion for improvisation.” — JOHN ZORN.

  “Like many oriental musics, the interaction here is based not on a shared harmony, but a counterpoint of timbres and a steady stream of jolting, mood including events. The moods invoked are many: pastoral, aggressive, passionate, violent, meditative, sensual. But behind each is audible a concentration, a tension, an intensity which breathes commitment. The sounds define surprise. Steve Coleman’s melismatic alto sax lyricism in consonance with Sato’s own distinct intervals. Bill Frisell’s bluegrass notebending while Fred Frith fingerpicks and Sato offers banjo-like chording. Tenko’s banshee wailing in perfect harmony with the seemingly deceptively aloof Sato. The diversity of rhythmic accents and environments, power and delicacy, provided by percussionists Baron, Mory, and Hemingway. Tom Cora’s chilling cello empathy. And everywhere Sato’s virtuosity, flexibility, and imagination.” — ART  LANGE.

	Sato  MICHIHIRO
	Sato MICHIHIRO & John ZORN: “Ganryu Island”
	1998
	75:40
	label: Tzadik; rec. 1984

Sato Michihiro [shamisen]; John Zorn (см.) [reeds].

Released in a limited edition on the Yukon label and unavailable for well over a decade, Ganryu Island is one of die quirkiest recorded meetings of East and West.

Named after a small island off the coast of Japan where legendary sword master Miyamoto Musashi and his nemesis Sasaki Kojiro met for the first and last time, John Zorn's meeting with Tsugaru shamisen master Sato Michihiro is at once surprising, dramatic, hilarious and revelatory.

The original release plus 5 never-before-heard out-takes: the complete 1984 session on one CD.

	Yagi MICHIYO
	Shizuku
	1999
	56:17
	avant-folk (Japanese)

label: Tzadik

Yagi Michiyo: Koto

One of the most versatile masters of the koto, Michiyo Yagi has performed in rock bands, jazz groups, movie soundtracks, classical ensembles, noise improvisations and of course Japanese traditional and folk groups. Here, using both orthodox and unorthodox techniques, she takes the koto to an exciting new world of her own invention incorporating influences from traditional Japanese and Korean music as well as the American maverick tradition of Partch, Cage, Nancarrow and Terry Riley. 

Astounding new music for an ancient instrument by one of the world's most adventurous and accomplished contemporary koto players.

Diminished Shower

Talking Dorian

Remembrance

Seawall 1

Monochord

Taieki

Jueki

Shizuku

Foggy

Nenrin

Seawall 2

Ai No Corrida

	COBRA  (ZORN)
	Tokio Operations
	1995
	50:58
	improvisational music

label: Avant (Tokio). Rec. in Tokio, 1994

Kinoshita Shinichi [shamisen]; Takei Makoto [shakuhachi]; Maruta Miki [koto]; Isso Yukihiro [nokan, dengakubue]; Tanaka Yumiko [gidayu]; Nakamura Hitomi [hichiriki]; Ito Taeko [ortin doo]; Uemura Masahiro, Senba Kiyohiko [perc.]; Uchihashi Kazuhiza [guit.]; Mekken [bass]; Yamamoto Kyoko [voc.].  Music by John Zorn.

  “After 10 years and over one hundred performances of Cobra, it is delightful to find that musicians can still find a new wrinkle in performing it. The musicians here, among the most exciting and creative on the Tokio scene, provide such a wrinkle. In a world of Cobras, this one stands apart. One of a kind. There has never been a Cobra like this one.” — JOHN ZORN.

	Shoukichi KINA & CHAMPLOOSE
	The Music Power From Okinawa
	1977
	40:53
	label: Shinko Music / Ace Rec., GlobeStyle (London) 1991

This album was recorded in Okinawa in 1977 by Shoukichi Kina, the man who mixed his local music with rock in an innovative masterstroke. It is a beacon in the history of Japanese and Okinawan music, because it was the starting point of Kina’s music and made the deep soul of Okinawa known to Japanese.

   “There is a great musical richness in Okinawa, and the music of Shoukichi Kina is a prototype of this richness.” — DAVID BYRNE

   “The music of the Okinawa islands and above all that of Shoukichi Kina inspires me greatly. I’d like to play with him at his next Japanese concert.” — BOB MARLEY (1978)

   “I would like to give the name of Shoukichi Kina as that of the best Japanese artist” — RY COODER

	GAGAKU
	
	
	
	 LP
ЭКСТРЕМИСТСКИЕ ТВОРЕНИЯ АВАНГАРДИСТОВ МЕРКНУТ

Духовые визжат, ударные рвут барабанные пере​понки, струнных почти не слышно, и всё вместе это напоминает ледяной душ. Соседи после первых пяти минут звучания пластинки на​чинают бить в стену, после семи - вызывать милицию. Но ес​ли взять себя в руки, не реаги​ровать на звонки в дверь и по​думать о вечном, то через не​которое время открываются упоительные бездны, наступает прояснение и умиротворение. Именно для этого умиротворе​ния и очищения музыка гагаку и предназначена. Гагаку - это одновременно и стиль традиционной япон​ской музыки и оркестр, кото​рый её исполняет. Оркестр не маленький - человек тридцать-сорок. Все сидят на крохотных скамеечках, почти на полу. Са​мые главные в нём люди - барабанщики. Они занимают пер​вый ряд и все вместе являются чем-то вроде коллективного дирижёра. Ударные отвечают за структуру в целом, мелодию иг​рают духовые, струнные задают ритм. В общем - всё ровно наоборот по сравнению с на​шим родным симфоническим оркестром.

Но сравнивать гагаку с евро​пейскими музыкальными тра​дициями бесполезно - ввиду крайней молодости послед​них. Задолго до того как Страдивари придумал заветный лак для скрипки, а Гайдн сочинил первую полноценную симфо​нию, оркестр гагаку уже успел пережить свой расцвет и свое увядание. Лучшим временем в его жизни были периоды Нара (710-794) и Хейан (794-1185). Тогда в Японии было много образованных аристократов, которые завели моду на всё китайское. Считается, что значительная часть музы​кальных композиций для орке​стра гагаку - это калька с ки​тайской музыки времён дина​стии Тан (618-907). Худшим временем для гагаку был девят​надцатый век, когда появилась мода на всё европейское. Тра​диционные оркестры тогда распустили, единственный для приличия оставили при импе​раторском дворе. Дело в том, что без гагаку японскому импе​ратору как без рук - ни в долж​ность вступить, ни день рожде​ния отметить. Только при звуках этой чудовищной для евро​пейского уха музыки, по сравнению с которой меркнут са​мые экстремистские творения авангардистов двадцатого ве​ка, императоры и члены его семьи могли совершать свои са​мые радостные и значительные церемонии. Искусство радовать императора передавалось по на​следству. Многие музыканты из современного Управления дела​ми Императорского двора ведут свою родословную чуть ли не с восьмого века. Из-за узкосемейственных отношений внутри коллектива даже не было единой системы нотации, еди​ной школы. Сейчас все традиции переме​шались в едином стремлении - выжить. Появилась мода на всё японское. Чем древнее, непо​нятнее и самобытнее - тем до​роже и престижнее. По своей национальной ценности ор​кестр гагаку приравнен к теат​ру но. То есть охраняется госу​дарством. Формирует самосо​знание. Будит патриотизм. Гагаку теперь может слушать не только император или синтоистский служитель, но и самый простой японец. Оркестров стало больше, они возникают при храмах и уни​верситетах, они не такие боль​шие, как у императора, зато устраивают публичные пред​ставления в каких-нибудь эф​фектных местах: на лесной по​ляне, на плоту, при свете звезд или факелов.

Слушайте гагаку - ледяной душ и упои​тельные бездны вам гаранти​рованы.

--- Play


INDONESIA

“Twenty or thirty years ago you had to bend over backward to find a record from Bali. Today, media’s gone nuts.” 

-– John Zorn
Гамеланг – как смерть сама – тягучий,

Гамеланг – колодец снов, без дна.

--- Константин Бальмонт
	MUSIC  OF  INDONESIA  Vol. 5
	Betawi & Sundanese Music of North Coast of Java
	1994
	73:24


	label: Smithsonian / Folkways Rec. (Washington, DC)

rec.1990-92

1-3. Topeng Betawi

4-7. Tanjidor

8-10. Ajeng

  These 1990-92 recordings from the coastial region near Jakarta reveal a splendid hybrid created by Batavian culture encountering that of the surrounding Sundanese. Topeng Betawi is a theatre form whose accompanying ensemble is Sundanese; tanjidor is a Sundanese repertoire played on European brass instruments together with gongs and drums; and ajeng is a wild village gamelan very different from the better known restrained style of central Java.

	GAMELAN BATEL WAYANG RAMAYANA
	
	1990
	69:02
	label: CMP Records (N.Y., USA)

rec. by Walter Quintus at Bali, ‘89.

  As many as 25 to 30 different types and sizes of gamelan have developed on Bali, their use determined by specific occasions. Their size can vary from the quartet ‘wayang’ to the 30 musicians in the ‘gong kebyar’, a large orchestra. Gamelan accompany dances at temples and also perform at traditional ceremonies. Other forms of gamelan are essentially secular in nature and perform purely to entertain.

  The type of ensemble heard on this recording is the gamelan batel which is primarily used to accompany performances of ‘wayang ngramayana’, plays based on episodes from the Ramayana epic. Nearly all of Bali’s 2.5 to 3 million inhabitants are Hindus whose religion can be traced back to the massive influx of Hindu culture imported in the successive waves of Javanese power and influence that swept over the island between the 9th and 16th centuries A.D. In Bali the Ramayana epic is the most important literary work alongside the Mahabharata epic. And the influence of the Ramayana survives to this day as the major source of the dramatic themes depicted in Balinese dance, music, painting and drama. A gamelan batel accompanies several kinds of wayang (shadow), Indonesia’s earliest form of theater, has crystallized into distinct genres over the past 1,000 years. The wayang world is full off symbolic forms, philosophical meanings and mystical events. Gamelan batel also accompany various forms of dance theater including Parva and wayang wong.

