	Jon  FADDIS
	Jon & Billy   (with Billy Harper)
	1974
	38:24
	Jon  FADDIS -- см. тж. с: Grover Washington; Charles Mingus; Randy Weston.

Jon  FADDIS -- Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучшее исполнение большим коллективом).

label: Evidence, 1993;  rec.: 1974 in Tokyo.

Jon Faddis [tp]; Billy Harper [t s]; Roland Hanna [p, el p]; George Mraz [b]; Motohiko Hino [d]; Cecil Bridgewater [kalimba (#4)].

«He has mirrored some of the world’s greatest musicians... He has done a magnificent job of showing the character of these masters, and yet he has maintained his own integrity...» --- Dizzy Gillespie

  Frankly, it’s an album I didn’t know existed until I heard the tape of the compact disc you you now hold in your hand. Available on various labels over the years, its virtues include an apparent and steadfast refusal to become a certain kind of jazz record. The 31-year-old Harper was already becoming a name player and composer thanks to his associations with, among others, Max Roach, Elvin Jones, and Art Blakey. By the time of this recording, he’d also led his own sextet. For Faddis (only 20!), he was receiving praise from, among others, trumpeter Thad Jones: “I think Jon is probably the greatest young trumpet player I’ve heard since Dizzy.”  And Charles Mingus, no slouch when it comes to assessing talent, saw Faddis as a talent who “had the chops to be one of the greatest trumpet players in the world.”  The year ‘Jon & Billy’ was recorded also saw Faddis win Talent Deserving Wider Recognition in Down Beat’s International Critics Poll. Both having played with orchestrator / arranger Gil Evans, their approaches to the music we call jazz were (and still are) dissimilar. In fact, jazz-trivia buffs can point to this Harper-Faddis collaboration and expect to stump most fans. At times, both players tend to emphasize the agressive side of their respective horns, blowing either on top of, or ahead of, the beat. [...] Listening to ‘Jon & Billy’ today becomes an education in jazz styles. It offers many other delights, among them the rich, sonorous voicings of the woefully underrecorded Billy Harper along with a work-in-progress Jon Faddis. Recorded in 1974, this music also serves as a document to a fascinating period in American jazz. If you find yourself wondering what I’m driving at, ask yourself this simple question: What were the predominant styles of jazz by the mid-’70s? (You’ll notice I refer to styles, as opposed to just one style.) Well?  By all accounts, the mid-’70s was a watershed period in jazz, and not just American jazz. The format and styles Harper and Faddis opted for on ‘Jon & Billy’ were ones bereft of the then-conventional fusion trappings, not to mention either abstracted, avant-garde or strictly bebop contours. Perhaps it would be more accurate to say that all of these elements are integrated into a mix that recalls not only some bop via the strains of, say, mid-’70s McCoy Tyner and Dizzy Gillespie, but echoes of early Return To Forever and Herbie Hancock pre-Headhunters electric music as well. In general, the jazz climate of the mid-’70s was sitting right in the middle of fusion’s heyday, at a point when the rougher elements were starting to be circumscribed by more radio-friendly formats. It was also the period that saw the free-jazz experiments of the ‘60s finally marginalized. Jazz, as a concentrated musical force, had entered a kind of stylistic limbo, not sure where it was going, but still reeling from the recent frenetic offerings of people with names like Ornette, Miles, Coltrane, Ayler, and Cecil. A splintered music it had become; a music that could no longer be referred to as “a music”. Little did anyone imagine that just a few years later jazz would be “rescued” by the return of bebop legend Dexter Gordon heralding the new age of bebop soon to come. (Or should we say, rebop?) [...]

	Jon  FADDIS
	Into The Faddisphere
	1989
	46:01
	label: Epic

J.Faddis [tp]; Renee Rosnes [p]; Phil Bowler [b]; Ralph Peterson, Jr. [d].

  “For most of my professional career, I have been known as Dizzy Gillespie’s protege and for most of my life, I have consciously tried to sound like Dizzy. With the release of this album, I hope to present to you what I see as Jon Faddis playing Jon Faddis. In a sense, my first album. On the behalf of Renee, Phil, and Ralph, we hope that you will enjoy listening to this music as much as we enjoyed playing it. Thank you.” --- Jon Faddis

	Jon  FADDIS
	Hornucopia
	1991
	56:40
	label: Epic

quartets & sextets, 1 duet. 

J. Faddis [tp, fl h, rapping]; Dizzy Gillespie [jew’s harp, tp, scat vocal]; Ed Cherry [g]; James Genus [ac b]; James Williams [p]; Renee Rosnes [organ, k]; Billy Drummond or Lewis Nash [d];  Vivian Cherry [v (#2)].

  An irrepressible curiosity and an instinctive distrust of complacence have always inspired, even forced, some to forsake the comforts of home and the security of familiar surroundings to explore in search of the new, strange and exotic in nearly every area of human endeavor. In music, adventurous individuals are forever in search of rhythmic surprises, strange and wonderful melodies, richer harmonies and a greater capacity for expressing human emotion. And while there have always been those who have warned that beyond the Pillars of Hercules, or beyond the pillars of post bop for that matter, men would fall off the edge of the earth, the courageous have continued to take the risks and to venture out in the hope of discovery.

  For jazzman Jon Faddis, poised at the center of an infinite number of musical possibilities, with technical skills to match his ambitious and expanding musical embrace, the direction is clearly outward. ‘Hornucopia’, Faddis’s second release for the Epic label, documents the trumpet virtuoso’s ongoing investigations of a variety of musical styles currently having an influence on jazz. That he is conversant in a number of different styles should come as no surprise, given the vast musical vocabulary and command of the grammar that have so obviously informed his work to this point. Without a doubt, he demonstrates  more clearly here than on any previous recording that he is indeed a multifaceted musical talent. There is music here in abundance — a horn of plenty, and Faddis plays plenty of horn on all of it. In many respects, ‘Hornucopia’ represents a harvest of years of growth on his instrument. From his introduction to the music of Dizzy Gillespie at age 10, to a guest appearance with the Diz at 15, to tours with Lionel Hampton’s band as a featured soloist, and with the Thad Jones - Mel Lewis Orchestra and others at age 18, Jon Faddis has developed into a seasoned professional and a creative force in jazz. (His performance in a 1972 concert with Charles Mingus at New York’s Philharmonic Hall had the jazz cognoscenti referring to him as the young gunslinger of a trumpet player who rode into town and blew away the competition.) It is to Diz, Mingus and a number of other great musicians and mentors that Faddis gives thanks and dedicates this album. As is evident in the music presented here, the result of all their efforts has been a growing feast for the ears with few dietary restrictions. Faddis cooks, the music is hot and guaranteed to satisfy the palate of the most discriminating jazz connoisseur. Adding resonance and a rich texture to the music on these sides is a group of gifted musicians whose practiced hands, intelligence and empathy for one another are remarkable. [...]

   Faddis transforms the devotional “I Surrender All” (#10), by Androe Crouch, into a powerful, plunger-muted prayer that reaches down into the deepest roots of the jazz tradition and surrenders up the essence of the music’s spirituality. Note how James Williams’s gospel piano slips seamlessly into the blues on the break and then back into the gospel. There was a time when those who praised the Lord in song believed the blues to be the devil’s own. But as Jon Faddis has said, “They’re the same, born of the same spirit, feeding the same soul.”  Today, other taboos have replaced the old prejustice against playing  the blues, but Jon Faddis is not given to suprestition, and his determination to explore the myriad possibilities inherent in the art will no doubt continue to bring surprising new dimensions to his music.

	Leonid FEDOROV (Леонид ФЁДОРОВ) - см. в 'Alternative'
	
	
	
	

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

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

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

Gershwin and the Klezmer

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

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

[...]

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

KLEZMER & THE KING OF KLEZMER

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

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

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

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

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

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

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

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

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

THE TITLES

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

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

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

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

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

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

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

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

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

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

Jerusalem of Gold is a song by the famous Israeli composer Naomi Shemer, describ​ing a spiritual journey to old Jerusalem. This is followed by Oseh Shalom (Make Peace), a prayer for which the Israeli com​poser Nurith Hirsch has written a melody. Giora Feidman played it for the first time at a festival of Hasidic music and made it famous.

	Dror FEILER
	What is the point of Paris?
	1996
	72:16
	free impro avant-garde
label: Fylkingen Records (Stockholm, Sweden)

1. Alka (26’23’’)

2. Op For (17’45’’)

3. DiaMat (27’51’’)

Dror Feiler & The Too Much Too Soon Orchestra:

Dror Feiler -- sopranino, alto and tenor saxophones, clarinet, contrabass clarinet, melodica, grinding machine, chain saw, jackhammer, sledgehammer; 

Tommy Bjork — drums, percussion; 

Raymond King -- electric cello; 

Mats Lindstrom -- zither, synthesizers, home-made electronics, face-grinding machine, electric drill, electric razor, jackhammer, sledgehammer; 

Paul Pignon (track 2) – clarinets; 

Soren Runolf -- electric guitar, synthesizer, melodica, electric drill, face-grinding machine.

	(Dror FEILER)
	LOKOMOTIV  KONKRET:

“Kein Aber”
	1995 
	73:46
	label: Leo

Lokomotiv Konkret has existed since 1975 and is the catalist of new wave of free improvised music; L. K. presents the ultimate concept of free music without compromise.

Dror Feiler (см.) [sopranino&soprano&alto&tenor saxes, contrabass clarinet, perc]. Composer, improviser, one of the most original and innovative composers and saxophone players. Performs with several groups and solo. Collaborations with Anthony Braxton, Henry Kaiser, Fred Frith, Tom Cora, Phil Minton, Vladimir Tarasov, Derek Bailey, Charles Morrow, Willem Breuker. Plays sopranino, soprano, alto and tenor saxophones, B-flat clarinet, basset horn, contra bass clarinet, and live electronics.

Tommy Bjork [d, perc]. One of the most original and advanced drummers. Collaborations with Phil Minton, Anthony Braxton, Charles Morrow, Willem Breuker.

Soren Runolf [el g, cello, small perc, k]. Sweden’s foremost innovator of the electric guitar playing. Works with ‘The Too Much Too Soon Orchestra’. Collaborations with Chris Cutler, David Thomas, Henry Kaiser, Phil Minton, Derek Bailey, Charles Morrow.

Our Locomotive ..................... 7’ 05’’

Make Noise Not War ........... 13’ 11’’

Like Lon ................................ 13’ 23’’

VII / Causa Sui ...................... 15’ 49’’

The Heisenberg Paradox ...... 24’ 04’’

	FELA   (Fela Anikulapo - KUTI) – см. в 'Africa'
	
	
	
	afro-jazz, worldmusik.      Fela [a s]  +  Big band.

	Morton  FELDMAN     [1926-87] --- см. в секции “Alternative”
	
	
	
	

	Maynard  FERGUSON
	Chameleon
	1974
	40:09
	Maynard  FERGUSON -- победитель “DownBeat readers poll winners” в категории: Hall Of Fame (1992)

Columbia remaster 1990.

Big Band*

«A dazzling stylist with an incredible range... He can blow paint off the roof, then make you sit up and notice his ballad skills.» 

– All Music Guide To Jazz
  With jazz being taken more seriously as we reached the midpoint of the ‘80s, some even speaking of the idiom as a classical art form, I asked Maynard if he thought jazz would one day be considered ‘serious’ music. “Number one, it’s a funny word,” he responded. “Why should we be serious about something that’s so joyful? Somebody who’s in a chamber group has a tendency to act just like you’d expect them to act. Jazz music is such an adventure that it has to have that looseness, that joyful feeling, which is very appealing to young and old alike. Somebody once asked me if I had stayed in classical music when I was young and made that my forte, would I not have been one of the world’s great ‘serious’ trumpet players?” Maynard laughed, recalling this. “And I said, ‘Even if I had become the world’s greatest classical trumpet player, I’d have still not been serious!”

  The big band, or a scaled-down version of one, has remained, for the most part, Maynard Fergusson’s principal format since those days. He was one of the first leaders to introduce into the big band such electronic instrumentation as the electric piano, the synthesizer, and the electric bass guitar, and he has, for two decades, maintained an open mind to the fusion with jazz of such other idioms as Indian music and rock. “I’m very much into today, always,” Maynard insisted. “There’s only about five percent of me that gets into nostalgia, nostalgia for other people’s old music. I’m always more thrilled about what we’re going to rehearse today than what I played even last night. I find that a healthy way that works for me and I think that’s what this great form of music really should be all about, the feeling of adventure and just what we might do to the music today.”

  “At the age of fifteen I had my own band working professionally,” Maynard Ferguson told me in one of several interviews I have conducted with this legendary jazz artist. “In the schools, when they ask me what my schedule was of playing and practicing during my early years, I saw that it would be impossible for them to do that because their mother and father would be arrested immediately,  ‘cause at the age of thirteen, I was playing from nine ‘til three in the morning six nights a week and on the seventh night, we started at two o’clock in the afternoon and went ‘til two o’clock in the morning. And then I was getting my schooling by that time at home from my parents, who were teachers, and I was also involved  in studying at the conservatory and things like that.”  “It was during those years that I met Stan Kenton and Charlie Barnet and Jimmy Dorsey and Boyd Raeburn and all these bands that I played with later in the United States and they all made me standing offers, which delighted me of course, if I ever chose to break up my Canadian band and come to the US.  Ellington made me the same offer and I was always a little disappointed that I somehow never played with Duke Ellington. I would have enjoyed playing with the Ellington band, but the offers from him came after I’d already started my own band.” [...] “Then I went with the Jimmy Dorsey band, which was a surprise to a lot of people. He had a little Dixieland style band-within-the-band and I enjoyed that. For six months I played with some really great Dixieland musicians. Charlie Teagarden and I used to sit side by side and played so differently we laughed at each other all night long, yet it was a great friendship. I like Dixieland music very much, actually. I find anything that gives out that much pleasure, I can assure you, I’m a fan of. There’s something about Dixieland musicians that when they play at a funeral they sound like they’re having fun, and I find that kind of life attitude just perfect.” Maynard chuckled over this last observation. After a half year with the Charlie Barnet band, Maynard joined Stan Kenton in early 1950, staying for three and a half years. [...]

	Maynard  FERGUSON
	High Voltage 2
	1989
	42:50
	Maynard Fergusson [tp, fl h]; Matt Wallace [s]; Tom ‘Boomer’ Bevan [g]; John Toomey [k]; Michael Lufkin [b]; Dave Tull [d]; Billy Hulting [perc, vibes, marimba].

1. Omaha

2. Whatcha Thinkin’

3. Star Eyes

4. Till Then

5. Zihuatanejo

6. Nightgown

7. Get Off The Bus

8. King Kan

This is Maynard’s second excursion into the contemporary small group world with his ‘High Voltage’ group. He has always approached his music as a constant adventure, sometimes being too far ahead of his time. Maynard’s desire to do more creative playing in a small group setting coupled with the electronics available in recent years have really come together in this album. Those of you accustomed to hearing this trumpet legend playing those famous high notes with his powerful Big Band will get plenty of ‘vintage’ Maynard in this small group setting. The soaring high notes as only Maynard can play them are evident on ‘Star Eyes’ (#3), and the raw energy and excitement of ‘Zihautanejo’ (#5) will satisfy the Maynard fanatics. But you also get much more of the other sides of Maynard in this less regimented setting including much more flugel horn. From the beautifully romantic ballad ‘Till Then’ (#4) to the bluesy ‘King Kan’ (#8) to the wonderful melodies of ‘Whatcha Thinkin’’ (#2) and ‘Omaha’ (#1), Maynard showcases his unique style and sound on this instrument. Check out the straight ahead jazz playing on ‘Nightgown’ (#6). Not only Maynard, who ripped off his own harmon mute solo on the first take, but the whole band. There is a part of each and every one of you in this album.

	Maynard  FERGUSON
	Live From San-Francisco
	1993
	45:46
	rec. 1983

	Maynard  FERGUSON
	Live From London
	1994
	58:47
	

	Scott FIELDS Ensemble – см. Marilyn CRISPELL
	
	
	
	

	Anton  FIER
	«Blind Light» / «The Absence Of Time»
	1994
	65:05
	Anton  FIER – см. тж. с: Lounge Lizards, Material, Golden Palominos;

label: ALDA

Anton Fier [d, samples, effects, production]; Bill Laswell (см.) [b, production]; Nicky Skopelitis [6&12-str el g]; Knox Chandler [g]; Aiyb Dieng (см.) [perc]; Lori Carson [wordless v]; Lydia Kavanagh [wordless v]; Phew [voice].

Mix engineers: Robert Musso (см.: Musso; Laswell; в ‘Alternative’), Bruce Calder.

	Graham  FITKIN
	HOOK - MESH - STUB - CUD
	1993 
	42:01
	label: Argo

This recording of music for instrumental ensembles by Graham Fitkin features pieces that were written between Autumn 1991 and Spring 1992 and are performed by the groups that commissioned them.  HOOK perversely demonstrates Fitkin’s genuine affinity with uniform timbre. Considerable colouristic resources were placed at his disposal when he was asked to write a piece for the percussion quartet Ensemble Bash. Fitkin eschews this variety by asking each performer to play only marimba and rototoms, with three also playing bass drum. He manipulates a block structure which presents a unison / polyphony polarity. The piece reaches a plateau a short while later with a reiterated rhythm which threatens to shoot off in different directions; instead the resolution is to a recapitulation of two of the original ideas. Hook is a deft and skilful piece of music: its lightness and throwaway nature are balanced by characteristic structural discipline and attention to detail.  MESH and CUD are written for larger ensembles with more mixing of colours. MESH is scored for three saxophones, electric guitar, bass guitar, two flutes (one doubling piccolo) and three keyboards. Again, Fitkin’s treatment of instrumental groups is austere and rigorous; the three saxophones work together as a single unit, as do the flutes, and each keyboard has a specific function within the texture. There are five thematic ideas in MESH: the first, the sustained saxophone chords of the opening, acts as a central point of reference of the whole structure, functioning like up-beats to the other sections. This is the only idea that consistently increases in duration on each reappearance. The other four are similar in character but have their own time signatures which are nevertheless unified by a single unchanging pulse. The structuring of MESH is in blocks which remain strictly self-contained, while at the same time sounding fresh and dynamic. The instrumentation of CUD is, for Fitkin, positively extravagant. The scoring is for nineteen players and includes electric guitar, bass guitar, synth., piano, perc., and an ensemble of woodwind and brass. Much has been made of Fitkin’s debt to jazz, and it is certainly the case that in his earlier works he consciously borrows from the harmonic and rhythmic language of jazz. It is a mistake, however, to assume that this constitutes an attempt to forge a soft-centered compromise between two musical worlds. In fact one of the fundamentals of jazz —  its improvisatory nature —  is worlds away from Fitkin’s concern with structure and his need to control every aspect of his music. Essentially a classicist, Fitkin achieves in his music a finely judged balance between disciplined structures and fertility of invention. The fact that he allows neither element to dominate is one of the pleasures of his music, nowhere more so than in CUD where an infectious rhythmic vitality and harmonic richness are kept in check by a strict number system which operates at all the different architectural levels of the piece. Some of the material is certainly ‘jazzy’ but CUD seems to be sending up the world of big-band jazz. The composer admits to finding the piece hysterically funny. In STUB the single timbre is provided by a quartet of saxophones. The piece consists of a single movement divided into three main sections in which the composer exploits a polarity between poliphony and rhythmic unison. This unison material is gradually undermined by three contrasting melodic ideas which take on an increasingly polyphonic function. STUB is a model of restraint with only a brief coda introducing semiquaver motion into the proceedings. The composer appears to be shifting the music up a gear when he simply cuts the piece off.

	Ella  FITZGERALD
	The Irving Berlin Songbook
	1958
	47:07 47:41
	

	Ella  FITZGERALD
	Porgy & Bess
	1958
	66:14
	Ella  FITZGERALD &   Louis  ARMSTRONG

	Ella  FITZGERALD
	Harold Arlen Songbook Volume 1
	1961
	53:43
	

	Ella  FITZGERALD
	On The Sunny Side Of The Street
	1963
	42:11
	Ella FITZGERALD &  Count  BASIE (with orchestra)

	Ella  FITZGERALD
	Ella At Huan - Les Pins
	1964
	73:38
	Ella Fitzgerald with: Roy Eldridge [tp]; Tommy Flanagan [p]; Bill Yancey [b]; Gus Johnson [d]. 

	Ella  FITZGERALD
	Again
	1976
	55:32
	Ella Fitzgerald [voc], Joe Pass [ac g].

	David «Fuze»  FIUCZYNSKI
	David «Fuze»  FIUCZYNSKI   & John  MEDESKI:

"Lunar Crush"
	1994
	57:00
	David FIUCZYNSKI - см. тж. c: Frank LONDON (KLEZMATICS); Hasidic New Wave; Josh ROSEMAN; Jack  WALRATH;
free-fusion
label: Gramavision (Rhino Records), NY

David Fiuczynski [g]; John Medeski (см.: MEDESKI; тж. с: Javon Jackson; Dougie Bowne; SEX MOB; Josh ROSEMAN) [k]; Fima Ephron (см.) [ac&el b]; Jojo Mayer, Gene Lake [d]; Michelle Johnson, Gloria Tropp [v].

  “Whatever gap was once imagined between Miles Davis’ idea of jazz and Frank Zappa’s is pretty much trashed, slashed and burned on LUNAR CRUSH.” — Vibe
  “Without doubt this is one of the most promising ensembles in ‘90s jazz.” — Chicago Tribune Mag
  Known as ‘the Fuze’, David Fiuczynski is one of the leading electric guitar heroes of this generation; John Medeski mines a B-3 organ groove to starting depths (keyboardist John Medeski learned to groove as composer and sideman with the likes of David Byrne, Bob Moses, John Lurie’s Lounge Lizards, the Either Orchestra, Dewey Redman, and Marc Ribot [and Javon Jackson; Dougie Bowne – см.]). Together with sidemen including members of Fiuczynski’s Screaming Headless Torsos, and vocalists Gloria Tropp and Michelle Johnson, they create a sound grounded in the soulful roots of jazz and blues and funk, with an equal reverence for Hendrix and hip-hop — a fusion that thrills as it burns. Their music is fresh, outrageous and full of surprises.

	David «Fuze»  FIUCZYNSKI
	Black Cherry Acid Lab
	1997
	30:09
	rec. 1996-97

David Fiuczynski: guitar, vox

Ahmed Best: vox, rap

Dean Bowman: vox

Sophia Ramos: vox

Mark Shim: sax

Patrice Blanchard: bass

Gene Lake: drums

Tobias Ralph: drums

Adrian Harpham: drums

1. Step on my shoes (a)

2. Llessurgy

3. Radio is the enemy

4. Bollocks

5. Bad boy

6. Shafta

7. Scrapecheese

8. Golden rule

9. Step on my shoes (b)

Этот диск можно сравнить с Frank  ZAPPA (в 'Rock')

	David «Fuze»  FIUCZYNSKI
	David «Fuze»  FIUCZYNSKI   & Rufus CAPPADOCIA:

"K-if"
	2003
	61:20
	label: FuzeLicious Morsels

David Fiuczynski [flatted & fretless guitars]; Rufus Cappadocia (см. c: Matt  DARRIAU) [5-string cello]; Matt Darriau (см.) [kaval, cl, gaida]; Daniel Sadownick [perc]; Gene Lake / Tobias Ralph [d]; Lian Amber [v]. Rec. in NYC.

