	Charlie  HADEN
	Closeness (duets)
	1976
	39:10
	Down Beat 48th Annual Critics Poll: Acoustic Bass Of The Year (2000)
C.H. -- Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучшее джазовое инструментальное исполнение (во всём альбоме)».

C.H. – постоянный победитель “DownBeat readers/critics poll winners” в категориях: Acoustic Bass / Acoustic Jazz Group.

C.H. работал с O. Coleman'ом (1958-60, записывался с ним и позднее), с Jarrett'ом (1967-75); в конце 70-х-начале 80-х c Cherry, с Garbarek, с Gismonti. В 80-е — 90-е со Scofield,  Metheny, Michael Brecker. С 1969 -- свой проект Liberation Music Orch. Затем и Quartet West. См. тж. с: The JAZZ  COMPOSER’s  ORCHESRA;

4 дуэта Charlie Haden (см. тж. с Ornette Coleman) с: Keith Jarrett [p], Ornette Coleman (см.) [as], Alice Coltrane [harp] и Paul Motian [perc] — записаны в январе и  марте 1976 г. 

Haden  has been jealously guarding his fresh soul and a vigilant heart, ever since his first recording with Paul Bley in 1958 (“Solemn Meditation”). It will soon be forty years that he has been tirelessly seeking ever simpler, ever truer words to express his love of the world. Forty years, far from the speedsters and the jugglers, of seeking the ultimate truth of the bass, just before that silence celebrated by one of his most famous compositions. Forty years of looking (and finding, more often than by rights), the secret of a tradition full of the new, one that is timeless in its futurism. And the years haven’t calmed him down: they have merely given him a taste for loving his loves more slowly, at greater length. —  Alain Gerber

	Charlie  HADEN
	As Long As There's Music
	1976
	70:16
	Charlie HADEN / Hampton HAWES (см.) --   duet: [b] / [p]

	Charlie  HADEN
	Old And New Dreams
	1977 
	44:02
	label: Black Saint

Don CHERRY (см.) [poc. tp]; Dewey REDMAN [t s, musette]; C.HADEN [b]; Eddie BLACKWELL [d].

	Charlie  HADEN
	The Golden Number
	1977
	40:03
	duets: Charlie Haden with Ornette Coleman (см.), Don Cherry (см.), Hampton Hawes (см.), Archie Shepp.

	Charlie  HADEN
	Gitane
	1979
	40:57
	HADEN / ESCOUDE duet: [ac b] / [ac g]

	Charlie  HADEN
	The Ballad Of The Fallen
	1983 
	51:56
	label: ECM

Charlie Haden [b] with: Carla Bley (см.) [p, glockenspiel, arrang.], Don Cherry (см.) [pocket tp], S. Freeman [fr h], M. Goodrick [g], J. Jeffers [tuba], M. Mantler [tp] P. Motian [d, perc], Jim Pepper [t s, s s, fl], D. Redman [t s], S. Slagle [a s, s s, cl, fl], G.Valente [tb].

compositions: traditional / Bley / Haden

	Charlie  HADEN
	Etudes
	1988
	49:11
	label: Soul Note

Geri Allen [p], C. Haden [b], Paul Motian [perc].

	Charlie  HADEN
	QUARTET WEST: 

“In Angel City”
	1988
	67:14
	Charlie Haden with: Ernie Watts [t s]; A. Broadbent [p]; L. Marable [d].

	Charlie  HADEN
	LIBERATION MUSIC ORCHESTRA: “Dream Keeper”
	1990
	48:44
	Charlie Haden with: Carla Bley, Joe Lovano (см.), Ray Anderson (см.), Branford Marsalis, Dewey Redman, Mick Goodrick, Paul Motian, Earl Gardner, Tom Harrell, and oth.

Альбом-победитель “DownBeat readers/critics poll winners” в категории: Jazz Album Of The Year (1991).

	Charlie  HADEN
	Beyond The Missouri Sky (Short Stories)
	1997 
	69:29
	label: Verve

Charlie Haden [b]; Pat Metheny (см.) [ac g, and all other instruments].

	HADOUK TRIO
	Live a FiP

[2 CD]
	2004
	60:12 49:44
	label: Melodie Distribution (France)

Loy Ehrlich [hajouj, kora, sanza, claviers]; Steve Shehan [perc, archets atmospheriques]; Didier Malherbe [doudouk, flutes, ocarina, clarinette alto, saxes soprano et sopranino];

invites: Wasis Diop [voix (CD1 - #4)]; Peter Herbert [contrebasse]; Jean-Philippe Rykiel [sai-sai].

Европейский нео-джаз ECM–овского плана.

	Jim  HALL
	Textures
	1997 
	51:33
	J. H. -- победитель “DownBeat critics poll winners” в категории: Guitar (1991)

Jim  HALL – см. тж. с: Ben  WEBSTER
label: Telarc

Jim Hall [ac&el g]; Gil Golstein [conductor]; Claudio Roditi [flh]; Jim Pugh [trb]; Joe Lovano (см.) [soprano s]; Ryan Kysor [tp]; Scott Kolley [b]; Terry Clark [d]; Derek DiCenzo [steel drum].

«A listener who stops paying attention to Mr. Hall’s profound narrative for just a second risks missing something quietly fantastic.» – The New York Times
“Jim Hall really pulled the guitar into the modern arena, moving beyond the music of the Forties and Fifties and stretching out into all sorts of ultra-modern harmonies, making really tasteful use of space and dissonance. It’s hard to find a guitarist today who hasn’t been moved by Jim Hall’s sound.” — Tony Purrone.
"Джим Холл -- один из наиболее уважаемых патриархов сегодняшнего джазового мира, демонстрирующий в последние годы резкий взлёт творческой активности." -- 'Jazz Квадрат'

The screened-in porch of the Hall country retreat is in the middle of the woods. The birds chirp and the chipmunks splash through the fallen leaves getting ready for winter. The cacophony of the city is far away and here we sit, my father and I, talking about Textures, his latest recording. From my perspective, this project reveals a startling and wonderful new persona.

For nearly all my life I've been aware that my dad is a world-renowned jazz guitarist. I've tracked his travels from continent to continent, and collected his reviews and recordings. I am familiar with most of the tunes he has written, tunes recorded by both himself and other artists, and I've even learned to play a few. But I never before realized that my dad is also a Composer, with a capital C. I suspect that this will be news to most of the world (it was to my mother, and the Textures concept for this recording was her idea), but when you stop to think about it, it’s not so strange.

Composition is an integral part of jazz, for it is what musicians do on the spot when they improvise. But memorable compositions, and certainly orchestrations, require a deeper attention to form, shape, and texture. Jim's musical style has always been recognizable not by a recurring signature riff or motif, but by his compositional approach, his sound, and his feeling, as he considers the melodic, harmonic, and rhythmic elements of the music.

Jim Hall has always been an innovator. The New York Times said he was "the most resourceful and unpredictable guitarist playing jazz today." His playing is always evolving, stretching to embrace new influences and forge new paths. And he loves to experiment with the textures created by different instrumental combinations. At age thirteen, Jim's first professional gigs were with a group in Cleveland consisting of accordion, clarinet, drums, and guitar. But that combo was not nearly so inspirational as the Jimmy Giuffre Trio, which he joined in 1957. "Giuffre's idea was to have three linear instruments [saxophone, trombone, and guitar] improvise collectively," recalls Jim. "It was damn hard, yet it was one of the most enlarg​ing experiences I've had."

This recording is like a box of chocolates in which no two pieces are alike. The vibration of a string. The echo of a horn. Notes, melodies, harmonies, rhythms, juxtaposed to build forms, shapes, and textures. The craft of composition, the telling of a story. From the opening track you get a sense of Jim's love of melody, harmony, and fun. [...]

I saw a lot of the behind-the-scenes work that went into the preparation of this recording. After dad had written the first couple of pieces, my mother came up with the Textures concept and had suggestions for instrumentation and titles. In addition to her support, the enthusiasm from agent Mary Ann Topper and her crew at The Jazz Tree sparked continuous excitement. Then there was the ever-excellent copyist, Brian Camelio, who provided computerized charts and stitched scores that wowed everyone. Jack Renner captured the sounds and the balance, and Jay Newland mastered the final tape, but it was the continuous encouragement and steady hands of two other men who made it all come together — producer John Snyder and conductor/co-producer Gil Goldstein. Textures is more than the next chapter in my father's musical life; it is really another whole story. And yet I am reminded that these seeds were planted long ago. in the early 1950s, when my father studied composition at the Cleveland Institute of Music. "I played guitar on weekends, but I wasn't all that involved in jazz," recalls Jim. "I thought I was going into classical composing and teaching." Now, some forty-odd years later, through this recording, Jim Hall emerges as a serious composer.

— Devra Hall

	Herbert  Jeffrey  HANCOCK
	Maiden Voyage
	1965
	42:20
	Herbie HANCOCK - см. тж. с Miles Davis; Jaco Pastorius; Material; Joe HENDERSON “Double Rainbow” [The Music of A. C. Jobim]; George  BENSON “The Other Side of Abbey Road”; LAST EXIT; Bobby  McFERRIN; Wynton  MARSALIS
label:  Blue Note: 1986; rec. 1965,

Herbie Hancock [p], Freddie Hubbard (см.) [tp], George Coleman [t s], Ron Carter (см.) [b], Tony Williams [d].

H.H. -- Лауреат 41-й ежегодной премии «Гремми» (1999) американской академии звукозаписи в категориях «Лучшее джазовое инструментальное исполнение» и «Лучший инструментальный аккомпанимент для вокала».

       “The sea has often stirred the imagination of creative minds involved in all spheres of art. There still exists an element of mystery which surrounds the sea and the living aquatic creatures which provide it with its vital essence. Atlantis, the Sargasso Sea, giant serpents, and mermaids are only a few of the many folkloric mysteries which have evolved through man’s experiences with the sea. This music attempts to capture its vastness and majesty, the splendor of a sea-going vessel on its maiden voyage, the graceful beauty of the playful dolphins, the constant struggle for survival of even the tiniest sea creatures, and the awesome destructive power of the hurricane, nemesis of seamen” — Herbie Hancock. 

	Herbert  Jeffrey  HANCOCK
	Sextant
	1973
	39:10
	label: Sony (Japan)

MWANDISHI (HERBIE HANCOCK) --  FENDER RHODES ELECTRIC PIANO, HOHNER D-6 CLAVINET WITH FENDER FUZZ-WAH AND ECHOPLEX, DAKHA-DI-BELLO, MELOTRON, STEINWAY PIANO, HAND CLAP.

MWILE  (BENNIE MAUPIN) --  SOPRANO SAXOPHONE, BASS CLARINET, PICCOLO, AFUCHE, HUM-A-ZOO.

MGANGA  (DR. EDDIE HENDERSON) -- TRUMPET, FLUGELHORN.

PEPO      (JULIAN PRIESTER) --  BASS TROMBONE, TENOR TROMBONE, ALTO TROMBONE, COWBELL.

MCHEZAJI     (BUSTER WILLIAMS) --  FENDER ELECTRIC BASS WITH WAH-WAH AND FUZZ, ACOUSTIC BASS.

JABALI   (BILLY HART) --  DRUMS.

DR. PATRICK GLEESON --  ARP SYNTHESIZERS (2600 AND SOLOIST).

BUCK CLARKE -- CONGAS, BONGOS.

	Herbert  Jeffrey  HANCOCK
	Head Hunters
	1974
	41:54
	H.Hancock [k]; Bennie Maupin [saxes, bass cl, a fl]; Paul Jackson [b, marimbula]; Harvey Mason [el d]; Bill Summers [congas, balafon, agogo, cabasa, hindewho, tamb, surdo, gankoqui, log drum, etc].

1. Chameleon

2. Watermelon Man

3. Sly

4. Vein Melter

Following the lead of their former employer, Miles Davis, three of the four other members of the great trumpeter's second groundbreaking quintet (1964-1968) went on to lead or co-lead bands that drew heavily on the electric/electronic sounds and funk/soul/rock rhythms of the day, the late-1960s and early-70s. Keyboardist-composer Herbie Hancock (b. 1940), the first to leave the Davis fold, began his career under his own name by leading a musically exhilarating but commercially disappointing sextet, the so-called "Mwandishi" band (the African name he adopted).

In 1973, however, Hancock pared down his group to a quintet (with reedman Bennie Maupin the tone holdover from the "Mwandishi" period); he made greater use of electric keyboards and synthesizers and, most important, upped the ante on funk syncopated, interlocking funk rhythms. The happy result was the Columbia LP HEAD HUNTERS, which reached number 13 on Billboard's album chart (lofty territory, indeed, for any improvising artist, even one as influential as Hancock) and yielded an international hit single, an update of the pianist's "Watermelon Man." 

	Herbert  Jeffrey  HANCOCK
	Thrust
	1974
	38:51
	label: Sony Music 1998

H.Hancock [k]; Bennie Maupin [saxes, saxello, b cl, a fl]; Paul Jackson [b]; Mick Clark [d]; Bill Summers [perc].

THRUST was the 1974 follow-up to HEAD HUNTERS and it, too, reached number 13 on the Billboard Hot 200 IP listing. The set's four extended tracks—the shortest clocking in at 7:12— present a tightly knit ensemble that could turn a groove inside and out without losing its center. Credit the rhythm trio of electric bassist Paul Jackson, whose lines cut to the bone, the vastly underrated drummer Mike Clark (a master of subtle beat-juggling who also contributed new liner notes herein), and percussionist Bill Summers, who was ready with an array of instruments from which he always selected just the right one.

With underpinnings at once solid at the core and shifting on top, Hancock and Maupin, another Miles Davis alum who was a consistently convincing soloist and indispensable colorist, explored at will. Almost a quarter-century after it was recorded, this remixed and remastered edition of THRUST (which also contains new liner photos), remains a bible of advanced, yet accessible, groove playing.

Mike Clark, December 1997
"The day I got the call to audition for Herbie Hancock's band was one of the most exciting days of my life to this moment. Herbie played great, and with such a strong spirit, that it took my breath away. He listened so closely! I was able to play all of my ideas without the slightest interruption in the flow. It was effortless.

This was a very creative time for jazz music in America. Jazz, rock, funk, soul, and African rhythms were all starting to meld into one another. The existing rules didn't apply anymore; it was total spontaneity and improvisation. There was no real precedent set or parameters to conform to. We just went for it.

Each new jazz record that came out pushed past the boundaries of the preceding one. We couldn't wait to hear what Miles, Tony Williams or Chick Corea was going to do next. It was as if the dam had broken, and creativity was just spilling out all over.

At that time, my close friend, bassist Paul Jackson, and I had developed an uncanny ability to communicate on the bandstand by creating our own musical language concerning jazz and rhythm & blues. We devised a sort of dot and dash rhythmical system that enabled us to displace any note we wanted, at any time we wanted, so that no one knew where the one was but us. It was actually telepathic; it was not worked out.

The first time we played with Herbie was as a trio. As soon as we started playing, it was as if we went into "warp speed." He immediately perceived what Paul and I were doing, and took it to another level in the first eight bars. It was as if we were all soloing simultaneously. And because we all really listened to each other, it was not congested. It was true improvisation, with all the funk and fire one could desire! We played like this for about twenty minutes. Afterwards, Herbie stood up, put on a long black coat, walked past me and simply said, "We'll be leaving for Chicago on Monday." Then he walked out the door, silently, looking like Darth Vader.

Then I was to meet Bennie Maupin. A man of great strength of character. He could play as hard as you wanted for as long as you wanted or be poignantly mellow and soulful. Bennie's musical statements could be deeply haunting with tremendous restraint, plus he could really play the blues.

We toured for three months and it was fantastic. What an education! I learned more about swinging, jazz and life on the planet in those three months than I had in the prior twenty-six years. It was also at this time that Herbie and Bennie introduced me to Buddhism, which really opened my eyes.

The following tour, I met Bill Summers, an ethno-musicologist. His knowledge of music, rhythm and folklore of the world is incredible. He is particularly astute in African drumming. Bill is a master percussionist whose orchestrations are fascinating. He's like an alchemist, transforming the sounds of the ancients into something applicable to modern music. He'll hear something and respond instinctively with something that fits perfectly, and is fun to listen to. His drumming can be fierce!

We went on the road with this group of musicians for six months. The record Head Hunters was doing very well and we were playing to capacity crowds in theaters, at festivals, and in coliseums. There were lines around the block to hear us play. Every night there would be a new innovation by one of the band members and we were doing things musically I'd never heard before.

Herbie would push us forward, demanding that we break free of constraints of the tradition and try new ideas. I couldn't wait to get to the gig to try new stuff. The audience became aware of what we were doing and seemed to try to anticipate our next move. Once I checked into a hotel and heard a band in the lounge trying to sound like us. That was when I realized something unique was happening.

We returned to the Bay Area to record Thrust. We started out with "Palm Grease." Herbie sort of wrote this around a groove that Paul and I were playing at a sound check on the road. Bill came up with a Latin-flavored break. This song used to get good and funky and lay deep in the cut. Paul came up with one of his signature Paul Jackson bass lines. Let me say here, when people the world over think of the Headhunters, they think of Paul Jackson's revolutionary bass-playing. He introduced an entirely new sound to the music, which is recognized and emulated to this day. When we recorded it, this one went down real easy—in one take.

Years later, some of the great drummers like Dennis Chambers, Jeff "Tain" Watts, and Kenny Washington would play the drum intro of this tune when I walked into clubs at their gigs—as a way to say hello or give me props, I guess. I have to admit it makes me proud. I dig it.

"Actual Proof" was to originally be called "The Spook Who Sat By The Door," from the movie soundtrack. I'm proud of the role I played in helping this classic come to fruition.

The producer had asked me to play a rhythm I would have turned my nose up at in the eighth grade. I responded that I wanted us to share the interactions and conversations that were going on inside the groove, in the tradition of Elvin and Trane, or Miles and Tony. At this, the producer became enraged and replied that we had one take, one chance, to do it our way, and if we failed, we had to do it his way.

Actual Proof is a Buddhist term which signifies, through the act of chanting Nam Myoho Renge Kyo, that one can transform one's inner life and the environment will respond in kind. I excused myself and sneaked into an empty studio and chanted twenty minutes. It was my determination that we make the first take undeniable, "actual proof," for all the world to hear. I went back in and we did it. One take. It felt exactly as it sounds. And that's why Herbie changed the name to "Actual Proof."

The following day we did "Butterfly." This tune has a very sensual mood and drips with wet colors, like a rain forest. Herbie really enjoyed writing and playing lush ballads like this. His playing here is simply beautiful. Bennie's work here is provocative. His solos are soaked through with deep emotion and reveal his to be one of the most profound voices in jazz. Bill's conga-slides at the start are a legendary part of the arrangement. Later Paul and I go into our thing with a double-time section.

That same day we recorded "Spank-A-Lee." This was a tribute to the type of funk that was coming out of Oakland, California in the early seventies. Paul, Bill and I came from Oakland, and since the three of us were on the ground floor, so to speak, of laying down this style, Herbie thought it would be fun to play one of these grooves. Herbie and Bennie are smokin' all the way on this one.

It was a momentous time. We made history with this music in a very real way. It was such a profound experience working with Herbie, a real privilege. He is, without a doubt, the most gifted musician and band leader I have overworked with. Like the leader of an expedition, he pushed us to use the venerable legacies of the jazz elders as a compass; to go crashing through the wilderness, looking for new worlds to explore. And explore we did."

	Herbert  Jeffrey  HANCOCK
	Man-Child
	1975
	45:22
	H.Hancock with: Harvey Mason, Paul Jackson, Wayne Shorter, Stevie Wonder (см.),  Bill Summers, B. Maupin, Ernie Watts, and oth.

1. Hang Up Your Hang Ups

2. Sun Touch

3. The Trailor

4. Bubbles

5. Steppin' In It

6. Heartbeat

	Herbert  Jeffrey  HANCOCK
	Secrets
	1976
	48:01
	label: Sony (Japan)

Herbie Hancock [k]; Bennie maupin [s&t s, saxello, lyricon, bass cl]; Wah Wah Watson [g, k, sampler, voice bag]; Ray Parker [g]; Paul Jackson [b]; James Levi [d]; Kenneth Nash [perc].

1. Don't It

2. People Music

3. Cantelope Island

4. Spider

5. Gentle Thoughts

6. Swamp Rat

7. Sansho Shima

	Herbert  Jeffrey  HANCOCK
	Third Plane
	1977
	40:00
	Ron Carter (см.) [b]; Herbie Hancock [p]; Tony Williams [d].

1. THIRD PLANE   5:50
2. QUIET TIMES   7:48 
3. LAWRA   6:04
4. STELLA BY STARLIGHT   8:22 
5. UNITED BLUES   2:58 
6. DOLPHIN DANCE   8:16

	Herbert  Jeffrey  HANCOCK
	«V. S. O. P.»        [2CD]
	1977
	41:48 45:46
	label: Sony Music (France)

rec. live in New York 1976

Herbie Hancock [el p]; Wayne Shorter [t&s s]; Freddie Hubbard (см.) [tp]; Ron Carter (см.) [b]; Tony Williams [d].

В конце 60-х Дэвис произвел революцию в джазе, заставив всех членов своего легендарного квинтета играть - в прямом и переносном смысле слова - по правилам молодежной рок-музыки. Все музыканты Дэвиса вслед за самим маэстро отрастили длинные волосы и сменили рубашки с галстуками на пестрые хипповые одежды. Но после того как в начале 70-х Дэвис окончательно и бесповоротно предпочел своим соратникам молодых рокеров, оказалось, что «ветераны» его ансамбля (которым было по тридцать с небольшим) пошли по пути «электрификации» джаза даже дальше самого маэстро и основали то направление современной музыки, которое сначала называлось просто джаз-рок, а впоследствии fusion - «сплав».
Но все участники «акустического» квинтета Дэвиса образца 66-67-го годов прекрасно осознавали значительность того, что создавалось тогда при их непосредственном участии. И, начиная с 77-го года, примерно раз в десять лет они регулярно собирались вместе, приглашали какого-нибудь трубача на роль Дэвиса и скрупулезно воссоздавали атмосферу последних «предэлектрических» пластинок своего бывшего лидера. Первый такой квинтет Дэвиса без самого Дэвиса (его «играл» Фредди Хаббард) стильно назвали V.S.O.P. - это сокращение обычно ставят на дорогие, марочные напитки, оно обозначает «очень качественный выдержанный продукт».

--- Д. Ухов
Herbie Hancock V.S.O.P.
The occasion for these recordings was a special concert presented on June 29, 1976 at New York's City Center, by George Wein as part of the Newport Jazz Festival. Originally termed a "Retrospective of The Music of Herbie Hancock" its purpose was not so much to pay tribute to one musician, but to enable a group of great musicians to get together and play.
This was an opportunity to put together some of the finest musicians in the world. I didn't think it would be possible, but by some miracle it turned out that everybody was available on June 29th, 1976 for the Newport Jazz Festival in New York.
The one person whom I consider to be the link between each of the three bands, the one common denominator, is Miles Davis. I really considered the concert to be a tribute to Miles Davis, and this record to be a tribute to Miles Davis. Miles had been recuperating from surgery and hadn't played trumpet in close to a year, so there was no way he was going to pick up his horn and start playing. That was a physical impossibility.
The idea was to bring the past up to date. I had no intention of trying to play like I did, but take music we had played in the early and middle sixties and let the music happen from our contemporary frames of mind.
I thought it would be impossible to get people like Tony Williams or Ron Carter or Wayne Shorter or Freddie Hubbard in the same room at the same time, because so many of them are band leaders themselves. Wayne told me later that he hadn't played that style in years — lots of fast eighth notes and long running flowing lines. This was really straight ahead jazz - walking bass, a swinging drum beat - but expressed through experiences of the musicians today.
I thought of the days at Birdland when I used to sit in with Wayne Shorter, Lee Morgan or Freddie Hubbard. Freddie actually played on my first album, "Taking Off", and then played on "Empyrean Isles" and "Maiden Voyage". I played on Freddie's albums, and it made logical sense to me to have Freddie Hubbard on trumpet. A strange thing happened when I went on stage with the first group. As we started to play, I got the feeling that no matter what I would play, these musicians were so gifted that they could make music out of anything. The feeling of freedom that came over me was overwhelming.
The Sextet that I used to have from 1969 through 1973, played not only the music it had created, but all of the very first music from when I first left Miles Davis in 1968, and got my own band together. The Sextet has a special place in my heart. I was doing the album "Speak Like A Child" and I used flughelhorn,
alto flute and bass trombone as an experiment. The sound killed me so much I realized, that's the sound I want for my own band. The most difficult conception to recapture was the Sextet, because of how it was originally built. The Sextet's very foundation was the intuition, empathy, teamwork, unity, and spontaneous creativity of the members of a true ensemble.
From the late sixties until 1973 we had been hanging out together, stu​dying not only music but life. We explored together, trying to analyze the creati​ve process. We grew on each other, we became like one and the music became like one. Billy Hart had to come the farthest. He was working in London with Stan Getz, and the 29th was his one night off. Somehow he managed to fly right from London to New York, rehearse, play the concert and get back on a plane for London. When the Sextet was at its best, the whole group was like a living body. It was a music of the moment, no regular changes, bars or even tempo - but somehow, almost miraculously, the music would have a flow and order that made me feel like I was listening to the sound from all the planets. Trying to recaptu​re that spirit was difficult, but it came off — it was really swinging.
I suppose somebody from the twenties or thirties wouldn't call any of the three groups jazz. There are people today who don't call the funk group a Jazz group. I hear that group incorporating jazz and funk into a very happy mar​riage. The third band is actually my present band. At that time I had been using Ken Nash on percussion, and in addition to Wah Wah we had Ray Parker on gui​tar, since he had been recording with us. Of course Bennie Maupin was one of our sextet, and is still playing with me nox.
The funk band - now that music has such strong roots in the Earth. With all the earthiness there's always room for flight. The biggest reason I enjoy playing this new kind of funk is the contrast between the wide open improvisa​tion and the funky foundation at the bottom. It gives the music a character that is broad, vast, yet in touch with the people.
I've been involved with music professionally since 1960, and I've never gone back. This concert presents much more than musicians showing personal grow​th on their instruments - it somehow represents the variety, growth and deve​lopment of a kind of music. Music we call Jazz; Everyone was eager to do it. There were no egos involved, no hesitation or skepticism about being ripped off or interference with personal careers. Everybody just really wanted to get together and play.

-- Herbie Hancock

	Herbert  Jeffrey  HANCOCK
	V.S.O.P.:

“The Quintet”
	1977
	71:26
	label: Sony Music (France)

Herbie Hancock [p]; Wayne Shorter [s]; Freddie Hubbard [tp]; Ron Carter [b]; Tony Williams [d].

  «When we go out on the V.S.O.P. tour, generations who never saw us perform in the Sixties will get a chance to see what we look like playing together. It’s like seeing if an actor can play more than one Shakespearian role.» – Wayne Shorter, 1977.

Recorded live at : The Greek Theatre University of California, Berkeley, July 16, 1977 and The San Diego Civic Theatre, July 18, 1977
When we go out on the V.S.O.P. tour, generations who never saw us perform in the Sixties will get a chance to see what we look like playing together. It's like seeing if an actor can play more than one Shakespearian role." Wayne Shorter, May 1977.
Ever since 1970, the year Miles Davis dramatically broke new ground with Bitches Brew, music has been fermenting and evolving at a terrific pace. It's no wonder that jazz, the most universally adaptive of all the world's musics, has run headlong into myriad forms of rock, classical and ethnic music. And not surprisingly countless failures have stood in contrast with the few original, enlightening successes of bands including Herbie Hancock's Headhunters, Josef Zawinul's and Wayne Shorter's phenomenally innovative Weather Report, Chick Corea's various incarnations of Return to Forever, the early pioneering of Tony Williams with John McLaughlin in the undersung Lifetime band, and, of course, the relentlessly daring escapades of the godfather himself, Miles Dewey Davis.
The fact that more than 100,000 people turned out in just one month to see the V.S.O.P. Quintet shows not only that jazz remains as vital as any American art form, but that five musicians, by playing (with their individual bands) music so many purists claim is destroying jazz, have actually helped broaden the "pure jazz" audience.
The Quintet came together in order to play acoustic jazz that, rather than suffering from each man's having experimented with electronics, seems to have gained resonance and maturity Master musicians tend to remain masters, no matter what style of music they make, as long as the motivation and development come from within. To quote Ron Carter: "For some members of V.S.O.P., playing this music once again might require a few changes from a physical standpoint-Herbie's using only the acoustic piano, and Tony's playing the cymbals differently than with his own band but it's not a change from an emotional point of view. Just because some of the forms we're playing date back ten years doesn't mean they're not contemporary."
Rehearsing in Hollywood, the band reviewed chord changes and cues with shorthand rapidity, then played full-length "tests" that often seemed to cry out for preservation. During brief breaks they regaled one another with anecdotes from both past and present (Wayne, for instance, explained that with Miles he always played "Dolores" the same quirkily beautiful way that the reallife Dolores talked). Then Tony delivered a mini-lesson in drum history. Illustrating his axiom that "Max Roach could play faster and cleaner than anyone, while Art Blakey wasn't so quick, but he'd groove you to death" Tony sprang into action, playing three variations of an eye-popping, earsplitting Blakey drum-roll-into-the-cymbal climax, his Judgement Day momentum carrying him clear off his seat and onto the floor. Laughter all around.
 AIthough the music here really speaks for itself, I can't resist mentioning a few  specifics: the way Herbie molds his piano exactly to the requirements of each song and how he reaches out to each soloist with chords that are uncannily right (the duet with Ron Carter on "Jessica"); Wayne's sub-toned talking tenor intro to "Dolores," and his piercing soprano solo in duet with the dark colors of Freddie's flugelhorn on "Lawra"; Tony's solo on "Lawra," a textbook of ideas rich enough in implication to send a thousand drummers to the woodshed in perpetuity; Freddie's biting, typically brilliant trumpet attack as he shifts "Dolores" into high gear; and Ron Carter's supple way of walking the bass, at once anchoring and propelling the ensemble as the frees Tony to roam through the music's side streets, to the city limits and back, in what amounts to a continual solo.
What the audience applauds on this album transcends mere form, technique and instrumentation. They were thrilled by the charisma generated by five masters who listened to one another's inner ears, spoke to each other at multiple levels, and, no matter how dense the musical content conveyed their messages to the audience with amazing clarity.
-- Conrad Silvert (Original liner notes)

	Herbert  Jeffrey  HANCOCK
	V.S.O.P.:

“Tempest In The Colosseum”
	1977
	68:54
	label: Sony Music (Japan)

rec. live in Tokyo, 1977.

	Herbert  Jeffrey  HANCOCK
	V.S.O.P.:

“Live Under The Sky”
	1979
	76:49
	label: Sony Music (France), first edition: 1980

rec. live in Tokyo, 1979.

Репертуар на всех четырёх (пяти) CD V.S.O.P. не пересекается за исключением двух вещей.

	Herbert  Jeffrey  HANCOCK
	Sunlight
	1978
	39:26
	Herbie Hancock [k, v]; Bennie Maupin [s s]; Melvin ‘Wah Wah Watson’ Ragin, Ray Parker [g]; Jaco Pastorius (см.), Paul Jackson [b]; Bill Summers [perc].

1)  I THOUGHT IT WAS YOU   8'54

2)  COME RUNNING TO ME   8'23

3)  SUNLIGHT   7'09

4)  NO MEANS YES   6'l8 

5)  GOOD QUESTION   8'31

	Herbert  Jeffrey  HANCOCK
	Herbie HANCOCK & Chick COREA in Concert
	1978
	39:16 52:04
	см. тж. следующий диск ниже

label: Sony (Japan), remaster 1997 (Master Sound Series)

Piano duet.

Herbie Hancock -- on the left; Chick Corea -- on the right. (Throughout the record)

CD I: 

Someday My Prince Will Come

Liza

Button Up

CD II:

February Moment

Maiden Voyage

La Fiesta

Producer's Notes: In translating these performances to record, our goal was to keep intact both the spirit and integrity of the actual concerts, and the relationship between audience and musician. These performances have not been technically or electronically enhanced, nor is the sound limited or compressed. In order to achieve as nearly as possible a 'direct-to-disc' sense, the selections are presented in the order in which performed [...]

