Рекомендуем статьи на этномузыкальные темы

 – в файле ‘XTRA_ESSAYS’
Материалы Азиатской этнической и фольклорной музыки располагаются с запада на восток, от Израиля до Тихоокеанского региона  и Австралии. 
В раздел арабско-мусульманской музыки включены соответствующие (muslim region) территории северной Африки.

Музыка Грузии расположена в секции ‘Eurofolk’: Caucasus. Армения – здесь (причина: корни музыкальной традиции).
В этом файле разделы: 
1. ISRAEL;

2. ARABIAN/MUSLIM (+ Azerbaijan, Armenia, Tadjkistan, Pamir, Uighurs, Qasidah Music from Java).
ISRAEL
	MYSTERIES OF THE SABBATH
	Classic Cantorial Recordings 1907-1947
	1994
	61:53
	label: Yazoo (a division of Shanachie Entertainment Corp.) (USA)

This compilation of historical masterpieces by renowned Jewish cantors eloquently communicates the rare beauty and power of one of the world's strongest and most moving musical traditions. These selections represent the finest work by many of the greatest cantors of the 20th century. There is a 36 page booklet.

В создании сборника принимала участие Lorin Sklamberg (см. с The KLEZMATICS)

This  CD was compiled from extremely rare old 78's which have been remastered to produce the best possible sound.

"It wasn't a song I had ever heard before and I couldn't understand the Hebrew words but I knew he was singing about all the sadness in the world. There was a gentleness and strength and warmth in his voice... I felt that if God were to sing to us this is how His voice would sound."

— Gypsy Rose Lee's recollection of first hearing Yoselle Rosenblatt sing in the 1920s.

I - Introduction
The invention of sound recording in the late 1870s coincided with a time when "cantorial art" was being redefined, a redefinition which contributed to a new controversy among Jews.
With the invention of sound recording there emerged issues about the relation​ship of the khazn to his religion, his com​munity and his calling. Among more tra​ditionally-minded Jews, questions were asked about the religious ramifications of recording. A recording of a religious prayer could be played out of context in a profane environment, and the playing be considered a sacrilege. And though it was now possible to play a recording of Kol Nidre on Yom Kippur, its proper ritual occasion, was it permissible? And if not, why not? Was recording, an auditory rep​resentation of a person, itself acceptable under Jewish law which forbade the making of graven images?

One good example of this conflict is illustrated in Mark Slobin's seminal work "Chosen Voices". In 1905, Odessa cantor Pinye Minkowsky railing against the sacriligious use of cantorial discs published a series of articles condemning recording, noting the music coming from the rooms of prostitutes in his city. Cantors Kwartin and Sirota rebutted this by producing let​ters from Jewish soldiers at the front dur​ing the Russo-Japanese War and proving how these same discs were important in maintaining their morale.

There were even those who felt that the mere utterence of God's name meant that the 78s themselves had became holy objects. Like prayer books or Torah scrolls which, when no longer usable, could only be disposed of in a prescribed ritual man​ner, 78 rpm discs — it was argued — could not be discarded if the records were broken or no longer playable. Though technically the halakha (religious law) doesn't support this position, during my twelve-year tenure as Director of the YIVO Sound Archives, I encountered a number of people who donated cantorial 78s and prefaced their giving by saying they felt uneasy about throwing out "reli​gious" objects. Most recording cantors skirted this "sacred" issue entirely, by "de-sanctifying" recorded prayers, substituting "Adoyshem" for "Adoynoy" as the name of God.
One of the great ironies of early record​ing was that at the same time the record​ing companies were preserving and doc​umenting widely situated variant styles of popular, folk and liturgical music, they were also sowing the seeds of the eventu​al demise of that same rich variety. In can​torial practice, the sacred prayer texts were essentially common to regionally diverse Jewish communities; it was the melodies, ornamentations and pronunci​ations used by the khazonim that were the primary markers of unique regional nuance and personal style — paramount at that time.

In capturing particular performances within these essentially fluid traditions, these records became performance prece​dents that had a marked effect of smooth​ing out natural variations in repertoire  and style. The power and influence of the disc, as well as its widespread availabili​ty, thus led in many cases to a codification of the performance preserved for the record, at the expense of a less well known — that is, an unrecorded — regional variant. This also led to the dom​inance by a few stars over the unrecorded cantors.

One of the most interesting develop​ments in the recording of traditional khazones involves the musical accompani​ments. Outside of a few early solo discs and the slightly more plentiful a cappella choir accompaniments, the great majority of American recordings feature either organ or orchestral accompaniments, none of which would be permissible at a traditional synagogue service (though the organ might be played at a more modern Reform service.)

So why would listeners who sought "authentic" representations of this sacred repertoire be satisfied not only with per​formances taken out of context, but also with accompaniments stylistically and religiously antithetic to the style? Given that people understood the original func​tion of the prayers, why would they want to hear Sabbath blessings. High Holiday prayers or Festival chants in truncated form at presumably inappropriate times? Few would assume, of course, that a per​son who purchased a cantorial 78 was doing so with the intention of praying along with it. Instead, for most, it was a emotional experience which was sought, not a ritual one. With recordings, more so than in the synagogue, artistic perfor​mance for its own sake became as impor​tant a benchmark as religious fervor in evaluating the success of the sheliakh tsibur , the messenger of the people.

Ultimately, though in a different way, these recordings did end up offering the listener some of the same things prayer in the synagogue setting did: a sense of well-being and reaffirmation not to men​tion nostalgia for the "Old Country". This comfort and familiarity that the cantorial records imparted contributed to their continuing popularity for over half a cen​tury.

II - Recording of khazonim in Europe

The enthusiastic reception of khazonim as performers outside the ritual setting predates their first appearances on sound recordings. Their popular appeal can be traced to the 19th century khazn Der Vilner Balabesl  Yoel-David Strashunsky. A wunderkind, Strashunsky was the first star khazn to "cross over" to success in the Gentile music world, a "success" which would eventually leave him a broken and estranged man.

In 1902, the Yiddish play Der Vilner Balabesl, written by playright Mark Arnshteyn, premiered in the Polish city of Lodz; some fifty years after his death, Strashunsky's legend was still a powerful draw. (The play would later be made into a film starring another great singer who traversed the line from stage to shul: Moishe Oysher.)

It is important to keep in mind that at the time of Arnshteyn's play it had only been some 25 years since the first appear​ance of popular or secular Jewish per​forming of any kind. This "performance for performance's sake" tradition is best exemplified by the theatrical presenta​tions of Abraham Goldfaden. These plays, presented in the wine cellars of Goldfaden's native Rumania, depended on the talents of Yiddish speaking actors, musicians and singers; singers who may well have trained as meshoyrerim (choris​ters) and some of whom became appren​tice cantors. (We get a sense of the impact of meshoyrer training on the development of Yiddish popular music when we reflect that virtually every Yiddish theater com​poser began his musical life as a meshoyr​er.)
At the same time Arnshteyn's fictional​ized cautionary tale was playing in Lodz, in nearby Warsaw a real-life cantorial story played itself out. It was there that the 28-year old Gershon Sirota was mak​ing the first of his many outstanding sound recordings.

By the time he made these early recordings, Gershon Sirota and music col​laborator and arranger Leo Low had already pioneered and perfected his per​formance of sacred cantorial liturgy in theaters inside and outside the Jewish community. These concerts, which inter​spersed khazones with homey Yiddish folk songs and operatic arias, were tremen​dously successful, and attracted popular acclaim among the "Enlightened" Jews, censure from the traditional Orthodox community and the keen interest of the British-based Gramophone company.

The Gramophone company pioneered regional commercial recording and distri​bution throughout Europe, Asia, Africa, and the far-flung reaches of the British Empire. The geographically diverse branch offices maintained by the Gramophone company and other early labels (Favorite, Syrena, Beka, etc.) set up large and small studios all over Europe, recording the local music including can​torial, theater and klezmer styles in cities like Bucharest, Budapest, Vilna, Warsaw, Moscow,   Lemberg   (Lvov),   and Czernowitz.

The early appearance of cantors on record speaks to both technical and pop​ular considerations. "Acoustic" record​ings made until the mid-1920s utilized a horn rather than a microphone, and relied on a strong, centered sound projec​tion, something cantors had in abundance. In addition, this was an era that glorified singers: Caruso, Galli-Gurci, Chaliapin, Ruffo and others were widely lionized for their brilliant artistry and the growing popularity of their recordings. This general interest in stellar operatic figures created a venue for other trained voices, including those of cantors.

Though Gershon Sirota recorded early on, he was not first. What may in fact be the first Jewish liturgical performances on disc appear in the Gramophone cata​log for December, 1899, which included recordings made in Russia earlier that year in March and April. There were seven discs by S. Manne including Adon Olom, Kol Nidre and Mo'oz Tzur. That same year the Berlin office of the Gramophone company released a record​ing of Kol Nidre by Sandor Veres. By April of 1902 six records by Felix Asch had been added to their catalog, including a Musaf Kaddish, Ne'ilah, and yet another Kol Nidre (these in addition to 11 discs identified only as being by "Chor du Synagogue".)

Soon, other khazonim in Europe debuted on disc, such as Selmar (Steifman) Cerini, who, like Sirota, also recorded a number of operatic discs (1902); Vienna's cantors Kwartin and Basser (1908); B. Wladowsky and Joshua Meizel from Bucharest (1909); M. Steinberg from Odessa; the brothers D. and A. Roitman — respectively (by 1910) in Vilna and Poltava; G. Grinoff, Israel Tkatsch from Budapest, S. Schneyer of Bucharest (1913). Of all European cantorial recordings, only Sirota's were readily available in the U.S.

Sirota quickly grasped the extent and importance of the wider audience that the infant phonograph industry afforded him. Correspondence in 1909 between the Gramophone company and the 35-year old Sirota shows him to be a sophis​ticated and canny cantor, one who accu​rately calculated the value of his talent and saw to it that the company did too. He was receiving the unheard of amount of 3,000 rubles a year, out of which he paid his choir and leader for 25 record​ings.

The highly enthusiastic popular and critical response to Sirota's 1902 Warsaw recording session was instantaneous. It's even been said that the "audition" lead​ing to his appointment in 1905 at the famed Tlomackie Synagogue in Warsaw was held by way of his records alone!

When his next releases — made in Vilna in 1903/04 — were issued, they were accompanied by an aggressive campaign of letters from the Gramophone company home office to its many foreign branches. (One immediate — and unex​plained — response to this mailing came from the Milan office which ordered: "...a complete set... because they will be useful to us in our Egyptian trade.")

Another early attestation to the popu​larity of Sirota's discs came from the odd, short-lived "United Hebrew Disc and Cylinder Record Company" (UHD&C). In 1903, in what is undoubtedly the earli​est known cantorial record piracy, the New York-based UHD&C clumsily copied a recording of Sirota's Vehoser Soton , listed it as Hashkivenu, and credit​ed it simply to "Cantor and choir," osten​sibly to avoid payment of licencing fees to the Columbia Grammophone Company, the legitimate American distributor.

Sirota clearly defined and dominated the recording and issuing of cantorial records on both sides of the Atlantic dur​ing these important first few years.

III - Recording khazonim in America

Between the years 1895-1942, over five thousand recordings were made in the United States for a Jewish listening audi​ence. Of these, over one thousand were made by some 65 cantors. Despite the greater number of secular Jewish records (theater, klezmer, comic) it was khazones that had the greatest percentage of the more prestigious 12" discs issued com​pared to the smaller 10". On the 12" discs, more time was allotted: 10" discs ran approximately three minutes, while the 12" recordings lasted approximately a minute more.

The earliest listings of liturgical pieces were made by performers who may have trained as meshoyrerim, but who nonethe​less billed themselves as "Mr." rather than "Cantor" for reasons that remain unclear.

The recording of Jewish "sacred" mate​rial that was probably first to appear was a Kol Nidre performance, recorded in 1901 by "Professor" Frank Seiden. By 1904 the Goldin Quartette and prolific composer Solomon Smulewitz (Small) had also recorded several sacred titles.

In 1905 the UHD&C issued two discs by Cantor A. Minkowsky, making him the first identified khazn to record in America. He was followed in 1907 by Isaiah Meisels of Congregation Ohab Zedek and in 1909 by Moses Mirsky, whose discs may be the first to feature organ accompaniment. 

In 1911 S. Libson and B. Woolf record​ed their first discs followed in 1912 by the prolific Mayer Kanewsky, who was later responsible for directing one of the earli​est American recordings of a klezmer ensemble: Abe Ellenkrig's Orchestra in 1915. In 1913 Alter Yechiel Kamiol and Samuel Malavsky made their first discs. Cantors who debuted on disc after World War I included Pinchos Jassinowsky (1918), Shioimele Rothstein and Berele Chagy (1919), Josef Shiisky (1920), Mordechai Hershman and Zavel Kwartin (1921), David Roitman (1922), David Putterman (1924), Leybele Waldman (1926), Samuel Vigoda and Pierre Pinchik (1927), Leib Glantz, Moishele Soorkis and Joseph Shapiro (1928) and Ben Zion Kapov-Kagan (1938).

The popularity of recorded khazonim is illustrated in J. Hoberman's outstanding history of Yiddish film. Bridge of Light. In it, Hoberman quotes Yiddish poet Judd Teller's recollection of how cantorial records were received and esteemed by afficionados in the inter-war years:

"Every evening of the week except Fridays, holidays and in foul weather, crowds assembled outside the phono​graph stores for concerts of records, which were amplified through a horn in the transom. Liturgy and popular music were interspersed. The serious waited patiently for the moment when a cantorial record was put on. Then they exploded into a minor riot of heat​ed polemics, drowning out the voice pouring through the horn. Each coterie of fans acclaimed the records of its favorite cantor, but was divided against itself as to which items in his albums were superior to the others. These disputations involved the pitch of the cantor's voice, the clarity of his diction, the pathos of the sighs, sobs and exclamations that laced his liturgy."

Yet of all the khazonim in America, none enjoyed the stature of Yossele Rosenblatt, who first recorded around 1905. (Published scholarship on Rosenblatt has long contended that his recording career began with the Odeon company in Hamburg in 1907, but a recent discovery by the author of two earlier French Pathe cylinders of Mi Sheberakh and Adoyshem Molokh pushes this date back two years.) Though born and trained in Europe, Rosenblatt gained his chief renown in America. His appointment by the New York Hungarian community's synagogue Ohab Tsedek in 1912 and his subsequent American recordings were a coup for this congregation. Like Sirota's, his first recordings were successful both artistical​ly and commercially.

Rosenblatt's long-standing popularity stems not only from his stunning talents as a singer but also from his unswerving religious faith and his willingness to suf​fer for it. The oft-repeated story of Rosenblatt's demurral ot a lucrative offer from the Chicago Opera to appear in a production of "La Juive" because it was inconsistent with his religious role did as much to cement this perception as his ultimate descent into popular entertain​ment against his desires. Despite the fact that Rosenblatt was refered to as "The Jewish Caruso" it was Gershon Sirota of whom Camso "...thank(ed) God that the cantor had chosen to employ his heaven​ly gift in a different field". And no won​der: Sirota recorded operatic 78s; Rosenblatt did not.

Rosenblatt's transition into profane contexts for his khazones was made necessary by his naive failed investment in an Orthodox newspaper and a luxury rit​ual bath. In order to repay the movies to those whom he had also convinced to invest, Rosenblatt agreed to enter the sec​ular performance world; he made movies (two musical shorts for the Warner Brother's Vitaphone company — Omar Rabbi Elosar and Hallelujah — before appearing in their 1927 feature film The Jazz Singer). And he also entered vaude​ville, a description of which opens this essay.

Rosenblatt's vaudeville success herald​ed the appearance of "specialty cantors". Of course, there had always been boy cantors — where once there was Sirota and Strashunsky, now there was Sholem Secunda and Kamele Weitz (the latter recording his own settings of Hashkivenu and Shma Yisroel at age ten.) There were now also twin cantors, cantorial families, cantorial choirs and Moishele Soorkis billed as der blinder khazn ("The Blind Cantor"), who made records in 1928-29. Most interesting of these alternative kha​zonim were women cantors, known as khazntes. Being strictly constrained by tra​ditional Jewish law from being khazonim (the voice of a woman, kol isha, was deemed inappropriate for the role of sheliakh tzibur), women cantors persevered nonetheless. "Lady Cantors" of this era parlayed careers on disc, the stage and on the air, yet never in the synagogue, the source and context of the music they nev​ertheless chose to sing. The earliest docu​mented khaznte was Sophie Kurtzer, who recorded in New York during 1924-25.

Radio soon helped spread the popular​ity of cantors. From the earliest docu​mented broadcasts in the mid-1920s until the 1960s, cantors were a staple part of broadcasting on Jewish programs around the country. Some cantors, like Moishe Oysher and Leybele Waldman owed thier careers to radio.

Films also-helped reinforce the centrality of the khazn in the Jewish musical world. The first sound film to invoke this image was the aforementioned Jazz Singer to be followed by numerous Yiddish lan​guage features which focused on the tal​ents of these trained singers.

Yet, for all this seeming activity, the era of the khazn was passing. By 1937, accord​ing to Mark Slobin, only fifty of New York's three hundred khazonim held full-time positions.

This decline in old time cantors was further accelerated by the destruction of the majority of European Jewry during World War II. Though the post-war era saw a trickle of emigre khazonim (most notably the brothers Kousevitsky and my late father Zindel Sapoznik) the enthusiastic popularity of the form and the pow​erful bond once shared by cantors and their devotees was over, its glory found mostly in 78 rpm discs like those in this anthology.

— Henry Sapoznik August, 1994 Brooklyn, New York

HENRY SAPOZNIK, who began his music career at age 6 as a meshoyrer for his father, is the founder of the pioneering Yiddish klezmer band "Kapelye". In addition to being the Executive Director of "Living Traditions" which sponsors the Yiddish Folk Arts Program ("KlezKamp") he is also a Grammy award nominated producer and performer.
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	THE JEWISH EXPERIENCE
	"Chanukkah" / "Passover"

[2 CD box]
	1995
	45:43 45:51
	label: Delta Music (Germany)

performed by The Western Wind Vocal Ensemble

narrated by Theodore Bikel [превосходная энергетика]

guitar: Rabby Gerald C. Skolnik

THE JEWISH EXPERIENCE – CHANUKKAH
The music for this Chanukkah Story is an eclectic compilation of songs and compositions from many different sources reflecting the diverse and multi-national nature of the Jewish experience.
The oldest music on the recording is drawn from the songs of the Spanish Jews, the Sephardim. Residing in Spain for a millennium until their expulsion in 1492, the Spanish Jewish community carried thousands of songs with them to the Near East, Greece, Italy, North Africa, England and Holland as part of their rich cultural heritage. These songs, many of them in Ladino (the Spanish vernacular of the Sephardim), Hebrew, or a mixture of both, were passed on from generation to generation until they were captured for posterity - notated - by early twentieth-century musicologists. These songs often personalize and elaborate on biblical stories - Mi Ze Y'malel gives us a Chanukkah history lesson in five verses of elegant Hebrew. Another songs give us delicious details of everyday life - Hazeremos Una Merenda. Perhaps the best known Chanukkah song is Maoz Tzur, an acrostic poem by Mordechai from the 13th century. Its rapid dispersal throughout Europe at the time of the Third Crusade, a period of vicious persecutions, attests to the morale-raising power of the Maccabean heroic archetype. Our recording presents two versions of Maoz Tzur Hugo Chaim Adler's setting of the Benedetto Marcello tune, and the popular German synagogue hymn. Both melodies have interesting and traceable histories.
In about 1720 in a synagogue in Venice, the Italian composer and Judeophile, Benedetto Marcello 1686-1739), heard a hymn sung by Venice's German Jewish community. Recognizing a great tune when he heard it, he carefully transcribed Maoz Tzur with the music written from right to left in Hebrew. He published this Hebrew transcription above his own setting (in Italian) of Psalm 15 which he based on this haunting Jewish melody. Over the years many Jewish composers harmonized this melody but often attributed their compositions to Marcello. The first version of Maoz Tzur sung on The Chanukkah Story is a four-part setting of Marcello's transcription by Hugo Chaim Adler (1896-1955). Originally published as By The Waters of Babylon, Adler created a lucid composition in a contemporary idiom that illuminates the beauty and the rapture of this melody.
The second version of Maoz Tzur (Rock of Ages in English) is one which will be familiar to almost every Jew of German and Eastern European background as well as Christians raised in the Protestant tradition. Our harmonized version is taken from the Union Hymnal, the songbook of the late 19th-century American German Jewish community. This melody is based on some of the same sources that Luther used for his hymns - German folk melodies from the Renaissance.
Folk melodies form a major part of the music on The Chanukkah Story. The texts for these songs were written by several important writers who were part of a movement, starting in the 1850's, to create two new literary languages: Yiddish and modern Hebrew. Yiddish had evolved since the middle ages as the vernacular of European Jewry, but its literature only began late in the 19th century. Mordkhe Rivesman (1868-1924), who provided the poems for Chanukkah Oy Chanukkah and Tzindt On Likhtelekh, was an important figure in the development of Yiddish poetry. Two of their counterparts in developing a modern Hebrew literature were Chaim Nachman Bialik (1873-1934), author of the text for Lichvod Hachanukkah, and Levin Kipnis (b. 1894) who wrote many poems for children, including Mi Ze Hidlik, and S'vivon. The marriage of these Yiddish and Hebrew poems to folk melodies supports the poets' aspiration to create a literature that was rooted in the experience and language of the people.
A corresponding Yiddish art-song movement pioneered by well-educated and musically literate composers is represented on our recording by Solomon Golub (1887-1952), Michel Gelbart (1899-1966), and Meir Posner (1892-1931). Often beginning their musical careers as boy soprano "meshorerim," choristers who improvised accompaniments for cantors, these composers went on to conservatory training in Europe and came to America in
the early decades of the twentieth century intent on raising the level of Jewish music. Gelbart organized the Workmen's Circle chours and devoted himself to educating children and creating children's music - and lyrics under the nom de plume of Ben Aaron - like his Chanukkah "hit," I Have a Little Dreydle. Posner succeeded Gelbart as the conductor of the Workmen's Circle chorus, authored a Yiddish harmony text, and created a Yiddish singing translation of Mendelssohn's oratorio, Elijah. They were also popularizers of contemporary Yiddish poetry as evidenced by Solomon Glub's setting of Boruch Ate, Zingt Der Tate by Avrom Reisen (1876-1953), which touchingly conveys the harsher side of the American experience and the uplifting energy of the Chanukkah lights. Certainly no recording containing Yiddish songs could be complete without a "number" by Avrom Goldfaden (1840-1908), the founder of the Yiddish musical theater. A musically illiterate tunesmith, Goldfaden brought the music of the Eastern European ghetto to the stages of Europe and America. The children's song, Drey Zikh Dreldele, is actually a tune from Goldfaden's operetta, Bar Kochba, with new words by Chana Mlotek. The nineteenth-century European classical music tradition is represented on The Chanukkah Story by Louis Lewandowski's (1821-1894) lyrical setting of Hanerot Hallalu. Reminiscent of Mendelssohn, his linear writing and stirring harmonies convery the majesty of the Prayer Book command to use the Chanukkah lights only for contemplation.
Lastly, we have asked Elliot Z. Levine to provide original compositions to complete our story. Mr. Levine, a singer/composer in the Western Wind for more than 20 years, has set Zachariah's prophetic utterance, Lo B'Chayil (Not by Might). Using vigorous folk melody, he has also fashioned a new polyphonic arrangement of Al Hanissim (Of the Miracles), the sole reference to the Maccabees in the Prayer Book. 

-- William Zukof

THE JEWISH EXPERIENCE – PASSAH (PASSOVER)
The story of the Passover, God's deliverance of the Jews from Egyptian oppression, has been a source of inspiration for poets, artists and composers through the centuries. The incidents related in the Torah and Haggadah have come to symbolize the universal themes of liberation from the slavery, freedom, and redemption for individuals as well as for nations.
The music in the Passover Story is an eclectic compilation of songs and compositions from many sources reflecting the diversity and universality of the Jewish experience.
Our program, following the order of the seder as prescribed in the Haggadah, opens with the Kadesh Urchatz chant, a melody of Babylonian Jewry, representing the oldest Diaspora community. We have grafted on another livelier version of this memonic chant from the Sephardic community of Salonica, Greece. The other Sephardic songs found later in our program, Par'o era estrellero and Cuando D'aifto fueron salidos, are drawn from the vast treasury of the Ladino song carried away from Spain by the Spanish Jews upon their expulsion 1492 and collected and transcribed early in this century. They are sung in Ladino, the vernacular of the Spanish Jews, a combination of Spanish and Hebrew. To the Western ear the Eastern modalities of these songs seem to authenticate the primal feelings of Moses coming to terms with his destiny as depicted in the song texts. Questioning is at the very essence of the Jewish tradition. Haggadah means to tell. It was designed to both answer the questions of the curious and to evoke questions in those as yet unable to ask. Our version of the Four Questions is a medley that starts with the traditional Yiddish intonation in the Ashkenazi learning mode, followed by a lively Israeli melody. We end with a rousing Sephardic tune from Turkey that playfully adds the words, "v'shotin" - "and drink" to the fourth question - why don't we eat and drink reclining?
Contemporary Israeli composers, Yehetzkel Braun and Andre Hajdu, have been part of a movement which has created a twentieth-century choral style that synthesizes the rhythmic virtuality and modal harmonies of Hebrew folk melodies with the structural refinement of the European polyphonic tradition. Braun has provided us with two lively four-part compositions - Ha Lachma Anya and Adir Hu - that help to begin and end our musical seder, Hajdu's The Four Sons, employs attractive modern harmonies, Rennaisance counterpoint and chant to portray the four personality types enumerated in the Haggadah - wise, wicked, simple and ignorant - and the teaching strategies appropriate to enlighten each kind of child.
Moses has become a universal hero for those fighting for their freedom. Go Down Moses, the Negro spiritual, sustained African-American slaves in their emancipation struggle and is sung today in some Jewish homes as part of the Passover observance.
The events of the twentieth century have created a need to remember the struggles for freedom and redemption in our own time. Accordingly, many contemporary Haggadot have made place for a memorial observance in the seder. The European classical music tradition is represented by Salomone Rossi's elegant early seventeenth-century setting of Psalm 118, and Louis Lewandowski's Mendelssohn-like Psalm 114. Rossi is the first Jewish composer to use Western harmonies to illuminate Jewish texts. His Psalm 118 is one of 33 compositions written for the synagogue in Mantua and published in 1622-23. Although early-Baroque in musical style, and devoid of any traditional Jewish melodic modes, his setting is informed by sensitive Hebrew text-setting which brings special meaning to this Psalm of affirmation. Lewandowski's stirring linear writing and lively word painting depicting the "skipping mountains" express the upheaval portrayed in the Psalm which closes the Hallel (Songs of Praise) section of our seder.
Arrangements created by and for cantors are among the most common forms of Jewish music heard today. These arrangements, often witty and amusing, showcase the talents of cantors as sacred entertainers. Our Pass-over program is "leavened" by cantor Sol Zim's arrangements of V'hi Sheomdo and Dayenu, and Sholom Secunda's L'shanah Habaa. Moishe Oysher's Klezmer-style, improvisatory, Chad Gadyo brings our Passover Story to a rousing conclusion. 

-- Matthew Lazar and William Zukof

	The KLEZMATICS
	Shvaygn=Toyt
	1988
	51:41
	For bookings and information on The Klezmatics: Blitzlnk@aol.com 

label: [pi’ra:nha]

Frank London (см. ниже) [tp]; Kurt Bjorling [cl]; David Licht [d]; Paul Morrissett [b]; Lorin Sklamberg [p, accordion, k, v]; Alicia Svigals [violin]; featuring LES MISERABLES BRASS BAND: Frank London  (см.) [leader, tp]; Matt Darriau (см.) [s]; David Harris [trb]; Vinny Nobile [trb]; Marcus Rojas [tuba]; Marshall Sealy [fr h]; Jeanne Snodgrass [tp]; Charlie Berg [perc]; Takaaki Masuko [perc].

The Klezmatics studied and mastered the idiom of the traditional East European Jewish celebration music known as klezmer, and brought the genre back to life by playing it as only adventurous musicians from the Lower East Side of New York City would -- in arrangements and compositions that bring contemporary sensibilities to their ancestral repertoire of ecstatic Jewish dance and song. Since their start in 1986, The Klezmatics have sold out shows in North and South America and across Europe. Creative collaborations have included projects with artists as varied as violin virtuoso Itzhak Perlman, The Master Musicians of Jajouka (Morocco), Israeli singer Chava Alberstein, poet Alien Ginsberg, downtown New York City rockers Elliot Sharp, Marc Ribot and John Zorn, and members of the Flying Karamazov Brothers. The Klezmatics have provided music for new works by choreographer Twyla Tharp, filmmakers Jonathan Berman and Gregg Bordowitz, and for Mark Lamos' Hartford Stage production of "The Dybbuk: Between Two Worlds." In winter 1996 the Klezmatics appeared with Itzhak Perlman on his PBS Television "Great Performances" special In the Fiddler's House. A recording, featuring the band performing klezmer with Mr. Penman was released by EMI Classics/Angel and has topped World and Classical music charts internationally. (см. тж. с Sally POTTER в ‘Latina’)

NOTES ON A MANIC TRADTION

A Midwestern woman once told me about her first day in New York. She saw a Hasid walking down the street, and not knowing of his faith, she said: "Look at those weird clothes and weird hair. Must be one of those New York crazies."
A minute later, on a different street corner, she saw a figure in the same weird clothes, with the same weird hair. She said: "I just saw the same person on the streets of New York — twice. That's not supposed to happen."
Then the woman walked into Penn Station and saw thousands of this 'same person.' A Hasidic convention was underway upstairs in the Garden. And she made for the postcard rack. For the uninitiated, this album may work the same way. At times it sounds like some iconoclastic group with weird clothes and weird hair, but it can shift just as easily into a super-saccharine waltz devoid of all self-consciousness. Yet the same feeling persists throughout. And you say: "That's not supposed to happen." Then, somewhere in the middle of Side One, you realize that you're not listening to another eclectic band with shoplifted beats. You're stepped in another culture. Not a culture from from some far-flung continent, but from here. From next door. This is Jewish music.

Most American music — and this music is made by Americans — still carries the echo of the train, however distant. Klezmer carries it, too, but for the few, the train means something very different. This is why those who hear traces of bluegrass in a bulgar miss a basic point. The Gentile American (which includes the African-American) still relates locomotion to freedom. Meanwhile, the few sits by, remembering.

The Klezmatics, along with Les Miserables Brass Band, performed these tracks at the Heimatklange Festival in Berlin in the summer of 1988. The term Heimatklange was here revived with conscious irony: the Nazis promoted the word as a mystification of homeland sentiment, but it also translates as the "people's noise." In this setting, the Klezmatics played songs with common roots in both Yiddish and Bavarian German, and so confused the issues of assimilation and appropriation beyond recognition. Happily so. In making this record, these musicians in effect rode the German rails again, this time trumpeting Jericho. And that alone is worth writing home about. 
— Allolo Trehorn
1. Ershter Vals / First Waltz

(from Chaim Towber Banner) A familiar Russian tune known in the US as Expectation, Yiddishized by Towber's sentimental words. Here the Klezmatics truly evoke "Schmalz and Schnulze in the world of Schunkel".

“My first great joy —the crystal-light of the room. Your first long dress you put on for the first ball. A beautiful night that I will never forget. I remember now how the chandelier lit up the room. My first dance with you...you chose me for the first dance, the first waltz of the ball.

2. A Glezele Vayn / A glass of wine

(from Abe Schwartz Orchestra) A traditional khosidi, (a slow hasidic-inspired dance, whether a tribute to or a parody of hasidic music not clear) transported into the latter part of the twentieth century by trombonist Dave Harris' arrangement.

3. Tantst Yidelekh / Dance, Little Jews!

(from Abe Ellstein's Orchestra) First section reminiscent of a traditional Romanian/Jewish hora,

which limps along in a lopsided 3/8 time. Followed by a snappy bulgar in a distinctly American style.

4. Russian Shers

(from Abe Schwartz Orchestra and Al Glaser's Bukovina Kapelye including Dave Tarras)

A medley including one of the most well-known tunes in the Jewish repertoire. Performing the intricate dance firgures of a traditional sher can take a good half hour, and could therefore be used by klezmorin to push a wedding into overtime. As we were not paid by the hour, we play a more modest version here.

5. Bilvovi (In my heart)

This arrangement was originally performed at the Moers Jazz Festival. Frank London's interpretation of this Israeli song is in the style of Charlie Haden's Liberation Music Orchestra, and features London, Matt Darriau and Marcus Rojas.

6. Dzhankoye

(from Ben-Zion Wittler) Jewish farmers unite! "We spit in the faces of our enemies who say that all we can do is barter and eat oily soup. And we have our own train station to boot!" A song from the Crimea during the short period in the 1920's when the Soviet Socialist revolution allowed Jews to own land for the first time. This favorite sing-along features vocals by Lorin Sklamberg and the sizzling fingerwork of Alicia Svigals.

“Az men fort keyn Sevastopol,

Iz nit vayt fun Simferopol,

Dortn iz a stantsye faran.

Ver darf zukhn naye glikn?

S'iz a stantsye an antikl

In Dzhankoye, Dzhan, Dzhan, Dzhan! [...]”

When you go to Sevastopol, not too far from Simferopol, there's a railroad depot. Why look elsewhere for happiness? There's a honey of a station in Dzhankoye! Jews, answer my question: where is Abrasha? He drives that tractor like a train! Auntie Leah's at the reaper, and Bella's at the thresher. Who says Jews can only be traders who eat greasy soup with mandlen and can't be workers? Only our enemies would say that—Jews, spit in their faces!

7. Ale Brider / We’re all brothers

Our closing encore number for Heimatklange. Poem by Winchevsky (1890) – turned - folksong popular at Jewish Socialist celebrations. Original poem included the lines: "We are all brothers...Religious and leftists united, like bride and groom, like kugl and kashe..." In true Klezmatics tradition, we also sing "We're all sisters, like Rachel, Ruth and Esther," and "We're all gay, like Jonathan and King David." Imagine being joined by thousands of Berliners in the refrain: "Oy, oy, oy!"

“Un mir zaynen ale brider 

Un mir zingen freylekhe lider. 

Un mir haltn zikh in eynem 

Azelkhes iz nito bay keynem

Un mir zaynen ale eynik 

Tsi mir zaynen fil tsi veynik. 

Un mir libn zikh dokh ale 

Vi a khosn mit a kale.

Un mir zaynen ale shvester 

Azoy vi Rokhl, Rus un Ester. 

Un mir zaynen ale freylekh 

Vi Yoynoson un Dovid hameylekh.

We are all brothers and sing happy songs. We stick together like nobody else, whether we're few or many. We love each other like groom and bride.

8. Czernowitzer Bulgar

(from Broder Kapelye) This bulgar is a quintessentially lively Jewish circle dance, featuring the double-drumming of Dave Licht and Charlie Berg.

9. Mazl Tov, Zelda-Zeydns Tants / Congratulations, Zeida Grandfather's Dance

(from Dave Tarras and his Orchestra) Post-WWII confections by the renowned clarinetist Dave Tarras. Opens with a slinky melody reminiscent of Miserlou, which is reminiscent of the Cretan syrto and is a staple of the American folk-dance circuit. We made up the neat-o transition.

10. Schneider-Zwiefacher

(from Gesangsgruppe Eberwein) Zwiefachers are Bavarian couple dances popular with folk dance groups in the US. We used this as another encore at Heimatklange played by both bands and features the dancing and quartet singing talents of Svigal and Sklamberg. We learned this just for fun and never dreamed that it would go over so well with the Berlin audience, who supposedly hate Bavarian music, let alone played by the Jews! The song is about sining tailors and cows eating grass. First prize to anyone who can tell us the meaning of nodin and odin.

11. Rebns Khasene-Khasene Tants / Rabbi’s Wedding-Wedding Dance

(from Abe Ellstein's Orchestra) Generically-titled dance tunes for mass-market consumption. The wedding was the focus of social life for Jews in Eastern Europe, and dancing was de rigeur at a "khasene". Thus the titles: Wedding Dance, Wedding in Bessarabia etc. The slow introduction was heard in the film "Yidl Mitn Fidl" mimed on the violin by Molly Picon.

12. Di Zun Vet Aruntergeyn / The sun will set

Poem first published 1919 as part of collection "In New York." Set to music by Ben Yomen and published as song in collection "Lider Far Shut un Heym, "1946.

The sun will set behind the hill. Love will come quietly to sadness that sits on a golden stone and weeps for itself alone. The golden peacock comes flying to take us along to the place we year for. The night will come and sing lyu-lyu over the eyes that close to sleep in eternal rest.

BEATS:

Bulgar: circle dance in quick 2/4, with underlying syncopated beat similar to the latin clave.

Freylekhs: lit. happy, currently used as a generic term for a fast tune in 2/4, such as "Hava Nagila".

Khosidl: slow 2/4 dance rhythm, reminiscent of hasidic motifs.

Hora: traditionally a Romanian/Jewish slow line dance in 3/8 or 5/8 or somewhere in between. However, more recently, hora can also mean a fast freylekhs or bulgar ala Hava Nagila, or, in the orthodox communtiy, a dance rhythm based on the Turkish tshiftetelli.

Waltz: not a polka.

Zwiefacher: a Bavarian couple dance featuring alternating measures of 2/4 and 3/4.

Sher: couple dance in a moderate 2/4 rhythm, the Jewish cousin of the American square dance.

	The KLEZMATICS
	Rhythm + Jews
	1991
	66:46
	label: [pi’ra:nha]

Frank London (см.) [tp, cornet, k, voc]; David Krakauer (см.) [clarinet, bass clarinet]; David Licht [d]; Paul Morrissett [b, voc]; Lorin Sklamberg [lead voc, accordion, k]; Alicia Svigals [violin, voc].

The trumpet maestro Frank London is a member of the Klezmatics, Les Miserables Brass Band, and Khassidic New Wave, and has performed with John Zorn, Lester Bowie, David Byrne, Itzhak Perlman, and LL Cool J. He composes for film, theatre and dance, was musical director for Robert Wilson’s ‘The Knee Plays’, and has collaborated with Palestinian violinist Simon Shaheen (см.).
David Krakauer is known for his breathtaking innovative clarinet style both as a performer and a composer and moves freely between jazz avantgarde and New Music. He leads his own Krakauer Trio, and has performed with Kronos Quartet, Anthony Coleman Ensemble and Itzhak Perlman.

FROM THE MEMOIRS OF YlSROEL (Israel) WEX, YESHIVA BEATNIK
I bopped my shokl on the off-beat by Purim of my junior year, intoned my Torah with the fifths all flatted every Monday, Thursday and oo-bop-a-Shabbes. Nine times through On the Road, and I still didn't get it — if getting drunk and driving too fast was the wave of the future, then the Yiddish papers were hip, as hep to the shlep as they come — but I wasn't going to argue with success. Beth Jacob girls wanted to beat my bongos, and compared to a plain old yarmulke, my new black beret was the bendin', solid-sendin', the all-offendin' — you know where I'm comin' from — END. I swung with my undergarment-fringes, flipped my sidelocks — those Little Bo-peyes — into beat generation sideburns while scatting my daily Talmud to A Night in Tunisia. I was driving the rabbis insane. "Beatster!" The ruler almost broke my fingers. "Hipnik!" My cheek was half-way out the door. "You're telling lies to the English teachers again? Don't tell me no; I heard all about it. I had to tell them that you're still called Israel in English, that in no language known to man does Yisroel really mean" — he reached in his pocket for a piece of paper — "Bobby isn't good enough?" He tore the paper into little pieces. "You had to tell them your name means" — whack, zets, boom — "You had to tell them your name means Jelly Roll?"

Rhythm + Jews — the sound of one hand clapping — on someone elses tukhes? Not, thank God, anymore.

Michael Israel Wex

[N.B. Nothing not as good as Rhythm + Jews could ever have pressured me into revealing my full, real name. MIW.]

rhythm + jews
I confess: I have no faith.

Frume counters: Here's a case in point. The old question (philosophical? scientific? religious?): If a tree falls in the forest & there's no one to hear it fall, does it make any sound? Like today: Everything's gone, nothing but empty fields. Ah, yes — the occasional historical marker. Cold winds/winter. Cool winds/summer. Silent. Unobstructed. (Remember how afterwards people said: "I didn't hear a thing. How could I have known? I wasn't in the forest & the trees didn't make a sound.")

Frume taps her foot (tap-tap). At the bleakest moment she's ready to dance with fervor. She continues:

Note: Things disappear & then  emerge again. Like R + J. Who/what's to account for it? Airwaves? Faith?

Reluctantly I take note. I am drawn to magic, to muse & marvel over memory genes & DNA, the collective unconscious.

But Frume persists (she's rooted & knows the surrounding terrain): Once there was that place (you understand the meaning of that place). Now it's different. . . even the aleph-beyz. But (& here she doesn't even miss a beat) have some faith. [...]

I complain: It's too different, difficult & depressing when you don't have faith. Frume comforts: Believe me. ifs the same for the believers. Who heard the trees fall — is one thing. That the forests are gone — is another. Der  emes: the truth: the pripetshik & the aleph-beyz no longer suffice for any of us.

So she winds it up: Just keep an eye on things. Start worrying if one morning the homeless woman stationed in your doorway is gone & you realize you slept peacefully thru the night. Start worrying if — because of a new municipal ordinance — the tree outside that window is cut down while you're at work. Worry most if the violin & bow are missing.

I plead: I'm so down — you want to scrape me up?

As always — Frume lightens up & taps her foot (tap-tap) ready to dance with fervor: Zooorg zikh nit! Why are you so worried?

She hums. The #31A bus lumbers by. A Tender Vittles truck double parks. The NYFD & NYPD & a private ambulance scream their way thru traffic as the #2 Express rages beneath Broadway. But Frume's focused: Farshteyst shoyn di mayse? You get my drift? (tap-tap) Things miraculously emerge: transformed. Different rhythm. Different Jews. 

Zeltene muzik.

Irena Klepfisz, June 1991

	The KLEZMATICS
	Jews With Horns
	1994
	60:18
	label: [pi’ra:nha] Rec.

traditional songs + by Klezmatics

with Mark Ribot (см. в “Alternative” section)

David Krakauer [clarinet, bass clarinet, voc]; David Licht [d]; Frank London [tp, cornet, alto horn, piano, organ, voc]; Paul Morrissett [b, voc]; Lorin Sklamberg [lead voc, accordion, piano]; Alicia Svigals [violin, voc].

“Klezmatics are Classical and Pop avant Guard, exquisite professional musicians capable of quick study, sprightly brilliant tuneful funny outrageous and sweet.” — Allen Ginsberg.

With their third release, the champions of New Klezmer are marching a good piece forward on their musical journey through the millennia.

 Aleph, beis, gimel... each letter of the Hebrew alphabet also has a numerical value, which means that any Hebrew word can also be read as a number. According to the rules of rabbinic interpretation, words of a given numerical value can be replaced by words or phrases of the same value. This sort of interpretation is called gematria, the Hebrew numerology at once Talmudic, Kabbalistic and Klezmatic. Why do these Jews with horns? Because the Hebrew for ‘horns’ (karnayim) can be replaced by the Hebrew for ‘soul’ (haneshamah) — they both add up to four hundred — and the equivalence would be immediately obvious to anybody who knows: Jews with horns have soul.

	(The KLEZMATICS)
	Maurice El Medioni with The Klezmatics:

«Cafe Oran»
	1996
	64:53
	label: [pi’ra:nha]

Maurice El Medioni [p]; Frank London [tp]; David Krakauer [cl, bass cl]; Sabah Habas Mustapha [b]; Mahmoud Fadl [perc]; Marco Maimaran [d, perc]; Michel Rebibo [v].

It was in the Cafe Oran that the thousand and one pages of Western Algeria's musical history were filled one by one.   Picture the young Jewish piano-player Maurice El Medioni at the keys, making the clientele swing and captivating them with a musical blend of diverse ingredients... Andalusian music, Cuban rumba, rai and boogie-woogie. What better person exists than Maurice himself to tell us about this crucial period in the story of Oranian music?

"I've never taken a single music lesson in my life! ... When I was 9 years old, in 1937, on returning home from school one day I found an instrument with a sound closer to that of a tin pan than of a piano. My brother had brought it home from the local flea market. I began to have a tinkle and I became hooked. After only eight days I was playing with both hands and knocking out songs by Charles Trenet and Tino Rossi who were pretty well representative of the pop music of the day.

When the Americans landed in 1942 I was fourteen. Thanks to my streetwise savvy I quickly got used to doing business with them. I procured alcohol, watches and pens for them. I also began frequenting American bars and learned how to play the songs that the sailors and soldiers requested. I found boogie woogie especially fascinating. At the time I didn't know a note of Arabic music. Like all people from my age group I preferred other musical styles and it was only after the war that I discovered the music of my homeland.

I was in the tailoring business and every lunchtime I would go to the cafe. There happenned to be a piano on the premises and my friends, who had nicknamed me 'Boogie', used to ask me to play for them. One day four North Africans sang me a few of their tunes and I had no difficulty in accompanying them. We started a rai group and in an instant the cafe where we rehearsed was swamped with people. We even began to get paid! As I was obsessed by Cuban music at the time I mixed certain elements from that repertoire with our music. That mixture of Cuban and Arabic went down very well with tour promoters. I played all over the place: at the Opera in Oran, at the Opera in Algiers and on TV. That's how my career progressed until the day I had to leave Algeria.

In France I carried on accompanying the big names like Lili Labassi or Line Monty. That period at the end of the fifties, before the tradition of family fetes and celebrations had disappeared, was 'la belle epoque'. I reckon that, at the time. I played a kind of bridging role owing to the fact that I possessed a very jazzy left hand and could handle modern rhythms. I helped to introduce Arabic music to young people who no longer understood the lyrics."

Maurice El Medioni's music was born way back during the seven centuries of Arabic occupation in Andalusia and, on the return of the Andalusian Arabs and Jews to North Africa, continued to evolve little by little, absorbing many other influences. [...] 

Any attempt to conjure up the multifaceted musical life of Oran through the decades in a few words would be vain indeed: 'official' music and street music, country airs and foreign tunes, sacred verses and profane song, drinking songs and sentimental ditties, a verse from here and a tune from there.

Words alone cannot call up the tastes and flavours of those days, but music certainly can. In this record the master PianOrientalist gathered around him some good old friends to evoke the sound and atmosphere of "Cafe Oran": a harmonious soundscape of cafes, cabarets, casinos and celebrations.

Under the swift fingers of Maurice El Medioni, the piano -- European in tuning and harmonic possibilities. Oriental in modal development, ornamentation and melody spinning -- conjures intricate, bounding lines, to match an unique Allstar line-up, who met in Berlin for the Cafe Oran sessions courtesy of the Jewish Cultural Days.

	The KLEZMATICS
	Possessed
	1997
	53:23
	label: [pi’ra:nha] Rec.

Paul Morrissett [bass, tsimbl, fujara, nyenyere]; Frank London [tp, alto horn, groggers, perc, accordion]; Matt Darriau [clarinet, bass clarinet, alto sax, kaval, flutes, groggers]; Alicia Svigals [violin]; Lorin Sklamberg [lead voc, accordion, piano]; David Licht [d, perc].

   With “Possessed”, the first of their four albums to consist primarily of original compositions, the Klezmatics have knocked down the walls that are supposed to separate Klezmer from Jazz, Ska, and New music. And while some of the lyrics are traditional, the rest are by Pulitzer Prize-winning playwright, Tony Kushner (Undoing World), and Yiddish underground legend, Michael Wex (Mizmor Shir le-Hanef, the first Yiddish-language reefer song)... And who says Yiddish is dead? There are vocals in English and Hebrew, as well as Yiddish, and the Klezmatics music for Tony Kushner’s ‘Dybbuk’ is presented here for the first time on CD. With “Possessed” the Klezmatics’ commitment to using contemporary musical genres and arrangements to make East-European Jewish culture accessible to a general audience reaches a new peak.

  “Dear Klezmatics, I find myself unable to write your liner notes. Your music moves me like no other, it makes my genes and molecules writhe and dance even though I am, as always in my ashamed embarrassed body, inert. When I first heard your ‘Shnirele perele’ on “Rhythm & Jews”, no kidding, it changed my life, oy so gorgeous, so sexy, so full of August Mystery, I decided to reinvent the kind of Jew I am upon hearing it but I haven’t got around to doing that yet, I’ve been too busy and so am unworthy to write the liner notes for your wonderful new album. [...] Are we not possessed, and is your CD’s title not apt, by the multitudes we contain, not only multitudes of observant and unobservant brave martyred ancestors, not only of the hosts of spirits and demons who parade through our dreams and nightmares, but of all the cultures through which we have wandered, which we helped to shape, in which we are at home and never at home? Hebrew- and Yiddish-illiterate, I barely know how to pray; riddled with ambivalence, child of Marx, Freud, Mahler, Benjamin, Kafka, Goldman, Luxemborg, Trotsky, An-sky, Schoenberg, mongrel product of Judaism’s and Jewish exteriority, of its ghetto-hungry curiosity, of its assimilationist genius, I now approach Judaism as Jews once approached the splendid strangeness of the Goyishe Velt: I am shall we say deeply confused, but not complacent. And this I think of course is profoundly Jewish. So perhaps I can write your liner notes after all. Of music, son of a clarinetist and a bassoonist though I be, I know nothing. [...] Hey, for the next album let’s do a klezmer version of Mime the Dwarf’s lament in Act One of ‘Siegfried’, the one in 3/4 time, “Das ist nun der Liebe schlimmer Lohn!” “That’s all the thanks I get!” Translate the German into Yiddish! Get Daniel Goldhagen to do the liner notes. Already I can hear Wagner spinning in his grave.” — Tony Kushner.

	The KLEZMATICS
	THE KLEZMATICS with Chava ALBERSTEIN: "The Well"
	1998
	53:25
	label: Green Linnet Records – Xenophile (USA)

Next-wave Jewish-American roots band The Klezmatics joins renowned Israeli diva Chava Alberstein (см. ниже)  to create “The Well”, a cycle of new song settings of verse by some of the 20th century’s greatest Yiddish poets.

	The KLEZMATICS
	Rise Up! (Shteyt Oyf!)
	2002
	67:50
	label: Rounder Records

THE KLEZMATICS: 

LORIN SKLAMBERG lead vocals accordion, high-strung guitar, piano
FRANK LONDON trumpet, flugelhorn, cornet, alto horn, piano, organ, keyboards, percussion, vocals
MATT DARRIAU alto sax, clarinet, bass clarinet, kaval, percussion, vocals
LISA GUTKIN violin, baritone violin, vocals
PAUL MORRISSETT electric and acoustic basses, tsimbl, piano, violin, hardanger fiddle, hurdy-gurdy, alto and baritone horns, vocals
DAVID LICHT drums, percussion, vocals

	Chava ALBERSTEIN
	THE KLEZMATICS with Chava ALBERSTEIN: "The Well"
	1998
	53:25
	label: Green Linnet Records – Xenophile (USA)

Next-wave Jewish-American roots band The Klezmatics (см.) joins renowned Israeli diva Chava Alberstein to create “The Well”, a cycle of new song settings of verse by some of the 20th century’s greatest Yiddish poets.

	Chava ALBERSTEIN
	Yiddish Songs
	1999
	73:40
	label: hEMIsphere (EMI)  web site: www.hemisphere-records.com 

состав музыкантов на диске не указан

“One of the greatest singers in the world today” – ‘De Standaard’, Belgium

“One of the greatest chanson singers in the world, with an authentic style, warm voice, and tremendous presence.” – ‘Clarin’, Argentina

“The Prima Donna of the Israeli music, proved she earned the title rightfully.” – ‘La Noova’, Italy

“Beautiful woman, huge voice, huge personality – a once-in-a-lifetime artist.” – ‘Berliner Zeitung’

“Pensive, compassionate, voice full of tenderness” – ‘New York Times’

“An entrancing songstress with a mature womanly voice that sings or wonders about love like a woman who has seen all of life and still loves it deeply.” – ‘The Review’, Washington DC

CHAVA ALBERSTEIN

Chava Alberstein stands poised between two worlds. One is the Central European culture of the Pale — Germany, Poland, Romania, Belarus, Central Europe in general — that world-gone-by of Yiddish culture first decimated during the Second World War and now dying out with the last remnants of an aged generation. The other is the new world built upon the ashes of the old in Israel. And where one language, Yiddish, and its people are disappearing, another language, Hebrew, is reinvented, reinvigorated, moving forward.

"In the beginning of the State of Israel," Chava explains, "people like Ben Gurion, Israel's first Prime Minister, were fighting against Yiddish, because to create something new you have to destroy something old. I don't approve, but I understand this. It was to create a new national identity. But we lost a great cultural treasure, because Yiddish is literature, poetry." And now, when the language is nearly lost, there is a growing recognition, a mourning for the language and culture that has all but disappeared. "Now people are less arrogant and cynical and more open to it — maybe because it is dying. It is not threatening anybody anymore."

Chava Alberstein is the premier voice, world class, poignant, some would say world-weary, of Yiddish culture in Israel and the world. Her work in keeping the tradition alive, in tracking down old songs and even setting Yiddish poems to music for the first time, is therefore all the more impor​tant. It provides a bridge to a vibrant culture that was, a cul​ture that will have died out completely in a matter of just a few more years.

POLAND

Chava Alberstein was born in Northern Poland, just after World War II. Her parents survived on the run, escaping first to Russia when the Nazis invaded Warsaw, and then back to Poland again at the end of the war. "All the others in the family stayed in Warsaw," she explains, "because nobody believed what would happen. I think none of them remained alive." In December of 1950, the family moved to Israel.

"I grew up among people who were all immigrants, of course, which is the strongest experience for me. It appears in everything that you do, being an immigrant: beginning a new life in a new place, with a new language, a new cul​ture." At home she heard Russian, Polish, Yiddish and Hebrew.

These old and new worlds were to have an effect upon her that would strike its most indelible mark in her music. On the one side was the almost unfathomable tragedy of what they had escaped from. On the other was the new state of Israel and its language, wrestled from the old and breathed into life once again. Chava's music, like the experience that formed her, spans these worlds in transition.

In Poland her father had been a piano teacher, but in Israel the family was too poor to afford a piano. He took up accordion, "the poor man's piano," as Chava puts it, and started giving her lessons when she was 13. She learned quickly and soon enough could be found playing at neigh​bourhood folk dances. Her father continued to encourage her love of music and one day came home with a guitar he'd bought from a street seller in downtown Haifa.

"I fell in love with it immediately," enthuses Chava. This was a time, in the early 1960s, when the acoustic guitar became the emblem of a folk-singing generation. Joan Baez was the first to become popular in Israel, and Chava had found in her an early idol and influence. Soon enough she came to know many of the American folk artists of the time. At the age of 14, she hopped on a bus to Haifa, she lived in the Northern suburbs, to catch Pete Seeger in concert. "It was the first time he came to Israel; it was one of the strongest experiences in my life to see this man alone on stage with a guitar, banjo, ukulele hanging on him. When he started to sing I felt this is what I want to do. This is the way I want to make a connection with people."

But rather than parrot American singers and their themes, Chava's artistic temperament instinctively sought out a music that would be as meaningful to her and her experience as the American singers she loved made a music relevant to theirs. She found at home two very old books her parents had brought with them from Poland, two of the very few, precious things brought from the old country. They were books of Yiddish poetry and music. "I started to learn a few songs and to ask questions about Yiddish music, because I felt it was something I could relate to. It was the 1950s and even now we still don't know what is original Israeli music. I wanted something that had more edge and could really be called folk music." She learned songs from her mother, started playing them in public and soon enough her neigh​bors began rummaging through old trunks to hand over their own prized books of songs and poetry.

Her very first album, recorded before she was 18, bore the fruits of this work. It was an album made entirely of Yiddish songs. And, as Chava notes, "It was not very clever and commercial for a young singer to sing these very old songs." The Yiddish songs that did exist on radio were only done in a mock-operatic style, and "here I came with my guitar, as young singers all over the world sing their own music, because it was my inspiration." To her great surprise, young people liked it. And that was the beginning.

In time, she expanded to singing Hebrew songs, but throughout the years returns to Yiddish repertoire. Her research continues apace. "Through the years, I collected them partly from books, partly from my parents and sur​roundings, and from what I learned travelling."

A BRIDGE TO THE PAST

The music provides a bridge, of sorts, from a dying culture to a new audience. "There was a famous Yiddish comedi​an," Chava says, "who used to say 'I look forward to going to Heaven, because there I have my biggest audience.' It is dying. Yiddish is part of my identity as an artist and a human being. When I sing Yiddish I sing differently from when I sing Hebrew. Many of my Hebrew songs have a bit of anger, cyn​icism while fighting for a new identity in my new State. With Yiddish, it is beyond it. Maybe it is subconscious, because I sing of something that doesn't exist anymore."

Chava sees for herself a clear role within Yiddish culture. "In a way, I'm a messenger to remind people that once upon a time there was a world," she says wistfully. Yet the process, she says, that difference in her artistic persona when she performs these songs, is a mysterious to her. "It is the same voice, but it comes from a different soul."

Chava's relationship to Yiddish is a rich and complex one. "I don't think about Yiddish only from time to time, and I don't think only of the holocaust. I want to think of Yiddish as something that will never stop. It is part of my daily life, I know it is dying but I don't want to think about it as a dying language. It is living for me. And maybe that's why people are reacting to it. I refuse to think it's dying. Language is a lot of things, it is a great treasure, it is also a music in itself, even if you don't understand it."

THE SELECTION:

When it came to selecting the songs for this collection, Chava sought to portray Yiddish life in as much complexity as the repertoire itself conveys. "The stories are very much around daily life," she explains, "around family. They deal with being old, children, love, in many ways they paint a pic​ture of Jewish daily life in a little village or a small street of Poland. You have the hungry thief, the old man, the children. One song, 'Oifn Veg Sh'tait a Boim' is a classical song about a young man who wants to leave the village. He wants to get away, change his life, but his mother loves him bo much that she puts on him too many clothes and he cannot move because it is all too heavy. And you have the man with three daughters who wants so much to marry them off, but when they get married, the house is empty, and he is again very sad."

Other songs deal with contemporary history. 'Zog Nit Kein'mol’ is the anthem of the partisans in Poland during the rebellion of the Warsaw ghetto. 'Friling' concerns the Holocaust. Much of the material comes from Poland, though there are Romanian songs as well.

Overall, Yiddish Songs is an "album of pictures from a Jewish life in Poland, in Romania before and until the war. "Dana Dana" is the only song that was written in America, all the others were written in Romania, Poland and Russia." Here is a varied, complex portrait of a world that no longer exists sung in a language soon to disappear forever.

---- Gerald Seligman

	Chava ALBERSTEIN
	Foreign Letters
	2001
	43:17
	Rec. in Canada.

All music by Chava Alberstein.

Chava Alberstein [v, classical guitar]; Ben Mink [vln, viola, el&ac g, mandolins]; David Pitch [b, double b]; Randall Stoll [d, perc]; John Friesen [cello]; Myron Schultz [cl]. 

	Frank  LONDON
	The Shvitz
	1993
	48:49
	Frank LONDON – см. c: KLEZMATICS; HASIDIC NEW WAVE; KLEZMER CONSERVATORY BAND;

В разделе ‘Rock’: THEY MIGHT BE GIANTS; 

В разделе 'Alternative': DOWNTOWN  DOES  THE  BEATLES; Sam BENNETT;
В разделе 'Jazz': Thomas CHAPIN; BALLIN’ THE JACK;

label: Knitting Factory Works   www.knittingfactory.com
Frank London [tp, v, k]; Elliot Sharp (см.) [g]; Marc Ribot (см.) [g]; Robert Musso (см.) [g]; Greg Wall [cl, t s]; Matt Darriau [cl, a s]; Jim Leff [trb]; Lorin Sklamberg [accordion, v, k]; Alicia Svigals [vln]; Sebastian Steinberg [b]; David Licht [d]; Christopher Cauley [a s]; DJ Nastee [turntables].