	Tommy  FLANAGAN


	Together
	1990
	37:43
	piano duet: T.F. - right, Kenny BARRON - left

	FLAT EARTH SOCIETY
	Bonk
	2000
	58:19
	avant-jazz, местами очень даже весёленький (обратите тж. внимание на авторство #10, 11).

label: Zonk; CD: Zonk 001

Luc van Lieshout - Trumpet
Danny Van Hoeck - Percussion
Peter Vermeersch - Clarinet, Arranger, Composer
David Bovee - Guitar, Composer
Michel Mast - Saxophone
Bart Maris - Trumpet
Peter Vandenberghe - Composer, Keyboards
Thierry Mondelaers - Lyricist
Stefaan Blancke - Trombone
Benjamin Boutreur - Saxophone
Jan De Backer - Trombone
Leonaar De Graeve - Tuba

Anja Kowalski - Keyboards, Vocals
Eric Morel - Saxophone
Roel Poriau - Percussion
Kristof Roseeuw - Double Bass
Wim Willaert - Accordion
Tom Wouters - Clarinet, Percussion

1. Today's Yeasting for Tomorrow (Anthem) (Vermeersch) - 2:32
2. Cruisin' for the Bruisin' (Vermeersch) - 4:36
3. Prepare for First Landing on Klinton (Vermeersch) - 5:52
4. Black Snow (Vandenberghe) - 4:42
5. Eggs & Ashes (Vermeersch) - 9:49
6. Pune (Traditional) - 4:58
7. Sharia Orabi (Bovee) - 4:46
8. Lavementlied (Vermeersch) - 9:02
9. February-March (Vermeersch) - 4:45
10. Skinny (The Residents) - 2:55
11. The Electrocutioner (The Residents) - 4:14

	FLAT EARTH SOCIETY
	Minoes
	2001
	36:08
	label: Zonk Records

	FLAT EARTH SOCIETY
	Trap
	2002
	49:07
	label: Zonk Records

	FLAT EARTH SOCIETY
	Armstrong Mutations
	2003
	69:09
	label: Zonk Records

Peter Vermeersch [cl]; Danny Van Hoek [perc]; Stefaan Blancke [trb]; Benjamin Boutreur [sax]; David Bovee [g]; Lenaar De Graeve [tuba]; Anja Kowalski [k, v]; Peter Lamotte [bass trb]; Bart Maris [tp]; Michel Mast [s]; Eric Morel [s]; Marc Meeuwissen [trb]; Kristof Roseeuw [double b]; Peter Vanderberghe [k]; Luc Van Leishout [tp]; Teun Verbruggen [perc]; Wim Willaert [accordian, v]; Tom Wouters [cl, xylophone, v].

	Bela  FLECK
	Flight Of The Cosmic Hippo
	1991
	44:03
	Readers Poll Winners (JAZZIZ): Miscellaneous (banjo) / Best Jazz-fusion Group 1996

Down Beat 48th Annual Critics Poll: Electric Jazz Group Of The Year (2000)

B.Fleck -- Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучшая инструментальная композиция».
jazz-rock-fusion
Все CD изданы на Warner Bros.

Bela Fleck [banjo, electro banjo]; The FLECKTONES: Victor Lemonte Wooten [basses]; Howard Levy [diatonic harmonica, p, Hammond B-3, double ocarina, harp in a cup (Hippo), k]; ‘Future Man’ [SynthAxe Drumitar].



	Bela  FLECK
	UFO TOFU
	1992
	55:09
	B.Fleck [banjos]; F. Man [synth-axe drumitar]; Howard Levi [harmonicas: G, A, Bb, C, D; p; k; ocarina]; W.L. Wooten [4,5,6-str fretless b].

	Bela  FLECK
	The Bluegrass Sessions (Tales From The Acoustic Planet, Volume 2)
	1999
	75:46
	Bela Fleck [banjo]; Tony Rice [g]; Sam Bush [mandolin]; Mark Schatz [bass fiddle]; Stuart Duncan [fiddle]; Jerry Douglas [dobro]; special guests: Earl Scruggs [banjo]; Vassar Clements [fiddle]; John Hartford [lead and bass volka, banjo]; Vince Gill [harmony volka]; Tim O'Brien [harmony volka]; Ricki Skaggs [harmony volka]; Da Polka Band: Joey Miskulin [accordion]; Larry Paxton [tuba]; Bob Mater [d].

Although this group of musicians has never formally been a band, I have always imagined it as one. Tony, Sam, Jerry, Stuart and Mark are my dream band for playing bluegrass or anything closely related to it. Obviously they can play many different types of music, but they—and I, spring from the bluegrass heartland.

Everything else we play is colored by that.

I wanted to make a bluegrass record because it had been way too long since we had all played together, and tune was flying by fast. I wanted to encompass all types of bluegrass, from stone cold traditional to the edges of newgrass.

As the plans progressed, several things fell into place that made it even more special. Earl Scruggs's involvement plus John Hartford and Vassar Clements taking part added the dimension of three generations of bluegrass being represented here, including the first one!

I believe Bill Monroe recorded with accordion at some point, so the inclusion of Joey Miskulin with Larry Paxton and Bob Mater makes some kind of perverse sense as well.

Vince, Tim and Ricky brought it back before we lost control completely!

To all the musicians, thank you for putting so much of yourselves into this music. Thank you also for putting up with me during recording. It is truly an honor to play with all of you. I value the friendship we have beyond words.

And to the listener, thank you for being here, we need you. —BELA FLECK

	The  FLESH  QUARTET
	Goodbye Sweden
	1990
	54:00
	The  FLESH  QUARTET -- см. тж. с: Nils LANDGREN;

драйвовый ёрнический kitch-funk
label: Mistlur Records (Sweden)

Mattias Hellde'n [cello]; Morgan Agren [d]; Freddie Wadling [v]; Orjan Hogberg [viola]; Johan Soderberg [perc]; Sebastian Oberg [cello]; Jonas Lindgren [violin].

1. Hey Bombay  3'46 

2. The Battle is on  4'25 

3. Goodbye (Featuring Greta G.)  4'23 

4. Stomp your feet and clap your head  3'25 

5. I am missing you / Krsna  6'04 

6. I can dig you when I smoke my cigarette  4 '26 (A tribute to don van Vliet) 

7. Miss you  4 '04 

8. Det mest fantastiska  0'55 

9. Flesh'n proud  5'11 

10. Pigsmack  2'40 

11. So long bleeding  5'23 

12. White Christ  3'51 (Backing vocals by the Beginners) 

13. I am the Walrus  5'05

	The FLYING LUTTENBACHERS
	Alptraum
	2000
	50:26
	free improvisation (ураган)

label: Pandemonium Records http://www.pandemoniumrecords.com 

Michael Colligan [reeds]; Weasel Walter [d]; Kurt Johnson [contrabass]; Fred Lonberg-Holm [cello].

Recorded live at Chicago, Jan. 2000.

1. I stood up and screamed (6:19) 

2. swarming cats (6:03) 

3. deathlike coincidences (10:20)

4. bleeding in bed (4:30)

5. the green glow (23:13)

I remember being really hot in the room and uncomfortable in that the atmosphere felt really close in there: still, stuffy and oppressive. I didn't sleep well (because I was coughing so damn bad) but got groggy enough to slip into that weird in-between state for awhile. I don't remember too much about the dream -- all I remember is being savagely hacked and ripped to bits.

I didn't feel any fear, realty, and the dream didn't make me wake me up, but the next morning I remember that the room really creeped me out. The dream sort of reminded me of shamanic legends about being ripped apart and put back together again, or the Tibetan Buddhist practice of Chod, wherein the meditator offers his fear and body to demons, who rip it apart and eat it. None of that occurred to me while it was happening. I just felt there was something not right about that room. I of course also wondered about the old theory that it isn't good to die in your dream, but, even after I was chopped and torn up, I didn't think (or dream) of myself as 'dead'. 

– KJ

Reviews 

  The Wire/Issue 2000, October 2000
The Flying Luttenbachers whip up a frenzied energy storm on what is -- apparently -- their eighth release. These extracts from recent live dates in hometown Chicago see sax player Michael Colligan staining at the upper register, splitting notes and squealing like a stunt double for Alan Wilkinson, while Weasel Walter furiously rolls, tumbles and crashes his way round the kit. The presence of cellist Fred Lonberg-Holm encourages the more introspective side of the group with the double bass player Kurt Johnson entwining his lines with Fred's, but the drummer keeps things buoyant. On the final track Fred's cello is fed through some electronics, pushing the group towards a glorious Borbetomagus-style noisefest. 

-- Phil England

  Supersphere.com/Winter 2000
"'Alptraum' is German for 'nightmare'. I wouldn't exactly say that Alptraum is a nightmare, but I would definitely say it is a beautiful, dense hell of free jazz chaos. The Luttenbachers' 8th album Alptraum, recorded live around Chicago from 1999 to 2000, proves that Walter has exceeded his initial free jazz skills, after passing through an uncompromisingly difficult period persuing free-metal/death-jazz/blackmetal-modal-improv (or whatever you want to call it), and then toying around with remnants of those ideas on ...The Truth is a Fucking Lie... Alptraum is nothing short of a fantastic reassesment of the strengths that the Luttenbachers have always been based on (speed, agility, complexity, uncompromising attitude), and a reintegration of both a sense of honesty and ferocious dedication in their pieces. It is however, not ironic, that when such a stunning free jazz band finally succeeds in making such a sharp incision in the face of modern free jazz, no one would seem to be paying attention anymore. Certainly one of the biggest problems with jazz music, particularly free jazz, is its level of marketability and small fan base. For years, despite the general level of interest around Chicago and Europe in the output of Weasel Walter, it may have resulted in point of saturation for the amount of interest people could hold in the Luttenbachers, probably at an all time high with 98's Gods of Chaos. Sure the Luttenbachers were at a peak in torturing the ideas of black metal, pushing them to intersect with free jazz, and people were wide open for the effects of one guitar-based music style dissecting another. But for many, the novelty of it all wore off. Now, all the ferocity and solipsism of the Luttenbachers' foray into black metal has been distilled down into the hellish squealing and squonking of sax, the pounding and driving drumming, the painful screams of cello, and the dumbing blur of contrabass. Ironically Alptraum in all its maddening glory owes a bit more to Walter's recent Tribute to Masayuki Takayanagi, than to anything the Luttenbachers have done over the last 5 years. The shrill instability of Alptraum sounds a lot more like the hostile, sonic excretions in tribute to the free guitar playing of the semi-legendary Takayanagi, than the groaning, plundering, raping and pillaging nature of Revenge or Gods of Chaos. If this is where the Luttenbachers are once again headed, or if it is merely a stop-over on a journey further into the outer limits of what a jazz audience will or won't embrace, it is an excellent place for them to be (even if we can hear Walter laughing in the background of certain tracks.)" 

-- Reverend Cobalt

  Signal To Noise/#20, Winter 2000
"Chicago-based drummer and musical provocateur extaordinaire Weasel Walter has terrorized audiences around the globe with an unstable compound of punk, metal, free jazz, and sheer in you-FUCKING-face noise for nearly a decade. A glance at Alptraum's teutonic title might steel you for another death-metal onslaught, but this record pays tribute to another brand of Germanic intensity. These five performances, which were recorded live in various hometown venues, erupt with lava flows of Peter Brotzmann-inspired free jazz. Audiences familiar with the dry ice evaporations that multi-reedist Michael Colligan contributes to Pillow may be knocked into the next room the first time they hear his sternum-cracking, staccato saxophonics here. Fred Lonberg-Holm's cello and Kurt Johnson's contrabass emit groans as anguished as those of souls being scoured by the devil's harshest cleanser, and Weasel's drumming lashes the combo as mercilessly as the chariot drivers in Ben Hur drove their teams. Still, this is no one-dimensional blow-out. These guys know that intensity is not synonymous with volume, so while they're quite willing to wail, they also shape their improvisations with careful ears and enhance each others assaults with well considered accents and strategically deployed silences."

 - Bill Meyer

  Fakejazz.com/Spring 2001
" The delightfully hard-to-listen-to (ninth? tenth? umpteenth? eighth, actually) album by Chicago's Flying Luttenbachers is a refreshing retreat to the jazz side of the band (as opposed to the death metal side). Fred Lomberg-Holm kicks it on the cello, with Kurt Johnson on contrabassoon and Michael Collins on various reeds. And of course, Weasel Walter freaks out all over his drum kit. It's hard to say what sort of advances this record makes over their other work--I haven't listened to Destroy All Music! in a few years, but I can't remember it sounding much different than this despite the different instrumentation. There may be some musical maturity here but it's so blindingly fast that I can't really tell. It's nice how Walter keeps his drum sound fairly underpowering in this lineup--some more reverb and it could really sound excessive. The closing piece is a 24 minute jam that left absolutely no lasting impression on me (and you know that you'll never listen to it more than once yourself). These guys rock!" 

- John Fail

  Jazz Institute of Chicago Jazzgram/Jan. 2001
"Under the leadership of drummer Weasel Walter, the Flying Luttenbachers (FL) have known frequent personnel changes since the band's inception in 1992. With Alptraum (German for nightmare), a series of live Chicago recordings, the FL are taking a new direction with the welcome addition of cellist Fred Lonberg-Holm (featured on 2 tracks). His impressive technique and skillful use of distortion can be heard on "The Green Glow" and on "Deathlike Coincidences." He, reedist Michael Colligan and bassist Kurt Johnson achieve a real unity and take the listener along for a journey in the subconscious. Michael Colligan impresses by the control he has of his instrument, especially when he sustains high-pitch notes, and his playing can be reminiscent of Albert Ayler ("Swarming Cats"). The NRG Ensemble also comes to mind while listening to this boisterous collection ("I Stood Up and Screamed"). However, the FL have also a very distinctive sound thanks to Weasel Walter's unorthodox drumming. His drum kit features an unusual combination of toms (no snare drum, for instance) creating a real dichotomy of toms/cymbals. Playing such a kit can be very demanding, but this allows Weasel Walter to be as energetic as he wants without drowning the other band members. The FL have a double cd of studio recordings coming up and I am looking forward to it." 

—Alain Drouot 

  Pipeline/Number 5, Spring 2001

From their first live release, Live at WNUR, released in 1992, the Flying Luttenbachers have changed their line-up and style of music like other bands change guitar strings. The only things that have remained constant are their adamant refusal to bow to "jazz," and the definitions and conventions that go along with the term, and the man with the hair-horns behind the drum kit, Weasel Walter. It's Weasel who orchestrates the line-up changes, mixing and matching musicians to find the optimal group with which to realize his current vision of jazz destruction. Weasel Walter's fickle and always changing taste has taken the band from the early days of Ayler-covering avant-jazz with Hal Russell to Destroy All Music's punk-jazz enslaught to the metal-influenced grind of Revenge, and we've been calling it jazz the whole time, which is one of the beauties of the group. Now, in a sense, it's all come full-circle. Alptraum, a live compilation spanning seven months and three line-ups, shows a new kind of Luttenbachers (a line-up, incidentally, that's already been dismantled to make way for a new FLs trio), a group whose improvised attacks contain strains of aesthetic elements from nearly every Luttenbachers era. Throughout much of Alptraum, the music is steered by the clatter and clamor of Weasel's drum kit, full of small drums and broken cymbals, the sound of which is oddly reminiscient of his work on the group's debut. Michael Colligan's reed work is a bombardment of industrial clangs, scrapes, and squeals that a very fitting accompaniment to Weasel's drumming. Though the group always includes at least one other musician (mostly Kurt Johnson on contrabass, but also Fred Lonborg-Holm on cello), much of Alptraum sounds like duets between Walter and Colligan, as the strings, though amplified and distorted, are hard to hear, and, especially in the frantic back-and-forth bowing of Johnson, seem almost unable in many places to keep up with the others. The group as a whole sounds somewhat disorganized, not in a way that demands more practice, but in a way that's more the result of some sort of musical personality clash. The all-important unstated and undefined group repore that can make or break improvisation is often missing here, resulting in a lot of sounds that never quite gel. That isn't to say that Alptraum lacks great moments. Instead, many of Weasel's "everyting but the kitchen sink" drum solos, whether sparse or clamarous, are usually quite good, and the single-note call-and-response between the bass and sax near the middle of "Swarming Cats" is one of Johnson's best moments. Colligan shines as well on the prementioned track, full of sputterings and squeals that build up like a pig being tortured until, after a moment or silence, Colligan glides into a restrained and almost meditative line, that, before long, develops into the squealing calls that it arose from. Each of the musicians featured on the album have a wide range of musical weapons, but all seem to rely on one or two too often, and, on the disc's first four tracks, moments at which it all comes together are slightly less frequent than the moments at which it doesn't. But, the disc's last track, the twenty-minute "Green Glow," faetures Walter, Colligan, and Lonborg-Holm in a trio that seems tp finally tap into the potential of Alptraum's aesthetic. Weasel's drumming is in apolcalyptic top-form, Lonborg-Holm's cello torture is finally a voice to be reckoned with, and though Colligan's work here isn't his best on the disc, it seems well-suited with the playing of the others. The production of this track is rich and fuller than before, and the song's twenty minutes work better on the whole than the twenty-six that have come before them. This last cut is a redemption of sorts for Alptraum, and though it's less-than-perfect, brings the album to a close on a good note. Perhaps the upcoming, limited-edition Trauma Lp will be a better representation of the power that this now-disbanded line-up could sometimes summon, but, if not, we're left with Alptraum's hit-and-miss documentation of an era now gone." 

- Adam Strohm

  Heimdallr online magazine (Austria)/July 2000

"At the beginning of the year the Americans of the Flying Luttenbachers gave a set of furious concerts in Chicago. Alptraum " is their 8th album, constituted of excerpts of this tour of the clubs. Although having an ear exercised to the jazz sounds, I must sometimes confess some pain with some sounds of the free jazz. But this album has got a rare intrinsic wild strength. Certainly listening to this album can be laborious on the length, but the music of these masters of the improvisation conceals innumerable rhythmic and convulsive qualities. A layman will find there only infamous noise jumble, too bad for him, because we have to notice the incomparable power of these talented musicians of free jazz whose punk mind is evident in all its original strength. The sounds voluntarily agitated , free and without attachment. The violence is not vain, it wins itself in sweat and blood, and that's where is located the music of the Flying Luttenbachers, filled of human energy. The battery only offers itself very rarely a short respite, the saxophone explodes of scattered notes, the cello flames, the bass tears itself, and all look for to continue without joining themselves ever. And then we're very surprised to notice that we appreciate these painful sounds. If the first two tracks are difficult of access, the continuation offers itself all in squeaky, marvelously experimental and scratch restraint, as the excellent and great " Deathlike Coincidences ". A joyful experience." 

- Stephane Fivaz 

  Chicago Tribune/Sunday October 8, 2000

"Drummer Weasel Walter, the Chicago underground's enfant terrible, is a connoisseur of extremity in any form. He's scourged stages for years with an unstable amalgam of thrashing punk, screaming metal, and howling free jazz. For "Alptraum" he assembled a small strings and reeds combo and narrowed his focus to the latter style, but despite the absence of heavy guitars the energy never flags. As anyone who has experienced a boiler explosion knows, when you restrict a force, its release is even more destructive -- the music on this CD explodes more satisfyingly than every building ever immolated in a "Die Hard" movie."

-- Bill Meyer

  Blow Up (Italy)/Issue , Fall 2000

(translated by Pietro Fuccio -- thanks.)

Recorded in three Chicago clubs May '99 to January 2000... Alptraum is the second proper live record of the FLs (after their debut album Live at WNUR 2-6-92). It contains disordered and feverish free jazz, substantially similar to the material they presented during their Italian shows. A sort of return to the beginnings of the band -- when led by old Hal Russell Luttenbacher from NRG Ensemble -- where it took its first steps towards a muscular updating of the free [music] language and didn't yet bear signs of 'mutant metal'. Unstoppable Weasel moves frantically with 1000 hands and an unexpected lightness (those who have seen him know what I am talking about), Colligan waves and fills the empty spaces, Johnson and Lonberg-Holm (really matterlike in the superlong "The Green Glow," which closes the album with a more avant tone) retouch, slide, blink and abandon themselves. This is not an album to change the fate of jazz or even the band themselves (who branded the '90s with the fire of a synthesis of extreme materials you won't necessarily find here). Still it is an album of remarkable quality, music heard before maybe, but nonetheless vital. 7/10 

--Stefano Bianchi
Существует мнение, что о музыке нельзя писать. Конечно, мне, прилежному производителю околомузыкальной писанины, не след с этим соглашаться. Но о диске Alptraum действительно нельзя писать. Хотя кое-что я все-таки расскажу. 

В далекую уже пору ранней молодости мной овладело желание приобщиться к музыке, которая была бы по-настоящему бешеной. Я искал неистовства у Джимми Хендрикса и Led Zeppelin. Я экспериментировал со Sepultura и Accept. Вдумчиво слушал Sex Pistols. И даже - не помню с какого перепуга - включил в круг своих своих изысканий Motley Crue. Всё напрасно. 

Дело сдвинулось с мертвой точки лишь тогда, когда я познакомился с "Song X" Орнетта Коулмана и Пата Мэтини. Потом были и другие образчики, но, как я уже дал понять выше, с тех пор прошло много лет. 

А сейчас поэтика ураганного авангарда... ну в общем, как говаривал герой Вен. Ерофеева "черная похоть перестала быть моей жизненной доминантой". Меня теперь привлекают не столь экстремальные формы импровизации - тот же "Long Understood...", например. 

Но знаете, порою нестерпимо хочется закрыть все окна и двери, предварительно выставив из комнаты женщин, слабонервных... ну и детей, пожалуй - у них, у детей все равно всё еще впереди. Так вот, выставить, закрыть, и врубить, и... 

Нет, я не собираюсь разворачивать тут поэму экстаза. Скажу только, что наслушавшись Flying Luttenbachers, я решил поставить небольшой эксперимент с целью выяснить, как на фоне этой не слишком известной чикагской группы будут звучать записи, чья принадлежность к каноническому авангарду не вызывает сомнений. 

Докладываю результаты. 

На фоне Alptraum колтрейновский Interstellar Space кажется филармоническим мэйнстримом. 

The Shape Of Jazz Орнетта Коулмана - набором легковесных шлягеров. 

The Sign Of 4 Дерека Бэйли - музычкой для релаксации, прикупленной в магазине "Путь к себе". 

Короче говоря, любезный читатель, коль мысли черные к тебе придут - ты знаешь что делать. Главное - проветрить сознание. Надо открыть форточку восприятия, распахнуть окно, снять крышу - чтобы с невозможной и разреженной высоты легко и лихо спикировала реактивная стая летающих Латтенбахеров.

-- А.Н.

	FoMoFlo – см. в ‘Alternative’
	
	
	
	

	Joe  FONDA
	From The Source
	1997
	62:01
	label: Konnex

Joe Fonda [b]; Anthony Braxton (см.) [a sax, F sax, sopranino, cl, contrabass cl, fl]; Herb Robertson [tp, pocket tp]; Grisha Alexiev [perc]; Brenda Bufalino [tap dancer]; Vickie Dodd [v].

Anthony Braxton:

There is more to creative mastership than ‘the surface of satisfaction and political certainty.’ The music of Joe Fonda is part of a living tradition of belief and dedication. Future historians will be surprised at the breadth of Mr. Fonda’s offerings. This is a real virtuoso and composer of the highest order.

Grisha Alexiev:

For the memory of a melody which followed you home,

And a groove played with love and conviction, 

Because of the musical jokes we shared;

Played and echoed-allowing the soul to roam

And the heart to feel without affliction –

The music came, the music dared. 

Herb Robertson:
Joe Fonda’s session was a special day for me. Anthony and I finally had a chance to play together in a small band context instead of the usual large ensemble. Joe and I go back many years and we love to bust each other. I always have a gas of belly laughs with him. He’s heavy! Everyone involved with this project gave their full creative juices and I was elated. Thank you all. 

Joe Fonda:
I would like to mention that working with Anthony Braxton has been an inspirational experience for me. Words barely describe the depth of this man and his work. His music is incredible, full of life and forward motion, and the purpose and intent of his work is even greater. I feel very fortunate to have his contribution on this recording.