	Herbert  Jeffrey  HANCOCK
	An Evening With Chick Corea And Herbie Hancock
	1979
	71:42
	см. тж. предыдущий диск

Live 1978. This is the second album from the heralded Chick Corea - Herbie Hancock concert series of 1978.

1. Homecoming

2. Ostinato

3. The Hook

4. Bouquet

5. Maiden Voyage*

6. La Fiesta*

Здесь Mayden Voyage и  La Fiesta -- сокращённые версии (типа бонус-трэков). Без них время CD = 55:05.

WHAT CAN I SAY ABOUT HERBIE HANCOCK THE MUSICIAN AND THIS DUET OF OURS. EXCEPT AS A POETIC ATTEMPT: 

ONE AND TWO

THE BEGINNING OF THE WORLD IS ONE 

THE BEGINNING OF LIVING AND EXCHANGING WITH MUSIC IS TWO

ONE CREATES AN IMAGE AS A SUMMARY OF HIS FEELING NOW

HE POPS IT IN VIEW TO TWO

WHILE TWO HAS BEEN WORKING AT A SUBTLE IMAGE OF HIS OWN.

TWO MERGES HIS WITH ONE'S AND TOSSES IT BACK AND BECOMES AUDIENCE ANTICIPATING WHAT ONE WILL DO NOW. 

SO ONE LETS THE NEW IMAGE FLOAT IN VAMP TIME WHILE DECORATING THE EDGES WITH TRANSPARENT PEARLS THAT MAKE YOU LAUGH

AND TWO AGREES TO LET IT HANG JUST LIKE THAT AS WELL AS ADDING A FEW UNIQUE PEARLS OF HIS OWN AND A TRANSPARENTLY PEARLED FLOATING IMAGE CO-CREATED BY ONE AND TWO DRIFT INTO US AND MAKE US FEEL LIKE THE FEELINGS IN THE FLOATING IMAGE PLUS ALL THE ADDITIONAL FRILLS AND SPACES WE ADD AND THE CREATION GROWS AND ENHANCES

AND ONE CAN BE TWO AND TWO CAN BE ONE AT WILL AND BOTH CAN BE BOTH WITHOUT EVER LOSING THEIR ORIGINAL EYE/I AS THE BEHOLDER OF SUCH GOOD FUN AS THIS IS.

           CHICK COREA / 19 MAR 88

	Herbert  Jeffrey  HANCOCK
	Feets Don't Fail Me Now
	1979
	40:13
	label: Columbia

Hancock [v, k]; Ray Obiedo [g]; Eddie Watkins [b]; James Gadson [d]; Bill Summers [perc].

That would be the first failure of the evening. It must have been Herbie. They've taken the lower levels of the music and turned the whole scene upside down. They’ll tell you that these cats can play. We've been sitting up here doing this test and we've heard quality music from quality musicians. That's not it! It's just not happening. These cats don't know if they're going to be jazz or fusion or funk or disco. They're just tryin' to make some money. I don't dig this because I played this music seriously, for a living, up and down the highways for years, so I don't need to hear any more of that bullshit music. I won't participate in that again, lower myself and say, "Well, I'm doing this to communicate with the people." The people he's communicating with I don't even want to deal with.

I don't even think this is well-done funk. This music deadens the minds of our youth. It's beat-your-head-into-the-concrete music. They say this music is happenin'—that's why people are so starved for music now. People really can't believe there's nothing else avail​able; I can see it in people's faces when they hear something new. (5/17/79) [about “You Bet Your Love” fr. Feets...; Down Beat 2000]

	Herbert  Jeffrey  HANCOCK
	Monster
	1980
	42:15
	H.Hancock [p, k]; Carlos Santana (см.), Melvin ‘Wah Wah Watson’ Ragin, Ray Parker, Randy Hahsen [g]; Freddie Washington [el b]; Alphonse Mouzon [d, k]; Sheila Escovedo [perc]; + vocals.

1. Saturday Night

2. Stars In Your Eyes

3. Go For It

4. Don't Hold It In

5. Making Love

6. It All Comes Round

	Herbert  Jeffrey  HANCOCK
	Mr. Hands
	1980
	40:01
	H.Hancock with: H.Mason, P.Jackson, B.Summers, B.Maupin; Jaco Pastorius (см.), Tony Williams, Ron Carter (см.), S.Escovedo, Alphonse Mouzon, Freddie Washington, a.o.

	Herbert  Jeffrey  HANCOCK
	Magic Windows
	1981
	42:44
	HERBIE HANCOCK: Keyboards, piano, electric bass 

MICHAEL BRECKER (см.): Tenor saxophone 

ADRIAN BELEW, MELVIN -WAH WAH WATSON" RAGIN, RAY PARKER, Jr., GEORGE JOHNSON, AL McKAY: Guitar 

FREDDIE WASHINGTON, LOUIS JOHNSON, EDDIE WATKINS: Electric bass 

JOHN ROBINSON, JAMES GADSON, ALPHONSE MOUZON: Drums 

PAULINHO DA COSTA, KWAWU LADZEKPO, KWASI DZIDZORNU, MOODY PERRY III, SHEILA, PETE & JUAN ESCOVEDO: Percussion

SYLVESTER, VICKI RANDLE, GAVIN CHRISTOPHER: Vocals

1 > MAGIC NUMBER                7’21
2 > TONIGHT'S THE NIGHT     6’28
3 > EVERYBODY'S BROKE      7’05

4 > HELP YOURSELF                 6’40
5 > SATISFIED WITH LOVE      6’28
6 > THE TWILIGHT CLONE       8’15

	Herbert  Jeffrey  HANCOCK
	Lite Me Up
	1982
	38:00
	Herbie Hancock [k, voc, vocoder voc]; David Williams, Steve Lukather, Jay Graydon [g]; Louis Johnson, Randy Jackson, Abe Laboriel [el b]; Jeff Porcaro, Narada Michael Walden, John Robinson [d]; + Wayne Anthony, Patrice Rushen [v].

1. Lite Me Up

2. The Bomb

3. Gettin’ To The Good Part

4. Paradise

5. Can’t Hide Your Love

6. The Fun Tracks

7. Motor Mouth

8. Give It All Your Heart

	Herbert  Jeffrey  HANCOCK
	Quartet
	1982
	68:36
	acoustic jazz

Herbie Hancock [p], Ron Carter (см.) [b], Wynton Marsalis (см.) [tp], Tony Williams [d].

	Herbert  Jeffrey  HANCOCK
	Future Shock
	1983
	38:01
	H. Hancock  [k], Bill Laswell (см.) [b], Michael Beinhorn [k] + Sly Dunbar [d, bongos], Daniel Ponce [perc] и др. Prod. by Material and H. H.         

	Herbert  Jeffrey  HANCOCK
	Sound-System
	1984
	33:57
	H. Hancock [k], Bill Laswell (см.) [b, DMX], Nicky Skopelitis [g],  Henry Kaiser (см.) [g], Daniel Ponce [perc], Anton Fier [d, perc], Will Alexander [progr.], Foday Musa Suso [kora, etc.], Wayne Shorter [ss, lyricon] и др. Produced by Bill Laswell / Material and Herbie Hancock.

	Herbert  Jeffrey  HANCOCK
	A Tribute To Miles
	1994
	59:04
	Herbie  HANCOCK / Wayne  SHORTER /   Ron CARTER / Wallace  RONEY / Tony  WILLIAMS. 

Акустический состав  исполняет традиционные вещи   M.Davis'a.

	Herbert  Jeffrey  HANCOCK
	Dis Is Da Drum
	1994
	55:10
	состав варьируется.    Электроника.

	Herbert  Jeffrey  HANCOCK
	The New Standard
	1996
	77:22
	acoustic jazz

Herbie  HANCOCK with: Michael Brecker (см.), John Scofield (см.), Dave Holland (см.), J. DeJohnette (см.), Don Alias.

	Herbert  Jeffrey  HANCOCK
	Return Of The Headhunters
	1998
	54:02
	jazz-funk

Bennie Mauin [s, bass cl]; Bill Summers [perc]; Paul Jackson [b]; Mike Clark [d]; Herbie Hancock [k]; + guest musicians

	Herbert  Jeffrey  HANCOCK
	Gershwin’s World
	1999
	67:26
	Herbie Hancock [p, organ]; Joni Mitchell [v]; Stevie Wonder (см.) [harmonica]; Eddie Henderson [tp]; Wayne Shorter [t s]; Kenny Garrett [a s]; James Carter (см.) [s s]; Marlon Graves, Bakithi Kumalo [g]; Ira Coleman [b]; Terri Lyne Carrington [d]; Massamba Diop [talking drum]; Madou Dembelle [djembe]; Cyro Baptista (см.), Cheik Mbaye, Marion Graves [perc]; Chick Corea (см.) [p (#7 – piano duet)]; Orpheus Chamber Orchestra. (состав варьируется)

	Herbert  Jeffrey  HANCOCK
	Future 2 Future
	2001
	55:31
	Composed, Produced and Directed by Bill Laswell and Herbie Hancock.

Bill Laswell (см.) [el bass]; Herbie Hancock [k]; Wayne Shorter [s s]; Jack DeJohnette (см.) [d]; Tony Williams [d]; Charnett Moffett [ac b]; turntables & programming: Carl Craig, Grandmixter DXT, Rob Swift, a guy called Gerald, Karsh Kale; vocals: Chaka Khan, Gigi, Imani Uzuri.

	John   HANDY & Ali Akbar  KHAN
	Two Originals

CD I: “Karuna Supreme” 1976

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

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

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

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

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

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

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

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

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

	Yoriyuki  HARADA  Unit   &  Andrew  CYRILLE
	Ehyang
	1988
	59:19
	label: Aketa (Tokyo)

ураганный free-jazz;   

Y.H.: [p]; A.C. (см.): [d]; Akihiro Ishiwatari: [g, b].

This disc contains only one tune, titled Ehyang.

	Roy  HARGROVE
	Approaching Standards
	1994
	64:12
	Roy  HARGROVE – см. тж. в: RED HOT + RIOT
label: Novus

Очаровательное исполнение балладных стандартов (T. Monk, B. Golson, Rodgers / Hammerstein, Arlen / Mercer, Haggart / Burke, a. o.) в составе звёзд джаза.

Roy Hargrove [tp, fl h]; John Hicks / Stephen Scott / Marc Anthony Cary [p]; Christian McBride / Rodney Thomas Whitaker / Scott Colley [b]; Al Foster / Billy Higgins / Gregory Hutchinson [d]; Antonio Maurice Hart [a s]; Ron Blake [t&s s]; Ku-Umba Frank Lacy [trb].

“All ballads, all the time, can be a risky method of assembling an album, for even the most seasoned artist. How does one main​tain the interest of a listener, track after track, when practically every tune is played at a molasses-slow tempo? Will the lack of rhythmic variation prove to be a turn-off? Coltrane pulled it off on 1961's Ballads, but that was Coltrane. 

Roy Hargrove here goes the way of ballads and he con​quers the form with grace and apparent ease. His tone, on trumpet and flugelhorn, is warm, round and expansive. The leader, too, has simpatico, supportive partners...” ---- Jazziz
(Подобные по музыке варианты – см. MURRAY “Ballads” x2; Terence BLANCHARD)

	John  HARLE 
	Terror + Magnificence
	1996 
	72:49
	John  HARLE -- см. тж. в составе Michael Nyman Band; тж. c: Dagmar KRAUSE (в 'Alternative');

label: Argo

Compositions by John Harle.

Performed by: John Harle Band, Balanescu Quartet, London Voices, featuring: John Harle [saxes, bass clarinets, k]; Andy Sheppard [saxes]; Steve Lodder [k];  Mitch Dalton [g]; Chris Wells [perc]; Elvis Costello (см.) [v]; Sarah Leonard [soprano].

  Harle has proved himself adept in classical music, jazz and new compositions (either his own, or works by contemporary composers such as Michael Nyman [cм] or Graham Fitkin [см]). It’s not every musician who could hold down the position of Senior Professor at the Guildhall School of Music and Drama, London, and also maintain a full performing schedule – playing in a jazz ensemble alongside fellow saxophonist Andy Sheppard and keyboard player Steve Lodder, appearing with classical orchestras, and not least with his own band. [...]

	Lou  HARRISON
	La Koro Sutro
	1988
	72:41
	label: New Albion

1. La Koro Sutro  28’50”  (for 100 voice chorus with American Gamelan, harp and organ)

2. Varied Trio  15’19”  (David Abel [violin]; Julie Steinberg [p]; William Winant [perc])

3. Suite for Violin and American Gamelan  28’14”  (David Abel [violin]; American Gamelan; conductor — John Bergamo [см.])

Twice selected as one of the best recordings of 1998 by The New York Times

"Nonpareil, to say the least: It's a choral setting of the Kama Sutra, translated into Esperanto." -- San Francisco Chronicle
  The Esperanto title of ‘La Koro Sutro’ means ‘the Heart Sutra’ which is among the most used and profound of Buddhist sutras. ‘The Heart Sutra’ is the essence of the Perfect Wisdom Scriptures (1st century B.C. onwards) belonging to Mahayana Buddhism. It refers to the heart of divine wisdom (‘Hagia Sophia’ in Greek). This philosophic text is approximately contemporary to the Byzantine era in the West. From the text of ‘the Heart Sutra’:

II. Here, O Shariputra, form is empty, and the void is form itself; from void to form is no distinction, form is not distinct from voidness. That which form has, that is empty also; that which empty is, itself has form. The same is true of feeling and perception, the impulses and the conscious.

III. Here, O Shariputra, all the Dharmas have the marking of the voidness; they have no causation, no cessation; neither tainted, nor yet spotless; neither lacking, nor completed.

IV. Therefore, O Shariputra, in the voidness there is neither form, nor yet sensation, no perception, no impulses, no awareness; nor the eye, the ear, the nose, the tongue, the body, the mind; nor yet a shape, a sound, a smell, a taste, a touch, a thought; no seeing-object, thus until no thinking-object; ignorance none, nor ignorance’s extinction; and so forth until no growing-old, no death; no growing-old’s prevention, death’s prevention; neither suffering, origination, stopping, nor a pathway; no cognition, no attaintment, nor a non-attaintment.

V. Now, therefore, O Shariputra, in not aiming at attainment, and relying on the Wisdom Gone Beyond, a Bodhisattva dwells with spirit unobstructed. He, with unobstructed spirit dwelling, unperturbed he overcomes all hindrance; by Nirvana in his last upholding...

   William Colvig — the builder of American Gamelan — has been associated with composer Lou Harrison for the past twenty years and has been performing Western, Chinese and Indonesian music during that time. Mr. Colvig built some of the first American Gamelan. He has built instruments for a number of symphony orchestras and other music groups. For the works on this recording, Mr. Colvig constructed a gamelan orchestra made of aluminum tubes and slabs with can resonators and modified oxygen tanks suspended in wooden frames. This ‘American Gamelan’ was one of the first of the many gamelan orchestras that have been built in the United States.

  John Bergamo heads the percussion faculty at CalArts in Valencia, California where he also lectures on composition. A renowned innovator of percussion techniques, he is also a long-time student of Hindustani, Carnatic, Javanese and Balinese musics. He has received scholarships, fellowships and grants. He has worked in numerous orchestras, chamber groups and jazz ensembles and has appeared on a number of recordings.

  Lou Harrison.   “It was Mozart’s boast that he could master any musical style within a week and by the end of that time compose in it adeptly enough to deceive experts... Lou Harrison has something of that virtuosity himself... and he mixes things with infallible imagination...” — Virgil Thompson.

Born in Portland, Oregon on May 14, 1917, Lou Harrison grew up in the culturally diverse San Francisco Bay Area. There he was influenced by Cantonese Opera, Gregorian chants and the music of California’s Spanish and Mexican cultures. Harrison also developed an interest in Indonesian Gamelan music. His early compositions included a large body of percussion music, combining Western, Asian, African and Latin American rhythmic influences with homemade ‘junk’ instruments. During this period, Harrison worked closely with John Cage and began studies in Los Angeles with Arnold Schoenberg. A move to New York in the mid-forties brought Lou Harrison to the Gerald Tribune as music critic. Here Harrison helped to bring wider attention to the work of Charles Ives, and is considered largely responsible for Ives’ receiving the Pulitzer Prize. The young composer and critic also embarked on a study of early European music during this period. In the late forties, Harrison taught at the legendary Black Mountain College. By the early fifties, he moved back to California, where he has lived ever since. Residence on the West Coast has intensified Harrison’s involvement in a sinthesis of musical cultures bordering on the Pacific.

Lou Harrison has for fifty years been in the vanguard of American composers. An innovator of musical composition and performance that transcends cultural boundries, Harrison’s highly acclaimed work juxtaposes and synthesizes musical dialects from virtually every corner of the world. Lou Harrison has travelled extensively, adding to the global resonance of his artistry, performing and studying with the musical masters of varied cultures, and presenting his work to enthusiastic audiences everywhere.

	Lou  HARRISON
	The Perilous Chapel
	1993 
	54:04
	label: New Albion
Harp Suite; Serenade for guitar and percussion; Perilous Chapel; Fugue; Song of Quetzelcoatl; May Rain.

David Tanenbaum, guitar; William Winant, percussion; San Francisco Contemporary Music Players; John Duykers, tenor.
"Harrison has pursued his iconoclastic vision since the '40s, evolving a color​ful, almost mystical vocabulary that melds the unorthodox textures of Henry Cowell and early John Cage with a love of repetition and clean diatonicism that foreshadowed minimalists Steve Reich and Philip Glass." -- Guitar Player 

 To quote Virgil Thomson about Harrison’s style: “The whole is delicate of sound, thoroughly alive rhythmically and melodically, evocative of some tranquil and vibrant scene. Few composers now alive can fascinate the ear, as Mr. Harrison does, with simple procedures. At once plain and sophisticated, his music reflects a concentration on music’s basic elements that is as expressive, surprisingly, as it is intrinsically interesting.”

1 - 7. Harp Suite

8 - 12. Serenade

13 - 15. The Perilous Chapel

16. Fugue for percussion

17. Song of Quetzalcoatl

18. My Rain

Harp Suite: David Tanenbaum [guitar]; feat. William Winant & Scott Evans  [tuned water bowls, finger cymbals, sistra, drums].

Serenade: D. Tanenbaum [guitar by Gregory Stuart Beyers]; William Winant [perc]. The Serenade is in an eight-tone mode, with a flatted second and raised fourth. #1 (in Serenade) is in an ABA form and has a regular pulse that is periodically interrupted. #2 is a rondo that is accompanied only by a gong at key places. #3 is a canon at the interval of a fifth and the distance of a measure. #4 is a structural rhythmic form which underlines all of the melodic behaviour of Turkish music. #5 has a Baroque (and particularly Scarlatti) feel.

The Perilous Chapel: Stephen Mosko [conductor]; Barbara Chaffe [flute]; Steve Harrison [cello]; Doug Rioth [harp]; William Winant [perc]. The simple instrumentation for four players, the colorful use of drones, ostinatos, fluid and powerful rhythmic patterns and graceful melodies — all contribute to a magnificent effect.

Fugue for percussion: William Winant [flexatone, claves, maracas]; Daniel Kennedy [metalaphone, box, cowbells]; David Rosenthal [meditation bells, brakedrums, washtub]; Todd Manley [bell-coils, bass drum, gongs, suspended turkish cymbal, triangles]. “I had got the idea of the identity of cross-rhythms with the overtone series from Henry Cowell’s book ‘New Musical Resources’ years before and the idea of making a fugue for percussion which really employed some of the ‘tonal’ relations in rhythmic form intrigued me. Thus, John Cage in a good pie shop at San Francisco’s old Playland at the Beach helped me work out how to do “Is-tos and As-tos” and away I went — entries at the dominant (3/2) etc., etc. There are ‘sequences’ and much of the paraphernalia of the tonal fugue used too. It was too hard for us to play in those days, and here it is being played frequently, and now recorded!” — L. H.

Song of Quetzalcoatl: William Winant [5 glasses, 5 woodblocks, 5 Dragon’s Mouths, Sistrums]; Todd Manley [5 cowbells, 5 suspended or muted brakedrums, wooden rattle]; David Rosenthal [snare, guiro, windglass, triangle, gong, tam-tam]; Daniel Kennedy [5 tom-toms, Contra-bass drum]. “I like to think reminds audiences of the extraordinary and often very beautiful civilization of Mexico and its  pre-Columbian history.” — L. H.

My Rain: John Duykers [tenor]; Julie Steinberg [p]; William Winant [perc].

	Lou  HARRISON
	Works By Lou Harrison
	1988 
	51:51
	label: New World

Keith Jarrett (см.) [p] & orchestra

Piano Concerto   33’15”

1. Allegro; 2. Stompede; 3. Largo; 4. Allegro Moderato.

Suite for Violin, Piano and Small Orchestra  18’34”

1. Overture; 2. Elegy; 3. First Gamelan; 4. Aria; 5. Second Gamelan; 6. Chorale.

  Lou Harrison likes to reminisce about his student days in San Francisco around 1935 and the music he heard there, which set him on the course he has followed throughout his lifetime. He had moved down from his native Portland, Ore., primarily to study composition with Henry Cowell. After formal classes were finished for the day, he went on his own musical explorations, often accompanied by fellow student John Cage. Along with Cage, the young Harrison based his entire musical outlook on his first encounters with non-Western music. “Henry Cowell was our influence, of course. If you look through our scores you’ll find no snare drum and no timpani; that’s simply because we never had those particular instruments. We’d go to junkyards and pick up old discarded brake drums and big springs that made wonderful sounds when you hit them. In Chinatown we could buy tam-tams a yard across for only forty-five dollars, and so John and I put all this stuff together and formed a percussion ensemble — the world’s first. We simply bypassed the establishment.” His later works, notably the many pieces that call for Indonesian gamelan — either alone or in combination with Western instruments — show the results of his considerable immersion in the music of the Far East.

  Piano Concerto. (Keith Jarrett [p]; New Japan Philarmonic, rec. in 1986). The large-scale Piano Concerto completed in 1985. During those years Harrison fulfilled his dream of exploring the faraway lands whose music he had already absorbed. This assimilation of exotic musical sounds and design led him to the actual building of Oriental instruments, including two complete gamelans (in collaboration with his longtime friend William Colvig). This activity, in turn, led him to a consideration of the manner in which instruments are tuned, and of system of intonation in use throughout the world in the past and present. Keyboard instruments, since the time of Bach, are tuned to what is called ‘equal temperament’, a compromise system in which, for example, the notes G-sharp and A-flat can be played by the same piano key, even though they are harmonically unlike. Given the invitation to write a concerto for the noted jazz and classical composer Keith Jarrett (who, like Harrison, has crossed musical boundaries throughout his career), Harrison suggested a work in which the piano would be ‘mistuned’ to an earlier, pre-compromise system. “This Concerto,” writes Harrison, “is an exploration of the many beauties of this astonishing tuning.” Briefly put, the black keys are tuned to produce the mathematically precise 4ths and 5ths beloved of medieval theoreticians; the white keys come off resembling the ‘just intonation’ of the Renaissance and Baroque. The orchestra consists of strings, two harps, three trombones and a large percussion section; each group, furthermore, tunes to different facets of this system. That’s all very complicated; what results, however, is less so: a kind of harmonic richness that sounds slightly disconnected from the customary tuning of, say, a piano concerto of Brahms, without sounding truly ‘off’. There is an urgency to the harmonic impulse here, and this is only partially offset by the ever-so-intangible ‘exotic’ sound of the whole. It is, furthermore, astonishingly beautiful, as the composer promises. Four movements make up the work, the first two large-scale, the last two single, simple afterthoughts. The massive first movement takes some delight in oratorical proclamations from soloist and orchestra that might indeed have come from the mature Brahms’s worktable. But some of the piano writing, too, has a way of suggesting the clangor of Eastern bells; there is an open, clattery quality, not unlike a Bach invention gone amok. In the wild and wonderful second movement quite a lot goes delightfully amok, in fact. The piano takes flight in veritable perpetual motion to a breathless, dazzling rhythmic configuration. Sharp, boisterous tone-clusters from the pianist accentuate the irregularities of this rhythm; even a brief cadenza near the end cannot stop the onrush. A slow meditation and another airy, light-hearted perpetuum mobile bring the Concerto to an end. Many strands of thought, some of them seemingly irreconcilable, are imaginatively entwined in this work, itself a sort of synthesis of Lou Harrison’s all-embracing musical outlook. “It’s never enough,” he says, “just to know your own musical tradition. There’s so much out there in the world; there’s no reason to put on blinders.”

  Suite for Violin, Piano and Small Orchestra. (Keith Jarrett [p]; Lucy Stoltzman [violin] and Orch.) It is a marvelously subtle Suite, consisting of three winds, two cellos, bass, harp, celesta, tam-tam and a ‘tackpiano’ (an upright with tacks in the hammers so as to give off a harpsichord-like clangor), composed in 1951. Two of six movements are entitled “Gamelan”; with their simple, open sonorities and their accompaniment obsessively repeating, they do indeed capture the essence of this haunting, teasing music — a ‘honeyed thunder’, as Harrison himself describes it. (They also prefigure, long before its time, the essence of some of today’s minimalist music.) As a whole, this unutterably charming small-scale work provides a full picture of Harrison in the early 1950s, a man who has eagerly grasped everything there is in the musical world, and now is ready to make it work for him. “Cherish, conserve, consider, create” — that he claims as his lifelong motto, and the earnest eclecticism of this music bears it out: The intensity of the opening movement and, again, of the final Chorale that trails off toward infinity, the simple melodic warmth in the two slow movements (‘Elegy’ and ‘Aria’), the delight throughout the work with tiny musical sparks, fireflies made audible.

	Jerome  HARRIS
	Hidden In Plain View
	1995 
	58:29
	label: New World

Jerome Harris -- см. тж. с: Bobby Previte; Mark Helias; Don Byron; Ned ROTHENBERG;
Jerome Harris [ac bass guit],  Bobby  Previte (см.) [d], Bill Ware (см.) [vib], Don Byron (см.) [cl], E.J.Allen [tp], Marty Ehrlich (см.) [a s, bass cl], Ray Anderson (см.) [trb].

Plays Eric DOLPHY.
   It is distressing to find such a voice silenced by indifference to its creator. Jerome Harris, in describing the genesis of this project, noted, “Recently, I’ve heard comments by younger players, who are saying that Dolphy couldn’t play! Or more, that they didn’t feel that he was headed in a valid direction. I’ve also observed a stance, among the young traditionalists, where they excise from the canon musicians considered avant garde. I maintain that the avant garde was a part of the tradition. A player’s sources may not be obvious, or orthodox, but that doesn’t mean that these players don’t have deep roots in the music’s past practices. That these players are considered not worthy of notice is a trend that deeply disturbs me. There are people whose styles contain elements that are easy to emulate. Coltrane is a good example; some things about his playing style lend themselves to practice and so we now have several generations of tenor saxophonists who are directly influenced by  ‘Trane. Others are more in the realm of inspiration, rather then emulation. Dolphy was definitely one of those.” Harris set out to reflect Dolphy’s voice in a number of ways, starting with his choice of band. Dolphy recorded consistently, in his final year of life, with a lineup that added trumpet, vibraphone, bass, and drums to his woodwinds; change the comping instrument to piano and add a second saxophone, and you have the instrumentation of the Charles Mingus Jazz Workshop, the closest Dolphy came to a stable working environment during that period. This blend of instrumental families offered tonal possibilities that obviously appealed to, and inspired, him. The band’s ability to play off the head is a necessity, for another aspect of Dolphy’s voice was the space that he wrote into his tunes. It could be argued that his pieces were intended, in fact, to be frameworks upon which solos were affixed. Dolphy recorded most of them several times without changing the core, no matter how much time had passed between performances or how different the instrumental composition of the band — the solos alone seemed to live and change. This was not because Dolphy was technically incapable of writing harmonically conventional songs, but rather because he valued spontaneity so profoundly. “It helps me play...” he explained to writer Don DeMichael. “It’s like you have no idea what you’re going to do next. You have an idea, but there’s always that spontaneous thing that happens.”  The members of the group assembled here have all, Harris confirms, “dealt with Eric’s legacy.. it’s not a matter of inside/outside or bebop or free — I think we’re trying to transcend the limitations of either/or: It can be and and also.” Harris’ two original compositions are offered as much in response to Dolphy’s legacy to jazz as in tribute to him. The chorale “Emanation” (#4) was inspired by Dolphy’s speaking voice (the record “Last Date”). When you hear music, after it’s over — it’s gone, into the air. You can never capture it again. “Fortunately, with recordings that is no longer true,” Harris explains. “I was thinking about the brevity of Dolphy’s life and about spirits — about the reverberations of people’s work. I was also inspired by the chordal structure of the slow movement of Stravinsky’s ‘Three Pieces For String Quartet’, which was very interesting harmonies, harmonies that have implications for a couple of different tonalities simultaneously.”  Richard Davis reports that Dolphy was composing a string quartet at the time of his death. “Hidden In Plain View” (#8) grew out of Harris’ admiration for the ensemble playing on the album “Out To Lunch”. “I always loved that record because everyone plays so melodically, while using a full range of expression dynamically and melodically. Some people unfairly categorize Sixties avant garde music as being all screaming and bashing — whereas ‘Out To Lunch’ is so fully realized. I wanted some composed material of strong melodic and rhythmic character to jump off from. I was really surprised that we wound up with a fairly steady pulse, but that’s the thing about improvising: If you’re lucky, sometimes you get surprised.”        — Wes Phillips.
     Jerome HARRIS.  It is unusual for a non-reed player to actively pursue a career on more than one instrument, but Jerome Harris is as active a guitarist as he is a bassist. He has collaborated with an astonishingly diverse cross-section of contemporary artists, including Oliver Lake, Sonny Rollins, George Russell, Julius Hemphill, Bob Moses, and Amina Claudine Myers — as well as most of the musicians in the ensemble featured on this disc. Harris first encountered an acoustic bass guitar several years ago, when he met a player who had commissioned one from a luthier in Portugal. He was impressed, yet felt he had to wait until the technology of the pickups employed was more fully developed. The Sigma instrument Harris plays here utilizes both a bridge pickup and a small microphone inside the bass’ hollow body. It is unique in its tonality. “I find there is a woodiness and a broadness to the tone — not to mention an upper-bass, lower midrange punch to the attack — that lends itself to walking.” It has a different sort of thump.

	Mickey  HART
	Planet Drum
	1991
	50:01
	Mickey HART -- см. тж. с: GRATEFUL DEAD (в разделе ‘Rock’); Babatunde OLATUNJI (в разделе “Africa”); THE MUSIC OF UPPER AND LOWER EGYPT (там же).

ethno-drum-jazz. 

label: Rykodisc.

Grammy Award for Best World Music Album; 

Grammy Award for the Poetry;

Billboard’s #1 World Music Album of 1992;
Billboard’s #1 World Music Artist of 1992;
Downbeat Readers Poll Best World Music Album of 1992;

Downbeat Critics Poll Best World Music Album of 1992;
NARM Award for Best-selling World Music Album of 1992.
     With this recording, Mickey Hart realizes his lifelong dream, to gather together the world’s great drummers to make a recording based entirely on percussion. Planet Drum , the voice to Hart’s book of the some name, represents a musical atlas of the World Beat.

   “We each brought our own sounds to the ensemble. From Nigeria, by way of New York City, came Babatunde Olatunji (см. тж. в Africa section). He arrived with an ‘ashiko’, a tall mahogany cone shaped drum, a ‘ngoma’, a traditional African drum, with ancestral faces carved in the side, and a ‘jembe’, a cylindrical shaped drum, common to all countries in West Africa. Sikiru Adepoju, also from Nigeria, brought the variable-pitched talking drum ‘dundun’, and the ‘gudugudu’, a high-pitched, double membrane frame drum. We each brought our own sounds to the ensemble. To Brazilian percussionist Airto Moreira and me, this meant bringing out all of the instruments that we had collected independently over the years. Zakir Hussain brought the instruments of North India, including the ‘duggi tarang’, ‘madal’, and ‘tabla’. T. H. “Vikku” Vinayakram arrived from South India with his ‘ghatam’, clay pot. Flora Purim came with her voice, and a variety of a percussive instruments. Some of the instruments used here are very old. Others were created particularly for this recording.” — M. Hart. 

