	MACHINES OF LOVING GRACE
	Gilt
	1995
	43:00
	industrial (здесь – как производная от grind-core)

label: Mammoth (Atlantic, USA)

David Suycott [d]; Scott Benzel [v]; Tom Coffeen [g]; Ray Riendau [b]; Mike Fisher [k].

Samples: Einsturzende Neubauten, from ½ Mensch.

Recorded at Indigo Ranch, Malibu, CA; Jim Brady Recording Studios, Tucson, AZ. Mixed at NRG, North Hollywood, CA.

Очень навороченый и очень грамотный проект.

	MACHINE HEAD – см. в ‘Metal’
	
	
	
	second wave of alternative metal

	MAD  COW  DISEASE
	Tantric Sex Disco
	1995
	54:16
	label: Catalina Records

Мощный heavy-alternative проект; исполнение “Plague Song” посвящается Диаманде Галас. Энергетика и настроение всего диска — вполне соответствуют такой заявке.

	Jon  MADOF – см. в ‘Jazz’
	
	
	
	

	MADONNA  HIP  HOP MASSAKER
	Teenie Trap
	1995
	42:34
	Весёлый девчачий heavy punk-rock
Только не подумайте ничего такого: ника​кой Мадонны и, боже упаси, хип-хопа. Это немецкое трио, выступающее уже довольно дав​но, смело можно назвать полной противоположностью двум вышеперечисленным «феноменам». Эти песни «летают» между панком, фанком, трип-хопом и откровеннейшим трэшем, и создают особое настроение, кото​рое, осмыслив, можно переименовать в нос​тальгию. 

--- Play

	MAEROR TRI
	Myein
	1995
	74:55
	dark ambient / noise
label: ND

1. Phlogiston  17'35"

2. Desiderium  10'03"

3. Myein  47'18"

	MAEROR TRI
	Language of flames and sound
	1996
	71:30
	1. Viurunge (Last firing of the Neurons)

2. Diving into monument

3. Entrance of reality

4. Onus

5. Origo

	MAEROR TRI
	Emotional Engramm
	1997
	76:00
	label: Iris Light

1. Landscape of Visionary Thoughts

2. Sublimis

3. Nebulos

4. Vadum

5. Chymos

6. Undisonus

7. Sphaira

	MAGMA
	Kobaia
	1970
	42:11 39:26
	Знаменитая культовая арт-роковая (Fiction-rock) группа; классика альтернативы. 

Проекты музыкантов MAGM'ы – см. тж. ZAO; Bernard PAGANOTTI;

В подобном  музыкальном направлении см. тж.: Helga  POGATSCHAR; ZOÏKHEM; KOENJI HYAKKEI; HAPPY FAMILY;

label: Seventh Records

Christian VANDER [d, v]; Claude ENGEL [g, fl, v]; Klaus BLASQUIZ [v]; Teddy LASRY [s s, fl]; Francois CAHEN [p]; Francis MOZE [ac/el b]; Richard RAUX [a/t s, fl]; Alain CHARLERY [tp, perc].

	(MAGMA)
	UNIVERIA ZEKT:

"The Unnamables"
	1971
	33:50
	label: Musea

Christian Vander, Klaus Blasquiz, Francois Cahen, Francis Mose, Teddy Lasry, Jeff Seffer, Tito Puentes, + Claude Engel.

	MAGMA
	Concert 1971: Bruxelles – Theatre 140
	1971
	38:35 46:49
	label: Diffusion HARMONIA MUNDI / Seventh Rec., 1996

Klaus BLASQUIZ [v, perc]; Louis TOESCA [tp]; Teddy LASRY [s s, fl]; Jeff SEFFER [t s]; Francois CAHEN [p]; Francis MOZE [b]; Christian VANDER [d].

CD I:

1. Stoah

2. Kobaia

3. Aina

4. Riah Sahiltaahk

CD II:

1. “Iss” Lansei Doia

2. Ki Iahl O Liahk

3. Sowiloi (Soi Soi)

4. Mekanik Kommandoh

Enregistré au Théâtre 140 de Bruxelles le 12 novembre 1971, ce double CD est un document exceptionnel dans la mesure où il représente la seule trace discographique du Magma live de cette époque. Composée du personnel figurant sur l'album "Magma 2", la formation interprète des thèmes empruntés à "Kobaia" et à "1001° centigrades", les deux premiers albums du groupe. Elle présente également, et c'est là l'aspect le plus in​téressant de cet enregistrement, deux titres alors en gestation: "Sowiloi", où Teddy Lasry démontre son grand talent de flûtiste, et "Mekanik Kommandoh", joué pour la première fois en public.

	MAGMA
	1001 Centigrades
	1971
	41:59
	label: Philips 9101-286 (LP) 1971 [France] - silver cover / Philips 6397-031 (LP) 1971 [France] - volcano cover / Seventh REX VI (CD) 1988 [France]

Members: 

Klaus Blasquiz                  Vocals & Percussion

Francois Cahen                  Piano, Electric Piano

Francis Moze                    Electric Bass

Christian Vander                Drums, Percussion, Vocals

Teddy Lasry                     Clarinet, Sax, Flute, Vocals

Jeff Seffer                     Sax, Bass Clarinet

Louis Toesca                    Trumpet

Songs: 

1. Riah Sahiltaahk                      C.Vander                       21:51

2. "Iss" Lansei Doia                    T.Lasry                        11:46

3. Ki Iahl O Liahk                      F.Cahen                         8:20

	MAGMA
	Mekanik Kommandöh
	1973
	38:47
	label: Seventh Rec. (Diffusion Harmonia Mundi)

recorded: Jan., 1973 at Studio Aquarium

Klaus Blasquiz [chant, perc]; Stella Vander [choeurs]; Rene ‘Stundehr’ Garber [bass cl, chant]; Jean-Luc Manderlier [k]; Jean-Pierre Lambert [b]; Christian Vander [d, organ, perc].

one-track recording:

1. Mekanik Destruktiw Kommandöh – 38’47’’

Depuis la première courte version, gravée durant l'été 71 sur la compilation "Puissance 13+2", "Mekanik Destruktiw Kommandoh" a connu un long mûrissement Dernière étape avant la version définitive, la version proposée ici, enregistrée en janvier 1973, est le reflet du concert donne par Magma lors du festival Sigma de Bordeaux deux mois auparavant. Son inté​rêt réside dans la présence des chœurs magnifiques de l’orchestre de la Storchhaus venus renforcer Stella et Klaus, ainsi que dans la facture essentiellement acoustique de son in​terprétation.

	MAGMA
	Mekanik Destruktiw Kommandöh
	1973
	38:50
	label: Seventh Rec. (Diffusion Harmonia Mundi)

Composed and arranged by Christian Vander – 1973; recorded at the Minor Studios, England and at Aquarium Studios, Paris. Producer: Giorgio Gomelsky.

Christian Vander [Drums, Vocals, Organ, Percussion]; Jannik Top [Bass]; Klaus Blasquiz [Vocals, Percussion]; Jean Luc Manderlier [Piano, Organ]; Rene Garber [Bass Clarinet, Vocals]; Claude Olmos [Guitar]; Stella Vander [Choir, Organik Kommandeühr]; Teddy Lasry [Brass, Organik Kommandeühr, Flute]. 

Choir:  Muriel Streisfeld, Eveline Razymovski, Michele Saulnier, Doris Reihnardt, Stella Vander.

Brass Section: ‘Loulou’ Sarkissian.

1) Hortz Für Dehn Stekehn West 

2) Ima süri Dondai 

3) Kobaia is de Hündin

4) Da Zeuhl wortz Mekanik 

5) Nebehr Gudahtt 

6) Mekanik Kommandöh 

7) Kreühn Köhrmahn Iss de Hündin
“Mekanik Destruktiw Kommandoh” est l’album considère par beaucoup comme le chef d œuvre de Magma. Ce qui frappe avant tout sur M. D. K.” longue pièce articulée en 7 mouvements, c est le souffle épique qui se dégage du travail magistral accompli par la section vocale. Propulsées par une rythmique inexorable et renforcées par un chœur féminin, les voix viennent hanter nos esprits de ces chants magnifiques qui semblent tout droit venus de notre mémoire collective, conférant a la musique de Magma un caractère intemporel et universel.

	  MAGMA
	Kohntarkosz
	1974
	41:14
	Christian Vander [d, v, p, rerc]; Jannick Top [b, cello, v, p]; Klaus Blasquiz [v, perc]; Gerard Bikalo [p, organ]; Michel Graillier [p, clavinet]; Stella Vander [v]; Brian Godding [g].

  1. Kohntarkosz part one (Entering the tomb of Emehnteht-Re).

  2. Ork Alarm (The people of Ork are marching upon us. The people are made of indescribable matter which to the machines is what the machines are to man. The alarm is sounded… Ork Alarm! The people of Zeuhl Wortz are preparing for battle…).

  3. Kohntarkosz part two.

  4. Coltrane Sundia (Coltrane rest in peace).

Obéissant à un souci de constante remise en question, Christian Vander décide, avec "Kohntarkosz", enregistré en 1974, de par​tir explorer une nouvelle direction harmonique, prenant ainsi le contre-pied de tous ceux qui attendaient un "Mekanik Destruktiw Kommandoh" bis. Après la réussite de l'album précédent, là où la quasi totalité des musiciens se serait complue dans la commodité de l'auto-plagiat, lui choisit de prendre le maximum de risques, s'obligeant par là-même à se surpasser, ce qui va le conduire à enfanter un nouveau chef d'œuvre.

	MAGMA
	Inedits
	1972-75
	42:00
	label: Seventh Records, 1996

rec. 1972-75, recopie au printemps 1977

	(MAGMA)
	Christian VANDER:

"Wurdah Itah" (Tristan & Iseult)
	1974
	39:49
	label: Barclay 80528 (LP) 1974 [France] (Released as soundtrack to "Tristan et Yseult") / Seventh REX IX (CD) 1989 [France]

Members: 

Klotz Zaspiaahk (Klaus) - Vocals, Percussion

Tauhd Zaia (Stella) - Vocals

Wahrgenuhr Reugehlem Esteh (Janik) - Bass

Zabehn Strain De Geustaah (Christian) - Piano, Keyboards, Drums, Vocals

The soundtrack for Yvan LAGRANGE's film TRISTAN Y ISEULT, WURDAH ITAH was recorded in April 1974, just one month before the sessions which produced KOHNTARKOSZ. It forms the second movement of THEUSZ HAMTAAHK, an epic work in three movements of which MEKANIK DESTRUKTIW KOMMANDOH, recorded a year earlier by MAGMA, forms the final part. Performed by the core players in MAGMA at that time - Christian VANDER (piano, drums, vocals), Jannick TOP (bass), Klaus BLASQUIZ (vocals, percussion) and Stella VANDER (vocals) - WURDAH ITAH is music stripped down to its bare essence. Although a total contrast to the splendour and orchestral power of M.D.K., it nevertheless has just as great rhythmic power and surprising vocal lyricism, unquestionably marked by the claws of MAGMA.

1 - MALAWELEKAAHM 

2 - BRADIA DA ZIMEHN IEGAH

3 - MANEH FUR DA ZESS

4 - FUR DIH HEL KOBAIA

5 - BLUM TENDIWA 

6 - WOHLDUNT MAEM DEWELESS

7 - WAINSAHT !!!

8 - WLASIK STEUHN KOBAIA

9 - SEHNNTEHT DROS WURDAH SUMS

10 - C'EST LA VIE QUI LES A MENES LA !

11 - EK SUN DA ZESS 

12 - DE ZEUHL UNDAZIR

	MAGMA
	Kohntark  (Live)
	1975
	40:11 46:07
	Recorded live on the Island Mobile at the Taverne De L’Olympia in Paris, 1975.

All composed and remixed by Christian Vander.

To create music which defies time, we have pledged our material and immaterial being to Magma, to Uniweria Zekt, and to the Kreuhn Kohrmahn for the rest…

The music of Magma is like a mirror where everyone can see a reflection of who he is.

«Être le "point de rupture" qui fait que rien ne boucle sans fin. Qui propulse le cercle à la sphère, la sphère à la spire, entraîné en la spirale.»

(Christian Vander)

Klaus Blasquiz, Stella Vander (voix); Didier Lockwood (violon); Gabriel Federow (guitare); Benoît Widemann, Patrick Gauthier (cla​viers); Bernard Paganotti (basse); Christian Vander (batterie).

Ce concert appartient à la tournée qui fit suite à l’enregistrement de l’album “Hhai / live” à la Taverne de l’Olympia, trois mois plus tôt. Libérée des contraintes de l’enregistrement, la formation montre à cette occasion une cohésion exceptionnelle. Il en ré​sulte un concert d’une incroyable puissance où chaque musicien se libère totalement et semble réussir tout ce qu’il entreprend. Les interventions de Didier Lockwood et de Bernard Paganotti sur la longue version de “Mekanik Destruktiw Kommandoh” sont absolument époustouflantes; quant à Gabriel Federow, d’ordi​naire plus en retrait, il nous gratifie sur “Kobaia” d’un long et magnifique chorus de guitare.

	MAGMA
	Üdü Wüdü
	1976
	38:23
	label: Tomato / Charly (U. K.)

THE HARVARD INDEPENDENT

Imagine, if you will, the perfect jazz-rock drummer. He would combine superb technique with unfailing instinct for his music, and passionate involvement with it. He’d know when not to play at all, when softly to underline the beat, and when subtly to counter it, when to explode with bold, upfront, off-beat counter-rhythmic fills, and when just to play loud, coming down hard on every beat as the band shifts into overdrive behind him.

Then take your perfect drummer and bless him with as much raw compositional talent as you dare. Give him a wildly diverse background that allows him to love Stockhausen, Eastern European folk music, Coltrane, Chuck Berry, Wagnerian opera, Carl Orff, mystic chanting and half a dozen other things – but make sure he has the courage to create his own music, straight from the soul. Finally, give your drummer an entire country-sized jazz-rock underground to work from, and enough respect among his fellow musicians to draw consistently the finest players from that scene away from their egos for a year or two – to play the drummer’s own music, to love it, to face the challenge of playing it until the energy and commitment involved in doing so every night become simply overwhelming and it is necessary to return to the land where “jazz-rock” means “the drummer keeps a beat and we all get to solo.” 

What you have, then, is France’s Christian Vander and his band Magma. You can’t really call Magma’s music “popular”. Vander utterly refuses to compromise his unique musical vision to reach a larger audience. When he realised that the French language was completly wrong for the sort of operatic vocals he envisioned, he made up his own language, Kobaian, and a science-fiction plot to explain its existence. He found a remarkable singer, Klaus Blasquiz, whose dedication to the bands mystic and spiritual trappings (the planet Kobaia is a religious Utopia) makes them entirely believable. Kobaia is certainly not a gimmick; rather, it creates a context in which to interpret the music.

Eric Van
1. UDU WUDU (C.Vander)

Janik Top: Bass, Horns Arrangement

Christian Vander: Percussions, Solo Voice, Keyboards

Klaus Blasquiz: Vocal

Michel ‘Mickey’ Grailler: Piano

Stella Vander, Lucille Cullaz, “Lisa” and Catherine Szpira: Vocals

Pierre Dutour: Trumpets

Alain Hatot: Saxes

2. WEIDORJE (B.Paganotti, K.Blasquiz)

Bernard Paganotti: Bass, Vocal, Percussions 

Patrick Gauthier: Piano, Synthesizer 

Klaus Blasquiz: Vocal 

Christian Vander: Drums, Percussions, Vocal

3. TROLLER TANZ (GHOST DANCE) (C.Vander)

Christian Vander: Percussions, Drums, Keyboards, Synthesizer and Vocals 

Janik Top: Bass and Fret-Cello

4. SOLEIL D’ORK (ORK’SUN) (J.Top) 

(Danse Rituelle Du Peuple D’Ork Dediee Au Soleil)

Janik Top: Bass, Vocals, Percussions, Synthesizer 

Christian Vander: Drums 

Alain Hatot: Flutes

5. ZOMBIES (GHOST DANCE) (C.Vander) 

Janik Top: Bass and Fret-Cello

Christian Vander: Drums, Keyboards, Synthesizer and Solo Voice

Klaus Blasquiz: Growl

6. DE FUTURA (J.Top) 

Janik Top: O.R.S. Bass Symhesizer, Bass, Fret-Cello, Keyboards, Vocals 

Christian Vander: Drums 

Klaus Blasquiz: Vocals

The people of Ork surround us, but we can’t see them. These people are a type of being whose relation to machines is like that which machines have to us. Only a voyage through time enables us to see these beings. De Futura is the story of this voyage through time, a voyage which shows us how to stop the illusionary movement of passing time which prevents us from seeing. This voyage is magical and enchanting one – of course, this is on the condition that one really wishes to live this adventure, to persevere in it and to let it carry one away. Behind the apparent harshness of this music, all is silence.

La nouvelle formation de Magma n’étant toujours pas définiti​vement mise en place au moment des sessions de cet album, l’essentiel du travail y est assuré par Christian Vander et Jannick Top. Le voyage musical dans lequel ils nous entraînent s’effectue en deux parties, la première préparant l’auditeur à aborder le cataclysme musical que représente “De Futura”. Vé​ritable monument, cette pièce dégage en effet, par la force titanesque du tandem basse/batterie, une puissance incroyable qui lui confère un statut indiscutable d’oeuvre mythique.

	MAGMA
	Attahk
	1976
	39:00
	Tony Russo (tp), Jacques Bolognesi (tb), Zebëhn Straïn De Geustaah Stoht Wurdah Glao (chant solo, dms, père, p, Rhodes, Chamberlin), Stoht Ürgon (basse Terre), Wurd Gorgo (basse Air), Klotz Zaspiaahk (chœurs), Kahal Negumuraaht (p, Rhodes, mini moog, Oberheim polyphonique), Thaud Zaïa, Sïhnn Daeweless (chœurs).

Après un premier cycle de 7 années jalonné d'albums ma​gnifiques et de concerts mémorables. Christian Vander, lassé d'avoir le sentiment de ne jouer que pour une élite précieuse et stérile qui l'enferme inexorablement dans un ghetto, décide avec "Attahk", album enregistré fin 1977, de partr à la conquête d'un plus large public en entraînant Magma dans une nouvelle di​rection. Composé de 7 titres volontairement courts, "Attahk", par rapport aux albums précédents, propose une musique sim​plifiée, qui le rend d’emblée beaucoup plus abordable.

	MAGMA
	Opera de Reims
	1976
	50:31 67:08 42:29
	Live 1976    [3 CD]

label: Harmonia Mundi / Seventh 1996

Klaus Blasquiz [v, perc]; Stella Vander [v]; Didier Lockvood [vln]; Gabriel Federow [g]; Patrick Gauthier [k]; Benoit Widermann [k]; Bernard Paganotti [b]; Christian Vander [d, v].

Après le live officiel de la Taverne de l'Olympia et le concert du Théâtre du Taur de Toulouse, voici avec ce triple album enregistré à l'Opéra de Reims le 2 mars 1976, une nouvelle occasion de se délecter à'écoute de celle qui fut sans doute la plus prestigieuse des formations de Magma. Ce concert, s'il présente comme les deux précédents un groupe à la cohésion et à la puissance inégalée, constitue avant tout un document de première importance quant à son contenu: trois pièces de choix sont là pour en témoigner dont "Sons et chorus de batterie", le seul cho​rus de batterie gravé sur disque à ce jour par Christian Vander au sein de Magma.

	(MAGMA)
	Christian VANDER:

"Magma: Retrospectiw 1&2"
	1980
	76:14
	label: Seventh

1. Theusz Hamtaahk (1er muovement)   36:05

2. Mekanik Destruktiw Kommandoh (3eme mouvement de Theusz Hamtaahk)    40:04

Christian Vander – chant, claviers, batterie.

Chant: Klaus Blasquiz, Stella Vander, Liza Deluxe, Claire Laborde, Maria Popkiewcz.

Violon: Didier Lockwood.

Guitare: Gabriel Federow, Jean Luc Chevalier.

Claviers: Patric Gauthier, Benoit Widemann.

Basse: Bernard Paganotti

Merci a toi John Coltrane de m’avoir fait ressentir toutes ces choises.

Enregistré, tout comme "Retrospektiw 3", lors des soirées de l'Olympia en juin 80, "Retrospektiw 1 & 2" est un album fonda​mental dans la mesure où il présente enfin "Theusz Hamtaahk", le premier mouvement de la trilogie du même nom, dont on connaissait déjà le second mouvement, "Wurdah Itah", ainsi que le troisième, "Mekanik Destruktiw Kommandoh". Pièce jouée sur scène dès 1974, "Theusz Hamtaahk" a attendu des années avant d'être gravée pour l'éternité car Christian Vander voulait que chaque note soit belle, magique, essentielle et définitive.

	MAGMA
	Retrospectiw 3
	
	35:29
	label: Seventh

1. Retrovision (Je suis revenu de l'univers)

2. Hhai (version integrale)

3. La "Dawotsin"

	MAGMA
	Bobino 1981
	1981
	47:05 67:59
	label: Harmonia Mundi / Seventh, 1995

Christan Vander [d, v]; Stella Vander [v]; Lisa Deluxe [v]; Yvon Guillard [sax]; Alain Guillard [tp]; Guy Khalifa [k, v]; Benoit Widemann [k]; Jean-Luc Chevalier [b Air]; Dominique Bertram [b Terre]; Doudou Weiss [d].

	MAGMA
	Zeuhl (Merci)
	1984
	40:56
	label: Jaro EFA 08-4120 (LP) 1984 [France] 

Pathe Marconi 2403371 1985 [France] 

Seventh REX III (CD) 1988 [France]

Members: 

Christian Vander       Vocals, Piano, Celeste, Keyboards & Percussion

Stella Vander                   Vocals

Guy Khalifa                     Vocals

Benoit Widemann                 Synthesizer

Simon Goubert                   Synthesizer (1,3)

Fracois Laizeau                 Drums,Drum Programming

Marc Eliard                     Bass

with: 

Phillipe Slominski              Trumpet on (1,3,4)

Christian Martinez              Trumpet on (1,4)

Michel Goldberg                 Saxophone on (1,3)

Liza Deluxe                     Backing Vocals

Jean Pierre Foquey              Rhodes Piano on (2)

Michel Gaucher                  Saxophone on (2)

Freddy Opsepian                 Trumpet on (2)

Christian Guizen                Trombone on (2)

Alex Ferrand                    Vocals on (3)

Jean-Luc Chevalier              Guitar on (3)

Patrick Gauthier                Synthesizer on (3)

Paul Bayle                      Saxophone on (3)

Denis LeLoup                    Trombone on (3,4)

Arrigo Lorenzi                  Soprano Sax on (3)

Maria Popkiewicz                Backing Vocals on (4)

Jerome Naulay                   Trombone on (4)

Zaka                            Percussion on (4)

Michel Graillier                Rhodes Piano on (5)

Songs: 

1. Call From The Dark (Ooh Ooh Baby) - C.Vander, J.&R. Dassin 7:20

2. Otis    - C.Vander                        5:20

3. Do The Music    - C.Vander                        4:25

4. Otis (Ending)    - C.Vander                        1:32

5. I Must Return    - C.Vander, J.& R. Dassin     6:32

6. Elephas Levi   - R.Garber                       11:15

7. The Night We Died    - C.Vander                        3:40

	MAGMA
	Mythes et Legendes
	1986
	40:32
	label: AKT (Harmonia Mundi) / Seventh, 1997

Musique: Christian Vander

performed by: Christian Vander, Klaus Blasquiz, Jean-Luc Chevalier, Bernard Paganotti, a.o.

	(MAGMA)
	Christian VANDER:

"Offering I-IV"
	1985-90
	70:41 51:27
	label: Seventh Records (Harmonia Mundi)

Offering I-II "In The Memory of John Coltrane"

Composed, Arranged and Produced by Christian Vander.

	(MAGMA)
	Christian VANDER – OFFERING:

"A Fiieh"
	1993
	60:14
	label: Seventh Records (Harmonia Mundi)

	(MAGMA)
	CHARIVARI POUR VOIX D’ENFANTS: 

“Baba Yaga (La Sorciere)”
	1995
	23:54
	label: AKT (Harmonia Mundi) / Seventh

Musique: Christian Vander

Детский хор в сопровождении духового оркестра, баса, фортепиано и ударных исполняет мистерию про Бабу Ягу.

«Charivari – форма музыкального выражения, распространённая в эпоху колдунов средневековья. Она обозначала пламенную и яростную церемонию, олицетворявшую возмездие; её особенностью были коллективные звуковые манифестации, обычно спонтанные, где каждый мог свободно выражать себя.

Баба Яга – волшебница, и она должна пробуждать в детях “музыкальную формулу”, изменяющую певцов оперы, рока, джаза или современных разновидностей музыки. Эта волшебница превращает театральные залы и юношеские хоровые коллективы на время каникул в круги шабаша, а детишек из хора в маленьких дьяволят-рокеров.

Ряд произведений, именуемых “педагогическими”, песни и оперы для детей, современные вещи во всех жанрах – музыка Кристиана Вандера предлагает как альтернативу практикуемым вокальным коллективам, предназначенным для юношества.

В Charivari большое разнообразие вокалистских приёмов (onomatopees, charabia, вображаемый язык) и характерный повтор мелодических тем, следующих без перерыва, вовлекают поющих в подлинную “музыкальную солидарность”. Взволнованный мир волшебников возбуждает полёт воображения и чувств у всех участников.

Эта музыка – средство для раскрепощения голоса и внутренних возможностей, которые каждый ребёнок носит в себе.

Гастон Тавель
По всем музыкальным направлениям “Музыкальные Каникулы Без Границ” организуют для во Франции и за границей артистические встречи во время школьных каникул. Дети и юноши принимали участие в создании “Баба Яга Волшебница” летом 1995 года.»

(перевод с французского)
Enregistrée le 15 octobre 1995 a l’Espace Lumière d’Épinay-sur-Seine, lors du second concert commémorant le 25e anniversaire de Magma, “Baba Yaga la Sorcière” est une adaptation surprenante du mythique “M. D. K.”, chantée par un imposant choeur de jeunes enfants, et interprétée par un ensemble instrumentâl compose d’adolescents épaules pour la circonstance par cinq musicîens chevronnés. L’effet de surprise passe, force est de constater, même si les incantations kobaïennes se sont effacées au profit d’expressions enfantines, que l’œuvre de Christian Vander a su garder toute sa force et toute sa magie. Le merite en revient a Gaston Tavel, responsable du projet et directeur de l’association Vacances musicales sans frontières, qui, parallèlement, prouve qu’il est possible, contrairement a ce que montre hélas trop sou​vent la culture enfantine ambiante, d’organiser avec les enfants des spectacles véritablement créatifs.

	MAGMA
	Kompila
	1997
	64:04
	label: Harmonia Mundi / 7th Rex xx    

e-Mail: seventh@club-internet.fr 

ремикс-попурри из лучших эпизодов с дисков Магмы, сделанное самим Christian VANDER 1 сентября – 31 декабря 1997

Depuis novembre 1996 et le retour sur scène de Magma, un pu​blic nombreux se presse aux différents concerts du groupe; souvent très jeune, il découvre émerveillé une musique qu'il ne soupçonnait même pas. Kompila vient donc à point pour les ai​der à partir à la découverte des splendeurs du répertoire kobaïen. Judicieusement enchaînés, les extraits choisis per​mettent une écoute aisée et démontrent la parfaite cohérence de l'œuvre musicale de Christian Vander.

	MAGI  RAZZO
	Bonbons For Bimbos
	1982
	
	EP    45rpm            punk

	MAHJUN
	Happy French Band
	1977
	34:50
	psychedelic progressive / jazz-rock, + kitsch --  ~ Синтез GONG и BONZO DOG BAND.

label: Spalax Music (Paris), 1998

1. SEC BEURRE CORNICHON   4'30 
2. L'UN DANS L'AUTRE   5'25 
3. CASSE-MOI C’ROCK   4'45 
4. L'ABEILLE GRATTE-CIEL   2'50

5. TANGO PANACHE   3'20

6. D'ABORD D'AILLEUR   5'25

7. GLANDOS   8'45

Jean-Louis Lefebvre : Musiques, violons, mandoline, vocal 

Jo Paganini : Basse, vocal 

Jean-Pierre Thirault : Saxophones, vocal   

Daniel Happel : Guitares, vocal 

Jean-Pierre Arnoux : Batterie, percussions 

Michel Lescoffy : Sonorisation

	MAIDS  OF  GRAVITY
	Strange Channel
	1995
	21:38
	label: Vernon Yard Recordings, a division of Virgin, USA.

Metal’лические ‘Beatles’. Забавный эксперимент.

	MALFORMED EARTHBORN
	Defiance of the Ugly by the Merely Repulsive
	1995
	57:45
	industrial/death

label: Release (USA)

MALFORMED EARTHBORN is: Danny, Shane, Scott

From deep below New York City - MALFORMED EARTHBORN – excrete 12 tracks of eclectic underground death industrial capable of confounding fans of Skinny Puppy and Sepultura.

Painful electronic Bliss!

	MALDOROR – см. Mike PATTON
	
	
	
	

	Stephen  MALLINDER
	Pow Wow Plus
	1982
	42:29
	Чудаковатый acid / experimental весёлый и прикольный, ритмичный и драйвовый, типа Yello, но более альтернативный и без вокала (с сэмплами).

label: Fetish Rec. / Mute Rec. (The Grey Area) 1992

Produced and recorded by Stephen Mallinder (with drum assistance by Fish).

1. Temperature Drop

2. The Devil In Me

3. 0-58

4. Pow-Wow

5. Three Piece Swing

6. Cool Down

7. 1-37

8. In Smoke

9. 1-59

10. Length of Time

11. Going Out

12. Del Sol

	Marilyn  MANSON
	Portrait Of An American Family
	1994
	61:05
	жёсткий агрессивный гитарный punk-rock-industrial. Хорошая современная студийная работа.

Marilyn MANSON – см. тж.: SPAWN (в секции ‘Metal’)

	Marilyn  MANSON
	Antichrist Superstar
	1996
	71:49
	Marilyn Manson [v, g, pan flute]; Twiggy Ramirez [el&ac g, b]; M. W. Gacy [k]; Ginger Fish [d]; + Zim Zum [live guitarist].

	Marilyn  MANSON
	Mechanical Animals
	1998
	62:36
	Marilyn Manson is: Marilyn Manson [v]; Twiggy Ramirez [all guitars and bass]; M. W. Gacy [k]; Ginger Fish [d]; John 5 [live guitarist for mechanical animals]; + Zim Zum [add. lead g].

Концертное шоу Мэрилина Мэнсона — одно из са​мых сильных на планете. От его энергетики заводятся даже те, кто не испытывает тяги к отвра​тительному. В арсенале у Мэнсо​на — мощный звук (а играет Мэнсон в основном чуть утяжелён​ный вариант глэм-рока 70-х, в стиле группы Т. Rex, например), сногсшибательный визуальный ряд. А повышенное обществен​ное внимание к Мэнсону, регу​лярные скандалы и пикеты, бес​конечные обложки журналов и позиция самого музыканта— что-то вроде «я один против все​го мира» — делают любой его кон​церт мероприятием, обязательным для посещения.

Мэрилин Мэнсон — главный специалист в мире по шокированию публики. Свой псевдоним (настоящее имя Брайен Уорнер, Brian Warner) он выбрал в честь двух американ​ских знаменитостей —сектанта и убийцы Чарльза Мэнсона (Char​les Manson) и знаменитой актри​сы Мэрилин Монро (Marylin Monroe). По такому же принци​пу названы и музыканты его группы —Дэйзи Берковиц (Daisy Berkowitz), Оливия Ньютон Банди (Olivia Newton Bundy) и Твигги Рамирез (Twiggy Ramirez). Группу Мэнсон создал в 1989 го​ду, до того поработав музыкаль​ным журналистом во Флориде. «Когда я был журналистом, то всегда оставался недовольным своими беседами с музыканта​ми. И в конце концов решил ока​заться по другую сторону барри​кад» — так он вспоминает о том времени. И добавляет: «Так что теперь само моё существование — это наказание для каждого журналиста в мире».

Своим главным кумиром Мэнсон с коллегами выбрали гуру американской индустриальной музыки Трента Резнора (Trent Reznor) из группы Nine Inch Nails. И вскоре обратили на себя его внимание— Резнор предложил контракт на выпуск пластинок на своей фирме и роль «разогре​ва» в туре своей группы. Вскоре вышла дебютная пластинка Мэнсона — «Portrait of an Ameri​can Family» и начались концер​ты. На них Мэнсон стал откалы​вать свои фирменные штучки, которые заставили всех о нём за​говорить. Например, в городе Солт-Лейк-Сити, где находится главная мормонская община в Штатах, он порвал на сцене копию священной для местных жи​телей Книги мормонов.

Его эксперименты с гримом постоянно приводят к созданию самых омерзительных образов. Если суммировать, то по жизни Мэнсон— покрытый неприят​ной слизью гермафродит с глаза​ми разного цвета, абсолютно бе​лым лицом, то одетый в женское платье, то почти голый, то в ка​ких-то лохмотьях. Его пластинки носят самые что ни на есть прово​кационные названия — «Anti​christ Superstar» к примеру. Иног​да запрещают их обложки. На последней, скажем, Мэнсон изоб​ражён распятым на кресте, и нашлись такие, кому этот ход по​казался неуместным. Ну а аресты за непристойное поведение на сцене, драки с другими музыкан​тами и несанкционированное разрушение сценического обору​дования — это уже рутина.

«Коммерсантъ»

	Michael MANTLER – см. в 'Jazz'
	
	
	
	

	MANUFACTURE
	Voice Of World Control
	1990
	41:37
	Электронный rave-industrial / new romantics

	Ray  MANZAREK                        
	Carmina Burana
	1983
	40:08
	Ray  MANZAREK (ex-DOORS) [k]; a.o.

composed by Carl Orff;   arr. by Ray Manzarek / Philip Glass (см.). 

Чем хорош этот проект? – Обычно  те, кто с ним ознакомился, спрашивают:  “А нет ли ещё чего-нибудь в этом же роде?” – См. тж. подобный продакшн Philip’а  Glass’а на тему средневековой европейской музыки: PILGRIMAGE.

	Christian  MARCLAY
	More Encores
	1988 
	33:07
	Christian  MARCLAY --  см. тж. с: Fred FRITH; David GARLAND; John ZORN; Takashi KAZAMAKI & Kalle LAAR; Zeena  PARKINS; TURNTABLE SOLOS; David  MOSS; Sato  MICHIHIRO;
label: No Man’s Land (vinyl) / ReR (CD).  Distributed in USA by Cuneiform; distributed in Japan by Locus Solus. 

Recorded at: Horvitz Studio by Wayne Horvitz; at Noise NY by Tom Cora. Produced, performed and mixed by Christian Marclay.

Johann Strauss

John Zorn

Martin Denny

Frederic Chopin

Fred Frith

Louis Armstrong

Arthur Ferrante & Louis Teicher

John Cage

Maria Callas

Jimi Hendrix

Jane Birkin & Serge Gainsbourg

Christian Marclay

Each piece is composed entirely of records by the artist after whom it is titled. John Cage is a recording of a collage made by cutting slices from several records and gluing them back into a single disc. In all other pieces the records were mixed and manipulated on multiple turntables and recorded analog with the use of overdubbing. A hand-crank gramophone was used in Louis Armstrong.

Заметка о концерте в Токио вместе с Otomo Yoshihide (см.):

Christian Marclay/ Otomo Yoshihide/ Keiji Haino

Japan: Tokyo Opera City
To coincide with the opening of its new art gallery, Tokyo Opera City killed two birds with one stone when they brought in sound artist and turntablist Christian Marclay. The gallery exhibition, Releasing Senses, got a Marclay installation of 13,500 CDs stuck to its floor, and he was also here to perform in a line-up which had all the makings of an avant supertrio. Somehow, it failed to live up to its promise.

Tokyo Opera City is one of those multi​purpose edifices to commerce and culture which Japan does so well: coolly minimal, beautifully bland. Deep within it, Marclay, Otomo Yoshihide and Keiji Haino literally turned the tables, offering a sound that was both free/postmodern and confined/retrospective. At times it was reminiscent of AMM or This Heat. The stage itself was a mess, a playground of turntables (Marclay's ancient versus Otomo's state of the art), percussion, shortwave radios, bits of metal, disembodied speakers, a guitar, cymbals, Haino's hurdy-gurdy: an array of old and new.

The show was divided into three parts: Marclay first paired up with Yoshihide, then with Haino, and finally all three played together. The heightened crackle of Marclay's anonymous slabs of vinyl, often played at a wobbling 16 rpm, provided an edgy foundation for Otomo's contrasting digital stabs of sound. With Haino things got more elemental. Occasionally he disappeared from sight, scrabbling around on the floor, scraping tiny speakers over a drumskin, then howling like a banshee before attacking some indescribable metal contraption with a violin bow. But things really took off when they came together as a trio. Again, you couldn't take your eyes off Haino. While the other two were trapped behind their decks, the man in black flailed around centre stage, strangling his hurdy-gurdy and letting the moment take him.

Taken as a whole, 'strangled' was the operative word. Vinyl throttled to a crackle, a CD reduced to half a second of signal; even Haino's vocals seemed choked. On the one hand this was welcome — an exercise in restraint, forgoing the temptation to slide into unsophisticated cacophony. And yet the concert could have done with a bit of entropy.

Although you could hardly say the evening's performance was minimal, it did conceivably reflect a current interest in paring music down to its most rudimentary elements, especially in Otomo's case (his sinewave fixated ISO trio with Sachiko M appears to be bent on draining the tonal colour out of music). Releasing senses? Perhaps not enough. 

--- DAVID ELLIOTT
Christian Marclay
Interview by Theresa Stern
Where hip-hop artists revolutionized what was possible as a disk jockey, Christian Marclay upped the ante with making the turntable into a legitimiate instrument itself. Since the late '70's, in performances, recordings, installations and exhibtions at clubs, concert halls, galleries and museums around the world, Marclay has taken the stereo components that we take for granted and made them into expressive tools. Creating a dizzying array of sound collages with dozens of records at a time, with no steady, reassuring beat to go along with it, he makes and remakes the sounds from all kinds of sources something much different from their original intention. If there's a way to scratch, break, bend, warp or reconstruct a record, Marclay knows how to do it. 

One important point here- it's not just the WAY that he uses records and turntables that is astonishing because his sound sculputures themsevles are provactive, funny, challenging and inventive. Don't take me word for this though- hear a sample from 

PSF: You started working with records/turntables as instruments in college. How did that start? 

CM: I was a student at the Massachusetts College of Art in Boston and I was interested in performance art and punk rock. I was interested in what artists like Vito Acconci or Joseph Beuys were doing with performance and I was also very interested in the energy of punk rock. For me there was an interesting relation between the two. Being in art school and wanting to make music was not an obvious choice but I felt a lot more energy coming out of the music world than from the art world. When I was visiting New York on the weekends, I tended to gravitate more towards what was happening in music clubs than towards what was happening in museums and galleries. 

I came to New York in '78 on an exchange program at Cooper Union, and when I went back to Boston I started performing as a duo with guitarist Kurt Henry. I didn't have an instrument so I sang and made these background tapes for the performances. We didn't have a drummer so that's why I started using skipping records and things like that, to produce these rhythm tracks that we'd perform along with. We also used film loops from cartoons and sex films as audio-visual rhythm tracks. It was as much performance art as it was music. In 1980 I organized a festival (Eventworks), to explore the relation and influence of rock music on the art world. I invited people like DNA, Rhys Chatham and Karole Armitage, Dan Graham, Johanna Went, Boyd Rice, Zev to Boston. I showed films by Eric Mitchell, Jack Smith, Vivienne Dick, and others.

PSF: How did you pick out which records would be used?

CM: They were just thrift store records --I never spent more than a dollar on a record. It was just junk, and I would stick things on them to make them loop. I even used an old wind-up gramophone that I found in the garbage. It was also at MassArt that I found these great turntables (Califone) that I've been using ever since. They used to be in every school's audio-visual department for instructional presentations.

PSF: Do you think of recontextualization with your work?

CM: Sometimes people will hear something, and they'll ask 'did you play this' when I actually didn't. It's interesting that audiences have this need to identify the source material. Once different unrelated records are combined, they sometimes have the power to trigger the memory of a tune. I don't consciously make music to trigger memory but it happens naturally. Music has such powers in triggering memory, collective memory and private memory. What I consciously try to do is to use the widest variety of music. These records often have different sets of references for different people, because most memories are personal and subjective. Whatever happens in their mind is something that I can't control, I can't control what they think about what I'm doing. It's like silent audience participation.

PSF: A lot of your work has involved the destruction of records. What was your idea behind that?

CM: I realized that when I listened to a record, there were all these unwanted sounds, clicks and pops, because of the deterioration of the record, the surface noise, scratches. Instead of rejecting these residual sounds, I've tried to use them, bringing them to the foreground to make people aware that they're listening to a recording and not live music. These sounds make people aware of the medium, of the vinyl, a cheap slab of plastic. It's something so important because it's the way that we relate to music most of the time, through recordings. We usually make abstractions of the medium. For me, it was important to have this awareness and underline it, to give it a voice. It has an expressive power in itself. When something goes wrong, like when the needle skips, something unpredictable happens, that wasn't the intention of the recording artist. In that incident, something new and exciting happens. For me, it has creative potential.

PSF: That makes me think of a quote I heard where someone at a concert said 'you know, this almost sounds as good as the CD.

CM: Because people hear music mostly through recordings, the recording becomes the reference, the template. Musicians try to reproduce their CD's on stage, the audience already knows the music through the recording and that's what they are expecting to hear.

What happens on the stage is not necessarily what I want to happen on the CD. That's why there's so few live recordings of my work. Your concentration and your attention are so different when you're listening to a recording at home, where you can play the same piece over and over and stop it at any time you want or be lying down in bed. It's a totally different experience. When I listen to live recordings of my performances, I become very critical, a recording is not a live concert, it requires a different listening, and it changes with multiple plays. When you're performing live, you're really responding to the moment. A section may feel good live, but as a recording it drags, it doesn't have the same intensity it did when you were present because you're missing the visual, the process.

In my work the process is very important, to be able to see it and hear it. I'm using these records and you can see how I manipulate them and abuse them. Everything, the pace that the records get changed, how long they stay on the turntables, what kind of shape they're in, the manipulations, etc. All these actions inform the listening. I use the recording studio very differently. When you're not on stage, you can go back and try again and edit. The studio is another instrument. I don't want the listener to forget it is a recording. That's why when I made Record Without A Cover I made sure that when you put it down on your turntable, you wouldn't forget that you're listening to a record.

PSF: Have you thought of working with CD's in similar ways that you've worked with records?

CM: The CD's are part of a different technology. They're not as simple and mechanical as records and turntables. I tried fooling around with CD players but only in the recording studio. You can get them to stay in a skip mode and gradually slide through a song. That offers possibilities. Whatever the machine can do, except play the piece from beginning to end, whatever you can do to make it sound different is potentially interesting. There are people out there experimenting like Yasunao Tone who's been doing things with skipping CD's for a long time. But you can't physically scratch a CD or cut it in half and expect the machine to still play it. And performing with a CD on-stage is not very exciting visually.

PSF: You've talked about shows you had in the '80's where you performed with hip-hop DJ's. How do you compare their work to yours?

CM: They were doing dance music - that's the major difference. I've never tried to do dance music. The similarity is that we used records as instruments to create new music out of old music. The great thing about hip-hop is that it really made DJ'ing more of an accepted craft. MTV also helped in giving the scratched sound a gesture, showing the hand of the DJ back spinning, it became such a cool gesture and now everybody wants to scratch. I see kids now air-scratching while walking around with their walkman. That sound and the way it was used in hip-hop, scratching a beat and hearing the record go back and forth has become so natural in the pop music landscape. Now it's a staple sample on most keyboards. It's a normal sound now, but it was a revolutionary sound in the 80's --it really made the use of found sounds acceptable in pop music. Since the invention of records, experimental musicians have explored the field, such as Musique Concrete in the 50's. Before the tape recorder, everything was recorded on disc so people thought of ways to use these recordings to make music. It's so obvious. You have a recording and you play it at a slower speed and you get something new. So why not just use it?

As you were mentioning in the '80's, there were no collaborations --I was just a young marginal artist doing my thing. I had no power. I tried to get in touch with those DJ's but it was very hard. They wanted to make hit records. I just wanted to make challenging music and have fun. I was interested in things that had no commercial value at the time, so why try to convince people that listening to a lot of noise can be fun?

PSF: You've said 'thrift stores are a better place to find music than a record shop.' What did you mean there?

CM: It was part of a financial situation. I could only afford records in thrift stores. Then you could find wonderful things, but now everything is a collectible. I like the recycling idea --using the stuff that people don't want anymore, and make new music out of it. There was an element of looking back and listening to your parents' records and doing something with that stuff. Sort of acknowledging the past while rejecting it at the same time.

PSF: You've done some museum/gallery installations. You were talking about the differences between a studio recording and live shows so what about installations? How do you see that medium?

CM: Unfortunately, one of the big differences is the audience. I've always tried to break down these divisions. Some people just listen to music others just look at art, some do both but they don't do it in the same place. It's sad that a lot of people can't be open-minded enough to be curious about something they don't understand. Making exhibitions that focus on sound in a visual art context is interesting to me. Having an interest in both worlds it was natural for me to bring them together. Everybody experiences music one way or another, music is usually more democratic than art, so I feel I can touch more people with it, even if I make a piece that doesn't make any sound, but deal with notions of perception of sound. We take a lot of our sound experiences for granted. We don't question sounds as much as images.

PSF: With turntable musicians and DJ's, do you think that the style has evolved enough to produce a musical equivalent of a Jimi Hendrix or a John Coltrane?

CM: If the turntable is a legitimate musical instrument, then some people are going to push the boundaries and see how far you can go with this instrument. I don't think I've seen a Jimi Hendrix of the turntable. But there's so much more going on now. When I started using records, hip-hop was just being born, and now everybody wants to be a DJ. Still, most DJ's do very commercial work. But a lot of them are really pushing the envelope and stretching the notion of the DJ and with interesting results.

PSF: Anyone in mind when you say that?

CM: Otomo Yoshihide is someone I'm working with right now on a collaboration for Asphodel. He's an interesting DJ and really knows how to improvise with the records. He has great energy. Then there is the New York illbient scene with DJs like Olive, The Audio Janitor, and Toshio Kajiwara. They're always telling me about other kids doing interesting things and I'm just discovering new things through them. I've collaborated with Toshio and Olive in group improvisations. The other project I'm releasing with Asphodel is a compilation of live recordings that I've done over the last year with some of these younger DJ's. These are live performances. It's not a solo project -- when you think DJs, you think of them as solo artists with big egos. But if the turntable is really an instrument then why not have a band and play the instrument in combination with others. To react to sounds that don't come out of your own records, that's the ultimate challenge for a DJ. I've been trying for many years now to push this notion of the DJ as a band member, and I have been interested in groups of DJ's improvising together like a jazz band. So this record will be really featuring the instrument as a collaborative tool. It's hard to tell who's doing what when you're listening to these recordings. There's certain stylistics particular to each DJ, but when you hear a skipping loop, you think 'who's doing it' but who cares really? The result is a real collaborative effort and you have to listen to all these sounds democratically.

PSF: What do you think of other people who are other deconstructionists, like Negativland and John Oswald?

CM: They both do great work. I remember touring in 1980 in San Francisco when I found out about Negativland. They had just released their first LP with hand made covers, each cover was a different collage. What amazes me is how this kind of home-grown stuff, which was so marginal, so anarchic at the time, has been able to create such a following. It's interesting that you mentioned these two names because they both managed to get sued. It's probably why they've gotten famous. So its seems that to be famous you either have to make pop music or get sued by pop music. It's great work because it doesn't fit into any clean little box and it's very political. They are critical of the music industry but they're also totally dependent on these machines that the industry puts out like samplers and tape recorders. There's a contradiction between what's out there --available machines to record and remix-- and the legal system. I don't have a clear answer to the copyright issue but there's this huge contradiction between what artists are doing and what the law wants to set up. Sony corporation makes the machines but they'll sue you for using them. John Oswald and Negativland's work is essential. They're true artists in the sense that they've really created something original and very potent and in touch with what's out there. They're not just entertainers, they make us think.

PSF: What did you think of this interest in DJ's happening with techno now?

CM: When I heard of these new DJ's, I just felt like 'what's going on, I thought vinyl was dead?'. What's so hip and sexy about scratching record? I always thought it was a little nerdy. It didn't seem like this whole illbient and techno crowd could generate so much interest. But there's something about scratching a record that has become so glamorized, so photogenic that it's a cool thing to do. Maybe 'cool' is really the word because it's so detached and so distant in relation to live music, have you ever seen a DJ sweat? I was the first one shocked to see all these kids doing it. But the wonderful thing is that suddenly I have colleagues to play with and a new audience.

PSF: What kind of advice would you give to someone thinking of using a turntable as an instrument?

CM: Try something else! (laughs)

>ostertag 'burns…'

	MARDI GRAS.BB
	Supersmell
	2000
	45:25 +
	label: Universal Jazz (Germany)

This CD-Extra contains an interactive partition running on your PC or Mac.

www.mardigrasbb.com
www.jazzecho.de
All songs composed and arranged by Jochen Wenz

MARDI GRAS BRASS BAND – это весёлое хулиганство с использованием ретро-мелодий. Идут в ход и кантри и блюз, а первая вещь на диске и вовсе by The Residents. Состав музыкантов – примущественно немцы. Большая секция духовых. Прикольный вокал (Doktor Wenz). Формально можно отнести к неосвингу, но по сути, всё-таки, -- альтернатива.

	MARDI GRAS.BB
	Zen Rodeo
	
	44:37
	rec. in Frankfurt

	MARDI GRAS.BB
	Heat
	2002
	42:53
	

	MARDI GRAS.BB
	Alligator Soup
	
	53:44
	1. Down Down Down

2. Jungle Telegraph

3. Poo!

4. Munster's Theme

5. Let that River Flow

6. Herb Cooky

7. Bittersweat

8. Funkin' Up Your MardiGras

9. Apache

10. One Before Munster's Theme

11. Gues What!

12. Bye Bye Babylon

13. Da Big Warm Up Y'all

14. Prescription Blues

15. Blue Gospel

16. More Funkin'

17. More

18. More Cookies

	MARIMBA PLUS
	Marimba Plus
	2000
	56:50
	easy litening – акустические инструментальные композиции в духе весёлого ретро/минимализма Comelade, Bad Examples, Klimperei, Toupidek Limonade, Pascals и иже с ними (см.).

www.marimbaplus.ru 

1. The Plate

2. The Jungle

3. Loneliness

4. Club Performance

5. Rhapsody

6. A Girl

7. Assirian Arabesque
8. Meditation
Ввиду кристальной ясности и чистоты предложенного мате​риала есть возможность для начала поставить точки над "i", a затем уже заняться раздачей сестрам серег. Marimba Plus - это камерный симфоджаз. Иногда больше джаз, чаще больше симфо.
О главном. Маримба - это не боевой клич команчей и не ядо​витая змея из Северной Гвинеи. Это даже не название люби​мого блюда барабанщика. Это всего лишь разновидность аф​риканского ксилофона. На маримбе играет Лев Слепнер, ли​дер группы и автор всех композиций, включенных в альбом. Его инструмент выступает в роли серого кардинала, присут​ствуя во всех движениях, просвечиваясь во всех поворотах музыкальной мысли, но все​гда только как база музыки, как основа жиз​ни. Она кажется не    обязатель​ной, но без нее воздух коллек​тивного ренес​санса, царящий на альбоме, нисходит до болотной сы​рости нетороп​ливых дуэтов. Кроме марим​бы и перкуссии, создающих чуть суетливую подкладку, присутствуют флейта, кларнет, виолончель и контрабас. Квадратный идеал квартета позволяет совместить в одной композиции и камерную песню контрабаса, и тревожную перекличку флейты с виолончелью. Прозрачная импровизационность кларнета плавно перехо​дит то в тревожную симфоничность мини-оркестра играюще​го мини-тутти, то в светлый романс, как выражение лиричес​кого одиночества. Наивная иллюстративность вступлений пе​рерастает в резкий напористый звук комбо, который звучит как разгоняющийся поезд, или лесной пожар, а потом превра​щается в имитацию средневекового танца. И все эти движения абсолютно гармоничны, благодаря странному и удивительно​му подбору инструментов. Так меняются лица женщин, когда они меняют прическу. Так меняются любимые блюда, приго​товленные новыми знакомыми.

-- "man's Music"

	MARIMBA PLUS
	Charmed World
	2004
	52:35
	

	Gatto MARTE
	Danae
	1997
	48:52
	avant-garde

label: author's edition, disc GM 1 (Italy)

Nino Cotone [vln, viola]; Giuseppe Brancaccio [bassoon]; Maximilian Brooks [p, k, v]; Pietro Lusvardi [contrabass]; Jaime Castaneda [d]; guest musicians: Irina Solinas [cello]; Maryam Soumare-Dahan [v].


8. Ramblin' Man

	  Mike Ill: guitar, vocals

  Scotty Hard: turntables

9. Giliad

  Dean Bowman: vocals

  Scotty Hard: turntables

10. Bougarabou

   dj Olive: turntables

   Billy Martin: drums, percussion

11. Eclipse

   dj Olive: turntables

   Marty Ehrlich: flute, tenor sax

   Matt Moran: vibes

   Billy Martin: percussion, whistles, duck calls

	Billy MARTIN (aka illy B)
	Illy B Eats
	2004
	53:28
	label: Amulet Records

1. announcement

dj olive: turntables

ikue mori: laptop

2. red road

dj olive: turntables

chris wood: el bass

3. illy & olive

billy martin: drums, percussion

dj olive: turntables

4. ikue, olive & illy

ikue mori: laptop

dj olive: turntables

billy martin: ashtray, cuica, whistles, duck calls

5. sleeptalking

dj olive: turntables

john medeski: korg, organ, yamaha synthesizer

billy martin: whistles, pandeiro, cuica

6. marty

marty ehrlich: tenor sax

matt moran: vibes

billy martin: drums

dj olive: turntables

7. ikue & olive

ikue mori: laptop

dj olive: turntables

8. ramblin' man

mike ill: guitar, vocals

scotty hard: turntables

9. giliad

dean bowman: vocals

scotty hard: turntables

10. bougarabou

dj olive: turntables

billy martin: drums, percussion

11. eclipse

dj olive: turntables

marty ehrlich: flute, tenor sax

matt moran: vibes

billy martin: percussion, whistles, duck calls

	Vladimir MARTYNOV
	Night In Galicia
	2001
	70:15
	Vladimir MARTYNOV - см. тж. в исполнении PEKARSKY - PERCUSSION - ENSEMBLE

label: Long Arms Records

e-mail: longarms@avantart.com  http://www.longarms.net 

Composed by Vladimir MARTYNOV (1946)

Lyrics by Velemir KHLEBNIKOV (1885-1922)

Performed by OPUS POSTH Ensemble (Ensemble Director and solo violin: Tatiana Grindenko)

and Dmitry POKROVSKY Folk Ensemble

Conducted and produced by Tatiana Grindenko

1. A-A-A O-O-O Eh-Eh-Eh EE-EE-EE OO-OO-OO …14:41

2. The meadow's lowing now is sinking…............7:00

2.1. The meadow's lowing now is sinking…..4:03

2.2. Refrain (instrumental)…2:57

3. Your lips are the black grouse's brow ….........6:22

3.1. Your lips are the black grouse’s brow …3:23

3.2. Refrain (instrumental)…2:59

4. Wind, is that you? …....................................3:50

5. In the gorge where the dog rose blooms …......4:15

6. As the future's my witness …........................8:02

6.1. Refrain (instrumental)… 1:50

6.2. As the future's my witness… 1:13

6.3. Refrain (instrumental)… 1:53

6.4. So – with windswept tresses…0:55

6.5. Ah, Vila, Vila… 2:11

7. Ever these shades draw me in …..................2:40

8. And there, in that other shade, you scatter the thronging clouds of flies …......1:55

9. Like a black wind  ….................................2:16

10. From an old rowboat’s transom …...............8:01

11. Wind, you hear, this deed is frightful!….........2:55

12. La! La! La! ….............................................1:03

13. Shepherds, hurry to your fields …...............6:50

«Ночь в Галиции» написана Владимиром Мар​тыновым на стихи Хлебникова и тексты русских народных русалочьих песен. Сам композитор называет своё произведение «оживающей ру​салкой музыки».

Концепция «Ночи в Галиции» раскрывается в ан​титезах-противопоставлениях. Противопостав​ление исполняющих одну но​ту мужчин и женщин — народного хора и камерного ансамбля, в абстрактной плоскости — противопоставление Востока и Запада, право​го и левого, Инь и Янь, человека и природы... Эти сопоставления-контрасты приводят к полной перестройке музыки и музыкального действа (в процессе исполнения певцы, и в самом деле, несколько раз переходят с одного места на дру​гое), намёком на возможную будущую гармонию (как в общем, так и в музыкальном смысле)... Бесспорно — этот, официально выпущен​ный в России западный компакт-диск, безуслов​но, станет событием года.

--- Play
"Ночь в Галиции" написана в 1996 го​ду специально для Opus Posth и Ан​самбля Дмитрия Покровского. Тек​сты Велимира Хлебникова ("Ночь в Галиции" и "Лесная тоска"). Вот что пишет в буклете Владимир Марты​нов: "К концу средневековья музыка стала изменять своим соседям по квадривиуму — арифметике, астрономии и геометрии. Музыка сблизилась с грамматикой, риторикой и диалекти​кой — дисциплинами, образующими тривиум, за что и понесла суровое на​казание, попав в сети литературы. На протяжении всего нового времени, по​добно хлебниковской русалке, музыка изнемогала и билась в этих коварных сетях".
Все сочинения Мартынова, напи​санные с середины 70-х, когда он при​шел религиозному служению, поне​воле воспринимаются сквозь призму его идеи "о конце времени композито​ров". Так называется его книга, после которой, как говорит сам Владимир Иванович, многие коллеги перестали с ним здороваться.
Каждый раздел "Ночи..." начинает​ся стандартно — как бы сначала, почти с нуля: разогревается всё более ча​стым дыханием фраз и мотивов (так сказать, с равномерным ускорением), и, наконец, обрывается стандартно— на ритмическом полуслове, на неустойчивой гармонии.
Высокая степень типизации мышле​ния, конструктивная монотония дают ощущение "одной и той же музыки", которую крутят перед тобой в разных вариантах. И это, разумеется, не про​счёты автора — Мартынов слишком техничный композитор. Это просто-напросто признаки канонического творчества. В первом приближении можно сказать, что Гайдн тоже писал свои последние 12 симфоний — "Лон​донских"— по единой схеме. Правда, уже во втором приближении оказыва​ется, что для него она была не схемой, а устойчивым алгоритмом творения (можно, кстати, с большой буквы). Причём более устойчивым, чем те дан​ные, которые обрабатывались соглас​но этому алгоритму. Третье приближе​ние (впрочем, тоже очень грубое) убеждает в том, что важнейшие собы​тия у Гайдна происходят именно тогда, когда алгоритм даёт сбои. А поскольку алгоритм (дыхание формы) "первее" данных (музыкального материала), получается, что сами сбои в системе (или нарушения симметрии, или оста​ток) — это и есть средоточие метода. Я бы назвал его "улыбкой творца" (опять же можно с большой буквы, впрочем, как кому нравится).
Приблизительно такова Гайднова метафизика: она может служить при​мером естественно сложившегося ка​нонического сознания. Метафизика Мартынова гораздо более осознанная. Поэтому она производит впечатление несколько искусственной (или, мягче, более искусственной) — впечатление, которое усиливается отсутствием того самого остатка. "Ночь в Галиции" на​цело делится на метод. Метод не даёт сбоев. Творец не улыбнётся.
И это тоже понятно. Слепой монах Хорхе из романа Умберто Эко "Имя розы" истово отрицает, что Христос когда-либо улыбался. Мартынов — религиозный художник: возможно, для него нет ничего выше... ну, ска​жем, метода, системы, алгоритма. Го​воря музыкально, слово выше музыки (конечно, при условии, что это сло​во — не литература, а то можно "поне​сти суровое наказание, попав в се​ти .."— см. выше).

Вот именно — Хлебников дтя Мар​тынова не литература. Вернее, композитор берёт богатейший текст Хлебникова не в качестве поэтиче​ской основы, а в качестве идейной точки опоры. Он истолкован как со​всем иной род словесного творчества, превращён в обширную аллегорию. Это символизм, наступательный, как гортанное архаическое пение Ансамбля Покровского: ночь в Галиции, по сло​вам Мартынова, и есть вся эпоха ав​торской музыки.
Древний крестьянский календар​ный фольклор, пляски вокруг "кресла белого песчаника", половые антифоны девушек и юношей, долго поющих раздельно (чисто музыкально, впрочем, вполне целомудренные) — все это, очевидно, обозначает произвол композиторов, бунт этих гордых не​смиренных индивидов. Конец же, где рассеивается дохристианский морок (автор говорит о нём как о "естествен​ном течении могучего музыкального истока"), сладок и изящен. Это мора​лите, подобие нежного гимна новых времён. Забыты языческие заклина​ния. "Поспешите, пастушата,—/Ни видений, ни ведуний". Наступает эра новой красоты. Идеал этой красоты — некий бесп(и)лотный барочно-классицистский микст наиболее общих формул. К тому времени Владимир Мартынов его уже создал. Было это в Magnificat.
"Ночь в Галиции" впечатляет силой и тонкостью музыкальных мыслей (это именно композиторское искусст​во!) — и откровенной идейностью, служебностью музыки вообще на уров​не разделов форм и их сопряжений. Музыкальная мысль Мартынова бьёт​ся, как русалка, в тенётах его идей. Не знаю, запланирован ли этот эффект биения самим композитором, но дей​ствует он весьма успешно. Например, поражает соседство, а затем и одно​временное звучание псевдокалендарно-фольклорных нарочито примитив​ных хоровых заклинаний и тончай​ших канонов у струнных.
Исполнение не оставляет желать лучшего. Похоже, что люди, участву​ющие в пении и игре, действительно открывают себя "для естественного течения могучего музыкального исто​ка". Конечно, никакого "отсутствия ав​тора", никакого "конца композитора" нет в этой полно​кровной музыкальной ткани, несмотря на то что составле​на она лишь из музыкальных догма​тов, придуманных автором для собст​венного пользования. Мартынов именно композитор, а отрицание ком​позиторского творчества — ну... может, фишка у него такая. Мы же зна​ем, что такое стиль: это человек.

---- АудиоМагазин 

55-летний композитор, музыковед, специалист по истории богослужеб​ного пения в России и культуролог Владимир Мартынов - определен​но в моде. Его концерт​ные сочинения инсце​нируют Анатолий Васи​льев и Юрий Любимов. За последние полтора года в России вышли три его авторских компакт-диска.

Мартынов - теоретик и практик - счита​ет, что время композиторов кончилось. А на​шим современникам остается только сми​ренно склоняться перед гениями прошлого. Собственно, все творчество самого Мартыно​ва примерно с середины 80-х - это герменевтика: истолкование одного текста при помо​щи другого. Пожалуй, мало кто так остро ощущает не только связь времён, но и един​ство «всей музыки мира» - от классики и эле​ктрифицированного рока до обрядового фольклора и знаменного распева. По мне​нию Мартынова, все тексты уже написаны, остается их только творчески толковать. В сущности, концертное исполнение для Мар​тынова - почти то же, что и массовое тиражирование, то есть не цель, а неизбежное зло. Не случайно его единомышленник и пер​вый исполнитель многих его сочинений пиа​нист Антон Батагов лет пять назад окончательно отказался от концертной практики. Теперь Владимир Мартынов (между прочим, окончивший консерваторию и по классу фортепьяно) играет свои «Танцы Кали-Юги (эзотерические)» сам. Но зато вместе с ним его постоянные исполнители: ансамбль древ​нерусской музыки «Сирин», Ансамбль удар​ных инструментов Марка Пекарского и Opus Posth Татьяны Гринденко. В рамках фестива​ля впервые будет исполнена музыка к спек​таклю «Илиада» Школы драматического ис​кусства Анатолия Васильева. А сам компози​тор Мартынов предстаёт ещё и в амплуа ху​дожника-концептуалиста.
--- Еженедельный Журнал

	Vladimir MARTYNOV
	Hymni
	2000
	63:08
	label: Long Arms   www.avantart.com/longarms 

Performed by Vladimir Martynov Opus Posth, directed (and violin) by Tatiana Grindenko + Mark Tucker [tenor];  David James [countertenor].