	GAMELAN  SEMAR PEGULINGAN  SAIH  PITU
	The Heavenly Orchestra Of Bali
	1991
	63:50


	label: CMP Records (N.Y., USA)

rec. by Walter Quintus at Bali, ‘91

 This recording features one of Bali’s rarest and most beautiful orchestras, the gamelan semar pegulingan saih pitu. According to Balinese legend, the gamelan semar pegulingan (Semara is the god of love and pegulingan means sleeping) is one of the heavenly ensembles, or ‘semara aturu’, created by the god Indra. It is also one of the royal orchestras described in the Prakempa, a 19th-century musical treatise written on palm leaves that describes in detail the court music of Bali. The gamelan semar pegulingan was played outside the royal sleeping chamber in the inner courtyard of the palace, and is thought to have accompanied the king while he was sleeping with the queen. In some courts the gamelan semar pegulingan also accompanied informal ‘leco’ dances as well as the ‘gandrung’, a recreational dance in which members of the court could participate. ‘Saih pitu’ refers to the fact that, in its original form, the instruments of the gamelan semar pegulingan were constructed according to the seven-tone ‘pelog’ scale, one of two tonal systems used in traditional gamelan music. The ‘pelog’ scale is a basic system of non-equidistant intervals which is also called ‘saih gambuh’ when used by the gamelan gambuh, or ‘saih gambang’ when used by the gambang xylophone ensemble. ‘Saih gambuh’ is considered a main source of gamelan tuning in the past. The instruments of the gamelan semar pegulingan can be divided into four categories according to whether they serve melodic, rhythmic, punctuating or ornamental functions. [...]

	GAMELAN  SEMAR PEGULINGAN
	Br. Teges Kanginan:    «Gunung Jati»
	1994
	52:03


	label: King Rec. (Japan) World Music Library

rec. at Br. Teges Kanginan, 1990

  The first time I ever heard Tege’s semar pegulingan was on the record, “Gamelan of the Love God: gamelan semar pegulingan”, recorded in 1971 by R. Brown, and released by the American label, Nonesuch Records. As soon as I put the needle onto the record I heard a faint noise along with the sound of the ‘Tronpon’ coming through the speakers. At that moment, I felt an indescribably pleasant and nostalgic feeling. When I heard the quiet beginning of the following full ensemble section I felt as though my entire body were suddenly levitating several centimeters into the air. Spellbound by the wonderfulness of the tonal colors and the elegant performance, I dubbed the record onto two sides of a cassette tape for continuous playback, which I then listened to every evening while drinking. Then, amazingly, the feeling of the quiet evening air of a small village in a paradise-like southern country to which I had never even travelled, through the reverberation of gamelan was transmitted into my body. Later, in 1984, when I went to Bali, I actually saw a performance of Gunung Jati with my own eyes. On an evening in which shadows of palm leaves fanned out beneath a smiling golden moon, the performance began underneath a gazimaru tree which grew in front of the temple of Teges. It was, of course, many times more wonderful than I had imagined. But what I found surprising was that the feeling of mistery of the tropical evening that I felt when listening to the record, the sound which brought about a gentle and graceful feeling was absolutely the same. In the semar pegulingan of Teges, the instrument itself possesses an unfanthomable vitality. The instrument itself is alive. Transcending the medium through which it is disseminated, the sound is breathing, trying to convey some kind of message at all times. Through this CD, its message is conveyed to our hearts.

  The semar pegulingan of Teges belongs, strictly speaking, to a type of gamelan called ‘pelegongan’. Semar pegulingan uses a septatonic scale, whereas pelegongan uses a pentatonic scale. Both types of gamelan have inherited their repertory from the older ‘gamelan gambuh’, which uses a septatonic scale, and has no metallic keyboard percussion; rather, it is primarily a gamelan of the bamboo flute. Semar pegulingan is a variation of this, the instruments being replaced by metallic instruments of the ‘gamelan gong gede’ family. Semar pegulingan was originally a purely musical performance, whereas pelegongan developed into a kind of accompaniment to the court dance called ‘legong keraton’.

	THE JAVANESE GAMELAN
	
	1991
	74:05
	label: King Rec. (Japan) World Music Library

rec. 1971-72

  This disc is an introduction to Javanese gamelan music, focusing on the gamelan of the royal family of Yogyakarta, central Java. Featured are such performances as the trance dance, the masked dance and the shadow puppet plays.

	CHAMBER MUSIC OF CENTRAL JAVA
	
	1992
	63:36


	label: King Rec. (Japan) World Music Library

rec. in Solo, Java, 1992.

1. Gending Danaraja  32’50”

2. Gending Rimong    30’38”

  Gadon, a kind of chamber music, gamelan, recorded by most genious and talented musicians in Java playing a pair of Gender which has found one of pair recently recently and this recording features this instrument for the first time. Along with music itself the soft echoes of the sounds are really beautiful. This is a recording of two instrumental pieces, played in the style of ‘gadhon’, a small-sized ensemble of the Central Javanese gamelan. Both pieces are of a large scale and for that reason are today rarely performed. A rebab (a bowed lute) and a Gender (a bronze xylophone with long resonance tubes), both of which require a high level of technique and musicality, are the main instruments of the ensemble which consists of eight instruments. The sound produced is so soft and fine that the listener can become lost in meditation, a purpose for which gamelan is sometimes used. The following information should give the listener an understanding of the music recorded in this CD before becoming lost in, or after coming out of, meditation. [...]

	THE GAMELAN OF CIREBON
	
	1991
	58:50
	label: King Rec. (Japan) World Music Library

rec. in Tokio, 1989.

  The unique music of Cirebon, a town located on the border of central and western Java, differs from both Sundanese and Javanese music. The culture of Cirebon is based on that of Hindu Sunda in the south, but new cultural elements have been constantly imported from over the sea to the north, resulting in a culture that is uniquely Cirebon. It was this area that was the first in Java to absorb Islam. The arts of the Cirebon region are believed to have undergone major changes in conjunction with the assimilation of Islam and the rise and fall of dynasties. Such arts were integrated and altered and then returned to the common people. This disc is a recording of the gamelan of Cirebon, including the masked dance called ‘topeng cirebon’.

	GAMELAN SELONDING
	Tenganan: «Guna Winangun»
	1994
	52:09


	label: King Rec. (Japan) World Music Library; rec. at Tenganan, 1990.

Tenganan is a closed society, unwelcome to outsiders. The people of Tenganan is Bali’s true native inhabitants for so many successive generations. Their gamelan selonding, extant only in a few places in the mountainous region of Karangasem Prefecture in eastern Bali, is an extremely rare form of gamelan. Considered to be holy, it is the only gamelan made of iron. Especially famous is the selonding of Tenganan, the old iron instruments of which bear the marking “Bhatara Bagus Selonding” meaning, “the great and omnipotent ancestors.” The instruments themselves are treated as gods, or ancestors. The sounds emitted from gamelan selonding are themselves considered divine, and as such, it is even proscribed that they be recorded. In recent years such proscriptions have been somewhat relaxed, and field recordings by researchers have been given tacit consent. Still, there are several pieces among the repertory whose recording is strictly prohibited.

Gamelan selonding uses a septatonic pelog scale.

	BALI:  TRADITIONAL MUSICIANS
	A Suite of Tropical Music and Sound
	1995
	64:53
	label: Network (Frankfurt)

recorded live in Bali, 1995

Очень «дикий» дикарский гамелан, больше похожий на авангардную музыку.

Travel through the villages of Bali at any time of year and you can be sure of coming across a procession, a temple festival or some other event accompanied by music. There are an estimated 1500 active groups of musicians and dancers on Bali. A celebration or ritual of any kind is quite inconceivable without music, for the Hindu gods are as fond of edification and entertainment as the mortals who worship them. From the cradle to the grave, the life of each and every Balinese goes hand in hand with ceremony, ritual and music.

This CD seeks to "compose" a selection garnered from the rich store of music and tonalities to be found on Bali in a remarkable diversity that does not isolate the various different genres, but incorporates them into the sounds of nature, the sounds of everyday life and the atmosphere of'religious cere​monies. The western concept of "absolute" or "concert" music quite simply does not exist here. The unique sounds of the island are inextricably linked with the religious and social life of the islanders themselves. Even the lush tropical vegetation seems to be a vast and fertile source of musical inspiration.

INSTERUMENTS AND MUSICAL STRUCTURES

The expression gamelan is derived from megambel, which more or less means "to beat". The predominance of keyed instru​ments played with mallets is a typical feature. The keys, made of bronze or bam​boo (and occasionally of iron), are sus​pended over bamboo resonators to amplify the sound and are tuned in specific scales. Almost every gametan involves gongs of various sizes (from small kettle-gongs to large suspended gongs with a diameter of 90 cm), conical drums and smaller percussion instru​ments. The only non-percussive instruments are the suling flute and the two-stringed rebab spike fiddle developed on the basis of the ancient gambuh courtly theatre from which the island's entire aristocratic tradition of music and dance is derived. Most of the instruments are played in pairs (the duality of male and female, sun and moon, mountain and sea etc. being a funda​mental principle of balance and harmony in the Balinese way of thinking). They are played slightly "out of tune" with each other in order to create the oscillations and vibrations which, according to the Balinese concept of music, bring the tonality to life. 