This session was multi-dimensional for me and I still thinking about it, and feeling its effects and influences. During this session we bridged the gap that exists between the dance world and the music world by making our dancer (Brenda Buffalino) an equal part of our ensemble. She was incorporated into the collective group for her sounds, her rhythms, her tones, her time and her music – not for her visual presence which historically has so often been the reason for bringing musicians and dancers together. Here we come together as equals. No one is, per se, the accompaniest for someone else, or some small 20-minute addition to the show in order to bring about sonic variety to the program. My hope for the future is that we’ll hear and see more of this

way of thinking and collaborating. We all win when we do and we lose when we don’t.

Another thing that was bridged during this session was the connection between the healing arts and the performing arts. The music of Vickie Dodd, up to this point of time, has primarily been focused in the healing arts. She has been a body worker for the last 19 years. I had visited Vickie Dodd a year or so ago, prior to this session because I heard of her work and my body was hurting. I was in need of some body work. The work she did on me that day was incredible, but the music that came from this woman’s voice while she was working on me, was like nothing I had ever heard before. It was so cosmic, so powerful that I never forgot it. I knew that there would be a time and a place for us to come together to do as Vickie calls it, «Sound ourselves and everything else.»

The healing arts and the performing arts belong together as they were in the past, when they are joined together you truly have a tool that can be used for transformation. Again my hope for the future is that we will see the return of this relationship between the healing arts and the performing arts.

Another thing I’d like to say about this session that was very moving for me, and I believe for everyone else involved, even if they don’t know it yet, is the fact that we had both men and women come together to create this music. So often It’s been the boys with the boys and the girls with the girls. It’s so clear to me and self-evident when I listen to this music and there’s both male and female reality in it, and the music had a special richness because of it. This is yet another gap we’ve bridged during this session, and again my hope for the future is we’ll see a whole lot more of this because we desperately need it.

Brenda Buffalino:

I can’t say I was completely convinced when Joe first sent me the music, he had a very definite concept about how to use my taps in his scores. The process demanded all of my skill and attention, reading the chart while figuring out an interesting manipulation, changing my weight at just the right moment, or missing the top of the next phrase, left me quite frustrated. Yet after each of our three rehearsals, I was exhilerated and very moved that Joe was integrating my taps into the music with the same consideration and integrity as all the other instruments.

A perfect collaboration, what is that? When a conductor/composer brings together kindred souls, unique voices so often spinning alone in the far reaches of the galaxy, pulled together by the magnetism of the music and each other’s improvisations, like planets coming together for a single night, for a single dance in the firmament. Attention riveted on the notes to be played, how to play them, how to feel them, listening, responding... That’s Jazz. Working on this project reminded me of all that I love about Jazz and the discipline whose reward is freedom. I’m so glad there’s a recording of that day, that I will return with others to those eight hours of rivited attention and spontaneous creativity.

   Women Be Warriors
     by Brenda Buffalino

Women be Warriors 

Sit with her 

Listening 

Guard the gate 

Slow the assault with waiting 

Leave the pearls

Dead oysters loose upon the sand 

The empty hand closes on the scent of fair 

Waiting warriors, women in their lairs 

The messenger on the horizon 

Flies in from the west 

Clear the passage 

The telepathic current 

Cannot reside in constant turbulence 

Women be warriors 

Still as a waiting vessel 

No sword greater than the wind 

Women be wind warriors 

Waiting, spinning 

No cannon louder than the heart 

Warriors, beat the drum 

Polyphonic rhythms 

Spin the spinner still 

Gluard the gate 

Wait, listening, wait.

Vickie Dodd:
Music and Sound used as an evolutionary tool is music of the present to create a future for memory, a future for possibility. Evolutionary music is not used to cultivate memory so as to repeat the past, but to gather enough memory, enough self un-hook the past.

Closed systems, fixed systems, maintenance systems, that we are all very familiar with, maintain the status quo: The Past... 

Doesn’t mean that it doesn’t work. 

Doesn’t mean that it is not good. 

Doesn’t mean that it isn’t creative. 

Doesn’t mean that you can’t tap your foot to it. 

Doesn’t mean that it doesn’t change your mind and even change the time.

But, it does mean that you nearly always know where it’s heading, and how much time you have, and essentially keeps you in a terrain that is familiar, nearly always you’re in a place you know.

So you can feel fairly certain and confident of what your position is....

and how to best maintain it or how to best out-wit it.

Closed systems are dependable, they basically tell you what you already know, so you can feel safe and secure that you know whatever there is to know.

Closed systems work ‘cause everyone knows the rules and the only variety is what part of the wheel you get to play.

But, to take the risk of not-knowing, to take the risk of becoming present, conscious, is to dwell in new terrain.

It is to listen for the possibility of evolution; and to Sound and Play with the intention and invitation to unravel that which is numb, to awaken that which is asleep, to bring memory to the amnesia, to embrace not-knowing-what-we-do-not-know... with the knowingness that our lives depend on such action.

Here lies the freedom for the possibility of awakening.

The possibility for greatness.

The possibility of striking a tone to create an irreversible experience.

An opportunity to be re-leased from the closed system network into an evolutionary laboratory.

Being in the presence of such briliance and vision of each of these musicians as an opportunity to be held in this threshold, and to explore this evolutionary laboratory.

I started Sounding to stay alive. 

I keep Sounding to stay sane. 

I encourage Sounding to evoke enough will to want to become real.

	Robben  FORD
	Robben Ford & The BLUE LINE
	1992
	48:22
	label: Stretch Records / GRP

Produced by R. F., Chick Corea & Ron Moss

R.F. [g, v]; The Blue Line: Roscoe Beck [el & ac b]; Tom Brechtlein [d, clean sneakers]. With: Bob Malach (см.) [s]; Dan Fornero [tp]; William ‘Smitty’ Smith, Bill Boublitz, Russell Ferrante [k]; Mark Ford [harmonica].

	Robben  FORD
	Mystic Mile          (Robben Ford & The Blue Line)
	1993
	55:57
	label: Stretch Records / GRP

Produced by R. F., Chick Corea & Ron Moss



	Michael FORMANEK
	FORMANEK, BERNE, HIRSHFIELD:

"Loose Cannon"
	1993
	57:30
	Michael FORMANEK – см. тж. с: Uri  CAINE; Tim  BERNE; Marty  EHRLICH; Jack  WALRATH;
label: Soul Note

rec. 1992

Performed by: Michael Formanek, Tim Berne (см.), Jeff Hirshfield.

This 1993 release for the Italian Soul Note label signifies one of those lightly marketed gems that may have gotten lost in the grand mix of modern jazz-style fare. Here, three of the most prominent figures in the area of new jazz coalesce for a shrewdly focused and compactly organized excursion. And while many folks recognize Tim Berne for his alto saxophone work, the artist performs on baritone sax throughout many of these pieces. Brimming with pumping lines and regimented unison choruses, the band pursues circular rhythms.

1. Almost Normal 
- Berne 
6:26

2. The 12% Solution 
- Berne 
10:50

3. Fool's Paradise 
- Formanek 
8:01

4. Lowball 
- Berne 
3:15

5. Broken 
- Berne 
5:31

6. Beam Me Up 
- Formanek 
3:01

7. Fibrigade 
- Berne 
16:31

8. Tilt 
- Formanek 
3:40

	Michael  FRANKS
	Previously Unavailable
	1973
	38:04
	Michael Franks [v] with: Tom Scott, Ed Greene, Louie Shelton, David Paich, Paul Humphrey, Jerry McGhee, Louie Shelton, a.o.

The best of the French popular singers—Charles Trenet comes immediately to mind-brought pleasure through surprise. Turns of melody and wit that broke through most listeners' rehearsed response to popular music. (Did he really say that? How come that odd tune won't get out of my head?) What I mean is that in France, and anywhere else, the durable entertainers are the ones who somehow always sound fresh—because they always keep thinking, seeing, imagining anew. And they keep transforming what lights in their minds into music.

Such a buoying American phenomenon is Michael Franks who, since 1975, has been recording for Warner Brothers. But before then, there was his very first album, one that not only presaged the distinctive singing years to come but that was, on its own, a singular delight. And so I said at the time in a record column I wrote then at Cosmopoli​tan. In the years since, the album—originally released on Brut—has been out of circula​tion. A collectors' item, as they say.

Here, at least, is the equivalent of Michael Franks' first novel. After all, if successful writers can later have their first book reissued, why can't successful songsters have another ride on their first album?

All the tunes, of course, are by Franks. It was 1973. At that point in his career, Michael was planning to be a writer—not a singer. So he'd written some of these songs for other singers. For instance, "Lovesick Lizzie" and "The King of Oklahoma" were geared for Rod Stewart, though he never did record them. Michael had other performers in mind for some of these tunes; and there were pieces, to be sure, that he had written for himself.

I asked Michael what he'd had in mind when he was putting the set together. "I was trying," Michael recalled, "to relax in different styles. I'd gotten interested in folk music— that's how I'd learned to play an instrument. I especially liked the Weavers. Then I got interested in blues, and indeed, I wrote three tunes for Sonny Terry and Brownie McGhee, and they recorded them for an A&M album. Actually, I got the Brut record deal through Sonny and Brownie. We did a tour for a couple weeks; Brut shot a documentary film of them; and when they heard Brut was going to start a label, Sonny and Brownie recommended me."

Michael was very pleased to understate the case, with the musicians on this date. "It was a thrill," he says, "to work with people I admired so much, Larry Bunker, Max Bennett, Tom Scott, Dave Patch, Tommy Tedesco, and the others. It was so exciting!"

The excitement is still in the tracks—along with Michael's supple lines (melodic and verbal); his easeful, playful beat; and the perpetual sense of wonder that's reflected in his songs. Wonder at the absurd as well as the magical, the ironic as welt as the romantic impulse, no matter how fragile the latter. Always, there is a sense of adventure—internal and those across real borders.

In the years since, along with his own variegated performing career, Franks-the-songwriter has been much appreciated by such interpreters of his work as Carmen McRae, Mark Murphy, the Manhattan Transfer, Patti LaBelle, and Dee Dee Bridgewater.

He himself has recently toured Japan with Dave Grusin; went to Europe for the first time for some television dates (including a film for a French network); and keeps on keeping on with his musical, "Noa Noa," which will be the first written about Paul Gaugin's life in Tahiti.

"It's a stretch for me," says Michael, "because I've never before tried to write vocal music for more than one voice." (The musical has at least 15 major characters.) The title, by the way, comes from the title of Gaugin's own journal during his first trip to Tahiti. It means "fragrance" in Polynesian.

There's likely to be more stretching of Michael Frank's imagination in the years ahead because he is continually alert to all manner of improbable connections between life and music. This set is where all of this started for Michael as a performer.

The music here still surprises because it was not made by formula. The musicians, responding to the independent spirit in the center ring, also made their own lively inter​connections, so it all came to long-lasting life.

---- Nat Hentoff

	Michael  FRANKS
	The Art Of Tea
	1975
	35:25
	Michael Franks [v]; Michael Brecker [t s]; Dave Sanborn [a s]; Larry Carlton [g]; Joe Sample [k]; Wilton Felder [b]; John Guerin [d, perc]; Larry Bunker [vibes]; Jerry Steinholtz [congas]. Produced by Tony Lipuma.

	Dean FRASER
	Big Up!
	1997
	72:42
	label: Island: Jamaica Jazz

Dean Fraser [t&a&s saxes]; Idris Muhammad [d (right)]; Sly Dunbar [d (left)]; Jon Williams [p]; Maurice Gordon [g]; Wayne Batchelor [ac b]; Larry MacDonald [perc].

[...] In the meantime Dean had been awarded a Musgrave Medal for Outstanding Musical Achievement by the Jamaican government, and somehow found time to guest on albums by Buju Banton, Maxi Priest, Beres Hammond, Beenie Man and several other top-flight reggae names as Jamaican dancehall music gained a valuabuable foothold on the international charts. He was often joined to these sessions by his old friend Sly Dunbar, himself a key member of the Xterminator set-up despite his many other musical activities; not least as one half the world famous Sly & Robbie production team.

Yet both he and Dean had other musical ambitions to fulfil, outside of the cut and thrust of making hit dancehall records.

After two highly regarded albums with Ernest RANGLIN (см.) and Monty ALEXANDER (см.) – two legendary veteran JA musicians – this innovative Island subsidiary label was in the process of redefining the boundaries between jazz and reggae and master saxophonist Dean Fraser, with his early experience of playing in one of Jamaica's most renowned big bands was the ideal choice to continue in a similarly progressive vein. Recorded in Jamaica and New York in just a few days and containing several inspirational ‘one take’ performances, Big Up! is a master-class in the art of jazz/reggae virtuosity, yet still the whole project gels with vibrant immediacy.

	FREAK  POWER
	Drive-Thru Booty
	1994
	50:30 43:21
	Funk. (Второй CD – Dub)

Cyril McCammon [k]; Ashley Slater [trb, v]; Norman Cook [g]; Dale Davies [b]; Jim Carmichael [d]; Pete Eckford [perc].

«Once we get out of the seventies,

 the nineties will make the sixties look like the eighties.»

CD - I

1. Moonbeam Woman

2. Turn On, Tune In, Cop Out

3. Get In Touch

4. Freak Power

5. Running Away

6. Change My Mind

7. What It Is?

8. Waiting For The Story To End

9. Rush

10. Big Time

11. The Whip

CD - II  (IN DUB)

1. Turn On, Tune In, Find Joy

2. At Your Own Pace

3. Sugar Lump

4. Freakpower Is Beautiful, Baby

5. My Heart Sings

6. Where I'm Going

	FREAK  POWER
	More Everything For Everybody
	1996
	54:53
	Funk

Ashley Slater [trb, v]; Norman Cook [k]; Jesse Graham [b]; Lucy Vandi [v, tambourine]; Eddie Stevens [k]; James Carmichael Jr III [d, perc].

	FREE  MUSIC  QUINTET
	Free Music 1 &  2
	1968
	37:35
	label: ESP Disk / ZYX

Pierre Courbois [perc]; Peter van der Locht [s&t s, piccolo fl, perc]; Boy Raaymakers [tp, bugle, perc]; Erwin Somer [violin, vibes, perc]; Ferdy Rikkers [b, perc].

«Music is for our feelings, « Ornette Coleman once said. «I think jazz should try to express more kinds of feelings than it has up to now such a simple, natural observation, on the face of it – but the musical results of that percep​tion set off the wildest, longest-lasting, most con​tentious revolution that jazz has experienced in its turbulent, 90-odd-year history.

What Coleman brought to jazz – improvisa​tion freed from fixed, repeating harmonic stuctures – was not exactly unprecedented. Even in the 1940s there had been experiments based on the same principle. The point is that they were experiments; Coleman and his friends, at the end of the 1950s, created music with free harmonic structures because they had to create music that way. The unique feelings that these artists discovered could not be communicated to an audien​ce except by using their discoveries of new forms, sounds, structures and techniques.

«What rules does your music fol​low?» demanded the outraged professor. «Mon plaisir,» replied Claude Debussy, improvising at the piano. Coleman’s discovery that content could determine structure and form, rather than the way around, was not new for the arts in general, even if it was to jazz. There were, very soon, other musicians, who sought the freedom of movement that Coleman had discovered. For some older musicians, long experienced in other jazz genres, that discovery of freedom came gra​dually, even painfully – «A moment here, a fifteen minutes there, a half hour there, an afternoon, an evening and then all the time,» said soprano saxophonist Steve Lacy. An especially fine exam​ple is bandleader-keyboardist Sun Ra, whose Arkestras moved bop to modal structures to African rhythm-influenced adventures, before discovering freely improvised form; another was esta​blished bop pianist Paul Bley, an early Coleman associate, who found a new lyricism in the new jazz structures.

«Free jazz,» the «new music» or «new thing», «outside jazz» – there’s never been an adequate term, like «swing» or «bop» or «dixie​land», to denote, the music that followed Cole​man. Nevertheless, the new musical freedoms virtually exploded the new, young musicians on the scene. From the West came alto saxophonist Sonny Simmons; from the South came saxmen Marion Brown and Pharoah Sanders; from the Midwest came altoist Charles Tyler; from the East came Ran Blake, with utterly unique concepts of piano interpretation. From Europe came the aci​dic, lyrical, Afro-Danish altoist John Tchicai, bas​sist Johnny Dyani (in exil from South Africa), and German vibesman Karl Berger, founder of the Creative Music Studio, the new jazz's’graduate school; these artists were forerunners of the remarkable European jazz movement of the '7‘s. From years of hard-won self-discovery in Europe came American tenorist Albert Ayler, with the most revolutionary ambitions of all. He tried to abandon jazz’s traditions altogether, in order to reinvent the art form from the ground up, with pre-jazz concepts of melody and structure and sound – and what is more, he almost succeeded. Like him, the New York Art Quartet restructured the very idea of the jazz ensemble, with it’s drummer, Milford Graves, so poised between sound and space.

These artists arrived during the 1960s, when jazz was suffering an economic recession. Jazz nightclubs, a vanishing breed at that time, were still the «bebop business», but Ornette Coleman once again showed the way with his self-produced, historic 1962 Town Hall, New York concert. The new musicians began offering concerts in churches, schools, small concert-spaces, art galleries, saloons, even their own homes and those of friends. Artists and audience on this underground scene shared not only a love for the exciting new jazz, but also in social and even spiritual views. There were an urge for racial justice and correction of racial disparities, stimulated by the victories of the Civil Rights Movement; horror at the carnage and accom​panying fraudulence of the Vietnam war; a new realization that Man, most irresponsible of ani​mals, was befouling its own nests and those of every other species on the planet. And there was a shared belief that the experiences of art could bring about a new consciousness that would transform all of life as we knew it in wonderful, unimaginable ways.

Throughout the 1960s many, probably most, of the exciting events in the new jazz were taking place in New York. ESP-Disk was there, a small, lively record company that was an open door to whatever was fresh and liberated in jazz; inside its austere black-and-white cardboard covers were now-classic recordings by Coleman and Ayler, and major works, both historically and musically important ones, by other artists. It is good that the ESP’s are now coming back on compact discs. They document a rare period of musical adventures, one that con​tinues its power to move and reward the listener in the 1990s.

   -----  John Utweiler.  (Author of: the Freedom Principle: Jazz After 1958 and The Adventures of Ornette Coleman)

	FREEFORM ARKESTRA
	Metamorphosis
	
	58:57
	free jazz

label: Straight Ahead Recordings - info@straightaheadrec.com
Composed and performed by Freeform Arkestra (from Zurich): Nico Canzoniere [e-piano, synth, perc, prog, arr. (#5), mix (#8)]; Dario De Nicola [ arr., mix, e-piano, synth, drummodul]; ; Werner Ludi (см.) [a/bar sax]; Robert Morgenthaler [trb]; Fabian Gisler [ac b]; Marcin Baehr [el b]; Vincent Teuscher [g]; a.o.

	Erik FRIEDLANDER - см. в 'Alternative'
	
	
	
	

	FRIGG
	Isn’t It A Tango
	1994
	51:53
	free-jazz-tango.

label: 99 Records (Berlin)

Jurgen Kupke [clarinet], Sebastian Hilken [cello], Boris Bell [d], Norst Nonnenmacher [b], Bert Wrede [g, composition].

   Этот забавный и колоритный (но не менее от этого мощный) проект можно сравнить с Phillip Jonston’s Big Trouble или с Lounge Lizards.

	FRIGG
	Brecht
	1999
	53:22
	label: Knitting Factory Records

rec. 1998

produced by Elliot Sharp (см.) & Bert Wrede

all compositions by Bert Wrede

Frigg, the German group led by composer/guitarist Bert Wrede, is named after a Norse goddess who was worshipped by both northern and southern Germanic barbarian traditions. Wrede is an experimentalist devoted to the avant-garde and European music traditions. There is little free improvisation on Brecht, which, contrary to what one might think after reading the title, is not an album of Bertolt Brecht's songs. Therefore, it is not a tribute album. Instead, Wrede claims that Frigg's inspiration on the album is equal parts Tom Waits' Black Rider, Kurt Weill's Seven Deadly Sins, and the Willem Breuker Kollektief playing film music. Using avant-vocal wizard Phil Minton adds not only pathos but also an essential dash of wry humor to the proceedings in honor of its namesake. Other guests include guitarist and co-producer Elliott Sharp and stunning vocalist Meira Asher, who sounds like Marianne Faithfull before the cigarettes and decadence turned her voice into a glorious ghost of one. Meira adds the "devil- may-care" attitude so essential to Brecht's spirit, particularly in the political cabaret songs. But it's Frigg itself who is the shining light here. The band's willingness to stretch itself to the breaking point is felt over and over again in these proceedings; breaching the worlds of German folk and cabaret music and '60s vanguard jazz, these musicians play with an exactitude that would be suffocating were it not for their abandon, recklessness, and passion. Nowhere is this more evident than in the hilarious and scathing "Anne Smith Relates the Conquest of America," with its stridently American-English narration, swing charts, distortion guitars, flimflam rhythms, and a melodic framework that literally falls apart in every measure but moves shambolically forward. Frigg's Brecht is a masterpiece of sorts, one that offers a view of love among the ruins of 20th century popular music from Berlin to Los Angeles.

1. Introduction 
-Wrede 
1:20

2. Sailors Song 
-Wrede 
6:44

3. Liebeslied 
-Wrede 
4:27

4. Anne Smith Relates the Conquest of America –Wrede 12:18

5. Tahiti 
Wrede 
5:26

6. Interlude 
-Wrede 
3:33

7. Die Welt Gefollt Mir Nicht Mehr 1# -Wrede 5:30

8. The Shipwrecked Man's Report -Wrede 5:37

9. Matrosensong 
-Wrede 
4:31

10. Die Welt Gefollt Mir Nicht Mehr 2# -Wrede 3:49

	Johnny  FRIGO                                      with  Bucky & John PIZZARELLY
	In New York City
	1989
	55:38
	Johnny  FRIGO - см. тж. с Martin Denny в секции ‘Africa’

Down Beat 48th Annual Critics Poll: Violin Of The Year (2000)
label: Chesky Records (New York)

J.F. [violin]; Bucky Pizzarelli [g right]; John Pizzarelli [g left]; Ron Carter [b]; Michael Moore [b #9-13]; Butch Miles [d].

   ...Bucky remembered Frigo as a member of the brilliant trio called the Soft Winds that came out of Jimmy Dorsey’s orchestra in the mid-40’s. It consisted of Lou Carter on piano, Frigo who was then playing bass, and young Herb Ellis on guitar. [...]

  The recording of this CD was done in RCA’s legendary Studio A in New York in order to capture all the clear, pure nuances of the two acoustic instruments. “We used only one mike and no amplifiers”, Bucky explained. “John, my son, and I used old guitars like the ones they used to use in big bands instead of the seven-string guitars that we usually use now. We made the album in the old fashioned way. We sat around the mike — the five of us — and we just played. There was no splicing. No earphones. It put everybody on a sharp edge to get it done right.”

	Bill  FRISELL (William R. Frisell)
	Works
	1982-86 
	47:29
	Down Beat 48th Annual Critics Poll: Electric Jazz Group Of The Year TWDR (2000)
"He also swings his fucking ass off. Frisell's passion for the guitar work of Jim Hall is well known in certain circles: he once described it as "something that was just in there, making everything sound good". Of course he was really talking about himself, and his remark is particularly relevant in the context of this band. When Bill does surface from the trio texture he kills you with one of his tasty country funk lines." – John ZORN (about Bill Frisell)
Bill  FRISELL – см. тж. с: M. SHRIEVE; Paul MOTIAN; J. ZORN – “Naked City”, “News For Lulu”, “Rodan”, “Cobra”, “Filmworks”, and oth.; Gavin FRIDAY (в ‘Alternative’); P. BLEY; D. SANBORN; Tony SCOTT; Kenny WHEELER; Vinicius CANTUÁRIA; Ron  MILES; Marc JOHNSON; Don BYRON; W. HORVITZ; J. GARBAREK; J. SCOFIELD “Grace Under Pressure”; M. FAITHFUL “Strange Weather”; G. PEACOCK “Just So Happens”; Eyvind KANG (в ‘Alternative’); Caetano VELOSO (в ‘Latina’); Laurie ANDERSON; Leni STERN; Joey BARON; Julius  HEMPHILL; Eberhard WEBER "Fluid Rustle" (B.F. plays g & balalaika); David SYLVIAN; Aiko SHIMADA; Sato  MICHIHIRO; MYLAB;
label:  ECM, 1988

compilation: 1986, 85, 83, 82.