1. Canticum Fratris Solis Vel Laudes Creaturarum – The Canticle of Brother Sun (San Francesco di Assisi) 33:57

Magnificat Quinti Toni 29:03

2. Magnificat

3. Quia Respexit

4. Misericordia

5. Deposuit

6. Suscepit

7. Gloria

#1 – rec. in Loccum (Germany): #2 – 7 – rec. in Lochenhaus (Austria).

Тут не обойтись без упоминания труда Владимира Мар​тынова "Культура, иконосфера и богослужебное пение Московской Руси". С одной стороны, книга принадлежит православному человеку. С другой — очевидно, что автор — практикующий музыкант. За самыми абстрактными поло​жениями стоит живой слуховой опыт. Автор поправил бы: духовный опыт. Рассматривая звук как прелесть (в церков​ном смысле), Мартынов всю историю западно-европейской музыки объясняет и прослеживает как отпадение от бого​служебного пения. По Мартынову, оно достигло своих выс​ших форм одновременно с появлением понятия об авторе музыки. Далее возникла система "богослужебное пение — музыка": баланс внутри неё смещался в сторону музыки, так что даже и ранняя авторская музыка для церкви уже не досягала духовных высот богослужебного пения. Рассмат​ривается путь Западной и Восточной церквей — с выводом, что Западная всё более секуляризовалась, дрейфуя в сторо​ну искусства: а наследие не разделённого ещё христианства перешло от Византии к Московской Руси.

Это наследие — оазис Красоты посреди красивого — на​до пытаться реставрировать не научно, но в себе. Марты​нов, например, уверенно заявляет, что невозможна ника​кая реконструкция древнерусских песнопений, если ис​следователь занимается музыкой, а не творит молитву. Очень живо описана молитвенная практика и её связь со строением богослужебного пения как целостной системы.

Исключительной по смелости и плодотворности пред​ставляется мысль о том, что гигантский масштаб европей​ской профессиональной музыки и её резкое отличие от всех традиционных культур суть не что иное, как результат распада системы богослужебного пения: эта последняя заключала в себе колоссальную энергию, которой хватало на образование всё новых стилей и форм. Хватило, говорит Мартынов, до сегодня. На завтра уже не хватит, а потому музыкантам надо действовать уже не в музыке (так как она только следствие), а в области духа. Мартынов помещает музыку — как профессию и состоя​ние сознания — в го​раздо более широкую духовную перспекти​ву. Книга написана старомодным несует​ным языком со множе​ством повторов. Мартынов будто вслушива​ется в звучание своих концепций — так же, как в своих сочинениях слов​но бы мыслит ими, минуя звуки. Книга и музыка для Мартынова — две стороны одного и того же. И то, и другое суть средства.

Риск — основа всякого не​лицемерного искусства. Мартынов рискует тем, что пишет в расчёте на адекватного слушателя, которого, может быть, и не существует. В этом смысле благостно-пустынные юбиляции смыкаются с крайними проявлениями «новой сложности».

"Песнь брата Солнце" на текст Франциска Ассизского представляет монаха в пустыне, поющего хвалы Господу — поначалу скромные, а потом всё более экстатические. Арха​ические приплясывания струнных напоминают о Давиде, пляшущем перед Ковчегом Завета. Opus Posth звучит с могучим ветхозаветным драйвом, ничуть не уступающим "Кронос-квартету". Это, пожалуй, самое поразительное на диске: аутентизм ансамбля, который реально можно услы​шать, простирается от архаизма не то арабской, не то ви​зантийской монодии до изысканной слабости струнных XVIII века. Таким стилевым диапазоном не может сегодня похвастаться ни один из российских коллективов.

Если "Песнь..." изображает состояние сознания, которое досягает Красоту, ещё не имея за душой никакого художе​ства, то Магнификат пятого тона — собрание музыкаль​ных красот последних трёх веков. Их тут можно музыко​ведчески вычислять. Можно услышать и некоего неопре​деленного Моцарта, и что-то вроде русской музыки до Глинки (скажем, Алябьев), и отзвук гайдновских кварте​тов. Имеется также отдалённое подобие юбиляций, похо​жих и на орнаментику византийского пения, и на баховские аллилуйи. Но в то же время принцип соединения текста и музыки весьма далёк от классицистского. Все об​разы Магнификата положены на "одну и ту же" музыку, прекрасную и почти неизменную в каждой из семи частей. Этот конфликт скрыт за мелодико-гармоническим фаса​дом. Часть за частью нежный голос контратенора выводит абсолютные формулы благоговения, "не принадлежащие никому". Но в том и дело, что Мартынов не просто соби​рает их в одном месте, но через прямое столкновение не​совместимых стилевых черт выявляет их сверхзвуковую, метамузыкальную общность.

(Примерно такие формулы, квазибарочные, квазиклас​сические, Шнитке заклеймил в своей музыке как символ зла, дьявольского соблазна и прелести. Особенно отчётли​во говорит об этом музыка Альтового концерта — в нём кадансы-реверансы, приятные во всех отношениях, разру​шают форму и ведут к финальной катастрофе. Это взгляд модерниста через левое плечо: там прошлое, культура, всем доступная тоника-доминанта и вообще поле деятель​ности разных нехороших сил. Красивого следует опасаться, потому что в него рядится бес. Обманке-красоте, по Шнитке, надо противопоставить неложный пафос и лич​ное, монологическое музыкальное мужество.)

Сказал же Гюго, что гений есть тот, на кого похожи все, но кто ни на кого не похож. Мартынова можно назвать ге​нием навыворот. Он, напротив, похож на всех — но никто не осмелится быть похожим на него. Потому что метод Мартынова основан на отказе от индивидуального стиля. Ведь именно индивидуальный стиль в музыке, по Марты​нову, является выразителем, проводником, следствием красивого. А от него, как уже было сказано, надо отказать​ся ради вне-стилевой над-индивидуальной Красоты. Есть понятие опевания: это когда мелодия вращается вокруг одного звука. Два сочинения Мартынова исторически опевают европейскую музыку. А поскольку оба — о Красо​те, то послание диска читается так: Красота пребывала до музыки и пребудет после музыки.

Итак, в сочинениях, записанных на диске (равно как и в других работах последних лет), композитор доискивается не красоты музыкального стиля, а Красоты как таковой— что поддержано ангельским пением солистов и ангель​ской игрой. Сверхзадача автора есть чистая утопия. Тем она и хороша: уверенность в невозможном даёт этим зву​кам редкое духовное натяжение, делает их реальными знаками неслышимого. 

--- АудиоМагазин
Зимой 1974 года газеты всего мира готовились к катастро​фе: в опасной близости от Земли должна была пролететь комета с большим хвостом, в огне которого могло бы всё для нас и закончиться. Но при прохождении Юпитера комета, на​званная именем исследователя Когоутека, по непонятным причинам изменила траекторию и перестала быть опасной. Ни американские специалисты в НАСА, ни совет​ские в ЦУПе не подозревали о том, чтп всего за несколько дней до изменения траектории на секции камерной музыки в Москов​ском союзе композиторов была ис​полнена вещь для двух фортепиа​но в восемь рук, которая называ​лась «Охранная от кометы Когоутека». Она была выдержана в жан​ре ритуала шаманского заклина​ния. По завершении мероприятия партитуру за ненадобностью уничтожили. Автором ритуала был ком​позитор Владимир Мартынов. За годы, последовавшие после спасения человечества, Марты​нов организовывал рок-группы, писал электронную музыку, ездил по русским деревням в поисках настоящей русской музыки и по Памиру в поисках настоящей буд​дистской, изучал богослужебное пение, а также написал несколько книг, в одной из которых объявил о том, что время композиторов за​кончилось. Таким образом, всё мартыновское творчество – это своего рода жизнь после смерти. «Ну что, в самом деле, за новости такие! И Ницше, и Шпенглер, и Фуко - только ленивый об этом не говорил, - рассуждая о кризисе мироздания, Мартынов напоми​нает мужичка на завалинке, сни​сходительно пересказывающего старые сплетни. - Это событие -исчезновение человека - сверши​лось где-то в 80-90-е годы. Просто многие пока что ещё не замечают. Моё призвание – прояснить ситуацию, свидетельствовать смерть». «Меня как-то назвали весёлым мародером». Первый авторский фестиваль Мартынова, проходящий в центре «Дом», называется «Танцы Кали-Юги». На первом этаже «Дома» бу​дет четыре концерта: Марк Пекар​ский, ансамбль «Сирин» и Татья​на Гринденко с ансамблем Opus Posth. Все эти люди давно и хоро​шо исполняют музыку Мартынова, а тот в свою очередь отвечает им непрерывной взаимностью. Со вторым этажом сложнее. Там ком​позитор выступит в роли художни​ка. Свою инсталляцию он считает гораздо важнее собственно фести​валя. В ней всё опять про смерть: Вагнер, Малер, «Смерть в Венеции», Лени Рифеншталь, закат человечества и Кали-Юга. Согласно древнеиндийской мифологии, Ка​ли-Юга - последний из четырёх периодов истории. И мы в нём, по мнению Мартынова, как раз сей​час и находимся. «Причём, - до​бавляет композитор, - уже в по​следней его стадии». Говоря о кон​це света, Мартынов всегда так раззадоривается, что приятно посмотреть: «И что бы мы ни делали – занимаемся ли мы бизнесом, искусством или сексом,  - мы всё равно лишь танцуем танец Кали-Юги. И лучше это делать осознанно. И луч​ше эту бессмыслицу поскорее окончить. В любом конце есть что-то радостное». Непонятно только, чего он комету-то останавливал.

--- Еженедельный Журнал

	Miya MASAOKA
	MASAOKA ORCHESTRA:

"What Is The Difference Between Stripping And Playing The Violin?"
	1998
	49:54
	avantgarde

label: Victo (France) www.cdcbf.qc.ca/cdcbf/DisquesVicto 

1. 24,000 Years Is Forever

rec. live 1995 in San Francisco

2. What Is The Difference Between Stripping And Playing The Violin?

rec. live 1997 in San Francisco

	MASSACRE 
	Killing Time
	1993 
	52:47
	avant rock - Очень авангардный рок.

label:  ReR

Rec. 1980 / 81

Fred Frith [g, v, k];  Bill Laswell [b, pocket tp];  Fred Maher [d, perc]. Эти же музыканты записали часть композиций на диске Fred Frith «Speechless». 

FRED FRITH: «In October of 1978, Giorgio Gomelsky called me from New York and invited me to come and witness the latest of his many phoenix imitations – the infamous «Zu Manifestival», a day-and-night-long extravaganza that took place in the old Entermedia Theatre on 2nd Avenue. Henry Cow had broken up two months earlier, and after ten increasingly claustrophobic years of group life I wasn't even sure who I was any more, let alone what I was going to do next. I was ready for anything.

On my arrival in New York I went straight from the airport to Giorgio's «Zu Place». In the basement a band was rehearsing the Art Bears' song «Moeris Dancing» with a monstrous 4/4 dance beat. I was hooked! The rhythm section consisted of Fred Maher, then 16 years old, and Bill Laswell who said little and missed nothing.

Later, the «Zu Band» became «Material». In the meantime I moved to New York permanently and asked Bill and Fred to join me in «Massacre». The group lasted less then eighteen months and didn’t play more than about twenty gigs. This, our only record, was originally released by Recommended Japan and Celluloid in 1981.»

	MASSACRE
	Funny Valentine
	1998
	60:24
	label: Tzadik 

Fred Frith [g];  Bill Laswell [b];  Charles Hayward [d]. Recorded in 1998 by Robert Musso. Produced by Massacre & John Zorn.

The first new recording by Fred Frith’s legendary power trio Massacre in over 18 years!

Funny Valentine is a meeting of three contemporary masters: Fred Frith, Bill Laswell and Charles Hayward. From Material, Arcana and Praxis, Henry Cow, Skeleton Crew, Keep The Dog and This Heat these three have been involved in some of the greatest underground bands of the past two decades.

An important document of improvisational rock at its best.

	MASSACRE
	Meltdown
	2001
	67:39
	label: Tzadik (Key Series)

Fred Frith [el g];  Bill Laswell [el b];  Charles Hayward [d, v, melodica].

A blistering live performance by one of the greatest instrumental rock trios ever.

Fred Frith, Bill Laswell and Charles Hayward have each been responsible for some of the greatest concerts in new music in the last twenty years, and collectively they take rock improvisation to ecstatic new heights.

Beautifully recorded by longtime Laswell associate Oz Fritz at Robert Wyatt's Meltdown Festival in London, 2001, Meltdown is one of the most exciting recordings by this dynamic supergroup.

1.

a) Up for It

b) Song for Che (C.Haden)

c) Closing Circles and Loose End

2. Hover

3. For Food and Scatter

4. Figure Out

5. The Empire Strikes Back

6. Over

	MASSIVE  ATTACK – см. в секции ‘Acid’
	
	
	
	

	MATERIA PRIMA
	Le Silence des Cygnes
	1997
	62:32
	avant/naive

Musique originale composee par Marco Marini sauf 4,5 et 13 par Veronique Deltruc-Mougin.

Direction d'orchestre, cor d'harmonie: Genvrin Etienne.

Didion Jean / Martin David / Fleurence Bruno: accordeon

Gasmi Sonia / Gontran Carine / Pietka Anne: violon

Deltruc-Mougin Veronique: claviers

Perrin Herve / Perrin Camille: contrebasse

Marini Marco: perc., batterie, metaux, carillons, samples

Herold Peter / Didier Manuel: didjeridoo

Collignon Mireille: violoncelle

Deltruc Michel: perc, bruitages, delires

Selmi Farid: guitares

Hulin Jerome: balafon, eau, appeaux

Pierrini Sylvain: doudoun, appeaux

Guillemet Nicolas: saxophone, ocarina, flute balinaise, sample

Charbonnier Jean Francois: tuba

Didier Manuel: basse, voix

Altweis Christophe: guitare acoustique

	MATERIAL 
	Secret Life
	1979-81
	61:58
	Material – группа Bill'a Laswell'a (см.)  и Michael'a Beinhorn'a. Эти же музыканты участвовали в альбомах Herbie Hancock'a «Future Shock» и «Sound-System».

    Material would be something special in any era but their brand of modern jazz stands a great chance of clicking with anyone who has started approaching the genuine article via the haphazard noodlings of all those cats who drop the names of Ornette Coleman and James Brown as if the very breath guaranteed musical integrity.

См. тж. ассоциированный с MATERIAL проект BAKER / BROTZMANN “No Material” (в секции ‘Jazz’)

	MATERIAL
	Live From Soundscape
	1981
	62:00
	label: DIW (Tokyo), 1994

one-track recording

Bill Laswell (см.) [el b];  Fred Frith (см.) [g];  Michael Beinhorn [electronics];  Charles Noyes, David Moss (см.), Mark Miller [perc].

DISCOURSE, BETWEEN THE HYPHENS: MATERIAL FOR A NIGHT

The music historian of the future, prevailed upon to write a concise paragraph about Material for some Encyclopaedia of Popular Music, is going to have his work cut out for him, for never was a band more amorphous. In fact, merely to employ the term "band" is to ask for trouble. ("I don't believe in the concept of the band. A band to me is always a symbol of weakness", B. Laswell, 1985). Material's earliest trading slogan was "Temporary Music", a warning to anybody who would try to pin them down, an admission that the story was just beginning to unfold, and a frank acknowledgement of the transitory nature of improvisation ("When you hear music, after it's over, it's gone in the air", E. Dolphy, 1963). The collective was "a moveable feast" from the beginning, a mystery company whose personnel could change by the hour. Trying to explain Material by way of the records is a fool's game and not merely because Laswell, prolific record-maker, has variously dismissed the album per se as a mere receipt for work done or, in provocative mood, a  joke. ("People will spend more time reviewing and writing about it than I'll spend making it," he has said, with justification:

I'm obliged to do exactly that right here.) In creative music of any stripe records are just markers in the stream: the music flows around them. And Material's records, in particular, bear only fleeting resemblance to each other. We can be grateful for them, however, as snapshots of something born to be in flux.

A newcomer approaching a Material album today must expect the unexpected. The legend "'Material" on a record sleeve could signal an encounter with anybody from Sonny Sharrock to Sly & Robbie, from William Burroughs to Whitney Houston, from Ginger Baker to Robert Quine, while the music inside might be transcultural world folklore synthesis, enlightened funk, rapping and scratching, reggae with jazz horns, blues-based jamming, or total improvisation. With each passing year the picture grows more complex and it was already intricately woven by the time Material blew into New York's Soundscape one night in 1981. (This was in a period, remember, when NY critics were desperately try to tag the collective with some (any!) stylistic reference: e.g. the impotent SoHo Weekly News description of Material as "space/surf/jazzrock/electronic dance fusion"). In the end, Material's epitaph will read something like this: "Material was whatever Bill Laswell played, said, produced or thought at any given moment."

Less than a month before this Soundscape gig, Material, then enjoying a regional dance hit with "Busting Out" (which featured Nona Hendryx on vocals), had startled a New York audience with a concert at The Kitchen that featured the interwined guitars of Derek Bailey, Sonny Sharrock and Fred Frith and John Zorn's horns and duck calls in a programme of free music (excerpts from this concert can be heard on the recently issued Improvised Music New York 1981 on the Muworks label). Up to this point, a stressed pulse had generally been a constant of Material performances – Laswell was, in the first place, a rhythmically motivated player – now that, too, could no longer be guaranteed. Less than a month after Soundscape, Material was at the Berlin Jazz Festival, with a completely different line-up of course, improvising on the structures Laswell had built for the Memory Serves album.

Verna Gillis's Soundscape, a converted loft on New York's West 52nd Street, was in the third year of its existence as "a multi-cultural performing and presenting space for 20th century music" in 1981, and celebrated for the adventurousness of its programme policy ("a venue with a vision" – Village Voice) and as we see with hindsight, it was a sounding board for what later became known as the "downtown" scene. Appropriate then that Material, for better or worse (past and present members will disagree) a progenitor of that scene, should have taken its already "multy-cultural" music there.

It was, for the time, an oddly-assorted cast that lined up on the Soundscape stage (a few years down the road in an era of hybridization, when bands were routinely subjected to a musical chairs policy, it would seem less bizarre). Founding Materialists Laswell and Michael Beinhorn hand-picked the assembly, bringing in expatriate English guitarist Fred Frith – and three drummers: David Moss, Charles K. Noyes, and Mark Miller.

Frith had removed himself from London to New York in 1979 after a decade with Henry Cow, a group that had progressed from being a student blues band to the most challenging European rock group of the 1970s, the first rock group to form a bridge to the music that the free improvisors in Derek Bailey's circle were playing. Frith's guitar vocabulary expanded considerably in the Cow years, evolving from "progressive rock" lead guitar style with obvious connections to Zappa/Fripp et cetera into something much more open and inclusive and, indeed, ahead of its time. It would be easy in fact, to draw some parallels between vintage Cow (see for example, the Dingwalls Dancehall set) and the new sounds brewing on the Lower East side as the 70s gave way to the 80s. Since the language of the so-called "non-idiomatic" British improvisors had scarcely had a hearing in America, Frith had a great deal to contribute to the burgeoning New York scene and quickly became one of its central figures. On arrival, he gravitated to Giorgio Gomelsky's Zu Place, which was also Material's laboratory at the time, and worked there on orchestral compositions by Eugene Chadbourne and John Zorn as part of a line-up that included the wayward Mark Miller on percussion. In 1980, Frith briefly led the noisy free-rock group Massacre with Laswell on bass and since then has appeared intermittently on assorted Laswell recording projects. Apart from the above-mentioned Improvised Music New York 1981 he can be heard on Memory Serves, the disco-for-a-healthier-planet album One Down, and Nicky Skopelitis's 1989 album Next To Nothing.
Mark E. Miller seems to have kept a low profile since the Dawn of Downtown (I'm told he's on the West Coast now) but 12 years ago was a presence on the scene, popularly viewed as a "wild man of improv" in the tradition best exemplified by Jaimie Muir and Han Bennink. He was known for such larks as tossing fire-crackers into the audience and had a predilection for setting his hands on fire. This once prompted security guards to evict him from a concert at the Kitchen (suddenly, Elliott Sharp was without a drummer)… Miller toured Europe in a trio version of the Locus Solus group with John Zorn and Arto Lindsay, and co-directed the Toykillers with Charles K. Noyes. Noyes and Miller played on Zorn's album Pool in 1980, and Miller, Frith and Laswell all performed in the first edition of Anton Fier's Golden Palominos. Miller also briefly ran a performance space called Studio Henry, a sort of proto-Knitting Factory.

I remember being surprised to see that Charles K. Noyes had gatecrashed what David Moss has called the hyphenated age of New York music (space-surf-jazz-rock-punk etc), largely because I thought of him chiefly as the author of extremely recondite articles in the magazine Musics in the mid-1970s on such topics as "The Use Of Water In Music Creation": "A personal experience involved blowing into the 'wrong' ends of flutes in water, and the sounds that resulted were reminiscent of those produced by certain marine mammals clearing their blowholes." (Come to think of it, much late 20th century music could be filed under blowhole-clearing). Later, a member of the London Musicians Collective pressed a copy of one of Noyes's solo tapes – I think it was on the Toadfish label – into my hand. I could not make much sense of this either, though Charlie's contributions to Memory Serves proved intriguingly minimalistic (check the odd kick-drum and snare accents on "Silent Land"). With the release of the excellent Invite The Spirit (ОАО Records, 1983), on which Noyes and guitarist Henry Kaiser accompany Korean kayagum master San-Wong Park, I finally got a sense of the purpose of Noyes's strange rhythmic displacements, and you can hear them put to creative use in this Soundscape session, as is one of his other specialities, bowed metals.

Though it would be difficult to deduce as much from this recording and even more difficult from the music he is playing today, David Moss actually had the most "conventional" jazz background of any of the participants, spending his formative years determined to master the rhythmic intricacies of the playing styles of Tony Williams and, especially, Elvin Jones. He eventually faced up to the "pointlessness" of this quest and began to redefine drumming for himself  but not before he had acquired a formidable independence that prompted one critic to describe him as "an astonishing octopus of a drummer". His jazz studies, moreover, landed him a two year gig with the great trumpeter/composer Bill Dixon, who encouraged a further exploration of drum possibilities. The influence of Milford Graves and Andrew Cyrille was also significant but, by the time Moss began playing with the Material crowd, anything closely resembling "jazz" had been distilled from his playing. In Britain in the late I960s, Tony Oxley and Paul Lytton had developed exceptional jazz techniques then proceeded to thwart them by radically modifying the nature of the kit: Moss, knowing next-to-nothing then of European developments had been through a similar process. (In the last decade, of course, Moss has worked with many of the European players, and recently duetted with the doyen of free drumming, Han Bennink.) Like most players of his generation, David Moss is also interested in rock's power. He spelled out his reasoning in an interview with Bill Smith "It's like a short cut… you want to get people involved and once you have their involvement – bam! – you hit them with these other things: the interaction, the improvisational voices, the solos, the layers, the intensities". The drummer now features his voice extensively in performance: this development was not in full flower by '81, but a few gurgles and cries on the present recording can safely be attributed to him.

Our hypothetical music historian of the future, preparing his gloss on Material, is likely to be perplexed by Michael Beinhorn's role in the grand scheme. Demonstrably less accomplished on a technical level than anybody else in any edition of Material, a non-keyboard playing synthesizer operator who grew up on a diet of Emerson, Lake and Palmer and Genesis records (although, by the time of the Soundscape gig he was, clearly, listening to Stockhausen), Beinhorn nonetheless lasted five years in the collective, which says something for Laswell's patience. Presumably Bill enjoyed Beinhorn's youthful energy – the synth player was just 17 when he joined the pro-Material Zu Band – and his nerve. Beinhorn spelled out his method for Musician magazine at the time of One Down: "I like my approach better than if I had started as a keyboard player. I feel I have a more direct contact to different sounds… I have a disadvantage in terms of technique, but I can concentrate more on the texture of the sound. Sometimes I don't even care to approach the synthesizer as a tonal instrument: on a lot of stuff we've done lately, I was approaching it more as a percussive music." Beinhorn also worked with Mark Miller's Toykillers at one point. His contributions to the Soundecape music, particularly his use of tape cut-ups, add a dicey, chance element, the aleatoric icing on the cake.

Of Bill Laswell himself, little need be said here. By now his credentials as the most consistently-interesting improvising bass guitarist are well established. I can thing of no other player who has broached such an enormous range of musics and found something to say in each of them – without either grandstanding or subverting a quite clearly-defined musical personality. Committed to the concept of working with the drummer, in metric or non-metric situations, Laswell has three of them to keep in focus here. Quite a challenge since Moss, Noyes and Miller are not always in agreement about where they're taking this stuff. The remarkably transparent recording quality of this '81 tape lets us see right to the bottom of the mix (much clearer, actually, than the Kitchen tape of the previous month) and follow Laswell's subterranean underpinnings in detail. There is a sense of busting out in this Material improvising. Critic Jerome Reese once characterized the early Laswell like this: "There was something rambunctious and irresistible about his bass playing. It sounded ominous, brooding and yet elastic, right in the pocket, a cross between Larry Graham's funk anthems, Bootsy's nastiness, Michael Henderson's jazzy wah-wah voicings, and Robbie Shakespeare's pounding minimalism. It was a welcome change from the Jaco clones prevalent." Such a summary is viable however only in the context ot the early, rigorously-controlled studio projects. For me, one of the most exciting aspects of the Soundscape tape is the glimpsing of the dangerously free improvising bassist who would really step to the fore with Last Exit between 1986 and '89. In brief flashes, too, the three Material percussionists here can conjure up some of Shannon Jackson's polyrhythmic thunder – but comparisons shouldn't be stretched.

The continuous – or discontinuously continuous – 60 minute Soundscape improvisation covers a lot of territory. The quality that set it apart from European improvisation of the era is the dialectic juxtaposition of time-playing (chiefly a species of neo-ritualistic hammering  here – the percussionist may have had African brekete drumming in mind or perhaps the inscrutable drum explosions that disrupt the quietude of Korean Pansori music) and free dissolved time or nerve-pulse playing. Stressed rhythm had been verboten in European free music for almost two decades: even the implication of a beat could get a drummer shot. "Stop playing that stupid twist rhythm!" was Alex Schlippenbach's responce to Jaki Liebezeit's tentative 4/4 proposal on a free jazz gig. No such objections here. As the New York music progressed in the 80s, the rhythms became ever more pronounced, until Arto Lindsay would protest that the Golden Palominos "could never stop the god-damn beat for half-a-bar." Here, the return of the rhythmic episodes, each time a little more intensified, becomes an organizing principle in the improvisation, sets up tension and release.

For European ears, the stuff that flowers between the pulse sections brings a wealth of associations to mind – Stockhausen's early electronic music, Boulez's contention that a maze is always more interesting than a barren landscape (a point worth raising with the New Age crowd)… The taped voices that occasionally loom from the mix, rising above these urban calls (collective) – "I remember  when I was with Special Forces" – seem to have an almost oracular profundity and recall the random use of transistor radio in the music of English pioneer improvisors AMM, the first free group to hold a mirror to the sounds of the industrial environment. Somewhere in an interview, Laswell observed that "the only interesting thing in the last 50 years is noise, the sound of technology" but real artistic intelligence is required to channel "noise", to wrest drama, pathos or even beauty from it. Perhaps Cage could afford to "let sounds be sounds": most Downtowners couldn't – one reason for the scene's premature creative demise.

Some intriguing references spill from Beinhorn's teped snippets. Roughly a third of the way through this improvisation the attentive listener will catch a fragment of the old Yardbirds hit "For Your Love". I can only interpret this as a subtle tip-of-the-hat to Giorgio Gomelsky. The Yardbirds were his first proteges, Material their equivalent in another musical world. (Those who really like to crawl around in the margins of pop trivia might also care to reflect on the fact that Fred Frith recorded the B-side of "For Your Love" early in his career. This shit, as they say, is deep.) And is that Edith Piaf putting in an appearance at the three-quarters mark? And if so, what's she doing here? I suppose we could argue that the central concerns of her songs – sex, drugs and death – have not been entirely irrelevant to the unfolding of the Material universe (check Last Exit's song titles for confirmation). Further explication I leave to the bright young post-post-modernists who staff our music magazines.

Needless to add, it is a better idea to listen to this improvisation than read about it, to surrender to its ebb and flow and to sense the spirit of inquiry that informed the music in an idealistic period of its development.

-- Steve Lake, September 1993

	MATERIAL
	The Third Power
	1991
	36:55
	funk
label: Axiom (USA)

Produced by Bill Laswell.

1. REALITY (5:15)

(S. RANKS / B. LASWELL / S. DUNBAR / R. SHAKESPEARE) 

2. PLAYIN’ WITH FIRE (5:14)

(BABY BAM & MIKE G. / B. LASWELL / B. COLLINS / S. DUNBAR / R. SHAKESPEARE) 

3. COSMIC SLOP (5:15)

(G. CLINTON / B. WORRELL)
4. E-PLURIBUS-UNUM (3:40)

(J.M. NURIDDIN / B. LASWELL / S. DUNBAR / R. SHAKESPEARE)
5. DRIVE-BY (3:21)

(B. LASWELL / S. DUNBAR / R. SHAKESPEARE) 
6. POWER OF SOUL (BLACK CHANT) (5:24)

(J.M. NURIDDIN / B. LASWELL / B. COLLINS / S. DUNBAR / R. SHAKESPEARE)
7. MELLOW MOOD (4:22)

(B. MARLEY) 
8. GLORY (4:33)

(B. LASWELL / B. COLLINS / S. DUNBAR / R. SHAKESPEARE) 

MUSICIANS: 

HERBIE HANCOCK (см.): PIANO
BERNIE WORRELL (см.): PIANO & ORGAN
JEFF BOVA: SYNTHESIZERS
HENRY THREADGILL (см.): FLUTE

ROBBIE SHAKESPEARE: BASS
NICKY SKOPELITIS: GUITAR & FAIRLIGHT

MICHAEL HAMPTON: GUITAR
AIYB DIENG: PERCUSSION
SLY DUNBAR: DRUMS & DRUM PROGRAMMING

BRASS SECTION:
ARRANGED & CONDUCTED BY HENRY THREADGILL 

OLU DARA: CORNET & AFRICAN TRUMPET 

JOE DALY: BARITONE HORN 

RICHARD HARPER: EUPHONIUM 

MARCUS ROJAS: TUBA 

JOEL BRANDON: WHISTLING

STRING SECTION:
MATERIAL STRINGS ARRANGED & CONDUCTED BY KARL BERGER

HORN SECTION:

FRED WESLEY: TROMBONE 

MACEO PARKER: ALTO SAXOPHONE 

PEE WEE ELLIS: TENOR SAXOPHONE

BOOTSY COLLINS: VOCALS & GUITAR 

JUNGLE BROTHERS: VOCALS (BABY BAM & MIKE G.) 

JALALUDDIN MANSUR NURIDDIN: VOCALS (THE LAST POETS) 

SHABBA RANKS: VOCALS 

GARY SHIDER: VOCALS & GUITAR
GARY MUDBONE COOPER: VOCALS
JENNY PETERS: VOCALS

->MOSCOW ART TRIO

	MATERIAL
	One Down
	1992
	46:15
	Bill Laswell, Archie Shepp (см.), Nile Rogers, Bernard Fowler, Nicky Scopelitis, Oliver Lake (см.), Fred Frith, Daniel Ponce, Whitney Houston, Nona Hendryx, and oth.

	MATERIAL
	Memory Serves
	1992
	43:00
	Bill Laswell (cм.), Fred Frith (см.): Henry Threadgill (см.: Threadgill: AIR – в ‘Jazz’): Henry Kaiser (см.): Sonny Sharrock (см. Sharrock: Last Exit): N.Skopelitis (см. Sharrock / Skopelitis: тж. с: Laswell: Ginger Baker [см. в ‘Jazz’]): Anton Fier: George Lewis: Olu Dara: and oth.

	MATERIAL
	Hallucination Engine
	1994
	67:17
	label: Axiom (USA)

Bill Laswell [basses, beats, loops, samples, etc.];  Wayne Shorter (см. c Weather Report – в ‘Jazz’) [s&t saxes];  William S. Burroughs, Liu Sola (см.) [v];  Simon Shaheen (см. тж. в файле 'Asia') [violin, oud];  Nicky Skopelitis [ac&el 6- and 12-str g, coral electric sitar, baglama, Fairlight];  Bernie Worrell (см. тж. в файле 'Jazz') [el p, Hammond B-3];  Bootsy Collins [space bass];  Lakshmi Shankar (см. тж. в файле 'Jazz') [el violin];  Sly Dunbar [drum kit];  Jeff Bova [synth];  Jihad Racy [ney];  Jonas Hellborg (см. тж. в файле 'Jazz') [ac b, fretless el b];  Zakir Hussain [tabla];  Trilok Gurtu (см. тж. в файле 'Jazz') [tabla];  Vikku Vinayakram [ghatam];  George Basil [qanoun];  Michael Baklouk [daff, tambourine];  Aiyb Dieng (см. тж. в файле 'Jazz') [chatan, congas, perc];  Fahim Dandan [v].

Produced and Arranged by Bill Laswell.

1. Black Light

2. Mantra

3. Ruins (Submutation Dub)

4. Eternal Drift

5. Words of Advice

6. Cucumber Slumber (Fluxus Mix)

7. The Hidden Garden / Naima

8. Shadows of Paradise

	MATERIAL
	Intonarumori
	1999
	65:18
	label: Axiom / Palm Pictures (USA)  www.palmpictures.com  www.rykodisc.com 

Production: Bill Laswell, Hideo Tanaka, Dark Matter, Abu El Mustafa a.o.

Engineering: Robert Musso, a.o.

Rap Is Still An Art

	(MATERIAL)
	Manu DIBANGO:           “Bao Bao”
	1992
	51:32
	label: Mau Mau (Demon Records)

Produced by Bill Laswell for ‘Material’.

Manu Dibango [t s,voc], Mory Kante [kora], H. Hancock [Fairlight, p], Bernie Worrell [Fairlight], Bill Laswell [Fairlight], Wally Badarou[k] & oth.

  Born in 1934 in Douala, Cameroon, Dibango had been educated in Paris, and was an accomplished saxophonist and pianist when he moved to Brussels in 1956. Playing a fusion of jazz and Cameroonian makossa music, he eventually joined the Zairean band African Jazz in 1960, staying until his return to Cameroon in 1963 to form his own band. He return to Paris in 1965, working as a session musician and recording three albums for Philips. Dibango continued to record through the 70s, singing to Island Records in 1980, for whom he recorded two albums with Sly Dunbar and Robbie Shakespeare. In 1984, he started recording with Material’s Bill Laswell, being very successful blends of Laswell’s ‘avant-funk’ and Dibango’s African styles. The tracks on this CD date from this period, and alongside The Soul Makossa Gang, Laswell has drafted in top jazz man Herbie Hancock, Parliament’s Bernie Worrell, Level 42 sideman Wally Badarou, and top kora player Mory Kante.

	MATMOS
	The Civil War
	2003
	45:54 +
	multimedia CD
label: Matador
noise / no noise  - весёлый и хулиганский инструментальный диск, где ноизовые композиции чередуются (или включают) мелодическую (например средневековую) музыку для различных инструментов. Без претензии на какую-нибудь пафосную "музыку будущего", здесь всё похоже, скорее, на комеладовский игривый минимализм, как если бы Комелад увлёкся экспериментами в области noise и acid-jazz музыки, чередуя с традиционно своим амплуа. И, понятное дело, студийная работа супер- качества здесь обеспечена.

	MC  900  FT  JESUS
	One Step Ahead Of The Spider
	1994
	56:39
	acid jazz
Chris McGuire [t s, s s, b clar, flute];  Dave Palmer [p];  Mark Griffin [g, k, tp];  Vernon Reid (см. тж. Vernon REID) [g];  Drew Phelps [b];  Earl Harvin [d];  Mike Dillon [perc, congas];  Nikhil Pandya [tablas];  Rajiv Chakravarti [tamboura].

	МДРу2
	Пушкинские Чтения
	2000
	58:22
	Николай Рубанов - см. тж.: Ru2 (Ру2): АУКЦЫОН: СОЮЗ КОММЕРЧЕСКОГО АВАНГАРДА (СКА):
free improvisation
CD издано самими музыкантами.

Влад Макаров – виолончель

Михаил Давыдов – вокал, губная гармоника

Полина Руновская – вокал

Николай Рубанов – саксофоны, бас-кларнет, жалейка

записано в ГЭЗ 21, Пушкинская 10, С.-Петербург, Россия, 24.07.2000.

(другой информации на диске нет: но известно, что это проект Мамонова)

	MELVINS
	The Crybaby
	2000
	73:03
	см. тж. родственные проекты: Mr. BUNGLE, TOMAHAWK (PATTON);

label: Ipecac Recordings (USA)  www.ipecac.com
Melvins with: Mike Patton (см.): Hank Williams III: David Yow: Kevin Sharp: Foetus: a.o.

	MELVINS
	MELVINS + FANTOMAS:

"Millenium Monsterwork"
	2002
	40:41
	label: Ipecac Recordings

Rec.: Dec. 31st 2000

DALE CROVER - DRUMS, VOCALS

TREVOR DUNN - BASS

KING BUZZO - GUITAR, VOCALS

DAVE LOMBARDO - DRUMS

MIKE PATTON - VOCALS, SAMPLES, ELECTRONICS

KEVIN RUTMANIS - BASS

DAVE STONE - GUITAR, ELECTRONICS

The Melvins were the first post-punk band to revel in the slow, sludgy sounds of Black Sabbath. Their music is oppressively slow and heavy, only without any of the silly mystical lyrics or the indulgent guitar solos — it's just one massive, oozing pile of dark slime. The Melvins' first record was released in 1987; they've released several albums since then, but it wasn't until 1993 that they went to a major label, thanks to their prot?g?, Kurt Cobain. While the Melvins can be dull and repetitious, their place in rock history is interesting, even if it is just a minor footnote. The band formed in Aberdeen, WA, the same town that produced Nirvana's Cobain and Chris Novoselic. For Nirvana and many other Seattle-area bands, the Melvins' sludge was inspirational; the younger bands took the Sabbath-styled heaviness of the Melvins, while adding an equally important pop song structure, which the group tended to lack. While all of their disciples became famous after Nirvana broke big in 1991 (including Mudhoney, who featured former Melvin bassist, Matt Lukin), the Melvins only expanded their cult slightly. They did earn a major-label contract with Atlantic, but after releasing three records for the label, they were dropped in late 1996 and the group returned to indie status, landing with Amphetamine Reptile for 1998's Live at the Fucker Club. The late '90s/early 21st century saw a flurry of releases by the band — the Maggot, the Bootlicker, the Crybaby, Electroretard, and the Colossus of Destiny, all of which (except for the fourth one) were issued on Mike Patton's Ipecac label. In addition to their Melvin activities, Osbourne joined Patton (and former Slayer drummer Dave Lombardo and Mr. Bungle bassist Trevor Dunn) for the experimental outfit Fantomas, resulting in a pair of releases thus far (1999's self-titled debut and 2001's The Director's Cut), while the Melvins' latest bassist, Kevin Rutmanis, joined Patton in another side project, Tomahawk.
1. GOOD MORNING SLAVES

2. NIGHT GOAT

3. THE OMEN

4. CHOLO CHARLIE

5. WHITE MEN ARE THE VERMIN OF THE EARTH

6. TERPULATIVE GUNS & DRUGS

7. OL' BLACK STOOGES

8. RIPPING CHICKEN MEAT

9. THE BIT

10. MUSTHING WITH THE PHUNTS

11. ME AND THE FLAMER

12. SHE'S A PUKER

13. THE TURKEY DOCTOR

14. HOOCH

15. MOMBIUS HIBACHI

16. LIQUORTON GOOKSBURG

17. SKIN HORSE

18. CAPE FEAR

	MELVINS
	The FANTOMAS / MELVINS Big Band:

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

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

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

	MELVINS
	MELVINS + LUSTMORD:

"Pigs of the Roman Empire"
	2004
	60:00
	label: Ipecac

King Buzzo: vocals, guitar, bass guitar, electronics

Dale Crover: drums

Kevin Rutmanis: bass guitar, slide bass, electronics, guitar, keyboards

Adam Jones: guitar

B. Lustmord: sound design, programming, and production

This time out, the Melvins have tapped noise and mood specialist Lustmord, and his presence is felt right from the beginning. Drawing a death's-head card from Lustmord solo efforts like 2000's Purifying Fire, Pigs of the Roman Empire begins with the creepy, crawly "III." Ambient bumps in the night punctuate the severe bottom end as a hissing waver builds with horribly steady precision — it's like being caught in a bear trap as the machete-wielding maniac trudges closer and closer. The eventual "Bloated Pope" is much more the Melvins', er, speed. Though it's grounded in whip-smart rhythmic clarity and includes a soupy fog breakdown, it's still a choking, stuttering gigantor headed by a classicist King Buzzo vocal ("Insect from the crawling Mother!") and squalid wails of electric guitar. (Tool's Adam Jones is again part of the proceedings for Pigs.) The title track is a straight duet of Melvins' slime and Lustmord spook. It begins as an exercise in the latter's penchant for moody gloom. The fearsome, buttressed trickling space he builds suggests train stations surrendered to neglect, and knights in black satin. But that early passage gradually gives ground to a deliberate, tonal guitar solo, which is then swallowed by more dead starship moaning. This interplay continues throughout the track's latter half — since it pushes past the twenty-minute mark, there's plenty of time to match the distortion sludge to cavernous spatial howling. Still, as arresting as Lustmord's soundscapes are, Pigs of the Roman Empire could've been louder. While the pounding stoner psychoses of "Pink Bat" and "Safety Third" are strong and great, their energy is sucked mightily into collapsed Lustmordian stars like "Idolatrous Apostate," or the untitled hidden track. The solution is probably to look at Pigs as an exploratory effort along the lines of Sunn 0))), whose own path led from churning metal freakery to haunting middle-earth alchemy. Either that, or the Melvins have given us a batch of field recordings made on the River Styx's wharf.
1. III

2. The Bloated Pope

3. Toadi Acceleratio

4. Pigs of the Roman Empire

5. Pink Bat

6. ZZZZ Best

7. Safety Third

8. Idolatrous Apostate

	MENIS
	Temporary Insanity
	1998
	64:58
	idustrial / trance
label: Koyote Records (UK)

All tracks written and produced by Nick Smith.

Мощный, жёстко-«шершавый» клавишный саунд, быстрые ритмы (рейв/транс). Идеальная работа.

	MEPHISTA
	Black Narcissus
	2002
	58:36
	avant / free impro

label: Tzadik

Ikue Mori (см.): electronics

Sylvie Courvoisier (см. в 'Jazz'): piano

Susie Ibarra (см.): drums

Deeply esoteric, Mephista's Black Narcissus -- released on avant-garde saxophonist John Zorn's Tzadik label -- is an improvised product of Ikue Mori, Susie Ibarra, and Sylvie Courvoisier. The former is an electronic-based musician: the latter two are grounded on acoustic instruments (drums and piano, respectively). Despite these classifications, each specializes in sounds that little resemble their physical sources. Mori mixes in acoustic-based sounds -- gurgling water, analog static, rushing wind, and many other things. Ibarra often creates disconnected sounds with her drums, making her cymbals sound like odd filters. Meanwhile, Courvoisier often uses her piano percussively, occasionally directly plucking its strings. Much of her playing is so "out" that when she actually plays the piano in a more traditional fashion, it almost sounds like a sample drawn from a foreign source. Taken together, the music on Black Narcissus is extremely free. Likewise, because of the dislocating effects of each of the musicians' techniques, the densely textured pieces are often hard to follow. After all, it is quite hard to derive what is going on in a piece if one cannot separate the various instrumental strands. As such, listening to Black Narcissus can be a confusing and trying experience. Each sound suggests something new, and all three musicians are wont to follow that impulse as quickly as possible. It is liberating and beautiful, but also so hyper that it is impossible to listen to with anything but rapt attention. Unless one commits fully to the disc, it will probably sound like an experimental annoyance. If one is willing to surrender, though, there is a rich world waiting.
1. The Children's Hour

2. Black Narcissus

3. Willow's Weep

4. Cabbalussa

5. Poison Ivy

6. Black Widow

7. Legend of Pele

8. Leda and the Swan

9. Laughing Medusa

	MEPHISTA
	Entomological Reflections
	2004
	56:26
	label: Tzadik

rec. 2003

Sylvie Courvoisier (см. в 'Jazz'): piano

Susie Ibarra (см.): drums

Ikue Mori (см.): electronics

Much like their debut, Black Narcissus, Entomological Reflections is another fascinating blend of otherworldly sounds and adventurous musicianship from the trio Mephista, consisting of Sylvie Courvoisier on piano, Ikue Mori on laptop, and Susie Ibarra on drums. A quick glance at the instrument credits will do little to clue you in as to what the album sounds like. Courvoisier likes to play inside the piano a fair amount, and it sounds as though she often mutes or prepares the strings as well. Susie Ibarra plays little in the way of straightforward timekeeping, using the kit instead to provide skittering percussive accents. Mori's laptop is filled with interesting sounds, and meshes so well with Ibarra's playing that at times it's difficult to tell who's playing what. And it's even harder to tell who's playing what when Courvoisier is playing inside the piano. Most of the material is improvised, although each participant offers at least two compositions as well. Each of these players has a highly individual voice on her respective instrument, and together they are three of the finest improvising women on the scene. This album isn't likely to get any toes tapping, but will reward careful listening.
La Femme 100 Tetes

House

Drole de Mots

Cardiogram

Void

Fractions

Entomological Souvenirs

Le Chateau de Cene

Fringe

Procession

Beloukia

Air

Apartment

Sans Mots

Shifting Roll

	MERCURY  REV
	Mercury Rev
	1990
	49:29
	Альтернативный гранж.

J. Donahue [silver pickup guitar, vocals when left to himself];  Grasshopper [guitar reels];  Suzanne [flute];  Dave Fridmann [bass explore, black organ];  David Baker [vocals when it sounds like something he would do]. Mercury Rev live nowhere near here: P.O. box 66462 Baltimore MD 21239 USA someone they know does.

  […] and this band is full of losers sinking from the bottom down slow as a glacier it loves to fuck every pirelli girl are you? very sllepy rivers last you ‘til march david holds up the question mark writhing like a whore very rusty very lusty i remember that twisted thing i remember feeling no harm in fallopian tubes like a fish in warm clear liquid ballooooned in buffalo and doing this whole thing because pop songs never jumped up and bit me in the ass before it all begins with clamor anywhey milk silver and sulk, eight pints and four large whiskeys today aren’t doing david any good thank lucky strikes i believe in coming unglued now that i’ve got my lid on a very sleepy place now or at least until i give my windowsill a good talking to people are dicks to you and mercury rev knows this here is losers who stood up to that twisted thing before the tape ran out and said “cut this out and put it in bed next to yer child… wipe out pop”.

Лет восемь назад в журнале, ка​жется, «Забриски Райдер» был напечатан краткий музыкальный список АК Троицкого, такая психоделическая булла, где он вычислял самые, по его мне​нию, наркотические записи всех времён и народов. Поминался проект Sandoz, какие-то совсем старые эйсид-рокеры, и вот эти англича​не как раз, Mercury Rev. […] – Афиша

	Andre MERGENTHALER – см. ART ZOYD
	
	
	
	

	Wim  MERTENS
	Educes Me
	1988
	44:43
	MERTENS – один из современных лидеров минималистического авангарда. См. тж. в: AI CONFINI – INTERZONE.

label: Les Disques du Crepuscule.

All tracks composed, arranged and produced by Wim Mertens. Rec. in Belgium.

A VISITING CARD 6.47
THE FOSSE 7.54
NO PLANS NO PROJECTS 5.20
WHEN THE LINE GROWS THICK 5.05
USURA 2.40
EDUCES ME 16.42

Anne Crabbe – voice

Dirk Descheemaeker – soprano saxophone, bass clarinet

Marc Grauwels – flute, bass flute, piccolo

Rika Joris – voice

Keiko Kusaka – harp

Malufi Singers – voices

Anne Mertens – voice

Wim Mertens – piano, keyboards, voice

Chris Nieuwenhuysen – voice

Anne Van Den Troost – harp

	Wim  MERTENS
	For Amusement Only
	1988
	30:26
	label: Les Disques du Crepuscule.

Composed, arranged and produced by Wim Mertens [keyboards].

1. Insert Coin

2. Deluxe

3. 8 Ball

4. Mystik

5. Fireball

6. Invader

7. Dog-In

8. Gorf

	Wim  MERTENS
	Vergessen
	1990
	31:20
	label: Les Disques du Crepuscule / Materiali Sonori

Hans Francois – acoustic piano

Gyde Knebusch – harp

Herman Lemahieu – french horn

Marilyn Maingart – piccolo

John Ruocco – clarinet, soprano saxophone

Frans Vos – viola

Wim Mertens – electric and acoustic piano

Roger Nupie – bass clarinet

Karel Vereertbrugghen – bass guitar

Pieter Vereertbrugghen – electric percussion

1. Inergys

2. Circular Breathing

3. Mildly Skeeming

4. Mains

5. Multiple 12

6. Inergys (reprise)

	Wim  MERTENS
	Sources Of Sleeplessness
	1991
	41:06 47:54
	label: Les Disques du Crepuscule.

Composed, arranged and produced by Wim Mertens.

Geert Steen [tuba];  Dirk Descheemaeker [cl, bass cl];  Marc Grauwels [fl, bass fl, piccolo];  Ulka Gorniac [violin];  Etienne Siebens [bass];  Eric Mertens [fl];  Paul De Clercq [viola];  Edmond Carlier [cello].

CD I

I. MEIN LEIB IST MUDE

1. geschuifel 2'59 

2. lenige spieren 2'37 

3. katachtig op hun gemak 2'39 

4. kronkelen de armen 2'39 

5. kruislings 2'38 

6. gerekt geding 2'37

II. VENERANDAM

1. fore-hatch 3'43 

2. feline-leisure 3'43 

3. pad-foot 2'59

4. lithe sinews 2'55

5. twisted arms 2'57

6. cross-hold 3'43 

7. seafoam 3'43

CD II

III. SUB ROSA

1. so that: 3'25 

2. limes 6'59

3. the ship 5'58

4. tiresias 3'03

IV. LE BREF

1. verses 7'37 

2. to be done 10'31 

3. later life 4'03 

4. song and story 5'32

	Wim  MERTENS
	Shot And Echo
	1993
	62:19
	label: Les Disques du Crepuscule / Materiali Sonori (Warner)

Composed, arranged and produced by Wim Mertens.

Wim Mertens piano: Jan Buysschaert double bass: Dirk Descheemaeker soprano saxophone, clarinet: Ward Hoornaert trumpet: Herman Lemahieu horn: Hugo Matthijssen bass, tuba: Eric Mertens flute, piccolo, electric piano: Stefaan Poelmans piano: Etienne Siebens double bass: Karel Steylaerts cello: Lieven Vandewalle cello: Katelijne Van Laethem voice: Peter Verbraeken guitar: Eddy Verdonck bass trombone: Luc Verdonck bassoon: Frans Vos violin.

1 Their duet
3'28

2 His own thing
4'33

3 Watch over me
6'20

4 One who matters  6'41

5 Silver lining
10'08

6 Shot one
5'02

7 We'll find out
8'01

8 Let him go
7'18

9 Wandering eyes
9'49

	Wim  MERTENS
	You'll Never Be Me
	1994
	72:45 53:50
	label: Les Disques du Crepuscule (Bruxelles)

Composed and produced by Wim Mertens.

Stefaan Poelmans [piano]

CD I: 1. No – men        27’13”

          2. Wo – men       20’50”

          3. Chasms         24’11”

CD II: 1. Leaps            26’13”

           2. Laidback      27’20”

  ‘You’ll Never Be Me’, the first part of ‘Gave Van Niets’, was writen for piano solo shortly after the pieces for strings that formed the third part of ‘Alle Dinghe’. It does remind us of the attitudes and preoccupations, if not the mood and form, that gave shape to the latter work. The five piano pieces of ‘You’ll Never Be Me’ are, as it were, impossible to play: “They are so dense that I would not be able to absorb all the information and play it”. The unplayable then is played by Stefaan Poelmans, the prominent Ligeti specialist and sometimes recorded in short burst, fragments of thirty, forty seconds were together seamlessly. Here, one of the main devices used throughout the entire cycle shows up almost immediately: the use of the tremolo, not as the occasional pretty ornamental device but as the subject matter of the music itself. “They will keep showing up everywhere”, Mertens says, “and they are all written up to 1/32 notes, often for very long passages.”

  The title ‘Gave Van Niets’ seems to have a mystical feeling about it as well and it is easy, too easy may be, to speculate how these feelings may have been an inspiration to Mertens since he started improvising on the church organ in his native village when he was twelve: ‘Gave Van Niets’ means ‘The gift of nothingness’. And in the best traditions of artistic or philosophical detachment this gift of nothingness turns out to be enormous. Yet ‘Gave Van Niets’ does not just astonish by its sheer monumentalism. Never before did Mertens show such daring and diversity in his combined choices of instruments, subject matter and compositional devices, never before did he allow the music to take its direction and move to its point of return — and beyond — with such organic self evidence and momentum. Never before did his music sing out so freely. Says the composer: “Some of the material I had already touched upon earlier, for instance a few things in the fourth part already showed up in my work in the early eighties. But at the time it was thought out and conceptualised. Now it is much more a matter of intuition, things happen at the level of a dream and the pure imagination. It is impossible to think these pieces, they just happen. I just let the music go and take its course.”

	Wim  MERTENS
	Jeremiades
	1995
	59:08
	label: Les Disques du Crepuscule (Bruxelles)

Wim Mertens [p, voice].

1. Kaf

2. Kof

3. Mem
4. Alef
5. Gimel
6. Jod
БОРЕЦ ЗА НАСЛАЖДЕНИЕ ВИМ МЕРТЕНС

Если и есть на эстраде заслуженно популярный пианист, то это, бесспорно, бельгиец Вим Мертенс. Более известный, чем Дима Маликов, и не менее серьезный, чем Антон Батагов. 49-летнего Мертенса называют еще и «бельгийским Майклом Найманом». Поводов для сравнения несколько. Во-первых, именно Мертенса позвали заменить Наймана, когда у того случилась очередная размолвка с его постоянным соавтором кинорежиссером Питером Гринуэем. Но если минималистская музыка Наймана - это помпезное барокко или витиеватое рококо, то Мертенс - типичный романтик. Грациозный и мечтательный. Во-вторых, Мертенс, как и Найман, не только композитор, но и музыковед - автор известной книги об американском минимализме.
Композитор Мертенс тоже начинал с минимализма, правда, пройдя через юношеское увлечение гитарной рок-музыкой. В 90-е он даже попробовал вернуться к гитаре. Будучи уже авторитетным музыкантом, он не стеснялся сотрудничества с фирмой медитативного нью-эйджа Whindam Hill, который в серьезных музыкальных кругах считают даже не музыкой, а звуковыми обоями.
Но любят Мертенса главным образом как пианиста и одновременно вокалиста - высокий тенор, которым он сопровождает собственную игру на рояле, продолжает покорять женские сердца. В 80-е у каждой студентки университета где-нибудь в Брюсселе или Париже между пластинками Сержа Гензбура и Бернара Лавильера наверняка стояли и переписанные у друзей кассеты, помеченные просто Mertens. С тех пор он записал несколько десятков альбомов с характерными названиями For Amusement Only (Только для развлечения), Struggle for Pleasure (Борьба за наслаждение), Sources of Sleeplessness (Причины бессонницы). И сейчас, 20 лет спустя, достаточно объявить, что состоится концерт бельгийского пианиста Вима Мертенса, и билетов уже нет. Тем более что маэстро Мертенс предпочитает выступать в небольших камерных залах. 

-- ДМИТРИЙ Ухов

	Wim  MERTENS
	Struggle For Pleasure
	1996
	35:32
	label: Materiali Sonori

rec. 1982.

Wim Mertens [el&ac p, v, producer];  Peter Principle [g];  Dirk Descheemaeker [cl];  Hans Francois [p];  Peter Gordon [t s, k];  Marc Grauwels [piccolo];  Gyde Knebush [harp];  John Ruocco [cl];  Luk Schollaert [s s];  Karel Vereertbugghen [b];  Franz Vos [viola].

1. TOURTOUR   2:28

2. STRUGGLE FOR PLEASURE   3:50

3. SALERNES   2:56

4. AT HOME   7:45

5. CLOSE COVER   3:13

6. BRESQUE   2:31

7. GENTLEMAN OF LEISURE   4:32

8. NOT AT HOME   7:23

	Wim  MERTENS
	A Man Of No Fortune And With A Name To Come
	1997
	46:40
	label: Materiali Sonori, http://www.matson.it   .  matinfo@matson.it 
all selections composed, arranged and produced by Wim Mertens: rec. 1986

1. Casting No Shadow

2. A Tiels Leis

3. Hirose

4. You See

5. Multiple 12

6. Naviamente

	Wim  MERTENS
	Maximizing The Audience
	1998
	72:18
	label: Materiali Sonori   http://www.matson.it  matinfo@matson.it 

1. CIRCLES (18’28)

Dirk Descheemaekel: clarinet Eb, clarinet, bass-clarinet, soprano saxophone. 

2. LIR (18’18)

Wim Mertens: piano.

3. MAXIMIZING THE AUDIENCE (11’43)

Wim Mertens: piano. Hans Francois: piano. Ine Van Den Beigh: voice. Valerie Koolemans-Beijnen, voice. Marc Bonne: percussion. Geoffrey Maingart: violin. Kerk Descheemaekel: soprano saxophone.

4. THE FOSSE (4'34)

Wim Mertens: piano. Minne Pauwels: voice.

5. WHISPER ME (19’02)

Wim Mertens: piano, voice. Monique Laperre: cello. Kris Van Severen: viola. Andre Van Driessche: French horn.

  Mild irony, non-aggressive relativism, the play with traditional musical figures, collage and montage are aesthetic principles as old as our age, but they nonetheless appear to be highly realistic methods. Fiedler once observed that whoever wants to reach a wider public today, whoever wishes to distract and to please and to reach the dream world of the masses already creates the avant-garde. But the realisation of such desires should not result in the fact that the same public would then have acquired the means to escape from today's world and turn it into a complete desert. Surely, the danger of «the day after» is not only connected to the nuclear threat but it also concerns the responsability of both the artist and the admirer of art to preserve art. In this respect listening to Mertens’ music is indeed something like the ensuing struggle between a flight into a drem and remaining faithful to reality. It is the age-old struggle between apathy and pathos.  

--  Prof. Dr. Jan M. Broekman.

	MERZBOW
	MERZBOW & Christoph HEEMANN:

"Sleeper awakes on the edge of the abyss"
	1993
	41:18
	MERZBOW – см. тж. на CD: TURNTABLE SOLOS: JAPANESE AVANT-GARDE:

avant-noise

label: Streamline

Raw sound material provided by Masami Akita (MERZBOW).

Processing, added sounds and mix by Christoph Heemann.

Graphics: Jim O'Rourke (см.)

	MERZBOW
	"1930"
	1998
	58:43
	industrial/noise

label: Tzadik

Composed and performed by Masami Akita (Tokyo, 1997)

	MESSER FÜR FRAU MÜLLER / MESSER CHUPS – см. в секции ‘Acid’
	
	
	
	

	METAMORPHOSE – см.: Pierre HENRY
	
	
	
	

	METAMORPHOSIS
	Contaminated Chamber Music
	1999
	45:45
	avant-fusion

label: Rachot/Behemot (Prague, Czech Republic) www.rachot.cz 

Richard Deutsch [el g, composition, arrangement];  Martin Alacam [g, v, composition, arrangement];  Christoph Pajer [vln, v, composition, arrangement];  Christof Rothaler [cello, arrangement]. Rec. 1998.

Акустическая авангардно-импровизационая (камерная) музыка, очень насыщенная и упругая, драйвовая, в основном – довольно быстрая.

1. Unterm Teppich

2. Witzbold

3. Marathon

4. Sen

5. Keman

6. Nachtasyl

7. Popsong

8. Karussell

9. Trilogy

10. Hrad

11. Macbeth

12. Aquarium

	METAMORPHOSIS
	Dip
	2002
	46:07
	label: Leo www.leorecords.com
Richard Deutsch [el g, v];  Martin Alacam [ac/el g, v, lyrics];  Christoph Pajer [vln, v];  Christof Rothaler [cello].

contact: meta@metamorphosis.at  www.metamorphosis.at

	METHODS OF MAYHEM
	Methods of Mayhem
	2000
	35:41
	crossover 

label: MCA (USA)

www.methodsofmayhem.com 

Produced and prog. by Scott Humphrey & Steve Duda.

Tommy Lee, Phil X [g];  Scott Humphrey [polyfusion, k];  Randy Jackson, Chris Chaney [b];  Tommy Lee [d];  Mixmaster Mike [DJ];  Tilo: a.o.

->pitchshifter

	MEXICAN KILLER BEES (MKBEES)
	Tomatos
	2000
	48:28
	punk-rock

label: Pacific Promotions

Весёлая punk-rock / new wave команда из Владивостока.

	MICE PARADE
	Collaborations
	2000
	41:21
	label: After Hours (Tokyo)  afterhours@eva.hi-ho.ne.jp  / Bubble Core Records (New York) www.bubblecore.com , thehouse@bubblecore.com 

performed by: Curtis Harvey, Jim O'Rourke (см.), Adam Pierce, Doug Scharin, Nobukazu Takemura, Aki Tsuyuko.

1. The Fall From Andalucia

2. Rela Circle

3. Mystery Brethren Vironment 

4. Mystery Brethren Vironment – Jim O'Rourke remix

5. Mystery Brethren Vironment – child's view remix

Трудно определить стиль: пусть будет "альтернативный рок": ремиксы абсолютно не похожи ни на исходный трек, ни друг на друга.

	Sato  MICHIHIRO
	Rodan
	1989&94  
	67:52
	label: hat ART

Directed & produced by John Zorn.

Sato Michihiro [tsugaru shamisen], Bill Frisell (см.) [el g], Fred Frith (см.) [el g], Tenko (см.) [voice], Steve Coleman (см.) [a s], Christian Marclay (см.) [turntables];  Mark Miller [d];  TOH BAN DJAN: Ikue Mori (см.) [d];  Luli Shioi [b, v];  SEMANTICS: Elliot Sharp (см.) [double neck guitar, b];  Samm Bennett (см.) [d];  Ned Rottenberg [a s];  Tom Cora (см.) [cello];  Joey Baron (см.) [d];  Mark Dresser (см.) [b];  Gerry Hemingway (см. в ‘Jazz’) [d].

  “Most concerts of traditional Japanese music is attended by old men and women with no teeth. Sato Michihiro is fed up with this. He wants a younger audience. After breaking with his sensei (teacher) he began actively pursuing this aim, breaking new ground and breathing new life into the highly improvisational music of the Tsugaru shamisen. We met in 1986 and recorded our first record together, Ganryu Island documenting our duo performances. With Rodan, Sato has been grouped in duo, trio and quartet formats with 16 of the most exciting young musicians living in New York today. They all share a passion for improvisation.” — JOHN ZORN.