	Alfred 23 HART – см. с: CREATIVE WORKS ORCHESTRA; VLADIMIR  ESTRAGON; Heiner GOEBBELS; TRIO TRABANT A ROMA;
	
	
	
	

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

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

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

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

Satmer Hakafos

Sim Shalom

Tzur Mishelo

Last Temptation of Lady L.

Eliyahu Hanovi

V'smachta

Welcoroe to the McDonalds in Dachau

Debka

Bobover Wedding March

Finale: "Juba"

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

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

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

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

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

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

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

	HASIDIC NEW WAVE
	Psycho-Semitic
	1998
	56:23
	label: Knitting Factory Works (NY, USA)

Greg Wall [s]; Frank London (см. тж. с: Klezmatics, Klezmer Conservatory Band) [tp]; David Fiuczynski (см.)[g]; Fima Ephron (см.) [b]; Aaron Alexander [d].

Альбом рекомендован критиками как “The Best of ‘Jazz Quad’ 1998” (раздел «авангард / фри-джаз).

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

Frank London and Greg Wall return with the follow up to the critically acclaimed self-titled 1997 debut "Jews & the Abstract Truth". Their new effort features a smorgasboard of wild guests who will leave you feelin' kinda funny -- in a good way, mind you. Many musics – Klezmer, Persian, Middle Eastern, rock, jazz, disco, improv, cantorial -- inform each other and combine in a whirling kaleidoscope.

Features: Frank London (Klezmatics [см.], Jon Spencer, John Zorn [см.], They Might Be Giants, LL Cool J, Mel Torme and others) - on trumpet; 

Greg Wall on sax; 

David Fiuczynski [см.] (Screaming Headless Torsos, Me’ shell N'degeocello, Bernie Worrell, John Medeski) - on guitar; 

Aaron Alexander (Babkas, Klezmatics) - on drums. 

This is Hasidic New Wave, an intense mixture of Jewish music and culture, combining klezmer, horas, and freilachs with a celebration of love, life and music.

	HASIDIC NEW WAVE
	HASIDIC NEW WAVE & YAKAR RHYTHMS:

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

HASIDIC NEW WAVE:

Frank London (см.) - trumpet, flugelhorn

Greg Wall - tenor & soprano sax

David Fiuczynski (см.) - guitar

Fima Ephron (см.) - bass

Aaron Alexander - drums

Jamie Saft (см.) - organ (2) 

YAKAR RHYTHMS: 

Alioune Faye, Ousmann Sall, Abdoulaye Diop - sabar, djembe, dun dun

1. Waaw-Waaw

2. Yemin Hashem

3. Bread of Affliction

4. The Sacred Line

5. Frydginator

6. Dakar Dawn

7. Bo-Peep

8. Spirit of Jew-Jew

	Jon  HASSEL --- см. в разделе ‘Alternaive’
	
	
	
	

	The HAT SHOES – см. в разделе ‘Alternative’
	
	
	
	

	Fritz  HAUSER 


	Zwei
	1988 
	66:50
	Fritz  HAUSER - см. тж. с: Joe McPHEE; KIMUS #5;

label: hat ART

Fritz Hauser - duos with Christy Doran (см.), Stephan Grieder, Rob Kloet, Rene Krebs, Lauren Newton (см.), Pauline Oliveros (см.).

"The name is appropriate; 'Now' is new of necessity. But 'new', too, is a condition of experience, not a reference to time, not a historical contingency. So the choice of musics in hatART's Now Series is free to reflect as many aesthe​tic points-of-view as there are artists represented, and the various nature of sound instigation / manipulation / organization confronts us with a con​tinually new experience. Focusing attention on artists on the edge -- an edge sometimes as vague as a dream, or as revealing as a microscope. On music which defines its own state of being, in or out of any particular sense of tradition. The surprise of finding recognized musicians in an unexpect​ed context. And the opportunity to acknowledge that music allows us a vision of life (complexities and simplic​ities alike) that is much more than the merely literal." -- Art Lange

	Fritz  HAUSER
	Urs  LEIMGRUBER & Fritz HAUSER:                                    

“L'enigmatique”
	1992 
	58:03
	label: hat ART

Urs Leimgruber [ss, ts], Fritz Hauser [d, perc].

“From the Greek: to speak in riddles. This music all words, no words, tuned to the Other, all others. How many people live inside you? Trust, cancel the obscure, what’s not. In this asphalt desert the Sphinx its own virtue, stark white in new moon, mute, refuses to reveal what can be possessed, what can be expressed; breath as wind, drum as thunder. Witnesses confer, confess, close the door. This life a confusion of moods. This day, unlike any other, all others, grey sun sans heat, calm air bare, visible, civil. As sentries trees sigh, limbs jut, without leaves scratch an empty sky, dry. Splintered shadows rasp. A human hand grasps a marble apple. Paris in Troy, blinded by beauty, cold as the stars. So many novels to be ignored. Nostalgia becomes the Law, a photograph Gospel, not a dream. Here it is what it is not; all evidence is blue. You know what they sing: odes of absence and denial, departures pure as a crescendo, etched in the alchemy of autumn. One night knit echoes of ancient modes, the pitch of an Egyptian bark on wine-red waters to escape this landscape of solitude, bird songs, and sculpture antique as De Chirico. Orange clouds drift to umber. Is any instrument an ocean, any device unmusical? Some sounds leave fingerprints; on terra incognita all roam in silence, these few find a home, hearth, heart.” 

— Art Lange (Dec. ‘91)

	Fritz  HAUSER
	Urs  LEIMGRUBER & Fritz HAUSER:

"Duho"
	1993 
	63:36
	label: Unit

Urs Leimgruber [ss, ts], Fritz  Hauser [d, perc, xylophone].

	Fritz  HAUSER
	Marilyn CRISPELL, Urs LEIMGRUBER, Hildegard KLEEB, Elvira PLENER, Fritz HAUSER:

"Behind The Night"
	1996
	62:05
	label: B&W

11 untitled tracks

all compositions by Urs Leimgruber and Fritz Hauser

см. тж. Marilyn CRISPELL

	Franz HAUTZINGER
	Gomberg
	2000
	56:10
	label: Grob

Franz Hautzinger: quartertone-trumpet

Trumpeter Franz Hautzinger started on the Austrian jazz scene in the late '80s, recording a handful of albums for the label Extraplatte mostly as a member of the groups Mühlbacher usw., Nouvelle Cuisine, and Striped Roses. After a three-year recording hiatus from 1998 to 2000, during which time he extensively radicalized his sound, Hautzinger came back with the solo CD Gomberg (2000) and the debut by his group Dachte Musik (2001), both released by the then up-and-coming German label Grob. These and his participation in the composers' ensemble Zeitkratzer brought his playing to the attention of an international avant-garde audience at the beginning of the new millennium. 

Hautzinger studied trumpet and composition at the Graz Academy of Music and the Performing Arts and at the Vienna Conservatory. He began to teach at the Vienna University of Music in 1989, at about the same time he started to record. At first strongly influenced by Miles Davis' modal jazz, Hautzinger's trumpet playing gradually evolved toward more contemplative, impressionistic realms that bear similarities with Bill Dixon's sound world. Yet, he remained flexible in the first half of the '90s, sticking to a role of session trumpeter. 

In 1993, he joined the group Striped Roses which also included saxophonist Helge Hinteregger and bassist Werner Dafeldecker. All three were jazzmen on the verge of moving away from jazz. Together with guitarists Martin Siewert and Burkhard Stangl, also with similar backgrounds, they began to put together a number of projects. The first of these was ZOSB, a duo with Hinteregger (who had begun to explore samplers and electronics) that released Zong of Se Boboolink in 1994. 

A first step toward a radicalization of Hautzinger's sound was achieved when he shifted from standard trumpet and flügelhorn to the quartertone trumpet. In 1997, he appeared on the first album by Hinteregger's Comforts of Madness (Per S. E.) and released his first CD as a leader, Bent, which features Hinteregger plus Londoners Oren Marshall and Steve Noble. The next year he appeared on Boris Hauf's CD Efzeg (later the name of his group) and released Speakers Corner, a trio session with Siewert and drummer Wolfgang Reisinger (a regularly performing group under the name Trio F). 

After that he retreated to his bedroom, occasionally playing live and guesting on albums but not recording as a leader for three years. He developed a new vocabulary on quartertone trumpet that involved the abandon of notes to focus on breath (air) and the possibilities of the instrument as a resonating body. He resurfaced in late 2000 with Gomberg and the quartet Dachte Musik (with Stangl, Radu Malfatti, and Gunther Schneider). He also joined the Berlin new music ensemble Zeitkratzer, replacing trumpeter Axel Dörner. He visits London regularly since 1999 and has performed with the London Improvisers Orchestra and recorded with Derek Bailey.

Groundbreaking is a word that should be used very carefully. But there is no doubt that it applies to Franz Hautzinger's CD Gomberg. The Viennese trumpeter hadn't released any material on record for three years before unleashing this album. Gomberg, a collection of quarter-tone trumpet solos, is a radical step forward and redefines the language of the trumpet as of any instrumental soloing. The distinction between tonal and atonal is rendered irrelevant, as Hautzinger eludes scale and harmony. Not a single pure note is heard. The trumpeter works with his breathing, blowing air in the instrument or directly into the microphone, talking into the trumpet, playing with the valves, using some microphone effects. Of course, these elements had been used before, but never had a trumpeter gone this far in exploring the elementary elements of the instrument. The performance is recorded with volume levels set very high in order to catch every sound produced. Consequently, street sounds and ambient noises found their way onto the recording, but they are not too intrusive, except for the last piece "Ticket to India" and the middle part of "NY.W." where a police siren interrupts the musician. An unsuspecting listener would have a hard time believing "Concert for Christina" is a trumpet piece as it is essentially made of breathing sounds modified by a flanger effect, bringing the piece very close to musique concrète. With its percussive valve work, "NY.W." is the other highlight of the album. Also very stripped down, this piece gives the illusion of kaleidoscopic droplets. Franz Hautzinger's fascinating music must be listened to attentively and in a silent room (or even better through headphones) in order to fully experience its richness. The booklet includes a very interesting (although plagued by misspellings) 20-page essay by the legendary free jazz trumpeter Bill Dixon.
1. W.M.

2. Concert for Christina

3. NY.W.

4. T.M.

5. NY. LH.

6. Ticket to India

all tracks by Hautzinger

	Hampton  HAWES 
	Live At The Jazz Showcase In Chicago.  Vol.II
	1973 
	67:26
	bebop
label: enja

H.Hawes: [p,voc(voc. - #5)]; Cecil McBee: [b]; Roy Haynes: [d].
 “Hampton Hawes, familiary known to his friends as just ‘Hamp’ for short: for me, he was undoubtedly the most warm hearted person I ever encountered in the music world. Hampton Hawes was born on the 13th of November 1928 in Los Angeles with six fingers on each hand, which his parents had removed at birth by having the sixth and twelvth fingers bound off... imagine what could have happen to jazz piano if he’d had all twelve fingers!” — Horst Weber.

   Поскольку в liner notes на вкладке этот автор умудрился в длиннющем тексте так ничего и не сказать о музыке и почти ничего о H.H., позволю себе заметить, что, несмотря на то, что этот концерт записан кое-как (и сыгран, судя по всему, безо всякой подготовки, мягко говоря), он производит мощнейшее впечатление и я рекомендую познакомиться с ним всем любителям джаза (bebop).

	Hampton  HAWES
	As Long As There's Music
	1976
	70:16
	Charlie HADEN / Hampton HAWES --  duet: [b] / [p]

	Coleman  HAWKINS
	Encounters Ben Webster
	1959
	46:51
	label: Verve Master Edition, 1997: Meticulous audio restoration; High-resolution 20-bit digital transfer; bonus tracks.

C.H., B.W. [t s]; Oscar Peterson [p]; Herb Ellis[g]; Ray Brown[b]; Alvin Stoller[d].

  «An excellent between Hawkins and Webster – perhaps the best ever recorded.» – Down Beat.

	Graham  HAYNES
	The Griots Footsteps
	1994
	59:44
	Graham HAYNES – см. тж. с: Russell MILLS; Cassandra WILSON; Bill LASWELL; M-BASE COLLECTIVE;

label: Polydor/Polygram France, Antilles.

Recorded in Paris, 1994.

"Free your mind and your ass will follow.

Your soul might follow too!"

-- Graham Haynes
1. Gothic

2. R.H.

3. Enlightenment

4. Flip Stories

5. Psychic Plane

6. The Griots Footsteps

Cornet: Graham Haynes

Tenor & soprano saxophones: Steve Williamson (см.)

Keyboards: Cheick Tidiane-Seck, Don-Dieu Divin, Luis Manresa, Graham Haynes

Guitar: Laroussi-Ali Djamel

Sitar: Brigitte Menon

Tanpura: Lyra Menon

Bass: Vincent Othieno, Noel (Papa Noel) Ekwabi (on Flip Stories)

Percussion: Jorge Amorim and Daniel Moreno

Talking drum: Chief Udoh Essiet

Drums and vocals (on Flip Stories): Brice Wassy

Thanks to the following  for their Inspiration, Insight and Influence:
Don Cherry, Sly Stone, Eric Dolphy, Jimi Hendrix, James Brown, Olu Dara, Giacomo Puccini, McCoy Tyner, John Coltrane, Booker Little, Woody Shaw, Fats Navarro, Charlie Parker, Dizzy Gillespie, Miles Davis, Billie Holiday Dave Burns, Jaki Byard, Joe Lee Wilson, Nat King Cole, Louis Armstrong, Duke Ellington, Wayne Shorter, Ornette Coleman, Wynton Marsalis, Steve Coleman, Geri Allen, Henry Threadgill, David Murray, George Adams, Jean Paul Bourelly, Roy Haynes, Thelonious Monk, Butch Morris, Sun Ra, Ed Blackwell, Max Roach, Jon Hassell, Brian Eno, Hermeto Pascoal, The World Music Institute, The Gnawas, The Mandinke, The Bambara, Salif Keita, Cheik Tidiane-Seck, Brice Wassy, Daniel Moreno, Jeorge Amorim, Robert Johnson, Son House, Muddy Waters, Ali Akbar Kahn, Ravi Shankar, Stravinsky, Bartok, George Gershwin, Jerome Kern, Richard Rodgers, Cole Porter, Oscar Hammerstein, Tito Puente, Eddie Palmieri, Carlos Jobim, Bob Marley, Tiger, Yellowman, Super Cat, Shabba Ranks, Shelly Thunder, Donny Hathaway, Frank Sinatra, Vernon Reid, Greg Tate, Linda Bryant, Amiri Baraka, James Baldwin, David Hammons, Fred Holland, Orson Welles, John Cassavettes, Pier Paolo Pasolini, Akira Kurazawa, Federico Fellini, Nino Rota, Frank Capra, Alfred Hitchcock, Roberto Rossellini, John Huston, Ernest Hemingway, Howard Hawks, George Cukor, William Wellman, Michael Curtiz, Gordon Parks, Melvin Van Peeples.

(Многие из данного списка  есть в этом Каталоге)

Кроме "африканистой" Flip Stories, остальные композиции представляют собой невероятно красивые джазово-амбиентные живописные зарисовки.

	Graham  HAYNES
	Tones for The 21st Century (Sounds for The Innerself)
	1997
	52:44
	label: Antilles (USA)

Graham Haynes [cornet, fl h, Tibetan tp, k]; Steve Neil [African harp (#2)]; Spazecraft [didgeridoo (#3)]; Tracie Morris [v (#3)].

«Time may change the technique of music but never its mission»  -- Rachmaninoff

  Холодный, красивый, мрачноватый jazz-ambient.

	Graham  HAYNES
	BPM
	2000
	47:59
	label: Knitting Factory Works

Graham Haynes: cornet, flugelhorn

Brandon Ross: guitar (6)

Marque Gilmore: drums (4), programming  (5,8)

dj Spazekraft: programming (7)

Daniel Moreno: percussion (5)

1. variations on a theme by wagner

2. variation no. 2

3. red zone

4. telluride

5. inn a most

6. tristan in the sky

7. climate

8. revamp

	Graham  HAYNES
	Pharoah SANDERS & Graham HAYNES:

"With A Heartbeat"
	2003
	49:45
	label: evolver

Pharoah Sanders (см.): tenor sax, flutes

Trilok Gurtu: tabla, voice

Graham Haynes: cornet, electronics

Nicky Skopelitis: guitars, electric sitar

Jeff Bova: keyboard

Dr. Jean-Louis Zink: heartbeats

Bill Laswell (см.): bass, flute, keyboard

1. Across Time

2. Morning Tala

3. Alankara

4. Gamaka

	Dick  HECKSTALL - SMITH,                    Jack  BRUCE,  John STEVENS
	This That
	1994
	70:44
	label: Atonal Records

Dick  HECKSTALL - SMITH [t&s s]; Jack  BRUCE [b, v]; John STEVENS [tp, d]; + Glen Nightingale [g].

Три старых аса играют free/fusion/jazz-rock с таким задором, что любая молодёжь позавидует.

	Mark  HELIAS 
	The Current Set
	1987 
	47:48
	Mark  HELIAS -- см.тж. c: Ray Anderson; Anthony Braxton; Marty Ehrlich; Simon NABATOV;

label: enja

M. H. [b]; Tim Berne (см) [a s] (см.); Robin Eubanks (см.) [trb], Victor Lewis [d]; Nana Vasconcelos [perc], Herb Robertson [tp]; Greg Osby [s s].

   Mark Helias’ ‘The Current Set’, his second album as a leader, can be added to the list, as it is a recording which represents the work of one of New York’s finest composers, thinkers, and instrumentalists, and captures the rambunctious and inquisitive spirit of the moment. But the record works as more than simply a document of a time, it works musically, with Helias’ hard swinging compositions, full of extended melodies and harmonic structures, creating space for the extraordinary improvisations on the date. — Peter Watrous.

	Mark  HELIAS
	Desert Blue
	1989 
	51:13
	label: enja

M. Helias with: Pheeroan akLaff [d]; Ray Anderson (см.) [tr];      Anthony Davis [p]; Marty Ehrlich (см.) [a&t sax, cl, b cl]; Jerome Harris (см.) [g]; Herb Robertson [tp].

    Helias, 38, was part of the New Haven scene that included Antony Davis, Jay Hoggard, George Lewis, Gerry Hemingway, and Pheeroan akLaff — a bridge generation between the 60’s avant-gardists and the new generation of neo-conservative musicians. It is to Helias’ credit that his work both focused and enabled everybody to play their best, turning the date into a pungent statement from a new generation. His music is an extraordinary set of compositions, made that much more profound by the improvisational voices of a new movement anxious to prove their abundant talents. — P.W.

	Mark  HELIAS
	Attack The Future
	1992 
	61:43
	label: enja

M. Helias with: Michael Moore [a s, cl, b cl]; Herb Robertson [tp, fl h, cornet]; David Lopato [p]; Tom Rainey [d].

   These days, some jazz musicians attack the future to justify living in the past. Mark Helias isn’t one of  ‘em — not after coming up in a flexible trio with Gerry Hemingway and Ray Anderson, after key associations with Anthony Braxton and Dewey Redman, and an ongoing 17-year collaboration with Ed Blackwell. Of this album’s title, Helias observes, “I mean attack the future like you’d attack a good meal: something you can’t wait to dig into.”  Which is not to say he neglects eternal verities like swing and blues feeling: ‘Attack The Future’ begins with one blues — ‘Gnomeswalk’, with its pleasing echoes of old New Orleans — and ends with another (if less) obvious blues, the West African flawored ‘Beau Regard’. The band’s cohesion is obvious. “There are a lot of duos for horns because Herb and Michael play so well together. I really like a collective approach to improvisation, that organic kind of interaction.” (All the quotes are from the leader.) Herb has a reputation as an extremist, cloaking his sound with various mutes, but ‘Attack The Future’ showcases his warm, lyrical side. Michael Moore was born in Northern California, studies at the New England Conservatory, and now lives in Amsterdam. He’s playing in the Clusone Trio (см.) with Han Bennink and Ernst Reijseger, the ICP Orchestra with Bennink and Misha Mengelberg, and a splendid band he co-leads, Available Jelly. — Kevin Whitehead.

	Jonas HELLBORG
	RAF:

"Ode To A Tractor"
	1992
	41:06
	Jonas HELLBORG – см. тж. с: MATERIAL;

improv / avant-garde

label: Day Eight Music 

Produced by Jonas Hellborg. 

Rec. in New York.

musicians:

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

All compositions by Laswell / Brotzman / Hellborg / Johansson.

1. Pork

2. Stay Where You Are

3. The Freezing Dessert

4. Land Of The Dead And Dying

5. Suburb Of Hell

6. Head Of A Monk

7. Ode To A Tractor

8. Buchla In Australia

9. Chant

10. Konkret

	Jonas HELLBORG
	Jonas HELLBORG, BUCKETHEAD, Michael SHRIEVE:

“Octave of The Holy Innocents”
	1995
	42:52
	инструментальный funk & ambient
label: Day Eight

Jonas Hellborg [ac b]; Buckethead (см. в секции ‘Alternative’) [g]; Michael Shrieve (см.) [d].
Rec. in New York

Those familiar with the respective musicians discographies might normally expect this affair to be a turbocharged, jazz/fusion set also featuring wacko, prog metal type characteristics. Such is not the case with this production, as these artists opt for the "unplugged" route. On the other hand, there's no lack of excitement here, as this acoustic-based power trio generates quite a bit of momentum in concert with a few ethereally enacted dreamscapes. On this release, Jonas Hellborg uses a custom made acoustic bass guitar. The electrified and generally dazzling, heavy metal-like inclinations of guitarist Buckethead are tempered into an acoustic format here, as drummer Michael Shrieve lays down a series of torrid backbeats to complement his hard-hitting, polyrhythmic fills. However, most of the album's highlights reside within Hellborg and Buckethead's deft plucking, and uncanny implementations of counter melodies, sparked by reverberating flows. They explore odd-tunings to coincide with several high-octane movements, as Hellborg even slaps his bass strings on occasion, thus injecting techniques normally used by electric bassists. Yet it's all about the sparkling chemistry that prevails throughout this wonderfully conceived and executed project! (Strongly recommended) 

1. Rana and Fara

2. Death That Sleeps in Them

3. The Past Is a Different Country, I Don't Live There Anymore

4. Child King

5. Kidogo

	Jonas HELLBORG
	E
	2000
	42:27
	Jonas Hellborg Group: Jonas Hellborg [bass guitar]; Jens Johansson [organ]; Andres Johansson [d].

Ураганный инструментальный фанк с мощным драйвом.

	Jonas HELLBORG
	GOOD PEOPLE:

"In Times of Evil"
	
	51:50
	Jonas Hellborg [b, shawn, lane guitar]; V. Selvaganesh [kanjeera, udu, v]; + Ustad Sultan Khan.

Of the many stunningly beautiful albums recorded by bassist Jonas Hellborg, this is perhaps  the most consistently lovely. Technically,  this is a  trio album - Hellborg is joined by guitar wizard Shawn Lane and Indian percussionist V. Selvaganesh - and although Hellborg will inevitably be cast as  the leader in a setting like this (he's the only one of the three with composition credits on all tunes), there is an admirable equality of presence between the three.  Lane is a truly awe-inspiring guitarist, a man who can seemingly play anything that enters his head, and yet who shows remarkable restraint most of the time; Selvaganesh is one of those rare percussionists  who manages to blend into the general atmosphere, spinning out virtuoso polyrhythmic passages almost nonstop and yet rarely drawing attention to himself.

The overall feel of this album is energetic yet relaxed; there is little or nothing in the way of tonally or texturing forbidding music, and yet all of it is beautiful in a  way that challenges  the ear.  Particular highlights include  the lyrical  "Aga of the Ladies" and "Bhakti Ras," which  was recorded live and features a guest appearance by sarangi player Ustad Sultan  Khan.

(Rick Anderson)

	Jonas HELLBORG
	Icon
	2002
	59:23
	label: Bardo Records

JONAS HELLBORG: BASS

SHAWN LANE: GUITAR

V. UMAMAHESH: VOCALS

V. SELVAGANESH: KANJEERA and KONOKOL

V. UMASHANKAR: GHATAM and KONOKOL

1. ANCHOR

2. MIRROR

3. VEHICLE

4. ESCAPE

	Gerry HEMINGWAY
	GRÄWE / REIJSEGER / HEMINGWAY:

"Sonic Fiction"
	1990 
	68:50
	Gerry HEMINGWAY -- см. тж. с: BassDrumBone; Ray Andersen; Tambastics; James Emery; Anthony Braxton; Lisa Sokolov; Mark  DRESSER; Franz  KOGLMANN; Sato  MICHIHIRO; Michel  WINTSCH;
label: HAT HUT

GRAEWE (см.) [p]; REIJSEGER (см.) [cello]; HEMINGWAY [perc]. 

Ernst Reijseger -- номинант “DownBeat Critics Poll Winners” в категории: Cello (2000)
Американский барабанщик Gerry Hemingway в 80-е годы участвовал в трио Ray'a Anderson'a (c Mark Helias), с 1983 года он постоянный участник квартета Anthony Braxton'a. В 90-е он – с Marilyn Crispell и трио Georg'a Graewe (c Ernst Reijseger). Параллельно записывает альбомы соло и со своим квинтетом.

Gerry Hemingway was born in 1955 and grew up in New Haven, Connecticut. His early playing experience included work with Anthony Davis. George Lewis and Leo Smith and he also studied West African and Indian drumming. In the late 70s he set up his own record label. Auricle, and his releases included Oahspe, named after his trio with Ray Anderson and Mark Helias, and the 1981 Solo Works. In 1983 he became a regular member of the Braxton quartet and he also plays on Braxton's Ensemble (Victoriaville) 1988 LP. Recently he has been playing with Marilyn Crispell and Reggie Workman, working in the quartet Tambastics and co-leading a trio with Georg Graewe and Ernst Reijseger as well as leading his own groups. His latest recordings include his quintet's Special Detail CD (hat ART) and the Duo CD with Marilyn Crispell (Knitting Factory).

 Though music, all across the world, has been improvised since its very origin, it seems a distrust of spontaneous creativity has grown, slowly, but surely, through Euro​pe and, by extension, the United States. It may have been a gradual process; afterall, many of the methodological foundations of Western European classical music are derived from improvisational procedures. Those musicians considered the corner​stones of European music -- Bach, Beet​hoven, Liszt, Chopin, Mozart -- were improvisers of great renown. But by the first stirrings of the 20th century, the authority of the composer was primary Theoridans like Josef Hauer and Arnold Schoenberg, and the resultant 12-tone school, provided a serious, serial direction that proved gos​pel for the entire mid-century.

America, still so dependent upon Euro​pe for its cultural precedents, was able to forge its own remarkable antithesis, jazz, to the European notions of control and pre​meditation; but the evolution of jazz has, more and more, embraced compositional considerations and drifted further away from its improvisational roots. It too has be​come more a music of interpretation than true improvisation.

Perhaps such consolidation, such careful crafting can be beneficial to the music; certainly, much of the most exciting music of our time tries to use compositional ele​ments to inspire healthy new views of im​provisation. But too there are the excep​tions to the norm -- musicians who, through shrewd attitudes and sensitivity to the de​mocratic principles of group spontaneity, are able to create a truly improvised music from strength and experimentation.

And this is why the music of pianist Georg Grawe, cellist Ernst Reijseger and percussionist Gerry Hemingway, is so fresh, so special. They have found a way to create music unburdened of stereotypes, cliches, and precedents, music that is not dependent upon jazz or classical music for a context, and refers to them only tangentially. This is Improvised New Music, which is free to draw on any source without selling its soul to do so. [...]

In addition to a virtuosic technique -- of traditional and extended cello practices -- Ernst Reijseger brings a post-Dada sensi​bility to the trio. He is capable of quick, unexpected jolts of energy of drastic contrasts of mood and activity, enlivening features that exemplify the surprise of the spontaneous. One of the co-founders of the Amsterdam String Trio, he's performed with probably every musician of note in his native Holland - including invigorating work with ensembles directed by Misha Mengelberg and Guus Janssen -- and his reputation has spread throughout Europe. [...]

Together, their music is easier characte​rized than described, since the wealth of colors, moods, textures, and melodies is fluid enough to shift not only from piece to piece, but moment to moment. There is, for me, a European aesthetic at work here, a blend of modern and historic sources with the added bittersweet spice of folk ele​ments from the soil. It's a delicate, de​manding juggling act, drawing on past experiences while remaining alert and honest to the immediacy of this particular moment. Their intuitive tactics are fre​quently breathtaking, as they simulta​neously shadow each other's moves, suggest spontaneous new directions, and exist as an individual; Reijseger etching deft melodic contours out of the merest ef​fects at times, Hemingway exhorting and embellishing, Grawe -- with a crisp clarity of articulation, complete rhythmic flexibility, and an ear for piano sonorities, plus a reso​lute insistence on building block founda​tions - instilling structural support and ly​rical alterations.

There's irony in the title, Sonic Fiction; because music this immediate, this intui​tive yet integrated is not a science, and fic-tive to the point of being invented by the imagination, but not feigned. The intricacy of movement, design, and detail they create is a joy and a pleasure. That's a fact.

 --  ArtLange, November 1989

	Gerry HEMINGWAY
	Special Detail
	1991 
	69:51
	label: hat ART

Don Byron (см.) [cl, bar s], Wolter Wierbos [trb], Ernst Reijseger (см.) [cello], Ed Schuller [b], Gerry Hemingway [d, steel drums].

  This album strikes me as Gerry Hemingway's most significant statement to date -- not because its excellence is unexpected, but rather because of the way it reaf​firms and builds upon this most talented percussionist/composer's previous work. Hemingway has been an inspired artist in a variety of past situations, including the quintet instrumentation he leads here. "Special Detail" goes farther than previous efforts, however, in underscoring Hemingway's voice as an ensemble leader. With its mix of new and old music, of long-familiar and more recent associates, it places him even more firmly in the realm of the true originals.

Such a judgment by no means is intended to slight the music Hemingway has previously crea​ted in a variety of contexts. Many listeners know him best for his long associations with Anthony Braxton, Anthony Davis and the cooperative trio he shares with Ray Andersen and Mark Hellas (known at various times as Oahspe and BassDrumBone). There have also been ingenious solo perfor​mances (including one I witnessed a few years ago as part of a six-drummer extravaganza that provided a veritable clinic for his fellow participants); duets with the elusive saxophonist/composer Earl Howard; writing and playing for the Creative Improvisers Orchestra (a group he co-founded with Leo Smith and Bobby Naughton); numerous recordings (including three on his own Auri​cle label); and, more recently, per​formances with Reggie Workman, a new cooperative trio with George Grawe and Ernst Reijseger (heard on "Sonic Fiction," hat ART 6045), and the quartet Tambastics.

Still, the band heard here gives us Hemingway at his most complete. "The quintet is my absolute priority," he admits; "it is what I want to do the most at this time. I'm dedicated to this instru​mentation, though I can't quite describe how it came to be. In part, it came out of my relationship with Ernst, but it is really a combina​tion of drawing upon specific personalities and the possibilities of the instrumentation. I love har​mony, and it's so nice to have more voices to orchestrate. At the same time, I like working with elusive and transparent qualities which are an outgrowth of extend​ed techniques, and Ernst and Wolter are especially fluent in that area. A band like this understands certain material without explana​tion -- it's more intuitive, rather than directed, although there are orchestrated passages as well."