Frank London, leader of the Klezmatics, composed this soundtrack, borrowing heavily from hip-hop culture with his use of turntables, samples, noise fragments, and extended pieces. Marc Ribot, Elliott Sharp, the Klezmatics, David Licht and DJ Nastee all contributed to this, one of the first non-traditional klezmer records ever released. Expect to see much more of the blurring of genres in the coming years, as more and more bands explore their musical ori​gins.

THE SHVITZ (the film from which this music sprang) is about one manifestation of an ancient sweat ritual; it is my song in praise of city life, a melody that evolves from European shtetl to Lower East Side metal. I began going to the baths about five years ago, and the main thing that struck me (besides how wonderful I felt afterwards) was the diversity of the people I met -- young and old, rich and poor, crazy and sane—who form an unlikely community through the cleansing heat of the baths.

In making this film, 1 discovered old and new ideas resounding issues of the body, gender, equality, community, and tradition. But mostly the film is about people, their stories, and a certain unnameable kindness of spirit they can possess. Ultimately, it's this feeling that THE SHVITZ celebrates. ----- Jonathan Berman
There's a music revolution going on now, although relatively few people are aware of it. Some musicians, a disproportionately large number of them playing in Lower Manhattan, have good working knowledges of jazz, rock, classical, and other forms, including klezmer, and for years have been synthesiz​ing them, while creating what can only be called new music. This music exists now: those that created it have taken a step beyond synthesis and invented forms that can be likened to compounds rather than mix​tures, i.e. in chemical terms a compound can be distinguished from a mixture in that, "the components of a compound lose their individual characteristics and the compound has new characteristics." Like when r&b and c&w got blended in the 50's, a new music, rock & roll, emerged. Only a lot more musical genres are being put together now than in the 50's, so several new musical compounds exist.

The Klezmatics, with their gifted composer- arranger- trumpeter Frank London, are part of this movement. Listen to the music on this CD. Yeah, it has some roots in klezmer, but also in jazz, modern classical and rock. The Klezmatics and London are evolving, experimenting artists who, I'm sure would like to please not only members of the Workmen's Circle, but also students of progressive contemporary music. Check out the creative and stimulating way they mix and contrast genres and moods. They have expanded the vocabulary of the klezmer band so much that some won't want to call their work klezmer music. Never mind, it's moving music, lively music, music that's growing. ---- Harvey Pekar
Option

May/June 1994

An interesting complement to Don Byron's recent tribute to Mickey Katz, this is music from London's sountrack to Jonathan Berman’s documentary about the sweat baths of Manhattan's Lower East Side. The spirited folk music of old world Judaism and the traditional Yiddish theater in New York, klezmer was resilient enough in its day to express everything from syrupy romanticism to social rage to vaudeville-style humor. Performed here by the Klezmatics, a 12-piece ensemble (featuring the composer on trombone, keyboards and vocals, guitarists Elliott Sharp and Marc Ribot, and plenty of clarinets, violins and saxophones), the music ranges from traditional ("Emma Goldman's Wedding") to swing ("Coney Island Heyday") to Zorn-style avant-rock ("Psycho Klezmer"). My favorites are "Full Moon, Ancient Waters" and "(How To) Sweat, Parts I & II." the former is a tender, halting instrumental that sounds like a duet between Erik Satie and Mickey Katz, and the latter makes a strong case for a Yiddish hip-hop movement. -- David Shirley
Caffeine

Issue 6

So you might have been seduced by those smooth French MCs or exposed to rap from as far away as Russia and Japan. You might think you've hipped and hopped to it all but, whether you're jaded or not, Frank London's Yiddish rap "How to Sweat" is bound to groove and amuse you. Featuring a recurring clarinet wail, 70's beats, a homoerotic biblical text taken, in Yiddish, from Solomon's Song of Songs and scratching which metamorphizes into a chorus of 'Oy Yoy Yoys,' "How to Sweat" is incredibly strange music indeed. It might sound like a novelty, but London, leader of the Klezmatics and frequent collaborator with They Might Be Giants is not out to create kitsch (ala 2 Live Jews). London likes to take 19th Century Eastern European rhythms and build on their integrity in a variety of styles. On The Shvitz project the Klezmatics along with avant rock guitarists Elliott Sharp, Marc Ribot and Robert Musso integrate klezmer with free jazz, thrash metal, big band and spoken word. "Psycho Klezmer" and "Divine Betrothal" are the best jams but the free jazz frenzy of "Take One" and "Have Another" might particularly appeal to those of you who've been force fed by a Jewish Mother. Musical themes reemerge and develop during the course of The Shvitz which, although the soundtrack to an obscure film stands on its own as daring and embracing work.   ---- Warren Kolodny

Bucket Cue

Freaky Guitar Freylekhs

(How to) Sweat -- Pt 1

Emma Goldman's Wedding

Now to the shvitz

V'erastikh Li

Take One

Full Moon, Ancient Waters

Psycho-Klezmer

Kolomeyke

Coney Island Heyday

V'erastikh Li -- Instrumental

Der Neier Freylekhs

Vus Vet Zayn

Have Another

It's hot in here!

(How to) Sweat -- Parts 1&2

	Frank  LONDON
	The Debt
	1997
	70:43
	label: Tzadik

Frank London (см. тж. выше с: Klezmatics) [conductor, tp, accordion]; with: John Medeski (см.) [k]; Greg Wall [s]; Mark Feldman [vln]; David Krakauer (см. тж. ниже и с Klezmatics); Bob Musso [el sitar]; Anthony Coleman (см.)  [p]; Mark Dresser (см.) [b]; Adam Rogers [g]; Daniel Sadownick [perc]; David Licht [d, perc]; Bill Ruyle [tablas]; and oth. (состав варьируется)

Frank London, a major voice in today's Jewish music renaissance, who has worked with the likes of LLCool J, LaMonte Young, Jane Siberry and Gal Costa, is a trumpetist, composer, arranger and musical scholar of startling range and creativity.

The Debt is the first col​lection of his work for film and theater, and contains a wide variety of his musical obsessions: Latin grooves, Mingus-style jazz arrangements, classical chamber compo​sitions, moody sound pieces, funky bachelor  pad music and a gorgeous suite scored for six female voices.

Over forty of New York's greatest musicians are brought here in a variety of ensembles making this one of the most exciting and eclec​tic releases by one of the most active musicians in the downtown scene.

	Frank  LONDON
	LONDON / SKLAMBERG / CAINE:

“Nigunim”
	1998
	54:07
	label: Tzadik

Frank London [tp, harmonium, Hammond B-3, Fender Rhodes]; Lorin Sklamberg [v, accordion, harmonium]; Uri Caine (см. тж.: Uri  CAINE в разделе ‘Alternative’) [p, harmonium, Hammond B-3, Fender Rhodes]; + Brian Mitchell [Hammond B-3](#5,10).

Produced by John Zorn, F.L., L.S., Greg Anderson.

Nigunim are songs of devotion and praise; spiritual Hasidic-Jewish chants whose purpose is to induce a state of piety and ecstasy in both performer and listener.

Lorin Sklamberg and Frank London (of the Klezmatics) are joined by brilliant jazz pianist Uri Caine in this collection of original and traditional nigunim drawn from the Belzer, Gerer, Lubovitcher and Skulaner dynasties. This is a unique, intimate setting for these three creative musicians, focusing on the intense beauty of mystical Jewish song.

	Frank  LONDON
	Invocations
	2000
	55:14
	label: Tzadik

Frank London [tp, piccolo tp]; Anthony Coleman (см.) [foot-pump harmonium]; Myra Melford [foot- and hand-pump harmonium]; Ken Filiano [b]; Gina Leishman [glass harmonica].

All compositions/arrangements: traditional/London.

Produced by Frank London & John Zorn.

Recorded live June 26, 2000 by Robert Musso at the Community Synagogue (NYC).

Trumpeter Frank London (Klezmatics, Hasidic New Wave) presents his most intimate and personal work to date, evoking the passionate, implor​ing voices of the great cantonal virtuosos Rosenblatt, Sirota and Kamiol.

Recorded live in the Community Synagogue in me heart of me Lower East Side, Invocations is a soulful collection of classic hazonos, scored for trumpet, harmoniums, Mass harmonica and bass.

A lush and beautiful contemporary reading of an ancient yet under-appreciated Jewish tradition.

1. hod: t’kias shofar—The shofar will be blown to signal the end of our exile.

2. keter: avinu malkenu—Sung during the days of awe, when channels of communication to God are most open.

3. tifiret: refoeinu—A blessing for healing, the 8th blessing of the daily Sh'moneh Esrei, "Heal us, o Lord, and we will be healed, save us and we will be saved,"

4. hokhma: tzaddik rabbi elozar (from kinos)

5. malkhut: rebeynu shel oylem—Sung before the open ark, before the holiday Torah reading, this is a most personal request to the master or the universe: allow us to serve you.

6. bina: av horachamim—Sung for taking the Torah from the ark; "Father of mercy, compassionate parent, rebuild Zion and the walls of Jerusalem."

7. gedula: ezkeroh elokim—Sung during the high holidays: "God, remember me."

8. gevura; ono hashem/refoeinu—"We plead, beg, implore you, o God, save us, assist us, allow us to prosper," From Hallel. 

Like many Jews, I have felt a sense of alienation from operatic, showy cantorial music. It is difficult to daven in an environment that feels more like a performance than a prayer service. In America, the tradition of the cantor as performer can be understood in light of the rise of a popular, secular Yiddish theater. The American synagogue became a place where frumer yidn—religious Jews—could experience the thrill and energy of a theatrical performance. Congregants came to shut not only to pray, but also to socialize and be entertained by famous cantors. On High Holidays, when space was at a premium, it was not uncommon for services to be held in a theater, further blurring the distinctions between theater and synagogue.

Jewish law never demanded that the person leading the service have a good voice, let alone one fit for the Met or Phantom. The sole requirements are knowledge of the service and devotion to the task. Kavanah (spiritual intention) takes precedence over entertainment. INVOCATIONS evokes an older, more participatory, inclusive, heymishe hazonos, conducive to a meaningful personal prayer experience.

—Sarah Gershman

	Frank  LONDON
	Frank LONDON's SHEKHINA BIG BAND:

"Scientist at Work"
	2002
	45:50
	label: Tzadik

Frank London [tp, conductor]; 

Shekhina Big Band: Thomas Chapin (см.) [a/bar sax, bass fl]; Matt Darriau (см.) [cl, bass cl, ney, shenai]; David Fiuczynski (см.)  / Danny Blume [g]; Rufus Cappadocia [cello]; Pablo Aslan [b]; Danny Sadownick [congas]; David Licht [surdo]; Newman Baker [d];

with: John Zorn (см.) [a s]; Jamie Saft (см.) [k]; Mark Feldman [vln]; Erik Friedlander (см.) [cello]; Jennifer Charles [v]; Cyro Baptista (см.) [perc].

All music composed and arranged by Frank London

Produced by John Zorn

1. Alef (for Thomas Chapin)

2. Notreve (for Lester Bowie)

3. Golem Khosidl

4. Fela (for Fela Kuti)

5. Shabbos Bride (for Mira Rafelowicz)

6. Imanu Malkheteynu

7. Pesakh Nign (for Count Ossie)

	David KRAKAUER
	Klezmer Madness!
	1995
	49:17
	David KRAKAUER - см. тж. Klezmatics
label: Tzadik

David Krakauer [cl, bass cl]; Michael Alpert [accordion, vln, g, v]; David Licht [perc]; with: Anthony Coleman (см.) [k, sampler]; Adam Rogers [g]; Guillermo (Willie) Penate [guiro]; Juan Ortega [timbales]; Oscar Ortega [congas].

traditional songs arr. by Krakauer

produced by John Zorn and David Krakauer

1. Africa Bulgar

2. Bocota Bulgar

3. A Few Bowls Terkish

4. At The Rabbi's Table

5. Doina / Death March Suite

6. Punky Dave

7. The Ballad Of Chernobyl

8. Gong Doina

9. Living With The Tune

10. Rachab
With a profound knowledge of Yiddish music heritage, the virtuousic Krakauer Trio combines the traditions of klezmer with creative composition, arrangement and improvisation to create a style with reverence, imagination and a sense of humor.

Klezmer Madness features both traditional and original music, including tunes from the repertoire of klezmer clarinet greats Naftule Brandwine and Dave Tarras (check out Tarras' wonderful CD on Yazoo) and even John Zorn's Masada.

David Krakauer (clarinet, composer) combines the diverse influences of Jewish and Balkan clarinet styles, minimalism, jazz and shredded Muzak to create a style uniquely his own. He has performed and recorded with the Klezmatics and John Zorn as well as in numerous classical, chamber and avant-garde settings.

Michael Alpert (accordion, violin, guitar, vocals, original Yiddish compositions) is a member of the pioneering New York klezmer band KAPELYE (см.) and the innovative European klezmer ensemble Brave Old World.

David Licht (drums, percussion) is a founding member of the Klezmatics and was also a founding member of the rock groups Shockabilly (with Eugene Chadbourne), Bongwater (with Ann Magnuson and Kramer) and When People Were Shorter And Lived Near The Water.

	David KRAKAUER
	DAVID KRAKAUER’s KLEZMER MADNESS!:

“Klezmer NY”
	1998
	38:16
	label: Tzadik

David Krakauer [cl, bass cl]; Adam Rogers [el g]; Ted Reichman [accordion]; Kevin Norton [d, perc]; Oren Bloedow (см.) [el b]; Ben Neill [electronics].

Klezmer, NY is the place where my music comes from. Kind of a parallel universe in my imagination. A cross between memories of my grandparents' Brooklyn / Lower East Side Yiddish world and the immediacy of making klezmer music in New York City now. This music is about now I found klezmer, and all the stops along the way.        —  David Krakauer

According to John Chilton (Sidney Bechet: The Wizard of Jazz), Bechet had included A Yiddishe Momme as part of his reper​toire in France during the 1950s. A light bulb went off in my head: What if Sidney Bechet and Naftule Brandwein had met?! For over fifteen years (part of the 20s into the late 40s) these two unique individualists of the clarinet shared New York City as home base. I imagined an encounter between them—with the anecdotes, hard drink​ing, surreal clarinet shop talk, and musical inspiration. One came from New Orleans, the other from Poland. This is my story of two New Yorkers.  —  David Krakauer, NYC, 1998

What are they playing? A terkisher or a ragtime? A bulgar or the blues? A freilach or a jump tune? We will never be completely sure if Naftule Brandwein and Sidney Bechet know that they have met each other, but we can hear their songs, dances, whoops and tears weaving together...

(An except from Commedia Klezmeriana by Wolf Kampmann—based on David Krakauer's idea of an imagined meeting between Sidney Bechet and Naftufe Brandwein.)

1 alt(dot)klezmer 3:48

A klezmer tribute to sidney bechet (tracks 2-10)

2 THE MEETING 3:21 

3 BECHET IN THE ROUMANIAN WINE CELLAR 6:27 

4 OKEY DOKE (Sidney Bechet, arr. Krakauer) 1:40

5 KLEZMER A LA BECHET 4:37 

6 THE HAUNTED FRENCH OPERA HOUSE 3:23 

7 CONGO SQUARE DOINA 3:08

8 OKAY A.K.! (for "Pop" - Abraham Krakauer 1892-1984) 3:24 

9 TZIBELES BULGAR (Dave Tarras) 1:27 

10 B-FLAT MAJOR BULGAR (trad, arr. Krakauer) 1:33

11 THE STREETS OF KLEZMER, NY / der gasn nign (trad.) 5:17
All compositions by David Krakauer, except where noted The Bechet tribute was first performed at the Saalfelden Festival on August 29, 1997.

->manonegra

	David KRAKAUER
	A New Hot One
	2000
	55:49
	label: Label Bleu (France) (Harmonia Mundi)  contact@label-bleu.fr 

David Krakauer [cl]; Mark Stewart [el g]; Ted Reichman [accordeon]; Pablo Aslan [b]; Nicky Parrott [b]; Kevin Norton [d].

Rec. feb. 2000 at Studio Avatar (USA).

For me it't a great thrill and priviledge to have the opportunity to help keep the music of my ancestors alive, that being Klezmer, the traditional celebration music of Eastern European Jewish Culture. Part of this process of continuing of living tradition is writing new songs. From my vantage point, the trik is to stay within the Klezmer style while at the same time to always move forward.

In writing new Klezmer music I approach the work from different angles.

One side of it is a re-working of older forms. "A New Hot One" is a twisted variation on the traditional song "Der Heyser Bulgar" (A Hot Bulgar). "Lower case e" is part romantic ballad and part re-take on the old Romanian hora (limping 3/8). "Nine, nine, ninety-nine" deals with the chaside and bulgar dance forms and is dedicated to the day when two great friends of mine fall in love. "Klezmer a la Bechet" is a kind of terkisher (datted rhythm dance form) and is part of a larger suite of music called "A Klezmer tribute to Sidney Bechet".

The other side of the cain (and the most crucial part for me) is telling stories with my songs. In most cases, I'm trying to express something primal about my jewishness and the sensation of attempting to find the lost links in the chain of my past. "Love song for Lemberg/Lvov" searches in the same way and is an ode to the city of my grandfather's birth. With this tune and in every case (whether writing on playing) I'm trying to connect in a direct way with the lives and experiences of my relatives from "the old country".

--- David Krakauer

	David KRAKAUER
	DAVID KRAKAUER’s KLEZMER MADNESS!:

“The Twelve Tribes”
	2002
	53:25
	label: Label Bleu (France) web site: www.label-bleu.com
Krakauer [cl, bass cl]; Kevin O’Neil [el g]; Roger Kleier [el g]; Will Holshouser [accordion]; Nicki Parrott [ac/el b]; Kevin Norton [perc]; Socalled [sampler].

Самый очаровательный, виртуозный и захватывающий CD Кракауэра. Гениально. Рекомендуем!

Transatlantic. Obviously. Because the music David Krakauer decided to explore took the boat the century ago, leaving eastern Europe – for him the Ukraine and Poland – to dock in New York. But also because, basically it is a travel, transport(s) and trance music… Travel, because originally it was played by itinerant musicians, who used to run to celebrate family and religious fetes; transport, because its history, particularly its recent history the one of the past ten years in New York City, is a history of brilliant borrowings, weird marriages, audacious collages,, with dozens of other music, especially jazz; transports because the expressionism of the jazz beginning, its power, its coarseness, its paradoxically most “rock’n’roll” side, its relation to dance, constitute a parlament feature in David Krakauer’s music: the name of the band “Klezmer Madness!” explicity claims madness in dealing with its roots; trance, because it’s him and no one else. Because even if this brilliant Brahm’s performer can perfectly use all wooden nuances of the clarinet, when dealing with klezmer music, he then plays with the intensity of a Bechet or a Hawkins. And also with the spirituality of a synagogue cantor: posessed.

This fourth personal album is the one of which he tries as far as possible to regenerate the tradition; a tradition especially expressed through the curve of the melodic line: the song. David Krakauer, from the start to the end, is exploding this line through an exceptional work on the collective sound material: a texture with a highly pictorial density disturbing the seduction of a drawn line. In this sense, this fourth opus is a much the work of a leader/arranger as the one of a clarinetist with an amazing energy. The renewal of the band staff (guitars and accordeon) is less important than the music concept. David Krakauer is perfectly aware of it: “From now on, I operate of a pool of musicians. I expect from them that they really play. Their feedback is for me an inspiration. The concept is before all a collective result”.

A sharing out of original and traditional compositions interwining secular and sacred music, between intimist feelings and extroverted fetes.

	Steven BERNSTEIN
	Diaspora Soul
	1999
	66:54
	Steven Bernstein – см. тж. в секции 'Jazz' его проекты: SPANISH FLY; KAMIKAZE GROUND CREW; SEX MOB;

label: Tzadik

steven bernstein: trumpet

paul shapiro: tenor saxophone (tracks 1-7, 9-12) 

michael blake: tenor saxophone (tracks 2, 4, 6, 8, 10-11) 

peter apfelbaum: tenor saxophone (tracks 2, 4, 6, 10-11) 

briggan krauss (см.): baritone saxophone (tracks 2, 6, 10) 

brian mitchell: wurlitzer electric piano, organ (tracks 1-9, 12) 

tony scherr: bass (tracks 1-10, 12) 

e.j. rodriguez: congas, bongo, maracas, clave 

robert j. rodriguez:  postizo drums, percussion

"This peculiar form of mathematics and harmonics that was strange to all the world."
—-Jelly Roll Morion on the art of arranging music for ensembles and leading them.

Steven Bernstein has worked as musical director for the likes of Hal Wilner, John Lurie and his own madcap bar band SEX MOB [см.]  and this newest project is truly a relevation.

Jewish cantorial melodies wailing over Afro-Cuban percussion. A funky New Orleans rhythm section setting up Klezmer classics. Dave Bartholomew meets Moyshe Oysher?

One of the most exhilarating releases of this or any other year, Diaspora Soul is destined to top the dance charts in Miami.

When John Zorn asked me to make a record for the Radical Jewish Culture series, I was left with an enigmatic question. How does a Jewish musician who has spent his life studying "other" musical cultures make a "Jewish" record? How does one make a "Jewish" record, when, by nature, all of one's music is already "Jewish"? I struggled with this paradox for three years, until I had my Gulf Coast epiphany. I had been doing a lot of reading and lis​tening for the past few months to the music of New Orleans, and had been developing a the​ory about the evolution of New Orleans marching band music not into what we call jazz, but into rhythm and blues. Not just the rhythms, but the phrasing and air flow of the R&B play​ers are a continuation of the marching style, and the sidemen on the classic New Orleans R&B recordings were the second generation of the marching musician clans. This led me to thinking not just about a New Orleans sound, but rather the Gulf Coast sound, encompassing Texas and Cuba—and the last part of the Gulf Coast was Miami. And who retired to Miami? The most popular Cuban export of the '50s was the cha-cha. In New Orleans there is a rhythm called the half a cha. And who loves a cha-cha more than the Jews? And the final piece of the grail—the hora bass pattern—one, two-and, and-four-and, is the first half of clave, the heart of Afro-Cuban music.

The passion was now in full flow. Every night for the next week I would retire to my labora​tory, listen to albums, and take notes. In preparing for this project, I had collected a strange brew of albums over the last three years. Jewish songs arranged for strings, European cantonal recordings from the '20s, and melodramatic American cantorial records from the early '60s. Once the album was formed in my head, the arrangements poured out in two nights.

I had a specific "sound" in mind for the album. I wanted to capture the feel or the classic Cosimo Matassa sessions, so I brought in each arrangement, ran it once, and recorded it "live", warts and all. The recording was to take place in two sessions—the first, at Tony Scherr's apart​ment, was a small band date. Ironically, this echoes the sound of the early Willie Bobo records, one of the early fusions of Afro-Cuban music and jazz, soul and jazz, unique because its arranger and cornetist was Melvin Lastie, a member of one of New Orlean's great musical families (and a member of King Curtis' Kingpins, who spread the "Texas sound" out into the world.)

The second session, recorded at Avatar studios, was a large band in the style of the great New Orleans arranger and trumpeter Dave Bartholomew—three tenors, baritone, piano, bass, two percussion, and myself as the lead vocalist. This is the same basic orchestration as the classic Little Richard sessions.

manishtana is a classic Passover song, done as a slow New Orleans cha-cha. The phrase at the end of the melody is a nod to Melvin Lastie.

chusen kalah mazel tov is an Ashkenazi wedding standard, here arranged in the "Popeye" style. The tenor solo is by Peter Apfelbaum. We've been making music togeth​er since we were twelve years old. On this and on Mazinka I used the board mix that Scott Harding was listening to as we recorded. Its rawness captures both the flavor of the arrangement and the performance.

l'chaim I transcribed off of a Paul Weston string album called Soul of a People. The melody has a classic "Jewish" feel to it, and Brian Mitchell brings to mind the psychedelic record​ings of Eddie Palmieri.

mazinka is the chair dance played at Ashkenazi weddings. The breaks are inspired by Big Chief as recorded by the Wild Tchoupitoulas.

shalom bimromov is a bongo feature of the great E.J. Rodriguez. Paul Shapiro and I have played this melody many times in many catering halls, over the last eighteen years of mak​ing music together, but this was our first chance to phrase it in this intimate a setting.

let my people go is a tribute to Peter Apfelbaum, the coda section written in the style of his early Heiroglyphics Ensemble arrangements. Hearing this brings back memories of the seventeen piece band rehearsing in my parents' living room twenty years ago.

roumani, roumania is also from the Paul Weston album, and was a standard from my grandparents' generation. After the intro, Robbie Rodriguez sets up a wicked groove, and the song moves from a "European" mode to an "Oriental" mode in the B section, Another wild and mysterious first take.

cha features Michael Blake, my tenor partner for the last nine years in the Lounge Lizards. The session was running late, and Paul had to leave, so I called Michael, who lives around the corner from Tony. This is the only original on the disc. I consider this a tribute to bur executive producer, as the melody is harmonized in the style of Masada.
rock of ages is a song we sing during Chanukah, with both English and Hebrew words. Listening back to the take I realized the arrangement is really a tribute to the great genius Donny Hathaway.

The next two pieces are cantorial transcriptions. ANI MAMIN  is from the Moishe Oysher Chanukah Party album, based on an arrangement by Abraham Ellstein. E.J. and Robbie add a bata rhythm to this, which brings out the mystical nature of the piece.

habet mishomayim is the first half of a transcription of cantor Josef Rosenblatt, original​ly recorded in 1921. It is a stanza from a penitential prayer recited after the fundamental prayer of the morning service on Mondays and Thursdays. It is interesting that this piece, though Ashekenazi, has such a strong Sephardic/flamenco flavor.

I thank all the musicians for their focus and inspiration. Thanks to Tony Scherr for his extra human abilities and understanding, Scott Harding for his mad skills, Rea Mochiach for his fear​less dub, Zoe Thrall for her generosity, my wife and children for their cadence, John Lurie and Hal Wilner for giving me the opportunities to arrange and John Zorn for making this possible. To Cantor Moshe Koussevitzky and the musicians of the Gulf Coast whose spirits breathed the life into this music. And most of all to my family for raising me with this musical tradition.

	Steven BERNSTEIN
	Diaspora Blues
	2002
	63:17
	label: Tzadik

Steven Bernstein [tp, slide tp]; with the Sam Rivers Trio: Sam Rivers [t/s s, fl]; Doug Matthews [ac b, bass cl]; Anthony Cole [d, t s].

The Jew demanded that the chazzan, through his music, make him forget his actual life, and that he elevate him on the wings of his tunes into a fantastical paradisiacal world.

The man basis of Semitic and Jewish music is the minor scale which, at a very late date, came to be considered of a melancholy character by the Anglo-Saxon only.

--- Abraham Idelsohn

	The  KABALAS
	Martinis and Bagels
	1996
	58:29
	klezmer
label: Dionysus (CA, USA) Made in the good ol' U.S. of A.

Scott Morschhauser • Vocals, Accordion, Bongos, Guitar, Auxiliary Percussion 

"Nervous" Neal Smith • Soprano Saxophone, Tenor Saxophone, Auxiliary Percussion, Backing Vocals

Barry "the Wolfman" Wolf •Accordion, Auxiliary Percussion, Backing vocals 

"Mr." Joel Dick • Trap Set, Frame Drum, Auxiliary Percussion, Backing Vocals

	NAFTULE’S DREAM
	Search for the Golden Dreydl
	1997
	52:29
	label: Tzadik

Glenn Dickson [Bb & C clarinets]; David Harris [trb]; Michael McLaughlin [p]; Pete Fitzpatrick [el g];  James Grey [tuba];  Eric Rosenthal [d]; + Betty Silberman [v (#6)].

Weaving fiery impro​visation into complex arrangements in a style reminiscent of Mingus at his best, Boston-based Naftule's Dream has created an instrumental music of passion and intensity. From adventurous originals to surprising re-interpretations of traditional Jewish classics, this provocative Jazz/Klezmer hybrid is so good you could Plotz. 

“Meanwhile the children spin their four-sided Hanukah tops (dreydls). These are decorated with letters, one on each side of the rectangular top, the initial letters of the sentence, 'a great miracle happened there.' The miracle was related to the triumph of the Maccabbees, the event commemorated by Hanukah. The lack of color and the intellectual context of the unpainted lead tops make them model toys for the almost toyless shtetl. These are toys with takhlis (goal, purpose, sense.)”

 - from Life is with People by Mark Zborowski and Elizabeth Herzog.

1. Black Prelude

2. Oy Tate

3. The Unseen
4. Farshtunkene Hobo
5. Search For The Golden Dreydl
6. So Nu
7. The Spinoza Of Market Street
8. The Crooked Walk
9. Nakhes Fun Kinder

	NAFTULE’S DREAM
	Smash, Clap!
	1998
	61:58
	label: Tzadik

Glenn Dickson [cl]; David Harris [trb]; Michael McLaughlin [p, accordion]; Pete Fitzpatrick [el g];  John Manning [tuba];  Eric Rosenthal [d]. Mix translation by Bill Laswell and Robert Musso.

Naftule’s Dream continues to be one of the most exciting bands exploring New Jewish Music. Consistently innovative yet always heartfelt, their music combines jazz and Klezmer in tight, complex arrangements and this second collec​tion, creatively mixed by Bill Laswell, throws rock and free improvi​sation into the mix.

Smash,Clap! is another important step for this versatile, virtuosic ensemble.

“The final act under the chupa is the breaking of the goblet from which bride and groom have sipped, following the rabbi's benediction ... The shattering of the glass breaks the prevailing stillness and solemnity. During the ceremony there has been dead silence except for the sound of weeping. But when the glass is broken 'the whole crowd explodes.' Everybody shouts 'mazeltov!' congratulations; there are kisses, embraces, peals of mirth, floods of tears; 'everyone is loud and happy.' “

—from "Life is with People" by Mark Zborowski and Elizabeth Herzog

	Anthony COLEMAN
	SEPHARDIC TINGE
	1995
	48:56
	label: Tzadik

Другие диски Coleman’а см. в секции ‘Alternative’.

Anthony Coleman [p]; Greg Cohen [b]; Joey Baron (см.) [d].

Cohen & Baron см. тж. в проекте MASADA (John ZORN).

A Radical Jewish classic. The exciting first volume of Anthony’s most engaging musical project to date, featuring the telepathic rhythm section from John Zorn’s popular quartet MASADA.

From traditional Sephardic melodies to Latin-influenced originals by way of Monk and Morton, Coleman takes a radical approach to the classic jazz piano trio.

1 QUANDO EL REY NIMROD trad. Sephardic 4:02 

2 BYE-YA Thelonious Monk 5:11 

3 LADINO PASSACAGLIA Coleman 5:06 

4 BELZ Coleman 4:54

5 BERT WILLIAMS Jelly Roll Morton 4:04 

6 SARAJEVO Coleman 4:17 

7 DOINA Coleman 8:06

8 ASK ANTHONY 2  Coleman / Cohen / Baron 6:14 

9 UNA MATICA DE RUDA trad. Sephardic 6:32

“I personally didn't believe that the Spanish tunes were really perfected in the tempos—the fact that the tempos wasn't always correct. And I heard a lot of Spanish tunes and I tried to play them in correct tempo myself. And I didn't possibly play them very correct in tempos. But I wasn't altogether satisfied with some of the melodies. I decided to write some of them myself. I will now try to play one of them for your approval...” — Jelly Roll Morton from the Library of Congress recordings

On the way home, a boy once scornfully shouted at us: "Yids!" I didn't know what that meant. "You don't know?" said Kornfeld; he heard it all the time, perhaps because of his conspicuous way of walking. I had never been yelled at as a Jew either in Bulgaria or in England. I told Mother about it, and she waved it off in her arrogant way: "That was meant for Kornfeld. Not for you." It wasn't that she wanted to comfort me. She simply didn't accept me insult. For her, we were something better, namely Sephardim. — Elias Canetti from The Tongue Set Free

I grew up near the cultural dividing line of Smith Street, Brooklyn. Later, I lived in the Dominican neighborhood upper Broadway. Salsa and Merengue were a constant, filtering in and around the spaces between consciousness and unconsciousness. If I have an “Ethnic Music”, this is it—in the sense that this music was always around, accompanying (even if inadvertently) all rituals and at the same time exempt from my personal process of aestheticization, a process which demands knowledge and analysis of names, dates, techniques and great figures. In other words, I really knew nothing about this music. Still, I loved the brassy sounds of ‘70s Salsa, the last popular echo of the Big Band era. Later, Merengue, with its maniacal tempos, formed the basis for Ives—like collage pieces when, from my window, I heard one piece blasting out of a screaming car radio, another from an apartment, a third sneaking through the opening and closing doors of a nightclub...

I first presented a program of this musik at one of the festivals of Radical Jewish Culture. I wanted to stay away from Klezmer as a basis for a music reflecting Jewish identity. Poor Klezmer! A music which most of us never heard until the mid to late ‘70s has to stand for a completely hybrid and fragmented culture—New York Jewish Culture. I started thinking about the music which had accompanied most of my life in some way or another. I thought about the fact that the Mambo and Cha Cha had both been dance crazes in the Borscht Belt during the ‘40s and ‘50s. I thought about Sephardic (Spanish) Jews and how strange and mysterious I had always found the idea of their language, Ladino. I added to this the uses that Jazz composers have made of what Jelly Roll Morton called the "Spanish Tinge," Habanerea and Mambo patterns, montunos... thus the Morton and Monk pieces. As I spent more time researching this project, this led to a new appreciation of master musicians such as Eddie Palmieri (см.) and Francisco Ulloa. All this has been framed within the structure of classic Jazz Piano Trio format -- one within which I had never previously operated. So I’d like to give my greatest thanks to Greg and Joey for making the recording of this disc so pleasurable. Both are masters of working within the structure of context while at the same time exploding, exploding ... Also thanks to Hugo who went beyond the beyond in order to complete and fulfill the vision of this project. Finafy, thanks to John, who, beside everything else is one of the great connoisseurs of the Jazz Piano trio genre and who brought all the erudition (and more!) to bear in his encouragement and suggestions. Special thanks to Kenny Wolleson, EJ Rodriguez and Chris Wood. — Anthony Coleman

	Anthony COLEMAN
	SEPHARDIC TINGE:

“Morenica”
	1998
	48:27
	label: Tzadik

Anthony Coleman [p, v]; Ben Street [b]; Michael Sarin [d].

Capable of confound​ing you, delighting you, making you howl with laughter or scream with pain, Anthony Coleman’s Sephardic Tinge project features his unique approach to the classic piano trio. This second collection of original compositions and quirky cover tunes adds a newly-devel​oped virtuosic edge to Anthony’s sick and twisted technique. Morenica is his ultimate statement on piano jazz, Sephardic tradition, Latin rhythms and disfunctional harmony.

1 LA CANTIGA DEL FUEGO trad. Sephardik 3:55 

2 SHE'S DOING IT AGAIN Coleman 2:43 

3 HE WOULD TURN IN HIS GRAVE Coleman 5:14 

4 YAELICA Coleman 7:41 

5 ADDIO QUERIDA trad. Sephardik 6:03 

6 GHETTO (Ich Bin Ein Marrano) Coleman 2:30 

7 TERPSICHORE Herbie Nichols 5:29 

8 SELO MOJE Coleman 3:41 

9 BERECHIT Michael Attias 4:21 

10 MORENICA trad. Sephardik 6:47

MORENICA

Little dark one they call me,

but I was born fair.

It was the summer sun

that gave me this tan

Little dark one how charming you are.

Dark am I, dark are you,

and you've got dark eyes.

Little dark one the sailors call me.

If they call me once more,

I'll go along with them.

Little dark one how charming you are.

Dark am I, dark are you,

and you've got dark eyes.


—Traditional Sephardic song
Энтони Коулмэна у нас знают — в 1996 году он выступал в Ека​теринбурге на фестивале «Немое кино/живая музыка», а в декабре прошлого года — на фестивале ориентального авангарда в цент​ре «Дом» в Москве. Это, как и «Эволюция II» Льюиса, вторая часть трилогии «Sephardic Tinge» -- «Привкус сефардского». Сефарды — средиземноморские евреи, их напевы сочетают ориен​тальную томность и одновремен​но балканскую ритмичность и плавность неаполитанского ро​манса. Это — блестящий джаз, не менее содержательный, чем им​провизации Телониуса Монка и Билла Эванса, и не менее виртуозный, чем стандарты Кита Джеррета. Если саундтреки Горана Бреговича и Эмира Кустурицы кажутся вам туповатой попсой, попробуйте немного «сефардско​го» -- вкус безупречный. – Салон AV

	Anthony COLEMAN
	SEPHARDIC TINGE:

"Our Beautiful Garden Is Open"
	2002
	49:05
	label: Tzadik

Anthony Coleman [p]; Ben Street [b]; Michael Sarin [d].

The third CD in the legacy of mad genius Anthony Coleman's most popular working band takes us, as always, to a magnetic world of loving dysfunction. Together for over four years, the piano trio Sephardic Tinge has developed a unique style rivaling the telepathic interplay of Bill Evans, the compositional integrity of Herbie Nichols and the popular cheese of Irving Fields.

Charming Jewish music informed by jazz, borscht belt humor, Latin rhythms, Ahasuerus and selfhatred from one of the most twisted minds in the downtown scene.

	Roy NATHANSON
	Lobster & Friend
	1993
	47:53
	label: Knitting Factory Works (NY)

Roy Nathanson [s&a&t s, v]; Anthony Coleman (см.) [sampler, p, organ, toy piano, pump organ, perc, v].

Roy Nathanson, former Lounge Lizards and current leader of the downtown jazz ensemble The Jazz Passengers.

Born in Pan Sylvania at the turn on the century, Coleman and Nathanson were particular​ly influenced by Gluck.

Young Anthony was a master of the Chamberlaine. He could be seen practicing hours a day while his trusted cousin Roy would bang his head in the rhythm against the Gingko tree. They were inseparable. Often, they would wear matching jackets. Narhanson, deeply influ​enced by the writings of Philip the Nun, would go without sleep for a day, a week, even years at a time while Anthony would join his ecstatic excursions by pulling out his own hair strand by strand.

Like two mystics tapping on the Ouija board of jazz history, these two musical freaks sum up the meaning of “lobsters and friends”. The second release from this dynamic duo.

Their strange but gripping music was often described by local critics as types of food. Variously from Boscotachen to Shpargles to the infamous Sylvanian Frozen Peas.

Rarely have two individuals seemed as firmly rooted and plantlike as these ageless entities.

Their music sought a healthy balance between left and right, up and down, sideways, in and out, big and small, back and forth, hot and cold, top and bottom, rich and poor, north and south, free and stuck, also.

After all they’ve given, this didactic duo has left historians with but one unanswerable enigma ... Which Lobster? What Friend?

	Roy NATHANSON
	I Could’ve Been A Drum
	1997
	40:30
	label: Tzadik

http://www.tzadik.com/CDSec...JewishCulture/nathcole.html 

Roy Nathanson [s&a&t saxes, recorder]; Anthony Coleman (см.) [p, organ, sampler]; + Marc Ribot (см.) [g]; Brad Jones [b].

1. Ija Mia

2. L'Amore

3. Mr. Pig Gets A Balloon

4. Rumle

5. Devotional Song

6. #1

7. (If I Were A) Drum

8. Soprano Ballad

9. Ija Mia 2

10. Ben

11. Blues

Beautiful Sephardic ballads and loud disgusting songs.

The third album by two masters of the maladjusted, following two releases on Knitting Factory Works. Saxophonist Roy Nathanson is best known as leader of the Jazz Passengers. Pianist Anthony Coleman is well known for his work with John Zorn and Marc Ribot, and has recorded two Tzadik albums as a leader (Selfhaters).

Special guest Marc Ribot and Brad Jones add a special pallor to Lobster & Friend’s long-awaited grey album. 

“I Could've Been A Drum” is a delightful album of traditional Sephardic tunes, beautiful ballads and crazy original numbers showing off the remarkable chemistry between two highly-engaging jazz personalities.

“There are odd times—you could walk down Sixth Street, all dressed up for a holiday, and it'll be transformed.” – Roy Nathanson

“Ideologically there are fewer hurdles, but... out of tension... or do we just think that? The pearl, the oyster ...who can say? Ideologically, there are fewer hurdles then before—and?” – Anthony Coleman

	NEW  KLEZMER TRIO
	Melt Zonk Rewire
	1995
	53:15
	Ben GOLDBERG - см.: Ben  GOLDBERG / John SCHOTT / Michael  SARIN

label: Tzadik

Ben Goldberg [cl, bass cl; Fender reverb cl]; Dan Seamans [b]; Kenny Wollesen [d].

Leader Ben Goldberg, has performed and recorded with artists ranging from Cecil Taylor, to Alvin Curran to the Charlie Hunter Trio to Eugene Chadbourne (см.). Drummer Kenny Wollesen has played with Tom Waits, John Zorn's Masada (см.) and Dim Sum Clip Job (см.) among others. Bassist Dan Seamans lives in Vermont.
Melt Zonk Rewire, the second album by the California-based New Klezmer Trio, presents avant garde reinterpretations of traditional tunes and new compositions expanding the klezmer tradition.

Leader Ben Goldberg studied with jazz luminaries Steve Lacy and Joe Lovano, and has performed and recorded with George Lewis, Cecil Taylor, Bobby Bradford, John Zorn's Masada, Andrew Hill, Mark Dresser, Roswell Rudd, the ROVA Sax Quartet, John Tchicai, Phil Haynes, Alvin Curran, Eugene Chadbourne, and was the featured soloist with Wayne Horvitz and Robin Holcomb's New York Jazz Composers Orchestra at the 1994 San Francisco Jazz Festival. His clarinet can be heard on the upcoming recording by the Charlie Hunter Trio on Blue Note.

Gas Nine 

Sarcophagous 

The Haunt 

Thermoglyphics 

The Chant 

We Got There 

Feedback Doina 

Freilakh Nakht 

Hypothetical

The Shot

Distiller 

Phrases 

Fourth Floor

Starting Place

Лейбл Tzadik, основанный знаменитым авангарди​стом Джоном Зорном, вот уже много лет представля​ет слушателям современную еврейскую музыкальную культуру. И даже имеет свой подзаголовок-девиз «Радикальная Еврейская культура». Записи New Klezmer Trio являются одними из самых популярных в каталоге Tzadik. Лидер трио Бен Гольдберг так отзывается о концепции своего творчества «Когда мы начинали New Klezmer Trio в 1988, наша цель была оставаться в музыкальной традиции Клежмера так, как мы её понимали и в то же время использо​вать возможности и новации того, что называют «импровизационной музыкой» или «фри-джазом».

Возможно, именно удачное соединение традиции с новациями и обеспечило трио популярность.

Безусловно, это одна из самых интересных джазовых групп еврейской традиции. А их музыка способна зацепить не только джазовых фанов...   --- Play

	NEW  KLEZMER TRIO
	Masks & Faces
	1996
	53:49
	label: Tzadik (TZ 7112)

Ben Goldberg: clarinet, bass clarinet

Dan Seamans: bass

Kenny Wollesen: drums

1. Cardboard Factory

2. Hot and Cold

3. Rebbe's Meal

4. Up

5. Washing Machine Song

6. Galician

7. Mask and Faces

8. Haphazard

9. Bitonal Song

10. The Gate

	NEW  KLEZMER TRIO
	Shot for Something
	2000
	65:48
	label: Tzadik (TZ 7141)

Ben Goldberg: clarinet

Dan Seamans: bass

Kenny Wollesen: drums

1. The Because of

2. Short for Something

3. Fast

4. Sequential

5. Obsessive

6. All Chords Stand for Other Chords

7. Fomus Homus

8. Seven Phrases

9. Complicated

10. lbd

11. Halves

12. Fly in the Ointment

13. Freylekhs fun der Khupe

	Ben  GOLDBERG,  John SCHOTT,  Michael  SARIN
	What Comes Before
	1998
	44:13
	Ben GOLDBERG - см. тж. NEW KLEZMER TRIO
label: Tzadik

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

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

Produced by Ben Goldberg & John Zorn.

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

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

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

 “A man who walks along a road or in the wilderness and does not know when sabbath falls – should he count six days and then observe the Aabbath, or observe the Sabbath and then count six days?”  

--  Babylonian Talmud
1. Time Outsides Of Time

2. Evening Song

3. Night Prayer Song

4. Morning Song

5. Thirteen Qualities

6. What Comes Before

	NEW  ORLEANS  KLEZMER ALLSTARS
	The Big Kibosh
	1997
	64:10
	Shanachie Rec

Ben Ellman [s&t sax, tambourine]; Robert Wagner [cl, bass cl, perc]; Rick Perles [vln]; Glenn Hartman [accordion, organ, p, prepared p, toy p]; Jonathan Freilich [ac&el g, sleigh bells]; Arthur Kastler [ac&el b, slide whistle, bicycle horn]; Stanton Moore and Kevin O’Day [d]; Cantor Steven Dubov [voc on #4].

  «They kicked out the jams with their ‘funky Jewish music’, and spurred the entire audience into a dancing frenzy.»  -- Los Angeles Reader.

«Easily the funniest and the wildest of the klezmer new wave... this exciting Crescent City sextet reivigorates the genre with jumping second-line beats, brass, and funk.» – Village Voice.

	HASIDIC NEW WAVE
	Jews and the Abstract Truth
	1997
	61:07
	label: Knitting Factory Works (NY, USA)

http://www.knittingfactory...FR/Catalog/CDs/Hasidic.html 

Frank London (см. тж. с: Klezmatics, Klezmer Conservatory Band) [tp, organ (#5)]; David Fiuczynski (см.)[g]; Greg Wall [s]; Kenny Davis [b]; Aaron Alexander [d]; + special guests: Anthony Coleman (см.) [organ]; Ben Goldberg (см.) [bass cl]; Gary Lucas (см.) [g]; a.o.

   «Sun Ra meets Jimi Hendrix at a Jewish Wedding. This wild interpretation (of Hasidic melodies) conjures up visions of frantic dancing... each cycle bringing the beat up, making it a rapid-paced frenzy ... soaring improvisational burn"»  -- ‘New Music Report’

Satmer Hakafos

Sim Shalom

Tzur Mishelo

Last Temptation of Lady L.

Eliyahu Hanovi

V'smachta

Welcoroe to the McDonalds in Dachau

Debka

Bobover Wedding March

Finale: "Juba"

The Hasidic wedding scene is hot Ecstatic trance dancing, wild revelry, singing and shouting: a raucous meeting of sacred and secular. Hasidic New Wave is an intense mixture of Jewish music and culture, combining klezmer, horas, freilachs, rock, jazz, and ballads with improvisations and outside jamming. 

The music is an intense mixture, a polyglot of the music and culture from wherever Jews have lived. Many musics -- Klezmer, Persian and Middle-Eastern, rock, jazz, disco, improv, cantorial-- inform each other and combine in a whirling kaleidoscope. The members of the Hasidic New Wave, when not otherwise busy, often play for Hasidic weddings with the top bandleaders. Their music is an abstraction of wedding music -- horas, freylachs/marches and nigunim -- and other traditional Jewish songs, along with their own compositions and group improvisations.

• Frank London is one of the most important musicians playing Jewish music today. He recently got tons of exposure when his primary band, the Klezmatics, recorded and played several shows with Itzhak Perlman. Frank had his picture in Rolling Stone last month when the magazine covered a recording session he did with the Ben Folds Five. He has played on records by Jon Spencer, John Zorn, They Might be Giants (см.), David Byrne, LL Cool J, and countless others.

• Greg Wall is one of the most exciting saxophonists on the scene today. He has appeared at the Knitting Factory with the Cybernetic Sax Quartet, Piamenta, Wall/London Band, Avantango and recorded and performed with Bill Frissel, Kenny Barron, and the Hi-Tops. Greg is artistic director of Hudson Artists Stage, Jazz Artist in Residence for the New Jersey State Council on the Arts and a member of the Jazz faculty of Rutgers-Newark.

• David Fiuczynski is a guitar monster. He leads the Screaming Headless Torsos and plays regularly with Bernie Worell, Me'shell, and Medeski, Martin & Wood (см.). His guitar on this record -- extended techniques bringing out sounds of ancient Jewish instruments -- will astound.

• Kenny Davis plays bass with Herbie Hancock, Don Byron, and anyone else he can fit in. He is currently regarded as the most sought after bassist in NY.

• Seattle native Aaron Alexander is the drummer of BABKAS, the Klezmatics, and seems to play at the Knitting Factory just about every night.

	HASIDIC NEW WAVE
	Psycho-Semitic
	1998
	56:23
	Альбом рекомендован критиками как “The Best of ‘Jazz Quad’ 1998” (раздел «авангард / фри-джаз).

"The wildest, most entertaining neo-klezmer ever, with lots of nods to Rabbi Hendrix" – Pulse Magazine

label: Knitting Factory Works (NY, USA)

Greg Wall [s]; Frank London (см.) [tp]; David Fiuczynski (см. ‘Jazz’)[g]; Fima Ephron (см.) [b]; Aaron Alexander [d]. 

     Every Jewish blessing starts off with the same three words, "Borukh ato adoshem, Blessed art Thou, o Lord." The sages tell us that the word borukh is an acronym; ​the consonants that make it up—B-R-U-KH—stand for the Hebrew phrase, "Besimkho Rabo Ve-omru KHulom,They all say with great Joy." And what do they say? "Ato Adoshem,You are the Lord." Some sages even add that anything a Jew says with great joy turns into Ato Adoshem, because the final cause of any real joy is the attachment, the degree of union with the ultimate source of anything real— the hasidim call it dveykus,a cleaving to all that's really there. The problem is: how does a Jew get happy? Smoking, drinking? If a Jew has to stay a Jew, if a person is stuck with being human, a few hours of diversion can't be said to constitute joy. Something has to touch what's called the pintele yid, that little Jew-dot, the essence of the Jew's soul (and don't forget that in Yiddish, the word yid, Jew, can also be used to mean human being). The Rebbe of Hipst is supposed to have said, "Mashke iz YESH un blaybt af a vayle, whiskey is booze, and it lasts for a while, Negine iz YESH un farblaybt yom ve-layle, But music is a reality that lasts day and night." In other words, the right notes at the right time can change a person's being: There's a way, say the kabbalists, to extract fire from water—and any fourth grader can tell you that people are two-thirds water. If the Rebbe was right, then the sound is the key. A few drinks might change the water's colour, but the right sounds can turn waves to flame. It's like the difference between a birthday sparkler and the Burning Bush, which burns and burns but is never consumed. And that's the point—to take the voices of many waters and make them all into a fire that doesn't stop burning. Make them into fire to fuel the chief of all com​mandments: Ve-Samakhto, Get Happy—as the commentators have it, not merely stoned but beautiful.

-- Michael Wex

Hasidic New Wave is the beautifully twisted smashing together of charismatic musicians. Frank London and Greg Wall return with the follow up to the critically acclaimed self-titled 1997 debut "Jews & the Abstract Truth". Their new effort features a smorgasboard of wild guests who will leave you feelin' kinda funny -- in a good way, mind you. Many musics – Klezmer, Persian, Middle Eastern, rock, jazz, disco, improv, cantorial -- inform each other and combine in a whirling kaleidoscope. Features Frank London (Klezmatics [см.], Jon Spencer, John Zorn [см.], They Might Be Giants, LL Cool J, Mel Torme and others) on trumpet; Greg Wall (sax); David Fiuczynski [см.](Screaming Headless Torsos, Me’ shell N'degeocello, Bernie Worrell Medeski, Martin and Wood) on guitar; Aaron Alexander (Babkas, Klezmatics) on drums. This is Hasidic New Wave, an intense mixture of Jewish music and culture, combining klezmer, horas, and freilachs with a celebration of love, life and music.

Seven Blessings from the High Priest: Achas

AKS

Seven Blessings: Achas ve-achas

Hebe Bop

Seven Blessings: Achas u-shtayim

Transcendence/U'Mipney Khata'eynu

Al-osfour Al-majnoun (The Crazy Bird)

Seven Blessings: Achas ve-sholosh

Ve-samakhto Dub

Seven Blessings: Achas ve-arba

Habibi

Seven Blessings: Achas vo-sheysh

Blues in Exile

Seven Blessings: Achas ve-khamesh

Men Trinkt Mashke

	HASIDIC NEW WAVE
	HASIDIC NEW WAVE & YAKAR RHYTHMS:

"Belly of Abraham"
	2001
	55:56
	label: Knitting Factory

Frank London (см.) - trumpet, flugelhorn

Greg Wall - tenor & soprano sax

David Fiuczynski (см.) - guitar

Fima Ephon - bass

Aaron Alexander - drums

Jamie Saft (см.)  - organ (2) 

Yakar Rhythms: alioune faye, ousmann sall, abdoulaye diop-sabar, djembe, dun dun

1. waaw-waaw

2. yemin hashem

3. bread of affliction

4. the sacred line

5. frydginator

6. dakar dawn

7. bo-peep

8. spirit of jew-jew

	Matt  DARRIAU’ PARADOX Trio
	Matt  Darriau’ Paradox Trio
	1995
	55:39
	Matt  DARRIAU – см. тж. его проект BALLIN’ THE JACK (в ‘Jazz’)

label: Knitting Factory Works (NY)

Matt Darriau [woodwinds]; Brad Schoeppach [g]; Rufus Cappadocia [cellos]; Seido Salifoski [dumbeks].

"Jazz-inflected music that looked Eastward for creative fuel... and fine fuel it is" -- Josef Woodard, JAZZIZ.

“In every case the musical ventures taken on reflect an omnibus knowledge of what is now, at the very least, a global music culture of mammoth proportions. And no band better demonstrates this than Matt Darriau’s Paradox Trio.” --- Earshot Magazine

Matt Darriau recently was rewarded the distinguished honor of being named in Jazziz' top 100 most influencial jazz artists of this century. Darriau's effervescent performances and tight-knit aesthetic have brought the Paradox Trio into world-wide prominence. The Paradox Trio focus on interpretations of crossover repertoire in Balkan and Klezmer traditions; they take the listener to the place where Balkan and Klezmer intersect. This upcoming recording features perhaps the most noted Yiddish song interpreters today.

Paradox Trio brings together some of New York’s strongest musicians in this passionate, energetic and challenging music characterized by complex modes and rhythms.

	Matt  DARRIAU’ PARADOX Trio
	Flying at a Slant
	1997
	65:03
	label: Knitting Factory Works (NY)

Matt Darriau [a&s s, cl, kaval (Bulgarian end-blown flute), gaida (Bulgarian bagpipe), Spanish small folk clarinet]; Brad Shepik [el g, el saz, Portugese guitar]; Rufus Cappadocia [5-string cello]; Seido Salifoski [dumbeks, perc, tupan (large Balkan drum)].

With this CD, Paradox Trio continues their sound explorations based on the free-spirited meters & modes of Eastern European Gypsy, Jazz & Klezmer music. 

Matt Darriau is one of the most respected and hard-working musicians playing in the genre loosely known as ‘klezmer’, as bandleader/composer for Paradox Trio and a member of the ever-popular Klezmatics. With this CD, Paradox Trio continues their sound explorations based on the free-spirited meters & modes of Eastern European Gypsy, Balkan,  & Klezmer music with jazz to create swirling masterpieces of unprecedented beauty and melody.

«This hard working crew makes joyful music with an edge, and it happens – from rhythmic Klezmer to offbeat Balkan tunes – with apparent ease.»  -- The New Yorker
The band’s composing and playing bring a strong and unique version to the music. Its cascading melodies and fevered pitch carry listeners high and deliver them to that place where Balkan and Klezmer meet.

	Matt  DARRIAU’ PARADOX Trio
	Source
	1999
	61:02
	label: Knitting Factory Works

Matt Darriau: reeds

Rufus Cappadocia: cello

Seido Salifoski: dumbek

Brad Shepik: guitar

1. Turkic

2. Uskudar

3. Wounds

4. Hora/Honga

5. Alts Far Gelt

6. Ozi Vezimrat Ya

7. Ghost Dance

8. Oriental Suite

9. Bocet Doina

	NUNU!
	Klezmo-Copter
	1997 
	63:05
	label: TipToe (enja)

Willie Jakob [a s, v]; Mic Oechsner [violins, accordion, mandolin]; Leopold Gmelch [tuba, bass trombone]; Ulrich Graner [g]; Uwe Schwidewski [el&ac bass]; Marika Falk [dombak, darabuka, talking drum, caxixi, rik, daf, cajon].

Folk-Jazz. East and West. Like a time machine NuNu!’s world of sound creates new fairy-tales straight from the soul of traditional music, turning them into vivid sequences. Love and despair, humor and anarchy, mysticism and madness, yearning and sensuousness are the catalyst behind the rendezvous of the continents.

	KLEZMER CONSERVATORY  BAND
	Yiddishe Renaissance
	1981
	40:35
	label: Vanguard

THE KLEZMER CONSERVATORY BAND: H. NETSKY Director / DON BYRON clarinet / JUDY BRESSLER vocal / HANKUS NETSKY piano* and alto saxophone / MIRIAM RABSON violin / GRETA BUCK violin / MARVIN WEINBERGER violin /ABBY RABINOVITZ piccolo and flute / INGRID MONSON cornet / FRANK LONDON comet and mellophone / MERRYL GOLDBERG baritone saxophone / DAVID HARRIS trombones / BARRY SHAPIRO piano and accordion / JAMES "SIM" GUTTMANN bass / CHARLIE BERG drums

Open the door to your attic — look behind the old overstuffed chairs with the Chippendale legs, the Art Deco lamps, the souvenirs from the 1939 New York World's Fair (which is the perisphere, and which is the trilon, anyway?). Move the boxes stuffed with old corsets and wide lapelled pin stripe suits. Find the box that has the wind up gramophone with the big listening horn and remove it from the box. Underneath should be a stack of old 78 rpm records. Sort through the Toscanini and the NBC Symphony records, the Mischa Elman solos, and the Benny Goodman tunes In that stack there will be selections by such groups as the Yiddish American Orchestra, Kandel's Orchestra, and the Abe Schwartz Orchestra Probably, these records went unnoticed before.

Those unheard of groups were some of the best known bands of the immigrant Jewish music known as klezmer music. Klezmer music was the popular dance music for the Yiddish speaking populations in the large Jewish centers of Philadelphia, Boston, Chicago, and especially New York. Klezmer blended the folk and dance music of Eastern Europe with the syncopations and instrumentations of Amencan jazz However, by the late 1940s klezmer music was buried in the attics of the immigrants' sons and daughters who wished to appear more "Amencan" than their "greenhorn" parents.

Until now. In the late 70s the grandchildren of those immigrants started to take an interest in this strange music that simultaneously sounded both so Jewish and so swinging. Their interest has since sparked a grand rebirth of that immigrant music, with klezmer bands appearing throughout the US, made up of grandchildren of the original klezmorim, as well as other musicians who are simply drawn to the music.

In Boston, in 1980, Hankus Netsky, the descendant of several 1930's klezmorim, gathered 13 other musicians from the area, both Jewish and non Jewish, to create the exciting big band sound that you hear on this record: the KLEZMER CONSERVATORY BAND. With this record, the KCB presents its contribution to this new Yiddish Renaissance.

The first song, Lebedik un Freytekh, has become our theme song It's from Gilrod and Sandler's Yiddish theater hit "Volodke in Odes" (Vlade in Odessa). Our rendition is based on a 1927 recording by the Abe Schwartz Orchestra.

Papirosn/Freylekhe Yidetekh is actually two Yiddish songs derived from the same Russian folk tune. Papirosn features lyrics by Herman Yablokoff, a popular Yiddish theater actor who often portrayed a character called "Der Payats" (The Clown). Set in the Depression era, Papirosn tells the tragic story of an orphan boy trying to sell cigarettes and matches in the freezing rain. Freylekhe Yidetekh, credited on the original 78 to H. Ellstein, is a lively tune onginally recorded by Dave Tarras with the Abe Ellstein Orchestra (Dave Tarras is one of the great American Klezmer clarinetists, who still occasionally plays in the New York area). Papirosn features our vocalist Judy Bressler, who comes from a Yiddish theater family that includes such luminaries as Lucy Gehrman and Menashe Skulnick. Our clarinetist Don Byron and violinist Miriam Rabson have the solo spots in Freylekhe Yidetekh.