  “Like many oriental musics, the interaction here is based not on a shared harmony, but a counterpoint of timbres and a steady stream of jolting, mood including events. The moods invoked are many: pastoral, aggressive, passionate, violent, meditative, sensual. But behind each is audible a concentration, a tension, an intensity which breathes commitment. The sounds define surprise. Steve Coleman’s melismatic alto sax lyricism in consonance with Sato’s own distinct intervals. Bill Frisell’s bluegrass notebending while Fred Frith fingerpicks and Sato offers banjo-like chording. Tenko’s banshee wailing in perfect harmony with the seemingly deceptively aloof Sato. The diversity of rhythmic accents and environments, power and delicacy, provided by percussionists Baron, Mory, and Hemingway. Tom Cora’s chilling cello empathy. And everywhere Sato’s virtuosity, flexibility, and imagination. From a practical standpoint, it is infinitely easier to relate with words what this music is not, as opposed to attempting to communicate what it is. It is not a fusion (East/West, oriental/occidental, jazz/ethnic, Third Stream/improvisational, or any other) of familiar idioms. It is not to attempt to recreate in mood or detail music from an exotic culture. It is not a watered-down blend of Japanese and American ‘folk’ musics. It is not music of the past, or of the future. About all that can be said in certainty is that it most assuredly is music of the moment — the moment of its creation — which, thanks to producer John Zorn, who assembled the various combinations of musicans and saw to the music’s being recorded at its moment of spontaneous genesis, extends itself along a timeless dimension — this disc — so that we can share in its experience.

  Confusing? Yes. But this music is confusing… and captivating. It steadfastly avoids consistency… yet revels in synchronicity. It is built upon the trust between like-minded collaborators… celebrating a collision of sound and attitudes. In fact, each of the improvisations here explores a different attitude, or interesting field of attitudes (like an energy field, or Olson’s “open field” poetry), in ways that are totally self-reliant, without the cushion of preconceived forms or values. This means that there are no recognizable structures, no familiar logic, no comfortable patterns, no reassuring reminiscences. These startling combinations of sounds and colors are fresh, hot, vital. When you hear echoes or intimations of something familiar, it is vague and ambiguous, not a reference point. The sounds stress coincidence, and honesty. The music’s inherent newness, its constant change and variety, allows absolutely no categorizing of idiom or style, though it touches down, briefly, on many. Perhaps these episodes are the easiest points in which to initially insinuate yourself into the music.” — ART  LANGE.

	Sato  MICHIHIRO
	Sato MICHIHIRO & John ZORN: “Ganryu Island”
	1998
	75:40
	label: Tzadik; rec. 1984

Sato Michihiro [shamisen]; John Zorn (см.) [reeds].

Released in a limited edition on the Yukon label and unavailable for well over a decade, Ganryu Island is one of die quirkiest recorded meetings of East and West.

Named after a small island off the coast of Japan where legendary sword master Miyamoto Musashi and his nemesis Sasaki Kojiro met for the first and last time, John Zorn's meeting with Tsugaru shamisen master Sato Michihiro is at once surprising, dramatic, hilarious and revelatory.

The original release plus 5 never-before-heard out-takes: the complete 1984 session on one CD.

	Yagi MICHIYO
	Shizuku
	1999
	56:17
	avant-folk (Japanese)

label: Tzadik

Yagi Michiyo: koto

One of the most versatile masters of the koto, Michiyo Yagi has performed in rock bands, jazz groups, movie soundtracks, classical ensembles, noise improvisations and of course Japanese traditional and folk groups. Here, using both orthodox and unorthodox techniques, she takes the koto to an exciting new world of her own invention incorporating influences from traditional Japanese and Korean music as well as the American maverick tradition of Partch, Cage, Nancarrow and Terry Riley. 

Astounding new music for an ancient instrument by one of the world's most adventurous and accomplished contemporary koto players.

Diminished Shower

Talking Dorian

Remembrance

Seawall 1

Monochord

Taieki

Jueki

Shizuku

Foggy

Nenrin

Seawall 2

Ai No Corrida

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

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

1. Renge

2. Ashura

3. Kaenkou

4. Hiten

5. Henka

6. Fudaraku

7. Rinne

8. Koku

	Stephan  MICUS
	The Music Of  Stones
	1989 
	51:08
	На всех своих дисках (см. тж. остальные его CD в секции ‘Jazz’) Микус играет на камнях, пропиленных на пластины.

exotic-ambient

label: ECM

S.M. [shakuhachi, tin whistle, stone chimes, resonating stones, voice], + others [resonating stones].     

   “Thus one should be able to lift the stone

     and hold it full of wild hope,

     until it begins to blossom,

     just as music uplifts a word

     and floods it with sonority.”

                                       Ingeborg Bachmann

    “Music too, keeps building anew with the insecurest stones her celestial house in unusable space.” 

                                       Rainer Maria Rilke

  For some time Stephan Micus has been drawn by his fascination for the instruments of other cultures. It is not the creation of exotic sounding effects that interests him, but the challenge to discover new sounds and sound contexts. He has experimented with a large variety of wind, string and percussion instruments, with flutes and gongs, zithers and rattles. It was in China where he found instruments made of stone which had been in use for thousands of years but are now almost forgotten, ‘PIEN CH’ING’ stone chimes — small, conveniently sized, suspended stone plates which perform an important role in Confucian ceremonial music.

  With skill it is possible not only to strike fire from certain kinds of stone but also sounds of surprising variety. And this even though the metre-thick cubes, the erratic blocks and the cut steles of black granite and dark green serpentine, if anything, appear instead to be embodiments of silence. For many years the work of the sculptor Elmar Daucher concentrated essentially on the visual and haptic dimensions. He hewed granite, marble and basalt. The other, generally disregarded aspect of stone, its capacity to oscillate as matter producing sound, was not new to him but it held only secondary importance. These days Daucher insists on the equal significance of each of the senses: “The sound is in the form and the sound influences the form.”  The shiny black smoothness of the stones tempts you to touch them. Sounds are coaxed from them just by lightly tapping or tenderly stroking them. The sounds produced by mallet beats or, by contrast, by rubbing the polished surface differ enormously. The effect may be dry and percussive or vibrating and penetrating. Elmar Daucher claims that black Swedish granite is virtually predestined for acoustic purposes, although it is impossible to foresee the final auditory result as the stone, even after it has been sculpted, “still needs to learn”. At the outset it just doesn’t sound right. A diamond saw, among other tools, is used to prepare the stone. Furrows as thick as a finger and deep cuts have to be made for sound to be produced, and simultaneously these also determine the appearance of the sculpture — the acoustic and visual proportions correspond. The stone blocks are shaped like ashlars, cubes (up to a cubic metre in size) and lancets as big as a man. Deep incisions are made into these simple, self-enclosed forms, cuts which run parallel or intersect, vertically or horizontally, in mostly regular integral intervals. These divide the stone into strips of different size with quadrangular, triangular or rhombic base surfaces which possess geometric relationships analogous to the audible musical intervals. They stand as an optical and acoustic expression of the firm belief in a prevailing cosmic harmony. Physical explanations cannot impinge on the magic of this phenomenon.

  If, as Rilke put it, music keeps building anew with the insecurest stones her celestial house in unusable space, then the influence of the surrounding space on its sound must also be acknowledged. The choice of a stone edifice such as the cathedral of Ulm to perform a concert and make recordings provides a further dimension: the unique acoustics of this sacred building with an echo of eight seconds. The overlapping sheets of sound suggest an all-embracing, vibrating oscillation  of pulsating intensity, a sound which seems to surpass our ability to perceive it with our ears. And with its bells the cathedral added yet another element to the music: the aleatoric moment when the chimes of its steeple clock announce the time and yet also seem cut loose from all time. The process of coaxing sounds from Elmar Daucher’s enormous blocks of cut granite and serpentine steels in combination with flute and vocal music represented an entirely new experience, if only because they are not tuned like ‘normal’ instruments, but contain most unusual tonal intervals.

  With the emphasis shifting from more rhythmical elements at some times to a more melodic character at others, and contrasts created between the varied shades of tone and mood, each part of the composition has its own atmospheric appeal. The suggestion of traditional Zen music provoked by the use of shakuhachi, and reminders of Balinese gamelan music or gregorian chant remain sufficiently vague as to provide the space for entirely new and, until now, unheard sounds.

	Piero MILESI
	Piero MILESI & Daniel BACALOV:

"La Camera Astratta"
	1989
	50:19
	minimal

label: Cuneiform Records (USA)

Composed and produced by Piero MILESI & Daniel BACALOV.

rec. & mixed in Milan

"The abstract room is a mental space. 

While strolling, in a moment of suspension, one lets oneself be submerged by sensations, obsessions, memories, images…"

	Piero MILESI
	Modi
	1994
	41:41
	label: Cherry Red Music (London), 1982 / Cuneiform Records (USA), 1994

rec.: 1980

This CD is a re-issue of two compositions that I originally planned as part of a larger work. My intention is to use, one by one, the various modes adopted in different places and times.

MODI consists of two works written for different groups. The first, Modi n°1, in six movements, was written in the fall and winter of 1977/78 for the following instruments:

Harpsichord, Flute, Oboe, Clarinet, Bassoon, Percussion (Marimba, Timpani and Snare Drum), 2 Violins, Viola, Cello, Double Bass.

 Practically speaking, the piece was begun by creating thematic cells, organized in a Gregorian Authentic Proteus or Dorian mode. These cells generated other cells, using the by now traditional processes of fragmentation, inversion, retrograde procedure, etc.. Repetitive groups of cells, based on the tempo of k =126 and played by the harpsichord are derived from and organized chronologically according to geometric and numerical criteria (algebraic progressions, combinations, permutations, reductions, rarefactions, etc.). These groups of cells form a pseudo-repetitive grid from which the individual movements of the work were developed. The function of the harpsichord, therefore, instead of having a role as ostinato accompaniment, is used as a basic constructive element of the piece. This is confirmed in the fifth movement where the harpsichord has a real pre-classic style cadenza. In the sixth movement also, the organization of the inductive and deductive cells results in a greatly increased time concentration, especially in relation to the general time dilatation previously used. This sense of time expansion is also obtained by rhythmic insistence aimed at intentionally using the elaborative possibilities of the germ motives, which are not developed in the traditional ways, but are transformed and reiterated within the same limits of time.

The same methodological approach is also used for the orchestration and vertical aspects: the layering of differently manipulated material gives us a spatial perception of the themes on different levels. These levels each keep their own harmonic autonomy following the criteria of Gregorian modes (organum, lowered leading tone, etc.).

The aspect of colour and timbre is also important. The strict control of the interchange of single instrumental and sectional orchestral parts has a constructive function in the shaping of the piece, and therefore the orchestration is a structural part of the composition.

Modi n°2 has three movements (Andante, Allegro, Andante) written in the summer of 1980 for a larger group than the preceding work:

Voices: Soprano, Alto, Tenor, Bass

Instruments: Flute, Oboe, Clarinet and Bass Clarinet, French Horn, Tuba, Celtic Harp, Percussion (Marimba, Timpani, Snare Drum and Tubular Bells), 2 Violins, Viola, Cello, Double Bass 

This piece is a typical closed A-B-A' form. The second movement (B) differs from the other two movements in its material (tonal not modal), as well as its elaboration, in which the repetition refers to typical Late Romantic sonorities. In the other two movements (A and A'), ancient Chinese modes are taken as the basic material. By using progressive interval changes in the pentatonic scale, perceptive factors gradually undergo transformation, and consequently so do the semantic values of the archaic oriental modes. This is most evident in the reprise of A' where all the modal combi-nations are displayed in an unresolvable logic of recurrences.

The compositional procedure takes advantage of geometric and numerical combinations used and drawn up in a rigorously analytical way, as in Modi n°1. There is also an instrumental use of the voice where the hand beats rhythmically against the lips with the resultant repeated notes combined in a schematic play of dynamics.

-- Piero Milesi 1981

	Piero MILESI
	The Nuclear Observatory of Mr. Nanof
	1992
	54:01
	label: Cuneiform (USA)

All titles composed by P. Milesi 1986/1988

Performed by Milesi and musicians [ ]

Music for films, fireworks, pantelleria and advertising.

	Piero MILESI
	Within Himself
	2000
	50:17
	label: Cuneiform

The fourth album from an Italian composer. Music for films, installations, water and fireworks.
"A skillfull and aspiring composer." – Contrast

"...a light, fluent and most attractive variation on the systems music of Steve Reich and Philip Glass." - London Times

"...a genteel, romantic, modern writer..." - Time Out

"Despite the consonance of the harmonies, one gets the sense of an unsettling presence lurking underneath." - Option
1. So Soggy - in 3 movements (from Concerto per il Solstizio d'Estate, 1992-1998)

Milesi [p, k];  Pier Michelatti [fretless bass];  Silvio Righini [cello].

2. Volti Riflessi (from River of Music, 1993)

Milesi [k] with:

1st boat Barbara - Fresu [tp];  Castellano [k];  Caggiano [perc]

2nd boat Palatina – Galante [fl];  Cherni [k];  Ruggeri [perc]

3rd boat Bettolina – Colombo [sax];  Bacalov [k];  Maras [perc]

3. Avanti la Tre (from Passaggi, 1991-1995)

Milesi [k];  Scarzella [effects].

4. Dentro di Se (from Frammenti di un discorso amoroso, 1987-1998)

Milesi [p, k];  Righini [cello].

5. Fuochi Sul Tevere (from River of Music, 1993)

Milesi [k]. 

All compositions and production by Piero Milesi.

	Russell  MILLS & UNDARK
	Pearl + Umbra
	2000
	61:18
	Russell  MILLS  -- см. тж. с: David  SYLVIAN (with Robert FRIPP)

ambient/trance/experimental
label: Bella Union (London) http://www.bellaunion.com 

Russell  MILLS  &  UNDARK

Sculpted&Produced&Mixed by Russell Mills & Tom Smith. 

Sonic Mandarin: Robin Guthrie.

Recorded in London.

e-mail: mills@swanorth.demon.co.uk 

“Recalling the original efforts of This Mortal Coil, Russell Mills unleashes a textural soundscape featuring guest appearances from some the biggest names in alternative rock, including PETER GABRIEL, THURSTON MOORE, ROBIN GUTHRIE, BRIAN ENO, BILL LASWELL, MICHAEL BROOK, DAVID SYLVIAN, HECTOR ZAZOU, ROGER ENO, HAROLD BUDD and more …”

“the combination of Mills’ painterly eye and the gloss supplied by the likes of […] creates a fascinating canvas of subversive techno which will appeal to fans of Underworld and NIN alike” --- Wire

(Абсолютно звёздный состав!!!)

Russell Mills [catalytic conversions, uncertain wires, temple bells, knife gitar, blood, cloud bowls, steel and skin beats, musix boxes, state blasting, organic flotsam, industrial jetsam, nervous words, samples, the ‘shed’ method] with: Ildefonso Aguilar [lava guitar (8)];  Samuel Aguilar [murmur moog (8)];  John Aitken [cruising drums (2)];  Eraldo Bernocchi [mirage guitars, fulcrum beats];  Michael Brook [infinite guitars];  Harold Budd [desert keyboards (3)];  Mark Clifford [splinters];  Declan Colgan [synthesiser (8)];  Huw Costin [curve bass (7)];  Sussan Deyhim [wind vocals (8)];  Brian Eno [touchstone sonics];  Roger Eno [chameleon drifts];  Mike Fearon [stealth guitars];  Ali Foster [lucent vocals (5)];  Peter Gabriel [muted howls (7)];  Robin Guthrie [honey guitars];  Graham Haynes [ribbon cornet (4, 11)];  Derek Hook [tonge drums (4, 11)];  Bill Laswell [bear basses];  Graham Lewis [bunker emissions];  Hamish Mackintosh [mirror vocals (3)];  Ian McCullough [liquid acoustic guitar];  Tony McSweeney [canine breaths];  Ann Mills [cloud bowls, music boxes (3, 6)];  Sam Mills [pearl river harmonium, music boxes (3, 6)];  Thurston Moore [root guitar (7)];  Paul Schutze [vibrating ether];  Tom Smyth [nifty digits, reliable surprise];  David Sylvian [shimmer vocals (3)];  Clodagh Simonds [golden vocals, pearl river, harmonium (10)];  Mitsuo Tate [exocet guitar (9)];  Jonny Tomlinson [shining keyboards (12)];  Emma Townshend quicksilver vocals (1)];  Jan Walton Thomas [Californian (plank) organ (9)];  Hector Zazou [radium samples].

1. canyon: split asunder

2. swallow crystals

3. rooms of the sixteen shimmers

4. all wise fly (pneuma)

5. shed lustre 

6. a swooon in amber 

7. causes cause causes 

8. heaven dips

9. cage of air

10. golden hair

11. alf wise fly (grapes and bones)

12. gleam and drag

	Russell  MILLS & UNDARK
	Strange Familiar (Undark One)
	2000
	72:41
	rec. in Nottingham

sculpted and produced by Russel Mills with: Michael Brook (см. в секции Synth), Tom Smith, Will Joss.

1. Red Scatter (Declan Colgan)

2. Ice In The Sleeve (Hywel Davies)

3. Stone’s Eggs (Edge)

4. Blood Is Climbing (Brian Eno)

5. Rain In Our Room (Roger Eno)

6. How Sefe Is Deep? (Robin Guthrie)

7. Underground Kite (Bill Laswell)

8. Her 2000 Bines (Kevin Shields / David Sylvian)

“Диск Strange Familiar схож с более поздним альбомом Pearl+Umbra. Это не оговорка: Strange Familiar являет​ся перевоплощением первого альбома Undark. Разница заключается в том, что в далёком 1996 году Миллз, бу​дучи профессиональным художником-дизайнером, только начинал осваи​вать музыкальную ниву. Соответствен​но и первая версия имела более "ви​зуальный" и, если угодно, традици​онный характер. За это время Миллз ещё дальше углубился в мир эксперимента.” – Легионер
Это не пластинка, это праздник какой-то. Глядя на лист контрибьюторов, хочется пуститься в пляс: Кевин Шилдс, уже 9 лет выпускаю​щий новый альбом «My Bloody Valentine»: Робин Гетри, загнавший за Можай Cocteau Twins: Роджер Ино и даже Брайан Ино: Майкл Брук и Дэвид Сильвиэн – некогда Japan: Эдж... Что же могло собрать всех этих пионеров, пенсионеров, первооткрывателей, короче, цвет английского авангарда? Некто Расселл Миллс, сам по себе лич​ность замечательная. Начинал он как актуальный художник и скульптор, в числе его работ — кон​верты пластинок Nine Inch Nails и самого Майлза Дэйвиса, а также обложки книг Сэмюэля Беккета и Милана Кундеры. Известен он еще с 80-х, а с 96 года занялся музы​кой, причём уже успел записаться с Питером Гэбриэлом и Терстоном Муром из Sonic Youth. В принципе, диск с подобными credits слушать надо вне зависимости от каких-то там рецензий, но всё-таки пару слов хочется сказать о музыке. Подогнать под определенный стиль её не удастся (это было целью со​здателей, очевидно), там есть и эмбиент, и гитарная психоделика, и довольно жёсткий индастриал. Что же действительно странно, так это то, что все упомянутые граждане (ну, кроме Шилдса) никогда не слышали шотландскую группу Mogwai, а особенно альбом ремиксов на их песни «Kickin' a Dead Pig». Иначе проект не подавался бы с такой помпой — Mogwai выпу​скали нечто в этом духе еще году в 1997-м, особенно это касается ра​боты со струнными и гитарой. Тем не менее, пластинка интересная в высшей степени, в таком жанре ма​ло кто сейчас работает. Обычная проблема экспериментаторов – вымученность их творений. Миллсу удалось избежать этой ловушки, и диск слушается на одном дыха​нии, которое порой становится ко​ротким и поверхностным — под не​которые из песен немудрено впасть в транс. Ряд композиций при деликатном ремикшировании потянет на дискотечные хиты, хотя танцевальность целью авто​ров отнюдь не была. Прекрасен «атмосферный» вокал Сильвиэна на «How Safe Is Deep?»: «Stone’s Eggs» с участием Эджа из U2 здоро​во напоминает Passengers: в духе позднего Скотта Уокера выдержан первый трек «Red Scattep»... Что особенно важно, за всеми громки​ми именами и аналогиями прогля​дывает индивидуальность Миллса. Побольше бы таких дисков.

--- Салон AV

	MIMI (Mimi GOESE)
	Soak
	1998
	58:42
	post-punk

label: Luaka Bop   www.luakabop.com 

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

Produced by David Byrne, Hector Zazou, Hahn Rove.

Recorded in France by Hector Zazou.

	MINIMAL COMPACT
	One + One By One
	1981, 83
	56:14
	label: Crammed Discs

#1.-5. – 1981 (“Minimal Compact”):

Samy Birnbach [v];  Berry Sakharof [g];  Malka Yoyo Spigel [b];  + Corrie Bolten [k, g, fl];  Pieter Bannenberg [d, perc, cl];  Marc Hollander (см. тж. с ART BEARS) [bass cl, sax, organ];  Dick Polak [perc, melodica].

#6.-15. – 1983 (“One By One”):

Samy Birnbach [v];  Berry Sakharof [g];  Malka Yoyo Spigel [b];  Max Franken [d];  + Dick Polak [accordion];  Marc Hollander [cl, perc].

Rec. in Belgium.

	MINIMAL COMPACT
	Deadly Weapons
	1984
	58:43
	label: Crammed Discs

Samy Birnbach [v];  Berry Sakharof [g, k, cello];  Malka Spigel [b, v, k];  Max Franken [d];  Rami Fortis [g, v];  Blaine L. Reininger (см. тж. с TUXEDOMOON) [violin, viola];  Mark Hollander [wind instruments, perc, xylophone];  Peter Principle (см. тж. с TUXEDOMOON) [slide g, treated g, E-Bow g]. Produced by Peter Principle and Gilles Martin.

	MINIMAL COMPACT
	The Figure One Cuts
	1987
	50:49
	label: Crammed Discs

Samy Birnbach [v];  Berry Sakharof [g, k];  Malka Spigel [b, v, perc];  Max Franken [d];  Rami Fortis [g, v];  Mark Hollander [hand drums];  Luc Van Lieshout [tp, fl h];  John Fryer [k];  Drem Bruinsma (см. тж. с TUXEDOMOON) [Emu sounds].

Produced by John Fryer.

	MINISTER  OF  NOISE
	Hell In Heaven
	1990
	57:40
	industrial.  Гитарно-клавишный. Ритмичный и орнаментально-содержательный.

label: Peaceville (distributed by Revolver UK/USA & Rough Trade gmbh)

Produced by Sir Freddie Viaduct at NAFFI Universal.

1. Hell In Heaven

2. Shopping Precinct

3. Siamese Twins

4. Dread My Soul / Zone Drone (glass opium mix)

5. Black Hole 

6. You Can Groove

7. In The Stink

8. Swamphouse

9. Bless This Bass

10. Alive

	MINISTRY
	The Land Of Rape And Honey
	1988
	46:43
	industrial

Al Jourgensen [v, g, k];  P. Barker [b, v, pr]

(см. тж. REVOLTING  COCKS – другой проект этих же парней на лейбле Music For Nations / Devotion: The DAMAGE MANUAL).

	MINISTRY
	The Mind Is A Terrible Thing To Taste
	1989
	50:21
	

	MINISTRY
	In Case You Didn't Feel Like Showing Up
	1990
	39:48
	[Live]  cреди участников: Public Image Ltd, Dead Kennedys, Killing Joke, a.o.

	MINISTRY
	Psalm 69 : The Way To Succeed And The Way To Suck Eggs.  (KEФAЛH…)
	1992
	44:47
	В “Jesus Built My Hotrod” поет G. Haynes [from BUTTHOLE  SURFERS (см.)]

	MINISTRY
	Filth Pig
	1996
	54:31
	

	MINISTRY
	Dark Side Of The Spoon
	1999
	44:50
	

	MINISTRY
	Animositisomina
	2003
	53:57
	label: Mayan Records (England)

	Phil MINTON
	Fred FRITH, Bob OSTERTAG, Phil MINTON:

"Voice of America"
	1981
	38:22
	Phil MINTON - см. тж. c: David  MOSS ('Jazz'); Mike  WESTBROOK “Off Abbey Road” (в 'Jazz'); Lindsay COOPER; VLADIMIR  ESTRAGON; ROOF (w/ Tom Cora, Luc Ex); ANGELICA; NEWS  FROM  BABEL; 4WALLS (на "F"); George GRÄWE (в 'Jazz'); FRIGG (в 'Jazz'); Klaus  KÖNIG (в 'Jazz');

http://www.shef.ac.uk/misc/rec/ps/efi/mminton.html 
free impro
label: ReR

Part I: New York, Jan. '81 (Frith (см.) / Ostertag (см.))

Part II: London, Aug. '81 (Frith / Ostertag / Minton)

Phil Minton [tp, v] born Torquay, 2 November 1940.

When he was 15, Phil Minton started trumpet lessons in his home town and then, between 1959 and 1961 played with the Brian Waldron Quintet, the resident group at Torquay Town Hall supporting such acts as the Ted Heath Orchestra and B Bumble and the Stingers. On moving to London he played trumpet and sang with the Mike Westbrook Orchestra but in 1964 /65 undertook a residency in Los Palmas, Canary Islands, singing and playing trumpet with the English group Jonston Macphilbry. From 1966 he lived in Sweden for five years. On returning to London in 1971, Phil Minton re-joined Mike Westbrook and was involved in many of his projects up to 1990, touring extensively in Europe and playing at major festivals including Adelaide, Edinburgh, New York, Strasbourg and Berlin. 

In 1974 Phil Minton began working with experimental theatre groups such as Welfare State and IOU, formed the vocal group Voice with Maggie Nicols and Julie Tippetts in 1975, and from 1976 through the early 1980s he worked solo and in a number of improvising duos with Fred Frith, Roger Turner, Peter Brotzmann and with Gunter Christmann's Vario project, touring extensively in Europe and to Russia, the USA and Australia. The improvising duos continued throughout the '80s with a variety of partners and this was mixed with more 'multi-media' work such as Konran Boermer's opera 'Apocalipsis cum figuris', Lindsay Cooper's 'Oh Moscow', Mike Figgis' theatre productions and Sally Potter's film 'Gold', as well as frequent guest appearances with European groups and orchestras. In 1988 Phil Minton was voted best Male Singer in Europe by International Jazz Forum. 

Veryan Weston and Phil Minton began their collaboration in 1987 and were commissioned by the Le Mans Festival in 1989 to write and perform Songs from a prison diary, a composition based on the prison writings of Ho Chi Minh for 22 voices. The work was premiered in 1990 and performed at Musica '91 in Strasbourg and awarded the Cornelius Cardew Composition Prize. Further work with Veryan Weston has included Naming the animals with Adrian Mitchell [recorded on Ways past]and, in 1992, Mahkno, a piece for eight voices commissioned by the Taklos Festival, Switzerland. The two musicians regularly play as a duo, including a performance at the Victoriaville Festival in Canada in 1995, and they received a commission from the Angelica Festival in Bologna, Italy which resulted in Past. 

Minton continues to work in a wide variety of situations and over the past few years these have included guest appearances with the Georg Graewe's GrubenKlangOrchester, Trio Raphiphi with Radu Malfatti and Phil Wachsmann, a trio with John Butcher and Erhard Hirt, Axon, a trio with Marcio Mattos and Martin Blume, Derek Bailey's Company, and Tony Oxley's Celebration Orchestra (including the performance to celebrate Oxley's 60th birthday in 1998. In 1993 he received an Arts Council Bursary for river run, a composition for voice, piano, percussion and reed instruments inspired by the works of James Joyce. This group, the Phil Minton Quartet or, alternatively, 'river run', has turned into a (moderately) regularly performing ensemble with Veryan Weston, Roger Turner and John Butcher. The Quartet toured Europe in 1996, appeared at the Victoriaville Festival in 1997, touring Germany the same year, undertook an Arts Council- supported tour of the UK in 1998 and appeared at the Vand'Oeurve Festival, and in 1999 played concerts in the US. 

In 1994, Phil Minton began the 'Feral Choir' project in Stockholm and Berlin and the 'Giving Voice' Festival in Cardiff, a series of workshops and rehearsals of compositions specially written for participating performers. In the same year he also toured the US with Bob Ostertag's electronic piece, Say no more. This started life as separate improvisations recorded independently and with no external guidance by Minton, Mark Dresser and Gerry Hemingway (with Joey Barron also in at the beginning, subsequently dropping out). Bob Ostertag then used an Ensoniq EPS16+ sampler and a Digidesign Protools Recording system to explode these solos into fragments and create a band piece from the splinters. This was recorded as Say no more. Ostertag then created a score of the compositions he had created on computer and gave this together with the computer-generated recording back to the musicians asking them to learn their parts for live performance. These parts were rehearsed and toured and formed the second CD, Say no more in person. The third stage - released as Verbatim - consists of the live tapes further exploded and reformed by Ostertag in his computer: the final version consisted of live interpretations of these secondary splinters and was premiered at the Taktlos Festival in Switzerland in March 1996, and appeared as Verbatim, flesh and blood. Phil Minton and Bob Ostertag also performed in duo in London in September 1996, a fragment of which has been released on a compilation Resonance CD. They also toured Verbatim the same year and undertook European and Japanese tours in 1998. 

In 1995 Minton appeared at the 'Voices of the world' festival in Copenhagen with Roger Turner and went on a European tour with Tom Cora. The association with Cora evolved through 1996 with a tour and recording of the quartet Roof (Minton, Cora, Luc Ex, Michael Vatcher), into 1997 and 1998 through further quartet tours, ending with Cora's untimely death. Since then, Veryan Weston has made up the quartet, now called 4 Walls and they toured in Europe in 1999. 

Radio broadcasts continue apace, particularly in contintental Europe: for example, in 1996 a portrait of Minton's work was created by Grace Yoon for SWF and SFB in Germany. He also continues to appear in less freely-improvised musical surroundings such as taking lead vocal in Carla Bley's revival of Escalator over the hill at the Koln Festival in 1997 then taking this on a European tour the following year, appearing in Franz Koglmann's composition O moon my pin-up in 1997, and the revival of Blake's Bright as fire with Mike Westbrook in 1996 and 1997. The mid-1990s onward have seen him as a moderately frequent visitor to Russian and Eastern European countries: a 1994 appearance at the Urals New Jazz Festival, a tour of Lapland with Roger Turner and Arne Forsen in 1995 plus an appearance at the Vocal Jazz Festival Novosibirsk in Siberia, and in 1999 a short solo tour of Russia taking in Leningrad, Moscow and Krasnoyarsk. He also tours Japan, including a 1998 tour with Sabu Toyozumi and other Japanese musicians and vocal workshops in Tokyo.

	Phil MINTON
	Phil MINTON & Veryan WESTON:

"Ways"
	1987
	42:30
	Phil MINTON & Veryan WESTON - см. тж. проект: 4WALLS (на "F")

label: ITM

rec. 1987

The pairing of vocalist Phil Minton and pianist Veryan Weston is performance is not so unusual. That their performance took place in a German restaurant and is constructed of a selection of songs by Ives, Schubert, Lieber, and Stoller, and the principals themselves are...perhaps. Opening with a satirical song by Ives, Weston who plays a shimmering set of harmonic changes based on the original awaits Minton's entrance: he groans before entering the song with relish and verve. It sounds like a war march, but its lyrics are irreverent and humorous: they are interspersed with various improvisations between the verses. Next is "Genesis/245" by the all but unknown Lou Glanfield. It's a blues tune that is noteworthy for its altered, complex harmony, which was done by Eric Dolphy. Here improvisation and vamp become nearly synonymous. The wit Minton shows for his subject matter is infectious and Weston's deft moves in the timbral realms offer different dimensions totem words, sounds and tonal sonorities evoked by Minton. And so it goes. The realization of "Heartbreak Hotel" as an art song is one of the more stunning selections on any Minton record, where images are brought out of the sheeny narrative and echoed to life in Minton's delivery. Finally, there are suites made of workers songs of the WWI and from comic opera tunes by rather obscure sources -- which is fine because in the hands of these two they become something other anyway. There is a seamless quality to the performance, where tempo, improvisation, and reverential respect for the originals all works in tandem and becomes part of a larger esthetic framework. This is one of Minton's most accessible recordings, and his live pairing with Weston is nothing short of a triumph.

  
  
1. 

Way In / The One Way 
- Glanfield, Ives 
13:14

Composed by:
 Glanfield, Ives

Performed by:
 Minton, Veryan Weston

  
  
2. 

Wayfarers Prelude to an Die Musik: A) Voice B) Piano / An Die Musik 
- Schubert, Von Schober 
5:17

Composed by:
 Schubert, Von Schober

Performed by:
 Minton, Veryan Weston

  
  
3. 

For You / Playing Time 
 - Minton 
3:05

Composed by:
 Minton

Performed by:
 Minton, Veryan Weston

  
  
4. 

Midnight Bridge / There Was a Lover and His Lass (Verse1) / Springtime 
- Minton, Veryan Weston 
10:09

Composed by:
 Minton, Veryan Weston

Performed by:
 Minton, Veryan Weston

  
  
5. 

Klang Nocturne 
- Minton, Veryan Weston 
2:03

Composed by:
 Minton, Veryan Weston

Performed by:
 Minton, Veryan Weston

  
  
6. 

Another Way Out / Wayfarers Prelude to the Lost Chord: Voice / Piano / The Lo 
- Sullivan 
6:13

Composed by:
 Sullivan

Performed by:
 Minton, Veryan Weston

  
  
7. 

Mourn Not the Dead / Playing Time 
- Armstrong, Chaplin 
2:32

	Phil MINTON
	Phil MINTON & Veryan WESTON:

"Songs from a Prison Diary" (Poems by Ho Chi Minh)
	1993
	64:46
	avant-garde

label: Leo

rec. 1991 (live) 

This wildly ambitious project for solo voice, choir (where everyone has either a solo or soloistic role), piano (Weston), and percussion is among the most beautiful and profound works in modern music. These two composers, Minton and Weston, worked together on a commission to create a piece for (at that time) a male voice choir. This was abandoned and the present work (written between 1989-1990) commenced. Deforming this work is almost impossible: The unusual inclusion of a large baritone section in the choir created numerous possibilities, not only vocally for Minton to utilize, but contrapuntally for Weston to make use of. All elemental structures of jazz are left behind here. Ever present are early baroque tenets and modern improvisational nuances. In this one long work, one section ends and another is either begun at its end or overlaps it, consuming it in full. Minton is at the top of his form as a singer: he weaves a golden web of silken history where cultural and historical antecedents are touched upon but enveloped in his silvery tenor. The choir carries him through and through, up and down the adventuresome score, traveling from China to Vietnam en masse. This is music as power -- emotional, political, structural, and even economic -- as it is the power of a noise to generate forces such as memory, anger, sadness, grief, rage, joy, and transcendence. And then there is the use of silence in the recording process, where the breaks in the recording (the spaces from selection to selection) take place, breaking up each section seemingly in the middle -- so much so that at times the listener will wonder if there is something wrong with the CD player! But this is strategic in this hypnotic wonder of a work. All traces of cynicism and postmodern insider strategy are left behind here. This is a work that is accessible because of its quark strangeness and charm. It is a brilliant composition that should be performed by the finest vocal ensembles in the world.

  
  
1. 

Prologue 

- 5:23

Composed by: 
Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
2. 

Vocal Improvisation 
- 1:51

Composed by:
 Jo Truman

Performed by:
 Jo Truman

  
  
3. 

Antidote  
- 
2:11

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
4. 

Vocal Improvisation -
 2:10

Composed by:
 Cleveland Watkins

Performed by:
 Cleveland Watkins

  
  
5. 

Morning 
- 
1:32

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
6. 

Vocal Improvisation - 
5:02

Composed by:
 Maggie Nicols

Performed by:
 Maggie Nicols

  
  
7. 

Duet for Piano (Veryan Wilson) And Voice (Phil Minton): A) on Reading 
Minton, Weston 
- 7:59

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
8. 

Vocal Improvisation - 3:45

Composed by:
 Norma Winstone

Performed by: 
Norma Winstone

  
  
9. 

Vocal Improvisation - 
3:26

Composed by:
 Elise Lorraine

Performed by:
 Elise Lorraine

  
  
10. 

Noon - Solo Voice: A) Phil Minton B) Harvey Brough C) Liane Carroll 
Minton, Weston 
4:47

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
11. 

Afternoon - Solo Voice: A) Phil Minton B) Sylvia Hallett B) Maggie Nicols 
Minton, Weston 
8:16

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
12. 

Twilight - Solo Voice: Melanie Pappenheim 
Minton, Weston 
1:30

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
13. 

A Milestone  
- 
1:23

Composed by: 
Minton, Weston

Performed by: Minton, Veryan Weston

  
  
14. 

Evening: A) Solo Voice-Phil Minton B) Duet Vocal Improvisation Liane Ca 
Minton, Weston 
6:41

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
15. 

First Page of the Diary 
 - 
1:40

Composed by:
 Minton, Weston

Performed by: Minton, Veryan Weston

  
  
16. 

Goodbye to a Tooth 
 - 
2:14

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
17. 

Vo Bey Day 
 - 
1:46

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
18. 

Epilogue 
- Minton, Weston 
3:01

	(Phil MINTON)
	TRIO TRABANT A ROMA:

"State Of Volgograd"
	1994
	64:05
	label: FMP

Lindsay Cooper [bassoon, el. effects, sopranino, p];  Alfred 23 Harth [as, ss, ts, cl, bcl, melodica, sopranino, p, farfisa organ, casio cs 1000];  Phil Minton [v, p]. (Hart/Minton – cм.: VLADIMIR  ESTRAGON ('Jazz'))
1. Orbital Tent

2. Et All Ways Budapest

3. Main Movies Et Negentropical Territories

4. Strasbourg Et Amor Trans'n'Dance

5. Beyond Cut

Expedition into the unknown

Anything that can be said about Albert Mangelsdorff and his trombone is maybe even more true of Alfred 23 Harth and his saxophone: He uses his instrument to tell stories. One can therefore describe Harth's music and his involvement with various groups as being a continuous search for (hitherto undiscovered) means of expression. Unlike Jan Garbarek for example, who sticks tenaciously to his own particular sound once he has found it, and can therefore always be identified after the first two bars, Harth continually journeys into the unknown and takes the risk which all explorers take – that he may not find anything of importance. But this is what makes Harth's musical expeditions, expeditions on which the saxophone no longer suffices, so exciting. He takes his listeners with him on his journeys, but does not tell them beforehand what awaits them and what they should expect. He astounds them – and sometimes seems to be astounded himself – with the music his instrument and his performances with various carefully chosen partners produces. The history of music is to a great extent the history of melody, just as for a long time the history of art was the history of the visually pleasing picture, and the history of the theatre was the history of grace and dignity. However, anyone who experiments with means of expression, who wants to reveal the whole truth (in music as well) cannot depend on melody alone. Truth – Shakespeare or Bosch were aware of this – is not always good and beautiful (in fact it is seldom so) and goodness and beauty are very often not genuine. Alfred Harth is not afraid of producing sounds which could be unpleasent or even torturous for (some of) his audience. One of the tricky things about art appreciation is that something which at one particular moment of time seems irritating or even ugly, very soon gives us pleasure – once we have started to get used to it. When seen against the background of bel canto, which dominates our tradition. Bob Dylan's music (and before him Louis Armstrong's) was a sheer provocation, and was – at first – regarded as being ugly. In time, at least in a particular subculture, this norm was replaced by another. Thus the pure enjoyment of music is subject to continual change. To make the audience sensitive to the original disturbing effect of Beethoven's Ninth Symphony, Michael Gielen once directed Schdnberg's "Uberlebenden aus Warschau" between the third and fourth movement. He defamiliarised the one work – the substance of which he did not want to alter – by introducing the other. Harth can continually set himself apart in the world of jazz, by that I mean that he can change his method of playing and make it different, can overcome the "auto​matism of perception" and give us a new aural awareness.

Alfred 23 Harth has an affinity to Dadaism which makes itself apparent in his anarchistic views, and in the choice of witty, and often obscure titles for his pieces and in the names of the groups he plays with: Cassiber, Duck and Cover, Gestalt et Jive. The reason why the group featured on this CD is called Trio Trabant a Roma, for example, remains a complete mystery, just like the 23 in Harth's name or the title State of Volgo​grad. These mysteries can be solved rationally. Of course one needs the background knowledge which the musicians artfully keep to themselves. Just before the concert recorded on this CD the three of them were in Volgograd with Lindsay Cooper's and Sally (Orlandol) Potter's "Oh Moscow" project The trio also took part in a festival of modern music in Strasbourg – fourth cut.

The mystery (and wit) behind many of the titles arises out of the incompatibility of their individual sections, from the fact that their various elements do not "fit together" either syntactically or semantically. This principle is repeated again and again in the music of many of the ensembles Alfred 23 Harth has worked with. It seems to fall to pieces, does not seem to be intact. If after a few bars you think you know the way things are going, you suddenly find you are mistaken, that you have been mislead. Harth's principle is heterogeneity rather than homogeneity, the "unity" which is often called for, and which is closely linked with the traditional concept of beauty. Harth delivers "piece"—work in the literal sense of the word. His aesthetic sense resembles that of some experimental film-makers who seemingly put the frames together in a completely haphazard manner. (By the way, main movies et negentropical territories could be the name of a film by Jon Jost.)

Alfred 23 Harth has always seen his music as being political – like Heiner Goebbels or the English avant-gardists he likes working with. This should not be understood in a narrow, flat sense, and one should take care not to interpret this music in a vulgar-materialistic way. Usually an argumentation, a series of thoughts develop which are often accompanied by rebellious gestures and increasingly by a return to insight, to a consciousness which is by no means unassuming. As mentioned this is not the first time Alfred 23 Harth has played with the bassoonist and saxophonist Lindsay Cooper and the singer Phil Minton. He has found a kindred spirit in the English woman – this becomes particularly apparent when the two of them enter into a dialogue involving various wind instruments. Sometimes it is more of a stammer, then almost the soft sound of love, sometimes increasing in intensity, sometimes almost ceasing altogether, and sometimes threatening to end in an argument which Phil Minton's voice seems to settle. In et all ways Budapest though, the voice forces its way impertinently between Alfred 23 Harth's and Lindsay Cooper's blissfully harmonic keyboards. Harth had previous encounters with Phil Minton in the group reminiscent of Samuel Beckett called VLADIMIR ESTRAGON [см.]. They record​ed a CD with the splendid title Three Quarks For Muster Mark.

It is characteristic of the aforementioned "piece"—work, that flashes of musical quotations keep appearing: not so much concrete sequences of notes, as genres and styles such as the chanson, the blues or African folklore.

We should not forget to mention that this CD was recorded in the community centre in the Dieselstrasse in Esslingen. Here, as in many other unattractive places in the Republic, excellent jazz is presented all year round. Local authorities take pride in organising festivals, when a few days are packed full with spectacular highlights. This means that enough money is left to be able to subsidise events when times are harder, and this makes for headline news. The time which a lot of people sacrifice to work for the jazz cause, which they devote – to use a somewhat outdated but nonetheless honourable term – to the cultivation of the arts, usually goes unnoticed and unappreciated. For example, Dieselstrasse offers us a non-stop jazz festival – even if it is not recognised as such. One of its highlights has been recorded on this CD.

---- Thomas Rothschild

	Phil MINTON
	Mouthfull of Ecstasy
	1996
	49:30
	free impro
label: Victo www.cdcbf.qc.ca/cdcbf/DisquesVicto
victorec@cdcbf.qc.ca 
JOHN BUTCHER: saxophones ténor et soprano, voix

ROGER TURNER: batterie, percussion, voix

PHIL MINTON: voix

VERYAN WESTON: piano, voix

1. WINKILAND . . . . . . . . . . . . . . . . . . . . . . . 4’25”

2. RIVERRUN . . . . . . . . . . . . . . . . . . . . . . . . 4’35”

3. BUMP! . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1’43”

4. SEEKER OF THE NEST.... . . . . . . . . . . . . 2’03”

5. BACK-TO-BUNK TOM . . . . . . . . . . . . . . . 5’20”

6. MY DIAPER HAS MORE LIFE TO IT! . . . 3’24”

7. ANNA LIVIA . . . . . . . . . . . . . . . . . . . . . . . 3’42”

8. MOUTHFULL OF ECSTASY . . . . . . . . . . 5’03”

9. PARK BOGEY . . . . . . . . . . . . . . . . . . . . . . 3’29”

10. GUNS . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2’18”

11. JOHN’S SONG . . . . . . . . . . . . . . . . . . . . . 2’10”

12. SPERMIN SPUNK ABOUT . . . . . . . . . . . 1’34”

13. MIKEALLS OR NICHOLISTS . . . . . . . . . 1’41”

14. WHAT REMAINS . . . . . . . . . . . . . . . . . . . 3’49”

15. SANDHYAS! . . . . . . . . . . . . . . . . . . . . . . . 3’17”

16. FINN, AGAIN! . . . . . . . . . . . . . . . . . . . . . 1’24”

Toutes les musiques sont de

MINTON/WESTON/BUTCHER/TURNER (PRS-1996)

Enregistré par STEVE LOWE aux Studios GATEWAY à Londres

le 4 janvier 1996. Montage par DAVE HUNT.

Of course, anyone familiar with vocalist Phil Minton’s decades of skrimlatting can imagine how he and Joyce would get

along. Listeners at the Festival International de Musique Actuelle de Victoriaville ‘95 got a quick earful of ecstasy as Minton and Weston crash-tested some of the material that would germinate into the quartet and the CD. As free improvisors, Minton, Weston, Turner and Butcher take the inherent semiotic flexibility of music one step further, emphasizing a fleeting, constantly-shifting, instantaneous flash of images, sounds, and associations: that imminence is consistent with Joyce’s free flow of verbiage, his «stream of consciousness» style of running-on sentences and creating compounds out of separate linguistic molecules. That stream, that flow - free improvisation is, in a sense an attempt to take that process to its ultimate place by imbedding it in real-time performance.

Indeed, there is a beautiful extemporaneousness and exploratory attitude at work on mouthfull of ecstasy. And, wonderful as they are, Joyce’s words don’t dominate the project: they’re seeds, spermin, spunkabout, insinuating their way into the overall sound and sense of each piece. The group specifically chose to mix the voice integrally, not out on top riding roughshod over instrumentalists. Minton’s voice (and the voices of each of his collaborators, which also appear as a key part of the project) is treated as thread in the musical fabric. Word for word, each utterance can serve either to stir up freely-associated meanings, harder denotative references, or simply to kick back and join the melange as concrete sound.

«‘Play’ is an important part of making music that is often overlooked,» summarizes Weston, «and in Finnegans Wake there is play with words and language which opens up play with interpretation. So enjoy yourselves, double up your mumpers as here comes everybody.»

--- John Corbett, Chicago, June 1996

	Phil MINTON
	A Doughnut in One Hand
	1998
	60:31
	label: FMP

rec. 1998

Avant-garde vocalist Phil Minton has a large vocabulary of voices and extended vocal techniques and an extensive discography cataloguing his numerous projects from 1969 on. Born near the Southern coast of England in 1940, he started out on the trumpet and began playing in jazz bands in the late '50s. After moving to London in the mid-'60s, Minton began doubling as trumpeter/vocalist for the Mike Westbrook Orchestra, then lived in the Canary Islands for a year, and in Sweden for five before returning to London (and Westbrook's band) in the early '70s. The mid-'70s found him working in a variety of settings, from improvised duos to theatre groups, and in his vocal trio Voice with Julie Tippetts and Maggie Nicols. As an improviser, Minton has toured throughout the world, working with a great many creative musicians, including Peter Brötzmann, Fred Frith, John Butcher, Derek Bailey's Company, and an ongoing collaboration with Veryan Weston. In addition to Voice, he was in another trio during the '90s called Axon (with Marcio Mattos & Martin Blume, which recorded for another collaborator Georg Graewe's label Random Acoustics), led the Phil Minton Quartet, and was a member of the quartet Roof.


1 

Universal Drainage 
-Minton 
1:23

2 

Dough Song 1 
-Minton 
:46

3 

Dough Song 2 
-Minton 
2:21


4 

Cut Wreath -
Minton 
:57


5 

Tip Head 1 
-Minton 
2:14


6 

Doug Song 3 
-Minton 
1:28


7 

Para Song 1 
-Minton 
1:39

8 

Dough Song 4 
-Minton 
1:09


9 

Doug Song 5 
-Minton 
2:19

10 

Three Lies 
-Minton 
3:01


11 

Dough Song 6 
-Minton 
2:36

12 

Tip Head 2 
-Minton 
1:51


13 

Dough Song 7 
-Minton 
1:54

14 

Soug Song 8 
-Minton 
3:26

15 

Para Song 2 
-Minton 
2:03


16 

Srainage Mr. Wilkins 
-Minton 
1:11


17 

Drainage Mr. Wilkins, Pt. 2 
-Minton 
1:21


18 

Dough Song 9 
-Minton 
4:39

19 

Doug Song 10 
--Minton 
1:26


20 

Dough Song 11 
-Minton 
1:28

21 

Tip Head 3 
-Minton 
2:13


22 

Para Song 3 
-Minton 
2:03

23 

Dough Song 12 
-Minton 
2:07


24 

Tip Head 4 
-Minton 
1:23


25 

Bishio Drainage 
-Minton 
2:49


26 

Para Song 4 
-Minton 
2:46


27 

Doug Song 13 
-Minton 
:34


28 

Ballard 
-Minton 
2:15


29 

Tip Head 5 
-Minton 
2:11


30 

Lifting Leeks 
-Minton 
2:44

	Philippe  MION
	Leone
	1996
	72:39
	avant-garde (Modern opera)

Opera for 6 vocalists and electroacoustic music in two parts and nine sequences.

Philippe Mion – music

Philippe Minyana – libretto

  The only way to write about Philippe Mion’s ‘Leone’ is to remain «on one’s guard» – and guard against waxing lyrical about a work that is lyrical in every sense of the word. […]

Generally speaking, opera as a genre, is a complicated business: no one really seems to know whether it is primarily music or theater. And to hear composers tell it, it is not music that dominates. They, at least the best of them, see music as «the humble servant of a dream.» The transparency of music, the way in which it serves drama, in a word, its sub​servience, are paradoxically the moving forces of its triumph: its deference guar​antees the success of the genre.

Composers are clearly a generous lot, agreeing as they do to share everything with their librettist: glory, royalties, fame, power, even women sometimes (Debussy/Maeterlinck). And it is moreover the modern composer who most aspires to such virtuous self-effacement (mod​ernism does mean the abolition of privileges!), and who would avoid calling attention to himself with a particular melody or some monolith of «pure music»… which would interrupt the flow of the human, all too human drama. All this goes back to Wagner.

And goes right up to Mion. An acousmatic opera: is this an even more semiotically twisted approach? Not really. To my mind, this one follows in the same line. After all, Wagner's orchestra had already been moved beneath the stage. Here, the lyrical line that emerges from the loudspeakers (which is to say from every​where and from nowhere visible) is like a melodio continue : ductile, shimmering, harmonic… It stimulates the music of live orchestra. Very little of it is sound intense, it is rather musical matter whose essence is luminous or lusterless, polyphonic, filled with moaning, machine-altered voices: it belongs to the world of liquidi​ty, of subterranean plains, and of the underlying. How can music so smooth coexist with so crude a tale of daily life, with such a seamy story, with a book that so cleverly incorporates sordid little gems of the ver​nacular? For in spite of the tenderness of its humor — which fits nicely with burlesque — ‘Leone’ is clearly a horrible, harrowing tale. Wozzeck, in comparison, is kid's stuff. And in spite of its angelic char​acter (although the angel here is often rubbed the wrong way and gets a little roughed-up in the process: it's an angel that has been jolted and ruffled and who has learned a thing or two, a «modern» angel, right out of a Wim Wenders film), the musical matter becomes infused with the drama, like some vulnerable ghost, like the Invisible Man filling up with black ink. Pity — one of the key elements of Tragedy — seeps in increasingly, bringing the heart of this desperately, constantly compassionate music to pound ever more heavily.

In other words, in more structuralist (Barthesian) terms, (and this is where one must be on one's guard), we can divide this opera into two paradigmatic cate​gories: Layer and Rhythm: or if you pre​fer Smooth and Rough, or Sublime and Trivial. At each of its level — from the diaphanous level of «pure music» to the level of the most vulgar of stage direc​tions — one finds the presence of each of these two models, or imprints, or forms. And I believe that this morphological composition — which serves to reconcile the horrid and the splendrous — is rele​vant for the composer as well, who stated that he "«as thinking in terms of grandil​oquence, tragedy and sublime deaths."»Let's take a few examples, beginning with the sublime (a pure layer of music rises to the surface, occasionally scored by verti​cals): lenghty ululations come first, silky, aspirate, glacial glissandos… and we find these spider-like musical threads throughout the opera, transparent and pitchless, until the pitch is finally heard, at which time it is all the sharper. The musical layers that rise and fall are marked with vertical  events: church bells that sound harsh by virtue of their mate-rialness (tracks 1 & 2): or the pointillism of the choirs, with each voice dotting itself onto a composite canvas bristling with soloist effects (tracks 3 & 4): or the stam​mering of a character (imitated at times mockingly by tape): and then all that chapping, that rustling, that shrill screeching in the accompaniment that ruffles and rumples the smoothness of the music throughout.

When the sublime comes in contact with the prosaic — human drama on one side, music on the other — it creates a strange pathos, which we eventually get used to. Each has its own, self-contained aesthetic, and these parallel worlds attempt to communicate with each other from afar… or that is the impression we have so long as we stubbornly refuse to open ourselves to the audacious musicatity peculiar to an acousmatic opera, where strange taped sounds accompany voices singing almost trembling incommunicability — and experienced by an orchestra aspiring with all its might to language and mean​ing.

But the two do eventually meet. There are connections, encounters (of the third kind) that yield strange musical hybrids, bizarre and moving dialogues — some​where between the smooth and the rough. And then the all too «divine» time-lessness of its delicious discontinuity is ruined, eradicated, when the tape pro​vides, with the greatest compassion, imi​tations and commentary: when it grates with sounds played backwards…: when angels imitate birds while the mother is dying: when rifle shots, the angry out​burst of neighbors and the pounding of Leone's madness shatter her dreams: as well as every time that the bizarre, coated with the stuff of daily life, becomes more human by bringing language to a boil.

jean-christophe thomas,
paris (france), september, 1995

	MIRANDA  SEX  GARDEN
	Madra
	1991 
	39:38
	см. тж. с: Derek JARMAN "Blue" (в ‘Alternative’):

label: Mute

Пятеро девиц:  Kelly McCusker [v, violin, organ];  Katharine Blake [v, violin, perc];  Donna McKevitt [v, viola];  Ben Golomstock [g, b, organ, v];  Trevor Sharpe [d, perc, b]

	MIRANDA  SEX  GARDEN
	Suspiria
	
	59:38
	label: Mute

	MIRANDA  SEX  GARDEN
	Iris
	1992 
	29:18
	label: Mute

FALLING
Sat by the river / Gazing with fondness / At her reflection below / Image consuming / Coy yet enticing / Breathlessly drawing her near / Falling / Falling / Falling through the perfect face of death.

BLUE LIGHT
My mind drifts away to one bright sweet day / My world was encased in a soft light, in a safe blue light / I was a child, such simple innocence / Where are you now? So hopelessly lost / Yet somewhere in me I hear you cry / Crying crystal tears.

	MIRANDA  SEX  GARDEN
	Fairytales Of Slavery
	1994 
	54:27
	label: Mute

	MIRANDA  SEX  GARDEN
	Carnival Of Souls
	2000
	42:41
	label: Cleopatra Records (USA)

	MIRIODOR
	Rencontres
	1986
	71:26
	avant-rock (Canada)

label: Cuneiform Rec. (USA), 1998

Rec. 1984-86

Francois Edmond [fl, vln, synth, el p, cl, v];  Pascal Globensky [piano, 12-str. g, b];  Sabin Hudon [s/a/t saxes];  Rémi Leclerc [perc, d];  Marc Petitclere [synth, organ, b, el p];  Denis Robitaille [b, el g, stick, v].

	MIRIODOR
	Miriodor
	1993
	73:29
	label: Cuneiform Rec. (USA)

Rec. 1986-88

	MIRIODOR
	3rd Warning
	1991
	44:20
	label: Cuneiform Rec. (USA)

Pascal Globensky: piano, synth

Rémi Leclerc: perc, synth 

Sabin Hudon: saxophones, synth

	MIRIODOR
	Jungleries Elastiques
	1995
	62:14
	label: Cuneiform    www.cuneiformrecords.com   

Pascal Globensky: piano, synthétiseurs

Rémi Leclerc: batterie, percussions, octopad, synthétiseurs 

Bernard Falaise: guitares, basse, mandoline, synthétiseurs, percussion 

et Sabin Hudon: saxophones, accordéon
avec la participation de…
Claude Saint-Jean: trombone 

Stéphanie Simord: violon 

James Darling: violoncelle 

Jean-Denis Levasseur: flûte 

Ivanhoe Jolicoeur: trompette 

Stefka lordanova: voix

1 Le lanceur de couteaux (The Knife Thrower) 3:34
2 Bal con (Bloody Party) 5:52
3 Grenaille (Crumb) 0:09
4 Poupées russes (Babouchka) 1:38
5 Funambule (Tightrope Walker) 4:26
6 En bazou dans l'bayou (Three Clowns) 3:10
7 Fève de Lima (Lima Bean) 1:24
8 Le dresseur de chenilles (The Caterpillar Tamer) 5:44
9 34+9 (43) 4:39
10 Igor, l'ours a moto (Igor, the Motorbike Bear) 6:49
11 le terrible naufrage du petit navire (The Little Ship's Terrible Wreck) 3:02
12 Marée noire (Black Tide) 1:46
13 Thomas l'imposteur (Thomas the Impostor) 0:37
14 Êtes-vous costaud? (Slrong Men Ring a Bell!) 2:49
15 Téléphage (Wire Eater) 5:42
16 Mata Hari 2:47
17 Mme X (Mrs X) 7:09
18 Argentine contre Brésil (Argentina vs Brazil) 0:45

	MIRIODOR
	Mekano
	2001
	60:55
	label: Cuneiform

www.miriodor.com 

Bernard Falaise: guitares, basse fretless, table tournante

Pascal Globensky: piano numerique, synthétiseurs

Rémi Leclerc: batterie, percussions, echantillonneur

Nicolas Masino: basse, piano numerique, claviers

avec la participation de…
Marie-Chantal Leclair: saxophones

Marie-Soleil Belanger: violon

Nemo Venba: trompette

Miriodor have been making music for 20 years. This is their fifth album and perhaps most impressive and entertaining work yet. Their music contains adventurous and inspired compositions, rigorous musicianship and a distinctive and highly personalized sound.

"Miriodor [is] one of Canada's most unique and inspiring groups." – Exclaim (Canada)

"…unique and forward looking." – Goldmine (USA)

"…a dynamic, intricate and beautifully crafted blending of rock fusion, classical, folk and avant-garde music." – Audion (UK)

	MIRROR - см. Andrew CHALK
	
	
	
	

	MISS MURGATROID
	Myoclyonic Melodies
	1996
	49:22
	ambient/noise/experimental

label: Win Records (L.A., CA, USA) www site: http://www.endless.com/winrecords/ 

Miss Murgatroid is Miss Alicia J. Rose.

All tracks written and performed by Miss Murgatroid and one Anderson System Dallape Accordion.

M.M. can be reached at: E-mail: RubyConQ@aol.com 

Additional instrumentation: John Fahey (см. тж. GASTR DEL SOL) [Hawaiian slide guitar] and Patrick Barber [amplified bicycle, upright metal body bass, shortwave].

этот диск сопоставим с Kimmo POHJONEN и Pauline OLIVEROS (cм./ см.)

1. Hecklers Chant

2. Dolls Inside The Walls

3. Toys That Don’t Care

4. Ballad of the Panatonic

5. Brown Dwarf

6. Myoclonic Lullably

7. Hellhole

8. Mating Rituals Of The Bespectacled Ver. 2.1

9. Below The Bellows

	Dieter MOEBIUS                                          – см. в секции ‘Synth’
	
	
	
	ambient / experimental

	MOLOKO
	I Am Not A Doctor
	1998
	63:33
	label: ECHO (London)

www.echo.co.uk/moloko 
Современный техно-пост-панк вариант Новой Волны. Возможные аналогии: RITA MITSUOKA. По музыке можно определить между YELLO и Nina HAGEN: + классный пост-панковый женский вокал, красивый, вычурный, богатый.

	MOLOKO
	Do You Like My Tight Sweater?
	1999
	68:06
	“try smelling Moloko CDs before and after use for a fuller sensual experience”

	MOLOKO
	Sins It Back
	1999
	79:23
	The remixes album

	MOLOKO
	Things To Make And Do
	2000
	68:26
	label: Echo / Roadrunner: www.roadrunnerrecords.com 

www.moloko.co.uk 

performed by Mark&Roisin + Eddie Stevens [Hammond, p, k];  Paul Slowley [live drums];  Andrey Riley [cello];  Chris Tombling & Greg Warren-Wilson [vln];  Susan Dench [viola];  Nick Charles [Contra Bass Sax];  Rachel Syms [bassoon].

	Nils Petter MOLVAER – см. в 'Jazz'
	
	
	
	ambient / acid jazz / experimental



	Meredith MONK – см. в 'Jazz'
	
	
	
	

	MONO
	One Step More And You Die
	2003
	51:16
	~ac. ambient +
label: ARRCO (Arena Rock Recording Company) (London) www.arenarockrecordingco.com 

Мрачновато-меланхоличный (акустический) эмбиент: на паре последних композиций появляются угрюмые медленные тяжёлые гитары. Вообще-то по духу всё это напоминает атмосферу поздних SWANS (см.), но MONO, пожалуй, более меланхоличны (каждая эпоха расставляет свои акценты).

	MOONDOG  JUNIOR
	Everyday I Wear A Greasy Black Feather On My Hat
	1995
	65:20
	Tom Pintens [el&ac g, grand piano, Fender Rhodes, Hammond, voc, harmonium, clarinet];  Benjamin Bourtreur [s&a&bar sax];  Stef Kamil Carlens [el&ac g, p, v, Hammond, perc, melodica, pipes];  Tomas de Smet [upright bass];  Aarich Jespers [d, perc, pipes];  + add. musicians: Michael Blair [perc, v];  Walter Broes [g (#9)].

   Яркое и курьёзное воплощение современного английского пост-рока – беззаботное и прикольное, с большой студийной работой. Аналогичный (но, пожалуй, более хулиганский) проект — Mr. Bungle (см.): см. тж. dEUS

	(MOONDOG  JUNIOR)
	ZITA SWOON: “Sunrise”
	1997
	62:29
	MOONDOG JR. Is now called ZITA SWOON

Aarich Jespers : Drums, Percussion 

Tom Pintens : Electric and Acoustic Guitar, Korg

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

Tomas De Smet : Upright Bass, Bombo, Spanish

Nylon String Guitar, Vocals 

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

Melodica 

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

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

Klaas Janzoons : Violin, Roland JV-800, Trumpet

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

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

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

3. THE WAITING (Jorens)

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

5. COME TO THE CITY (Jespers-Pintens)

6. THE SKEEM (Boutreur)

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

8.TRIP TO THE CITY (Carlens)

9. THE CITY (Zita Swoon)

10. WHERE'S MY LOVE ? (Carlens)

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

12. AT THE PHOTOGRAPHERS' (Pintens)

13. CASINO SWING (Zita Swoon)

14. PIG CHASE (Janzoons)

15. PEASANT DANCE (Carlens)

16. 3 ANGELS SONG (Jorens Carlens)

17. A NEW MOON (Boutreur-Jorens)

18. THE STORM (Janzoons)

19. THE GATHERING OF THE MEN (Janzoons)

20. THE SEARCH (Jorens)

21. THE RETURN (De Smet-Boutreur)

22. SUNRISE (Boutreur-Jorens)

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

24. GIVING UP THE HERO (Carlens Jorens)

	Anthony MOORE
	Camera
	2000
	51:32
	ANTHONY MOORE – Music

PETER BLEGVAD (см.) - Words

Singers:
DAGMAR KRAUSE (см.) - Melusina
JOHN HARRIS - Forecast
QUENTIN HAYES -Taft
NICOLE TIBBELS - Hardwick
EWART JAMES WATERS - The Clock
Musicians:
The BALANESCU QUARTET (см.) With CHRIS LAURENCE
Woodwind leader:
KATE ST. JOHN
DAVID HEATH
RICHARD SKINNER
DAI PRITCHARD
Brass leader:
TERRY EDWARDS
JOHN EACOTT

PETER DAVIES
MICHAEL KEARSEY
PHILLIP EASTOP
RICHARD BISSILL

	Rebecca  MOORE
	Admiral Charcoal’s Song
	1995
	67:28
	label: Knitting Factory (NY)

Значительно более «альтернативный» и значительно более интересный проект с женским вокалом, чем, скажем, Kate Bush, или Lisa Gerrard, или Lisa Germano. По сути, это авант-роковые баллады, более авант- по музыке и более агрессивные по вокалу, чем Nick Cave.