John Scofield: «У Frisell’a  настолько уникальное индивидуальное звучание, что иногда  кажется, что играешь с другим инструментом [не с гитарой.]. Я не знаю как он это делает. Я знаю только то, что я это делать не могу.»  — Down Beat, April 1994.

Недостаточно свободный от всех пра​вил для чистого авангарда, одновре​менно недостаточно традиционно мыслящий для мейнстрима; логич​ный и зачастую очень последовательный в сво​их построениях, тем не менее абсолютно не​предсказуемый; не сыгравший за всю свою карьеру ни одного действительно виртуозного соло, однако трижды признававшийся по опросам журнала "DownBeat" лучшим джазо​вым гитаристом; бесконечно преданный всей американской музыке и имеющий с ней в Ев​ропе больший успех, чем в Америке — тако​вы парадоксы (причем далеко не все) этого са​мого неординарного и неоднозначного джаз-мена последних десяти-пятнадцати лет.

Впрочем, на серьёзном уровне его как му​зыканта воспринимали в джазовом мире и раньше, но то, что можно назвать стилем Билла Фризелла, начало формироваться где-то во второй половине 80-х. Тогда он уже был ниспровергателем джазовой схола​стики, нашедшим общий язык с такими "лов​цами новых звуков", как Джон Зорн. Тим Берн, Ян Гарбарек, Марк Джонсон, Уэйн Хорвиц, Пол Блэй, Пол Мотиан...

Однако всякое подлинное ниспроверже​ние должно начинаться с созидания. Возвра​тимся к его корням. Билл Фризелл родился 18 марта 1951 года в Балтиморе, а детство провёл в Денвере, штат Колорадо. Его отец тоже был музыкантом — он играл на тубе и контрабасе и очень хотел, чтобы сын, если уж ему суждено идти по стопам от​ца, стал кларнетистом. Тот поначалу не воз​ражал. Билл занимался с домашним учите​лем по часу в день, а гитара... гитара всегда была просто ради развлечения.

Но момент истины для юноши наступил, когда он услышал Пола Баттерфилда, Майка Блумфилда, Би Би Кинга и ещё троих музы​кантов, которые стали его кумирами на дол​гие годы, — Джими Хендрикса, Уэса Монтгомери и Джима Холла. Энергия и непредска​зуемость первого, элегантность второго и в особенности раздумчивость и глубина третье​го позже слились в одно целое в собственной манере Фризелла. Возможно, он стал пер​вым джазовым гитаристом, который нагляд​но продемонстрировал, что играть энергич​нее — это вовсе не значит играть быстрее.

Но тогда, в конце 60-х, Билл изучал в уни​верситете штата Колорадо композицию и аранжировку и... играл на вечерах и на свадь​бах в ритм-секции больших учебных оркест​ров — это всё были преимущественно песни Джеймса Брауна и другие ритм-энд-блюзы. Учителя-гитариста студенту пришлось искать самому и он нашёл Дейла Бранингса — человека, преданного исключительно джазу и при​вившего вкус к нему и Фризеллу. В это время наступала эра джаз-рока, появился альбом Майлса Дэвиса "Bitches' Brew", но Билл оказал​ся на какое-то время "выключенным" из но​вого повального увлечения. Он играл вещи Монтгомери, Холла, разные стандарты, даже проучился один семестр в колледже Беркли в Бостоне, но ушёл оттуда. Ему показалось, что там мало внимания уделяют собственно джа​зу и слишком много — рок-н-роллу.

Родители Билла переехали в Нью-Джерси, и он решил уехать вместе с ними. На новом месте ему посчастливилось брать уроки у своего ку​мира — Джима Холла. Это было ещё одним поворотным пунктом — Холл показал ему как можно нестандартно обыгрывать гармонию, как вводить в неё диссонансы, не "выламыва​ясь" при этом напрочь из схемы, как делать звучание гитары плотным и в то же время не​назойливым. Оказывалось, что двумя нотами иногда можно выразить больше, чем несколь​кими аккордами. Молодой ученик усвоил эту истину даже слишком хорошо — Билла Фри​зелла сегодня, пожалуй можно назвать самым неторопливым и при этом одним из самых со​держательных гитаристов.

Однако Холл обходился одним и тем же ста​реньким ламповым усилителем для своей гитары на протяжении более чем 30 лет, а Билл, восхищаясь его изумительным саундом, тем не менее постоянно возвращался в душе к дру​гому своему кумиру — Джими Хендриксу. Уже приехав обратно в Колорадо и поиграв в раз​ных составах, он понял, что один, стандартный стиль — это не для него. Вот что он сам пишет об очередном своем "обращении": "Музыка так разнообразна, а всё, что я умел до сих пор, было лишь небольшим фрагментом. И я сказал себе: "Почему я должен отказываться от чего-либо, что мне нравится?" В результате я начал очередной поворот. Были приобретены фузз, педаль громкости и ревербератор — од​на из самых первых моделей, использующих магнитофонную кассету — таких сейчас уже нет. И все эти "прибамбасы", толь​ко в улучшенном виде, я использую и сейчас.." Так и произошла "свадьба" рок-к-ролльных гитарных электронных наворотов с изящным, но концептуальным джазовым "содержи​мым" в музыке Билла Фризелла.

Потом было возвращение в Беркли (1975 г.), встреча там с Пэтом Мэтини, который то​же только-только начинал свою карьеру. Пэт познакомил его с человеком, который впоследствии стал многолетним партнёром и еди​номышленником Билла — Полом Мотианом. Они записали вместе около десяти очень раз​ных альбомов. Правда, Билл выступал на них лишь в роли сайдмена. Но уравновешенная, слегка задумчивая, но очень "отзывчивая" и энерги​чная манера Билла по праву сделала его по​лноправным соавтором почти всех совмест​ных работ. А они у него были далеко не толь​ко с Полом Мотианом.

Неутомимый экспериментатор Джон Зорн пригласил Билла в свой, ставший уже теперь легендарным, проект "Naked City", а вместе с Рональдом Шенноном Джексоном и Мелвином Гиббсом Фризелл организовал трио "Power Tools". Эти две группы не просто сбли​жали современный джаз, кантри и хард-рок, они начисто сметали все границы между эти​ми стилями. Их предельно насыщенное, вре​менами яростное звучание и шокировало и притягивало одновременно. Ко всему проче​му они умудрялись исполнять в такой фри-джаз-роковой интерпретации вещи Ген​ри Манчини, Мессиана и даже... Дебюсси. Да, это было эклектично, вызывающе, но тем не менее весьма стильно. И большую долю стиля опять же обеспечила всей этой музыке элект​рогитара Фризелла со всеми "примочками" — её мощный, порой почти хеви-металлический саунд отличался просто-таки философ​ской глубиной и мгновенной узнаваемостью.

И совершенно другие по духу проекты запи​сывались с участием Билла Фризелла на фир​ме ЕСМ — с Яном Гарбареком, Полом Блэем, басистами Марком Джонсоном, Арилдом Андерсеном и Эберхардом Вебером, а также первые сольные альбомы молодого гитариста. Не всё из упомянутого можно назвать ти​пичной ЕСМ'овской продукцией, например, проект "Mark Johnson's Bass Desires" — довольно нер​вный и разноплановый, но сразу же получивший высокие оценки критиков. Другие альбо​мы — это спокойная, "нордическая" музыка, где гитара Фризелла звучит уже сдержанно и порой даже аскетически. Здесь очень интерес​но сопоставить две первые собственные запи​си Билла: "In Line" и "Rambler". Они совершен​но противоположны как по настроению, так и по исполнению. Первый альбом — это прак​тически чистое гитарное соло (кое-где в дуэте с Арилдом Андерсеном), очень негромкое, чисто рефлексивное, гармоничное, без фри-джазовых эпизодов. А вот второй проект, записанный уже с привлечением духовых и ритм-секции, стал определяющим для всех по​следующих работ Фризелла — его саунд, пере​менчивый и всё время "уплывающий", усколь​зающий от слушателя, не дающий ему рассла​биться, надолго стал "фирменной маркой" ги​тариста. Этот альбом в американской прессе называли "поэтическим фри-джазом".

После всех переездов и творческих "коман​дировок" (1978 год он провел в Бельгии, где сконцентрировался на сочинении музыки, а с 1979 по 1988 жил в Нью-Йорке и много ез​дил с выступлениями по Америке и Европе) Билл приехал жить в Сиэтл, город, в котором сильны традиции "нового джаза" и начал вы​пускать примерно по одному собственному проекту в год (не считая приглашений в дру​гие составы). Его первой постоянной группой стал "Bill Frisell Band" с Джои Бароном (Joey Baron) на ударных, Кермитом Дрисколлом (Kermit Driscoll) на контрабасе и Хэнком Робертсом (Hank Roberts) на виолончели. Аль​бомы "Lookout For Hope" (последний на ЕСМ), "Before We Were Born" (первый на "Elektra / Nonesuch"), "Is That You" и "Where In The World" заставили всех говорить о но​вом явлении в современном джазе. Эту му​зыку невозможно было спутать ни с чем дру​гим буквально с самых первых аккордов. По​мните знаменитую многолетнюю рубрику "Blindfold Test" в журнале "DownBeat", где музыкантам предлагается угадать исполните​ля после недолгого прослушивания его ве​щи? С Биллом Фризеллом, особенно его сольными альбомами, эта задача становится доступной даже для простого любителя. А "Чикаго трибьюн" так писала о его творче​стве: "Lookout For Hope" — одно из самых значительных открытий в современном джа​зе, эта музыка исполнена благородства, ума и изящества". Сочинения Фризелла начала 90-х поражают сочетанием, казалось бы, не​сочетаемых элементов: трогательности и жё​сткости, яркой мелодики и предельной сво​боды исполнения, узнаваемости и непред​сказуемости.

"Where In The World" в 1991 г. стал насто​ящим шедевром и... практически финалом ансамбля "Bill Frisell Band". Дрисколл и Барон, впрочем, часто работали с Фризеллом и позже, но сменился жанровый уклон самой му​зыки. То, что Билл играл с 1993 года и играет до сих пор, можно условно назвать "американой": после абстрактной тематики пришла конкретная. Американской музыке целиком посвящён альбом "Have A Little Faith" — на нём нет ни одной собственной вещи автора. От Аарона Копленда и Чарльза Айвза до Бо​ба Дилана и Мадонны — таков его диапазон. Однако этот поворот вовсе не означал отка​за от прежней стилистики. Просто его музы​ка, ранее бывшая очень космополитичной по тематике, теперь "повернулась лицом к Аме​рике". Пластинка "This Land" даже своей обложкой с изображением американского про​винциального железнодорожного вокзала да​ёт слушателю определенный ориентир. А на​звания — "Jimmy Carter", "Julius Hemphill", "Unscientific American" — говорят очень о многом прежде всего американцу. Показа​тельно и другое: во многих композициях по​является отчетливый призвук кантри, и в од​ной из первых — в измененной почти до не​узнаваемости старой вещи "Strange Meeting" ("Странная встреча"), взятой с одноименного старого "буйного" альбома проекта "Power Tools". "This Land" был назван в прессе ни больше не меньше, чем "образцом амери​канской музыки конца XX века".

Однако Билл Фризелл не ограничился чис​то музыкальными ассоциациями: он выпустил в 1995 году два альбома с саундтреками к старым немым фильмам американского клас​сика эксцентрически-комедийного кино Бастера Китона. Это не просто музыка, навеянная кинообразами, какую, например, в последнее время делает Джон Зорн, а расписанные соответственно всем эпизодам фильмов с соблю​дением хронометража иллюстративные, почти визуальные композиции. Никаких "лишних" инструментов и даже эффектов — строгое трио гитара-бас-ударные, но музыка, испол​ненная впервые на фестивале "Jazz On Film" в Сан-Франциско, удостоилась восторженных слов не только джазовых, но и кинокритиков: "Казалось, что Бастер Китон сам играл вместе с ними, настолько музыка соответствовала все​му действию". Редкий случай — даже не зная в принципе самих фильмов и вообще Бастера Китона, можно без всякого ущерба для впе​чатления слушать эти альбомы — они ничего при этом не теряют.

У музыки Фризелла в 90-е годы складыва​ется своя особая каста слушателей — они мо​гут быть одновременно как поклонниками мейнстрима, так и приверженцами рока, блю​за или фри-джаза, это не имеет принципиаль​ного значения, главное — чтобы человек це​нил в искусстве новизну и поиск, но не был при этом в душе экстремистом. И тут Билл не подводит своих фэнов, каждые несколько лет меняя состав. В 1996 году на свет появляется "Bill Frisell Quartet" — странная группа (и од​ноименный альбом) без ритм-секции с Кертисом Фолксом (Curtis Fowlkes — tb.), Роном Майлсом (Ron Miles — tp.) и Эйвиндом Каном (Eyvind Kang — violin). В музыке Фризелла ритм всегда играл (и играет) очень важную роль, в результате здесь инструменты постоян​но меняют свои функции — каждый из них в одной и той же вещи и солирует и тут же че​рез минуту берёт на себя отсчёт темпа.

В этом ансамбле Фризелл сознательно чуть-чуть отодвигает себя на роль дирижера, а не солиста — его гитара скрепляет общее зву​чание и направляет его в нужное русло. При очень разнотемповых и сложных композици​ях это совершенно необходимо, иначе всегда существует риск "свалиться" с заданного соче​тания темпов. Впрочем, музыканты справляются со сложной задачей без видимых усилий: звучание альбома, прозрачное, почти невесо​мое и очень ностальгическое, навевает лёгкую меланхолию, но приковывает к себе внима​ние красивыми, почти академическими мело​диями. Сам Фризелл говорил в интервью жур​налу "DownBeat" в 1996 году "Эта группа, с духовыми и струнными, может исполнять ти​пично оркестровые пьесы... У меня появился шанс делать более свободные и масштабные аранжировки. Конечно, возникают и пробле​мы, особенно связанные с согласованностью, поэтому я и собрал вместе именно этих пар​ней: у них потрясающее чувство ритма".

В начале-середине 90-х Билл участвует во множестве чужих проектов: вместе с Джоном Скофилдом, Джинджером Бейкером, Элви​сом Костелло, Джо Ловано, Уэйном Хорвицем, но стоит, пожалуй, чуть поподробнее ос​тановиться на трёх его совместных работах. Альбом "Weird Nightmare" — посвящение Чарльзу Мингусу — наверное, самая изощ​ренная и современная трактовка его музыки. Продюсер Хэл Уиллнер составил альбом по принципу "один солист — одна пьеса", и ду​эт Фризелл — Вернон Рейд исполнил компо​зицию "Work Song" с такой страстью и глуби​ной, что она стала центральным пунктом все​го проекта. Еще одна совместная работа с кларнетистом Доном Байроном (Don Byron) — "Tuskegee Experiments" — показала всем, что Билл Фризелл в состоянии вплести звуча​ние своей зафуззованной и реверберированной гитары в любой, самый что ни на есть вычурный акустический проект и не выгля​деть при этом чужеродно.

Но это всё были альбомы, так сказать, в ру​сле современного авангарда и фри-джаза — они серьёзно не отличались от остальных его совместных работ. Однако пластинка 1996 го​да "Angel Song", записанная Биллом с Кении Уилером (Kenny Wheeler — tp), Ли Коницем (Lee Konitz — as) и Дейвом Холландом (Dave Holland — b), явила совсем иную картину. Все вещи на этом диске — сочинения Уилера, ко​торый был когда-то сайдменом у Фризелла на альбоме "Rambler", а теперь они поменя​лись "местами". Эта музыка действительно на редкость соответствует своему названию — изумительные, почти неземные мистичес​ки лирические баллады; слышно, что все ис​полнители настроились "на одну волну", од​но чувство — семидесятиминутный альбом с длиннющими композициями пролетает в од​но мгновение и хочется слушать его ещё и ещё. Билл показал, что "ничто человеческое ему не чуждо": его гитара здесь — сама гар​моничность и чувствительность, ни единой шероховатости, которая могла бы нарушить тонкий и возвышенный саунд. Трудно вообще представить себе, чтобы такие мелодии мог​ли кого-то оставить равнодушным.

В 1997 году происходит то, что заставило многих американцев вдруг по-новому от​крыть для себя творчество гитариста, а многих европейцев — несколько усомниться в собст​венно джазовой его устремлённости. Фризелл выпустил альбом "Nashville", в котором тема​тика кантри оказалась чуть ли не преоблада​ющей. Появились типичные для этого жанра инструменты (мандолина, банджо, гармоника, добро) и даже местами типично "кантриевский" вокал. Пожалуй, это самый "народный" и простой альбом Билла — после "отдания долга чести" классике и популярной музыке США в диске "Have A Little Faith", здесь он хо​тел показать, что народные американские ме​лодии тоже достойны того, чтобы сделать из них шедевр другого рода. Этот диск уникален по-своему — его ведь нельзя назвать ни соб​ственно кантри, ни джазовым, ни авангард​ным, ни каким-либо ещё. Просто корневая американская музыка в современном изложе​нии, без предрассудков и предвзятости.

С творчеством Билла Фризелла, конечно, нельзя в целом ознакомиться по одному или даже двум его работам (что, скажем, вполне можно сделать с музыкой Сонни Роллинза или Уэса Монтгомери). Кого-то оставят равнодуш​ным или даже возмутят хард-роковые прие​мы, которых много в его альбомах середины и конца 80-х, а других собьёт с толку полистилистика последних проектов. Как-то так выхо​дит, что даже самые преданные поклонники Фризелла напрочь отвергают некоторые его альбомы, зато те, кто раньше о нём не слы​шал, частенько "попадаются" именно на эти менее характерные диски.

Туры по Америке и Англии с кларнетистом Марти Эрличем (программа, посвященная творчеству Джулиуса Хемфилла), концерты с Джои Бароном и Лос-Анджелесским симфоническим оркестром, очередные проекты музы​ки для кино — Билл Фризелл во второй поло​вине 90-х занят далеко не только своими соб​ственными идеями. Но и ими тоже... В послед​ние два пода гитарист традиционно меняет со​став, сократив его до трио и пригласив в ритм-секцию Виктора Краусса (Victor Krauss — бас) и Джима Кельтнера (Jim Kettner — удар​ные) — музыкантов, которые долгое время иг​рали в блюэ-рок-группах (в частности, у Боба Дилана, Джорджа Харрисона, Рая Кудера, Джо​на Леннона, Лайла Лоуэтта). И вновь очеред​ная "странная встреча" — альбомы "Gone Just Like A Train" и "Good Dog, Happy Man". Что по идее должно было получиться из сочетания ти​пичной рок-ритм-группы и медитативной джазовой гитары Фризелла? Джаз-рок? Вовсе нет — вышло что-то как всегда неожиданное. Звучание приобрело явно блюзовый оттенок, жестковатые ритмические схемы стали под​кладкой на этот раз под ясный и почти всегда чистый, неискажённый гитарный саунд. Появи​лось неожиданно много акустической гитары — звонкой, сочной, почти классической. Преж​ним остался только этот такой узнаваемый облик музыки Билла Фризелла — что бы он ни играл, он делает все звуки своими — чуть флегматично-ностальгическими и несущими смысл в каждой отдельной ноте. Ничего лишнего — его девиз остаётся неизменным.

--- Jazziz

	Bill  FRISELL
	In Line
	1983 
	43:07
	label: ECM

Bill Frisell [el & ac gs], Arild Andersen [b](см.).

	Bill  FRISELL
	Rambler
	1985 
	45:47
	label: ECM

Bill Frisell [g, g  synth]; Kenny  Wheeler (см.) [tp, cornet, flh]; Bob Stewart [tuba]; Jerome Harris (см.) [el b]; Paul Motian [d] (см.; на всех его CD участвует Frisell).

	Bill  FRISELL
	Smash & Scatteration
	1986
	35:37
	label: Rykodisc (USA) 

Rec. 1985

Bill Frisell & Vernon Reid (см.) – el&ac guitars, guit synths, banjo, drums.

1. Lanscapes in Alternative History

2. Size 10 ½ Sneaks

3. Amarillo, Barbados

4. Last Nights of Paris

5. Dark Skin

6. Fr, Fr, Frisell

7. Small Hands

8. Black Light

Мы полагаем, что эти композиции – суть  карикатуры на некоторые музыкальные направления. Например, Small Hands – явная пародия на типичную ECM’овскую продукцию.

>MARC RIBOT Y LOS CUBANOS POSTIZOS:Muy Divertido! (Very Entertaining)

	(Bill  FRISELL)
	BASS DESIRES:

“Bass Desires”
	1985
	53:56
	label: ECM

Marc Johnson (см.) [b], Bill Frisell [g, g synth], John Scofield (см.) [g], Peter Erskine [d].

	(Bill  FRISELL)
	BASS DESIRES:

“Second Sight”
	1987
	52:06
	label: ECM

Marc Johnson (см.) [b], Bill Frisell [g], John  Scofield (см.) [g], Peter Erskine [d].

	Bill  FRISELL
	Lookout For Hope
	1988 
	45:20
	label: ECM

Bill Frisell [el & ac gs, banjo], Hank Roberts [cello,voice], Kermit Driscoll [b], Joey Baron [d]

	Bill  FRISELL
	Before We Were Born
	1989
	47:00
	label: Elektra Musician

B.Frisell [el&ac g, banjo]; Arto Lindsay (см.) [el g]; Peter Scherer [k]; Hank Roberts [cello]; Julius Hemphill (см.) [a s]; Doug Wieselman [bar s]; Kermit Driscoll [b]; Joey Baron [d].

	Bill  FRISELL
	Is That You ?
	1990
	51:53
	label: Elektra Musician

Bill Frisell [gs, b, banjo, ukulele, cl], Wayne Horvitz (см.) [keys, dr prog, b], Joey Baron [d], Dave Hofstra [tuba, b]. Produced by Wayne Horvitz.

	Bill  FRISELL
	Where In The World ?
	1991
	54:33
	label: Elektra

Bill Frisell [gs, ukulele], Hank  Roberts [cello, jazz-a-phone fiddle], Kermit Driscoll [bs], Joey Baron [d]. Produced by Wayne Horvitz.

	Bill  FRISELL
	Bill Frisell And Joe Lovano With Paul Motian In Tokyo
	1991 
	54:56
	label: JMT

Bill Frisell [g], Joe Lovano (см.) [ts], Paul Motian [d]

“More nice stuff. I’m enjoying this. I think that I’ve sorted out who most of the guys are. I love Bill Frisell’s playing because he surprises me all the time. When I go to see him live or work with him, I literally laugh out loud because I don’t know what’s going to come out or when. He also makes me think of Thelonious Monk. Familiar tune, and cute treatment. I loved the tempo. I’m inferring that it’s Paul Motian on drums.” —  Jim Hall

	Bill  FRISELL
	Have A Little Faith
	1993
	61:01
	label: Elektra Nonesuch

Bill Frisell [g], Don Byron [cl, bcl], Guy Klucevsek [accordion], Kermit Driscoll [b],  Joey Baron [d]. Prod. By Wayne Horvitz. Авторы  сочинений: Aaron Copland, Charles Ives, Bob Dylan,Sonny Rollins, Madonna, etc.

	Bill  FRISELL
	This Land
	1994
	65:58
	label: Elektra Nonesuch

Bill Frisell [g], Don Byron [cl,bcl], Billy Drewes [as], Curtis Fowlkes [tb], Kermit Driscoll  [el  & ac bs], Joey Baron [d]. 