The next track, Rumenishe Fantazie is taken from a set of four "Rumenishe Fantazies" recorded by the great klezmer violinist Josef Solinski in Warsaw in the 1920s. The piece uses an interesting alternation of two traditional Jewish modes. Playing here are Greta Buck on violin, using open tuning, and Hankus Netsky, on piano, playing an approximation of the original tzibalom part (A tzibalom is the Eastern European equivalent of the hammered dulcimer).
Beym Rebn in Palestine is a Rumanian hora followed by a bulgar, as originally recorded in the 1930s by Di Broder Kapelye (the Band from Brody). The authorship is attributed to its clarinetist, Itzikel Kramtweiss, a colorful figure who graced Philadelphia's Jewish music scene in the '20s and 30s. We think this is one of Kramtweiss's only known recordings, possibly since he had a reputation for not paying his musicians after a gig.

The first side closes with a klezmer bow to the swing idiom of the 1940s. Der Nayer Sher is a 1940 Yiddish pop tune by the Julliard-trained pianist and composer Abe Ellstein (1907 1963) It's rumored that this number was composed in a car between concerts. Our rendition is based on a recording session featunng Seymour Rechzeit, Dave Tarras, and the Bagelman (later the Barry) Sisters. Any similarities between the Bagelman sisters, and another group of popular American singing sisters of the '30s and '40s is probably not happenstance.

The second side opens with an excursion into the littte known realm of Jewish ragtime music, Yiddish Blues. This klezmer novelty was first recorded in the 1920s by Lieutenant Joseph Frankel's Orchestra. Dave Harris pays tribute to Kid Ory here on trombone.

A Rumenisher Doyne is an improvised lament with its roots in Rumanian folk and Jewish cantonal music. Our version, featuring Don Byron, is modeled after a doyne recorded by Dave Tarras with the Abe Schwartz Orchestra in the late 1920s.
The third track is a popular classic Yiddish lullabye, Rozhinkes Mil Mandlen. This tune was composed by Abraham Goldfaden (1840-1908), considered to be the founding father of Yiddish theater. Rozhinkes was originally included in a Yiddish operetta, "Shulamis", in 1880, making it the oldest song in our repertoire Marvin Weinberger plays the opening violin obligato.

Next comes Der Heyser Bulgar, from the repertoire of The Yiddish American Jazz Band, led by violinist-composer Joseph Cherniavsky Brandwein, a master klezmer clarinetist so technically facile he reputedly stood with his back to the audience to hide his fingerings from potential rivals.

Next is a song about the "Jerusalem of Lithuania", Vilna. The words are by L. Wolfson and the music by A. Olshanetsky. Vilna was one of the brightest cultural centers in the Jewish Pale in Eastern Europe. Vilna's Jewish ghetto was destroyed and the majority of its population liquidated by the Nazis in the summer of 1941, in spite of desperate armed resistance.

The final song on the album is our most requested number. Rumenye, Rumenye is perhaps the most popular of all Yiddish theater hits.

	Gregori SCHECHTER’s  KLEZMER FESTIVAL BAND
	Der Rebe Elimelech
	1995
	58:02
	label: ARC Music (Great Britain). File under: Yiddish / Klezmer.

Gregory Schechter [cl]; Paul Jayasinha [tp, fl h]; John Francis [vln, viola]; Ronnie Goldberg [g]; Rob Levy [double bass]; Hans Ferrao [d, perc]. Rec. in England.

KLEZMER MUSIC is traditional instrumental music of the East European Jews as is was originally played by travelling musicians in Poland and Russia. It could be heard at weddings and celebrations and also at special occasions in the synagogue.

The word "Klezmer" (pl. "Klezmorim") derives from a Hebrew word ("kle"-"zemer"= instrument) and it means the music as well as the musician.

Klezmer music combines a large variety of stylistic and ethnic influences. There are Hassidic melodies and dance rhythms and elements of the European, Slavic, and Oriental areas, i.e. Polish, Romanian, Ukrainian, Hungarian, Greek, Turkish and Gypsy-music influences, which later also mixed with elements of American popular music.

Klezmer music has been passed down from generation to generation by word of mouth. The first recorded music dates back to the turn of the century, when American record companies started marketing the music of Jewish immigrants. These recordings of the first generation of Jewish immigrants in the USA are the most important sources of repertoire and style of playing for the East-European Klezmorim.

These sources were rediscovered in the 70s after traditional Jewish music had adjusted to American Mainstream-Pop and new Israeli music for several decades. A revival of Klezmer music, started by young Jewish musicians in the USA has been happening since 1975.

Programme:

1. Skotchne #1 (Polish Dance) (Music trad.) A traditional Polish dance with a touch of melancholy weaving through the notes. "Skotchne" is a Ukrainian/Polish name given to a Jewish dance, melodically very similar to a "Freilachs". Research carried out in the Ukraine in the 30's suggested that the Skotchne was not just danced amongst the Jews. Klezmorim used to play Skotchne at Jewish weddings. "Doskotchisti" and "Doskotchne" are names for Ukrainian dances in the 1920's. A dance with a name similar to "Skotchne" exists in the Czech republic.

2. Dobriy Den (Russian for "Good day!") (Music trad.) A soothing melody, reflective of the day. Typical of a wedding piece but for listening rather than dancing to.

3. Galitzyaner Tantz (A dance from Galicia) (Music trad.) A virtuoso piece that demands great mastery of the instruments. Originally performed by Slomike Beckerman of the Abe Schwartz Orchestra in 1923.

4. Bublitchki (Russian for "Bagel") (Music trad.) "Buy my bagels! The best bagels in town!" -- we can hear the traders shout in the market. This piece becomes louder as it carries on, to stay above the shouting din of the market. Watch out for the fly as it alights on the market barrow!

5. Moyshele my Friend (by Mordechai Gebirtig) M. Gebirtig wrote poems and songs mirroring the life of the Jewish people surrounding him. This song takes the form of a letter to his friend Moyshele and reminisces of their childhood. The clarinet tells the story.

6. In Odessa (by Peretz Sandier) Peretz Sandier composed many popular Yiddish musicals in the Lower East Side of New York in the 1920's. This tune was composed for the 1925 show "Volodka in Odessa" and was also recorded by the Abe Schwartz orchestra.

7. Napev (Russian for "Melody"; Klezmer Waltz) (Music trad.) The waltz has never existed in the Klezmer repertoire. It is only the imagination of the Klezmer musicians that enabled them to interpret this lively melody as a waltz.

8. Freilachs (Yiddish for "Happy"; Yiddish dance) (Music trad.) The Freilachs is a lively Yiddish circle dance. The tempo varies from moderate to very fast. The character of the tune changes with the tempo. A general dance with any number of dancers who take each other by the hand and dance around in a circle. When there are many dancers an inner circle is formed and one or more dancers may go into the centre of the circle and perform grotesque figures.

9. With the Rabbi in Palestine (Music trad.) This piece is traditionally played in a major key but in this case Gregori has interpreted it in his own unique way, starting in a minor key with only the final section in major. The music reflects the seriousness and respect one would pay a Rabbi when talking to him.

10. Gasn Nigun # 1 (Street tune) (Music trad.) A harmonically evocative piece of music. While walking along the street you could often hear it being whistled with a touch of melancholy and romance in the melody.

11. Fun Der Choopah (At the wedding ceremony) (Music trad.) The Jewish wedding canopy is called "choopah". When the groom is led to stand under the choopah to await his bride this lively piece of music would accompany him and his friends as they dance on the happiest day of his life.

12. Rumanian Doina, Horovod (Russian round dance) (Music trad.) A distinctive feature of Rumanian musical culture particularly from the regions of Moldavia and Walachia. It is performed whenever the mood of the folk singer or instrumentalist urges him to express his thoughts and feelings through his voices or instrument. It is a form of improvisation which usually leads into a dance. Traditionally the Doina led to a slow dance which gradually became more and more lively.

13. Der Rebe Elimelech (As on the broken Russian grammophone) (Music trad.) (The arrangement was taken from the Leonid Utyosov Orchestra of Russia in the late 1930's.) This tune tells the story of Rabbi Elimelech who is feeling so happy that he invites his musicians to play for him. He becomes so happy that he calls for Rabbi Naftale to ask for his musicians to play as well. He even starts playing the grammophone so he wouldn't miss the music during his studies. He becomes so wrapped up in his joy and listens to the music so much that the grammophone breaks.

14. Gasn Nigun # 2 (Street tune: a Hora dance) (Music trad.) The Hora is a slow triple meter dance. The name "Hora" was probably derived from the Yugoslavian or Rumanian dance "Kolo", which is a much faster dance in 2/4.

15. Skotchhe # 2 (Polish dance) (Music trad.) A technically complicated concerto-like melody. The tune weaves its way through the various instruments joining them together like coloured threads in a tapestry. Towards the end of the piece the tempo increases, as if one could already anticipate the finished picture.

16. Hassid (Sher) (Music trad.) A Sher is a couple-dance performed by four or eight couples. From the music and its character the Sher is difficult to distinguish from a Freilachs. The Sher was widespread throughout the Jewish communitites in the Ukraine, Byelorussia (White Russia), Lithuania and Poland. The Ukrainians or Slavs themselves have no such dance. The Ukrainian version of the Sher has been adopted from the Jewish dance.

17. Ghetto (by Kasriel Broydo) This song was originally written in the Vilno ghetto by Kasriel Broydo, the author of theatre revues and concerts in the ghetto. It tells of the heartache and pain felt by those inside the ghetto. In our memory the sadness of the ghetto will never die and all the love that was there will always remain.

18. Be Happy (Freilachs) (Music trad.) The Freilachs is a lively circle dance played in moderate and brisk tempos. This tune was part of Naftule Brandwein's repertoire who was considered the leading klezmer clarinetist of the 1920's.

	Giora  FEIDMAN
	Gershwin & The Klezmer
	1991
	55:29
	label: Verlag 'plane' GmbH (Dortmund)

http://www.plaene-records.de   e-mail: plaene-records@t-online.de 

The Giora Feidman Trio: Giora Feidman [cl]; Adam Rogers [g]; Anthony Falanga [double bass]; + special guests: Roberto Pansera [bandoneon]; Manny Katz [g]; Ben Perowsky [d]; Amir Halfon [perc].

Gershwin and the Klezmer

What is so special about this recording? -- This recording establishes a universal musical link Between the great George Gershwin, the spirit of the Klezmer and the unique musisal expressiveness of Maestro Giora Feidman. The affinity that binds these three together, is their genius, each to be an instrument of song expressing their own 'inner voice'. When asked, Maestro Feidman says "I am not a performer or a clarinet player, I am a singer who sings through his clarinet. His artistry has inspired many composers throughout the world to write new melodies especially for him; a few of these new compositions are included in this recording.

"The fact that George Gershwin was born Jacob Gershovitz, and that he was born in America to Jewish parents does not mean you have to be an American or Jewish to enjoy his music. As you do not have to be Polish to enjoy Chopin ... Music is the language of the soul".[...]

	Giora  FEIDMAN
	Yiddish Soul
	1993
	47:03
	label: Network Medien (Frankfurt), World Network #19 [ISRAEL]
Giora Feidman [cl]; Jeff Israel [g]; Richard Sarpola / Marc Minkler [double bass].

KLEZMER & THE KING OF KLEZMER

Klezmer is the traditional instrumental music of the Yiddish-speaking Ashkenasim and can be traced back to the Middle Ages. In Germany and Central Europe, this tradi​tion faded with the decline of the Yiddish language.

The klezmorim of Eastern Europe were second-class citizens, eking out a meagre living by their music, which they often had to supplement with other work as shoe​makers, tailors or barbers. When they had no customers to serve, they could take out their musical instruments and practice. Few of them had received any formal tuition, Jews being barred from the music conser​vatories of the major cities. Nevertheless, many of them were skilled musicians who learned from each other and who could, for the most part, read music.

The most coveted and cherished work for any klezmer was to play at Jewish wed​dings -- which could sometimes last for up to seven days. He had a number of duties: the music was an integral part of the wed​ding ceremony and was played during the meal, with the musicians going from table to table to entertain the guests (and later pass the hat around), as well as for the dancing afterwards.

They also played on other Jewish holidays, at non-Jewish celebrations for local farm​ers and even for the aristocracy. In order to suit so many different occasions, their music had to be very widely varied indeed. Klezmer bands were usually mixed groups of Jews and non-Jews, including Gypsies, and Jews also played in Gypsy bands. Klezmorim were accustomed to integrating the music of the respective host country into their own repertoire or using it for their own melodies.

After all, since the destruction of the Temple of Jerusalem in the year 70 CE, they had been scattered throughout the world in the Diaspora. Their music thus contains not only Hebrew-Oriental elements, but also traces of Russian, Ukrainian, Polish, Czech, Romanian, Hungarian, German and later also American music.

The term "klezmer" is actually derived from the Hebrew "keley" and "zemer", meaning "instrument of song". In other words, klez​mer is the instrument which brings forth song. The important factor is not which song is performed, but how it is performed. Musician and instrument are one -- the instrument is the voice which expresses thoughts, feelings and images. The biblical King David, who played the harp with unheard-of sweetness, is regarded as the father of all klezmorim. His music was not played simply as a pastime or entertain​ment, but as a sacred duty: that of awake​ning the soul to devekut -- unity with God through joy. In the Middle Ages, the kabbalists, the Jewish mystics, described the mystery of this music in their "Mekubolim" tales as follows: "(...) the true melody can be sung without a voice, it sings within the heart (...) it is part of the melody with which God created the world." According to Giora Feidman, it is more than just a melody, it is the language of the inner soul -- truly uni​versal communication which possesses the power to liberate and communicate peo​ple's feelings. Accordingly, music critics have written that "the clarinet pianissimo" of klezmer Giora Feidman "may well be unparalleled anywhere in the world" and that "the naive message of music as the language of communication between souls, the harrowing references to the Jewish tra​gedy, the jokes and the wit -- in the midst of so much laughter and tears, the audience ends up not knowing whether Feidman is being serious or joking. Giora Feidman is without peer -- a 'gesamtkunstwerk'." (Frankfurter Allgemeine Zeitung)

Giora Feidman is a fourth-generation klez​mer. His grandfather played at weddings in Bessarabia and his parents emigrated to Argentina to escape the pogroms. He him​self was born in Buenos Aires and by the age of 13 he was playing the clarinet at weddings with his father and brother. His father sent him to the conservatory, where he received a formal classic education. By the age of 18, he was a member of the sym​phony and opera orchestra of the Teatro Colon in Buenos Aires, playing under world famous conductors. One of them Paul Kletzki, brought Feidman to the Israel Philharmonic Orchestra, where he was solo clarinettist for 18 years. During this time, he became increasingly interested in the music which had been all but forgotten in Israel and went from house to house and from synagogue to synagogue in search of new melodies, arranging them for clarinet, classical guitar and double bass -- this was the beginning of the Giora Feidman Trio.

In the early 70's, he left the orchestra and Israel, took up residence in New York and toured the USA and the world with his trio. In doing so, he launched the comeback of klezmer music, which had almost disap​peared in America. In Germany, he became famous through his involvement in Jushuo Sobol's musical "Ghetto", staged by Peter Zadek in Berlin in 1984. At the time, Berlin critic Friedrich Luff likened his role in "Ghetto" to the Pied Piper of Hamlin, describing his stage presence as that of "an almost fairytale figure throughout this bloodthirsty work". In fact, he has since played the part of the Pied Piper of Hamlin in the opera of the same name (libretto Michael Ende, composition Wilfried Hiller) which was premiered in Dortmund in 1993 and in which Feidman caused a sensation with his clarinet.

He has succeeded like no other before him as an editor and publisher of collected music and lyrics and as teacher of countless klez​mer seminars aimed at reviving the popula​rity of ancient Yiddish music and ensuring its continued survival. His many and varied references to other musical cultures (Tango, Classical, Arabic music) uphold the cosmo​politan traditions of Yiddish music.

THE TITLES

Shofar Nigun is an ancient Hasidic me​lody. Here, the clarinet attempts to imi​tate the sound of the shofar -- the ram's horn blown on rosh ha-shanah, recalling the days when the faithful were sum​moned to the great Temple of Solomon in Jerusalem.

Let's Be Happy is a traditional wedding dance or freilach revived by Giora Feidman which now ranks amongst the classics of klezmer.

A Dudele, played on the bass clarinet, is a well-known Jewish song performed by chazzonim (cantors) and lay singers alike since the mid 18th century. It was compo​sed by Rabbi Levi of Berdichev. The title itself is a Yiddish pun on "Du" ("thou"), as the direct address to God and "Dudel" as the sound made by the shepherds' tra​ditional bagpipes.

Hopkele has its origins in Jewish theatre, in the finale of the first act of the operetta "Vus Meydlach Toen" (What Girls Do) by the composer Alexander Olshanetszky, a lively dance in which Molly Picon (who also wrote the libretto and played in the operet​ta at New York's Second Avenue Theater) invites everyone to join in because "life is just a dance".

May The Temple Be Rebuilt is a classic in the repertoire of liturgical music which reflects the atmosphere of the synagogue, where it is often sung by the cantor.

Bublitschki is a traditional melody of Russian origin which has been adopted by the klezmorim. Silk Night Gown is a tradi​tional Hasidic melody. It was the first piece of Jewish music Giora Feidman recorded at the Kol Israel radio station. It became a hit and may be regarded as marking the start of the klezmer movement. Vehaier Eineinu was composed by Rabbi Shiomo Karlibach, whose music is known and loved in Jewish communities throughout the world.

And The Angels Sing is a popular freilach (dance) in America and one which jazz musicians like to include in their repertoire -- a composition by the famous jazz trumpeter Ellman.

Dibbuk was written by the famous Israeli composer N.Sherif for the film of the same name. According to Jewisn tradition, a dibbuk is the soul of a dead person which en​ters the body of a living person and posses​ses them, talking and acting through them. This melody changes into a Chavelle, a Russian folk song.

La Fiesta, by Chic Corea, is not strictly speaking klezmer, but is played here by the klezmer Giora Feidman who refuses to ac​knowledge boundaries of any kind in music (as in other fields) and who is particularly familiar with the Spanish influence in this piece thanks to his Argentinian back​ground.

Friling -- this melancholic, nostalgic song with the optimistic title "Spring" was sung for the first time in 1943 in the ghetto of Vilna, in a show entitled "Di Yogenish im Fass" (The Hunt in a Barrel). On the liquida​tion of the ghetto, the Polish-Jewish com​poser Abraham Brudno was deported to an Estonian concentration camp, where he was killed. This flows into a lullaby from the ghetto of Lodz entitled Makh tsu di Eygelekh (Close Your Eyes). "Naked and bare we were chased from our house..." and "Come with us to the abyss of the world" says the song, whose composer, David Beyglman, renowned for nis work in Yiddish theatre, died in the gas chambers of Treblinka. These two songs from the holocaust are followed by the olive branch of Shalom Aleichem (Peace be with you), originally a Spanish-Jewish melody sung in the Jewish communities of Morocco and other Sefardic enclaves with the shabbat text of Shalom Aleikhem. The humorous Halaka is a traditional Israeli dance, an ancient melody from Sated in Galilee, the centre of kabbalistic mysticism, which has been handed down from generation to generation. A major klezmer festival is held here every year.

Jerusalem of Gold is a song by the famous Israeli composer Naomi Shemer, describ​ing a spiritual journey to old Jerusalem. This is followed by Oseh Shalom (Make Peace), a prayer for which the Israeli com​poser Nurith Hirsch has written a melody. Giora Feidman played it for the first time at a festival of Hasidic music and made it famous.
"Трио Гиоры Фейдмана предлагает вам ещё один взгляд на явление, которое называется "клезмер ривайвл". Сам Гиора Фейдман (р. 1936), уроженец Буэнос-Айре​са, — блестящий кларнетист, получивший классическое образо​вание и работавший в целом ря​де оркестров в Аргентине и Из​раиле. В то же время он пред​ставитель целой династии клезмеров, причём уже в четвёртом поколении! Примерно с начала 70-х годов семейные традиции взяли своё и Фейдман полно​стью переключился на возрожде​ние музыки клезмеров — фольклорных музыкантов у вос​точно-европейских евреев.

С современными клезмерами на страницах "СD-обзора" вы встречались уже не раз. Нью-йоркские   авангардисты ("Hasidic New Wave", "New Klezmer Trio") наряжают фольк​лорные мотивы в одежды сво​бодной импровизации. Как мне кажется, именно такой вариант должен быть ближе всего ко вку​сам любителей джаза. Герман​ская группа "Nunu!" приглашает клезмеров в пёстрый мир совре​менной эстрады. А вот в фейдмановском варианте фольклор​ные мотивы органичнее сплета​ются с традициями академичес​кими. Как кларнетист, маэстро Фейдман безупречен, инструментальных красок он не жалеет." --- "Jazz Квадрат"

	MYSTIC  FUGU ORCHESTRA
	Zohar
	1995
	23:38
	label: Tzadik

Rav Yechida (aka Yamantaka Eye) [v]; Rav Tzizit (aka John Zorn) [harmonium].

Noise-project; в этом ноиз-авангардном проекте нежные и чарующие звуки каббалистических молитв-заклинаний слышны сквозь флёр потрескивания винила.

Liner Notes:

"Филология такой мистической дисциплины, как Каббала, содержит в себе нечто ироническое. Она окутывает себя туманной завесой, скрываясь за основой истории и мистической традицией, утаивая саму суть предмета.

Туман, обильно источаемый ею самой, рассматривается филологами как нечто замещающее саму вещь, или исчезает уже как объект в этой проекции исторического.

Неопределённость в осмыслении ответа на этот вопрос относится только к природе филологической постановки вопроса и, таким образом, сохраняет надежду, за счёт которой живёт эта работа, нечто ироническое, что невозможно отделить от неё самой.

Но такой элемент иронии уже больше не лежит в противопоставлении себя по отношению к самой Каббале, и не только в её истории. Каббалист надеется, что есть некая традиция, которая превыше правды, и к которой он пытается прибегать. Ироническое утверждение "да, это правда" -- суть, о которой здесь идёт речь -- это совсем иное, чем обращение к традиции.

Её можно познать, но нельзя передать дальше, а то, что содержалось уже в ней когда-то, что нуждалось в передаче, этого уже там нет. Истинная Традиция остаётся сокрытой. И только по её состоянию можно представить себе величие этой Традиции."                            (Перевод)

	Gary  LUCAS
	Busy Being Born
	1998
	49:19
	Gary  LUCAS – см. тж. другие его CD в 'Alternative'; тж. с: Samm  BENNETT; HASIDIC NEW WAVE; CAPTAIN BEEFHEART; FUTURE  SOUND  OF LONDON;

label: Tzadik.  Radical Jewish Culture Series

Gary Lucas [ac&el&National steel guitars, v, arrangements]; John Zorn [a s]; Greg Cohen [ac b]; Jonathan Kane [d]; Misako Kano [p]; Kenny Hurwitz & Larry Fine [v (#2, 7, 12, 17)].

“He not busy being born is busy dying” – Bob Dylan

Guitarist, songwriter and composer Gary Lucas has played with Captain Beefheart, Leonard Bernstein, Jeff Buckley, Joan Osborne and many others. Here he offers his latest and what he considers his greatest project to date, an album for kids of all ages based on Jewish themes.

Combining madcap originals with soulful renditions of traditional classics and left field medlies of Popeye, Betty Boop and Marx Brothers tunes, Busy Being Born is brimming with whimsical ideas and treasures old and new.

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

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

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

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

	KAPELYE
	Chicken
	1989
	41:27
	label: Shanachie Rec. (USA)

Michael Alpert [violin, v]; Eric Berman [tuba, trombone]; Lauren Brody [accordion, piano, v]; Ken Maltz [clarinet, v]; Hank Sapoznik [tenor banjo, v]. 

Plays Jewish folk songs.

	Masha ITKINA
	The Best of Jewish Songs
	1993
	39:56
	label: D. S. Productions (Austria)

Arrangements by M. TARIVERDIEV 3, 5, 7, 8, 9, 10, 11 / S. RUDNEV 1, 2, 4, 6

JOY  2.43

OPEN OUR EYES  3.30 (music by Shiomo Karlibach)

OUR LOT  3.24 (music by Shiomo Karlibach)

THE NEXT YEAR IN JERUSALEM  2.10 (music by Shiomo Karlibach)

UNBURDEN YOUR HEART  5.07 (music by Shiomo Karlibach)

THE SONG OF DESERT   3.26  

WHERE WERE YOU   2.10 

AVRAMEL   3.53 

A BIT OF LUCK   3.40 

WE HAVE A LITTLE SONG   2.21

WAKE UP BROTHERS   7.09 (music by Shiomo Karlibach)

1. Let's rejoys, my brothers! Joy, let there be Joy all over the world!

2. Fasten our hearts on the Holy Bible, enlighten us. In Thee, o Lord, do we put our trust. Let us never be put to shame.

3. Give us our share together with the righteous in heaven. In Thee, o Lord, we put our trust.

4. Next year in Jerusalem.

5. Unburden your heart, pour it out like water in the face of God.

6. There are sands to the left and sands to the right, and the caravan is going on and on in silence. The camels are going on in silence. Go too. Keep silent too.

7. Where were you when I was young and rich, and life was as sweet as sugar? Now you are here, but my hair has turned grey.

8. What does Avramel, a pickpocket say? Would I have been a pickpocket and a tramp if my mother had taken a good care of me? I would have been so good that our Lord world have been pleased with me. That's what Avramel a pickpocket says.

9. Where can I get a bit of luck, just a little bit of luck? So that the world would turn its face, not its back on us. Where on earth can I get a bit of luck, just a tiny bit.

10. We have a nice song. Our grandma and grandpa, our mummy and daddy and the old rabbi sang this song. Now we shall sing it too.

11. Wake up, brothers! It's time to pray, it's time to learn and go to the temple. It's time to be a man.

	LES  PIRES
	En Piste
	1997
	52:40
	klezmer

label: Boucherie Productions (Paris)

Jean - Pierre ‘Bovelo’ Le Cornoux [p, clavier]; Sylvain Larriere [violon]; Martin Saccardy [trompette]; Jeanno Jory [sax]; Paul Jothy [perc].

Que les Cerveaux Croassent

Ye Ke Ke

Yddish Roumain

Sova

Franch Liche

Vivons Heureux

Kantyk

Ne Ke Short

Balkan

Garatagul

Die Heimat Melodie

	Eyal SELA
	Hijaz
	1995
	54:59
	label: MCI (Israel)

Eyal Sela [cl, bass cl, a&s s]; Yair Dalal [oud]; Noam Topelberg [fretless bass]; Yosi Ron [classical/ac/el guitar]; Asaf Sirkis [d]; Zohar Fresco [perc: duff, durbakkeh, bendir, bodhran, Irish drum, cymbals, champares].

Hijaz is the name of a geographical region and also a name of a musical scale, very common in the Balkan and East mediteranean countries like Bulgaria, Yugoslavia, Rumania, Turkey and Greece.

This recording is a special attempt to enliven various ethnic styles from the Balkan and E.M. area and to give them a contemporary touch while keeping the spirit and the authentic way of playing.

The Clarinet has existed in those regions for more than 300 years. It is considered to be one of the most popular folk instruments. It's special qualities of expression and flexibility of sound enables it to transform from virtuoso Bulgarian playing to a more flexible Turkish one influenced from the Arabic quarter tone music. This C.D. is a collection of ethnic Clarinet music from the "Hijaz area" and includes also original pieces written by Eyal Sela, one by Herbert Jagst and two "mironic" Jewish Klezmer pieces.

--- Eyal Sela

A multi-colored Clarinet artist who links several musical styles, from "Western" classical, Jazz and Rock music to Eastern-Balkan, Arabic, Turkish and Jewish Klezmer music. He is known for his interesting approach to improvisation and for combining different musical styles.

Eyal started his musical career at the "Rubin" academy of music -- Tel Aviv as a composer and Clarinetist, when he discovered ethnic music and devoted himself to it. It is the first attempt of a "Western" Clarinetist to enter Yoguslavian, Bulgarian, and Turkish Clarinet folk playing.

YUGO I -- Yugoslavian Folk Music

MAWALL -- Eyal Sela

The Mawall is a way of a free improvised singing without words that comes from Arabic classical music. The Clarinet, which is considered to be one of the nearest instruments to the human voice, plays a free improvisation in the Mawall style.
ANKARA -- Turkish Folk

GROOVE 13 -- Bulgarian Folk

A Bulgarian virtuoso piece. It is played in a very fast 13 asymetric rhythm which is very popular in Bulgarian Folk music (222322).
BOTTLES -- Greek Folk

Originally a Greek tune with a typical slow rhythm. It is mostly known today in religeous Jewish communities as "Kadachke" dance wusic. When it's performed, the dancer puts a burning torch or a bottle on his head.
BULGARIAN CHEESE -- Bulgarian

JONNYAND CHRIS AWAKE -- Herbert Jagst

A piece performed by the group along with "Helmut Eisel & Jem" on one stage in Safad festival 1993. This special number written by basist Herbert Jagst, is a mixture of European jazz and Klezmer music.
YUGO SAX -- Balkan

ZUR MISHELO -- Sepharadic Jewish Traditional

A tune of Greek origin that is known today as one of the Jewish Sepharadic traditional melodies.
STIVIE -- Eyal Sela 

TRANSE -- Turkish Folk 

MAMALIGA -- Rumanian Folk

HALAKA -- 'Mironic'' -- Jewish

"Mironic" music composed at the Miron mountain in the North Galilee of Israel, for special religious ceremonys. Its a style that combines the "Klezmer" tradition of East Europe and has influences from Turkey and Morroco.
BALKAN-9/8 -- Yugoslavian

This 9/8 rhythm Jugoslavian piece is a combination of fast Bulgarian tempo from the North and the Arabic / Turkish approach to improvisation and rhythmic patterns from the south.
Arranged and Orchestrated by Eyal Sela and the musicians. Musical production -- Eyal Sela.

	Ofra  HAZA
	Shaday
	1988
	43:09
	label: Sire Rec. (USA)

	Ofra  HAZA
	Desert Wind
	1989
	50:14
	label: Sire Rec. / TELDEC (USA)

with Thomas Dolby (см.)

	Ofra  HAZA
	Kirya
	1992
	43:46
	label: Shanachie Rec. (USA)

with Iggy Pop (см.)

	Ofra  HAZA
	Fifty Gates Of Wisdom
	1989
	38:37
	label: Shanachie Rec. (USA)

Traditional Yemenite Songs

instruments featured Genuine Yemenite tin, tambala, & perc.

  “Yemenite Songs / Shiri Timon” is a fantastic, modern record sung by one of Israel’s leadind stars, Ofra Haza. We at GlobeStyle are proud to present this to you, on compact disc.

  The Yemenite-Jewish community is believed to be one of the oldest in the world, often living under severe conditions imposed on them by the Muslim theocracy. Jews from the Yemen began to settle in Palestine at the end of the 19th century and early 20th century, but in the two years after the founding of the State of Israel in 1948 in an undertaking known as operation “Magic Carpet”, almost the entire Yemenite-Jewish people were air-lifted to Israel. This has added a significant element to modern Israeli culture. Yemenite Jewish music, inseparable from most aspects of daily life, may be divided into 3 categories: liturgical — performed in the synagogue, exclusively male and sung in the Hebrew and Aramaic languages; secular — songs of everyday life, exclusively female, sung in a Yemenite-Jewish dialect; and songs of the Diwan. A Diwan is a collection of devotional poetry intended to be sung, which covers religious and secular subjects and is performed on festive occasions. The texts of the Diwans are written, but the music and dances are passed on in the oral tradition. The songs of the Diwan are traditionally sung and danced indoors in the special guest room, also called the diwan. Each oriental Jewish community has its own Diwan, but the Yemenite Diwan is considered to have the richest collection, dominated by the work of the outstanding poet of Yemenite Jewry — Rabbi Shalom Shabazi (1618-1670), whose beautiful poems provide many of the songs for this album. The poems of the Diwan are composed in complex medieval metre and rhyme, often in three languages: Hebrew, Aramaic and Arabic. A performance of the Diwan has three basic diversions: nashid, shira and hallel. The nashid is a prelude in free rhythm, never accompanied. The shira (singing) is the central musical event at the festive gathering and is danced to the accompaniment of the petrol can or copper tray (tsa’an). The hallel (song of praise) is sung by the dancers and singers to the audience as the dancing tails off. By using petrol cans and domestic trays, the Yemenite Jews circumvented the ban of musical instruments imposed by orthodox Muslims; although the use of percussion also arose from the Jews being forbidden to play musical instruments following the destruction of their Temple. Played here by Chaim Gispan, this percussion features strongly in the striking arrangements of Benny Nagari, giving the beautiful and expressive voice of Ofra Haza a traditional, yet thoroughly contemporary setting.

	Ofra  HAZA
	Ofra Haza
	1997
	51:36
	

	Tim SPARKS
	Tanz
	2000
	48:30
	label: Tzadik

Tim Sparks [g]; Greg Cohen (см. с John Zorn, в частности в проекте Masada – в секции “Alternative”) [b]; Cyro Baptista (см. в секции “Jazz”) [perc].

Produced by Tim Sparks and John Zorn.

Following the suc​cess of his first CD for Tzadik, Neshamah, the amazing Tim Sparks is joined here by extraordinary bassist Creg Cohen and Brazilian percus​sionist Cyro Baptista for a beautiful excur​sion into the farflung and varied music of the Jewish Diaspora.

Featuring traditional tunes from India to Persia, Tin Pan Alley to Prague, Tanz is one of the most charming and engaging CDs of Jewish music you are ever likely to hear.

1. WIE BIST DIE GEWESEN VOR PROHIBITION? (What Were You Doing Before Prohibition?) Naftule Brandwein

2. MIN KHATRAT (Do Not Walk At Night) Jewish – Yeminite trad.

3. BOLGARSKII ZHOK (Bulgar Dance) Rumanian trad.

4. ARABER TANZ Naftule Brandwein
5. DOS OYBERSHTE FUN SHTOYSL (The Most Conceited Of All) Yiddish trad.

6. DER TERK IN AMERICA Naftule Brandwein
7. FUFZHEN YAHR FON DER HEIM AWEK (Fifteen Years Away From Home) Naftule Brandwein
8. HILA WASA Judeo – Kurdish trad.

9. AJI TU YORMA? (Where Are You My Lover?) Dagestan, Judeo – Azeri trad.

10. TANST, TANST YIDELEKH (Dance Little Yid) Yiddish trad.

11. GUT MORGN (Good Morning) Yiddish trad.
12. AYUMATI TE’ORER HAYESHENIM (The Holy Presence Awakens The Sleepers) Jewish – Yeminite Manakha trad.
13. LA ROSA ENFLORECE (The Rose in Bloom) Balkan Sephardic trad.
This recording, named Tanz, which is Yiddish for “dance”, grew out of a process that began with Neshamah, a collection or traditional Jewish music arranged for solo guitar at the suggestion of John Zorn. For this project, Masada alumni Creg Cohen and Cyro Baptista were invited to contribute on some tracks, bringing a whole new level of propulsion to the music, hence the title—Tanz.

As with Neshamah, I tried to select a variety of Jewish songs from Yiddish, Sephardic and Oriental sources. Picking out things that stuck in the ears, I would introduce them to my guitar, who would then suggest the best approach for an adaptation. Once there were enough songs agreeable to me and my guitar, we were ready to make a new recording.

A composer whose music really puts a spell on me is legendary Klezmer clarinetist Naftule Brandwein, For this project I chose four tunes from the Brandwein legacy: [...] 

Fifteen Years Away From Home is a minimalist masterpiece. Compressed into little more than three minutes, it’s a real challenge for a solo guitarist, For What Were You Doing Before Prohibition?, Der Terk In Amerika and Araber Tanz, I tried to create funky, latinized settings to explore the convergence of Blues and Klezmer/Oriental riffology. On these Brandwein tunes, the interplay between Greg and Cyro percolates with rhythmic motifs from Northeastern Brazil, echoing Sephardic flavors in the music of Pernambuco.

The pairing of Aaron Lebedeff with Sholom Secunda’s Orchestra produced some of the most enduring classics of Yiddish music recorded in 1920’s New York. One of my favorites is Dos Oybershte Fun Shtoysl/The Most Conceited Of All. To my ears this tune, like Naftule Brandwein’s songs, shares a quality of richer complexity than the 16 and 32 bar formats that characterized Tin Pan Alley and Broadway hits from the same period.

Tanst, Tanst, Yidelekh, was originally recorded by the Abe Schwartz Orchestra. Strains of this song can be heard in a number of recordings, all with different titles. The earliest is Ma Yofis, recorded in Bucharest circa 1908-1910 by Belf’s Rumanian Orchestra. The Klezmorim recorded a version titled Yoshke Yoshke. More recently, is a rendition called Der Rebbe, by Andy Statman and David Grisman. There’s a bit of each of these in this incarnation.

Bolgarskii Zhok and Gut Morgn were found on a recording by Budowitz. This early music group combines excellent musicality and musicology in their renditions of 19th Century Klezmer masterpieces. According to Budowitz, Gut Morgn would likely have been played at the end of an all-night wedding dance to signal the sun was rising and time to go home. Bolgarskii Zhok is in what klezmers used to call a crooked meter, a krumer tanst. Greg Cohen’s bass line transforms it into a kind of soulful, low-down shuffle.

From Judeo-Yemenite Tradition comes Min Khatrat. This is an interpretation of Lea Avraham’s version on Neve Midbar. It’s a mother’s song to her newly wedded son and was written by Ms. Avraham’s mother, Sham’a Avraham. The rhythm is a Yemenite 7/8 and John had Cyro count it as 2+2+3/8 while I came in on Cyro’s 3 playing 3+2+2/8. The effect was magical.

In addition to Neve Midbar, the Beth Hatefutsoth Museum of the Jewish Diaspora has documented the Manakha Tradition of Jewish-Yemenite Diwan as performed by the Bnei Teman Group, an all male vocal and percussion ensemble specializ​ing in very, very old chanted poetry passed down in an oral tradition. From their recording, I developed an improvisa​tion on Ayumati Te’Orer Hayeshenim/The Holy Presence Awakens The Sleepers.

Two songs in particular have a Persian flavor. Hila Wasa is from an Israeli recording of Judeo-Kurdish music featuring Karamanji Zadro. It’s played in a complex polyrhythm called Jurjinah, a 6/8 groove on a 4/4 foundation overlayed with a 10/8 figure. I think Cyro has a lot of fun with it.

Aji Tu Yorma?, is a wedding song from Dagestan, the tiny republic in the Caucasus Mountains which borders Chechnya and Azerbaijan. The haunting melody is from Music of the Mountain Jews, a collection of recordings assembled for the Hebrew University of Jerusalem by Piris Eliyahu.

The last song on Tanz is an old Sephardic gem, La Rosa Enflorece. The version heard here grew out of an arrangement originally worked up for the Voices of Sepharad. I tried to explore the bittersweet nuances of the melody with jazz harmony, very much in the spirit of Meditation on the Baal Shem Tov’s Melody and Adio Querida on the Neshamah CD.

	Tim SPARKS
	At The Rebbe's Table
	2002
	51:45
	label: Tzadik

Tim Sparks [steel-string ac g]; Marc Ribot (см.) [nylon-string ac g]; Eric Friedlander [cello]; Greg Cohen [b]; Cyro Baptista (см.) [perc].

Tim Sparks once again has managed to choose a surprising program of Jewish music from around the world. Lilting melodies to tickle the soul. Harmonies and rhythm to make you dance. Special guests Marc Ribot and Erik Friedlander join Tim's trio from Tanz for some intimate duets and complex band arrangements. At the Rebbe's Table is Tim's best CD yet.

"Music is like rain that washes away the grime of humanity. For This, we can be thankful."  --- Greg Cohen
This set contains three tunes by Naftule Brandwein. The first, Fun Tashlach, refers to the Rosh Hashanah tradition of casting bread on the waters, thus the English title Returning, from the River. Brandwein came from the Polish province of Galicia, a musical crossroads situated between the Carpathian Mountains and the Crimea, and his songs reveal a wealth of these influences. For example, Terk in Amerika, which was recorded on Tanz, an earlier project I did for Tzadik, is set in a rhythm like a Greek Kalamatiano. Der Heisser, or the Tatar Dance, is written in a Persian sounding 6/8 meter. Firn Di Mekhutonim Aheym, a wedding song, alludes to a tradition of the musicians Walking the In-Laws Home in the early morning hours at the end of the wedding party.
There are two more Klezmer gems mined from old 78's by the Abe Schwartz Orchestra: Baym Rebn's Sude and the Sadagora Chusidl. I learned Abu's Courtyard, an Israeli Hasidic tune associated with Mount Meron, from a version by Klezmer violinist Yehoshua Rochman.

Kefer Yefefiya is from a very old Yemenite chant, which is documented on the Beth Hatefutsoth Museum's recording titled Ahavat Hadasa. It's a song about Jerusalem and translates as Beautiful City.

The Sephardic tradition is represented by three selections. La Serena was taught to me by David Harris, who has traveled and done fieldwork to collect Sephardic songs and their variations. He found this version in one of the oldest Sephardic communities in the Balkans; Salonika, Greece. David also introduced me to Flory Jagoda. Flory is a big inspiration, and her guitar style in particular informed my own concept for adapting Jewish music to fingerstyle guitar.
I first played La Jave Espana in a concert with Flory and her family band at the Center for Jewish History in Manhattan. Flory came from a village in Bosnia near Sarajevo. The first Sephardic immigrants had arrived 400 years earlier after being expelled from Spain. Hoping to return someday, many families kept the keys to their homes, and passed them down for generations, thus the tide, The Keys from Spain. Todos Si Hueron is Ladino dialect for They Have All Gone. This is a haunting tune about Flory's return to her old village decades after the end of the Second World War. Flory wrote this song especially for David's group, Voices of Sepharad.

Finally, Mashav is by John Zorn and means Thought. There's a Yiddish saying, "Man thinks and God laughs." This song shows a quieter, meditative side of the iconoclastic composer.
For this recording, John Zorn invited guitarist Marc Ribot and cellist Erik Friedlander, in addition to Greg Cohen on bass and Cyro Baptista on percussion. We wanted to try a variety of textures and you'll hear solo guitar, guitar duets, guitar and cello, guitar with cello, bass and percussion, and so on. Collaborating with these great musicians was exhilarating to say the least. If you're enjoying this collection of tunes, it's due mostly to all the ideas they contributed.
There's a way in which a guitar can uniquely embody these Jewish songs, something about the guitar having evolved from the medieval Judeo-Arabic culture in Spain. Gyro suggested we ask Marc Ribot to bring his nylon-string and happily, he did. At one point, Marc looked at me with a slight smile and said, "Classical guitars get jealous if you don't play them." Fortunately, Marc and his guitar made up, as you can hear in his solos.
Erik Friedlander brings all the skill and poise of a consummate classical musician to the table, and then improvises and plays great time—and when he plays he has a great time and you have a great time playing with him! I especially like Erik's take on At the Rebbes' Table, which we made the title track for this CD.
Now Cyro Baptista is like some kind of force of nature. I never worry about what he's going to do. It just bubbles out. In fact, watching him work out is as much fun as listening. This is the second recording I've done with Greg Cohen and I've come to realize he doesn't merely play incredible bass but has a sense of humor and personality that puts everyone at ease before he plays a note. Greg suggested many improvements to these arrangements, and for this, we can be thankful.

A word of thanks also to Jim Anderson, who came out to hear us play, and also took the time to sit in on a rehearsal in order to get a sense of the ensemble sound, which he captured very well. Scott Hull did the mastering, tweaking things and generally putting the icing on the cake, and lighting it just right for the presentation.
This is the third volume in a series of guitar explorations of Jewish musical traditions for Tzadik and I'm grateful to John and Kaz for the opportunity to record some of the most beautiful music I've ever arranged for guitar. Kazunon Sugiyama is a man of few words. He just calmly shepherds the organized chaos of this process toward a happy conclusion. And John Zorn, what can I say? Two words come to mind, Contagious Enthusiasm. That, and he plays a mean abacus. 

— TIM  SPARKS, 2002

	The BARRY SISTERS
	Yiddish Hits
	1997
	60:48 58:42
	Compilation 1997. Собраны все их лучшие и самые популярные песни.

	Don  BYRON
	Don Byron plays the music of Mickey Katz
	1993
	53:10
	label: Elektra Nonesuch

Don Byron [cl, v (#14), conductor]; J. D. Parran [cl, bass cl, s s, fl]; Mark Feldman [vln]; Dave Douglas (см.) [tp]; Josh Roseman [trb, horse lips, boat whistle]; Uri Caine [p]; Steve Alcott [b]; Richie Schwarz [d, perc, xylophone]; Lorin Sklamberg, Avi Hoffman  [v]; + gues artists: Brandon Ross [g]; Jerry Gonzalez [Latin perc]; Dan Hovey [Hawaiian g]; Jay Berliner [mandolin].

Prologue: “...shed no tears before the rain...”

2. Frailach Jamboree

3. Haim Afen Range

4. Mamaliege Dance

5. Sweet and Gentle

6. Litvak Square Dance

7. C’est Si Bon

8. Trombonik Tanz

9. Bar Mitzvah Special

10. Dreidel Song

11. Seder Dance

12. Paisach in Portugal

13. Berele’s Sherele

14. Mechaye War  Chant

15. Kiss of Meyer

16. Epilogue: Tears

17. Wedding Dance

American pop music has always been a barometer of our social climate. In the years leading up to World War II, jazz was pop. A “nation of immigrants” on the verge of entering a highly nationalistic world war needed a single, distinct identity, and jazz, an African-American music, helped shape it. Before this time American popular music had been more varied, but in the “Swing Era” Big Bands made the hits.

1941’s top tunes on “Your Hit Parade” were Jimmy Dorsey’s “Amapola” and Glenn Miller’s “Chattanooga Choo Choo.”

When the war ended, the Big Bands’ grip on popular music passed with it. In the transition period between Swing and Rock – a period too wacky to have a name — it seemed as if any song from anywhere in the world could score on the charts. Music from all over Europe hit the pop charts alongside country tunes. Such diversity of material, even in these sanitized, unfunky versions, might lead one to think this period (roughly 1947-57) was a time of cheerful and harmonious pluralism. But in the ‘50s, European-American ethnics were in a headlong-rush to erase any distinctive markers of their origins.

In 1950, the top-selling songs were “Goodnight Irene,” “The Theme from The Third Man,” and “Tennessee Waltz”. The #10 song was The Weavers’ “Tzena, Tzena, Tzena.”
Popular music reflected the multicultural mix and the drive toward assimilation. Tennessee Ernie Ford — not Hank Williams — was pop music’s country star, and generic, middle-of-the-road singers like Patti Page and Pat Boone were in fashion.

In 1953 the top sellers were “Vaya Con Dios,” “Where Is Your Heart” (from Moulin Rouge), and “Oh Mein Papa.” The #10 song was “April (Paisach) in Portugal.”
These tunes were like little vaccines, weakened versions of Americans’ pre-Ellis Island identities injected into mass culture to build up resistance. After the first flush of pleasure at seeing one’s ethnic heritage represented, most people found the trivialization (and overexposure) repugnant. It was as if the goal of these pseudo-ethnic hits was to make all of us immune to whatever was not white and “American.” These songs were for many the most intimate contact with people unlike themselves. Subsequently, a song like “Volare” or “Day-O” could become the source of a stereotype in our ethnically segregated society.

Mickey Katz seemed to sense the ridiculousness of it all. This odd post-war transition period was the most fertile time for him and his parodies (which comprise the bulk of his work). He recorded his first parody, “Haim Afen Range,” in 1947, following his tenure with Spike Jones’s City Slickers [см.]. With it he dived headlong into the chasm between America’s immigrant population and a social order that held — and still holds — WASP-iness as its highest value.

In 1955 the top selling songs were “Cherry Pink and Apple Blossom White” by Perez Prado, “Rock Around the Clock” by Bill Haley and “16 Tons” by Tennessee Ernie Ford. The #7 song was Pat Boone’s cover of Fats Dominoes “Ain’t That a Shame.”
Mickey was a departure from earlier Yiddish entertainers and klezmer traditionalists. His lyrics contained few sentimental references to a romanti​cized “old country,” but instead reflected contemporary Jewish-American life. His songs portrayed people who were in touch with both ethnic tradi​tions and the consistently changing array of people, cultures and informa​tion that was, and is, America. Through most of his career, Mickey’s lyrics mixed Yiddish and English. This loyalty to the Yiddish language was remarkable considering his mass appeal and the fact that his audience was not entirely Jewish. In addition, Hebrew, not Yiddish, was the preferred language of the Zionist movement. For Jews, Yiddish evoked the painful connection to the European Jewish community destroyed in the Holocaust. Moreover, for American Jews in the process of assimilating, Yiddish was often a severe hindrance to their goals. Mickey’s decision to use this language in his lyrics was a challenge on all these fronts.

In music, it’s unusual for parodies to have anywhere near the depth of the original compositions. But Mickey consistently pulled it off. Perhaps the key to his parodies’ effectiveness is that they manage to say something sig​nificant in musical forms that are by design lightweight and disposable.

Forgettable lyrics were transformed into tales of food, sex and family; rum​bas mutated into frailachs. There’s a shock at hearing anything real in such musical triviality. And Mickey’s musicianship pushed these tunes beyond their silliness.

In 1956, the top-selling songs were Elvis’s “Don’t Be Cruel,” “The Wayward Wind” by Gogi Grant and “The Poor People of Paris” by Les Baxter. The #8 song was “Whatever Will Be, Will Be (Que Sera Sera)” by Doris Day.
A unique vocalist, Mickey was also a virtuoso clarinetist, and as a bandleader he brought together some of the best musicians of his time. He also staged and starred in several English-Yiddish Musical Variety Shows, among them The Borscht Capades and Hello, Solly! Though the majority of his records are vocal parodies, he made two instrumental albums. The first, Music for Weddings, Bar Mitzvahs and Brisses, is a classic. With the help of pianist/ composer/ arranger Nat Farber and stellar sidemen including Mannie Klein and Ziggy Elman, Mickey redefined klezmer music’s compositional possibili​ties. By presenting klezmer pieces (old and new) in an abbreviated “concerto for orchestra” format, Katz created a bold, muscular music.

To me, Mickey Katz is one of the most important artists America has pro​duced. His unique and quirky musical vision links him to a special class of bandleaders like Art Blakey, Raymond Scott, John Kirby, Steve Coleman and Harry Partch. Enjoy the music.

---- DON BYRON

	YEHUDI
	Jewish Music from The Seraglio
	1996
	61:35
	label: Teldec

Vladimir IVANOFF – см. тж. его проекты SARBAND; VOX; L’ORIENT IMAGINAIRE  -- в разделе ‘Medieval / Gothic’.

It was the 18th century that the seraglio first excited Western European imagination, not least as a result of the Arabian Nights, which, first published in Europe in 1704, owed its immense and immediate popularity to its combination of the most daring intellectuality and consummate sensuality. With YEHUDY (the Ottoman word for Jew), L’Orient Imaginaire seeks to revive the centuries-old tradition of Jewish music at the court of Constantinople.

«TO FIND SAFETY AND PROSPERITY»

Jews in Turkey
The history of Jews in Turkey begins many centu​ries before the arrival in the country of the Sephardim who were hounded out of Spain in the 15th century. The ruins of synagogues dating back to the 3rd century BC have been discovered at Sardis near Izmir, and numerous more recent Jewish settlements have been excavated not only in the vicinity of Bursa but also in South-East Turkey, as well as on the shores of the Aegean and Black Sea.

Jewish communities flourished following the Turkish conquest of Byzantium and the Balkans, The Ottoman conquerors lent their protection to the Christians and Jews who lived in the occu​pied areas. On payment of a poll-tax they were largely left to perform their rites unmolested. In 1324 the Ottomans were received with open arms when they overran Bursa and freed the Jews from Byzantium’s yoke. Sultan Orhan gave permission for the Etz ha-Hayyim (“Tree of Life”) Synagogue to be built in the city. It was still being used as a place of worship until as recently as fifty years ago. Many European Jews moved to Edirne in the early 14th century, following the Ottoman con​quest of the city, while Jews who were driven out of Hungary, France and Sicily in the 14th and 15th centuries found refuge in the Ottoman Empire.

By the early 15th century the Ottomans were actively  encouraging  Jewish  immigration. Yitzhak Sarfati wrote from Edirne to various Jewish communities in Europe, inviting his fellow Jews to “end the torments” that they were “bound to suffer under Christianity” and “to find safety and prosperity in Turkey”. When Mehmed II captured Constantinople in 1453, he discovered a community of Romany Jews who had suffered oppression at the hands of Byzan​tium and who hailed their new ruler with unfeigned enthusiasm.

The exodus of Sephardic Jews began in 1492: within the space of only a few months, an esti​mated figure of more than 160,000 Jews were forced to leave Spain and Spanish-held territo​ries by the country’s Catholic rulers, Ferdinand and Isabella. (When Columbus set off for the New World on 3 August 1492, his fleet had to sail from the tiny port of Palos, since all other ports were too crowded as a result of the Jewish exodus.) At least 60,000 Sephardic Jews finally found refuge in the Ottoman Empire. Sultan Bayezid II commented on the exodus of the Sephardim with the words: “It is said that Ferdinand, the King of Castile and Aragon, is a clever man, but by driving out the Jews from his country, he is making his empire the poorer and making me the richer.” In 1477 there were 1647 Jewish households in Constantinople, but within fifty years that figure had risen to 8070.
Throughout the three centuries that followed, the level of prosperity enjoyed by Jews in the Ottoman Empire was virtually identical to the one they had known during their golden age in Spain. They were able to rise to high positions in government and administration, with the result that the majority of court physicians and many Ottoman diplomats were Jews.

продолжение liner notes см. ниже в разде Arabian (Turkey)

	Ruth YAAKOV Ensemble
	Sefardic Songs of  the Balkans:   «SHAATNEZ»
	1997
	65:48
	label: [pi’ra:nha]

Ruth Yaakov [v]; Shkelzen Doli [vln, accordion]; Juan Carlos Sungurlian [ud, bouzouki, saz]; Levent Tarhan [perc].

Shaatnez – A better term could not be found to describe the music of Ruth Yaakov. Shaatnez is the Jewish law established in the Torah, Dvarim (Deuteronomy) 22:11, which forbids the wearing of  cloth made from mixed threads, such as wool and linen. In modern Hebrew the term is used in the derogative to describe the mixing of things which don’t belong to each other. A pious Jew will follow the law of Shaatnez in matters of dress; music, however, stubbornly violates it whenever given the chance.

The music of the Sephardi Jews transgresses the law of Shaatnez on every count: the language of the music, Ladino, mixes medieval Spanish with Balkan languages and Hebrew; the melodies are spun into a tapestry of Moorish and Ottoman cultures and the texts of the songs are passed promiscuously from melody to melody, region to region – from medieval Spain to contemporary Turkey, Greece, Bulgaria, Bosnia and Israel.

The Ruth Yaakov Ensemble treats the Sephardi musical tapestry as befits its history. The songs, traditionally sung a capella or with sparse percussion instruments, are here performed by an ethnically mixed ensemble consisting of an Israeli singer, an Albanian violinist, an Uruguayan-Armenian ud, bouzouki and saz player and a Turkish percussionist. The ensemble itself mixes Smyrnaic Rembetiko Cafe Aman with urban Balkan and main​land Greek and Turkish folk genres and styles. In a time where world music has consciously come to terms with the mixing of seemingly unmatchable cultures, the Ruth Yaakov Ensemble continues to do what Sephardi music has done all along – Shaatnez.

The Sephardi Jews and their Music
Sepharad, the Hebrew word for Spain, denotes today the Jewish people whose culture flourished on the Iberian Peninsula for more than 700 years, forming one of the most splendid periods in Jewish history.

The expulsion of the Jews from the Iberian Peninsula began in 1492 under Ferdinand and Isabella. Sephardi refugees were invited by Bayezid II to settle in the lands of the Ottoman Empire. Thessaloniki and Constantinople (today Istanbul), as well as Jerusalem became the most important centers of Sephardic life and culture, and the Sephardic Jews have had an unbroken secular vocal tradition in these countries continuing up to the present day. Their Ladino songs were handed down from parents to children and from generation to gene​ration.

Ladino, also known in English as Judeo-Spanish, has been the domestic language of Sephardi Jews. It is based primarily on Castilian Spanish and includes words and expressions from Hebrew, as well as from languages in the various countries in which Sephardim have settled.

One of the most important characteristics of Sephardi culture has been its proximity to Islamic civilization, beginning in Spain and continuing throughout the Balkans. The Sephardi Balkan Jews absorbed diverse musical attributes, particularly those of the sophisticated Arab-Andalusian and Turkish modal systems, creating a rich musical synthesis with their non-Jewish neighbors. Having established communities from Tangier to Jerusalem, the Sephardi Jews combined past traditional elements with those gleaned from their newly esta​blished surroundings. The oldest texts in the Sephardi tradition can be traced to medieval Spain, and the existing repertoire consists of romances (ballads), songs of the life-cycle, religious and joyous holiday songs, love songs, Rembetiko, Turkish and Bulgarian folk songs translated into Ladino, as well as humorous, even bawdy couplets. Because of their unspeakable nature within the confines of tradition Judaism, the passions and feelings of Sephardi women managed to find expression only within the intimacy of the home. The hostile attitude displayed by religious authorities toward lyrics of betrayed love and even incest could not prevent their survival.

	SARBAND
	Sephardic Songs in the Hispano-Arabic Tradition of Medieval Spain
	1997
	49:18
	label: Jaro

rec. 1994

[...]

The Romance
As early as the late Middle Ages and the Renaissance, the romance or ballad was a very popular song-form in Spain. It originally survived as folk song and was not introduced to the Spanish court until near the end of the 15th century. Like most Sephardic romances, especially those handed down through the eastern tradition, the 15th century romance, as notated in various sources including the “Cancionero musical de Palacio” and in the tablatures of 16th century vihuelists (there it is described as a romance viejo), has a poetic structure of sixteen syllables with assonant rhymes and a musical form with four phrases of equal length.The first musical phrase often has an arched, rising and then descending melodic contour; sometimes we encounter a purely ascending melodic line. The second melodic phrase is usually higher and touches the melodic high point. These two melodic lines are seldom identical. The third melodic section then descends stepwise to the lower cadence note. The fourth phrase often ends the melody in a cadential downward movement.

Many of the melodies are based on a descending chromatic tetrachord which is also characteristic of the musiqa andalusiyya. In the eastern Mediterranean region melodies can often be attributed to the modes (makamat) of Islamic musical culture; the Husseyni, Ushak, Bayati, Hicaz, Hicazkar, Puselik, Nihavent and Ferahfeza modes are frequently encountered. In the western Mediterranean, especially in Morocco, the diatonic principle was often applied to the melodies, probably under later European influence, and they were made to conform with major / minor key tonality.

In the rhythmic-metric performance of the romances, metric and non-metric sections are often interwoven. The eastern tradition reveals a strong tendency towards a performance devoid of metric constraints, while in the western / Moroccan repertoire the abrupt shift from the binary to the ternary meter is popular.

The Judaic musical culture attained great significance through its preservation and dynamic modification of medieval Spanish romances on the one hand, and of the Arabic-Andalusian muwassahat and harjas on the other. This is demonstrated in the second section of our journey through time and cultures by means of the different compositional genres. It is our aim to create a living aural picture of the former symbiosis of medieval story-telling of northern Spanish, Andalusian or Hispanic-Jewish origin with oriental melodies from Asia Minor or the Balkans: the sphere of influence of “Sepharad”.

	BUSTAN  ABRAHAM
	Pictures Through The Painted Window
	1997
	59:59
	jazz-folk 

label: CramWorld (Crammed Discs)

rec. in Tel Aviv

Taiseer Elias [oud]; Miguel Herstein [classical guitar, banjo]; Amir Milstein [fl]; Avshalom Farjun [qanoun]; Nassim Dakwar [vln]; Emmanuel Mann [b]; Zohar Fresco [perc: durbakkeh, daff, bandir, zarb, bodhran, congitas, bongos, tam tams, bass d, cymbals, panderos, bells, shakers]; + guest artists: Daniela Buchbinder [cello]; vocals.

См. тж.: ZIRYAB TRIO -- The group consists of three virtuoso musicians who are also members of the instrumental ensemble Bustan Abraham.