In its original 1985 incarnation, as heard on the Sound Aspects album "Outerbrldge Crossing," the Hemingway quintet was primarily comprised of old friends. Anderson and Helias, the bone and bass of BassDrumBone, were present, along with baritone saxophonist David Mott, who Hemingway had known since the midseventies, when the drummer audited Mott's class at Yale University (Mark Hellas and Anthony Davis were Yale graduate students at the time, while Hemingway was a working drummer in his native New Haven, Connecticut). Cellist Reijseger, who Hemingway has performed with in several contexts since their initial meeting in New York City with Derek Bailey and Company, is the only returning member on this second quintet album, recorded five years after the first. In part this is a matter of practicality, of maintaining  several reliable collaborators so as to maximize work opportunities in Europe and the United States; in part it testifies to Reijseger’s status as a ‘core member’ of Hemingway’s enterprise. In another sense it is a sign of musical depth, of a body of work that has established its own voice above and beyond the personalities of its talented members.

For this listener, the character of the quintet is best defined by the way it balances the contrasting impulses of freedom and form, just as the leader's drumming main​tains a visceral tension between rhythmic patterns and coloration. "I don't like to stay in just one mood or one tempo," Hemingway admits. "I prefer surprises all of the time, which can be created by the melding of textures; and I like shifting tempos. If there is any influence in the quintet's music, it would have to be Charles Mingus, because he's the guy who estab​lished shifting tempos."

The title track illustrates Hemingway's priorities quite convincingly, with its dramatic extended introduction, its evolu​tion into tempo (or, as Hemingway more accurately puts it, "layers of time - at various points we sound like two bands within one"), the thematic richness that recalls Mingus when Reijseger takes the lead, and the manner in which the extended vocabulary of the play​ers allows them to interact with such immediacy. There is also Hemingway's attention to the orchestral possibilities of percus​sion (recalling Sonny Greer's contribution to the Duke Ellington orchestra at times), and the culmi​nating release of Wolter Wierbos' closing trombone solo. As with each of the other compositions, there is still room for the indi​vidual musician to expand upon the rich material that Hemingway has provided.

One could not ask for more than what each player brings to Hemingway's music. Dutch cellist Rejjseger, the quintet's veteran, is the most obviously astounding; his ease and flexibility whether playing arco or pizzicato allow him to roam all over the music, sharing lines and space at various times with the horns, the bass and the percussion. Wierbos, a sonic magician on trombone with his own audacious techniques, is also from the Netherlands, where he is among the most active musicians. Ed Schuller, who only began play​ing with Hemingway recently, has known the drummer for a long time, and will be best known to listeners for his work with Paul Motian's quintet, Tim Berne, and Night Ark. He is a graduate of the New England Conservatory of Music, as is Don Byron, one of the players who is making people pay attention to the clarinet once again "I've come to love the clari​net since I formed this band," says Hemingway, "and Don's presence has allowed me to put clarinet into my newer pieces." The drummer and Byron also work together in the quartet Ten Ren Ren (with Brandon Ross and Mark Dresser). In addition, Byron has been heard with Craig Harris, David Murray, Ralph Peterson, the Mercer Ellington orchestra (where he played Harry Carney's parts), and his own bands, including a Klezmer group that has revived the music of Mickey Katz.

Hemingway has assembled a kaleidoscopic program of music for these players. In addition to the aforementioned "Special Detail," the new works include "Endpiece I," a bristing ensemble creation with the insistent theme providing something of a groove even through the most heated col​lective passages and Schuller tak​ing an emphatic bass solo. "Don feels more like the drummer than I do," the composer comments. "Third Scape" is the final move​ment of a three-part suite. Its cello part is drawn in part from South African music. In this incarnation, it is a spectacular vehicle for Reijseger. The exotic "Taffia" begins with the steel drum, an instrument that has become an integral part of Hemingway's arsenal. After a shift in mood, the music evolves into a blues that originally concluded another, earlier suite.

The final two pieces have been recorded before, in versions with Anderson and Helias. Compari​sons underscore how the quintet enables Hemingway to revisit older material productively. "Wooferlo" is the title track from BassDrumBone's 1987 Soul Note album, where it was heard in a more genteel version. Where the trio always played the piece in dif​ferent tempos, this more forma​lized arrangement, which begins with muscular swing and explodes through the horn and drum solos, derives from a performance at the Vancouver Jazz Festival. "Beef 2" was heard on the 1978 Auricle album "Oahspe," and is one of the titles Hemingway saves for encores. It was not originally intended to be included in this col​lection; but the tremendous spirit of this live performance, with its brighter-than-usual tempo and its explosive solos (particularly Byron's, which vaults from the basement to space), made it the logical closer.
As 1991 begins, Hemingway is committed to making his quintet heard. The band should make two trips to Europe this year instead of the usual one, and a series of U.S. dates are also being sched​uled. No doubt this longawaited second quintet set will also help spread the word. There will be other bands and other projects for Hemingway, to be sure, and they will all be worth hearing; but a band this unique, this deep, and this satisfying is all Hemingway needs to keep us listening. - Bob Blumenthal, January 1991

	Gerry HEMINGWAY
	Demon Chaser
	1993 
	53:59
	label: hat ART

Michael Moore [a s, cl, b cl], Wolter Wierbos  [trb], Ernst Reijseger (см.) [cello], Mark Dresser (см.) [b], Gerry Hemingway [d, steeldrums]. 

Исполняются композиции Hemingway'a, а также "A Night In Tunisia" Dizzy Gillespie.

  How different might the map look if the classic recordings of bebop -- to go back no further than that -- had been made using modern equip​ment? Would not at least some of those emi​nences by which we habitually steer – listeners, critics, players alike -- require to be downscaled a little, or shifted sideways by a couple of sec​onds of arс? The horn men and the piano players occupy more than their fair share of the topo​graphical foreground because, until startlingly recently, the available technology imposed an acoustic hierarchy that had nothing whatever to do with the intrinsic nature of jazz performance. When recently my colleague Alyn Shipton and I were scheming out a new jazz history book, it was his suggestion that we reverse the usual emphasis and consider the role of the rhythm section in the "bebop revolution" before we turned to the more readily documented pioneers like Bird, Diz and Monk. If you're looking for the first seismic vibrations of that extraordinary upheaval in the development of jazz playing, look for it first in that treacherously narrow stra​tum reserved for the bass player and the drummer.

The role of percussion in jazz is a perfect exam​ple of the dilemma constantly faced by historians of the "mentalite[ac]s" school, who find them​selves attempting to defend conclusions that run either counter or across the documented evidence. Even after glossy digital remastering has ushered it forward, the drum still occupies a lumpen role in the dialectic, nominally valued, sometimes blandly over-valued, but rarely accorded a realistic historical role. Even though you cannot always hear it clearly, at almost every point of change in the history of jazz, there has been a drum beat, announcing a new cadence, leading the ensemble into a new configuration. Looking around almost at random, how far would Trane have gone with Elvin, and then, when Elvin’s course was effectively run, without Rashied Ali? Is it possible to hear the abstract dance-steps of the later Cecil Taylor without still hearing Sunny Murray’s wonderful bizarre cadence? Didn’t Ornette only really achieve the breakthrough he sought when he had, in literal effect, ‘created’ the drummer he required, in Denardo? And would Anthony Braxton’s astonishing palimpsest effects ever have taken the necessary step beyond the post-bop abstractions he got from Barry Altschul if he had never met Gerry Hemingway? [...]

Heming​way's whole project is directed to the ensemble rather than to the individualism that is still widely assumed to be definitive of jazz playing Almost every one of his documented works is concern​ed with the layering of sound, whether in contra​puntal interactions or timbral juxtapositions. Even as he sets about overturning the reductive hierarchy that has been continually imposed and re-imposed on jazz by the music industry and its critical appendages, he has confidently reasserred the essential verticality of the music, its almost classical dependence (compare pop) on depth of sound. (As an Illustration of what I mean, does Parker really sound as if he was flying -- that wasn't where "Bird" came from any​way -- or does he not rather sound as if he were profoundly rooted? Are Trane's seemingly endless transitions not subterranean rather than interstellar?)

That is the message of "A Night In Tunisia", a rare standard included on Demon Chaser. Hemingway reinvents the tune, implodes it, rather than merely subjecting it to further varia​tion, and he does so in the way that he compacts his own original themes: hear it most clearly on the title track. The components of the Quintet, a configuration he was stuck with now for a few years, are vital. Where a piano would chew all the "middle" out of the clarinets and the trom​bone (and the baritone saxophone on previous recordings) the conjuction of bass with cello creates a musical space that is both harmonical​ly and rhythmically open (listen to how often Reijseger plays rubato and "between" the written pitches on "Demon Chaser") but as close as can be achieved in instrumental terms to the bottom end of a male vocal quartet. It isn't too fanciful to hear in Hemingway's displaced harmonies the sound of the Beatles or Beach Boys or Byrds. Rock was, after all, his first point of entry and he is still the only ‘jazz’ drummer who has managed to retain rock chops without drifting off into either fusion clockwork or self-conscious ‘complexity’. [...]

With Demon Chaser, Gerry Hemingway has written himself into the history of this great mu​sic with a script that fulfils both the requirement of complete contemporaneousness and abso​lute legibility. He has signed his name in the Big Book. 

Brian Morton. October 1993

	Gerry HEMINGWAY
	Down To The Wire
	1993 
	48:32
	label: hat ART

Michael Moore [a s, cl, b cl], Wolter Wierbos [trb], Mark Dresser (см.) [b], Gerry Hemingway [d, steel drums]. 

Recorded: December 8 & 10, 1991

   There’s no frost on ‘Down To The Wire’, an intimate quartet date from Hemingway and associates. Given the title, you might expect it to expand on the agressive edge of last year’s ‘Special Detail’, tossing another log onto the frenetic fire. But this outing employs a less combustible approach, without the urgency of a neck-and-neck horserace. Instead, it opens up a spacious, often balladsy zone for its creative inhabitants to explore. It’s a gripping listen – like a photo-finish, ‘Down To The Wire’ is a snapshot of a band in motion.

Strangely enough, this quartet wasn't meant to happen. It's a mutation of the quintet that Hemingway has been cultivat​ing since the mid-80s as an extension of BassDrumBone, the trio with bassist Mark Helias and trombonist Ray Anderson. Given his druthers, Hemingway would keep the personnel as steady as possible, but changes inevitably occur from tour to tour. Indeed, both Helias and Anderson are gone from the group, and bassist Ed Schuller, trombonist Steve Swell, baritone saxophonist David Mott and clarinetist Don Byron have passed through as well. Fact is, aside from Hemingway's signa​ture percussion concept and fine writing, the one constant identifying feature of the quintet has been Ernst Reijseger's extra​ordinary cello.

Just days before embarking on the tour during which the quintet was supposed to bring this material to peak form for record​ing, however, Reijseger (who suffers from perpetual back problems) slipped a disc, landing him in the hospital. Hemingway toyed with the idea of subbing violinist Mark Feldman, but opted instead to make a go of it with the quartet. "I really had Ernst in mind for the stuff I had prepared," he admits. "But I worked hard to re-or​chestrate things. I'd actually cancelled the recordings, but after a few days of touring I called everybody up and said no, I want to do it. It was a new sound, a much more open sound than with the fifth player, It was the first time Dresser had been involved and the blend was working very well as a quartet." [...]

"For me. the music is always about the blood, sweat and grits of it all. That's the absolute primary criteria. It's not to say that the technical end isn't important, but the mystical connection between head and heart commands." For Hemingway, the magic formula is the process of taking it to the stage, the shared experience (musical and extra-musical) of touring. "It just reaches that much further when you've been through this experience to​gether, when you've tried the music out in front of people, night after night. That's why recordings of those old guys are so great: they hold up like madness because they were out there dealing!" If I'm right, ‘Down To The Wire’ will hold up like madness, too.

-- John Corbett, Chicago, December, 1992

	Gerry HEMINGWAY
	Wintsch / Schutz / Hemingway
	1994 
	47:43
	label: Unit

M.Wintsch (см.) [p, accordion]; M.Schutz [ac&el cello]; G. Hemingway [d,+]

	Gerry HEMINGWAY
	The Marmalade King
	1995 
	54:00
	label: hat ART

Michael Moore [a s, cl, bass cl], Wolter Wierbos  [trb], Ernst Reijseger  (см.) [cello], Mark Dresser (см.) [b], Gerry Hemingway [d]. 

Пятичастная сюита.

GERRY HEMINGWAY:
I have always been attracted to extended form in composition, perhaps because I've always liked a good story. My mom, who was quite a storyteller, used to tell her more elaborate yarns over the course of a whole dinner complete with numerous digressions, asides and interjections from the family. By the end of the meal we weren't quite sure how her tale had begun but clearly we had made a journey together to the other side of the forest and somehow had emerged triumphantly. Its not so much that I equa​te the experience of listening to a longer work of music with reading or hearing a story. Its more that some of the funda​mental elements that are used to con​struct a linear written work: theme, cha​racter, place, conflict and resolution have interesting parallel counterparts and appli​cations in the more abstract world of music. Lately I have been reading so many stories about choo-choo trains, bears, tractors, spaghetti and frogs. Interestingly they range from a straightfoward story to a set of images with no text. So it seems natural in my evolution to have composed "a story", in this case The Marmalade King which investigates this relationship in a more direct way.

The Marmalade King is a suite of five works that are organized like chap​ters of a fanciful children's tale. The title of each part of the suite is made to resemble the opening line of a chapter from which the music suggests the rest of the story. It is also intended that each part of the suite have tangible relationships with other parts, not unlike an elegant meal where each course compli​ments the others and when finished, feels complete. In representing this con​cept musically I chose not to recapitulate any material from one part to the next but instead have woven relationships into the harmonic and rhythmic frameworks of each of the pieces.

Many of the pieces in this suite have layered independent parts that coincide in unexpected and sometimes not so obvious ways, something akin to clues that when assembled, solve a mystery. Certainly my interest in developing these more elaborate constructions is in one sense an outgrowth of my explorations of independence as a four limbed percussio​nist. I also feel that like non-narrative writ​ing, its a method by which more complex expression can be articulated by a small ensemble.

A good example of this is The Checkerboard laughed and eluded ever​yone (#3). In this piece different tempi, harmo​nic and rhythmic phrasings are layered like the delicate strata of a well prepared tiramisu giving each element of the piece a double meaning. The notion of layering different tempi began in a work I wrote in 1980 and eventually recorded with the quintet entitled Outerbridge Crossing. This two-tiered construction was achieved primarily by layering different repetitive grooves on top of each other, The Checkerboard laughed and eluded ever​yone adds shifting hamnony and melody to the mix further coloring and refining the double exposure of what sometimes feels like two independent pieces occuring simultaneously.

In Everyone had gathered for the celebration (#1)  the form resembles two simultaneous conversations, that of the clarinet and trombone and the other of the trio of bass, cello and drums. These independent discussions intersect at unexpected moments and by the end suggest that their independent content is actually two sides of the same story.

By the time the suite has arrived at its final chapter, melody and accompani​ment have become so intertwined that all previous relationships seem resolved by being thrown into question once again. As the stars faded and dawn began, nothing quite looked the same (#5) reaches its final reflection in the form of Michael Moore's alto saxophone solo. An air of melancholy propels it's spirit, intending to brush us closer to meaning.

I feel very lucky to have the company I keep. The quintet has developed a sound which in no small part is achieved by the way in which we listen to what each other has to say. I also feel that I've found some new connections between my aesthetics as a composer and the uni​que vocabulary of each member of the group. The result is akin to a good curry, where all the ingrediellts work together to create a new flavor while retaining their individuality. To me this is big part of what music is all about.

G.H., Oct. 1994

	Gerry HEMINGWAY
	GRÄWE / REIJSEGER / HEMINGWAY:

"Saturn Cycle"
	1996
	69:45
	label: Music & Arts (CA, USA)

Georg Graewe (см.) [Steinway Model D piano]; Ernst Reijseger (см.) [cello]; Gerry Hemingway [d, perc]. 

All titles © 1996 Nagual Music.

"Now think of my music, whose most subtle and mysterious fluids seep into the finest pores of sensibility and penetrate to the very marrow of life, there to annihilate anything that smacks of common sense or complacent daily routine..."

Richard Wagner, 1859

Saturn, the second largest planet in our solar system, is surrounded by 18 moons and many multicolored rings  com​posed primarily of ice. In the midst of all of this, Saturn itself represents the marrow, the center. The trio on this disc, which consists of pianist Georg Graewe, cellist Ernst Reijseger, and drummer Gerry Hemingway, represents the center of a vibrant free jazz movement out to annihilate preconceived notions of routine improvisation.

Although the title may seem very cosmic, its origins are not. Ernst Reijseger played the concert represented on this disc on his 40th birthday. The term "Saturn cycle" is a political​ly correct term for someone who has just turned 30, because Saturn takes 29.5 years to circle the sun. Despite the 10 year inaccuracy, the trio liked the title so much that it remains intact.

"La Bonne Vitesse (just the right speed)," opens up this disc. Gerry Hemingway's mid-tempo ride cymbal begins approximation 1, in which each member of the trio treats the tempo like a kaleidoscope-bending, twisting, and turning the tempo inside out while all of the time swapping instrumental roles and testing each other. And all of the time, the musi​cians continue to listen to each other and create a gravita​tional pull that keeps them in perfect synch. Never mind that the musicians are spontaneously creating free associations; the ideas and events here sound miraculously shaped and thoroughly formed.

Early in the piece, Reijseger and Graewe parry and thrust until Graewe interjects chords that fuel the intensity of the piece. Somewhat later, Graewe plays repetitious patterns inside and outside of the piano that effectively parrot and complement Hemingway's rhythms, while Reijseger explores the lower regions of his instrument. The trio then showers the air with variations on the rhythms, which leads to Reijseger's exciting arco solo over Hemingway's rhythm. Here, Graewe seems to see this solo as an opportunity to up the intensity even more  without upsetting the abstract rhythms. Finally, Reijseger finds a short theme with long note values to play over Graewe's flurries, which adds an almost song-like veneer to the proceedings. More of this type of exchange continues, keeping the kaleidoscope moving until the piece mysteriously disintegrates at the end.

"La Bonne Vitesse (approximation 2)" begins with tight interplay between Graewe and Reijseger, during which Hemingway eventually colors with delicate cymbal shadings. Graewe's dour ruminations in the lower register of the key​board are echoed with Reijseger's arco "laughter," which turns into splintered shrieks that cut like shards through the air.

"Fortyfications" begins almost dirge-like until Reijseger enlivens the music with fast walking rhythms that propel the group into several minutes of swing. As with "Strange Picnic" from The View From Points West (Music and Arts CD-820), this is a very abstract swing in which the trio plays cat and mouse games through the 4/4 time, stretching the time signa​ture to its limits. According to Hemingway, "This is truly an ensemble approach to rhythm, probably analogous to Asian or African drum ensembles more than anything else." Graewe is becoming increasingly adept at playing within this contorted swing, as he bravely ignores barlines and throws odd phrases into the swing fest. Reijseger then plays a largely unaccompa​nied solo that sends the trio back into the opening dirge. The ending is mysteriously poignant.

"Future References" is very fragmented. In this piece, Hemingway imitates Reijseger's high-pitched arco squeals with his cymbals while Graewe concentrates on the upper octaves of his piano. The trio then increases the intensity as all three musicians drive hard in the same direction. Throughout, Graewe's motifs keep the music very cohesive. He seems to have the knack of creating a tone row early in the piece and then adapting a motif or cell from that row. Should Reijseger play havoc with that cell, Graewe often responds with a new row or a variation on the original tone row. This is complex ser​ial improvisation of the highest order that helps make listening to this group such a rewarding experience.

On the title piece, the trio turns a series of initial fragments into a feverish romp during which Graewe's Tristanic runs inspire the others to turn on the heat. When these musi​cians play high-energy music, it is always firmly directed but never opaque. This is one of the few places on the disc where the playing resembles that of a traditional piano trio. Here, Graewe creates his magic, first with stride-like bass notes and then with powerful Bud Powell-like chording in the left hand. Simultaneously, Graewe's right hand creates phrases and constantly develops and builds upon those statements. As the group drops out, Reijseger takes a wry but very bass-inspired solo. Here, Reijseger is not afraid to show off his virtuosity with double stops and nimble runs. The group resumes its feverish pace, where Graewe picks up where he left off with his recog​nizable and clear playing.

As the piece ends, the fragmentation returns -- Reijseger rubs his hands all over the cello body and Hemingway conjures subtle complementary sounds from the drums, using both his fingers and his sticks. For the trio, the fragmentation is not done for its own sake, but, in Graewe's words, "It is about taking music to the edge and exploring the limits of form." As an example, Graewe cites the late pianist Josef Hofmann and his interpretation of Chopin's Concerto in E Minor. "I admire Hofmann's approach to time and motion," explains Graewe, "In the slow movement, his playing sounds as if it is almost falling apart."

"Perturbation," the closer, is a sound painting. Hemingway's drum work is highly inventive here. He gets incredible textures from such a small number of instruments. Unlike previous recordings, he plays no mallet instruments and no steel drums. According to Hemingway, "On this piece, I just play the hi-hat cymbal on the snare drum with a bow or a metal rod." Here, Hemingway seems to also use a dancer's motion to color his playing. These rarely sensible techniques meld with Reijseger's extended bowing techniques, which emit mysteri​ous strands of microtonal sound, and with Graewe's darkly dis​ruptive piano to creat an esoteric sound that is captivating.

Yes, the subtle and mysterious fluids of the music on this disc certainly annihilates anything that smacks of common and complacent routine improvisation. Without question, this trio's music penetrates the very marrow of life to offer some​thing substantially deeper.

Russ Summers/July 1996

Gerry Hemingway

Born in New Haven Connecticut, Hemingway chose to pursue a professional musical career at the age of 17. In New Haven, Hemingway also began playing with Anthony Davis, Robert Dick, George Lewis, and Leo Smith.

In 1978, Hemingway began Auricle, his own label, and released two recordings. One of these recordings, Solo Works, featured Hemingway's extended sound techniques on drums. Sound Aspects released a second solo LP, Tubworks, in 1988. In 1996, Hemingway released two discs of solo music on the Random Acoustics label.

Hemingway currently leads his own quintet, consisting of Wolter Wierbos, Michael Moore, Ernst Reijseger, and Mark Dresser. This quintet has released six CDs to date. The per​cussionist has also been a long-time member of the trio BassDrumBone (см.) with Ray Anderson and Mark Helias. Additionally, Hemingway continues to co-lead the Iliad Quartet with James Emery, and work in groups led by Marilyn Crispell, Anthony Davis, and Reggie Workman. Hemingway was also a member of the Anthony Braxton Quartet for 12 years.

Ernst Reijseger
A resident of Bussum in the Netherlands, cellist Reijseger is one of the European innovators of improvised cello. One of Reijseger's longest associations is with percussionist Gerry Hemingway, with whom Reijseger has been playing for over 10 years. Reijseger is also a long-time member of Clusone Trio (см.), a Dutch group with ex-patriot American Michael Moore on reeds and the legendary Han Bennink on drums. In another long-term musical relationship. Reijseger has been playing in duet and ensemble lineups with French clarinet player Louis Sclavis (cм.).

Reijseger's control of his instrument, his limitless technique. and his wry sense of humor has brought him live and record​ing dates with saxophonist Andy Sheppard, percussionist Trilok Gurtu, and many others. His beautiful tone and reading abilities also earned him a place in two fine (and unfortunately defunct) string trios -- The Amsterdam String Trio (with violist Maurice Horsthis and bassist Ernst Glerum), and Arcado (with violinist Mark Feldman and bassist Mark Dresser).

[...]

	Julius  HEMPHILL 
	Flat-Out Jump Suite
	1980 
	41:35
	Julius  HEMPHILL -- cм. тж. с: The WORLD SAXOPHONE QUARTET; Tim BERNE;

label: Black Saint

Olu Dara [tp], Julius Hemphill [fl, ts], Abdul Wadud [cello], Warren Smith [perc].

    Julius Hemphill came into this world on Jan 24, 1938 in Fort Worth, Texas, Texas. What France is to pastries, Texas is to reedmen. Herschel Evans, Buddy Tate, Arnett Cobb, Illinois Jacquet, Dewey Redman, Billy Harper, Ornette Coleman and Julius Hemphill are but a few who galloped out of the Southwest to, in some way, affect the American music called jazz. Julius Hemphill is one of the foremost of a large number of musicians who came through groups such as the AACM and BAG (Black Artists Group), spent time in the lofts of New York during the 70s and now incorporate 80 years of jazz into each performance. Julius Hemphill’s music is about many things: structures and freedom, harmony and dissonance, rhythm and blues. “It’s an act of giving”, says Hemphill of his music, “coming out of an intensely religious tradition.”  That religious tradition along with influences like Louis Jordan and Blind Lemon Jefferson and experience with funk acts such as Cool And The Gang have all fused in the music and writing of Julius Hemphill. ‘Flat-Out Jump Suite is just one facet on an extremely gifted man. Listen to it with your ears, mind, body and heart open. And after it affects them, you’ll find it remains in your soul.

	Julius  HEMPHILL
	Julius Hemphill Big Band
	1988
	60:39
	label: Electra / Asylum / Nonesuch Rec. (USA)

J.Hemphill [a&s s; all compositions and arrangements]; Marty Ehrlich (см.) [a&s s, fl]; Bill Frisell (см.) [g]; J.D. Parran [bar s, fl]; John Purcell [t&s s, fl]; John Stubblefield [t&s s, fl]; David Hines [tp]; Frank Lacy [trb]; David Taylor [bass tr]; Vincent Chancey (см.) [fr h]; John Clark [fr h]; Jack Wilkins [g]; Jerome Harris [el b]; Ronnie Burrage [d]; Gordon Gottlieb [perc].

	Julius  HEMPHILL
	‘Coon Bid’ness
	1996
	42:56
	label: Black Lion

J. Hemphill [a s]; Athur Blythe (см.) [a s]; Hamiet Bluiett (см.) [bar s]; Abdul Wadud [cello]; Barry Altschul [d]; Daniel Ben Zebulon [congas]

	Tyrone  HENDERSON
	No Comment
	1996
	45:38
	funk / exotic

label: Atonal

T.Henderson [v, k]; David Bindman [fl, t&s s]; David Siegel [tp]; Marvin Sewell [g]; Jon Dubs [k].

Question: «Where did the idea come from to do this project?» T.H.: «My soul.» Question: «What kind of music will you find in ‘No Comment’?» T.H.: «Blues, rock, bop, doo wop, jazz, funk, gospel.» Question: «Do you think people will like this?» T.H.: «No Comment.»

   «The World Beat is a Jungle Street Beat, Ceocentic, Plasterhead and Hey, Freddie. In this music, the love of rhythm is heard, and what joyful rhythm can produce, working through moods and swings, creeping as a hollering cry. This music is of jazz, funk, gospel, doo wop. It’s just pure delight and emphasis is placed on the beat and the spoken word. The World Beat is a Jungle Street Beat. Just listen to your heartbeat and look around you, and you’ll see the aesthetics of this compact disc.»  -- T.H.

	Joe HENDERSON
	Relaxin' At Camarillo
	1979
	45:17
	Joe  HENDERSON -- см. тж. с: A. Sasajima

J.H. -- постоянный победитель “DownBeat readers/critics poll winners” в категориях: Artist Of The Year / Tenor Saxophone.

Joe Henderson with: C.Corea: (см.) [p]; T.Dumas, R.Davis: [b]; P.Erskine, T.Williams: [d]. 

Remaster 1993

«Joe Henderson is proof that jazz can sell without watering down the music... Although influenced by Sonny Rollins and John Coltrane... from the start he had a very distinctive sound and style.»  -- S. Y.
Aside from a couple of explanations of song titles, it was decided to turn this liner-space over to the following dialogue between artist and producer. (As for those explanations: first of all, a Tetragon is a four-faceted plane figure like the one on the cover, making it a very suitable title for this album of truly four-sided quartet performances; secondly, "R. J. " is named for one of Ron Carter's two young sons.)

What follows is from a taped question-and-answer session designed to draw from the very articulate Joe Henderson some thoughts and comments that we think make this extremely interesting LP even more so. The conversation went about like this . . ORRIN KEEPNEWS: 

Since this album was deliberately set up as a quartet date—or, really, as two quartet dates—I guess the first point is whether you have any special feelings about working with a group of this size.

JOE HENDERSON: Well, it's a very different experience for me than quintet or sextet or larger. Inasmuch as you've got fewer instruments, you've got less to contend with in the way of musicians having dif​ferent ideas, which allows for a broader involvement on my part. I mean I don't have to squeeze myself in between this idea and that sound; I've got a big open space going there that I can work with whichever way the music takes me. OK: Do you find any kind of extra challenge in being the only horn on the date?

JH: No, but there's more flexibility. With a sextet, say, you have to be very conscious of exactly how you relate to the other horns at all times. Now, I like it if I can somehow tear myself away from the idea that it's my date. When I make dates with other people, I'm apt to go in there with a more relaxed approach. When it's my own, I'm always under the pressure of it—if you split your mind up too much with tunes, tempos and so forth, it can sometimes shave just a little bit off your own playing.

OK: And in this sort of set-up, it's a little easier to get the feeling that it isn't your date in that under-pressure sense? 

JH: Exactly. With these quartets it was just a matter of going ahead without worrying. And not just because it was small groups. It's also that everyone involved was a very strong individual. Like I didn't have to worry about Ron playing in tune, didn't have to worry about Don—you know he knows what to do. Sometimes I've been on dates where you have to kind of check and make sure—and if you're worried about the piano player or whoever playing his part right, then you're going to pay less attention to your own music. But on these dates I could just be one of the cats . . . 

OK: I feel there's a lot of difference between, on the one hand, a quartet in the full sense ot tour men really playing together, and on the other just a leader with a rhythm section tagging along. JH: Yes, but there's a need for both things at times. And with strong people like these you have the extra flexibility of being able to shift almost instinctively—you seem to sense that it's necessary to be a quartet in one instant and then in the next you're supporting whatever idea is out front.

OK: These were hand-picked groups, and one reason for the choices was to give you two different kinds of settings. For one thing, on one date here you had musicians you were working with regularly at the time. With the other men you didn't have that kind of set thing going—was it more difficult? 

JH: Well, no. With Kenny and Lou, obviously the more you associate with people over a period of time, the more familiar you become with each other's moves. With Jack DeJohnette, we'd never recorded together before, but we'd played a lot of gigs together, so we had a chance to kind of know each other. But I had never—or I think maybe once—played with Don Friedman, although I've always dug him. But Don being such a very adept musician, it was possible for us to just come to terms with each other right on the spot—so I don't think that date was under any handicap at all that way. 

OK: Playing with these different musicians, were you specifically aware ot a need to move in different directions, or use different material?

JH: No. I think that generally musicians today seem to have a more complete concept than even a few years ago; they're more 360 degrees. Like during the bebop era, if a cat played bebop that was pretty much all he did—if you gave him a show tune, it was going to come out sounding like a bebop show tune. But with Lou and Don and Kenny and so on, they've been involved in so many different approaches to music that they can kind of go whichever way the wind blows. Most of the material here could have been done with either group. I'm sure that it would have come out different—you might say that Don and Kenny have different concepts of my concept, of how they think I want something to go. But any of these numbers would have come off well with the other group. It would just be a matter of which you would have preferred. 

[...]

	Joe HENDERSON
	Mirror Mirror
	1980
	43:53
	Joe Henderson [t s], Chick Corea  (см.) [p], Ron Carter (см.) [b], Billy Higgins [d].

	Joe HENDERSON
	Live In Montreux
	1981
	73:39
	label: Stretch Records 1994.

Live 1981

Chick Corea, Joe Henderson, Roy Haynes, Gary Peacock (см.).

	Joe HENDERSON
	The State Of Tenor
	1985
	56:25 53:18
	label: Blue Note 1994.

Live At The Village Vanguard 1985

 Joe Henderson with: Ron Carter [b]; Al Foster [d].

	Joe HENDERSON
	New York Reunion
	1991 
	74:40
	label: Chesky

quartet:  McCoy Tyner with J.Henderson, Ron Carter, Al Foster.

	Joe HENDERSON
	Lush Life (The Music Of Billy Strayhorn)
	1992
	61:51
	Joe Henderson [t s], Wynton Marsalis (см.) [tp], Stephen Scott [p], Christian McBride [b], Gregory Hutchinson [d].

Альбом-победитель “DownBeat readers/critics poll winners” в категории: Jazz Album Of The Year (1992).