No one gamelan sounds like another, each being entirely unique. Accompaniment by other gamelans is neither possible nor desirable. The instruments are not owned by the individual musicians, but belong to the com​munity of a village or urban district (banjar), a club (sekah), a temple (pura) or, in former times, a palace (puri). Two different tonal systems form the basis of the music: pelog, originally a 7-tone scale (approximating E-F-G-(A)-B-C-D) from which only 5 tones are selected to create new modi on each tone; and slendro, a 5-tone scale with almost equal intervals (roughly equi​valent to A-C-D-E-G). Compare track 6 (Gender Wayang Kulit) by way of example. In order to grasp the concept of Balinese music, it is useful to imagine me gamelan as a body (with head, torso, limbs and organs) or as a living organism such as a tree. Each instrument has its own specific function in respect of core melody (the pokok being the tree trunk, as it were) to which ornamen​tations, figurations and accents are added like branches, leaves or blossoms. Large gongs mark or punctuate the cyclically repeated core melody which is performed like a cantus firmus by the lower-pitched instruments. Medium-pitched instruments extend this skeletal core to create a full melody, while the higher-pitched instruments derive melodically rhythmic figurations in an interlocking technique (koketan). A pair of drums (kendang), small cymbals (cengceng) and smaller gongs (kempur, kempli etc.) set the tempo and accentuate the musical flow with their own rhythmic patterns.

THE TRACKS

1. Frogs & cicadas — genggong duo — gamelan genggong. Cicadas and frogs weave their dense and sonorous tapestry in the heal of the tropical night. Genggong is the onomatopoeic term used by the Balinese to describe a jaws-harp. A thread affixed to a flat piece of bamboo causes a strip of wood to vibrate. The genggong group from Batuan use these instruments to accompany a ballet that narrates a tale similar to the Brothers' Grimm fairytale of the Frog King.

2. Gamelan Selonding: "Gending Nyang-jangan". Tenganan is the preserve of a few ancient Balinese villages in the east, where pro-Hindu rituals and a distinctive domestic and religious architecture still survive. The gamelan selonding (selonding means "sacred place") is regarded as a sacred gamelan given to the village by the gods in ancient times. Its keys are made of iron, and it is the oldest known gamelan, dating from before the bronze age. It is removed from the bale agung or grand meeting hall to be played only on the occasion of major festivals and ceremonies. This centuries-old rule has been relaxed slightly in the course of the last decade. With the permission of the people of Tenganan, copies of the ancient sacred gamelan have been made, and are played by the Gamelan Selonding Group of I Nyoman P. Gunawan.

3. Kulkul – rice-pounding music -- bamboo rattles. At meetings of the village commu​nity, the kulkul -- a large block of wood with a slit in the middle -- is beaten to call people to work in the paddy fields or to prepare a temple festival. It is also sounded when some​one in the village dies, when a fire breaks out or when a thief  has stolen something. Even today, rice is still pounded into rice flour in long wooden troughs prior to major ceremo​nies. While two women pound the rice with large wooden beaters, three men use sticks to beat rhythmic variations on the side of the trough (ketungan). The principle of alternating figurations in interiocking technique can be traced back to these rice-pounding rhythms. Bamboo rattles are used by the rice formers to keep birds away from the paddy fields.

[...]

	THE GAMELAN MUSIC OF BALI
	
	1991
	60:27
	label: King Rec. (Japan) World Music Library

rec. in Bali 1990 (digitally recorded on location).

  This disc is a collection of the major genres of gamelan from Bali’s various villages.

	SUNDANESE CLASSICAL MUSIC
	
	1991
	56:08
	label: King Rec. (Japan) World Music Library

rec. in Tokio, 1986.

  Tembang Sunda is a form of classical song from the area of Sunda in the western part of the island of Java. Javanese, Balinese, and Sundanese variants of tembang exist. This genre is a highly refined vocal form, which utilizes free rhythm, much vibrato, and poems in a classical meter. The mood resulting from this fusion of melody and poetic text is both extremely subtle and relaxed. In Sunda the tembang is accompanied by the kacapi (a zither), the suling (an end-blow flute), or the rebab (a bowed lute).

	CILOKAQ MUSIC OF LOMBOK
	
	1994
	57:03
	label: King Rec. (Japan) World Music Library

Recorded by King Record Co. in Lombok, Indonesia, 1993.

The world premiere of an unknown music, the Saak tribes' Keroncong, Cilokaq. A nostalgic sound with gambus guitar, violin, mandolin and suling. The collection of tracks performed by the best modern Cilokaq band, Pusaka Group lad by Al-Mashar.

•About the island of Lombok:

Lombok is a small island located off the east coast of Bali, in the smaller Sundanese archipelago. Separated from Bali by a the Lombok Strait, which is a mere 25 kilometers in breadth. This strait is extremely deep and its waters rough, making it one of the many dangerous spots in the Indian Ocean. A. R. Wallace, known as a second Charles Darwin, described how frightening the waves of this strait are in the book of his fieldwork entitled "The Malay Islands." He discovered that the flora and fauna of either side of this strait, i.e. the Bali side and the Lombok side, were extremely different. This is the famous Wallace Line.

Lombok was a territory belonging to the royal Karangasem family of Bali from the middle of the 17th century until the begin​ning of the 20th century. The majority of its inhabitants belong to the Sasak tribe. Although almost all of them are followers of Islam, most can speak both Sasak and Balinese. There still remain the ruins of temples and palaces of the time of the Karangasem family's rule, and many descendants of immigrants from Bali live there as well. These people have built villages of exclusively Hindus from Bali, where they have exected their own temples and live their lives speaking Balinese. It seems to be that most of the bronze gamelan found today in every part of Lombok were brought over from Bali during the Karangasem rule. At that time many Sasaks emigrated to Bali as well. These people brought to Bali a unique form of entertainment called cakepung (also known as cepung). (This music can be heard earlier in this series on the CD enti​tled "Music in Bali," KICC-5127)

Beginning several years ago the west coast of Lombok has been being developed as a beach resort known as "the second Bali," and already many hotels have been built. Traditional arts are maintained in the villages of the mid-western section to the eastern section of the island, but per​formances are usually held only on festive occasions such as weddings and Indepen​dence Day. The atmosphere is much differ​ent from the year-round bustle of festivals and endless variety of entertainment found in Bali. My frank impression is that enter​tainment does not exactly thrive in Lom​bok. But on the other hand, almost all of the music in the towns is played by com​mercial musicians such as Dandut, the most common being Dandut Sasak (Dan​dut of the Sasak language). Cilokaq also includes some songs which fall into the category of commercial popular music.

•About the performers:

Pusaka Group is a group formed by the students of the Vocational School for the Visually Handicapped (SLB Tuna Netra), located in Cakra Negara. Except for the female vocalist, all of its members are blind.

Al-Mashar, the group's leader, was born in 1953. For nine years beginning at age seven, he studied at a school for the blind in Denpasar, Bali. Later, after receiving his teaching license, he returned to Lombok where he founded this vocational school for the school for visually impaired in 1979. From the time he was a child he showed musical talent, and during the time he lived in Denpasar he had already for​med a band with other blind friends and performed regularly.

Pusaka Group was founded in 1987. As a performing ensemble of mainly Sasak pop​ular music they play, in addition to cilokaq, Dangdut Sasak and orkes gambus. However, they can also play traditional gamelan as well. They are a super blind group that have master all four of these musical genres. The fact that all the members except for Al-Mashar are teenage junior high and high school students is also worthy of attention. 

The group's personnel are as follows:

Al Mashar - vocals, violin. Hamidun - vocals, mandolin. Moh Helmi - gambus guitar. Nirham - vocals, suling (a kind of bamboo flute). Sulaeman - bass guitar. Harianto - jedur (a kind of single-headed drum). Iwan R. Tanto - tambourine. Sus Laela Handayani - vocals.

•Musical notes

(original titles given in parentheses)
[1] Proverb Song (Pantun Nasehat). Pantun is the name of a four-line poetic form in which the first two lines imply the content of the proverb contained in the second two lines. Composer: Unknown; Singer: Sus Laela Handayani.

[2] The Will of God (Mule Nasip). A direct translation of the title would be "already determined by God." Composer: Al-Mashar; Singer: Nirham.

[3] (Nenari)- A song about courtship. Composer: Al-Mashar/Singer: Hamidun

[4] Oh, Mother! (Idik Gamak Inak). A song written about memories of the composer's own mother. Composer: Al-Mashar; Singer: Al-Mashar 

[5] Fruit of the Heart (Buak Ate). "Buak ate" corresponds to the Indonesian word "buah hati," the primary meaning of which is "heart." Hence the secondary meaning, "lover." Composer: Unknown; Singer: Nirhani.

[6] Traveller (Musapir). Tlu' song of someone who travels far from his home country. The singer, Handayani, is also a singer of Dangdut Sasak. Composer: Unknown; Singer: Sus Laela

Handayani.

[7] Lingering Desire (Bebalu Gantung). A song about feelings of longing for one's former lover after having broken up. Composer: Unknown; Singer: Nirham.

[8] Lessons from my Parents (Nasihat Ron geran). Composer: Unknown; Singer: Nirham.

[9] (Lakak Pemindangan – Directly trans​lated, the title means, "knocking the frame into shape." The song depicts a man on his way to see his lover. Composer: Unknown; Singer: Hamidun.

[10] Reminiscence (Pituah) Composer: Al-Mashar; Singer: Nirham.

Translated by Larry Richards

	COURT MUSIC OF KRATON SURAKARTA
	
	1992
	61:14


	label: King Rec. (Japan) World Music Library

rec. in Kraton Surakarta 1992.