Lo-fi pop sprinkled with dissonance, hypnotic vocals and great, powerful, fully-realized songwriting, this is haunting music that explores the possibilities of pop without compromissing Moore’s unique DIY [do-it-yourself] musical vision.

Rebecca's hauting vocal melodies and sinuously sinister basslines correspond with driving songs that are through-composed, cerebral whirlwinds. This is the month of our Bell Atlantic Jazz Festival, so look for info on this soon!

	Selena  MOOR
	Medio Eva
	
	
	 LP

	Thurston MOORE
	Wally SHOUP / Paul FLAHERTY / Thurston MOORE / Chris CORSANO:

“Live at Tonic”
	2003
	73:05
	Thurston MOORE – см. тж.: SONIC YOUTH; SYR; тж. c: William HOOKER; DISKAHOLICS ANONIMOUS TRIO;

free project

label: Leo

rec. 2002

This is a dream date, and unlike most dream dates this one works. Saxophonists Wally Shoup and Paul Flaherty have so much in common. They share a raw delivery of emotion, a passion that sets their free improvising on fire, and a history of dwelling in the shadows of American improv for way too long. Prior to this live date, they were both engaged in a revitalization of their careers - or was it simply that their music was finally falling into the right ears? Flaherty had released important albums on Boxholder, Ecstatic Yod, and his own brand-new label, Wet Paint. Shoup was about to have a fresh session released on the influential label Leo. And here they are sharing the stage at Tonic in New York City, pushing each other into a blowout contest of epic proportions. Between their towering presence, Sonic Youth's Thurston Moore throws his mean guitar playing, matching their intense wails and feverish spurts. His presence occasionally becomes overwhelming, but in general he contributes an essential part to the exciting music, his relevance hitting peaks in "Tonic Two" - is this a free jazz quartet or Borbetomagus? Chris Corsano makes the perfect drummer for this group. His playing is extremely busy, saturated, but he stays in the back, leaving the three already loud voices of the saxophones and guitar to tear up the front of the stage. Live at Tonic contains two or three episodes of confusion, especially in "Tonic Three," but in general it makes a compelling, exhausting, hell-raising session of fire music from the post-fire music era.

1. Tonic One (First Set)

2. Tonic Two (Second Set)

3. Tonic Three (Second Set)

	Virgil  MOOREFIELD
	The Temperature In Hell Is Over Three Thousand Degrees
	1997
	45:24
	avant-garde

label: Tzadik

Virgil Moorefield [k];  Tom Chiu [vln];  David Eggar [cello];  Tim Otto [bar sax, cl, bowed guit];  Woody Pak [fretless guit].

Virgil Moorefield has recorded and toured as a drummer with numerous rock bands and avantgarde ensembles, including the Swans, Glenn Branca, Bill Laswell, Elliott Sharp and Damage.

The music on this disc blends minimalism, microtonal tunings and improvisation to create and intriguing sound world of precision, movement and surprise.

	Virgil  MOOREFIELD
	Distractions on the Way to the King's Party
	
	44:48
	free-funk-fusion
label: Cuneiform

1. No Warning
2. Funk Trouble
3. Untitled
4. Seelisberg
5. Summer Walk
6. Something to Offend Everyone
7. Healing Power
8. The Garden of Earthly Delights
9. Noise Is the Price We Pay for Signal
10. Vitus Dance

	Ikue  MORI
	Painted Desert
	1995
	44:45
	Ikue MORI - см. тж. с: Zeena PARKINS; Dave DOUGLAS; MEPHISTA; John ZORN; Susie IBARRA; Sato  MICHIHIRO; Billy MARTIN; Lesli DALABA;
label: Avant (Japan)

Ikue Mori [drum machines]; Marc Ribot (см.) [g]; Robert Quine [g].

Music by Ikue Mori, Marc Ribot and Robert Quine.

Produced by John Zorn.

	Ikue  MORI
	Hex Kitchen
	1995
	41:04
	label: Tzadik (NY, USA)

Ikue Mori [sampler, drum machines, v]; John Zorn (см.) [clarinet];  Zeena Parkins (см.) [el harp, k, accordion]; David Watson [bagpipes, g]; Hideki Kato [b]; Catherine Jauniaux (см.) [v]; Hahn Rowe [g, b, violin]; Jim Staley [trb]. 

Produced by Ikue Mori and John Zorn.

One of New York's most exciting improvisers and composers, Ikue Mori has developed a personal and innovative technique of playing samplers triggered by adapted drum machines. Hex Kitchen, which includes the soundtrack to Abigail Child's 8 Million Ways To Die, features both solos and performances with an all-star line-up of creative musicians.

Playing with musicians such as Fred Frith, John Zorn, Zeena Parkins and Jim Staley, Ikue Mori has proven herself as one of the world's most inventive and unpredictable avant-garde improvisers. Her most recent albums are Painted Desert (on Avant) with guitarists Marc Ribot and Robert Quine, Death Praxis (on Nonsequitor) with vocalist Tenko, and Vibraslaps (Rec Rec) with singer Catherine Jauniaux. She has also recorded as a member of the groups Fukuko, Tohban Djan, and The Worlds Of Love (with David Garland and Cinnie Cole). Mori was a member of the legendary late '70s "No Wave" group DNA (with Arto Lindsay) who can be heard on albums on Avant and American Clave, and on the Brian Eno-produced No New York compilation on Antilles.

1. Slush

2. Woke Up Aghast

3. Angler Fish

4. Shiver

5. Recipe

6. Loops

7. Kiss Of Fire

8. 8 Million Ways To Die

9. Clapper

10. Daumiu

11. Hive

	Ikue  MORI
	Garden
	1996
	44:25
	label: Tzadik

Produced by Ikue Mori & John Zorn.

Ikue Mori [drum machines, sampler, effects, bamboo]

Ikue Mori, a legend in the New York music scene, has played regularly with the world's top improvisers since 1979. Mori has developed a personal and innovative technique of playing samplers triggered by adapted drum machines. This, her first recording for solo drum machines is a textbook in compositional economy, displaying her amazing approach to an instrument she has made her own.
1. The Pit And The Pendulum

2. Abacus

3. Tool Box – Loops

4. Bamboo Battle

5. Donkey Diversion – Gull – Moon Desert

	Ikue  MORI
	B / Side
	1998
	41:41
	label: Tzadik

Ikue Mori [sampler, d]; Zeena Parkins (см.) [accordion, el harp, sampler]; Kato Hideki [basses]; Anthony Coleman (см.) [organ]; Eric Friedlander (см.) [cello]; David Watson [g];  Andy Haas [didjeridoo]; Tenko (см.) [v].

Tracks 1 –10: B / Side

Track 11: Greek Love

Tracks 12 – 13: Through The Looking Glass

Ikue Mori's electric percussion is quite simply some of the most original and exciting work happening in electronic music today.

For her third Tzadik release, Ikue has assembled a varied collection of her most interesting tracks originally recorded for use in the films of award winning avant garde filmmaker Abigail Child. Erik Friedlander, Zeena Parkins, Anthony Coleman and Kato Hideki are just a few of the musicians featured in this remarkable recording. Latin rhythms, ambient soundscapes, industrial intensity and infectious melodies from one of the world's greatest musical innovators.

B/Side:

1. Awakening

2. Lucy & Friends

3. Latino Interactive

4. Passage One

5. Cop Song

6. Passage Two

7. Dream

8. Fortuno’s Song

9. Love-Secret

10. Bulldozer Song

Thru The Looking Glass:

1. Snow White's Dream

2. Epilogue

	Ikue  MORI
	TENKO & Ikue MORI:

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

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

Over 70 minutes of modern Japanese music.

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

	Ikue  MORI
	Mark DRESSER, Fred FRITH, Ikue MORI:

"Later…"
	2000
	41:43
	label: Victo  www.victo.qc.ca
Mark DRESSER (см.): contrebasse

Fred FRITH (см.): guitare, guitare de table, violon, piano, orgue

Ikue MORI: percussion elecronique

Enregistre au Studio Mobius de San Francisco les 26 et 27 avril 1994: + #8: en public au Great American Music Hall de San Francisco le 27 avril 1994.

	(Ikue  MORI)
	SYR:

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

label: Riptorn Music (Zomba)

www.sonicyouth.com
Kim GORDON / DJ OLIVE / Ikue MORI

mixed by Jim O'Rourke (см.)

1. Olive's Horn

2. International Spy

3. Neu Adult

4. Paperbag / Orange Laptop

5. Stuck On Gum

6. Fried Mushroom

7. What Do You Want? (Kim)

8. Lemonade

9. We Are The Princesses

10. Take Me Back (with Yuka Honda)

11. Take It To The Hit

	(Ikue  MORI)
	WORLDS OF LOVE
	2000
	64:38
	avant-pop аналогичная музыка – см.: Arto LINDSAY "Salt":

label: Review Records  e-mail: NoMansLand@t-online.de 

www.nomansland-records.de 

This CD reissues the 1989 LP, and contains over 20 minutes of new material recorded in 2000.

The Worlds of Love is: Ikue Mori [v, hand-played drum machines, powerbook, perc];  Cinnie Cole [v, banjo, synth];  David Garland [v, synth, accordion, b, theremin, fl, melodica, penny whistle, toy piano, perc, vibrolute].   www.davidgarland.com 

Recorded in New York City. Tracks 1-4 and 6 recorded July through October 2000. Track 5 recorded 1991. Tracks 7-18 recorded 1987 through '89. Could It Be You? was recorded during the 1980s sessions, but is released here for the first time.

1989 liner notes:

The Worlds of Love was formed as a collaborative project, dedicated to performing love songs and improvised pieces that bridge the gap between chaos and romance (is there a gap?). Together, the Worlds of Love creates a new kind of romantic music, one in which lovely melodies meet raucous noise, hand-played drum machines meet banjo and synthesizer, fragile sopranos meet blustery baritone, and boy meets girl.

Most of the songs in this album are Worlds of Love originals, but we were inspired by Jo Stafford to record You Belong to Me, and by Francoise Hardy to record two of her songs. In the Sky and Et Meme, as a medley.

Boy/Girl, Boy/Boy, Girl/Girl, Parent/Child, Person/Place, etc. There are many worlds of love, and these are but a few of them.

2000 liner notes:

The Worlds of Love was dormant after Cinnie moved from New York to San Francisco, but this reissue inspired The Worlds to resume. Ikue and I got together, but Cinnie could join us only as a virtual banjo player. Her spirit and sound had to be part of the World(s).

In his 1981 novel The Divine Invasion, Philip K. Dick writes of a singer of the future who adapts the 16th Century lute songs of John Dowland, and sings them throughout the galaxy to the accompaniment of a "vibrolute." The song Slippers On adapts phrases by Dick and Dowland (to vibrolute accompaniment), and is an homage to those compassionate visionaries.

In 1993 my CD I Guess I Just Wasn't Made for These Times – David Garland performs Brian Wilson was released in Japan (MSI, 10072). That project grew out of The Worlds of Love, and Cinnie and Ikue contributed a lot to it. Don't Talk was released on that CD with my vocal, but Ikue's beautiful version is included here.

– David Garland

	Ikue  MORI
	Labyrinth
	2001
	46:33
	label: Tzadik

composed and performed by Ikue Mori (drum machine, computer)

1. The Gaze of Basilisk

2. Quetzalcoatl #1

3. Fox Tail

4. Labyrinth

5. Day of Locusts

6. Kaleidoscope

7. Quetzalcoatl #2

8. Pulse

9. Peony Lantern

10. Civitella Daze

11. Kismet

	(Ikue  MORI)
	MEPHISTA:

"Black Narcissus"
	2002
	58:36
	label: Tzadik

Ikue Mori: electronics

Sylvie Courvoisier (см. в 'Jazz'): piano

Susie Ibarra (см.): drums

Deeply esoteric, Mephista's Black Narcissus -- released on avant-garde saxophonist John Zorn's Tzadik label -- is an improvised product of Ikue Mori, Susie Ibarra, and Sylvie Courvoisier. The former is an electronic-based musician: the latter two are grounded on acoustic instruments (drums and piano, respectively). Despite these classifications, each specializes in sounds that little resemble their physical sources. Mori mixes in acoustic-based sounds -- gurgling water, analog static, rushing wind, and many other things. Ibarra often creates disconnected sounds with her drums, making her cymbals sound like odd filters. Meanwhile, Courvoisier often uses her piano percussively, occasionally directly plucking its strings. Much of her playing is so "out" that when she actually plays the piano in a more traditional fashion, it almost sounds like a sample drawn from a foreign source. Taken together, the music on Black Narcissus is extremely free. Likewise, because of the dislocating effects of each of the musicians' techniques, the densely textured pieces are often hard to follow. After all, it is quite hard to derive what is going on in a piece if one cannot separate the various instrumental strands. As such, listening to Black Narcissus can be a confusing and trying experience. Each sound suggests something new, and all three musicians are wont to follow that impulse as quickly as possible. It is liberating and beautiful, but also so hyper that it is impossible to listen to with anything but rapt attention. Unless one commits fully to the disc, it will probably sound like an experimental annoyance. If one is willing to surrender, though, there is a rich world waiting.
1. The Children's Hour

2. Black Narcissus

3. Willow's Weep

4. Cabbalussa

5. Poison Ivy

6. Black Widow

7. Legend of Pele

8. Leda and the Swan

9. Laughing Medusa

	(Ikue  MORI)
	MEPHISTA:
"Entomological Reflections"
	2004
	56:26
	label: Tzadik

rec. 2003

Sylvie Courvoisier (см. в 'Jazz'): piano

Susie Ibarra (см.): drums

Ikue Mori (см.): electronics

Much like their debut, Black Narcissus, Entomological Reflections is another fascinating blend of otherworldly sounds and adventurous musicianship from the trio Mephista, consisting of Sylvie Courvoisier on piano, Ikue Mori on laptop, and Susie Ibarra on drums. A quick glance at the instrument credits will do little to clue you in as to what the album sounds like. Courvoisier likes to play inside the piano a fair amount, and it sounds as though she often mutes or prepares the strings as well. Susie Ibarra plays little in the way of straightforward timekeeping, using the kit instead to provide skittering percussive accents. Mori's laptop is filled with interesting sounds, and meshes so well with Ibarra's playing that at times it's difficult to tell who's playing what. And it's even harder to tell who's playing what when Courvoisier is playing inside the piano. Most of the material is improvised, although each participant offers at least two compositions as well. Each of these players has a highly individual voice on her respective instrument, and together they are three of the finest improvising women on the scene. This album isn't likely to get any toes tapping, but will reward careful listening.
La Femme 100 Tetes

House

Drole de Mots

Cardiogram

Void

Fractions

Entomological Souvenirs

Le Chateau de Cene

Fringe

Procession

Beloukia

Air

Apartment

Sans Mots

Shifting Roll

	(Ikue  MORI)
	HEMOPHILIAC (50-6)
	2004
	49:50
	label: Tzadik

50th Birthday Celebration vol. 6

Ikue Mori: Laptop Electronics

Mike Patton (см.): Voice

John Zorn (см.): Alto Saxophone

Mike Patton, Ikue Mori and John Zorn are Hemophiliac, and together they are responsible for some of the wildest improvisational music ever. Performing for Zorn's 50th birthday month and playing to a packed house of screaming enthusiasts and obnoxious groupies, this set shows them at their most focused and most intense. Their first release since the 2001 online-only limited edition, this is new music from the outer reaches of madness.

1.
@:<>:@

2.
+(=&^)+

3.
////////\////\/

4.
++*s+s++

5.
<<-^->>

6.
','"..?<<~-~>>o"

7.
[]=[]=[]=[]

	Ikue  MORI
	Zeena PARKINS & Ikue MORI:

“Phantom Orchard”
	2004
	39:39
	label: Mego

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

Ikue Mori: electronics

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

1. Jezebel

2. Savage Flower

3. Miura

4. Ghostlake

5. Deft

6. 39 Steps

7. Transparent Things

8. Contraband

9. Blue Noon

all tracks composed by  Zeena Parkins & Ikue Mori

	MORPHINE
	Cure For Pain
	1993
	37:21
	Marc Sandman [2-string slide bass, voc, organ, tritar, g];  Dana Colley [bar&t sax];  Jerome Deupree [d];  + Billy Conway [d (#8,9,11)];  Jimmy Ryan [mandolin (#7)];  Ken Winokur [perc (#13)].

~ подобная музыка – см.: LARVAL

	MORPHINE
	Good
	1993
	38:17
	label: Rykodisc (USA)

Mark Sandman [slide bass, v, some guitar, tritar, organ];  Dana Colley [bar sax, triangle, other saxes];  Jerome Deupree / Billy Conway [d].

Стремительно змеящиеся звуки сакса проникают во все фибры вашей души и долго ещё после прослушивания не дают вам покоя. Одно слово – змеемузыка!

->M.NESS

	MORPHINE
	Yes
	1995
	37:01
	label: Rykodisc (USA)

Marc Sandman [2-string slide bass, voc, p, chamberlin, tritar, g];  Dana Colley [bar sax, t sax, double sax];  Billy Conway [d]  + Frank Swart [wah bass].

В этом проекте нет ничего собственно авангардного (кроме, может быть, вокала). Он как бы роковый. Но от него веет духом неординарности, которая здесь слышится во всем. Так или иначе, это очень “вкусный” диск для тех, кто любит современные рок-проекты, сделанные с большим мастерством и вдохновением.

	MORPHINE
	B-Sides and Otherwise 1992-96
	
	43:57
	Marc Sandman [2-string slide bass, lead voc, organ, g, knobs];  Dana Colley [bar sax, dobro feedback, t&s sax, autoharp];  Billy Conway [d];  + guests.

	MORPHINE
	Like Swimming
	1997
	37:49
	label: Rykodisc

Marc Sandman [2-string slide bass, voc];  Dana Colley [bar sax];  Billy Conway [d]

	MORPHINE
	The Night
	2000
	50:11
	label: Rykodisc (CA, USA)

www.morphine3.com 

Mark Sandman [tead vocal, 2-str slide bass, bass guit, ac guit, piano, organ, trombone, tri-tar];  Oana Colley [bar&t&bass saxes, double sax, horse-hair piano, backs];  Billy Conway [d, perc, backs];  + guests: John Medeski (см. в секции ‘Jazz’) [organ];  Billy Beard [hand drum];  Brahim Fribgane [oud, frame drum];  Joseph Kessler [viola];  Jane Scarpantoni [cello];  Mike Rivard [upright and bowed bass].

	
	TWINEMEN
	2003
	51:13
	Музыканты из MORPHINE

label: Cooking Vinyl

www.twinemen.com
Twinemen are: Dana Colley [saxes, v, g, p, prog, penny whistle];  Billy Conway [d, perc, v, g, b];  Laurie Sargent [v, g];  + guests: Evan Harriman [k];  Russ Gershon [t s, organ];  Jeff Berlin [spinner];  a.o. 

	MORPHOGENESIS
	"In Streams" vol. 1, 2 (2 CD)
	2001
	76:47 71:58
	electro-avant-minimal-free impro

label: Paradigm

Morphogenesis is one of the few improvisational groups still active who traces their lineage not to jazz improvisation, but to the live electronic music of John Cage, Karlheinz Stockhausen, AMM, and Musica Electronica Viva (M.E.V.). They eschew virtuosic displays of instrumental prowess, preferring a collective texture and group dialogue in a context of continual formal evolution and integration of the most diverse elements. Seldom does one even hear a recognizable instrument, as the group not only prepares the instruments such as piano and violin, but each group member performs his own electronic processing, and there is often a member whose sole responsibility is signal processing for the group's output as a whole. In addition, group members have created their own instruments, such as Michael Prime, who plays a water machine and biofeedback from plants, or Clive Graham, who plays electrified springs. The group has also placed microphones around the audience as well as outside the performing space altogether, incorporating the sounds of traffic into the mix. Although they performed scores by Cage and Stockhausen in their early years, all of their recorded work is improvised, and later, the group began to only perform improvisations. 

The group's foundations go back to 1984, when Roger Sutherland taught a class entitled New Music: Webern and After, at City University in London. He had a small but dedicated group who took the class a second time, then decided to meet separately to listen to everything in Roger's extensive collection. From there it was a small step to playing for themselves, and the group Morphogenesis was born. They started with Cage and Stockhausen scores, but quickly evolved into an improvisational framework. Invited to play at an electro-acoustic festival in 1985, they intended to play set pieces by Cage and Christian Wolff, but found they had to improvise to fill the time. They later met on a weekly basis to play open-ended improvisations, which they recorded and evaluated. Some of the group members, including Prime and Adam Bohman, are involved in other solo and group projects, and have recorded with Nurse With Wound, Organum, and Jim O'Rourke. Sutherland had been part of Cornelius Cardew's Scratch Orchestra. In addition to the group activities, Clive Graham also runs the Paradigm label, which has released not only Morphogenesis albums, but a series of experimental music compilations from London and other lost electro-acoustic classics.

The last Morphogenesis album dated from 1998. It was time the best live electronics group settled the score with not one, but two new CDs. In Streams, Vol. 1: 1996-1999 contains excerpts of Morphogenesis' rare live performances, plus one studio track (In Streams, Vol. 2 works the same way). Adam Bohman, Ron Briefel, Clive Graham, Clive Hall, and Michael Prime all interact through analog electronics and electrified objects: no laptops, no samplers. Prime also uses his water machine and bio-feedback. Roger Sutherland joins them on the studio track. After so many years together, this outfit still produces the texturally deepest, most engaging, most surprising electronically based free improvisation. The synergy and sense of combination they share is what makes the 22-minute "Live at the Windmill" feel like a journey inside and outside one's conscience. Forget the sterile bleeps the laptop generation of musicians produce: This music is chaotically organic. "Charivari Remnant" lacks variety when compared to the other pieces, but overall In Streams, Vol. 1 fills a gap in the ensemble's career. Fans will appreciate: newcomers might find it a revelation. Strongly recommended.

1.   Live at the Spitz, Pt. 1  12:44  

Composed by: Bohman, Briefel, Graham, Hall, Prime 

Performed by: Adam Bohman, Ron Briefel, Clive Graham 

2.   Live at the Windmill  22:33  

Composed by: Bohman, Briefel, Graham, Hall, Prime 

Performed by: Adam Bohman, Ron Briefel, Clive Graham 

3.   Charivari Remnant 15:23  

Composed by: Bohman, Briefel, Graham, Hall, Prime, Sutherland 

Performed by: Adam Bohman, Ron Briefel, Clive Graham 

4.   Live at the Stadtgarten 25:46  

Composed by: Bohman, Briefel, Graham, Hall, Prime 

Performed by: Adam Bohman, Ron Briefel, Clive Graham

	Sarah-Jane MORRIS
	Fallen Angel
	1998
	54:13
	label: Irma (Italy) www.irmagroup.com 

Marc Ribot (см.) [g];  Sarah-Jane Morris [v];  Henry Thomas [b];  Martyn Barker [d];  Paul Hirsch [Hammond, Rhodes, Steinway];  Mornington Lockett [s];  Rod Beale [guiboard];  Matt Backer [talkbox g];  a.o.

Rec. in London.

S-J M можно сравнить с Tom Waits, Marianne Faithfull, Leonard Cohen, Dagmar Krause, Nick Cave.

	Sarah-Jane MORRIS
	August
	2001
	51:43
	label: Fallen Angel Ltd (singer's own label)  fallenangelltd@hotmail.com 

sarahjanemorris.com 

Marc Ribot [g, b, drum prog];  Sarah-Jane Morris [v];  with: Kwaku Dzidzornu [bongos];  David Coulter [violectra, snare, musical saw];  Mornington Lockett [s].

Produced by Marc Ribot and S-J M.

Words and Music by S-J M., Nick Cave, Leonard Cohen, Marvin Gaye, Curtis Mayfield, Billie Holiday, a.o. 

There are singers who are living (and sometimes less-than-living) embodiments of the notion that what you see and hear is what you get. And there are singers who imply much more - levels of emotion, of sonic virtuosity, of stories yet untold, that would gradualy surface if you listened long enough, or closely enough. The tension between what is given and what is held in reserve is the secret, and Sarah-Jane Morris is that kind of singer. Like a statue viewed in different lights, and from different angles, her identity seems constant yet constantly changing each time she performs. Appropriately, for an artist working in popular music who is neverthetess unafraid of risks, Sarah-Jane Morris strikes out in a new direction with this dsc.
Produced for the singer's own label, it is a remarkable collaboration with an equally free spirit, the American guitarist Marc Ribot. Such a boldly intimate setting alows Sarah-Jane Morris' special magic to work with a renewed intensity. The raw-nerve nuances, earthy inflections and rugged business of her voice are unique in contemporary music and recognisable within a handful of notes. Notes that may be slurred and twisted to the borderline of abstraction, gospelly call-and-response phrases that then pull the music back to familiarity, lyrics that are sometimes pummeled out of literalnees into pure sound. Deciding what kind of a singer Sarah-Jane Morris is -- at least by the standards applied to record-store displays -- maybe a fruitless task. But if she is not "just" a jazz singer, anymore than she is just a soul singer, or a contemporary blues artist, her performances are always models of powerful song writing, atmospheric settings and passionate delivery.
Marc Ribot, the downtown New York guitarist, approaches contemporary music with a similar sweep. Ribot's apprenticeship came in the New York Knitting Factory world of the 1980's, in which unconventional musicians from avant-rock, electronics,  theatre, jazz and other outbound districts explored fresh ideas together, John Lurle and the Lounge Lizards, The Jazz Passengers, and John Zorn among them. Ribot can hit the 12-string guitar in pretty effective dissonant mimicry of the old Cuban trumpet sections he loves, or he may adopt a twangy '50's-rock sound, or a zither-like lament. And in working previously with such uncompromisingly idiosyncratic singers as Tom Waits and Marianne Faithfull, Ribot has already shown how open he is to just such unorthodox marriage of voice and guitar as this.
Morris and Ribot recorded this music in three days in August 2000, and selected the material by the most audaciously impromptu of methods. Sarah-Jane Morris puled an assortment of her favorite CDs from her collection then played the songs to Ribot who worked out the chords while she wrote down the lyrics. They then went straight to first-take, no rehearsal recordngs. You can hear that urgency all over the set - it vibrates in the baleful intensity of "I Can't Stand The Rain" and the hymnal "Into My Arms". An almost Dylan-like rawness on the familiar Morris theme of sense and sensually emerges from "Chelsea Hotel", but the singer's chameleon-like flexibility offers an immediate contrast in the clarity and frankness of "You Can't Put Your Arms Around A Memory". Sarah-Jane Morris' ability to elude a label is also apparent in the range of idioms "August" embraces. Ribots' playful vivacity underpins the country sway of "Piece Of My Heart", but there's a completely contrasting samba-jazz shimmer pushed on by percussionist Kwaku Dzidzomu about "Move On Up". Morris' sympathy for the textures of jazz are also apparent in the delectable now-you-hear-it-now-you-don't eloquence of tenorist Mornington Lockett's drifting through the soft breezes of "Mercy Mercy Me"-- joined by David Coulter on ethereal musical saw. Sarah-Jane Morris' fearless independence is also evident in her handling of very familiar material. "Try A Little Tenderness" and "Don't Explain" take on new lives, with the latter mostly taken unaccompanied until delicately developed -- and with a poignant fragility many of his fans might be surprised by -- in Marc Ribot's solo. And Sarah-Jane life-embracing drive infuses the clangy, exultant, uptempo finale on "Whatever Gets You Through The Night". Throughout her creative life Sarah-Jane Morris has never hung back from the view over the edge. This disc is both as hot and cool an appraisal of it as any she has recorded.

--- John Fordham, July 2001

	MOSQUITO
	Oh No, Not Another Mosquito, My House Is Full Of Them!
	1992
	13:16
	label: Sit Boy Girl Music Publishing BMI / Sonic Tooth Music BMI

Jad Fair, Tim Foljahn, Steve Shelley  -- канадские забавники.

1. Rat-A-Tat!

2. She Can’t See Me

3. Lost Bird

4. Lucky

5. Bumpy House Boogie

6. Why Don’t I?

7. Caved-In

	David  MOSS
	Full House
	1984
	48:49
	David MOSS - см. тж. с The GOLDEN PALOMINOS: MUSCI – VENOSTA: Uri CAINE: ENSEMBLE MODERN: MATERIAL: Bill  LASWELL “Baselines”:  Anna HOMLER: 

label: Moers Music

David Moss [d, perc, v, Bertoia Sound Sculptures, water, wood, metal, plastic, pods, small electronics];  John Zorn (см.) [reeds, game calls, saxes];  Fred Frith (см.) [g];  Bill Laswell (см.) [6-str bass];  Arto Lindsay (см.) [v, g];  Jamaaladeen Tacuma (см. в 'Jazz') [Steinberger bass];  Phil Minton (см.) [v];  Christian Marclay (см.) [manipulated records on 4 t-tables];  Tom Guralnick [bass&t&s saxes];  Fred Maher [d];  David van Tieghem [perc].

Each track is composed by David Moss and his duet partner.

"19 duets with 10 intense players. Each player here has such a singular, eccentric and focussed touch. Each duet shapes and layers texture, streches and compresses time in a different way…"

"…Pairs of objects (activate them), voices, lots of people, structures. lots of sound, momentum of glee (gravity), surprises – simple chances in the physical world, densities shattered by unique events." --- D.M.

	David  MOSS
	Dense Band
	1985
	75:44
	label: Moers Music

Recorded in February and March 1985 at B.C. Studio, Brooklyn, New York     

David Moss: drums, percussion, metal, steel drum, singing, high harmony voices, invisible drums: 

Fred Frith (см.) (3,4,6,8,9,11,12): bass, guitar, voice:

Tom Cora (см.) (2,3,6): cello: 

Wayne Horvitz (см.) (1,3,5,7): DX7: 

Arto Linday (см.) (2,4,5,8, 9,11): singing, guitar: 

Christian Marclay (см.) (2,3,9,10): turntables, manipulated records: 

Jules Moss (1,2,12): drums: 

Tenko (см.) (3,7): singing: 

John Zorn (см.) (2,4,5,7,9,11): alto, game calls.

Innovative percussionist and vocalist David Moss has been based out of Berlin since 1991. Improviser and provocateur, Moss' music ranges from extreme to experimental to 20th century, and includes compositions, sound collages, and tough jazz rock hybrids -- as in his Dense Band. Commissioned by New American Radio for the second time in the mid-80s, he created an 'operadio, ' Language Linkage, based on and around the texts of Italo Calvino. He has performed solo worldwide -- including NYC, Koln and Tokyo -- in prestigious places that like the Whitney Museum. Moss has also led the group Direct Sound, and served as Musical Director for the Leipzig Opera (for "Survival Songs"). Among his honors: a 1991 Guggenheim Fellowship and a DAAD Kunstlerprogram stipend for a one-year residency in Berlin: the Preis der Deutschen Schallplatten Kritik in 1992 and 1994: the Horspeil des Monats from the Deutsche Akademie des Darstellenden Kunste in 1995 for "Moss Tales." There's a clear record of experimental achievement and an openness to variety found in Moss' past that includes his solo performances: his work with music makers Heiner Goebbels, Fred Frith, and Jon Rose: and his collaborations with dancers Steve Paxton, Kei Takei, and Kenneth King.
1. Stride                                   (Moss, Frith)            3:25

2. Shuffle                                  (Moss, Frith)            3:03

3. Slow Climb                               (Moss, Frith)            3:17

4. New Feet                                 (Moss, Frith)            3:54

5. Fallaway                                 (Moss, Frith)            2:15

6. Surface Tension                          (Moss, Frith, Cora)      3:15

7. Sixth Sense                              (Moss, Frith)            3:05

8. Say So                                   (Moss, Frith)            2:20

9. Three Metal Moves                        (Moss, Frith)            3:35

10. Next Witness                            (Moss, Frith)            1:26

11. Dance Bend                              (Moss, Frith)            2:35

12. Unsafe At Any Speed                     (Moss, Frith)            3:15

13. In The Dark Times, Will There Be Singing (Moss, Frith)            3:16

	David  MOSS
	David MOSS  & Sergey KURYOKHIN:

“Two For Tea”
	1988
	65:06
	label: Long Arms, 1998

Сергей Курёхин (см.) [p, v];  David Moss [d, v, electronics].

Записано 9 декабря 1988 на фестивале Новая Музыка Америки в Майами.

	David  MOSS
	David Moss Dense Band:

"Live in Europe"
	1988
	40:40
	label: Ear-Rational

Recorded at "Musique Action 87" in Vandoeuvre, France on May 23, 1987

David Moss: drums, vocals: 

Wayne Horvitz (см.): DX 7, DX 100, harmonica: 

Christian Marclay (см.): turntables, records: 

Jon Rose (см.): 19-string cello, violin: 

Jean Chaine: electric bass

  
  
1. 
  
Two to Three to Tango - 
Frith, Moss 
4:09

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

  
  
2. 
  
Re-Shuffle 
- Frith, Moss 
4:11

Composed by: 
Frith, Moss

Performed by:
 Moss, Dense Band

  
  
3. 
  
Day to Climb 
- Frith, Moss 
4:22

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

  
  
4. 
  
Full Step 
- Frith, Moss 
4:20

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

  
  
5. 
  
Glider 
- Frith, Moss 
3:20

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

  
  
6. 
  
Neural Sense 
- Frith, Moss 
4:34

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

  
  
7. 
  
Song of the Possible 
- Frith, Moss 
4:45

Composed by:
 Frith, Moss

Performed by: 
Moss, Dense Band

  
  
8. 
  
Slant Lines 
- Chaine, Moss 
5:40

Composed by:
 Chaine, Moss

Performed by:
 Moss, Dense Band

  
  
9. 
  
Slow Talking 
- Moss 
5:19

Composed by:
 Moss

Performed by:
 Moss, Dense Band

  
  
10. 
  
Miniscus 
- Cora, Frith, Moss 
4:42

Composed by:
 Cora, Frith, Moss

Performed by:
 Moss, Dense Band

  
  
11. 
  
Swayaway - 
Frith, Moss 
4:28

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

	David  MOSS
	David  MOSS / Axel OTTO / Frank  SCHULTE:

“The Day We Forgot”
	1991
	59:36
	label: No Man's Land

Recorded between July 30 and August 1, 1990 at WDR/Westdeutscher Rundfunk, Studio Annostrabe, Koln

David Moss: voice, percussion, concertina, zither, toy, el. effects: 

Axel Otto: Wildlockrufe, bird calls, trombone, vocals, toys, zither, plastics, metals, wood, tapes: 

Frank Schulte: synthesizer, sampler, tapes, records, vocals, piano, el. effects. 

1. The Day We Forgot                        (Moss, Otto, Schulte)    3:35

2. Slow Talking                             (Moss)                   5:57

3. Birthing And Breathing                   (Moss, Otto, Schulte)    1:27

4. Just Over The Edge                       (Moss, Otto, Schulte)    2:42

5. Red Shoe & Ethnic                        (Moss, Otto, Schulte)    3:37

6. Kaffkeschwitz                            (Moss, Otto, Schulte)    1:11

7. Involverify                              (Moss, Otto, Schulte)    4:05

8. Santa Ana                                (Moss, Otto, Schulte)    4:02

9. Fun-Kadetics                             (Moss, Otto, Schulte)    2:27

10. Three Vetos                             (Moss, Otto, Schulte)    1:01

11. Hit The Spot                            (Moss, Otto, Schulte)    1:22

12. Fingerhut, Fingerhouse                  (Moss, Otto, Schulte)    3:27

13. (Whistle) Why We Work                   (Moss, Otto, Schulte)    2:35

14. Bigger With Pickles                     (Moss, Otto, Schulte)    1:10

15. A Man With His                          (Moss, Otto, Schulte)    1:55

16. Chant Ruse                              (Moss, Otto, Schulte)    2:10

17. Accuray To Wry                          (Moss, Otto, Schulte)    0:59

18. Cruelectric                             (Moss, Otto, Schulte)    1:51

19. Sexballon For Buddha With Hiccups    (Moss, Otto, Schulte)    4:24

20. Mental Strand                           (Moss, Otto, Schulte)    2:29

21. Two Minutes Of Heaven                   (Moss, Otto, Schulte)    2:57

22. Dirigible                               (Moss, Otto, Schulte)    1:55

23. Moody Piece For Unknown Women   (Moss, Otto, Schulte)    1:20

 “THE DAY WE FORGOT —  A declaration of love to the music of noise, and to the narrative, pictorial element of free musical communication.”

Since 1971, DAVID MOSS has been concentrating on three core activities in his music. Firstly, there is the development of a broad language of percussion and its application in his solo concert performances. Then there is his vocals, being developed into a new, equally valid instrument. Thirdly, there has been his continual search for a creative working group. “The challenge for me lies in always striving to do something new. We have millions of ideas, and the selection that our brain happens upon when we are playing is akin to a spinning Roulette wheel, on which there are to be found whole sounds and sequences.”

Since 1983, AXEL OTTO has been benefitting from his exploration of the possibilities of sound and noise production using acoustic instruments and self developed sound sources. “In my work as a musician, I am occupied with the developement of my own personal language, and with the dynamics of noises and sounds.”

FRANK SCHULTE has been playing since 1983 in various ensembles for improvised and composed “noise art” / experimental music. He works together with performance artists, painters, composers music for plays, experiments with the application of new electronic sound generation techniques and produces his own video works. “Electronic media allow a playful untercourse with diverse techniques and styles. The feelings of alienation and transformation they produce are of interest to me, as is the application of acoustic ready-made and found objects within a musical framework”.

	David  MOSS
	My Favorite Things
	1991
	53:11
	label: Intakt (Zurich, Switzerland)

All voices, drumming, guitar by David Moss: bass lines are played by Jean Chaine.

No drum machines, synthesizers, computers were used on this CD.

1. Dance On
Prince
2. Ghosts
Albert Ayler
3. Keemanay
Moss
4. Stolen
Moss
5. For JB
Moss
6. Round Midnight
Thelonious Monk
7. Chebbah
Cheb Khaled
8. Die Kunst der Fuge
J.S. Bach
9. In a Silent Way
Zawinul / Davis
10. Slow Talking
Moss
11. Delilah
Reed/Mason
12. The Girl from Ipanema
Antonio Carlos Jobim
13. My Favorite Things
Rodgers / Hammerstein
14. Poder de Criacao
Joao Nogueira
15. About 3 Little Fishes
Moss
16. That Tempest
Moss
All voices, drumming, guitar by David Moss (bass-lines on #'s 3.5.7.10.14 & textures on # 10 are played by Jean Chaine)
All vocal sounds are made "live" by David Moss. No drum machines, synthesizers, computers were used on this CD
Songs performed, arranged and produced by David Moss
Songs by Moss are published by Tangible Touch Music (ASCAP). © & p 1990
Recorded July/August 1990 and mixed September/October 1990 at Soundesign, Brattleboro, Vermont

	David  MOSS
	Michael LYTLE / George CARTWRIGHT / David MOSS:

"Meltable Snaps It" / "Points Blank" +
	1993
	73:52
	label: No Man's Land (Wurzburg)

#1-7: previously released as METABLE SNAPS IT "Points Blank" in 1986: 

#9-15: originally released on LYTLE/CARTWRIGHT/MOSS "Meltable Snaps It" in 1981:

#8: this track allows you a short recreation

George CARTWRIGHT – см.

1. Chigger Reel                             (GC, ML, DM, BL)         0:55

2. Crake                                    (GC,ML,DM,TC,BL,GL)      5:17

3. Mike Me                                  (GC, ML, DM, BL)         1:11

4. Points Blank                             (GC, ML, DM, PK, BL)    14:24

5. Hard Cash                                (GC, ML, DM, CM)         3:05

6. Kissing In The Snow                      (GC, ML, DM, CM)         4:23

7. Rugby                                    (Zorn)                  13:36

Recorded at BC Studio, Brooklyn in 1985

George Cartwright: saxophones, flutes, various bird and animal calls:

Michael Lytle: clarinets, game calls, humzoo, electronics and voice: 

David Moss: multiple percussion, electronics and voice: 

Tom Cora (см.) (2,7): cello, cello resonated objects: 

Peter Kowald (см.) (4): acoustic bass and harmonica: 

Bill Laswell (см.) (1,2, 3,4): electric bass: 

George Lewis (см.) (2,7): trombone, toys: 

Christian Marclay (см.) (5,6): turntables: 

John Zorn (см.), John King: guitar, vocals: 

Otomo Yoshihide (см.): turntables, guitar, samplers, vocals (7): conductor: 

Martin Bisi: live 16 to 2 track mix down.

8. 5 Years In 10 Seconds                   0:10

9. Wing & Fin                       3:54

10. Yowella/Faded In Hand, Delivered In Practice        6:31

11. Elewhale Rising                        0:41

12. Cooling Fingers                        3:31

13. Possible Beasts                        1:46

14. Cane Cutters                        6:50

15. This Notice Or No Notice               4:51

Note: (8-15) are not available on the LP pressing.

Note: (9-15) were already available on MELTABLE SNAPS IT (1981). 

MELTABLE SNAPS IT (1981) on (9-15):
METABLE SNAPS IT:

Michael Lytle: clarinet family, electronic tape, voice: 

George Cartwright: soprano, alto, tenor, wood and silver flutes, guitar, talking: 

David Moss: gongs, drums, cymbals, bells, triangles, ratchets, metal pieces, wood, plastic, glass, bertoia sound sculptures, pods, horns, tubes, zither, autoharp, water, voice.

	David  MOSS
	All at Once at Any Time
	1995
	53:17
	label: Victo

rec. 1994

David Moss: drums, electronics, vocals: 

John King: guitar, vocals: 

Otomo Yoshihide (см.): turntables, guitar, samplers, vocals

Recorded live in May 1994 at the Festival International de Musique Actuelle de Victoriaville, All at Once at Any Time features two members of the Dense Band, drummer David Moss and guitarist John King, and an experimental DJ largely unknown at the time: Otomo Yoshihide. In the course of the next six or seven years, the first two names became less and less heard, while Yoshihide arose as a leading creative force in avant-garde music. The trio's music is made of fragmented bits of rock songs with tons of plundered cultural references. Funk, punk, junk culture, defaced icons, rock-solid grooves, and moments of unbridled free improv collide in a dizzying maelstrom. On "Baby Blues for Marilyn," Yoshihide digs out Monroe's "I Want to Be Loved By You." After a first spin of the chorus, the trio locks into a delightfully irreverent 2/4 hardcore beat. Other entertaining moments include "DJ Polka," where all three follow Yoshihide's demented samples, shouting "Hey!": King's allusion to "Somewhere Over the Rainbow" in "No Name for Now": the infectious funk riff appearing later in the same song and strongly recalling King's group Electric World: and Moss' vocal performances, especially the introduction of "Choto Mate" and his cheesy half-operatic half-crooner interventions in "Surfing the High C's." All at Once at Any Time documents a strong show at a time when rock was still fashionable in avant-garde circles. The sound quality is a notch or two under the Victo label's high standards: The listener feels like he's standing at the back of the hall -- the recording lacks "oomph." However, the CD is still recommended, especially for fans of Yoshihide who would like to hear him before Ground Zero made him an international avant-garde star.

  
  
1. 

The Big Hit 

1:43

  
  
2. 

Baby Blues for Marilyn 

3:33

  
  
3. 

Fast Talking 

4:20

  
  
4. 

DJ Polka 

1:18

  
  
5. 

The Soft One 

3:32

  
  
6. 

Baby Fat 

5:31

  
  
7. 

Choto Mate 

5:20

  
  
8. 

React Alot 

6:54

  
  
9. 

Tie Show 

2:02

  
  
10. 

Yonatano 

3:35

  
  
11. 

No Name for Now 

8:37

  
  
12. 

Unplugged 

4:08

  
  
13. 

Surfing the High C's 

2:38

	David  MOSS
	Fragmentary Blues
	2000
	56:40
	avant-jazz/blues

label: Traumton

rec. in Berlin, 1999

David Moss: drums, voice, percussion, electronics 

Michael Rodach: guitar, slide guitar, acoustic guitar, bass

All music composed/performed by David Moss and Michael Rodach.
All lyrics by David Moss.

Mixed by Hartmut Bauer, Michael Rodach, David Moss.

1. 

Fragmentary Blues

2. 

Boys

3. 

Story Time

4. 

Blues for Tango


5. 

Wittgenstein Blues

6. 

No Way, Ohhh!


7. 

Is That My Bizness?


8. 

Down Deep

9. 

Light Sweet Crude


10. 

Working


11. 

Gimme Gimme Blues


12. 

Unmade Films

13. 

A Question of Doing It

14. 

Fellini

15. 

Say You Blues


16. 

Song from Elsewhere

17. 

Blue Loop Garou


18. 

Just Don't Go

19. 

Somewhere in the South


20. 

Highly Artificial Blues

All tracks composed and performed by David Moss and Michael Rodach

Who could imagine ? A blues album -- a "fragmentary blues" album? Well, I never really imagined it either. But then Michael Rodach and I met in Berlin at a recording session for trumpeter/composer Paul Brody's "American Folk Songs" project. From the beginning we loved each other's sound and style, approach and eccentricities, energy and rhythms. Fate ! Then Michael invited me to play a duo with him (as live music with the old Warner Brothers "Road Runner" cartoons) for a jazz festival. So in December 1997 we played together for the first time: funk riffs, improvisation textures, fast changes, odd sustains, blues quotes, rhythm fragments, odd melodies and (James Brown inspired) screams -- all mixed with that minimalist/repetitive and definitely dada-inspired cartoon bird and coyote. After the concert we both knew it was only the beginning. And Stefi Marcus, of Traumton Studio, who heard us that night, realized the potential of our duo and invited us to record at the studio sometime and "see what happens...". And somehow we both felt that the power of our duo came from an odd mixture of improvisation, noise, fund and blues elements. 

Then, after more than a year of schedule conflicts we finally set up at Traumton. We wanted a 'live'-feeling: no headphones, no room dividers, no vocal booths: just the guitar, drums, and voice hearing each other in a room, playing and responding. After 3 days recording, and some vocal and guitar overdubs (we couldn't resist, because so many songs gave us new ideas), this was the result: improvised songs based on our own eccentric perceptions of the blues. Guitar, drums, and voice -- on the one hand, pretty basic: on the other hand, perverse, distorted, fragmentary, transformed. 

Through it's lyrics and rhythms, "Fragmentary Blues" pays homage to the blues music that we've heard for years. The words, voices, passion, sounds, noises, beats, fractured blues forms, quotes and warped riffs are playful elements of old and new music, Michael and I found many sounds and ideas that we'd never made before. We certainly never imagined the 20 songs on this CD before we sat down in the room together to discover these fragments and moods. But hasn't "blues" always been about personal voices, life-stories, intense moments and surprises, anyhow ? We both wonder how listeners will react. 

-- David Moss, Michael Rodach, Berlin, June 1999 

Fragmentary Blues

"Is that my Bizness?" puffs, pants, howls a man's voice. Defiantly, a guitar screeches in, short schrill notes. The words tangle up with each other furiously, manically, blues pushes in between the lines, for a second. And suddenly the storm has passed and with it the search for musical "sense". A burst of laughter? 

Music is undoubtedly vocalist/drummer David Moss's and guitarist Michael Rodach's business. In their first joint production they play the blues into complete madness. All of the cliches, popular sound patterns, tone colors - on "Fragmentary Blues they're all shredded and pressed into new forms. Now and then the result sounds like an overly exaggerated parody - like on the second track "Boys", where Moss's voice sneaks up like a chameleon on the vision of a rancid man and then loses itself in the (imitated) howling of a police siren. Hectic, destructive, insane, references to James Brown in "Story Time" provide for laugh attacks and confusion. But not all of these 20 short tracks follow a loud and wild pattern. "Blues for Tango" for instance, dives into the weightlessness of blue depths, only fragments of words are sounded, sepia colors like old photos with serrated edges. 

Moss and Rodach have a lot to say to each other on the blues: guitar, percussion and vocals react alertly to each other, focusing on and dancing around the most widely varied atmospheres between chaos and the proverbial quiet before the storm. Inimitably, the two artists have found a contemporary variant of this old musical tradition, one which lends a helping hand to individual inner conflict in post-modern existence. So rightly put in "Wittgenstein Blues", The grammophone record the musical thought, the score, the waves of sound : a pictorial relation between language and the world / In fact there's a general rule: the musician can read the symphony out of the score".

Presscuts:

* "Look out: Anybody wanting to tap a foot to this blues would be in acute danger of breaking a leg. Drummer and vocal-artist David Moss - an American in Berlin - and German guitarist/composer Michael Rodach spit out raw blues riffs: the standardized twelve bars are shredded, collaged, intermixed with scraps of noise and emerge as hot air machismo. The howling guitar, wild vocals, and jolting drums sound both familiar and disconcerting at once. Are these supposed to be parodies? No,these two are serious with their 20 tracks full of bittersweet blues truth." 

-- Die Woche, 5.11.99 

* "Fragmentary Blues": Avantgard percussionist/vocalist David Moss (U.S.A.-Berliner) and guitarist Michael Rodach cut the blues to pieces, sort out their building blocks, and reconstruct their own version: treating familiar effects ironically, compressing and reducing to the bare essentials, blue-noting static fields of sound to a powerplay on the verge of chaos.

Only change is certain, and the determination with which Rodach swings between the joy of experimentation and and its fundament in the established, with which Moss lets the backbeat groove one time and dissolves it into single impulses the next, and the ferocity with which he develops his lyrics only to question them immediately, modulating his voice between vocalisation, stammering, laughing and the pathetic gesturing of an orator. Fragmentary Blues: A little pain, and a lot of music."

-- Guitar & Bass, 11/99, 18.11.99 

* "This album documents the unorthodox treatment of a genre whose areas were believed to have been staked out for a long time. Rodach and Moss don't play the blues, they juggle with its "feeling". They tear down a hundred-year-old house to construct something new with the bricks, which nevertheless exudes the flair of the former building with undiminished intensity."

-- Jazzthetik, 11/99 

* "20 new radical inventions reach for the stars...from something old make something brand new...blues 2001"

-- Jazzthing 11/99 

* "... Pure chaos and at the same time a beautiful hommage to the blues."

-- Sudkurier, 23.11.99 

* "Two men aiming the John Zornian raygun at blues cliche´s in their dialogues. Blue notes change into icey snowballs, thickening to avalanches in attacks of noise. Then Moss and Rodach do a free-rhythm roll in the Delta-Blues swamp. They drive James Brown riffs to warp speed in the particle accelerator of their fantasy, let Ry Cooder's lonely, sighing guitar drown in a pool of noise-like tango quotations. In this eccentric and bizarre perception of the blues, two equals have found each other ...This is an accumulation of pure thirst for adventure."

-- Der Tagesspiegel, 29.11.99

	MOTION TRIO
	Play-Station
	2001
	42:11
	avant-garde авангардно-импровизационная музыка для трёх аккордеонов 

label: Not Two Records

Janusz Wojtarowicz [leader, akordeon];  Pawel Baranek [akordeon];  Marcin Golazyn [akordeon].

	MOTION TRIO
	Pictures from the Street
	2003
	39:06
	label: Akordeonus Records (Krakow, Poland)

www.motiontrio.com 

не-авангардный диск: но арражировки уличных мелодий и все эти фантастические звуки, которые парни извлекают из своих аккордеонов – просто супер!

The CD you are holding in your hand contains accordion music, performed by three young virtuosi of the instrument who hail from Krakow, Poland.
The title of this CD is meant to convey to the listener that the brief musical compositions on it are "Pictures from the Street". In this way, the group wanted to call attention to the fact that it was street performances that gave birth to their musical career, and their first listeners, quite simply ordinary passersby. While competitions, revues and festivals provide initial exposure to an audience for many debutants, this natural and immediate mode for presentation of their skills proved to be a valuable experience. The musicians didn't enjoy the benefits, desired by many, of agents or producers, advising them as to how music that people will want to listen to should sound. From the start, they made a conscious decision to rely strictly on themselves alone, carefully observing those who listened in passing, striving to engage their attention for as long as they could.
Travelling with their instruments throughout Europe and America, they became acquainted with a large number of different cities, their respective musical cultures, traditions, as well as the mood of their main streets and town squares. Thus, it was the variegated nature of these journeys that defined the melodies and rhythms of the compositions that make up the CD "Pictures from the Street". They are exceptionally simple, sentimental in places, at times intentionally naive, but at the same time incredibly refined technically, and played with a sense of humor: energetic as always, and most importantly they maintain that sincere contact with the listeners. Give the Motion Trio a listen.
It's nothing more than three accordions, or as many as three accordions at one time however one chooses to think of it.

	MOTION TRIO
	Live in Vienna – sacrum & profanum
	2004
	51:53
	label: Akordeonus Records

All compositions and arrangements by Motion Trio.

www.motion-trio.art.pl
This is 100% acoustic recording with no electronic effects of any kind.

Rec. during The International Akkordeon Festival, 2002.

One's hands come together by themselves.

The chill of the church and its uncomfortable wooden pews encourage prayer whether one wants this or not.

Blessed are those who heard Motion Trio on this night.

The repertoire presented, as well as the ease that permeated its performance, surpassed all boudaries in terms of ways to play the accordion known until now

In order to achieve similar effects, a group like Pink Floyd required a formiddable equipage, whereas Motion Trio – only three accordions.

-- Manfred Horak (Jazzzeit)

	MOTOR HUMMING
	Musical Aluminium
	1999
	50:39
	improvisational punk-rock (Japan) (instrumental) – задорный, несколько дурашливый (но не так неумеренно, как это сделали бы русские), без вокала.

label: Tzadik

rec. 1999

Yamanaka Atsushi: Bass, Sampler

Morimura Hiroshi: Drums, Casiotone

Hioki Shimpei: Guitar, Casiotone

An absolutely raging new instrumental trio from the Kansai area of Japan, home to the Boredoms, Omoide Hatoba, Haco and more. Combining hardcore punk, improvisation, metal, funk and fusion in a seamless and dynamic new music, Motor Humming is at the forefront of instrumental experimental rock and one of the most original bands in Japan. Musical Aluminum (a light metal) is their first CD, and it features an incredible range of pieces in a program you will find exciting, challenging and fun. Along with Melt Banana, Motor Humming is pointing the way to a whole new Japanese rock scene, inspired by the Ruins, the Boredoms, Massacre, Naked City and Japanese Psychedelia.

Musical Aluminum is the debut recording of Motor Humming, a tough guitar-bass-drums trio from Japan who can sonically rip up the floor, tearing away diagonal strips, and toss them out to the world's hungry, hard music-loving crowds. This band's eclectic instrumentals have occasional moments reminiscent of labelmate Kletka Red's [см.] clamped guitar strings and second-long bits of traditional Eastern European dance themes whipped in a blender of complex punk and hard rock. Every few songs a more deconstructed rock tune.
1.
 Lucky Puppet

2.
 Aluminum Man

3.
 Native Dance

4.
 Nervous Game 1

5.
 Motion

6.
 Shifty

7.
 Nervous Game 2

8.
 Holiday Accidents

9.
 Nervous Games 3

10.
 Alien Skip

11.
 Distortion Watch

12.
 Nervous Game 4

13.
 Little

14.
 Cyborg Fish

15.
 Nervous Game 5

16.
 Satellite

	MOTOR TOTEMIST GUILD
	Archive One & Two (2 CD)
	1996
	73:32 71:33
	MOTOR TOTEMIST GUILD – см. тж. с: 5uu's (на "F")

avant-rock

label: Recommended – No Man's Land / Review Records / Rotary Totem Records (USA)

James Grigsby [g, b, music];  Chapman Stick [tp, k, vibes, v, loops, splices];  Becky Henninger [cello];  Lynn Johnston [cl, saxes];  Christine Clements [cl, s, p, perc, v, vocoder];  Emily Hay (Arch. Two) [fl, piccolo, v];  Eric Strauss [vln, pan pipes, t s, vibes, short wave, k, d, perc, v];  David Kerman (см. тж. с: THINKING PLAGUE) [d, perc, toy rat].

CD 1

#1-10: from INFRA DIG (1984)

#11-15: CONTACT WITH WEILS (1986)

CD 2

#1-6: from SHAPUNO ZOO (1988)

#7: from A LUIGI FUTI (1989)

#8-11: KLANG (1985)

	MOTOR TOTEMIST GUILD
	City Of Mirrors
	1999
	67:25
	label: Cuneiform (USA)

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

MOTOR TOTEMIST GUILD with: Curt Wilson [v];  Emily Hay [v];  Jerry Wheeler [trb];  Jeff Kaiser [tp];  Vinny Golia (см. тж. в секции “Jazz’) [bass cl];  George McMullen [trb];  Lynn Johnston [a s];  Robo Totem.

Music by James Grinsby.

Brilliant composer James Grigsby has revived his MTG group as a 14 piece "little big band", including Emily Hay – flute & vocals, Eric Johnson – bassoon, Vinny Golia & Lynn Johnston – saxes & clarinets, Joseph Berardi – drums, Dave Kerman – percussion & others on trumpet, trombones, piano & synthesizer, guitar, mallett percussion & contrabass! The compositions the band perform range from a short, almost pop [although HEAVILY contrapuntal] ditty to longer works which stylistically mix classical elements with jazz-stylings & solos to a massive work that features a graphic score, improvisation, as well as after the fact studio manipulations. The music is completely undefinable, majestic, complex, emotional & experimental at the same time, & features some outstanding vocal parts in the shorter selections. Jazz & modern classical music are indeed the mainstays of these compositions, in ways & combinations you've never heard before.

"City Of Mirrors" is a challenging album that expands the boundaries of contemporary music & avant garde, & still remains a real feast to enjoy in all its twists & turns. One of THE US releases of 1999, covering ALL musical sections. Mega-recommended." 

– Crohinga Well.

	MOTOR TOTEMIST GUILD
	All America City
	2000
	73:23
	label: Rotary Totem Records / Independent Records home.netcom.com/~takatek
Bridget Convey [p];  Rod Poole [ac g];  Hannas Giger [ac b];  David Kerman [d];  James Grigsby [samplers];  with THE UNWITTING ACCOMPLICES

	MOVING  GELATINE  PLATES
	
	
	51:50
	art/psychedelic, расположеннный ближе к GONG, чем, скажем, к KING CRIMSON, в силу того, что при своей мощной изобретательности, они, всё-таки, не агрессивны.

label: Musea (France) 1992

tracks 1 – 5: 1970

tracks 6 – 9: 1980

Maurice Helminger [organ, tp, s&t saxes, fl];  Gerard Bertram [el&ac g, v];  Didier Thibault [b, v, 12-str g, k];  Gerard Pons [d, perc].

20 years after its release, MGP's record is just as original and up-to-date as ever. Their music, characterized by a never-ending search for melodies, harmonies and instrumental effects and by the richness of its themes packed with breaks and changes in the beat and melodies which intricately interweave and blend together, remains as superb as ever. These characteristics, together with the remarkable rigour, execution and virtuosity, the incessant search for new sounds and instrumental effects carried out by the musicians, give this album its timelessness and confirms MGP as one of the best progressive French groups of the early seventies.

[…] The music press exaggerated the group's success at Le Bourget by its extravagantly eulological reviews. Praised by the best of the music press at the time (BEST, ACTUEL, ROCK'N'FOLK), MGP immediately asserted itself with the critics and consequentially with the public even though it did not have a single album to its name. As a result of its performance in Le Bourget which had attracted so much attention, the group was contacted by several record companies including CBS which offered to sign them up but the musicians refused any offers for fear of being obliged to make their music more commercial. In May 1970, MGP took pan in magma's first concert at the Theatre de la Musique just after its first album had been recorded.

On June 9th, 1970 MGP signed a contract for its live performances and  recording  rights  with  Claude ROUSSEAU who had organized the festival in Le Bourget. According to the terms of this contract, Claude ROUSSEAU agreed to arrange a recording for MGP who conceded the exclusive rights to its recordings over a period of 3 years from the release of the first record. As far as MGP was concerned the release of an album was a means of reaching a nation​wide audience. The group's aim was to use the album to promote itself, pull off concert dates and make its career take off. Then, in 1970, a year which was full of promise but ended in disillusionment as far as the French festivals were concerned, MGP took part in the banned 3-day festival in Biot on July 23rd organized by Claude ROUSSEAU with AME SON, GONG, AMON DUUL II, TOTAL ISSUE, ZAPPA with PONTY and his group, etc […]

	Mr. BUNGLE
	Mr. Bungle
	1991
	73:19
	avant-fusion

label: Warner (London)

Produced by John Zorn & Mr. Bungle

Vlad Drac [v];  Danny Heifetz [d];  Scummy [g];  Trevor Roy Dunn [b];  Bar McKinnon [t s];  Theobald Brooks Lengyel [alto & bari intonation];  + David Shea (см.) [turntables].

1. Quote Unquote

2. Slowly Growing Deaf

3. Squeese Me Macaroni

4. Carousel

5. Egg

6. Stubb (a Dub)

7. My Ass is on Fire

8. The Girls of Porn

9. Love is a Fist

10. Dead Goon
Cуперэклектический авангард из Сан-Франциско. Это безумный стилистический коллаж в духе чёрного юмора и Джона Зорна, веселый, чудной и здорово сыгранный. Отъявленные хулиганы в самом лучшем смысле этого слова. Подобного же типа парни — Moondog Jr. (cм.). 

	Mr. BUNGLE
	Disco Volante
	1995
	67:48
	Mike PATTON (см.) and Trevor Roy DUNN – см. тж. их проект FANTOMAS.

label: Slash Records

I Quit [woodblock];  Trevor Roy Dunn [base, vile];  Uncooked…Collapse [P’ip’a, k, org, g];  Clinton McKinnon [t s, cl, k, d];  Mike Patton (см.) [org, ocarina, voc];  Theo [Eb reeds piped in from Ithaca].

CD time = 62’07”  + хулиганский бонус “Nothing”  (05’40”)

	Mr. BUNGLE
	California
	1999
	44:19
	label: Warner

Mr. Bungle: Mike Patton: Trevor Roy Dunn: Danny Heifetz: Bar McKinnon: Trey Spurance. Additional Musicians: Bill Banovetz [Eng. horn];  Larry Ragent [Fr. horn];  Timb Harris [tp];  Sam Bass, Marika Hughes  [cello];  Ben Barnes, Eywind Kang (см.), Carla Kihlstedt [vln, viola];  Henry Duscharme [accordion];  Michael Peloquin [harmonica];  David Phillips [pedal steel guit];  Jay Steebley [cymbalom];  Aaron Seeman [p (#6)];  William Winant [tympani, mallets, tam tam, bass drum].

Website: http://www.humboldt1com/~mimicry – lyrics available

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

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

remastered
С информацией на вкладке – беда

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

Вместо списка состава на вкладке – их фото.