	Joe HENDERSON
	So Near, So Far (Musings For Miles)
	1993
	72:56
	Joe Henderson [t s], John Scofield (см.) [g], Dave Holland (см.) [b], Al Foster [d].    

J. H.  исполняет композиции Miles'a Davis'a с музыкантами,   в разное время работавшими с Davis'ом.

Альбом-победитель “DownBeat readers/critics poll winners” в категории: Jazz Album Of The Year (1993).

	Joe HENDERSON
	Double Rainbow [The Music of A. C. Jobim]
	1995
	62:41
	Joe Henderson with: Herbie Hancock (см.) [p], Christian McBride [b], Jack DeJohnette (см.) [d], Eliane Elias [p], a.o.

	Joe HENDERSON
	Porgy & Bess
	1997
	61:12
	Joe Henderson with: John Scofield (см.), Tommy Flanagan, Dave Holland (см.), Jack De Johnette (см.), Conrad Herwig, Stefon Harris.

	Scott ‘Slim Hutchinson’ HENDERSON
	TRIBAL TECH:

“Nomad”
	1990
	52:10
	Scott  HENDERSON - cм. тж. с: Joe  ZAWINUL;
jazz rock / fusion (CA, USA)

Scott Henderson [g]; Gary Willis (см. тж. с: Alan  HOLDSWORTH) [b]; David Goldblatt [k]; Steve Houghtoh [d]; Brad Dutz [mallets, perc].

Produced by Scott Henderson & Gary Willis.

	Scott  HENDERSON
	TRIBAL TECH:

“Tribal Tech”
	1991
	66:02
	label: Relativity
Scott Henderson [producer, g, synth]; Gary Willis [producer, b, synth]; David Goldblatt [k]; Joey Heredia [d]; Brad Dutz [perc].

AMG REVIEW: Guitarist Henderson once again displays his talents as a composer in the jazz-fusion idiom. Unlike his earlier releases, this album reveals a bluesier side to his playing. The interplay amongst the band members is superb and extremely satisfying! 

---- Paul Kohler, All-Music Guide 
1. Signal Path (Henderson) - 6:29

2. Big Girl Blues (Henderson) - 6:15

3. Dense Dance (Willis) - 4:51

4. Got Tuh B (Willis) - 6:43

5. Peru (Henderson) - 7:23

6. Elvis at the Hop (Henderson) - 4:34

7. Necessary Blonde (Willis) - 6:52

8. Fight the Giant (Goldblatt) - 4:05

9. Sub Aqua (Henderson) - 5:30

10. Formula One (Henderson) - 4:44

11. Wasteland (Willis)-8:03

	Scott  HENDERSON
	TRIBAL TECH: “Illicit”
	1992
	63:45
	label: enja

"explicit melodies"

S.Henderson [g]; G.Willis [b]; Scott Kinsey [k]; Kirk Covington [d].

1. Big Wave (Willis) - 6:27 

2.Stoopid (Willis) -5:43

3. Black Cherry (Henderson) - 6:39

4. Torque (Henderson) - 5:58

5. Slidin' into Charlisa (Henderson) - 7:28

6. Root Food (Henderson) - 8:12

7. Riot (Tribal Tech) - 6:57

8. Paha-Sapa (Willis) - 3:19

9. Babylon (Willis) - 5:22

10. Aftermath (Tribal Tech) - 7:03

	Scott  HENDERSON
	TRIBAL TECH:

“Face First”
	1993
	70:45
	label: Bluemoon Rec.

Состав как выше

	Scott  HENDERSON
	TRIBAL TECH: “Reality Check”
	1995
	69:19
	label: Mesa / Bluemoon Rec. (USA)

Scott Henderson -- Guitar, Producer 

Kirk Covington -- Drums 

Scott Kinsey -- Keyboards 

Gary Willis -- Bass, Producer 

Clark German – Engineer

1. Stella by Starlight (Washington/Young) - 2:17

2. Stella by Infra-Red High Particle... (Henderson) - 6:25

3. Nite Club (Willis) - 7:47

4. Speak (Willis) - 5:19

5. Worlds Waiting (Henderson) - 8:08

6. Susie's Dingsbums (Henderson) - 7:42

7. Jakarta (Henderson) - 4:54

8. Hole in the Head (Willis) - 12:09

9. Foreign Affairs (Kinsey) - 5:00

10. Premonition (Willis) - 6:36

11. Reality Check (Tribal Tech) - 3:01

Дух поздних дисков Майлза Дэвиса на этом CD проявляется наиболее ярко.

	Scott  HENDERSON
	TRIBAL TECH:

“Dr. Hee”
	1997
	45:06
	Scott Henderson [g]; Bob Sheppard [sax, fl, alto fl]; Pat Coil [k]; Gary Willis [b]; Steve Houghton [d] Brad Dutz [mallets, perc].

Produced by Scott Henderson and Gary Willis.

	Scott  HENDERSON
	TRIBAL TECH:  “Thick”
	1998
	54:20
	TRIBAL TECH: в поисках неизведанного

Нужно безгранично доверять своим возможностям, чтобы вчетвером зайти на студию звукозаписи с твёрдой уверенностыо сделать новый проект, не имея никаких договорённостей. Однако именно это произошло не так давно с группой TRIBAL TECH, у которой 16 марта вышел альбом "Thick" на лейбле Zebra Records.

Когда Скотт Хендерсон (Scott Henderson — g), Гэри Уиллис (Gary Willis — b), Скотт Кинси (Scott Kinsey — kb) и Кирк Кавингтон (Kirk Covington — dr) только принимались за эту рабо​ту девятую по счёту для них са​мих и первую для "Зебры", они действительно не знали, что же у них выйдет в итоге. А получился очень разнообразный и не похо​жий на прежние их проекты альбом. На нём есть и зажигатель​ный фанк, и драматичная балла​да, и необычные юморные пье​сы, и даже немного кантри!

Сам Хендерсон так проком​ментировал эту работу: "Мы просто отдохнули от монотонного процесса написания композиций и длительного доведения их до ума перед самой записью. От этого проекта мы все полу​чили большое удовольствие и разрядку, да и сам он звучит свежо и нестандартно. Нам действительно нужен был своеоб​разный пинок под зад, чтобы встряхнуться".

Джейсон Корански из "Даун Бита" задал Хендерсону несколько вопросов при их встрече в кон​це марта.

— У вас действительно не было с собой никаких нот, когда вы собрались на запись альбома 'Thick'?

— Не только не было нот — мы даже ничего заранее не обсуждали. Просто зашли в сту​дию и начали играть — такой вот джем-сейшн. Запись растяну​лась на два дня, и в результате у нас получилось материала на несколько часов. Ну, его было достаточно для того, чтобы вы​брать понравившиеся вещи, кое-где сделать небольшое на​ложение, довести до ума на до​машней студии и... это все!

— Но хотя бы какая-то общая концепция перед запи​сью у вас была?

— Абсолютно никакой.

— А раньше вы такое практиковали когда-нибудь?

-— За те восемь лет, что мы провели вместе, у нас случались похожие моменты — иногда вдруг вещь рождалась прямо на сцене. На некоторых альбомах также есть отдельные джемовые пьесы: пара вещей на "Illicit" (1992), а также заглавная компо​зиция на "Reality Check" (1995). Мы в последнее время импрови​зируем всё больше и больше и в результате имеем больший успех.

Гэри и я сочиняем музыку уже с 84-го года, и нам давно уже пора было что-то менять в этом процессе — сначала пишешь, потом репетируешь, записываешь, перезаписываешь, ре​дактируешь, делаешь мастеринг... и порой от результата начинает просто тошнить!

— На этом альбоме слыш​ны совсем разные настрое​ния: одно — мощное, серьез​ное и другое — прихотливое и даже юмористическое. Это что, отражение разносторонности интересов группы?

— Скорее это вопрос случая. Мы чувствуем себя одинаково комфортабельно, играя и фанк, и фьюжн, и рок. Мы просто подхватываем ту тему, которую кто-то начинает, и развиваем её. TRIBAL TECH — "звуковая" группа, наш стиль определяется в основном подбором звучания, саунда.

— Ваша музыка очень стильна.

— Я всегда был реалистом. Наша группа больше работает над мелодией и гармонией, чем изобретает новые стили. Во вся​ком случае с 1991 года, с самого начала, мы пошли по этому пу​ти — нашу музыку можно было даже назвать танцевальной, но мы постоянно совершенствовали именно мелодии и гармонии.

— Как тебе удается так долго и плодотворно рабо​тать вместе с Гэри?

— Несколько раз за послед​ние годы мы подумывали о смене состава. Что касается нас самих, то мы — хорошие друзья и нам нравится играть вместе, а теперь мы видим, что нужно менять не музыкантов, а неко​торые идеи и концепции для того, чтобы идти дальше. И это естественно — проведя восемь лет вместе на сцене, нельзя за​стывать в одном состоянии, не​обходим поиск, какой-то вызов устоявшейся рутине.

Jason KORANSKY
P.S. Не пропустите этот альбом — один из лучших фьюжн-проектов последнего года. --- "Jazz Квадрат"

	Scott  HENDERSON
	TRIBAL TECH: 

“Rocket Science”
	
	59:13
	Scott Henderson [g]; Gary Willis [b]; Scott Kinsey [k]; Kirk Covington [d].

Забавный визит джазовых музыкантов на “запрещённую территорию” техно-ритмов.

Альбом записан квартетом в составе: Скотт Хендерсон — гитара, Гарри Уиллис — бас, Скотт Кинси — клавишные и Кирк Кингтон — ударные. Назвали они свой проект «Tribal Tech».

Музыка в чём-то пародирует, а в чём-то перекликает​ся с современными техно-ритмами. Где заканчивает​ся пародия и начинается творческое осмысление, думаю, не смогут сказать и сами музыканты.

Игра ударника Кирка Кингтона удачно имитирует стиль ритм-машинки, хотя мир ещё не изобрел ритм-машинку уровня Кирка Кингтона. Гитарист Скотт Хендерсон и клавишник Скотт Кинси извлекают звуки, используя для этих целей все мыслимые примочки, обработки, фильтры и т.д. Даже барабан-бочка записана таким образом, чтобы сымитировать характерный «бум» на каждой доле такта. Музыка всё же остается джазом высшей пробы, в традициях би-бопа. Она заражает своим бесшабашным настроением и слушателя. Чего стоит одно только перечисление «музыкальных инструментов» во вкладыше, куда музыканты включили все электрические приборы — вплоть до СВЧ-печек и мобильных телефонов. А что, мобильный телефон — чем не музыкальный инструмент?  --- Play

	Scott  HENDERSON
	Dog Party
	1994
	56:38
	label: Mesa / Bluemoon Rec. (USA)

Scott ‘Slim Hutchinson’ Henderson [g]; Kirk Covington [d, v]; Richard Ruse [b]; Pat O’Brien [harmonica]; Scott Kinsey [k]; Stan Martin [tp]; Mike Whitman [s].

  There were no GHS Progressives used in the making of this recording. However, there is a strong possibility that they may be used in the making of the next Tribal Tech record.

	Scott  HENDERSON
	Tore Down House
	1997
	63:54
	label: Bluemoon Rec.

Scott Henderson [g]; Thelma Houston [v]; Masta Edwards [v]; Dave Carpenter [b]; Kirk Covington [d]; Pat O’Brien [harmonica]; Scott Kinsey [k]; Albert Wing [a&t s, fl, fearless horn section leader]; Walt Fowler [tp, fl h]; Mike Nelson [t&bar s]; Dan Fornero [tp, fl h]; Eric Jorgenson [trb].

Blues album. Scott’s last blues album (‘Dog Party’) was Guitar Player magazine’s «Blues Album of the Year». This new blues project features the amazing vocals of Thelma Houston.

With his fusion band Tribal Tech, guitarist Scott Henderson has been renowned for his fretboard derring-do and harmonic smarts, but he also hap​pens to be a mean blues player. However, to say that Henderson's new project, Tore Down House (Mesa/Bluemoon), is one of his "blues" albums is a bit of a stretch. Listen to the amped-up, horn-addled opening tune, "Dolemite." Before we get to the IV chord, a twisted line indicates what’s to come: blues fever tempered by an inveterate braininess. For every well-placed blues riff and heated bent-note squeal, there is a strange chordal turn or odd metrical twist, and Zappa-esque spirits abound. Humor is not far from the surface: “I Hate You” is a hilarious, caustic one-on-one between vocalists Thelma Huston and Masta Edwards, and "Gittar School" tells the tale of a social dreg whose only recourse is to study guitar. Henderson lends an acoustic bottleneck touch to Jaco Pastorious' lyrical tune “Continuum,”   and   the   wailing "Harpoon" is a showcase for the virtuosic blues harp player Pat O'Brien.

---- “Jazziz”

	Scott  HENDERSON
	VITAL TECH TONES
	1998
	60:14
	jazz-funk-fusion
label: Tone Center (CA, USA) (a Division of Shrapnel Records)

Scott Henderson [g]; Steve Smith [d]; Victor Wooten [b, throat singing (#7)]. 

	Scott  HENDERSON
	VITAL TECH TONES:

“VTT2”
	1998
	56:29
	Scott Henderson http://home.sol.no/-afrimans/ 

Victor Wooten www.victorwooten.com 

Steve Smith www.vitalinformation.com 

	Scott  HENDERSON
	Well to the Bone
	2002
	64:54
	Scott Henderson [g]; Thelma Houston [v]; John Humphrey [b]; Kirk Covington [d].

Rec. in California

Scott Henderson uses D'Addario strings blah, blah, blah.

No organized religion, cult, or sect was used in the making of this album.

	HERBE  ROUGE
	Herbe Rouge
	
	78:12
	jazz-rock
label: Legend Music (Paris); remastered edition.

Oliver Foy [g, v]; Richard Foy [t s, cl]; Luc le Masne [a&bass s]; Philippe Lapeyre [trb]; Paul Yernaux [tp]; Francois Craemer [a s, cl]; Jean-Marie Laumonier [g, b, v]; Alain ‘Bobs’ Broda [b]; Michel Risse [d, perc].

  In the 70’s, Herbe Rouge is certainly from all the bands in France, the most mythic one, maybe because they made very few concerts (about 40 in a ten years existence). But above all because they left a mark, a sign of the ‘High Times’ which is still present in the so happy audience and groupies’s mind, the lucky people that had the chance to attend those rare concerts.

  Maybe, it sounds too much Rock for the hard and pure Jazz amateurs, and surely too Jazzy for the real Rockers. Counter back of its time, Herbe Rouge faded away, leaving like a water-mark in the French music, a unique poetry track lost in a market which was desperately looking for Anglo-Saxon standards.

  This CD is much more than just an exceptional and emotional document intented for all those nostalgics of High Times. It is rather an opportunity to discover with exultation such an unexpected band, the only one of the kind in the soundscape of the French rock’n’roll music. It is a remastering of the first LP of the band with some bonus and unissued tracks plus some more hidden pearls. [...]

	Dan HICKS and The Hot Licks
	Beatin’ The Heat
	2000
	56:28
	label: Surfdog Records (CA, USA)   www.surfdog.com 

1. MY CELLO

2. I DON’T WANT LOVE 

3. I SCARE MYSELF 

4. STRIKE IT WHILE IT’S HOT 

5. HE DON’T CARE

6. MEET ME ON THE CORNER 

7. I’LL TELL YOU WHY THAT IS 

8. HUMMIN' TO MYSELF

9. DOIN’ IT!

10. THE PIANO HAS BEEN DRINKING (NOT ME) 

11. CHATTANOOGA SHOE-SHINE BOY

12. DRIFTIN' 

13. HELL, I'D GO!

14. DON'T STOP THE METER, MACK

15. I'VE GOT A CAPO ON MY BRAIN

Produced by Gary HOEY, Dave CAPLAN and David DARLING (см.)

Arranged by D.H., G.H., D.C.

DAN HICKS - Vocals & Rhythm Guitar

SID PAGE - Violin

KEVIN SMITH - Upright Bass

GREGG BISSONETTE - Drums

TOM MITCHELL - Guitar

JESSICA HARPER - Background vocals

KARLA DE VITO - Background Vocals

SPECIAL GUESTS (in order of appearance):

BRIAN SETZER  (см. в ‘R’n’R’) - Rhythm & lead guitar on I DON’T WANT LOVE & lead guitar on MEET ME ON THE CORNER

RICKIE LEE JONES (см. ) - Vocals on I SCARE MYSELF & DRIFTIN' 

BETTE MIDLER - Vocals on STRIKE IT WHILE IT’S HOT! 

ELVIS COSTELLO (см. в ‘Rock’) - Vocals on MEET ME ON THE CORNER 

TOM WAITS (см. в ‘Rock’) - Vocals on I'LL TELL YOU WHY THAT IS

Additional musicians: Gary Hoey [g]; David Darling (см. ) [organ, g, perc, p, vibes]; Jay Leach [pedal steel, dobro, banjo]; David Jackson [accordion, k]; a.o.

www.lifelikecharm.com/hicksville 

www.ns.net/~chaler/hicks.html 

When I was 12 years old, I stayed up late one Friday night and saw a wild band on the Tonigh Show. In the middle of the song the singer got on the floor, rolled on his back and started kicking his legs in the air. The whole band was just dead cool, playing totally unique music and at the same time having a radical, danger​ous edge. Johnny Carson announced at the end "Dan Hicks and The Hot Licks!"

The next morning I bugged my Mom until she took me to the record store, where I bought "Where's The Money," a record that has been one of my all-time favorites ever since.

I consider it to be very fortunate in our industry whenever we have the opportu​nity to be both a fan and a business partner of an artist I was so stoked to meet Dan and make this record with him. I remain a huge admirer and it has been genuinely heart-warning to see the respect so many others have for Dan's work, which became very evident throughout the recording of this album.

Someone recently showed me a copy of the August 1973 issue of Rolling Stone where Dan was on the cover. In the arti​cle, the interviewer is intrigued why Dan was “retiring” the Hot Licks when their album was rocketing up the charts. Dan explained that he was burned out and said, "I think we'll be making a slow comeback."

Well, here it is, the “comeback.” I feel lucky and proud to present the tri​umphant return of Dan Hicks and the Hot Licks to the res of the world.

------ Dave Kaplan, Surfdog Records

ABOUT THE SONGS:

"So -- what'd ya write first? The music or the words?" Actually, it's the words. I usually write the words for 10 or 15 songs. Then about 15 melodies are written. Then they are thrown together into a hat and random pairings are made. This is the way the original songs for this recording came into being. And each tells at least one story. MY CELLO, possibly torn from the pages of Police Gazette, experiences a hero who just can't seem to get to first base with the object of his affection, no matter how well he paints his own picture. The orginal singer of I DON'T WANT LOVE never did get married, but ended up weighing 376 lbs. And I SCARE MYSELF, under the guise of a love ballad, tackles the militaiy-industrial complex which is eating at our society even as we speak. It's obvious. But, the corner is turned in STRIKE IT WHILE IT’S HOT which advises one to seize the opportunity to change things for the better. The song HE DON’T CARE takes a look at a character who may or may not exist; but if he does, please don’t give him my phone num​ber. The tempo jumps up a bit on MEET ME ON THE CORNER, which sounds like somebody is losing their grip and is desperately trying to reach out and touch somebody. What we need in this world is "more confidence" and I’LL TELL YOU WHY THAT IS lets you know that you're deal​ing with a man capable of explaining anything and everything and may be in the sequel tune he will actually do that! DOIN' IT!, of course, has the same broad perspective as the Holland Tunnel in its relentless dedication to Cherchez la Femme. Time to "chill" with DRIFT1N'. This song depicts a little respite from the cares of daily con​cerns, where the mind does its own boundless wandering. HELL I'D GO! was written following the "big scare" awhile back when a small colony of earth-like persons were found to be living on the planet Pluto. You saw that article, didn’t you? DON'T STOP THE METER, MACK warns of the conse​quences of infidelity. Inspired by a scene from the movie "Taxi Driver", or was it "Pee Wee's Big Adventure"? The words came easy for I’VE GOT A CAPO ON MY BRAIN for it is based on an actual case-history reported in 1956 of a folk/blues guitarist from Lousabaloosa, Louisiana. To extract the capo the patient's entire head had to be removed, apparently. I must add that the other songs on this disc were discovered in an old trunk in an attic above an abandoned pawn shop in Dusty Mouth, Montana. I've added a few words here and there, and I like the way they go. Little known facts: The subject of THE PIANO HAS BEEN DRINKIN’ finally got into re-hab and has a steady job at Disneyland and the HUMMING MYSELF person was another loner but eventually joined a Hare Krishna all-boys choir. And THE CHATTANOOGA SHOE-SHINE BOY is now the Chattanooga Shoe-Shine Man and owns 17 square blocks of prime location in downtown Chattanooga, Tennessee. And me? I humbly await my next assignment. But right now, here's "Beatin' The Heat," a collection of songs and performances made pos​sible by Surfdog Records and Mr. Dave Kaplan who tells me he has been some kind of a fan for a long time. (“And let’s bring back the Hot Licks -- it's magical!”) As he handed me that blank check and said "Let's make a record," I knew that the gods of All-Things-Possible had smiled on me once again.

--- Dan Hicks, Mill Valley, California

DAN'S THANKS:

As in any epic project this album, Beatin' the Heat, has been a group effort from the git-go. It is time to acknowledge these tireless participants -- those directly involved, indirectly involved, involved before the fact, after the fact, on the side of the fact and in spite of the fact. The original Hot Licks (of the seventies) certainty must take a bow. As should anyone who's worked a gig with me since those original days. And most importantly to all those who contribute their musical talents to this record.

	Earl  HINES
	At Home
	1969
	36:27
	label: Delmark (Chicago) 1997

Earl Hines [p].

«Sometimes he seemed to play himself right into a corner, with everyone wondering how he would get out. He did so with a series of whirligig harmonic excursions that only he has the wit and dexterity to carry off.»  -- Marian McPartland
Earl Hines is known as one of the best jazz pianists of all time. Count Basie said Earl is "the greatest piano player in the world." In his liner notes Stanley Dance reports "Everyone who has heard these perfomances— musicians and critics alike—has recognized them as quintessential Hines." As it's title sug​gests this solo album was indeed recorded at Earl Hines' home in Oakland, California. Whether at live performances or in the recording studio jazz pianists never get to play their own instrument. However, here, Earl was recorded playing his own piano: a one-of-a-kind antique Steinway grand in mint condition, spec​ially made by Steinway in 1904. It was given to Hines as a gift in 1969 shortly before these recordings were made.

	Earl  HINES
	Tour De Force
	1971
	53:54
	label: Black Lion. 

With previously unreleased tracks.

E.Hines [p].

   [...] The comparison is often made with Earl’s friend and contemporary Louis Armstrong, with whom he worked in Chicago in the late Twenties and again from 1948 to 1951 in the early days of the Armstrong All-Stars, and it is a comparison which is especially valid at the stylistic level. But it does ignore the inescapable fact that the trumpet requires strong facial muscles and unfailing lung power, while playing the piano (though certainly not to be underestimated as pure physical exercise) is accomplished mainly by precise control of the hands and forearms. [...] It hardly seems to underline the fact that all the music in this album is improvised, and yet... how many pianists, faced with one of these standard songs, would not play a theme chorus of relatively monochrome approach (however individualistic in itself) and then proceed to a solo whose accompaniment was more or less predictable? With Hines, nothing is predictable or to be taken for granted, whether the theme, the harmonies or the rhythm. [...]

	Earl  HINES
	Tour De Force Encore
	1972
	56:17
	label: Black Lion.  

With previously unreleased tracks.

Earl Hines [p].       

"Earl Hines" said Count Basie to writer Ralph J. Gleason "can go on for ninety years and never be out of date". That was back in 1964 when Hines had been persuaded to travel from San Francisco to New York to play three concerts. Prior to the East Coast appearance Earl had been resident in California, leading a Dixieland band at first then working at his own club in Oakland. Over sixty years of age -- he was born at the end of 1903 -- it seemed that Earl was content to slide into a relatively sedentary form of life after years of touring. But the New York concerts re​awakened interest in Hines and gave Earl himself a fresh perspec​tive on his position in jazz. British writer Stanley Dance urged Hines not to hide his light beneath a bushel out west. "If it hadn't been for him" Earl told Whitney Balliett "I'd probably be out of this busi​ness now. I was ready to quit. In fact my wife and I were talking about opening a little shop on the Coast. But Stanley kept after me on that long-distance 'phone and persuaded me to come to New York".

Since then Hines was a frequent visitor to jazz festivals and concert halls wherever our music is ap​preciated. Most important, for posterity, he has produced a seem​ingly endless string of brilliant albums and of these his "Tour De Force" occupies a special position by vir​tue of its brilliance. Writing in his sleeve note to that album Brian Priestley rightly commented on Earl's stamina and, more impor​tant, staying power. "He has not

only survived two periods of com​parative neglect but continues to create still more new ideas and to develop, quite literally, more power to his elbow" wrote Brian. A musician of Hines's age and sta​ture might have been excused for resting, at least some of the time anyway, on his laurels, leaning on past successes.  But not Earl. When he played a concert in Lon​don's Central Hall towards the end of 1974 he included a bossa nova by Carlos Jobim and a tune by the Carpenters as well as tributes to the late Duke Ellington and Fats Waller!

This album comes from the two sessions which went into the pro​duction of the "Tour De Force" album, sessions which were super​vised by Stanley Dance inciden​tally, reaping his reward for those

long-distance telephone calls near​ly a decade earlier! Hines was invariably at his most impressive (the term is entirely relative; Earl was always impressive of course) when sitting alone at the keyboard of a good piano. The quality of the instrument is important too; give a bricklayer good bricks to work with and you invariably get good brick​work. So too with pianists, Hines in particular. Earl was likely to walk into a session of this kind with only a sketchy idea of the tunes he wanted to play. He lets one thing lead to another, allows memories and associations of ideas to run their course. It is possible that his thoughts turned to Chicago in the nineteen-twenties at one point, hence the inclusion of the delight​ful and romping version of I'll see you in my dreams. In 1924 Hines worked at the "Elite No. 2" club in the Windy City; over in the Hotel Sherman saxophonist Isham Jones was leading a band and it was in that year that Jones collaborated with lyricist Gus Kahn on four songs, all of which became hits in 1924, I'll see you in my dreams, Spain, It had to be you and The One Love belongs to some​body else. (When Isham gave up his band in 1936 he handed the unit over to his clarinettist. Woody Her​man.) The album contains alter​native, and quite different, takes of two tunes heard previously. Here, for example, is the second version of the Hines composition Blue Sands which first appeared on the Earl Hines-Paul Gonsalves "It Don't Mean A Thing If It Ain't Got That Swing!" (Black Lion BLCD 760148).  Any Hines recording date consists almost entirely of improvised music and this second take of Blue Sands is a separate and complete entity. The version of I Never Knew here is also a pre​viously unissued take, longer by over a minute than the first which was included on "Tour De Force". The coda is almost a separate composition in itself with Hines seemingly reluctant to let go as he recycles the closing vamp figure and builds it to a masterly climax. This is pure musical architecture.

Jimmy McHugh wrote I'm in the Mood for Love for a 1935 film called "Every Night At Eight" which starred George Raft and Frances Langford. It is possible McHugh's most popular composition and Earl treats it with respect and gives it a special charm of its own. During the nineteen-fifties it became fashionable in jazz circles to play There will never ever be an​other you; in fact the tune goes back to 1942 and is the only song to have survived from a Sonja Henie film "Iceland". Towards the end of his interpretation here Earl plays a long tremolo with the left hand, similar to the figure he introduces on his Boogie Woogie on the Saint Louis Blues.
Both the opening Who's Sorry Now and the closing Mack the Knife also happen to be the greatest Tour De Force with Hines in fine "orchestral" form, building enormous chordal climaxes and apparently using tenths with ease. Earl was always a man to whom the difficult seemed simple and he has recalled his early influences, in​cluding pianist Johnny Waters from Toledo, Ohio and a big band pianist named Jim Fellman. "Very few pianist were using right-hand tenths then (early nineteen-twenties) but Johnny Waters could reach twelfths and thirteenths and play melodies with the inside three fingers at the same time! I tried for Johnny with my right and for Jim Fellman, who had a great left hand, with my other hand". Earl Hines died on the 22nd April 1983 but he continues to be an influence on others. There are precious few pianists alive today who can turn in such breath-taking, glittering per​formances as Hines, particularly solos as magnificent as those in​cluded here. Truly this is another Tour De Force from a past master of the piano.

----- Alun Morgan

	Earl  HINES
	West Side Story
	1974
	39:56
	label: Black Lion

Earl Hines [p].

When Alan Bates commenced the planning of his "piano evening" for the Eighth Montreux Jazz Festival he picked first on Earl Hines as a central figure then worked outwards, so to speak, to Jay McShann and Cecil Taylor, with Roland Hanna and Randy Weston in between. Earl wore the mantle of "the greatest liv​ing jazz soloist of his era" with dignity. Who else was there to usurp him from the piano bench at a gathering of jazz keyboard men?

Hines had a great deal in common with men such as Jay McShann and the late Art Tatum in the sense that he actually improved as a soloist as he grew older.  At Montreux he demon​strated that it is possible to amaze and inspire others even when past the age of seventy.   (Earl was actually born in Pittsburgh on 28th December 1903.) Hines was such a consistently fine soloist since he made his first records (with vocalist Lois Deppe's Serenaders in 1923) that gramophone companies some​times had difficulties in finding new material for him to record. For​tunately for all of us Earl always kept a fresh and open mind about music;

in short he listened attentively to all manner of material, automatically sifting, rejecting or retaining songs. At Montreux he delighted the audience with an extended medley from Leonard Bernstein's "West Side Story" and came up with one of Burt Bacharach's fine numbers, Close to You.
At the Montreux Festival all five pianists at the "piano evening" played as unaccompanied soloists but Earl normally toured with a quartet and his vocalist Marva Josie. Over the years he developed an infallible sense of showmanship which in no way affected or detract​ed from his own musical achieve​ments. He was of the generation which believed that the audience deserves to be treated with respect and, if necessary, provided with hand and foot-holds during the course of an extended improvisation. He payed careful attention to programming and appreciated the need to give his audience from time to time, tunes they knew. When it comes to pure pianistic ability then Earl possessed orchestral power in his hands; he could fill out the har​mony with rich chords and his ear was so good that it is an education to examine even the most flamboyant "tricks." When he sets up one of those incredible tremolo figures with his right hand, as he does here towards the end of Don't get around much anymore, notice the casual way in which he will raise or lower by a semi-tone a note in the treble in order to make a tune fit against the tremolo without a discord. It smacks of arrogance but Earl had no other way of playing for he was a true pro​fessional and one hundred per cent a musician. Earl Hines was also the master of recomposition. In short he could take someone else's music and make it sound as if he himself had just composed it. Leonard Berns​tein was no doubt pleased with the extended medley from his musical "West Side Story". [...]

In Earl’s case the tribute took on a more personal slant for Earl and Duke, apart from being fellow mem​bers of jazz's aristocracy, had been close friends for many years. Hines decided to call upon the audience to help him out with his beautiful read​ing of the 1934 Ducal ballad In My Solitude. He asked them to hum the melody when he nodded to them. "Don't sing, just hum the tune. And remember you'll be on record!" he reminded them. The result was a triumph of impromptu audience participation with the Montreux crowd obeying instructions to the letter. An extended blues by Ellington was called for as the second part of the tribute and Earl eased into Don’t Get Around Much Anymore, this time without any assistance from the audience. In settings such as this Hines could take advantage of the lack of time limitations to move the performance through a number of mood changes.  After a passing reference to Willow Weep for Me he sets up a right hand tremolo which he sustains for several choruses (and for nearly four minutes incidentally). Against this foundation he succeeds in introducing quotations from Frankie and Johnny, Sometimes I'm Happy, Summertime and the Volga Boatman. Duke would surely have been delighted by his pal's tribute for they shared the same musical sense of humour.

	Earl  HINES
	One For My Baby
	1974
	46:09
	label: Black Lion

Earl Hines [p].

The music of Harold Arlen

[...] But it is doubtful if anyone has contributed more to embellish the work of a song-writer than Earl Hines does here with this most memorable salute to Harold Arlen. This is an album of jazz piano to cherish.