1. Srimpi “Sangapati”   61’14”

  In the middle of Java there is an ancient capital Solo, where royal family of Susuhunan sustains traditional culture of Java as the center of valuable tradition. Srimpi “Sangapati” is performed with a various kind of instruments and chorus, a kind of gamelan which is not previously recorded. This is a recording of the entire music of the dance piece srimpi “Sangapati” which has been handed down in the Kraton Surakarta Hadiningrat, the Royal Family of Surakarta. It was recorded using an exquisite gamelan set with the name ‘Kyai Semarngigel’, which means “the respected dancing ‘Semar’” (Semar is one of the most important Javanese religious characters). With the permission of His Highness I.S.K.S. Paku Buwana XII this music is hereby presented in recording for the first time true to its original performance style.

  Srimpi is one of several types of dances of the Kraton Surakarta and it is performed by four female dancers, usually young daughters or female relatives of the king. It is characterized by very smooth and restrained movements. The Kraton Surakarta now has ten srimpi pieces which are identified by their accompanying music. The movements correspond only symbolically to the words of the songs.

  Gamelan is an ensemble consisting mainly of bronze percussion instruments such as gongs and xylophones along with a few other instruments and singing. Gamelan, especially its largest gong, has been treated as a simbol of royal authority and as an important part of its mystical power. The Kraton Surakarta has about thirty sets of several kinds of gamelan including some large gongs up to 120cm in diameter. These gamelans are the most important components for ceremonies, rituals, and also for daily use. There are actually several kinds of instrumentation depending of the style of the music. In the style of the music recorded here, almost all the instruments are used, including several kinds of ‘gong chimes’ having gongs of sizes varying from about 20cm to 1m in diameter, bronze xylophones with resonance boxes (saron), xylophones with long resonance tubes (slentem, gender), wooden xylophone (gambang), a bowed lute (rebab), drums (kendhang), a bamboo flute (suling), and voice (sindhen).

	Euis KOMARIAH & Yus WIRADIREJA
	The Sound Of Sunda (Degung music from Java)
	1990
	59:17
	label: Ace Records, GlobeStyle series (London)

rec. in Bandung ‘89.

 The roots of modern Degung lie in a centuries-old Sundanese variation of the even older Javanese gamelan tradition. It takes its name from the scale played on a set of hanging gongs whose presence in any orchestra denoted it as gamelan degung. References to degung orchestras can be found in records of the courts of Sundanese Kings dating back to the 18th century. We can reflect the continuing development of degung with dynamic arrangements and the introduction of an insrument not usually associated with the genre — the Tarawangsah, a two-stringed bass fiddle. Alongside the bonang (a set of pot-gongs), two kecapi (a plucked zyther), and the suling (an end-blown bamboo flute) can also be heard a peking (a small xylophone with bronze keys), two hanging-gongs, cembres and jenglong (keyed metallophones), and two-headed barrel-drum — the kendang.

  Wistful, melancholic, meditative; the sound of degung evokes the calm atmosphere of warm Javanese evenings when harmony and repose are re-established after the travails in the heat of the day. The haunting melodies often carry stories of love — sometimes found but usually lost, betrayed or unrequited — sung in Sundanese, the ancient and complex language of Sunda, the large south-western region of Java.

	Idjah HADIDJAH
	Tonggeret (Jaipongan)
	1987
	52:51
	label: Icon Records / Electra Asylum Nonesuch Rec. (L.A., CA, USA), Explorer Series

rec. at Bandung, Indonesia, 1979-86.

  Three genres of Sundanese popular music are represented here: Jaipongan, Kliningan, and Celempungan. The most obvious difference between Kliningan and Jaipongan lies in the drumming — Kliningan is not dance music, and its drumming exhibits none of the fireworks of Jaipongan. The principal instruments in both genres are: rebab (a fiddle), 2 saron (keyed metallophones), a large gong and a small gong, and drums. Additional instruments (kecrek — chasing metal plates, rows of kettle-gongs) — can be heard in some of the recordings. Like Kliningan, Celempungan is music for listening, not dancing. The ensemble consists of drums, large gong and small gong, plus a violin (substituting for the more usual rebab) and two kacapi (plucked zithers).

  Japoningam developed in the Sunda region as part of a remarkable florescence of Sundanese traditional (or traditional-based) performing arts that had been taking place at least since the 1960s. While in most other regions of Indonesia traditional genres address an aging and increasingly rural or lower-class urban audience, in Sunda they remain vital and attractive to all age groups and acrosss the whole social range. The present sampling of some of these Sundanese genres concetrates on Jaipongan. All the recordings feature Idjah Hadidjah, one of the most popular Sundanese [female] singers. Jaipongan originated among the Sundanese people of West Java and is sung in the Sundanese language; it uses instruments and musical and choreographic idioms drawn from Sundanese tradition. And Jaipongan is accepted as thoroughly contemporary; it is in fact the first regional genre to become widely accepted outside its home area and ethnic group, having enjoyed great popularity throughout Java and in other parts of Indonesia.

	NASIDA  RIA
	Keadilan (Qasidah Music from Java)
	
	43:35
	label: [pi’ra:nha] Records

 (Female ensemble:) H. Mudrikah Zain [leader, perc]; Afuwah [voc.]; Nurhayati [violin]; H. Mutoharoh [flute]; Nurjanah [mandolin]; H. Nadhiroh [g]; H. Rien Jamain [b]; + [bendir, tabla, tambourine, k].

   Qasidah is a classical Arabic word for epic religious poetry, traditionally performed by a storyteller/singer accompanied by percussion and chanting. Nasida Ria present this in a pop-song format, and this is the positive sound of Qasidah Modern.

	MOLUCCAN  MOODS ORCHESTRA
	Wakoi
	1988
	27:23
	label: [pi’ra:nha] Records

Wakoi = child

Old traditional songs of the Moluccan Archipel (lagu lagu) were collectively arranged into modern popular music.

[flutes], [g], [b], [d], [perc], [k], [v]

	Loren  NERELL
	Lilin Dewa
	1996
	71:12
	Dark Ethereal Ethno Ambient
label: Side Effects (USA)

These recordings are a documentation of a musical journey, which started some fifteen years ago with a 'chance' introduction to the gamelan music of Bali --a percussive ensemble made up of 4 to 40 musicians. An encounter occurring not through the usual means that one becomes acquainted with music today, via commercial recordings, but through the actual physical inter​action with the ensembles. Few forms of music have so deeply affected me in such a way as gamelan music has.

This musical encounter has in many ways become the driving force behind my compositions, and while occasionally showing its influence in my past works, several years passed before I was able to realize my need for a deeper under​standing, to study and to travel. Most of the 1990's has been spent taking up this task. I have visited these islands many times, spending several months liv​ing amongst the musicians, listening, observing and learning.

In the end, this journey has taken me from the fields, temples and Royal Courts of Bali and Java, to my recording studio in Los Angeles where I have processed these sonic 'artifacts,' incorporating them into the music of Lilin Dewa. For me, this is not the end of a journey, but a beginning.

1 IRAMA

2 GALUNGAN 

3 BAMBOO, IRON, RESIN, BRONZE

4 H1ASAN (ORNAMENT) 

5 BOROBUDUR 4 AM 

IRAMA is loosely based on a type of gamelan known as Sekatan, an uncommon gamelan that is played for only one week a year. I was fortunate enough to be able to spend two days with the musicians as they performed this rare ensemble, which lead to the inspiration for this piece. 

GALUNGAN is the beginning of the Balinese year, the ambiance present in this piece was recorded during a "Galungan" ceremony in a village temple. 

BAMBOO, IRON, RESIN, BRONZE comprises of the four primary elements that make up the material used in this recording.

HIASAN, which translates, as ornamentation refers to the kempuls (small knobbed gongs) which dominate this piece. Normally kempuls only function as punctuation marks during a composition. In this case however I wanted them to have a more prominent roll, as I have often been intrigued by their sound.
BOROBUDUR 4 AM is literally the time and the place where the ambient recording was made for this piece. The Borobudur is the largest Buddhist monument'(stupa) in the world. It is situated in a valley in central Java, surrounded by Islamic mosques.

Instrumentation used in this recording: various Indonesian gongs & kempuls, Balinese suling & gambuh, rainstick, dholak, samplers, synthesizers, Balinese & Javanese genders, kenong, pemade, calung, trompong, bonang, saron, slenthem.

Field recordings utilized for this album were recorded in Java & Bali in June/July 1992, & July/August 1994.
Special thanks to: Robert Rich, Steve Roach, Spencer Robinson, Nyoman Wenten, Djoko Waluyo, all my fellow gamelan enthusiasts, and all my Indonesian friends.

	Lou  HARRISON
	La Koro Sutro
	1988
	57:04 + 
	label: New Albion Records (San Francisco, CA, USA)

1. La Koro Sutro 28:50 (for 100 voice chorus with American Gamelan, harp and organ, conducted by Philip Brett).

2. Suite for Violin and American Gamelan 28:14 (David Abel [violin]; American Gamelan conducted by John Bergamo).

  The Esperanto title of ‘La Koro Sutro’ means ‘the Heart Sutra’ which is among the most used and profound of Buddhist sutras. ‘The Heart Sutra’ is the essence of the Perfect Wisdom Scriptures (1st century B.C. onwards) belonging to Mahayana Buddhism. It refers to the heart of divine wisdom (‘Hagia Sophia’ in Greek). This philosophic text is approximately contemporary to the Byzantine era in the West. From the text of ‘the Heart Sutra’:

II. Here, O Shariputra, form is empty, and the void is form itself; from void to form is no distinction, form is not distinct from voidness. That which form has, that is empty also; that which empty is, itself has form. The same is true of feeling and perception, the impulses and the conscious.

III. Here, O Shariputra, all the Dharmas have the marking of the voidness; they have no causation, no cessation; neither tainted, nor yet spotless; neither lacking, nor completed.