	Bill  FRISELL
	Just So Happens
	1994 
	51:52
	label: Postcards

Gary Peacock [b]; Bill Frisell [g-s].

	Bill  FRISELL
	“The High Sign” /  “One Week”
	1995
	37:10
	label: Elektra Nonesuch

Bill Frisell [ac & el gs], Kermit Driscoll [ac  & el bs], Joey Baron [d & perc].

	Bill  FRISELL
	Go West
	1995
	69:24
	label: Elektra Nonesuch

Состав – как выше.

“Strange, moody, atmospheric and always interestingly moderne instrumentals from master guitarist Frisell, bassist Kermit Driscoll and drummer Joey Baron. Makes me want to see the film Go West.”  --’Mix’, march 1996.

	Bill  FRISELL
	Live
	1995
	71:33
	label: Grammavision

Cостав – как выше.            [Rec. 1991]    

	Bill  FRISELL
	Deep Dead Blue
	1995
	26:48
	label: Nonesuch

Bill Frisell [el g]; Elvis Costello (см. тж. Costello в ‘Alternative’; тж. с: John Harle) [v].

A la традиционный вокальный джаз. Но с очень новыми звучаниями и настроениями. Очаровательная ретро-фантазия! Жаль только, что программа столь коротка. Совместный с Costello проект – см. тж. ниже CD “The Sweetest Punch”.

	Bill  FRISELL
	Quartet
	1996
	62:00
	label: Nonesuch

Bill Frisell [el&ac g]; Eyvind Kang [violin, tuba]; Ron Miles (см.) [tp, piccolo tp]; Curtis Fowlkes [trb].

	Bill  FRISELL
	Nashville
	1997
	63:02
	label: Nonesuch

апогей гитарного гения

Bill Frisell [el&ac g]; Victor Krauss [b]; Jerry Douglass [dobro]; Ron Block [banjo, ac g]; Adam Steffey [ [mandolin]; Robin Holcomb [v]; Pat Bergeson [harmonica].

Its tempting to imagine Bill Frisell at 14, Denver junior-high band nerd, practicing every day on his clarinet, the  best in school, but really just beginning to tame it, to fully rid himself of the nasty squonks that stiff-reeded horn is prone to. He's sitting in a chair facing a wire stand with  a piece of paper propped on it, moving his fingers over the keys, reading the lattice of notes to Tchaikovksy’s "March Slav," or "Stars and Stripes Forever." It's late summer cooling down toward evening, and somewhere down the block a radio starts playing the Byrds' "Eight Miles High." He can barely hear it, but it pulls him away from his practice, makes him open the window a lit​tle wider. That strange strangled lead, the insistent drums.The words are too distant to make out, but there's something otherworldly in it, something different from and more exciting than anything he's heard come off of a score. It’s earthy and ethereal, and out of reach. Suddenly, the clarinet in his hands feels like an inert hunk of wood and metal, its range impossi​bly small. It makes him wonder if all this practice is a trap he's fallen into, if thinking about music in only one way — the way that says music is like a library of books that you learn to read — will, in the end, lock it away from him. Whatever the exact context of his revelation, young Frisell came up with a strategy for breaking free: He began spending his time with an instrument he was blind in. "When I first started playing guitar" explains Frisell from his home in Seattle, "it was like a com​pletely different side of my brain was working. Clarinet was a real intellec​tual process. I read well, read music, and played in orchestras and cham​ber groups. But when I started play​ing guitar, I just sort of did it all on my own. It was weird. I couldn't read music on the guitar but I could figure out stuff from records." [...]

Later, with the help of a good teacher, Frisell would fold his reading knowledge back into his guitar work; even the hollow timbre of the clarinet would, eventually, reappear like a ghost through his use of effects. But the choice was decisive, and only the first in a series of turning points in which he chose the unknown over the familiar in the service of the music "out there," the sound he heard and somehow knew he could play.

Frisell recently passed another of these crossroads, and it hasn't been easy It was more complicated than a kid picking up a new instrument, and this time it wasn't entirely his choice. For more than a dozen years, he'd been making music with drummer Joey Baron and bassist Kermit Driscoll. The rapport of that famous trio had gone beyond mere familiarity. Listen to the live performances from 1991 that Gramavision released a couple of years back. The three musicians push each other mercilessly yet with sensitivity. At times they create the beautiful, the furious, the abstract with the ease of nature: You hear reeds on water a fire burn​ing, the thick silence around a pat​tern of stars. [...] 

frisell's NASHVILLE IS NO PLACE IN PARTICULAR, CERTAINLY NOT THE CENTER OF COMMERCIAL COUNTRY MUSIC. RATHER, THE RECORDING COMES ACROSS AS A POSTCARD FROM SOME WISTFUL UTOPIA, THE PERFECT HOME YOU NEVER HAD BUT LONG FOR NONETHELESS. The pace and ambiance of Nashville is very comfortable. It sounds not pat, by any means, but like it had a good chance to ripen before the mics and recorders were turned on. The narrative of its development, you might think, could be this: Frisell takes some time to let the idea percolate, gradually writes some tunes for the personnel he has selected or imagines, picks the best, lets the others settle out, structures some fairly detailed arrange​ments, then pulls everybody together for rehearsals; finally, the whole crew rolls into the studio, and they perform their most gor​geous versions of the music they are already well familiar with.

That scenario could hardly be further from the truth. In fact, Nashville was yet another of Frisell's launches into the unknown, another instance in which he set himself in the arms of Music (and great musicians) and trusted in his instincts and abilities to pull disparate voices together into something coherent and compelling.

"The second thing someone will say about my playing is that there's this country influence," says Frisell,"but I never really played the real thing. It was sort of like if I had gone to India to play with some people. I had no idea what was going to happen."

And there were just a couple of days in which he could get all these guys together — certainly no time for rehearsals. The busy people he had called included Viktor Kraus, of Lyle Lovett's band;

Adam Steffey and Ron Block, who played with Viktor's sister Alison Kraus; bluegrass legend and dobro virtuoso Jerry Douglas; old friend and producer (and husband of Robin Holcomb) Wayne   Horvitz; and harmonica player Pat Bergeson. Basically, the musicians landed in the studio at the same time, shook hands, and started playing.

Jerry Douglas didn't even know Frisell when he got the invitation to work on this record. "He'd heard stuff that I had done," Douglas says, "but my only knowledge of Bill was through Bela Fleck, who's my next-door neighbor." And the roughs Douglas got on tape did​n't give him a very good idea of what the guitarist was looking for or how his dobro was going to fit in. It may be a measure of Douglas' trepidation that when he first arrived at the studio to meet Frisell — who was ready to welcome him as a musical hero — he found that he'd forgotten his bar. It was like a fiddle player forgetting his bow. "It's the one thing that sets the instrument apart," Douglas explains. "That had never ever happened before. I was so embarrassed. I thought, 'Oh great, there goes my image with this guy. Everything else was pretty normal after that.'"

Normal in comparison, but, as Douglas tells it, a little disjointed at first. Then the Frisellian miracle occurred. Suddenly the music (and Frisell's faith and good humor) began to take precedence over the abruptness of the situation; everything started to jell. The players sat in a circle in the studio and listened, and made music unlike anything they were likely to make separately. Douglas forgot the roughs, forgot whatever words had been spo​ken. He watched Frisell's body move as he played his guitar, and he used that motion, almost as much as his ears, as a cue for shaping his lines on the dobro.

Part of the reason Frisell is so consistently able to pull off this kind of miracle, in any context, is because of the people he sur​rounds himself with. When you ask him what he looks for in a musician, he stammers around a little, then says, "Its like a per​sonality thing. Someone who's not so much prejudiced."

For a while when he was developing as a musician, Frisell says, he was "a real jazz-purist arch-top guitar kind of guy." That's decidedly not the kind of musician Frisell most wants to hook up with these days. He prefers someone like Joey Baron or Kermit Driscoll or Paul Motian or John Zorn, musicians willing to get their inspiration from any source that catches their ear and imagination. Or like Jerry Douglas, who, after a little initial skepticism, felt relieved and liberat​ed to be playing something other than another country studio gig. Or like Eyvind Kang, the young violinist in Frisell's quartet who, Frisell says, "is open to everything. He's classically trained from when he was really small, but he just knows a lot about every kind of music that you can imagine. He can go from playing a Bach violin sonata to crushing his violin on the floor with a brick or something."

When Frisell gets this kind of musician in a performing unit or into the studio, he repays their openness with trust. "He knows exactly what he wants out of his music," Joey Baron says, "but the thing that's really great about it is that he lets people explore what they want to do with it first. That one little stage of letting the person do what they would do under their own judgment, that's really generous. He's willing to go down the road to explore where that takes you." Ron Miles, trumpeter in the Bill Frisell Quartet, sounds much the same. "It almost feels like it's your band sometimes," he says. "He's so generous."

Frisell's is a generosity born of faith and daring. "What keeps me going, I guess, is always reaching out for something more," Frisell says. "It's always been like that. There's a sound out there that I can't get to, I can't even hear it clearly. But I know it's there."

Now, with a new working group in the quartet, and a new group of relationships in Nashville, he's dreaming of further permutations for getting closer. Last December, he did a series of sessions for another Nonesuch project with rock drummer Jim Keltner, whose credentials range from Eric Clapton to the Traveling Wilburys. "Sometimes I fantasize about mixing all these things together," Frisell says, excitedly "like the quartet with Jerry Douglas playing with us, or the quartet with Jim Keltner and Viktor as a rhythm section, or all those Nashville guys and Jim Keltner."

Bill Frisell hasn't forgotten his earliest lessons. He's still ready to take his eyes off the score, to open the window a little wider.

---- William Stephenson is a writer and educator who lives in Gainesville, Florida. ‘JAZZIZ’

	Bill  FRISELL
	Gone, Just Like A Train
	1998
	69:59
	label: Nonesuch

Bill Frisell [el&ac g]; Victor Krauss [b]; Jim Keltner [d, perc].

	Bill  FRISELL
	Good Dog, Happy Man
	1998
	62:21
	Bill Frisell [el&ac g]; Wayne Horvitz (см.) [organ, p, samples]; Ry Cooder (см.) [el g, Ripley guitar]; Greg Leisz [pedal steel, dobro, lap steel, Wiessenborn, National steel guitar, mandolin]; Victor Krauss [b]; Jim Keltner [d].

	Bill  FRISELL
	Ghost Town
	1998
	62:54
	Bill Frisell [el&ac guitars, 6-str banjo, b, loops].

Красивая и бездумная гитарная музыка. Когда гитарист может себе позволить, он издаёт такой диск. Но не забывайте, что в данном случае перед вами – супер-гитарист экстра класса.

За двадцать лет карьеры Биллом Фризеллом выпу​щены десятки авторских дисков: он участвовал в самых разных про​ектах — от авангардиста Джона Зорна до британской поп-дивы Мэриэнн Фэйтфул, однако знаме​нитый гитарист Фризелл (с ударе​нием на втором слоге) впервые вы​пускает альбом сольной гитарной музыки. Представьте себе персо​нажей Вима Вендерса или Джима Джармуша, которые надумали по​ставить в каком-нибудь брошен​ном городе (это правильный пере​вод названия диска, призраки тут не причём) где-нибудь в техасской глубинке оперу Джорджа Гершвина «Порги и Бесс» и неторопливо под​бирают на блюзовой гитаре – за неимением ничего другого — аккомпанемент. Сюрреализм, достой​ный третьего киноимени — Дэйвида Линча. Временами напоминает Джона «Махавишну» Маклохлина периода «My Goal's Beyond». И ес​ли все эти имена вам что-то гово​рят, то не соскучитесь, несмотря на то, что гитарные переборы Фризелла — и очень тихие, и очень медленные.

--- Салон AV

	Bill  FRISELL
	The Sweetest Punch
	1999
	64:27
	label: Decca (London)  www.decca.com 

“The Sweetest Punch” features new instrumental arrangements by Bill Frisell of all the songs composed by Elvis COSTELLO and Burt BUCHARACH for their 1998 album, “Painted From Memory”.

Превосходные арранжировки мелодий a la retro. Совместный с Costello проект – см. тж. выше CD “Deep Dead Blue”.

Bill Frisell [el&ac g]; Don Byron (см.) [cl, bass cl]; Ron Miles (см.) [tp]; Billy Drewes [a s]; Curtis Fowlkes [trb]; Victor Krauss [b]; Brian Blade [d, perc]; Elvis Costello (см.) [v (#2,10)]; Cassandra Wilson (см.) [v (#5,10)].

Produced by Lee Townsend.

Almost as soon as they had finished writing, I received some piano scores and a demo tape with Elvis singing and Burt playing the piano. What a thrill and honor it was to hear these twelve beautiful new tunes before anyone else on the planet. I was then left on my own to decide how to arrange them.

This recording was done in New York while Burt and Elvis were working in Los Angeles on "Painted From Memory" None of us heard what the others were doing until we all finished. I can't imagine this ever happening again -- a truly once-in-a-lifetime experience.

This project could never have happened if it weren't for a long chain reaction involving a whole bunch of people working together. There are too many to thank and I'm scared I'll leave out half of them -- but to give you some idea of what was going on here -- there's Elvis and Burt for writing the music, all the musicians, Lee Townsend, [...]. This was a pleasure from beginning to end. Thanks to all these folks.

BILL FRISELL

It s hard to believe that Bill Frisell began arrang​ing these tunes just a few days after the ink was dry on the last of our original manuscripts. In fact, much of "The Sweetest Punch" was recorded while Burt and I were still completing "Painted From Memory". I didn't dare listen to these inter​pretations until our record was safely delivered to the factory. My curiosity quickly overcame me.

I want to thank Bill for listening so imaginatively to both the words and the music. He has distilled the mood and feeling of these songs through the voices of this extraordinary ensemble and his own playing. Thanks also to Lee and all the production team at Verve and Decca, and to Cassandra for her lovely reading of "Painted From Memory" and for having the good humour to venture into our duet.

ELVIS COSTELLO

	Bill  FRISELL
	Blues Dream
	2001
	62:09
	label: Nonesuch   www.nonesuch.com 

all compositions by Bill Frisell

Bill Frisell [el&ac g, loops]; Greg Leisz [pedal steel, lap steel, National steel g, Scheerhorn resonator g, mandolin]; Ron Miles (см.) [tp]; Billy Drewes [a s]; Curtis Fowlkes [trb]; David Piltch [b]; Kenny Wollesen [d, perc].

То, что Билл Фризелл рано или поздно начнёт играть в духе новомодных jam-band'ов было очевидно с того самого момента, когда они — джем-бэнды — появились. На полутора сотнях дисков, записанных Фризеллом за двадцати​летнюю карьеру, и так можно найти всё, что нужно для этой гремучей смеси из почвенни​ческого кантри, архаического блюза, джазовой импровизации, классического чувства формы и богемной ностальгии а-ля Том Уэйтс. (В начале 80-х он даже записал пластинку в Праге для чехословацкого Supraphon'a по приглашению своего соученика по школе Беркли Эмиля Виклицкого). Фризелл играл кантри-рок с Элвисом Костелло и академический постминимализм с Гэвином Брайарсом (After the Requiem). Если вы запомнили слайд-гитару Рая Кудера в фильме «Париж, Техас» и диалоги Майлза Дэйвиса с Джоном Ли Хукером в the Hot Spot, при этом вам нравятся Tin Hat Trio (а также альбом Nashville самого Фризелла), то семеро джазистов с Фризеллом во главе (солирует только он сам) в принципе должны сразить вас наповал.

В сущности, весь альбом — это две «блюзовые мечты» — чёрные, афро-американские moanin' — блюзы без слов под гитару, и белая — кантри-песенка на мотив старинных куплетов типа Shenandoah. И всё, что между ними — аранжированное в стиле кул-джаза эпохи Кэпитол-нонета Майлза Дэйвиса. 

---“PLAY” 

	Bill  FRISELL
	"Bill FRISELL with Dave HOLLAND and Elvin JONES"
	2001
	66:56
	label: Nonesuch   www.nonesuch.com 

Produced by by Lee Townshend and Michael Shrieve.

Rec. at Avatar Studios, New York City.

B.F. [el&ac g, loops]; D.H. [b]; E.J. [d].

	Bill  FRISELL
	The Willies
	2002
	66:24
	Bill Frisell [el&ac g, loops]; Danny Barnes [banjo, ac g, bass harmonica, pump organ]; Keith Lowe [b].

	Bill  FRISELL
	"Bill FRISELL & Petra HADEN"
	2002
	49:22
	label: Nonesuch

Bill Frisell [el/ac g, loops]; Petra Haden [vln, voc].

Petra Haden – дочь того самого Чарли Хэйдена. Ещё одна талантливая дочь (вспомним тж. Anja Garbarek).

	Bill  FRISELL
	The Intercontinentals
	2003
	70:34
	label: Nonesuch

Frisell [el/ac g, loops, bass]; Vinicius Cantuaria (см.) [el/ac g, v, d, perc]; Sidiki Camara [calabash, djembe, congas, perc, v]; Christos Govetas [oud, v, bouzouki]; Greg Leisz [slide g, pedal steel g]; Jenny Scheinman [vln].

	(Bill  FRISELL)
	John ZORN:

"Masada Guitars"
	2003
	74:39
	label: Tzadik

performed by: Bill Frisell / Marc Ribot (см.) / Tim Sparks (см.)

	Fred  FRITH ---см. в разделе 'Alternative'
	
	
	
	

	Mitchell  FROOM
	Dopamine
	1998
	31:40
	M.F. -- см. тж. с: Arto LINDSAY; Laurie ANDERSON;

acid fusion – использован очень широкий спектр приёмов современной музыки.

Produced, recorded and mixed by Tchad Blake.

В этом проекте приняли участие как музыканты из круга John Zorn’а, так и такие звёзды вокала, как Sheryl Crow, Suzanne Vega.

Mitchell Froom & Tchad Blake & Greg Cohen & Pete Thomas & Steve Donelly из этого состава – см. тж. с Randy Newman в секции ‘Jazz’.

Mitchell  FROOM & Tchad BLAKE – см. тж. с Jimmy  SCOTT в секции ‘Jazz’.

Mark Feldman, Greg Cohen, Dave Douglas -- см. тж. с John ZORN в секции ‘Alternative’.
Драйвовый и навороченый проект, с энергетикой Тома Вэйтса, с элементами ретро, блюза и т.п. – супер-колоритная гипер-эклектика. Потрясающие арранжировки и продакшн.

Некоторые композиции с вокалом. №3 можно исключить.

1. TASTES GOOD   2:29
David Hidalgo – electric guitar, vocals

Jerry Marotta – drums

Pete Thomas – drums (looped)

Steve Donnelly – electric guitar

Mitchell Froom – Indian banjo, stabs, loops

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce – strings

2. THE BUNNY   2:40
M. Doughty – vocals

Pete Thomas – drums, percussion

Steve Berlin – saxes, flute

Steve Donnelly – electric guitars

Mitchell Froom – Hammond organ, melodica, piano

3. KITSUM    1:19
Lisa Germano (см.) – vocals, violins 

Jerry Marotta – drums (looped) 

Steve Donnelly – E-Bow National guitar 

Tchad Blake – whips, atmosphere (field recording)

Mitchell Froom – Indian harmonium, record surface   noise, loops

4. DOPAMINE      3:00

Suzanne Vega – vocals, acoustic guitar (looped)

Pete Thomas – drums (looped)

Steve Donnelly – electric guitars

Mike Visceglia – fuzz bass

Mitchell Froom – organ, various effects, loops

5. WATERY EYES      2:55
Mark Eitzel – vocals

Dave Douglass (см.) – trumpet (solo)

Greg Cohen – acoustic bass

Jerry Marotta – drums

Steve Donnelly – National guitar

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce – strings 

Kenny Wollesen – vibes 

Mitchell Froom – Marxophone, toy piano, accordion, piano

6. MONKEY MIND      2:44
Sheryl Crow – vocals

Pete Thomas – drums, percussion

Steve Donnelly – electric guitars

Bruce Thomas – bass

Scott Robinson – flutes

Tchad Blake – oscillator

Mitchell Froom – chamberlin, carousel effects

7. NOODLETOWN    2:37
Steve Donnelly – lead guitar

Pete Thomas – drums

Greg Cohen – acoustic bass

Kenny Wollesen – vibes

Mitchell Froom – button cinema organ, Hammond organ

Ruby Froom – background screams

8. WAVE       2:56
Miho Hatori – vocals

Jerry Marotta – drums, percussion

Greg Cohen – acoustic bass

Steve Donnelly – electric mandolin

Chris Speed – clarinets

Tim Pierce – slide guitar

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce – strings 

Charlotte Froom – door slam 

Mitchell Froom – Claviola, Hammond organ, toy apple, optigan loop, piano

9. I’D BETTER NOT     3:15
Louie Perez – vocals 

Pete Thomas – drums, percussion 

Greg Cohen – acoustic bass 

Chris Speed – sax, sax solos 

Dave Douglass – trumpet 

Josh Roseman – trombone 

Scott Robinson – baritone sax 

Steve Donnelly – slide guitar 

Kenny Wollesen – vibes 

Mitchell Froom – piano

10. PERMANENT MIDNIGHT     1:43
Jerry Stahl – vocals

Jerry Marotta, Pete Thomas – drum jam (looped) 

Greg Cohen – acoustic bass 

Steve Donnelly – electric guitar 

Chris Speed – sax

Mitchell Froom – orchestron, piano, record clicks, short wave, effects, loops

11. OVERCAST      2:43
Ron Sexsmith – vocals

Pete Thomas – drums

Don Kerr – plucked cellos (as bass)

Dave Douglass, Chris Speed, Josh Roseman, Scott Robinson – horns 

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce – strings 

Mitchell Froom – piano

12. FRUTA PROHIBIDA     3:16
Mark Feldman – violin (solo)

Greg Cohen – acoustic bass

Kenny Wollesen – marimba

Steve Donnelly – electric and acoustic guitars

Jerry Marotta – percussion

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce strings 

Charlotte Froom – Intro Fly-in 

Tchad Blake – steam ambience 

Mitchell Froom – harmonium 

The introduction is an altered sample from “Oboe Quintet” (from the recording “To Dance To The Whistling Winds”) by David Froom.

	FUENTES
	Garam Masala
	1998
	57:15
	afro-latina со значительной долей современного импровизационного free-fusion джаза в духе позднего Miles Davis.

label: Materiali Sonori http://www.matson.it  matinfo@matson.it
Fuentes: Ettore Bonafe [perc, tabla, ghatam, vibes, icebell, ogorogoro, bell tree, wind chimes, plate bell, clave, djembe, toms]; Paolo Casu [congas, djembe, darbouka, turkish bongos, bendir, guiro, balafon, mbira, anklung, ghatam]; Brahima Dembele [rototom, djembe, balafon, v]; Sergio Gistri [tp]; + guests: Antonio Gentile [berimbau]; Bolivar Miranda [bamboo flute]; Alessandro Agostini [double bass, ac bass, el bass]; Antonio Gentile [didjeridoo]; Sana Soro [balafon].