	Terumasa  HINO,  Masabumi KIKUCHI,   Masahiko TOGASHI
	Triple Helix
	1993
	58:16
	label: Something’ Else (a division of Toshiba-EMI) / enja / KOCH (USA)

Terumasa  HINO [tp]; Masabumi KIKUCHI [p]; Masahiko TOGASHI (см.) [perc]; James GENUS [b].

Three veterans of the Japanese jazz world, active since the 1960s and known to jazz fans not only in Japan but around the globe, joined forces for a dazzling concert performance at the 2nd Yamaha Jazz Festival. TRIPLE HELIX features drummer Masahiko Togashi, pianist Masabumi Kikuchi and trumpeter/cornetist Terumasa Hino who are joined by the young American bassist James Genus for a remark​able musical outing.

This was the first time all three Japanese jazz giants played together, although each had worked with another in various ensembles in the past. Togashi and Kikuchi had formed a jazz academy in 1960, played together in the "Ginpan" sessions in 1963 and jammed with the Sadao Watanabe Quintet in 1966 and 1968. Hino and Kikuchi also collaborated on occasion, e.g. the Hino-Kikuchi Quintet in 1968, a gig with Joe Henderson in 1971, the 1974 "East Wind" sessions and the "Kochi" group formed in the U.S.

MASAHIKO TOGASHI Born in Tokyo in 1940. he was influenced by his father, a musician. He made his professional debut as a jazz drummer when he was 14, and was promptly dubbed a "genius". After an accident in 1970, however, he lost use of both feet, but fought back and found expression in composing and playing percussion. Togashi has been a regular recipient of Grand Disc Prizes sponsored by Japan's leading jazz monthly, "Swing Journal" magazine, and is the winner of the "Japan Jazz Prize". He often performed overseas and, in the early summer of 1991, he formed "Masahiko Togashi & J.J. Spirits" together with his old friend Masahiko Sato.

MASABUMI KIKUCHI Born in Tokyo in 1939, he started playing the piano as a small child. After graduation from the composition department of a high school attached to Japan's prestigious Tokyo National University of Fine Arts & Music, he turned professional. His first recital in Tokyo in 1965 was well received and led to a spot in Sadao Watanabe's quartet (with Togashi). He later formed the Hino-Kikuchi Quintet and entered the Berklee College of Music in Boston in 1968. Kikuchi has been active since in the U.S. as well as Japan. His performance in the Gil Evans Orchestra and work as a jazz producer are notable among his recent activities.

TERUMASA HINO Born in Tokyo in 1942, he is the son of a tap dancer/trumpeter who worked at Tokyo's Nippon Theater and had performed with Togashi's father. Hino studied trumpet and cornet and played on an amateur level until he turned pro around the age of 18. His first joint work with Kikuchi was when the latter invited him to meet an experimental group performing at the club "Ginpari". Later Hino met Togashi but it was not until the TRIPLE HELIX concert that the three of them played together. In 1975 Hino moved to New York where he worked and recorded with such greats as Jackie McLean, Mal Waldron, George Russell, David Liebman, and Gil Evans.

JAMES GENUS Born in 1960, James is some 20 years younger than the three featured artists on this CD. He is a master of both the electric and acoustic bass, and has played with Ellis Marsalis (while a student at Virginia Commonwealth University), the Brecker Brothers (at the Mt. Fuji Jazz Festival in 1992) and other notable musicians. In 1987 he moved to New York City and played with Out Of The Blue, having been introduced to the group by fellow Virginians Steve Wilson, Billy Drummond and others.

	Chris  HINZE
	Sketches And Variations On Bach
	1987
	61:26
	Original archives recordings 1974-1976, Vol. II.

C.H. [fl], featuring Louis van Dijk and Jan Goudswaard.

	Chris  HINZE
	Meditation and Mantras, Vol I
	1986
	61:49
	C.H. [fl, alto fl, bass fl, Es flute, bamboo fl]; Bo Stief [b]; Nicolas Fiszman [b, g]; Ramesh Shotam [Indian perc, tavil, dolak, ghatam, morsing, kantira]; Jasper Van T’Hof [k]; Louis Debij [d]; Sri Ganapathi, Sachchidananda, Swamiji [voices].

	Chris  HINZE
	Meditation and Mantras, Vol II
	1987
	60:04
	C. H. [all flutes, k]; Ramesh Shotham [Indian perc: tavil, dolak, ghatam, morsing, kantira, tala]; Nicolas Fiszman [b, g]; Charlie Mariano [a&s s]; + voices.

	Chris  HINZE
	China Dream
	1990
	51:26
	Chris Hinze [fl-s, k]; Cheng Gongliang [qin]; Ramesh Shotham [chinese gong, perc]; Claron McFadden [v].

All selections are traditional compositions and adapted by Chris Hinze.

	Chris  HINZE
	Flute Summit
	1993
	54:35 50:19
	improvisational flute music.

Flutes: Raghunath Seth (India);  Ichiro Seki (Japan);  Yu Xun Fa (China);  Chris Hinze (Netherlands).

Chris Hinze born in Hilversum, The Netherlands. He graduated at The Hague, Royal Conservatory and won a scholarship for the Berklee College of music at Boston where he received a degree in composition and instrumentation. He received the Press prize for the best soloist in Montreux, three Edison awards, the Beethoven Award and the Prix d’Italie. He performed and recorded with many celebrities: including Jamaican musician Peter Tosh (см.), top arranger Michael Gibbs, the Brecker Brothers (см.), the famous flautists James Moody, Paul Horn (см.), Don Burrows and the Karnataka College of Percussion. His interests in music are extremely varied which are easily detected in the more than fifty records he has made. One of the most prominent outcomes in years was his ‘African-Indian and World Fusion’, his own launch, later to be followed by many European and American bands. He tours at least once a year with international musicians. The last few years he mainly spent in Asia: travelling, performing, recording, studying and learning. This year he visited Bhutan, Tibet, Nepal and Thailand. Future productions will undoubtedly again show his involvement in the diverse cultural origins.

“I knew that a summit comprising four to six flautists could produce something quite spectacular from an artistic point of view. As far as I know this is the first ‘flute- summit’ on tour, although ‘guitar-summits’ have done this before; for example John McLaughlin, Al Di Meola and Paco de Lucia, whose concert has been recorded on a magnificent live CD. One essential difference between that guitar-summit and our flute-summit is that we four all represent different cultures, bound together by the power and control of improvisation. Once the idea had been born the choice was soon made: Raghunath Seth, Ichiro Seki and Yu Xun Fa — all world-class soloists. The obvious approach was to feature each player on his own and to intertwine the different cultures by means of duets, trios and quartets. Musical communication presented no problem whatsoever — on the contrary, it was extremely gratifying! Our language problems were solved by a healthy sense of humour and a lot of gesticulating with hands and feet. The playful, dreamy, but often very exuberant Yu Xun Fa; the modest, chiefly Zen-inspired Japanese contribution of Ichiro Seki; the traditional, contemplative, raga-based music of the introverted Raghunath Seth; my own flute playing, based on the Western classical tradition and the improvisation of my jazz background: all this forms a pallet of ingredients which balance each other perfectly, in spite of – or perhaps because of — the cultural differences.”  —   Chris Hinze.
Raghunath Seth, born in Gwalior, B. A. Anthropology, flautist, musical director, writer and poet. He received his training under the guidance of the late Shri S. N. Ratanjankar and  Shri Ghosh, eminent scholars and musicians in India. He is listed among the topmost flautists of India in the book ‘History of Wind Instruments of Indian Music’. One of his main achievements was the introduction of new styles of flute playing, besides adding a bamboo key to facilitate the playing of certain impossible combinations on the flute. For many years he has traveled all over the world to give concerts. He was invited to lecture on flute at the universities of Cambridge and Oxford. “The flute-summit ’93 has proved that music is the universal language of mankind. Purity and piousness of music penetrates directly into the heart dissiminating fragrance and freshness equally for everyone, especially for us who blow life into the flute through our breath.”

Yu Xun Fa was born in China and was recruited into the Shanghai Orchestra of Traditional Music at the tender age of fourteen. Many years of study enabled him to master the techniques of the Bong flute. He teaches at the Conservatory and participates in numerous music and recording productions. His great inspiration and technical ability led him to invent a completely new mouthpiece for the flute, which made the interpretation of ancient music more accessible. Despite his huge fame and popularity in Taiwan and neighbouring countries, it wasn’t until China relaxed its border controls, allowing him to accept invitations from other parts of the world, that his reputation began to spread. Nowadays he gives concerts in the United States, France, Germany, the Benelux and Sweden, where he recently received an award for the best foreign instrumentalist. “I’m very happy to see the exploration made by Mr. Chris Hinze. We are all grateful to his work; and looking forward to future co-operation.”

Ichiro Seki born in Japan. While he was studying at the university he was introduced to the shakuhachi flute whose technique is more or less similar to the trumpet he was playing up till then. He is famous for his compositions for Koto and Shakuhachi. He was awarded the first prize at the Pan Music Festival for Japanese traditional music. “When I first listened to our solo pieces I was very stimulated and surprised at the same time by the differences in our cultures and by the different techniques we used for playing our flutes. But it was the comfortable harmonies and improvisations I found playing in the quartet that was the most fascinating for me. We need more compositions that will go beyond East and West.”

	Chris  HINZE
	Mellow Mantras
	1995
	63:48
	label: Keytone Records

Ambient & Ambient-House Interpretations of Meditation and Mantras

	Shelley HIRSCH & David WEINSTEIN
	Haiku Lingo
	1990
	48:45
	Shelley HIRSCH - см. тж. с: X-COMMUNICATION; SEPTEMBER BAND; Jon  ROSE ('Alternative'); Jerry HUNT ('Alternative');

label: Review Records distributed by Recommended No Man's Land

rec. in 1988, New York.

Shelley Hirsch [v]; David Weinstein  (см. тж. с: John ZORN) [k, sampling].

1. Power Muzak

2. Crazy Situation

3. Haiku Lingo

4. R-Mania

5. Circus With Harry

6. Drink Me

Aboul these recordings:

"Hirsch's vocals on Power Muzak were recorder in the uninterrupted take while she listened to pre-recorded tracks by Weinsteln.
Circus With Harry places a true story by Hirsch over music by Weinstein. 

R-mania is based on a traditional Romanian song.

Drink Me – was an improvisation in the studio and uses no vocal processing until the very end!

Haiku Lingo was inspired by a line from Anne Frank, "The most wonderful thing about thinking yourself out is that you can have it any way you want. You can have roses and violets and daffodils all blooming at the same time."

Vocalist Shelley Hirsch and keyboardist David Weinstein have co-composed and performed together since 1986. Their collaborations include music for tape, record, film and television, and compact disk, multi-media concerts, and fully-staged performance pieces. Their work is an assemblage of characters, aural landscapes, and cinematic imagery both surreal and tangibly human.

For bookings and more information about the duo: Shelley Hirsch / David Weinstein Impossible Music 10 Leonard Street #4SE New York, NY 10013 USA

Вокалистка Шелли Хирш находится в одном ряду с такими мастерами импровизационно-авангардного вокала, как Saikho NAMTCHYLAK, Greetje BIJMA, Valentina PONOMEREVA.

	Johnny  HODGES
	Classic Solos 1928 - 1942
	
	72:57
	label: Pavilion Records (Sussex, England), 'Topaz Jazz' series.

Johnny Hodges was not only one of Duke Ellington's most important and tal​ented sidemen for the best part of forty years, but also came to be regarded as a great jazz soloist in his own right and. together with Benny Carter and Charlie Parker, the leading alto saxophonist in musical history. Particularly effective in slow numbers, his rich, honeyed tone was a prime influence to many younger musicians, particularly Ben Webster and John Coltrane. Unlikely as it may seem the latter actually had a spell with Hodges' own small group in 1953. Hodges made the instrument sing in a way that very few have matched. Sensuous and mellow are the words that most readily spring to mind when attempting to describe his tone. Not that Hodges couldn't swing, he most certain​ly could, and highly effectively too, but the very beauty of the sound he pro​duced made him especially suited to more elegiac music; he played with soul. One of the most easily recognizable (and copied) characteristics of his playing was the way he would often begin a top note as much as a third or so beneath the desired pitch, then by means of a slow glissando climb up to it. In other hands the device could easily have turned into an intensely annoying mannerism; with Hodges it somehow never quite seemed to. His mastery of technique was so total that he was always able to produce exactly the effect he wanted at any given moment. Although concentrating on alto, he occasionally played effective soprano, even recording some fine solos on this 'second' instrument with Harmony In Harlem (Track 9) and That's The Blues Old Man (Track 19) outstand​ing among them.

Born in Cambridge, Massachusetts in July 1907, Johnny Hodges' early experi​ence in jazz was, surprisingly, not on the instrument he became such a master of, but on piano and drums. When he decided to study saxophone at the age of fourteen, initially soprano rather than alto, he did so in great style, coming under the tutelage of the great Sidney Bechet (then working in Boston for the burlesque producer Jimmy Cooper) whose influence was to remain with Hodges for the rest of his life. He could hardly have found a finer musician to learn the basics from, although he never fell into his master's habit of pushing the tone to the extent that he gave the impression of playing too loudTy; rather the reverse, for Hodges' tone became the sweetest sound imaginable. Hodges gained early experience playing with Willie 'The Lion' Smith at the Rhythm Club in about 1924 and his own mentor Sidney Bechet at the Club Basha in Harlem then, in 1928, joined the bandleader with whom he was to forge such a close musical relationship that one never seemed quite the same without the other - Duke Ellington. Over the years Hodges became such an integral part of the Ellington group that he even​tually grew to resent the status of being one of a number of important sidemen in the band. Ellington was in the lime​light while Hodges stood up, played superb solos and sat down again to become just another part of the ensem​ble. There are stories of him miming the counting of a pile of dollar bills in Ellington's direction when the leader's back was turned on the bandstand. If there was resentment there it was mis​placed for when left to his own devices Hodges proved a curiously unassertive bandleader; he could never totally accept that while his musical talent was second to none, his place was to be part of a band rather than acting as leader. The Duke knew exactly what the saxo​phonist meant to his music and what a vitally important part of the band he really was; he was virtually irreplaceable. That the relationship continued for as long as it did indicates that both parties accepted  the  situation,   however unpalatable elements of it may have been to them. If Ellington was annoyed by Hodges' sometimes overt rebellion, he subdued any anger he may have felt in order to hold on to such a priceless asset, while, for his part, the sideman knew the extraordinary nature of his qualities and how they were perfectly served by the music so brilliantly con​ceived by Ellington and Billy Strayhorn. Indeed so much of Hodges' best work away from the Duke's full orchestra fea​tured elements of its personnel whether in large or small groups. For better or for worse, the two were inextricably linked. From the late 'forties Hodges' playing tended towards blandness, which may well have been caused by him finally tir​ing of the struggle with Ellington that had previously kept him on his mettle; it was as though he had ceased to feel the need constantly to prove himself; his playing became diffident and reticent. Perhaps once the hunger had gone, some of the inspiration died with it. Tracing Hodges' career through the medium of recordings with Ellington and with smaller groups of sidemen from it, is to notice the increasing prominence Duke gave to his saxophonist; of course the sides led by Hodges himself from 1937 on, particularly the small group sides of November 1940 and July 1941, focus the spotlight firmly on the saxo​phonist's playing. Indeed one of the titles, the Ellington composition Things Ain't What They Used To Be (Track 23), became a staple of his repertoire for the rest of his career, both as a soloist and with the band. As time went on Hodges gave up the soprano sax. Duke was increasingly writing for his alto playing so that the other instrument became sur​plus to requirements. On alto he regular​ly came top of the popularity polls in magazines including Metronome, Down Beat and Esquire. In addition to his recordings with Ellington, Hodges also took part in some wonderful sessions led by Lionel Hampton and Teddy Wilson. A further claim to fame was his participa​tion, on both alto and soprano, in Benny Goodman's famous Carnegie Hall con​cert of 16 January 1938, playing Blue Reverie with Goodman, Cootie Williams, Harry Carney, Jess Stacy, Alien Reuss and Gene Krupa, and taking part in the amazing jam session rendition of Honeysuckle Rose which featured Count Basie, Harry James, Buck Clayton and Lester Young among others. The very thought of having both Young and Hodges on stage playing together is enough to make any jazz lover drool! The album of that famous occasion has sold well over one million copies in the United States alone. After the war the discontent Hodges felt at what he perceived as his secondary place in the Ellington band was still sim​mering away. While the Duke was tour​ing Britain as part of a variety show in 1948 Hodges was offered an engage​ment at the Apollo on New York's 125th Street. He took with him old friends Lawrence Brown and Sonny Greer, the dates proving so successful that although he continued to work with Ellington for a few years, he was now determined to break out and lead his own band. The split finally came in 1951 and almost immediately the Hodges group had a hit record; Castle Rock came from the band's very first recording session. It was generally a difficult time financially for bandleaders, but against all the odds Hodges was successful although he later said, 'It was a whole lot of work! and a whole lot of headaches too!' Evidently the difficulties proved too much for he rejoined Ellington in 1955 which, bearing in mind his earlier feel​ings of animosity towards his employer, was a rather strange decision. He nad proved to himself that he could make it on his own and that seemed to satisfy him. Perhaps he saw Ellington in a differ​ent light having experienced the trials and tribulations of a leader for himself; whatever his feelings he remained with the band on and off for the rest of his life. For his part Hodges had a galvanis​ing effect on Ellington who had been experiencing something of a creative trough. They caused a sensation at the 1956 Newport Jazz Festival and in the next few years Ellington produced some of his most ambitious works such as Jazz Party and Nutcracker Suite. No doubt these would have been possible without Hodges, but it is unlikely that they would have been as impressive. While remaining with Ellington, Johnny Hodges recorded a number of albums with other musicians during the 'fifties and 'sixties. There was a whole series of discs with Wild Bill Davis. two with Earl Hines as well as some brilliant collabora​tions with Ellington's great arranger Billy Strayhorn. One particularly bizarre pro​ject was a record Hodges made with that master of 'sweet music' Lawrence Welk. He worked with Strayhorn on some con​certs in 1958 then, in 1961, toured Europe with some of his fellow sidemen as the Ellington Giants. By the mid-'sixties Johnny Hodges' health was beginning to break up. He had three lengthy periods in hospital but despite numerous doctor's warnings continued with Ellington's increasingly punishing schedule. When he died, how​ever, it was not in a hospital bed but while on a visit to the dentist. Whatever the truth about their relation​ship during Johnny Hodges' life, Duke Ellington was quick to pay tribute to his star sideman on his death saying, 'Because of this great loss, our band will never sound the same again'. It was no more than the truth, for Hodges really was irreplaceable. His contribution to the Ellington band was immeasurable as the sound of his saxophone was always one of the key elements in the leader's mind when he was writing his music, to such an extent that it is difficult to imagine which direction he might have taken had he not had the services of such a genius to inspire him. As one of the greatest of all memorials to a unique talent just lis​ten to Day Dream (Track 18); it will tell you all you need to know about the wondrous sounds the magician Johnny Hodges could conjure from a saxo​phone.

© 1994 Tony Watts

	Johnny  HODGES
	Passion Flower
	1940-46
	69:53
	This reissue has been prepared by transferring the best available source material to digital tape, which has then been reprocessed, using the computerized CEDAR system. This system is designed to remove imperfections and aural distractions (surface noise, pops and clicks, scratches, rumble, etc.) commonly associated with vintage material without substantially altering the basic recorded sound. Thereafter only minimal reequalization has been applied, the goal being to preserve the musical qualities and ambiance of the original recordings in as clean and clear a form as possible. Nevertheless, the widely varying original condition of these selections makes it impossible to achieve fully uniform results.

John Cornelius Hodges was born in Cambridge, Massachusetts, on July 15, 1907. After playing the piano and drums as a teenager, he picked up the soprano saxophone, and eventually fell under the spell of the legendary Sidney Bechet. Hodges had first heard the New Orleans giant in Boston, and soon after searched out the Clarence Williams’ Blue Five recordings that featured Louis Armstrong and Bechet in tandem. It was at about this time that Bechet spent a brief but tremendously influentiall spell in the early Ellington orchestra. [...] The task of compiling a proper appreciation of Johnny Hodges – very possibly the greatest of the pre-Charlie Parker altoists – is made immeasurably easier by what can fairly be described as the man’s anti-nomadic lifestyle. Surely no major jazz artist has had a more precisely defined resume: after 1928, with the exception of four years (1951-55) in an eventually ill-fated role as his bandleader, he worked for Duke Ellington. It was, obviously, a good gig. Featured by a leader who knew better than any other how to support and enhance his stars, and a particular favorite of perhaps the best staff arranger in the world, Billy Strayhorn, Hodges became the spotlight player in (all things considered) the all-time orchestra. [...] Johnny Hodges created one of the most vivid hues in Ellington’s orchestral palette. As a soloist, he cojured up at will dreamy, earthy, sensual or even mocking aural tableaus. When that tone, evocative of sensations both sacred and profane, blended in any combination with those of his similarly magic-toned peers in the Ellington reed section, the effect was magnified many-fold. Immediately after learning of the sudden death of Johnny Hodges on may 11, 1970, Duke Ellington put pen to paper and wrote not music, but these words: «Never the world’s most highly animated showman or greatest stage personality, but a tone so beautiful it sometimes brought tears to the eyes – this was Johnny Hodges. This is Johnny Hodges. Because of this great loss, our band will never sound the same. Johnny Hodges and his unique tonal personality have gone to join the ever so few inimitable – those whose sounds stand unimitated, to say the least – Art Tatum, Sidney Bechet, Django Reinhardt, Billy Strayhorn... Johnny Hodges sometimes sounded beautiful, sometimes romantic, and sometimes people spoke of his tone as being sensuous. I’ve heard women say his tone was compelling... I am glad and thankful I had the privilege of presenting Johnny Hodges for forty years, night after night. I imagine I have been much envied, but thanks to God... May God bless this beautiful giant in his own identity. God bless Johnny Hodges.»

	Johnny  HODGES
	Jazz Masters №35
	1951-61
	78:11
	Writers talk about Johnny HODGES like he was another instrument that Ellington played. But he was his own man all the way – with or without Duke. When he made music, he made the music he wanted to, the way he wanted to.

	Johnny  HODGES
	At Sportpalast Berlin [2 CD]
	1961
	43:01 54:24
	Digital remastering 1993. 

Johnny  HODGES [a s]; Lawrence Brown [tr]; Ray Nance [cornet, violin, voc]; Harry Carney [bar sax]; Al Williams [p]; Aaron Bell [b]; Sam Woodyard [d]

	Johnny  HODGES
	Everybody Knows Johnny Hodges
	1964, 65
	68:58
	#1-8 originally issued as ‘Everybody Knows Johnny Hodges’ (1964).  #9-16 originally issued as ‘Inspired Abandon’ (1965).

  1-4: Johnny  HODGES [a s]; Paul Gonsalves [t s]; Ray Nance, Cat Anderson [tp]; Lawrence Brown [trb]; Jimmy Jones [p]; Ernie Shepard [b]; Grady Tate [d].

  5-8: add: Russel Procope [a s]; Jimmy Hamilton [t s]; Harry Carney [bar s]; Rolf Ericson, Herb Jones [tp]; Buster Cooper, Britt Woodman [trb].

  9-16: J. H. [a s]; Russel Procope [a s, cl]; Paul Gonsalves, Harold Ashby [t s]; Cat Anderson, Ray Nance [tp]; Lawrence Brown, Buster Cooper [trb];  Jimmy Jones [p]; Richard Davis [b]; Gus Johnson [d].

	Johnny  HODGES
	Johnny  HODGES with                          ‘Wild’ Bill  DAVIS:                     Volume 1-2
	1965-1966
	37:22 42:36
	CD I (1965)

1,3,5,6,7: J.H. [a s]; Wild Bill Davis [org]; Dickie Thompson, Mundell Lowe [g]; Milton Hinton [b]; Osie Johnson [d].

2,4,8,9,10: Idem, except George Duvivier [b] remplace Milton Hinton.

CD II (1966)

J. H. [a s]; Wild Bill Davis [org]; Lawrence Brown [tb]; Bob Brown [t s, fl]; Dickie Thompson [g]; Bobby Durham [d].

	Alan  HOLDSWORTH
	None Too Soon
	1996
	51:05
	label: Sony Music

A.H. [g & Synthaxe]; Gordon Beck [digital p]; Gary Willis (см. тж. с: Scott HENDERSON) [b]; Kirk Covington [d].

Performed tunes by: Irvine Berlin, Joe Henderson, John Coltrane, Django Reinhardt, Bill Evans, Gordon Beck, Lennon-McCartney.

	Dave HOLLAND
	Seeds Of Time
	1985 
	52:44
	Down Beat 48th Annual Critics Poll: Acoustic Bass Of The Year (2000)
D.H. -- Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучшее джазовое инструментальное исполнение (во всём альбоме)».

Dave HOLLAND  Записывается с Miles Davis [1968-70], c Chick Corea, Anthony Braxton [1ая половина 70-х]. С 80-х записывается как лидер квинтетов и соло. 

См. тж. с: Anouar BRAHEM; Carla  BLEY; Barre  PHILLIPS; Collin WALCOTTж
label: ECM

Dave Holland [b], Steve Coleman (см.) [as, ss, fl], Julian Priester [trb], Marvin «Smitty» Smith [d, perc], Kenny Wheeler (см.) [tp, cornet, pocket tp, fl h]. 

Uhren  4:53
(Steve Coleman)

Homecoming  6:01
(Dave Holland)

Perspicuity   3:42
(Doug Hammond/arr. by Steve Coleman)

Celebration   5:11
(Julian Priester)

World Protection Blues   7:00

(Doug Hammond)

Gridlock (Opus 8)   8:23
(Steve Coleman)

Walk-a-way  3:55
(Holland, Smith)

The Good Doctor  5:54
(Kenny Wheeler)

Double Vision   7:09
(Dave Holland)

	Dave HOLLAND
	The Razor’s Edge
	1987 
	51:26
	label: ECM

Dave Holland [b], Steve Coleman (см.) [a s], Kenny Wheeler (см.) [fl h, tp, cornet], Robin Eubanks [trb], Marvin «Smitty» Smith [d].

Brother Ty              4:34

(Doug Hammond)

Vedana               4:53

(Dave Holland)

The Razor’s Edge       7:52

(Dave Holland)

Blues For C.M.          9:15

(Dave Holland)

Vortex                 8:11

(Steve Coleman)

5 Four Six              4:26

(Kenny Wheeler)

Wights Waits For Weights   5:25

(Steve Coleman)

FigitTime             6:17

(Doug Hammond)

	Dave HOLLAND
	Transit
	1987 
	38:40
	label: Black Saint

Karl BERGER [vibes, p] / Dave HOLLAND [b] / Ed BLACKWELL [d].

	Dave HOLLAND
	Extensions
	1990 
	59:01
	label: ECM

Dave Holland [b], Steve Coleman (см.) [as], Kevin Eubanks (см.) [g], Marvin «Smitty» Smith [d].

	Dave HOLLAND
	Phase - Space
	1992 
	59:50
	label: DIW

Steve COLEMAN (см.) [a s]; Dave HOLLAND [ac b].

	Lars HOLLMER – см. в 'Alternative'
	
	
	
	

	Adam  HOLZMAN  & BRAVE NEW WORLD
	The Big Picture
	1997
	57:16
	funk-fusion, можно сравнить с Brecker Brothers (в первую очередь) и с Weather Report. Но – с мощным acid-jazz’овым басом.
label: Escapade

Adam Holzman [p, el p, clavinet, organ, k]; Freddy Cash [b]; Aaron Heick [a&s s, b cl, a fl]; Mitch Stein [g]; Juju House [d]. 

	William HOOKER
	Shamballa
	1993
	66:13
	free-improvisation

label: Knitting Factory Works (NY)

FIRST MEETING

1. Sirius Part 1 – Wheels

2. Sirius Part 2 – Wings

Wiiliam Hooker [d]; Thurston Moore [g].

CONTINUOUS – TIME … CONSCIOUSNESS

3. The Hat … and its train

William Hooker [d]; Elliott Sharp (см.) [g].

William Hooker  - "Shamballa" 

Duets with Thurston Moore and Elliott Sharp

I credit an unnamed tribe in Cameroon with enlightening me on the art of listening. The revelation came as a welcome surprise - I stumbled upon it in the midst of some painfully uninspiring academic work in the form of a matter-of-fact article written by an ethnologist researching tribal politics in the area. When a group of elders insisted that she recite a story from her own "tribe" at a community gathering, she decided to perform an impromptu interpretation of Shakespeare's "Hamlet," a tale she felt contained enough truisms and plot-twists to make for a decent cross-cultural story-hour, but which also had its finger firmly on the pulse of her own particular upbringing. In presenting the story of the loyal-but-chronically-indecisive son to an audience entirely unfamiliar with the Bard or with the cliches attached to his work, she had two aspirations: to give them a thrill and to gather their thoughts on the collective neuroses of Western civilization. She found the moment incredibly culturally transcendent. It was a pristine and joyous occasion for culture swapping. The whole affair never reached the heights of communal harmony she had hoped it would, however, because she had made one crucial, wrongful assumption. She had expected a passive audience.

They were nothing of the sort. Her avid listeners disrupted the recital at countless junctures: they not only punctuated the story with outbursts and squeals, they often brought it to a complete halt in order to rework its fundamental plot structure to their own satisfaction. "Hamlet," as devised by William Shakespeare, made absolutely no sense to them. They naturally took it upon themselves to transform it into a proper story. By the performance's conclusion, the group had unanimously decided that Hamlet's uncle had not actually killed his father, the king; rather, he had died because he had led his people poorly. Likewise Hamlet should not have been upset by his mother's remarrying, since it was only natural that she should wed her husband's brother after his death. The tribe's spontaneous retelling of "Hamlet" hardly resembled the original, a story which was too dislodged from their own experiences for them to appreciate intact.

I have never ceased to find abundant wisdom in this account. I truly believe Shakespeare's Cameroonian critics displayed more respect for his original vision than is usually displayed among appreciators of art. Certainly the musical community as a whole could stand to learn a lesson on demystification from them. The ethnographer's hyperresponsive audience had mastered what most of us find a hard pill to swallow -- the separation of the cult of the artist from an actual engagement with his or her craft. They understood that what Shakespeare, a mere fable-weaver, had created was no longer his, but theirs, and they acted accordingly. The myth that emerged from the interactive storytelling session was still "Hamlet," but it was theirs as opposed to ours.

Music deserves an equally critical ear. It is a plastic artifact, a substance which has meaning only in its appropriation. Personalities, egos, and legends may form the basis of the mythology of music, but have no place in its actual substance. The music contained in the performances contained here is ripe for discovery. I suppose I could call it aggressive, powerful, or explosive with relative comfort. I'd rather not, however. Those are concepts which I find too unfamiliar and a tad too "macho" to have much meaning for me. I prefer to marvel at the architecture of it all, the spaces these spontaneous compositions pry open and construct. They create a superb framework for all visions and experiences, be they masculine or feminine, fantastical or real. They beg your insight and inner wisdom. They demand you. Listen to them as you would yourself and reshape them as you see fit. Otherwise, you do them an unpardonable disservice.

---- Corey Magnell of WPRB - FM, Princeton University.

William Hooker is a rare breed of musician, one of the few artists who networks outside of the jazz circuit. Though the bulk of his material is on labels such as Cadence and Silkheart, Hooker's most recent recordings transcend the boundaries that composed, improvised, and experimental music has set for themselves. Even when performing, Hooker plays everywhere from the Knitting Factory to churches, college rec rooms, dance studios, and off-off-Broadway theaters. William Hooker is a man determined to get his music "out there," and he'll cross any genre to do it.

It's this kind of openness that's led Hooker into the duets with Thurston Moore and Elliott Sharp documented on this album. When I met Hooker and Moore after their first rehearsal together in 1991, the two were so excited by the freedom that the existence of such a collaboration embodied that they felt their music should, at the very least, change the way people relate to category. They also knew that it wouldn't-because anything new is met with resistance before acceptance. Sharp, like Hooker and Moore, has always been known for his passion to find freedom within structure, for his willingness to collaborate with an artist who has something worthwhile to say. In recording Shamballa, Hooker, Moore, and Sharp not only acknowledge but prove that different styles and genres can coexist on the condition that they recognize each other as being equally, though differently, musical.