IV. Therefore, O Shariputra, in the voidness there is neither form, nor yet sensation, no perception, no impulses, no awareness; nor the eye, the ear, the nose, the tongue, the body, the mind; nor yet a shape, a sound, a smell, a taste, a touch, a thought; no seeing-object, thus until no thinking-object; ignorance none, nor ignorance’s extinction; and so forth until no growing-old, no death; no growing-old’s prevention, death’s prevention; neither suffering, origination, stopping, nor a pathway; no cognition, no attaintment, nor a non-attaintment.

V. Now, therefore, O Shariputra, in not aiming at attainment, and relying on the Wisdom Gone Beyond, a Bodhisattva dwells with spirit unobstructed. He, with unobstructed spirit dwelling, unperturbed he overcomes all hindrance; by Nirvana in his last upholding...

   William Colvig — the builder of American Gamelan — has been associated with composer Lou Harrison for the past twenty years and has been performing Western, Chinese and Indonesian music during that time. Mr. Colvig built some of the first American Gamelan. He has built instruments for a number of symphony orchestras and other music groups. For the works on this recording, Mr. Colvig constructed a gamelan orchestra made of aluminum tubes and slabs with can resonators and modified oxygen tanks suspended in wooden frames. This ‘American Gamelan’ was one of the first of the many gamelan orchestras that have been built in the United States.

  John Bergamo heads the percussion faculty at CalArts in Valencia, California where he also lectures on composition. A renowned innovator of percussion techniques, he is also a long-time student of Hindustani, Carnatic, Javanese and Balinese musics. He has received scholarships, fellowships and grants. He has worked in numerous orchestras, chamber groups and jazz ensembles and has appeared on a number of recordings.

  Lou Harrison.   “It was Mozart’s boast that he could master any musical style within a week and by the end of that time compose in it adeptly enough to deceive experts... Lou Harrison has something of that virtuosity himself... and he mixes things with infallible imagination...” — Virgil Thompson.

Born in Portland, Oregon on May 14, 1917, Lou Harrison grew up in the culturally diverse San Francisco Bay Area. There he was influenced by Cantonese Opera, Gregorian chants and the music of California’s Spanish and Mexican cultures. Harrison also developed an interest in Indonesian Gamelan music. His early compositions included a large body of percussion music, combining Western, Asian, African and Latin American rhythmic influences with homemade ‘junk’ instruments. During this period, Harrison worked closely with John Cage and began studies in Los Angeles with Arnold Schoenberg. A move to New York in the mid-forties brought Lou Harrison to the Gerald Tribune as music critic. Here Harrison helped to bring wider attention to the work of Charles Ives, and is considered largely responsible for Ives’ receiving the Pulitzer Prize. The young composer and critic also embarked on a study of early European music during this period. In the late forties, Harrison taught at the legendary Black Mountain College. By the early fifties, he moved back to California, where he has lived ever since. Residence on the West Coast has intensified Harrison’s involvement in a sinthesis of musical cultures bordering on the Pacific.

Lou Harrison has for fifty years been in the vanguard of American composers. An innovator of musical composition and performance that transcends cultural boundries, Harrison’s highly acclaimed work juxtaposes and synthesizes musical dialects from virtually every corner of the world. Lou Harrison has travelled extensively, adding to the global resonance of his artistry, performing and studying with the musical masters of varied cultures, and presenting his work to enthusiastic audiences everywhere.

	Lou  HARRISON
	Works By Lou Harrison
	1988 
	18:34 +
	label: New World

Keith Jarrett [p] & orchestra

Suite for Violin, Piano and Small Orchestra  18’34”

1. Overture; 2. Elegy; 3. First Gamelan; 4. Aria; 5. Second Gamelan; 6. Chorale.

  Lou Harrison likes to reminisce about his student days in San Francisco around 1935 and the music he heard there, which set him on the course he has followed throughout his lifetime. He had moved down from his native Portland, Ore., primarily to study composition with Henry Cowell. After formal classes were finished for the day, he went on his own musical explorations, often accompanied by fellow student John Cage. Along with Cage, the young Harrison based his entire musical outlook on his first encounters with non-Western music. “Henry Cowell was our influence, of course. If you look through our scores you’ll find no snare drum and no timpani; that’s simply because we never had those particular instruments. We’d go to junkyards and pick up old discarded brake drums and big springs that made wonderful sounds when you hit them. In Chinatown we could buy tam-tams a yard across for only forty-five dollars, and so John and I put all this stuff together and formed a percussion ensemble — the world’s first. We simply bypassed the establishment.” His later works, notably the many pieces that call for Indonesian gamelan — either alone or in combination with Western instruments — show the results of his considerable immersion in the music of the Far East.

  Suite for Violin, Piano and Small Orchestra. (Keith Jarrett [p]; Lucy Stoltzman [violin] and Orch.) It is a marvelously subtle Suite, consisting of three winds, two cellos, bass, harp, celesta, tam-tam and a ‘tackpiano’ (an upright with tacks in the hammers so as to give off a harpsichord-like clangor), composed in 1951. Two of six movements are entitled “Gamelan”; with their simple, open sonorities and their accompaniment obsessively repeating, they do indeed capture the essence of this haunting, teasing music — a ‘honeyed thunder’, as Harrison himself describes it. (They also prefigure, long before its time, the essence of some of today’s minimalist music.) As a whole, this unutterably charming small-scale work provides a full picture of Harrison in the early 1950s, a man who has eagerly grasped everything there is in the musical world, and now is ready to make it work for him. “Cherish, conserve, consider, create” — that he claims as his lifelong motto, and the earnest eclecticism of this music bears it out: The intensity of the opening movement and, again, of the final Chorale that trails off toward infinity, the simple melodic warmth in the two slow movements (‘Elegy’ and ‘Aria’), the delight throughout the work with tiny musical sparks, fireflies made audible.

	GAMELAN SON OF LION
	New Gamelan / New York
	1995
	70:20
	label: GSOL Records (New York)

The musicians: Barbara Benary, Iris Brooks, Mark Steven Brooks, David Demnitz, Daniel Goode (см. тж. в ‘Alternative’), G. Patick Grant, Darryl Gregory, Jody Kruskal, Laura Liben, David Simons.

Produced by Mark Steven Brooks.

The Ensemble

Gamelan Son of Lion, based in downtown New York City, is a composers' collective and repertory ensemble specializing in contemporary pieces primarily by American composers for the instruments of the Javanese gamelan percussion orchestra. The ensemble was founded in 1976 by composers Barbara Benary, Philip Comer and Daniel Goode and has, since its inception, premiered over 100 pieces by over 30 composers in a variety of styles. Recent presentations have incorporated electronic music and works by experimental Indonesian composers as well.

The ensemble performs on a set of American made keyboards of steel and aluminum tuned in the traditional Indonesian tunings of slendro (5 notes per octave) and pelog (7 notes per octave). The suling (end blown flute) and clarinet were made for the group by Steven Silverstein out of PVC tubing. The knobbed gongs and drums are Indonesian.

Program

Jody Kruskal (b. 1955): 

1. “Brighton Beach” (1994) 11:32

Laura Liben (b. 1943): 

“Piece For Peace In The Middle East” (1994) 18:36

2. Part 1 (8:32)

3. Parts 2 and 3 (10:02)

David Demnitz (b. 1953): 

4. “Sixties” (1987) 8:44

Mark Steven Brooks (b. 1955):

“Four Dances For Balinese Angklung” (1993/94) 10:36

5. no. 1(2:36)

6. no. 2 (2:30)

7. no. 3 (3:30)

8. no. 4 (l:54)

David Simons (b. 1952): 

9. “Kebyar Leyak” (1992) 7:00

Daniel Goode (b. 1936): 

10. “Slendro Clarinet” (1988) 8:56

Barbara Benary (b. 1946): 

11. “Mostly Slendro Passacaglia” (1994) 4:36

Brighton Beach

“Brighton Beach is the 2nd of 3 pieces in my Brooklyn Suite. Both slendro and pelog tuning systems are played together by the suling providing expanded harmonic possibilities.” -- Jody Kruskal
Jody Kruskal is a composer, performer, instrument builder and teacher living in Brooklyn, N.Y. He first wrote for gamelan in 1988 with his theatre score for the Ring Dove (Ralph Lee and the Mettawee River Company). He joined Gamelan Son Of Lion in 1989 and sang the title role in Barbara Benary's Karna in 1994. Jody is the musical director, founder and builder of the Public Works Orchestra, performing numerous dance commissions including works by Laura Gates-Carlson (Dance Center of Cambridge) and Elise Long (Spoke The Hub). Jody also writes and plays with Music for Homemade Instruments and Grand Picnic.

Piece For Peace In The Middle East

“I wrote this piece out of my involvement working in the Mid-East peace movement and out of my interest in Middle Eastern rhythms. This piece uses traditional Middle Eastern rhythms but combines them in untraditional ways. The first section is for angklung rattles in 4/4 time. The 2nd section is in slendro tuning and combines different rhythms having 9 beats to the measure. The 3rd section flows out of the 2nd and combines one of the 9/4 with one of the 4/4 rhythms (actually 18/8 with 16/8). The gong enters at the convergence of rhythmic cycles, beginning a new cycle. This piece is a reflection of my hopes for peace in the Middle East.” -- Laura Liben
Laura Liben has worked as a musician with the 9th St. Theatre, on various Liz Swados productions, and with Shauna Kantor's Vocal Works! Theatre touring in the U.S. and Great Britain. Ms. Liben plays Jewish and other forms of music in the NYC area, teaches Middle Eastern percussion at the Lucy Moses School of Music and Dance in Manhattan and works with children as a music teacher and dance accompanist. She has appeared on several of Giora Feidmans's [см. в секции ‘Asia: Israel’] recent recordings.