Ettore Bonafe: ettore@ftbcc.it 

	Satoko FUJII
	Kitsune-Bi
	1999
	52:20
	label: Tzadik

rec. 1998

Satoko Fujii: piano

Mark Dresser (см.): bass

Jim Black (см.): drums

Sachi Hayasaka: soprano sax

Pianist Satoko Fujii leads a beautiful date featuring solo pieces, duets with soprano saxophonist Sachi Hayasaka, and trio numbers with eminent bassist Mark Dresser and ingenious percussionist Jim Black. Kitsune-Bi sounds great the first time through, and becomes more wildly impressive with each listen, revealing multi-layered depths. The pieces are all originals (except Jimmy Giuffre's "Moonlight"). The album opens with "Hizumi," a trio tune that begins with the musicians feeling each other out. They gel within the first minute, and Dresser soon starts performing double duty, moving around rhythmically with Black while simultaneously interacting with Fujii. The clincher is Dresser's ability to mimic all the sounds of the piano theme; it's mind-boggling that he can create these sounds with a bass. "Sound of Stone" is a solo piano piece that Fujii opens by musically chalking out the boundaries. A dark chord signals the end of the sketching, and she proceeds to fill the piece with dramatic runs and stalls, momentous build-up and thinning-out contrasts, and clusters that move up the scale followed by single notes that tinkle back down. This excellent melodic piece showcases her ability without turning into a show of empty virtuosity. "Zauzy" is a duet between piano and soprano saxophone; Fujii and Hayasaka play foil to each other, giving the impression of notes flying from a large, spinning music wheel. About 18 minutes into the trio piece "Past of Life," the group recalls the groove and interaction of Tim Berne's Bloodcount. Altogether, Kitsune-Bi is a stunning album filled with amazing interplay and stellar compositions. The astonishing skill and distinctive style on display here is somewhat surprising, considering that this is only Satoko Fujii's second U.S. release. Kitsune-Bi is an achievement of constantly flowing brilliance and creativity.
1. Hizumi

2. Sound of Stone

3. Zauzy

4. Past of Life

5. Bal-Lad

6. Drops

7. Moonlight/Sola

8. Kitsune-bi

9. This is the Thing That I Have Forgotten

	Satoko FUJII
	Toward To West
	2000
	58:13
	label: Enja

rec. 1998

Satoko Fujii: piano

Mark Dresser (см.): bass

Jim Black (см.): drums

Satoko Fujii is know for her challenging, improvisation orchestra and smaller ensembles that rival the orchestra for the size of their sound. Here Satoko presents a more reflective, tranquil side, especially on the 32-minute title track. This classically trained free jazz pianist has a vocabulary that allows her to express herself in the dynamism of Cecil Taylor and the serenity of Abdullah Ibrahim. Compared to the sextet and her orchestras, these trio recordings allow us to indulge ourselves in every bit of her amazing playing. As on Kitsune-Bi, this trio setting allows the listener to get closer to Fujii than on the larger ensemble recordings.
1. Toward, to West

2. Shake Up and Down

3. Oscillation

4. Then I Met You

5. The Way to Get There

	Satoko FUJII
	The Future of the Past
	2003
	60:30
	avant/free jazz
label: Enja

rec. 2001

The Future of the Past continues pianist, composer, and bandleader Satoko Fujii's series of releases for her 15-piece group, an outlet she uses in addition to her work in duo, trio, and quartet settings. While the instrumentation on the spring 2003 release is that of a standard big band; the music is anything but. Fujii's piano, which has been compared with Cecil Taylor's iconoclasms, is not in great evidence on the session; rather, she uses the band as her principal instrument. Still, the Taylor reference is pertinent, as the music often sounds like a big-band version of Taylor's free jazz mayhem. The rock-like thwump of Aaron Alexander's drumming and Stomu Takeishi's bass is another prevailing characteristic. Coupled with the long melody lines of some of the arrangements, the purposefully plodding drums and bass contribute, at times, to a sound that recalls Ian Carr's jazz-rock ensemble Nucleus. That comparison only goes so far, though, as Fujii's band operates well outside jazz-rock convention. Collective and individual improvisations dominate much of the set, with solo space often given over to animalistic bellowing and whuffling. In one sequence, saxophonists combine to emulate the guttural, overtone layered sound of Inuit throat singing. Elsewhere long stretches of en masse extemporization set up several climatic moments of cathartic communion among the horns. While this is a challenging and provocative set, there is some radiant music here for the listener who hits upon it in a suitably receptive frame of mind. 

1. Pakonya 
- Fujii 

2. Tatsu Take 
- Tamura 

3. Incompleted 
- Fujii 

4. The Future of the Past/Straw Dance - Fujii

	Satoko FUJII
	Yoshida TATSUYA & Satoko FUJII:

"Erans"
	2004
	59:57
	label: Tzadik

Yoshida Tatsuya (см. 'Alternative') - drums, voices (#13)

Satoko Fujii - piano, voices (#13)

Satoko Fujii

Biography

Japanese-born pianist Satoko Fujii was one of the more exciting new voices to emerge in avant-garde jazz during the '90s, capable of dissonant, post-Cecil Taylor free improvisation, lovely solo piano ruminations influenced by Japanese folk and classical music, and advanced big band charts given to fiery collective improvisation. Fujii began playing piano at age four, studying classical music for the next 16 years; however, when she discovered that her natural flair for improvisation had nearly been trained out of her, she took a year off from playing piano and subsequently studied jazz with Koji Taku and Fumio Itabashi. In 1985, she won a scholarship to the Berklee School of Music, graduating in two years; she then played many of Japan's major jazz clubs while supporting herself as a session musician and teacher. Fujii returned to the U.S. in 1993 to study at the New England Conservatory of Music, where her teachers included George Russell, Cecil McBee, and Paul Bley. In 1995, Fujii recorded her first American album with Bley, titled Something About Water. The follow-up, Indication, was entirely solo, at times recalling Keith Jarrett; both were critically acclaimed. In 1997, Fujii recorded an album of duets with her trumpeter husband, Natsuki Tamura, titled How Many?; in 1998, she debuted her 15-piece orchestra on the Leo album South Wind, which again received glowing reviews, and also recorded the trio album Looking Out the Window. 1999 produced the lovely, intimate Kitsune-Bi and the avant-garde Past Life, the latter recorded with her Japanese sextet. Fujii kept growing more prolific, recording three albums in 2000 (Jo, with her 15-piece; the two-disc Double Take, with both of her large ensembles; and the trio outing Toward, "To West") and three more in 2001 (April Shower, a duo with violinist Mark Feldman; Junction, with her trio; and Vulcan, with a rock-tinged Japanese quartet).

1. Feirsttix

2. Erans

3. Taco no me

4. Westerlies

5. Snyguilp

6. Ika no kuchi

7. Hizumi

8. Ayentanams

9. Iwashi no uroko

10. Take right

11. Shimesaba

12. Agolan

13. Feirsttix (vocal)

	FUKKEDUK
	Ornithozozy
	1994
	54:21
	free-jazz / avant-rock

label: Vooruit – Lowlands (Belgium)

Tom De Wulf [d, perc]; Frank Ghysels [g]; Jan Kuijken [el&ac cellos]; Bart Maris [tp, fl h]; Kristof Roseeuw [el&ac b]; Nicolas Roseeuw [s]; Rik Verstrepen [vln]; with: Nick Didkovsky (см. тж. DOCTOR  NERVE) [g]. 

	FUNKADELIC
	Funkadelic
	1970
	46:52
	label: Nine Records (1970) / Ace Records (1989) / Westbound Records (UK)

Ed Hazel [lead g, v]; Bill Nelson [b, v]; Tawl Ross [g]; Tiki Fulwood [d, v]; Mickey Atkins [organ].

Produced by George Clinton (см. тж. с: Bernie WORRELL)

	FUNKADELIC
	Free Your Mind And Your Ass Will Follow
	1970
	31:19
	label: Nine / Westbound

Produced by George Clinton – “A Parliafunkadelicment Thang”

	Joel FUTTERMAN  &  ‘Kidd’ JORDAN Quartet
	New Orleans Rising
	1997
	55:47
	free-jazz

label: Konnex

Joel Futterman [p, curved soprano sax, Indian flute]; Edward ‘Kidd’ Jordan [t s]; Alvin Fielder [d]; Elton Heron [el b].

After Hours                               04’ 05’’

The Other Side of Midnight     17’  08’’

New Orleans Rising                 34’ 25’’

   The session was produced by ‘Kidd’ Jordan and recorded digitally by Mark Hewitt at Sound Services Recording Studio, New Orleans, Louisiana, on May 2, 1966.

  Весёлый и экспрессивный фри-джаз. Любителей собственно Нью-Орлеанского стиля просим не беспокоиться: этот проект именно фри-джазовый (один белый музыкант – J.F., и три чёрных).

	Steve  GADD
	Gaddabout
	1984
	36:15
	Steve  GADD – см. тж. с: WEATHER  REPORT; Dave  WECKL; Al  Di MEOLA;
jazz-rock
Steve Gadd [d,voc], Richard Tee [el & ac p, DX7], Jeff Mironov [el g], Neil Jason [el b],  George Young [ts,ss], Lew Soloff [tpt], Ronnie Cuber [bars]. 

	Serge GAINSBOURG
	Du Jazz Dans Le Ravin
	1958- 64
	45:22
	Since he underwent many further metamorphoses, rock, rap, world, techno and rasta, we forget that Serge Gainsbourg adored jazz. This man, who remains in the collective memory (rightly or wrongly) as the most disrespectful songwriter, looked up to jazz with an inconvenient deference that forbade him, until the end, the audacity of improvisation, in spite of his reputation as a professional provocateur.

Truthfully speaking, in 1958, at the time when the unforgettable "poinconneur des lilas" came out, the shy lounge pianist and unsuccessful painter was certainly more humanly and artistically bound to Miles Davis, who had just been chosen by Louis Malle to compose the soundtrack to "Ascenseur pour l'echafaud," than to good old French chanson and its old glories. It is certainly no coincidence that the first critic to write about Gainsbourg (two enthusiastic columns in the Canard Enchaine) was a writer, trumpet player and jazz specialist named Boris Vian.

So, Serge Gainsbourg was in love with jazz, and of all the various jazzmen who were invited to record with him (a common occurrence at the time in pop music), none complained. They all agreed that, as commercial as it was, the work was also simply good.

For all these jazz fans, collaboration with Serge Gainsbourg meant collaboration with an educated interlocutor, nourished with Art Tatum, Thelonius Monk, Django Reinhardt, Dizzy Gillespie and Billie Holiday. It also meant more than just a studio recording type of relationship between the singer and his musicians. "At the time, when he was working in a hotel lounge on the Champs Elysees," recalls bass player Michel Gaudry, who played with Bud Powell, Dexter Gordon and Duke Ellington, among others, "he often came to finish up the night at the Mars Club, where I was playing with guitarist Elek Bacsik and pianist Art Simmons. That's how, after hanging around a lot, he asked us to record with him."

That record, confidentiel, is probably the conclusion of the "openly jazz" period of its author. It was what he imagined as being the best in the field after the "classics" recorded with Alain Goraguer's orchestra: du jazz dans le ravin, ce mortel ennui, black trombone and requiem pour un twisteur, respectable but not very melodically inventive.

With confidentiel, Serge Gainsbourg went much further than any of his colleagues in delivering the work of an authentic jazzman. If, at the last minute, he refused to sit at the piano, keeping only the electric guitar of Bacsik and Gaudry's bass as a rhythm section, he certainly worked on the arrangements in collaboration with them, "fingering his ideas," as they would later testify. "Truth was, he was very insecure as a performer," Michel Gaudry confirmed, "and the audience reactions to each one of his rare stage appearances added to that insecurity. I can still remember the offensive commentary about his physical appearance coming from the first rows, like 'Did you see those ears on him!' He couldn't not hear them and, as he was already freaked out, it certainly didn't help."

The confidentiel album remained confidential to the point that nobody could foresee; in spite of the high quality of the songs (chez les ye-ye, la fille au rasoir, elaeudanla teiteia, amour sans amour, negative blues...), the album title was a self fulfilling prophecy. Nevertheless, it was an important step in Serge Gainsbourg's career. "One day at a restaurant," continues Michel Gaudry, "he told us that he had enough of driving a cheap car (2CV). 'I have decided I shall go commercial now,' he said. 'This is the last album I cut before I buy myself a Rolls Royce.'"

Even though confidentiel was the last deliberately jazz album recorded by Serge Gainsbourg, he couldn't stop himself from sneaking two famous after-hours themes, coco and co and quand mon 6.35 me fait les yeux doux onto the next one, Gainsbourg percussions. Still, even with his butt well propped up on the back seat of the envied Rolls Royce, Serge Gainsbourg, by that time Gainsbarre (his pop idol persona), never renounced nor faltered in his passion for jazz. He ordered unpublished pieces at unreasonable prices from Martial Solal, one of his favorite jazz composers, just so that he could memorize them.

Jazz did not show gratitude to its benefactor until after his death. In 1994, jazz trumpeter Alain Brunei and his quartet released a whole album of Serge Gainsbourg compositions. You can bet that Serge would have appreciated the salute.

Serge Loupien

	Eddie  GALE  Quintet
	A Minute With Miles. (Trumpet Odyssey: Africa, New Orleans and on out)
	1992 
	62:06
	label: Mapleshade

E.G.: [tp]; Larry Willis: [p]; I.Navarette: [t s]; B.Allison: [b]; P.Murphy: [d].

	Joe GALLANT  & ILLUMINATI
	The Blues for Allah Project
	1996
	72:41
	label: Knitting Factory Works (NY) http://www.knittingfactory.com/ 

Joe Gallant (см. тж. PRIMA MATERIA -- modern interpretations of John Coltrane's late period masterpieces) [contrabass guitar]; Dave Tronzo (см. тж.: TRONZO; SPANISH FLY в 'Alternative' sect.) [g]; Tom Constanten [p]; Bob Bralove [k]; Evan Gallagher [organ]; Steve Swell [trb]; David Randall [tp]; Bobby Strickland [s s]; Michael Blake [t s]; Mike Sim [a s]; Todd Reinolds [1-st violin]; Patti Weiss [2-nd violin]; Robin Bonnell [cello]; Diana Herold [vibes]; Daniel Sadownick [perc]; Grisha Alexiev [d]; + voices.

One of KFW's highest selling records, Blues for Allah is a jazz rendering of the classic Grateful Dead album, commissioned to celebrate the 25th anniversary of its release. Arranger Joe Gallant, bassist of Prima Materia, and original Grateful Dead key​boardist Tom Constanten join Dave Tronzo, David Gans and the Dead's MIDI guru Bob Brelove among others.

"The Grateful Dead's music is a cornerstone of what will be the music of the future. Bless all of those that have been touched -- they will keep future generations flourishing with sound." -- Tony Brown

The Grateful Dead's own brand of psychedelic folk music is a hot-rodded vehicle for freedom and exploration, and their long, strange musical trip always seems to end up somewhere in the vicinity of jazz. Their famous dark star riff ads as a "head" for the band to explore music as a collective group of creative musicians, listening to each other and creating extended improvisations with the spirit of a hot jazz combo. Bassist and composer Joe Gallant has proven himself a world class modern band leader by taking this expansive element of the Dead's music to its natural conclusion with his powerful and haunting interpretation of their classic LP blues for allah. His big band arrangements let the music breathe while bringing out the dense harmonies, subtle melodic touches, and complex rhythms of these compositions. The mood at the live shows that became this record was that of an ecstatic dance party, and you can feel the vibe that emanated from 20 musicians playing for a sold out crowd celebrating the music of their favorite band.

The musicians and music lovers that make up the New York Downtown jazz scene have found a home for the uncompromising music they love at the Knitting Factory, where there is complete musical freedom and unquestioning support for difficult music that would otherwise fall through the cracks. Including the music of the Grateful Dead in the on-going quest to explore the boundaries of jazz is a visionary thing to do. If a Deadhead discovers Coltrane's meditations and an avant-noise-core freak discovers The Dead's space, a musical connection will be made, the definition of jazz will be expanded, and a higher purpose will have been served.             --- mark perlson

	Frank  GAMBALE,  Stuart  HAMM,  Steve  SMITH
	Show Me What You Can Do
	1998
	57:40
	fusion
label: Shrapnel Rec.

Frank Gambale (см. тж. в: MVP) [g]; Stu ‘the glue’ Hamm [b]; Steve Smith [d].

Энергичная музыка, мощный саунд, превосходное исполнение. Тж. см. такой же мощный проект с Frank Gambale: MVP.

	Slava  GANELIN
	Con Anima
	1977
	41:10
	label: Sonore (Vilnius, Lithuania), 1995

Vyacheslav Ganelin [p, basset], Vladimir Tarasov [perc, d], Vladimir Chekasin (см.) [a s, cl, chalumean].

rec. 1977 in Vilnius
ГТЧ и их музыка – эпоха в истории новейшей отечественной культуры. По своему месту и роли в становлении идейно-эстетического сознания, альтернативного консерватизму и косности советского официоза, они представляют собой явление, сопоставимое с фильмами Андрея Тарковского и спектаклями Театра на Таганке. Зародившись в недрах советского джаза 60-х – искреннего, преданного, наивного и неизменно вторичного, трио Ганелина неожиданно вознесло почти безнадёжно провинциальный советский джаз на невиданную до тех пор высоту, заставив нас, слушателей не только ритмично свинговать и отличать кто из «наших» лучше «снимает» ту или иную «их» звезду, но и слушать Музыку. Если, слушая пионеров джаза послевоенной поры, их сверстники в эпоху оттепели 50-х или 60-х ощущали радость и восторг от новизны, раскованности и раскрепощённости, от всё возрастающего чувства причастности и едиства с тем иным, большим и свободным миром, который приоткрылся и манил из-за ржавеющего и ветшающего железного занавеса, то мы в 70-е и 80-е, слушая ГТЧ, внезапно для себя самих ощущали, что присутствуем при рождении чего-то совсем нового, самобытного, своего. Строя дом своей музыки, Ганелин, Тарасов и Чекасин брали по кирпичику у Альберта Эйлера и Сан Ра, Чикагского Художественного Ансамбля и Орнета Коулмена. Но то были лишь приёмы, моменты скорее технологического свойства. А вот музыка, новая музыка, была своя! А значит наша!

Con Anima (с душой), вышедшая в 1977 году, - первая из изданных «Мелодией» пластинок трио Ганелина. Она сыграла поистине революционную роль в изменении джазового сознания в стране. На самом деле, строго говоря, Con Anima не была первой – ей предшествовала выпущенная годом раньше в Польше концертная запись их выступления на варшавском Jazz Jamboree. Однако и для меня, и для многих в этой стране Con Anima, строгая и свободная, сложная и простодушно игривая, овеянная почти мифическим ореолом, как первая любовь, остаётся единственной – легендарной пластинкой легендарного трио.

-- Александр Кан

	Slava  GANELIN
	Catalogue
	1979 
	46:41
	label: Leo

Ganelin, Tarasov, Chekasin

live recording

	Slava  GANELIN
	Concerto Grosso
	1980
	35:08
	label: Sonore (Vilnius, Lithuania), 1995

Vyacheslav Ganelin [p, bells, ac/el g, trb, tambourine], Vladimir Tarasov [perc, d, tp, rabob], Vladimir Chekasin [a/t/bar s, cl, bass cl, ocarina, t/s fl, vln].

rec. 1980 in Vilnius
После выхода Con Anima прошло долгих четыре года. Четыре года самого расцвета ансамбля, самых его блестящих, дерзких и изобретательных концертных программ и триумфальных выступлений на фестивалях. Разумеется, трудно было ожидать, что консервативная и тяжеловесная «Мелодия» будет оперативно записывать и выпускать «странную» музыку ансамбля авангардного джаза. Вошла в историю реплика директора «Мелодии» Шабанова на худсоветовском обсуждении Concerto Grosso: «Неужели мы должны быть впереди Запада ещё и по авангарду? Нет, нашему народу эта музыка не нужна. Пусть полежит.» Но Concerto Grosso вышел спустя всего лишь полгода после записи – в те времена чёрных дыр и бесконечно длинных полок советской культуры срок поистине ничтожный.

Concerto Grosso, как впрочем и Con Anima, чисто студийная работа. В обеих экстатичность, импровизационность и раскованность живых выступлений уступали место большей внутренней сосредоточенности и подчинённости композиционной структуре. В какой-то степени можно даже говорить о том, что ГТЧ на концертах и в студии – два разных ансамбля. 

Эти записи, возвращённые сейчас к жизни, доказывают, что с годами не только не утратили своей свежести, но и приобрели выдержанность настоящей классики.

-- Александр Кан

	Slava  GANELIN
	Poi Seque
	1981
	36:47
	label: Sonore (Vilnius, Lithuania), 1995

Vyacheslav Ganelin [p, g, basset, bugle, fl], Vladimir Tarasov [perc, d, fl], Vladimir Chekasin [saxes, trb, fl, prc, vln].

rec. 1981 in Vilnius

Poi Seque = Далее Следует...

После неожиданного триумфа на фестивале Jazztage в Западном Берлине известный немецкий критик и историк джаза Иоахим Эрнст Берендт, потрясённый музыкой трио, писал: «Это самый дикий и в то же время самый организованный фри-джаз, который мне довелось слышать за многие годы». К ним пришло международное признание, не было проблем ни с концертами, ни с фестивалями, ни с пластинками. Появилась большая свобода и раскованность в подходе к материалу. Именно такой раскованностью и свободой – отнюдь не в ущерб качеству композиционного материала – и отличается Poi Seque – третья пластинка трио Ганелина на родине, и, пожалуй, самая «джазовая», точнее, конечно же, фриджазовая из студийных работ.

Ужасно интересно сегодня возвращаться к не утерявшим своей свежести шедеврам почти пятнадцатилетней давности, к музыке, - в те годы иногда помимо, а то и против воли её создателей – насыщенной мощнейшими культурными, эстетическими и идеологическими зарядами. Сегодня, с исчезновением целей, по которым должны были бить эти заряды [я бы говорил об исчезновении резонансов (>S<)], они как будто тоже исчезли. А Музыка осталась. Стала лишь чище и светлее. И ей есть куда следовать... Poi Seque...

-- Александр Кан

	Slava  GANELIN
	Semplice
	1983
	
	LP   40:16 

Ganelin, Chekasin, Tarasov                                                                         

	Slava  GANELIN
	New Music from Russia - Document 80`s (Disc 8)
	
	74:00
	label: Leo  http://www.leorecords.com/ 
DOCUMENT 8:

1. Chekasin – Solo and Duo in Blue  20:18

2. Tarasov – Something is Happening in The Seascape  18:24

3. Ganelin – Simultamente  18:44

4. Ganelin-Tarasov-Chekasin – Old Bottles  16:31

	Slava  GANELIN
	Opuses
	1989 
	48:16
	label: Leo

Slava Ganelin [p, synth, perc, gamelan]; Victor Fonarev [cello, b, gamelan]; Mika Markovich [d, perc, gamelan]; + guest Mika Markowich.

	Slava  GANELIN
	on Stage… Backstage
	1994
	58:51
	label: Leo

…Ganelin becomes a creator of his musical universe. Now his fantasy knows no bounds.  …And it's a real jam! – Leo Feigin, producer.

	Slava  GANELIN
	GANELIN TRIO:

"Eight Reflections Of The Past Century"
	2004
	60:30
	label: Auris Media  www.aurismedia.com
Slava Ganelin, Victor Fonarov, Mika Markovitch.

rec. 1999 (Tel-Aviv)

tracks I – VIII (no titled)

	Jan GARBAREK
	Afric Pepperbird
	1970 
	41:21
	Jan Garbarek – см. тж. с: Zakir HUSSAIN; Mari  BOINE; E. Gismonti; P. Giger; J. Surman; K. Jarrett; B. Konnors; G. Peacock; R. Towner; K. Wheeler; L. Shankar; Terje  RYPDAL; Eberhard  WEBER;

label: ECM (все CD)

Jan Garbarek [ts, bass sax, cl, fls, perc], Terje Rypdal (см.) [g, bugle], Arild Andersen [b, p, xylophone], Jon Christensen [perc]. 

	Jan GARBAREK
	Sart
	1971 
	42:15
	Jan Garbarek [ts, bass sax, fl], Bobo Stenson [p, el. P], Terje Rypdal [g], Arild Andersen [b], Jon Christensen [perc].

	Jan GARBAREK
	Triptykon
	1973 
	42:50
	Jan Garbarek [ss, ts, bass sax], Arild Andersen [b](cм.), Edward Vesala [perc].