The BUSTAN (Hebrew & Arabic meaning “garden of fruits and essences”) whose seedling was planted in 1991 by Avshalon Farjun and whose fruits ripened with the release of a first album, in 1992, continues to blossom and to add fresh colors and scents.

During the first three years of its existence BUSTAN ABRAHAM has become a symbol of original instrumental music that combines, in an uncompromising way, musical cultures from both East and West.

The desire to create a new standard of originality in Israeli music, as well as world music in general, brought the members of the group, musicians and composers of the highest order, both Jewish and Arab, to devote the best of their time and talents to this joint creation. All are partners in the composing and arranging.

Drawing from the varied musical backgrounds (Arabic and Europian classical, Jazz, flamenco, Turkish, Persian, Indian, Mediterranean and American) of the members of the group and those of a number of guest artists, this music has received rave reviews from audiences and critics alike in Israel and throughout the world.

	BUSTAN  ABRAHAM
	Hamsa
	2000
	46:47
	label: Nada Records (Israel). Web site: www.nada.co.il 

Amir Milstein: Flute, Taiseer Elias: Oud, Miguel Herstein; Guitar and Banjo, Nassim Dakwar: Violin, Avshalom Farjun: Qanoun, Naor Carmi: Double Bass, Zohar Fresco: Darbukkah, Riqq, Frame Drums, All additional Percussion Instruments.

Bustan Abraham continues, in its unique way to create original instrumental music that combines different musical cultures from both East and West. Hamsa is their fifth album and it faithfully reflects the development of the group and its members during the nine years of its existence. Since their first meeting in 1991, the members of Bustan Abraham have travelled an artistic path which has enriched their ability as composers, arrangers and performers. Alongside the development of their successful personal careers, they continue to draw upon their individual experiences and musical personalities to nourish and refine these collaborations.

Hamsa is yet another result of the openness to explore all the different directions represented by each one of the members in the group, the close relationship that has resulted from years of rehearsing, recording and performing together all over the world: and their shared aspiration to continue to create quality music.

Mabruk – (Taiseer EIias)

Shazeef – (Miguel Herstein)

Hamsin (desert wind) – (Amir Milstein)

Hamsa – (Taiseer Elias) 

In the house of Maimonides - (Miguel Herstein)

Igrig  (Traditional Iraqi melody) 

Dub Dulab -Nassim Dakwar (Dulab in Arabic music is an instrumental prelude that establishes the foundation for improvisation)

Nedunya (Dowry) – (Naor Carmi)

All arrangements by Bustan Abraham.

Bustan Abraham is comprised of seven distinguished Israeli musicians, both Jews and Arabs, who have combined their experience as composers, soloists and heads of musical ensembles to create original instrumental music which combines elements of both Eastern and Western traditions.

The backgrounds of Bustan's members represent an astonishing variety of musical cultures, including classical Arabic and European music, Jazz, Indian, Turkish and flamenco music. Bustan Abraham's recordings and powerful stage performances are greeted with standing ovations all over the world.

	RANDOM-Inc
	Jerusalem: Tales Outside The Framework Of Orthodoxy
	2001
	74:32
	label: EFA

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

random-industries@gmx.net 

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

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

The air over Jerusalem is saturated with prayers and dreams

Like the air over industrial cities

It's hard to breathe

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

-- Mukadassi, XII century

And did the Countenance Divine

Shine forth upon our clouded hills?

And was Jerusalem builded here,

Among those dark Satanic Mills?

-- William Blake, 1803

	Didier LABBE Quartet
	Alcantara
	1999
	65:53
	klezmer

label: Mosaic Music Distribution (France)

Didier Labbe [composition, s, fl]; Didier Dulieux [accordion]; Laurent Guitton [tuba]; Eric Boccalini [d, perc].

http://perso.club-internet.fr/d_labbe/accueil.htm
A la croisée du jazz et des musiques méditerranéennes, ce quartet semble éclore d'un cabaret-cirque baroque.
Народные танцевальные мелодии (klezmer) арранжированы весёлым французским квартетом с уличным составом. 

	Wally BRILL
	The Covenant
	1997
	51:37
	acid/pop/Jewish folk  Обработки старинных мелодий сделаны с юмором, но и с уважением к музыкальному материалу.

label: Six Degrees (Island Rec.)  (CA, USA) e: *@sixdegreesrecords.com 

Produced, engineered and mixed by Wally Brill

E-mail Wally Brill at: covenant@sirius.com 

Wally Brill  [k]; David Torn (см.) / Joe Goldring [g]; Jim Dvorak [tp]; Ari Langer [vln]; Stephen Kent [didgeridoo]; John Loose / Geoffrey Gordon [perc]; Mark London Sims [b]; Paul Comaskey / Tim Mooney [d]; Rob Laufer [organ, charango, bouzouki]; Simon Colley [double bass]; + the voices.

SACRED MUSIC FOR THE 58TH CENTURY

Much of my favorite music and art reflects the artist’s desire to contact that which he or she holds sacred: God, The Supreme, the Divine.
Singers  as diverse as Salif Keita, Aretha Franklin, Yossele Rosenblatt, Bob Marley, Mavis Staples, Nusrat Fateh Ali Khan, Catholic monks, Buddhist monks, dervishes, rastas and cantors all transcend the limits of their earthly humanity by contacting that which they hold Highest.

A year ago, my friend Dr. David Neiman introduced me to his wonderful cottection of 78 rpm recordings of cantors (Jewish liturgrcal singers). The cantors, who came from Europe in the early part of this century, performed outside of  their synagogues in theaters and on recordings. These extraordinary performances, mostly from the first half of this century, were the inspiration and source material for this first cd entitled The Covenant.
We’ve sampled these early cantoral recordings and, with love, respect, and reverential sense of humor, moved them on to new experimental musical contexts. This parallels the way the carntors themselves moved the prayers from the synagogue to the theater and opera house with what were in those days, bold new arrangements and instrumentation.

Kiddush Le-Shabbat (6:10). Cantor Ben Zion Kapov-Kagen sings the traditional Friday night blessing over the wine. Ari Langer echoes Kapov-Kagen’s voice with his lyrical violin.
A Typical Day (5:29). Auschwitz survivor Helen Lazar describes a typical day for her at age 12. Cantor Samuel Malavsky calls out "Ribon Ho-Olomim (Lord of the Universe)" from a prayer asking for forgiveness after the destruction of the Holy Temple by the Romans.

A Loop in Time (5:41). The remarkable Samuel Malavsky sings “Ve-al Avodekho Ha-Nevi-im” in which the covenant between God and man is reconfirmed... and yes, a guy in a bar in Tel Aviv really did describe how Jews from the future...  
The Universe (2:54). Ralph recites the words of Deepak Chopra. A different kind of prayer.
The Secret of the Sabbath (5:57). This is Cantor Pierre Pinchik, in a dreamlike rendition of the Aramaic prayer Roso D'Shabbos. English actor Dudley Sutton (The Devils, Orlando, Lovejoy) who also happens to be my brother (and mother really like him best), reads Dr. David Neiman’s translation of a portion of the prayer.

Rubadubatavo (Israel Ital Mix) (4:32). Cantor Pinchik gives thanks and praise singing the prayer Ohno Tavo (Oh God and God of our fathers, may our payers come before thee).
Ritzeh (We Pray) (5:30). There is much evidence to suggest that the early Hebrews invented what is now called Punk Rock, therefore this neo-tradftionalist rendition of Rtzeh (We Pray) as sung by the incomparable Cantor Gershon Sirota seems fairly accurate in its historical context.

Double יח (Double Ch’ai Five) (4:31). There’s no cantor on this one, just a 10/8 groove and some beautiful solos by Jim and Mark. Pure indulgence.

New Wildest Dream (5:56). Geoffrey Gordon’s frame drum and Ari Langer’s violin open the third and last of the Malavski pieces, a prayer of the martyrs of the Jewish people.

All the Worlds (3:42). Here is the traditional New Year’s blowing of the shofar (ram’s horn) by Rabbi Neiman followed by more of the translation of Rozo D’Shabbos. Geoffrey Gordon’s Tibetan bowls drone a healing chorus throughout the piece.

	FORGIVENESS
	תוחילק
	1995
	77:29
	experimental/noise/ethno

label: Rawkus Primitive (Broadway, NYC)  www.rawkus.com 

Forgiveness was recorded in 1995 at Sinewave Studios, Brooklyn. All songs was performed, produced, recorded and mixed by Alon Cohen and Rea Mochiach.

Concept and curation of traditional material by Alon Cohen.

This album is an attempt to combine traditional Jewish prayers with contemporary experimental electronic music. The songs are based on Sephardic cantorial melodies from the Yom Kippur and Rosh Hashanah services, of the first Temple period (Over 2000 years ago). These very same songs are still in use today.

	John ZORN (& his "Masada" project) – см. в секции 'Alternative'
	
	
	
	


ARABIAN / MUSLIM
	Abderrahmane ABDELLI
	New Moon
	1995
	45:50
	Algeria

label: Real World Records (“This label has been established by the Real World and WOMAD to release a wide-ranging catalogue of music from the traditional to the very modern from all corners of the world. We have worked hard to build a special place for performance. Whatever the music, whatever the technology, great records come from great performances. I hope you get as much enjoyment from these records as we have had in making them.” — Peter Gabriel)

Abderrahmane Abdelli [lead voice, mandala]; Ariane de Bievre [transverse flutes, nay, quena]; Claudio Toro [cajon, tormento, bombo, maracas, tambourine, guiro, g]; Juan Antonio Caffiero [charango, cuadro, g]; Manolo Acuna [charango, s s]; Mdgidou [violin]; Saidi Abdelnour [darbukka, bendir]; Thierry Hercod [bandoura]; Thierry Van Roy [k, producer]. 

    ABDELLI, born in Behalil, Algeria, is Kabyl. The Kabyls, like the Chleuhs, the Mzabits and Tuaregs, are part of the Berber tribe, the original inhabitants of North Africa. Today they can be found from the Canary Islands to Egypt, from the Mediterranean to Nigeria. The Berbers could have landed on the American continent long before Christopher Columbus (names of towns with Berber roots are evidence of this). Among the ‘good guys’ Abdelli has met on his travels is Thierry Van Roy, a producer whose sensitive years allow him to discover his talents. Captivated by the beauty of the Kabyl singer’s voice, Thierry Van Roy searched for two years for the roots of this nomadic singer. On this album, ancient rhythms reflect the birth of a new  family. Differing from normal studio productions, Abdelli’s voice was recorded first so as to allow complete freedom for the rest of the arrangements.

   Chilean music is influenced by the music of the aboriginal Indians, the rhythms of the black slaves brought back by the conquistadores from Africa and the music imported by the Spanish. Kabyl and South American percussion have created new and colourful rhythms. The Kabyl goubahi and berpuali have been mixed with the Uruguayan candombe , the Venezuelan joropo, the Afro-Peruvian lando (traditional rhythm of the black slaves of Peru), the cueca (traditional Chilean dance), the Chilean rin and the Cuban rumba. The Kabyl quarter tone has combined with the equally tempered Western scale imported by the Spanish to South America. If one thinks of the Andalusian influences brought back to the Arabian conquests, it makes sense that Kabyl melodies are very close to European harmonies and that they combine so well with the Chilean sensibility. Kabyl music uses a medium range with hardly any low or high tones. South American music extends the range: for instance, the Argentinian bombo has deep tones while the maracas and tambourines supply the missing high tones.

   ALGERIA. Darbukka: A skinned percussion instrument very popular in North Africa. Bendir: A wooden frame drum (of about 50cm in diameter). A snare of 3 or 4 strings stretched under the skin gives a sound like a blown loudspeaker. This instrument is often used for religious music, especially to induce ecstatic frames of mind. Mandola: An instrument with metal strings that looks like a cross between a guitar and a flute. 

   SOUTH AMERICA. Cajon: A wooden box played by hand. The Spaniards had prohibited the use of drums made with skins in order to isolate slaves from their religious traditions and to stop communication over long distances. Subsequently, as wood was the only medium they were allowed, they invented the cajon. Tormento: A square drum whose upper panel is made of little wooden slats under which small tambourine cymbals are attached. Charango: A small guitar, whose body is usually made of animal shell, found in Argentina, Peru and Bolivia. Quena: A popular flute in South America. Cuadro: A stringed instrument whose size is between the charango and the guitar (four double strings).

   CENTRAL EUROPE. Bandoura: The national instrument of the Ukraine; a zither with approximately 50 strings.


	Musa Dieng  KALA
	Shakawtu  (Faith)
	1996
	50:03
	Senegal 

label: Shanachie Records
  Like Nusrat Fateh Ali Khan, Musa Dieng Kala is an extraordinary singer rooted in Islamic, especially Sufi, mystical musical tradition. This album’s soothing meditative ambience is colored by Senegalese roots music given a contemporary sheen. The resulting blend is hypnotic and life-affirming.

  This recording is intended, in part, as a testimonial to the remarkable life of a Senegalese religious leader venerated as a Sufi master and saint in his own times and today. Cheikh Amadou Bamba (1855-1927), whose devotional poetry Musa Dieng Kala immortalizes with this daring album of original music, is by any measure one of the most extraordinary figures in the history of Islam in Black Africa. The erudite Bamba professed himself a spiritual heir of the great Abu Hamid Ghazali of Persia (1058-1111), whose influence in Islam, particularly through his ‘Revivification of the Sciences of the Faith’, was incalculable. Al-Ghazali not only reconstituted orthodox Islam, making Sufism – Islamic mysticism – an integral part of it, but was also a great reformer of Sufism, purifying Sufism of certain extra-Islamic elements and putting it at the service of orthodox religion. Musa Dieng Kala’s knowing encounter with Bamba’s texts has produced music of a rare spiritual power, as sweetly incantatory as the best of Nusrat Fateh Ali Khan. This is music crafted from marvelous displacements, a surrealistic to the ‘lifted up’, as another modern Sufi, Rafi Zabor, ventured to put it, «into that music through which all things are changed». Such efforts as this give Sufism a good name. Musa Dieng Kala has amply repaid – at least a first installment of – a loving debt to his master, Amadou Bamba. May the Almighty take favorable notice, and bless any ensuing explorations of Bamba’s rich heritage of faith.


	Abdel  Ali  SLIMANI
	Mraya
	1995
	46:58
	Algeria

label: Real World Rec. (London)

A.A.S. [voc, darbuka, bendir, tar, kraksh]; Justin Adams [‘ud, el&spanish g, bv]; John Reynolds [d, bv]; Jah Wobble (см.) [b];  with guests:  Sinead O’Connor (см.) [v on #4]; Carol Isaacs [accordion on #7]; Natacha Atlas (см.) [v on #2]; Caroline Dale [cello on #4]; Nacer Khenniche [darbuka on #4].


	MOROCCO
	Arabic Traditions In Morocco Music
	1988
	49:56


	label: UNESCO Collection

   Abdeslam Cherkaoui, who composed and performed all the pieces on this record, is one of the most versatile musicians in Morocco today. He spent his childhood as apprentice to a master musician, studying both milhun, a semi-classical song form, and Turko-Egyptian classical music. He later spent ten years wandering across North Africa as a migrant musician. He has taught milhun, Middle Eastern music, ‘ud, and violin in concervatories in his native Fes since 1961.

   Morocco offers a vast range of musical styles, from Classical Andalusian music, to Berber village music, to the African influences music of the Gnawa religious brotherhood. But for most forms of Moroccan music, the audience is limited by the listener’s social group, the language of the songs, the function of the performance. However, two forms of Moroccan Arabic music, l-’Asri and Sh-sha’abi, have wide appeal all over the country, in all segments of the population. Songs genres can be determined not only by form, mode and rhythm, but by their language as well. Both l-’ashri and sh-sha’abi  use a Moroccan Arabic dialect. But in modern music, there is a tendency to use a more refined vocabulary, a concession to both the learned style of the music and the Middle Eastern influence. 

  L-’Asri. A strong Middle Eastern influence is evident in al-’asria which is in fact also known as sh-sherqi (Eastern). Modal scales are built by joining different types of tetrachords and pentachords (the series of scale steps spanning the interval of a 4th or a 5th, respectively). The scale generally has steps of semi-tones or whole tones, however the arrangement of half-steps and whole-steps need to follow the pattern found in Western scales — quite the contrary. Furthermore, certain scale degrees are played in between what is considered as ‘natural’ and ‘flat’ or ‘natural’ and ‘sharp’ in Western theory. It is these ‘quarter tones’ which give Arabic music much of its subtlety. Modes are determined, not only by the intervallic structure of their scale, but by pitch hierarchy, overall melodic shape and short, characteristic, melodic phrases as well. The systematic occasion of modes with certain emotions, seasons, or times of day (as in Indian Ragas) seems to be dying out. Nevertheless, some can still conjure up powerful images for the musician and audience. Abdeslam Cherkaoui says that the mode Saba, for example, is best suited for the times “when I am alone, in the middle of the night: that maqam can scare me”. Each mode is related to other modes which have the same tonic, to modes which share one of its tetrachords: and to others which use the same pitches, but have different tonic. Thus, a skillful musician can move smoothly and subtly from one mode to another. Indeed, a given mode iss defined in part by the other modes to which it modulates. The modal structure of a piece is brought out in the taqsim, an unmeasured instrumental improvisation which serves as prelude to a song, or interlude in a song suite. The performer begins by examining at length the first notes of the first tetrachord. Gradually, he accelerates the pace and expands his range, moving out of the first tetrachord, and eventually out of the basic maqam. But in the end, unless he is playing an interlude, the performer always comes back to the initial mode. Cherkaoui’s taqsim are true introductions, rather than pure modal studies, since he always weaves elements of the song’s melody into the improvised introduction. A singer may also perform an unmeasured vocal improvisation (muwwal). Like a taqsim, a vocal improvisation may serve as a prelude (as in #3) or an interlude (as in #1). In traditional Middle Eastern Art music, a song, and indeed an entire performance, was developed in the same manner as the taqsim. The different aspects of a maqam, or its related modes, were developed in successive sections of a song or song cycle. But at the end, the music always returned to the original maqam. This tradition has been maintained in the modern qita’a (lit.: piece). The songs #1 and #2 are examples of ‘asri, in which we find five or six separate sections which differ from each other both melodically and formerly. Each piece is unified by the overall modal structure, the repetition of cadential formulas, and the use of the main theme as a kind of refrain. In short, though modern music is relatively free in form, it still follows the basic principles of Middle Eastern music.

   Sh-sha’abi (people’s music). The term sha’abi, like ‘asri, is vague, because the genre includes a wide variety of forms and is not restricted to any particular regional group. Coriously enough, it is in popular music (as well as in the music of the Middle Atlas Berbers) where we find the quarter tone in traditional Moroccan music. Neither classical Andalusian music, nor the music of the High Atlas Berbers, makes systematic use of quarter-tones. The modes used in sh-sha’abi are probably Eastern imports, since both the name and scale form are approximately the same as their Middle Eastern equivalents. But the use of quarter-tones in popular music is so widespread that it can hardly be a recent innovation. It seems more likely that these modes came with the invading tribes from the East, the Banu Hillal and the Banu Sulaim, in the 11th century. Though sh-sha’abi and l-’asri share modal features, they are quite different formally and rhythmically. Popular music is almost invariably strophic. The songs #3 and #4 are both examples of the genre l’aita (lit.: call), a style performed all over the North and Central areas of Morocco, but best known in the coastal plains which stretch from Casablanca inland to Beni Mellal. The name probably derives from the long sustained notes and predominantly falling melodies which characterize the genre. The rhythm is almost always 6/8 or 12/8, which permits duple and triple rhythms to be played successively or simultaneously. The musical interest of l’aita is largely dependent on the tension created by the contrast between the rather free vocal and the tight rhythmic accompaniment.


	MOROCCAN TRANCE  II
	Sufi
	1995
	58:22
	label: Sub Rosa Records

  Performed by The Master Musicians of Joujouka and The Gnoua Brotherhood of Marrakesh — Morocco’s most acclaimed musicians.

  On this disc I have recorded the black Gnoua from Marrakesh and the mountain Berber (Djibli) of Joujouka. Morocco is a land of saints and holymen. Everywhere you go in the towns and in the country, in the deserts and the high mountains you see the little white domes of the Sanctuaries, the tombs of Sufi saints and holymen. For the sufi, music and dancing are very important parts of worship and daily life. The song Moulay Abduslam performed by The Master Musicians of Joujouka is the hymn / anthem of the Al Serif Mountains. He is the most revered saint in the southern Rif mountains. Sufi music can be for healing like the music left in Joujouka over one thousand years ago by the Islamic missionary, poet and musician Sidi Ahmed Sheich. Sidi Ahmed devised with the help of the ancestors of the Joujouka musicians, music for healing crazy minds. The music calls down blessings from God and can seek to bring people closer to a spiritual experience. The Lilah trance dance that is brought on by the Gnoua music played at special ceremonies is a possession rite that could be compared to Haitian dance ceremonies. Gnoua music is driven by large steel castanets and the dark thud of the gimbri, a bass-like instrument made from the leather of a camel foot, wood and three thick sheep gut strings. The lead vocalists are answered by a massed chorus and they force the tempo and volume forever upwards. Different musicians bring different spiritual levels to the music.


	Classical Music Of EGYPT
	Taqsim
	1992
	61:40
	label: King Records (Japan), World Music Library. rec. in Tokyo 1991.

Hossam D.M.S. ‘Abd Al-Rahman [qanun]; Mohammad A.M. Fudah [nay]; Sayyid M.M. Husayn [‘ud].

 1. Maqam Nahawand (qanun solo)

 2. Maqam Saba (nay solo)

 3. Maqam Kurd (‘ud solo)

 4. Maqam Hijazkar (qanun solo)

    The Taqsim is a performing style of Arab classical music. It is an improvisation in free rhythm. The origin of the word means: ‘division’ or ‘act of dividing repeatedly’. In fact, it consists of many melodic phrases which are separated each other by short or long pauses. And the phrase has always a scheme — ‘introduction > tension > relaxation’. In playing the taqsim a basic maqam is chosen by the player, who presents and then praphrases it through the course of his performance. After taking up a few segments of the basic maqam in the first part of the taqsim, he uses more wider tones which make music modulate into the inter-maqamat. Thus he fixes the ‘places’ for melodic lines of all kinds. And in the last part of the taqsim the player returns to the segments of the basic maqam which he had chosen previously to finish the piece of its kernel-tone. The taqsim is an ‘arabesque of tones’ consisted by compound melodic arches of various phases.

   The taqsim is a virtuosic music and it requires inner and high originality and excellent technique from the player. The styles of expression is diverse by the individuality of each player. The talented player, who is familiar with the way of musical development, raises the listener’s tension and urges his spontaneous applause as feedback from listener to performer. (In this CD listener’s responses cannot be heard because of studio recording.)

   The word ‘maqam’ whose origin is ‘place’ has been used as a technical term on modal system forming melodic lines in the classical Arab music since the second half of the 13th century. The maqam means the essence of melodic lines which move in a frame of a mode. In other words it is a systematization of inner and structural tones appearing in the fixed tonal space of each mode. And the systematization appears as a trial of infinite revolving movements into the kernal-tone of the maqam. Therefore the maqam is inevitably formed as melodic line of conjunct motion around the kernel-tone. Thus we have many kinds of the maqamat, such as rast, bayati, sikah, etc., each of which includes often systematical microtones. The scale of the maqam has a tetrachord or a pentachord as a basic unit reaching to an octave. The maqam gives a performer a musical time-space in which he can develop his improvisation. Consequently the maqam is deeply related to the taqsim.

  Musical instruments heard in this CD are all traditional ones in the classical Arab music.

  Kanun. A chordophone originated in Middle East. We already  had its prototype in ancient Egypt. Its basic tone is sol. It has 78 chords which produce 26 tones because we tunes up each 3 chords into one pitch. The longer side of the instrument is 120cm, the shorter 50cm and the length 74cm long. The right edge is covered with skins of fish, and the left edge has a lot of levels for microtones which the Turks brought into this instrument relatively in later period. The basic skill is common but there are some different performing styles. In Egypt they play octaves at the same time, on other hand in Turkey they often use tremolo on single tone. As the kanun is delicately influenced by temperature and humidity, we must tune it all the time. It is said that this instrument is the original one of European zither.

  Nay. End-blown flute. We find it in all Midle East area, including Egypt. And we can also find its prototype in ancient Egypt. Its basic tone is re. A set consists of 7 tubes. According to the maqamat we use either of the 7 tubes. Each tube gives 2 octaves and half tones. It is made of reed and has always 9 joints. Although hollowing the joints out, their small pieces still remain inside the tube. That is the reason why the nay produces such delicate sounds. The nay came to Europe by way of Andalusia and became the flute.

  ‘Ud. The plucked string instrument originated in Persia. In Egypt it has 5 double strings. Strings were once made of guts, but nowadays made of nylon or steel. We pluck these chords with the thin plectrum called ‘rishah’, formely made of horn of animals, rachis of birds or piece of woods, today made of plastic. A chord is usually 60cm long. The ‘ud has a big sound hole called ‘shamsiya’ (the sun) and two small ones called ‘qamariya’ (the moon) on the surface. The ‘ud has become the essential instrument for musicians since the Abbasid period. And so, even today. In ensemble it takes charge of melody but very often it plays alone. The tone color of the ‘ud varies deversely according to the technique of the performer. It became the model of European lute, and also became Chinese p’ip’a which was introduced into Japan, where the instrument is called biwa.


	The Music Of UPPER And LOVER  EGYPT
	
	1988
	44:57
	label: Rycodisc (London), The World series.

  The colorful Egyptian folk music and its rich melodies were much affected by the country’s historical global location. The music wass influenced by the culture of Pharaonic, Coptic and Islamic heritages, as well as the more recent Mameluk Kingdoms and subsequent colonial era. All left their marks on the character and form of the Egyptian folk music. The ethnomusical map of Egypt is divided primarily into four sections. The first is the southern-most section which includes Aswan. The second is from Luxor to Gerda commonly called Sa’ed. The third is from El-Meniya to the shores of the Mediterranean Sea call the Fellahim, meaning the farmer-influenced regions. The fourth is the urban music of the major cities such as Cairo and Alexandria. Within these groups, the folk music is yet subdivided into different categories and characteristics.

  #1- 4 recorded on Mosquito Island, Aswan. This region is divided into two linguistical sections: the Arabic-speaking Nubians and a Nubian-speaking sector divided into Mahasi and Mattokki. From these later sectors we present the following songs based on a rhythm called “moon fever”.

  #5- 6 recorded in Alexandria. In contrast to Mattokki and Mahasi, the folk music of Sa’ed Oena is known for its great variety of instruments. The piece #5 demonstrates the read instrument called mizmar; it is similar to the oboe and the Turkish zorna. The bass, tenor, and alto are accompanied by a two-sided stick drum, tabla baladi, hanging from the player’s neck. The bass and tenor mizmars play a continuous drone note as accompaniment to the basic melodies played by the alto.  #6 has vocal accompaniment. It is performed on the darabukka (goblet-shaped drum) and tar (large frame drum), the five-string lyre (tambura), and violin. It is similar in its composition and performance to modern popular music.


	The  Musicians  Of The NYLE
	Luxor To Isna
	1989
	53:55
	label: Realworld

Instruments:  Rababah, Arghul, Doholah, Tablah, Tablah Baladi, Mizmar; epic singing.

From the depths of Upper Egypt, the players of the village, the nomads of celebration -- The Musiciani of the Nile -- now perform in the spaces and cultures of the West. They are professionals of pleasure possessing a very particular ethnic identity, re-living their traditions with pride and effervescence.

In the heart of this region, a stone's throw from the ancient columns of the temple of El Karnak, is the village of Abu-al-Djud, now a part of the city of Al-Aqsur (Luxor). From these outskirts have sprung the members of the Mataqil clan -- men gifted in the art of the 'rababah' (spike fiddle) and of folk and epic songs. Linked to the old Nubian families that were formerly victims of slavery originating in Sudan, the Mataqil learnt their art from the gypsies with whom they intermarried.

The gypsies of Egypt form different groups, each with their own identity rooted in a legend or a particular vocabulary. The Nawar, famous for their 'ghawazis' (public dancers), the Masalib and the Halab (from Syria) are by virtue of their artistic function very close to the Mataqil.

In Egypt traditional music is, as with most societies, performed by ethnic minorities who undertake a professional function that can be very disadvantaged. The music itself -- a mode of expression replete with ambiguity because of the emotion and pleasure it generates (two elements commonly disapproved of by society) mean the musicians are forced to wander between social rejection and individual adulation. [...]



	Historical advice by El Hami Hassan and Ibrahi Akif

Information on the Ghawazee: Alain Weber

Recorded and mixed at Al Nahar Studio, Cairo, Feb 1996

Produced by Lorraine Zamora


	Mahmoud  FADL
	The Drummers of The Nile
	1997
	52:17
	file under: Orient / Egypt / Nubia / Percussion

label: Piranha   e-mail records@piranha.de online www.piranha.de 

Mahmoud Fadl [djembe, bongo, tabla, darabuka, conga, duff, tar, marakash, sanduk misri, duhula, finger cimbals, v]; Khamis Sharawi [duff, tar, clapping]; Magdy Mishmish [bongo]; Mousa Hassan Khalil [oud, v]; Kamal Fouad [accordion]; Samy El Bably [tp]; Rais Hassanien & his band [mizmar, tabla saidi].

Since time immemorial, the Nile has been the object of fascination and subject of endless myths. In the classical age, Herodotes (like Aristotle a hundred years  1ater) racked his brains to deduce the origin of the Nile and explain the floods that took  place year after year.

Not even the priests had an explanation why the river began to foam at Midsummer,  then "ride" towards its own banks like a galloping stallion only to quietly trundle back to  bed again a hundred days later to begin its hibernation.

Thales suspected that "deliberate" winds forced the Nile from its course at the start of  summer. Even though the winds always blew in the right direction at that time of the year,  the mystery could not be resolved: instead of the floods moving on like a watery, wind-driven avalanche, they actually became less intense.

And despite the weight of "scientific evidence" to the contrary, people always had their own  explanations for such inexplicable natural phenomena. Legend has it that the tears of Isis crying for Osiris caused the river to overflow its banks. A further conundrum was to trace the  river's source, which for a long time considered impossible to locate. Did the river somehow  have its source in the sea, and flow mysteriously backwards?

Or was it in fact the Euphrates, diving into the ocean and (like a worm wriggling back to the  surface) re-emerging on land somewhere in Ethiopia? There were so many puzzles that were only  to be solved centuries later. But even knowing the answers to these questions does not alter the fact  that the Nile has remained what it always has been: the cradle of civilization and an endless source  of life.

The pounding heartbeats of life can be heard all along the banks of the Nile. A rhythm accompanied  by words, a rhythm evolving into songs. Rhythms of life, without which dance could not exist. 

The Drummers of the Nile take us on a voyage of discovery along the mother of all rivers. This musical journey steals us away past the "wedding waltz" of the Bedouins (Darig Masri) and on through the Egyptian desert. It leads us to the desert of Siwah, near the Libyan border, where the women accentuate the dancing with their sensuous bodies (Hagala). We pause briefly near the bridal chamber of a newly wed Nubian couple, later joined by their friends, singing and clapping hands (Halawa Ya). As our tour continues we hear the festive singing of the peasants (Falahi), while a series of sevendances are performed by the bride to show her skills to the mother and aunts of her husband (Saira). We eavesdrop as the men show off  their handsomeness and virility to the beat of complex rhythms, mimicking a camel's  gait with their movements (Shaygiya).

But the rhythm is also a symbol of revolt. When Sudan made prestitution illegal, the  country's prostitutes expressed their protest in a rhythm that has even be described as  the grandfather of Reggae (Dishka). We then return to the menfolk, singing and dancing  in rotation to the rhythm of Kaff, "the clapping of hands".

Yet, at the same time, the Nile is also the city. "A Night on Mohamed Ali Street" portrays life at an artists’ meeting place in one of the poorer districts of Cairo. Using a Masmoudi rhythm, the accordion tells us of the poverty and the pain, and as the rhythm gets higher we are told of the faith that can help overcome life’s difficult tests. The piece reaches a climax with a Maqsoum rhythm – with every female dancer and each musician sensing the desire to dance, make music and give free rein to his or her pain or hope.

With this recording, musicians paints an authentic musical landscape of the abundance of cultures and people along the Nile, using the very same rhythms that have followed them since birth, rhythms that accentuate their every  gesture and articulate their innermost feelings.

The Drummers of the Nile
1. Maqsoum 

2. Darig Masri 

3. Hagala 

4. Falahi 

Nagrashad
5. Halawa Ya

South Nubian & Sudanese Rhythms 

6. Mardoum

7. Saira

8. Shaygiya

9. Dishka

10. Karachi 

11.Wahda

A Night on Mohamed A1i Street 

12. Aament Bellah

Traditiona1 Nubian Rhythms
13. Koumbakash

14. Kiechade

15. Kaff (Ollin Aragid)

Traditional Saidi Rhythms 

l6. Saidi Queen


	Mahmoud  FADL
	Love Letter from King Tut-Ank-Amen
	1998
	51:59
	label: [pi’ra:nha]

Mahmoud Fadl [director, riq, duff, duhula, sanduk misri, conga, bongo, marakash, timbales]; Samy El Bably [tp]; Nagy Naoum [kanoun]; Basem Darwish [oud]; Mostafa Abd El Naby [vln]; Wageeh Shehata [vln]; Yasser Taha [cello]; Raafat Miso [a s]; Magdi Imam [accordion]; Dr. Mina Yousif [double bass]; Khamis Henkish [darabuka].

The art of Mahmoud Fadl, Nubian master drummer of the Nile and director of Salamat is in high demand among Oriental dancers. It is also his pleasure to perform and record with artists as different as Ali Hassan Kuban, the Klezmatics, Maurice El Medioni, Dr. L. Subramaniam, Ferus Mustafov and DJ Medi Soul. [...]

Love Letter to

King Tut-Ank-Amen
Young King Tut Ank Amen:

Yesterday afternoon in the museum, I saw the little ivory column which you painted blue and pink and yellow.

For that fragile object, useless and meaningless in our mean existence, for that simple little column painted by your fine hands --  leaves of autumn --  I would have given the most beautiful ten years of my life, also useless and meaningless... Ten years of love and faith... Next to the little column I also saw, young King Tut Ank Amen, I also saw yesterday afternoon one of those brilliant afternoons of your Egypt -- 

I also saw your heart, kept safe in a golden box. For that little heart crumbled to dust, for that little heart kept in a box of enamelled gold, I would have given my own heart, young and warm; still pure.

Because yesterday afternoon, King filled with death, my heart beat for you, full of live, and my life embraced your death and it seemed to me, melted it...

It melted the hard death clinging to your bones, with the heat of my breath, with the blood of my dream, and after that uproar of love and death I am still intoxicated with love and with death...

Yesterday afternoon -- afternoon of Egypt sprinkled with white ibises -- I loved your impossible eyes beyond the crystal...

And in another distant Egyptian afternoon like this afternoon -- its light shattered with birds -- your eyes were immense, split along your trembling brows...

Long ago in another afternoon like this afternoon of mine, your eyes spread themselves above the earth, opened themselves above the earth like the two mysterious lotuses of your country.

Reddened eyes creations of twilight, the color of rivers swollen with September.

Lords of a kingdom were your eyes, lords of flourishing cities, of gigantic stones then already a thousand years old, of fields sown to the horizon, of armies victorious far beyond the deserts of Nubia, whose agile archers, whose intrepid charioteers have been frozen forever in profile in hieroglyphs and on monoliths.

Everything fit into your eyes tender and powerful King, everything was destined for you before you had time to see it... And certainly you didn’t have time...

Now your eyes are closed and a gray dust covers the eyelids; only this gray dust, the ashes of exhausted dreams.

Now between your eyes and my eyes forever ties an adamantine crystal...

For these your eyes which I could never pry open with my kisses, I would give to whoever wants them my own eyes, avid for landscapes, thieves of your heaven, masters of the world’s sun.

I would give my living eyes to feel for a moment your gaze across three thousand nine hundred years ...
To feel your gaze on me now -- however it might come -- disinterred, curdled out of the pallid halo of Isis.

Young King Tut-Ank-Amen, dead at nineteen years of age let me tell you these crazy things which perhaps no one else has ever told you, permit me to tell them to you in the solitude of my hotel room, in the chill of walls shared with strangers, walls colder than the walls of the tomb which you didn’t wish to share with anyone.

I tell you this, adolescent King, frozen forever in profile in your immovable youth, in your crystallized grace... Frozen in that expression which forbade the sacrifice of innocent doves, in the temple of the terrible Ammon Ra.

This is how I will continue to see when I am far away, you standing straight before the jealous priests in a flurry of white wings ...
I will take nothing from you beyond this dream, because you are everything which is fore​closed to me, prohibited, infinitely impossible. From century to century your gods kept watch over you, hanging onto the very last hair.

I think that your hair must have been straight as the night rain ...
And I think that because of your hair, because of your doves and your nineteen years so close to death, I would have been then what I will never be now: a little bit of love.

But you didn't wait for me and you fled along the edge of the crescent moon; you didn't wait for me and you fled toward death like a child going to the park, laden with toys with which you are not yet tired of playing

... Followed by your ivory carriage, your trembling gazelles ...

If sensible people wouldn't have been scandalized, I would have taken you from your golden sarcophagus, enclosed in three wooden sarcophagi inside of a great sarcophargus of granite, I should have taken you from the depths, so perverse, which render you more dead to my bold heart which you make beat strongly ... which only for you has ever beaten, Oh sweetest King! In this bright afternoon of Egypt -- arm of the Nile's light.

If sensible people wouldn’t have been enraged, I would have taken you from your five sarcophagi, I would have unwrapped the bindings which so oppress your feeble body, and I would have wrapped you softty in my silken shawl.

I would have rested you upon my breast like a sick child ... And as if to a sick child, I would have begun to sing to you the most beautiful of my tropical songs, 
the sweetest,

the briefest of my poems.


	Soliman  GAMIL
	A Map Of Egypt Before The Sands
	1997
	56:18
	label: Touch Music (England)

Egyptian instruments: Mouzmar (a double reed instrument, made of apricot wood); Rababa (a wooden column with a coconut sounding box at its end, with goat of sometimes fish leather stretched upon it, played with a bow tied from its ends with horsehair); Sallamiya (a flute); Sinsimia (a 5-string instrument that looks like the ancient Egyptian Pharonic Kinnara, with the difference however that the Sinsimia has a tonal structure containing a musical structure of 3/4 of a tone, particular to Egyptian and Arabic music, but not to the tonal structure of occidental music); Kanoun (a stringed instrument of three - four octaves played with both forefingers, descended from the Pharonic harp); Arghoul (a double pipe bamboo); Doff (percussion instrument); Daf (tambourine of stretched goat or fish leather on a wooden frame); Nay (a long flute made of reed). Other instruments: violin, cello, trumpet, clarinet

  It is difficult to pinpoint the beginning of man’s activities on this planet, but it is certain that he appeared around the beginning of the quarternary era, which is estimated to have lasted from 500,000 to 1 million years. The origins of Egyptian civilisation can be traced back to this remote date. Egyptians made their first musical instruments during the Stone Age, approx 5200 BC; rock paintings representing hunting scenes depict animals, and on one of them a jackal can be seen playing a long flute made of reed (the ‘Nay’). Musicians and historians agree that prehistoric Egyptians made many musical instruments, mostly percussive, and form the moment that writing developed in approximately 3200 BC, attempts to play these instruments were recorded by Ancient Egyptians. In Ancient Egypt, art was used to serve man’s material and spiritual needs; even when secular aims were pursued, religion would determine the various forms of song and dance. Greek philosophers like Pythagoras and Plato wrote essays on Egyptian Music, and described it as one of the most elaborate forms of music in the world. [...]
  Soliman Gamil was born in Alexandria on 24 December, 1924. He studied Arabic music and kanoun performance at the Institute of Arabic music between 1940 and 1945. For the next five years he studied piano, harmony, counterpoint and orchestration with the Italian professors... In 1950 Soliman went to Paris to study composition for one year at the Ecole Normale de Musique. [...] In 1967 he was awarded the Egyptian State Order of Merit, First Class, In Arts and Sciences. He represented Egypt at several international conferences on music. [...] Soliman Gamil lectured at the Higher Drama Institute, Academy of Arts, Cairo, and he was a member of the International Association of Musicologists, Switzerland.


	Anouar BRAHEM
	Barzakh
	1991
	57:01
	Tunis
label: ECM

Anouar Brahem
oud

Bechir Selmi
Violin

Lassad Hosni
percussion

1
Raf Raf

2
Barzakh*

3
Sadir

4
Ronda

5
Hou

6
Sarandib

7
Souga

8
Parfum De Gitane

9
Bou Naouara

10
Kerkenah

11
La Nuit Des Yeux

12
Le Belvedere Assiege

13
Qaf

Compositions by Anouar Brahem. except* by Anouar Brahem and Bechir Selmi, "Souga" and "Bou Naouara" by Lassad Hosni.

One of the ironies of the current vogue for so-called world musics is that the adventurous listener often finds himself championing forms exotic to his ear which are, in their true context, fundamentally con​servative. To be a traditional musician, wholeheartedly, is to be inflex​ible, resistant to change -- and music that does not change hardens, calcifies, dies inside.

Anouar Brahem, a 33 year old oud virtuoso (I don't use the term casually) who holds the title Director of the Musical Ensemble of the City of Tunis, is acutely aware of this. Of his country's play​ers he laments, “we've lost much of the traditional instinctive in​teraction inherent in small groups of improvising musicians”. He fights against the malaise by refusing to limit himself to the exclu​sively Tunisian, however that might be defined, asking himself how many other idioms his branch of Arab music can move towards without compromising its integrity. He claims, for example, the right to examine “all the things left in my country by the colonialists, the occupiers”, thereby giving himself access to the musics of Spain, Turkey, Morocco, France and more; since the Roman occupation of the 2nd century B.C., Tunisia has changed hands constantly. Brahem's partner on three of Barzakh's tracks (including the crucial title piece), violinist Bechir Selmi, says “Anouar is playing a music with​out borders...and that's as it should be. Music cannot be contained within national boundaries.”

Anouar Brahem, a modern musician with a profound respect for and knowledge of Arab classical music, is disinclined to be caged by its history.

He began playing the oud at 11, going on to receive a Diploma in Arab Music at the Tunis Conservatory and taking additional studies with oud master Ali Srithi, who now insists that “Anouar Brahem is the best lutenist in Tunisia. He has the touch and the feel. Only he knows the secret.” This view is not yet unanimously endorsed by other Tunisian musicians, some of whom view his innovations with suspicion. On the other hand, he has a growing following among the more progressive players. Bechir Selmi takes a special pleasure in the fact that Brahem has established the validity of an instrumental music in Tunisia. “With Anouar, a musician always feels he has more free​dom than if he has to restrict himself to working around a singer.” Throughout the Islamic world, the singer and the song have held sway for centuries, even in such countries as Iran where an indepen​dent instrumental tradition has existed (albeit forced underground of​ten enough).

Beyond the traditional field -- to which he always returns for sustenance -- Brahem has composed for ballet, theatre, and film, and mounted a number of large-scale “spectacles” in Tunisia, each conceived as a theatrical totality, with choice of venue, lighting and costumes interconnected with the music, the entire event awaken​ing, by the musicians' account, a ..sense of ritual". Such work led to his receiving Tunisia's Grand Prix National de la Musique; he is the youngest artist to have received this award.

He has also embarked on many collaborations with musicians from other countries and cultures, including Renaissance lutenists, classical guitarists, flamenco players, sitarists. His resume includes performances with Cameroon saxophonist Manu Dibango and Chicagoan-Chilean-Pakistani jazz guitarist Fareed Haque.

Although three self-produced cassettes were issued in his home​land, Barzakh is Anouar Brahem's first album proper. It is almost impossible to buy records in Tunisia, let alone make them, and Brahem's broad musical knowledge is attributable to his travels. He has toured in Algeria, Morocco, Spain, France, Italy, Yugoslavia, the USA and Canada and, for three years in the early 80s, was living in Paris, the city hailed by many as the crucible of the world's folk resources on account of its large and extremely varied immigrant population.

It was while in Paris that he heard Keith Jarrett's Facing You, an album that excited him greatly. Jarrett, he says, “often sounds ex​tremely Andalusian when improvising on modes”. Further disco-graphical investigations made an ECM aficionado out of him and by the time he reached Oslo for his own session he was exceptionally well-informed about the company's history, directions, and production policy. Listening to the just-mixed final version of Gavin Bryars's After The Requiem one evening at Rainbow, Anouar Brahem re​sponded with a perspicacity one wouldn't expect of many western musicians.

His ECM debut was first projected as a solo album, the lutenist opting to add violinist Bechir Selmi and percussionist Lassad Hosni to the session to colour specific pieces. Though the musicians have played with each other in various contexts for years, they had never before worked in trio as they do on “Parfum de Gitane” and “Kerkenah”.

They are three very different characters. The trim, dapper Brahem, a strong-minded conceptualist, is very definitely the team leader. Selmi is an inspired working musician, open-minded, glad of a challenge, ready to play on any premise. It's tempting, but too limiting, to think of him as an Arab Grappelli to Anouar's Django, although “Parfum de Gitane” certainly suggests a Hot Club de Tunis.

Hosni's a good-natured, enthusiastic back-up man -- it's no surprise to learn that he plays a lot of parties and weddings back home -- a gentle giant of a drummer, where Brahem and Selmi are slight of build.

As a child Bechir Selmi played the nay, the Arab flute, switch​ing to violin at 15. At the Tunis conservatory, he studied both Arab music and Western classical and contemporary music, the latter under Czech and Bulgarian teachers -- hence the intimation of a Janacek-Bartok Slovakian folk strain in his playing. But he is proud that the violin has its origins in Arab music (the art of bowing, in fact, was first established in the Islamic empire about 1000 years ago) and has recently begun to teach Near Eastern approaches to the instrument. Selmi is in the full-time employ of Tunisian tele​vision station RTT and plays constantly on its music programmes. “I am chained to my work,” he jokes. He is keen to acknowledge the pioneering work of three older Tunisian violinists who have influenced him greatly: Ridha Kalai, Naceur Zguonda and Belguacem Amar, all now in their sixties. In 1987, Selmi joined the Musical Ensemble Of Tunis and, subsequently, has participated in all of Brahem's Tunisian concerts.

Selmi has toured the Gulf countries playing both ancient and modern Arab music and says he experienced a personal breakthrough in 1988 while playing at the Opera in Cairo to an audience of musi​cians. “I gave them everything I had and I didn't know what I gave them. I lost myself completely in the music, forgot the people in front of me, forgot my life. It was only afterwards I could piece to​gether what I'd done.”

This intense commitment to the music's flow is conveyed in “Barzakh”. The name, Brahem explains, refers to “the place of rest and tranquility where the soul goes before resurrection. It is an isthmus or transition.” Brahem says that for him “Barzakh” is “the album's most important piece”. It was developed spontaneously in the studio in response to a production request for a slowly-unfolding legato performance to counterbalance the speeding rush of dazzling pieces like “Raf Raf” and “Sarandib”. It's a question of emotion as opposed to adrenaline. There's a place for both of course.

Percussionist Lassad Hosni, in contrast to his well-schooled col​leagues, is self-taught. Like drummers everywhere he beat the walls and the table as a child. At 14, he started playing darbouka, the clay goblet-drum capped with fish-skin for fast, snappy action. At 16 he was “making money with it”. It's still his favourite instrument. None​theless at 17 he began to look at the Arab frame drum called the bendir and had to allow that, yes, despite its deeper, more ponderous sound that instrument had a lot of expressive potential, too. Hosni plays bendir on “Parfum de Gitane” and “Kerkenah”, darbouka on his two solo pieces “Souga” and “Bou Naouara”. The titles of the solos refer to the respective primary rhythms employed. “Souga” also in​cludes a stambali rhythm, “the rhythm of the black Tunisians”, ac​cording to Hosni, while “Bou Naouara” which means literally “father of the flower”, reflects upon a chain of rhythms including the mraba, the tounsi, and the Algerian goubahi. Lassad Hosni claims to be the only Tunisian darbouka player taking extended solos. His criteria for excellence? “When I play, I ask myself: Does it sound sweet?”

Lassad Hosni first worked with Anouar Brahem in 1980. He is, additionally, a member of the Tunisian Folklore Group, which has toured widely under the auspices of the Tunisian Ministry of Culture, and has worked extensively with dancers and singers. I asked if he had any favourites amongst the vocalists he's worked with and he wrote some names in my notebook. Half an hour later, he crossed the list out. All the other singers would be jealous, he explained. Better I mention just a couple of important dancers, Setwa Moha-med and Kawthar Cherif, and leave it at that.

In the cross-cultural zone, Hosni recently found himself working alongside Omar Hakim on a recording date with Theresa de Sio. The Neapolitan singer, having decided to cover one of Anouar Brahem's tunes (“a piece almost like a Tunisian reggae”) brought the composer and his accompanist to the studio to participate... but that's a long way from the matter at hand.

With the exception of “Kerkenah” (the title alludes to the Tuni​sian island of the same name), recorded on the first, somewhat overexcited day of the Oslo session, all of Barzakh derives from a single day's work. Brahem, marshalling all his resources, spun out solo pieces of a jewelled brilliance. Almost everything he played on Day Two merited inclusion on the record.

At his best, Brahem reveals exceptional clarity of execution and sensitivity to colour even when moving at top speed. Listen to the delightful “Sarandib” (the ancient name of Sri Lanka in Arabic), which challenges the fingers like one of Paganini's Capricci.
The short pieces “Hou” and “Qaf” began life as alternate takes of the same tune. “They're like haikus”, Brahem said, and indeed they are, each snaring a mood in a single, gentle pass. “Hou”, Bra​hem explains, is a contraction of the word Houa used in liturgical chants, while “Qaf” is a mythical mountain in Arab legend.

“He wanders freely amongst the universes, all of which are one: those which he inhabits, and those which inhabit him” – so, rather grandly, writes critic B. Ben Milad of one of Brahem's Tunisian con​certs. Brahem may soon be wandering freely out of Tunis, feeling the need to move on again.

“It may be time for me to leave,” he says. “I'd like to explore more of the world, live in India for six months, meet and play with a broader range of musicians. It's dangerous if you keep playing to the same audience. It's really important that the music should change and grow.”

------- Steve Lake


	Anouar BRAHEM
	Conte De L'Incroyable Amour
	1992
	59:26
	label: ECM

ANOUAR BRAHEM - OUD

BARBAROS ERKOSE - CLARINET

KUDSI ERGUNER - NAI

LASSAD HOSNI - BENDIR, DARBOUKA

1. ETINCELLES

2. LE CHIEN SUR LES GENOUX DE LA DEVINERESSE

3. L'OISEAU DE BOIS

4. LUMIERE DU SILENCE

5. CONTE DE L'INCROYABLE AMOUR

6. PESHREV HIDJAZ HOMAYOUN

7. DIVERSION

8. NAYZAK

9. BATTEMENTS

10. EN SOUVENIR D'LRAM

11. IRAM RETROUVEE

12. EPILOGUE


	Anouar BRAHEM
	Thimar
	1997
	54:38
	label: ECM

Anouar Brahem [oud]; John Surman (см.) [s s, bass cl]; Dave Holland (см.) [double-bass].

Compositions by Anouar Brahem, John Surman, Dave Holland.

1. Badhra

2. Kashf

3. Houdouth

4. Talwin

5. Waqt

6. Uns

7. Al Hizam Al Dhahbi

8. Qurb

9. Mazad

10. Kernow

11. Hulmu Rabia


	Anouar BRAHEM
	Khomsa
	
	76:33
	label: ECM

ANOUAR BRAHEM: OUD

RICHARD GALLIANO: ACCORDION

FRANCOIS COUTURIER: PIANO, SYNTHESIZER

JEAN MARC LARCHE: SOPRANO SAX

BECHIR SELMI: VIOLIN

PALLE DANIELSSON: DOUBLE BASS

JON CHRISTENSEN: DRUMS


	Anouar BRAHEM
	Astrakan café
	
	77:42
	label: ECM

Anouar Brahem [oud]; Barbares Erkose [cl]; Lassad Hosni [bendir, darbouka].


	Anouar BRAHEM
	Le Pas Du Chat Noir
	2001
	70:38
	rec. July 2001

ANOUAR BRAHEM - OUD

FRANCOIS COUTURIER - PIANO

JEAN-LOUIS MATINIER - ACCORDION

1 LE PAS DU CHAT NOIR

2 DE TOUT TON COEUR

3 LEILA AU PAYS DU CARROUSEL

4 PIQUE-NIQUE A NAGPUR

5 C'EST AILLEURS

6 TOI QUI SAIT

7 L'ARBRE QUI VOIT

8 UN POINT BLEU

9 LES AILES DU BOURAK

10 RUE DU DEPART

11 LEILA AU PAYS DU CERROUSEL, VAR.

12 DEJA IA NUIT


	Simon  SHAHEEN
	Turath (Heritage)
	1991
	59:21
	label: CMP

S. S. [violin, ud (a short-necked lute), bass ud (a regular ud equipped with thicker, custom-made strings)]; Faruk Tekbilek [nay (reed-flute)]; Hassan Ishkut [qanun (a plucked zither)]; Samir Khalil [riqq (small tambourine), tar (a large frame-drum)]. Produced by Bill Laswell.

Middle Eastern music incorporates a classical tradition rooted in medieval theories and practices. This legacy gained a high level of sophistication during the Ottoman period (ca. 1326-1918) as a result of court patronage, the contributions of Sufi composers and performers (particularly members of the Mevlevi order) and the theoretical works of numerous authors who wrote about tuning, melodic modes (the Arabic maqam and the Turkish makam), rhythmic modes (the Arabic iqa and the Turkish usul), compositional forms and musical notation. Over the past 200 years this repertoire has developed into a musical lingua franca shared by Arab, Armenian, Greek and Turkish composers, performers and audiences. Thousands of vocal works and instrumental compositions have been inherited from this period in such genres as the bashraf (the Turkish pesrev), the sama’i (the Turkis saz semai) and the longa. Composed in accordance with established melodic and metric traditions, these instrumental genres generally modulate to different melodic modes and follow a rondo-like format with a recurring passage or refrain. Traditionally,  they are performed either independently or as segments within the fasil, a multi-sectional or compound form containing both vocal and instrumental pieces. For example, the bashraf, typically of a stately tempo, long metric pattern and complex structure, functions as a prelude to the fasil. Considerable importance is also placed on such improvisational genres as the taqasim (the Turkish taksim), modally based and essentially nonmetric instrumental solo performances. These are accompanied by a drone or an ongoing melodic motif in some cases, or, as in the taqasim ‘al al-wahdah form (literally “improvisation on the beat”) commonly heard in Arab music, by a metric pattern. In addition, the tahmilah, a typical Arab genre which is essentially precomposed, has a lively metric mode and incorporates passages in which short improvisational solos alternate with precomposed ensemble refrains. 

Simon SHAHEEN is a virtuoso on the ‘ud and the violin and a performer and composer of both traditional Arab and Western classical music. Born in 1955 in the village of Tarshiha in the northern Galilee, he began his extensive musical training in early childhood with his father, Hikmat Shaheen, a well-known performer, composer and music educator. Simon Shaheen entered the Reuben Academy, where he studied Western music and violin, at the age of seven, and graduated from the Jerusalem Music Academy in 1978 with degrees in music and Arabic literature. He taught Arab music and music theory at the Academy until 1980 when he moved to New York to continue his studies at Columbia University and the Manhattan School of Music. “HERITAGE” is the most recent project inspired by Shaheen’s ongoing interest in researching, performing and recording the traditional music of the Middle East. —  Ali Jihad Racy.


	Hamza  EL-DIN
	Escalay

(The Water Wheel)
	1971
	38:18
	NUBIA

label: Nonesuch Explorer Series, 1998

Hamza El-Din [voice and oud].

The Water Wheel ....... 21’ 30’’

I Remember ................11’ 55’’

Song with Tar ............. 4’ 45’’

All too often we in the West tend to think of the musical traditions of Asia and the Middle East as static and unchanging. In fact, however, modifications and changes of emphasis in a musical style may produce enormous differences in musical tastes between one generation and another. Perhaps because the subtleties of Eastern music are less familiar to us, changes and developments in style seem less obvious to us than those dramatic stylistic changes which have occurred in the history of European music.

In the East as in the West, changes in musical style occur because certain musicians have something to say in a new way: a current tradition is expanded, and such changes are imitated and standardized by later musicians. It is particu​larly difficult to observe these changes in our own time, both in the East and West. We are too close to see the emergence of new tendencies in familiar traditions and, in the East, many of the traditional forms are giving way to the overwhelming prestige and all pervasiveness of Western popular culture.

Once in a great while a musician appears who does more than simply keep alive the flame of some tradition. Hamza El Din is such a man. Born in Nubia, he grew up in a culture rich in the sensuous, rhythmic music of the people of the Upper Nile. During the time he was studying engineering in Cairo, Hamza took up the oud (pronounced ood), the principal instrument of Arabic classical music. The oud was not used by the people of Nubia; in fact, in Nubia's strict Muslim society the idea of music as a profession was practically unknown. Nevertheless, while holding down full-time jobs, Hamza began studying music formally at the Conservatory of Music in Cairo. During this time and during subsequent study in Rome, he began to evolve new musical forms by drawing the moods and col​ors of Nubian music into the vast technical and aesthetic structure of Arabic classical music. The result is not a loose amalgamation of two variant forms of music but an entirely new mode of expression. What is especially significant in Hamza El Din's work is his full command of the technical possibilities of the oud combined with new musical patterns and ideas, growing out of the vocal music and drumming of traditional Nubia.

The best example of Hamza El Din's unique style is the haunting and compelling Escalay or Water Wheel. To the rural peoples living along the banks of the Nile where temperatures can rise as high as 140’, no life is possible without water. The narrow fields along the hanks of the river are irrigated by large wood​en water wheels, turned by oxen. In order to keep the oxen moving, someone must sit behind them on the wheel and periodically urge on the animals in the heat, a task which most often falls to young boys or old men. [...]


	Farid Al ATRACH
	
	
	69:38
	Farid Al ATRACH – см. тж.: Hossam  RAMZY “Samya - The Best Of Farid Al Atrash”

названия вещей (и этого диска) – на арабском


	Hossam  RAMZY
	Samya - The Best Of Farid Al Atrash
	1993
	53:28


	label: ARC Music (USA / UK)

Hossam Ramzy [Egyptian tabla, reque, perc., musical arranger]; Dr. Mahoud Effat [nay (Egyptian bamboo flute)]; Prof. Magid Serour [quanoon (Egyptian dulcimer)]; Mamdouh El Gebaly [aud (Egyptian lute]; Mohammedayyad [duff]; Walid Fayed Mohammed Fayed [k, b]; Dr. Saad Mohammed Hassan [1st violin & Maestro]; Dr. Saaid El Asbgy [violin]; Dr. Omarr Farahat [violin]; Dr. Reda Ragab [violin]; El Amir Abdul Hamid [cello]; Taha Essayed Taha [cello].

   By the age of three, Hossam got his first drum, as it was very obvious, that he had rhythm in his blood. He was well schooled in Cairo, and then moved with his father to Saudi Arabia, where he met and learned the true essence of the Desert Tribal Bedouin’s life of rhythm. Then, Hossam was very fascinated by jazz music, which brought him to England to pursue a jazz drummer’s career, and ended up playing with very well known artists such as Andy Sheperd and Geoff Williams, and he also had his own Jazz Funk Quintet. Having turned full circle back to his roots, the Egyptian tabla, he realised all the possibilities he can create, especially for the style of drumming that is particular to the Egyptian Dance. This has also earned him a well respected name amongst the world’s leading artists with whom he played and recorded on their latest albums such as Peter Gabriel, Marc Almond, Joan Armatrading, Debbi Harry and many more. This year has also seen Hossam’s specialized percussive sounds on the album by the Spanish group “El Ultimo De La Fila”, as well as Peter Gabriel’s award winning album “Us” and many more. To date, Hossam has released 12 albums of Egyptian dance music.