Sixties

“Unfolding chords are systematically revealed to the listener, harmonies being accidental within prescribed parameters. The piece begins and ends with a gong, each cycle being 60 beats long. Players select pitches from within given ranges and play on beats assigned to correspond to their pitch range. All factors of 60 are represented, with higher factors (larger numbers) playing deeper tones. Player #1 (the highest instrument) controls tempo, duration and dynamics. Sixties is one of 4 movements of the Suite For Gamelan Son Of Lion.” -- David Demnitz..
David Demnitz has been a member of Gamelan Son Of Lion for more than 10 years. He has composed many works which have been performed by the ensemble, and he enjoys the support and collective spirit that membership in this composers' collective affords. In addition to his work with GSOL, David is employed as a music instructor at a residential treatment center in Westchester County. In this context, insights and procedures discovered while composing for the gamelan are put to use in devising group activities for the students.

Four Dances For Balinese Angklung

“These pieces were originally composed for the smaller, more intimate Balinese Angklung ensemble which utilizes a tuning system of only 4 out of the 5 available pitches in slendro. In arranging them for GSOL's Javanese instrumentation I decided to maintain that 4 note limitation though some of the pieces utilize a different set of pitches than others. Lower pitched instruments which would not normally be found in the Balinese instrumentation have also been added. The 3rd piece features David Simons on kokyu (Japanese gourd violin).” -- Mark Steven Brooks
Mark Steven Brooks is a composer who also performs on guitar, electric bass, keyboards and percussion and earns a living as a recording engineer, music publisher and teacher. He holds a B.M. in composition from the Manhattan School of Music and a M.A. in music from Wesleyan University and has received awards and commissions from N.Y. State Council on the Arts, Meet The Composer, Mass. Council on the Arts, American Music Center, Arts Council of Boston, Charles Ives Foundation, Crosstown Ensemble and many others. His involvement with Gamelan Son Of Lion dates back to 1978.

Kebyar Leyak

“This piece was commissioned and first performed by Gamelan Son Of Lion in 1992. Although originally written for digital sampler and live gamelan ensemble, this recording uses the sample of a wine goblet struck once with a pencil as the basis for a digital gamelan. Kebyar is the 20th century style of Balinese music known for its fast and sudden contrapuntal passages. Leyak are the local Balinese poltergeists that appear to mimic what is in people's minds, be it fear or desire. The text is a heavily edited and re-arranged 'found' TV documentary on UFO's.

I had been thinking about writing this piece for years when my friend Tjokorda Gde Arsa Artha told me a curious story. When television first came to his village of Ubud in Ball many people crowded into a house to watch in amazement this new thing. When they came out, the road was lined with Leyak TVs. My compostion is an attempt to bring together two mythologies: disembodied spirits from one culture, and alien communications from another planet.

The recording presented here was produced at Harvestworks/Studio PASS through their Artist in Residence Program, 1995. I played percussion and sampler, with Jim Staley on trombone, and Iris Brooks on flute and ocarina.” -- David Simons
David Simons performs on percussion, strings, Asian wind instruments and digital sampler. He composes music for theater, dance, film, sound installations, and concert ensembles. He has written for, collaborated and performed with Music for Homemade Instruments ensemble, new and traditional Indonesian gamelan, the Samul Nori [см. в секции ‘Asia’] percussion group in Korea, the Future Primitive Ensemble in Hawaii and various experimentalists in New York, California and Europe. Recordings include Kurzwellen by Karlheinz Stockhausen [см.], Singing with Shelley Hirsch, Live At The Knitting Factory with Samm Bennett's [см.] Chunk, God Is My Co-Pilot, A Decade of Debris with Homemades and Experimental Musical Instruments. Simons has been awarded a NY State Foundation for the Arts Composition Fellowship, Composer in Residence at the American Dance Festival, Canada Council Visiting Foreign Artist, Havestworks/Studio PASS computer music residency, and numerous Meet The Composer commissions. His writings are published in EAR magazine and Radiotext(e).

Slendro Clarinet

“Slendro Clarinet is a pied piper piece in which the clarinet draws patterns from a descending slendro scale which the gamelan then picks up, repeating the pattern like a peal of bells.” -- Daniel Goode.
Daniel Goode is one of the original composer /performers of Gamelan Son Of Lion. His Circular Thoughts and Forty Random Numbered Clangs are on the Folkways LP Gamelan In The New World vol.1 and 2. His Hear The Sound Of Random Numbers and Random Chords for gamelan quartet and clarinet are available on cassette from the American Gamelan Institute, Lebanon, N.H. A selection of his scores, writings and recordings are available from Frog Peak Music and a CD of his ensemble music is soon to be released by CRI. Mr Goode is on the faculty of Rutgers University.

Mostly Slendro Passacaglia

“This piece was composed as an entr'acte for Karna: A Shadow Puppet Opera which premiered in NYC in 1994. The Passacaglia is, as the title indicates, mostly in slendro tuning. In addition, 2 pitches borrowed from the pelog keyboards act as passing tone. Each gamelan player uses a slendro/pelog pair of instruments as a double keyboard. The piece follows a harmonic modulation of a cycle of fifths, forward then backward. The fifths however are the Javanese interval called kempyung (two notes separated by two others on the gender keyboard.) The balungan instruments provide melodic counterpoint to the modulation. Two non-keyboard instruments: clarinet and suling, play obbligato lines.” --Barbara Benary
Barbara Benary is a composer/performer and holds a doctorate in ethnomusicology. She built the instruments of Gamelan Son of Lion in 1974 while teaching at Livingston College of Rutgers University. Together, with composers Philip Corner and Daniel Goode, she founded the ensemble which has been premiering and performing new music for gamelan instruments in the greater N.Y. area for nearly 20 years. She has written over 20 instrumental pieces and half a dozen wayang kulit theatrical scores for the ensemble, many of which are based on process structures. In addition to her work with gamelan, Ms. Benary composes for a variety of theatre, dance and chamber music ensembles. She also performs music of India, Bulgaria, China and the Renaissance.


POLYNESIA,  AUSTRALIA

	The TAHITIAN CHOIR
	Rapa Iti
	1994
	53:34
	label: Shanachie

In the early eighties I began a journey based on a story that a voyager told me. From his first mention of a remote and ancient island I felt my soul awaken and aspire towards growth. I returned to my home and found a strange music visiting me in my sleep. It did not cease until the day I decided to go and follow my instinct. After traveling ten days on a demon sea I reached the island of Oparo, known to the Western World as Rapa Iti. There I came to know the Tahitian Choir. It is has now been two years since my first voyage to Rapa. With loyal respect for the desire to keep their culture intact, I returned to continue our work. As the ship docked I was moved to see not only the pastor, Tetaria, but the entire village had come to great me. Their smiling faces continue to be a refuge in my memory. This music is as primitive and severe to our ears as the early Flemish paintings are to our eyes. Structurally, each group of voices is responsible for its own melody. As there can be up to sixteen groups, an extraordinarily complex web of voices is developed. The study of such harmony, its action and reaction, is a fascinating one in spite of its difficulty. The people of Rapa have kept their musical roots untouched since the night of time. I believe this music to be a crucial link to our remotest past. Given to them through the oldest method of teaching, a natural cycle of life, their voices inhabit the very blood and bones of their being. Perhaps it is through their very genetic code, or DNA structure of sound, that the people of Rapa alone are able to produce these tones. It is only with the Tahitian Choir that we are able to experience the MICRO-TONAL scale. The startling uniqueness of the scale is evidenced by the fact that our academia of musicology is yet unable to chart it. We wilt have to create a new system of connotations in order to represent the drops between the notes that lend the glissando effect and polyphonic structure to the songs. The mythology of Rapa tells of voices and chants that were used to create transistions into other worlds. Through the micro-tonal scale the people were able to open windows to a dimension of the full expansion of the human spirit. They have kept a mode of being that had begun with itself.  [...]     

 -- Pascal Nabet-Meyer 

	RURUTU  CHOIR
	Polynesian Odissey
	1996
	48:58
	label: Shanachie

The ‘Rurutu Choir’ is the third journey in the Polynesian Odyssey, following the ‘Tahitian Choir’ (см выше) and the ‘Tubuai Choir’. When other islands hear the name Rurutu spoken, it evokes an image of strength, brevity and solemnness. The inhabitans of this green rock nestled on the ocean 550 kilometers from Tahiti never betray this reputation and their powerful polyphonyc songs and hymns harken back to a time when music expressed the deepest of human emotions.

  «Rurutu – its very name rolls off the tongue like the cadence of island drums. [...] Rurutu is one of the rare islans in French Polynesia that still holds the practice of the May, at which time they bring their offerings and donations for the support of the church in a ceremonial way of gathering and singing all night to each of the three villages – Hauti, Moerai and Avera. In these songs, the people of Rurutu chant and hymn their legends. Hystory and sense of place from the beginning of time to the present are recorded and preserved with their original and unique sounds and tones. On the mornings following the May, all the participants move from house to house in the villages, receiving food and beverage from each home. Without a doubt, the people of Rurutu have created an art of living that is enjoyed and retained with love and respect.»

 -- Pascal Nabet-Meyer

	TUBUAI  CHOIR
	From The Polynesian Odyssey
	1993
	48:26
	label: Shanachie Records

From the air, the island of Tubuai resembles a green hat floating on a brilliant turquoise lagoon. Upon approach, the green resolves into banana and leechy trees growing up crumbling lava slopes toward an ancient crater. The shadow of our small transport flashes across plantations of vanilla, coffee and tare. This will be my first visit to Tubuai, which sits on the Tropic of Capricorn, 500 miles southeast of Tahiti.