Triptykon / The Power Of Three
Triptykon is the sound of a musician in transition, Jan Garbarek working outward from his influences toward the discovery of his true voice, inspired and challenged by partners Andersen and Vesala. Of the groups Garbarek has directed through more than 20 years of ECM recordings, this one, with its enlightened, abundantly melodic free music, and its intermingling of three very independent voices, arguably came closest to being a real cooperative.
The band was formed from the wreckage of the old Esoteric Circle or "Afric Pepperbird" quartet. Norway's first important new jazz group -the Big Four as local critics still call them - had split in half when guitarist Terje Rypdal had launched his own unit, taking Jon Christensen with him.
Garbarek cast around for new players. Arild Andersen, who had resisted an offer to join the Rypdal band on electric bass, brought in Vesala. Arild and the drummer had played together with reedman Juhani Aaltonen in Finland. On guitar, Norwegian player Odd-Arne Jacobsen was drafted. Odd-Arne, a player with a penchant for "exotic" textures is still soldiering around the Scandinavian scene (the curious might care to investigate his 1991 release Autumn Rain In May on his own OAJR label). He did not last long in the line-up, however, when it was discovered that the real magic and improvisational flexibility lay with the trio.

If Triptykon seems, to ears accustomed to the streamlined Garbarek productions of later years, to take "freedom" to the edge of rawness on the title track, in performance the trio was freer still. The themes featured here were written for a set at the Trondheim festival of 1972 (they were primarily Garbarek's themes, shared compositional credits reflecting bassist's and drummer's contribution to spontaneous arrangement). Generally, the group would dispense with a set list altogether. "Perhaps Jan would sound a deep tone at the bottom of the bass sax ... that was all we needed to get moving." Flickering free dissolved time illuminated the band's sense of pulse but, when in the mood, they might run down a rock riff: "Edward," Andersen remembers, "used to enjoy playing what we called an 'English' backbeat." Performances frequently included what might be termed free jazz standards. There was a "free-floating" rendition of Ornette Coleman's "Lonely Woman", for example, and, almost nightly, Albert Ayler's "Ghosts", effectively the trio's theme song.
Contemporary critics have trouble considering Garbarek as an Ayler-oriented player, despite Jan's frequent allusions in interview to his influence. Yet obviously it is part of any player's apprenticeship to work through the techniques and ideas of the masters, assimilating elements relevant to his own conception. In any case, Triptykon makes the connections plain enough. "Bruremarsj", the first Norwegian folk song on a Garbarek record, has a clear-cut affinity to such Ayler epics as "Truth Is Marching In" and was approached for exactly this reason. The more scholarly, conscientious investigations - by both Garbarek and Andersen - into Norwegian folklore were still to come. But Don Cherry's description of Ayler as a "total folk musician" helps us see at least one natural point of contact. In its day, certainly, the Triptykon group was Europe's closest equivalent to the Ayler/Peacock/Murray trio, its music revealing a comparable nakedness and troubling beauty. Albert's notion of his sound as a "love cry" is also pertinent when one considers the yearning, imploring edge of Jan's tone.
Ornette Coleman's influence is not to be gainsaid, however. The buoyancy of Garbarek's line on "J.E.V", the sheer dancing joy of its fountaining melody, is very close to Ornette's innocent lyricism. It was interesting to hear some of this spirit bubbling to the surface - after two decades - on the Garbarek/Miroslav Vitous/Peter Erskine collaboration Star (ECM 1444), recorded in 1991 (see particularly the track called "Jumper").
Edward Vesala's crucial contribution to the group of 1972 lay in his sensitivity to the free ballad, a form he felt was more challenging - and a far more effective channel for emotional expression - than the rip-snorting tear-ups of the unrepentant power-players: "To throw a lot of sound out there, to overplay for effect, that's relatively easy. But to play free ballads and still maintain tension ... it's heavy work, man. Try it and you quickly find out who the real players are. Also, in the time with Jan, I was really working on developing the idea of having the drums play a melodic role, and trying to make every pitch of drum or cymbal or bell mean something."
Arild Andersen: "We talked a lot about this idea of energy moving. Playing free rhythmically but without use of quarter-notes. Edward had this way of making slow pieces move without rhythm, working on phrases as an energy line. Live, Jan's bass sax patterns would sometimes provide an anchor that Edward and I would move around". The rubato ballad, of course, has since become one of the staples of Garbarek's music. And one could make a case, too, for the poetic compression of Garbarek's later work beginning here, the power latent in the unsaid. The controlled holding-in-check of the bass saxophone and arco bass on "Sang" for example is still deeply moving in its reticence.
In its short lifespan the group worked a great deal in the Far North, playing almost every conceivable kind of venue, influencing no end of Scandinavian players-in-bud. (Saxophonist Jone Takamaki - see Kraka-tau's Volition, ECM 1466 - remembers a revelatory springtime gig in a Finnish "youth disco": "It changed my life - that's how overwhelming it was.") Sometimes the trio played with writer Jan Erik Void, improvising freely to his texts. In one particularly intense period, playing school concerts by day and jazz clubs by night, they clocked up 40 performances in 14 days, then flew to Frankfurt for a festival gig with Chick Corea sitting in. "One of the strangest concerts I've ever played," Arild recalls. "We were all expecting the Chick of the Circle records and Miles At Fillmore, but he had already moved on to his Latin fusion phase. '500 Miles High', all that. Playing, I spent half the gig listening to Chick and the other half listening to Edward."
The group did not so much disband as fade away, as Garbarek's services were ever more in demand. The saxophonist hooked up with pianist Bobo Stenson in the popular touring band of whose repertoire the more strictly structured Witchi-Tai-To and Dansere (ECM 1041 and 1075) are faithful documents; the Garbarek-Stenson Quartet gradually mutated into the Belonging band with Keith Jarrett - see Belonging (ECM 1050), My Song (ECM 1115), Nude Ants (ECM 1171/72), and Personal Mountains (ECM 1382). After his induction into the international scene and the creative peaks scaled with Garbarek and Andersen, Edward Vesala felt less happy with the improvising abilities of most of his Finnish contemporaries. He took to playing solo concerts (refer to the 1973 Blue Master album I'm Here) and worked in earnest on compositions, slowly hatching the large ensemble pieces of Nan Madol (ECM 1077).
Arild Andersen, unwilling to abandon the freedoms of the trio format, headed for New York, and joined another great saxophonist and drummer in the Sam Rivers Trio, with Barry Altschul at the traps - Hues, on Impulse, testifies to their achievement - for a further year of explorations. Form is out, Rivers used to say, content makes its own form. In the early years, Jan Garbarek subscribed to a similar philosophy, played free as persuasively as any of his peers ... and with a songbird lyricism few have matched.
--- notes by Steve Lake

	Jan GARBAREK
	Red Lanta
	1973 
	50:48
	Art Lande [p], Jan Garbarek [fl, s-s].

	Jan GARBAREK
	Dis
	1977 
	49:12
	Jan Garbarek [ts, ss, wood flute]; Ralph Towner [ac g, windharp (on tracks 1, 3, 6)]; brass - (on track 4)

The windharp heard on this record was built by Norwegian Sverre Larssen. It is an instrument with strings that are brought to vibrate by the wind, thereby creating tones and overtones, which, in turn, are inhanced in a resonant body.  Some years ago, Mr. Larssen read about an “Aeolian Harp” (Aeolus: the Greek god of the wind). Searching for more information he found some literature on the practical aspects of construction. Experimenting and using his own intuition, he was able to make an instrument reacting directly to the air stream and creating this sound image of the wind (coming in from the North Sea).

	Jan GARBAREK
	Places
	1978 
	48:40
	Jan Garbarek [saxes], Bill Connors [g], John Taylor [organ, p], Jack DeJohnette [d].

	Jan GARBAREK
	Photo With Blue Sky, White Cloud, Wires, Windows And A Red Roof
	1979 
	43:54
	Jan Garbarek [ts, ss], Bill Connors [el & ac gs], John Taylor [p], Eberhard Weber [b], Jon Christensen [d].

	Jan GARBAREK
	Eventyr
	1981 
	56:18
	Jan Garbarek [ts, ss, fls], J. Abercrombie [gs], Nana Vasconcelos [berimbau, talking drum, perc, voc]

	Jan GARBAREK
	Paths, Prints
	1981 
	51:08
	Jan Garbarek [saxs, fls, perc], Bill Frisell [g], Eberhard Weber [b], Jon Christensen [d].

	Jan GARBAREK
	Wayfarer
	1983 
	46:30
	Jan Garbarek [ts, ss], Bill Frisell [g],  Eberhar Weber [b], Michael Di Pasqua [d, perc].

	Jan GARBAREK
	It’s OK To Listen To The Gray Voice
	1984 
	43:08
	Jan Garbarek [saxes], David Torn [gs](см.), Eberhard Weber [b], Michael DiPasqua [d, perc].

	Jan GARBAREK
	All Those Born With Wings
	1987 
	43:40
	Jan Garbarek solo.

	Jan GARBAREK
	Legend Of The Seven Dreams
	1988 
	54:51
	Jan Garbarek [ss, ts, perc, fl], Nana Vasconcelos [perc, voice], Rainer Bruninghaus [keys], Eberhard Weber [b].

	Jan GARBAREK
	Rosensfole (Medieval Songs From Norway)
	1989 
	53:38
	AGNES BUEN GARNAS [vocal performance], JAN GARBAREK [ss, ts, k, perc,].

The music of “Rosenfole” draws directly upon a source that has already inspired a number of ECM recordings. These medieval story-songs are sung in Norwegian but will not seem alien to those who have followed the music of Jan Garbarek. Yet for all its manifest authenticity, “Rosenfole” is more than the museum presentation of an old form. Garnas has been drawn to songs whose texts have a contemporary pertinence and Garbarek’s settings for them are instinctive and unorthodox. We cannot know how the original songs sounded, their shape has been subtly remoulded as they have been passed from generation to generation down the centuries; it is only within the last hundred and fifty years that Norwegian folk songs have been transcribed and collected. Much of the transcribing and collecting has been done by the Buen family. As she says, “the most important reason for releasing this record is that the content of the songs is alive, that the medieval ballads tell us about human experience,  that they may have an impact on us today”. In 1987, A. B. Garnas asked Jan Garbarek to arrange an album for her. He listened, for a year, to a cassette of her unaccompanied singing. “My job”, he says, “was to search inside the tunes for their implicit rhythms”. He permitted himself some imaginative leaps in the timbres and textures with which he surrounded the old words, feeling, rightly, that one could stress the “non-European” aspects of Norwegian melody. Speaking of his own relationship to Norwegian folk material in a 1984 interview he said: “There’s a strong Balkan flavour to the music, lots of scales with minor thirds; you find similarities to the Greek modes, particularly the Lydian. When I looked through some sketches of the old cattle-calls, I found that what I had been moving towards playing —  something direct, very ‘loud’ in a way, but with a floating, far-off feeling as well as the sense of closeness —  was also in those old pieces”. Clearly, it’s Garbarek’s intension to stress the universality of folk forms. As he has often stated in interview, he has learned much from all “ethnic” sources: “All of them have had a lot to do with how I phrase and sound”. Digging down to the roots of the Norwegian folk tradition, Agnes Buen Garnas and Jan Garbarek show us how inclusive a single source can be. It’s become fashionable to chase after eclecticism and there is much idle talk of “world music”.

“Не знаю точно, что такое Розенфоле (может быть, какое-то загадочное существо из мифологии древних викингов), но очень хорошо знаю, кто такой Ян Гарбарек. Самый известный норвежский джазовый музыкант и, быть может, единственный европейский саксофонист “саунд” инструмента которого можно определить почти мгновенно. Но на этот раз его любимый инструмент не учавствовал в записи. Потому что музыка, которую Ян Гарбарек аранжировал и сыграл для этого альбома, основана на средневековых норвежских песнях. Тогда, как вы понимаете, в тех краях ещё никакими саксофонами не пахло. А пахло гарью пожарищ от великих битв и магическими травами северных колдуний. Думаю, что вы “услышите” этот запах в таинственном вокале певицы Агнес Буэн Гарнас. Этот голос окунёт вас в холодную прорубь тьмы веков, приоткрыв на время завесу страшного в своей невозвратимости прошлого. Но не пугайтесь: этот лёгкий и кристально чистый голос не сможет причинить вам вреда. Зло —  не входит в его регистр. Каковы будут ваши ассоциации, вы сможете понять только когда сами прослушаете эту музыку. “ —    Hi - Fi & Music

	Jan GARBAREK
	I Took Up The Runes
	1990 
	61:43
	Jan Garbarek [ss, ts], Rainer Bruninghaus [p](см.), Eberhard Weber [b], Nana Vasconcelos [perc], Manu Katche [d], Bugge Wesseltoft [k], Ingor Antte Ailu Gaup [voice].

	Jan GARBAREK
	Star
	1991 
	42:26
	Jan  Garbarek [ss, ts], Miroslav Vitous [double-bass], Peter Erskine [d].

	Jan GARBAREK
	Ragas And  Sagas
	1992 
	52:15
	Jan GARBAREK / Ustad Fateh Ali KHAN & musicians from Pakistan

	Jan GARBAREK
	Twelve Moons
	1993 
	75:33
	Jan Garbarek [saxes]; R.Bruninghaus (см.) [k]; Eberhard Weber (см.) [b]; M.Katche [d]; M.Mazur [perc]; Agnes Buen Garnas [voc]; Mari Boine (см.) [voc].

	Jan GARBAREK
	Atmos
	1993
	42:39
	duet: Jan GARBAREK / Miroslav VITOUS

	Jan GARBAREK
	Officium
	1994 
	77:44
	label: ECM

Jan GARBAREK / The HILLIARD ENSEMBLE (см. тж. в: 'Classic' section.)

Birds that feed on fish; their excrement will form the beginning of an oasis in which human beings can live, until the next stream of lava smothers it all.

The oldest pieces on this record (if one can use words like “new” and “old” in this context) are the chants, the origins of which are not known to us. Before Gregory and Charlemagne got their  bureaucratic hands on them, these ancient songs had lives of their own, each monastery having its own living tradition. There was no central authority to call upon, just the experience and skills of the singers; every performance was the first one. We also know nothing about how this song might have been performed: it exists as a single line of music in many different manuscripts, each of which gives us different information. When jazz began, at the beginning of this century, it had no name; nor did polyphony when it began around a thousand years earlier. These two nameless historical moments were points of departure for two of the most fundamental ideas in Western music: improvisation and composition. The origins of the perfomances on this record,  which are neither wholly composed nor completely improvised, are to be found in those same forces that awoke a thousand years apart from each other. What is this music? We don’t have a name for it: it is simply what happened when a saxophonist, a vocal quartet and a record producer met to make music together. Three possible avenues for exploration suggested themselves: chant, reaching back to its pre-literate forms; early polyphony, where the number of parts was a matter of experiment and the same piece could exist in many different versions. Shut away in the monastery of St Gerold, it seemed to us that the saxophone became an extension of our own voices. These are very close to “live” performances: with Perotin and his successors looking over our shoulders we wanted to make sure that, as far as possible, every take was printable.  —  John Potter.

	Jan GARBAREK
	Madar
	1994
	77:39
	Jan Garbarek [t&s saxes]; Anouar Brahem [oud]; Ustad Shaukat Hussain [tabla].

1. Sull Iull

2. Madar

3. Sebika

4. Bahia

5. Ramy

6. Jaw

7. Joron

8. Qaws

9. Epilogue

	Jan GARBAREK
	Visible World
	1996
	75:22
	Jan Garbarek [s&t s, k, perc, Meraaker cl]; Rainer Bruninghaus (см.) [p, synth]; Eberhard Weber (см.) [b]; Marilyn Mazur [perc, d]; Manu Katche [d]; Trilok Gurtu (см.) [tabla]; Mari Boine (см.) [v].

	Jan GARBAREK
	Mnemosyne
	1998
	58:04 46:58
	Jan Garbarek -- soprano and tenor saxophones.

The Hilliard Ensemble:

David James countertenor, Rogers Covey-Crump tenor, John Potter tenor, Gordon Jones baritone.

CD I

Quechua Song       7:12 (Peruvian folksong fragment)

O Lord in Thee is all My Trust    5:09 (Thomas Tallis)

Estonian Lullaby           1:58 (Veljo Tormis)

Remember Me My Dear     6:30 (16th century Scotland)

Gloria       6:03 (Guillaume Dufay)

Fayrfax Africanus   4:05  (St Albans / Great Dunmow) 

Agnus Dei       8:38  (Antoine Brumel)

Novus novus      2:18   (13th century France)

Se je fayz dueil         5:12  (Guillaume le Rouge)

O ignis spiritus     10:53  (Hildegard von Bingen)

CD II

Alleluia nativitatis       5:06  (13th century England)

Delphic Paean         4:46  (Athenaeus [127 BC])

Strophe and Counter-Strophe        5:02  (Jan Garbarek)

Mascarades         5:02   (Basque folksong fragments) 

Loiterando      5:33   (Jan Garbarek)

Estonian Lullaby       2:01 (Veljo Tormis)

Russian Psalm           3:45   (16th century Russia)

Eagle Dance      4:48  (Iroquois & Padleirmiut fragments) 

When Jesus Wept       3:22  (William Billings)

Hymn to the Sun      7:28 Mesomedes (2nd century Greece)

[о концерте в Москве]

Фестиваль «Богема Джазз» достиг своей кульминации: в Москве прошел концерт Яна Гарбарека и его группы. Самый известный в мире норвежский саксофонист приезжал в столицу второй раз и отыграл замечательный по демократичности и качеству сольный концерт.
«Под эту музыку нельзя ехать в машине или резать на кухне лук,— доверительно сообщил мне перед началом концерта пятидесятилетний дяденька с горящими глазами.— Это надо слышать вживую, быть в музыке здесь и сейчас». Настоящим фанатам Яна Гарбарека (Jan Garbarek) таких азбучных истин объяснять не надо. На концерт пришел народ, который и так понимает толк в качественном джазе, а саксофон вспоминает не в связи с тошнотворно-сладенькими мотивами Kenny G и SpyroGyra.
То, что играет уже несколько десятилетий Ян Гарбарек, вообще привязать к какому-то определенному стилю сложно; хитрая смесь из классических приемов игры на саксофоне, норвежского музыкального фольклора и фирменных гарбарековских импровизаций заслуженно сделала из норвежца джазовую звезду и лицо лейбла ЕСМ. Хотя в СССР его музыку распробовали не сразу: в первый свой приезд в Москву, который случился в 1979 году, Яну Гарбареку пришлось отыграть концерт в почти пустом зале одного из общежитии МГУ.
В этот раз людей, которые решили быть с Jan Garbarek Group здесь и сейчас, хватило на целый зал МДМ. Кроме своего легендарного саксофона Ян Гарбарек привез в Москву тройку отличных музыкантов, с которыми играет полтора десятка лет: немецкого контрабасиста Эберхарда Вебера (Eberhard Weber), ударницу из Дании Мэрилин Мазур (Marilyn Mazur), которая играла с Майлзом Дэвисом (Miles Davies), и клавишника Райнера Брюнингхауза (Rainer Bruninghaus). Капризный маэстро запретил видеосъемку и задержал концерт, чтобы опоздавшие зрители не отвлекали музыкантов. Но долгожданное появление группы на сцене искупило все.
Выступление прошло без сучка и задоринки совершенно по западному сценарию — когда люди выходят на сцену в сереньких футболках и без надутых щек, подтверждая делом, то есть саксофоном, свой титул музыкальной легенды. В программе концерта были по-джазовому долгие композиции минут этак на 15, перетекающие одна в другую музыкальные темы, заканчивающиеся виртуозными импровизациями солиста Гарбарека.
Но спектаклем одного актера концерт не стал, потому что все музыканты доказали, что являются не просто группой поддержки великого джазмена. Барабанщица Мэрилин Мазур выделывала настоящие чудеса. Фигурка в ярко-красных штанах, спрятавшаяся за ударной установкой, крутилась волчком, приседала и производила массу волшебных шумовых эффектов. Мэрилин била палочками в несколько барабанов и гонг, звенела нужными колокольчиками и в нужный момент встряхивала связкой чего-то издалека смахивающего на связку сушеных грибов. Во время своего соло Райнер Брюнингхауз использовал не только ограниченные возможности клавиатуры рояля, но залез еще и под крышку инструмента и как следует подергал за струны и молоточки. Седовласый контрабасист Эберхард Вебер играл не только со смычком, но и на открытых струнах инструмента; сам Ян Гарбарек на время отложил саксофон и подыграл музыкантам на сказочно звучащей дудке.
В итоге публика не смогла сдержать накативших эмоций и зааплодировала группе стоя. Незлопамятный Ян Гарбарек охотно отыграл два раза на бис, сдержанно улыбнулся и помахал москвичам на прощание подаренными красными гвоздичками.

	Anja GARBAREK
	Smiling & Waving
	2001
	39:26
	Богатый и красивейший experimental, по-кошачьи вкрадчивый и по-трипхоповому меланхолический. С таким диском можно поздравить не только милую госпожу A.G., но и всех нас.

product not tested on animals

Produced and mixed by Anja Garbarek and Steven Wilson. Lyrics by Anja Garbarek. Robert Wyatt recorded by Evan Davies. Sound design and programming by Anja Garbarek, Steven Wilson and Miguel Diaz de Lopez.

Anja Garbarek learned from her father, the jazz composer and saxophonist Jan Garbarek, that the only rule worth following is the one, which clearly states that there are no rules worth following. That is where her new album Smiling and Waving comes in! Anja took 4 years of sketching aural ideas and trying things out before recording the album last year. Every song is as it's meant to be. It is perfect, nothing else remains, the artists' page lingers in the cupboard. Brought up on Laurie Anderson, Eno and Kate Bush as well as her father's 'seriously cool' record collection one could say Anja had an idyllic start to the music.

Smiling and Waving, like Anja's first two albums deals with the big issues with a sense of melancholia. Recorded last year in London, where she now lives, this item of strange and shimmering beauty brings together a team of mavericks who share Anja's conviction that the only way for music to go in the 21st century is forwards. And few modern performers are as well qualified to help it in that direction as Anja Garbarek. For Anja that is a happy and healthy place to be. 'I get bored if the music is too happy!' Smiling and Waving is notable for many things – the duet with Robert Wyatt, perhaps, the collaborations with band members from Japan and Talk Talk, maybe, but above all an album that you will not have encountered before. It is an album that requires nothing less than your total devotion – do it and you will be rewarded in heaven.

	Renaud  GARCIA - FONS
	Legendes
	1993 
	54:03
	Renaud  GARCIA–FONS - см. тж. с: Michael  RIESSLER;
label: enja

R.Garcia-Fons [solo bass]

Помимо замечательной музыки, этот CD представляет собой энциклопедию звучаний контрабаса.

	Renaud  GARCIA - FONS
	Alborea
	1995 
	52:37
	label: enja

Garcia-Fons [5-string double bass]; Jean-Louis Matinier [accordeon]; Yves Torchinsky [double bass]; Jacques Mahieux [d].

The title of this CD refers to the chants at weddings in Andalusia. It is also the Spanish word for dawn. I’m fully aware of the fact that it’s impossible to describe with words what happens in music. «If I could put my music into words, I wouldn’t need to play it,» a laconic musician told me one night after a concert. The Gypsies take great pride in poco hablar, to speak little. Music speaks louder than words, when it’s as inspired as this one. To those who know how to listen. For there’s a school of listening, like there is one for cinema, dance or sculptu​re. In the French language exists a significant difference between entendre and ecouter.