	TURQUIE
	Musique Soufi
	1977
	71:46
	label: Harmonia Mundi Records

   In the beginning music was magical, a mariage between heaven and earth, Confucius said. It was almost that when I heard the “Master” for the first time in Konya, the sacred city of the Whirling Dervishes, in the very heart of Anatolia. It was during the 50’s that I had learned that there existed music other than just for entertainment. It was discovery, in the middle of a society in transmutation. The “Master” closed his eyes while playing. Those who listened too. No one moved. Never have I seen anything like it. I understood then that something happens beyond the sounds and rhythms. Something different, absolutely different, that I didn’t understand, nor the others either for that matter. What was it? I couldn’t explain it, but it is there, always there back of me, guiding me when I play, I am its slave. I didn’t understand it, but the “Master” did. He was directed by it and directed others, surely and unfailingly. These are short pieces whose composer is sometimes known but more often anonymous. On the other hand, we are better acquainted with the authors of the texts. They are always poets, searchers of Gnose (Tacavvuf in the Orient). They sing almost always of purity, knowing that the basic man purified of his animal instincts is happier, more evolved. But he must not lose his sense of origin. Man in his pure state is not estranged from nature. He seeks to improve his own natural state in Nature itself. For us, this all lies within the framework of Islam. The gnostic search is tied in with Islamic methods. Tacavvuf is above all religion. According to Islamic belief, mystic phylosophy, or more simply the currents of mysticism (Soufism), was born in the 9th century. This is a discipline between “Master” and disciple. Those who wish to deepen their understanding and their mystic attachment try to the enlighten themselves with the help of someone already enlightened, someone who has found within himself divine understanding. One follows this path of learning which eventually conceals at a certain point just which one is the master and which is the disciple. In reality, it is the corpus dei which instructs; that is Nature itself that person who has already submitted himself to this understanding enfolds you in his own zone of influence. Having established a liason with tradition, he transmits to you the secret. This secret is none other than understanding creation, the difference being in the level of this understanding. Understanding is to be like the plant which plunges its roots into the depths of the earth and extends its leaves towards celestial light. A plant knows the secret of life. Why cannot man know it also? In this system of Magister dixit, one gives himself wholly to gnostic understanding. And that is all. If nature thus evolves, no doubt will we evolve also. Our world has known two principal currents of thought. That of Irak and that of Transoxania (Khorassan). They are two crossroads of ancient cultural tradition, two basic interpretations of life forces of the ancient world, in constant creation and constant mutual transformation. Irak knew the Soufis, clothed in wool and simplicity. A modest man, admirer of universe, a simple link in the chain of existence, a drop of water in the river which  flows towards the sea, real, eternal, without beginning and without end. All of the nomad tribes of Central Asia, living in harmony with nature, already linked to this supreme existence, were influenced by this current of thought. Energy, heretofore profount, emerges to the surface. It is an acceptance and integration of everyday life with that which is vague and subjective, an understanding of self through the aid of a just and powerful message. But it is necessary to be able to control this. Human energy thus mobilized serves non purpose unless systematized in a certain order. Soufism being the most powerful of controls, one witnesses a great coming together of nature and internal mystic energy. This is the Malamet of Transoxania. 

  The history of Soufism has known several turning-points. Its message has been interpreted in different ways. The best-known and most influential was that of Hallac-Mansour. At the beginning of the 11th century Enel Hak said, “I am God”. Rumi, who inspired the Mevlevi order of Whirling Dervishes, explained this remark as follows: “The drop of water as long as it remains but a drop of water, must say ‘I am a drop of water’. But when it falls into the sea, it is no longer a drop of water. It must say, ‘I am the sea’”. In this fashion, man can participate with the divine and justify his place in the totality. Soufism, organized in Tarika fashion, that is a school of adherence with the Creator, constructed monasteries everywhere in the land of Islam, from Hungary to Indonesia and in the North Africa. In Turkey the Tarikas realized a great development in the 17th century. The Mevlevi, Kadiri, Rufai and Bektachi sects attained a great influence by their teaching in the multinational Ottoman state. The monastery, or rather the Tekke, was a school, a transplantation of Plato’s Academy. Here one learned to be a man, to find his place in the univerce and to utilize possibilities of which he had been unconscious, to understand, to love, to justify the human being, to control and appease the sleeping dragons in the secret heart and mind, to known and dominate archetypes, to replace fear with confidence, to be sure of one’s self, to walk calmly with one’s feet on the ground, to lose one’s illusion, to be realistic, to love and exhaust reality, to embrace it. These principles are the same in all cultures, the difference being in the way they are taught. What did my “Master” say to me? After many years I ask myself this question. I can recall nothing, no one word; but I shall always have before me the image of the “Master”’s regard. We love music, we love good food, we love being together. This existence belongs to us all. We have all sprung from the same earth even though we are all different.

  Misic is life itself. The “Master” would sing for hours. What better way to fill the time. When I was asked to make this record, I did not hesitate. I was happy to sing once more. It was in a studio, but no matter, it was making music once again Thus our liturgy penetrated into the studio and installed itself before the microphones. I lost myself in the music, only it was present.  — Neyzih Uzel.


	Aşik VEYSEL
	Ömür Kervani
	
	48:28
	label: Oz Muziksan (Istanbul)

Все вкладки на турецком языке. Но суть в том, что старик поёт какие-то очень древние песни и аккомпанирует себе на струнном щипковом инструменте.


	Kudsi ERGUNER & Süleyman ERGUNER
	Sufi Music Of Turkey
	1990
	66:38
	label: CMP  http://www.move.de/cmp-records/
100542.2526@compuserve.com 

Kudsi Erguner (см. тж. с Nesrin SIPAHI)) [ney, frame-drums]; Suleyman Erguner [ney].

Медитативная суфийская музыка.

1. Tales From The Ney (Improvisation by K.E. on the Makam Hidjat)

2. Semai (Composed by Nayi Osman Dedl (17th Century) on the Makam Hidjat)

3. Zikr (Improvisation by K.E.)

4. Prelude Of Ceremony (Composed by Salih Dede (18th Century) on the Makam Isphahan)

5. Voyager (Composed by Salim Bey on the Makam Muhayyer)

6. Balade (Improvisation by K.E. on the Makam Pendjgah)

7. Aksak Semai (Composed by Dimitri Kantemir (17th Century) on the Makam Pendjgah)

8. Wordless Prayer ((Improvisation by K.E. on the Makam Dugah and Huzzan)

A century after the establishment of Islam, several men were born whose pure way of life and deep understanding of this religion attracted large numbers of followers. One significant movement which developed within Islam was Sufism, a school of thought with diverse traditions that vary according to the specific teachings of different masters who emerged as the spiritual leaders of distinct groups of believers. The Sufi tradition is the most important source of musical literature within the Islamic civilization.

The Mevlevi Order, founded in the 13th century by the great theologian Mevlana Jahahi’ddin Roumi, is the most famous of all Sufi groups. Roumi lived from 1207-1273, and his poetry and ecstatic dances (sema) became the basic for the ceremonies and rituals of the Mevlevi branch of  Sufism. His teachings and his disciples, known in Europe as the "Whirling Dervishes", spread throughout the Ottoman Empire whose capital, Istanbul, became the centre of Islamic culture. Tlie sultans -- many of whom were poets and musicians who encouraged the arts -- were often disciples of Roumi as well, and they established centres called Mevlevihane (Houses of Mevlevi) which became schools of the arts inspired by Roumi's love of music and poetry. The reed flute known as the ney plays an important role in the Mevlevi Sufism because Roumi compared its sound to «the words of a wise man and a lover of God» in his poetry and used it as the main instrument in the Order's rituals. The music that accompanied these long rituals, composed largely by masters of the ney and based on Roumi's poetry, are masterpieces of Turkey's cultural and religious heritage.

Turkish classical music, which until the 18th century could hardly be distinguished from Sufi music, is built on a modal system which uses untempered intervals. To evoke all its subtleties, 53 different sounds are used within an octave and this modal system, known as makam (literally: a place, situation or spot) is used to build different scales and melodic itineraries. Some 952 different  makam  were in use by the end of the 19th century. The makam repertoire contains an extensive assortment of compositional forms based on a wide variety of rhythmic cycles consisting of anywhere from two to 120 beats. Once a musician has learned these by ear, he is free to begin expressing his own understanding of the makam through improvisation (the improvised form of a makam  is known as taksim). Other makam forms include the peshrev, an instrumental prelude based on a poem, which is widely used in ceremonial music, and the saz semaisi, a composition based in the 8/10, or semai, rhythm. In addition, preludes and codas, composed for the beginning and ending of religious ceremonies known as devri sultan veled, are of particular note. 

With the establishment of the Republic of Turkey at the end of the Ottoman Empire in 1923, a period of westernization occurred during which the entire cultural heritage of the Ottoman era, including Sufism, was eclipsed by European culture. The imperial artistic heritage was left in the hands of a few families residing in Istanbul and the Mevlevi Order, including its ceremonial music and the ney tradition, survived this difficult period in its history by being preserved within the Erguner family.

KUDSI ERGUNER, born in Istanbul in 1952, is the oldest son of Ulvi Erguner, who is famous in Turkey as a last great master of the ney. The latest in a line of ney players and Mevlevi disciples that stretches back several generations, Kudsi began studying with his father who was instrumental in preserving traditional Turkish music during the period of cultural upheaval at the end of the Ottoman Empire. Ulvi Erguner is also responsible for transcribing and reviving several compositions dating back to the 14th centuries that are masterpieces of Turkey's musical heritage. Kudsi was exposed to Mevlevi Sufi musical tradition while playing the ney in Dervish ceremonies alongside his father, and also gained invaluable experience collaborating with other master musicians while working at Radio Istanbul. He moved to Paris in 1975 where he studied architecture, became a certified musicologist and opened a school for traditional Turkish music. In 1988 he created the Fasl ensemble in which masters musicians who had abandoned traditional Turkish music to adapt to the requirements of the conservatory and state radio come together to keep their rich musical heritage alive. Kudsi has been featured on several previous recordings devoted to Sufi music, has performed in concert throughout Europe and the United States and contributed to the scores to a number of plays and films including Peter Brooks' critically-acclaimed production of the Mahabharata epic.

SULEYMAN ERGUNER, the younger brother of Kudsi Erguner, was born in Istanbul in 1957 and became the youngest master of music in Turkey. A nay master with Radio Istanbul, he is also a member of the faculty of the newly-opened music university in Istanbul.


	ZIRYAB Trio
	Mashreq Classics
	1996
	67:17
	label: Nada Prod. / CramWorld (Crammed Disc, Belgium)

http://www.crammed.be/ 

Taiseer Elias [oud & musical direction]; Nassim Dakwar [violin]; Zohar Fresco [riqq (daff), perc]; + Avraham Salman [qanoun]; Emmanuel Mann [b].

Ziryab Trio concentrates on performing Arab and Turkish music from the 19th and 20th century, works by great classical composers such as Riad Al-Sunbati, Tanburi Jemil Bey or Muhamad Al-Qasabji. The group consists of three virtuoso musicians who are also members of the instrumental ensemble Bustan Abraham [см.] and was founded with the goal of giving a deeper expression to Oriental music and its various genres. Ziryab Trio performs worldwide and has been acclaimed by audiences and critics alike.

ZIRYAB was a musician in Haroun Al-Rashid's court in Baghdad in the ninth century. He was called the "Black Bird" and was an extremely gifted singer, oud player and composer. His activity in the court posed a threat to the Court Music Master, Ishak Al-Mawsili, who was also his teacher. Fearing for his life Ziryab fled the Baghdad court. At the end of his journey he settled in Cordoba, Andalucia, where he composed the Nuba, thereby laying the foundation for classical Andalusian music. Ziryab was also a renowned poet and, according to tradition, wrote over 10,000 poems! He founded a music school which made its way to the Magreb (North Africa) and he became a model for every aspiring musician in the centuries that followed.        

Ziryab Trio was founded to give a deeper expression to Oriental Art music and its various genres. The members of Ziryab, who are also members of the Bustan Abraham [см.] group, believe that by maintaining the rich Oriental tradition they will establish an important basis for creating new and original music. The ensemble in its instrumental make up is the basic nucleus of any Middle Eastern classical music ensemble (Takht), which usualy includes five instruments: oud, violin, riqq, qanoun & ney.

Ziryab Trio concentrates on performing Arab & Turkish music from the 19th & 20th century. The ornamental element and virtuosity of the musicians' improvisational ability are very significantly expressed in this trio in a manner that flows with the content and sptrit of the music. Significant dynamic changes, various articulations and arrangements along with special interpretations give the trio a deepened dimension in emotional expression.

Musical Forms in Oriental Art Music

Western music is characterized by a variety of musical forms which are essential to it. The basic structural unit is the motif which runs through thematic development in addition to the harmonic polyphonic texture woven into it.

For Oriental music, however, melody is of prime importance. It is not necessarily characterized by thematic development but rather by the adding on of motifs and musical units appearing at different times and in different variations. The development of the motif is therefore additive, or so-called "mosaic inlay," wherein local direction is most important without full obligation to the overall direction. Musical form is therefore secondary in Oriental music.

There are a few musical forms in vocal as well as instrumental Oriental music. The most important include:

Sama’i (Turkish: saz semai)

Originally a Turkish rhythmic structure, it is built on 10/8 rhythm with a stress on the 1st, 6th and 7th beats. The sama'i is identical in its structure to the Western rondo. Built on a repetitive principle, it contains four sections; the first three are slow in tempo, the fourth one is very rapid with asymmetric measurements. A taqsim (improvised solo) is usually played as a prelude or as an interlude before the last section.

Longa

The Longa is identical in structure to the sama’i and the Western rondo. It differs in its simple symmetrical measurements, vivacious rhythm and rapid tempo and is characterized by virtuosity. The longa also originated in Turkey, though some say its deeper roots come from Bulgarian music and reached Arabic music by way of Turkish music.

Taqsim

Much importance is given to the taqsim in Oriental music. It is essentially a nonmetric instrumental solo improvisation. Taqsim is an improvised application of the modal framework called maqam. It allows the musician to display his virtuosity and mastery of the various maqamat together with his ability to modulate among them. [...]


	Nesrin  SIPAHI
	Sharki

(Love Songs Of Istanbul)
	1991
	62:23
	CMP Records

Nesrin Sipahi [v]; with: Kudsi Erguner  (см.) [ney (reed flute)]; Suleyman Erguner [ney]; Hunsu Anil [kanun (zither)]; Hasan Esen [kemence (violin)]; Necib Gulses [tanbur (long-necked lute)]; Mehmet Emin Bitmez [ud (lute)]; Vahid Anadolu [bendir (drum)]; Dogan Hosses [def (drum)]; Nureddin Celik [def].

    Although some factions in modern Turkey wanted to rid the new nation of reminders of its Ottoman history, the cultural legacies of the Empire, including the passion of sharki, were kept alive by such artists as the popular vocalist Nesrin Sipahi, born in Stanbul in 1934. The soft charm of her voice made her one of Turkey’s greatest sharki singers.


	Song Creators of Eastern TURKEY
	
	1993
	69:01
	label: Smithsonian Folkways Recordings (Washington), series “Traditional Music of the World” #6. Edited by the International Institute of Traditional Music in cooperation with the ICTM - UNESCO C.

Recorded in Eastern Turkey.

Диск сопровождается буклетом в 60 страниц, посвящённым этой теме. Частично здесь приводим.

     In remote cities of Eastern Turkey, poet singers continue to perform ancient traditions, accompanied by the long necked lute. Here four renowned poet musicians sing of love, of distance, of adventures, and of landscapes in a style that combines deep religiosity with tender poetic imagery. 

[...] Already in the ninth to tenth centuries -- that is, in the pre-Islamic period -- poet singers traveled (or better, moved around) among the Turkish peoples in Central Asia. They were known as "ozan" and played the part of shamans. With their help, the epic and religious songs of the time were spread. The folk poets sang, as today, their own songs and played the lute -- at that time known as kopuz, today baglama or saz. They provided entertainment for their tribal leaders and princes with praise songs, spread the fame of their masters and described the brilliant events of the court. In doing this, they improvised songs at each performance, much as they still do.

This tradition was maintained after the migration of the Turkish people to Anatolia (Asia Minor) and after Islamization. After this migration, the tribal organizations divided into two groups. The ruling class joined the Sunni belief system while the other, made up of nomadized Turkmen, oriented themselves to the Shiah. This latter system considers the son-in-law of Mohammed, Ali, and his descendents, the twelve Imam's, as the highest religious authority after Allah. The Alevi, who live in Anatolia, belong to this religious movement, as do the Bektasi and the Shiites, who live in the provinces of Kars and Erzurum. Most of the folk singers felt -- and still feel -- themselves strongly tied to these religious communities, strongly influenced by Sufi thought. In the fifteenth century, because of their love songs directed toward God, Ali and their religious leader, the singers received the name "ashik" (lover, love song singer). In addition to religious songs, they also continued to sing love songs, epics, and critical songs, and performed still in singer competitions. Because of their socially critical songs, the ashik have been, and still are, an object of fear for many governments. At the same time, they are also prepared, especially in the area of Erzurum and Kars (in the most northeastern part of Turkey, near the border to the former Soviet Union and Iran), to support nationalism. The ashik are capable of inflaming feelings with their songs that make young men willing to sacrifice themselves for the fatherland. This has always been so.

The poet singers from Kars and Erzurum heard on this recording regard as their first duty the continued transmission of the old tradition, in addition to the creation of new compositions in the same spirit. The latter process means that they compose their own epic stories and lyric songs and improvise competition songs. "That is our tradition and it is valuable," says Ashik Sheref. "It is important for our future generations. We live for that." On the other hand, Ahsik Cobanoglu explains, somewhat sadly, "We are no longer real ashik. We no longer have the ability to create songs that reach the level of those of the old ashik ."
These thoughts unjustly continue to spread, also coming to oc​cupy the minds of ashik living in Germany. In order to balance this perceived lack in compositional ability, more virtuosity is demanded on the long-necked saz, the instrument of the poet singers of Tur​key as well as more ornamentation and flexibility in song. Village singers are lightly denigrated, although they can be very impressive due to traditionality of their songs.

Because of the above-mentioned ideas, the poet singers in Kars and Erzurum have little or no understanding for their colleagues abroad and their problems. Almost all maintain: "Their songs are only one-day flies, since their texts do not have universal validity like our traditional songs. What do we have to do with the troubles of folk singers temporarily living there? Their songs will not last through time."

This attitude can be understood if one considers the extremely difficult living conditions in the poor, desolate areas of Erzurum and Kars, which lie 2,000 to 3,000 meters above sea level, or higher. The landscape is made up of gray-brownish, bare mountains from which wolves and bears come in the winter into the snowed-in villages. In spite of this, the ashik travel even at these times with buses, or when these can no longer be driven, with sleds into the villages in order to entertain their fellow countrymen in their isolation and to divert them from the misery brought by the cruel cold during these months.

There are professional and semi-professional ashik whose lives proceed in different ways depending on their varying opportunities to earn money. Some are famous, well-paid musicians who lead busy, exciting lives as "roving singers." Other less well-known ashik are not able to live so well. They travel to their performances with simple transport, such as overfilled buses. Not seldom, the folk singers walk by foot to far-off villages.

The semi-professional ashik practice widely varying professions. They are farmers, factory workers, handworkers, lower-level offi​cials, businessmen and teachers, among many other occupations. Few ashik belong to a higher social class. 

Their training begins already in their childhood if the father, a relative or friend is a folk singer. Later, such young men become apprenticed to a poet singer. These singers require no money for their lessons. Sometimes a pupil travels around with his teacher as a part of his training until he has become an independent folk singer.

In Kars and Erzurum there are training centers for ashik. These are not conservatories but rather modest tea houses with simple wooden stools and tables everywhere. Long-necked lutes and pic​tures of Ataturk and of famous ashik (both dead and presently active) hang on the walls.

All evening long men of all ages come from the city and the surrounding area in order to enjoy the songs of the ashik. Only tea is served, which is sipped in tiny sips out of small glasses.

In the "Ashik Cafe" in Erzurum, as well as in Kars at “Cobanoglu’s Casino" a lively atmosphere prevails in the evenings. The audience identifies itself with the songs and listens with passionate enthusiasm. Between songs are heard many loud bravos or calls of "You should live" (yasa). When a guest particularly likes an expressive passage, he will call, "I thank you" (sagolun, literally, "stay healthy").
In general, however, life in Kars seems poor, even bleak and dreary. Doubts, skepticism and dissatisfaction with their present lives are conspicuous. This atmosphere is also discernable during the day in Ashik Cafe. The young singers sit around in the simple, large room occasionally drinking tea or playing the well-known backgammon game, tavla. They are waiting for guests to come who will engage one of them for a party. An atmosphere of waiting and of resignation is pervasive. In the evenings the ashik perform and feel better for a short time because the listeners receive them with good feelings and applause. If pleased by the musician's songs, the audience puts money inside the string loops that are mounted on the lutes. The worries about the coming day recede in the back​ground.

In these music cafes, first the apprentices (cirak) sing and play. After them come the master singers (usta ashiklari). During their performances, they go through the rows of guests, walking in confident long steps and with much charisma among their audience. At the end of the evening improvised singer competitions (atisma) are fought out, in which two or three ashik attempt to outdo each other until one of them gives up and is thereby defeated.

The ashik learn the above-mentioned competitive improvisation, the song forms, the tuning and the saz playing from their masters, predominantly through watching, listening and imitation. There is no song training in the Western sense. Ornaments and melisma are intensively practiced. In addition to committing to memory the songs and epics, the apprentice must get a feeling for how a melody should be created so that a certain poem can be set to it. For example, melodies that "are sung with loud voices and set in a high register" (yuksek sesle) are only good for very passionate songs, according to Ashik Sheref. Other melodies are sung "with a middle-range, restrained voice" (orta sesle) and are mostly the kind that makes observations about life; those sung "with a burning voice" (yanik sesle) must have sad, even desperate texts. The usual criteria are intuitively understood.

The ashik in Kars and Erzurum never sing or play with scores. In the opinion of the master singers, the music remains in this way alive, which is indeed shown in its long tradition.

The formation of character and of one's behavior towards others belongs as well to the training of poet singers. The close rela​tionship of these artists to Sufism has given precedence to the requirement that they be friendly and gracious and treat women with respect and purity. In the course of achieving such conduct in life, the pupils are taught by the master singer with a balance of strictness and kindness. The relationship between master and apprentice is a thoroughly patriarchal one. One treats the teacher with great respect and admiration for his art. In turn the teacher arranges the earning opportunites of his pupils in a fatherly man​ner.

In addition to the professional training described here, there is another, fairy tale-like way to become a folk singer. This method was already tradition in the ancient times of Central Asia among the Turko-Mongolian peoples (Emsheimer 1991). These singers were "called and inspired." This has also happened many times in contemporary Turkey. A dignified religious leader appears in the dream of a young poetically and musically gifted man. This leader who gives the young man an intoxicating drink (bade or ashk badesi "love drink"). Then the young man sees his beloved in a rose garden or another fantasy-like landscape, with whom he drinks the love potion. He will always belong to this girl. When he awakes, some​times after one or two days, he is able to create poems as well as melodies and to play the lute and to sing. He also has command over religious-philosophical knowledge. Even if he had already been an apprentice to an ashik master, the young man considers this an enlightening experience, over which he feels no astonishment or re​sistance, for it comes out of a transcendental world.

Song poems of the ashik follow the principle of syllable-counting. According to this principle, each line of a particular form must correspond to a certain number of syllables. There are lines of 7, 8, 11 and 15 syllables, which are also subdivided within each line (concerning the poetic forms, see Reinhard & Pinto 1989: 176-187).

Over the course of centuries, poetic models have developed together with poetic forms, models which only consist of a general basic idea in the head of the poet musician before they are realized. Almost every song presents at its beginning a traditional image that eludes to the upcoming topic or event to be described in the song. The public understands immediately, for example, when the first line goes: "I am like the nightingale and I complain about the rose," that love will be the main topic of the upcoming song, or longing and loneliness when the following is sung: "Below, at the fountain, I stand with my hands pressed on my breast."

All song poems have a central idea that is connected to a particular mood, around which certain concepts and symbols are ordered. When, for instance, the topics of lovers and love are highlighted, necessary attributes include beauty in general, being black-eyed and having half-moon-formed eyebrows. Other promi​nent symbols used for the theme of love consist of pome-granates or oranges as symbols for breasts, cypresses for beautiful physiques, a rose and a nightingale as a metaphor for two lovers, and others. Such metaphors point to the real concerns of the poet.

In Kars one finds also in this connection the "dagger," the "arrow," or "the torture of love." The beloved is sometimes compared with an executioner, or she chops up the body of her victim. Such traditional symbols and expressions are newly ordered and ar​ranged in each song, so that it is possible, using different forms and rhymes, to form new texts from the wealth of aural tradition, just as a fashion designer creates new variations from one unique dress design.

Ashik have always inserted their names in the last strophe of their songs, usually in the first or fourth lines. From this, the creator of the song can be known also in later times. Whether the melody will always be preserved as originally sung, however, is doubtful.

The creation of a melody is carried out in a similar fashion to that of a poem. There lies in the consciousness of each individual ashik certain melodic models that follow traditional notions. The ashik call these "makam" (pl. makamlar). These "folk singer makamlar" have, however, nothing to do with the makamlar of art music. They are like melodic ideas which, as Asik Sheref says, "can be controlled and expanded by each individual ashik according to his ability, style and popularity." The ashik makamlar contain many conventional musical building blocks which, like metaphors in poetry, are constantly rearranged and mixed up in different ways so that each melody, every makam, strikes the listener differently in each vocal presen​tation. This is also the reason for the great vitality of the ashik art. It is not unusual for the creator of a song to sing his own work a few days later in a different version. Often, after a certain time, he no longer recalls the song and, when reminded of its skeletal melody and asked to play it again, he will often perform an astonishingly different version, though it remains recognizable as his makam (cf. no. 3). This is due partly to the atmosphere that pervades the song, but also to certain beginning motives, cadences, or interjecting motives before the actual beginning of the song, as well as oscil​lating motives within the song. For the sake of the melody, in order to "steer" it and to give it the necessary sense of movement, words such as aman, vah ("ah, alas"), etc, are added. Sequences play a role at the end of strophes. Stepwise movements in seconds are typical for the music of the ashik. Indeed, these criteria are generally char​acteristic of Turkish folk music (Reinhard 1984, vol. II). The songs of the ashik are additionally recognizeable in connection with the song types in which they are worked out (Reinhard & Pinto 1989: 124-54).

The folk singers are particularly skillful at setting the rhythm. They have available to them both metrically strict and assymetrical rhythms, as well as free rhythms; in Kars and Erzurum they also use alternating rhythms, meaning that within one song both metrically strict and free elements appear. One song can also change meters several times, on top of which it is not unusual for the song to be sung in a different meter as that of the underlying saz accompaniment. Sometimes the saz accompaniment itself uses two-against-three rhythms (cf. no. 5). Through this, the songs obtain on many levels a floating sound character. [...]


	Burhan  ÖÇAL
	Dervis Mustafa
	1993
	54:36
	label: MGB (Migros-Genossenschafts-Bund) (Zurich, Schweitz)

Burhan Ocal [Turkish percussion, stringed instruments, v]; Bertrand Denzler [sax]; Harald Haerter [el g]; Thomy Jordi [el b]; Marc Lehan [d].

1. Kahveci (Caffe-vendor)

2. Atasozleri (Proverbs)

3. Soyleyisi (Dialogue)

4. S.A. Pesrev (Prelude)

5. Bir Nigah

6. Dervis Mustafa

7. 1001 - Tale

8. Neighbours

9. Kirklareli

10. Golf, part I/II
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	Burhan  ÖÇAL  &  ISTANBUL ORIENTAL ENSEMBLE:

"Gypsy Rum"
	1995
	66:26
	label: World Network

Burhan Ocal [leader, perc]; Sahin Sert [qanun]; Huseyin Bitmez [oud]; Fethi Tekyaygil [keman fiddle]; Ferdi Nadaz [cl]; Ekrem Bagi [perc].

The Istanbul Oriental Ensemble, headed by percussionist Burhan Ocal, includes some of Turkey's finest Roma musicians, dedicated to preserving the all but forgotten heritage of 18th and 19th century Gypsy music from Istanbul and Thrace. The music of this region bounded by Bulgaria, Greece and the Black Sea reflects the Gypsy love of nature and the influence of the great migrations. Their music expresses their zest for life as well as their sorrows and daily cares.

Gypsies have played an important role in shaping the music of the region around Istanbul, Edirne and Izmir (Smyrna) since the 10th century. Their talent, their love of music and their undisputed technical virtuosity have allowed them to assimilate a wide and highly divergent range of folk and classical forms. They have long been important bearers of musical tradition, especially in Turkey, where Islamic disapproval of music made this the preserve of Greeks, Jews and Gypsies. On their constant travels, the Turkish Gypsies acquired a wide repertoire, adopting those elements of classical Turkish music that provided the best vehicle for their vita​lity and temperament, such as the solo improvisations known as taqsim. Gypsy musicians possess remarkable technical skills, yet they do not pursue virtuosity for its own sake -- it has always remained a means of express​ing their feelings in music. The daily life of these musi​cians centred around their musical improvisation. When they were not performing at a concert, a wedding or some other gathering, they would get together to impro​vise until late in the night. One musician would begin to develop a theme on a maqam, or mode, which would then be picked up and lavishly ornamented by the next musician.

The main instruments then, as now, were the darbouka drum, the qanun zither, the ud lute, the clarinette and the keman fiddle. The Istanbul Oriental Ensemble revives the authentic Gypsy music of a region at the crossroads of the Balkans and Turkey, where Europe and Asia meet.


	Burhan  ÖÇAL
	Burhan  ÖÇAL  &  ISTANBUL ORIENTAL ENSEMBLE:

"Sultan’s Secret Door"
	1997
	72:16
	label: Network Medien (Frankfurt)

Burhan Ocal [leader, derbuka, kos, tanbur, saz, perc.]; Ferdi Nadaz [cl, zurna]; Huseyin Bitmez [oud, v]; Fethi Tekyaygil [keman (violin)]; Sahin Sert [qanun]; Ekrem Bagi [derbuka].

Following their "Gypsy Rum" project, The Istanbul Oriental Ensemble now invites you to an "abduction into the seraglio". The music is based on a wealth of associative fantasies which inspired the musicians as they worked on the individual pieces.

The Sultan is holding a huge banquet in the seraglio. Although there are many fine musicians in the seraglio -- for years a music master has been tutoring them, and even the harem has a fantastic women's orchestra — the best orchestra in the whole city, the "Oriental Ensemble", has been engaged to provide the musical entertainment for this occasion.

Their first composition, MAHUR ORIENTAL, extends a cheerful wel​come. This classical oriental improvi​sation invites the listener to accompany the musicians on a carefree journey into the unknown. The Mahur scale symbolises the season of spring and seeks to awaken the senses and emotions from their winter sleep. The doors to the banqueting hall open. Slave girls whirl gracefully around the tables, decking them richly with food. The court gardeners decorate the filigree marble ornaments with sweetly smelling flowers. The first guests arrive and are conducted along the tulip-lined path by the fountain into the reception hall. They then proceed through the mirrored arcade into the banqueting hall, led by the Royal Treasurer. She has been especially generous in^nancing this splendid evening and casts a critical yet self-satisfied eye over the recently purchased new silverware. She is followed by the Pashas of the Osmanic ruling class in all their finery, and the Provincial Governors in their splendid ceremonial robes.

The Master of Ceremonies respectfully greets the Grand Vizier and the dark-skinned Chief of the Harem Guards, a conspicuously large eunuch who hails from Ethiopia. The Grand Vizier and the Chief of the Guards are, together with the mother of the Sultan, the most powerful personalities at the court and are feared for their fiery speeches in the im​perial council. They are followed by the few foreign guests in attendance. The guests pause briefly by the Court of the Favourites next to the swimming pool and cast an inquisitive eye on the Sultans current paramours - they are in any case not allowed to look inside the harem, which is dosed off. Only a few of the concubines are allowed to participate -- from a distance -- in such occasions as these; they are chosen ac​cording to an ingenious rotation system.

A small group of French architects and engineers are discreetly making drawings. They are on the lockout for models for so-called pleasure houses in the parks and castle grounds of Europe.

The multitude of candles is lit to the ac​companiment of a ballad: NIHAVENT ORIENTAL. At a leisurely pace, the Sultan proceeds to his magnificent throne. The Sultan's mother and the Princesses take their places at his side on gigantic brocaded cushions. For the Princesses, occasions such as this are difficult indeed. Traditionally, they are married off outside the court, in order to avoid power conflicts within the court - not to mem​bers of the aristocracy, but to deserving members of the upper classes who have made their mark. It is evident from the expressions of one or two of the Princesses that they are fervently hoping none of the very elderly gentlemen present will be selected for them this evening.

The banquet commences. The heavy scent ofambra perfume, with which the elegant ladies have sprinkled their opulently em​broidered dresses, hung about with pearls, mingles with the aroma of oriental spices. Nimble slave girls and black eunuchs - each one carefully selected and well trained in their duties — serve the guests. Nearly all of them answer to the names of flowers, such as "Lotus Blossom", "Little Rose Leaf", or "Splendour of the Tulip". They take pains to serve the guests as discreetly as necessary and as charmingly as possible, hoping to catch the beneficent eye of one of the lords and ladies and so come a step closer to the goal of all their dreams: entry into the top echelons of the sophisticated hierarchical system that rules in the seraglio.

NIHAVENT OYUN HAVASI, a melan​choly reverie, accompanies the en​trance of a majestically advancing white-skinned Caucasian woman. Her finely plaited hair nearly brushes the ground. Swathed in clouds of smoke from an exotic mixture of tobaccos, she offers the Sultan a water pipe. Now, every eye is turned on Suleiman, the universally popular Court Tailor. Although nowadays many of the women from the seraglio are allowed to buy their clothes in the bazaar, under the severe eye of the watchful Harem Guards, Suleiman still knows the measurements of the more than one thousand women in the harem by heart. A nod from the Sultan, and he proceeds to read his master's coffee grounds -- an art he practises enthusiasti​cally and for which he is admired throughout the court. He whispers the results of his meditations into the Sultans ear, whose eyes glaze over with sensuality and covetously sweep over the Court of the Favourites.

The exquisite wines and the many des​serts -- including innumerable sorbets in all imaginable shades of colour -- have the desired effect of raising the guests' spirits. A mood of exuberant gaiety prevails. The Sultan gives a discreet signal to the leader of the orchestra and at once the romantic, melancholy melody is transformed into a dance tune which enjoys great popularity in the salons of Istanbul. Professional dancers, their complexions made fair by the application of white jasmine and almond paste, enter the hall. Their headbands and necklaces, studded with jewels, click and rattle as they dance to the rhythm of the darabukkas. Some of the officials, one or two of whom the Sultan is now summoning to his side, are expressing signs of anxiety. On festive occasions such as this it is costumary for the Sultan to discharge some of the ladies from his harem after seven or ten years' service and, after bestowing on them a generous dowry, present them to a high official as a wife. The mostly el​derly gentlemen fear that that the young women will be more than they can handle, and thus they approach their master with trepidation.

As ROMAN II begins, a traditional gypsy melody with an irregular beat, the clari​nettist -- a member of a nomadic tribe that came here from Rajasthan many centuries ago — first takes up his zorna and pipes a cheer​ful tune. He has reason to be so happy. The day before, his wife repitched her tent so that its en​trance was facing his tent once more, thus bring​ing to an end a serious quarrel between them.

Even the Princes seem to be relatively at ease. It's true that the days are now past when they used to be sent off into the provinces to receive an education, and when the death of the Sultan initiated' an appalling round of fratricides, until only the strongest was left alive to mount the throne. And the so-called "princes' cages" -- in which they grew up in the harem, completely cut off from the world -- have also been recently abolished. But under the surface, rivalry between them still simmers.

Tight-rope walkers, Persian mimes, con​jurers, fire eaters and trick riders entertain the audience.

The Ensemble takes advantage of the boisterous mood to strike up FASULYE, a cheeky song about rising prices. The women complain: "Beans arc much too expensive and are hard to come by. But when we can afford them, we cook them well and long, and we dance as we cook." The men have even greater worries: "The children have nothing to eat. They gnaw at their blankets. We don't have the money to visit our mistres​ses and give them presents." And the women sing once again: "Our husbands have still not come home. Come, girls, let's while away the time with dancing."

The crowd starts as a loud pistol shot echoes from the wall of the seraglio. But the tension relaxes quickly as other shots follow at regular intervals. This ritual announces that one of the Sultans concubines has just given birth to a child. Only after the third shot has sounded do ears prick up expectantly. If no more shots had foflowed, it would have meant that a daughter had been born. After the seventh shot, which traditionally announces the birth of a son, a murmur goes through the crowd. The Sultan smiles serenely to himself. Only the Princes are somewhat nervous: is this the birth of a potential heir to the throne?

Striking up SULTANIYEGAH SIRTO -- a piece which includes motifs from a num​ber of Balkan countries, using a poetic scale and interwoven rhythms -- the Ensemble stimulates the already erotic ambience at the banquet. The Sultan gives a prearranged signal to the Court of the Favourites. Safiye, his Chief Concubine, appears. She comes from a noble Venetian family and was abducted by Turkish pirates to the Sultans court as a slave girl at the age of thirteen. As protocol requires, Safiye kisses the hand of the Sultan’s mother, yet their faces cannot hide the enmity that exists be​tween the two women. The one is powerful and beloved of the people on account of her generous charity; the other is her possible suc​cessor and thus inevitably a threat and a rival. Traditionally, when a new Sultan is enthroned, the new Sultans mother banishes her prede​cessor to the distant home for the retired women of the harem. On the other hand, Safiye is plagued by a feeling of jealousy, for the power-hungry mother of the Sultan has con​stantly been sending new slave girls to her son to neutralise the effect of Safiye s intrigues.

The Sultan casts an appreciative glance in the direction of the Master of Ceremonies and walks away with Safiye at a leisurely pace. Stimulating fragrances waft briefly from the bathing room of the pleasure dome adjacent to the harem into the banqueting hall.

Now the Ensemble musicians play more freely and invite their audience to a flight of ecstasy borne on a multitude of wings. The violinist has had a drop too much and begins to flirt in the most exquisite tones with the women. The other orchestra members, not wanting to be left out, begin to display the full range of their musical talents.

ROXELANA is a piece dedicated to one of the ladies of the harem who will play an even bigger role as the banquet pro​gresses. Roxelana was abducted from Russia, bought by a Pasha at a slave market, and given to the Sultan as a present. She is a sensual woman and has a reputation for being sly, clever and self-assured. She is systematically pursuing her goal of presenting the Sultan with a son and of later herself becoming the mother of a Sultan. She has already achieved the rank of Second Concubine and lives in a well-furnished cham​ber in the harem with her own little court and secretary, whom she gets to write passionate letters to the Sultan for her.

The oud player discovers Roxelana by a window and, gazing seductively, strikes up a melancholy tune. The clarinettist delicately joins in the melody. He knows the symbolism of the so-called "language of flowers", through which the ladies of the harem send secret mes​sages to the outside world. The gold thread in Roxelanas hand signifies "I am afire. My flame is consuming me." The leader of the orchestra knows that the moment is ripe. With his bass darabukka he plays the opening strains of a belly dance melody which is much beloved of the women. Roxelana can no longer contain herself and decides to take a dangerous risk. She slips past the slumbering Harem Guards to the musicians, who are playing behind some broad columns. Almost hidden, she now dan​ces in her silken negligee in the midst of the Ensemble. The married Princesses seize the opportunity of slipping into the harem to visit some of their girlfriends there. They are imme​diately mobbed by the ladies of the harem, as they are an important source of news about life in the outside world. The Princesses observe that some of the women there have put on a lot of weight. The ladies of the harem are paid according to their standing in the hierarchy of the harem, and especially those who earn the most like to nibble on the sweets which they prepare themselves. Plumpness, after all, is a sign of power and prosperity.

EVE DONOS announces the departure of the musicians. Grey clouds are gather​ing in the sky as they saddle their horses for the homeward journey. In the forecourt, they ride slowly past small groups of guests from the banquet who are conversing excitedly. An Italian composer is trying to understand the complicated realm of what are to him "un​known progressions in Oriental music." He is fascinated by the "mosaic-like nature of its melodic and rhythmic structures.1' He was con​fused by the "constant progression and simul​taneous linearity in the music." A French ethnologist is lecturing on about his expe​riences in exploring foreign cultures and is violently contradicted when he declares his firm conviction that "in foreign cultures you recognise above all what is familiar, which then appears less strange to you."

On their way home, the Ensemble meets up with the Greek musical ensemble Prosech6s, who are camping by a fork in the road. Their "Salto Orientale" pro​gramme is well known among the people and greatly admired by our Ensemble. Together they empty a few bottles of unfermentedwine liquor and a rare encounter between Turkish and Greek musicians ensues. (Even at that time, the governments of each country used to stir up hatred against the other nation, in order to divert attention away from their own internal political and economic problems.) Anticipating, as it were, the music of those Greeks who were later banished from Turkey and who, above all in Piraeus, still maintain a lively musical tradition in exile today, the members of the two ensembles play and sing together the rembetiko KE JATI DEN MA TO LES. A Greek living in exile bewails the anguish of being separated from his wife. He directs his anger even against the sea that divides them. Again and again, his friends ask him: "Why don't you share your troubles with us?"

In the second part of this sequence, TA LEFTA / INDIM HAVUZ BASINA, they even sing in two languages. In Greek they say: "Don't hang on to your money. Enjoy life. For in the end all that is left to us is two square metres of earth for our grave, so enjoy life!" In Turkish they sing a love song. A man standing next to a swimming pool is lovestruck by a bathing beauty: "Now at last I know what true love is. I will never love another!"

Postscript to this condensed, screenplay:

A decade later, Roxelana was to achieve great fame and win a permanent and unique place in the history books. She really did get the Sultan to marry her, after persuading him to grant her her freedom. The magnificent wedding ceremony even took place outside the walls of the seraglio. She suc​cessfully intrigued against all her rivals and also against her sons' rivals for the throne. But her greatest desire, to become the mother of a Sultan, was not to be realised.

Intensive talks were also conducted with the foreign guests on the fringes of the banquet. Closer trade and diplomatic relations had already been established with the countries of western Europe. On their visits to the West, the Oriental diplomats had been especially impressed by the role played by women, both in the aristocracy and in the middle classes. In the West the women had fewer social re​strictions and even held their own salons. A liberalisation of conditions inside the seraglio was already in the air. It was considered to be out of keeping with the times to keep women behind bars. Both among the elegant ladies of the court (who did indeed have contact with the world of the West), and also among the ladies of the harem (whose picture of life and fashions in the West was gathered mostly from what they were told by Jewish merchant women who sold them fabrics), dissatisfaction was rife. These developments were taking place at a time when western European artists, composers, and novelists were becoming increasingly interested in the Orient and the exotic mysteries of life at the courts of the East. In upper-class western society, it had become quite the fashion to fantasise at length on life in the seraglios, and especially in the harems. Oriental fashions were alf the rage at costumed balls in courtly society, providing a source of inspiration for an erotic imagery that was considerably more permissive and unbridled than that of the oriental harems with their strict social codes.

Under the Sultans of the period around the turn of the century, the traditional social structures in the harems were crumbling. Guards and spies increased in numbers, and they dominated the image that was to be passed down to posterity. The pathetic, dis​oriented figures from the last of the great harems could later even be seen, for an entrance fee, at "exhibitions of exotic peoples" in western Europe. The sight hardly fit into the picture that the West had created of life in the harems -- neither did it correspond to the image these women had of themselves and of the life they had once led, as a both protected and regimented part of a unique microcosm. It was not until the beginning of the twentieth century that the cFassical slave trade and the great harems of the Orient and the Arab world finally disappeared into history. However, the autocratic structures of these societies changed but little. And women continued to have very few social liberties.

Christian Scholze

This fictitious sketch of the seraglio is largeley based on the historical facts presented by Roswitha Rost in her excellent history of harem life, ,,Der Harem", published by Dumont Buchverlag, Cologne 1994.


	Burhan  ÖÇAL
	Jamaaladeen TACUMA & Burhan OCAL:

"Groove Alla Turca"
	
	66:18
	label: Double Moon

Jamaaladeen Tacuma (см. в 'Jazz') [b]; Jack Walrath (см. в 'Jazz') [tp]; Rick Iannacone [g]; Ben Schachter [sax]; Daryl Burgee [d];

Burhan Ocal  [perc]; Huseyin Bitmez [oud]; Ekrem Basi [darbuka]; Ferdi Nadaz [cl]; Sahin Sert [kanun]; Arif Erdebil [ney]; Salih Nazim Peker [saz]; Fetih Tekyaygil, Songol Akturk [v].

1. Nihavend Longa

2. Habibi

3. Groove Alla Turca

4. Elhamdulillah

5. El Nino

6. Two by Two

7. Kismet

8. I Can Feel It

9. Katibim

10. Saz Caz

11. Gene Gel

12. Later for Now


	Ismail Hakki DEMIRCIOGLU
	Nasiblosa
	2004
	60:30
	label: KALAN Muzik Yapim (Istanbul)

Ismail H. Demircioglu: ses, divan, baglama, cura;

Erkan Ogur: ses, klasik gitar, perdesiz klasik gitar, kopuz, E bow;

Okan Murat Ozturk: lavta, divan, tambura, cura;

Omer Avci: percusyon;

Oscan Gok: percusyon;

Cem Aksel: davul;

Sinan Cem Eroglu: kaval;

Suren Asaduryan: duduk;

Birol Topaloglu: tulum;

Cemal Berber: kemence
текст на вкладке – на турецком


	The  INCREDIBLE  ISTANBUL GIPSY  BAND
	Rembetiko Jazz Oriental Classic Percussion
	1995
	38:15
	label: Feuer & Eis

recorded: 1994, Istanbul

Ayhan ‘Balik’ Kucukboyaci [def, darbuka, bongo, davul]; Efkan Ucdagliyigit [kanun]; Sabahattin Usluer [ud]; Bulent Koyuncu [kaval, zurna]; Suleyman Sungu [g]; Rusen Ozben [b]; Suat Diril [cl]; Ergun Senlerdiyici [tp]; Murat Sakarya, Veysel Nazlitas, Yildirim Doganay, Gokcan Senasik [violins].

So what, really, is Gipsy music? Spanish flamenco? Hungarian Czardas? Anatolian Oyun Havalari? Roma and Sinti music has shaped many different styles. If  "Gipsy music" means an exceptionally lively and soulful way of handling music, then perhaps the "Incredible Istanbul Gipsy Band" can be said to achieve Gipsy music in the true sense: with a bubbling display of musical pyrotechnics that ranges through all tones and styles.

The capacity for improvisation, playful re​ferences to diverse musical traditions and instrumental musicianship are what distinguish many "Gipsy musicians". This band from Istanbul translates these con​cepts into a consistent reality, assimlilating classical styles and Jazz with the shephard's flute and the trapezoidal zither.

The Incredible Istanbul Gipsy Band's in​strumental diversity has its origins in two musical cultures: The Kanun, or trapezoi​dal zither, the Arab lute, or Oud, and the fiddle, or Keman, are played in the classic at Turkish musical tradition ("sanat muzik"). The folk music of Turkey (and also of the Balkans) includes trumpets, clarinets, the shepherd's flute ("kaval") and the oboe ("zurna").

The history of the Turkish Roma, of Gipsy people, is shrouded in the mists of time. They certainly came to Anatolia before the Turkish tribes (the Seljuks and the Osmanli), possibly arriving there around the year 1.000, or even several centuries earlier, from Northern India. Only in the early 14th century did a few groups begin to move further westward into Europe. 

As in many parts of Europe, too, the Roma people of Turkey (the "cingene") have only a lowly status. At the same time                    it's more or less an open secret that virtually the majori​ty of Turkish instrumental musicians are of Roma origin.

In Autumn, 1993, the Roma band appea​red in public forthe first time under the title of the eponymous film, "Time of the Gyp​sies". The occasion was a coming together of studio musicians, who had played with numerous pop and folk stars and were determined not only no longer to conceal their origins but to actively celebrate musi​cal landscapes in them. Their hearers were astonished and delighted by a bawdy journey through musical landscapes, the likes of which has seldom been heard on the Istanbul club scene (before their one month season, that is!).

  --- Birger Gesthuisen


	GOLDEN HORN ENSEMBLE
	Harem’de Nese
	1996
	58:53
	label: Kalan Muzik Yapim (Istanbul)

THE HAREM

Lexically the word connotes a sacred place where public entrance is absolutely forbid​den. In specific usages of the word, such as HAREM-I SERIF the prophet's mausoleum in Medina is denoted, or in HAREM-I HUMAUN women's guarters in the royal palace is referred to. In a general context it means a special space reserved for women within the social life of a tradional Turco-Islamic community. Though HAREM lost its inital mystery and enchantment with the passing of time, its currency is still retained at certain localities.

Life in the HAREM varied according to time and place. Ordinary household practice was obviously differently than its counterpart in the palace. Like wise variations accordirg to difterend seasons, months, and days manifest​ed an indead colorful atmosphere.

In fact, reserving a special place for the ladies with a vien to pro​vide a comfortable surrounding specifically for them should not be taken as a restrictive practice. Child rearing and its special edu​cation the enrichment of our cui​sine culture, the teaching and training in embroidery, carpet weaving and various decarative arts were all urdertaken at the HAREM. Further more numerous other social activities used to take place in the HAREM. Receptions given during summertime in the gardens, or in closed guaters during winter usually had musi​cal acompaniment, and the ladies enjoyed it from their secluded and quiet corner specially reserved for them. Within the same context the women-folk had the opportunity to listen to the reciting of Koranic texts from their secluded places during the holy month of Ramadan. In short the HAREM was the centre of all social and artistic activities within the household.

It is inconceivable that a social gathering would not have a musical accompaniment. Many stringed instruments were sleilfully played by the ladies both solo and ensemble. As a matter of fact most musical instruments had their different versions specifically designed for the ladies under the generic name of "ZENNE" (i.e. "Zenne Udu" or "Zene Tanburu"). As far as dancing is concerned, boy dancers ("Kocek" or "Kucek") were guite pop​ular. A particular dance performed by a boy dancer was called "Tavsan". Though this form is long forgothen on a general scale it survives in certain folkloric practices one can go as for as calling it a sort of dance suite in which two dancers perform, facing each other first a slow rhythmical dance followed by a vivacious and circular one.

And here is for you a bouquet of musical pieces from the HAREM specially executed by female virtuosi...


	YARKIN
	Ten / Skin
	1999
	55:19
	Turkish Percussion Group

label: Kalan Muzik Yapim (Turkey)  www.kalan.com



	YARKIN
	Ten'Tende
	2001
	48:09
	label: Kalan

Yarkin Ritim Grubu: Fahrettin Yarkin [bendir, daire, djembe, def, parmak zil, bongo, tumba, bas kup, spring drum]; Ferruh Yarkin [darbuka, bas darbuka, djembe, tabla, kup, kudum, bendir, bas bendir, davul, bongo, kajon, timbal, kenar.

Bekir Sakarya [davul, akordeon].


	YEHUDI
	Jewish Music from The Seraglio
	1996
	61:35
	label: Teldec

Mustafa Dogan Dikmen [v, ney, kudum]; Ihsan Mehmet Ozer [kanun]; Ahmed Kadri Rizeli [kemence rumi]; Mehmet Cemal Yeslcay [ud]; Torgut Billur [perc]; Vladimir Ivanoff [perc]; Fadia El-Hage, Belinda Sykes [choir].

Vladimir IVANOFF – см. тж. ниже проект L’ ORIENT IMAGINAIRE, а так же его проекты SARBAND; VOX; L’ORIENT IMAGINAIRE “Labyrinth” в разделе ‘Medieval / Gothic’

It was the 18th century that the seraglio first excited Western European imagination, not least as a result of the Arabian Nights, which, first published in Europe in 1704, owed its immense and immediate popularity to its combination of the most daring intellectuality and consummate sensuality. With YEHUDY (the Ottoman word for Jew), L’Orient Imaginaire seeks to revive the centuries-old tradition of Jewish music at the court of Constantinople.

«TO FIND SAFETY AND PROSPERITY»

Jews in Turkey
The history of Jews in Turkey begins many centu​ries before the arrival in the country of the Sephardim who were hounded out of Spain in the 15th century. The ruins of synagogues dating back to the 3rd century BC have been discovered at Sardis near Izmir, and numerous more recent Jewish settlements have been excavated not only in the vicinity of Bursa but also in South-East Turkey, as well as on the shores of the Aegean and Black Sea.

Jewish communities flourished following the Turkish conquest of Byzantium and the Balkans, The Ottoman conquerors lent their protection to the Christians and Jews who lived in the occu​pied areas. On payment of a poll-tax they were largely left to perform their rites unmolested. In 1324 the Ottomans were received with open arms when they overran Bursa and freed the Jews from Byzantium's yoke. Sultan Orhan gave permission for the Etz ha-Hayyim ("Tree of Life") Synagogue to be built in the city. It was still being used as a place of worship until as recently as fifty years ago. Many European Jews moved to Edirne in the early 14th century, following the Ottoman con​quest of the city, while Jews who were driven out of Hungary, France and Sicily in the 14th and 15th centuries found refuge in the Ottoman Empire.

By the early 15th century the Ottomans were actively  encouraging  Jewish  immigration. Yitzhak Sarfati wrote from Edirne to various Jewish communities in Europe, inviting his fellow Jews to "end the torments" that they were "bound to suffer under Christianity" and "to find safety and prosperity in Turkey". When Mehmed II captured Constantinople in 1453, he discovered a community of Romany Jews who had suffered oppression at the hands of Byzan​tium and who hailed their new ruler with unfeigned enthusiasm.

The exodus of Sephardic Jews began in 1492: within the space of only a few months, an esti​mated figure of more than 160,000 Jews were forced to leave Spain and Spanish-held territo​ries by the country's Catholic rulers, Ferdinand and Isabella. (When Columbus set off for the New World on 3 August 1492, his fleet had to sail from the tiny port of Palos, since all other ports were too crowded as a result of the Jewish exodus.) At least 60,000 Sephardic Jews finally found refuge in the Ottoman Empire. Sultan Bayezid II commented on the exodus of the Sephardim with the words: "It is said that Ferdinand, the King of Castile and Aragon, is a clever man, but by driving out the Jews from his country, he is making his empire the poorer and making me the richer." In 1477 there were 1647 Jewish households in Constantinople, but within fifty years that figure had risen to 8070.
Throughout the three centuries that followed, the level of prosperity enjoyed by Jews in the Ottoman Empire was virtually identical to the one they had known during their golden age in Spain. They were able to rise to high positions in government and administration, with the result that the majority of court physicians and many Ottoman diplomats were Jews.

«... CHAMBER MUSIC IS PERFORMED IN THE SERAGLIO SEVERAL TIMES A WEEK»

Jewish musicians under the Ottoman Empire
Jews were particularly highly regarded as court musicians at the time of the Ottoman Empire. According to a report of 1638, a parade of guilds that filed past Sultan Murad IV included no fewer than three hundred Jewish musicians. The Italian traveller Pietro della Valle described the recep​tion of the new Venetian ambassador, Almoro Nani, in Constantinople in 1615 in the following terms: "After the meal, all leave the palace in order to watch Jewish entertainers for an hour or two playing instruments, singing and dancing, all in the Turkish manner." In 1792 Ernst Ludwig Gerber noted in his Historisch-biographisches Lexicon der Tonkunstler: "On the sultan's instruc​tions, chamber music is performed in the seraglio several times a week. Occasionally, they also call on the services of famous musicians from the town -- Greeks, Armenians, Jews and Turks." As late as 1856 the Austrian poet Ludwig August Frankl counted five hundred professional Jewish musicians in Constantinople.

THE COMPOSERS   The real name of the composer known as Boncukcu Musevi is not known. His pseudonym Boncukcu (= he who produces glass beads to ward off the Evil Eye) and his works survive in a magnificent codex from the time of Mahmud I, who reigned from 1730 to 1754. Tanburi Haham Muse Faro (Musi) descended from a Sephardic family that emigrated from Portugal in the 16th century. He wrote Ottoman art music, the rules of which he also applied to synagogue music. It was probably he who taught Tanburi Ishak. In 1751 the embassy secretary Charles Fonton described Musi as one of the leading musicians at the court of Sultan Mahmud I. Eleven of Musi's instrumental works have survived (5 pesrev, 5 saz semai and 1 semai). Isaac Fresco Romano (Tanburi Ishak) was a virtuoso on the tanbur and keman and closely associated with the court of Sultan Selim III (1789-1807). He taught the sultan to play the tanbur and was also active as a singer in a synagogue (baytar or paytan). His surviving works include numerous religious poems in addi​tion to 37 pesrev, 28 saz semai, 5 beste, 1 agir semai and 3 yuruk semai. The Arabic Jew Misirh Udi Avram Ibrahim Efendi was the last great master of the 'ud at the Ottoman court. Some five hundred compositions, all in western notation, are attributed to him, although only fifty-six of them can be ascribed to him with any certainty. Udi Misirh was one of the first Turkish musicians to record vocal and instrumental improvisations (gazel and taksim). Isak Varon was born in Galipolis but spent the first part of his life in Saloniki. Following the collapse of the Ottoman Empire in 1918 he moved to Constantinople, where he published a music periodical and took part in countless gramophone recordings both as a musician and as a producer. He left eighty-three compositions.

«... PLAYING INSTRUMENTS, SINGING AND DANCING, ALL IN THE TURKISH MANNER"

The bases of Turkish art music
MAKAM AND USUL  The term makam (pl. makamlar) derives from the Arabic and describes a scale-like mode with one principal note, a prominent second note, further notes of structural importance and generally complex rules governing the formation of the melody. The flexible and highly differentiated intonation of the Middle Eastern modal system makes it pos​sible to form a very large number of makamlar, more than 550 of which have been in use at one time or another. The names of many of these makamlar betray their geographical or ethnic origins (Nahavand [cf. nihavent] is a town in Iran, while Beyati [bayati / beyati] is the name of a Turkish tribe), or else they indicate their intended emotional effect (one of the oldest makamlar inTurkish music, the makam segah, ex​presses violent torment and open grief, while the sedaraban is used, above all, to suggest yearning or reminiscence). Many makamlar are the work of specific composers. The ferahfeza, for example, was invented around 1780 by a certain Ahmed Aga, while the kurdili hicazkar dates from the end of the 19th century and is the work of Had Arif.

In addition to its particular makam, each piece of Turkish art music has a basic metrical pattern or usul. The shortest such pattern is the semai, which consists of three equally long beats. An​other is the sofiyan consisting of one long and two short beats. Many usul include asymmetrical subdivisions and syncopations and sometimes involve large numbers of beats (agir zencir 60/2;
halif 32/4). Many usul result from a combination and/or variation of existing metres (the sengin semai is a slow, "stony" semai, the aksak semai a "limping" semai with an asymmetrical metre).

GENRES AND FORMS   The most popular song form in Ottoman art music is the sarki, which is performed at a moderate tempo. Depending on the length and structure of the text, it may also include a refrain or nakarat. Beste literally means "melody" or "composition". As a song form, the beste is related to the kit'a, a verse form consisting of four-line stanzas. Unlike the sarki, the actual text of the beste is followed by meaningless syllables or lines of text (terennum). The instrumental taksim is gener​ally used to introduce a work or series of move​ments and involves a metrically free improvisa​tion intended to introduce the listener to the anticipated musical argument and to the expres​sive world of the following makam. In contrast to the improvised taksim, the pesrev (literally, "what goes before") and saz semai ("instru​mental semai") involve fixed, closely related sequences of several formerly independent sections. Originally used to introduce a series of movements, the pesrev is a purely Turkish genre that consists of three or more parts (hane = "house"), each of which has been followed since around 1830 by a ritornello (teslim or mulazime). With its faster tempi and dancelike metres, the formally similar saz semai serves to round off a series of movements.