I first learned of Tubuai while enroute to Rapa Iti, where I recorded my first Polynesian album, THE TAHITIAN CHOIR. I was informed that Tubuai provides a unique window affording a look back on the ancient Mahoi (traditional Polynesian) culture. The island's isolation has contributed to its role as a cultural guardian that keeps open a page of Polynesian history. As an ethno-musicologist and album producer, I had to come here to see (and hear) for myself.

And I discovered that to visit Tubuai is indeed to travel back in time. Farming and fishing are still done by hand; one sees horses used everywhere for heavy work and transportation, as in a Gauguin painting. Thanks to its isolation (and to the resistance of the islanders themselves) Tubuai today remains undeveloped. Despite its potential as a tourist paradise, the island is still far too "primitive" by the standards of modern life to suit the needs of commercial tourism. Nor is this entirely an oversight.

Tubuai has not forgotten the visit of Fletcher Christian, who arrived here on the H.M.S. Bounty following the famous mutiny. Christian and his men lived among the islanders for three months, and might have stayed longer had their treatment of the island women been more respectful. The resuting conflict with the supreme chief, Tamatoa, led to bloody skirmishes with the chiefs warriors. The Bounty soon departed Tubuai, eventually ending its voyage on the reefs of Pitcaim Island.

But Tubuai was not to remain uninfluenced by the outside world. The London Missionary Society arrived in the early 1800s. [...] This very diversity of outside religious influence may have sparked the melding of Spiritual traditions that Tubuai now enjoys. Today it is the Missions that encourage and support the renewal and preservation of Mahoi culture. Thus, while many of the traditional Polynesian melodies have survived, much of the original pagan poetry has been replaced by Biblical lyrics.

And so it is to the Missions I have turned in order to satisfy my deep and abiding love for traditional Polynesian music.

--- Pascal Nabet-Meyer

	MUSIC  OF  THE  AUSTRALIAN  ABORIGINE
	Spirit of Uluru
	1996
	39:00
	label: Wizard Entertainment (Australia)

1. The Spirit of Uluru

2. Noorooma: Myths and Magic

3. Ilingka: The Dreamtime

4. Bieningana: Eternal Sunrise

5. Sacred River

6. Kiparra: Awakenings

	MUSIC  OF  THE  AUSTRALIAN  ABORIGINE
	Dawn Of Time
	1998
	50:28
	label: Wizard Entertainment (Australia)

1. Dawn Of Time

2. The Southern Cross

3. The Fire Tree

4. Wakala: The Stealer of Fire

5. Mokoi: The Human Spirit

6. Makara: The Seven Sisters

7. Wyungare & the Avenging Fire

8. Junkgao: The Singer

	ABORIGINAL & TORRES STRAIT TRADITIONAL SONGS
	Bama Muralug
	
	59:19
	label: Indigenous Australia / Holborne Australasia

"This album is to show that our Culture is being Kept Alive, to Educate, to Renew Our Dreamtime and to Maintain Our Identity." -- David Hudson (см. тж. ниже)

Produced by David Hudson

David Hudson [didgeridoo, perc, chants]; Graeme Brady (from Guguyalangi / Wakka Wakka / Kakali tribes) [additional perc & chants]; members of Gudju Gudju (Djabugay people); Elverina Murgha Johnson (Kunhgganji); pupils of Wangetti Education Centre (Bathurst Is. & Torres Strait Is.); Didgewaves by Delma and William Barton.

Who We Are: Aboriginal & Torres Strait Islander
We are the indigenous peoples of Australia -- Aboriginal and Torres Strait Islander people. Aboriginal people are those whose traditional cultures and lands lie on the mainland and most of the islands, including Tasmania, Fraser Island and Palm Island, Momington Island, Groote Eylandt, Bathurst and Melville Islands.

The Torres Strait Islands lie between the northern tip of Cape York in Queensland and the south west coast of Papua New Guinea.    ----- MARCIA LANGTON & BILL JONAS

Bama Muralug

Traditional music is very spiritual. Our culture has been here for countless generations and this album marks a moment in time, that the coming together of both cultures keeps our voice stronger in the spirit of life.

I have asked different groups to help with this project and they also agreed of the importance to record before all is lost. I hope you enjoy this mixture of traditional songs.  ----- DAVID HUDSON

The Rainbow Serpent
The Rainbow Serpent is the story of Goorialla, the giant serpent. According to Aboriginal mythology, the earth once was formless and flat. It remained that way until a giant serpent wriggled and slithered across the land, creating the lagoons, gorges, mountains and rivers. This magical creature was the great rainbow serpent Goorialla, who lived in the Dreamtime. Though Goorialla eventually disappeared into the sea, his eye can still be seen shooting across the night skies. Aboriginal artist, Lorist Dick Roughsey has interpreted this legend to be the story of Halley's Comet, which streaks across the sky with it's bright eye and luminous trail.

The Didgeridoo

A great number of people think that the majority of Aboriginal people can play the Didgeridoo, but it depends entirely on the area you come from. It is one of the oldest wind instruments in the world.

 How To Make A Didgeridoo

Termites (white ants) naturally eat away at the inside of certain tree trunks or branches, making them hollow. Now at the hands of the maker, it is up to him to clean it out thoroughly, plug up any holes with beeswax, scrape back the bark making it rel​atively smooth and then finish it off by painting and decorating with designs. 

How To Blow A Didgeridoo

The secret to blowing a Didgeridoo is a technique called "cycle breathing". This is the art of blowing down the Didgeridoo and breathing through your nose at the same time. One has to vibrate the lips softly to make a humming, droning sound similar to that of making a raspberry.

	AUSTRALIA:  ANKALA
	Rhythms From The Outer Core
	1997
	61:46
	label: WDR World Network (Frankfurt)

ANKALA: Mark Atkins [didjeridu, v]; Janawirri Yiparrka [yidaki, v]; Michael Atherton [bouzouki (#9), darabuka (#11,15), djembe (#11), dobro (#6, 12), hurdy gurdy (#4), marimba (#8,11), tenor recorder (#11), tapan (#11)]; GUEST MUSICIANS: Merima Karat [accordion (#7)]; Blair Greenberg [djembe (#4,15), tabla (#7), darabuka (#9)]; Craig Abercrombie [s s (#8)].

Didjeridus and yidaki made by Mark Atkins, Jarlu and other Aboriginal instrument makers.  Rec. in Sydney, 1997.

It is generally understood that Aboriginal people, the Indigenous inhabitants of Australia, have lived in the eastern regions of this country for over 40,000 years, and for up to 160,000 in other areas, and that the estimated population before European occupation numbered 850,000 - 1,000,000 people. Traditionally, Aboriginal Australians belonged to 600 or more groups, each occupying a particular area and speaking a different language. Aboriginal communities were complex and diverse in their organisation. Each group was organised under strict rules which classified individuals according to kinship, age, family, clan and locality. The Aboriginal world view was founded on the pre-existence and reincarnation of spirits. This is part of the Dreaming, which one might call the creation, a process in which the traditional Aboriginal way of life was established by ancestral spirits. For example, the Pitjantjatjara people of Central and Southern Australia, who call the Dreaming tjukurrpa, tell of a time when the earth was flat and featureless. Giant beings which re​sembled animals, plants and insects awoke from their slumber to dig and search for food and water, shaping the landscape as we know it today, with the mythical signs of creation -- rocks, rivers, trees and wildlife. The Dreaming process thus provided a continuum for Aboriginal people, who saw themselves as owned by, rather than owning the land. And this identification with ancestral land ran deeper than simply owning a title deed for a piece of ground. To be on one's land, was to respect one's totem, to be in harmony with the lore, to be a custodian of the Dreaming. This spirituality was immediately threatened by the arrival of Europeans in 1788. Suddenly the spectre of dispossession, marginalisation and destruction confronted the Indigenous population. Aboriginal people were subjected to the cataclysmic effects of a European dominance which imported diseases such as smallpox, which enforced alien laws, and im​posed social hierarchies built on materialism. Many Aboriginal people were killed, many died due to epidemics. The grieving continues. However, despite the tragic loss of life and the dispersal of language groups, Aboriginal people both survive and unite to contest two hundred years of displacement. Even the forced separations of Aboriginal children from their parents under the assimilationist policies of the early twentieth century have not prevented the Aboriginal population from growing. The performing arts, especially music, remain pivotal to the expression of Indigenous culture. Singing is a powerful means of expressing and preserving beliefs and continuing the Dreaming. [...]

The didjeridu is a lip-vibrated aerophone unique to Australia. Its construction and use as a musical instrument underlines the cre​ativity and ingenuity of the Aboriginal people of Australia who produce equally unique aerodynamic hunting weapons such as the boomerang and woomera.
Mark Atkins shares his approach to making a didjeridu: "You've got to go out to the right sort of country and usually where you find these particular didjeridus is red dirt country, or anywhere where it's hot and dry. The termites eat up to the centre of the tree where it's damp and they just keep eating and eating. What you do is go along and recognise the tree. 1 use a method of knocking on the tree with my ear up against the tree to see if it's hollow, and 1 feel with my hands. Then I look to see how long it is; how far it is to the ground; whether I'll get a good bell on it. I might be looking for a particular type of didjeridu, meaning it might have to be in a certain key, or something like that. Then I'll knock it down to the ground, find an old stump and bang out the termites and the rubbish that's left in there. Then I'll get another hard stick and bang it all over, which loosens the bark, and I'll peel the bark. I'll look around for one of those little Australian native bees, not the European ones. I'll find him, put a bit of cobweb on him and follow him back to the nest. Then if he's not too high up in the tree or log, I'll get up there and have a bit of a feed of nice sweet honey and gather all the wax that I need to patch my didjeridu up. You've got to let the didjeridus sit for a while because they tend to move as they're drying. What I do then is basically heat my wax up and dip the ends in wax and let them sit there for about a week. The bark's gone, I just scrape that back and then I'll put on an undercoat. That starts the painting process. Some of the didjeridus will have stories on them. And if you put a story on it you can usually put where it came from and your little journey that day." Because of their origin as termite hollowed logs, no two didjeridus can ever be the same. The timbre and resonance of each instru​ment will depend on the thickness of its walls, the smoothness of its bore and the absence of cracks; the fundamental tone will vary according to the length and its diameter. The contemporary didjeridu player will use several different instruments depending on the musical context. The Yolgnu language word for didjeridu, which Janawim prefers, is yidaki.
Mark Atkins is a descendent of the Yamitji people of Western Australia and of Irish-Australian stock. He is a didjeridu player, story teller, song writer, drummer and visual artist. Mark is one of the few players who is able to work across most styles of music as a soloist and ensemble player. Mark has performed around the world, working with such different musicians as Robert Plant and Jimmy Page of Led Zeppelin, also with Donal Lunney in Ireland and many more. Mark was featured with the London Philharmonic at a Festival Hall concert in London (1996). He is also a prolific instru​ment maker, making and painting didjeridus from the logs he collects on trips into the bush north west of his home town Tamworth, New South Wales.