	(Mr. BUNGLE)
	Book of Horizons
	2004
	52:58
	label: Web of Mimicry

1. Ishraqiyun - The Four (The Great Ishraqi Sun)

  Shahzad Ismaily: percussion

  Eyvind Kang (см.): viola

  Rich Doucette: esraj

  Danny Heifetz: drums

  Kevin Kmetz: shamisen

  Timb Harris: violin

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

2. The 3 (Afghan song)

  Shahzad Ismaily: percussion

  Eyvind Kang: viola

  Rich Doucette: esraj

  Danny Heifetz: drums

  Fatima: santur

  Tim Smolens: bass

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

3. Forms - Welcome to the Theatron Animatronique

  William Winant: percussion

  Timb Harris: violin, viola

  Jennifer Cass: vocals

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

4. The Owl in Daylight

  William Winant: percussion

  Ches Smith: drums

  Timb Harris: violin, viola

  Jennifer Cass: harp

  Tim Smolens: bass

  Jesse Greere: vocals

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

5. The End Times

  William Winant: percussion

  Rich Doucette: esraj, sarangi

  Ches Smith: drums

  Timb Harris: violin, viola

  Ursula Knudson: bowed saw

  Jennifer Cass: harp

  Tim Smolens: bass

  Jesse Greere: vocals

  Jason Schimmel: ac guitar

  Trey Spruance: el piano, organ, santur, synth

6. Traditionalists - The Exile

  Timb Harris: violin, viola

  William Winant: percussion

  Jesse Greere: vocals

  Jennifer Cass: harp

  Jason Schimmel: ac guitar

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

7. The Indestructible Drop

  William Winant: chinese and tibetan gongs

  Jennifer Cass: harp

  Trey Spruance: organ, soundscapes

8. Electrotheonic Grail Dove

  Ches Smith: drums

  Tim Smolens: bass

  Trey Spruance: piano, cheng, soundscapes

9. Ur - Book T: Exodus

  Danny Heifetz: drums

  Eyvind Kang: viola

  Timb Harris: violin

  William Winant: percussion

  Jesse Greere: vocals

  Tim Smolens: bass

  Jennifer Cass: harp

  Trey Spruance: guitar, organ, piano, keyboards

10. Anthropomorphosis: Boxleitner

   Ches Smith: drums

   Timb Harris: violin, viola

   Jesse Greere: vocals

   Tim Smolens: bass

   Trey Spruance: synth, el piano, guitar

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

   Shahzad Ismaily: percussion

   William Winant: percussion

   Ches Smith: drums

   Jennifer Cass: harp

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

12. dj Revisionist 

   Shahzad Ismaily: percussion

   William Winant: percussion

   Timb Harris: violin

   Ches Smith: drums

   Jennifer Cass: harp

   Rich Doucette: esraj

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

13. The Holy Vehm - Exterminating Angel

   Unhuman: vocals

   John Merriman: drums

   Jesse Quatro: vocals

   Jessica Kinney: vocals

   The Enemy: guitar, bass, samples

14. Hypostasis of the Archons

   Unhuman: vocals

   John Merriman: drums

   Jesse Quatrro: vocals

   Jessica Kinney: vocals

   The Enemy: guitar, bass, samples

	The  MUFFINS
	Chronometers
	1975-76
	72:29
	avant/progressive – Из представленных здесь дисков Muffins, "Open City" (w/ Fred FRITH) – наиболее авангардный, а "Chronometers" и "Manna / Mirage" – ближе к арт-прог-року: первый из них весьма весёлый, а во втором можно обнаружить некоторые пафосные эмоции, характерные для арт-рока вообще. В "<185>" присутствие FRITH'а продолжает сказываться на авант-роковой тенденции группы.

см. тж. CHAINSAW  JAZZ

label: Cuneiform (USA), 1993

http://cuneiformrecords.com/bandshtml/muffins.html
Dave Newhouse [el p, org, toy saxophone, perc];  Tom Scott [a&s s, Bb&alto cl, oboe, fl, bell tree, xylophone, melodica, v];  Billy Swann [el zoom bass, backwards organ, perc, v];  Mike Zentner [g, violin, harmonica, v];  Stuart Abramowitz [v].

The Muffins were one of the best known D.C. area avant-progressive bands. They existed from 1974-81. Their music went through several periods, as outlined below, but ALL of their works are of great interest.

Chronometers is the first ever release of material from this unknown period of their work [1975-76], when they were a quintet, and the music was even more Hatfield/Canterbury than what came later!

	The  MUFFINS
	Manna / Mirage
	1991
	48:37
	label: Cuneiform (USA)

Dave Newhouse [p, organ, piccolo, fl, a&bar sax, bass cl, cereal box whistle, perc];  Tom Scott [a&s&bar sax, Bb&alto cl, oboe, piccolo/Eb/alto/c fl, oboe, soprano recorder, perc];  Billy Swann [bass, p, g, perc];  Paul Sears [d, gong, xylophone, vibes, perc, pots, pans, pennywhistle];  + guests: John Schmidt [baritone horn, tuba];  Doug Elliot [trb];  Larry Elliot [tp];  Greg Yaskovich [bubble trumpet].

Manna/Mirage was their 1st and best known lp. A SUPERB and sublime instrumental mix of Canterbury progressive, fusion, improvisation elements, and more.

	The  MUFFINS
	Open City
	1994
	63:23
	label: Cuneiform (USA)

Очень похоже на импровизационные вещи King Crimson, т.е. стилистически содержит в себе и рок-авангард, и фри-джаз, -- как и следовало ожидать по составу: Tom Scott [a&s s, Bb&alto cl, oboe, fl];  Dave Newhouse [p, org, bar&a&s sax, whisper clarinet, Bb&bass cl];  Billy Swann [b, g, perc, v];  Paul Sears [d];  Fred Frith [g, p];  Marc Hollander [a s].

"Altogether, this is one of the best records ever to come out of America." – Boston Rock. 

"…The Muffins are the quintessential example of a group whose excellence, clear musical intelligence, light touch and broad range marked them out clearly for success and a place in the history of 'progressive rock', and yet they were overlooked and more or less vanished….The Muffins deserve their place in the pantheon of 70's progressive GREATS”

 – Chris CUTLER.

	The  MUFFINS
	<185>
	1996
	75:54
	label: Cuneiform (USA)

Dave Newhouse [p, org, bar&a&s s, b cl, perc];  Tom Scott [a&s s, Bb&alto cl, oboe, fl, perc];  Billy Swann [b, g, t s, mysterious low noises];  Paul Sears [d, perc, sax, v];  Fred Frith [g, prepared piano, violin, anti-jazz production, harmonizing];  Dave Golub [clarinet shuffling, shouting and squeaking];  George Daoust [shuffling and squeaking].

Late 1978…The Muffins had recently appeared onstage at The Trinity Theatre in Washington D.C. with Fred Frith, Peter Blegvad and John Greaves. At that show we presented some hastily rehearsed material composed by Greaves and Blegvad. The Muffins also performed the material that is on this disc.

In early summer of 1980, Fred rang us up from his new digs in New York City and proposed the idea of recording a Muffins record with himself as producer and guest artist. It would be the first Muffins recording with an outside producer. It would also constitute Fred's own debut as a producer other than on his own recordings. Fred wanted to produce the music that he had heard us playing live. This material, plus several selections that can be found on The Muffin's posthumously released "Open City" and countless improvisations is what we were playing live in those days.

Why the weird name and logo? There was a book lying around the house that some of us read, Hedrick Smith's excellent best seller The Russians. In the book, Mr. Smith described a procedure whereby certain classified material in libraries in the Soviet Union was stamped "<185>". My brother in Law, Jym Slavin, designed and executed all of the cover art. As for the studio, we selected Track Recorders in Silver Spring, MD. because of it's excellent 24-in/16-out Neve mixing console, and it was better suited to live recordings than most others in our area. The format used was 16 tracks on 2 inch tape at 15 ips. We then mixed down to 1/4" half track at 30 ips. The tape decks were both Ampex. There was an assortment of Neumann, AKG, Electrovoice, Telefunken, Shure and Sennheiser microphones. The main studio was also guite large (about 50' x 70') and had a wooden floor. This arrangement seemed perfectly suited for our mostly saxophone-driven sound. It also had a good rep in the community. There was also a 24-hour hamburger joint roughly 50 feet from the door, an easy-listening radio station down the street that periodically leaked into the console through a tube-type Telefunken microphone, and the occasional nocturnal weirdo wandering in… but I digress. Largely due to scheduling and finances we were only able to allot 2 days for recording and 2 days for mixing <185>, and preparing it for the final step of mastering.

The engineer. Bill McCullough, had NEVER before worked with our type of music. Talk about big eyes. "You guys wanna do WHAT?", he would say to Fred and The Muffins on a regular basis. Often, while we were mixing. Bill would leave Fred and myself to our own devices. Nonetheless, Bill, Fred, and the band got along guite well, and we were pleased with the final product. Fred supervised the actual mastering process at the Frankford/Wayne mastering lab in New York City on a Neumann lathe. The financing for all of this was taken care of by two close friends of the band, David Golub and Michael Bloom.

After it was released in early 1981, The Muffins went on a short tour to promote <185>. Soon thereafter. The Muffins disbanded.

15 years later
Why two versions of the same record?

After seemingly thousands of listenings. The Muffins and some of our closest friends, fans and critics have said over the years:

"Great record, but it doesn't sound like you guys".

And …there is more playing time on a CD than on a vinyl record, so we decided that when it was time for <185> to be released on CD, we would present it in it's original released form, as well as providing an alternate version of the record sans many of the electronic accoutrements. It was decided to remix only the compositions and leave the improvised pieces as is.

The aforementioned "we" had been talking about this for about 3 years as of this writing. Some of you will remember the sound of The Muffins live. What we have attempted to do is to provide a more accurate document of what this band actually sounded like on stage. All of this material was originally recorded in a "live" setting, as if the studio were a stage. Overdubs were kept to a minimum. When the time arrived to actually remix (or reproduce, depending on your point of view), we had to find a studio with a machine that would accommodate the somewhat antiguated 16 track 2" tape format that we used in 1980. In those days it was a common format. Not so today. Enter Hit And Run Studios, a full 24 track facility, but which luckily for us still has the 16 track format available. The engineer/owner of Hit And Run is Steve Carr, and I thank him here for his excellent advice.

As The Muffins drummer/percussionist/ersatz saxophone player, as well as a co-producer of the "new" version, I would like to assure you that the remixed version of <185> is as close to an accurate live recording of The Muffins as you are ever likely to hear.

Enjoy! – Paul Sears, April, 1995 – Washington D.C.
<185> is the long awaited reissue of the final studio album that has been out of print for over a decade, by this now legendary U.S. avant rock quartet. Originally released in early 1981, it contains the last and some of the finest work from this amazing live ensemble. The original lp production downplayed the "live" aspects of the band, so, in addition to the original full Ip version of 185 as known, we have remixed the compositions to their original "live in the studio" origins as bonus tracks, allowing you to hear exactly how the band used to sound during this time period, with the best sonics of any of their releases.

	MUM
	Finally We Are No One
	2002
	56:14
	ambient

label: Fat Cat Records (England)  www.fat-cat.co.uk 

He grabbed my thumb and led me away from the accident, there was no point in watching any more, still i was reluctant to move, "we have to go find the others" he said he never looked straight at me, we walked in the grass, around the shack and down to the stream, for some reason, i had never walked down there before,  we went into a concrete tunnel dark but warm, a part of a noise was leaking from the ceiling, now there was that musik again, he sat down and heard me do the same, "finally me are no one" he said.

	MURCOF
	Martes
	2002
	51:53
	el/ac avant-ambient-noise

label: The Leaf Label www.posteverything.com/leaf
www.murcof.com
Produced, mixed and composed by Fernando Corona at Plasma. (Tijuana, Baja California, Mexico). contact: murcof@theleaflabel.com 

	Roberto MUSCI
	Roberto MUSCI  & Giovanni VENOSTA:

«Water Messages on Desert Sand» / «Urban and Tribal Portraits»
	1988, 1990 
	74:50
	world ethno / experimental

label: ReR (UK / USA)

instruments: keyboards, Gopi-yantra, steel g, ac g, bone flute, rain woods, crotales, temple block, cymbales, angklungs, triangle, wind chimes, French horn (Andrea Petrus), bass cl, bass fl, s/a/t/bar s, oboes, double bass, a.o.

All Compositions by Musci/Venosta

WATER MESSAGES ON DESERT SAND

1. Technowaltz

-- Tree trunks rhythmical sequence electronically treated. Samples coming from: 1st part – Iran, Algeria, Afghanistan: 2nd part – Ethiopia (male chorus), Mongolia (female voice).

2. Water Music

-- Voice from central Africa electronically treated. Gopi-yantra – one-string instrument used by Bengala Bauls in devotional chants to Krishna.

3. Empty Boulevard

-- Harmonisalion of a chant sung by Pygmy girl. The girl plays a bone flute while singing.

4. Mechanic Soul vs. Pathetic Ambient

-- Echo transforms Dx7 synthesizer into an Arabic chant.

5. Nexus on The Beach

-- 1st part: Burundi story-teller who accompanies himself with an Inanga (Burundi national stringed instrument) 2nd part: talking-drums from Benin structured in a loop with Pygmy girls' chant for gathering mushrooms.

6. Vientiane

-- Introduction by classical orchestra from Laos:
1st part, 12 wind instruments
2nd part, loop of Islamic African music in 5/8 rhythm with wind quartet
3rd part, wind sextet
4th part, loop in 10/8 rhythm with wind quartet
5th part, wind quartet
6th part, loop in 15/8 rhythm with wind sextet

7. Malangaan

-- Voice of Australian Aboriginals electronically treated. Malangaan are low reliefs depicting mythical figures, half-human, half-animal, used by peoples from Oceania during holy ceremonies.

8. Digital Ketjak

-- Electronic elaboration of sacred chants sung in Bali (keyjak) chant coming from the

magic ceremony of Sanghyang.

9. Old Time Religion

-- 1st Part: voice of a Dogon mask (Burkina Faso – Mali), electroincally treated. 

2nd part: pitch of an Ethiopian cow-seller: percussions are Chinese chopsticks hitting a table and a pair of scissors spinning around a nail-file.

URBAN AND TRIBAL PORTRAITS

10. Lilongwe

-- Voice: story-teller from Zambia who ‘presents’ the musicians.

11. Tamatave

-- Voice: female voice from Namibia. 

Flute: from Laos and Whispered Gamelan from Java.

12. Dialogue

-- Voice: 2nd part: love song from Chaqenos tribe, Argentina. Jews Harp: from the Kirghiz Republic ot USSR.

13. Batida

-- Percussion: African drums looped at South American rhythm. 

Sheng: (a sort of harmonica made from a pumpkin) from Hong Kong.

14. Rack

-- Solo instr.: Tambur (lute from Afghanistan). The sound is sampled but played as a real string instrument through a keyboard. 

Percussion: from 'No' and 'Kabuki' Japanese theatre music. 

Voice: Pygmy chant electronically treated, from Centroafrican Republic.

15. The Ups

-- Voice, 1st part: Korean ritual song.
Voice, 2nd part: Tribal chant and Jews harp from Bastar (India).
Voice, 3rd part: Pygmy chant from Cameroon and 'Japanese' chant from G. Venosta.
Flute: Minimal Pygmy melody on flute from Cameroon.

16. El Lamento

-- Voices: from Syria, Bahrain, Oman, Tunisia.
Gopi yantra: from Bengal.
Fragments of the Lutoslawski String Quartet sampled and played in a different order.

17. Starfishes

-- Percussion: Sansa from Tanzania.
Voice, 1st part and 3rd part: Australia [aboriginals].
Voice, 2nd part: Mongolia [Bifonical chant].

18. Lullabies

-- Voice: Lullaby from Solomon Islands.
Oboe: from Korea.

	Roberto MUSCI
	A Noise, A Sound
	1992 
	59:07
	label: ReR 

Пряная авангардно-импровизационная музыка с широким использованием этно-материалов:  мелодика, инструменты, вокальные эпизоды --  из Амазонии, Африки, Тибета, Китая, Японии, Лаоса и др. Используется, конечно, и джазово- роковый набор инструментов. Колоритный и грамотный проект.

1. Keep Tree Funeral march

2. Dusty Zebra

3. Tu ce l'hai gia – You've already got it

4. When a Dolphin saves a Baby

5. Ramexico

6. Other Lullabies

7. Breathless Melody

8. The Snout in the Dark

9. Mean-men-song

10. A Larian Symphony: From Perry Como to Edgard Varese 

Indexes:

    1. My Spinet Beyond


    2. The Well Tempered Inuit


    3. Dancing Galore

11. Two Freaks in Rawlpindi

12. The umbrella's Angle, 2nd Variation

13. Extreme Fringes of the World Music Trades Union

14. A Tale for C

INSTRUMENTS & VOICES:

1. Monkeys, Jaguar and Clarinets from Amazonia.

2. Percussion from Japan, Loops from M. Ravel "Don Quichotte a Dulcinee", Voice and Percussion from the Congo.

3. Voices and percussion from Chinese Shadow Theatre, Voices from Zimbabwe, Kuitra (lute) and Voice from Algeria.

4. Percussion from ancient Vietnamese music, Voices from Tibet, Underwater sounds of Cetaceans.

5. Rhythms of copper working from Mexico, David Moss's (см.) voice treated by Harmoniser.

6. Gagaku Music from Japan, Violin from South India (inverted).

7. Voice and Violin from Madagascar.

8. Treated Voice, Voice and Percussion from Japanese Noh Theatre, Gamelan Music from Bali, Quanun from Israel, Nagaswaram (oboe) from South India, Clarinet from Albany.

9. Voices and noise from a Japanese Market, Qin (String Instrument) from China, Duduk (Wind Instrument) from Armenia.

10. Fragments from Inuit Chants, Canada, treated and looped.

11. Qalun (Cymbalon-like Stringed Instrument) from China, Musical Bow from Central African republic, looped Darbouka from Egypt.

12. Rhythmic loop from Rap Music, Sampled Pygmy Voices from Central Africa triggered by Rap loop, Women imitating animals from Niger, Fragment of treated music from Pakistan.

13. Bhuddist Chant from Japan, Fragments of Korean Classical Music.

14. Voice from Amazonia, Flute and Voice from Laos.

	Roberto MUSCI
	Debris of a Loa
	2000
	62:44
	label: Lowlands  lowlands@innet.be
Loa are a Haitian Voodoo deities, they bring trance and possesion: Agawe, Azaca, Guede, Ogu, Ibo… All Loa of music.

The paintings are Vever, Voodoo magical symbols. A different Vever in each cd, a Loa in each song.

1-12.: "The Loa of music" 1983

13-18: "Umi – The Sea" 1993-97

Roberto Musci (#1-18): el&ac g, sampler, tapes, Indian & African perc, fl, k, tamboura.

Claudio Gabbiani (#13-18): el&ac g, sampler, tapes.

Откуда взялось Voodoo на Гаваях? Не берите в голову. Так же как и соотнесение смысла названий композиций с собственно музыкой – пусть это остаётся темой для диссертации какого-нибудь психоаналитика. Мы же можем здесь, как и на любом диске Musci, погрузиться в колоритный и загадочный мир музыкальных экспериментов с этно-материалами.

	MUSLIMGAUZE
	Hussein Mahmood Jeeb Tehar Gass
	
	58:16
	experimental / noise underground 

label: Soleilmoon Recordings (USA) E-mail: Soleilmoon@aol.com 

	MUSLIMGAUZE
	Vote Hezbollah
	1993
	68:38
	label: Soleilmoon Recordings

	MUSLIMGAUZE
	Gun Aramaic, part I & II
	1995
	63:15 50:02
	label: Soleilmoon Recordings

limited edition 2000

	MUSLIMGAUZE
	Azzazin
	1996
	44:57
	limited edition 7001

	MUSLIMGAUZE
	Zuriff Moussa
	1997
	69:21
	label: Staalplaat / Soleilmoon Recordings



	MUSLIMGAUZE
	Untitled
	2000
	70:42
	All tracks written by Bryn Jones 1993. Mastered in Vienna, Nov. 1999.

	MUSLIMGAUZE
	Return of Black September
	2000
	68:28
	label: Soleilmoon

one-track recording:
1. Return of Black September

2. Libya

3. Thugghee

4. Remix of Thugghee

5. Remix of Opiate and Mullah

September matches its dark black artwork and design with equally doom-laden music (mastered as one track, despite the five separate song titles). The title track relies on a slightly more gentle ominousness, with soft string plucking reverberating around the beat, but things start to pick up accordingly with the more aggressive, sharp-edged electronics shading into a tense blend of percussion and energy on ‘Libya’: after shading away into a more minimal midsection, the track returns at a nervous, quick pace, with drums and drum pads firing off echoes into the mix as drones snake in and out of the song. One particularly gripping section has shards of noise firing off in all directions before setting back into the frazzled energy of the central beat, feeling like a soundtrack to a particularly good chase scene in a movie. ‘Thuggee’ and its accompanying remix keep the unsettled edge up, with sudden drum and electronic pulse intrusions erupting over the main flow of the songs. It’s interesting to hear how Bryn Jones’ love of dub applies itself in even more creative and different ways than from his productions of some years before, exchanging the slow pace for a fast one and applying Krautrock drone principles. A nicely stretched out, creepy remix of Gun Aramaic’s ‘Opiate and Mullah’ wraps up this fine effort.

--------- Ned Raggett

[…] The experimental / noise underground increased in visibility during the late 90’s, with Muslimgauze productions gradually encompassing heavier beats and a style close in execution to post-industrial beat-heads Techno Animal, Download and Scorn. The Muslimgauze project ended tragically in 1999 when  Jones died suddenly of a rare blood disease. […] 

---- John Bush

[о 9CD сборнике]

Like Merzbow, Bryn 'Muslimgauze'Jones's punk-influenced DIY aesthetic meant that he turned material out at a phenomenal rate. A Soleilmoon press release admits that it was impossible to keep up with his productivity, and that in the last phase of his 'career' fewer than half the tapes they received were being released.
Jones died earlier this year, and Box Of Silk And Dogs lays a surreal foundation stone for the Muslimgauze mausoleum — a nine CD set culled from unreleased masters mainly dating from the autumn of 1998 released jointly through Staalplaat and Soleilmoon as a limited edition (250 copies each). The criticism most often levelled against Muslimgauze's work was/is that if you've heard one you've heard them all, but Box Of Silk And Dogs underlines how far this judgment was from the truth. However much the music revolves around certain key elements — the electroacoustic mixt of Jones's playing of Arabic percussion (and various household objects) with synthesized rhythms — the outcome is never predictable. The nine CDs here canvass ground from HipHop, dreadnought dub and Industrial noise, to drum 'n' bass, Mego-style crackles, Technoid minimalism and Fourth World ambience. In any of these modes, Jones was rarely schematic or lacking in spontaneity.

Hindu Kush On and Keffeen Head are full of overdriven percussion and filtered electronic beats that at times recall Jeff Mills. Keffeen also toys with lute and string sounds over a dub-influenced bassline — a heavy roots feel with zithery twangs. The more experimentally abrasive Deceiver (Part Three) begins with skanking, distorted drum 'n' bass, as if the Master Musicians Of Joujouka had performed on beatboxes, moving later to an abrasive, psychedelic take on HipHop. Ingaza has a lush, heavy sound — voiceloops over heat 'n' dust instrumentals with raga drones and warping bass drums. The EP length Rhiza Coil Of Rezin pulses with abrasive lo-fi drum 'n' bass, bruising analogue noises and found sounds. Zurif Moussa (Part Three) is different again, full of terse, manicured grooves with the emphasis on hypnotic repetition, while Hafaz Al Assad makes greater use of tape samples — Oriental instruments spliced and looped into irregular rhythm loops — a murky, blurred Industrial music leavened by the twangs of Middle Eastern lutes. Sect Of Hari Krishna is another EP, this one full of punchy, syncopated grooves: while the Staalplaat Sonderangebote Remixes contains Muslimgauze's weird take on Fetisch Park: a muddy fairground organ loop, crunching beats and bubbling dub-like feel, sounding like a Jamaican Industrial Ambient.

Muslimgauze's eschewal of digital equipment for analogue and tape work means the tracks are invariably lo-fi, with an ad hoc feel. The other Staalplaat release here, Azad. which comes in a black moulded Jewel case, each containing a real currency note from an Arab country and a square of Arab newspaper, is described as harsh and uptempo, but compared with the more abrasive music of the box set, much of this is lilting stuff, like an Arabic To Rococo Rot. There's an emphasis on rich acoustic percussion and Arabic flute and reed sounds, on mantric grooves with a pronounced rhythmic sidewinding, and a recurring motif of looped bird sounds.

Of the two Soleilmoon releases, which date from May and June of 1998 respectively, Fakir Sind stands out for its strange, hypnotic ambience — many of the tracks are built around what might be the strangled call of a peacock, fleshed out, Bill Laswell style, with a throbbing Arabic drumming, soft-edged dub bass, string drones and fragments of singing and guttural chanting, as well as a quavering reed instrument sounding like something Robert Wyatt might hum in the bath. Hand Of Fatima is more fragmentary — a dry rippling acoustic drum patter and drifting flute spliced together with found sounds of chants, viols, market hubbub and electronic distortion.

Despite Jones's fundamentalist take on politics, there was a magpie element in his endless foraging and collaging of Arabic sonic fragments: a fetishising accumulation of detail that owes more to Dada than Mohammed. The speed of his output smacks of free association rather than the factory line. The music was always sparked off by a particular incident, often in Afghanistan or Iran: Jones would then gather a few pertinent reference points, but the content of vocal or environmental samples could be anything from popular music to background chit-chat and market place hubbub. A vocal loop on Fakir Sind has someone going through a restaurant menu: “Gallic bread, tea with lemon.” People make the mistake of transposing the dogmatic groove of Jones's politics to their expectations of the music (for the record: he was not a Muslim and had never been to the Middle East). Perhaps something more spontaneous, cut-price and rhizomatic than the Silk And Dogs box would better represent his spirit. 

--- Matt Ffytche, Wire
Muslimgauze 

Hand Of Fatima

После смерти Брина Джонса количест​во релизов его бессмертного проекта не прекращает снижаться. По словам менеджеров лейбла Soleilmoon в пос​ледний год своей жизни Брин работал сверхпродуктивно и записей, которые он сделал в этот трагический период хватит ещё на лет пять при сохране​нии прежней сверхскоростной периодичности их издания. Помимо тради​ционных компакт дисков альбомы Muslimgauze не перестают появляться и на других носителях, включая ми​ни-диски, CD-R и винил, некоторые альбомы имеются только в МРЗ фор​мате. Новое оживление испытывает подписная серия на лимитированные издания – Muslimlim. Совсем недавно для участников подписки стал досту​пен СD-сет из девяти компактов, на которых представлены как полномет​ражные альбомы, так и ЕР. Количест​во имеющегося материала вызывает некоторое запаздывание во времени при издании наследия Брина Джонса разных периодов. Так, данный, давно ожидаемый и анонсируемый альбом был записан в середине '98 года и тог​да не имел возможности быть издан​ным по причине чрезмерного количе​ства готовящихся к выходу материа​лов. Как всегда, пример Muslimgauze убедительно опровергает сложившее​ся убеждение о том, что всё количест​во выпускаемой музыки никогда не сможет быть одинаково высокого уров​ня качества. Трудно понять, как Джон​су удавалось записывать постоянно обновлённый набор идей, его музыка не статична, она в постоянном движе​нии, и новые релизы есть тому блестя​щее доказательство. Hand Of Fatima есть логическое продолжение этно-даб-ориенталистских помыслов Брина Джонса, с шершавыми как руки араба перкуссиями, закладывающими уши низкими частотами, минималистической канвой, абразивной техникой звукозаписи и сочным, словно спелый урюк, саундом. Аскетизм и грубость приёмов восточной звукообработки неожиданно дают эффект полновес​ного удара кривой саблей по чалме. Альбом лопается по швам от насы​щенного звука. Это происходит при том, что средства наполнения этого звукового сосуда чрезвычайно сдер​жанны, ограничены, Джонс не злоупотребляет большим разнообразием микрособытий, как это было в пёстрый пе​риод '97 года. Здесь всё просто и оче​видно: арабо-индусский даб, перкус​сии ручной работы, хриплый клёкот па​лестинского мегаполиса в качестве главного орнамента и сэмплерной ин​крустации. Непреклонность моджахедов, мусульманский фанатизм, веко​вой израильский гнёт. Для любого по​клонника Muslimgauze этот релиз ста​нет крайней точкой, раскалённым по​люсом, перпендикуляром к прошлым, относительно синтезированным и ли​шённым живого пульса альбомам. Альбом выпущен с традиционным экстравагантно-экстремистским дизай​ном (заспиртованные уродцы в кол​бах), лимитированным тиражом в 1000 экземпляров. Рука Фатимы, дочери пророка Мухаммеда, является симво​лом благополучия и благоденствия.

[ДК]

	(Robert  MUSSO)
	TRANSONIC: “Downstream Illusion”
	
	59:11
	MUSSO – см. тж. c: B. LASWELL: Paul SCHUTZE: Ginger BAKER (см. в ‘Jazz’): Tom WAITS (в ‘Rock’):

ambient

label: World Ambient

R.M. [k];  Bill Laswell [b].

	Robert  MUSSO
	Innermedium
	1999
	54:55
	funk-fusion

label: DIW (Tokyo)

KARL BERGER (см.) - VIBES, RHODES ELEC. PIANO

CHARLES BURNHAM - VIOLIN, HARP

LANCE CARTER - DRUMS

AIYB DIENG - PERCUSSION

BYARD LANCASTER - SOPRANO SAX, FLUTES, BASS CLARINET (3 AND 5)

BILL LASWELL (см.) - BASS

DAVE LIEBMAN (см.) - SOPRANO AND TENOR SAX (2 AND 4)

ROBERT MUSSO - GUITARS,  6-STRING BASS, E BOWS,  SYNTH

BERNIE WORRELL (см.) - HAMMOND ORGAN, WURLITZER ELEC. PIANO (2 AND 4)

ALL PIECES WRITTEN BY ROBERT MUSSO. 

PRODUCED AND ENGINEERED BY ROBERT MUSSO.

EXECUTIVE PRODUCER: KAZUNORI SUGIYAMA / DISK UNION

COVER PAINTING BY WILLIAM BURROUGHS 

THIS CD IS DEDICATED TO SONNY SHARROCK, THOMAS CHAPIN, AND TED DUNBAR. INSPIRATIONS, FRIENDS, AND TEACHERS.

1. Unknown Passage

2. Luminous

3. Stream Of Stars

4. Realm Of Spells

5. Drifting Shades

6. One Mind

7. Dark Halo

8. From Shadows

9. Silent Code

	MY LIFE WITH THE THRILL KILL KULT
	Kooler Than Jesus
	1989
	46:04
	industrial/punk/disco, -- весёлый, чудаковатый, навороченый, с девчонками.

label: Wax Trax (Chicago)

	MY LIFE WITH THE THRILL KILL KULT
	Hit & Run Holiday
	1995
	51:08
	industrial-disco

label: Interscope Records (USA)  (The Atlantic Group)

VOX: Groovie Mann, Jacky Blacque & Cinderella Pussie 

GUITARZ: Buzz McCoy 

KEYS: Kitty Killdare 

BASS: Levi Levi 

DRUMS: Dick Fury 

HORN: Wolfgang 

ADDITIONAL VOX & SAMPLES: Lois Blue, Arena Rock, Ava Lucious, Whyte & Cookie Bo'Kay

All songs written by Groovie Mann & Buzz McCoy

Produced by Buzz McCoy

Recorded and mixed at Starlust Studios, Malibu, CA.

1) HIT & RUN HOLIDAY

2) GLAMOUR IS A ROCKY ROAD

3) PORTRAIT OF THE DAMNED

4) APOLLO 69

5) CHEMICAL COP-OUT

6) BABYLON DRIFTER

7) HOTTEST PARTY IN TOWN

8) GOLDEN STRIP

9) THE DORIS LOVE CLUB

10) MINDCAGE

11) MR.ELEGANZA

12) UNIVERSAL LUXURY

13) HOT BLOOD RISIN'

14) MISSION: STARDUST

15) THE LAST RIDE OUT

HOTTEST PARTY IN TOWN

I may be a bitch, but I'll never be a butch. Heartbreak, Heartache, Miss Mistake, little snack in the sack. Baby don't come back. Midnight, moonlight, goodnight little snake in the grass, trading kisses for cash. She's a fat cat full of smack and a slave to the sweat. Ah sweet dish, cosmic bitch, sugar lady star crash, crazy razor black trash. Dead-end, daybreak. Miss Mistake, blow this town. Get gone girl go! She's a fat cat full of smack and a slave to the sweat. Baby don't come back. She's a fat cat full of smack and a slave to the sweat.

	MYSTIC  FUGU ORCHESTRA
	Zohar
	1995
	23:38
	noise-project: в этом авангардном ноиз-проекте нежные и чарующие звуки каббалистических молитв-заклинаний слышны сквозь флёр потрескивания винила.

label: Tzadik

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

1. Alef 
2. Book Of Splendors
3. Frog Doina
4. The Dybbuk
5. 2000 Years
6. Goniff Dance 
7. Rav Nova
8. Zayin
From the inventive minds of John Zorn and Yamantaka Eye comes an intimate and highly original duo project inspired by historical recordings of ancient Judaica. The Mystic Fugu Orchestra masquerades as "newly discovered" recordings from the Mystical tradition of Kabbalah -- paralleling 14th century author Moses de Leon's original presentation of of his Kabbalistic classic "The Zohar" or "book of Splendors" as having been discovered by him and actually written by Rabbi Simeon ben Yohai centuries before. This CD single is the first of a series of Zorn/Eye releases planned for Tzadik records in 1995. Humourous, touching, traditiuonal, irrerverent, perplexing, soulful. A sound that could only come about with years of friendship, empathy and collaboration, The Mystic Fugu Orchestra will surprise and delight you as yet another unusual direction in music from these two masters of the unexpected. 

---- Rav
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."

	MZ.412

(Maschinenzim-mer 412)
	In Nomine Dei – Nostri Satanas – Luciferi Excelsi
	1995
	57:44
	noise/experimental 

label: Cold Meat Industry (Sweden)   www.coldmeat.se 

	MZ.412

(Maschinenzim-mer 412)
	Burning The Temple Of God
	1996
	58:16
	

	MZ.412

(Maschinenzim-mer 412)
	Nordik Battle Signs
	1999
	46:02
	label: CMI

Mz.412 - Nordik Battle Signs

Шведские экстремалы Mz. 412 сущест​вуют более 10 лет. Свою первую кас​сету Macht Durch Stimme они издали ещё в '88 году. Воистину культовый альбом Маlfeitor был издан CMI в '89, и он был одним из первых релизов этого широко известного скандинавского лейбла. В те далёкие годы группа но​сила название Maschinenzimmer 412. Вскоре самим музыкантам, судя по всему, надоело выговаривать такое чудное названьице, и они переимено​вались в Mz.412. Ну что ж, эту рецен​зию я посвятил недавно вышедшему на CD альбому Nordik Battle Signs, и поэтому я приступаю, собственно, к не​му, родимому. Итак, Nordik Battle Signs уже выходил на виниле и каждый, кто хотел, его уже отслушал. Особые эсте​ты и апологеты цифровых форматов имеют шанс присоединиться к осталь​ному человечеству и отслушать, нако​нец, альбом этот на компакт диске. Кстати, CD имеет экстра песню! Mz. 412 играет black industrial. Как следует из названия, этот стиль представляет со​бой перекрёсток industrial и black metal. Постойте, постойте! Дорогие black metal kids, не бегите на толкучку за этим альбомом. Black metal в вашем понимании вы здесь не найдёте. Музы​ка Mz. 412 — это спокойные пейзажи агрессивного noise с множеством сэмплированных гитар, выдержек из вы​ступлений известных нацистов и ок​культных мероприятий, великолепных ambient вкраплений и индустриального гула. Неповторимая смесь! Собствен​но, Mz. 412 явились родоначальника​ми этого стиля, и с тех пор многие мо​лодые группы пытались повторить их подвиг, но, как и 10 лет назад, группа является лидером. Если вы любите жесткий industnal в духе Brighter Death Now, то вам действительно понравит​ся и black industrial. Хочу добавить, что на композиции "Algiz — Konvergence of life and death" присутствует наш хоро​ший знакомый Томас из Ordo Equilibrio. Эта композиция — одна из самых яр​ких на альбоме, ибо в ней совмещены практически полярные вещи: жёсткий noise и спокойный задушевный голос Томаса. Подводя итоги, я скажу, что альбом произвёл на меня отличное впечатление, и я рекомендую его всем любителям звукового экстремизма.
[Nazgul]

	NAFTULE'S DREAM – см. в файле "Asia I": Israel
	
	
	
	label: Tzadik

	Max NAGL
	Melange a trois
	1999
	70:30
	label: November Music (London)  e-mail: november.music@dial.pipex.com 

Max Nagl [sax, melodica, sampler];  Joanna Lewis [vln];  Josef Novotny [p, cembalo];  Patrice Heral [perc, v];  + Mona & Lorenz [v on #3];  Maria T. Maturana [v on #5];  Otto Lechner [v on #12].

All compositions by Max Nagl. Produced by Max Nagl.

Многоплановая музыка: есть и авангард, и минимализм, и мелодичные композиции с ретро- ассоциациями. Но в любом случае – Max Nagl – фантастический фантазёр (не тафтология) с великолепным чувством юмора.

	NAKED CITY – см.: John ZORN
	
	
	
	

	NAMANAX
	Multi-Phase Electrodynamics
	1993
	34:18
	noise

label: Release Records

Recorded live at Noise Farm Studios, Bear Gap, Pennsylvania on April, 25th, 1993. Mastered by Dave Shirk.

James Plotkin (см.), K. Johnson

->God "a.t.h.g."

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

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

label: FMP

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

People sing.

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

With occasions, and without: at celebrations, at work, in basements, on mountains, in pubs, in choruses, on television, in the dark, on stages, in kindergardens, bathtubs, churches, on horses, in cars, on deck, at the beginning of school, hanging out late at bars, for birthdays, at furnerals.

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

This has to do with various things linke solitude/solidarity, delight/pain etc., but in any case with voices: high, low, beautiful, rough, firm, smooth, broken, out of tune, in tune, soft, loud. And, of course, it has to do with breath.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

I flnd it essential, that there is proper (and not property at all) floating between these two. That our world looks the way it looks in these times has to do a lot with dams and barriers. See Sainkho’s title.

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

Thanks:  

to Jost, for among other things, his trust in himself (Sainkho was almost unknown to him before the production), in Sainkho and in me. And in this little strange disc (can a CD stand 74 minutes of unaccompanied voice?).

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

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

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

Peter Kowald    Wuppertal    February 1992

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

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

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

Peter Kowald: Born 1944 in Germany: double bass, voice, tuba. 

Peter Brötzmann (Corbett, 1994) recounts that "there was this young guy trying to play the bass, who was Mr Kowald, at that time seventeen years old. Peter lived with his parents. I had my little studio, so he was always hanging out at my place. But he had to be at home at 10.00, he was drinking milk. But we changed that, very soon. His parents were always very angry with me, because he never showed up at home anymore, he dropped studies of ancient languages, Greek and all that." By this time (1962) Peter Kowald had been playing bass for two years and, with different drummers the two Peters were playing Mingus, Ornette, and Miles Davis things as well as listening to Coltrane, Stockhausen, Cage et al. Kowald was part of the European tour undertaken by the Carla Bley/Michael Mantler band in 1966 (also featuring Brötzmann) and then came work with other German musicians, membership of the Globe Unity Orchestra and the first recordings: Globe Unity, For Adolphe Sax and the recently released Summer 1967, recorded during a brief vacation in London. In particular, Evan Parker credits this visit to London for his invitation to play in the Pierre Favre/Irene Schweizer quartet and his subsequent longstanding involvement with German (and other European) musicians. Kowald's work with Brötzmann has continued - on and off - on record at least, to the present and has included the Cooperative Trio with Andrew Cyrille, a duo on the Duos project and a recent mix of free jazz, hip-hop and rap. 

Peter Kowald was a member of Globe Unity Orchestra for 12 years (1966 to 1978) and for much of this time played less of a side-man role and more of an equal partner - for example, conducting the band - with the person to whom the group has become most associated, Alex von Schlippenbach. His influence is particularly noticeable on Jahrmarkt/Local fair where the two sides of composition are by Kowald (as is the second side of Live in Wuppertal and he is also credited, along with Paul Lovens as 'producing' the record, presumably sorting out the sprawling theatricality and poor sound into two 'meaningful' fragments. In his notes to 20th anniversary, Schlippenbach emphasises the importance of Kowald in creating a programme that became a lot more 'colourful': while further pointing out that he and Kowald gradually drifted further apart 'until one fine evening after lengthy discussions which resulted in a fight in a pub in Wuppertal, this chapter also closed'. However, before this ending, from 1973 to 1978, Kowald also worked with the Schlippenbach trio (Schlippenbach/ Parker/Paul Lovens), turning it for much of this time into a regular quartet. 

Throughout his career, Peter Kowald has continued to work with a wide variety of improvising musicians worldwide and in many considered and unusual situations. He has recorded bass duets with Barry Guy, Barre Phillips, and Maarten Altena, released two solo bass recordings, and has had regular groups with Leo Smith and Günter Sommer: with Joëlle Léandre and dancer Anne Martin (Trio Tartini): with dancers Cheryl Banks and Arnette de Mille and cellist Muneer Abdul Fataah (Music and Movement Improvisation): a trio with pianist Curtis Clark: a trio with Canadian alto saxophonist Yves Charuest and Louis Moholo: and Principle Life with Jeanne Lee, Klaus Hovman, and Marilyn Mazur. During the period 1980 to 1985 he was a member of the London Jazz Composers' Orchestra. He has spent periods in the US and in Japan and recorded three duo LPs (and one CD) with US, European and Japanese musicians. He has also lived in Greece and similarly played and recorded with the Greek musicians Floros Floridis and Ilias Papadopoulos. By contrast, the 12 months May 1994 to May 1995 was designated Kowald's 'Year at home' project which comprised a mixture of solo works - out of which, to some extent, the last solo CD grew (Was da ist) - and group performances. 

In addition, Peter Kowald has collaborated extensively with poets and artists and with the dancers Gerlinde Lambeck, Anne Martin, Tadashi Endo, Patsy Parker, Maria Mitchell, Sally Silvers, Cherly Banks, Arnette de Mille, Sayonara Pereira, and Kazuo Ohno. Specific works have included Die klage der kaiserin (1989) with Pina Bausch, Short pieces (since 1989) with Jean Sasportes, The spirit of adventure (1990) with Anastasia Lyra, Wasser in der hand (1990/91) with Christine Brunel, and Futan no sentaku/The burden of choice (1990/91) with Min Tanaka and Butch Morris. 

Further information:  

Corbett, John (1994), Machine gun etiquette, in Extended play: sounding off from John Cage to Dr. Funkenstein. Duke University Press, 0 8223 1473 8. pp. 246-259. Chapter on Peter Brötzmann from which the quote about Peter Kowald used above is taken.

	Sainkho  NAMCHYLAK
	Kang Tae  HWAN  &  Sainkho NAMTCHYLAK:

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

Kang Tae Hwan [a s]; Sainkho Namtchylak [voice].

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

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

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

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

	Sainkho  NAMCHYLAK
	Out Of Tuva
	1993
	40:30
	label: Crammed World Records

Artemy Troitsky (Moscow, 1993): “...Namchylak suddenly appeared in Moscow in the late eighties, and very soon became a cult figure among the city’s avant-garde community. She started performing with an improvising group called Tri – O (см. “jazz” section), and sounded like the Russian answer to Diamanda Galas, Shelley Hirsch, and other wild women singers. Sainkho wasn’t Russian: she came from Tuva, a country known to lovers of musical exotica for its amazing singing traditions, particularly the so-called “throat singing” (in which several tones are emitted simultaneously by the performer [ñì. òæ. “Tuva / Tibet” section]). So, although I was very impressed by Sainkho’s vocal technique, and although she always managed to include traditional elements in her expressionist “New Music” style (as in this album’s “Lullaby For Lambs” [¹6], which is based on a song used by shamans / herders to persuade a female sheep to accept a lost lamb as her own...), I was always curious to know  whether she could perform ethnic Tuvan material. One day, when we talked backstage after one of her concerts, I dared to ask her about that. “Well,” she said, “I used to sing folk songs. Actually, I was the lead singer for Sayani, the Tuvan State Folk Ensemble. But I got bored with it. Improvised music is a lot more challenging.”  A little later, Sainkho played me the tapes of her “pop-folk” recordings, which she didn’t seem to value much. I, on the contrary, liked them a lot, and found them a lot more original and unique than what she was doing at the time. The story of these recordings is the following: in the mid-eighties Sainkho was studying music in Moscow. She wanted to combine original Siberian folklore with contemporary elements. Sainkho admits they were strongly influenced by Ima Sumac. Performing purely traditional material, when she went back to her native town of Kyzyl, was forbidden then, because most songs were rooted in religious and shamanistic rituals, which were obviously considered ideologically and aesthetically harmful by the Soviet mentality. So, working with the Sayani ensemble, Sainkho made a compromise, recording what she calls “ritual songs disguised as pop tunes”. Then she returned to Moscow, found new inspiration in the company of improvising musicians, and made herself a name in the world of New Music. She started performing abroad with various musicians, and even appeared on Andreas Vollenweider’s “Book of Roses” album [ñì.].  “Out of Tuva”, Sainkho’s first album for CramWorld, depicts her musical journey so far, as it contains pieces from the various periods described above, as well as three new songs (recorded in collaboration with French composer / producer Hector Zazou [ñì.], and CramWorld house producer Vincent Kenis) which show that Sainkho has started searching for new ways to combine her Siberian heritage with contemporary sounds.”

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

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

	Sainkho  NAMCHYLAK
	Letters
	1993
	58:13
	label: Leo

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

Articulating Intercultural Free Improvisation:

Sainkho Namtchylak, the Tuvan singer who performed with the group, is a free improviser who also performs traditional Tuvan songs, which for her signify 'a kind of going home' (quoted in Dutton 1997:7). Her contribution to the Synergetics recording bears out her continuing relationship with her place of origin. But, she too, is wary of labels, of the violence naming does to her ability to construct her own identity: “I don't want to be specialized in any style they can easily put a label on. I just see myself there: something coming from inside, from my soul, from my imagination. And it has no limits, it's not restricted by styles. All these borders they put up in music just cause complications and even when you say 'free music,' a lot of it doesn't sound very free to me” (1997).

Her last observation is crucial in recognizing Bailey's 'non-idiomatic free improvisation' as a kind of fixing in its own right, a limiting of the musical richness that is possible when people improvise together. Free improvisation should be seen then, not as a monumental construct that is imposed on a group but as a structural device or organizing principle that is conceived by those who constitute a community. This theme is echoed in a fascinating book called The Symbol Construction of Community by Anthony P. Cohen. He says that a “community is not approached as a morphology, as a structure of institutions capable of objective definition and description. Instead we try to understand community by seeking to capture members' experience of it. Instead of asking, 'what does it look like to us? what are its theoretical implications? We ask, what does it appear to mean to its members?' Rather than describing analytically the form of the structure from an external vantage point, we are attempting to penetrate the structure, to look outwards from its core” (1985)

Cohen is making a call here to get beyond looking only at the geometry of communities and to instead begin looking at the particular practices which make a community's members view it as a community. I think that on the Synergetics recording the symbolic link between the diverse performers is not based around a dedication to non-idiomatic playing: rather the connection occurs through a common commitment to a type of music making that is distinguished by its remarkable ability for incorporating the personal 'voices' and histories of a wide variety of musicians. In this sense, free improvisation is less a type of music witn a definable sound-scape than it is a set of strategies deployed by musicians to engender a very inclusive space for music making. These strategies privilege the dialogic, the heterogeneous, and the incommensurable. They are solecistic, experimental and critical. Free improvisation is also a set of beliefs or ideologies about what music is or what it could be. The music created under this rubric is grounded in a politics that is highly anticipatory (to borrow Ernst Bloch's notion). Free improvisation is extreme in its espousal of personal agency (there are no composers -- each performer is the composer of his or her part) and is unique in its accommodation of difference. It favors the egalitarian but does so without renouncing the intersubjective noise which is an inevitable residue of any interaction that is highly communal and participatory. This type of music making has at its core an intense awareness that music both mediates and is mediated by the world.

	Sainkho  NAMCHYLAK
	Life At City Garden
	1995
	59:43
	Moscow Composers Orchestra with Sainkho Namchylak

1. Tango for Several Psychoanalysists (23:21)

2. The Caller (10:34)

3. March of the Animals (25:33)

rec. live in 1994

состав см. ниже, + Sergey Letov (см.) [s&bar saxes];  Heinz-Erich Goedecke [trb, didjeridoo, Tibetan horn].

	Sainkho  NAMCHYLAK
	An Italian Love Affairs
	1996
	54:00
	label: Leo Records Laboratory

Moscow Composers Orchestra with Sainkho Namchylak, Live at the Bolzano ‘Jazz Summer’ Festival.

1. An Italian Love Affair

2. Two Tone Tuva

3. March of the Animals

Moscow Composers Orchestra:

Vladimir Miller - piano, leader

Sainkho Namchylak - voice
Yuri Parfyonov - trumpet

Vyacheslav Guyvoronsky - trumpet

Vytautas Pilibavicius - trombone, ragas

Oleg Ruvinov - tuba

Eduard Sivkov - baritone & alto saxes, bass clarinet

Vladimir Rezitsky - alto sax, flute

Yuri Yeremchuk - soprano & tenor saxes, clarinet

Alexander Alexandrov - bassoon

Aleks Kolkowski - violin, electronics

Vladimir Volkov - bass

Mikhail Zhukov - percussion

Vladimir Tarasov - drums

Nick Dmitriev – manager

There are many heroes in the most recent history of Russian new improvised and contemporary music. It is their activity which has enriched people's lives during troubled times and helped musical information to filter through for those audiences that were eagerly awaiting it. Advocates and organisers such as Nick Dmitriev, Dmitri Ukhov, Vladimir Rezitsky or Leo Feigin, to name a few, have kept alive a music scene that could otherwise have died a simple death.

But alongside heroes there are also villains, and in the case of the Moscow Composers Orchestra (MCO), however, they take on a range of different forms. Instead of the deliberate sabotage by the authorities during concerts as was the case before the demise of the Soviet Union, new obstacles have emerged that provide the entertainment: Lithuanian coaches, Byelorussian border guards, Polish snack shops, Italian airports and visa consulates in Moscow are all enemies of the MCO. Overpowering these villains is absolutely necessary for the orchestra to continue breathing in an ever changing contemporary music environment. One reason for the orchestra's survival through periods of experimentaion and extermination must be the continuing popularity of big band jazz in Russia and its neighbouring republics. Some areas of Russia boast several orchestras emerging from one small town. Yaroslavl, for example, claims four currently active big bands. The music they play, however, is somewhat limited to Glen Miller and Duke Ellington tunes. It is not surpising then that ground-breaking projects like Sergey Kuryokhin's Pop Mechanics or Vladimir Tarasov and Vladimir Chekasin's Baltic Contemporary Orchestras have been so successful. The music of the MCO can be seen both as a reaction to and continuation of this big band tradition.

During its relatively short history the MCO has performed to celebrate many events including the   patiently awaited sighting of Haley's comet. Yet the most concentrated efforts of the orchestra culminated in two European tours in 1994 and 1995 and three recordings, the third one being the CD you are holding in your hands.

The origin of the orchestra's members covers a huge territorial expanse from extreme corners of Eastern Europe: from as far south as Baku to as far north as Arkhangelsk: and in between: Tuva, St. Petersburg, Vologda, Smolensk, Vilnius and Moscow. So why call it Moscow Composers Orchestra? I leave that to one of the heroes to decide.

Vladimir Miller, bandleader, December 1995

	Sainkho  NAMCHYLAK
	Amulet
	1996
	69:46
	label: Leo

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

Spirit Music in Siberia (Tim Hodgkinson (см.)) 

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

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

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

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

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

	Sainkho  NAMCHYLAK
	Evan PARKER & Sainkho NAMTCHYLAK:

"Mars Song"
	1996
	61:55
	label: Victo

Performed by:
Parker, Sainkho Namtchylak

This duet performance between improvisational soprano saxophone wizard Evan Parker and Tuvan jazz and new music vocalist Sainkho Namtchylak was recorded live in 1996 at the Toronto Music Gallery. It was not the first time they had played together, though it was the first as a duo. The recording is aptly titled, not because the music is spaced out, but because it appears beyond the scope and breadth of human language to encompass, let alone embrace. A familiar figure, Parker is practically a grandfather on the new music scene, though you wouldn't know it from his playing during the last ten years, which has been sharper than at any time in his career. When it comes to boundaries on expression in sound, his fluttering, ribbonlike approach to playing saxophones takes on all comers. He uses any means at his disposal to get there: force, seduction, passivity, mischief, and even playing it straight! But in this matchup with Sainkho Namtchylak -- a woman whose voice is so demanding, so powerful, so utterly foreign in language, sound, phrase, and timbre -- he almost gets lost. Namtchylak left Tuva in Siberia to come to Moscow, where she first encountered jazz and began singing it. Later, moving to Berlin and other Western lands, she developed a kind of improvisational, "free" singing that keeps her homeland firmly in the foreground while incorporating Western approaches. In Tuva, the entire body is used when singing. Tuvan "throat singers" are now fairly common in the U.S., but Namtchylak comes from a different tradition. Throat, belly, legs, fingers, vulva, mouth, eyes, ears, nose, throat, etc., are all used to create different types of sound. Those sounds, juxtaposed against Parker's saxophones, are other, foreign, seemingly beyond the reaches of language -- even to her Tuvan countrywomen! This is the sound of emotional and spiritual warfare, primal birth, death, and the bardo before reincarnation as some other (pre-language) being that needs to somehow speak. Parker doesn't dance around her: he plays as if he is speaking through her as her body emotes guttural moans, shrieks, and indescribably horrific and yet gorgeous sound. This is the sound of a duet, it's true, but it's more the sound of two musicians trying to overcome incredible obstacles to learn to "speak" with one another, and in the process of "becoming" themselves. This is truly a difficult, awesome, and, yes, terrifying recording.

tracks:

Song of the Eclipse  - Namtchylak, Parker

Transit of Venus  - Namtchylak, Parker

Time, That Other Labyrinth - Namtchylak, Parker

Mars Song  - Namtchylak, Parker

Hurzu - Namtchylak, Parker

	Sainkho  NAMCHYLAK
	Let Peremsky Dream
	1997
	62:14
	label: Leo

website: http://www.atlas.co.uk/leorecords/ 

1. Two Tone Tuva II (14’21’’) – V. Miller

2. Let Peremsky Dream (11’55’’) – V. Miller

3. Brief Meditation (35’48’’) – V. Guyvoronsky

Sainkho Namchylak – voice

Moscow Composers Orchestra:

Eduard Sivkov - bass clarinet, baritone sax, alto sax

Vladimir Rezitsky - flute, alto sax

Vitas Labutis - soprano sax, bass clarinet

Vyacheslav Guyvoronsky (см. Gayvoronsky) - trumpet

Yuri Parfenov - trumpet

Vitas Pilibavicius - trombone

Alexander Alexandrov - bassoon

Arkady Shilkloper (см.) - French Horn

Alex Kolkowski - violin

Vladimir Volkov (см.) - bass

Vladimir Tarasov - drums

Vladimir Miller - piano

	Sainkho  NAMCHYLAK
	Time Out
	1997
	32:58
	rec. 1997

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

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

(эпиграф)

Шафрановый ветер

В полночной синеве.

Оркестр охрипших флейт.

У этих звуков – разбитое сердце,

Магический знак Луны.

Рождённые познать

Вкус предутренней росы

Растворятся во Вселенной,

Умывшись звёздным дождём.

С. Н. июнь 97
«Тайм Аут» посвящается всем моим землякам – жителям Тувы. Я надеюсь, столь необычная для моего творчества музыка найдёт своих поклонников в Туве. Саинхо Намчылак

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

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

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

	Sainkho  NAMCHYLAK
	Aura

[3 CD]
	1999
	35:40 68:56 54:54
	label: Enisai Records (Austria)

CD 1: “AURA” – solo vocal improvisation by Sainkho, recorded in Cologne and in Vienna in the summer of 1999.

CD 2: “ADULTS GAMES” – duo Sainkho Namtchylak and Peter Kowald [double bass], recorded in Cologne in 1997 – 1999.

CD 3: “INITIATION” – trio Sainkho Namtchylak, Vladimir Tarasov [d], Vladimir Volkov [double bass], recorded in Vienna in 1999.

All tracks mastered in Vienna in 1999.

“When the primal scream entered the sound world of the universe it was the first man-made, artificial addendum. Music is the art of the intonated sense: the shout, the groan, the cry and the song were the aural quitessence of the spiritual world of human beings. The aura that personifies sound is transparent through timbre and tone, envelops and tightens the the other side of sound, the space of meanings and feelings. 

Children’s games, adults’ games, god’s games... You can be an idol or a god among the people, but how to make sense of the Divine Game? Just remember that this knowledge or awareness is Truth. 

Consonanse or dissonance, free music, pop music, it’s all searching and hunting for the Great Harmony. Listening to the pauses or the endings of music is the initiation into great harmony. 

As fullness is born into the emptiness of Universal Truth, Absolute Harmony is born into Silence. 

The three-dimensional illusion we call Life will never be perfect because it is made to be imperfect. It is only a school for feelings and the fantasy, designed to improve the hidden chords of thought. 

Art exists in order to develop the capacity of human beings to imagine. A hidden knowledge of life exists to serve your capacity to develop. Develop your imagination. Please dream. It’s healthy.”   --- Sainkho
AURA

1. Red-orange

2. Deep Blue

3. Violet Silver

(music by S.N.)

ADULTS GAMES

1. Introduction

2. Leaving Home

3. Mute

4. Spring touch

5. Making the Idol

6. Fruehlingsrolle mit Pilz

7. Correct Conversation

8. Moscow Bar

9. Natural and Virtual

10. Burn the Idol

11. Tibet

12. King of Thoughts

13. Coming Home II

14. Epilogue

(music by S.N. and Peter Kowald)

INITIATION

Part I – IV

(music by S.N. and the Vladimirs)

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

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

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

‘WINNER OF THE PREIS DER DEUTSCHEN SCHALLPLATTEN KRITIK 1998’

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

Djivan Gasparyan: duduk: 

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

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

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

Federico Sanesi: tablas, various percussion:

Roberto Cacciapaglia: piano on "Midnight Blue".

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

2. Badjirgal's Wish
3'01"

3. Inuit Wedding
3'53"

4. Midnight Blue
2'00"

5. From Me to You
3'53"

6. Valley of Shadows
4'25"

7. Amethyst II
3'34"

8. Moon Trance
2'48"

9. Long Way Home
2'51"

10. Siber-Shaman
3'41"

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

All tracks composed and arranged by Sainkho. 

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

Naked Spirit*

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

A speech for Tuvans.

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

Saffron colored wind in Midnight Blue

Orchestra of whispering flutes

It is a magic sign of the moon.

From Me to You

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

Valley of Shadows

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

Amethyst II

I say to my anger

Om munii muni mahaa

Munie suhaa

Om mani badmei hum

Om aravasanadi

Om tare tuttare ture suhaa...

The answer is clear and soon

I hear ...the anger

it was your simple protection.

What's next?...

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

Moon Trance

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

Having a long long way to go

Passing many homes, discovering illusions...

Life is long way home

Siber-Shaman

Hoping that the young high-tech generations

Turn their minds to their ancient spiritual roots

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

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

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

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

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

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

Sainkho Namtchylak in USA: Chicago Museum Of Contemporary Art (Live 1999)
Chicago's annual city-funded jazz and blues festivals have become increasingly huge and more ambitious international productions. At least in the case of the jazz event there is some moderately adventurous programming. But this being the first year of the city's World Music Festival, it was instituted on an even grander scale, with more than 40 groups from around the world presented at seven different venues over the festival's nine days. For example, the performances of Tuvan singer Sainkho Namtchylak at the Museum of Contemporary Art's auditorium. The first half was the premiere of The White Hole, a composition by Austrian composers Werner Dafeldecker and Christof Kurzmann for computer and electronics (Kurzmann), four tabletop guitars (Burkhard Stangl, Michael Moser, Jeb Bishop and Ben Vida), and Namtchylak, mixed live by Dafeldecker. The second was a set by Namtchylak's current touring group, which features turntables and sampling as well as the traditional Tuvan igil and kurei. Namtchylak has developed her voice to a degree that could easily be considered 'extended technique' in the West, making many singers here suddenly seem lazy by comparison. Not only has she mastered the Tuvan technique of overtone singing known as khoomei (which is not traditionally performed by women), but some of her more song-oriented recordings reveal a canny grasp of blues and pop inflections, and in her free Improv performances she can flow seamlessly from pure, clear operatic tones to the most harrowing split-toned groans and shrieks, using as a starting point the sorts of sounds that, say, Diamanda Galas might only whip out as a climax.
Separated from any 'traditional' structure, even the conventions of Improv, her voice, when used purely for its sonic qualities in a larger composition, might seem wasted — but composer Dafeldecker, a member of the electroacoustic unit Polwechsel and founder of the Durian label, wastes nothing. The White Hole began with a single drone of processed guitar, a shivering tone that served as the foundation on which to build slowly, painstakingly. Sitting at the centre of a half-circle of serious young men at tables, Namtchylak was unobtrusive but still full of presence, looking monklike with her shaved head and simple sweatshirt dress and sandals. Her first tone was barely audible, a low guttural hissing with quiet breeze-like rustles, a graceful motion of her hands and a slight heave of her shoulders, suggesting great effort for the most delicate of sounds. The tension broke with a sudden guitar-like sound as Namtchylak's voice grew more recognisabty human. Overtone echoes rose around her, metallic and pulsing, and taking on a complexity that seemed to reference both the nature-based sounds of Tuvan music — the wind in tall grasses, the distant cries of birds — and the ambient, technological hum of a modern city in the dead of night. When the sudden intrusion of a spitting crackle made audience members jump, Namtchylak countered it with clear high singing, almost conventionally pretty: then the shimmering drone seemed to follow Namtchylak in and out of phase as she bent and turned around a central tone while never quite calling its name. The drone gathered in clusters and took on nearly physical weight, while almost imperceptibly, Namtchylak moved into what seemed like a leadership position with a dark split contralto: while she constantly referred back to the drone, never leaving it behind, she remained far enough removed to never quite break the tension.
There was some shuffling about and coughing in the audience shortly before the piece ended: to me, it seemed shorter than it actually was, but this probably wasn't what a good deal of the audience were expecting. Closer to a crowdpleaser was Namtchylak's own trio (actually a quartet: it's three musicians plus Namtchylak), who played an accessible set that alternated TripHop rhythms with more traditional Tuvan folk music (including a version of a tune which Huun Huur Tu also perform, but here it was bumped up to a playful Bjork-beat). No matter what the DJ did, though, the sound of the igil (Tuva's thin, horse-headed cello-like national instrument) was always reedy, primal and melancholy, and Namtchylak's voice still scraped the lower registers of what is commonly thought of as 'natural' (particularly for a woman's voice: a woman's larynx sounds not noticeably different from a man's in the very deepest throat tones). Even when singing in her ringing, accented English, Namtchylak used percussive gasps and clicks and high-register shrieks for accents in a way that sets her apart from pop — and from tradition — and places her in a different realm: that of the purely human, pushed by discipline beyond the ordinary. 