---- Neil Strauss - Option Magazine

	William HOOKER
	William HOOKER / Lee RANALDO / Zeena PARKINS:

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

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

Produced by William Hooker

Lee Ranaldo: guitar; 
Zeena Parkins (см. в ‘Alternative’): electric harp; 
William Hooker: drums.

1. Colour (The Hypnotic State)   16:57

2. Stamina    53:31

tracks composed by Hooker, Parkins, Ranaldo

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

biography

Working on the periphery of the jazz world since he moved to New York in 1974, William Hooker's kinetically charged, free-time drumming style and spoken word poetry have been matched with some of the finest improvising talent across generations and stylistic boundaries. From solo explorations to collaborations with Billy Bang, Lee Ranaldo, and DJ Olive, Hooker's music has surfaced on a smattering of independently minded record labels aiming to document some of the most distinctive musicians working this indefinable terrain. 

Born in New Britain, CT, on June 18, 1946, William Hooker initially approached the drum kit with reluctance. Hesitancy was soon replaced by commitment, however, and at age 12, he was getting his first taste of performing, supporting the Isley Brothers, Dionne Warwick, and Gary "U.S." Bonds as a member of the Flames. In college, he enrolled in a course on 20th Century Composers, writing a paper on the atonal music of Alban Berg. Combined with an independent study of the jazz albums on Blue Note Records, the drummer was ensured a unique music education. Local musicians like the tenor saxophonist Al Pitts and bassist Bob Snell provided more practical tutelage. Hooker eventually made a trek out to the West Coast with his good friend Tyrone Lampkin (future drummer for Parliament/Funkadelic), an eye-opening experience for the young musician. While he was disappointed by the lack of ability on the jazz scene as a whole, the radical consciousness of the period led to his initial attempts at "free" playing. Hooker moved back to Hartford, CT, where he lived briefly before heading to New York in 1974. 

In his new home, the drummer quickly established himself amongst the city's jazz, loft scene. The new jazz of Delmark and Actuel BYG began replacing the Blue Note Records in his collection. Unable to find a label for himself, Hooker established the non-profit Reality Unit Concepts to fund his debut, 1978's Is Eternal Life, a collection of solo, duo, and trio performances with prominent tenor saxophonists David Murray and David S. Ware and altoist Jemeel Moondoc. Hooker spent much of the 1980s hard at work, performing with a number of his own ensembles. Rather than establishing a regular unit, the drummer drew from a community of musicians that included trumpeter Lewis Barnes, saxophonists Blaise Siwula and Charles Compo, pianist Mark Hennen, and guitarist Jesse Henry. Sadly, little of the music he made during the decade found its way onto records. It wasn't until the early '90s that more outlets became available. Hooker's work emerged on independent labels like Knitting Factory, Silkheart, and Homestead. The drummer began receiving increasing attention from the underground rock sector. Fans and artists of post-punk and indie rock were turning their ear toward experimental and improvised music, including the sort of free jazz Hooker performed. Sonic Youth's Thurston Moore, a longtime admirer of the genre, released the drummer's Subconscious album (1994) on his Ecstatic Peace label. Hooker soon began performing with younger musicians beyond the immediate scope of jazz (oftentimes at Knitting Factory jams). Shamballa (1993) pits Hooker's fiery drumming against the unkempt feedback bursts of Moore and the calculated guitar electronics of Elliot Sharp. Envisioning (1994) captures an improv date with Sonic Youth's Lee Ranaldo that includes spoken word segments. The duo was joined by the ecstatic electric harp work of Zeena Parkins for the date that produced 1995's the Gift of Tongues. Hooker also brought electronics into his music, collaborating with Brian Doherty, Doug Walker, and Gert-Jan Prins, and turntablists DJ Olive (on 1995's Armageddon and 1997's Mindfulness) and Christian Marclay (2000's Bouquet).

	Glenn  HORIUCHI
	Oxnard Beet
	1992 
	49:20
	label: Soul Note

Glenn Horiuchi [p]; Leon Alexander [d, vibes]; Francis Wong (см. тж. F. Wong с участием Horiuchi) [fl, t s]; Taiji Miyagawa [b].

  Oxnard Beet features the best integration of jazz and Asian music of any album I’ve heard, period. There are a lot of pitfalls in attempting such a fusion. In a sense, the musical meeting of East and West was co-opted long ago by Hollywood composers, who’s been marrying pentatonic scales to European harmony for about as long as Asians have been depicted on film. To be fair, that transcultural synthesis was musically savvy — even if those Asianisms have been done to death over the decades — but they’re often coupled with stereotypical characters on screen — think of Mr. Moto or Charlie Chan. To evoke that brand of musical exotica now is to buy into the degrading images they accompany.

Glenn Horiuchi takes some of the same building blocks those Hollywod composers do — almost every piece here employs pentatonic scales, one way or another — and re-combines them in a completely fresh way. In effect he decolonizes his materials, restoring their nobility. He does it by concentrating on what’s always been at the center of jazz: rhythm, specifically the rhythms of Japanese taiko drums, which are big, barrelshaped, double-headed, deep and powerful. The sound of taiko drums, usually heard in ensemble, is a familiar one to the Japanese-American community, particularly on the West Coast. (Horiuchi, born in Chicago in 1955, lives in southern California.) You can hear taiko rhythms in the B section of «Burning Em​bers» and on the break in the remarkable title track.

«In Japanese traditional music, taiko drums are used in folk dances, and that’s part of my inspiration,» Glenn says. «They have a hypnotic kind of strength. The unifying ele​ments in my pieces tend to be rhythmically based — taiko rhythms are more central to Japanese music than a mere scale.»

It’s axiomatic that music reveals the spirit of a culture. In jazz, the folkways of many peoples who make up the American population are on display for the ears. (It’s part of what American multiculturalism is really about.) Edward Blackwell’s deep African roots speak through his drumming just as Jack Teagarden’s western upbringing echoes in his drawling cowboy voice. «One of the beauties of jazz,» says Glenn, «is that it expresses multicultural expe​rience in a really natural way. It’s a very open kind of tradition, open to a lot of different traditions.»

Horiuchi understands that the merging of separate cul​tures in jazz has profound implications about how we live and how we can all get along together.

«Oxnard Beet,» he explains, «was inspired by the suc​cessful 1903 sugar beet strike in Oxnard, California, where Mexican and Japanese farmworkers united to form a union. It was a significant historical moment: multiracial unions were unheard of then, especially between minority groups.

«So I use all these different elements in the piece, start​ing with a pentatonic scale in the bass line — a lot of people use them melodically, but not in the bass. In Hollywood scores, there’s a tendency to use a pentatonic melody with western harmony, or parallel fifths. Putting it in the bass alters the harmonic structure, gives the piece a different kind of logic. ‘Warm Spring’ is like that too: the melody sounds conventional, but the bassline uses a pentatonic scale to get away from quote-unquote typical jazz changes. On ‘Oxnard Beet,’ some things are a cross between Japa​nese and Latin — a montuno with a Japanese scale. The bridge,» he laughs, «is what I like to call a New Orleans/ taiko break.»

Simply put, recognizably Asian elements are hung on an infectious groove. It works. A loose rhythmic feel liberates those familiar pentatonics whether they occur in the melo​dy line or in the bass. The music breathes, not least because of Glenn’s knack for finding the right tempo — hear «Gosei Go» and «Striking a Riff.» The latter’s a good example of his treatment of almost stereotypically Japanese melodic ker​nels: its driving, repeated piano riff, or the hooky main theme he smacks around, almost smashes, at the end of his piano solo.

From «Gosei Go,» you’d think one of his role models is Bobby Timmons, with his soul-drenched gospel-blues rol​licks. Glenn demurs, citing the more profound and imme​diate influence of Los Angeles pianist Horace Tapscott on his thinking. «He’ll set a constant riff on the bottom hut take it outside on top. The bass line maintains one feeling even as he goes beyond it when he solos.» Taking his cue from that, Horiuchi opens up the harmonies while retain​ing a pentatonic feel.

Similarly, on the rhythmic level, a certain taiko feel — «not too much» — comes out on «Gosei Go» although the evocation isn’t explicit. «That’s probably because Leon Alexander has done four records with me since 1987. Even when I don’t ask for a Japanese feel, it comes out.» It may have the longest drum solo in awhile on any non-drummer’s date, too. «Leon has a lot of energy, and I always have one feature where I let him play as long as he wants.» His other cohorts are longterm associates too. Francis Wong, who works with Jon Jang and the Pan-Asian Orchestra, played on Glenn’s ‘87 debut Next Step, but he and the leader go back further than that. Bassist Taiji Miyagawa, who met Horiuchi around 1980, was first heard with Glenn on the pianist’s 1989 recording Manzanar Voices. (Both albums are on AsianImprov Records.)

«Goesi Go» is dedicated to the upcoming fifth generation of Japanese-Americans. Glenn is sansei — third-generation. «Dance of the Nisei Hipsters» is for his parents’ generation. «It’s pretty tongue-in-cheek. It was inspired by a photograph of my father in a leather jacket, hanging out in front of a jazz club in Chicago in the ‘50s. The bridge uses a rhythm found in a Japanese folk dance.

‘»Warubozu’ — that means ‘bad Monk,’ an affectionate term for a child rascal — is dedicated to Monk and to Tom Hattori. He was like an uncle of mine, who always encour​aged me in music. Tom was a postman, an akido instructor in the evenings and a weekend gardener. He was busy, but he’d go buy a dollar seat at the Hollywood Bowl and just sit and listen to music.»

To give Glenn his due, «Warubozu» isn’t bad Monk at all — clearly he understands Monk’s music a lot better than many pianists who trot out his tunes. But don’t overlook Horiuchi’s dramatic use of what Anthony Braxton calls dimensionality: rapid shifts in volume that give the listen​er the illusion the music is coming from different places in a sonic field; it’s an effect one sometimes finds in Japanese flute music. «I always try to include a solo piano piece on my recordings, to experiment with dynamics in a way that’s hard to do effectively in a group. I love having that freedom of dynamics and space.»

Horiuchi says his percussive attack is just another example of his preoccupation with drums, but I’d propose an affinity with string-snapping koto or shamisen attacks, even if Glenn cloesn’t hear a direct connection. In this music, the roots run so deep, the Japanese elements aren’t always conscious. Which is a key reason why Horiuchi’s musical fusion is so uncommonly satisfying.

— Kevin Whitehead, May 1992

	Glenn  HORIUCHI
	Calling Is It and Now
	1995 
	64:49
	label: Soul Note

Glenn Horiuchi [p]; Francis Wong [t s]; Anders Swanson [b]; Jeanette Wrate [d].

  There comes a time in the career of any artist of ability and vision when he or she moves from one level of expression on to another. It is sometimes a personal decision, and at other times may be brought on by circumstances or outside influence. To say that Calling Is It Or Now represents such a move on the part of pianist / composer Glenn Horiuchi is not to slight the quality of his previous work — on the contrary, his five recordings to date are the foundation upon which this music is based. But there is an audible shift in attitude and undertaking here, an expansion of style and voice, which reflects positively upon Horiuchi’s growth as a creative artist. And in this case, the change was a conscious one.

«I feel that this was a kind of transitional project. My previous quartet recording, Oxnard Beet (Soul Note 121 228-2), was recorded in 1989, and this one was done four years later,» Horiuchi told me. «In the time in between them, my quartet had disbanded. I was doing other projects, like large ensemble things and lots of solo piano, and so for various reasons I didn’t really have a regular quartet during this time. Then when I pulled a new quartet together in ‘93, it seemed like a viable form for me again. So I wrote these pieces....»
Calling Is It And Now documents the debut of Horiuchi’s new quartet, as well as an expanded compositional point of view. Tenor saxophonist Francis Wong continues to be a valuable part of Horiuchi’s musical world (as well as an important voice in such strong and committed West Coast groups as Fred Ho’s Afro-Asian Music Ensemble and Jon Jang’s Pan-Asian Arkestra); his empathetic tonal shadings and vigorous attack — there’s an attractive similarity to Pharoah Sanders in his more extroverted moments — bring an unmistakable breadth to Horiuchi’s themes. But it’s the new members of the quartet, bassist Anders Swanson and drummer Jeanette Wrate, who allow Horiuchi to redirect and refine the central focus of his music — the rhythm.

As Kevin Whitehead’s helpful notes to Oxnard Beet explain, Horiuchi’s music up to that point had drawn heavily upon traditional Japanese taiko drum rhythms. Today, Horiuchi puts his compositional development into perspective. «For a long time I had been dealing with structures based on a concept incorporating these taiko drum rhythms over a modal thing or certain kinds of (chord) changes which were harmonically compatible with the Japanese melodic ideas I was experimenting with. This progression went from my first LP, Next Step (on AsianImprov Records), up through Oxnard Beet, and then I began reassessing what I wanted to do, because I wasn’t sure I could take that concept any further.» The 1991 recording of Horiuchi’s Poston Sonata was something of an interlude; the sonata itself was an elaborate four-movement composition (inspired by the concentration camp at Poston, Arizona, in which Japanese-Americans were incarcerated during World War II), scaled down from a septet including strings to that of solo piano and duet with the shamisen (a traditional Japanese banjo-like in​strument).

When it came time to put together a new quartet, Horiuchi was convinced he was «...looking at a new direction. Where in the past, on tunes like «Oxnard Beet» or «Burning Embers,» I would have whole sections based on a taiko rhythm, and everything else revolved around it, in this recording I did use some of those things, but I felt that at this point I just wanted those rhythms to be part of my natural vocabulary, and not to rely so heavily on any one idea.» If the six pieces here display a wider range of dramatic gestures and moods than earlier Horiuchi record​ings, it’s in great part due to his effort to find new rhythms with which to invigorate his writing. (If these rhythmic alterations bring his music into more recognizable terri​tory within the jazz tradition, Horiuchi can live with that. He says, «I’ve always felt that I come out of the Jazz thing; I’ve just tried to shape it around whatever else I was into at the time.») And the feel of these new compositions was to some degree loosened by his new rhythm section.

«The biggest difference was Jeanette on drums,» Horiuchi said. «Leon Alexander, whom I had worked with before this, is a phenomenal drummer, very firmly in the whole African-American tradition — especially the hard-bop, Blakey thing, and funk. Because his sense of the groove was so awesome, I always tended to use more of that kind of concept, more of a driving thing, which was compatible with where I was at anyway. Jeanette is in a totally different place. She’s a student of the whole jazz tradition, but has a very different feel than Leon brought. I enjoy being able to work more dynamically, more texturally with her.»

On Horiuchi’s earlier albums, this «driving» rhythm can be translated into an almost palpable sense of purpose, as if he and the other musicians were on a mission to communicate their intense feelings about the history and diversity of the Japanese-American community. On Call​ing Is It And Now, it’s immediately evident how Jeanette Wrate’s flexible pulse and bright palette of colors has lightened the intensity a few degrees, and Horiuchi’s writing has correspondingly shifted to a more introspective nature. The songs titles he has chosen are one clue to this shift in attitude; from socially relevant titles like «Manzanar Voices,» «Seeds of Resistance,» and «Tear Dem Walls,» he now turns to references that are more personal, less identifiable with a cause. But the music itself has lost none of its evocativeness or urgency. «Precision,» for example, would seem to describe the music’s intricate rhythmic insistence, but Horiuchi is aware that there’s a dark side to an over-reliance on precision which is balanced by the freedoms explored in the cryptic «Calling Is It And Now» (is there an allusion to Cecil Taylor somewhere in there?). Likewise, there seems to be a link between the soulful «Out Root» and the streetwise spiritual theme (I imagine it to be a kind of bluesy Japanese take on «Nobody Knows The Troubles I’ve Seen») of «Street Ondo.»

All four members of the quartet are fine, distinctive players. Wrate’s airy percussiveness gives the music a buoyant lift, and bassist Swanson gets lots of solo space and makes good use of it. Wong’s tenor sax contributions are consistently imaginative and convincing, and Horiuchi himself is a pianist of percussive power and clear, if pleasantly unpredictable, design. But the roles they play in the partially scripted, partially spontaneous drama of Horiuchi’s compositions are entirely in the best interests of the music. As the architect Mies van der Rohe once said, «God is in the details,» and for me, it’s the small details — whether carefully crafted or intuitively conceived — and multi-sectional contrasts which bring these pieces to life. Listen for the tuning of the drums and the sensitive colors Wrate employs from her expanded kit; the way Horiuchi reverses the usual relationship of rhythm section to soloist and heightens tension by placing piano ostinatos or contrasting rhythms under the bass solos; the shifting meters, harmonic and tempo modulations; the back​ground riffs and motifs based upon Japanese pentatonic scales; the ways the music swings in conventional and newer, fresher fashion. Such subtle touches, felicitous and meticulous, account for the moments of serenity and ecstasy in the still-evolving music of Glenn Horiuchi.

— Art Lange, January 1995

	Glenn  HORIUCHI
	Mercy
	1996
	64:55
	label: Music & Arts

tracks #1 - 7: Glenn Horiuchi [p, v]; Roberto Miranda [b]; Jeanette Wrate [d].

track #8: Joseph Jarman [a s, Eb fl, shakuhachi, conch shell, hand perc, v]; Glenn Horiuchi [p, shamisen, hand perc, v]; Francis Wong [t s, fl, erhu, hand perc, v]; Elliot Humberto Kavee [trap drums, gongs, cello].

The impetus for much of this disc was my interest in re-examining the trio format with which I had begun my recording career (Next Step, Asian Improv AIR-002, 1988). Of course I called upon the talents of Roberto Miranda and Jeanette Wrate, and the resulting session documented here and on Hilltop View (Music & Arts CD 935) is quite interesting.

Despite not having performed or rehearsed as a group, the trio came together quite easi​ly, as evident in the collectively improvised Jump Start, which sets the tone for the rest of the session. Endpoints refers to the points which mark the extremes of a line segment in Euclidean geometry. Here the piano announces certain phrases (discrete seg​ments), whose endpoints provide some struc​ture to the improvisation.

The material and structure of Curl Out can be related to my high school experiences in playing tackle football with friends. Of course we would attempt to run simple pass pat​terns, of which a curl out is typical. In this pattern, the receiver would run downfield and quickly turn a half circle in the direction of the nearest sideline, where he would hopefully be facing the oncoming football. In actual practice, the football was generally not there, and the success of the play would depend upon the improvisatory skills of the players.

Earthworks refers to my experiences in trenches and pits as a worker for the water and sewer department. There is something quite poetic which one experiences within the ground. In another direction, the Mind Probe is a recurrent theme in the science fiction genre of which I was quite a fan during my youth. This piece makes particular use of Roberto's unique synapses. Null Set comes from my studies of mathematics and set theo​ry, where perhaps the single most important set is that containing nothing at all. As for Mercy, this is something of which there is far too little in this world of ours. I think the music speaks for itself here.

As for Another Space (A), I can only say that it is a tremendous honor to work with an artist of the stature of Joseph Jarman. He has of course been an important influence on my music, but we never played together prior to this project. However, as Joseph says, we've made music over many lifetimes before. As for Francis Wong, our collaborations go back twenty years. And I know Elliot Humberto Kavee well through our participation in Francis's Ming and Airshop projects. So when the group first met, it was like a coming together of old friends. Another Space was spontaneously created during rehearsals for the Asian American jazz Festival, and the actual recording took place during our sound check for the festival. The piece and perfor​mance is quite inspired by Joseph's presence and the special qualities of all involved.

glenn horiuchi 7/15/96

	Shirley  HORN
	You Won’t Forget Me
	1991
	71:11
	S.H. – Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучший джазовый вокальный альбом»
Shirley  HORN – см. тж. с: Wynton  MARSALIS
label: Verve

S.H. – voice, piano; Charles Ables – bass; Steve Williams – drums.

Guest Soloists: Miles Davis, Branford Marsalis,Wynton Marsalis, Toots Thielemans, Buster Williams, Billy Hart. 

The skill Shidey Horn brings to her singing, her piano playing, her arrangements and to the overall form of this recording makes it one of the documents that will assuredly take a first class place in the history of jazz. That is no small claim, but there is no other way to describe what this artist has achieved here, not only as an individual but as a bandleader. This is not just another recording on which a talented singer is featured in a trio setting or with a guest instrumentalist of one sort or another on a select number of tracks. Horn has an entire musical vision, and that vision has been brought to bear for what amounts to a single statement of superbly aligned and contrasting parts. It is a pinnacle for her and both an affirmation and an enrichment of the very qualities that distinguish her idiom from all others.

Horn is as pure a jazz artist as we can presently hear in the flesh or that we have ever heard. She has a gift for the uncontrived level of persuasion that makes the rendering of adult passion seem naturally free of any tendencies to gimmickry. Though she has a conceptual relationship to the deceptivefy easy intensity of Billie Holiday and Nat Cole, Horn doesn't sound like Billie Holiday, Nat Cole, Ella Fitzgerald, Sarah Vaughan, Dinah Washington, Carmen McRae, Betty Carter or anybody else. By diligently using her very own sense of aesthetic order, Horn had fashioned a music that rises-like that of all jazz giants-above the triviality that dominates popular music. Through finding her own way, she has taken a place in the pantheon of inspired achievement.

As with all great individuals, Horn creates art in which the familiar and the surprising fuse. Her phrasing and the notes she picks to say what she wants us to remember or recognize avoid the expected with such success that the inevitable intricacies of romance arrive somehow seasoned and innocent at the same time. Hers is a discipline used to project the wisdom of a fully grown heart and a memory for the informing details of experience. As Wynton Marsalis says, “She has great rhythmic imagination, melodic sensibility, exhibits superior harmonic knowledge in her singing and her piano, and goes past mastery in timbral manipulation.”

All of the qualities Marsalis recognizes in Horn's work are used in the service of an artistry so unaffected it would seem even more of a miracle were it not so superb a personal extension and elaboration of the refinements this musician has inherited from her tradition. Much of that inheritance is the result of a dialogue with popular music, a sustained will to infuse Tin Pan Alley vehicles with the riches of human meaning as stylized through both the resources that evolved from Negro spirituals into blues and were phrased in the approach to rhythm known as swing. And though, Horn's province of choice is the romantic song, one can always hear the avoidance of the sentimental that characterizes the best of Afro-American church music and blues. When she sits her notes down in the tempos that move as slowly as fog on a windless night, the mood might be secular but the force is as timeless in its clarity as the most memorable renderings of that down home church notion of passion. There is no great distance between what she sings in those very slow tempos and the majesty we are accustomed to experiencing when spirituals and gospel songs are most perfectly delivered. In fact, as Andre Malraux has observed, the deepest emotional response inspired by the exceptional work of art is a feeling parallel to that of prayer.

The form that Horn has given this recording allows her to contrast the almost reverential power of her ballads with the possibilities of celebration that dance through the beat when the speed allows for overt swing. That swing of hers is in the great line of Louis Armstrong, Lester Young, Billie Holiday, Nat Cole, and the Miles Davis of the great quintet days. It is never insistent, is ever relaxed, moving from a beat that floats up over the time and pulls swing almost out of the air. It is an arched swing, not one held down by prominent places in the rhythm. This gives the quicker numbers a relaxed authority of the sort we hear too little of today. That authority is expressive of a freedom in phrasing that comes of hearing the rhythm so precisely that the obvious can be avoided in favor of the nooks those given to the predictable never address.

As with Billie Holiday, Horn chooses to improvise inside the lyrics, almost never moving into the scatting Armstrong and Fitzgerald brought to such a high position in improvisation. But when one listens closely, the invention is evident. Horn rearranges the melodic tones of the songs and substitutes notes of her own for those she finds insufficiently artistic. But her point is the realization of the mood inherent in the subject matter. None of her decisions are arbitrary and the ways in which she makes silence part of the statements give those improvised notes even stronger positions in her melodic sequences. It is in these improvisations that we can also hear how much Horn's being a pianist and a student of composition and arranging have added to her sense of form. Perhaps no other singer makes as much of the possibilities of suspense as she does and no other singer has brought together the kinds of textural rhymes she is able to achieve by matching the colors of her voice with the timbres of her piano. Listen especially to the slow numbers, where the subtle changes of color in her voice are matched by her piano chords and by the compressions of melody she plays with insights into musical essences akin to those we have heard from Duke Ellington,Thelonious Monk, Ahmad Jamal, and Wynton Kelly.

Horn has much in common with those pianists in terms of form. Though the pianistic influences of Jamal and Kelly are most evident, she has the sense of overall design that give Ellington, Monk, and Jamal such high aesthetic presence in this idiom. That sense of form is exhibited not only in the individual selections and the way in which she takes care to develop all of the materials she introduces, but in the sound of the entire recording as well. The first two selections, The Music That Makes Me Dance/Come Dance With Me take the position of an overture. They set up the contrast that will work throughout the record, the remaining twelve songs alternating the slow with dance or quicker swing tempos, including Afro-Hispanic beats. Consequently, the romantic song (which is the only kind of song that this recording contains) is heard from a number of perspectives, forming a broad emotional scope of concerns. We hear everything form the contemplative to the cocky, with the recording ending on a lyric point as confident as the one that opens the work.

As a whole, the recording tells, to use a Charles Mingus title, "The Story of Love." After the two warm opening songs, there is the prideful Don't Let The Sun Catch You Cryin'. where the lover who has blown it is told to now beat it. In the superb atmosphere of harmonica and guitar, we then hear Beautiful Love, a return to the dream of sublime affection. With Come Back to Me, the need for that person to return as soon as possible, to forget all that has led to the separation, to show up where there is absolute appreciation is the emotional text of the swing. Recognition of the fact that it has been too good to be forgotten defines Too Late Now.  It Had To Be You is an extension of the feeling in the previous song, another sort of intimacy. And so it goes until the final, declamatory phrases of All My Tomorrows, each song given a position in an entire statement about the wonders and the wages of romance, with every setting perfectly defined in terms of sound, instrumentation, tempo, harmony, and, perhaps above all, feeling.

The same sense of detail is audible in the musicians she has asked to appear as guests. “I had in my mind,” Horn says, “the thing that each of these men would bring to the music. It was all very clear to me when I decided what songs I would sing and which ones of them would sound best on which songs. Everything worked out perfectly. It had the feeling of a blessing. There was no difficulty. Everyone was willing and there wasn't any feeling of pressure or any personality problems. Every one of these musicians brought his particular gift into the studio and I'm very happy with the sound that we got. Of course, Miles goes back with me a long ways and I will never forget the feeling of being in heaven when I listened to his band at the Vanguard thirty years ago. I've always loved Toots. He can get such a pretty thing out of the harmonica, so sensitive. Buck Hill is from Washington and he's musically almost like family. Billy Hart is from Washington, too, and he could always play. We know Buster Williams is one of the finest bassists. Then there are the Marsalis brothers. I knew who Wynton was for a long time and I listen to his records, but I discovered Branford on the television one time when my husband brought him to my attention.”

In Charles Ables and Steve Williams, Horn has a regular rhythm section that has become o seamless unit over the years. Ables applies an almost peerless pressure of swing to the bass guitar and, with Buster Williams and Billy Hart swinging in the rhythm section on You Stepped Out Of A Dream, he improvises some solid melodic figures on the regular electric guitar. Steve Williams is a drummer who had shown his taste and his swing on all of Horn's recent Verve recordings. Again his control of nuance and of the quarter note beat he loves to play on his ride cymbal contribute a particular buoyance and drama to the music.

In all, Shirley Horn has made the kind of an overall statement on this recording you would expect only of a giant. That recognition of her artistry had been swelling over the last decade adds further proof to the fact that the purely deserving are neither always nor forever denied. As Wynton Marsalis concluded, probably speaking for all of the musicians involved in this project, “The experience of working with Shirley Horn was and continues to be inspiring, as well as an affirmation of the qualities that all of us involved in serious musical development may use as a model.”

---- Stanley Crouch

	Wayne HORVITZ
	Some Order, Long Understood
	1983
	42:41
	Down Beat 48th Annual Critics Poll: Electric Keyboards Of The Year TWDR (2000)
W. HORVITZ  - см. тж. (в 'Jazz' и 'Alternative') с: Michael Shrieve; John Zorn; Sonny Clark memorial quartet; Bobby Previte; Marty Ehrlich; Elliot Sharp; The New York Composers Orchestra; Curlew; Briggan Krauss; Bill Frisell (1999); Kazutoki Umezu; Zeena  Parkins; Tom CORA; David  MOSS; Lawrence D. “Butch” MORRIS; David  MOSS ('Alternative');

label: Black Saint

Wayne Horvitz [p]; Lawrence ‘Butch’ Morris (см.) [cornet]; William Parker (см.) [contrabass]. 

Wayne Horvitz is, very much, a composer and player of the 1980s. Now, I don't want to give you the wrong idea: he's not about new waves or old waves. Simply, he is a young player who is using all the music that is floating in and out of his ears. Jazz, classical, blues, rock, you name it — it's all up there in the Horvitz head and it's all down the Horvitz music. Is it minimalist or maximalist? Who cares! It's music that would not have been made ten years ago or a thousand years ago, yet it has elements of all of those musics and...

When asked about his influences, Wayne Horvitz has the following to say: "As far as jazz piano goes, my favorite players are Erroll Garner, Sonny Clark, Bud Powell and Teddy Wilson. I love Jerry Lee Lewis and Otis Spann, but my favorite music is really vocal music— Billie Holiday is the greatest. Janis Joplin, Otis Redding, Magic Sam, Jimi Hendrix and Captain Beefheart were all early influences.

I think that too much emphasis is put on ideas and concepts these days — as opposed to style and execution. I once heard James Jenny play Charles Ives — incredible pianist and music. The most intense piano music I ever heard was a concert of Olivier Messiaen playing his two piano pieces with his wife, whose name I unfortunately forgot... she is the greatest, absolutely incredible.

"But the most beautiful music on earth is Kachapi Suling from Java — just this little bamboo flute accompanied by zithers. You could just lay down and die listening to that." What happens when Javanese flutes meet Captain Beefheart and Sonny Clark? Just tune in here.

The players of this music are Wayne Horvitz (of course). William Parker and Butch Morris.

Parker and Morris should, by now, be no strangers to any close follower of up-and-coming jazz players. It seems that every bandleader and composer who lands in New York, at one point or other, says, "Get me William Parker and Butch Morris." Really! I've lost count of the number of times I've ambled into a club recently and found Parker and/ or Butch Morris in attendance. Parker is a current charter member of Cecil Taylor's unit and Morris holds down one of the brass chairs in David Murray's octet but, damn, they certainly do find time to grab the odd freelance gig here and there.

Of Wayne Horvitz, less is known. He has produced two albums on his own and has appeared as a sideman with Peter Kuhn, Philip Wilson, Frank Lowe and others, but doesn't tell the story at all. Let Wayne Horvitz tell you a little something about the music contained herein and maybe, just maybe, you'll learn a little something is unique talent and the way his musical mind ticks:

"Butch and William had never seen the music here, really, before we played it. They were just kind of sketches. I really like playing music and, in the case of this album, sure I could have written the themes out, but I don't wring my heart out to write music a lot. I could have just as easily written them on the bus. I heard something that I wanted in the cornet, so I wrote it down, I came in, and we played it. I don't have any dogmatic statements about my music, either."

Now that's a refreshing statement. I won't name names, but a large number of composers have taken it upon themselves to write copious notes explaining every blip and blat in the music and relating that to the state of the universe and the baseball boxscores on the day the music was conceived. If the music doesn't give you a headache, the notes sure will. Back to Wayne: "The music here isn't rehearsed either, it's pretty much improvised. I'm not an advocate of totally free improvised music. I've had certain groups that I've rehearsed to death. But I feel strongly that you can go in cold and make music just as good. So I don't really have any particular problem about that — I mean there seems to be a dispute right now between those people to whom to free improvise is like the only thing happening — particularly a lot of Europeans — and the traditional stance of 'you can't do anything without rehearsing.' But discipline and rehearsing are two different things, obviously, and I wouldn't have done this with musicians I didn't know. William and I have played together for years and although I haven't played that much with Butch, we hit it off right away.