THE INSTRUMENTS The ney (literally a "reed") is an end-blown reed flute, with no notch or incision, making it very difficult to play, but, like the human voice, it is enormously flexible, as a result of which it is one of the preferred instruments of the Ottoman Empire's largely vocal musical culture. The kanun, a trapezoidal 24-course zither with a box-shaped resona​tor and strings stretched over a fretted hide on the upper right-hand side of the instrument, was used for teaching purposes from early Islamic times on account of its ability to produce precise pitches. It then fell into oblivion in the Turkish-speaking world and it was not until towards the end of the 18th century that it was reintroduced into Constantinople from Damascus. Highly prized by the classical Arabs, the short-necked lute or 'ud was similarly often used to elucidate the modal system. The three-string kemence rumi ("Greek or Anatolian violin") is played with the fingernails and, with its pearshaped body, resembles the compact fiddles of medieval Europe and the contemporary Cretan lyra. For a long time, the powerful tone of what was originally a folk instrument precluded its use in chamber music, and it was not until the end of the 18th century that the kemence was used to accompany dance groups and as part of chamber ensembles. The most common percussion instruments in Ottoman art music were the def or daire (a frame drum with metal discs let into its frame), kudum (small pairs of kettle-drums) and zil or halili (Turkish cymbals). 


	L’ORIENT IMAGINAIRE
	Alla Turca
	1999
	77:07
	label: Teldec Classics (A Warner Music Group)

www.teldec.com 

Vladimir IVANOFF – см. тж. выше его проект YEHUDI, а так же его проекты SARBAND; VOX; L’ORIENT IMAGINAIRE “Labyrinth” в разделе ‘Medieval / Gothic’

Discover the fascinating world of the ancient Orient with L'Orient Imaginaire. European and Oriental musicians engaged in fruitful cultural exchanges in the 17th and 18th centuries. We invite you to enter a beguiling world of strange and familiar sounds, where singers from East and West are accompanied by both traditional Turkish and European Baroque instruments.

 The first traces of European interest in Turkish music go back to the 16th century. In the 17th and 18th centunes Turkish music became very popular, especially through the use of turqueries in a number of operas. Our recording focuses primarily on the manuscript collections of Dimitrie Cantemir (1673-1723) and Wojciech Bobovsky (1610-75). Cantemir, a Rumanian prince, spent some time at the Ottoman court as a hostage and became arguably the most important Ottoman music theorist and composer. He developed a special system of notation, which he used for his extensive anthology of Ottoman compositions. Bobovsky, a Polish church musician, was sold as a stave to the Ottoman court and, under the name Ali Ufki, was active there for over 18 years as a musician and composer. He left three collections (Mecmua-1 Saz u Soz, Mecmua and Mezamir) containing many works which he had either transcribed or composed himself. Our program also contains selected transcriptions of "Oriental" music by European arrangers. The different way of perceiving an alien musical world often led to pieces of an involuntarily amusing nature which, however, underscore the European hunger for exotic music at the time. Mozart’s famous “alla turca” motif combines the colorful juxtaposition of exotic sounds into a rondo of familiar and unfamiliar elements: Western compositions in the “Turkish style” are set against Turkish works in a Western style. While Turkish musicians play “alla turca” works with their traditional instruments, European musicians interpret Turkish works with their Baroque instruments. Particularly stimulating is this exchange among the singers who introduce one another to their completely different languages and vocal techniques.

Vladimir Ivanoff

Vladimir Ivanoff -- bendir (frame drum) [6,11,12]; daire [2,3,9].

Mustafa Dogan Dikmen -- voice* [4,5,10,11,14,18]; ney (flute) [13,16]; kudum (small kettledrums) [9,16]; daire (frame drum with metal discs) [6]; chorus [8].

Ihsan Ozer – kanun (board zither) [1,2, 4-8,12-17]; Zil / Halile (turkish cymbal) [9,10]; choir [8,10].

Ahmed Kadri Rizeli – kemence Rumi (fiddle) [1,2,4-6,8,12-17]; bendir [9,10]; chorus [8,10].

SilkeStrauf -- violoncello [1,3,6,8,12,15].

Belinda Sykes -- oboe [1,6,12]; voice [3,4,8,13-15,18]; shawm [2,9,11].

Axel Weidenfeld -- lute [11,14,18]; chitarrone [4,6,8]; baroque guitar [13,12,15].

Mehmet Cemal Yesilcay -- ud (arab. lute) [1,2,4-6,8,12-16]; bendir [1,9,10]; chorus [8.10].

Guests:

Mustafa Evliya Celebi -- bendir [15]; daire [16]; Zil / Halile[16].

Lucy Stanhope, Ella Sykes, Eliza Fay -- shawm [9,11].

MAKAM: key-like mode, type of melody. The names of many makamlar point to their geogra​phical or ethnic origin, or to their intended emotional effect. Some makamlar are identified by the composers who devised them.
USUL: basic metrical pattern. The shortest is the semai, which consists of three beats of the same length. Many usul arise through the combination and/or variation of the funda​mental meters.

ILAHI: means “obedient to God” and imparts basic religious beliefs from the Koran by means of catchy melodies, strophic forms and dance-like rhythms. It is also a collective name for the hymns of the various dervish orders.

PESREV: means the "prece​ding" or "overture" and is an instrumental genre with a fixed cyclical form of three or more sections. The pesrev is a purely Turkish genre.

1       Rondo alla Turca(1)                                    2’18’’

after Wolfgang Amadeus Mozart: Piano Sonata in A major, K.331, 3rd movement.

Mozart was perhaps stimulated to write his famous Turkish March after hearing a shawm-and-drum ensemble. The rolling sixteenth notes resemble ornamental fig​ures played by the shawm, just as the octave chords echo the sharp sound of the reed instruments. In the left hand, one finds the typical alternation of stick and brush attack on the drum.

2        Elci Pesrev                                                 3’31’’

The Ambassador's Pesrev. (Makam: Irak / Usul: Duyek) transcribed by Dimitrie Cantemir.

The Ambassador's Pesrev is one of the few surviving examples of the ancient Ottoman military and state music of the Janissaries. Since it was no doubt often performed at the Ottoman embassies in Europe from the 17th century onward, it played a major rote in stimulating European interest in "alla turca" works.

3      “Izanum”                                                   1’ 11’’

from: Three Turkish Songs transcribed by Giovanni Battista Dona:  Della letteratura de' Turchi, Osservazioni [...], Venice 1688.

Dona, a Venetian emissary to the Ottoman court, was fascinated above all by Ottoman poetry, from his writings, however, it clearly emerges that he did not sim​ply content himself with reading and transcribing other authors but also had Turkish musicians play their repertoire to him at every opportunity, after which he would enquire about the pieces. In Dona's transcription, the song texts become a hodgepodge of incomprehensible Turkish and Venetian Italian.

4       Chanson Turque                                         3’43’’

transcribed by Charles Blainville: Histoire generale, critique et philologique de la musique, Paris 1767.

In his Histoire generale, Charles Blainville also provided the transcription of a love song that had been performed to him by Omaca, a Greek Turk.

5       Acem Ilahi                                          6’11’’

(Makam: Acem / Usul: ?) transcribed by Wojciech Bobovsky / Ali Ufki: Mecmua-i Saz u Soz

Bobovsky's Muslim sacred songs (ilahi) are among the most gripping works of the Islamic musical world.

6       Concerto turco nominato izia semaisi • Hicaz Son Yuruk Semai                               7'41"

transcribed by Giovanni Battista Toderini: Letteratura Turchesca, Venice 1787.

Toderini's Letteratura Turchesca contains a Concerto turco which was first pub​lished by the Marquis de Ferriol (Explication de cent Estampes, Paris, 1715). Toderini showed that Ferriol's transcription of a "dervish" piece was filled with errors by having a native Turk perform it for a Turkish audience, who could no longer recognize it. The Turkish original, which follows the Concerto turco in this recording, makes it dear to what extent the Marquis “misheard” the music.

7         Rondo alla Turca (2)                                       1’05’’

8         "Busis derdim"                                      4'46"

from: Three Turkish Songs transcribed by Giovanni Battista Dona: Della letteratura de' Turchi, Osservazioni [...]. Venice 1688.

9        Rondo alla Turca (3)                                       1'05"

10      Huseyni Ilahi ("Allah huh")                           7'24"

(Makam: Huseyni / Usul: Duyek) transcribed by Wojciech Bobovsky / Ali Ufki: Mecmua-i Saz u Soz.

This Ilahi is in the makam Huseyni, a mode similar to the Dorian. The name of this makam refers to the holy man Huseyni ibn [son of] Ali (son-in-law of the Prophet Mohammed).

11      Allahoy                                               3’12’’

by Heinrich Isaac

Heinrich Isaac's unusual piece is based on a stereotypical motif used virtually as an ostinato: the meditation formula "La ilaha ill'llah / There is no God except Allah", which has its origins in the music of the Turkish dervishes. The constant repetition of the formula plunges the participants in the "divine memorials" of the Sufi brotherhoods into a near-ecstatic state. Isaac had many opportunities to come into contact with Turkish music; one of which being was the large Ottoman delegation at the court of Emperor Maximilian in Innsbruck in 1497.

12      Perdeh                                                  1'30"

transcribed by Jean Chardin: Journal du voyage du Cheval [...] en Perse & aux Indes Orientales [...] , Amsterdam 1686.

This Persian melody was recorded by the jeweler Jean Chardin, who traveled to Persia (1665-69) to deliver jewels to the court. The Perdeh [step] is a genre that resembles the pesrev. Chardin's attempt to transcribe it provides us with the sole example of ancient Persian music. It has been reproduced in many European music publications since the 17th century.

13     “Der Deste”                                         4’56”

"Der Deste" is the reconstruction of the original version of Track 12.

14      Psalm 6                                                 4'10"

Psaume 6 (Makam: Buselik / Usul: ?) transcribed by Wojciech Bobovsky / Ali Ufki: Mezamir.

In his small manuscript Psalm collection, Bobovsky borrowed the original melodies of the Huguenotic psalter (Clement Marot and Theodore de Beze: Les Psaumes en vers francais avec leaurs melodies, Geneva, 1562), but classified them according to the makam system and translated the texts into Ottoman Turkish.

15      "Hasta ghiringium"                                   3'03"

from: Three Turkish Songs transcribed by Giovanni Battista Dona: Della letteratura de' Turchi, Osservazioni [...], Venice 1688.

16      Huseyni Pesrev                                         6'31"

by Sah Murad (Makam: Huseyni / Usul: Nim Sakil / Cenber / Fahte / Berefsan / Semai) transcribed by Dimitrie Cantemir.

The Huseyni Pesrev most likely stems from Sultan Murad III (1574-95) and bears the subtitle: "Degisme" [change]. This apparently refers to the five different meters which articulate the piece.

17      Rondo alla Turca (4)                                 1'08"

18      Psalm 2                                                     13’29”

Psaume 2 (Makam: Cargah / Usul: ?) transcribed by Wojciech Bobovsky / Ali Ufki: Mezamir / Mecmua.

In this recording, the Psalm verses are linked together by two Psalm arrangements for lute by Nicolas Vallet and by a lengthy vocal improvisation on the Psalm text. The close is formed of an English Psalm paraphrase which Bobovsky transcribed in his Mecmua collection.


	Abdel Gadir  SALIM 
	Nujum Al-Lail  (Stars Of the Night)
	1989
	44:39


	SUDAN

label: Ace Records, GlobeStyle (London).

Abdel Gadir Salim [singing, ud]; Mohammed Abdulla M’hamadia [violin]; Gasim Mohammed Hassein [perc]; with: Adil Awad [k]; Abdel Hadi [a s].

   Abdel Gadir Salim, velvet-voiced master of swaying Sudanese song and ud player extraordinare, started to sing and to play music in Dilling, the town in which he was born, in the south of Kordofan. Inspired by the night-time singing of local songs — merdoum, ayjako, senjaq, singing and clapping that you can hear up to 20 miles away on a clear midnight — he realised that he should look to Sudanese roots for melodic and rhythmic motifs to further develop his music. Currently Abdel Gadir works in education — he is now a headmaster in a school in the neghbouring country of Chad.


	GAZEL
	Classical Sufi Music Of The Ottoman Empire
	1991
	59:27
	TURKEY

label: CMP

Yusuf Bilgin [v]; Fevzi Misir [v]; Aziz Bahrieli [v]; Kudsi Erguner (см. тж. следующий CD ниже) [ney]; Suleyman Erguner [ney]; Hasan Esen [kemenche]; Mehmet Emin Bitmez [ud]; Husnu Anil [kanun].

1. Esin var asiyanin var 
(You have friends and you have company) Poems of Mehmet Akif, sung by Yusur Bilgin in the Makam Rast.

2. Efendimsin 
(You are my master) Poems of Seyh Galib, sung by Fevzi Misir in the Makam Huzzam.

3. Halk icin muteber 
(Precious within the people) Poems of Kanuni Sultan Suleyman Han, sung by Aziz Bahriyeli in the Makam Segah.

4. Ey gonul yari iste
(Oh, my heart, asked to be loved) Poems of Fuzuli, sung by Yusuf Bilgin in the Makam Saba.

5 Ey bulbul-i seyda
(Oh, crying nightingale) Poems of Niyazi'i Misri,, sung by Fevzi Misir in the Makam Ussak.

6. Ruzi seb
(Day and night) Poems of Sultan Selim III, sung by Aziz Bahriyeli in the Makam Hicaz.

7. Ol lezzeti vehhale 
(Instant joy) Poems of Nabi, sung by Yusuf Bilgin in the Makam Hicaz

8. Sabreyle gonul
(Oh, heart be patient) Poems of Hoca Dehhani, sung by Aziz Bahriyeli in the Makam Saba.

9. Zahmi sinemden
(The wound of my chest) Poems of Baki, sung by Yusuf Bilgin in the Makam Ussak.

HISTORY AND DEVELOPMENT:

The Ottoman Empire was founded in 1231 by Sultan Osman, the first ruler of a 38-generation dynasty that dominated Istanbul without interruption until 1923. At its peak, the Empire covered a vast expanse of territory stretching from Algeria to the Caspian Sea and from Crimea to Yemen, bringing Turks, Arabs, Jews, Greeks, Armenians, Berbers, Slavs and many other peoples together under one government.

Each ot these distinct cultures contributed to the development and dissemination of Ottoman civilization, and Istanbul, as the Empire s capital, became a major center of the arts. Many of the sultans themselves were artists, and patrons, as well, so the city attracted the finest artists and artisans. In fact, the enormous repertoire of Turkish classical music and poetry was composed almost entirely by Ottoman sultans or artists they supported. They were principally, of course, statesmen and warriors, but the sultans of the Ottoman Empire also considered themselves humble disciples of diverse Sufi orders. The mystical offshoot of Islam, one of the most significant movements developing in that religion in the century after the death of its prophet Mohammed, Sufism is the main inspiration for all fine arts in Turkey and the most important source of musical literature within the entire Islamic world.

Although a distinct school of thought, Sufism comprises several distinct traditions; they vary according to the specific teachings of masters who, due to the purity of their faiths, modest ways of life, and deep religious convictions, emerged as the spiritual leaders of  specific groups of believers. Each Sufi tradition, movement or sect is named for a master -- the Mevlevi Sufis being disciples of Mevlana Djelaleddin Rumi, for instance, and the Kadiri Sufis disciples of Abdoulkader Guilani.

Starting in the 10th century, when the Turks converted to Islam, Turkish was enriched by Farsi words from Persia and words from Arabic, the language of The Koran, Islam's most sacred book. The pronunciation of Turkish words, particularly those adapted to the Arabic meters used in poetry, also underwent a transformation. By the 13th century Turkish had become Ottoman -- a new, complex, more melodic language -- and poets found a huge lexicon available to their inspiration.

Among the most refined results of this linguistic evolution was Divan, a classical poetic form combining Farsi, Arabic and Turkish words written in the Arabic meter Aruz, based on the structure of vowels and consonants in a given syllable. More elegant than

Turkish popular poetry and folk literature of the era, Divan are actually suites of poems constructed, like their Persian and Arabic predecessors, of different verses and meters.

Kaside is a form of Divan, and Gazel is a type of Kaside. Arabs originally used the Gazel form to sing of their love for wine, women and the joys of spring. Sufis adapted the Gazel form to more profound and religious subjects, using the same vocabulary to evoke rather abstract and spiritual love. So when speaking of wine in a Divan, the Sufi poets were paraphrasing their masters, and when celebrating images of spring, they were expressing their belief in reincarnation.

Although most Gazel are composed, they may also be improvised in the some manner as the classical instrumental improvisations called Taksim. Turkish classical music is build on a modal system which uses untempered intervals. To evoke all its subtleties, 53 microtones are ascribed to an octave within this modal system called Makam. By the end of the 19th century, 952 different Makam were in use and recognizable by their makeup, including a variety of rhythmic cycles consisting of two to 120 beats. Once a musician has learned these by ear, he is free to express his own understanding of the Makam through its improvised form called Taksim.

THE  POETS: [...]


	Kudsi ERGUNER Ensemble
	Peshrev & Semai of Tanburi Djemil Bey
	1991
	52:56
	label: CMP (USA / Germany)

Kudsi Erguner (см. тж. предыдущий CD) [ney]; Suleyman Erguner [ney]; Hunsu Anil [kanun]; Mehmet Emin Bitmez [oud]; Murad Aydemir [tanbur]; Hasan Esen [kemenche]; Nureddin Celik [def]; Dogan Hosses [def].

Thanks to the cylinder recordings and 78 rmp disks that appeared in the first decades of the 20th century, instrumentalists and composers who lived as virtual heroes in Istanbul, the fabled capitol of art as well as commerce and politics in the Ottoman Empire, were able to spread their voices from Algeria to Yemen and gain previously unimagined fame. When classical music and the giants of its modern era are the subjects even today, the first name to come to the mind of Turks and Arabs is certainly that of Tanburi Djemil Bey (1873-1918). At the age of 12 Bey was already so great an exponent of the long-necked lute "tanbur" that he was awarded the honorific name "Tanburi -- The Player of the Tanbur" by the instrument's established masters. He also played oud (the short necked lute), kemeche and rebab (three-stringed and traditional Turkish violins), lavta (fretted lute), saz and tar (long-necked and small folk lutes), kanun (trapezoid zither), violoncello and clarinet as well as or better than any of his contemporaries. Bey's genius was preserved on more than 100 recordings that became well known in Bagdad, Tunis, Cairo, Damascus and far beyond.

So many musicians—whatever instrument they applied themselves to—learned from Bey's audio documents that his virtuosic style gave rise to a whole new school; conservatories throughout the Ottoman nations adopted Bey's improvisations as examination standards due to their formal challenges. In fact, this exquisitely sensitive, nervous, and eventually alcoholic musician, lost to the world at so tender an age, "composed" little more than what he played; Bey's few compositional efforts spilled out as though in improvisatory bursts, and several of them remain incomplete. His preference was for instrumental forms like "Peshrev" and "Semai" which expose and elaborate on the "Makam" modes vocalists use in their interpretations of lyric repertoire; Bey himself never composed such poems. In Turkish terms, peshrev (the term is derived from the Persian for "that which precedes") are preludes which introduce the makam on which the whole series of "hane" (chapters developed from distinct melodic themes) in a "fasl" (suite) are based. To establish musical continuity, peshrev use the same rhythm as the first composition of the fasl. Within the fasl itself, instrumental passages facilitate transitions between the hane in their various rhythms. The postludes concluding and resolving the fasl are "saz semai." Though built on their own particular rhythms, the peshrev and semai together enwrap the four hane and the "teslim" (refrain) intercut between the hane and played at their conclusion. Hence, the overall structure is:

Peshrev

Fasl-A-First Hane-lntroduction

B-Teslim-Refrain 

C—Second Hane—Development 

B—Teslim — Refrain 

D--Third Hane-Modulation

B—Teslim—Refrain 

E—Fourth Hane—Conclusion (change in rhythm) B—Teslim—Refrain

Saz Semai

Peshrev and semai rapidly developed as repertoire independent of the fasl and are appreciated as genres unto themselves. Peshrev generally employ long rhythmic cycles of 32, 28 or 56 beats, though Djemil Bey preferred cycles as short as eight beats. A peshrev encompassing a binary rhythm such as 2/4 or 4/4 is called "Sirto" and was very popular during Bey's era. Semai are based on the particular 10 beat rhythm called "Aksak". Usually the fourth hane is the chosen moment for rhythmic modulations from 6/8 to 3/8, 9/8, or 10/16. But each hane allows or encourages its composer-interpreter to explore all its resources. It's important to note that in practice this modal music concerns itself with non-tempered intervals, and that the Turkish-Arabic-Persian modal construct makam delineates many parameters, each of which bears a hierarchical relationship to the others. Furthermore, a specific itinerary governs each parameter, and certain melodic motifs are indispensable essences of exposition of chosen modes. In the art of "taksim", in which improvisations are based on the tonal elements of a mode, interpreters express their creative and personal sensibilities as well as demonstrate their knowledge of the melodic properties of each makam. Taksim are free of rhythmic passages, in announcement, between or at the end of compositions. They may be performed on a single instrument, or played as question and response passages between several musicians. The ensemble created by Kudsi Erguner in 1985 comprises the best proponents of Turkish music today, and proposes to offer the complete repertoire of Tanburi Djemil Bey's peshrev and semais.

  Turkish classical music is built on a modal system which uses untempered intervals. To evoke all its subtleties, 53 different sounds are used within an octave and this modal system, known as makam (literally: a place, situation or spot) is used to build different scales and melodic itineraries. Some 952 different makam were in use by the end of the 19th century. The makam repertoire contains an extensive assortment of compositional forms based on a wide variety of rhythmic cycles consisting of anywhere from two to 120 beats. Once a musician has learned these by ear, he is free to begin expressing his own understanding of the makam through the improvised form of a makam known as taksim.
Born in Istanbul in 1952, Kudsi Erguner descends from a long line of ney players and Sufis. Ulvi Erguner, Kudsi's father, is a reknowned ney master and former Music Director of Radio Istanbul; he was instrumental in preserving traditional Turkish music during the cultural upheaval at the end of the Ottoman Empire, reviving significant compositions dating back to the 14th and 15th centuries. He introduced his son to Mevlevi Sufi traditions while playing ney in Dervish ceremonies. Kudsi broadened his experience working at Radio Istanbul. Moving to Paris in 1975, he studied architecture and musicology, then opened a school devoted to traditional Turkish music. In 1988 Erguner created the Fasl ensemble, in which master musicians who've adapted themselves and their traditions to the requirements of the conservatory and state radio assemble to reassert their roots. Besides remaining active in Istanbul and throughout Turkey, Kudsi Erguner has performed throughout Europe and the U.S., has improvised with the American conductor Lawrence "Butch" Morris's international ensemble, contributed scores to plays and films (including Brooks' Mahabharata), and has recorded frequently. He's featured on Sufi Music of Turkey (CMP CD 3005).


	TURKISH  Folk  Songs  and  Instrumental  Music
	
	1980
	72:22


	label: King Records (Japan), World Music Library, 1988. Recorded in Tokio, 1980.

Vocal (1,3,4,6,9,10,12,13,16) and instruments: cura, davul, baglama, kabak kemane, tar, zurna, ney.

  This disc introduces what is called turku, a kind of folk music centering around the Turkish folk song, as opposed to the art song. Three of the most imported musicians perform a variety of Turkey’s folk music, including the two typical styles of folk song, Uzun Hava, and Kirik Hava.

The Turkish folksong is generally called Turku, but this word means "of the Turkish." This is opposed to the art song, which is called Sarki, or ''of the East.'' The folk mu​sicians think of this as foreign music, not originally their own.

The Turkish folksong is divided into two styles. These are uzun have and kirik have. The former is a melismatic song, with free rhythm and sung in a long drawn out man​ner. The latter is a syllabic song, based on a strict meter, and in which a short melody is sung over and over.

The folksong in the uzun have style is found throughout Turkey and is especially common from central Turkey east​ward and southward in Bozlak. The kirik have style folk​song has many kinds of rhythms. Rhythms such as the eight-beat [3+2+3] pattern, or the nine-beat [2+2+2+3] pattern, give the music a kind of stumbling rhythmic feel​ing. This is often seen in dance accompaniment music, and is closely connected with dance steps.

Turkish folk musical instruments are distinctly different from those used in Turkish art music. With the exception of the def, all instruments are traditionally played by men. The instruments used in the performances contained in this disc are as follows:

Baglama and cura. These are plucked lutes, categorized as saz. They are played with a pick mode of either plastic or the bark of a cherry tree. The medium sized instrument is called baglama, and the smaller is called cura.

Kabak kemane. A spike fiddle, the body of which is made of a round gourd, to which a long neck is attached.

Tar. A plucked lute used as folksong accompaniment in the northeastern region's Azerbaijan.

Zurna. An oboe-like instrument with a large sound. Used in outdoor performances.

Mey. An oboe-tike instrument with a relatively soft sound. Used in indoor performances.

Kaval. A vertical flute made of wood. It is known as a flute for calling sheep.

Davul. A cylindrical drum, with a skin membrane on both sides.

Def. Tambourine

Darabukka. A goblet-shaped drum.

This performance is by three excellent young musicians who came to Tokyo in 1980.

Umit Tokcan is a folk singer. Born in 1945, he began to sing at age ten. Among young singers, his repertory is ex​ceptionally large.

Mehmet Ozbek is a folk singer and instrumentalist. Born in 1945, he graduated from the doctoral program at the University of Istanbul, then began to work for the Istanbul Broadcasting Service. He is currently doing research on folksongs.

Arif Sag is an instrumentalist. Born in 1945, he began per​forming at age 7. He is a musical genius who plays all kinds of Turkish folk instruments. He has recorded more than 2000 records.


	Okay  TEMIZ
	Magnet Dance
	1995
	63:11
	label: Tip Toe -- a label of ENJA Records (Munich)

Hasan Girnataci [cl]; Ergun Senlendirici [tp]; Ahmet Ozden [zurna]; Haci Rustem Cembeli [darbuka]; Patrik Lax [d] Okay Temiz [perc].

A classically trained Turkish percussionist and raised in Turkish folk music, Okay Temiz developed his own innovative percussion style and a personal approach to multi-cultural music. When he first left Turkey in the '60s, he was one of the very few Tukish musicians equally acquainted with Western and Middle-Eastern rhythms. He gradually gained recognition for his unique blend of Turkish folk melodies with Western jazz improvisation.


	INSTRUMENTAL MUSIC OF THE UIGHURS
	
	1991
	49:35
	label: King Records (Japan) World Music Library

rec. 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.


	 MUSIC OF THE HAN & THE UIGHURS
	
	1988
	51:30
	label: King Records (Japan) World Music Library

rec. 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.


	YEMEN
	Traditional Music of the North
	1978 -88
	49:20


	label: UNESCO Collection “Musics and Musicians of the World”

  When the Yemenite speaks of his art, he is proud to attach it to a very old tradition inherited from the kingdoms of Main, Saba, Qataban, Himyar... In the Arab world, the music of Yemen retains its striking originality. This music, essentially vocal, has not evolved in the same manner as that of other Arab countries. It does not belong to the large modal family of the Maqam, but it based, rather, on the idea of a repetitive and hypnotic beat, within which the syllabic and strophic procedure dominates. Melismatic song is not a part of it. Vocal art  which is to a great extent responsorial implies the active participation of an audience coming together at the hour of the Qat and surrounding a soloist or master of ceremonies. The celebrated Yemenite Ud, also called the Ud of Sanaa, reminds one in its appearance and sound of the instrument mentioned at the beginning of the Islamic conquest. It is perhaps one of the archaic lutes often mentioned in the ancient texts though never precisely identified, such as the Qiran, the Muattar, the Mi’zaf. Except for the Ud of Sanaa, a typically Yemenite instrument, the various other instruments encountered in Yemen are more familiar to us. The origin of the strapped on clarinet or Mizmar, which is used in open air performances, goes back to Egyptian culture and the civilization of the Bunt, of which Yemen was a part. In Yemen we come upon two main genres of music: first of all, a very rich heritage, both profane and sacred, of which one finds little trace elsewhere in the Arab world and which seems to confirm the thesis of a sacred origin of the musical art which became gradually more and more secular. Secondly, there also exists an Islamic heritage of great vitality, performed for all purposes, whether to implore God’s aid against the drought or to accompany a coffin to its last resting place.

  There exist in Yemen three distinct types of scales: tetrachordal, pentatonic and supplement or enriched pentatonic. The tetrachordal system is not  very widespread. It is limited to a few religious recitations and its use seems to have been borrowed from cultures of the North (Syria - Babylon). Thanks to links between the kingdom of Hiha and the oasis of Najrane in Saudi Arabia, the contacts between these two worlds have been firmly established. One can notice certain similarities to the religious music of the North of Irak and the North East of Syria. The pentatonic system, assimilated in all the geographic zones of Yemen, might evoke Africa if it did not also possess an originality of completely Yemenite character, especially in the use of transposition, which one finds particularly in Taez. This makes of this pentatonism a hemitonic system; that is, a system that makes particular use of semi-tone intervals. The third system, hexatonic or heptatonic, which coul be called an “enriched pentatonism”, is a surprising as it is unexpected. Without doubt, we have here a very Yemenite characteristic which is based upon ancient heritages which have astonished the historians. The musical scale of northern Yemen (and probably of southern Yemen as well) evolved finally as a version of the 12-note scale used in Occidental music. Nevertheless, the interval B - C is much larger in Yemen, and more natural, than the Occidental interval.


	Hamza SHAKKUR  & Ensemble al-Kindi
	Takasim & Sufi Chants From Damaskus
	1994
	61:07
	SYRIA

label: Network (Frankfurt)

Shaykh Hamza Shakkur [v]; Julien Jalal al-Din Weiss [qanun]; Abd al-Salam Safar [nay]; Adil Shams al-Din [bendir, riqq].

1. a) Tartil Du Coran

    b) Taqsim Nay En Bayyati

2. Wasla En Saba

3. Wasla En Bayyati

4. Meditation

The mystical Sunni Muslim fraternity of the Sufi, or Dervishes, has developed a rich repertoire of religious music. Said to date back to the Qur'an recitor Ibn Amir (who died in 736), it was established in the 13th century and has always proved re​ceptive to the influence of the region's modal musical styles. In the 16th century, this repertoire diversified with the emer​gence of the Mawlawiyah brotherhood of "whirling" Dervishes in Damascus, Aleppo and Homs, gaining its definitive form through °Abd al-Ghani al-Nabulsi (1641-1731) and his school. As one of the main centres of Islam, as the centre of caliphal authority under the Umayyad dynasty and as an important stopover on the pilgrimage trail to Mecca, Damascus has developed a rich musical tradition influenced by the melodic modes (naghma or maqam), the rhythms (wazn) and the suites (wasla) of various different epochs and origins. A concert of religious and secular music involves a specific approach to time, space, memory, styles and language. The performers (munshid) who are usually accompanied by a male voice choir (bitana), perform the ritual prayer (dhikr) of the Sufi brotherhoods (tariqa). Their expression is one of calm serenity, invariably ruled by subtle invention and pre​cision in order to induce a trance-like state (inkhitaf or hal) or lead to meditation (fikr or ta'ammul). The borderline between the re​ligious and the secular is blurred. A popular melody of local or other origin can soon take on a different text and even has its own name (qadd/qudud). Any love song or drinking song can be interpreted as an expression of mystic union. The Islam reflected in these recordings is the Islam of joy in faith without intolerance.

Although there are no instruments -- at most percussion instruments -- in the mosques, the repertoire of the Mawlawiyah brother​hood founded by Jalal al-Din al-Rumi in​cludes the transverse flute (nay), the zither (qanun) and other traditional instruments such as the rebec (rabab) and the lutes (°ud and tanbur) in the meeting place of the bro​therhood (takiyya or zawiya). Mawlawiyah traditions have existed in parts of Syria, Egypt and Iraq since the 16th century. They have survived the dissolution of the Turkish brotherhood by state decree in 1925 and the suicide of the grand master °Abd Al-Halim Tshelebi Bashi. The Damascan religious concert (sama0) consists of a Qur'an cantillation or sung recital (tartil) and a ritual (ayin). It is broken down into cyclical patterns of song (salam) and dance (muqabala or fatl). The poems of the gene​rally anonymous authors are monorhyme or monometric (qasida in "high" literary form, mawwal in "low" dialect form) and multirhyme or multimetric in the freer style of the new poetic mode (muwashshah). Praise to God is known as ibtihal (be​seeching or imploring). The set of themes uses rhetorical patterns and ancient imagery, often of folk origin. The layalin (sung with vocalises instead of words), the qasida and the mawwaal develop instru​mental improvisations (taqasim) which define the modes and explore the trans​positions (taswir) or modulations. The instruments follow the song, reiterating its last phrases (muhasaba or su'al-jawab), recalling the tonic or keynote of the principle mode (tanin) and at times suggesting excursions into other modes (talmih). They also interpret instrumental pieces (bashraf, sama°i and dulab) of different structures and rhythms. There is a very special sense of gentle ten​derness in these sama0 in which the Dervishes whirl like incorporeal stars. In the combination of faith and art, this sophisti​cated ritual uses music and dance as a means of approaching God and the mysteries of His creation. The rhythm becomes an expression of man's physical and spiritual aspirations, with the flute transcending the breath of human life and the qanun drawing upon the enigma of inner melody; the voice thus resembles the ultimate appeal for divine mercy in the arabesques of a cre​ation untouched by decadence.

AL-KINDI ensemble
Shayk Hamza Shakkur (born in 1947) comes fom Damascus and is a Qur'an recitor (muqri') and speaker of a brother​hood (munshid). As a student of Tawfiq al Munajjid (born 1910), he is a keeper of the traditional Mawlawiyah repertoire. He serves the Great Mosque of the Umayyad in Damascus and is regarded as one of the leading interpreters of Muslim song. Unembellished and profoundly felt, his is an art without artifice, its improvisations developed in accordance with an ancient modal music which he guards without compromise. [...]


	Abed  AZRIE
	Aromates
	1990
	59:24
	label: Electra Nonesuch Rec. (New York)

A.A. [voc]; Imad Morcos [qanun]; Mouhammad Moutalattef [nay]; Adel Shams, Uskan Celebi [perc]; Benoit Urbain [synth].

Songs from ancient arabian poetry.

 Abed Azrie born in 1945 in Aleppo (SYRIA). His work evokes the spiritual memory of the Orient.


	IRAQI  Music
	Ud Taqsim and Pasta
	1981
	43:34
	label: King Rec. (Japan), World Music Library; rec. in Tokio.

Ud solo (#1- 3); Pasta (#4- 7).

Safwat Mohammed Ali [ud]; Ahmed Nima Kamel [voice (#4- 7)].

  This recording introduced here are the ud, the beautiful instrument representative of western Asia, the improvisational music called taqsim, and the pasta, a king of song based on fixed rhythmical patterns called ika’ and maqam.

Ud Taqsim

The ud is a plucked lute with a pear-shaped body. The body consists of wood inlay, so it is very light for its size and reverberates well. The ud is not equipped with frets. This allows it to produce neutral intervals, for example the interval between a major and a minor third. Modes ending in a neutral third such as that used in the first piece in this collection, Taqsim in Segah Mode, have a particularly sub​tle quality.

The artist, Safwat Mohammed Ali, was born in 1946 and is a graduate of the Iraqi Institute of Traditional Music. In addition to giving performances on the ud he also teaches at the Iraqi School of Music and Dance.

Pasta

Pasta refers to a type of vocal solo based on a set maqam (mode) and ika (rhythmical form). Innumerable such songs were created in every city and country and spread by musicians travelling from court to court. Often the pas​ta is preceded by a song in free rhythm.

The vocalist is Ahmed Nima Kamel. Born in 1960, he is one of the most active young singers in Iraq today.

Selection Notes

1) Taqsim in Segah Mode

An extempore performance based on the segah maqam. Such an extempore instrumental performance is called a taqsim. This taqsim progresses through several maqam be​longing to the segah mode and ends by returning to the origi​nal maqam.

2) Taqsim in Rast Mode

Rast means "correct" or "primary". This mode is the most basic of all the numerous maqam.

3) Taqsim in Kurd Mode

This taqsim opens with the kurd mode, progresses through several other maqam and ends with a return to the original kurd.

4) A Glass of Happiness

Many Arab songs treat of the joys and hardships of love. A brief taqsim on the ud is followed by a pasta expressing the troubled emotions of a lover. The maqam is based on the sharqi-rast. In the metronomic section which appears part way through a short melody is repeated over and over. This is a jorjeina (3+2+2+3) in 8-10 time.

5) Wash Your Heart with Wine

Based on the Hijaz-Homayan maqam. This piece opens with a soft melody in free rhythm, and the latter part is sung vigorously in a 4-4 rhythm called hacha.

6) My Heart Promised Me

A song in free rhythm begins after a brief prelude on the ud. The maqam is beyati. The latter part is in jorjeina rhythm. 

7) A Girl with Brown Complexion

Sung in a maqam called auj, one of the segah modes. The rhythm of the latter part is jorjeina.


	IRAN
	The Masters Of  Traditional Music
	1979-88
	70:58       72:00       74:27
	label: Harmonia Mundi Rec. (Paris), 1991, 1992.   [3 CD]    

Vol. I:  Dariush Tala’i [tar, setar]; Mohammad Musavi [ney] (with accomp.: Jamshid Mohebbi [zarb]); Majid Kiani [santur].

Vol. II: Mohammad Karimi [chant]; Mohammad Musavi [ney] (with accomp.: Jamshid Mohebbi [zarb]).

Vol. III: Shahram Nazeri [chant]; Dariush Tala’i [setar]; Bijan Kamkar [zarb, daf].

    “Why does the cock not sing tonight?

     The lovers have not done with caressing and kissing”  —  (Sa’adi).

   “Iranian music is an interiorised spiritual music, not music for pleasure. It’s music for meditation, for the ‘building of the soul’. When I learnt music, I was surrouded by Sufis and men (great mystics, moreover) who highly revered great poets like Movlana (Jalaloddin Rumi of the 13th century), Hafez or Attar. This intimacy allowed me deepen my understanding of Sufi culture and thinking. Poetry is crucial to Iranian music, especially to song. Iranian music and poetry are in intimate cohesion: even if one misses the meaning, the strength of this bond can always be felt. When someone has composed a poem, one doesn’t say that he has written it, but that he has sung it. I have chosen the daf for the percussion accompaniment because it’s a very old instrument, maybe even more ancient than the zarb. It’s not considered fitting for urban music, but was, and is still, used by the Sufis of Kurdistan and the Kaderi dervishes of Kermanchah. The daf brings with it an energy and a vivacity that the zarb is incapable of. It recalls the whole Sufi ambiance and the world of Mowlana. Present day Persian music’s radif repertoire is only a hundred or so years old. I find it a little sad, a bit dull: it’s a repertoire for old people. That’s why I mix popular Kurd music with it: it gives it a burst of energy that tends to attract a much younger public to traditional music. At least, that’s one of the things I’m trying to achieve.

  There are several ways to learn traditional Iranian music. There’s the traditional method: coming from a musical background, that’s the most important thing. And then one has to be in contact with the great masters. I think that’s the best way. There are more modern methods recently introduced, using Western notation. In the old method the apprenticeship was an oral one: we say, in Persian, “from chest to chest”. In my opinion, the traditional method is always the best way...”  —  An interview with Shahram Nazeri (to Vol. III).


	IRAN
	Persian Classical Music
	1974
	45:41
	label: Elektra Nonesuch, Explorer Series

Faramarz Payvar [santour]; Houshang Zarif [tar]; Rahmatollah Badi’i [kamancheh]; Mohammad Esmai’li [zarb]; Khatereh Parvaneh [singer (female) #3, 6 – Sufi texts].

  Two old tasnifs, with Sufi texts, arranged by Faramarz Payvar, are sung with ensemble accompaniment. A brief instrumental introduction opens the performance, and the conclusion is a short reng, a type of dance piece frequently used for this purpose. The words of the first song are, roughly, «If you don’t comb your hair, your lovers will be like your hair – all over the place.» The second song compares the ordinary person’s view of all things in their surface appearance with the Sufi’s understanding of the underlying essence: «The lover’s hair is usually curly. You see just the hair. But I see the crescent of the eyebrow. You see what is on the surface, but I see its underlying form.

 Although founded on the same general principles as Arabic, Turk​ish and even Indian music, the classical music of Iran is an independent and distinct system that must be understood in its own terms. Its history extends back to the Achimnean and Sassanian Empires of ancient times (ca. 550 - 330 B.C. and 226 -640 A.D., respectively), and Persian musicians made significant contributions to Middle Eastern and Greek music and music theory in various periods of history. But while its tradition is old, Persian music – the music of Iran – has experienced many changes, particularly in this century, and the music that is heard here is the modern form of an ancient tradition. Today, Persian classical music is concentrated in the capital city of Tehran. Partly composed, partly improvised, the classical music of Persia is preponderantly instrumental, but the style as well as the terminology is derived from vocal models. The words of both composed and improvised singing are usually taken from the great classics of Persian literature and from the poetry of Sufism, the mystical movement of Islam which has always been concentrated in Iran. The improvisations, which form the central portions of pertormances, are based on a model – the radif – which a student must memorize painstakingly before he may improvise upon it in his personal style. The radif consists of twelve dastgahs, or modes, each with its own scale, characteristic motifs and melodic formulas, and repertory of pieces. Each dastgah has a number of sections gushehs – also characterized by a main melodic formula, scale, and range. The main gusheh, always called daramad, is customarily performed first and followed by others usually arranged in order of ascending tessitura. Most of the radif has no meter and follows a speech like rhythm, but it also contains metrical pieces which normally have a drum accompaniment. The composed pieces are also mostly based on the radif. They include the pishdaramad, a sometimes stately, sometimes lively piece performed by an ensemble in unison: the chahar mezrab, a virtuoso solo number with driving rhythm: the tasnif, a lyrical song; and the reng, a dance like piece usually in 6/8 meter. The scales ot Persian music are complex, using, besides the whole and half tones found in Western music, three quarter and five quarter tones. When Persian musicians use Western notation, they employ special signs to supplement the system: koron to show a quarler-tone flat, and sori to show a quarter tone sharp. Rhythm is also complex, extending from the completely free through many intermediate forms to the sharp, driving repeated patterns of the chahar mezrab. The musicians heard on this record and their vocal soloist, Khatereh Parvaneh, are among the most prominent and distinguished artists of Iran today, appealing frequently on radio and in concert. The leader ol the ensemble, Faramarz Payvar, is a renowned virtuoso and also a distinguished composer and arranger. The instruments heard here are the most important and typical of Persian classical music. The santour, a hammered dulcimer with 72 strings, lends itsell particularly well to soloistic virtuosity. The tar is a lute with a long neck, six strings, and a skin belly, and is played with a small plec-trum. The kamancheh is a four stringed fiddle, played vertically, with a small skin covered body. The zarb (also called dombak) is a wooden, goblet shaped drum with one skin. All of the instruments may be used alone or in ensemble, for solo work or accompaniment. When accompanying a composed, metric piece, they play in unison with the main melody; when accompanying improvisations, they follow the soloist or alternate with him, echoing his phrases and musically summarizing each section. [...]


	MUSIC  OF  IRAN  II
	
	1991
	50:38
	label: King Records (Japan), World Music Library, rec. In Tokio, 1989.

Alireza Eftekhari [avaz] (#1,2); Behzad Forukari [ney] (#1); Behnam Vadani [setar] (#2,3); Kambiz Ganjei [tombak] (#4); Mansur Yunosi [tar] (#5); Hoseyn Behruzniya [ud] (#6).

Iranian classical music is organized into a modal system called dastgah. There are twelve kinds of dastgah, each with its own peculiar character, melodic shape, and scale structure.

  Gushe: A short song of a few minutes in length, the framework for improvisation. It has an ending form called forud, which is given unique name indicating the Dastgah with which it is associated, or to peculiar melodic shapes and feelings. It is divided into the rhythmically free avaz, and the metrical zarbi.

  Chahar mezrab: A form of instrumental music in which melodic improvisation is developed over a predetermined and relatively simple rhythm. This is the most popular form among the Iranian people.

  Reng: A dance form of instrumental music. Each with its own unique rhythm, these songs normally come at the end of a performance.

  Tasnif: Song.

  Pish dar amad: Prelude. This is a new form of instrumental music, first made in this century.

  Performance usually begins with Push dar amad. Next, the performer choses several Gushe according to his taste or to the atmosphere of the place. Between these Gushe, metrical pieces such as Chahar mezrab or Tasnif are inserted. The program closes off with Reng.

  An Avaz is a word meaning both a rhythmically free Gushe, and vocal music in general.


	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)


	HEYVA GÜLÜ
	Dances and Ashug melodies from Nakhichevan
	1994
	51:29
	AZERBAIJAN

performed by the ensemble DEDE GORGUD: 

Iman Guliyev – tulum-zurna, zurna, balaban, tutek

Latif Guliyev -- zurna, balaban, tutek

Nizami Isayev – nagara, toy,  gosha-nagara

rec. in Canada, 1992.

All tracks – traditional repertoire, except #7a – composed by Iman Guliyev.


	AZERBAIJAN: ALIM QASIMOV ENSEMBLE
	The Legendary Art Of Mugham
	1997
	67:22
	label: WDR World Network (Frankfurt)

1. Mahur (Tasnif: ‘Elinde Sazin, Kurban’; Bardasht in mugham mahur / Tasnif: ‘Sen sumbul’)

2. Mugham Shour

3. Getme Getme / Aman Avji

4. Mihriban Olam

5. Beh Beh (Tasnif in mugham segah)

Alim Qasimov [v, daf]; Elshan Mansurov [kamancha]; Malik Mansurov [tar]; Ferghana Qasimova [v, daf].

    The Azeri language is related to Turkish, but with strong Persian influences. The word mugham, used by the Azeri to describe their classical music, is derived from the Arabic word maqam, which originally meant the "official" meeting place where the caliphs and other Arabian dignitaries gathered in medieval times to hear tales and rhyming prose, and later music as well. For each meeting, a suitable and carefully chosen mode -- or maqam -- was negotiated. This explains the double meaning of the word, especially in Central Asia.

Mugham refers first and foremost to the various modi in which the music is per​formed. The Azeri, for example, use some 12 main mughams and 10 secondary mughams or scales. A cohesive longer inter​pretation with free and rhythmic sections is named after the mugham within which the ensemble moves. Chargah, rast, segah, mahur are some of the modal scales regularly used in Azerbaijan. At the same time, mugham also describes the overall vocal and instrumental performance of a khanande (singer) and a sazande (ensemble). Three instruments traditionally belong to the mugham ensemble: the tar lute is traditionally crafted from the wood of the mulberry tree, spanned with the skin of a cow's heart and fitted with three double strings. The kamancha is made of walnut, has four strings and is played vertically by placing the instrument on the ground or supporting it on the thigh. Most singers accompany themselves on the daf frame drum, and although they lead the en​semble, there is an interaction between the instrumentalists, especially in the improvised sections. Sometimes the tar and kamancha players echo the melody line of the singer, and at other times they introduce a new vocal line.

The mugham is a deeply rooted musical form that is loved and revered throughout the Caucasus and amongst the Turkic peoples of Central Asia. It is not to be confused, however, with the ashiq (bardic) tradition of the Azeri which is prevalent mainly in the south of the country. The classical mugham is an urban form and, despite its widespread popularity, it remains the music of the learned and the cultivated. Perhaps this class barrier also explains why the mugham proved so un​popular with the Soviet authorities in the course of this century. They preferred instrumental music. Above all the lyrics of the classical poets such as Fuzuli, Khaqani or Nizami, with which the mugham singer improvises at the zenith of a mugham cycle, were not gladly tolerated. With its various components such as bardasht (free im​provisation by the tar player and the singer), reng (a specified instrumental melody) and tasnif (folk song), the mugham is an integral piece of music (similar to a suite) which calls to be savoured as such, and therefore demands the emotional participation of the audience. Qasimov describes this process from the point of view of the musician: "For the mugham, one sits down. Though at first there seems to be no relevant reason for doing so, as one begins to play the music one is gradually caught up in an inner emotional state. The entire body is involved in reaching this profound state."

Major newspapers, including Le Monde and Frankfurter Allgemeine Zeitung, have written of his "magical voice". Alim Qasimov has enthralled audiences in Central Asia, the USA, Europe (especially France), Japan and even in Teheran. While the Breton singer Eric Marchand regards him as the best singer in the world, Jean During, the French expert on Central Asian music, is wary of such claims for any musi​cian because, as he explains, they are necessarily based on the specific aesthetic criteria of the individual musical culture in question. Nevertheless, During makes no secret of his enthusiasm for this exceptional singer, and even admits that "Perhaps such a claim can indeed be made in Qasimov's case, if one takes into consi​deration such factors as the art of modal composition and improvisation, the virtuosity of vocalisation, the choice of lyrics, the purity of articulation and cohesion with the melody; the range and spontaneity, but above all, the art of involving the audience, touching the listeners and enchanting them time and time again with all manner of moods and sentiments, without seeming pretentious or artificial." During's words apply to both the technical and emotional qualities of a singer who sees himself as an interpreter of the mugham, the high and complex musical genre of Azerbaijan.


	Азербайджанские мугамы
	Чаргях

Забол-Сегях
	1985
	
	LP

Бахрам Мансуров -- тар; Т. Бакиханов -- кяманча; В. Аветисов -- даф.

Вокал -- Дж. Акперов (Чаргях), Я. Мамедов (Забол-Сегях)


	Азербайджанские мугамы
	Чаргях, Заабул, Баяти Шираз, Харидж Сегях
	
	
	LP

С.Ибрагимов -- тар


	Инструменталь-ные части Шашмакома
	Маком "Наво"

Маком "Дугох"
	1985
	
	2 LP:

1 сторона (16:50):

Тасниф, Тарже, Гардун, Нагмаи Ораз.

2 сторона (21:00):

Мухаммаси Наво, Мухаммаси Баёт.

3 сторона (19:20):

Мухаммаси Хусайни, Сакили Наво.

4 сторона (21:50):

Тасниф, Тарже, Гардун, Самои Дугох, Мухаммаси Чорсархона.

Сафарбай Аллаяров (танбур); Абдурахим Хамидов (дутар); Абдурахим Мухамедов (кашгарский рубаб); Бахтияр Пулатов (афганский рубаб); Абдусаттар Мирзаев (чанг); Касымджан Юсупов (най); Абдугафур Абдуллаев (кошнай); Маъмурджан Алимджанов (гиджак); Мурад Наркузиев (гиджак); Кудратулла Самадов (дойра).

В этом выпуске даны записи всех инструментальных частей макома Наво и части макома Дугох. Ценность настоящей записи ещё и втом, что такие части как Нагмаи Ораз, Мухаммаси Наво, Сакили Наво, Мухаммаси Чорсархона звучат в ансамблевой интерпретации впервые. Как известно, одной из особенностей инструментального раздела макома является то, что все его составные части могут быть исполнены автономно. Исполнение же раздела целиком предполагает чередование всех частей без перерыва. В этом случае обнаруживается цепкая логика макомного цикла. Музыканты поставили перед собой задачу донести до слушателей именно эту особенность раздела.


	Richard HAGOPIAN
	Armenian Music Through The Ages
	1993
	56:05
	label: Smithsonian Folkways Rec. (Washington; Cambridge).

Richard A. Hagopian [‘ud, voc]; Harold G. Hagopian [kanun, violin]; Hagop Jack Zarzatian [dumbeg].

  Richard Hagopian is a virtuoso on the ‘ud, principal instrument of Armenian, Turkish and Arabic musical traditions. Recipient of a National Heritage Award in 1986, Hagopian includes in his repertory both Armenian classical and folk styles. The ‘ud has been a called the “queen of Near Eastern instruments”. Known as the grandfather of the baroque lute, the pear-shaped instrument is fretless and tuned in fourths.

  Armenians acquired reputations as rug merchants from the many involved in the Persian silk industry. Music was no exception; strong musical traditions developed within the Anatolian and Caucasian regions. Thus, from Istanbul to Tbilisi, Armenians produced music with a wide degree of diversity, the three main forms being liturgical music, folk music and various classical styles. Armenian liturgical music developed out of earlier, pre-Christian ritual. After the state-wide conversion to Christianity around A.D. 301, many pagan chants were retained with superimposed Christian texts. Armenian folk music borrows from the elaborate modal system established by the church. There are several styles of secular music, and each region has its own indigenous songs and dances. Gomidas Vartabed (1869-1935) spent much of his life collecting and notating many of them. He divided folk music into five categories: plowing and threshing songs of the peasant; epic songs; songs of village life; love songs; and dance tunes.

  The ‘ud (a lute), kanun (a zither) and dumbeg (a drum) are musical instruments commonly used throughout the Middle East. Though their exact origin is not known, Armenians adopted them long ago, developing a distinct nationalistic style. Several writers, historians and artists recorded information about Armenian music as it was encountered in everyday life. Recent excavations near the ancient Armenian temple at Garni revealed stone carvings dated as early as the first century B.C. depicting minstrels with the kanun, various lute-type instruments (including the saz), reed instruments, horns and a host of percussive instruments. Krikor Narekatsi, the tenth-century philosopher, mentions the use of the violin in his writings. Foreign travelers frequently reflected upon Armenian’s musical traditions. The tenth-century Arab historian, Abu Dulaf, noted: “Their voices while studying the gospel and the rhythm of their tunes is more pleasant and clearer than the voices of other Christian doctrines. Their singing is more disposed to the crying of the aggrieved, inclines by their nature to grief and moaning, than the wailing of Arabs over graves, and their spiritual melodies are more pleasant to the ear of a sensible and susceptible man, since both joy and happiness spring from their singing repetitions. And it is said that the pitch of their singing to string accompaniment is pleasant and true.”  Perhaps the clearest references we have are within the illuminated manuscripts. One of the oldest musical representations is found in a manuscript from A.D. 1211 that depicts a man holding an ‘ud. The kanun, too, must have been one of the most popular medieval Armenian instruments; it appears on more than one hundred reliefs. These instruments, among others, were used throughout the region to accompany Armenians in their musical endeavors. Music seems to have been an integral part of medieval Armenian culture. So popular were musicians that in a list of most important trades, they occupied second place. Traditional festivals and both religious and domestic ceremonies were always accompanied by music and singing. Armenians have specific songs to accompany every occasion — songs for toasting, songs of harvest time, summer and plowing. Each ceremony of festival is associated with a traditional tune. It is the many songs about Armenian wine made from the grapes of Ararat’s valleys. Eastern Armenians especially are known for their extravagant toasting ceremonies. ‘Seghane e arad’ (‘the table is bountiful’) (track 13) is a toasting song. Its melody is one of the oldest and most popular traditions giving thanks to Mother Earth for Ararat’s rich soils. Love songs were the most common genre. Armenian troubadours, called ‘gusans’, like Persian ‘ashiks’, frequently sang about current events or about love. [...]


	Djivan GASPARYAN
	Moon Shines At Night
	1993
	49:17
	All Saints Rec. (London) / Caroline Rec. (New York), Gyroscope series.

D. Gasparyan [duduk].

Assembled and produced by Michael Brook; rec. In London.

[Мы не согласны с акцентами следующей рецензии, но помещаем её здесь, наряду с остальными, просто для полноты охвата возможных реакций на эту музыку. >S<]

Французский композитор-классик XX века Ар​тур Онеггер в начале 50-х годов сказал: «Нагло​тавшись серной кислоты, люди будут пить спаси​тельный сироп». Под кислотой он, конечно, имел в виду не то, что многие подумали, а му​зыкальный авангард. Но, наверное, даже прони​цательный Онеггер не мог предположить, что в качестве сиропа всемирная тусовка воспримет игру армянина Дживана Гаспаряна, которой восхищался главный кремлёвский горец Иосиф Сталин. И смешивать коктейли из урюка (инст​румент Гаспаряна —дудук делается из абрико​сового дерева и камыша) будут Брайан Ино и Майкл Брук, а сам Гаспарян будет сочинять саундтреки к голливудским блокбастерам вроде «Гладиатора».

Так что — внимание, отечествен​ные любители экзотики от Opal, Network и Real World! Этот диск – для вас, хотя без электрон​ных наворотов он, может, и покажется вам не та​ким сладким, как ремиксы Майкла Брука.

--- Play


	Djivan GASPARYAN
	Ask Me No Question
	1994
	47:16
	The duduk is one of the oldest wind instruments in the world, dating back to Armenia’s early pre-Christian times. Djivan Gasparyan is the foremost living duduk virtuosos of Armenia having received four gold medals in UNESCO’s woodwind competitions from 1957-1979.

The duduk is a cylindrical wooden flute or Armenia. Western scholars trace its existence back 1500 years though Soviet Armenian musicologists have found evidence dating the instrument as lar back as 1200 BC. Its range is only one octave, however, it requires considerable skill to play, its dynamics con​trolled by constantly adjusting the lips ana fingers. It has eight finger holes and one thumb  note.

In Armenia, the duduk is always made of apricot root and is built in three sizes. The smallest is 28 cm long, with a reed 9 cm long: the medium sized model is about 33 cm with a 12 cm reed; and the largest measures 40 cm with and 14 cm reed. The tuning is basically untempered and diatonic, though chromatic notes may be obtained by par​tially covering the linger holes. The instrument requires a specific type or double reed categorized as a split or split-tube reed. In Armenian, the cane used to make the duduk reed is referred to as "ramish" or "yegheg" and grows abundantly along the Arax River.

The duduk has a warm, soft, slightly nasal timbre and is used in both folk songs and dance music. At least two players are used together, the second instrument holding a tonic drone called the dam, its player is called the damkash.


	Djivan GASPARYAN
	A Cool Wind Is Blowing
	1989
	04:00
	см. тж. с участием Kronos Quartet: “Night Prayers” #5 (A Cool Wind Is Blowing)

Djivan Gasparian was born in Solag, a village just outside the capital of Yerevan, Armenia in 1928. When he was six, he took up the duduk, a uniquely Armenian oboe hand-made of apricot wood with a range of only one octave. It is very difficult to play. Gasparian says that the duduk is essentially “an instrument that must be played from the heart. It all comes from the heart.”  “A Cool Wind Is Blowing,” by Armenian poet Avedik Issahakian, originally referred to disappointed love, but has served to express many experiences of life. Its melody, though not old, lends itself to the ageless tradition of the duduk.


	Djivan GASPARYAN
	Black Rock
	1998
	44:10
	label: Realwold

Djivan Gasparyan [duduk, v]; Michael Brook [infinfite g, b, k]; Richard Evans [g, b, k]; Jason Lewis [d, perc]; Roel Van Camp [accordion].

Djivan Gasparyan is unquestionably one of Armenia’s greatest musicians – the foremost living master of the duduk (an ancient oboe-like instrument) having received four Gold Medals in UNESCO’s worldwide competitions. A professor at the Yerevan Conservatory, he has educated a whole generation of duduk players and has brought the duduk out of obscurity and into the international music scene.

Canadian Michael Brook’s credits as producer, engineer and virtuoso guitarist have graced albums by some of the past decade’s most celebrated and forward-chinking artists. His own music, born of a love for Middle Eastern and Indian melodies, is an admixture of ethnic and electronic elements; its undeniable pictorial qualities have been recognized by the many directors whose films Michael has scored.

With these recordings, Djivan Gasparyan and Michael Brook have fashioned a unique musical hybrid. The duduk is prominently featured, as one might expect, but a surprise is in store for those not yet appraised of Gasparyan’s vocal capabilities; his singing is vibrant and assured, its timbral colours neatly dovetailing with the warm, slightly nasal tone of the duduk. Both instruments are displayed to best advantage against the varied arrangements drafted and performed by Brook, with help from the English engineer and multi-instrumentalist Richard Evans.


	Djivan GASPARYAN
	Salute
	1998
	39:35
	Djivan Gasparyan [doodook] with Megel [dam] (second doodook)

1-GAROD AKH GAROD

2-SOURP, SOURP

3-TOURS YEL DZOYAG

4-GROONG

5-KOON YEGHIR

6-HAVOON, HAVOON

7-TZAKHORT ORER

8-DLE YAMAN

9-KILIKIA

10-PARTZER SARER

11-VORKAN TZANGATZA

12- ODAR AMAYI JAMPER


	Djivan GASPARYAN
	Heavenly Duduk
	1999
	65:57
	label: World Network (Frankfurt)

Djivan Gasparyan [duduk, v]; Ararat Dalakyan [bass duduk, duduk, zurna]; Ashot Ghazaryan [duduk, dhol].