---- Monica Kendrick, Wire

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

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

1. Introduction

2. Dance of Eagle

3. Like Transparent Shadow

4. Order to Survive

5. Let the Sunshine

6. Ritual Virtuality

7. Tuva Blues

8. Old Melodie

9. Lonely Soul

10. Boomerang

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

To the above I (shall) reply as follows:

Well, the first statement that "consciousness is not different from the physical body which is a complex of the four gross elements", formulated by you with the intention of rejecting (the existence) of the World Beyond, is not valid, because (the five kinds of) sensations (indriyavijnana, dban-po'i rnam-par ses-pa), the existence of which is admitted by you, cannot have resulted from different sensations, such as pleasure (sukha, bde-ba) or pain (duhkha, bsdugbsnal), and because they are unable to grasp the various external objects (bahya, phyi-rol), such as form (rupa, gzugs). etc., as being of a pleasant or unpleasant nature. Why? Because the very nature of the perceptual judgment (adhyavasaya, zen-pa) which is at the base (rten) of (every) experience (nams-su myon-ba), and which cognizes external objects, can be established with the help of the memory left behind by past experiences. Hence we are able to establish (nes-pa) that pleasant and painful sensations, produced (in us) while contemplating (material) forms, etc., are different from them. Because forms, etc., which were felt (by us) as pleasant or painful, are not intrinsically pleasant or painful. Thus the sensation of pleasure, etc., which is distinct from the object (contemplated), can be defined as being a subjective element (produced) by mem​ory (ses-pa) which follows on (past) experiences. Therefore this experience must be subjective, and therefore, as consciousness differs from that which appears to it, such as form, etc., so also the subjective (sensation) is different from the physical body. Thus when sensations (ses-pa) originate from sense organs (indriya, dban-po), as for instance when looking at (their own) palms (lag-mthil) people realize that they do not perceive (their own) hands as being pleasant or unpleasant by nature. On the contrary (the palm is felt) to be (something) dif​ferent from these (sensations of pleasure or pain). Therefore, when an individual sees his hand, he can through experience prove (to himself) that the visual sensation (of his eyes), which had definitely perceived (his palm) as pleasant or unpleasant, was (something) different from the object contemplated (i.e. his hand). Therefore the wrong statement that the physical body was the mind (buddhi, blo), or that consciousness (sems-pa-can) was a function of the (four gross) elements, can be rejected with the help of direct (sense) perception (pratyaksa, mnon-sum), just as (the statement) that the intoxicating effect was a property of the wine. Again, some say that the first moment of a rising smoke must have originated from fire and that during subsequent moments it was produced from its own kind (i.e. from smoke), and that in a similar manner a sensation (ses-pa) had first originated from the four gross elements, and that in subsequent moments (of the series) it continued to be produced from its own kind only. But this statement (also) cannot be accepted as valid, for (in that case) there would exist two kinds (rnampa) of effects (phala, 'bras-bu). The effects of the first kind must have first come into existence from the (primary) cause which had conditioned the continuum (santana-hetu, rgyun-gyi rgyu, means here the cause which had conditioned the continuum, that is, the origin from which begins a series of its own kind. The continuum's primary cause must be of a different nature from that which is conditioned by it. The passage can also be translated: "some effects at first obtained their existence from an element distinct from them”). For a short duration their existence may depend on subsequent moments (in the continuum) of their own kind. For instance, smoke, etc. In the case of some causes, the effects last only for a moment and then the (effect) itself conditions the subsequent moments (of the series). Therefore, a particular cause can produced (certain) effect which lasts for a short duration only (and which is not preceded by a momentary flash of its own kind). The second kind of effects are produced at every moment dependent on a complex (samagri, tshogs) of their own kind. For instance, a lit lamp (‘gron-me 'bar-ba), visual sensations, etc. In their case, the

first moment (of a lit lamp) depends on fire and wick. (Visual sensation) depends on the eye, tight (snan-na) and mental action (yid-la byed-pa). The same (process) takes place during their subsequent moments. If any of the proximate causes were destroyed or underwent a change, the effects (of these causes) would also be either destroyed, or changed. Therefore, the lamp, visual sensation, etc., produced from a continuity of a com​plex of causes, depend at every moment on the presence, absence or change (of their primary causes), and are not produced from their own (preceding) continuum. Thus the substance of the effect, endowed with con​tinuity, was at first produced from a different (substance), but during their subsequent moments they origi​nate from elements of their own kind (but different from the primary cause). In the case of a momentary orig​ination (of the effect), the cause which had conditioned the first moment (of the series of moments or con​tinuum) produces also the subsequent moments. Therefore, if consciousness were at first produced from another (element) and later (i.e. in subsequent moments) from its (own) continuum, then one could suppose that at first it had been produced from the (four) gross elements (of the physical body), and later (i.e. in sub​sequent moments of the continuum) from consciousness. Then, how can these effects (such as lamp, visual sensation, etc.) be considered to be momentary flaches? As the five kinds of sensations were at first pro​duced in dependence on a complex of causes, such as eye, etc., and as the contact (ne-bar reg-pa) with the complexes which had conditioned each moment of consciousness, lasts a single moment only, the five kinds of sensations are unable to condition their continuum. (Not only that, but) we are able to establish that con​structive thought (vikalpa, rnam-par rtog-pa) also does not fast, but is produced momentarily. Why? In the same manner as a seed (vija, sa-bon), sprout (ankula, myu-gul), and fruit, belonging to one continuum, depend on their continuum, not with standing the difference (existing) between them, so also constructive thought conceiving a patch of blue (snon-po snan-ba), dependent on the conception of blue, sweet (mnar-ba), shape (rupa, gzugs), etc., depends on its own cause, because it possesses a continuum different from others. When investigating the cause (of constructive thought), we fail to discover even the smallest cause of that con​structive thought which followed on the perception of a patch of blue, as we had found in the case of smoke, the continuum of which was conditioned by fire. The differentiation of the nature of the effects is often due to the primary causes of the continuums, as for instance in the case of a jar (bum-pa), the material of which comes from clay, its shape is due to the potter and its other characteristics from other elements. Similar is the case of the continuum of constructive thought, the peculiarities of which are due to the different nature of the (primary) causes which had conditioned this continuum.

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

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

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

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

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

	Sainkho  NAMCHYLAK
	Temenos
	2000
	63:20
	Sainkho Namchylak – nature, virgin, vocal landscapes

Shelley Hirsch – states, visionaries & voices

Catherine Bott – soprano

Nina Danino – spoken voice

Pavlo Beznosiuk – vielles

	Pete  NAMLOOK
	The Dark Side Of The Moog 2
	1993
	61:02
	Pete NAMLOOK - см тж с: Roach: Laswell: Lisa Carbon:

ambient

label: Fax

Communication: E-mail = fax@ipf.de 
World Wide Web = http://hyperreal.com/fax/ 
perf. by Pete Namlook & Klaus Schulze.

Set the controls for the heart of the son.

 P. N. издаётся на своём собственном лейбле FAX (на нём см. тж.: Redeye: UVOII)

	Pete  NAMLOOK
	The Dark Side Of The Moog 3
	
	59:00
	как выше

	Pete  NAMLOOK
	The Dark Side Of The Moog 4

“Three Pipers at the Gates of Dawn”
	1999
	60:02
	label: Fax

Pete Namlook, Klaus Schulze, Bill Laswell:

Three Sources => One Direction

	Pete  NAMLOOK
	Namlook XI:  "Passing Airwhales"
	1995
	54:49
	noise/ambient

label: Fax

Whale #1 - 11

The music originated instinctively whilst being played live.

There was no concept for the composition before and a kaleidoscope of sounds stemming from the given instruments. The concert took place outside in an open tent where Pete Namlook composed into the sunrise of a clear summer morning over Berlin.

Photo by Klaus Schulze.

	Pete  NAMLOOK
	Koolfang II:

«Gig in the Sky»
	1995
	54:11
	ambient

label: Fax

Pete Namlook & David Moufang: feat. Rebucatt Cacciatore [trumpet sound on #1, 2, 3]

	Pete  NAMLOOK
	Atom
	1995
	66:46
	ambient

label: Fax 

Music composed by Pete Namlook. Special thanks to Klaus Schulze for traiding the Arp Odyssey + sequencer.

Audio translation of molecules: The concept of this music is the disbanding of sound into its' tiniest components... into sound-"atoms". In the Klanglabor Frankfurt all different sorts of sounds were sorted out and taken into their smallest parts. After that they were worked on and built together again to completely new sound constructions.

1 Environmental Atoms 7.55 

2 Noise Atoms 14.59 

3 Machine Atoms 15.35 

4 Subharmonic Atoms 4.45 

5 Sadness Atoms 13.57 

6 Audio Atoms 9.30

	Pete  NAMLOOK
	Wechselspannung 2
	1995
	57:39
	label: Fax

All tracks written by Pete NAMLOOK & Jonah SHARP

1. 10 KW

2. Hausanschlus

3. 100 KW

	(Pete  NAMLOOK)
	FAX:

“Compilation II”
	1995
	73:57 72:22
	label: Instinct Records (USA) email: 72170.1753@compuserve.com
Disc One:

1 ELECTRO HARMONIX "Floating Sync" (Tetsu Inoue & Jonah Sharp) -- 11:06 

2 NAMLOOK "The Gate To The Milky Way" -- excerpt 8:37 

3 OTRAS2"Astralbohrer" (David Reeves) -- 5:48 

4 RECURRING DREAMS OF THE URBAN MYTH "Loop 6" (Chris Meloche) -- excerpt 10:01

5 A DAY IN THE PARK "Talk" (Dr. Atmo, Pino, Wiljamin) -- 16:41

6 BEDROOM "Antarctica" (Daniel Pemberton) -- 6:34 

7 AERIAL SERVICE AREA "Another Green Airport" (Atom Heart) -- 14:55

Disc Two:

1 MUSIC FOR BALLET (Pete Namlook) -- excerpt 7:27

2 TRANSONIC "Whirlpool (Slow Spiral Of Clouds)" (Robert Musso) -- excerpt 6:51 

3 SOLITAIRE "In/Out" (David Moufang) -- 15:57 

4 XJACKS "Celophane" (Dandy Jack & Victor Sol) -- 10:54 

5 WECHSELSPANNUNG (Jonah Sharp & Pete Namlook) -- excerpt 6:46 

6 ORGANIC CLOUD "Chill In Chill Out" (Tetsu Inoue) -- 12:55 

7 NAMLOOK "Subharmonic Interference" -- excerpt 11.25

	Pete  NAMLOOK
	Time2
	1996
	65:45
	ambient

label: Fax

All tracks written by Pete NAMLOOK & Tetsu INOUE

4. Bypass Mood

2. Free and Flowers

3. Turn

4. I’ve got Chillness Illness

	Pete  NAMLOOK
	Outland 2
	1996
	59:20
	ambient

label: Fax

Bill Laswell & Pete Namlook, feat. Foday Musa Suso, Robert Musso: ethnic sounds recorded in West Africa by Oz Fritz.

African Virus   59’20’’ (Electronic Sonata with a Cold Loved by Nature) Part I – VI.

Немецкий лейбл, полное название которого звучит как Fax +49-69/450464, является одним из наиболее интересных источников экспериментальной электронной музыки – от house, trance и drum’n’bass до dark ambient. Владельцем лейбла является Пит Намлук, а среди музыкантов, записывающихся у него (и с ним), можно обнаружить таких знаменитостей, как Klaus Schulze, Atom Heart, Bill Laswell, Robert Goerl (DAF), Tetsu Inoue...  Для серии Outland характерно сочетание этнических и ритуальных аудиоматериалов разных цивилизаций с фирменным ласвелловским басом и эмбиентом экстракласса от Намлука.

	Pete  NAMLOOK
	Shades of Orion
	1996
	71:00
	ambient

label: Fax

Pete Namlook and Tetsu Inoue

1. Betelgeuzian Ritual           6’55’’

2. Stranded on Riegel 3        38’26’’

3. Inouecent and Sirius        25’38’’

	Pete  NAMLOOK
	The Four Seasons
	
	74:00
	ambient

label: Fax

Electronic Impressionism, Environmental Music.

Spring      18’30’’

Summer    18’30’’

Autumn     18’30’’

Winter        18’30’’

	(Pete  NAMLOOK)
	OCTOPUS  3
	
	74:23
	dark ambient
label: Fax

All tracks written by Charles Uzzell-Edwards. Produced by Pete Namlook.

	Pete  NAMLOOK
	2350 BROADWAY 3
	
	60:35
	dark ambient
label: Fax

All tracks written by Pete NAMLOOK & Tetsu INOUE

1. Morning Spirit

2. Hear the Light

3. Hidden Forces

4. Rich Dreams

	Pete  NAMLOOK
	Jet Chamber V
	2000
	52:06
	label: Fax   www.faxlabel.com 

All tracks written by Pete NAMLOOK & ATOM

1. I Miss Green

2. Tightness

3. Voted Steady

	Pete  NAMLOOK
	Possible Gardens
	2000
	53:22
	label: Fax   www.faxlabel.com
All tracks written by Pete NAMLOOK & Peter PROCHIR

1. Possible Gardens

2. Breeding Machine

3. Terminal Beach

4. Memory Lagoon

5. Possible Gardens (reprise)

	Conlon  NANCARROW  --см. в ‘Classic’ section
	
	
	
	

	Roy  NATHANSON – см. в ‘Jazz’
	
	
	
	

	NE  TE – см.: ENSEMBLE 4:33
	
	
	
	

	NEBELNEST
	Nebelnest
	1999
	59:10
	prog-rock

label: Cuneiform

	NEBELNEST
	Nova Express
	2002
	46:53
	label: Cuneiform

Michael Anselmi [d, perc];  Cyril Malderez [g];  Gregory Tejedor [b, perc];  Olivier Tejedor [k, devices, perc].

http://www.nebelnest.com 

A note fron the engineer: This album was mixed and mastered in deliberate avoidance of the "maximum volume al all times" scenario. In order to fully enjoy the wide dynamic range on this CD, simply turn up your volume a bit more than usual for a modern rock album.

	The  NECKS
	Sex
	1989
	56:06
	label: Fish Of Milk / Shock Records Pty Ltd. www.shock.com.au
one-track recording

Chris Abrahams [p];  Tony Buck [d, perc];  Lloyd Swanton [b].

www.thenecks.com 

Австралийская группа: вкрадчивый драйв со вкраплениями экзотических звучаний создаёт настроение лёгкости, стабильности и беззаботности. В смысле музыкальной содержательности там ничего не происходит – своего рода минимализм. Но чем ценен этот проект – в нём нет слащавости, присущей new age. Он сухой и ясный, никакой спекуляции на чувствах. Его даже не надо слушать, в том смысле, что не надо ожидать никаких событий. Чистый фон (даже похоже на репетицию музыкантов, которые просто хотят «сыграться»). Да здраствует минимализм!

The first thing that grabs me is Lloyd Swanton's loping, looping bass, a mesmeric and undulating throb that tugs this surprisingly odd hybrid music along. Tony Buck's pointillistic drumming, emphasising trickling cymbals and downplaying everything else, adds to the sense of serene minimalism, while overdubbed piano and Hammond organ by Chris Abrahams provide a sense of arching space. The first 30 minutes really takes its time over a relaxed, inoffensive and sedate trance jazz panorama. 

Swanton's bass starts out like the metronomic beat of Kraftwerk's "Autobahn". The intensity swells steadily, piano frills flickering as the rhythms gain slowly in strength. Halfway through, the rhythm lets up in favour of some fractious hurdy-gurdy noise while thunderous piano chords shudder across the mix — for what in some ways comes across as Easy Listening mood music, this CD does its best to avoid the obvious, and there are complex pleasures to be discovered beneath the undeniably appealing surface.

This is a hugely mature album, a rare spark of brilliance that essentially squeezes the jazz trio into Krautrock jackets. A marvel. 

--- BRIAN DUGUID, Wire

	The  NECKS
	Silent Night
	1996
	63:32 53:50
	label: Fish Of Milk / Shock Records 

CD 1: "Black" (one-track recording)

CD 2: "White" (one-track recording)

Chris Abrahams [p, organ, progr];  Tony Buck [d, perc, progr];  Lloyd Swanton [ac&el b].

	The  NECKS
	Hanging Gardens
	2000
	60:32
	label: Fish Of Milk – ReR Megacorp (UK) www.rermegacorp.com 

(dist. in USA: Cuneiform: in Japan: Locus Solus)

one-track recording

Chris Abrahams [p, Hammond, Rhodes, k];  Tony Buck [d, perc, samples];  Lloyd Swanton [ac&el b].

www.thenecks.com 

	The  NECKS
	Aether
	2001
	63:52
	label: Fish Of Milk / Shock Records Pty Ltd. www.shock.com.au 

one-track recording

Chris Abrahams, Tony Buck, Lloyd Swanton.

	The  NECKS
	Live
	
	53:24
	one-track recording

	NEITHER / NEITHER WORLD
	Torch Songs From the Neither / Neither World
	1998
	31:19
	post-punk w/ fem. voc.

label: World Serpent web page: www.serpent.demon.co.uk
http://members.aol.com/nnworld/ (USA)

“Here comes a candle to light you to bed, here comes the chopper to chop off your head” – Nursery Rhyme

vocals/lyrics/music/noise: Wendy Van Dusen

guitar: Grawer / Hugh Yerburgh

bass: Sean Heskett

percussion/harmonica: Lemon De George

keyboards: Hugh Yerburgh

Special Thanks to: William Reid, Karlheinz Stockhausen, [a.o.]

	Bill  NELSON
	Crimsworth  (Flowers, Stones, Fountains and Flames)
	1995
	62:09
	Bill Nelson – см. тж. CHANNEL LIGHT VESSEL в ‘Synth’

label: Resurgence (England)

Music composed, performed and produced by Bill Nelson (September 1994).

#1 ...................................... 31’ 02’’

#2 ...................................... 31’ 06’’

  « FIRST WE FEEL. THEN WE FALL.» 

-- James Joyce, Finnegan’s Wake.
  Bill Nelson: «Towards the end of 1993, I was invited by Rob Ward to create a piece of music for his installation ‘Crimsworth’. [...] The work was inspired by an area of landscape nearby the artist’s home, known as Crimsworth. The music reflects this natural environment and is in turn refracted through Rob Ward’s painting to create an elemental space pregnant with mystery and subterranean forces.»

  Some thoughts on Rob Ward’s Installation: «A space of coloured paint, reflective water, and composed sound. In this installation, moving forward surrounds one with reflections, making one sensitive to surfaces. Surfaces as liquid, as sheer, as immediate. To what are we allowed access? At its most simple we confront phenomena, colour and sound. A surrogate womb perhaps? An evocation of a displaced sensuousness, a lost space? A colourful, wet, sound-filled volume which you must leave behind. How formative is memory? How complete is knowledge?»

  Прозрачный амбиентный орган с хорошим басовым регистром и с пространственным мягким звучанием сопровождается звуками воды и птиц. Но Нельсон играет не какой-нибудь слащавый нью-эйдж, а умные, спокойные, но не усыпляющие, иногда диссонансные звуки и аккорды. Мрачной эту музыку назвать, всё же нельзя, но альтернативной в смысле неординарности и глубинной содержательности она, конечно, является.

	Loren  NERELL
	Lilin Dewa
	1996
	71:12
	Loren  NERELL – см. тж. с: Steve ROACH

Dark Ethereal Ethno Ambient  : такого же типа см.: J. REYES: S. ROACH: STILLPOINT: VIDNA OBMANA: L. HORTOBAGYI:

label: Side Effects (USA) 

These recordings are a documentation of a musical journey, which started some fifteen years ago with a 'chance' introduction to the gamelan music of Bali –a percussive ensemble made up of 4 to 40 musicians. An encounter occurring not through the usual means that one becomes acquainted with music today, via commercial recordings, but through the actual physical inter​action with the ensembles. Few forms of music have so deeply affected me in such a way as gamelan music has.

This musical encounter has in many ways become the driving force behind my compositions, and while occasionally showing its influence in my past works, several years passed before I was able to realize my need for a deeper under​standing, to study and to travel. Most of the 1990's has been spent taking up this task. I have visited these islands many times, spending several months liv​ing amongst the musicians, listening, observing and learning.

In the end, this journey has taken me from the fields, temples and Royal Courts of Bali and Java, to my recording studio in Los Angeles where I have processed these sonic 'artifacts,' incorporating them into the music of Lilin Dewa. For me, this is not the end of a journey, but a beginning.

1. IRAMA

2. GALUNGAN 

3. BAMBOO, IRON, RESIN, BRONZE

4. HIASAN (ORNAMENT) 

5. BOROBUDUR 4 AM 

IRAMA is loosely based on a type of gamelan known as Sekatan, an uncommon gamelan that is played for only one week a year. I was fortunate enough to be able to spend two days with the musicians as they performed this rare ensemble, which lead to the inspiration for this piece. 

GALUNGAN is the beginning of the Balinese year, the ambiance present in this piece was recorded during a «Galungan» ceremony in a village temple. 

BAMBOO, IRON, RESIN, BRONZE comprises of the four primary elements that make up the material used in this recording.

HIASAN, which translates, as ornamentation refers to the kempuls (small knobbed gongs) which dominate this piece. Normally kempuls only function as punctuation marks during a composition. In this case however I wanted them to have a more prominent roll, as I have often been intrigued by their sound.
BOROBUDUR 4 AM is literally the time and the place where the ambient recording was made for this piece. The Borobudur is the largest Buddhist monument'(stupa) in the world. It is situated in a valley in central Java, surrounded by Islamic mosques.

Instrumentation used in this recording: various Indonesian gongs & kempuls, Balinese suling & gambuh, rainstick, dholak, samplers, synthesizers, Balinese & Javanese genders, kenong, pemade, calung, trompong, bonang, saron, slenthem.

Field recordings utilized for this album were recorded in Java & Bali in June/July 1992, & July/August 1994.
Special thanks to: Robert Rich, Steve Roach, Spencer Robinson, Nyoman Wenten, Djoko Waluyo, all my fellow gamelan enthusiasts, and all my Indonesian friends.

	NERVE
	Blood & Gold
	1995
	55:05
	industrial типа Nine Inch Nails

label: Play It Again Sam Rec.

1. Blood

2. Rain

3. My Mind

4. Dirt

5. Sane Men

6. Gaia

7. The Carpet Man

8. Scream In Silence

9. Exposure

10. Discouragement

11. Nihil

12. Gold

	NERVE
	Cancer Of Choice
	
	56:51
	

	Mike NESS – см. в ‘Rock’n’Roll’
	
	
	
	

	NEW  BAND
	Microtonal Works by Partch, Cage, La Barbara, Drummond
	1990
	53:41
	label: Mode Records (USA)

1. HARRY PARTCH: Two Studies on Ancient Greek Scales — 04’00” (for flute and zoomoozophone).

2. DEAN DRUMMOND: Then or Never — 08’47” (for flute, zoomoozophone, viola, double-bass).

3. JOHN CAGE: Haikai for flute and zoomoozophone — 08’09”.

4. JOAN LA BARBARA: Silent Scroll — 10’05” (for voice, flute, double-bass, zoomoozophone, cup gong).

5. DEAN DRUMMOND: Columbus — 10’21” (for flute, zoomoozophone).

6. DEAN DRUMMOND: Incredible Time (to live and die) — 13’08” (for flute, synthesizer, zoomoozophone, Chinese cymbals, Chinese gongs, sleigh bells, large tambourine, steel bowl).

The release of this disc is the culmination of a decade of work by a group of New York composers and musicians interested in expanding beyond the conventional 12-tone scale. There is some debate as to what to properly call music that uses more than 12 tones in its scale, but the most common word is ‘microtonal’. One great thing about microtones is that there is a virtually infinite number of possible pitches and scales from which to choose — a seemingly limitless number of melodic and harmonic possibilities. Entering the world of microtones can be compared to discovering new hues on the color spectrum, but with this one added twist: it is as if in the process you discover that what you thought were the primary colors are not primary at all. With microtonal music, we have entered a new age of sound in which there is a far greater variety of possible music than ever before. My interest in microtonal music began in 1965 when I first took trumpet lessons with Don Ellis, who was playing microtonal — specifically ‘quartertone’ — jazz. Ellis introduced me to Harry Partch, with whom I was lucky enough to work for the next several years. One of the Partch’s great achievements was the organization of microtones into a powerfully logical and expandable tuning system. A great advantage to this system is that it is based on the ancient tuning system of just intonation, which consists of purer (more in-tune) tones that the conventional Western tuning system of 12-tone equal temperament. I built the first zoomoozophone in 1978, when my work with Newband seemed to demand a new microtonal instrument. The zoomoozophone is a percussion instrument consisting of 129 aluminium tubes tuned to a 31-tone scale in just intonation. The instrument’s tubes are arranged chromatically on four modular stands and can be played by one to four players. While the zoomoozophone’s tuning system is based on the one Partch developed, it is quite unlike any of the instruments he invented. Since 1978, many composers have written works for the zoomoozophone. The instrument has been used for many kinds of music. Most of the music composed for the zoomoozophone during the past decade has used in with other instruments. Inspired by the possibilities of the zoomoozophone, Newband players have developed new fingering charts for woodwinds and trumpet, new finger positions on strings, new slide positions on trombones, and new programs for synthesizers. The zoomoozophone has its own special notational system in which each octave uses two musical staves, while the flutist and string players in these performances read a modified standard notation. All players also read numerical ratios that provide the exact mathematical relationships of the pitches. In addition, Newband is currently replicating ten of Partch’s original instruments, both for the performance of his music and for future compositions by myself and other composers. — DEAN DRUMMOND.

	NEW  BAND
	Plays Microtonal Works By H.Parch, Thelonius Monk, J.Pugliese, D.Drummond, M.Rosenblum.
	1994
	61:00
	1. HARRY PARTCH: Daphne of the Dunes — 18’24” (Played on original PARTCH INSTRUMENTS: boo, spoils of war, kithara II, bass marimba, surrogate kithara, harmonic canon, cloud-chamber bowls, cello, gourd tree, cone gongs, diamond marimba, chromelodeon).

2. JAMES PUGLIESE: Freese — 06’22” (alto flute, zoomoozophone, DX7 II).

3. DEAN DRUMMOND: Different Drums for Different Strokes — 11’06” (percussion, DX7 II).

4-7. MATHEW ROSENBLUM: Circadian Rhythms — 19’20” (cello, piano, sampler, drum set, percussion, almglocken).

8. THELONIUS MONK: Round Midnight — 05’36” (cello, zoomoozophone).

 Walking into Newband’s studio for the first time is like stepping into a science-fiction mowie set for an Inter-Galactic Jam: it is impossible to imagine how all these outlandish instruments will actually sound. The music on this recording is based on completely different tuning systems than the common Western 12-note scale, and even the performers playing familiar instruments are required to stretch their techniques beyond the conventional. Newband is unquestionably one of the most unique and accomplished chambergroups performing today. It performs a repertoire based on unusual instruments and microtonal tunings with a virtuosity that has been recognized world-wide. Since its founding by Dean Drummond and Stefany Starin [flutes] in 1977, New Band has championed the most innovative music of our time, while steadily acquiring a comprehensive collection of exotic instruments.

“It was the opportunity to hear not only the music but the instruments built by lone composer Harry Partch. His profile was raised in the '60s as a result of the pervasive musical climate when American Columbia (CBS) took the opp​ortunity to release recordings of both the extraordinary music he had been creating since the '30s and the instruments he built to enable it to be performed. They did so with sleeve notes that included the following: "He is an original Original. And because it is in his music, today's unprejudiced ears have heard him loud and clear". At the time, there had been plans for a TV company to bring Partch, his musicians and instruments to Britain for a concert to be recorded for broadcast to accompany a profile, but the insurance premium quoted for the transportation of the instruments proved prohibitive. 

In the event, the live presentation of his instruments and music (plus a couple of similarly microtonal works by Dean Drummond, leader of Newband, the current guardians of the homeless instru​ments) did not fall short of such long-held expectations, except in as much as after so long a period of anticipation we could happily have heard more from the cruelly jet-lagged Newband. Here was the vivid richness and subtlety of Partch's musical vision spread across the seminal works.” – Resonance (UK)

	NEWS  FROM  BABEL
	«Work Resumed» (1983-84) / «Letters Home» (1985-86)
	
	70:12
	label: ReR / Cuneiform, Arcades Music (England)

Lindsay Cooper (см) [bassoon, sopranino & alto saxes, piano, keyb];  Chris Cutler (см.) [d, perc];  Zeena Parkins (см.) [harp, prepared & el harps, accordion, EBO guit];  Dagmar Krause (см) [singing];  with: Robert Wyatt [singing];  Sally Potter [singing];  Phil Minton (см) [singing, tp];  Bill Gilonis [b].

1-6: Sirens and Silences

7-9: Work Resumed on the Tower

10-18: Letters Home

	Lauren NEWTON
	NEWTON, TUCHMANN, MOERTH, MUETTER:

“Timbre”
	1995
	54:53
	Lauren NEWTON – см. тж. с: Jon  ROSE: Fritz  HAUSER (‘Jazz’):
label: Leo

Lauren Newton [v];  Oscar Moerth [v];  Elisabeth Tuchmann [v];  Bertl Muetter [v, trb, conch shell].

Вокальный (в основном), авангардно-импровизационный проект, акцентирующий (и исследующий) тембральные возможности исполнителей.

Другие подобные эксперименты – см. Diamanda GALAS: Sheila CHANDRA:

After seven years of singing together, our music has become spontaneous composition and its congruities surprise even us at times. With our instrument, the voice, we move freely within a realm of sonance ever new.

	Lauren NEWTON
	Lauren NEWTON, Thomas HORSTMANN, Dirk ROTHBURST:

"TRIO L.T.D."
	1996
	67:07
	label: Leo (CD LR 234)

Lauren NEWTON [v, electronics];  Thomas HORSTMANN [g-synth, kalimba];  Dirk ROTHBURST [perc];  + Bertl MUETTER [trb, v (#1,2,4,6,7,10)].

TRIO L.T.D. music augmented by the voice and trombone of Bertl Muetter is built on the mutual understanding of improvisation. However, the listeners are also involved in their endless process of musical development. Recorded live during two sessions, this CD provides 67 minutes of breathtaking viruosity combined with subtlety and consideration.

1 L.T.D. 2:32

2 Bridges, Lights, Blues 10:59

3 Crosseyed 3:56

4 Should I Care?/I Should Care 6:25

5 Bushy-Tailed 5:49

6 Human Beings 2:55

7 Du, Oh! 4:37

8 The Calling 5:10

9 Flying Dung 5:25

10 Bric-A-Brac 6:07

11 Petchakucha 5:53

12 See Europe in Six Days 7:10

	Lauren NEWTON
	Lauren NEWTON & Joelle LEANDRE:

“18 Colors”
	1997
	65:05
	label: Leo

Lauren Newton [v];  Joelle Leandre (см. в 'Jazz': тж. с: Jon  ROSE) [bass, v(#14)].

Transoxide Olive – 4’27

Chartreuse - 2'56

Firey Chromoxide Green - 3'57

Mars Yellow - 4'54

Cicciolina Pink - 3'43

Dragon Blood – 3’35

Irresistable Ryman White - 2'IS

Orange Comet Steel - 3'31

Alizerin Madder Purple - 3'15 

Oregon Fog Grey - 4'20 

Gold Head Ginger - 3'27 

Silvery Blue-Green - 3'33 

Naples Yellow French - 3'57 

Raw Umber then Burnt Ochre - 3'54 

Venetian Red - 2'41 

Stella Black - 3'04 

Cyanide Blue Charm - 3'04 

Safran Redwood - 4'30

LAUREN NEWTON & JOELLE LEANDRE

"The hearing of colours is so precise that it would cer​tainly be impossible to find anyone who would attempt to render the impression of gandy yellow on the piano keys or compare deep carmine to the soprano's voice."

--- W. Kandinsky, "Spirituality in art"
Grand and obstinate is the deasire of many an artist to attempt the "rapprochement" and convergence of different art forms. From Scriabin's (musician) la theorie des correspondances to Kandinsky's (painter) search of monumental art, numerous are those who set off on a quest to unite, to amalgamate, to fuse sounds and colours and seek the absolute. An utopian but nevertheless a passionate quest. How to reconcile sound and its ephemeral forms, which is what music is, with colour, a product of reflected light which becomes tangible? However, from colours in a melody to the rhythm in a painting the ambiguity remains and the attraction of the transposition is full of verve.

Conscious of the impossibility of this supernatural fusion, Lauren Newton and Joelle Leandre have taken on board colours in their essense, in their density, colours deter​mined by nature, colours of substance, browns, earthy ochres, verdant greens, lumi​nous yellows, sky blues & greys, flushy pinks, scorching reds... which frame at the opposite poles of the spectrum their "minimalist" aspect and rhythm, undulating whites of Robert Ryman and the geometric blacks of Frank Stella from the mono​chrome period. Avoiding the dead-end of pure colour or sound the musicians have preferred to search the matter, the texture, the doughiness by attempting the rap​prochement with the aid of "concrete" sound: sound not organised according to con​vention (melody-rhythm-harmony) but scattered, dispersed, distributed in the many recesses permitting to cover each layer of music. The sound settles on a kind of tran​sient surface with the high notes of the voice representing different shades, whereas the low notes of the double bass representing substance and depth -- elements which remain indivisible.

All sorts of sounds spring from their two instruments and their "bodies": discontinuous singing, onomatopoeia, hummings, whispers, pointillistic sounds, scraps of words, bizzare effects, borborhymes, smacking of the palate, tongue whistles, groans, scraping, lamentations, sighs, little cries... or else modulations, meandering vocalizations, long held notes, large intervals which cross over, confront, hurl themselves or which bear down on the waves, contrasts, dissonances, explosions, punctuations, grating the bow, striking the cords, chattings and resonance, or on the con​trary the hollow of wood. More rarely we hear a pizzicato which builds a few lines of force or installs a few points of  support when the musicians find themselves at times in a kind of unison. But beyond the apparent disparity of these 18 pieces of musical textures, accounts, and varied interpre​tations there does emerge the unity, a tonality, which through the chosen "colours" and within the limits of the time scale give an instanteneous overall form. Contrary to a purely intellectual or abstract approach Joelle Leandre & Lauren Newton have actually sought the meeting point between matter (the earth) and space and have tried to explore that impalpable plane we call "surface". "Plastic" works in movement, their 18 resonant pictures are first of all 18 carnal encounters, which are different ways of understanding what, at the end of the day, links colours and sounds, that is to say, create their own harmony.

---- Jean Buzelin

	NE  ZHDALI
	She-Ye-Ye
	1989
	46:33
	"Таллинская группа, играющая постпостпанк, или, может, "rock in opposition" – в любом случае музыку хитрую и непростую" -- Еженедельный Журнал
label: Solnze Records

Rec. in Tallin 1988 + rec. in Leningrad 1989

contact to Ne Zhdali: baguk@infonet.ee 

Leonid Soybelman - guitars, vocals, viola 

Victor Bitlovsky - vocals, objects 

Iliya Komarov - bass 

Oleg Davidovich - guitar, trombone, vocals 

Vadim Vearemaa - trumpet, alto, vocals 

Vitaliy Redchits - drums, percussions

	NE  ZHDALI
	Rhinoceroses and Other Forms of Life
	
	42:56
	label: No Man’s Land  e-mail: nomansland@t-online.de 

Recorded and Mixed in Amsterdam, Dec. 1989.

Leonid Soybelman [g, lead voc];  Ilja Komarov [b];  Vitaly Redchits [d, perc];  Oleg Davidovitch [trb, g, bells];  Victor Bitlovsky [v, objects];  Vadim Veeremaa [tp, alto horn];  Avi Nedzvetsky [Steinbach p];  + Frank Noordman [organizing, didjeridoo]. Special thanks to THE EX for equipment.

Названия композиций представляют собой чередующиеся ‘Rhino’ и ‘Bossa’.

Другие проекты by Leonid SOYBELMAN -- см.: KLETKA RED: SOYBELMAN’s MUCH ADO ABOUT: AUCTION & SOYBELMAN:
Ilja KOMAROV – см. тж. его проект LES HALMAS: тж. с: CUT (в качестве продюсера):

В качестве бонусов рекомендуем композиции с диска Soybelman’а “Juliki”:

1. Klezmer

2. Kalinka

3. Nuits de Moscou

они составляют (дополнительно) + 13:21: всего в сумме получается = 56:17

	NE  ZHDALI
	Live Rarities, 

Vol. I
	1997
	50:12
	label: No Man’s Land (Berlin)

Leonid Soybelman [g, v];  Andrey Kulagin (aka Victor Bitlovsky) [casio ‘rapman’, alto euphonium, v, objects];  Vadim Veeremaa [horns, tp];  Oleg Davidovitch [trb, g];  Ilya Komarov [b];  Vitaly Redchits [d];  Avi Nedzvetsky [k (2-5, 9)].

“Live Rarities” is a selection of pieces picked for their unique ‘going beyond frontiers’ quality, acknowledged retrospectively by the artists as a rare meeting with the ‘grain’, the ‘it’ of performance.

Artistic daring and sensation have been favoured over accuracy, quality of recording, balance and other technical factors.

The result is a celebration, which invites the listener to join in the elation and exitement together with exposure and, to a degree, embarassment which the performers are demonstrating in this process.

	NE  ZHDALI
	Pollo D’Oro

(Una Storia Vera)
	1998
	41:37
	PROTAGONISTI:

NE ZHDALI (Berlin, Germany): Leonid Soybelman [g, v- (#2,9)];  Vadim ‘Baguk’ Veeremaa [fr h, tp];  Oleg Davidovitch [b, trb];  Vitaly Redchits [d];  Andrey ‘Bitty’ Kulagin [side whistle, perc, v- (#10)]; 

with: THE BILLY TIPTON MEMORIAL SAXOPHONE QUARTET (Seattle, USA): Amy Denio (см. DENIO: тж. с: The DANUBIANS) [a s, backs];  Maya Johnson [t s, backs];  Jessica Lurie [a&t s, backs];  Barbara Marino [bar s, snare-a-tone (#2), d (#5), backs, chicken rap].

Arranged, recorded and mixed 1996.

1. The 8th Day

2. Uke

3. Argonauts (Pollo D’Oro)

4. Petunja

5. Wheel of Fortune

6. Bulb

7. Stitch

8. Unexpected Arrival

9. No Moon, No Sun

10. Kansas

11. Nothing Was Happen!

	NE  ZHDALI
	Tokyo, Nov. 25, 1998
	
	67:46
	label: Prospect Mira (Osaka, Japan) e-mail: prospect@super.win.ne.jp  URL: http://www.win.ne.jp/~prospect/ 

Leonid Soybelman [g, v];  Andrey Kulagin (aka Victor Bitlovsky) [Casio ‘Rapman’, alto euphonium, v, objects];  Vadim Veeremaa [horns, tp];  Oleg Davidovitch [g, trb];  Ilja Komarov [b];  Vitaly Redchits [d];  

1. RHINO V 

2. REMBA 

3. TWIST 

4. RHINO II 

5. AIR-GROUND

6. RHINO IV 

7. HUNGARIAN YOUNG YEARS

8. WHEELS OF FORTUNE

9. SPILL NOCH A MOLL

10. HEY, DRIVER, COOL DOWN THE HORSES!

11. BOSSA 2000 TURBO 

12. CAFE FANCONI

13. FLYING DUTCH 

14. RHINO I

15. SHE-E-E

	NIMAL
	Voix de Surface
	1990
	65:29
	параллельные проекты музыкантов см.: DEBILE MENTHOL
label: RecRec Music (Switzerland)

Tom Cora (см.): all celloes, electric bass, accordeon...

Momo Rossel (см. тж. с: DEBILE MENTHOL: L'ENSEMBLE RAYE): guitares electrique et acoustiques, vielle a roue, bouzouki, clavier, basse, accordeon...

Pippin Barnett: drums and percussions all around and everywhere...

Bratko Bibic-Faninger (см. в 'Eurofolk'): harmonika, glas, dunkelseitig formatierte (alp)traumereien...

Jean-Vin Huguenin: guitare basse, guitare electrique, piano, marionnettes sonores...

1 Une Lucie
5'39

2 In tenda
5'43

3 Sale temps, mais les couleurs sont belles 5'03

4 Tarotska
3'37

5 Le Soleil
5'12

6 La marelle
4'58

7 Le 4eme jeudi de la semaine 2'38

8 James River  5'07

9 Maligne      2'55

10 Le 2eme jeudi  3'57

11 Le 3eme jeudi  3'01

12 Animal triste  4'05

13 Le Tram       2'53

14 Au Zoo       5'05

15 Un drame     4'45

TOM CORA is an exceptional New York solo artist who played with Skeleton Crew. He also concentrates on Curlew's activities with

PIPPIN BARNETT known as the drummer and singer of The Orthotonics. He is living in Richmond (Virginia) USA.

MOMO ROSSEL founded the band after his participat on to Debile Menthol's (см.) compositons with JEAN VIN HUGUENIN, musician of the Puppets Theatre de la Poudriere, both are living in the french part of Switzerland.

BRATKO BIBIC, musiclan of the legendary Begnagrad, plays with the street theatre Ane Monro.

	NIMAL
	Dis Tanz
	
	59:47
	label: Ayaa

Pippin Barnett - Percussion, Drums, Group Member
Momo Rossel - Guitar, Keyboards, Vielle, Mixing, Group Member
Bratko Bibic - Accordion, Vocals, Mixing, Group Member
Gilles V. Rieder - Drums
Cedric Vuille - Clarinet
Daniel Spahni - Drums
Nino De Gleria - Bass, Mixing
Shirley Hofmann-Volz - Euphonium
Andre Schenk - Bass
Pierre Kaufmann – Clarinet

1. Opa! (Rossel) -4:26
2. Juillet (Rossel) -4:37
3. Fragile, Pt. I & II (Bibic) - :53
4. Pain Sec (Rossel) -1:58
5. Last Call for Summer '90 (Bibic) - 3:12
6. Grand Carre (Rossel) - 8:01
7. Ein Warmer Schnee-Kuss (Bibic) - 2:46
8. Au Nord (Rossel) -4:36
9. Od Tukaj do Zdaj (Barnett/Bibic/Rossel) - 6:58
10. Assez d'Assauts! (Rossel) - 4:23
11. Dis-Tanz (Bibic) -4:09
12. Ba(a)l (Rossel) -3:38
13. Ce Qui'il en Reste... (Rossel) - 4:30
14. Campagnes (Barnett/Bibic/Rossel) - 5:44

	NINE  INCH  NAILS
	Pretty Hate Machine
	1988
	48:49
	industrial-metal
Industrial Metal -- название стиля очень точно отражает его суть. Форму Industrial Metal определяют структуры тя​жёлого метала, а содержание — достижения «электронно-звукового» прогресса. Первыми в этом стиле начинали Ministry и Nine Inch Nails. «Первопроходцы» остались самыми яркими ко​мандами стиля «индастриал». Их идеи часто заимствуют участники многих других «индустриаль​ных» групп. В итоге дисторшен вокала нередко используется в традиционных лирических темах, а интересные электронные звуки накладываются на обычные гармонии heavy metal...   --- Play
в этом направлении см. тж.: GODFLESH: RAMMSTEIN:

	NINE  INCH  NAILS
	Broken
	1992
	33:09
	

	NINE  INCH  NAILS
	Closer To God
	1994
	52:44
	

	NINE  INCH  NAILS
	The Downward Spiral
	1994
	65:10
	

	NINE  INCH  NAILS
	Further Down The Spiral
	1995
	60:27
	

	NINE  INCH  NAILS
	The Perfect Drug
	1997
	39:51
	

	NINE  INCH  NAILS
	The Fragile / 

Halo Fourteen
	1999
	64:40 54:59
	label: Interscope Records (USA)

incl. 3 bonus tracks
Новая двойная пластинка NINE INCH NAILS, "The Fragile", была окружена атмосферой тайн и загадок с того момента, как первые сведения об этом альбоме проникли в прессу в июне 1999 года.

Солист NINE INCH NAILS — Trent Reznor — в своем офици​альном заявлении для прессы охарактеризовал альбом, про​должающийся более 100 минут, как "системную ошибку".

«При записи мы держали в голове желание сделать каж​дый звук чуть сломанным,— говорит Reznor, — и для этого я выбрал струнные инструмен​ты. Правда, некоторые из них звучат необычно. В альбоме очень много гитарной музыки, к её звучанию добавлен сим​фонический оркестр».

Также Reznor сказал, что у него нет особой привязанно​сти к таким инструментам, как ukulele (типа банджо) и доб​ро (слайд-гитара), но благодаря им звучание получилось действительно интересным. Кроме этих струнных инстру​ментов, в записи использовались виолончель, скрипка и несколько разновидностей бас-гитар.

На предыдущей пластинке музыка NINE INCH NAILS была отмечена тяжелым гитарным звучанием в сочетании с агрес​сивными ударными и клавишами. Reznor уже тогда экспериментировал со струнными инструментами на сингле «Perfect Drug» (1997) из саундтрека к фильму «Lost Highway».

«Я хотел попробовать нечто новое, полностью исполь​зуя возможности студии и уделяя большое внимание ка​честву мелодий и их структуре. Вместо того, чтобы пы​таться анализировать то, что создаю, я просто пустил про​цесс на самотек и смотрел, к чему он приведет. Главное при этом — ничего не бояться».

В работе над пластинкой принимали участие клавишник/ барабанщик NINE INCH NAILS — Charlie Clouser, гитарист — Danny Lohner. Также были приглашены бывший гитарист KING CRIMSON Adrian Belew (он уже работал вместе с NINE INCH NAILS в 1994 году над альбомом «Downward Spiral»), гитарист HELMET Page Hamilton, барабанщик MINISTRY Bill Rieflin, быв​ший барабанщик CHIC/POWERSTATION Tony Thompson и кла​вишник Mike Garson, который работал вместе со SMASHING PUMPKINS и Дэвидом Боуи.

«The Fragile» станет третьим студийным альбомом NINE INCH NAILS. Самой короткой песней является «Тле Fragile» (1'54), самой длинной — «We're In This Together», длящая​ся более 7 минут и наполненная чем-то похожим на текст, положенный на хип-хоп бит.

«We're In This Together» — первый сингл, появившийся в эфире американских радиостанций в пятницу 27 августа. Он звучит не типично для обычно мрачной команды, отличаясь от остального творчества удивительно приподнятым настро​ением. Видеоклип на этот сингл снимался в пустыне Гвадала​хара (Мексика) в начале августа.  --- "Universal News"

	NITE MARE SLO MOTION
	The Sound of Your Bad Dreams
	1999
	40:04
	ambient / noise / experimental

label: Some Place Else (Finland) www.netti.fi/someplaceelse someplaceelse@netti.fi 

All tracks created exclusively for this CD, under the concept of a nightmare in sound.

1. CLOP NEPLAT -- abla habla

all sounds by Mads Staff Jensen.Trondheim, Norway. management: Lasse Marhaug at Jazzassin Records 

2. AUGUSTUS M -- 23:47-07:55 (1:122)

made in studio Plastonaut, Turku, Finland, February 1999. Augustus M appears courtesy of Plastic Passion, p.o.box 62. 20811 Turku. Finland, email plastpost@garbage.com 

3. NIKO SKORPIO -- bees of may

brought from there to hear by Niko Skorpio via Moo Pica. Turku. Winter 98-99. contact through Some Place Else. http://www.mbnet.fi/~ikon/skorpio/ 

4. A\H -- unihummeri 

slumberlobster. Moo Pica Now/Dec 98. contact through Some Place Else.

5. ANAPTHERGAL -- thy inherent path ov coagulated images 

"we derived thine ethereal winged souls for the sake ov our weakening desires our plateau is empty ov bloodmesh coatings and the wine fell from the smothered chalices a dying hunger to be awakened removal from reasonings cast aside -- in vain as is our gathering to the circular clearing marked by stones unseen... and so unclear." -- Nov. 1998

Anapthergal is a proud member ov the AFP family. 

email jniemi@hit.fi  -- http://www.hit.fi/~jniemi 

6. MNEM -- dabfall morto

constructed, recorded and mixed 21 - 22 January 1999 in Black Palace, Finland by Mnem. contact: JM Joensuu. Tellervonkatu 15 alak., 40200 Jyvaskyla, Finland.

Финляндия и Норвегия... Благополучие? Недаром говорят: в тихом омуте черти водятся.

->LABRADFORD

	NITZER EBB
	That Total Age
	1987
	50:01
	label: Geffen (USA)

Энергичная рок – альтернатива, с развитыми средствами.  Но не соскальзывая в дебри импровизационности, N.  остаётся внутри рок- категорий. Достойная позиция отличных музыкантов.

	NITZER EBB
	Showtime
	1990
	36:49
	label: Geffen / Mute (England)

	NITZER EBB
	Ebbhead
	1991 
	44:14
	label: Mute

	NITZER EBB
	Big Hit
	1995 
	46:45
	label: Mute

douglas mccarthy: vocals, guitars and addtional programming. 

bon harris: bass, programming, vocals, additional guitars and additional percussion. 

jason payne: drums, percussion and additional programming. 

flood: programming and additional guitars. 

dr know: additional guitar on kick it.

	N.L.C.
	Le Sanctuaire d'IS
	1997
	55:12
	naïve / experimental

label: Gazul (France)

Julien Ash [music, samples, glass&wood&metal perc, k];  Angustere [analog synth];  Ph. Bur [k].

All music composed, recorded and mixed by Ash.

Современный 'Experimental', навороченый по звукам, но минималистический по арранжировкам, живой и весёлый.  Если бы Pascal Comelade принадлежал к более молодому поколению, его музыка могла бы быть такой.

	NO SPAGHETTI EDITION
	Listen... and tell me what it was
	2001
	70:44
	free impro

label: SOFA

No Spaghetti Edition in order of appearance:

Maja Ratkje – voice, electronics

Ingebrigt Flaten – double bass

Ingar Zach – drums/percussion

Pat Thomas – piano, electronics

Frode Haltli – accordion

Tonny Kluften – double bass

Ivar Grydeland – guitar

Axel Dorner – trumpet, electronics

Rolf Erik Nystrom – reeds

Hakon Kornstad – reeds

Paal Nilssen-Love – drums/percussion

Oyvind Torvund – guitar

 

No Spaghetti Edition is an improvisation ensemble with different line-ups for each project. This presentation includes ten of the most active Norwegian improvisers, the German trumpet player Axel Dorner and the English keyboard player Pat Thomas. The music is a mixture of acoustic and electronic sound, improvised live in studio.

The recording consists of eight spontaneously and instantaneously composed pieces of music and except for one piece there are no sketches. This leaves the musicians the thrilling task of creating music as a part of the ensemble and as individual players with a solistic approach — all the time focusing on the musical development and to push the music further into new directions.

"This CD certainly should be added to the list of more successful ventures into large group improvising." 

-- Eugene Chadbourne (см. в 'Alternative')

"Who would have thought that Scandinavia would become such a hotbed for free improvisation?" 

-- Michael Rosenstein, Cadence, March 2002

"The orchestra is a different beast to other improvisation orchestras and achieves a genuinely unified ensemble sound." 

-- Jazz Review October-2001

"Listeners interested in a so-far-unheralded group of players and a raucous good time program of improvisation should investigate this session. Most of the musicians are unjustly unknown at present, but with luck, many folks will soon know about these fjord freedom sounds." 

-- Ken Waxman, Jazzweekly 30/08-2001

	NOCTURNAL EMISSIONS
	Tharmuncrape an'goo
	1997
	55:14
	avantgarde – в духе продукции Sub Rosa – для прецизионно-безумной атональной волынки, ударных и, возможно, сэмплов ударных и ноизовых саундов.

label: Earthly Delights / Soleilmoon Recordings (USA) http://www.soleilmoon.com 

Nocturnal Emissions (United Kingdom) information: earthly@planet13.co.uk  

http://www.planet13.co.uk/earthly/EarthlyDelights.htm 

Decomposed and Disarranged by Nigel Ayers

Bagpipes played by John Webb

Other instruments played by Nigel Ayers and Charlotte Bill

If there ever was an "industrial" music, it was the rhythm and blues that arose from the sounds of the steel driving hammer of the 19th century railway workers, when the African diaspora once again cross-fertilized with the European and Asian proletariat and created a new popular music. This true industrial music reached its pinnacle in the hit factories of the 'fifties and 'sixties of this century with Chuck Berry's songs of automobiles and sex – and the celebration of technology as a force for sexual pleasure which was the Kundalini power of disco, and indeed punk-rock. The self-conscious electronic musicians who coined the term "industrial" for themselves were really creating a post-industrial music, dealing with societal breakdown and a celebration of collage, derived more directly from television channel-hopping that it was from the literature of William Burroughs. The term "ambient music" was also used erroneously in the 1990's, this time by nitwit hacks and promoters. "Ambient" was a term applied most noticeably by the wealthy and influential Brian Eno, folowing his early-seventies art school trainig in "systems" painting. This described his experiments with "music for airports" and was intended as a non-intrusive music, a music not to be paid much attention to. This airport music was very much in the same vein as the abstract and geometrical paintings produced by Eno's contemporaries to adorn the walls of banks. It had little to do with the "chill-out" music that emerged alongside rave culture, for which a separate essay is required.

Nigel Ayer's music differs radically in content and intent to any of the above genres, which it has often been clumsily lumped together with. It contains layers of cross-reference with other music, but really is creates its own form. A particular characteristic is it uses subtle microtonal variations formed by multiple layers of loops, to create an acoustic space. This acoustic space weaves disparate textures together using simple, yet precisely formed sounds which derive from specially recorded acoustic music sessions as well as "found" sound already existing in the environment. Creating a hierarchical distinction between birdsong and commercially available recordings is the job of a copyright lawyer, not that of a composer. This propertarian dichotomy – as a bird marks its territory by song, so the publishing company claims the territory of the "dubbed" recorded work – is exposed in the essentially communist music of Nocturnal Emissions. This communism comes from the underlying implication that the world's resources are there for everyone, for the good of all, rather than any governmental model. The music itself is ingovernable and in many ways seems to go on forever, transgressing artificial boundaries. Indeed the name Nocturnal Emissions itself may refer to the genetic material, in itself the essence of both colonization and cross-fertilization. It is the alchemy of taboo, operating at the frequency of freedom.

-- Stephen Doyle, 1996

	NOIR DESIR
	Noir Desir
	1994
	60:14
	Французский punk-rock

	NOIR DESIR
	des Visages des Figures
	2002
	68:52
	label: Barclay / Cosmosonic  http://cosmosonic.com 
густой французский авант-прогрессив с меланхоличным мужским вокалом.

music: Noir Desir

Rappelons que l'album est co-produit par Jean Lamoot (enregistrement et mix Genre Humain de Brigitte Fontaine, Defloration 13 de Thiefaine, Dans la Lune de Nicolas Sirkis...) et par Nick Sansano (IAM, Sonic Youth, Zebda, Public Enemy...).

1. L'enfant roi

2. Le grand incendle

3. Le vent nous portera

4. Des armes

5. L'Appartement

6. Des visages des figures

7. Son style #1

8. Son style #2

9. A l'envers a l'endroit

10. Lost

11. Bouquet de nerfs

12. L'Europe

	NOISE UNIT
	Response Frequency
	1990
	51:57
	Электронный, жёсткий, агрессивный industrial
Bill Leeb, Marc Verhaeghen, Rhys Fulber.

	NOISE UNIT
	Strategy Of Violence
	1994
	49:05
	label: Cleopatra (USA)

Bill Leeb, Rhys Fulber.

	NOISE UNIT
	Decoder
	1995
	65:47
	label: Dossier

	NO  SAFETY
	Spill
	1992
	51:15
	avant-rock, такой, какого и следует ожидать от таких классиков этого дела, как Zeena Parkins и Chris Cochrane.

label: Knitting Factory Works (NY)

Zeena Parkins (см.) [el harp, k, accordion, v];  Chris Cochrane (см. COCHRANE: тж. с: John Zorn) [g, sampler, v];  Doug Seidel [g];  Ann Rupel [b, v];  Tim Spelios [d, perc]. 

	NO  SAFETY
	Live at the Knitting Factory
	1993
	45:18
	label: Knitting Factory Works (NY)

Zeena Parkins (см.) [harp, sampler, eggs, v];  Chris Cochrane (см.) [g, tambourine, v];  Doug Seidel [g];  Ann Rupel [b, v];  Tim Spelios [traps].

	НОЖ ДЛЯ FRAU MÜLLER – см. MESSER FÜR FRAU MÜLLER в секции ‘Acid’
	
	
	
	

	НОМ

(Неформальное Объединение Молодёжи)
	Брутто
	1993
	37:11
	Запись 1989

А.Кагадеев [b];  С.Кагадеев [v];  В.Постниченко [d];  Д.Тихонов [k, accordion, p, v];  С. Бутузов [g];   И.Турист [perc].

	НОМ
	К Чортям Собачьим
	1993
	40:35
	Запись 1990

А.Кагадеев [b, v];  С.Кагадеев [v];  В.Постниченко [d];  Ю.Сатыков [perc, v];  Д.Тихонов [k, accordion, harmonica];  + А.Рахов [s];  a.o.

->BAILEY

	НОМ
	Супердиск
	1993
	34:30
	Запись 1992

	НОМ
	Сенька – Мосг/хаз
	1994
	38:22
	Запись 1993-4

	НОМ
	Во Имя Разума
	1996
	47:33
	

	НОМ
	Жир 
	1997
	60:05
	

	НОМ
	Альбом Реального Искусства
	2004
	51:16
	label: Язбец Records

www.nom.spb.ru   nom-zhir@mail.ru 

rec.: Dec. 2003

	NO-MAN
	Carolina Sceltons
	1998
	20:16
	No-Man happen to be: Tim Bowness [v];  Steven Wilson [instruments].

All titles by Bowness/Wilson.

На диске – четыре композиции амбиентно-балладного плана. Три с нежным мужским вокалом (надо полагать – юмористического содержания), четвёртая – инструментальная. Короче говоря – тонкий стёб. Сделано всё очень интересно.

	NOMEANSNO
	Mama
	1982
	55:06
	label: Alternative Tentacles (Virus CD) -  все CD

Золотой фонд рок- альтернативы. Всё при них.

	NOMEANSNO
	“Sex Mad” /           “You Kill Me”
	
	68:54
	1985 / 87 / 91

Andy Kerr [g];  Rob Wright [b];  John Wright [d].

	NOMEANSNO
	Wrong
	1989
	50:59
	

	NOMEANSNO
	The Day Everything Became Isolated And Destroyed
	1991
	70:37
	

	NOMEANSNO
	0 + 2 = 1
	1991
	47:08
	

	NOMEANSNO
	Live And Cuddly
	1991
	72:57
	

	NOMEANSNO
	Why Do They Call Me Mr. Happy ?
	1993
	58:57
	Mr. Right [v, d, k];  Mr. Wrong [v, b];  Mr. Happy [g];  + John & Mark Critchley [totalliterrortones].

KILL EVERYONE NOW!

	Klaus  NOMI
	Klaus Nomi
	1981
	32:41
	Супер-прикольный оперный певец, исполняющий гротесковые арранжировки: протеже Дэвида Боуи. 

Подобные варианты музыки см. тж.  -- Edson  CORDEIRO (в секции ‘Rock’): The TIGER LILLIES: Daniele SEPE:

	Klaus  NOMI
	Simple Man
	1982
	41:29
	

	NON CREDO
	Happy Wretched Family
	1995
	60:94
	avant-rock / experimental – напоминает одновременно и Dagmar Krause, и Nina Hagen.

label: Victo

Joseph Berardi [d, perc, marimba, k, cello, viola];  Kira Vollman [v, cl, bass cl, el b, k, el g, words].

Rec. in Los Angeles, 1992-94

written, performed & produced by NON CREDO

	NON CREDO
	Reluctant Hosts
	1988
	58:46
	label: No Man’s Land, 2000  www.nomansland-records.de 

Joseph Berardi [d, perc, k, cello, accordion];  Kira Vollman [v, cl, el b, k];  with Reluctant Guests: Jesse Jacobson [g, bowed b];  Jerome Faulkner [synth];  Bill Rhea [vln].

this edition content previously unreleased tracks

	Luigi  NONO

(1924 - 90)
	Al Gran Sole Carico D'Amore

[2 CD]
	1978
	49:25 45:21
	Luigi  NONO – см. тж.: Anton ROVNER presents:
avant-garde
label: Teldec 8573-81059-2

Al gran sole carico d'amore

Azione scenica in 2 tempi

Annee(s) de composition: 1974, rev. 1977

Sopran: Claudia Barainsky

La madre: Lani Poulson

Thiers: Roderic Keating

Pavel: Markus Marquardt

Soldato: Urs Winter

u.a.

Staatsopernchor Stuttgart

Staatsorchester Stuttgart

Leitung: Lothar Zagrosek

Titre de l'oeuvre

Al gran sole carico d'amore

Sous-titre

azione scenica in due tempi, pour solistes, choeur, orchestre et bande magnetique

Titre francais

Au grand soleil d'amour charge А Au grand soleil d'amour charge

Effectif 9 voix solistes

4 sopranos, contralto, tenor, baryton, 2 basses

2 ensembles vocaux

2 choeurs mixtes (Le nombre des choristes n'est pas precise)

9 instruments solistes

4 violons, 2 altos, 2 violoncelles, contrebasse

grand orchestre bois par 4 (88 musiciens)

4 flutes, 4 hautbois, 4 clarinettes, 4 bassons, 4 cors, 4 trompettes, 4 trombones, 7 percussions, 2 timbales, harpe, 10 premiers violons, 10 seconds violons, 10 altos, 10 violoncelles, 10 contrebasses

Regie son

Bande magnetique

Vast and modern, Nono's "scenic action" - he rejected the term opera - takes a twisting journey of celebration into two iconic People's Uprisings. The Paris Commune of 1871 is seen largely through the writings of its great heroine Louise Michelle. The Russian Revolution of 1905 is given voice through the words of Tania Bunke, the poet who fought in Bolivia. All are embedded in a defining curtain of quotes from Brecht and a sprinkling of comments from Marx and Lenin.

It is heady stuff which, with twelve soloists and two choruses involved in its anti-narrative, non-linear juxtaposition of events, ideas and comments, requires a heady scenic interpretation. Designer Helmut Brade opens the backstage to allow a scattering of lights to create a dreamlike state as two girls are taken into the past of the Commune by the dream fairy (Carola Rentz). The quotes, projected in full on side screens, are delivered in shards of song while behind the perspex walls of the girls' bedroom, the dead of the Commune rise from their coffins.

Neither uprising was, of course, successful. And Nono, with co-librettist the Russian stage director Yuri Lyubimov, sought not to tell their stories but to provoke the inspirational ideas which both retain. This works well in the commune scenes, with great movements of sound from the orchestra, underpinning the events on stage, overtones from the electronic score and inventive visual use of the chorus. If the second half becomes a touch too didactic this is, overall, hugely uplifting stuff.

-- Thom Dibdin

	Luigi  NONO
	Fragmente – Stille, An Diotima
	1986
	38:10
	label: Deutsche Grammophon: «20th Century Classics»

LaSalle Quartet: Walter Levin [1st violin];  Henry Meyer [2nd violin];  Peter Kamnitzer [viola];  Lee Fiser [violoncello].

 To compose a string quartet: from the late works of Beethoven up to Schoenberg and Bartok, this has always meant facing the greatest musical challenge. String quartets have represented the fruit of a "long and laborious endeavour'': (Mozart), fusing the maximum density of musical argument with "innigster Empfindung" ("the most heartfelt sentiment": Beethoven's indication in the slow movement of op. 132) into music that deliberately renounces the wealth of colour and contrast found in opera and symphony. Before the composition of his String Quartet, there had been no chamber music in Luigi Nono's oeuvre. Even with all his attention to creating intri​cate microstructures, it was still expressive sound, the human voice and, above all, large-scale dra​matic contrasts that formed the essence of his mu​sic. In his Quartet, however, Nono faced head-on the most extreme demands of the genre's tradi​tions: Fragments -- Stillness, For Diotima (commis​sioned by the city of Bonn for the 30th Beethoven Festival, composed between July 1979 and Janu​ary 1980, first performed on 2 June 1980 in Bad Godesberg by the LaSalle Quartet to whom it is dedicated "mit innigster Empfindung") is a quartet of the utmost concentration, of radical subjectivity, of extreme rigour -- and of enormous technical dif​ficulty for the performers. But at the same time, these Fragments -- Stillness are intimate and in​wardly directed to the point of being esoteric: they are an unshielded act of self-questioning that re​calls the "existential" quartets of Smetana and Wolf, Janacek and particularly Alban Berg's Lyric Suite.
Although Nono's work thus cleariy belongs to the string quartet genre, some of its features never​theless contradict that tradition. This is intimated by the title itself, Fragments -- Stillness: Nono's Quartet consists of stillness as well as sound, of many and long pauses. It is like an archipelago of sound emerging from that stillness only to fade again and again into those pauses. By "fragments" is meant here an extremely fragile web, which ap​pears open on all sides and repeatedly assumes a state of motionlessness, even within the islands of sound, rather than a strict linear progression from the first note to the finai chord. The title of Nono's piano piece written for Maurizio Poilini in 1976 al​ready suggests this fading in and fading out: "..... sofferte onde serene ..." ("..... serene waves endured ..."). The timbral profile of the String Quartet, too, is determined by personal anguish ("sofferte") and by the swelling and sub​siding of waves ("onde"), suspension in tranquil serenity ("serene").