"Both pieces were structured so the theme didn't happen at the beginning and the end, but happened in the middle, or more than once in the middle. In Psalm, for example, I kind of played the theme at the beginning, but I just played the notes of the theme. Someone pretty much played the theme throughout the piece somewhere, and that was the idea of it. The only thing that was really worked out was that I was going to do the thing on the synthesizer that sounds like a vacuum cleaner. That was the cue for Butch to play the theme over and over again and to play loud.

"The other piece — Some Order, Long Understood — was just structured so that we started playing and we cued the theme with eye contact in the middle, then had improvisation and cued the theme again, and then had another improvisation. I guess the idea is that if you really want to just sit down and play free and not say, 'This is a swing feel,' or, 'This is a free jazz feel,' or even say,' I want everyone to play sparsely and freely,' but truly sit down and play free, then somebody could sit down first thing they do could be to play Honeysuckle Rose. If you want some kind of theme in there, or some kind of grounding point, then a really good way is to use kind of an inverse 'head' structure — where the 'heads' occur when you need them, as apposed to starting the piece."

It seems that others have had that idea — Stockhausen for one — and it makes sense to me. The three players here are frequently telepathic—they seem to know how to get each other to move into their lines of thought when they want them? William's arco work is strong and intense, Butch's lyrical, gentle approach is a little sassier here than usual, and Horvitz moves easily between the piano's keys and strings for a variety of effects. The first time I ever saw anybody play the gizzards of a piano was in an old Marx Brothers movie — when Harpo plucked what was left after an instrument was demolished during some antic or other. I don't know if Harpo was any kind of major influence, but there are a lot of people digging their claws into the piano strings lately. Sometimes it works and sometimes it stinks — I think it works very well here.

Wayne Horvitz sums up this trio better than I can:

"The thing that I'm most proud of about the music is not my own playing, per se, but how I made William and Butch play from what I was trying to do. I just felt that I could go anywhere."

He has. Listen close!

----  Lee Jeske
Нью-йоркская авангардная сцена; период становления. Живая запись. Импровизация. Альбом состоит из двух продолжитнельных композиций. Автор обеих - клавишник Уэйн Хорвиц. В 1983 году инициатор многочисленных феерических проектов - таких как Ponga и Zonny Mash был малоизвестным, только начинающим самостоятельную карьеру музыкантом. И, по правде говоря на Some Order Хорвиц не выглядит лидером трио. Таковым, скорее, кажется басист Уильям Паркер. Зачастую инициативу перехватывает третий участник - Буч Моррис. Не случайно после кларнета его вторая специальность - дирижер бигбэндов. Правда, здесь самый что ни на есть смаллбэнд. И музыка вполне камерная, несмотря на то, что формально проходит по ведомству авангарда: абстрактные мелодии, режущие звуки и все такое. Хорвиц клацает плямкает. Решительный Паркер гудит и взревывает. Моррис хрипит и завывает. При этом музыка не агрессивна. Она словно бы и не стремится завладеть твоим вниманием. В ней нет акцентированности, ударных моментов. Но от нее веет какой-то запредельной свободой, какой-то категорической незаемностью. В моей жизни было несколько случайных бесед с малознакомыми людьми: говорили без особенного жара и вроде как ни о чем, а позитивная энергия ощущалась еще несколько лет. Some order, long understood - из этой серии. Музыка возникает как бы из ничего и обрывается на полуслове. Как и положено подобной беседе.

-- А. Н.

	Wayne HORVITZ
	THE PRESIDENT:

“Miracle Mile”
	1992
	47:41
	label: Elektra Nonesuch

W. Horvitz [p, k, harmonica]; Doug Wieselman [t s, cl]; J.A. Deane [tp]; Stew Cutler [g]; Kermit Driscoll [b]; Bobby Previte (см.) [d]; + add.: Bill Frisell (см.) [g]; Elliot Sharp (см.) [g]; Denny Goodhew [s-s]; Ben Steele [guit-contr. sampler].

Очень милый диск, энергичный, весёлый и лиричный одновременно. И, при этом, естественно, альтернативный на всю катушку. 

	Wayne HORVITZ
	Monologue
	1997
	55:08
	label: Cavity Search Records

W. Horvitz [k, sampling, harmonica]; Ed Pias [perc #2,8].

Самый хорвицевый CD Horvitz’a (пока он не под пятой у какого-нибудь Zorn’а страшного), — бесконечно шутливый Большой Души человек. Но, если всё-таки проводить параллели, то в связи с этим диском следует вспомнить минималистический импрессионизм Паскаля Комелада. 
biography

Wayne Horvitz took piano lessons briefly as a child. At 13, he received a few classical guitar lessons; he found the style unsuitable and quit. A year later, influenced by the records of blues pianist Otis Spann, he took up the piano again. From that point, he was largely self-taught. Horvitz made a name for himself in the '80s by playing with some of the leading lights on the downtown New York-based experimental/improv scene, including Bobby Previte, Butch Morris, Fred Frith, Elliott Sharp, and others. His most famous association was with saxophonist/composer John Zorn as a member of the latter's band, Naked City. Horvitz-led ensembles included the President, the Horvitz/Morris/Previte Trio, and Pigpen. By the mid-'90s, Horvitz had moved from New York to the Pacific Northwest; his primary band became the Seattle-based Zony Mash (Horvitz; Timothy Young, guitar; Keith Lowe, bass; Andy Roth, drums). Their organ-based, groove-oriented music incorporates some "outside" elements, but largely avoids the avant-garde tendencies characteristic of Horvitz's New York work. Besides Zony Mash, Horvitz continues to perform in other contexts, leading the Four Plus One Ensemble (Horvitz; Eyvind Kang, violin; Julian Priester, trombone; Reggie Watts, keyboards; Tucker Martine, electronics and live processing) and Ponga (Horvitz; Bobby Previte, drums; Skerik, saxes; Dave Palmer, keyboards). Horvitz has also recorded for the Songlines, Knitting Factory, Elektra/Nonesuch, Sound Aspects, and Black Saint labels.

	Wayne HORVITZ
	Wayne HORVITZ & ZONY MASH:

"Cold Spell"
	1997
	45:03
	"THE BEST OF 1997"
jazz-fusion-funk
label: Knitting Factory (NYC) www.knittingfactory.com 

Wayne HORVITZ & ZONY MASH
Wayne Horvitz [Hammond B-3]; with Zony Mash: Timothy Young [el g]; Fred Chalenor [el b]; Andy Roth [d].

produced and mixed by Wayne Horvitz.

please visit us at www.zonymash.com 

1. With The Space On Top

2. Happens Like That

3. Sex Friend

4. Prudence RSVP

5. Cold Spell

6. Mel

7. Let's Get Mashed

8. Smiles

9. The Gift

10. Withdrawal Symptoms

11. Daylight
Современный свинг с захватывающим драйвом. Всё так вкусно и красиво, что только начни слушать – за уши не оттащишь.

“Legendary avant-gardist, Wayne Horvitz leads a tight ensemble, eschewing the edge for the groove. Zony Mash Named after an old Meters tune.”

Wayne Horvitz turned to the Hammond B-3 organ as a means of getting out of the house once a week to play with the guys. Now, the ultimate avant-gardist leads a tight little organic ensemble called Zony Mash, eshcewing the edge for the groove. Zony Mash, named after an old Meters tune, features Timothy Young on guitar in one of his more... uhm... linear moods. Fred Chalenor (Pigpen bassist), and Andy Roth on drums.

“Zony Mash may not be as well known as Medeski Martin & Wood, but MMW fans can find much to like in Mash’s music, and a lot more depth to boot.” – L.A. Times

	Wayne HORVITZ
	Wayne HORVITZ & ZONY MASH:

"Brand Spankin’ New"
	1998
	45:48
	label: Knitting Factory (NYC). 

Wayne HORVITZ & ZONY MASH

The 1998 follow-up to Cold Spell finds Horvitz etal extending the work begun the year before. Tight, funky music for the 21st century.

What the critics say about Wayne Horvitz and Zony Mash:

“Precise, precocious, and shamelessly fun” – Resonance Magazine

“Splashes of dissonance spice a fine bebop” – Downbeat Magazine

“Original tunes incorporate delightfully strange twists of harmony or rhythm, but the essential appeal is the urge to dance” – Jazziz Magazine
Back in the late '70s and for much of the '80s, the New York new-music scene seemed, at its best, like a happy laboratory where rules were broken regularly and boundaries — between low- and high-culture music, between the avant-garde and funkified notions — were disregarded altogether. Keyboardist Wayne Horvitz, a core member of John Zorn's now-defunct Naked City and other amalgams, was right there in the thick of it, working both in visceral, electric settings and in more deli​cate, detailed realms, such as his trio with Bobby Previte and Butch Morris.

Eight years ago, Horvitz headed west to Seattle, but his aesthetic agenda remained pretty much the same: mixing oddball groove groups and subtler art-music projects. Zony Mash is the newest in a series of groove-lined bands that Horvitz has commandeered, including the President and Pigpen. As heard on its debut album Cold Spell (Knitting Factory), Zony Mash, named after a song by New Orleans icons the Meters, rides an impelling, if quirky, groove train. Original tunes incorporate delightfully strange twists of harmony or rhythm, but the essential appeal is to the urge to dance.
The main attraction of the band is tool-related: This is Horvitz's long-awaited Hammond B-3 band, which spawned after he took a local gig at the OK Hotel in lieu of touring, because he didn't want to be on the road during his wife's pregnan​cy The OK Hotel band, featuring the
young, rangy guitarist Timothy Young, former Pigpen bassist Fred Chalenor, and rock-solid drummer Andy Roth, devel​oped a unique sound and a faithful fol​lowing, and the rest is the latest bit of history-in-progress in Horvitz's comer. Zony Mash arrives at an ideal moment, when bands such as the similarly B-3-driven Medeski, Martin & Wood are gather​ing fans thirsty for a blend of art-dance music with an improvisational imperative. Horvitz left New York just as Medeski et al were kicking in; though he had more than a little to do with spawning this scene, he has not experienced it first-hand. “I think I’ll feel more connected to that scene as I learn more about it,” Horvitz says from his home in Seattle. "I'm excited about it. I like the idea of people coming out to hear instrumental music and also coming out to have a good time.
"I was a Grateful Dead fan when I was 12, even though I wasn't a fan for most of my years. I like the idea of these audi​ences who have a scene and are passion​ate about the music and that are looking for music that explores on the bandstand — even though the Grateful Dead explored into dead ends, no pun intended.

"Thinking about Medeski, Martin & Wood and Zony Mash, they’re totally differ​ent. It seems like with the Medeski band, the compo​sitional aspect of it is very small. The tunes take up the first 20 seconds, and then they go off. I may be wrong, but I have a feeling that their tunes come out of jams that the’ve worked out. Whereas, obviously, I’m still hung up on faying to write songs, and I have a whole bunch more of them where those came from." 

“In a way,” Horvitz says, “I’m taking that project a little more seriously and am putting a lot of energy into it. I got tired of playing loud all the time, so I went back to playing acoustic for awhile. I was play​ing with a piano trio here for awhile, and I thought it wasn't the right instrumenta​tion for where my strengths are. Then I had this idea, and I think ifs something I’m going to pursue for a long time.”

---- “Jazziz”

	Wayne HORVITZ
	4+1 Ensemble
	1998
	40:07
	label: Intuition

Wayne Horvitz - piano, keyboards

Julian Priester - trombone

Eyvind Kang (см. в 'Alternative') - violin

Reggie Watts – keyboards

Tucker Martine - processing

1. Step Aside

2. Up All Night

3. Cotton Club

4. First Light

5. Trouble

6. Afap

7. Exit Laughing

8. Take Me Home

9. Calder / Snake Eyes

	(Wayne HORVITZ)
	PONGA
	1999
	53:08
	label: Loosegroove Rec. www.loosegroove.com 

PONGA are: Wayne Horvitz [keys]; Dave Palmer [keys]; Bobby Previte (см.) [d]; Skerik [sax, samples].

Пряный ураган из необычных звуков и композиционно / импровизационно / драйвового исполнения. Супер-мастера в своей лучшей форме одарили нас этим потрясающим проектом и остаётся только надеяться, что он будет иметь продолжение.

1. Pimba

2. Pisse Up The Pieces Of Saturn

3. Nangabide

4. Blowtiroh

5. Awesome Wells

6. Ponga Amore

7. Liberace in Space

8. Boosein

	(Wayne HORVITZ)
	PONGA: Remixes
	1999
	54:36
	www.loosegroove.com/ponga_remix.html 

Mixes made from original album ‘Ponga’

Mixes by Amon Tobin (см. в ‘Acid’), Spacetime Continuum, Capsule 150, Fila Brazillia.

	Wayne HORVITZ
	Wayne HORVITZ & ZONY MASH:

"Upper Egypt"
	2000
	57:31
	Down Beat 48th Annual Critics Poll: Electric Jazz Group Of The Year (2000) 

label: Knitting Factory (NYC). 

Wayne HORVITZ & ZONY MASH

Wayne Horvitz [Hammond B-3, Nord Lead, DX-7, Wurlitzer el p, Roland JD 800]; Keith Lowe [el&ac bass]; Andy Roth [d]; Timothy Young [g].

“This Seattle-based quartet cooks up a gumbo that is thick and spicy. Seldom wavering far from the tightly-constructed tunes, the players continuously riff off the melodies and each other with often stunning results.” – CMJ NEW MUSIC

Sometime around 1970 I was living in Berkeley, California, going to high school, and away from home for the first time. I walked into a record store on Telegraph Avenue and bought a used copy of Pharaoh Sanders' Tauhid. I still have it today. The entire second side con​tains the piece Upper Egypt and Lower Egypt. Halfway through the side the bass line to Upper Egypt begins and soon after Pharaoh takes this incredible solo. I’d never heard anything like it, and it changed my way of hearing forever, somehow in those few minutes he captured all the elements I was looking for in music. It was challeng​ing, abstract, and yet totally soulful. Above all it implied so much more than it stated.

Years later I had the good fortune to share a bill for 4 or 5 nights with guitarist Sonny Sharrock. Sonny played on the original album, and he was still performing Upper Egypt in his set every night. We had a great time, he loved to laugh, and this version of Upper Egypt is dedi​cated to his memory.

----- Wayne Horvitz

	Wayne HORVITZ
	From A Window
	2001
	
	label: Avant
rec. 2000

performed by Wayne Horvitz & Four Plus One Ensemble (см. выше)

tracks:
1. Crispin and Lisa's Duet 

2. Sweeter Than the Day

3. Julian's Ballad

4. People Just Float

5. Leave Here Now

6. From a Window

7. Willy's Music

all tracks by Horvitz except #6 by Lennon, McCartney

	(Wayne HORVITZ)
	MYLAB
	2004
	50:02
	~funk / ~blues / ~ нечто странное такое (очень современное); и всё это не угорелое, а где-то даже амбиентное. Красивое. Импровизационное. В основном - без вокала.

label: Terminus Records

Tucker Martine: drums, percussion, treatments and field recordings

Wayne Horvitz: ac & el piano, Hammond B-3, pump organ and synthesizers

with:

Danny Barnes: banjo (3,5): dobro (4,7): vocals (4)

Dave Carter: flugelhorn (7,10)

Aminata Diabate: vocals (6)

Bill Frisell (см.): guitar (1,4,7,9,12)

Robin Holocomb: vocals (2,4,6,7)

Orville Johnson: fiddle (4)

Kassemadi Kamissogo: ngoni (6)

Eyvind Kang (см.): viola (2,6,7,8,12)

Briggan Krauss (см.): sax (11)

Keith Lowe: ac & el bass (1,3,5,6,8)

Bobby Previte (см.): drums (1,2,6,9,10,11,12)

Andy Roth: drums (3,4,6,7,8,12)

Skerik: saxophones (1,6,12)

Reggie Watts: vocals (1,4,6)

Doug Wieselman: guitar (2,3,5,9,10,12), clarinet (6,9), saxophone (4,8,9,10)

Timothy Young: guitar (1,3,4,5,6,8)

Lowell Horvitz and Sofia Barsher: giggles (1)

	Freddie   HUBBARD
	The Night Of The Cookers  [2CD]
	1965
	45:11 41:39
	Freddie   HUBBARD – см. тж. с: George  BENSON

label: Blue Note

live at club La Marchal

F. Hubbard [tp]; Lee Morgan [tp]; James Spaulding [a s, fl]; Harold Mabern [p]; Larry Ridley [b]; Pete La Roca [d, Big Black, conga].

	Freddie   HUBBARD
	Super Blue
	1978
	38:37
	F. Hubbard [tp, flh], H. Laws [fl], Joe Henderson (см.) [t s], Ron Carter (см.) [b], J. DeJohnette [d], Kenny Barron (см.) [keys] and guest George Benson (см.) [g].

	Freddie   HUBBARD
	Outpost
	1987 
	37:40
	label: enja

F. Hubbard with: Kenny Barron (см.) [p]; Buster Williams [b]; Al Foster [d].

	HULU PROJECT featuring Stepanida BORISSOVA
	Stepanida
	2000
	70:52
	folk-jazz

label: HBL Enterprises

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

Stepanida Borissova (Yakutia) – voice

Hubl g (Germany) – drums, programming, sampling

Luigi Archetti (Italy) – guitars

Eric Babak (Brussels) – keyboards

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

Anton Bruhin (Zurich) – jews harp

DJ Rebel (Marseille) – turntables

Misha Maltsev (Moscow/London) – sounds from Taiga

Jens Volk (Germany) – bassguitar

Dandarvaaching Enkhjargal (Ulan Bator) – khootschirr, backing

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

Ewald Hugle (Germany) – saxophones

Martin Redlitz (Germany) – didgeridoo

Harry Raiser (Germany/Russia) – translator

	Percy  HUMPHREY
	Percy Humphrey's Crescent City Joy Makers
	1961
	43:45
	Percy Humphrey и другие участники его состава -- см. тж. с: "Sweet Emma" BARRETT; Kid THOMAS;

label: Riverside Records (Fantasy Inc) (CA, USA) 1994; Limited Edition Series: New Orleans / The Living Legends

Percy Humphrey  [tp]; Louis Nelson [trb]; Albert Burbank [cl]; Emanuel Sayles [banjo, g]; Louis James [b]; Josiah Fraiser [d]. 

A New Orleans "joymaker band" is not a regular working group, but a band gotten together (usually on short notice) for some particular occasion. New Orleans jazz is utilitarian in nature, and has traditionally served a wide variety of social function. A band might be hired for a church building-fund party, or to play on a wagon to advertise a new store. In its early days, New Orleans jazz was used to accompany an incredibly varied number of activities; it was not uncommon for a musician to play a parade in the morning, an advertising job in the afternoon and a dance hall and cabaret at night. Anyone who could round up five or six pieces in a hurry and keep an audience happy was a leader and his group a "joymaker band."

The occasion for the formation of this particular group of Crescent City Joymakers was a recording session at the hall of the Societe des Jeunes Amis, designed to preserve on record some of the fun and exuberance of New Orleans jazz. It brings together six fine musicians who demonstrate that even the legion of great and near-great jazzmen that the city has sent north never ex​hausted the supply of first-class local talent. If there were a king among New Orleans trumpet players today, Percy Humphrey would be a likely candidate for the crown, making this LP, the first in his name, a long overdue event.

If you ask the oldtimers who started them off in music, one of the most frequent answers you will get is "Percy Humphery's grand-daddy." Jim Humphrey, "Poppa" Tio and a handful of others were the early "professors" who set their stamp on New Orleans jazz in its formative years Jim's son, Willie, Sr., played clarinet and three grandsons were all musicians. Willie Jr. is a music teacher and still active as a clarinet player, most recently in Sweet Emma's band (см.). Earl was the fine trombone player on the 1927 Louis Dumaine Victor records. Percy, the youngest brother, was born in 1905.

His first job was with Buddy Bolden's original trombone player, Willie Cornish. In 1925, he started his own up​town dance group and began playing with the Eureka and other brass bands. In 1928 he was second trumpet in Kid Howard's Orchestra that played the L&N Rail​road's excursion trains, and during the thirties he played the jitneys, the Alamo and the La Vida, where the hours were long and stamina essential. Percy took over an insurance business in 1939 and played less and less frequently during World War II. At its close he took over leadership of the Eureka, led small bands at Mannie's and other neighborhood dance halls, and played local jobs with George Lewis until he joined Sweet Emma's band a few years ago.

Like George Lewis (who gave away his saxophone) and Emile Barnes (who never bought one), Albert Burbank never "doubled" on sax, which cost him jobs with larger orchestras but enabled him to retain a more "pure" vintage clarinet style. Albert is a downtown Creole who was born in 1902 and has always played in small bands and trios. Unlike most of the city's other clarinet players, Burbank does not bite the top of his mouthpiece, using instead a "double" embouchure, pressing lightly with both his top and bottom lip. Although this is the method taught by the Paris Conservetoire, it is doubtful if the French classicists would approve of his distinctive and extremely blue tone. On the two parade hymns in this album, Burbank employs the long, high arpeggios and cutting tone that are characteristic of his brass band style. Until he was laid off his railroad job about ten years ago, Albert was playing occasional jobs on Bourbon Street. He has been playing regularly there ever since. And ever since the earliest days of the New Orleans "revival", he has been hoping to get to​gether with Humphrey on a recording date — an ambition he finally realized (and proceeded to make the most of) here.

Louis Nelson, now in his late fifties and another ex-railroad man, has spent much of his life travelling the country with railroads and/or bands. The son of a famous physician, Louis has always been referred to by the older musicians as "Dr. Nelson's boy," to distin​guish him from clarinetist "Big Eye" Louis Nelson. His mother, an accomplished pianist, wanted Louis to take up that instrument. Today, Nelson looks down at his battered trombone and laughs: "If I had listened to her I might have gotten somewhere in music. But when I was young I took a liking to the trombone and I've been lugging one around with me ever since." Louis worked on excursion steamers in Sidney Desvignes' Orchestra and when Desvignes and his second trumpet developed sore lips from continuous playing, would play the melodic lead on trombone. He is still as good a sweet trombonist as a 'rough' one. Nelson can play vamp or tailgate style, or assume a variety of other harmonic roles in a small-band ensemble — as these selections ably demonstrate.

Emanuel Sayles has been one of the finest banjoists and best-liked musicians in New Orleans since the '20s. He has played with Fate Marable, Piron, and Desvignes, and in 1929 participated with Lee Collins, Sidney Arodin and others in an important recording session that pro​duced the "Astoria Hot Eight" sides for Victor. His skill on tenor banjo, both as a flashy soloist and a re​sourceful accompanist, has never diminished. (The guitar was used in New Orleans bands before the banjo and on two tracks of this album Sayles plays acoustical guitar.)
As well equipped as any drummer in the city since Baby Dodds, Josiah "Cie" Frasier was a pupil of "Old Man" Louis Cottrell. Cie began by playing in family bands with his first cousins Paul Barnes and Lawrence and Eddie Marrero before 1920. Since then he has worked under most of the well-known leaders in the city. He was in the pit band at the Lyric Theater, directed by John Robichaux, that accompanied such touring entertainers as Bessie Smith. In 1927, Cie rec​orded a few sides with Celestin and later he played with Nelson in the Desvignes Orchestra.

Septuagenarian bassist Louis James started on violin in his home town of Thibodeaux and came to New Orleans early enough to play clarinet in Storyville with Frankie Dusen and others before the district was closed down. The leader James was most closely associated with was trumpeter Louis Dumaine. He played clarinet, sax and bass with Dumaine, recording on tenor with the band in 1927. Since Dumaine's death in 1949, Jamea has played frequently with Percy Humphrey and over the years he has worked with members of the Humphrey family many times, so that Percy was particularly anxious to include him on this date. (Right after the session Louis left for Thibodeaux to attend the funeral of his mother, who had lived well past 100 years!)

Many musicians, in New Orleans and elsewhere, have turned to "tourist-style Dixieland" or away from music completely, because of financial pressure. But these six talented men have proven the genuineness of their love for the original style by remaining faithful to it, come what may. This music remains as fresh and exciting to them as when they first began to play it so many years ago. As a result, they are "joymakers" in two senses — creating joy for themselves by their playing, and in​evitably passing on that pleasure to their listeners.

	Charlie HUNTER
	Charlie HUNTER & Bobby PREVITE:

"Come In Red Dog, This Is Tango Leader"
	2003
	
	label: Rope a Dope

As a young guitarist growing up in the San Francisco Bay Area, Charlie Hunter was looking for a way to stand out in the '80s. His primary influences were jazz great Joe Pass and the fluid Tuck Andress (of the guitar/vocal duo Tuck & Patti), both six-string guitarists who were adept at blending bass notes into their standard guitar melodies to make themselves sound like two musicians at once. But Hunter wanted to take it one step further, and set out to find an instrument on which he could simultaneously function as both a guitarist and a bassist. For his self-titled 1993 debut CD, Hunter played a seven-string guitar for the duality effect, locking down the bottom with drummer Jay Lane and mixing melodically with saxophonist David Ellis. But on his trio's sophomore 1995 release, Bing, Bing, Bing, Hunter unveiled his custom-made Novax eight-string, the guitar that finally allowed him to realize his capacity. Designed by Ralph Novak, the instrument featured special frets and separate signals for its guitar and bass portions. Picking bass notes with his right thumb while fretting them with his left index finger (while at the same time fingerpicking guitar chords and single notes with his right hand's remaining four digits as he frets with his left hand's other three fingers), Hunter achieves the real sound of two-for-one. Hunter played with the sidegroup T.J. Kirk in the mid-'90s, a band who derived their name from the cover material they exclusively played: Thelonius Monk, James Brown, and Rashaan Roland Kirk. Initially wanting to call themselves James T. Kirk before being threatened by the Star Trek TV and film series, T.J. Kirk released a self-titled 1995 debut and the 1996 follow-up, If Four Was One, before disbanding. Hunter took drummer Scott Amendola with him for his next project, an ambitious instrumental remake of Bob Marley's Natty Dread album in its entirety. Also featuring saxophonists Kenny Brooks and Calder Spanier, the 1997 release beat the odds by becoming arguably Hunter's best album. After Spanier died from injuries sustained from being hit by a car, Hunter moved east to New York, taking Amendola with him. Teaming with vibraphonist Stefon Harris and percussionist John Santos, Charlie Hunter & Pound for Pound's 1998 CD, Return of the Candyman, is dedicated to Spanier. A departure from Natty Dread, mainly due to the work of Harris, the disc featured a vibes-heavy cover of Steve Miller's "Fly Like an Eagle." Hunter's modus operandi had now become shifting personnel changes, and in between tours he recorded a 1999 duo CD with drummer/percussionist Leon Parker and a self-titled 2000 CD that featured Parker and an otherwise ensemble cast. Hunter also contributed greatly to the 2000 comeback CD by drummer ike Clark, Actual Proof. The drummer for keyboardist and jazz fusion giant Herbie Hancock's Headhunters, Clark put Hunter to work as the world's only simultaneous guitarist/bassist, an eight-string feat that makes him music's eighth wonder.

	Robert  HURST 
	Presents
	1993 
	67:11
	Robert  HURST – см. тж. с: Branford  MARSALIS
post-bop

label: DIW

R.H. [cont.bass]; B. Marsalis [s&a&t sax; cl]; Kenny Kirkland [p]; Jeff Tain Watts [d];  M. Belgrave [tp, fl h]; R.M. Jones III [b cl, bassoon].

Ron Carter Presents The Music:
Down 4 The Cause
This is an interesting "Ornette" (Coleman) type two horn line with a complicated and interesting bass pattern at the vamps.
After solos by Belgrave and Marsalis, Hurst plays a solo on the changes, quite unusual these days, before the melody returns. The return of the melody, played over a drum solo, reminds one of a record that has a skip in it. 

Detroit Red
This medium swinger features solos by Kirkland and Marsalis. The form is A (16 bars), B (4 bars), C (4 bars) and is played so smoothly that counting isn't necessary to enjoy the composition. 

Aycrigg
Two things catch the attention on first listening. The wonderful tenor and trumpet interplay (play being the operable word) and the clarity of the bass sound at this tempo. See if you agree.
Of course I noticed the imaginative solo of pianist Kirkland and the inspirationally played drums of Watts. But give your first impression a chance. 

Joyce Faye
What a lovely and gentle waltz with the well thought-out piano solo and the very warm sound of the bass solo with just the right amount of drum and cymbal splashes. 

Incessant Lullaby
A quartet (soprano sax, bass clarinet, bassoon, arco bass) plays a short piece that serves as a interlude to
The Snake Charmer
Uses the same ensemble (adding piano and drum) for a blues whose rhythm pattern is 3 bars of 4 beats and 1 bar of 3 beats, and this form is used to play the solos; trumpet, piano, and, yes, Marsalis on alto sax. The song ends with Mr. Jones HI on a bass clarinet solo that reminds me of Eric Dolphy. 

Evidence
Surprise! Just Bass. This performance provided evidence that Mr. Hurst's presence on the jazz and bass scenes is welcome. 

Walk Of The Negress
A Wayne Shorterish melody with a gentle rhythm section wave under a quiet Marsalis soprano solo. This is followed by a piano solo for a half chorus to the Shorterish melodic ending. 

Blue Freeze
One of the tried-and-true tests of a bassist has been, and still is, whether he or she can play a great, swinging bass line on a blues. Check this out! 

Bert's Flirt
Anyone who wonders why a flugelhorn exists will find the answer by Belgrave on this ballad. Devil's Night In Motown
This   up-tempo   composition   continues   to highlight Hurst's skill as composer, with solos by Kirkland, Marsalis, Hurst, and Watts. 

Incessant Lullaby,.. Bye
What a thoughtful way to end a record !
-- January, '93 Ron Carter

	Zakir HUSSAIN,  John McLAUGHLIN,  Jan GARBAREK
	Making Music
	1987 
	49:16
	Zakir Hussain - см. тж. его диски в разделе ‘Asia_2: – India’ и с: John McLAUGHLIN: SHAKTY; MATERIAL; Bill LASWELL; Leni STERN;

label: ECM

Zakir Hussain [tabla, perc, v]; Hariprasad Chaurasia (см.) [fl]; John McLaughlin (cм.) [ac g]; Jan Garbarek (см.) [t&s s].

	Kang Tae  HWAN           &  Sainkho NAMTCHYLAK
	Live
	1993
	69:39
	label: Free Improvisation Network Record (Japan).

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

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

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

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

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

	David  HYKES – см. секции ‘Alternative’ 
	
	
	
	label: New Albion Records.

	Tony HYMAS
	Tony Hymas Oyaté
	1998
	60:55 51:43
	label: Nato, 1990 / Pelican Sound Recordings (New York), 1998  http://www.magnacarta.net/pelican.http 

Tony Hymas: director, music, keyboards.

featuring: Jeff Beck (см.) [g]; Hugh Burns [g]; Jim Pepper [t s]; Stuart Elliott [d]; John Underwood [first viola]; Chris Van-Kampen [first cello]; Elisabeth Perry [first violin]; Robin McGee [first bass]; Tony Coe (см.) [t s]; Hugh Burns [g]; David Cox, Chris Laurence, Mike Cooper, Ray Russell, a.o. + Indians [v, d, fl, music].

2 CD set featuring contemporary interpretation of twelve Native American legends.

CD1:

Crazy Horse

1. Rapid Creek

2. Crazy Horse

3. Tashunka Wilko

Manuelito

4. Manuelito

Satanta

5. Satanta

6. Say Ley Ti

Quanah Parker

7. Naupah Cynthia

8. Quanah Parker

9. Medicine Stars

Chief Joseph

10. Chief Joseph

Captain Jack

11. Captain Jack

12. Kintpuash

CD2:

Black Kettle

1. Black Kettle

Red Cloud

2. Mahpiya Luta

3. Red Cloud

Geronimo

4. Geronimo

Lone Wolf

5. Guipago

6. Lone Wolf

Cochise

7. Cochise

Sitting Bull

8. Chief Song

9. Sitting Bull

10. Dreamer Of Visions

11. Honor Song for Sitting Bull