Born on the western side of Australia, Janawirri Yiparrka is a descendant of the Yamitji and Wongatha peoples who com​prise one of the oldest cultural groups in the world. And it is from this background that Janawim draws his inspiration, both as a painter and as a musician. Janawim has been playing the yidaki (didjeridu) since he was five years old and has developed into one of the most talented contemporary yidaki players in the world. Since appearing as the first yidaki player at the North Sea Jazz Festival, he has played at techno parties in Berlin and Zurich.

EDITORIAL NOTE: This recording represents the fulfilment of a long cherished dream: for a number of years we have had it in mind to record some fantastic didjeridu players in collaboration with other instrumentalists and thus present the multicultural continent of Australia within the broad musical scope of the WorldNetwork series. It was the German musician Peter Fassbender who established the right con​tacts for us. Some years ago Fassbender spent a lot of time in Australia and then toured Europe with Janawirri. Through Fassbender we got to know Neil O'Hare of Sunburnt Pictures who, together with Elizabeth Christo, organised the logistical infrastructure for our project. Of de​cisive importance for the further course of events was that they also contacted Michael Atherton. Michael had already worked on several didjeridu recordings, among others, with Mark Atkins and Alan Dargin. As a film, choral and chamber music composer, he was, and still is, involved in numerous Australian and international produc​tions. He has travelled and musically recon​noitred half the globe with different music groups. His book about Australian instruments and instru​ment makers has been acclaimed as an out​standing and pioneering work. Since 1993 Michael has been professor of music at the Western University of Sydney where he is head of the music department. We sent Michael the first 35 WorldNetwork CDs. Soon afterwards, our exchanges about the undertaking began to take on constructive and imaginative forms. During the first night-session in Sydney, Michael looked around pensively and then remarked suddenly: "I've got it. What we have here is a direct link between the ear and the belly." whereupon he grabbed his many instruments and for a few days neglected just about every​thing else. The group Ankala was born.

All the didjendu sounds on this CD were recorded directly, with no over-dubs or other kinds of subsequent manipulations. Mark and Janawirri play with a technique of circular breathing which they have developed to a fine art and which allows them to produce their multiplicity of tones -- including calls and animal sounds! -- at several levels simultaneously and without inter​ruption over a period of many, many minutes.

At the end of this musical dream journey, during which a large number of instruments were recorded in combination for the very first time, I recalled a phrase from Bruce Chatwin's book The Songlines: I could experience "the whole of Australia like a musical score".

	NOMAD
	Nomad
	1994
	45:26
	label: Australian Music International (Melbourne, Australia / NY, USA)

  The great Dreaming paths, or Songlines mark the land boundaries created by the Ancestors of the Australian Aborigine. Today, arbitrary state borders, farming fences and highways sever these sacred tracks symbolizing the dispossession of many Aboriginal people from the land. Some Dreaming paths remain intact and can be navigated by the stars. Others have been defaced through the disrespect of sacred sites needed to navigate these paths. This release is dedicated to the support and rebuilding of the Aboriginal culture so that it can be free and respected in the ‘modern world’. (Gratitude is due to early explorers, missionaries and others who loved the Aboriginal people and saw a richness in their law and tradition. Without these people, a wealth of cultural heritage would have been lost forever.)

  Nomad learned to study the Didgeridoo in the bush lands surrounding his home in Melbourne, Australia. A classically trained musician, he wandered into the Australian bush to find the music of nature. Through his music, Nomad has built bridges between Aboriginal and Euro-Australian people in hope for a greater respect and understanding of each other.

  The Didgeridoo (didjeridu) is a Euro-Australian name for the sacred Aboriginal wind instrument shaped naturally by termites from a Eucalyptus tree. Some of the more popular Aboriginal names for this instrument are Yaraki, Yidaki, Magu, Kanbi and Ihambilbilg. The Didgeridoo is used for sacred ceremony called corroboree. This ceremony is for tribal people only. However, Aboriginal people have shared this instrument outside the tribe on a recreational level in much the same way as they would teach their initiated boys. Recreational playing teaches us to study nature, learning to imitate or capture the spirit of the Australian landscape and its inhabitants while learning a greater respect for mother nature.

  Guests: Robert Mirabal (#7, 8) permanently resides at Taos Pueblo living a committed traditional lifestyle when he is not touring his music around the world. The Smithsonian Institute, Washington displays one of his handcrafted totemic flutes. Mor Thiam (#4, 5) is the descend of the Dogon Tribe of Senegal and was born into a family of historians who use the Djembe drum to retell the stories of the Wollof people. Additional instruments (#4, 7, 8) – Jason Baker.

  «This music is a journey that begins with a question raised through disbelief, fueled by faith, navigated by instinct and in search of the truth»   -- NOMAD

  «You can walk, you can receive, you can give and you can sing, only when the time is right»   -- MOR THIAM

1. Nomad

2. Mountain Walk South

3. River Crossing

4. Gathering

5. Wildlife

6. Mountain Walk East

7. Tracking

8. Follow The Sun

9. Trading Ground

Jason Baker - Bass, Guitar, Vocals, Engineer. 

NY Creative Audio – Engineer.

	Steve  ROACH    & David  HUDSON
	Sound Of The Earth     (Australia)
	1990
	62:53
	Steve Roach [synth-s, clicking sticks, didjeridu]; David Hudson (см. тж. ниже) [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.”

	David  HUDSON
	Yigi Yigi
	
	42:16
	label: Indigenous Australia

A solo Didgeridoo album by the most versatile performer of the Didgeridoo to emerge from this country. An album to show the depth and intrigue of this ancient instrument.

	David  HUDSON
	Didgeralia
	
	42:46
	label: Indigenous Australia

This is a textured musical creation of percussion with the ageless Didgeridoo, creating rhythms and tempos that will enrich and enlighten the avid listener.

	David  HUDSON
	Gudju Gudju -- Raibow (Songs Inspired By The Tjapukai Language)
	
	45:09
	label: Indigenous Australia

A talented group of performers utilizing traditional songs from the Djabugay language of the Far North Queensland rainforest. All tarditional songs by Gudju Gudju. Additional arrangements -- David Hudson.

David Hudson [didgeridoo, d, perc]; Kirk Steel [p, k]; Michael Quinn [add. fl]; Shakimra [add. wind instr.]; Vocals: Ashley Coleman & members of Gudju Gudju, Michael Quinn, Michelle Collins, Ann-Marie Coleman.

	David  HUDSON
	David Hudson presents WANGETTI

(Aboriginal & Islander Traditional Rhythmic Songs with Didgeridoo)
	
	47:49
	label: Indigenous Australia

All traditional songs from Elcho and Bathurst Island and Yam and Bolgu Island. Added arrangements by David Hudson. David Hudson [didgeridoo]; Eric Dhurray [guest didgeridoo]; Wayne McIntosh & David Hudson [g].

Wangetti is situated 40 kms north of Cairns along the Cook Highway. Meaning "Where the Freshwater meets the Salt".

Situated at Wangetti is the Wangetti Education Centre, which provides a positive and safe environment in which students from over twenty six different indigenous communities come together. Here they leam a strong sense of solidarity along with the essential skills and the confidence to operate within the mainstream Australian society.

Here Aboriginal and Torres Strait Islander students have developed remarkable skills in sporting, cultural, artistic, social and recreational areas, developing a more rounded personality to take back to their community.

Accolades, local and international, are well deserved by this band of quiet achievers.

I was pleased to be able to offer the opportunity to involve these students in this project. It is not only important for black and white to live in harmony but our own indigenous people as well. We need to be able to show that the Aboriginal and Islander culture is alive and well and to have them featured on this album, I hope, will encourage them to pursue their wonderful talents.

DAVID HUDSON

	TERRA  AMPHIBIA
	Terra Amphibia
	1998
	46:54
	label: Transmitter

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

1. Elephant Walk

2. Sararara

3. Anapurna Moon

4. Where Is The Tiger?

5. Lhasa Pakho

6. Call Me Night

7. Twilight

8. Jungle Party

9. Finkenbach

	DELAGO
	Didge Goes World
	1996
	43:30
	ambient-ethno
label: Rough Trade

Composed, arranged and performed by Hermann Delago; all instruments played by Hermann Delago: Didgeridoo, overtone singing, analog synthesizer, keyboards, guitar, trumpet, percussion.

1. First Day

2. Second Day

3. Third Day

4. Fourth Day

5. Fifth Day

6. Sixth Day

7. Seventh Day

8. Xmas Day

	OUTBACK
	
	
	54:10
	demo CD (no info)

Мастер диджериду; потрясающее количество звучаний этого инструмента. В сопровождении гитары.