Weightlessness, light, air -- these are suggested by sounds which are characteristic of this work but previously quite unusual for Nono: notes produced by very high hand positions, harmonics, flautato, notes played on the fingerboard and near the bridge, notes produced with the wood of the bow by tapping it or drawing it across the instrument -- and all within a dynamic range kept largely be​tween p and a barely audible ppppp. These are sounds as "from the ether", tones from a "more secret world", a musical language that defies at​tempts at verbal description, one that is pure sound. The Fragments -- Stillness must be discov​ered aurally, literally extracted in the process of hearing. "To awaken the ear, the eye, human thought, intelligence, externalizing as fully as possible that which has been internalized -- this is what matters today", stated Nono in a talk given in Geneva in 1983.

The "more secret world" of this quartet has some​thing eminently mysterious about it: it questions and it raises questions. This is hinted at by the title: For Diotima. "... from the ether..." and "... a more secret world ..." are two of 47 short quotations from the poetry of Holderlin that the composer has written into the score in 52 places. Twelve of these quotations, significantly, stem from a single poem, Diotima: another ("... das weisst aber du nicht..." - "but you cannot know that", from Wenn aus der Ferne - "If from a distance") recurs five times, al​ways together with Beethoven's indication "mit innigster Empfindung". Here too, in the verbal mode, a fading in and out: not complete lines, but a web of memories and allusions to Diotima and Holder​lin, to the lovers.

The music does not illustrate or comment on the texts. Nono said that "they must not under any cir​cumstances be recited during a performance", nor should they be misunderstood "as naturalistic pro​gramme indications". He called them "silent 'songs' from other spaces and other skies, intima​tions that one need not say farewell to hope". The four players "may 'sing' them silently as they expe​rience them -- as sounds striving for that 'delicate harmony of the inner life' (Holderlin)". Holderlin's Diotima, as woman and lover, appears in yet another form in Nono's Quartet. In 1889 Giuseppe Verdi composed a setting of the Ave Maria as a harmonization of an unusual, "enigmatic scale". This work (one of the Quattro Pezzi Sacri) for chorus a cappella combines modern expressiveness with vocal writing in the style of Palestrina to create a prayer, a musical representation of the Virgin. The same "scala enigmatica" serves as material for Nono's Quartet, a submerged layer not directly audible, another of the work's "more secret worlds".

Verdi fused the old (Palestrina) with the contemporary, and Nono does the same: the principal voice of the chanson "Malheur me bat" ("I am struck by misfortune") is hidden in the viola part a few minutes before the end of the Quartet. This Renaissance song attributed to Ockeghem was printed in 1501 in Venice, in Petrucci's Harmonice Musices Odhecaton A. Nono analysed this collec​tion during his studies with Malipiero and Bruno Maderna, and Maderna later orchestrated this very piece. The quotation of a lover's lament by Ocke​ghem, the most enigmatic of the great Netherland​ish composers, is not only an allusion to an earlier period in the history of music, it is also charged with memories of the composer's late mentor and friend, Bruno Maderna.

Old music, memories, things from the distant past are thus present here like pain ("Malheur me bat", linked with Holderlin's "... wenn ich trauernd versank ... das zweifelnde Haupt..." -- "when in sor​row I foundered ... my doubting mind") and hope ("... heraus in Luft und Licht..." -- "out into air and light", "... hoffend und duldend ..." "hoping and enduring"). The composer poses the fundamental question: "Where am I, who am I?" He asks himself -- and his listener. To question relentlessly, with the repeated "... das weisst aber du nicht..." ("but you cannot know that") also implies a readi​ness to break out of the habitual, the petrified, and to emerge "into the open air" -- "mit innigster Emp​findung".

LUIGI NONO was born in Venice on 29 January 1924 and died there on 8 May 1990. He began his music studies in 1941 at the Venice conservatory [...]. "We the LaSalle Quartet, first met Nono in the mid-‘50s at the Darmstadt summer seminars, and in the course of various encounters there asked him if he would write a string quartet for us. He promised then to consider it. He considered it, carefully considered it for 25 years ... And some of this quiet reflection has in fact found its way into the piece. It takes its time. It floats in a state of sus​pended animation" (from Walter Levin's introduction to Nono’s Quartet, Berlin, 1983). It is in fact hard to imagine that Nono at the end of the 1950s would really have been ready to consider a medi​um such as the string quartet. It required a crisis, the composer's total self-criticism, to open up the spans of time in which Nono's String Quartet is heard.

---------Jurg Stenzl 
[...] Я хочу также показать вам несколько сочинений композиторов второй половины XX века, когда новая музыка уже установилась и пришло несколько поколений композиторов новой традиции. Не все композиторы нового поколения были непосредственно связаны с мистицизмом или являются экспрессионистами подобно Шёнбергу или Скрябину. Для одних из них музыка стала чисто математической игрой, просто абстракцией и экспериментаторством с новыми зву​ками. Для других — она была выражением их политических, граж​данских настроений. В этом, тем не менее, не проявилась тенденция к обеднению музыкального языка в смысле выражения состояний и внутреннего опыта.  [...]

Есть и другие сочинения такого же рода. Я начну с сочинения итальянского композитора XX века (он начал писать в первой половине XX века, окончил — во второй) Луиджи Ноно. Он был одним из трёх композиторов, которые фактически начали развивать новую ветвь в современной музыке. После Второй мировой войны в 1948 году в Дармштадте он вместе с Пьером Булезом и Карлхайнцем Штокхаузеном начал новое движение авангардной музыки. Ноно писал более лирическую музыку. Его музыка очень экспрессивная, но в большей степени она тихая, медленная, выражающая очень тонкие состояния. Он достиг высоты в создании музыки тишины.

Прерванная песнь --  одно из первых сочинений Ноно, которое вышло на сцену. Это сочинение нарочито исходит из традиции Веберна в смысле сочетания экономии средств, с одной стороны, и утончённых экспрессивных качеств. Так что тут присутствует сочетание двух противоположных состояний: трагизм и патетика и кларизм и уравновешенность. А лирика — это то, что их связывает. И естественно, что это сочинение охватывает и множество других состояний. В этом сочинении, как некоторые мои знакомые утверждают, и как я сам считаю, весь последующий Ноно уже заложен.

Если у Вагнера, Брамса, Малера явно выражен тематизм, у Ноно тематизм и разные состояния в большой степени сведены к очень тонким параметрам. И тут, действительно, тема может быть одной нотой или одним звуком, одним тембром, или одним каким-то состоянием или аккордом, и переход из одного состояния в другое может быть сделан очень тонкими штрихами.

Некоторые критикуют такую музыку за то, что в ней отсутствует семантическая особенность языка традиционной музыки, благодаря которой так легко определить, куда эта музыка ведет, что она выра​жает. Некоторые критикуют её за то, что она более однообразна и утрачивает какие-то особенности традиционной музыки. Несмотря на это, в любом новом повороте искусства что-то приобретается, что-то теряется, и если вслушиваться в эту музыку, то можно обна​ружить новую семантику и новые формы выражения. Музыка тоже разговаривает, но на другом языке. 

Антон Ровнер, «Музыка и состояния», 1999
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1. Variazioni canoniche – sur la serie de l'opus 41 de Schonberg (1950) pour orchestre de chambre

2. A Carlo Scrapa, architetto – pour orchestre

3. No hay caminos, hay que caminar… - pour sept groupes instrumentaux

Michael Gielen – Sinfonieorchester des Sudwestfunks, Baden-Baden.

LUIGI NONO, born in Venice in 1924, owed his discovery of contemporary music to his friendship with Malipiero, Dallapiccola and most of all Bruno Maderna, who was the tireless defender of the second Viennese school in Italy. His teaching consisted of drawing parallels between ancient and recent music — comparing for example Ockeghem and Schonberg, or the imita​tive techniques of Josquin and Webern. Nono thus became a regular visitor to the Biblioteca Marciana in Venice, flitting through illegible scrolls or discussing iso-rythm... His other important encounter was with the orchestral conductor Her​mann Scherchen, from his early days a champion of Schonberg, and a man whose political involvement was to be a model for Nono who became a member of the Italian communist party in 1952. In recent times when he recalled the Darmstadt era, Nono always insisted on the diversity of the composers who went there during the 1950s, and on the discussions, rows, and hatching of stimulating polemics between all the great names of the time —Boulez and Stockhausen in particular: the serialist school appeared to him a posteriori as a label created for commercial requirements. And moreover hearing his Opus I, recorded here, is enough to understand everything that separates it from the First Sonata by Boulez, or from the Kreuzspiel by Stockhausen.

Nono stuck to a musical freedom, refusing, for example, in those years to write in the discontinuous style inherited from Webern:" A musical conception in which each event is closed in upon itself corresponds to a thinking which is totally strange to me: when transposed into every day life it would mean that every man must be sufficient in himself and has only to fulfil himself. I myself have always thought that a man can only fulfil himself through his relationship with others and with society. In my first pieces, the isolated notes are not important: it is not the pitches which count but their relationship with the musical figures which sur​round them".
Here we see peeping through a social symbolism of music, which was to lead the composer naturally towards a music that is politically commited. This required some courage: his publisher of the time (Schott) refused to accept several of his pieces because they included texts by Brecht! This political orientation went hand in hand with an increasing interest in alectronic techniques, most of his works from the 1960s are for mixed media, combining orchestra, chorus and tape. Intolleranza, Non consumiamo Marx and Al gran sole, are thus like musical manifestos proclaiming solidarity with the workers, with war victims with torture and with repression. The testimonies — the literary texts — are always dismantled in order to enter into a new musical structure: and solidarity is never expressed by a simplification of the music. Nono, the one time admirer of Fidel Castro, also worked with Erwin Piscator and Peter Weiss, reflecting upon the ambiguous relationship between artistic complexity and political effectiveness.
On the other hand, the 1980s the last period of his creative life, mark a turning point — proclaimed by the lagoon-like, becalmed suspension ... sofferte onde serene (for piano and tape). Then comes a strange string quartet lasting nearly an hour, Fragmente Stille — An Diotima. Aphorisms drowned in the inaudible, set in an disquieting silence, a harsh meditation upon some lines by Holderlin. The last works of Nono follow a quest for a new way of listening, quite the opposite to the polemical aggressiveness of his years of commitment.
But these late works illuminate the first works in a different way: it is no longer the serial technique which is so striking in the VARIAZIONI CANONICHE, based upon the series in Schonberg's Opus 41 (written in 1950), but the fusion of timbres and already the taste for almost inaudible textures. Nono here makes an active act to allegiance to Schonberg (whose daughter Nuria he married five years later), choos​ing the basic series from a political commited work, the Ode to Napoleon. This series is however presented only in the last variation: there is no "theme" (just as there is none in Webern's Variations opus 27), but only borrowed cells which form the musical fabric. Moreover, these variations, are only slightly canonic and have nothing scholastic about them: Nono varies only a timbre, a rhythm, a trill or a few motifs, without seeking a single line, a clear development or a work that one can follow: the music always appears to be in the process of looking for itself. Two slow variations frame two quick ones: a gentle Webernian exordium is follow​ed by an agitated section which is reminiscent of Varese: and the whole work fades out in an almost Mahlerian fashion with a lento mingling melodies on the strings. Most of the intervals are conjunct, but we hear some dramatic gestures in the sec​ond variation, where octaves resound: this must have disconcerted the followers of serial technique. Indeed the work has about it something almost post-romantic, which perhaps comes from the colour of the orchestration, marked by the piano and harp, as well as a woodwind section which includes a saxophone: the colour is certainly elegiac. When the work was first performed it caused something of a stir: Henze, although an anti-serialist, leapt to its defence: "In this music, everything is a calm gesture, but a strong accent appears — with two sounds or a roll on the drums — an accent which replaces a whole expose of thought. This music unites the past and the present. Reaching the summit of our life, we can perceive these resonances and only thus can music itself be justified".
Thirty years later, A CARLO SCARPA, ARCHITETTO, AI SUOI INFINITI POSSIBILI (1984), resumes a similar poetic — a music which does not impose itself but which is gently suggestive. Dedicated to a deceased architect friend, this hieratic work evokes sombre, sacred places, crossed by dark processions, a space for meditation and prayer. Musically it constitutes a kind of "invention upon two notes" (C and E flat), but each note declines into microtonal variations. The relationship with the works of Giacinto Scelsi, rediscovered in the 1980s is striking. With Nono such a piece deploys the "mysticism of hearing" which he has since developed in his quartet — reflecting a concern to work against a perception dulled by the contemporary world — Nono blames television in which the breathless succession of sounds and images erodes are understanding of content. This leads in his work to the apparent slowness of the last scores — which we see in particular in Prometeo, subtitled "Tragedy of Hearing". Events follow each other quickly at a minute level with allegros of timbre and minuscule variations. But these involve perception through adjusting our sense of hearing in a different way: this in the final analysis is the social stake in a aesthetic protesting against the contemporary world.
In these extended, continuous, works there is no attempt to escape into any mawk-ish, soothing atmosphere. This is particularly true in NO HAY CAMINOS, HAY QUE CAMINAR... (1987), part of a trilogy for a changing ensemble. Interspersed with organ points which are one of the traits of Nono's later style, we find here music whose slowness is deceptive and which is often unsustainable, almost sub​versive. It is the most extreme work of this aesthetic, with each mezzoforte sound​ing as striking as a heartrending cry: it might even be said that these are scraps of a music which is inaccessible to us, reaching us filtered, like a nightmare slowed down. This music must produce a malaise — the idea of an effort: Nono gives as an inscription a sentence marked upon the wall of a thirteenth century cloister in Toledo: "Pilgrim, there is no pathway, there is only travelling itself". It is this arduous travelling which must lead to Utopia: the work is dedicated to the film maker Andrei Tarkovsky — "a soul who enlightened me".
Luigi Nono died on the 8th May, 1990. This record is thus a tribute to one of the great creators of our time.
MARTIN KALTENECKER
Enregistrement public avec le soutien de MUSICA Festival international des musiques d'aujourd'hui, Strasbourg

	Luigi  NONO
	LUIGI NONO – [CD 1-3]; 

CD 1
	1994
	63:50
	label: Auvidis (France)

#1: fragmente-stille, an diotima

perf.: Arditti String Quartet: Irvine Arditti, David Alberman [vlns];  Levine Andrade [viola];  Rohan De Saram [violoncello].

#2-4: "hay que caminar" sonando

perf.: Irvine Arditti, David Alberman [vlns].

luigi nono: a portrait
From his debut at Darmstadt in 1950, the Venetian-born composer Luigi Nono (1924-1990) remained an example of an artist with a strong 'commitment'. «Each and every musician», he said in 1964, «has the choice - be it active or passive, conscious or unconscious - of how he will act in the face of contemporary society. The citizen-artist should take stock of a situation, select, decide upon the nature of his artistic contribution, how best it will work within existing structures and stand in witness of current realities.»
In Nono's view, artistic credibility depended upon social awareness and resoluty contemporary techniques. Life and art for the «citizen-artist» were inextricably linked and there was a duty to adopt a clearly-defined stance within the framework of society and remain committed. One of the leading composers of the latter half of the twentieth century, Nono was also its most celebrated moral agitator. His works do not belie this fact: In II canto sospeso [1955-1956], Nono provides us with a painful reminder of the past in the setting to music of letters by condemned resistance partisans whilst in La fabbrica illuminata [1964], scored for voice and tape, he presents us with a kind of X-ray sound-study of human beings caught up in an industrial society. After his second opera Al gran sole carico d'amore [1972-1974], Nono's way of thinking underwent change and as his convictions began to waver, he started working towards a whole new world of sound, producing works that were barely audible and fragmented with enigmatic soundlessness. In today's world of contradictions, this is music that would «open our eyes and ears, stir our thoughts and minds, create a maximum of outward-going inwardness (1983).»
tribute to luigi nono
by Irvine Arditti & Arditti Quartet
«lt was with great sadness that we learned of the death of Luigi Nono. Although not unexpected, the news extinguished the small spark of hope which we all were kindling: the hope that the normal rules of the world would be suspended for such an extraordinary, magical human being. Others will be able to write fitting tributes to Nono as Man, Artist, as Historical figure, and as a Political being. We can only speak as musicians who had the privilege of working with him, and who have the pleasure now of playing his music, and who will have the honour of passing it on to future generations. Nono was for us dear and special because of precisely those qualities which defy description in words alone: and it is the ability of his music to express ineffable and unknowable truths that makes it so moving, and so spiritually powerful. As was the music, so was the man. He conveyed his ideas in mysterious ways, but he did convey them, and always with gentleness which never failed to dissolve the tensions of musicians impatient to surmount the normal difficulties of score - reading and technical problems.
Though he left us only one piece for string quartet Fragmente-Stille, An Diotima the power and originality of the work makes us much more grateful for what we have, than sad for what we do not. With this single piece, whose soaring phrases are constructed out of musical fragments woven together with long sustained notes or silences which arch between them, Nono forces us to listen to music and silence in an unmistakeably personal manner. Just as his compositions affected all composers who encountered them, so we as musicians were changed irrevocably by the experience of playing his music. And so Nono lives on as part of all that we do as interpreters, and ultimately, as a part of all of us who knew him.
The Duo for two violins, which we played for the first time last year, bears the title "Hay que caminar,, sonando. In this work, and the other works related to it, Nono was exploring the belief that each of us must find the unending way to that true Destiny which is our own. We hope and pray that, though he has lost his life, he has found his Way. For the memory of Nono's unstinting generosity and kindness when showing us Venice: for his music which lifts us up out of the everyday world: and for all of the Legacy of his too - short life, we give Thanks.»
Fragmente-Stille, An Diotima
for String Quartet [January 1980]
A certain conception of music prevailed around the mid-nineteenth century: the conception of instrumental music as «pure art», as an acoustic representation of the realm of ideas. This concept still endures through the twentieth century in the notion of «absolute music». A great number of instrumental works, among them major master-pieces, from Mozart's last three symphonies to Boulez's Structures, can be correlated to this conception within which one instrumental combination occupies a choice position: the string quartet. Thus around 1850, the theoretician Karl Kostlin defined it as «a music of the spirit, a pure art, removing us far away from the deafening turmoil of life to lead us to the silent kingdom of conceptual shadows».
Luigi Nono's String Quartet, entitled Fragmente-Stille, An Diotima (Fragments-Silence, to Diotima} would seem to fit quite naturally within the principle of this thesis. Nothing in this arcane music, sprinkled with pauses and virtually always performed softly, ever recalls «the deafening turmoil of life». With just a touch of naiveness, the title might even be interpreted as a tribute to an Ideal Greece. And then again, the 50-odd fragments of Friedrich Holderlin's poems which Nono wrote down above the notes on his score, seem indeed to refer to the «silent kingdom of conceptual shadows». The annotated poems are intended for the performers and meant to help them achieve an intuitive comprehension of the music: «...a more secret world...» / «...in rich silence...» / «...born from ether...»/ «...in the eternal silent light...», etc. Other shards from Holderlin's text can nevertheless be found with yet a quite different tenor: «...emerging into air and light...»/«...!, how could I rest?...» / «...when in sorrow I was engulfed...» and - no less than fives times - «...yet you do not know this...». Might those be the echoes from the «silent kingdom of conceptual shadows»? Or rather, a very tangible, at times even insistent way to address an imaginary interlocutor, a situation perhaps of dialogue rather than monologue.
Nono's string quartet cannot simply be placed in the historical category of «absolute music», sub-category «flight from the world», as many have often sought to define it since the premiere, although from somewhat different standpoints, some disconcerted by Nono's «turnabout» from a revolutionary to an apolitical stance, others yet claiming with guileful joy that the worn and tired rebel was now crawling towards his cross. Both comments are incomplete. First of all, because the «musical content» has always represented for Nono a dialectical notion, and then because a powerful imperative emanates from his work, forcing us to modify our ways of listening and thus modifying as well the intellectual and emotional frame of mind of the listener. This is precisely where the revolutionary spur in Nono's music resides: without it, the messages «set to music» would also lose their urgency. This same feature, unaltered by the verbal messages, may be found in the string quartet (the fragments from Holderlin's text are not intended to be recited, but merely meditated on by the performers). To paraphrase Kant, we could also speak here of "transcendental music» as it deals with the conditions of perception in the listener's consciousness. However the music goes much further since it intends as well to modify this consciousness.
Nono revives the tradition of this genre, previously unveiled by Haydn and Beethoven, at a time when the position of introspective music, oriented towards inner listening, is being usurped by the leaden lumps of music offered by composers of the New Age. This is the reason why Nono's string quartet may be regarded as an act of resistance against the progressive degradation of the auditory. This aspect reappears thematically in his theatrical work entitled Prometeo [1981-1985] in which while virtually nothing is to be seen, there is conversely much to hear: it is worth noting that Nono subtitled this work with some ambiguity Tragedia dell'ascolto or tragedy of the listening.
The quest for a new mode of listening presupposes a departure from the realm of the Absolute and from the «silent kingdom of conceptual shadows», to return to the reality of human thoughts and sensations. This work abounds in quotes, innuendos and historical references - a conceptual universe swept by esoteric streaks.
All four voices are written out with scrupulous accuracy. Verbal phrases are often added to the usual graphic notation, in order to define as precisely as possible, and differently for each individual voice, the characteristics of the sound. Thus , the ultimate result is an intense fractionalisation of sounds. Furthermore, the course of time is diversely interrupted. The value of each note is marked in the usual manner but overlaid with a web of fermatas slowing down the stream of time. Although these fermatas are placed in sequence according to an almost serial principle (Nono establishes a scale of fermatas of 12 different lengths), an irrational element interferes at times: a short note may be assigned a very long fermeta and conversely a long note may be assigned a brief fermata. The performers themselves ultimately will decide the final value of the note. «To breathe, to dream, to think always, and always differently -FREE», such is Nono's suggestion to the performers in his supplemental corrections to the score. In these corrections, he exhorts them repeatedly to let their own inner ear and rhythm guide them in the arrangement of these irrational values. This cornerstone of Nono's work lies in the scala enigmata of Giuseppe Verdi's Quattro pezzi sacri from which Nono derives the harmonic and melodic structures of his own piece. At the same time, other innuendos, and other quotations surface, such as for instance the extremely precise reference made to Johannes Ockeghem's song Malheur me bat written around 1500. The melody appears shortly before the end in the viola part, along with comments specifying dolcissimo, sotte voce, tastiera and libera versione. It is altered almost beyond recognition due to the use of fermatas (22 for a series of 27 notes!), the denaturing of the sound and the dissonance of the accompanying voices. The quotation no longer transpires through the surface of the sounds, it conceals itself within a «more secret world», within the «rich silence» of inner life.
Nono's string quartet has nothing in common with a programmatic music. A recognition of the various verbal strata (quotes from Holderlin and score annotations) can at best stimulate the listener's imagination, in the same way as it should do so for the performers. The work however demands a listening effort and hence an inner approach. The texts are intended purely as a guide.
There is however nothing new, in this annotation of the musical score for a string quartet. Nono had already used it in 1952 in his epitaph to Federico Garcia Lorca, thus joining a tradition as old as the string quartet itself. In Joseph Haydn's The Seven Last Words on the Cross, text and music mutually complement oneanother. Haydn was as little concerned with the reading of the words written above the notes as is Nono, some two hundred years later. A letter he wrote to Forster, his London publisher, attests to this: «Each text is expressed through the instrumental music in such a way that it arouses the deepest emotion in the soul of even the most inexperienced listener». And what is Nono saying today? On the score manuscript, he addresses the performers of the LaSalle Quartet in telegraphic style: «H6lderlin's text fragments should resound in your heart!!! Never expressed in a vulgarly naturalistic way - but from your most refined inner self» (original text in German).
In his introduction to the score, Nono explains, this time in Italian, the role played by Holderlin's excerpts in the composition. They should imprint the musical structure not only with the thoughts which they convey, but also with their very fragmentary character (Nono's aphoristic style can only be given an approximate transcription from Italian): «multiples fragments and silences from other spaces, other heavens, to rediscover differently the possibility of "not saying farewell to hope" / the performers thus capture moments of fantastic and real amazement, united in their autonomy and in the autonomy of the music, abandoned to the "delicate harmony of inner life" / perhaps also another reminiscence of Lili Brik and Vladimir Maiakovski».
The search for a new dimension in perception stirs up in him memories of russian revolutionaries: even throughout the 80s, Nono never abandoned his dialectical thinking. On the contrary, he pushed it to the extreme by applying it systematically to the relationship between outer and inner worlds, initially in his string quartet and later, even more so, in Prometeo. For Nono the musician, the sense of hearing represents the link uniting one world with the other. In 1983, he stated that in order to compose, it was absolutely essential for him to demonstrate «a maximum of exteriorized interiorization». Within this phrase, is contained a complete aesthetic plan which confronts the growing vacuum of life with a denuded and vulnerable self.
"Hay que caminar," sonando
for two violins [1989]
"Hay que caminar" sonando was the last work to be completed by the composer. The piece is related, though perhaps not obviously, to the String Quartet written nine years earlier. In both works Nono uses the scala enigmatica from Verdi's Four sacred pieces. In the title page of the score of the Duo, Nono carefully quotes the notes of which the scale is comprised: they are to be brought out by the interpreters and played almost without vibrato. As pieces of purely instrumental writing, the String Quartet and the Violin Duo mark the beginning and end of the composer's final period of development between 1980 and 1990. During this period, Nono worked with live electronics in the Freiburg Experimental Studio, and became intensively occupied with question of spatial acoustics, and with the analysis of pure sound. "Hay que caminar" sonando is however not simply a return to instrumental music: Nono's experiences with live electronics have left a deep imprint on this work. The concept of «mobile sound» used in this work, for instance, is particularly striking. In the music using live electronics this effect of rotating the sound source would be achieved with the help of carefully placed loudspeakers. In the Violin Duo, it is the interpreters who are the mobile sound sources: Nono has instructed that the pages of the score be distributed among three music stands for each performer. These stands are then to be placed in different positions in the concert hall. Both the order in which these positions are to be used, and the route used to reach them, are to be determined by the interpreters. Nono's experiences with live electronics have also left traces in the micro-structure of the sound itself - for instance in the extremely high pitches used, the wide variety of articulation (col legno, ponticello, etc...), and a dynamic range which extends as low as 7 pianissimi. Both the subtle shifting and fluctuating of the sounds, and the exploration of the very lowest limits of human hearing refer back to the opera Prometeo, Nono's central work of the 1980's. With the more recent restriction to purely instrumental music, Nono seems to have set himself to seek new ways of realising his visionary aims as a composer. This quest was brought to a brutally premature end by his death in May 1990.
arditti string quartet
Since its foundation by Irvine Arditti in 1974, the Arditti String Quartet has acquired a world-wide reputation as preeminent interpreters of contemporary music, and of earlier Twentieth-Century music. With a handful of exceptions, the Quartet has worked with every contemporary composer whose music they play: they consider this vital to the process of interpreting modern music. Part of their objective is to encourage composers of all styles to compose for the string quartet. As a result, each season brings a fresh crop of first performances for the Arditti Quartet. Recent seasons have included premieres of works by Aperghis, Boesmans, Bryars, Bussotti, Cage, Carter, de Pablo, Donatoni, Dusapin, Ferneyhough, Gubaidulina, Harvey, Kagel, Kurtag, Nancarrow, Nono, Pousseur, Reynolds, Rihm, Scelsi, Sciarrino, Sorensen, Xenakis and Yim. Future commissions to be premiered by the Arditti String Quartet include works by Ligeti and Stockhausen. The Quartet has given masterclasses in many countries for performers and composers, and since 1982 its members have been resident string tutors at the Darmstadt Summer Courses for New Music.
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	#1-6: "la lontananza nostalgica utopica futura"

perf.: Irvine Arditti [vln];  Andre Richard [sound projection].

La lontananza nostalgica utopica futura
Madrigale per piu "caminantes" con Gidon Kremer
for solo violin and 8 channels pre-recorded tape
[1988, rev. 1989]
The works from the last decade of Luigi Nono's life are characterised by their increasing introversion, a progressive paring-down of sounds and textures and stripping-away of unnecessary rhetoric, as if seeking out some irreducible musical and poetic essence. It was a line of development initiated in the string quartet Fragmente - Stille, An Diotima of 1980, and reached perhaps its most extreme expression in the works for violin composed in his final years, "Hay que caminar,, sonando for two violins of 1989 and La lontananza nostalgica utopica futura for violin and pre-recorded tape, written for Gidon Kremer the previous year. Nono characterised La lontananza as a «madrigal for several wayfarers», the travellers who join in song being the solo violinist and the electronically transformed violin sounds heard on the eight channels of the pre-recorded tape. The violinist plays six discrete sections of music and is given considerable latitude in his choice of tempi, the pauses between the sections, and hence in determining how and where the live violin sounds interact with their pre-recorded selves.

He also can choose from a number of performing positions, on and off stage, moving from one to another as each section is realised, though there are more positions than sections of music and therefore not all will be used in any one performance. So Nono adds a visual analogue to the work's network of connections and possibilities: as the soloist explores the musical boundaries of the «future nostalgic distances his movements offer their own image of that search for the inexpressible ideal.
the pre-recorded tape
After recording many hours of Gidon Kremer's violin playing and analysing his style and tone quality, Luigi Nono used the violin sounds to create an eight-channel tape of independent parts. In the studio the material was transformed electronically, using Harmonizer (frequency shifter), reverberation, filters, delays, Halaphon (orientating the sound images in space).
The eight channels of the final tape can be characterised in terms of four textural elements: channels 1 and 2: very dense harmonic material: channels 3 and 4: untreated violin sounds with different styles of playing, single notes and in fifths: channels 5 and 6: noises from the studio: voices, word, doors and chairs, etc, as well as violin sounds:
channels 7 and 8: high-lying melodies played in harmonics, fast tremolos, spiccato and jete passages.

The voices and the others noises dominate channels 5 and 6, but also occur from time to time on the other channels.
Nono conceived the performance of La lontananza nostalgica utopica futura as a musical interaction between the soloist and the projection of eight-channel tape. The score allows the violinist to choose the points at which he begins each section of the work, and to vary the length of the fermata on the pauses and on single notes. Thus each performance produces a different combination of sounds, and a new reading of the work, from the reaction between the violinist and the tape projectionist, whose role is itself that of an interpreter. Nono did not intend to produce a concerto for soloist and accompaniment, but to explore the creative interactions between the eight channels of the tape and the live violin sounds. For the performances of La lontananza with Gidon Kremer in Berlin and Milan, Nono himself took charge of the tape-projection: through his selection of the channels and their relative intensities he created on each occasion a different version of the work.
Andre Richard, February 1992

irvine arditti & andre richard
gained their deep insight into the musical language of Luigi Nono as a result of working with him on numerous occasions. Arditti, for instance, worked closely with Nono on Fragmente - Stille, An Diotima and also in the world premiere, in 1989, of "Hay que caminar" sonando in which Nono uses the same material as in La Lontananza nostalgica utopica futura. Andre Richard's first encounters with Nono took place in 1978: in the years following he became one of Nono's closest collaborators. He was head of the Solistenchor Freiburg for the premiere of Prometeo in 1984, and from 1986 onwards took part at Nono's side in the performance and preparation of Nono's works together with the members of the Experimental Electronic Studio in Freiburg. This fund of shared experience was an invaluable aid for Irvine Arditti and Andre Richard in making the choices and decisions involved in their interpretation of the present version of La Lontananza nostalgica utopica futura.

	Luigi  NONO
	LUIGI NONO – [CD 1-3]; 

CD 3
	1995
	62:00
	#1-4: "guiai ai gelidi mostri"

I. In Tyrannos!

II. Lemuria

III. Das Grose Nichts der Tiere

IV. Entwicklungsfremdheit

#5: "omaggio a gyorgy kurtag"

perf.: Ensemble Recherche: Martin Fahlenbock [flutes];  Uwe Mockel [clarinets];   Barbara Mauer [viola];  Lucas Fels [violoncello];  joined by: Klaus Burger [tubas & piccolo trumpet];  Stefano Scodanibbio [double-bass];  Susanne Otto [contralto (#1-5)];  Helena Rasker [contralto (#1-4)].

Guai ai gelidi mostri
for flute (also piccolo and bass flute), clarinet (also piccolo and contrabass clarinet), tuba (also piccolo trumpet), two contraltos, viola, cello, double-bass and live electronics [1983] After four assemblages by Emilio Vedova Text by Massimo Cacciari, from Gottfried Benn, Lucrez, Carlo Michelstaedter, Friedrich Nietzsche, Ovid, Ezra Pound, Rainer Maria Rilke and Franz Rosenzweig
Omaggio a Gyorgy Kurtag
for contralto, flute, clarinet, bass tuba and live electronics [1983, 1986]
With Fragmente-Stille, An Diotima for string quartet, completed in 1980, Nono's music had signalled a radical change of direction. After the bold poster-art works with their explicit political content which had characterised the previous decade, the string quartet opened up a musical world purged of rhetoric, teetering on the brink of silence, with fragments of text from the poet Holderlin inscribed like mottos in the score. But the full subtlety and complexity of that new, late style were only revealed in the succeeding works of the early 1980s, culminating in the "tragedy of listening" Prometeo, first presented in Venice in 1984.

After completing the string quartet in 1980 Nono had begun to work at the Heinrich Strobel Research Institute in Freiburg. It was an association that lasted until the composer's death ten years later. In the studios there Nono experimented with the use of electronic transformations in real time, refining their potential so that he could manipulate a polyphony of treated and 'raw' sonorities and projecting the resulting sound complexes in space, moving them around the auditorium. Thus in the pieces that followed Fragmente-Stille, the superfine gradations of dynamics and microtonal inflections were combined with further layers of elaboration from the electronics, to generate another expressive envelope. Das atmende Klarsein of 1981, for bass flute, chorus and electronics, was the first fruit of these investigations and it was also the first work for which Nono asked the philosopher Massimo Cacciari to prepare the text.
Cacciari was also responsible for the text for Guai ai gelidi mostri. The result was a complex collage, drawn from a variety of literary sources, whose overall shape and intention were determined by a cycle of four paintings on the subject of the Venice Carneval by Nono's friend and fellow Venetian Emilio Vedova.
The titles of the four sections of Guai ai gelidi mostri are those of Vedova's paintings: the opening and longest, In Tyrannos, is dominated by a poem of Nietzsche, while the second, Lemuria, is based upon Gottfried Benn and Ovid: the tiny third, Das groKe Nichts der Tiere, derives its title from another poem by Benn, but is focussed upon one of Rilke's Duineser Elegien. The fourth, Entwicklungsfremdheit, combines Nietzsche, Ezra Pound and the philosopher Carlo Michaelstaedter, though all four sections interpolate fragments from other sources, including Lucretius and Franz Rosenzweig.
In a performance, though, little of this text will be audible to the listener, apart perhaps from some short passages for the voices alone in the opening section. As in all of Nono's works around Prometeo, it is much more fruitful to regard the concept of any musical 'setting' over the text as irrevelant: the words are essentially the philosophical foundation upon which Nono can base his musical argument, and part of the sonic raw material for the electronic transformations, which blend or tease out the three categories of timbre that colour the sound world of Guai ai gelidi mostri - the trio of strings, which form the matrix of the sound mass, the three wind instruments and the two female singers, whose voices are only rarely treated soloistically. For Nono it was, in his own words, "another adventure on the sea towards Prometeo", bringing together a richly heterogeneous collection of impressions - of Gregorian chant and the sung Jewish liturgy, of the expressive differences between instruments and voices, of "Holderlin in his tower" and "Gramsci in his cell", of "knowing how to listen to the red and white stones of Venice at day break" or "to the magical vibrations of the Black Forest."
If the basis for Guai ai gelidi mostri was a complex web of literary and visual allusions, then the verbal starting point for Nono's homage to his long-standing friend, the Hungarian composer Gyorgy Kurtag, composed in the same year, was much more direct. In 1979 Kurtag had written his Omaggio a Luigi Nono, tiny settings for unaccompanied chorus of poems by Anna Ahmatova and Rimma Dalos: Nono's Omaggio a Gyorgy Kurtag uses as its raw vocal material just the phonemes derived from Kurtag's name. But the starting point for the instrumental sounds in Omaggio was research that Nono undertook in the Freiburg studio with the piccolo-player Roberto Fabbriciani, clarinettist Giro Scarponi and tubist Giancarlo Schiaffini, exploring the possibilities of the electronic transformation of their instruments, and laying the use of microtonal intervals. The result is one of the purest examples of Nono's late, rarefied style, music that often operates on the margins of perception. It falls into fourteen sections of wicjely differing lengths often separated by silences, the longest lasting one minute.

[…]

	NOSFERATU
	Rise
	1993
	62:08
	label: Cleopatra Records (USA): rec. in London.

На этом диске вспоминаются арт-роковые ландшафты и панорамы. С холодно-меланхоличным вокалом NewRomantics. Но здесь же и убийственное сочетание Gothic и NewRomantics: гитарный энергичный и мрачно-романтический, очень красивый проект.

	The NOTWIST
	12
	1995
	39:09
	post-punk/alternative – не-шумный, более меланхоличный и насыщенный по музыке проект, чем, скажем, Cure или Talking Heads.

label: Community

	The NOTWIST
	Neon Golden
	2002
	41:32
	label: Big Store / City Slang

rec. in Germany, mastered at Abbey Road Studios, London

The Notwist: Markus Acher, Micha Acher, Martin Messerschmid, Martin Gretschmann.

guests: Ulrich Wangenheim [bass cl, t/a sax];   Johannes Enders [t s];  Roberto Di Giola [p, k];  Saam [zarb, cachon, canjira];  Bibul F. Darouiche [conga];  Robert Klinger [contra bass];  Sebastian Hess [cello].

	NOVÝ SVĔT
	Faccia A Faccia
	1999
	59:40
	experimental  - мрачновато-весёлый австрийский проект: стилистически: super-fusion/avant-rock.

label: Wold Serpent Distribution (London) www.worldserpent.com 

la razon

hasta morir!

dios falsos

puro rumore / puro amore

brigada budoucnost

ninos de la bola (pour Audrey)

operazione runa

historia e un cazotto

priem: ostranenie

siento lo

sala, 19.00 MEZ

Потустороннее обаяние

Настоящим открытием года стала австрийская группа со славянским названием NOVY SVET, дебютировавшая со своим альбомом Faccia A Faccia на лэйбле HAU RUCK!, основанным небезызвестным Альбином Юлиусом, лидером группы Der Blutharsch. Это, безусловно, лучший и самый оригинальный проект из всей новой волны венских групп, в которую также входят Allgrena, Rozengracht и более известные у нас в стране Allerseelen и Der Blutharsch. Юрген Вебер и Улла Тост исполняют песни, наполненные немыслимым очарованием, в котором провокационность и примитивизм соревнуются с инфернальной поэтичностью и диким, потусторонним обаянием. Чрезвычайно важной находкой музыки NOVY SVET является активное использование уникальных и ставших сегодня экзотикой инструментов: аккордеона, губной гармоники, виолончели, струнно-щипковых, деревянной перкуссии, электрооргана. Смешиваясь с разноязычными радиосэмплами и монологами, этот ансамбль создаёт богатый и цельный образ, врезающийся в память и уносящий слушателя в совершенно иной мир. Пожалуй, в этой единой цельности образа и состоит парадоксальность творчества группы: "несовременная", фольклорная часть плотно смыкается или без излишнего напряжения автономно соседствует с нетрадиционными, авангардными решениями "вне традиций в целом".

Словно сталкивая лицом к лицу прошлое Европы (для кого-то это середина ушедшего века, а для кого-то средние века) с её туманным будущим, проглядывающим из абстрактно-апокалиптической безысходности, музыканты предлагают задуматься о нашей миссии в этот исторический момент, который каждым воспринимается по-своему.

--- Дмитрий Васильев

	NOVÝ SVĔT
	Cuori Di Petrolio
	
	59:32
	label: Wold Serpent Distribution (London) 

	NOVÝ SVĔT
	Полёты во сне и наяву (Русский альбом)
	
	53:09
	label: Achtung Baby! (distributed by Cold Lands www.coldlands.ru )

	NUCLEARABIA
	Dance As Performed By Shiva
	2002
	40:45
	Многоплановый и навороченый ambient/noise/acid/alternative проект.

label: Planktone Productions / Species of Fishes (см. тж. SPECIES OF FISHES в 'Acid')   www.libfl.ru/specifish/planktone  altcellfeel@glasnet.ru 

CD издан как digipack с наклейкой, вся информация с которой – здесь приведена.

1. Refugee to Orient

2. Nu Clear Bias

3. Influence by Vernal Trip

4. Fuzzy Hamp

5. Bioy Casares Died In Spain 1999

6. Raca

7. Oswald Spengler & Angel Dust

	NUOVA CONSONANZA
	Musica Su Schemi
	
	39:41
	improvisational avant-garde (близко к минимализму)

label: Ampersound (Chicago)  www.ampersound.com
recorded at Ortophonic Recording Studio, Rome

originally released in 1976 on Cramps Records

Gruppo di Improvvisazione Nuova Consonanza:

Franco Evangelisti – p, perc

Egisto Macchi – perc, strings

Ennio Morricone – tp, fl, vln

Antonello Neri – p, various instruments

Giovanni Piazza – horn, fl, vln

Giancarlo Schiaffini – trb, wind instruments

MUSICA SU SCHEMI

…It must absolutely be added that the essence of improvisation flows from the distribution of individual energy placed at the service of a colective idea. It is clear that the composition with its writing-linked procedures, maturity of reflections and over all coordination should offer a greater guarantee when faced with the improvisation with its immediate solutions of its momentary and mnemonic processes. However, it is also true that the "sonorus occurrence", its end result, is the only reality. It is also true that works composed, i.e. written, can be very ugly or academic due to fact which have absolutely nothing to do with the way they are proceeded with. The myth that is going round about improvisation should be exploded, i.e. its only way of existing is purely its happening. In other words "improvising as improvisers" and therefore abandoning any form of exercise, perhaps applying to the gestures of primitive peoples without knowing that those so-called primitive civilizations also exercise in depth. On the subject of group improvisation, I have sought to establish the historical and technical reasons and the logical consequences of a certain way of operating but I cannot fail to note how the practice of composition with all its history has brought us back to that original fact which lies behind any music: improvisation and how it all came about in a moment where everything tended towards technicism. I personally interpret this tendency as an instinctive act to save oneself when faced with this disturbing epoch of technical inventions and social revolutions which forces one to desire to take refuge in an original fact by means of expression, and to assure oneself absurdly that the magic continues.

-- Franco Evangelisti

	NURSE WITH WOUND
	Sugar Fish Drink (A layman’s guide to Cod Surrealism)
	1992
	79:37
	NURSE WITH WOUND – см. тж. CURRENT 93

ambient noise

Cod Surrealism

A distinctly wet aberration on paranoid aesthetics occasionally co-ordinated by John Balance and Steven Stapleton.

This album is dedicated to all cacti and surrealist vegetables of the wilderness, especially Opuntia Tunicata (the jumping cholla).

1. Cooloorta Moon

2. Creakiness

3. I am the Poison

4. Swamp Rat

5. A Piece of the Sky is Missing

6. Nil by Mouth

7. Brained

	NURSE WITH WOUND
	Who Can I Turn To Stereo
	1996
	50:05
	label: World Serpent

Steven Stapleton a.o. 

a) Tune time machine 2.04

b) Landed at granma's 1.10 

c) Woollen numbness of anaesthesia 6.52 

d) Yagga blues 5 51

e) Livin' fear of James Last 6.56

f) Space funk with springs 6.21

g) Easy Snapping 2.13 

h) Home is where the heart is 5.14 

i) Monument to Perez Prado 0.52 

j) Approaching Darkness fish 3.38 

k) Darkness fish 1.27 

l) The standard of table daddy 7.17

	Michael  NYMAN
	The Draughtsman’s Contract
	1982
	40:40
	Michael  NYMAN – см. тж. в: AI CONFINI – INTERZONE

label: Virgin / Charisma, edition 1989.

Performed by The Michael Nyman Band: Alexander Balanescu (см.) [vln];  Malcolm Bennett [bass guit];  Andrew Findon [bar s];  Barry Guy [double bass];  John Harle (см.) [s&a&t s];  Ian Mitchell [cl, b cl, a s];  Michael Nyman [harpsichord, p];  Elisabeth Perry [vln];  Steve Saunders [b trb, euphonium];  Keith Thompson [t s].

Ибо знаю, что время всегда есть время 

И что место всегда и одно лишь место 

И что сущим присуще одно их время 

И одно их место

Я довольствуюсь крохами теми 

Что даны мне, и в них обретаю весеёлость.

--- Т. С. Элиот

Один за другим выходят альбомы с кружевной музыкой Майкла Наймана: "Книги Просперо", "Шесть дней, шесть ночей", "Гатакка", "Страна чудес"... Дискография Наймана охва​тывает по преимуществу саундтреки. Это не попса, но и не классика, не ака​демизм, но и не авангард. Это особый стиль, когда жанр, в общем-то, не ва​жен, ибо музыкальный матери​ал разворачивается как лента Мёбиуса. И, по признанию композитора, кино – лучшая возможностъ реализовать его тягу к поступательному движению, вариациям и коллажам. Тот же способ сочинительства отличает и культово​го британского режиссёра Питера Гри​нуэя, к фильмам которого написана лучшая музыка Наймана. Это сотруд​ничество породило особый художест​венный язык. Стилизации Гринуэя — Наймана настолько самоценны, что сами стимулируют подражания.

Избыточная кинематографическая лава Питера Гринуэя стекает к подно​жию хорошего вкуса и эстетической выносливости. Буйство декоративной стихии нуждается в кристаллах фор​мы. Их создает ритмическая решётка которая как бы сокращает набухшие дроби режиссера, приводя их к эле​ментарным, но многозначным зна​менателям.

Музыка Майкла Наймана стано​вится таким метрономом, маятни​ком, регулятором в причудливом мире Гринуэя. Как контрапункт, она сопровождает качественное изобилие режиссёра количественным изобили​ем музыкального минимализма. Ус​ложнённая тембровая ткань, подобно калейдоскопу, рождает множествен​ность гармонических узоров из почти одних и тех же формул. Эта барочность минималистского стиля Найма​на, словно исходящего из секвенций Перселла, Альбинони и Генделя, на​мертво склеила его музыку с фильма​ми выдающегося английского режис​сёра. Сближает соавторов и открытая физиологичность их искусства. Чисто английская стерильность с наслажде​нием погружается в чисто голланд​ский гедонизм и в откровенно восточное любование самым натуральным — внутренностями.

Майкл Найман — типичный "овен" (он родился 23 марта 1944 года): он неуживчив, восприимчив, мудр и всеяден. Выпускник Лондонской Коро​левской академии музыки, он в трид​цатилетнем возрасте выступил с отчёт​ливой проповедью нового искусства в монографии об экспериментальной музыке. Профессиональную аполо​гию минимализма он иллюстрировал собственными композициями, благо​даря созданному "под себя" коллекти​ву музыкантов — Michael Nyman Band (так некогда Пёрселл организовал свои "Двадцать четыре скрипки коро​ля"). С 1972 года начался выпуск аль​бомов, первый из которых — "Decay Music"— стал отходной последней ро​мантической эпохе: битники и авангардисты состарились, классики пере​селились в Царствие Небесное. Пере​зрелая плоть закатившейся Европы спасала мёртворожденное поколение от сытой обыденности, пред​лагая роскошь собственной аго​нии. К концу века западная цивилизация мало-помалу стала  уподоб​ляться Римской империи. В моду и кино вошли "Са​тирикон", "Калигу​ла", "Гладиатор", об​жорство, педерастия и триллеры.

Мой знакомый увле​чённо коллекциониру​ет Реквиемы всех ма​стей, от Керубини до Шнитке. По профессии этот мело​ман — врач-морфолог, он исследует патологию клеток и вырождение чело​веческого организма. Ему и грустно, и смешно, печаль его светла. Как печаль Майкла Наймана, погружённая на конвейеры саундтреков, воплощаю​щих бесконечное, полное ужаса дви​жение по означенному пути. Ведь все фильмы Гринуэя об умирании, либо об убиении. Остинатный ритм придаёт этой однолинейной динамике непре​ложность. Бесстрастные вздохи тяжё​лой меди, возгласы труб поверх тре​вожного колыхания струнных пугают и притягивают, это настоящий музы​кальный детектив, разыгрываемый почти что на Лысой горе.

Ленивые аллюзии соединяют ориги​нальные решения Наймана не только с музыкой эпохи Реставрации, но и с на​следием великих венцев. Скорбный диалог скрипки и альта из 2-й части Концертной симфонии страшащегося смерти масона Моцарта в "Отсчёте утопленников" воспринимается как заново написанный Найманом в соав​торстве с Гринуэем. В "Coupling" из "Повара, вора, его жены и её любовни​ка" ощутим настой первой фразы равелевской "Паваны на смерть инфанты". Все реминисценции и заимствования не только постмодернистски безза​стенчивы и лукавы, но и предельно искренни. Раствор современной куль​туры перенасыщен и, кажется, сам по себе выдаёт кристаллы, в которые ин​теллектуалы играют, как дети. Композитор признавался, что первым толч​ком к сочинению "музыкальных бес​конечностей" стала для него работа в середине 60-х годов над диссертацией об английской музыке XVI-XVII веков.

От педантичного следования стилистике Генри Пёрселла, нежно любимого Майклом Найманом, и режиссёр, и сочинитель музыки к "Контракту ри​совальщика"— первой совместной ра​боте — отказались принципиально: они не собирались заниматься ре​конструкцией, несмотря на кон​кретное указание места и вре​мени действия фильма. "Мои трансформации могут проде​монстрировать, как я представ​ляю пёрселловскую музыку в идеале",— писал Найман, физически осу​ществляя посредством звуков связь времён.

Методично он, как архивариус, как знаменитый герой Зюскинда, разлага​ет целое на "оценённые детали"— характерные ритмические, мелодиче​ские компоненты. Причем вытягивает их из ограниченного материала — так пчеле удобнее и успешнее доставать нектар из маленького пахучего поле​вого цветка, нежели из оранжерейного букета эгоистичных красавцев-пере​ростков. Для наймановского мёда луч​ший источник — экспрессивные, ино​гда гротескно заострённые, иногда элегически нежные, но всегда лёгкие, с ароматом загадочной английской ду​ши — произведения Пёрселла. Подоб​но великому британскому композито​ру, Найман любит прикладные жанры. Он озвучивает рекламные ролики и компьютерные игры. Но главное, что их сближает,— это повторяющиеся, иногда с наслоениями и мерцающей вариативностью, как бы зацикленные гармонические структуры. Их можно наращивать до бесконечности, как го​тические травеи — ячейки каркасных сводов, напоминающие соты. (В по​смертных рукописях Пёрселла была найдена песня из четырёх тактов, по​вторы при этом не регламентирова​ны.) Такой подход соединил Гринуэя, Наймана и Пёрселла в их тяге к лири​ческой каталогизации.

Есть ещё одно культовое имя, их объединяющее,— Ян Вермер Делфтский, с его умением насытить глубо​ким смыслом самую незначительную, казалось бы, деталь. "Зет и два нуля" сплавил воедино, благодаря жёсткому музыкальному движению, органиче​ские процессы и предметный мир, как на голландских натюрмортах, где, как известно, господствует не мёртвая природа, а тихая жизнь. На экране — умершие организмы разлагаются, об​разуя яркие запоминающие кадры. Нидерландский оптимизм и дело​витость под​черкнуты музыкой, которая постоянно меня​ет структуру, как бы гримасничая. На​смешкой звучит "Делфтский вальс", угрозой веет от фрагмента "Жена Вермера". Гринуэй и Найман в конечном итоге редкостно единодушны, склады​вается впечатление, что они сочиняют фильмы, как близнецы — герои "Зет и два нуля"— фиксируют на киноплен​ку свой собственный финал.

Естественно, альянс композитора и режиссёра не может быть вечным. И сколько бы ни страдали амбиции Най​мана от диктата Гринуэя (на дисках количество музыкального текста зна​чительно превышает задействованное в фильмах), очевидно, что без их сов​местной работы мы не могли бы на​слаждаться ими как данностью. Кра​сивая и стильная музыка к фильмам "Огр" Фолькера Шлендорфа или к "Пианино" Джейн Кэмпион не может претендовать на самодостаточность и возвышенную красоту в той же степе​ни, что минималистские фрески к фильмам Гринуэя. Потому, быть мо​жет, что нет в ней той "весёлости" и творческой цельности, что объедини​ла две культовые индивидуальности английского постмодернизма.

--- АудиоМагазин

	Michael  NYMAN
	Drowning By Numbers
	1988
	44:47
	performed by Michael Nyman Band

Music from the film by Peter Greenaway. Composed and conducted by Michael Nyman.

	Michael  NYMAN
	The Cook, The Thief, His Wife & Her Lover
	1989
	40:24
	#2: performed byAlexander Balanescu [violin];  Michael Nyman [p].

#1, 3, 4: performed by the Michael Nyman Band

#5: performed by London Voices

	Michael  NYMAN
	A Zed And Two Noughts
	1990
	41:24
	Original music from the film by Peter Greenaway. Composed and conducted by Michael Nyman.

Performed by the Zoo Orchestra and Alexander Balanescu and Elisabeth Perry [violins];  Sarah Leonard [voice];  and Michael Nyman [harpsichord]. Produced by David Cunningham.

	Michael  NYMAN
	String Quartets    № 1, 2, 3.
	1991 
	63:17
	label: Argo

Performed by Balanescu Quartet (см.)

   NYMAN:  “These three string quartets were not conceived as a series. They owe their origins to three very different circumstances: the First was commissioned by the Arditti Quartet in 1985: the Second, for the Balanescu Quartet, was commissioned in 1988 by Shobana Jeyasingh, while the Third was written at the suggestion of Alexander Balanescu for a concert at the Queen Elizabeth Hall in London, in 1990. However, viewing these three quartets together for this Argo recording has revealed a consistency of compositional approach which quite unwittingly unifies them and sets them distinctly apart from my other works. Each quartet is built around the principle of conflict — not necessarily conflict between the instruments, as is the traditional view of the quartet medium — but more interestingly (since it was not a conscious approach) conflict between sets of musical material which appear to be at odds with each other, between the pre-formed and the freely-composed. In Quartet №1, for instance, between two discovered objects separated by three centuries: in Quartet №2, between strictly observed Indian rhythmic systems and a doggedly European sensibility: and in Quartet №3  between a choral work I wrote in the summer of 1989 and a number of Romanian folk music fragments. [...]

	Michael  NYMAN
	Prospero’s Books                  (music by Michael Nyman from the film by Peter Greenaway)
	1991
	54:56 
	label: Argo

vocals: Sarah Leonard + Marie Angel (Iris), Ute Lemper (Ceres), Deborah Conway (Juno).

Michael Nyman Band:

violin – Alexander Balanescu (см.), Jonathan Carney, Elisabeth Perry, Clare Connors.

viola – Kate Musker.

cello – Tony Hinnigan, Justin Pearson.

double bass – Paul Morgan, Tim Amhurst, Lynda Houghton.

bass guitar – Martin Elliott

cl, bass cl – David Rix

s&a sax – John Harle (см.), David Roach, Jamie Talbot.

t&bar sax, piccolo, fl – Andrew Findon.

tp – Graham Ashton.

horn – Richard Clews, Marjorie Dunn.

bass trb – Nigel Barr, Steve Saunders.

piano & musical direction – Michael Nyman.

 Michael Nyman:
As is appropriate for a cinematic re-conceptualisation of a play set on an 'isle full of noises', Prospero's Books is full of music. However, having studied The Tempest  for A-level many years ago, my memory played me false — I had remembered Caliban's line as referring to an island full of voices. By the time I had discovered this error (which had me initially down the path of creating the soundtrack entirely from sampled voices taken from a multitude of sources), the overall conception of the score had become essentially vocal, with settings of the majority of the song texts Shakespeare included in the play. I wrote the five Ariel songs (Where the bee sucks, Full fathom five, Come unto these yellow sands. While you here do snoring lie, and the perhaps unauthorised song text Before you can say, 'Come', and 'Go') specifically for Sarah Leonard's 'boy soprano' voice so that they could be mimed to by one of the three Ariels in the film, Paul Russell. The Masque (for the betrothal of Miranda and Ferdinand) presented the occasion to wrest an operatic scena out of Shakespeare's (?) rather feeble text, and to take the final sequence of The Cook, the Thief, his Wife & her Lover to its logical conclusion — music for film, performed by the singers involved, in vision, on film.

In The Tempest the Masque can be viewed as an interpolation, but it is central to the concept of Prospero's Books', and musically it is both differentiated from the rest of the score and also suitably celebratory. Vocal differentiation is richly of the essence: the individual timbres of the three singers, Marie Angel (Iris), Ute Lemper (Ceres) and Deborah Conway (Juno), each coming from a different vocal 'tradition', play a central role in the musical characterisation. (As did Dagmar Krause and Omar Ebrahim in my 1985 'operatic duet' The Kiss.)

For the score as a whole stylistically the initial decision not to 'do a Draughtsman' was easy to adhere to: no music would be written or re-written which was remotely contemporary with Shakespeare's play (apart from one single decorous whiff of a Dowland song for the citation-hunters).

And formally the writing and use of the music for Prospero's Books is — without straining the analogy — akin to Prospero's employment of the twenty-four books that Gonzalo had stowed in Prospero's boat when he was banished to the island from Milan. Just as these books became, in Greenaway's words, the 'core of his authority' so the musical works, both new and archive, that I stowed in Peter Greenaway's cutting room became the core of his authority — organisational, illustrational and emotional.

	Michael  NYMAN
	Songbook
	1991 
	53:45
	label: Argo

Sung by Ute Lemper: Michael Nyman Band (состав – как выше). Texts by Paul Celan, William Shakespeare, Wolfgang Amadeus Mozart, Artur Rimbaud. Piano: Michael Nyman.

#1 - 6: Six Celan Songs (Paul Celan)

#7 - 9: Ariel Songs (Shakespeare)

#10: I am an unusual thing (Mozart)

#11 - 12: L’Orgie Parisienne (Rimbaud)

	Michael  NYMAN
	Time Will Pronounce
	1993
	64:21
	label: Argo

1. Self-laudatory hymn of Inanna and her omnipotence  13’55’’ (James Bowman [countertenor];  Fretwork].

2. Time will pronounce 20’35’’ (Trio of London)

3. The convertibility of lute strings 15’06’’ (Virginia Black [harpsichord].

4. For John Cage 14’23’’ (London Brass)

	Michael  NYMAN
	The Piano Concerto
	1995 
	59:05
	label: Argo

#1. - 4. The Piano Concerto   32’ 28’’

      Kathryn Stott [solo piano];  Royal Liverpool Philarmonic Orchestra

#5. - 9. MGV    26’ 30’’

      Michael Nyman Band & Orchestra

Michael Nyman  -- conductor

 Michael Nyman:

The Piano Concerto

The definite article in the title is significant: this concerto, for piano and small orchestra, is based entirely on material selected from my soundtrack for Jane Campion's film The Piano. 

This 'reconsideration' of the film soundtrack enabled me to achieve (at least) three goals: to create a more coherent structure out of often short, self-contained film cues: to build more elaborate, dynamic textures than were called for in the film (with its more limited palette of string orchestra and saxophones), and to write a more taxing piano part than was suitable for The Piano (a part that combines with, rather than confronts, the orchestra, however).

The Concerto is a single movement work in four distinct phases, three of them featuring eighteenth- and nineteenth-century popular Scottish song tunes which formed the basis of Ada's music in the film. The first phase in A minor is derived largely from 'Bonny winter's noo awa": the second, harmonically more chromatic, has no Scottish-based material: the third (in G/D major) features two Scottish tunes — 'Flowers of the forest' (cut up and speeded up) and 'Bonnie Jean' (massively slowed down, the tune, on cellos and trumpet, as the bass to divisi violins), and a non-Scottish melodic sequence, based on harmonies heard in the opening section, acts as a transition to the final section which reprises 'Flowers of the forest' and 'Bonny winter's noo awa".

MGV
MGV (Musique a Grande Vitesse — High-Speed Music) was commissioned by the Festival de Lille for the inauguration of the TGV North-European line and was first performed by the Michael Nyman Band and the Orchestre national de Lille under Jean-Claude Casadesus on 26 September 1993.

MGV runs continuously but was conceived as an abstract, imaginary journey: or rather five interconnected journeys, each ending with a slow, mainly stepwise melody which is only heard in its 'genuine' form when the piece reaches its destination. This thematic 'transformation' is a key to MGV as a whole, where musical ideas — rhythmic, melodic, harmonic, motivic, textural — constantly change their identity as they pass through different musical 'environments'. For instance, the opening bars establish both a recurrent rhythmic principle — 9, 11, or 13- beat rhythmic cycles heard against the regular 8 — and a harmonic process — chord sequences (mainly over C and E) which have the note E in common. (Coincidentally, MGV  begins in C and ends in E.) A later scalic, syncopated figure (again first heard over C, E and A) begins the second section, featuring brass, in D flat. And so on: the topography of MGV should be experienced without reference to planning, description or timetables.

Tempo changes, unpredictable slowings down, bear no logical relation to the high speed of the Paris-Lille journey, while the temptation to treat MGV as a concerto grosso, with the Michael Nyman Band as the ripieno, was resisted: more suitably the Band (amplified in live performance) lays down the tracks on which MGV runs.

	Michael  NYMAN
	Noises, Sounds & Sweet Airs
	1995 
	72:35
	label: Argo

Catherine Bott [soprano];  Hilary Summers [alto];  Ian Bostridge [tenor];  Ensemble Instrumental de Basse-Normandie with David Roach & Andrew Findon [saxes].

Michael Nyman:  “Noises...” is a modified version of the score written for opera-ballet “La Princesse de Milan” during and after the composition of the soundtrack for Peter Greenaway’s film Prospero’s Books, with which it shares its source, “The Tempest”. Shakespeare’s text, very heavily and idiosyncratically edited, was divided into seventeen sections which are performed without a break. For this recording, “La Princesse da Milan” has been re-edited and key parts of the text have been reinstated to make the opera more representative of Shakespeare’s original.  What is the role of the composer who chooses (for whatever reason) to ‘music’ the spoken text of “The Tempest” and to ‘re-music’ the island full of ‘noises / sounds and sweet airs’? Music is constantly heard or conjured up in “The Tempest”. For instance, when Prospero renounces his role as magician / sorcerer, he calls for music (‘But this rough magic / I here abjure: and when I have required / Some heavenly music [...] / To work mine end upon their senses’). But if anything, it is Prospero’s role as coloniser that interests me most. Stephen Greenblatt’s fascinating text “Learning to Curse” (taking its cue from Caliban’s accusatory ‘You taught me language: and my profit on’t / Is, I know how to curse. The red plague rid you / For learning me your language!’) draws attention to the resemblance between Shakespeare / Prospero and the dramatist / colonist as outlined by Terence Hawkes in his book “Shakespeare’s Talking Animals”. According to Hawkes, a colonist ‘acts essentially as a dramatist. He imposes the “shape” of his own culture, embodied in speech, on the new world, and makes the world recognisable, habitable, “natural”, able to speak his language.’ Whereas ‘the dramatist is metaphorically a colonist. His art penetrates new areas of experience, his language expands the boundaries of our culture and makes the new territory over in its own image. His “raids on the inarticulate” open up new worlds for the imagination.’ And (again) what is the role of the composer?