DUDUK  -- THE VOICE OF PERSECUTION AND LONGING

Armenia, land at the foot of snow-peaked Mount Ararat, located on the wide plateaux between the Taurus and the Caucasus mountains, a stretch on the road between the Orient and the Occident, a stony place of words, poetry, painting and music. Armenia has been marked over the centu​ries by a history of persecution: "The sword to the East, death to the West / Flames in the north and blood in the south / Joy has abandoned us, the lyres are silent / Like the drums / sobs sound out", as an eleventh century poem puts it. When the legendary city of Ani was sacked by the Seljugs in 1064 and the kingdom of Armenia destroyed, oral tradition assumed the additional task of preserving and passing on the experiences and memories of the Armenian people.

Armenian history was to remain a history of persecution, expulsion, and foreign rule until 1915/16, when during the genocide perpetrated against the Armenians in the Ottoman Empire 1.5 million people were killed and the history of Western Armenia was brought to an end. Today, there are Armenians living scattered all over the western world, and in the Republic of Armenia.

The folk music of the Armenians, in which elements of religious music as well as the music of courtly tradition have survived, has also been preserved by oral tradition, as have instructions on how to play the tra​ditional instruments. The themes of the songs and dances reflect on everyday life; they describe the seasons of the year and the cycles of existence, celebrate the dances of the young girls and the songs of the young men on the eve of weddings, and lament the loss of the Armenian homeland and the longing felt by its people in foreign parts.

"What riches in this destitute spot/ Music of the water, as fine as hair, a phenomenon / What is it at all? A thread? Mere sound? Who is gesturing to me?", wrote the Russian poet Osip Mandelstam during a trip to Armenia in the 1930s. The mystical voice of the barren plateaux of Armenia is the duduk: the sound of a shepherd's musical instrument, whose melodies recall the old stories of persecution, death and sur​vival, love and loss, parting and loneliness.

These feelings of inner turmoil and home​less, so characteristic of Armenian identity, seem to be mirrored in the traditional alter​nating strophic structure of Armenian music. How close is love to loss, sorrow to hope? Armenian music replies with two alternating forms: expansive, freely as​sociating melodies on a fundamental tone, and the characteristically fragmented, often interrupted, though simple melodies of the merry dances. The strict but varied rhythm is usually based on diminished chords, betraying both Byzantine and Persian in​fluences.

The duduk, a double reed woodwind in​strument similar in sound to a clarinet, has featured in the music of the cultures of the Caucasian region and Eastern Anatolia for 1,500 years. Made from the wood of apricot, walnut or pear trees, the cylindrical resonance chamber is usually played today by means of eight finger holes, plus two holes on the back of the instrument. The reed can be finely tuned with the help of a movable ring. The Armenian duduk is usually carved out of the wood of the apricot tree, that mythical fruit whose origins are said to be in the Armenian plateaux around Mount Ararat. The range of the duduk is only one octave. Its sound, formed mainly by the technique of over blowing, assumes a particularly warm and slightly murmurous quality in Armenian melodies, which are rich in semi-tones. A more recent form is the bass duduk, a development attributed to Djivan Gasparyan. The duduk is usually played together with a drum such as the dhol, or in an ensemble. This recording presents the most important traditional mode of playing the duduk. It is accompanied by another duduk and a bass-duduk, which are responsible for the drone (called dam), produced by circular breathing.

In folk songs and dances, the duduk carries the melody. It only became a stage instrument in the 1920s. The duduk is regarded as the voice of the Armenian soul. But it is not just an inseparable component of folk culture. Djivan Gasparyan proves that this former shepherd's instrument is well able to interpret both the courtly music of the Middle Ages and the religious hymns of the old Christian liturgy of the Armenians. His interpretations, therefore, function not only to preserve the music, they also bear witness to its dynamism and continuous development.

For this particular recording, Djivan Gasparyan, whose concert tours and re​cordings familiarised the West with the unique character of the duduk in the 1980s, has selected both traditional folk songs and dances, and songs of the Armenian troubadours, the unusual ashugs of the seventeenth and eighteenth centuries.

Djivan Gasparyan was born in Solag in the Republic of Armenia in 1928 and began learning to play the duduk at the age of six. He completed his studies at the Komitas Conservatory in Yerevan, where he still teaches today. He is a soloist with the famous Tatool Altounian ensemble, has done concerts with the Yerevan Philhar​monic, the Kronos Quartet, and the Los Angeles Philharmonic. He received countless awards for his solo performances in the former Soviet Union. Currently, Djivan Gasparyan is particularly involved with a duduk ensemble with whom he aims to introduce young musicians in Armenia to traditional music.

THE TRACKS. 

1. Menag Jamport Em (I travel alone) once again emphasises the melancholic character of the Armenian  musical tradition. The duduk laments the sadness of having to leave the world, alone and tired.

2. Aravot Luso (The Light of the Morning) is a much loved and widely known church song and belongs to the Sharagan, the Armenian church's main collection of liturgical music, whose repertoire has been passed on orally since the seventh century, and in its own notation system since the tenth century. The form of the Armenian liturgical song harks back to the psalms of the fifth century, which had already been translated into Armenian and used to be recited. The original hymn "Aravot Luso" is by the Armenian theologian, and later Catholic convert, Nerses Shnorhali (1102-1172). Djivan Gasparyan departs from the liturgical melody, interpreting the song in a more folkloric mode in the tradition of the ashug, so as to illustrate the close links between religious and secular music.

3. In Siro Husher -- To Eva (In memory of love) Djivan Gasparyan improvises a dialogue between the song and duduk to illustrate the intimate bond between the human voice and the instrument. 

4. Ojakhum is a traditional love song attributed to Ashug Ashot. "Without you the house is empty and sad", the old text says. The ashugs (from the Arabic ashiq, the lover) were bards whose poetry and music have their roots in the cultures of the Near East and the Caucasus region in the sixteenth and seventeenth centuries. The ashugs  were instrumentalists, composers, storytellers and singers, all in one. Their names were closely linked with individual songs and in this way have been preserved in oral tradition. In addition to the duduk they accompanied their songs on the three-stringed fiddle or kamantcha, the zither or kanun and the lute or tar. The Armenian ashugs sang not only in Armenian, but also included linguistic and melodic features borrowed from the surrounding Turkish, Persian, and Georgian cultures. In addition to love songs and poems proffering advice on everyday matters, the ashugs, who were influenced by the tradition of the early Armenian Kusans, had the task of narrating Armenian history. Their repertoire also included taghasatsner, folk variations on religious hymns. That the art of the ashugs is still alive today is demonstrated by the fact that "Ojakhum" was only composed in 1957.

5. Nazani (Don't be so coy) is a traditional girls' dance melody with a typical alternating strophic structure. Armenian dances are mostly round dances, whereby the dancers keep the upper part of their bodies rigid, unlike in oriental dances. The girls' dances are characterised by symbolic gestures that underscore grace and beauty, to say nothing of pride.

6. In his interpretation of the two composi​tions by Komitas (1869-1935), Kele Kele and Haberban, Djivan Gasparyan attempts something highly unusual, given that the dynamics and melodies of the songs by Armenia's most outstanding composer, musicologist, and teacher go far beyond the duduk's musical scope. Yet his lucid playing of the duduk, his concentration on the simple melody line, is particularly appropriate for highlighting the strict tra​ditional form underlying the Komitas songs. Komitas, a priest who carried out the most important scholarly studies in existence to date of the religious and folk music of the Armenians, was deported during the systematic extermination of the Armenians in the Ottoman Empire in 1915/16 and is thought to have been one of the few sur​vivors. He was unable, however, to come to terms with the experience of persecution, deportation and death, and spent the years from 1919 until his death in 1935 in a mental asylum in Paris.

7. Havun Havun, concerning the resur​rection of Christ, was written by the re​nowned theologian, mystic, poet, and composer Grigor Naregazi (951-1003). In its sublime ascending melody line this allegorical medieval song, the text of which centres on the symbol of the bird, is actually reminiscent of bird-song.

8. Kele Lao is a traditional Armenian melody, to which lyrics were composed after the genocide of 1915. "Come, my son, let us return to our homeland (yergir) where even the stones cry for us", the father says to his son, thus passing on the pain caused by the loss of their homeland and the images of yearning for what has been forever lost.

9. Dzakhord Orer Gukan U Kertan (Bad days come and go ... ) is by Ashug Djivani (otherwise, Serop Levonian, 1846-1909), perhaps the most famous of the modern ashugs. Whereas his texts dealt with themes from everyday social life, in his search for the highest possible degree of expressiveness Djivani employed an ex​tended melody line and a dynamism created with strict rhythms and contrasts. This piece is one of Djivani's most well-known, and in this particular recording Gasparyan tries to interpret the song as authentically as possible.

10. Kanatsi Par is a merry traditional tune associated with the women of Karabakh. Typical features of the dance melodies of the Armenian mountain peasants are the taut and simple eight/eight rhythm and the alternating strophic form.

11. Djivan Gasparyan and his ensemble interpret well known Kokh -- Songs & Dances from the Wedding Ceremony on the shawm or zurna, including the dance which the young men from Lori perform on the eve of the wedding. These melodies, played in a simple, authentic manner, only rarely express feelings of joy or excitement. Instead, melancholy and the sadness of parting and loss are what characterise the music played at a traditional Armenian wedding ceremony.

---  Mihran Dabag


	Djivan GASPARYAN
	Armenian Fantasies (Magical Music from Mount Ararat)
	2000
	59:04
	label: Network  e-mail: Networkmedien@compuserve.com 

http://www.Networkmedien.de 

1. Armenian Suite

2. Kamantcha Blues

3. Armenian Romances

4. Lyric Melodies & Dances for Women

All tracks traditional except Eshkhemet (Sayat Nova), Mi sirt ounem (Sheram), Anoush Garoun (comp. Ghazarian).
Djivan Gasparyan: duduk, vocals, musical director

Armen Sargsyan: 2nd duduk 

Vazgen Saroyan: 3rd duduk 

Levon Arshakuni: 4th duduk 

Hrachik Mouradyan: kamantcha 

Hovanes Darbinyan: tar 

Alvard Mnatskanyan: kanon 

Gegham Harutunian: ud 

Arman Mnatskanyan: kamani 

Phogossian Arkadi: 1st dhol 

Ordoyan Ara: 2nd dhol
THE MUSICIANS AND THEIR INSTRUMENTS

Armenia's living legend Djivan Gasparyan was born in 1928 in Solag, near the capital. His father, also a duduk player, gave him his first lessons. By the age of six, he was so fascinated by the duduk players who ac​companied the silent movies in his local cinema that he would sneak in as often as he could, often without paying, just to listen to their music. The musicians took him under their wing and helped to train him, so that he soon became an accompanist (damkash) in an ensemble, playing the drone known as dam that is generated by circular breathing to accompany the duduk soloist. On this CD, Gasparyan is accompanied by three damkash, including a bass instrument he developed himself. As a young man, he was trained at the Komitas conservatory in Yerevan, where he himself went on to teach for thirty years. His national and international career brought him to the tables of Stalin, Krushchev and Breshnev. In 1959, together with 150 other Soviet musicians, he performed at the Hollywood Bowl for 20 nights. He won four gold medals in UNESCO competitions (1959, 1962, 1973 and 1980) and is the only musician to have been awarded the accolade "Artist of the Armenian People", His album "I Will Not Be Sad in this World", recorded for the Moscow based Melodiya label and released in the west in 1989, met with inter​national acclaim. British pop star Brain Eno described it as "without doubt one of he most beautiful and soulful recordings I have ever heard". Peter Gabriel, Lionel Ritchie and the Kronos Quartet were equally enthusiastic, and he has since worked with all these artists. As a composer and musician, he created the soundtracks for The Russia House, The Crow, The Siege and many other films. [...]

TRACKS

1. Armenian Suite links the following love songs: "Kucha-Kuchamanyeka" (I was Looking for You Everywhere), "Eshkhemet", "Sari Lala" (Mountain Girl), "Siretsi Yars taran" (They Took Away My Love), "Kaiii vour jan im" (As Long as I'm Alive, I'll Love You), "Vorkan Tsankatsa" (How Much I Wished), "Mi sirt ounem" (I've Got Only One Heart), "Akh Tamar" (Oh Tamar), "Anoush Garoun" (Nice Spring) and "Die Yaman". The suite form gives each musician room for improvisation. "Kucha-Kucha man yeka" tells of a despairing young man: "I wander through the streets looking for you, my love. I want so much to see you again, my love. I seek you everywhere, where are you, oh my love?" In the end, he finds his beloved and their happiness is complete. "Eshkhemet" is a composition by Sayat Nova, performed here on kanon. Sayat Nova was born in the Georgian capital of Tiflis (Tbilisi) in 1717 with the name Harountioun Sayatian. His father came from Aleppo and his mother from Tiflis (Tbilisi). At the age of twelve he commenced an apprenticeship as a weaver, by which time he had already learned to play the kamantcha and the long-necked lutes saz and tar. His poems and his fabled voice brought him to the court of the King of Georgia in 1750. Sayat Nova wrote in Armenian, Georgian and Azeri. He spent fif​teen years at the royal court, performing his poems of love, until he made the mistake of falling in love with the sister of King Heracles II, for which he was cast out ignominiously and heaped with shame. Sayat Nova reared to the monastery of Haghpad, where he was murdered in 1795 for his refusal to convert to slam. "Mi sirt ounem" was penned by Sheram, one of the great ashugs of the nineteenth century. The girl called Tamar in the song "Akh Tamar" was a great beauty. Each even​ing, she would sit on a high cliff by the sea, with a flaming torch in her hand to show her lover the way through the dark night. One evening she was not there, and the young man drowned in the waves. Legend has it that Tamar still sits there on the cliff, waiting for her lover. A statue at Sevan recalls the legend. "Anoush Garoun" is a contemporary compo​sition by Daniel Ghazarian. "Die Yaman" is a famous Armenian ballad with the text "We live close together, yet I miss you so much”.

2.   Kamantcha   Blues  consists  of "Mugham Chargia", an instrumental impro​visation on kamantcha, tar and duduk, and the purely instrumental performance of the song "Toghir heratsar, indz shoot moratsar" (You Forgot Me as Soon as You Left Me). Armenian music uses modi (mugham) similar to those of Azerbaijan, Turkey and Kurdistan. However, because of the genocide, Armenian musicologists have declined to adopt the Turkish nomenclature.

3. Armenian Romances is made up of popular love songs, in the manner of the first track. "Housher" (Memories), "Nayoumemim yars chka" (I Can't See My Sweetheart), "Lats merikjan" (Cry, Mother). Love songs make up the largest and most important body of work in Armenian folk music. They often describe a melancholy mood of grief and loss. Yet the melodies tend to transform grief into hope, through the warm tones of the duduk that is the plaintive and mystical voice of the barren plateaus between Caucasus and Taurus.

4. Lyrical Melodies and Dances for Women. This suite combines love songs with a melody of its own: "Olor Molor" (A Love Song), "Dsain ma hnchets" (I Heard a Voice), "Sareri hovi memem" (I Love the Shadows of the Mountains) "Sari aghchik" (Sweetheart from the Mountains) "Vay sarin, vai yarin" (Oh My Love) and "Artoutik" (Dance Melodies). In "Sareri hovin memem", the description of the mountain's shadows is in fact a metaphorical-reference to me singer's beloved. Armenians like to use allegories to describe beauty or graceful movement. The suite ends with a melody to which only women dance.

Jean Trouillet


	George MGRDICHIAN
	One Man’s  Passion
	1990
	36:10
	label: Shanachie Rec. (USA).

Oud, kanoon, darabukha, tambourine, s. Sax, 12-str. Guit., fretless bass.

  The emphasis in each composition is on the art of improvisation — Taksim, and there is a strong flavor of jazz as an integral component of the recording. Two qualities distiguish this recording from any number of recordings of Middle Eastern traditional music. First of all, the level of musicanship is extraordinary, comparable to the inspired ‘blowing session’ among giants that are the stuff of jazz legend. Arabic musical tradition is based on improvisation, using any number of modal scales and rhythmic patterns as a base, the notion of eloquence through solo improvising (taksim) is strong. Mgrdichian’s oud playing and El-Akkad’s kanoon solos reach breath-taking heights of inspiration. Secondly, even though the essence of the material remains Middle Eastern, elements of jazz-phrasing and textures are interpolated in innovative ways. Baronian’s soprano sax solos uncannily slide between recognizable jazz riffs and Eastern phrases while Knight’s bass-playing provides a melodic counterpoint as well as rhythmic underpinning. This musical fusion is entirely organic and natural even as it moves into new directions.

  George Mgrdichian has been the most celebrated oud (Arabic lute) virtuoso in America, whose critically-acclaimed performances at such major concert halls as Carnegie Hall, Kennedy Center, Avery Fisher Hall and others, brought Middle Eastern music to a whole new audience. He not only demonstrates dazzling technique on traditional material but has presented the oud to new musical contexts, most notably in his performances with the New York Philarmonic and the Philadelphia Orchestra, and with jazz saxophonist Phil Woods. He was uniquely qualified to create arrangements which bridge the essence of Near Eastern traditional music and the improvisational energy of jazz. Mohammed El-Akkad of Egypt stands as a peerless master of the kanoon (zither) while Edmond Joseph, from Iran, and Hanna Mirhige, born in Jerusalem brought up in Lebanon are the percussionists one calls in New York for the most important concerts and recording sessions. Sudan Baronian, widely considered the top Middle Eastern reed player on the New York scene, an innovative Eastern-jazz fusion group which boasted Steve Knight’s innovative electric bass playing. A guitarist of Greek extraction, Nick Mandoukos, was recruited to inject the novel sound of twelve-string guitar.


	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.


	Music Of Central Asia,   TADJKISTAN
	
	1992
	56:38
	label: King Records (Japan), World Music Library; rec. In Tokio 1987.

[konun]; [rubab]; [doira]; [gidzhak]; [nay]; [dutar]; [singing].

   Tadzhikistan is one of the main spot in silk road at central Asia. This is an album in which featuring solo play and song such as konun or rubab. This is the distinguished edition of Tadzhikistan music with famous artists.


	PAKISTANI  MUSIC
	The Rubab of Kashmir
	1981
	47:36
	label: King Records (Japan), World Music Library.   Rec in Tokio.

Mohammad Subhan Rathore [rubab, voice]; Abdul Ghani [tumbaknari].

1. Rag Kirwani

2. Ghazal “I Did Not Know The God”

3. Rag Bhairaw

4. Ghazal “My Lover’s Beauty”

5. Ghazal “My Heart Is Burning”

  The rubab is a plucked lute. It is carved out of a single piece of wood. It has an extremely unique shape. The body has skin stretched over it and the middle on both sides has deep curves. The strings are made of gut or metal. Three of these strings are plucked with a pick held in the right hand. This kind of rubab is found in large numbers in Afghanistan and Kashmir.

  The performer on this disc, Mohammad Subhan Rathore, is one of the best musicians in Pakistan. He plays the rubab as well as sings ghazal (love songs). He was born in 1941. As a devout believer of Islam he is an excellent singer of religious songs. He also has a large repertory of ghazal love songs. He is very popular because on top of having a fantastic technique on the rubab he has a beautiful voice. The music recorded on this disc are improvisatory pieces for rubab based on raga and ghazals of Kashmir.

  1. RAG KIRWANI.  Sitting astride India and Pakistan, the Kashmir region has been strongly influenced by the classical music of India. The structure of this improvisatory piece resembles music found in northern India. It opens with a slow alap, a jor, a jhala, and arrives at the gat where the drum is added. The final fast tempo is distinctive to the music of Kashmir. Kirwani is a night raga. The fundamental tone series is SRGMPDNS and the meter is a 16 beat tin tal.

  2. GHAZAL “I did not Know The God”.  This ghazal is based on the poem “Sheikh Nur Din Wali”. The rough meaning of the poem text is: “When I was not yet weaned from my mother’s milk I did not know to revere God. One day I forgot the past and remembered to serve God.” It is based on evening raga, bihag and the meter is a six beat dadra tal.

  3. RAG BHAIRAW.  This is an improvisatory piece based on the morning raga bhairaw. The section with the Tumbaknari joining in is a six beat dadra tal.

  4. GHAZAL “My Lover’s Beauty”.  The text of this song is: “Because of the beauty of my lover I am a prisoner, I want to break away from these chains but...” It is based on a evening raga, Binpalasi, and the meter is an eight beat Kaharva tal.

  5. GHAZAL “My Heart is Burning”.  “When I hear his song my heart burns with love. My body is burned with longing by this fire”. This song is based on an afternoon raga Madwanti and the meter is a 14 beat chenchal tal.


	 Jaffar Hussain  KHAN
	Songs Of Popular Islam
	1989
	73:15
	label: King Records (Japan), World Music Library, rec. In Tokio, 1988.

Jaffar Hussain Khan [voc, harmonium] (northern India); Ejaz Ahmad [voc, harmonium]; Yawar Hussain [dholak]; Ghulam Sultan [tabla]; Rafig Ahmad [sub voc]; Salim Jaffar, Zahid Hussain [chorus].

    This disc is a recording of the Qawwali, a religeous songs of the south Asian followers of Islam, as sung by Jaffar Hussain. His songs, supported by classical vocal techniques, draw the listener into religeous intoxication.

  The Sufism (mysticism) of India, raised under the influence of Islam, has developed its own unique poetry and music as a means of religeous fervor and expression of prayer. The qawwali is sung througout the year by Sufis (mystics) at musical gatherings called mehfil-e sama’. The qawwal, or performer of the qawwali, is a professional musician by heredity, but the origin of this profession goes back to the 13th century poet-musician Amir Khusrau. The qawwali’s lyrics, sung in Urdu, are either hymns to Allah (Hamd), hymns to Mohammed (na’t), or hymns to the prophets (manquabat). Also often sung is a kind of poem of love called ghazal. The traditional qawwali is sung in the form of alternating solo voice and chorus. Used as instrumental accompaniment are the harmonium, drums such as dholak and tabla, in addition to the hand clap, which is also thought of as an important musical instrument.


	The  SABRI  BROTHERS  &  PARTY
	Qawwali Masterworks (Popular Sufi Music from Pakistan)    [2CD]
	
	69:31

74:04
	label: [pi’ra:nha] Rec.   (rec. At EMI Pakistan)

  Qawwali is the devotional music of the Muslims of the Indo-Pak subcontinent. The word Qawwali is derived from the Arabic word Qaul which means ‘utterance’. Strictly orthodox Muslims frown upon the use of music in worship, but music as a part of Muslim devotional tradition goes back for at least six centuries in the subcontinent. There are arguments about whether the tradition arose in India or elsewhere in the Islamic world.

  For more than 400 years the Sabri Brothers have held a high place in Indian music.  They trace their lineage back to the famous vocal singer Tansen — the Father of Indian music, who was one Ratan (court singer) among the nine Ratans of the great Moghul Shahenshah Akbar-Mogul emperor of India from 1556 to 1605. Mian Tansen Ji was a Brahmin caste and when he became a Muslim, his family was called by the name “Sheikh”. But he and his the ‘Sabri Brothers’ - family never used Sheikh or Khan (titles of respect) against their names, because they didn’t want to ask for respect in this way. Haji Ghulam Farid Sabri and Haji Maqbool Ahmed Sabri were born in the year 1930 and 1941, respectively, in the fertile land of Kalyana and Doujana (East Punjab, India) and they are members of the Sufi sect of the Sabriya of which all members take the name “Sabri”. They were the first Qawwali musicians — since 1958 — to tour the Western part of the world and no other Qawwal has brought the message of love to so many countries. Their government has named them the ‘Roving Ambassadeurs of Pakistan’ and in this role they have also been sent to Nepal for the royal wedding in 1970.  Though they have attained the peak of their professional career, they are living the simple life of Faqirs (‘poor man’) and can be easily reached by writing to ‘Sabri Brothers, Pakistan’. Qawwali Masterworks is our selection of Sabri Brothers greatest hits recorded for their home market Pakistan and India.

   With the advent of Islamic Mongolian rule over parts of India in the 11th century Islam could not be propagated to the Indian people because in India prayers were always practised with music whereas music in Islam at first hand is not at all connected to religious practice. To the invading Muslim culture music was primarily a sensual worldly affair. In pre-Muslim India music itself was considered mainly as a sacred art. The resulting compromise was not only the formation of families of professional musicians but also the development of entertaining religious music from the hands of the Islamic Sufi tradition where music was already used for religious practice. From the setting of holy texts to music Qawwali was born, strictly functional in the Islamic sense but also entertaining as art in the Indian sense. With the centuries the Sufis have built a movement organised around listening assemblies — also called Qawwali — where Sufi poetry recitals are performed by singers and their orchestras using elements of light classical Indian music. As the music is nothing but a service the most important people in the Qawwali gathering are not the singers called Qawwals (without “i”) but the Sufi leaders who give spiritual guidance and advice to the congregation how to climb into higher and higher Maqams (achievement of stages or situations of nearness to Allah). The Qawwalis are held at the shriners of Pir (Sufi saints) at many different dates. All Sufis deliberately and consciously strive toward God by following Tariqa — The Way. This on one side is a rational process in daily life where you live trying to realise Maqams with your own effort following the directions of a spiritual guide and on the other hand it is Hal — the actual experience of emotional ecstatic fulfilment through God’s illumination made in a Qawwali meeting. Most, if not all people present at the gatherings — from the dignitaries to the spiritual leaders to the musicians as well as to the attending Sufi believers or not — sit with crossed legs on the ground so that the rhythm of the music easily penetrates through the material body to the inner self of heart. In this comfortable and relaxed body posture the inner self is free from material restrictions to relate to the music and to accept the meaning of the performance.  The only bodily-material element touched and taken by Qawwali music is the heart-beat of the listener called Zarb in Qawwali music vocabulary and it is obvious that this grip on the heart-beat is deliberate, because the word — names both the Qawwali and the heart — beat. Zarb means the synchronisation of the heart beat with the Qawwali beat. The Qawwali beat ‘steals’ the heart not only because its message is love but also to link the emotional time to the time space of Qawwal which is the presence of the eternal inside the music. The seemingly straight beat of Qawwali is played on the Dholak — barrel shaped drum, the tabla — a set of two small kettle (bongo) drums, and by the omnipresent handclapping. The most used rhythm patterns of Qawwali are the Kehrva (4/8), the Dadra (6/8) and the Pashto (7/8). Once the link of the heartbeat to the Qawwali-beat is established other and more and complicated beats appear inside the rhythmic framework. The percussion section of the Qawwali uses multiple rhythmic beats-thela — both fast and slow — in a continuously developinng mixture which as a whole speeds up throughout the song. The heart-beat of the listener soon starts to flicker by being shaken from the overwhelming rhythmic multitude. The heart of the listener is like cut off from the body floating in a space beyond his material bodily existence. Furthermore the beats circle in spiral movements around and into themselves creating a black hole in time which on the heart produces the effect of flying into the inner world. The Qawwali arrangements of alternating fast and not so fast song sections hook the heart onto the dynamics of the music. The heart or inner self suddenly is able to feel and move with the speed of a rocket to heaven. Qawwali music creates a practically effective time space which generates the feeling of love. When one person stands up then to dance in ecstasy then the heart is burning with the love of God. Qawwali then is also the person possessed by this fusion of divine and human love leading ultimately to Wisal — the union with God. The height of these spiritual orgies can only be imagined by ‘Sahib-e-Dils’ (the ones who are pure in heart). Because Sufism cannot be learned or understood but only be reached by immediate experience and ecstasy and inward transformation.

   Over the centuries Qawwali music has been developed from the inversion of Indian Ragas like Rag Dhrupad — which has the quality, that its sound waves incline towards the Earth — turning it into Khayal, according to which the sound travels towards the sky. Other Ragas out of which Qawwali has been created are Rag Bageshri, Rag Sohni, Rag Bahar and Rag Vasanta. Whether that be the case or not, Hinduism had other cultural effects upon Islam. Qawwali is unique to the Indo-Pak subcontinent and often barely distinguishable from Hindu devotional singing. In the Panjab in particular, many of the ‘hymns’ are common to all three religions, many ‘saints’ are claimed by all. The writings of the Muslim poet Fareed, a favorite poet among Qawwals, are even included in the sacred text of the Sikhs, the Guru Granth Sahib. The ghazal is a song of love, love at any and every level. Qawwals use the language of the ghazal to impart their Sufi message of universal love. The message is often clearly the language of divine and ethereal love, but because all love is parallel there are often verses in Qawwali which are unmistakenly about or adressed to a human beloved.

Когда они поют, некоторые зри​тели впадают в транс. Некото​рые вообще теряют сознание. В этом случае они замедляют ритм и плавно возвращают зрителей в чувство. Они поют одни и те же песни - уже четыреста лет. Впер​вые эти песни исполнял их пря​мой предок по имени Тансен - один из девяти придворных пев​цов Великого Могола. Говорят, своим пением Тансен мог вызывать дождь - если стояла засуха. А ещё он мог петь так, что свечи в зале горели то ярче, то тише - в за​висимости от силы его голоса. А ещё он стал основателем дина​стии исполнителей суфийской ду​ховной музыки «каввали» - дина​стии, благодаря которой через 400 лет о каввали узнали во всём мире. На родине - в Пакистане - брать​ев Сабри за это сильно невзлюби​ли. Когда они в первый раз поеха​ли выступать за границу (решили спеть для бомбейского фильма), их нарекли предателями. Что по​нятно: по традиции эта музыка должна исполняться только в суфийских общинах, на могилах

учителей и пророков, и только в годовщину смерти учителя или же в священный день пятницы. А Са​бри исполняли то же самое в Carnegie Hall, и не только - было за что их проклинать. Но вскоре всё успокоилось. Правительство Пакистана объявило братьев «культурными послами», а моло​дой певец Нусрат Фатех Али Хан, услышав, как поют Сабри, пере​ключился с традиционных пенд​жабских песен на каввали. Что из этого вышло (при посредстве Пи​тера Гэбриела) - дело известное: бум этнической музыки любого сорта по всей Западной Европе. Бум, который, несмотря на смерть Нусрата и явное перенасыщение рынка, и не думает заканчиваться. Но братья Сабри тем временем тихо отошли в сторону. В 1994 году умер старший брат, Хаджи Гулам Фарид, на его место пришёл другой, и всё осталось по-прежнему: звуки самодельной фисгармонии, ритмичные хлоп​ки в ладоши и голоса, которыми, по суфийскому поверью, в мо​мент исполнения каввали с людьми говорит Бог.

--- Play


	Ustad Nusrat Fateh Ali KHAN
	Supreme Collection
	1988
	74:27
	label: Jaro Rec. 1990. 
Recorded in Pakistan

 The Khan family have been developing the art of Qawwali for over six centuries. Nusrat Fateh Ali Khan’s rise to fame has been phenomenal. Touring world-wide and receiving prizes and recognition as the world’s greatest exponent of Qawwali in its purest classical form he is known as Shahen-Shah-e-Qawwali: “The King of Qawwali”.

  Qawalli music is the devotional music of the Sufi, unusually sung in Urdu, Punjabi, or Persian. The lyrics are in praise of God (Allah), his Prophet (Mohammed), his friend (Ali), and other Muslim Saints. It is inspirational and mystical music intended to elevate the spirit, bringing both listener and singer closer to God. For the Sufis, spiritual advancement through music comes to both performer and audience, for there are two forms of Grace, neither greater than the other: “Those with a melodious voice, and those endowed with the power to appreciate them.”  In the lyric of one of the Qawwali songs we are warned: “Do not accept the heart that is the slave to reason” which points towards the embrace of ecstasy and uninhibited release of energy which is advocated by some Sufi sects, although shunned by Orthodox Islam. Qawwali means literally ‘utterance’ and, like the Christian Logos or Word of God, the Qawwal is a mouthpiece of Divine Power: “We do not sing — we are made to sing.” Qawwali originated with the foundation of the Christi order of Sufis in Khorosan in the early 10th century and was brought to the Indian Sub-Continent in the 12th century. Traditionally, a Qawwali performance is heard at the shrine of a saint or a gathering of the brotherhood.


	Ustad Nusrat Fateh Ali KHAN
	Devotional Songs
	1988
	45:23
	label: Realworld Rec. (London), 1992

Nusrat Fateh Ali Khan [v]; Farakh Fateh Ali Khan [harmonium, v]; Rahmat Ali [2-nd harmonium]; Dildar Hussain [tabla]; Majawar Abbas [mandolin, g]; and vocalists.

 The music on this album concentrates mainly on traditional religious songs. Sufi belief is the mystical branch of Islam and advocates the use of many paths to attain a state of grace or enlightenment — a ‘stateless state’. Sufism is, fundamentally, a devotional form based upon the love of Allah, Mohammed and Ali. The heart of it is the heart itself.


	Ustad Nusrat Fateh Ali KHAN
	Love Songs
	1988
	45:11
	label: Realworld Rec. (London), 1992

  The music on this album focusses upon the ghazal. The word ghazal is from the Arabic “to converse with women”, a dialogue between “beauty and love” — filled with a great range of moods and feelings, both overt and esoteric. It originated in the land of Hafiz and Sadi (Iran) — the home of the Persian language, Urdu, in which it is generally sung. The Sufis have added many elements to the evolution of the ghazal — potent symbols like ‘the wine’, ‘the rose’, ‘the nightingale’.  ‘Love’, however, has remained the perennial theme. The ghazal calls for acute interpretation and sensitivity from the performer.


	Ustad Nusrat Fateh Ali KHAN
	Sanson Ki Mala
	1988
	47:01
	label: Jaro, edition 1994. 

Recorded in Pakistan

1. Sanson Ki Mala

2. Aag Daman Mein Lag Jai


	Ustad Nusrat Fateh Ali KHAN
	Allah Hoo Allah Hoo
	
	53:07
	1. Allah Hoo Allah Hoo

2. Soorat Teri Shane Umang Allah Ki Tasveer Hai

3. Ya Haiyyo Ya Qayoom


	Ustad Nusrat Fateh Ali KHAN
	Jeh Jo Halka Halka
	1989
	72:36
	label: Jaro, edition 1991. 

Recorded in Pakistan

The text (literally) of “Jeh Jo Halka Halka” (#1):  At a glance from the cup-bearer I gulped the whole cup of wine in one draught and thus got intoxicated. O’ divine mercy pardon my slip from grace as my eagerness for wine drinking pushed me in committing this error. How could I dare to drink without permission! It was only a wink from my sweetheart which prompted me to do so. O’ holy man don’t scoff at my apparent irreligiosity, I am the one who with his knack of chit-chat coaxed the divinity in granting me permission to drink. Dark clouds are hovering near and bring along the musicians’ captivating notes. Who has spead her hair in the rainy season because the breeze is pregnant with sweet fragrance? Let’s dance in the open to the tunes played by the clouds as they are bringing along their own playing instruments. The eyes of my sweetheart are so bewitchingly red that even the best wine of the tavern pales in comparison. Being coquetish my sweetheart sometimes comes very near to me and at other time goes far away. But all the time she is close to my heart.


	Ustad Nusrat Fateh Ali KHAN
	Shahen-Shah
	1989
	71:10
	label: Realworld Rec. (London)

 All tracks are traditional, arranged by N. F. A. K.

  The strength and power and power of Qawwali as a form is used to convey a mystic, religious message. The music provides an intangible interplay between form and content, dwelling upon particular words to create a wider context, allowing simple language to attain great depths. The trance-inducing repetition of a sentence or phrase indicates both the obvious and hidden context, taking the audience into a discovery of new meanings, sudden revelations, new significances, new departures.


	Ustad Nusrat Fateh Ali KHAN
	Mustt Mustt
	1990
	50:25
	label: Realworld Rec. (London)

Produced by Michael Brook (Brook – см. тж. в ‘Synth.’ Sect.); mixed by Michael Brook and David Bottrill except track 11 mixed by Massive Attack (см. в ‘Acid’ sect.).

  Nusrat was happy to experiment on this album — he is always striving for new ideas, just as he is always listening to new styles of music. This doesn’t mean he’ll now stick entirely to modern techniques. “Music is an international language,” says Nusrat, pointing out that words are unnecessary to appreciate his music. Producer Michael Brook emphasises that they had no real communication difficulties. “You have language problems, but in fact you need a very simple vocabulary to talk about music if you’re playing it.” He was surprised by “the mutual enthusiasm of Nusrat and all the musicians. Everyone was excited — there really was a collaboration and that’s all we could have hoped for...” Instruments from different countinents were used, like the big Brazilian drum — the surdu, and the Senegalese djembe, alonside the Indian tabla and harmonium, plus bass, keyboards and Michael’s invention, the ‘infinite guitar’. ‘The Game’ (#4) started from a drum pattern donated by Peter Gabriel.  The project also mixed musicians from different cultures. Michael is Canadian, Nusrat, Farrukh and Dildar are from Pakistan, Robert Ahwai is culturally West Indian, Darryl Johnson is from New Orleans, James Pinker from New Zeland. As Michael points out, “It worked. I’d really hoped we could show a more delicate side of Nusrat’s singing. I love all the fireworks and the heavy metal solos that he does, but I thought it would be nice to bring out a slower, more introspective component.”


	Ustad Nusrat Fateh Ali KHAN
	The Day, The Night, The Down, The Dusk
	1991
	53:40
	label: Shanachie Records (Newton, NJ, USA)

 Much of the material on this recording deals with romantic love — some of the most passionate love songs ever recorded as sung by the greatest qawwali singer of our time. Nusrat Fateh Ali Khan possesses one of the world’s greatest voices, an awe-inspiring instrument on a par with a great opera singers, virtuoso African vocalists such is Salif Keita (ñì. ‘Africa’ sect.), Islamic muezzins, or legendary Jewish cantors. He sings qawwali music, a devotional Sufi tradition which weds poetry with rollicking percussion, as well as swirling drones of harmoniums and passionate full-throated vocalizing from Nusrat and his backing singers. As the rhythm intensifies and the call-and-response builds to a peak, both singers and audience reach an ecstatic state which is the goal of qawwali music.


	Ustad Nusrat Fateh Ali KHAN
	Shahbaaz
	1991
	51:32
	label: Realworld Rec. (London)

  ...The foremost reason for his popularity is inventiveness — an ability to bring together separate traditions. To the popular Qawwali (devotional Sufi) form he has blended elements of the highly classical vocal tradition known as ‘Khayal’ (Persian for imagination) — a style once enjoyed only by the elite. In this way he has created a wholly original fusion. The songs on this album share the theme characteristic of most Qawwali: adulation of the Divine Beloved.

 1. Beh Haadh Ramza Dhasdha (He manifests himself in many forms). This tells of the controversial tenth century Persian Sufi martyr Mansoor Al-Hallaj who was crucified for declaring “I am the truth”. A translation of these words is not given here. Only listeners throughly versed in the history, literature and languages of Islam fully understand this text.

 2. Shahbaaz Qalandar.  Traditional lyrics about the thirteenth century Sufi master Lal Shahbaaz Qalandar (the Red Falcon).

 3. Dhyahar-Eh-Ishq Meh (The Realm of Love).  A modern song drawing on the poetry of Indian philosopher Mohammed Iqbal. “Behind Iqbal’s back the angels said to God: ‘Iqbal is insolent, embellishing nature — what impertinence! He belongs to the earth yet his manner is of Heaven. He gives to angels the restlessness of man; yet to man he teaches the ways of God: — ‘Built your home within the realm of love. Establish a new age. Make a new dawn, make a new sunset... Do not betray your self — make your name out of poverty.’”

 4. Jewleh Lal.  “Shahbaaz Qalandar, Jewleh Lal, your joyous disciples dance at your door. ...Your name is a torch — let it set my heart on fire!”

     Most Qawwali musicians seem to have been content with repeating a successful formula. But with Nusrat it is as Though he is continually both forgetting and reliving the six centuries of his family’s musical experience in a quest to find new and ever more daring paths to the sublime, carrying both eastern and western audiences to that realm known to the Sufis as ‘Ishq’ — the state where earthly passion and divine love are reconciled. — Drawn from notes by Pervaiz Khan.


	Ustad Nusrat Fateh Ali KHAN
	Bandit Queen
	1994
	54:27
	with Roger White


	Ustad Nusrat Fateh Ali KHAN
	Oriente / Occidente (Gregorian Chant and Qawwali music)
	1994
	32:33
	label: Materiali Sonori, 1997.

Nusrat Fateh Ali Khan [v]; Rochat Ali Khan [v]; Farrukh Fateh Ali Khan [harmonium, v]; Dildar Khan [tablas]; Mohammad Naqibi Shamasuddin [v]; Coro Novum Gaudium (vocal ensemble); instrumental ensemble: Pier Luigi Abbate [ghironda, salterio]; Sergio Lella [sordone]; Gianni De Gennaro [viella].

  Proof of an extraordinary concert held in the cathedral of Bari for Time Zones Festival in the edition dedicated to the VIIIth centenary of the birth of Frederick II of Swabia, a great authority on the arts, both of the Western world and the Eastern one, and in his own way one who caused different cultures to mingle. Grgorian chant and Qawwali music were face to face (and in ‘dialogue’ with each other). Apparently distant modes of expression, but with the same popular roots. Excerpts from the gospel according to St. Luke and St. Matthew, two lieder by Hildegard Von Bingen, a long chant which interweaves Nusrat’s incredible voice with the soloists of the Novum Gaudium, a concluding melody of the Pakistan tradition. A chance for men and women to come closer through song and their communication with God. A prayer for unity among people.

[...] This is no question about the influence Greek culture and its coeval musical tradition has been on Arab peoples. This can be deducted from the tetrachordal structure of the series of sounds. As also in the presence of the heptachord common to Gregorian chant and to some of the melodies also appearing on this record [полная длина этого CD  = 66:08]. One scale predominates and it is the doric one (E F G A/A Bb C D), with the two tetrachords united. In the chant the up and down principle prevails. In conclusion the temperament is a uniform one, but no rigid, not enclosed in a rigid system. The oriental chant is full of the embellishments, which do not consist in thrills and mordents, but are a true pulsation and breathing of the melody, giving to each note its warmth, its nuance and its meaning. Melody models are established by those traditional formulae that form the central nucleus of every composition, a sort of Indian Maqam or Raga: melodies with a well-defined arrangement of sounds, where the first note which characterizes one Maqam from another is important, and precisely with Ethos: capable of arousing different feelings. [...]


	Ustad Nusrat Fateh Ali KHAN
	Nusrat Fateh Ali KHAN & Michael BROOK:

“Night Song”
	1995
	48:07
	label: Realworld Rec. (London)

N.F.A.Khan [harmonium, k]; Michael Brook [infinite guitar, k, b, drone, Production, Mix]; Mick Karn [b] (ñì. Òæ. Â ‘Jazz’ sect.); Farrukh Fateh Ali Khan [harmonium]; Caroline Dale [cello]; Dildar Hussain [tabla]; Masamba Diop [talking drum]; Kauwding Cissokho [kora]; James Pinker [d, perc]; Jo Bruce [hammond, woodwinds, drums]; Richard Evans [mandola]; Robert Ahwai [b].


	Ustad Nusrat Fateh Ali KHAN
	Star Rise             (remixes --  N.F.A.Khan & Michael Brook)
	1997
	58:31
	label: Realworld Rec. (London)

From the Asian Underground the new stars emerge to interpret the greatest singer of Qawwali music. Featuring State of Bengal (см. ниже, в разделе 'India'), Joi (см. ниже, в разделе 'India'), Talvin Singh, Asian Dub Foundation, Nitin Sawhney, Earthtribe, The Dhol Foundation, Black Star Liner, Aki Nawaz & Fun-Da-Mental.

"... a sublime album, a glowing tribute to both the singer's enduring artistry and the febrile health of the Anglo-Asian music scene in general." --- The Independent


	Ustad Nusrat Fateh Ali KHAN
	Masoom
	1997
	51:47
	label: Oriental Star (Birmingham, U. K.)

Live (official bootleg)

Thirteenth century Sufi poet and musician, Amir Khusrau, said that music was the fire that burnt heart and soul. In the twentieth century, Ustad Nusrat Fateh Ali  was the carrier of that fire. Those who saw and heard him perform ecstatic improvisations, will miss him greatly.


	Ustad Nusrat Fateh Ali KHAN
	Piala
	1997
	58:44
	label: Oriental Star (Birmingham, U. K.)

live in Pakistan


	Ustad Nusrat Fateh Ali KHAN
	Kulli Yaar Dee
	1997
	72:58
	label: Oriental Star (Birmingham, U. K.)

live in Pakistan


	Ustad Nusrat Fateh Ali KHAN
	Ecstacy
	1997
	71:32
	Terrascape Records (New York City)

«The meaning of life is extacy» – Nusrat Fateh Ali Khan

«While Nusrat Fateh Ali Khan’s virtuosity and passion is enthralling, his ensemble, supporting every twist and vault of his voice, aware of every rhythmic stutter and halt, create a sense of community... they present an image of religious conviction that propell the music beyond the realm of entertainment.»  -- ‘The New York Times’


	Ustad Nusrat Fateh Ali KHAN
	The Prophet Speaks
	1997
	49:12
	Multimedia Rec. (USA)

1. Mulaqat Ho Gaye  — 12:52

2. Aaj Koi Baat Ho Gaye — 19:37 

3. Fasle Gul Hai —  16:34

In the 13th century, Amir Kushraua, a poet and historian in the service of princes and nobles, joined forces with Sheikh Nizam-ud-din-Awliya the leader of the Chisti order of Sufi saints. Their collaboration resulted in the invention of the musical form known as Quawwali.  The word has its origins in the Arabic word “qawl”, which means utterance. The lyrics generally celebrate The Prophet, although some forms take on a Ghazal (Poetic Lovesong) form. Quawwal’s form relies upon sophisticated ragas combined with an exultant spontaneity, and its repetitive yet lyrical force can send people into trances. Quawwali is an essential part of Muslim worship at Suphi shrines the world over. Today, the foremost practitioner is Nusrat Fateh Ali Khan from Faisalabad, Pakistan whose family has passed on and developed the tradition for over six centuries. All members of the party sing, some are soloists, others act as a chorus. The music is provided by harmoniums, hand clapping and a set of tablas. From this combination emerges a sound of surprising variety and complexity, from angelic solo heights to awesome choral power. N.F.A.Khan’s voice and the tabla combine in extatic improvisations, set against striking melodies.


	Ustad Nusrat Fateh Ali KHAN
	Allah and the Prophet
	1998
	59:14
	label: Exworks Records (New York City)

info@musicom.com 

On this album Nusrat demonstrates the power and agility of the singing which brought him international fame and recognition. This recording spotslights Khan's popular style: working with what could be called a contemporary Pakistani Pop/Dance style group.


	Ustad Nusrat Fateh Ali KHAN
	Passion
	1999
	52:29
	label: NYC Music

info@musicom.net 

The musical performances were recorded live in the studio and as such they are some of Nusrat's last recordings, recorded in April of 1997.


	Ustad Nusrat Fateh Ali KHAN
	Visions of Allah
	1999
	58:20
	label: Exworks Records (New York City)

A vocal art over seven centuries old, Qawwali is passed down orally from father to son (in rare cases to daughters) by Sufi masters. Sufism is a Muslim philosophical and literary movement dating back to the tenth century. Borrowing tenets from other world religions, including Buddhism and Christianity, this mystical order stresses the personal union of the soul with god through poetry and symbolism.

All of the tracks on this CD feature re-mixes by Some of Pakistan and India's hottest DJ's including Balli Sagoo, Vipin Anand and Harry Anand of the Asian Boys Club.


	MASTERS OF TRANCE MUSIC
	The Mystic Fiddle Of The Proto-Gypsies
	1997
	73:45
	label: Shanachie Rec.

  This music is central element of a ritual which integrates aspects of shamanism with the traditions of popular Sufism.

  This recording was made after many years of contact with musicians in different regions of Baluchistan with the aim of presenting the best performers of a little-known but remarkable instrument: the sorud, or mystic fiddle of Baluchi trance musicians. The Baluch are a stateless people who evade efforts to count their numbers but who comprise roughly 10 million people spread over a vast territory that falls principally within Pakistan and Iran, but that extends into Afghanistan and the Arab Emirates. They occupied the center and the north of Iran until the 10th century, when they began to migrate toward the southeast. One of the characteristics of Baluchi ethnic consciousness is the preeminence of language over ethnicity, which made it possible for them to absorb groups originating from other ethnicities. Baluchi music achieved an extraordinary development which is due in great part to a sort of caste of artisans and artists called osta (master), whose origins are not known. The ostas appeared among the Baluch tribes, offering to put their music at the service of the tribes’ ancestral knowledge. [...]

   When someone becomes ill and cannot be healed by doctors, the person is taken to a khalife (shaman), and melodies are played which cause the khalife to enter into trance. In this condition, the khalife treats the sick person, who often himself enters into trance, and manages to appease the evil spirit. The khalife is also a healer who uses oils and plants as well as tricks to make his action more credible. He may also perform the ritual not to heal a sick person, but as a pious deed, to attain baraka. Finally, guati-damali music is often played simply for pleasure. Its melodies reflect a simple structure, but abundantly and skillfully ornamented, inspired by Sufi litanies (dhikr) and the invocations of saints. [...]

   The preferred instrument of professional Baluch musicians is the sorud, or fiddle. It is cut from a block of wood (parpuk, sometimes mulberry) in a complex shape which suggests a skull and whose soundboard consists of the skin of a gazelle or goat. It is strung with four strings played with a small bow whose sound is amplified by 6 or 8 sympathetic strings. The playing of the sorud was developed as an autonomous art which had no need either for singing or for percussion, and in fact, even in the vocal repertory, the sorud can almost pass for singing. By contrast, all vocal or metrical instrumental performance is accompanied by the rhythmic drone of the large lute called tamburag. Its playing seems simple, but it contains many subtleties and demands a constant concentration in order to anticipate the intention of the sorud player. In addition to meters of 6/8 and 2/4, there are extremely subtle rhythms whose groove or swing does not allow them to be reduced to equal measures of 3, 5, or 7. These rhythms, together with ornamentation, comprise one of the strong points of the music. [...]


	dj CHEB i SABBAH
	Shri Durga
	
	62:33
	Pakistanian 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


	Al  Gromer  KHAN
	Space Hotel  (Seven Modern Dervish Dances)
	1996
	60:32
	label: Soundless Sound Music Publishing.

Al Gromer Khan [sitar, surbahar, k]; Vilayat Hussain [v]; Saam Schlamminger [Mid-Eastern hand drums M’stafa BarauD, African percussion]; Gilles Zimmermann [viola da gamba on #7, 8].

Al Gromer Khan was born on April 8, 1946, at castle Hohenthan. His early years were spent in England, Morocco and India. Al Gromer Khan has practiced sitar music since 1969. In a modern world of artificial perfection he emphasizes humility and neglecting the apparently important. His electronic music productions concentrate on subtle and poetic values.

«I am Al-Kahira, the comparer of nonsense and flowers. I am grateful for my stupidity, admitted easily, yet I am concerned with specific details of style as I sit here in rags. By circumstance not by choice this shrub has blossomed: by choice and not by circumstance this life has been kept plain. I made an effort and found stuff to ignore, leaving rusty strings unstruck. I neglect the spectacular and overlook the apparently important with deliberation. I’ve waited aeons for the reversal of my interests: Now life has become the joke and the sweetness and hilarity of my own thoughts have turned into a point of fascination for me. No matter what anyone tells you: I don’t belong to any creed or sect, culture or race, nor to any period in history. My only qualification is the age of my soul: I own three hillside palaces of quiet pre-dawn moon sound. Humilation is my clothing that I wear to sit and bark with the dogs. I disconnect like dusk and most likely no one will bring flowers to my grave. I am ardent without deed and I am information zero, unimportant iridescent: Grand Palace of Mercy. I am the unknown dervish.»


	SARBAND
	Cantico
	1990
	63:14
	label: Jaro

Fabio Accurso: Cetra, Traverse, Perkussion, Schalmeien 

Rose BihIer-Shah: Gesang, mittelalterliche Streichinstrumente

Paolo Giuseppe Cecere: Viella, Drehleier, Schalmeien,Zugtrompete, Gesang 

Mustafa Dogan Dikmen: Gesang, Kudum, Ney

Alison Gangler: Schalmeien

Vladimir Ivanoff: musikalische Leitung, Laute, Organetto, Perkussion

Cornelia Melian: Gesang, Organetto, Blockflote 

Fatih Ovali: Tanbur, Perkussion

Ihsan Ozer: Kanun, Perkussion

Ahmed Kadri Rizeli: Kemence, Perkussion

Nejad Sansal: Ney

Saam Schlamminger: Perkussion

Mehmet Cemal Yesilcay: Ud, Perkussion

   Mannerchor:

Erbil Gunar, Mustafa Gurle, Roger Hefele, Oliver Kalberer, Thomas Nabauer, Ercan Varol, Mehmet Yurttas.

Ensemble SARBAND was founded in March 1986 with the aim of showing, through concerts and research, the relationship between early European music and the musical cultures of Islam. SARBAND is a term used in a 14th-century Syrian manuscript to refer to the coupling of two parts within a musical suite.

SARBAND is a unique kind of musical ensemble, which draws its inspira​tion from various musical cultures, integrating them into its programme. Their multi-facetted repetoire comprises oriental and occidental music from the Middle Ages, as well as Baroque and contemporary music, sometimes also presented, in larger-scale projects, in scenical versions.

The roots of medieval music are to be found in the oriental musical cultures. Spain and Italy in particular were strongly influenced by musical elements from the oriental world: monophony, modal systems and rich ornamenta​tion.

These roots are frequently denied or ignored to this day. The picture ot Europe as the centre of the world is still deeply engrained in Eurpean consciousness. The influence of Islam on the Europe of the Middle Ages was, as already mentioned, considerable.

"The teachings of the natural sciences, such as physics, astronomy, geo​graphy, mathematics or medicine, but also poetry and musical theory, were tramsmitted by the Arabs from the world of Ancient Greece to Europe. They also brought with them conceptions of refined life, such as Europeans could not have imagined in their wildest dreams. Long before the Christian world had the capability to do so, Islam installed an efficiently operating system of knowledge and research at the fringes of medieval Europe." (from "EinfluB des Islam auf das europaische Mittelalter", Verlag Wagenbach 1988).
The musical director of SARBAND, Vladimir Ivanoff gave special attention in designing programmes and selecting the Turkish, Italian and German musi​cians, to ensure that the musicial dialogue goes beyond the cultural taboos between Christianity and Islam existing today, that European and Arab instru​ments are both to be heard in Moslem Sufi Music prayers and Italian religious songs.

Spiritual Music between the Occident and the Orient
CANTICO seeks to demonstrate the influence of Islamic mysticism on the religious music of the Middle Ages and the parallels between Christian and Islamic mysticism: traditional Sufi music is compared and contrasted with the songs of the Italian laudesi (brotherhoods of lay believers) in the 13th century. The SARBAND ensemble, with a core of Turkish and European musicians, perform on a regular basis with other musicians from Turkey, Iran and the Arab countries. In their various projects they explore the Arab influence on Spanish music during the Middle Ages, make evident the virtually ignored contact that existed between Turkish and European music, but above all they are concerned to compare and contrast musical phenomena from the Orient and the Occident, the significance of which goes beyond the purely musical to the comparison of cultures.

The emphasis is placed, not on the historically documented mytxral influen​ce of the cultures, or the purely musical reconstruction of historical performance practice, but on the contrast and comparison of parallel forms of musical expres​sion which developed under comparable social-historical and religious-histori​cal conditions both in the Christian and in the Arab cultural worlds.

Mysticism:
Islamic mysticism, Sufism, is rooted in the ascetic and contemplative tendencies of the Prophet Muhammed. Its further development was also significantly in​fluenced by Syrian monasticism, the writings of Dionysius Areopagita, and by Indian mysticism. Just as in Christian or Jewish mysticism, Sufism also expresses itself in a partly speculative form and partly as emotional mysticism suffused with love.

Christianity assimilated mysticism at first in a relativised form from its Hellenistic surroundings. It was not until New Platonistic influences penetrated from the East, with the writings and teachings of Dionysius Areopagita, and those of St. Augustine in the West, that there was any absolute integration.

Christianity distinguishes between three mystic paths to salvation: the via purgativa, illuminativa, unitiva. Sufism similarly distinguishes between saria (the Law), tariqa (the Mystic Path) and haqiqa (the Truth).

Ecstasy:

Ecstasy, or self-transcendence, was and is considered the peak of religious experien​ce, and for this reason mystics of many religions have sought to achieve it through preparation and exercise.

Sufism distinguishes between wagt, sudden ecstasy occuring through the grace of God, and tawagud, the endeavouring to achieve ecstasy through one's own efforts. This can happen through dance (sema), for example, as in the case of the Mevlevi Dervishes, through fasting and castigation, the constant repetition of a religious utterance, or through the contemplation of the sacraments. A certain state is "reached that is beyond normal time, in which the "Eternal Now" is experienced in one moment of revelation.

The German mystic of the Middle Ages, Meister Ekkehart:

"I heard without any sound, saw without light, smelt without movement, tasted what was not, sensed what did not exist."

The Oriental mystic and singer, Ibn al-Farid: 

"My eye spoke while my tongue watched, my hand listened and my ears were like hands."

The Lauda:
Just as in Spain, the religious poetry of Italy bears similarities with Oriental models. To the category of traditional and folkloric spiritual music belong also the Spanish Cantiga and the Italian lauda.

The lay brotherhoods (laudesi) in medieval Italy, which arose from the guilds of artisans, sang laude at their prayer gatherings.

The monophonic lauda of the 13th and 14th centuries, modelled after Grego​rian sequences (Sancto Lorenzo) or profane dance songs, also depends on the rhythmic prose of the Cantico delle Creature (Song to the Sun) of Francis of Assisi. St. Francis visited the Middle East as a missionary, the Cantico reflecting impressions gained on his travels.

The lauda is characterised by simple diatonic melodies with stepwise progres​sions, and dance rhythm (O divina virgo).

Performer and audience became separate in the course of the 14th and early 15th centuries; the laude were no longer sung by the brotherhood members themselves, but during devotions by professional musicians, who often set new spiritual texts to what were otherwise popular profane melodies (Ecco la primavera / Preghiam Jesu).
Music of the Sufi brotherhoods (Ilahi hymns):

Sufism has its roots in the congregations of Moslem believers in the 8th century, who recited surahs from the Koran and other religious texts. Sufism owes its popularity, in a similar way to the lay theology of the laudesi, to the direct and personal expression of the religious feelings.

Believers formed brotherhoods, under the guidance of a sheik, from the 13th century onwards. In 1207, Mevlana Celaleddin el Rumi, who formulated the central principles of Sufism, was born in Balkh. His son, Sultan Veled, founded the mevlevi order.

The are marked parallels between the Italian laudesi brotherhoods and the Islamic Sufi orders in the form of expressing their religious believings, their development and in the structrure of their musical repertoire.

The ilahi, the central component of the repetoire of many Sufi brotherhoods, but also widespread beyond that sphere in popular culture, too, is characterised by catchy melodies, strophic form and dance rhythm, just like the lauda.

The musical roots of the ilahi are to be found in the traditional recitations from the Koran. A school of Koran recitation developed from the 8th century onwards which distanced itself increasingly from the sanctioned syllabic recitation style and which developed its own artistically and technically refined style : qira’a bi-l-alhan, or recitation with profane melodies.The Koran readers of Caliph Harun al-Rashid (786 - 809), according to contemporary accounts, made the Koran sound like a classical art song. This recitation style spread rapidly to Islamic Spain and to Sicily, even though it was rejected by othodox believers (as was the recitation of spiritual texts in the form of love songs, popular songs or dance songs in the form of lauda and sequentia).

The instrumental accompaniment of ilahis during prayers and processions has been documented, just as the lauda, from earliest times. When pilgrims to Mecca (haji) departed again, they were sent off to the sound of ilahis, performed in

processions to orchestral accompani​ment. During the Islamic month of fasting, ramadan there are many ilahis, instrumentally accompanied, which are assigned to particular days of the month. The ilahi conveys, similarly to the lauda, central fundamental tenets of belief expressed clearly and simply. In the last verse, the poet of the verse often denounces himself before God as a sinner. This is reminiscent of the penetential character of many laude, parti​cularly those associated with the peni​tent and castigating disciplinati brother​hoods. [...]