	Michael  NYMAN
	Concertos
	1997
	70:40
	label: EMI Classics

1. - 5. Double Concerto for Saxophone, Cello and Orchestra (written 1997) ...... 27:04.  Perf. by John Harle [s&a s];  Julian Lloyd Webber [cello];  Philarmonia Orchestra.

6. - 11. Concerto for Harpsichord and Strings (written 1995) .. 21:31. Perf. by Elisabeth Chojnacka [harpsichord];  Michael Nyman String Orchestra.

12. - 20. Concerto for Trombone and Orchestra (written 1995)  21:53. Perf. by Christian Lindberg [trb];  BBC Symphony Orchestra.

All Concertos conducted by Michael Nyman.

	Michael  NYMAN
	"And Do They Do" / "Zoo Caprices"
	1999
	48:25
	label: Jay Productions

Produced for records by David Cunningham

AND DO THEY DO

Commissioned by Siobhan Davies and The London Contemporary Dance Theatre, composed during the summer of 1986, first performed at Sadler's Wells Theatre on 25 November, 1986, AND DO THEY DO consists of four linked 'songs' of which the third is based on Schumann's Nachtlied Opus 19, No.1 — a spin-off from my opera THE MAN WHO MISTOOK HIS WIFE FOR A HAT, written at the same time and in which Schumann's music plays a major structural role. 

AND DO THEY DO: Song I • Song II • Song III • Song IV

Performed by the Michael Nyman Band: Alexander Balanescu (см.) violin • Rupert Bawden viola • Andrew Findon piccolo, bass flute • David Fuest clarinet, bass clarinet • Michael Nyman piano • Elisabeth Perry violin • Ruth Phillips cello • David Roach alto, tenor saxophone 

Recorded at Abbey Road Studios, London Engineer: John Kurlander

ZOO CAPRICES

A transcription of a work for small orchestra (the score for Peter Greenaway's film A ZED & TWO NOUGHTS) for a solo violin may seem a foolhardy proposition were it not for the stunning virtuosity of Alexander Balanescu who has inspired a number of my compositions in the past six years and who was creatively involved in suggesting, demonstrating and modifying many of the violinistic 'solutions' to the transfer of a multi-layered, multi-textured work to a (so-called) single line instrument. This was composed in 1986 and first performed in Paris on April 8th, 1986.

ZOO CAPRICES: The Lady in The Red Hat • Swan Rot • Up for Crabs • Car Crash • Bisocosis Populi • Venus De Milo • Angelfish Decay • Vermeer's Wife Watches Prawns • Timelapse 

Performed by Alexander Balanescu, violin Recorded at The Michael Nyman Studio

	NYMPH FAITHEST
	Longing For The Otherworld
	
	40:43
	dark ambient / noise 

label: Art Konkret (Germany)

http://home.t-online.de/home/Art.Konkret 

E-mail: Art.Konkret@t-online.de 

All music by Nymph Faithest except tr. 2 and 5 by Nymph and Peter Andersson (см. тж. с: STRATUM TERROR и RAISON D’ÊTRE). Additional vocals on tr. 6 by Karin Anund.

1. Creed

2. And upon them great vengeance will be executed...

3. Longing for the Otherworld

4. Derelict core

5. ...with wrathful chastisement

6. Tranquilized at last

7. Crimson filth

	OCTAVO
	des Pieds et des Mains
	1992
	49:21
	avant-rock
Guigou CHENEVIER - см. тж.: CHENEVIER: VOLAPUK: ENCORE + GRANDE: ETRON FOU LELOUBLAN:
label: Gazul (a division of Musea)

Guy Sapin [el/ac g, 6-str b, claviers];  Guigou Chenevier [d, t s, clavier];  Chris Chanet [bar s (#8, 12].

	OCTOPUS  3
	
	
	74:23
	dark ambient
label: FAX

All tracks written by Charles Uzzell-Edwards. Produced by Pete Namlook (см.).

	OFFSPRING
	Ignition
	1992
	37:30
	punk-metal (crossover)

	OFFSPRING
	Smash
	1994
	46:46
	

	OFFSPRING
	Americana
	1998
	43:39
	Dexter Holland [v, g];  Greg K [b];  Noodles [g, v];  Ron Welty [d].

	OFFSPRING
	Conspiracy Of One
	2000
	37:36
	www.offspring.com 

Разудалые «парни без тормо​зов», наступая на пятки друзь​ям-соперникам из Green Day, втюхали на музыкальный ры​нок свой новый продукт. Думае​те, их музыка с момента выхода предыдущего диска «Ameri​cana» как-то изменилась? Зря надеетесь. Вот уже десять лет Декстер Холланд и его команда бодрым шагом идет по дорож​кам, задворкам и частным вла​дениям своей родной Америки, остервенело лупя в барабан, ли​хо наяривая на гитаре и деря что есть силы глотку. Навстречу им попадаются отупевшие от собственного   благополучия обыватели в облитых кетчупом майках, озабоченные прыща​вые юнцы в бейсболках и дикое количество силиконовых стерв в ультра-мини-шортах. Всех их Декстер поливает отборной яз​вительной бранью (но, что раду​ет, без мата), призывая отбро​сить гнилую личину и присоеди​ниться к весёлому бунту. В новом альбоме The Offspring всё-таки чувствуется трэш, что выгодно отличает его от совсем уж припомаженного опуса Green Day. Хай живе поп-панк, шило ему в бок.

--- АВ Салон
„Альтернативные панки" из The Offspring игра​ют вместе уже шестнадцать лет. За это время их музыка мало изменилась: как и прежде, она грязновата и непричёсанна. А сами участники команды не приобрели хороших исполнитель​ских навыков, и, похоже, так и останутся „вечно пьяно-молодыми". А что им ещё делать? Стиль, знаете ли, обязывает, ко всяким пофигистским разудалостям. The Offspring оста​лись верны себе. Их новый диск получился жестоким и забавным, полным глуповатых шуток и смеш​ной агрессии. А смазанный грязный звук не так уж вреден для панк-музыки.

  -- Play

	Pauline  OLIVEROS
	The Roots Of The Moment
	1990 
	58:17
	Pauline  OLIVEROS – см. тж. с: Susie IBARRA

Нечто подобное такой avant/free/ambient музыке для аккордеона – см. Kimmo POHJONEN: MISS MURGATROID:

label: hat ART

Pauline  Oliveros  [accordion in just intonation in an interactive electronic environment created by Peter Ward].

1 track recording

“Pauline Oliveros has a somewhat undeserved reputation as a kind of Grandmother of New Age. Perhaps her early albums with The Deep Listening Band are to blame, taking free Improv into hitherto unimaginable realms of subtle reverberation, courtesy of some remarkable underground acoustic spaces. But Oliveros has always been a far more diverse, and indeed pivotal artist, and she's never shied away from dissonance. Her pioneering experiments with electronics and tape loops, and an interest in experimental drama, led on to the development of Deep Listening — that is, guided group improvisation which emphasises the social and participatory aspects of hearing. More recently, she's restored that wheezy, groaning monster, the accordion, to a place of rightful respect, and developed the Expanded Instrument System with various colleagues.

This music is deep uneasy listening.”

--- Brian Duguid, Wire
Known as a pioneer in the field of music, Pauline Oliveros is the originator of SONIC MEDITATIONS, a form which has come into its own in the last two decades. In 1968, while she was living in San Diego, Oliveros published an article on the techniques. Since then, the world has caught up with the concepts put forth by this original thinker, and now many musicians use these techniques in their work. Within the past few years however, Pauline Oliveros has brought her original concept to a new level in solo performances throughout the world. She is the Artistic Director of the Pauline Oliveros Foundation, which seeks to provide administrative and technological support for innovative artists. She is the author of a new book entitled “The Roots of the Moment: Interactive Music and Collaboration”. From this book:  “My music is interactive music. It is interactive in the sense that participants take a share in creating the work. I have composed the outside forms, the guidelines for ways of listening and ways of responding. These forms and guidelines, if worked with appropriately, give the participants a creative opportunity to compose and perform simultaneously and to increase their musicianship. In the body of work called interactive music I have redefined the responsibilities of the composer, the performer and listeners by asking that everyone share in the creative listening process. None of us who compose and improvise music can claim credit for inventing music. Music is a gift from the universe. Those of us who can tune to this gift are fortunate indeed. We are interacting with this gift and sharing with millions of musicians who have preceded us, who are simultaneous with us and who will succeed us. We can help other to learn to listen and participate by listening as a lifetime practice. We listen to make finer and finer distinctions in tone, sound and rhythm.”

“One thousand wings. One emerging form. Rising toward the stars, setting the night valley ablaze, the great wings open and catch the air. Sparks fall from trailing plummage —  rivers rush to golden volcanic flow. Sound swells the perfumed land, and animals, stirred from too long sleep begin to prowl. Lions, tigers, elephants, snakes —  and magnificent creatures no one has seen these past five hundred years —  join each other as in ancient times, moving now in slow celebration. The phoenix is reborn.”  —  Pauline Oliveros likes to tell the story of the origin of her favorite instrument. It seems that long ago in China, the Emperor, wishing to hear the sound of the fabled phoenix, sent his most prized instrument maker out to listen for it. The man returned after many years, when all had given up hope of his return —  gained entry to the Emperial chambers and presented the Emperor with a wind instrument he’d never seen before —  a gourd with winglike bamboo pipes containing free reeds inside. The Emperor was enthralled by the breathy sweetness of it, and the instrument maker was richly rewarded for his invention of the Shung. Today, the eerie cry of the Sho, as it became known in Japan, is central in Gagaku  music of the Imperial Japanese court. This reed instrument was the ancestor of the accordion, which uses the same free reed principal for its unusual sounds.  With this recording of “The Roots of the Moment” Pauline Oliveros has returned the accordion to its mythological roots. The instrument takes flight and comes into its own again under the influence of the composer’s virtuoso fingers. None of the music is pre-recorded:  no multy-tracking or overdubbing techniques have been used. This composition is an interactive duet between Oliveros (with her expanded accordion, utilizing two Lexicon PCM 42 processors) and Peter Ward, who uses two Lexicon PCM 70 processors to simulate a variety of spaces which Oliveros can “visit” with her music. (На вкладке прилагается сложная схема коммутации). It is interactive because, as Ward transforms the electroacoustical space, Oliveros modifies her music to fit the new space. As Oliveros modifies or changes the nature of her music, Ward fine-tunes the space or creates a new one to maximize the effectiveness of Oliveros’ music. The listener is carried along on a series of journeys, for this is indeed, “travelling music”. It takes us to places that are both of this world and beyond. The special tuning of Oliveros’ accordion in a just system of perfectly tuned fifths, often gives the music an Eastern flavor. But there are surprises. Most of all, this is organic music. The sound continually reflects itself as fluidly as moving rivers reflect endless sky. There are lush valleys and high mountains with bracing air —  starlit tundras and calm beaches,  undulating waves far out to sea. There are verdant forests and clear rushing streams. At first one floats with the music, savoring the richness of its textures, the surprising single tones that slip from long slow swelling movements —  the endless diversity of the sound. One wonders if this can indeed, be only one instrument. Finally it become apparent that a total  immersion is taking place. The listener becomes an integral part of the sound —   or perhaps it is the other way around. There is a cellular communication that heals the spirit. Amazingly, this is music that is intelligent and alive. It is sensuous and cerebral at once. As its title infers, it both stirs memory and makes us conscious of the true value of the present moment.

	Pauline  OLIVEROS
	Pauline  OLIVEROS,          Stuart  DEMPSTER, PANAIOTIS:

“Deep Listening”
	1989 
	63:18
	label: New Albion

For accordion, voice, conch shell, metal pieces, trombone, didjeridu, garden hose, whistling, metal pipes.

"Recorded in the bottom of a cistern that once held two million gallons of water, the creators took full advantage of their environ​ment's 45-second reverb time." -- Best Recordings of the Year, --pulse!
"Simply one of the most pure and unfettered albums of 1989." -- CD Review

The DEEP LISTENING  style comes about through the interacting individual styles of the composer/ performers, influenced by special tunings and acoustic space.

“Composition is frozen improvisation”, said Igor Stravinsky. Improvisation could be called speeded up composition. The risk in improvisation is that you can’t change your mind once you have performed a note, nor can you improve the piece afterward. This riskiness gives an edge to performing that can create an unusual excitement and attentiveness different from prepared performance. In this recording, the acoustic space with its long reverberation time is an influential unifying presence. Listening, not only to one another but to the transformative spatial modulations, is an essential process in the music. The cistern space, in effect, is an instrument played simultaneously by all three composers. The instruments —  which are being played  without  any electronic processing —  are accordion, didjeridu, trombone, voice and found metal pieces. The tonal qualities produced by each performer are constantly changed by interaction with the cistern acoustics, making it seem as if many more instruments are present. The accordion is tuned in two systems of just intonation: a five limit system in the left hand and seven limit system in the right hand. The voice, trombone, and ajustable didjeridu made of jointed PVC pipe easily adapt to these tuning systems. Because of the tuning the acoustic resonance of the ensemble is enhanced. We used for this recording the 186 foot diameter space, with its 45 second reverberation. It was the water tank, that once held 2 million gallons of water, built in 1907 on an army base, was probably designed to withstand heavy bombing. Our van was the equivalent of a mosquito on a housetop. The remarkable thing about the acoustic space is the long reverb, which could approach 45 seconds, and the lack of slap echoes and distinct early reflections that are often characteristic of large cathedrals: only pure, smooth reverb, the type that can be simulated electronically but is thought to be unrealistic and fantastical. With the recent advent of high quality signal processors than can simulate concert spaces and other acoustic spaces, performances are often recorded in a dry studio and then processed to sound like the performer was recorded in the ideal concert hall. People often listen to these recordings and accept them as being natural. Now one can listen to the recording of us performing in this cistern. The space is real, and unique. A large cathedral will return slap echos and uneven resonance characteristics. This cistern showed a very smooth frequency response echos, only a smooth reverberation, the amplitude of which appears to begin at the same decibel level as the source. Consequently, it is impossible to tell where the performer stops and the reverberation takes over. One additional aspect of the reverberation field that does not seem to record easily and which makes simulation very difficult, is that it slowly moved from the sound source along the walls until it enveloped the listener: a most remarkable and beautiful phenomena.    —  P. O.

“Just what is the appropriate aestetic for a two million gallon hole in the ground?” I kept asking myself as I set up. Though it was a challenge, especially since all the gear had to be battery operated, I was fully prepared to provide as technically  perfect a recording as state-of-the-art equipment would allow. (In fact, this modern technology would be pushed to at least its limits. I didn’t actually measure the reverberation time mysself, but the reputed 45`` isn’t far off. In any case, the decay leaves a discernable amount of acoustic energy beyond the equipment’s ability to resolve it.) But what  kind of sound  should I aim for?  Certainly, such audiophile concepts as “imaging” and “phase integrity” lose all meaning in a nearly uniform acoustic:  Everything bounces everywhere with almost no loss (significantly, because of phase amplification, for almost all locations reverberant sound  exceeds  direct sound), so a sort of “phase wash” is created. It’s funny what this does to your head. As an engineer I tried to analize all this objectively, but I found I couldn’t do it. In a kind of acoustic uncertainty principle, there was no way to simultaneously pin down both the objective audio parameters  and  the audible reality of the situation. That is, the actual act of listening influenced the cognitive result. In this situation, therefore, I, an ostensible  observer  became a virtual  performer.  This is real “observer-created reality” we’re talking here. Interestingly, this feature carries through to later playback. The listener, too, is thus invited to become a part of the performance. In fact, it’s difficult to avoid doing so. If you doubt this, try varying playback levels, listening positions, ambient noise levels and other distractions, mood, time of day, etc. I believe you’ll find the musics “reality” always remarkable, but a very slippery proposition indeed!  —  Al Swanson, Recording Engeneer.

	Pauline  OLIVEROS
	DEEP LISTENING BAND: 

“The Ready Made Boomerang”
	1991 
	56:06
	label: New Albion

The Deep Listening Band now includes David Gamper, and future recordings will reflect that change. Further information on the cistern (a. k. a. “The Cistern Chapel”) and the performers can be obtained by consulting the CD “Deep Listening” (- см. выше)

"Timbres and harmonies warp as they well up toward the open air, change shape, resonate in unfamiliar, sometimes disturbing combinations. The pace is peaceful, pulseless, the boundaries of the composi​tions gaseous and difficult to define." 

-- Seattle Weekly

	OLD
	Formula
	1995
	49:45
	label: Earache (New York)

Music by James Plotkin (см.)

Production by James Plotkin & Bruce Hathaway

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

1. Last Look

2. Break (You)

3. Devolve

4. Under Grass

5. Thug

6. Rid

7. Amoeba

	ONE SHOT
	One Shot
	1999
	59:35
	prog-rock (инструментальный джаз-рок в духе King Crimson / Magma)

label: Soleil (Paris) http://perso.club-internet.fr/pmoru/soleil1.html 

soleilzeuhl@hotmail.com 

Emmanuel Borghi [k];  James Mac Gaw [g];  Philippe Bussonnet [b];  Daniel Jeand'heur [d].

	ONE SHOT
	Vendredi 13
	2001
	63:31
	label: Soleil (Paris)

	ONKEL  TOM  ANGELRIPPER
	Das blaueste Album der Welt!
	1999
	53:38
	label: GUN
Стёбный тяжеляк на темы немецких шлягеров и популярных мелодий.

	ONKEL  TOM  ANGELRIPPER
	Ein Strauss bunter Melodien
	1999
	56:37
	label: GUN

	ONKEL  TOM  ANGELRIPPER
	Ich flaub’ nicht un den Weihnachtsmann
	2000
	43:19
	label: Drakkar Records  www.drakkar.de
www.tom-angelripper.de 

	ONLY A MOTHER
	Feral Chickens
	
	61:23
	label: T.E.C. Tones

Eugene Chadbourne (см.) – Banjo: Amy Denio - Accordion, Vocals: Mary Richards - Mandolin, Percussion, Violin, Cello, Harmonium, Vocals, Melodica: Bobbi Benson - Bass, Chimes, Vocals, Claves, Organ (Pump), Prepared Piano: Doug Gourlay - Banjo, Percussion, Drums, Vocals: David Greenberger – Vocals: Marko Novachcoff - Clarinet, Trumpet, Bassoon, Cello, Bass Clarinet, Saxophone, Triangle, Vocals, Shaker, E Flat Clarinet, Stroviola, Pan Pipes: Frank Pahl -Organ, Banjo, Guitar, Trombone, Bongos, Euphonium, Harmonium, Ocarina, Ukulele, Vocals, Whistle (Human), Zither, Organ (Pump), Tenor Banjo, Baritone Ukulele.

Amy DENIO – см. тж.: Amy DENIO: Tom CORA / Hans REICHEL "Angel Carver": DANUBIANS: The (EC) NUDES: The BILLY TIPTON MEMORIAL SAXOPHONE QUARTET:

1.
Warped #24 (Only a Mother) - 4:00

2.
Mr. Hair (Traditional) - 3:20

3.
Doot-n-Doi (Only a Mother/Pahl) - 3:25

4.
Mahogony Wood (Residents) - 2:16

5.
The Frog That Wished to Be as Big as the... (DeLaFontaine/Only a Mother) - 2:10

6.
Mother's Little Helper (Rolling Stones) - 2:37

7.
The Farsighted Man on the Flying Trapeze (Only a Mother/Pahl) - 3:56

8.
Nice Place to Paint (Greenberger/Only a Mother) -1:36

9.
A Little Blackout (Only a Mother/Pahl) - 6:04

10.
When We Two Have Parted (Lord Byron/Only a Mother) - 3:10

11.
Crosslegged and Amazed (Only a Mother/Pahl) - 3:56

12.
Yeti (Only a Mother) - 3:13

13.
Holding Time (Only a Mother/Richards) - 3:05

14.
Tango (Only a Mother) -2:19

15.
The Weather's So Bad (Greenberger/Only a Mother) - 0:50

16.
O Deathe (Boleyn/Only a Mother) - 3:53

17.
A Collection of Warpeds (Only a Mother) - 12:07

	Seigen  ONO
	Seigen
	1986
	57:52
	Seigen  ONO – см. тж. с: John ZORN

~minimal - Очень живой и прихотливый минимализм.

label: Pan East Records (London)

Produced by Seigen Ono
MUSICIANS:

Takayuki Hijikata / Asuka Kaneko / Masatoshi Maeda / Yukihiro Matsubara / Hajime Mizoguchi /Toshihiro Nakanishi / Masanori Sasaji / Takako Seike / Yasuaki Shimizu / Ryomei Shirai / Tanuo Suzuki / Kazuko Terasaki / Morio Watanabe / Hideo Yamaki and others

Recorded at Victor Studios, Sound Inn and Onkio Haus, Tokyo, September-October 1983

Mixed at Victor Studios Mastered at JVC Cutting Center, Aoyama, Tokyo

1. Shikaruni Part 1 

2. Mallets 

3. Manhattan 

4. 5/8 RP 

5. Waterfront 

6. Kumo No Sokudo 

7. Model-93 

8. Suimen-Jo Niwa 

9. Manhattan

	Seigen  ONO
	NekonoTopia NekonoMania
	1990
	75:47
	label: Crammed Discs – Made To Measure Vol. 29

John Zorn (см.) [s];  Seigen Ono [ac g, k, el g, charango, balaphone];  Hiroki Miyano [Ovation g];   Tomohiro Yahiro [perc];  Evan Lurie (см.) [p];  Bobby Previte (см.) [d];  + Eric Sanko [b];  Jill Jaffe [vln];  Maxine Neuman [cello].

«The subject. A lemon beside an orange is no lonhger a lemon, the orange no longer an orange: they have become fruit. Mathematicians follow this law. So do we.»  

--  Georges Braque
1.  A Person And The Photography

2.  An Apple In The Freezer

3.  Enishie

4.  NekonoTopia NekonoMania

5.  My First Wish

6.  It's Denise

7.  A Person And The Photography

8.  1989

9.  I Think Of You

10. Planador

11. Caramba

12.-15. Berliner Nachte, part  1 - 4

16. I Think Of You

	OPERATING  STRATEGIES
	The Difficulty Of Being
	1992
	29:36
	~ambient gothic

Marco Rosenkranz: voices and instrumentation: Thomas Kohler: instrumentation.

1. Centre Of Light

2. This Barren Earth

3. Walking With Gods

4. Lines In The Snow

5. Les Anges Errantes
6. The Wayfarer
    Весьма интересный в музыкальном отношении проект. Можно сравнить с Tuxedomoon, Dead Can Dance, но -- более серьёзно и менее ритмично: мрачная амбиентная электронная готика. Вокал и общее настроение напоминают также Peter Hamill.

QUESTIONS — NOT WITHOUT ANSWERS.
Did I make a mistake? Looking in the past, turning the pages of the heart, but finally closing the book of secrets. Certainly is given by the rightness of errors. This is not for the present, nothing is more fugitive than a second. This second is past. The way to the future is paved with errors, lined with joy, fired by the sun above. The warming rays are flooding through me, even when they diffuse: anotherveil falls apart inside, giving way to a new play of the soul. Life itself may be the answer. Questions, errors, the truth of pain are the cornerstones of existence. Awakening I realise that I can be the wind and the sun...

—  M. Rosenkranz.

	ORA
	Rosea
	
	59:24
	ambient noise

label: Hic Sunt Leones (Italy), edition 500 copies

rec. and mix at IC Studio, York,  1994-95.

Soundscapes and electroacoustic music:

music is difficult to describe, but surely full of Elves and Gnomes!

Ora: Lol Coxhill (см.), Andrew Chalk, Darren Tate, Colin Potter, Jonathan Coleclough.

	ORANG
	Herd Of Instinct
	1994
	54:49
	art-oriented funk-metal

label: The Echo Label

Lee Harris [d, perc, v, harmonium, fl, b, organ, didgeridoo];  Paul Webb [v, g, b, synths, melodica, zurna, harmonium, organ, recorders, perc];  with guests.

  Herd Of Instinct – это «атомный» Gong: супер-психоделический диск с мощным шаманическим драйвом, пульсирующим поверх сложных полиритмических перкуссионных структур. Множество элементов этнической музыки создаёт живой и сверкающий колорит. Сложная красивая завораживающая музыка с великим обилием чудесных звуков. При этом она свежая безусловно и во всех отношениях, -- сказать про какой-то её аспект, что это, мол, уже было, -- всё равно, что сказать это про музыку вообще.

	Jim O'ROURKE
	KAISER, KIMURA, O'ROURKE, OSWALD:

"Acoustics"
	1994
	60:53
	Jim O'ROURKE – см.: MICE PARADE: Sue  GARNER: STEREOLAB:

label: Victo (Quebec)

Henry KAISER [ac g];  Mari KIMURA [violon];  Jim O’RURKE [ac g];  John OSWALD [a s].

From: The Audible Society's Field Guide To The Musics

NORTH AMERICAN ACOUSTIC FREE IMPROVISOR

(Librus americanus acousticus)

common names: "Improv," "Free," "Instant Composition"

Description:

length -- 1 minute 10 seconds to 12 minutes 17 seconds. Duets, trios, quartets: no composed music, all open improvisation: lack of song-forms, "head" structures, and other refrain-oriented materials: episodic and through-improvised. One Japanese woman, two American men and one Canadian man. Extreme morphological variability.

Range:

West to California (Kaiser), east to New York (Kimura), north into Canada (Oswald), south to Illinois (O'Rourke). Occasional spottings as far south as Birmingham, Alabama (rare). This is the North American descendant of the Common European Free Improvisor, whose music migrated to the U.S. in the 1970s and breeded with various North American musics. Since that time, there has been constant exchange with Europe (as well as the Japanese and Australian subspecies), keeping the gene pool very large (despite its relative scarcity) and the variety of forms of this music wide and flexible.

Food:

Omnivorous. The North American Free Improvisor is

notorious for the voracity of its appetite: it will nourish itself on a diet of musics of any sort, though it is especially fond of blues and international (Kaiser), academic composition (Kimura), industrial and avant-garde (O'Rourke), appropriated and exotic (Oswald). It is also known to feed on its own kind, drawing energy and inspiration from the long lineage of Free Improvisors from British guitarist Derek Bailey (см.) to German saxophonist Peter Brotzmann (см.) to Dutch percussionist Han Bennink and many others.

Behavior:

Group animal, very social, playful, with well-developed interactive skills and highly refined communication (systems (instrumental languages, techniques, and personal dialects), social structure -- communal, democratic, or egalitarian. In duets, tendency is towards interaction, sometimes mimicry: hear Kimura and Oswald share energy and swap sounds in the sympathetic rumble called "Cadmium" (folk wisdom says this kind of playing displays the improvisors' powers of telepathy, their ability to read one another's minds). Trios and quartets involve other sorts or relationships in which the musicians can be more autonomous, each player developing a different musical area ("Yellow, sanguine, dark bark & violet" finds shimmering guitar harmonics, halting violin scrapes, and plaintive saxophone screeches all at the same time). Sometimes, the musicians work jointly to build a nest: on "Fuchia with pthaloblue," a subdued moment builds gradually to the disc's peak, drastic near-Ayler wall from Oswald, settling back down to a low roar.

The North American variant has evolved new adaptive features not evident in its European predecessors, notably folk music references, frequent use of consonant harmonies and Fahey-esque arpeggios on the acoustic guitars ("Aqua" includes a breezy descending chord sequence by Kaiser over which Kimura dips, dives, and swoops lithely), and sonorities derived from industrial music (on "Flesh," O'Rourke explores the surface of his guitar for compelling sounds: on "To chartreuse" Oswald waits till O'Rourke begins to bow the guitar before adding his sensitive two-cents). Repeated figures are also a feature of this animal: regular rhythms and held or repeated notes and chords function as a center, sometimes tonal, around which other shapes and colors are spun.

Comments:

After a flurry of sightings in the late-'70s, the North American Free Improvisor became increasingly rare (particularly its Ampless or Acoustic sub-species), and by the end of the '80s was believed by many to be completely extinct. Difficult to raise in captivity, this quintessentially wild animal is known to still exist in small packs, though it is now officially on the endangered species list and is rarely observed at length.

[John Corbett, Institute for the Study of Zoomusicology, Chicago, February 1994]

1. WARM GREY TO PALE YELLOW   2’04" (Kaiser/Kimura/O'Rourke/Oswald)

2. YELLOW, SANGUINE, DARK BARK & VIOLET   12’17’’

(Kaiser/Kimura/O'Rourke/Oswald)

3. CADMIUM   7’35" 

(Kimura/Oswald)

4. TAWNY FROM IVORY    8'27" (Kaiser/Kimura/O'Rourke/Oswald)

5. AQUA     4'22" 

(Kaiser/Kimura)

6. SANGUINE, COOL SHADOW & FLESH    7'46" (Kaiser/Kimura/O'Rourke)

7. FLESH      3’15’’

(Kimura/O'Rourke)

8. SALMON FADES TAWNY    2'23" (Kaiser/Kimura/O'Rourke/Oswald)

9. TO CHARTEUSE   7’49’’
(Kaiser/O'Rourke/Oswald) 

10. FUCHIA WITH PTHALOBLUE   3'42'

(Kaiser/Kimura/O'Rourke/Oswald) 

11. WARM GREY                                1’10"

(Kaiser/Kimura/O'Rourke/OswaId)

	Jim O'ROURKE
	Terminal Pharmacy
	1995
	50:53
	ambient avantgarde

label: Tzadik

1. CEDE
FEBRUARY 93 - OCTOBER 94
clarinets: TONY BURR
bass trombones: JEFF CORTAZZO
drum set: JOHN McENTIRE

2. TERMINAL PHARMACY
DEC 92/OCT 94 - MAY 95
accordions: ROB PROSSER, ISHA SUFTIN
cellos:
MIKE DOCKTER, HATTIE FRANCK, ROBERT KECK, 

MARY LABREQUE, DAN LOCH, STAN SADERK
clarinet: TONY BURR
alto flutes: LISA HEMMER, SUE OBERG
bass flutes: WENDI LEV, JIM VANDEN
acoustic guitar: JIM O'ROURKE
amplification: STEVE BRAACK

Born in Chicago in 1969: learned how to place a mic, splice tape, solder, and own a guitar and accordion, when he should have been doing his homework. Improvised with Derek Bailey, Eddie Prevost, Nic Collins, Henry Kaiser, Voice Crack, Evan Parker, Gunter Muller, etc. Lucky enough to work in The Red Krayola and full time with David Grubbs in Gastr Del Sol. Spent a good deal of 1988-1993 making electroacoustic music of which "Cede" is punctuation. Currently prefers to pilfer existing material (current project is a complete restructuring of Wagner's "Das Rheingold," replete with 50 minutes overture). Has worked in different genres, not to diversify, but to use as a platform for formal and social inquiry (Brise-glace, remixes for Oval, This Heat, etc.) Also worked as "producer" (many times that ambiguous term stretched to its limits) with Faust, Tony Conrad, Melt Banana, etc. Currently spends a good deal of time on other work, be it producing, getting others music issued/reissued (Van Dyke Parks early 7"s are a pet project) as well as Gastr Del Sol, and figuring how Ken Russell managed to get "Lisztomania" financed.
Basically, "Cede" took 2 years to finish not so much for my being picky, but because I just couldn't see any reason to. Problem was that over the course of those 2 years the balance of my interests began to lean much more heavily towards what to do with the material rather than with the material itself. Abstract musical material had no intrinsic quality except for those read in by conditioning of dramatic use of music. Eventually, I started to use only pre-existing material because it was already loaded and had its own set of internal and extramusical connections, which made the formal possibilities more interesting. With the "original material" those connections weren't established and had to be developed within the course/time of the music (cf. Foghat, "Slowride"). So a lot of it was in the scale, the long haul as it were (cf. Bonnie Tyler, "Total Eclipse of the Heart"), rinding out what the material 'meant' in a more articulated way required going over it again and again, until it was exhausted (cf. Grand Funk Railroad's own theatre of eternal music, "I'm your captain"). By the time that was done, it'd become something else: mission accomplished.
"Terminal Pharmacy" was generally derived from a small part of a 1992 string quartet which was to be performed, I guess, but never was, which is a good thing, because it was awful. A simultaneous speeding and slowing of material, it can nonetheless easily be termed 'music.' Oops.

	(Jim O'ROURKE)
	FENN O'BERG:

"The Return of Fenn O'Berg"
	2002
	41:53
	noise
label: Mago

FENN O'BERG is: Christian FENNesz, Jim O'Rourke, Peter RehBERG.
While music's migration from stereos to computers is continually treated as a business story, loads of artists have been scrambling to give the trend an aesthetic subtext. From the recent spate of newly omnivorous mixologists (DJ /rupture, Soulwax) to the slap-happy juxtapositions of "bootleg" culture ("A Stroke Of Genius," "Smells Like Booty"), a good bit of electronic music has sidestepped talk of gadgets and business models to focus on what it means when music shifts toward the realm of boundlessly malleable data. No stranger to such semiotic concerns, the laptop trio of Christian Fennesz, Jim O'Rourke, and Peter Rehberg—collectively known as Fenn O'Berg—chimes in on the issue by guiding a tour through the internal workings and external appearances of an immense medium being squeezed into seemingly devalued sound files. The group's second album, The Return Of Fenn O'Berg, opens with a series of melodic ambient riffs overlaid with aural muck poured on in drips and waves. Glad-handing the tenets of musique concréte with software designed to mix and match, the trio makes a game of covering as much ground as possible, patching string sections, player-piano rolls, and caustic shards of sound into a collage as moving as it is abstruse. In the middle of the 14-minute "A Viennese Tragedy," a breathless orchestra sample swells and crumples as Fenn O'Berg buzzes around its core like a microscope circling a double-helix twisted with strands of old and new. Over the course of four long tracks, the album stays rooted in similar moments of disorienting beauty, playing like a celebration and a requiem for a medium unsure of its own standing. As the group venerates and destroys snippets of steel drums, Asian lutes, and timeless ragtime riffs, The Return Of Fenn O'Berg invokes the sound of conditioned musical trust grappling with a blank-slate environment in which boundaries of any kind are a thing of the past. 

—Andy Battaglia
When we last left off, I was ranting and raving about the perils of that strange creation known as the “double compact disc”. Now I am presented with the task of reviewing a trio whose mere composition represents another tricky and oft-disappointing creation: the super group. I suppose I could go on and on about my theories on music that’s created as a result of “too many cooks in the kitchen”, but a quick rundown of the pedigree involved in the electronic improv monster known simply as Fenn O’Berg will dispel any misgivings. On paper and in practice the combination of the talents and creativity of avant garde/indie rock Renaissance man Jim O’Rourke, Mego founder/proprietor and man about electronic music town Peter Rehberg (known to some as Pita and one-half of Rehberg and Bauer), and Viennese guitar-cum-Powerbook whiz (Christian) Fennesz are a musical force with which to be reckoned. And that, my friends, is a textbook case of “putting it mildly.” 

Following upon their impressive maiden voyage "The Magic Sound of Fenn O'Berg", PowerBook mavens Christian Fennesz, Jim O'Rourke, and Peter Rehberg return for a second  tour, this time anchoring in Vienna and Paris for the four tracks comprising "The Return of Fenn O'Berg". A similar graphic approach courtesy of Chicks On Speed adorns both releases, suggesting that this latest effort might not deviate too much in spirit from the first. To what degree, then, does the sound of the second one differ? Well, not much, to be honest, though that's not a bad thing necessarily. One could imagine the two releases packaged as a single 2-cd set and it would stand up easily as a cohesive whole. As before, our heroes indulge in no shortage of tomfoolery, wielding their laptops like sabers and improvising fearlessly. It's remarkable, really, that the trio manages to achieve such coherent results when the compositional outcomes remain so unpredictable. While they do improvise (and the meandering trajectories of the four  pieces suggest that this is so), they complement one another to an incredible degree. Because they exercise restraint in not overpowering one another, the result is, in spite of its busyness, rather subtle and at times nuanced, especially in the occasional quieter passages. Thus anyone misguidedly anticipating a relentless, abrasive onslaught of Merzbow-like noise will be disappointed. Typically, a section appears, is elaborated upon, and then replaced quickly by another, so that the pieces never collapse into stasis but constantly unfold into unexpected directions. Given the distinctive character of their respective releases, one might imagine that it would be easy to identify which individual is responsible for the component sounds. One might expect, for example, to be bombarded by some signature Pita-like shards or bedazzled by guitar treatments like those heard on Fennesz's "Endless Summer". But those expectations are largely thwarted as the three seem more interested in channeling their energies to create a cohesive group sound, rather than merely generating individual bits that happen to be overlaid on top of one another in some collage-like manner. A more detailed description of one of the pieces offers a representative example of the overall sound. "Viennese Tragedy" begins with screeching and buzzing that is soon replaced by bowed stuttering and orchestral string oscillations: plucking and hammering  noises segue into a languid interlude punctuated by a tinkling piano and  whirring tones, which is ultimately followed by a closing orchestral section accompanied by all manner of chattering static. In a recent interview, O'Rourke waxed enthusiastically about this second release by the trio and decreed it the better one. Frankly, I'm not so sure that I agree, given the stunning caliber of their debut, but it would be quibbling, really, to consider one the lesser of the two when both are such superior examples of laptop improvisation. This second release manages to be sufficiently different from the first yet still sounds like a natural complement to it. While not a significant advancement to the debut, it's certainly no diminishment either. 

This trio first surfaced a couple of years back with their awe-inspiring debut The Magic Sound of Fenn O’Berg. That record reveled in little bits and pieces of each constituent’s realm of expertise: Rehberg’s crushing digital noise and darkness, Fennesz’s slight melodies and subtle digital ambience, and O’Rourke’s ability to…well, be Jim O’Rourke, and contribute to a project in ways that are barely identifiable, but at the same time utterly necessary. Marking a welcome return to the home audio format, the three-piece now arrive with their second long player, The Return of Fenn O’Berg. Simply put, this is the best electronic record that has come out this year. But more than that, it could also be the best improv record you’ll here in this calendar year as well. Culled from two different live performances in Vienna and Paris, The Return of Fenn O’Berg isn’t just a confident sophomore release. Rather, it’s the sound of three wildly talented and creative individuals making music that is borne out of an almost innate mastery of communication.

In an instance such as this, when three heavyweights sit in the same space to work on tracks, it can seem a bit inevitable that much of the work will come out sounding like a mess, the obvious result of three highly accomplished players trying to leave their mark all over the session. This trio, however, has a higher goal in mind: achieving a singular voice and vision. In the end, the four tracks gathered here don’t sound like recognizable material from any of the three musicians. They sound like the work of one wholly separate entity. The album begins with “Floating My Boat”, a lithe little number wound around brief rhythms and slowly undulating waves of texture. The trio toy with obvious melodies here, making them more obtuse and abstract, thus leaving a lot of the listening up to the imagination. There’s more digital pops, hisses, whirs, clicks, and whizzes than you can shake a stick at here, all clamoring for space in the track, none of them sounding crowded or out of place as all three players work their way through some bit mining and carefully placed melodic sampling. 

“A Viennese Tragedy” is a stirring fourteen-minute composition. It begins with a careful build to all out digital noise assault. Gradually, string samples that have been distorted and altered in other ways work themselves into the mix before giving way to more crushing noise and harsh computer ambience. The tension breaks quickly, giving way to more odd samples – a bit of typewriter, maybe something that sounds slightly like a fly buzzing around your ears, chopped up drum beats. It’s an aural collage, and like the best ones of the visual nature, this one takes its constituent parts and transforms them into something wholly new and exciting. Some hacked-up guitars subtly work their way in as well, allowing more space to be given to melody and the gloriously glitched sounds of a piano. This is, of course, all before whole-scale industrial sounds tear the piece apart. The wondrous melodies still manage to work their ways into the composition, however, gradually coming back as the track builds up again. The string samples work themselves into a frenzy as the track builds into another chaotic climax built around sheer levels of noise and melody, before dropping and allowing a long violin to waltz off, gracefully. 

“Riding Again” begins with what sounds like Fennesz’s trademark melodic laptop trickery, the same sort that he worked to brilliant ends on last year’s Endless Summer. There are multiple distinctive levels of oscillating textures here, some melodic, some just noise, all of which work well together to create an intriguing series of sounds and juxtapositions. The tone shifts at points, but the overall thrust and emphasis of the track manages to remain the same. The album concludes with “We Will Diffuse You”, another ten-plus minute piece that boldly attempts to explore multiple textures, tones, and sounds within its framework. By and large, as with the rest of the album, it’s rather successful in this aim. As with a lot of the other sounds the trio work with on this record, a lot of it ends up being indescribable – sounds mined for hard drives or samples mutated beyond the point of recognition. It all ends up colliding together into one beautiful, chaotic mess – equal parts atmosphere, aggression, and simplistic melody that never seem to grate against each other. 

As I was working on this review, I kept hitting walls because I just couldn’t think of words adequate enough to describe a lot of what was going on here. And that is part of the genius of this record. It’s an experimental electronic record that resists stereotypes, all the while embodying the genre’s best elements. Make no mistake about it – Christian Fennesz, Peter Rehberg, and Jim O’Rourke are three of the most talented musicians working today. This collaboration is everything you hoped these three could do in unison. Their ability to work as one harmonious unit and to collaborate and play off each other in such amazingly complementary ways makes my head spin. Simply put, this record is beautiful, amazing, frightening, outstanding, and incredible. This trio has raised the bar for experimental electronics right here, and at this point that bar is high enough that it makes me wonder what it will take to get exceed it.

	ORDO EQUITUM SOLIS
	O.E.S.
	1993
	21:11
	dark wave / ambient folk-rock

Из подобных проектов в Каталоге можно назвать: IN GOWAN RING: THE MOON LAY  HIDDEN BENEATH A CLOUD: DIVINE WORKS: PILGRIMAGE: Daniele SEPE: DEAD CAN DANCE: IMPRESSIONS  OF  WINTER: Helga POGATSCHAR:

1. Volontees

2. Dialogo sis falsi pentimenti

3. Playing with the fire

4. Stars and misery

5. The road to Babylon

6. Trivia

7. Normanno – L

	ORDO EQUITUM SOLIS
	Paraskenia
	1994
	59:17
	Leithana [v];  Deraclamo [g, v];  Gerardo Cardinale [fl, zumarra];  Andrea Donati [ac b];  Barbara Mavilia [perc];  Massimo Moriena [k]. 

	ORDO EQUITUM SOLIS
	Hecate
	1995
	52:47
	На кельтскую мелодическую (и инструментальную) базу накладывается атональный женский вокал. Таким образом, этника, эмбиент и авангард сплетаются здесь в мощный, экзотический и очень красивый медленный вихрь.

1.
 La Flamme Perdue

2.
 The Secret Hope of F.

Songs of the Man
3.
 Desiderio

4.
 Canto alla Vita

5.
 Argentea Imago

6.
 Les Nuits de I'Ame

7.
 The Haughtiness of F.

Songs of the Fool

8.
 The Mercury Mirror

9.
 A Reflection

10.
 The Springs and the Stone

11.
 The Crossroads

12.
 Retour a la Mer

	ORDO EQUITUM SOLIS
	Animi Aegritubo
	
	42:33
	label: Musica Maxima Magnetica

“Cum Sol occidit needum est nox, id temporis est: animi eagritubo”

1. Our Lady of the Wild Flowers

2. Message to Pan

3. Notre Solitude

4. Vacuum Quaerens

5. Animi Aegritubo

6. Reis Glorios

7. Silence for Hell

8. The Blood, Tomorrow

9. Final

	ORDO EQUITUM SOLIS
	Signs
	2000
	27:15
	label: Sinope / World Serpent web page: www.worldserpent.demon.co.uk 

1. SIGNS

2. THE VAULT OF HEAVEN

3. TUERE TITANA

4. WHAT SHOULD BE BROKEN

5. HORIZON

6. INTO THIS FUNNY PLAY

	OSTARA
	Kingdom Gone
	
	57:05
	prog-rock.  - Ballad-rock (мрачные философские тексты + довольно живая, как ни странно, музыка) здесь чередуется с композициями в направлении experimental rock.

label: Eis & Licht  www.eislicht.de
http://www.ostara.net
Ostara is Richard Leviathan and Timothy Jenn. Rec. in London.

BAVARIA

HAMMER OF AGES

THE TREES MARCH NORTH

MARCH OF THE RISING SUN

OVERWORLD

SWORD OF REVERIE

NEVER WEEP

TATENOKAI

LIFE'S SYMMETRY

DIVINE WIND

TRANSSYLVANIA

KINGDOM GONE

	Sigune von OSTEN – см. E. Satie
	
	
	
	

	Bob OSTERTAG
	Fred FRITH, Bob OSTERTAG, Phil MINTON:

"Voice of America"
	1981
	38:22
	Bob OSTERTAG – см. тж. c: ANGELICA: Phil MINTON: Fred  FRITH: KEEP THE DOG: Christian WOLFF:

label: ReR

Part I: New York, Jan. '81 (Frith (см.) / Ostertag)

Part II: London, Aug. '81 (Frith / Ostertag / Minton (см.))

BOB OSTERTAG was born in Albuquerque in 1957. He dropped out of music school after two years to tour with Anthony Braxton, then settled in New York City in 1978 and immersed himself in the emerging "downtown" music scene of the period. He left music in 1980-81 to work in Central America, and became an expert on the region, with writings published in Asia, Africa and Latin America. In 1988, he relocated to San Francisco and resumed his musical activity. Ostertag's collaborators range from avant-gardists like John Zorn and Fred Frith to dyke thrashe rocker Lynn Breedlove and heavy metal star Mike Patton, the Kronos Quartet to drag diva Justin Bond. He is the recipient of numer​ous commissions, from the National Endowment for the Arts, Austrian State Radio (ORF), Australian Broadcasting Corp. (ABC) and others. Eleven CDs of his compositions have been released. He has performed throughout North America, Europe, Japan, Australia and the former Soviet Union. 

American sampler artist Bob Ostertag embodies the sociopolitical conscience of late 20th century avant-garde music. An activist in human rights, anti-nuclear, anti-war, and gay causes, he infuses his compositions with an emotion, depth, and subtlety found nowhere else in either political works or electronic/sampler music. A key musician in the development of the N.Y.C. Lower East Side scene of the late '70s (which pushed John Zorn to near-stardom level), he became a respected artist in the field of mixed media performance in the '90s. 

As a teenager, Ostertag played the electric guitar. In 1976, he attended Oberlin College and Conservatory of Music, where he built a Serge modular synthesizer, his main instrument for the next six years. After a tour of Europe with Anthony Braxton's Creative Music Orchestra in 1978, he settled in New York City and quickly befriended Zorn, Eugene Chadbourne, Wayne Horvitz, and Fred Frith. 

Ostertag's first album, Early Fall (with his trio Fall Mountain), came out in 1979 on Chadbourne's Parachute label, followed the next year by the solo LP Getting a Head. The latter premiered the artist's knack for unusual contraptions and experimental technology, featuring a tape loop device linked with helium balloons. It caught the attention of the music press, but by then he was already spending more time in activism than music, campaigning in anti-nuclear power movements. A trip to Nicaragua in July 1980 to make field recordings of the Sandinista revolution turned into an epiphany. Back home, he spoke in public on behalf of the guerrilla movement in El Salvador. After the release of Voice of America (1981, with Frith and Phil Minton), he completely retired from music. From 1982 to 1988, he worked as an expert on Central America politics. 

By 1988, Ostertag was having trouble finding work. An invitation from Frith to join his new project, Keep the Dog, brought him back to music. He immediately bought and learned to use a sampler (a technology he had "missed" during his years of journalism). Attention Span (1990), his first album in almost a decade, consisted of a series of short pieces built from tiny samples of Frith and Zorn's playing. He expanded the technique with the quartet Say No More (1993-1998), combining samples from three players (Minton, Gerry Hemingway, and Mark Dresser) to create computer pieces later scored and learned by the group. In parallel, he wrote, recorded, and performed a number of works based on real-life and political subjects. Sooner or Later (1991) used Frith's guitar and the recording of a Salvadorian boy burying his father. The stage performance included animated films drawn live by Quebecois artist Pierre Hébert, who would remain a close collaborator. "All the Rage" (1992) (commissioned by the Kronos Quartet) and Burns Like Fire (1993) used recordings from a gay rights riot in San Francisco (other gay related projects include Fear No Love and PantyChrist, a trio featuring drag queen Justin Bond). 

In the late '90s, he adopted the laptop computer and premiered two of his most mature works: "Yugoslavia Suite," a piece on the Bosnian war blending sound samples and images from war simulation video games, TV broadcasts, and hand choreography, and "Between Science and Garbage," a reflection on technology created with Hébert.

	Bob OSTERTAG
	Attention Span
	1990
	45:39
	label: RecRec Music (Switzerland), / Rift Records (USA)

Bob Ostertag / John Zorn / Fred Frith

Though John Zorn does not play on this record, his music is extensively sampled by Ostertag.

1. Slam Dunk

2. Sleepless

An ironic title, missing the word "short," as Ostertag samples John Zorn and Fred Frith into attention grabbing (or sapping, depending) ten- to 40-second blasts of mutated, manipulated sound. Of the Zorn pieces, the sax man becomes a victim of his own cut-up aesthetic as Ostertag whips up Zorn's horn parps into bullhorns, binary data, modem sounds, static, and pure granular breakdown of the digital signal. A few snatches of a melody line come to feel like fresh air after the suffocating textures Ostertag creates. For Frith, the approach is surprisingly calmer, as his here plaintive guitar work is stretched into gong like phrases, pulled out until many tracks fill with silence. Not as cohesive as some of his other, more conceptual works (sometimes you wonder if the whole thing is a favor to his fellow artists), but certainly not without worth.
1 Power 

1:07

2 Paper Jam 

:17

3 Warning 

:25

4 And Gate 

:11

5 Necker Cube 

:56

6 Fold 

1:06

7 Ebb Tide 

:52

8 Marketing Research 
:22

9 Fixed Resistor 

:17

10 Radiant Power 

1:15

11 Depth Reversal 
:21

12 Dangerous Zone 
:37

13 Hit the Road 

:22

14 Smoking 

1:55

15 Waiting 

1:31

16 Electric Flux 

:37

17 Cocktail Lounge 
:35

18 Coat Check 

1:05

19 Detour 

:25

20 Meter 

:59

21 Circuit Breaker 
:53

22 Surge Impedance 
:38

23 Vision 

1:55

24 Black, to a Chimp 
:19

25 Neon 

:59

26 Emergency Stop 
2:23

27 Flame 

1:47

28 Bone 

5:33

29 Jolt 

5:58

30 Bolt 

4:32

31 Loops 

:52

32 Drowning Offshore 
2:43

	Bob OSTERTAG
	Burns Like Fire
	1992
	41:41
	label: Rec Rec

Composed, performed, produced, recorded by Bob Ostertag

with Fred Frith [g] on "Snow on Water / Smoke on Snow"

Less dramatic than Sooner or Later, Bob Ostertag's previous CD for the Swiss label RecRec, Burns Like Fire remained unnoticed somehow, which is too bad since, even though not as strong as Attention Span or Say No More, it represents an important step in the man's artistic development. The music is all patched together from sample fragments of various sound samples. The central piece deals once again with social issues, this time tolerance toward homosexuality. Parts one and four of "Burns Like Fire" use recordings of a "queer riot" in San Francisco. These reinterpretations of a riot against "the bigotry of the straight world" (says Ostertag in the liner notes) sandwich the redneck music of Conway Twitty, amusingly abused and disembodied -- the listener recognizes a western guitar motif after nine minutes and the voice one minute before the end of the song. The four segments segue one into the other, forming a 30-minute piece with interesting techniques but not enough variety in the material. On "Snow on Water/Smoke on Snow," Ostertag uses samples of Fred Frith playing electric guitar. The 14-minute piece goes through gradually changing movements that multiply the hands of the musician to create a stunning piece completely freed from his personal style and very different from the work found on Attention Span. Burns Like Fire may not be an essential Ostertag record, but it will still fascinate the fan.

1. Burns Like Fire: A. Go to It Boy (Burn It Down, Yeah) 7:34

2. Burns Like Fire: B. Tears on the Sand in the Fierce Companionship 12:10

3. Burns Like Fire: C. Burns Like Fire 5:08

4. Burns Like Fire: D. Heat Rises 2:51

5. Snow on Water/Smoke on Snow 
13:44

	Bob OSTERTAG
	Fear No Love
	1997
	49:20
	label: Avant (Japan)

rec. 1994

Bob Ostertag: sampling, keyboards, synthesizers, bass, drums, chainsaw,   jack hammer

Joey Blake (6): back-up vocals

Justin Bond (2,4): vocals

Lynn Breedlove (3,4): vocals

Chris Brown (3): sampler

Trevor Dunn (1,3,4): bass

Fred Frith (2,4,5,6): guitar, bass

Jim Hedges (1,2): guitar

Philip Horvitz (4): vocals

Christian Huygen (1): vocals

Andrea Lewis (1,5): vocals, back-up vocals

Raz Kennedy (6): vocals

Sara Miles: words

Mike Patton (см.) (2,4): vocals

JD Reilly (1,2,4,5,6): piano, keyboard

Annie Toone (4,5): harmonica

Richie Waits (5): vocals

William Winant (2): electronic percussion

The experimental composer Bob Ostertag produced this record on John Zorn's Avant label with a cast of guest musicians, including Fred Frith, Trevor Dunn, Chris Brown, and Mike Patton. Those expecting a heady avant-garde experiment may be shocked to find this record to be a hilarious plunderphonic sampling attack on disco,techno, and R&B music. With Bob Ostertag's music there is always an element of the unpredictable, yet this is in fact a left-field diversion filled with surrealism and black humor.

1. Scared of Love (Ostertag, Huygen) 8:23

2. The Man In The Blue Ship (Ostertag, Miles) 10:49

3. Eat Dust (Ostertag, Miles) 4:44

4. Not Your Girl (Ostertag, Miles) 6:00

5. Right Like A Railroad (Ostertag, Miles) 10:27

6. Positive (Ostertag, Miles) 8:54

Recorded, mixed and mastered in Bob's bedroom, Spring-Summer 1994

	Bob OSTERTAG
	Like a Melody, No Bitterness: Solo, Vol. 1
	1998
	41:19
	avantgarde

label: Seeland

rec. 1997 

"Like a Melody, No Bitterness" is a continuous piece of 41 minutes. It has been indexed in nine movements on the CD for convenience only. The subtitle "Solo Volume One" would tend to indicate this is Bob Ostertag's first solo CD but such is not the case. Previous albums such as Sooner or Later and Burns Like Fire were also solo opuses: of course, playing samples, Ostertag often "works" with someone else to some extent. This piece was recorded in Australia in 1997. The source material used comes from about everything/everyone the man played with during the preceding six or seven years, including samples of Fred Frith and John Zorn. Most samples are rendered unrecognizable through extensive manipulation. Layer upon layer of sound activity is exposed, culminating in a orgiastic overload in part eight. Although Ostertag shows some nice invention and definite mastery of his art, the piece lacks direction. This aural assault is not one of the man's best works, but there are worthy moments: during the last part especially, when a techno beat enters against a sped-up voice, the piece becomes something of a warped variation on Ostertag's PantyChrist project. The delicate opening of the piece is also a strong moment. Like a Melody, No Bitterness makes a nice addition to the fan's collection, but newcomers should begin with a stronger album (like Say No More or Attention Span).

all tracks (no named) by Bob Ostertag:

1. 

-4:32

2. 

-3:01

3. 

-2:21

4. 

-6:39

5. 

-1:22

6. 

-3:11

7. 

-9:32

8. 

-6:55

9. 

-3:41

	Bob OSTERTAG
	Getting A Head
	2001
	39:53
	label: Seeland, 2001

rec. 1980

1. Getting A Head  Bob Ostertag: tape contraption 

  Fred Frith: guitars

  recorded in concert in Washington DC, June 1980

composed by Frith, Medwed, Ostertag
2. In Tundra

  Charles K Noyes: percussion

  Bob Ostertag: tape contraption

  recorded at the Kitchen, NYC, January 1980

composed by Medwed, Noyes, Ostertag
What characterized the first phase of Bob Ostertag's musical career — his N.Y.C. Lower-East Side days of the late '70s and early '80s — was ingenuity. The man had sounds and sampling ideas in his head that would only be possible to produce a decade later. So he resorted to the strangest contraption, co-devised with Bryan Medwed: a sound loop device made of three reel-to-reel tape recorders and helium balloons to maintain tension as he altered recording speeds. Getting a Head is Ostertag's first album under his own name (he appeared on one previous document, Fall Mountain's 1979 LP Early Fall). Basically the idea is the exact same as what he did much later on Attention Span and Say No More: to record an improviser and alter his music. Each side of the LP presented an extended piece. The title track features guitarist Fred Frith. Ostertag assigns his jagged chords and harsh textures to the two available loops and operates speed changes. By doing so he creates a warped mirror image, strange and unsteady. "In Tundra" is much better, thanks mostly to the source material percussionist Charles K. Noyes provides. He focuses mainly on bowed cymbals and junk metal. Speed variations distort the image once again, but the already eerie performance now becomes nightmarish. The whole thing is a bit crude and doesn't match the level of complexity and excitement Ostertag's music of the 1990s reached, but Getting a Head remains an interesting document. It was reissued in 2001 as part of Seeland's metal-boxed limited-edition CD series. 

	John  OSWALD
	Plexure
	1993
	19:24
	John  OSWALD – см. тж. с: ANGELICA; LA 1919; RéR Quarterly;

label: Avant (Tokyo)

PLEXURE represents the completed first stage of the pop phase of MEGAPLUNDERMORPHONEMICLONIC [в качестве определения]. А если по-русски и в двух словах -- вихрь клоунады -- мощно и очень по-зорновски. В сущности, это DJ’ский коллаж из хитов известных исполнителей.

Reproduced, rearranged & remixed by John Oswald: executive producer John Zorn. All music by John Oswald, Pitch.

1.   Open (Bo No Ma)

2.   Urge (Marianne Faith No Morissey)

3.   Manifold (Bing Stingspreen)

4.   Blur (Bolton Chili Overdrive)

5.   Zoom (Sinead O’Connick Jr.)

6.   Cyfer (Depeche Mould)

7.   Compact (R.E.M. T.V. Hammercamp)

8.   Worse (Anthrax Squeeze Factory)

9.   Mad Mod (Jello Bellafonte)

10. Temperature (Beastie Shop Beach)

11. Massive (Ozzie Osmond)

12. Velocity (Aretha Vanilly)

	OVALCOMMERS
	Process
	2001
	51:41
	noise

label: Thrill Jockey (Chicago) www.thrilljockey.com

	OXBOW
	Let Me Be A Woman
	1995
	34:01
	label: Crippled / Brinkman

Roderick Willey [pump organ];  Jon Raskin (см. тж. с Rova Sax Quartet в ‘Jazz’) [sax];  Jorjee [v];  Claudia Herzog [violin];  Sanxe Lovxa [v];  Cintra Wilson [p];  Scott Kiehl (см. тж. c: God) [perc];  Alicia Rose [accordion].

Калифорнийская супер-группа: Альтернатива в самом сущностном своём проявлении.

	OXBOW
	Serenade In Red
	1996
	51:50
	label: Crippled / Brinkman

Bob Adams [organ];  Dan Adams [b];  Lou Ciccotelli [West African drums];  Greg Davis [d];  John Eichenseer [p];  Marianne Faithfull (см. в ‘Rock’) [v];  Hafez Modirzadeh [Chinese sona, t s];  Eugene Robinson [v];  Niko Wenner [g, p];  Tom Yoder [trb].

	OYSTERHEAD
	The Grand Pecking Order
	2001
	51:49
	alternative rock
label: Elektra/Asylum 

all tracks composed and performed by

Les Claypool (см.), Stewart Copeland, Trey Anastasio.

Comprised of the unlikely trio of Trey Anastasio, Les Claypool, and Stewart Copeland (of Phish, Primus, and Police fame, respectively), the supergroup Oysterhead first came together for an intended one-off gig at the New Orleans Jazz and Heritage Festival in May 2000. The chemistry between the three musicians was immediate, and the sold-out performance went off so well that the trio decided to pursue their partnership further, eventually entering Anastasio's Vermont recording studio in April 2001 to begin work on an album. The end result, The Grand Pecking Order, was released in October 2001, followed by a supporting tour of North America.

It would be a difficult task to even find three musicians with voices as uniquely dissimilar as those of Trey Anastasio, Les Claypool, and Stewart Copeland, much less attempt to effectively fuse them together within the same band — and yet, this is precisely what Oysterhead manages to pull off on their debut album, The Grand Pecking Order. Over the span of 13 tracks, the trio succeeds admirably at finding the common ground between their seemingly disparate styles. Make no mistake, the characteristic trademarks of each member are still firmly in place — Anastasio's fluid guitar passages, Claypool's monstrous low-end bass tone, and Copeland's deft hi-hat and cymbal work — but unlike many albums by previous supergroups, The Grand Pecking Order never becomes a joyless, ego-driven wank-fest. Quite the contrary, the musicians seem to be carefully listening and playing off of one another at all times — and enjoying themselves doing so. This dedication injects electricity into the instrumental interplay and keeps the songs fresh and lively. Copeland in particular appears newly rejuvenated, playing with an inspired abandon unheard from him in years; his energetic drumming practically leaps out of the speakers right from the beginning of the first track onward. Because Anastasio and (especially) Claypool both possess unmistakable singing voices, the songs naturally tend to remind one of their respective bands, Phish and Primus, which on initial listening makes for a strangely unusual combination. Musically, however, Oysterhead rarely sounds like those groups; Anastasio's "Radon Balloon" and Claypool's "Shadow of a Man" are perhaps the only songs on the album that would fit comfortably alongside their previous material. With only two tracks exceeding five minutes in length, the group never loses sight of instilling concise, catchy hooks into their tunes, whether it's the bouncy funk of "Mr. Oysterhead," the circular melodies of "Owner of the World," or the whimsical "Birthday Boys." Ultimately, The Grand Pecking Order provides a great number of satisfying moments and should be of considerable interest to fans of Anastasio, Claypool, and Copeland.
1. Little Faces

2. Oz Is Ever Floating

3. Mr. Oysterhead

4. Shadow of a Man

5. Radon Ballon

6. Army's on Ecstasy

7. Rubberneck Lions

8. Polka Dot Rose

9. Birthday Boys

10. Wield the Spade

11. Pseudo Suicide

12. The Grand Pecking Order

13. Owner of the World

	O  YUKI  CONJUGATE
	Primitive
	1987
	58:09
	ambient

label: Soleilmoon (USA), 1996   (limited edition of 2000) soleilmoon@aol.com 

All tracks written by C. Elliott / R. Horberry / T. Horberry / A. Hulme (London).

	O  YUKI  CONJUGATE
	Undercurrents In Dark Water
	1992
	69:57
	label: Soleilmoon Recordings (USA)

состав прежний
ascension • 

rite of passage • 

raindance • 

ba-makala •

cloud cover • 

musica ficta • 

out of nothing • 

steppe land •

another journey • 

hiatus • 

a water margin • 

terra estranha • 

last

	O  YUKI  CONJUGATE
	Equator
	1994
	50:54
	очень красивый “тёплый” ambient
Produced by Paul SCHUTZE (см.) & OYK.

Recorded and mixed in London. Location recordings (Morocco & Vietnam): J. Hyam.

email: OYK@cityscape.co.uk 

OYC are:

R.HORBERRY / A.HULME / M.McGEORGE / D. MUDFORD / P.A.WOODHEAD

instrumentation:

tongue drums, bass, thunderegg, voice, keyboards, samples, wireless, stratus, airtubes, skin, percussion, marimba, digital edits, dharbouka, roto-tom, dholak, finger cymbals, rain stick.

with:

P. Schutze [perc, k];  J.W. Gardiner [s s];  R. Jenkins [b].

INSECT-TALK

SUNCHEMICAL

GATHERING SHADOWS  

SKINNED

EQUATION

SHINTONE

MANSOASES

UMBRA

FALSE PROPHET

200FT VERTICAL WALL

DEPARTURE