	SARBAND
	Music of the Emperors  (Friedrich II; Palermo / Timur Leng; Samarkand)
	1992
	62:48
	label: Jaro

Состав тот же, концепция та же.

[...] This recording is the product of dreams. Different people had dreams in vastly different places and ages.

Palermo: Frederick II. (1194-1250)
Frederick II., a Hohenstaufen, kaiser, poet and scientist, dreamed of the „ magic of a happy Asia", of an all-embracing global power and global culture. In his castles in southern Italy and on Sicily he maintained court music with Christian and Islamic minstrels, singers and dancers. At Frederick's time oriental musicians were extraordinarily popular: an Anglo-Norman poem recounts the story of a knight who colored his face black and posed as an Ethopian singer to achieve greater success. Frederick also wrote passionate poems: the Italian poet, Francesco Petrarca, notes in the foreword to his Epistolae ad familiares that this new type of poetry from Sicily had spread over the whole of Italy. The poetic motifs of the SiciIiane resemble the Saracene love songs of Sicily, which found expression in the folk and dance songs still sung on Sicily with Near Eastern melodies. Traces of the music played at Frederick's court are contained in Sicilian traditional music (Mutettu/Dolce lo mio drudo) and in the Codex Reina, an Italian manuscript dating from the late 14th century.

Samarkand: Timur Leng/Tamerlane (1370 - 1405)
Mongol khan Timur also dreamed of a global empire. The Mongols regarded their ruler as the son of God; which is why the knans laid claim to world rule. Timur shared this conviction. His motto was: "Just as there is only one God in Heaven, there can be only one ruler on Earth." After the fall of Baghdad in 1258 the cultural center of the Orient had shifted further east; Persian took the place of Arabic as the cultural language. Timur, now the key political figure in the Islamic countries, leveled the Persian dynasties and their courts to the ground. Abdulkadir Meragi, the best-known musician of his time, was ,,taken" to Samarkand, the new center of the Orient, by Timur and spent the longest period of his life there as a court musician. A contemporary traveler described the music at the court of Samarkand. Timur had assembled musicians from many different countries in his gigantic court ensemble. Each course of a banquet was accompanied by music played by an ensemble from the Far or Near East, Iran or southern Europe. At the end of the feast the ensembles joined forces, probably under the direction of Abdulkadir Meragi, as an orchestra of different cultures that was unique in diversity and size. Abdulkadir directed also the court music of Timur's son, Shahruh, which Hafez-i Abru described as follows: "Singers with beautiful voices and instrumentalists with sweet sounds played motifs in Persian style within Arabic melodies, after the Turkish tradition, with Mogul (Indian) voices and following the Chinese laws of singing and rhythms from the Altai mountains." Though some of Abdulkadir Meragis' songs have been handed down orally, the interpretation of the compositions from Timur's court in this recording is primarily based on one source the Polish musician, Albert Bobovski / Ali Ufki (1610-1675), who lived and received his training in Constantinople. He put together a manuscript collection (today in the British Museum in London) with his own compositions and early music from the repertoire of Ottoman court music.

Music of the Emperors
Frederick and Timur: the two rulers have conspicuous features in common. They stopped at nothing to satisfy their absolute will for power, not even acts of human atrocity; both demonstrated their power through bloodbaths, on the one hand, and by maintaining a very costly and cleverly organized court, on the other hand. A significant part of court culture was the music, which by virtue of complex structures, unusual ensembles and complex compositional techniques was a representative mirror, a status symbol for court and state. For the Orient and Occident the extraordinary degree of cruelty and the unusually high level of musical culture were the most suitable yardsticks of power. Is the situation today any different?

SONG LYRICS
The lyrics of the oriental as well as of the Italian songs are complicated and highly synthetic linguistic creations. The ambiguity and symbolism of this poetry makes a precise translation impossible. Therefore, only a few notes and explanations are attached to the original texts.


	VOX
	From Spain To Spain
	
	54:05
	label: Si-Wan Records

Концепция проекта аналогична SARBAND (см. выше) -- "A musical journey through historical times and geographic spaces."

VOX instruments: Roman Bunka [ud, guitars]; Vladimir Ivanoff (см. тж. SARBAND) [medieval organ, medieval and arab frame drums, santur, medieval lute, sampling modules, analog and digital synths]; Marika Falk (см. тж. с Chris KARRER) [ethnic percussion: african and arab vase drums, latin and african percussion, water drums, berimbau]; Paolo Guiseppe Cicere [vielle, symphonya, al-anfir (medieval arab trumpet), shawm]; Walter Weh [fl, saz].

VOX voices: Fadi El-Hage, Catherine Rey, Rose Bilher-Shah; + VOX choir.

Texts by Ibn al-Vahib (1313-1375), Ibn Zuhr (1313-1398). Other texts and melodies based on Arab, Moroccan, Hebrew-Arab and Medieval (Cantigas) traditions.


	Sangit  SIRUS
	Caravan
	1989
	45:00
	label: Higher Octave Music (Los Angeles, CA, USA)

 Typical oriental rhythms accompany the vivid tones of Violin and Ud and are completed by the soft sounds of Nay and Harp. Produced by Anugama.

  Sangit Sirus, born in Iran and due to his typical Persian temperament an outstanding personality, has been playing the violin since the age of 10. Strongly influenced by his native culture and the SUFI tradition he developed a very special kind of SUFI music while playing with various eastern and western musicians.

  Sufism. All religions try to lead to the indescribable ONE. All of the diverse ways aim at the same goal. Oriental culture and wisdom can give a lot of advice in the search of our SELF. Sufism strives for purifying the soul in order to reach eternal felicity. The most well-known meditation technique of Sufism is the Dance of the Dervish. Through constant whirling the Sufi monks dance themselves into ecstasy to reach the transcendence of self into the divine self.

Dancing Dervish

Call of silence

Caravan

Allah-Huh

Garden of delight     


	Werner  LUDI /   Burhan OCAL
	Grand Bazar
	1988
	40:55
	label: Creative  Works

Werner Ludi [a s], Burhan Ocal [darbuka drumset (specially made for him), small darbuka, kettledrum, dawul, tanbur, gongs, bells].

Дуэт импровизационного джаза, основанного на турецкой ритмике и мелодике.

    Kettledrum: Original made of hand-forged copper. The kettledrum was used a campaigns to uplift troops’ morale. Hundreds of elephants, camels and horses carried them in a combination of two and they were played by the riding warriors.

    Darbuka: The most frequently played rhythm instrument. Goatskin on copperframe. For this instrument a cpecial finger-, hand- and sticktechnique was developed.

   Dawul (hanging drum): The oldest Turkish rhythm instrument (ca. 4000 years). Goatskin on wooden frame. The hanging drum is played by a thin stick (left) and a thicker stick (right).

   Tanbur: The oldest Turkish string instrument (ca. 4000 years). The long neck has seven movable frets, which the musician can move according to the Makam (in the piece #4  the Nihavent Makam was played) that he wants to play in. Makam : modal system; each mode is (among other factors) determined by the following elements:  a) A scale of which each step is fixed according to the scale of 25 tones within the octave.    B)  Two notes of special meaning that build the structural frame of the mode, the tonic and the principal tone.


	BUSTAN  ABRAHAM
	Pictures Through The Painted Window
	1997
	59:59
	jazz-folk (типа Abou-Khalil)
label: CramWorld (Crammed Discs)

rec. in Tel Aviv

Taiseer Elias [oud]; Miguel Herstein [classical guitar, banjo]; Amir Milstein [fl]; Avshalom Farjun [qanoun]; Nassim Dakwar [vln]; Emmanuel Mann [b]; Zohar Fresco [perc: durbakkeh, daff, bandir, zarb, bodhran, congitas, bongos, tam tams, bass d, cymbals, panderos, bells, shakers]; + guest artists: Daniela Buchbinder [cello]; vocals.

См. тж.: ZIRYAB TRIO -- The group consists of three virtuoso musicians who are also members of the instrumental ensemble Bustan Abraham.

The BUSTAN (Hebrew & Arabic meaning “garden of fruits and essences”) whose seedling was planted in 1991 by Avshalon Farjun and whose fruits ripened with the release of a first album, in 1992, continues to blossom and to add fresh colors and scents.

During the first three years of its existence BUSTAN ABRAHAM has become a symbol of original instrumental music that combines, in an uncompromising way, musical cultures from both East and West.

The desire to create a new standard of originality in Israeli music, as well as world music in general, brought the members of the group, musicians and composers of the highest order, both Jewish and Arab, to devote the best of their time and talents to this joint creation. All are partners in the composing and arranging.

Drawing from the varied musical backgrounds (Arabic and Europian classical, Jazz, flamenco, Turkish, Persian, Indian, Mediterranean and American) of the members of the group and those of a number of guest artists, this music has received rave reviews from audiences and critics alike in Israel and throughout the world.


	BUSTAN  ABRAHAM
	Hamsa
	2000
	46:47
	label: Nada Records (Israel). Web site: www.nada.co.il 

Amir Milstein: Flute, Taiseer Elias: Oud, Miguel Herstein; Guitar and Banjo, Nassim Dakwar: Violin, Avshalom Farjun: Qanoun, Naor Carmi: Double Bass, Zohar Fresco: Darbukkah, Riqq, Frame Drums, All additional Percussion Instruments.

Bustan Abraham continues, in its unique way to create original instrumental music that combines different musical cultures from both East and West. Hamsa is their fifth album and it faithfully reflects the development of the group and its members during the nine years of its existence. Since their first meeting in 1991, the members of Bustan Abraham have travelled an artistic path which has enriched their ability as composers, arrangers and performers. Alongside the development of their successful personal careers, they continue to draw upon their individual experiences and musical personalities to nourish and refine these collaborations.

Hamsa is yet another result of the openness to explore all the different directions represented by each one of the members in the group, the close relationship that has resulted from years of rehearsing, recording and performing together all over the world: and their shared aspiration to continue to create quality music.

Mabruk – (Taiseer EIias)

Shazeef – (Miguel Herstein)

Hamsin (desert wind) – (Amir Milstein)

Hamsa – (Taiseer Elias) 

In the house of Maimonides - (Miguel Herstein)

Igrig  (Traditional Iraqi melody) 

Dub Dulab -Nassim Dakwar (Dulab in Arabic music is an instrumental prelude that establishes the foundation for improvisation)

Nedunya (Dowry) – (Naor Carmi)

All arrangements by Bustan Abraham.

Bustan Abraham is comprised of seven distinguished Israeli musicians, both Jews and Arabs, who have combined their experience as composers, soloists and heads of musical ensembles to create original instrumental music which combines elements of both Eastern and Western traditions.

The backgrounds of Bustan's members represent an astonishing variety of musical cultures, including classical Arabic and European music, Jazz, Indian, Turkish and flamenco music. Bustan Abraham's recordings and powerful stage performances are greeted with standing ovations all over the world.


	Rabih Abou- KHALIL
	Between Dusk And Dawn
	1987
	54:59
	label: enja (все его диски)

R.A-K.: [oud, flute]; Charlie Mariano [s&a sax]; Glen Moore [b](см. тж. в: “Oregon”; “Mokave”); Glen Velez [Middle Eastern frame drums, bodhran(Irish frame drum), darabukka, perc, overtone singing on №6]; Ramesh Shotham [South Indian perc.: tavil, ghatam, mouth harp, dholak, kanjira]; Christian Burchard [marimba].

  Just like the piano in Western music, so is the oud the composition instrument par excellence. There is hardly a composer in the Arab world who is not at the same time an excellent oud player. The Arabs believed that the resonance of the instrument  was due to the fact that the wood of which it is made had absorbed the warbling of the birds that had once perched on it when it was still a branch of a tree. They lovingly gave the parts of the instrument names of the parts of the body.

  Now, electric and electronic instruments have become the fashion, quantity becoming more important than quality. Compositions have been suffering under the lack of talent, the growth of creativity being stifled by time becoming scarce in a modern society. There are, however, a few culture-conscious groups maintaining the tradition by playing classical Arabic music. Rabib Abou-Khalil’s biography is typical of a new generation of Third World artists who, while living in the Western hemisphere, have contributed significantly to the artistic form of expression in their home countries by demonstrating a new sense of responsibility for their native culture. Abou-Khalil spent his youth in Beirut (Lebanon) in the cosmopolitan climate of the sixties and seventies and started playing the oud at a very early age. In the Arab World this instrument is as popular as guitar and piano are together in the West. Having decided to become a musician, he studied at the Beirut conservatory under the guidance of oud virtuoso Georges Farah and flute with Josef Severa. He continued his classical flute studies at the Munich Academy of Music with Professor Walther Theurer, although the oud always remained his main instrument. He has travelled the entire Middle East, refining his technique by taking lessons with the Syrian masters Michel Awad in Damascus and Abdurahman Jabakji in Aleppo. Especially in his solo performances one becomes witness of a virtuosity that is rare in Arabic music. When working with Arab musicians, Abou-Khalil always chooses the most famous instrumentalists of the Arab music scene who find in this context enough room and appreciation for their improvisations.


	Rabih Abou- KHALIL
	Nafas
	1988
	50:33
	label: ECM

R.Abou-Khalil [oud]; Selim Kusur [nay, voice]; Glen Velez [frame drums]; Setrak Sarkissian [darabukka].


	Rabih Abou- KHALIL
	Bukra
	1989
	50:43
	label: enja (и далее -- enja)

R.Abou-Khalil [oud]; Sonny Fortune [a s]; Glen Moore [b]; Glen Velez [frame drums, perc]; R.Shotham [South Indian drums, perc].

No electronic device was used; the strange whistling sound (on #4) is Glen Velez’ overtone singing.


	Rabih Abou- KHALIL
	Roots And Sprouts
	1990
	67:11
	R.Abou-Khalil [oud]; Selim Kusur [nay]; Yassin El-Achek [violin]; Glen Moore [b]; Glen Velez [frame drums]; Mohammad Al-Sous [darabukka]. 


	Rabih Abou- KHALIL
	Al-Jadida
	1991
	58:36
	Al-Jadida = The New One

R.Abou-Khalil [oud]; Sonny Fortune [a s]; Glen Moore [b]; Ramesh Shotham [South Indian drums, perc]; Nabil Khaiat [frame drums, perc].

  Compositions have always been a product of the whole spectrum of a composer’s experience and are therefore closely linked to his cultural background and musical encounters. In Rabib Abou-Khalil’s case, these encounters reach far beyond the range of Arabic and classical music and into the realms of jazz, Japanese and Indian music. This is reflected in his choice of musicians (Ramesh Shotham from Madras, India, for example) and in his compositions. Although complying with the rules of classical Arabic music as regards form, rhythm and mode, they frequently reflect the many different influences. A conviction that musicians should be as versatile as possible as well as personal contracts to Munich-based musicians such as Benny Bailey, Christian Burchard and Mal Waldron encouraged Abou-Khalil to perform his own Arabic compositions with renowned and experienced jazz musicians. Such a cooperation is only possible if the musicians involved are able to fluently read rhythmically and melodically complex scores and to understand unfamiliar structures. Coming from the contrasting jazz idiom with its differing sound formation and phraseology, the player should be able to spontaneously ‘personalize’ the music without falsifying it. The result has proved itself to be unique and certainly outshines everything as yet tried in terms of fusing jazz (traditionally eager to cross boundaries) and Eastern musics. It might easily be as stimulating to the jazz world as, for example, South American music which, by virtue of its accessibility, has introduced jazz to a larger audience. Abou-Khalil’s ballads evoke in the listener fantastic memories of the poetic early periods of of Arab culture. His virtuoso playing has been recommended by critics as “a lesson for jazz guitarists”. Never straining after effect, his technical abilities provide a secure ground for the entire group. “His Western collaborators never give the impression of fulfilling a cultural duty, of being ordered off, as it were, to missionary work in the Arabian desert.” “The enthusiasm and intensity of their collective playing is infectious and, at the same time makes a lot of musical sense.”  Abou-Khalil’s amazing knowledge of Arabic and Western musics and their histories help him in building a bridge between East and West, and in consequence he and his work meet with attention and praise in the Arab as well as the Western world. He himself sees his work as a continuation and further development of  a musical tradition massively threatened by external influences.


	Rabih Abou- KHALIL
	Blue Camel
	1992
	61:03
	R.A-K. [oud]; Charlie “Sir Charles” Mariano [a s]; Kenny Wheeler(см.) [fl h, tp]; Steve “Dr. Zvalov” Swallow [b]; Milton Cardona [congas]; Nabil Khaiat [frame drums]; Ramesh Shotham [South Indian drums, perc].

  The album ‘Blue Camel’ is a meeting point for the musicians from the East, Europe, the USA and Latin America. With them, Rabih Abou-Khalil walks the thin line between jazz and traditional Arabic styles. Although his compositions are modal, using the classical rhythms and modes of Arabic music, they go far beyond the classical idiom in the improvisatory passages. The modality may also be the reason why his music has a slightly floating quality: it eschews harmonic shifts, its movement is horizontal and not, as in Western music, vertical. Furthermore, the improvisations are more rhythm-oriented, based on the exchanges between soloist and percussionist, rather than harmonic development. This poses  a problem for jazz musicians who are used to playing over changes. But it also constitutes the quality of the music: a field of unresolved tensions between different styles and forms of expression which meet in a taut net woven of highly individual voices. Here you will find no tendency for false harmonization and yet this music has an inner stringency, perfectly in line with Antonim Artaud’s demand that everything should be brought, painstakingly, into a furious chaos.

  Nowadays, the formerly distinctive boundaries between cultures are slowly crumbling. The media has shrunk the world to a global village in which everything is instantly available. Turn on the short-wave, and you will experience a conglomerate of classical and pop music, histerical evangelists and non-European musics. Everything blends, and audience and musicians find themselves at the crossroads of simultaneity where space and time are abolished. 

  Historically, the development of jazz is a prime example of the confrontation between musical cultures. After the First World War, black jazz musicians became increasingly aware of their roots. With the support of European intellectuals, the cult of African ‘primitivism’ blossomed and had a decisive influence also on European art and literature. This development had been preceded by the field studies of ethnologists who, in their enthusiasms for the exotic, were looking for the ideal of an ancient self-consciousness, a return to purer origins, to the “green paradise of childhood loves” (Charles Baudelaire) and magical rituals.  “One can assume,” wrote ethnologist and writer Michel Leiris, “that the success [of jazz] was based on the more or less diffuse desire of Western man to rediscover a fulfilment in daily life, one that goes beyond the limitations imposed by an industrialized society. To surrender to the force of compelling rhythms created by the descendants of African peoples, that remained a reflection of the times when the purpose of music was still to encourage, to charm, and to entrance.”  The dangers of an unqualified courting of African or other ethnic cultures, however, were already apparent in the late 1920s to the poet and art theorist Carl Einstein: “More often than not, exoticism is the same as unproductive romanticism... He who lacks ingenuity helplessly paints himself black.”  More than twenty years later ‘world music’ has become the dernier cry among jazz trendsetters. The dream of transcultural unity, of a ‘new age’, was supposed to become the remedy of an ailing civilisation. It turned, however, into a history-negating escape from time that trickled out in exotically scented self-contemplation; a grotesquely escapist cul-de-sac of meditation muzak.

   ... Archie Shepp played with a group of native Tuareg musicians... Duke Ellington’s “Jungle Style” whose orchestral novelties were for many contemporary listeners equivalent to African music... Most of these attempts at approaching an ethnic idiom failed musically. It was free jazz that opened up the necessary spaces and instrumental techniques for further development as it adopted musical elements and foreign instruments from Africa and other cultures (India one day, Bali the next, according to the winds of fashion). This movement — to discover the unfamiliar and integrate it into one’s own music — also had a little-noticed side-effect: non-African jazz musicians now began taking the music of their home countries seriously. Argentinian saxophonist Gato Barbieri, for example, found his way back to the music of his country via free jazz. In the notes to his record “The Third World” he writes: “I have gone a long way around to discover something that has always been with me but which I thought could only be found somewhere else. Now, so many things are coming together — the blackness of jazz, my own nativeness.”

  Rabih Abou-Khalil has long been a commuter between cultures. When he first came to Germany, he studied political sciences and classical flute. “I asked myself, who wants to listen to the oud in Europe. But soon I noticed that I could express myself a lot better on the oud, more naturally and with more ease, and found that people here are more interested in hearing Arabic music than in listening to just another non-European classical flutist.”  He is, of course, aware that this interest is often limited, even among musicians, to the thrill of the new and exotic. Many attempts to reconcile musicians of different cultural spheres have failed because the understanding of the other’s music was limited to superficial fascination; its soul remained hidden because the players were looking merely for another means of expressing their own emotional gestures. “The cultural progress,” says Abou-Khalil, “has always been stimulated by the encounters between different cultures. Leaving out the essential elements of a music, however, often leads to musical subservience. Monophony, for example, is an important characteristic of Arabic music. By putting chord changes into it, it takes on a counterfeit nature and loses its essential spirit. However,  music of the First World is much less foreign to the Third World than vice versa, because it was forced upon it, and the people there believe that if they want to be respected they must try to emulate it. Thus they often come out satisfied with poor imitations.”  The integration of foreign cultural phenomena should be a two-way process. With regard to Middle-Eastern music, the situation does not become less complex with the lack of differentiation. On the one hand, there are musicians who disassociate themselves completely from tradition, trying to embrace their own visions of the West, while, on the other hand, there stand a number of self-appointed custodians of classical Arabic music. These fundamentalists even enjoy the sympathies of Western musicologists who believe that Arabic music can only be savoured if it sounds as it did a century ago, while  applaying totally different standards to their own culture. Abou-Khalil moves between the most disparate fronts: in his own country between the Arab keepers of a glorious past, the confused copycats, and in our hemisphere he stands between the demands and expectations of Western esoterics and serious efforts for an understanding of Arabic music.


	Rabih Abou- KHALIL
	Tarab
	1993
	60:56
	R.A-Khalil [oud, voice]; Selim Kusur [nay]; Glen Moore [b]; Nabil Khaiat [frame d, perc]; Ramesh Shotham [South Indian drums, perc].

  Rabih Abou-Khalil has long made a name for himself in the Arabian avant-garde. His music disregards all conventions and cannot be categorized into any established musical directions. Where Arabian instrumentalists are content to imitate vocal techniques, Abou-Khalil is actually enhancing the technical possibilities of the oud, and searching for new forms of expression in Arabian instrumental music. Although his music closely follows traditional rules in form, rhythm, and modes, he succeeds in performing his music with musicians from different cultures, from jazz musicians to the Kronos Quartet. But what is most important — his spiritual ties to the early Arabian art music are always perceptible. Abou-Khalil cherishes working with the grand old masters of Arabic music, continuously fostering the link to his cultural roots. In his music tarab, that stirring of the soul, in the Arab world so closely associated with lamentation and yearning, is always present. Such emotional and lively music born in multy-cultural co-operation, demands a mutual agreement in conception, feeling and understanding of music.

  The origins of Western culture can be traced back to the ancient cultural values of the Eastern civilizations. At all stages in the history of Western culture and art there existed close links with the East. The Mediterranean region excerted a crucial influence on the West in the millenium of reciprocal interrelations between the Orient and the Occident. As far as poetry and music were concerned, there had never been any real barriers between them in the heyday of the great Mediterranean cultures. Herodot expressed his surprise at discovering that, despite all the differences in cult, manners, and customs, there existed close ties in the field of music. Under the rule of the caliphs of the 7th and 8th centuries, Arabian music, through the integration of elements of Arabic-Semitic, Byzantine-Hellenistic, Persian, and African elements, developed from a regional folk art into a musical culture in its own right. This development was undoubtedly one of the main reasons for its great maturity and its subsequent impact on so many other musical cultures.

  In early Andalusia, Visigothic influences merged with the music of the Berber and the refined Umayyad tradition. Arabian instruments, often Asian in their origin, such as the lute (oud), or the early form of the violin (rabab) as well as the trumpet, the horn, the guitar, the zither, and the tambourine were introduced to Western Europe. The works of the most famous Arab musicologists of the 8th and 9th centuries became more accessible to Europe after they were translated into Latin. The sound of the newly introduced instruments, tuned after the Arabian model, ignited a musical revolution in Western Europe. The knowledge of the principles of rhythm and the relationships between notes (intervals, modes) also influenced the works of Franco de Colonia (circa 1190), the founder of the Franconian musical notation. There are many indications that the mediaeval instrumentalists played in the manner and the style of the Middle Eastern musicians who accompanied singers. Contemporary sources from the early years of troubadour poetry mention that Moorish minstrels who sang and wrote in Arabic were active at the noble courts in Christian Spain and played regular concerts even in the French Provence. In the 16th century, while Europe experienced the sudden elevation of music to a high art, Arabian music came to a virtual standstill. The nature of the adopted Eastern Christian liturgy changed through the addition of polyphony and the introduction of new compositions. In the following era of virtuosity a distinction between interpreter and composer emerged. Western musical development gradually broke away from Oriental aesthetics. French artists considered the East an exotic dreamland in which one could indulge safely in unrestrained fantasies. But the flourishing of desert romanticism was only a passing fashion, because the stylistic means of the composers remained too rigidly tied to the expectations and the prejudices of their times. Every musical art that did not conform to the melodic, rhythmic, and harmonic structures of Western music was arrogantly dismissed as primitive. In 1851, at the time when the first world travelers started recording the melodies of the different peoples in their own environment, Hector Berlioz stated  disparagingly: “Musically, the Chinese and the Indians are still in the depths of barbarity, lost in almost infantile innocence. What the Orientals call music, we would call caterwauling. To them the hideous is the beautiful.”  A Hindu scholar, Dvarkanath Tagore, mentioned in an interview in Paris in 1844: “When I heard Italian music for the first time, I could not hear any music in it at all; but I kept listening until I learned to love it, or — as you would say — understand it. We try to understand and appreciate everything that comes out of Europe, without putting down our own achievements. If you would study our music like we study yours, you would discover just as much melody, rhythm and harmony in it.”

  In our modern civilized world there is little left truly exotic. If we could learn to rid ourselves of our prejudices and look beyond our limited field of vision, we would be overwhelmed by an as yet unknown diversity of experiences. We would become hesitant in our judgment of the world out there. There are some composers in the East as well as in the West, who try to overcome deep-seated prejudices in their societies and thus reach new horizons. In the 2nd half of the 20th century, they seek new paths in trying to reach their ideal of truly understanding universally oriented music. Far from following fashions or imitating blindly, they achieve a truly individual form of expression through their creative study of the music of distant but no longer foreign regions. In some cases they even exert a real stylistic influence.


	Rabih Abou- KHALIL
	The Sultan’s Picnic
	1994
	52:38
	R. Abou-Khalil [oud, bass oud]; Howard Levy [harmonica]; Kenny Wheeler [tp, flh]; Charlie Mariano [a s]; Michel Godard [tuba, serpent]; Steve Swallow [b]; Mark Nauseef [d]; Milton Cardona [congas]; Nabil Khaiat [frame drums].


	Rabih Abou- KHALIL
	Arabian Waltz
	1996
	58:08
	Rabih Abou-Khalil [oud]; Michel Godard [tuba, serpent]; Nabil Khaiat [frame drums]; The Balanescu Quartet: Alexander Balanescu [violin]; Clare Connors [violin]; Paul Martin [viola]; David Cunliffe [violoncello].

  Ah, strings! The greatest jazz musicians have aspired to recording with them — often with less than spectacular results. It’s as if even masters like Charlie Parker were bedevilled by some lingering insecurity about their music. Only playing alongside violin, cello and viola, with the instruments of the great European musical tradition, it seems, can afford the final confirmation and seal of classic status. [...] Abou-Khalil had written different rhythmic lines for each of the strings. In effect the members of the Balanescu Quartet were playing solos, individual fragments that make up a surging collective rhythm. Abou-Khalil wrote these parts without knowing if the quartet could play them. Michel Godard, apparently, thought not. For his part, Abou-Khalil thought that even a virtuoso like Godard would struggle to play the parts he had written for the tuba. As you can hear, they were both wrong. There are echoes of Thelonious Monk’s approach here: writig the music as it would ideally be heard with no concessions as to whether musicians would be able to realise that ideal. As far as Monk was concerned the music was there, in the instruments, and it was up to the musicians to get it out. I want to change approaches here, to take Monk at his word, as it were, and to do this I need you not only to listen to the musicians but to watch — to see them, as it were, through my eyes. [...] Musicians arrive in a recording studio. They assemble their instruments, engineers arrange recording equipment and then, together, they record various takes until they have enough music for an album. This is literally what happens. Watching these musicians, however, a different process — or a different way of evoking the process — suggests itself. As the moment to record a piece of music draws near everyone in the studio becomes quiet. The air itself seems to become more silent, as if something were about to take shape within it, as if the music were about to appear. Imagine, then, that instead of music being made by musicians they have, instead, to catch it. More precisely still, imagine that the music on this record was in the world, was — to borrow Eric Dolphy’s enigmatic invocation — in the air. [...] I have left out the single most important condition for the distillation of the music preserved on Arabian Waltz. This is that Abou-Khalil himself had to have arrived at the point where his own musical achievement — as composer, arranger and instrumentalist — was substantial enough to constitute its own tradition. That is to say, the point where the greatest influence on his music is his own work. Having created a considerable body of music that is unlike anyone else’s, Abou-Khalil is now able to draw sustenance from a tradition which did not exist before he invented it. [...] A characteristic of the modern state is that it is defined by established borders which are precise and readily identifiable. A common characteristic of classical musicians is, likewise, a reluctance to venture beyond the borders of their elected form. Abou-Khalil, though, is drawn to frontiers which — in contrast to borders — are not settled or definitively fixed but shifting, contestable. More exactly, he is preoccupied by a single frontier, the one that has attracted all great artists and pioneers: the frontier of the possible.


	Rabih Abou- KHALIL
	Odd Times
	1997
	64:16
	Rabih Abou-Khalil [oud]; Howard Levy [harmonica]; Michel Godard [tuba, serpent]; Mark Nauseef [d]; Nabil Khaiat [frame drums].

  There is the world that we know -- or think we know. There is music, that vast, bottomless realm beneath human consciousness. And, off to the side, there is world music, this entity and phenomenon whose very name eludes logic. At root, the term implies a kind of disturbing, what-else-ls-new ethnocentricity at work: world music, in some way, can be described as music from outside of the First World, a western perspective on culture existing beyond its prescribed boundaries. If there's a lesson to be gleaned from the post-McLuhan era global body politic, it is that we are wary villagers, connected by the tentacles of technology and concerns of a world grown increasingly accessible, but unsure of how to deal with the knowledge. With accessibility comes the potential translational confusion. And so, world music takes on an unstoppable life within the musical marketplace. It's a world of great potential liberation, venerable tradition, and semantic befuddlement. What, then, to do with - and what to make of - the music of Rabih Abou-Khalll, the Lebanese oud player who  , over the course of now twelve albums of his music, has created a place to call his own? Within his music, in a parallel universe to the thing we call jazz and the more nebulous thing we call world music, Abou-Khalil takes the oud to new heights - or should we say breadths? To coin a phrase, he wails on it. Guitar lore celebrates those players who combine gymnastic plectrum work and that certain gut-level intensity and rightness; this guy has that quality. Just as difficult to ignore are Abou-Khalil's roots, which reveal themselves all along the way in his music. Abou-Khalil calls his new album Odd Times, but the "odd" Is a doppelganger qualifier, a social statement, and an in-joke, all rolled up into one. There's nothing odd about the odd time signatures which casually dot the land​scape of this music, anymore than the term "world music" aptly describes the alchemical process by which the elements of the music come together, naturally and without need for apology. He has found willing and handy allies in the mission. Odd Times opens with Howard Levy's chugging harmonica riff, the locomo​tive breath of Americana, evoking hopeful trains and unrepentant locusts. An old hand at rhythmic mediation, Mark Nauseef navi​gates his way through the music on drums, abetted by Nabil Khaiafs frame drum parts, creating a kind of sleek rhythmic chassis that never strains under the weight of multi-cultu​ral. Michel Godard's low range urgings and honkings supply a bass presence that links the music to American marching band aesthe​tics (Sousa, et al.), and also the elephantine brass instrument's rightful place in the ear​liest jazz ensembles as well as more adventu​rous new ones. Reduce this band to its essen​tial elements, and you have a globalized en​semble, touching on many traditions while carving out its own, invented as it goes. Abou-Khalil is, in the end, less concerned with applying to world music attitude than with constructing his own world of music, with its own inner logic. In any art form, that's the ulti​mate aim: to draw on the tools and language around the artist, but to manipulate norms and expectations in such a way that we, the audience, are happily thrust into a new dimension. We pay visits to these dimensions, returning to our own "world," refreshed and slightly shaken.   -- Josef Woodard


	Rabih Abou- KHALIL
	Yara
	1998
	55:44
	label: enja

Rabih Abou-Khalil [oud]; Dominique Pifarely [vln]; Vincent Courtois [cello]; Nabil Khaiat [frame drums].


	Rabih ABOU- KHALIL
	The Cactus of Knowledge
	2001
	66:22
	label: enja

Rabih Abou-Khalil [oud]; Eddie Allen, Dave Ballou [tp]; Tom Varner [fr h]; Dave Bargeron [euphonium]; Michel Godard [tuba]; Gabriele Mirabassi [cl]; Antonio Hart [a s]; Ellery Eskelin (см.) [t s]; Vincent Courtois [cello]; Nabil Khayat [frame drums]; Jarrod Cagwin [d]; Walter Quintus [sound engineer].


	Rabih Abou- KHALIL
	Il Sospiro
	2002
	66:22
	label: enja

All compositions written and performed by Rabih Abou-Khalil


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

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

Conjured by Jadoo and The High Priest.

Illusions by Sneak Attack.

Artifacts by RPM Services.

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

1. Seekers of Thruth (Tulab el Haqq)

2. Danger

3. Scent of Arura

4. Burnt Offerings

5. The Castle of Nonexistence (Bath Badgerd)

6. Fall of the Towers Of Convention

7. Internal Dynasty

8. The Lost Sonic

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

Альтернатива на суфийские музыкальные темы с участием акустических и электронных инструментов. Богатый саунд, напряжённые композиции; расслабиться эта музыка не позволяет. Любителям расслабиться под new age / world music – не рекомендуется.


	PAcHORA
	Unn
	1998
	64:30
	label: Knitting Factory (USA)

PAcHORA is: Chris Speed [cl]; Brad Shepik [tambura, el saz, banjar, tres]; Skuli Sverisson [b, bajo sexto]; Jim Black [snare, bass d, dumbek, perc].

PAcHORA combines a Downtown improviser’s aesthetic with the folk stylings of Eastern Europe, and the Middle East, creating another alternative to the genres of Jazz.

“The guys in Pachora are the glue that holds several of the Knitting Factory jazz scene’s hardest-working ensembles together; from reedist Tim Berne’s Bloodcount (Shepik, Speed, Black) to trumpeter Dave Douglas’s Tiny Bell Trio (Shepik, Black) the band’s music, rife with sprightly postbop, Mediterranean modes and undualting Balkan rhythms and melodies, takes up the quest for rootsy styles that scenemakers have been toying with for much of the ’90.”  

-- Time Out New York
Pachora is an adjective-defying four man musical collaboration who spread the warmth and richness of their musical tapestries to include a distinctly Mediterranean feel to their Balkan-inspired compositions, which may range from medleys of original and traditional Turkish folk songs to intricate melodies Evoking the feel of the sun-dappled Aegean, Pachora plays out like the frantic culmination of a Greek tragi-comedy, yet at other times, reminds one of a tender romance budding under the forgiving eye of a sleepy chaperone.

"Турция и Балканы, которые не​сколько столетий находились под турецким влиянием, — это реги​оны, чья музыка послужила исто​чником вдохновения квартета "PAcHORA" при записи данного диска.

Очень точно выстроил облож​ку альбома дизайнер Хьялти Карлссон. Ислам, как известно, не до​пускает изображения живых су​ществ. И все четыре странички буклета — это строгий, как пустыня, орнамент. Но при внимательном рассмотрении об​наруживаешь, что на каждой из страничек орнамент-то свой и состоит из очень разных деталей! Такова и музыка "PAcHORA". При первом прослушивании она мо​жет показаться вам просто сбор​ником восточных ме​лодий. Но не поленитесь послу​шать диск и во второй, и в тре​тий раз. Какая там скука! Ваше ухо, попривыкнув, начнет разли​чать такие тонкие переходы, та​кой эмоциональный "напряг", столько нюансов, что вы явно по​чувствуете расширение "горизон​тов восприятия".

Композиции для альбома — а это и авторские сочинения, и об​работки фольклора — писали все участники квартета. Но особенно​сти индивидуального вкуса про​явились и в записанных на диске пьесах. Так, скажем, кларнетист Крис Спид больше тяготеет к сла​вяно-греческому балканскому мелосу. Его композиции дышат энергией, здесь всё, если не снача​ла, то к финалу уж обязательно, кружится в лихом танце-хороводе ("Pitta", "Laz"). А вот Скули Сверриссон и Брэд Шепик в своих ве​щах опираются на традиции ту​рецкой музыки. Особенно изоб​ретателен при этом Шепик. В "Invocation" превалирует медита​тивное начало, в "Riff" наиболее заметны элементы фри-джаза, а главным украшением альбома я бы назвал его же обработку тра​диционной темы "My Life Is A Nostalgia" — этакое исламское "Болеро" с характерным нараста​нием темпа.

Инструментарий музыкантов тоже чрезвычайно экзотичен. Лишь кларнет Спида да иногда бас-гитара Сверриссона заставля​ют вспоминать и об американ​ском происхождении музыкантов, и о джаэово-авангардных корнях их музыки. Но воздействие ковар​ной восточной экзотики оказалось столь сильным, что импровизационность и другие джазовые "козы​ри" ушли в тень, уступив авансцену пиршеству фольклорных моти​вов. Готов полностью согласиться с критиком из "Exclaim!", написав​шим, что "это скорее восточная музыка, сыгранная с джазовой чувственностью, чем джаз с экзо​тическим ароматом". Впрочем, оставим в покое дефиниции: слу​шать-то всё равно интересно!" 
-- Jazz Квадрат
Pachora: опытное производство на вязальной фабрике

Фирма издает диски. Фирма ведет продюсерскую деятельность, организует фестивали, содержит джазовые клубы, владеет довольно мощной медиа-сетью. Веников фирма не вяжет, но название её столь же парадоксально, алогично и вызывающе, как и большая часть музыки, которую она поддерживает, распространяет и издает: «Knitting Factory» («Вязальная фабрика»).

Музыкальный авангард, то, что мы до сих пор называем "андеграундом", в Нью-Йорке постепенно поменял назва​ние и отчасти форму. Теперь его именуют "downtown music" (музыка центра города, средоточия и смешения культур). Такой вот downtown jazz и стал главной специализацией этой нью-йоркской "фабрики". Что ж, фабрика как фабрика — есть на ней "изделия, запу​щенные в серию": имена раскрученные, хо​рошо известные уже не только в Штатах, шаг​нувшие из даунтауна в общенациональные чарты — такие, как Джон Зорн или Кадзутоки Умедзу. Но "директор фабрики" Майкл Дорф смотрит в будущее: как на каждом серьёзном предприятии, у не​го тоже есть своё "опытное производство".

Безусловно, не он один. Новые имена по​являются (и исчезают) в мире авангарда дос​таточно часто. Однако есть основания пого​ворить об этом коллективе подробнее. При всей типичности "Pachora" для нью-йоркско​го даунтауна, содержание творчества этого коллекти​ва позволяет говорить и о некоторых новых тенденциях в "производственной програм​ме" "Knitting Factory". До сих пор здесь нахо​дили поддержку музыканты, развивавшие и сочетавшие идеи фри-джаза, альтернативной рок-музыки и академического авангарда (Билл Уэйр, Уильям Хукер, "Sex Mob", Томас Чапин и др.) или подпитывающие свою музыку солидными инъекциями еврей​ского, восточноевропейского или ближнево​сточного фольклора ("Masada" Джона Зорна, "New Klezmer Trio", "Hasidic New Wave" и др.). "Pachora" знаменует своим появлением более широкий поворот авангарда к world music самого разнообразного происхожде​ния. Собственно говоря, такой подход тоже не нов. Достаточно вспомнить такую видную фигуру фри-джаза, как Дон Черри. Но, пожа​луй. только у "Pachora" не джаз приглашает в гости мировой фольклор, а скорее, сам находится в гостях.

Саксофонист и кларнетист Спид — наибо​лее эрудированный член квартета, музыкант с ярким композиционным мышлением и один из основных авторов музыки для "Расhоrа". Ещё в 1994г, он получил грант от бостонской Консерватории Новой Англии за свою сюиту посвященную Элберту Эйлеру. Но его страсть — это не только фри-джаз, но и восточноевропейский, особенно балканский фольклор, и именно в рамках "Pachora" он получил возможность соединить оба своих увлечения. Но Крис работает не только в этих рамках. Он выступает и записывается с це​лым рядом авангардных коллективов: "Tim Berne's Bloodcount", квинтет Миры Мелфорд, септет Джеймса Эмери. Спид сотрудничал и с такими звёздами, как Джон Зорн и Энтони Брэкстон. Есть у него уже и один сольный аль​бом — "Yeah No" на лейбле "Songlines". Ин​тересно, что в то время, как в других проектах он широко пользуется и тенор- и альт-са​ксофонами, для "Pachora" Крис играет толь​ко на кларнете, стремясь к аутентичному фольклорному звучанию.

Брэда Шепика (его настоящая фамилия вы​глядит несколько сложнее — Schoeppach) ус​ловно можно считать гитаристом квартета. Но только условно. Реально же Брэд пользу​ется разнообразными, в том числе электри​фицированными, фольклорными родствен​никами классической "испанки": это и девятиструнный португальский вариант, и саз, и ряд других инструментов. Его увлечённость world music больше проявляется в любви к необычным тембрам и свежим звуковым краскам. Шепик еще в Сиэтле вошел в состав местной группы "Babkas". Он много ездит и записывается с "Electric Bebop Band" Пола Мотиана, "Tiny Bell Trio" Дейва Дугласа, а кро​ме того, руководит и собственной группой "Commuters".

Сверрисон — это прекрасный басист, тяго​теющий к рецептам музыки фьюжн. Однако мастерство его столь универсально, что он яв​ляется желанным партнером в любом соста​ве, исполняющем альтернативную музыку. Есть на счету этого исландца и первый соль​ный альбом — "Seremonie". Этот диск, издан​ный австралийской фирмой "Extreme", встретил очень тёплый прием в кругах музыкального даунтауна.

Барабанщика Блэка в тех же кругах называ​ют самым ярким ударником, появившимся за последние годы. Это тоже чрезвычайно гиб​кий музыкант, умеющий с лёгкостью войти в музыкальный мир любого ансамбля. С непри​вычной метрикой и контрастами темпов в му​зыке "Pachora" он справляется безукоризнен​но. Его взаимопониманию с партнёрами, оче​видно, помогает то, что они играют вместе и в других проектах. Так, с Шепиком и Дейвом Дугласом он составляет группу "Tiny Bell Trio", а со Спидом Джим Блэк работает в "Tim Berne's Bloodcount". Кроме того, у Блэка есть и собственный коллектив — группа "Human Fееl", также исполняющая авангардный джаз.

И вот эту вышеупомянутую четвёрку объе​динил проект, где во главу угла стал фольк​лор славян балканского полуострова, греков, турок. Фольклор, исполняемый с высокой степенью аутентичности, даже когда речь идет не об аранжировках народных тем, а об авторских композициях. Конечно, такая му​зыка очень далека не только от традиционно​го джаза, но и от джаза мейнстримовского. Здесь сохраняется только импровизационность, только характерные для джаза приемы чередования сольных и коллективных фраг​ментов и... и некое чувство свободы, отсутст​вие жёстких гармонических, метрических, ин​тонационных рамок — то, чего нет в чистом фольклоре и чем в избытке обладает джаз, особенно авангардный.

В 1997г. вышел первый альбом квартета — "Pachora". Новизна, свежесть и, если хотите, теплота и человечность этой музыки сразу по​зволили группе занять отдельное место в пе​стром калейдоскопе продукции "Knitting Factory". Об ансамбле заговорили. Успех группы вышел за пределы даун​тауна, о "Pachora" тепло написал в "Нью-Йорк Таймс" Бел Ратлиф.

Через год вышел второй и пока последний диск группы — "Unn". "Турецкая" тематика здесь не​сколько потеснила "славянскую": похоже, "Pachora" всё дальше углубляется на Восток.

Бесстрастная статисти​ка показывает падение спроса на "чистый" джаз и неуклонно растёт популярность world music. Люди, уставшие от стандартизирован​ной поп-музыки, обращаются к фольклору и не только к своему. Какой-нибудь привыкший к кантри Джон Смит из штата Колорадо начи​нает с интересом слушать традиционную му​зыку Балкан и Атласских гор, Японии и Иран​ского нагорья. И гидом-проводником здесь служит именно джаз. Кто знает, может быть как раз на пути союза с world music и лежит столбовая дорога его дальнейшего развития? В этом случае музыка группы "Pachora" мо​жет в будущем стать мейнстримом!" 
---"Jazz Квадрат"


	PAcHORA
	Ast
	1999
	52:45
	label: Knitting Factory (NYC) www.knittingfactory.com 

"Intellectual and esoteric while also appealing directly to the emotions and kicking some ass." 

-- Alternative Press

Combining the ethic of downtown improvisation with the folk stylings of Eastern Europe and the Middle East, Pachora is

New York's answer to the future of avant-garde music.


	ORCHESTRE NATIONAL DE BARBES
	En Concert
	1996
	43:54
	Down Beat 48th Annual Critics Poll: TDWR Beyond group Of The Year (2000)
label: BMG (Spain) / Nonesuch (USA)

Orchestre National de Barbes, the music of the moment. This widely applauded album presents a live set up-beat Jazzy Rai and traditional Arabic melodies, formulated and performed in Barbes, the Arabic quartier of Paris. (--- “Folk Roots”, 1998)


	DISSIDENTEN
	Live In New York
	1991
	56:01
	Arabian funk-dance 

label: Exil Music (Germany)


	(DISSIDENTEN)
	Hamid BAROUDI:

“City No Mad”
	1994
	46:42
	Arabian funk-dance 

label: Barraka el Farnatshi -- Barbarity (Basel, Switzerland)

Hamid BAROUDI of DISSIDENTEN


	AHLAM
	Revolt Against Reason
	
	52:26
	Arabian funk / dub

label: Barraka el Farnatshi -- Barbarity (Basel, Switzerland)

Cheb Fajer [v]; El Faris [v]; Imam el Rika [v]; Jelmoudi [mandoline]; Cheb Qchatar [g, b]; Jabbar el Shaheed [k, samples]; + additional jeel funkers: Dahmane Karim [djembe]; Abdou el Shaheed [v]; Cherif [v].


	AHLAM
	Les Riam
	
	59:20
	label: Barraka el Farnatshi -- Barbarity (Basel, Switzerland)

Cheb Fajer [v]; El Faris [v]; Imam el Rika [v]; Jelmoudi [ghost of mandoline]; Abdou [d, perc]; Cheb Youssef [k].


	ARGAN
	Berberism
	1996
	59:16
	Arabian funk / dub

label: Barraka el Farnatshi -- Barbarity (Basel, Switzerland)

Hassan Arouhal [banjo, lead v]; Mohamed Najah [lead v (#1,3,5,8)]; Bill Laswell, El Bachir, Mohamed Marra [backs]; Jalal Hamdaoui [darbukka, shloh-loop]; Abdelhadi [b]; S’Mohamed Kbirr [violin, ney]; Pat Jabbar [k, sampler].


	Aisha KANDISHA’s JARRING EFFECTS
	Shabeesation
	1993
	51:14
	Arabian funk / dub

label: Barraka el Farnatshi -- Barbarity (Basel, Switzerland)

Bill Laswell [production, b, effects]; MY. Cheb Ahmed [lead v]; Cheb Qchatar [el&ac g]; El Habib El Malak [el g]; S’Mohamed Kbirr [violin, mandolin, fl]; Omar Jar [darbuka, perc]; MY. Mansour [darbuka, perc]; Jabbar El Shaheed [k, samples, g]; + shabeesation-posse: Bernie Worrell [hammond]; Omar Ben Hassan [v]; Abdou El Shaheed [v]; MC O-Khan [Antifa Vox].


	Aisha KANDISHA’s JARRING EFFECTS
	L Haoua
	1994
	71:14
	label: Barraka el Farnatshi -- Barbarity (Basel, Switzerland)

MY. Cheb Ahmed [lead v]; El Habib El Malak [el g]; S’Mohamed Kbirr [violin, mandolin, fl]; Cheb Youssef [k]; Abdelhadi [b]; MY. Mansour [perc]; Pat Jabbar [progr., noises].


	Anne  DUDLEY  &  Jaz  COLEMAN
	Songs From The Victorious City
	1990
	40:21


	label: China Records (London), ‘Art of...’ series.

Anne Dudley [k]; Jaz Coleman [violin, cobra pipe, flute]; Hossam Ramzy (см.) [perc]; Reda Bedaire [nay]; Ibrahim Kowala [kowala]; Fouad Rohin [violin]; Amir Abd-el [qanun]; Aboud Abdel Al [violin]; Cheikh Taha [accordion]; Gilbert Biberian [g].

  The literal translation of Cairo (Al Khihira) is ‘The Victorious City’. Cairo is a place whose identity is comprised of two great cultural heritages. Ancient Egypt and Islam. The majority of visitors associate Cairo with the former culture of ancient tombs and pyramids while neglecting the significance of the Islamic heritage. ‘Songs from the Victorious City’ is a collection of our impressions, emotions and experiences inspired by Cairo, in which we spontaneously integrated aspects of the two aforementioned cultures with our own. History is still unfolding in the Victorious City... an unfinished story, it could go one forever...


	Anne  DUDLEY  &  Jaz  COLEMAN
	Ziggarats Of Cinnamon
	1991
	22:47
	миксы к предыдущему диску


	The  ROOTSMAN
	Realms of The Unseen
	1999
	72:28
	Arabian dub 

label: Third Eye Music (England)  email: thirdeye.music@virgin.net 

To Bryn Jones aka Muslimgauze (1961-1999) -- May you rest in peace my friend.

"And unto Allah belongeth the Unseen of the Heavens and the earth, and the matter of the Hour (of Doom) is but as a twinkling of the eye, or it is nearer still. Lo! Allah is able to do all things." -- The Holy Qur'an 16:77.6
Даб на основе reggae и арабской мелодики, вокала и инструментов; весёлый и живой.

1.  Intro

2.  We Come Rough

3.  Exodus

4.  To The Foundation

5.  Imitator

6.  Murder On The Orient Express

7.  Dub Oriental

8.  Al Andalus

9.  Kouyate

10. Berber Bashment

11. Born Bad

12. Beyond The Hills

13. Out There


	CARTE  DE  SEJOUR
	Ramsa
	
	51:06
	Arabian funk.

label: [pi’ra:nha] Music Records. 

Carte De Sejour = Permit To Stay

Ramsa = Five

Instruments: Oud (traditional Arab stringed instr.), Gibson (electric guitar), Darbouka (desert drum), Rock drum kit, Youyou (women only heavy drum),  El. Bass, Banjo, Bendir (Moroccan percussion of sheepskin), Tounbour (Moroccan percussion), Congas, Synth.

The Roots:  Living in the Minguettes of Lyon, the concrete suburbs, and wishing to make a lot of noise called Rock and Roll. The singer loved by 500 millions of Arabs. Her name is Om Kalsoum. Our secret name is Collective Memory. We are aristocrats building castles of memory. Our music is oral history in the tradition of African griots. We talk and sing in Sabir. It is the ancient language of the Mediterranean Sea and its ports. The words are Arab, English, Spanish, French, African...  In France today Sabir is Rhorho. You take words from everywhere.  ...The Gnava trance music of the Man Who Do Not Talk. They stay south of the Maghreb Mountains where guitars are made of tortoises. ...The Gesbah flute played to herd sheep. If you interrupt, the sheep will panic. ...Chaabi Music from the Casbah of Algiers, the first pop music of the Maghreb created by El-Anka after World War II. The Cheikhattes Orchestras made of women. If men were admitted in the group they took on androgyn behaviour. Islamic fundamentalists are scandalized by the liberties taken by the Arab Soul Rebels. They cannot understand how we are able to play such a kind of “non-Arab” music. ...Playing for the Zaamettes, the girls of Arabian descendency living in France...


	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.


	RANDOM-Inc
	Jerusalem: Tales Outside The Framework Of Orthodoxy
	2001
	74:32
	label: EFA

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

random-industries@gmx.net 

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

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

The air over Jerusalem is saturated with prayers and dreams

Like the air over industrial cities

It's hard to breathe

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

-- Mukadassi, XII century

And did the Countenance Divine

Shine forth upon our clouded hills?

And was Jerusalem builded here,

Among those dark Satanic Mills?

-- William Blake, 1803


	Natasha  ATLAS
	Halim
	1997
	70:55
	label: Beggars Banquet Records (England)

Instruments: Dharabuka, Riqq, Ney, Saz, Duf, Mizmar, Oud, Dulcima, Accordion, Jazzride, cl, t s, viola, violin, cello, k, b, d.


	Natasha  ATLAS
	Gedida
	1998
	60:51
	label: Mantra Recordings (London) http://www.beggars.com 

На всех своих альбомах, мало чем отличающихся друг от друга, певица из Каира Наташа Атлас уверен​но смешивает арабские национальные мелодии с современной популярной музыкой. У неё это получается достаточно хорошо для того, чтобы обеспечить себе внимание интеллектуалов от музыки во всём мире. Объективно её альбомы довольно интересны и во всяком случае доставят слуху не​обычные ощущения. Особенно рекомендуется слушателям, уставшим от европейского звукоря​да и размера четыре четверти с подчёркнутой третьей долей.

--- Play


	(Natasha  ATLAS)
	GHOSTLAND
	2000
	46:15
	ambient/trance с умеренным количеством вокала

Natasha Atlas & Sinead O’Connor 


	Natasha  ATLAS
	The Remix Collection
	2000
	58:02
	label: Mantra (New York) beggars@beggars.com 

remixes by Banco de Gaya, Youth, Transglobal Underground, Sppoky, a.o.

Наташа Атлас  по-настоящему пришла в Россию в середине 1990-х вместе с модой на этни​ческую музыку с Востока, вместе с Халедом, Нусратом Фатех Али Ханом, вместе с Тарканом, на​конец. К тому времени она уже успела прославиться в Британии как гастролиру​ющая этническая вокалистка, удостоив​шаяся покровительства Джа Уоббла и вос​торгов Питера Гэбриела, и как исполни​тельница первой песни на арабском язы​ке в шоу Top of the Pops. Голос Наташи зву​чал на треках формации Trans-Global Underground, а также на записях воинов этноджихада Fun' Da' Mental. В 1995 году появился её сольный альбом «Diaspora», сочетавший мировой бит Trans-Global Underground с традиционной арабской музыкой тунисца Валида Руасси и египет​ского мастера игры на инструменте «уд» Эссама Рашада. С тех пор следить за новы​ми релизами Наташи Атлас становится всё более и более увлекательно.
Наташа Атлас исправно выдаёт по аль​бому в два года и активно сотрудничает с самыми выдающимися артистами как Востока, так и Запада. Одной из интриг её пластинок стали обработки мировых хи​тов в её фирменном, этнически окрашен​ном звучании, так, на пластинке «Ayesht-eni» 2001 года появились «I Put a Spell On You» и «Ne Me Quitte Pas», а в прошлом году на диске «Something Dangerous» была опубликована песня Джеймса Брауна «Man's World» — о том, что весь мир при​надлежит мужчинам, пела девушка, назы​вающая свою жизнь «культурным дуализмом», любимая как в мусульманских стра​нах, так и на «просвещенном» Западе.
... Долго прожившая в Лондоне певица решила переехать в Испанию. Она вообще тяготеет к Средиземноморью, старается регулярно бывать у родных в Егип​те, к тому же там тоже выходят её пластин​ки, правда вот недавно сорвался выпуск новой — у Наташи нашли еврейские кор​ни. Поэтому даже в интервью русскому журналисту она просит не акцентировать внимание на происхождении её отца, женившегося некогда на англичанке.

-- Weekend


	ABAJI
	Paris-Beyrouth
	
	46:06
	chanson (на французском и арабском)

label: Fairplay / Kwark

Abaji – guitares 6 et 12 cordes, sitar, harmonica, chant

Francis Varis – accordeon

Farid Aouameur – basse acoustique

Sydney Thiam – percussions

+ Bernard Fellous [derbouka]; Suzan Ceret [voix].


	Chris  KARRER
	Sufisticated
	1996
	53:33
	label: Think Progressive
Психоделическая драйвовая импровизационная музыка на темы восточной мелодики.

Chris Karrer [oud, g, violin, sax, rubab, sarangi, perc, v]; Christian Burchard [santur, darbouka]; Peter Paul Kuen [grand piano, harpsichord, k]; Mostafa Rafaat [nay]; Marika Falk (см. тж. с VOX) [dombak]; Yulius Golombeck [oud, nay]; Rafael Caro Jr. [darbouka, bongos, cajon, finger snips, perc]; Saam [daire, zarb]; Michael Wehmayer [organ]; Christian Philippi [v, ac g]; Rai Zimzik [ac g]; Edgar Hofmann [nay].

Chris Karrer: 1967 - 95 – Amon Duul II; 1982 – Popol Vuh; 1983  -1993 – Embryo; 1980 - 1996 – solo albums.

Marika Falk: is one of the very rare women percussionists and she is a female dervish. Beside hand drums like gembe, talking drum or darbouka, she specialised on the Iranian dombak.

[...]

  Chris Karrer is not just my neighbour, his portrait of Farid El-Atrache ‘sufisticates’ my room. [...] His art in Sufi-heart, with wings cut in bones, carved out, placed in the middle of the instrument. This music is movie, he is the spy and sometimes the thief in the garden of the Lord, we didn’t learn anything else. Farid-ud-din Mohammed-i Attar said:

«I used to walk on my head for the hole life,

Thought, I may have arrived.

Wind is all, I have seen so far,

Have ‘nt seen anything, but wind.»

Without music you cannot ‘see’ and without wings the heart cannot become ‘sufisticated’. Chris is an artist, painter and storyteller, creating sound-tracks to his ‘films’, and no satellite-dish can catch it! He is the dervish in his paintings, behind him the fire and the skeleton, he can turn the world into fields of green by the touch of his feather. Hawks and crows! Oh flowerish morning, we woke up!


	Robert FRIPP & FLEA featuring Cheikha RIMITTI
	
	1995
	51:40
	arabian funk

Robert Fripp [guitars, frippertronics]; Flea [b]; Cheikha Rimitti [v, gallal]; Houari Talbi [saxes, k]; Bruce Fowler [trb]; Walter Fowler [tp, fl h]; Dan Fornero [soprano tp]; Bill Rhea [vln, mandoline]; Hamid Ahssani [darbouka]; Aziz [tahreja]; Josaph Berardi [d]; Hakim Ouazad [g]; JBV [sounds, guit&horn surgery, el perc]; Geza X [samples, el perc]; Sonia [tambourine].


	Dhafer YOUSSEF
	Electric Sufi
	2001
	67:25
	jazz / arabian folk

Dhafer Youssef [oud, oud-body perc, v, ambient sounds]; Wolfgang Muthspiel (см.) [g]; Markus Stockhausen (см.) [tp, fl h]; Deepak Ram [bansuri]; Dieter Ilg [ac b]; Doug Wimbish [el b]; Mino Cinelu [d, perc, effects]; Will Calhoun [d, loops]; Rodericke Packe [ambient sounds].

1. Mandakini

2. Yabay

3. Electric Sufi

4. Oil on Water

5. La Priere De l'Absent

6. Man On Wool

7. La Nuit Sacree

8. Nouba

9. Farha

10. Nafha

11. Al-Hallaj

12. Suraj

13. Langue Muette


	CHEB BALOWSKI
	Bartzeloona
	2001
	55:52
	arabic/ska

label: Propaganda

Большой состав; включает J. & I. Muguruza (см.) [acordeon / baix]


	CHEB BALOWSKI
	Potiner
	2003
	46:24
	label: Propaganda Pet Fet  www.propaganda-pet-fet.com
Фолковый проект на темы испанской (фламенко) и арабской музыки