The first time I listened to Alborea, I was driving on a country-road in the Provence one afternoon in late August ‘95, just before dusk, I was curious to know if this fragile new music had the force to withstand the noises of the outside world.Those of the car, the crickets, and the mistral, that had been howling around every corner for five days and five nights. So I put on this cassette, listened to it in its entirety and watched the landscape. Near the Mont St.Victoire that Cezanne had painted, again and again, till the end of his life. (He was always so upset about every new electricity-line that was installed and disturbed the harmony of this unique area around Aix-en-Provence. He should see the nuclear power-plant that greets the visitor coming from Avignon today.) But this time nothing got in the way, nothing could suffocate  the poetry of these eleven compositions. This lightness that lies in every movement of the music of Alborea. Listen to how the (still widely «undiscowered») Parisian accordeon master Jean-Louis Matinier plays his instrument. He flies. When he tells a story after a concert, his fellow-musicians sometimes cry of laughter. And yet, this music is as subtle and unpretentious as one could possibly imagine. With this quartet that Renaud Garcia-Fons has founded at the age of 33, you  will feel his urge to play; like there is a need of telling a story, shout against the wind, let a call into a remote mountain-valley, or whisper some lines from a poem. To know that we exist, still. They need two bass-players for doing that? Well, why not? Especially with the help of Jacques Mahieux, a drummer and a singer, who surprised us covering songs by Loudon Wainwright III, Nick Drake or Kevin Coyne on his solo-CD «Chantage(s)» (Evidence), The word ‘double bass’ is taken literally, i.e. the double is completed impetuously by Yves Torchinsky, Renaud’s friend and compagnon de route in the seven-piece Orchestre de Contrebasses.

Alborea is like a chant of this new Mediterranean poetry, with its taste for the extremes, its temper, between hot and cool, la joie de vivre. It’s a declaration of love, a celebration of all the connections between the cultures that form this ancient ‘melting-pot’ that Fernand Braudel described so well in his history of the Mediterranean world. Tropea for exam​ple is the name of a small ancient village in the South of Italy, facing the islands of Stromboli. It might seem common-place, but nevertheless it’s true: the artists take us to places where we’ve never been, secret places; and the open gates of perception. If you think you knew how French jazz sounds, how musette sounds – well here are four musicians who might still surprise you. Later we see their vision made sense, that the world had changed, and that the music intuitively had a presentiment of that change.

After the music had finished, a voice on the radio spoke about a poet and in particular about his «desire for openness». I wrote down the phrase in French, because to me it seemed to describe perfectly the direction that Renaud Garcia-Fons has taken with his music. The years of learning with the great Francois Rabbath, a true pioneer of modern double bass plaing. Like Aladar Pege from Hungary, another using hero of the instrument. Renaud told me about the lasting impression that Rabbath’s music had on him: in particular his incredible bowing-technique, not to forget his compositi​ons with their Syrean roots. Renaud shares the same admiration for the Indian sarangi-master Ram Narayan, truly one of the greatest musicians of  this century. Fort Apache aims at a spiritual connection with the people from India and the American Indians, says Renaud, certain phrases can evoke the sarangi.

Natgo is an anagram for tango. It makes me think of Latin America. Borges was relieved when, during his famous interviews for France-Culture, the questions had never started with the typical journalistic introduction, like «Mr, Borges, you were born in...». He said it hurted him to hear these personal facts being repeated over and over again: they see​med so banal in relation to the daily work of the artist and the questions that he himself came up with concerning his oeuvre. In other words, like the French reed player Louis Sclavis told me once, «you know, I could live everywhere, in Swe​den or in Germany, it doesn’t matter. I think I would still make the same music.» [...]

I could have tried myself at writing a very analytical thing about Aiborea. I would probably also have used some of those cliches that exist everywhere. But the music of this quartet is «cliche-free» – as Miles wrote on the back-cover of that great «Zawinul» album from 71. It avoids the easy way-in, way-out, still aiming at: simplicity. It’s a waste of time to write another liner-note story about ‘the history of double-bass playing in jazz’. That’s playin’ it safe, but jazz means risk, not security, it’s all about change. A precarious art, sublime, like a dance on a rope. A very special langua​ge to learn. You can feel the risk in the music of Sun Ra, Paul Bley, Monk, Mingus and many others. Gus’s Smile salutes Mingus and refers especially to the period when the master recorded ‘The Clown’. Paco de Lucia told me about ‘those five magic minutes’ that he lives for, when the ground below us starts to shake, even for us as listeners. When the music has reached that state of grace which the flamencos call ‘duende’. [...]

	Renaud  GARCIA - FONS
	Oriental Bass
	1997 
	55:42
	label: enja

R. Garcia-Fons [5-str b, palmas, perc]; Claire Antonini [lute, theorbe]; Yves Favre [trb]; Chris Hayward [fl]; Rabah Khalfa [derbouka, tar, bendir]; Jean-Louis Matinier [accordion]; Vicente Pradal [flamenco guit, palmas]; Jean-Francois Roger [tablas, marimba, perc]; Bruno Sansalone [cl]; Sam Schlamminger [daf]; Ana Yerno [palmas].

«I had a dream about a bass – half Gypsy, half Mauretanian – that travelled from India to Andalusia, passing by the Mediterranean north or south. Yet the bass is neither a traditional nor an oriental instrument. But its range of sonorities and the ways it is played upon – both pizzicato and con arco – seem to make it feel comfortable in the neighbourhood of certains instruments at home in the oriental world. For several years now my work composing and improvising has been led by these relationships and by the love the bass brings to all of this music. This is how the idea for this album was born. I have thought of Oriental Bass as an imaginary chant  ...a prayer.»  -- R. Garcia-Fons.

	William «Red»  GARLAND /            Ron CARTER / Philly Joe JONES
	Crossings
	1978
	39:39
	[p]; [b]; [d].   

Plays compositions by Miles Davis, Cole Porter, Sonny Rollins, Gershwin, Evans / Livingston, Ron Carter. 

Digital remastering 1990.

   This happens to be the very first time that Red Garland and Philly Joe Jones have performed together on a trio album. Considering the many other-sized groups in which they have recorded together (most notably the early Miles Davis Quintet), this is rather amazing fact. But it can now be checked off as a jazz recording oddity that has finally been taken care of. Ron Carter, like Philly and Red, gained much of his early recognition in an association with Miles, although his Davis period came about a decade later. Not only was this remarkably flexible bassist an excellent selection to round out the group, but Ron gave me no choice — he insisted on it.  Please note that this is specifically an album without any sidemen. You can look on it as a trio with three leaders or with none — or simply as three friends-and-colleagues locking in together. — Orrin Keepnews

	Charles GAYLE
	Repent
	1994
	74:22
	avant-jazz

label: Knitting Factory

rec. 1992

Charles Gayle [t s]; Hillard Greene [b (#1)]; Vattel Cherry [b (#2)]; David Pleasant [d].

"Gayle's music is intense, grippingly humane, and effortlessly spiritual." – K. Leander Williams

Charles Gayle made his first significant impact on the free jazz scene with a series of critically acclaimed New York performances at the Knitting Factory in the mid- to late '80s. The tenor saxophonist's hyper-kinetic free expressionism draws on stylistic devices pioneered in the '60s by the late free jazz icon Albert Ayler. Like Ayler, Gayle employs a huge tone which, more often than not, he splits into its individual harmonic components. Timbral distortion is a key aspect of Gayle's work. His improvisations feature long, vibrating, free-gospel melodies, full of huge intervallic leaps, screaming multiphonics, and a density of line that evidences a remarkable dexterity in all registers of his horn (especially the altissimo). Gayle is also capable of great lyricism, imbued with the same bracing intensity present in his high-energy work. 

Gayle began playing music at the age of nine. Except for a couple of years of piano lessons as a child, he was self-taught. Piano was his first and only instrument until he picked up a saxophone when he was 19. He listened to jazz as a teenager in the '50s. Gayle was intrigued by bebop; hearing Charlie Parker was a crucial experience. Gayle attempted to learn conventional harmony by analyzing sheet music and working things out on a piano. African-American church services had an profound effect on his music. Gayle moved from Buffalo to New York City in the '60s, where he became involved in the city's nascent free jazz movement. Gayle reportedly taught a jazz course at the State University of New York at Buffalo in 1969, where one of his students was the saxophonist Jay Beckenstein. There is at least one account of Gayle playing with drummer Rashied Ali's group around 1973, but little else is known about his activities during this period (he is not inclined to go into details when asked by interviewers about his past). Gayle took to playing his horn on the streets and in the subways, relying on donations from passers-by for income. Gayle lived a mainly precarious existence for the next twenty years. He was poor and homeless most of that time. Following his "discovery" in the '80s, gigs and tours coordinated by the Knitting Factory began to earn him a modest, if relatively steady income. Still, Gayle scuffled, though he was eventually able to rent a small apartment on New York's Lower East Side. In 1988, Gayle recorded a series of albums for the Swedish-based Silkheart label. Their release in 1990 gave his music worldwide exposure. Subsequent recordings for Black Saint, FMP, and the Knitting Factory house label garnered him more of a reputation. 

In the '90s, Gayle took to performing on piano and bass clarinet in basically the same style that he displays on tenor, though the latter clearly remains his strongest instrument. Gayle's preferred ensemble instrumentation usually consists of himself, a bassist, and a drummer. His concerts are almost wholly improvised, and a single improvisation can last the length of a set. By the turn of the millennium, Gayle's concerts had taken on aspects of performance art. Gayle began dressing as a character he called "Streets the Clown," complete with costume and face paint, whereupon he would perform his music and preach a religious message to his audience. Indeed, Gayle's in-concert expressions of his religious and political views are a source of dismay to some critics and fans, and threaten at times to overshadow his music.

Repent

There is absolutely no one playing tenor (or any other saxophone) coming close to making the kind of music created by Charles Gayle. While it's reminiscent of Albert Ayler's energetic, twisting 1960s free dates, Gayle's saxophone acrobatics and stamina are astonishing. This two-song CD was recorded live and features one number that runs 23 minutes; it's the short tune. "Jesus Christ and Scripture," the second piece, proceeds for over 50 minutes, much of that featuring Gayle's honks, bleats, turnarounds, moans, and anguished cries on tenor. After listening closely to this disc, its lack of repetition and gimmickry is commendable. It's certainly not for all (or even most tastes), but those who listen fairly and intently to Charles Gayle will be rewarded.

	Vyacheslav  GAYVORONSKY [GUYVORONSKY]
	GOLDEN YEARS OF THE SOVIET NEW JAZZ (см.), Vol I; (4 CD Set):

CD 1: "Guyvoronsky / Volkov"
	2001
	73:50
	Vyacheslav  GAYVORONSKY – см. тж. с: Sainkho NAMTCHYLAK (в составе Moscow Composers Orchestra); с: Сергей КУРЁХИН;
label: Leo Records, www.leorecords.com , Limited edition 750 copies

1. in search of a standard - 2'14

2. Waltz-standard - 1 '44

3. A Night in Tunisia - 1'38 (F. Paparelli/ J. Gillespie)

4. Lullaby for Coltrane - 5'29

5. Poet (Netsuke) - 1'33

6. Sarabanda - 3'15

7. Street Organ - 10'10

8. Waltz - 2'26

9. Blues in C-major - 2'58

10. Totem - 14'14

11. Three Dances - 13'32

a) Dance 1

b) Dance 2

c) Dance 3

12. Advance to the Past - 14'06

Vaycheslav Guyvoronsky and Vladimir Volkov have played together for almost 20 years. They first met and played in 1978, when Volkov was just 18 years old while Guyvoronsky was a mature musician having graduated both from the Conservatoire (in 1970) and later from a medical college. In Volkov, Guyvoronsky found a grateful student and partner. In spite of the considerable difference in age and musical experience the duo worked, and after fifteen years of performing together it became one of the most interesting and challenging groups in Soviet new music.

"Their music does not try to impress you with its novelty or inventiveness, their performances do not boast of mind-blowingly dexterous solo passages, their presentation might even seem boring: no show, no gimmicks, no elec​tronics. Few musicians are so indifferent to fashion and so cool about suc​cess. Maybe these were the qialities which made their path to recognition so long and difficult. Theirs is music about music. A fairly typical post-modern, eclectic, polystylistic approach. But whereas Chekasin and Breuker, Zorn and Kuryokhin are toying with the myriads of styles available, obviously enjoying themselves and letting the listener enjoy their weirdest fantasies, Guyvoronsky and Volkov address themselves and us to the DEITY in music, to that spiritual perfection, to the idea of the eternal and divine in art, to that something which transcends aesthetics and becomes ethical, and which we find either in the work of a genius, or in the authenticity of genuine folk music. All their reflections on the variety of musical worlds — the greatness of BACH (in the "Advance to the Past"), or Coltrane ("Lullaby to Coltrane"), or Russian folklore ("Russian Songs") — are recreated with an ascetic minimum of means."

-- Alexander Kan, London, 2001

	Vyacheslav  GAYVORONSKY
	Yankee Doodle Travels
	1994
	63:55
	Замечательные экскурсы.

В. Гайворонский [tp]; В. Волков (см.) [b].

Попутная

Пустой разговор

Память по Константину Носову

Призывы

Память по Майлзу Дэвису

В поисках стандарта

Путешествия Yankee Doodle
 Представьте себе мучения поэта, творящего стихи, имеющего воз​можность исполнять их перед аудиторией, но лишь изредка полу​чающего бумагу и карандаш, чтобы зафиксировать вдохновение. Стихи переполняют тебя, давят нереализованностью, боишься их забыть, потерять дух, мелодику, ритм и, когда, наконец, бумага и карандаш появятся, оказаться уже не в состоянии воспроизвести их такими, какими они были при рождении. В таком примерно со​стоянии находится художник, для реализации замыслов которого требуется нечто большее, чем бумага и карандаш. В таком состо​янии вот уже пятнадцать лет -- всю свою историю -- находится ду​эт Вячеслава Гайворонского и Владимира Волкова. Обретя за пятнадцать лет совместной работы статус почти классиков отечественного джаза, музыканты накопили огромное ко​личество композиционного материала Гайворонского, лишь малая толика которого документирована в разрозненных и не всегда ка​чественных записях "Мелодии" и Leo Records. Этот альбом пред​ставляет собой попытку подобрать старые долги, запечатлеть в записи материал разной степени давности. Разумеется, этими ше​стидесятью минутами запас не исчерпывается. В диск вошли пье​сы, объединенные общей темой путешествия в пространстве, во времени, в мире музыкальных стилей. Творчество Гайворонского лучше всего описывается как "музыка о музыке". И действитель​но, уже с первой пьесы -- адаптации "Попутной", песни Глинки, до которого пока джазмены, кажется, еще не добирались, с вкрап​ленными в ткань мелодии едва заметными реминисценциями из Гленна Миллера и из Битлз, выстраивается настроение путешест​вия по миру музыки, путешествия несколько ироничного, но про​никнутого любовью и пониманием материала. Иронии нет, пожа​луй, лишь в двух мемориальных пьесах, посвященных памяти двух трубачей, учителей и предшественников Гайворонского. И если Константин Носов памятен лишь отечественным джаз-фанам со стажем, то Майлз -- легенда, чарующий звук его трубы знаком всем. Гайворонский не идет по пути подражания. Его звук -- аске​тичная квинтэссенция звука Майлза, вычленяющая его, этот звук, из всяческого контекста. Это как душа великого трубача, отрешившаяся от всего земного, даже от плоти музыки, и вознесшая​ся в мир чистой духовности.

Скомпонованный по нарастающей длительности пьес альбом дос​тигает кульминации в заглавной сюите. Что может быть затаскан​ней  Yankee Doodle, мелодии у всех на слуху и на виду, звучащей в заставках "Голоса Америки", в компьютерных игрушках и т.п.? Выбранная для реализации задуманной идеи перед первыми гаст​ролями дуэта в США (в качестве варианта рассматривались "Во поле березка стояла", "Калинка",  "Мой милый Августин") тема ла​коничная, выпуклая, простая до примитивности, стала отправным пунктом для путешествия по странам и стилям. Географическое и эстетическое разнообразие вариаций дает неограниченные возможности интерпретации -- от попыток проникновения в корневую систему фольклора до пробивающихся в интермедиях между фрагментами второй, танцевальной части сюиты едва уловимых намеков то на Марсельезу, то на марш Дунаевского, то на гимны СССР и США, то на комсомольские песни или фашистские марши. Эти каламбурные музыкальные сочетания суть отражение исто​рии, переживаемой в многократно отстраненном музыкой и ирони​ей контексте.

   ----- А.Кан.

	Vyacheslav  GAYVORONSKY
	Chonyi Together
	1999
	61:18
	label: Leo Records  website: http://www.atlas.co.uk/leorecords/ 

Vyacheslav Guyvoronsky [tp]; Evelin Petrova [accordeon, vocal].

Music by V.G.

1. Still-life – 6’18

2. Pastorate – 4’07

3. Celestial Yaha – 5’49

4. Spanish Waltz – 9’33

5. Chonyi Together – 8’47

6. Ballad – 5’48

7. Bow – 4’30

8. Field – 4’43

9. Sit-round gatherings – 4’58

10. Assembly-shop – 3’24

11. Memories of a Waltz – 2’26

Trumpeter Vyacheslav Guyvoronsky has this strange affinity for the duo format. He started in a duo with drummer Boris Podlipyan in the mid-70s in the Siberian city of Kemerovo where he was sent to work at a provincial orchestra upon acquiring a degree from the Leningrad Conservatoire: the downside of Soviet free tuition. He came back to Leningrad around 1979 and very soon started his second, most acclaimed, duo with Vladimir Volkov, then newly appeared 18-year-old bass prodigy. When in my first interview with Guyvoronsky, around 1980, I suggested the affinity -- he adamantly denied it. He said then that the duo format was nothing other than the dire necessity in a land barren with competent and professional improvisers. Indeed, amongst a couple of dozen musicians, who tried their hand in new improvised music in the early 80s Leningrad, there was hardly anybody who could match his set of requirements. On top of perfect technical prowess, fluency in reading music, musical erudition and impeccable taste, the aspiring candidate -- and incredibly there were quite a few -- first and foremost had to have selfless dedication to music. In simple terms that meant that each, even a shortest piece had to be painstakingly prac​tised days upon days in tormenting rehearsing sessions. The unique partnership with Volkov lasted nearly twenty years and yielded some remarkable fruits. The Leningrad Duo, as they became known later, won all possible awards at national festivals and polls, performed at festivals in Europe and the United States and, most remarkably, created a style of their own. They left a legacy of memorable few albums (unfortunately some, released years ago in Russia on vinyl are no longer available in either form) with Guyvoronsky's compositions. I like to call his pieces "music about music." Unlike his extrovert friends Kuryokhin and Chekasin with their flamboyant and defiant postmodernist burlesque shows, Guyvoronsky subtly enveloped his equally strong postmodern attitudes into the depth of his quiet introverted pieces. Almost invariably they are strikingly original, innovative and unorthodox, at times reverent, at times sardonic, renditions of widest variety of musical sources: Russian traditional music, Indian ragas, tributes to Bach, Davis and Coltrane, or an extraordi​nary suite of Yankee Doodle treatments. When since the mid-90s the celebrated Guyvoronsky-Volkov Duo was slowly but surely demising the composer started a septet with younger musicians most of whom were his students at the "experimental course" at the Film, Music and Theatre Academy in by then renamed St. Petersburg. One of the septet members was a young accordionist Evelyn Petrova and -- sure enough -- soon he had another duo.

The "experimental course" which Guyvoronsky taught is no longer there, gone is the septet. But the duo -- the tightest and the most intimate musical partnership -- survived. Again, as in the duo with Volkov, Guyvoronsky is the indisputable leader, composer and generator of the ideas. And again he is more than generous in letting the other partner fully express herself as a confident and mature insrtumentalist. Still a student at the St.Petersburg Conservatoire and still very young, Petrova prior to working with Gayvoronsky had virtually no jazz or impro​vised music experience. Chonyi Together is the duo's first recording.

Central for the record is its title track Chonyi Together. Chonyi is a Tibetan term, one of the states of Bardo, a fundamental Buddhist notion, in which the soul, disassociated from the deceased body is wandering throughout mystic worlds searching for the depths of its own self and the universe. Serial technique bestows the piece with a feel of strange bodiless alienation, wanderings of a pure spirit. Spiritual search has always been central in Guyvoronsky's music. The album by no means is a monothematic integral whole, and the title track does not dominate it. But at the same time it is a sort of a tun​ing fork that serves as a cornerstone for the very different if not contrasting moods of the other pieces, as if they all are that wandering spirits findings in its eternal ramblings.

The moods indeed are very different: idyllic jumble of The Pastoral; boisterous showing off of The Spanish Waltz; monotonous industrial rhythm of The Assembly Shop, introspective smoothness of The Ballad; indulgent, almost hysteric joyfulness of Sit-around Gatherings with obvious quotations from chastushki, sardonic Russian folk ditties; and, finally, nostalgic impressionism of Memories of a Waltz.

After the music on this CD was recorded, and before it was released, one of the pieces, Celestial Yaha was awarded with the Special Composition Prize at the 5th International Astor Piazzola Competition in Italian city Castelfidardo, where in October 1998 the duo had their very successful international debut. Guyvoronsky speaks of the piece as a musical incarnation of an ideal woman. "Love and intuition never find their full impersonation on Earth"...

------ Alexander Kan

	Vyacheslav  GAYVORONSKY
	Postfactum
	1999
	45:27
	Вячеслав Гайворонский - труба; Эвелина Петрова - аккордеон; Ариадна Карягина - голос; Эрнест Овельян - флейта; Григорий Воскобойников - контрабас.

№1 - 14: J. S. Bach, Francosische Ouverture (тексты на французском языке: В. Гайворонский)

№15 - 17: C. Bottegari (тексты на итальянском языке из сборника Arie e Canzoni, 1574)

№18: J. S. Bach, Choral Prelude (текст на китайском языке из Книги Перемен)

Действительность предоставляла ровно столько, сколько предоставляла. Но мне всегда было ясно, что Ариадна -- именно то персона, которая в состоянии справиться с предстоящей задачей, обладающая особой "рефлексией"' голоса, не вписывающегося в знакомые рамки вокальных стилей. Несчастная Рада была атакована моей творческой шизофренией, которая порой проявлялась в нежелаемом направлении, но сейчас я с радостью удостоверяю, что её работа -- блестящее перевоплощение, достойное всяческих похвал.

Слово о музыке разделяет: распинать мыслями впечатление -- всё равно что объяснять необъяснимое. Впрочем, рискнем...

Бах И. С. Французская увертюра (Партита) BWV 831

"Открывайте окна, открывайте двери, делайте то же, что и я," -- поёт Фея-гостья в медленных частях увертюры, а для меня -- печаль с неосознанным чувством внутреннего сопротивления и пока с мало понятной политембровой миссией голоса. "Держусь за нить и не потеряюсь в лабиринте," -- продолжает Гостья в быстрых частях увертюры, и её нежные просьбы-уговоры звучат то как призыв, то как протест с примесью страха потеряться в лабиринте человеческих помыслов и слабостей. А потом -- замороженно-медитативный тандем контрабаса и Феи (куранта) но фоне неизменных баховских нот в трио флейты, трубы и аккордеона создают эффект Феи-дуры, которая в конце номера перехитрила всех, раскрыв секрет своей увлеченности простой игрой в четки-колокольчики.

Фея затем беззастенчиво мимикрирует предлагаемую реальность (гавот 1), и уходят прочь все мысли о возможных интригах между духовным и плотским...

Прочь, прочь, все духовные заповеди! (гавот 2), -- ведь так очаровательно согревать замёрзшего мотылька тёплой грудью -- сладкой грёзой поэта-романтика. Фея вдруг временно исчезает: наверное, переодевается или наводит туалеты (гавот 1 da саро), но главное -- мы её уже ждём. Ну, наконец-то, появилась (паспье 1)! Но насколько смешна и неуклюжа её попытка подпрыгнуть в пантомиме музыкальных пауз. Что за универсальный женский опыт (паспье 2), создающий естественно-кокетливую жалобу в едином музыкальном потоке, несмотря на активную трансформацию в stretto аккордеона и флейты?! По-моему, цель Феи достигнута, и она успешно растворилась среди торговок, бедных и богатых барышень городской площади, и её повторное короткое исчезновение (паспье 1 da саро) кажется вполне естественным.

И вот партита достигла своего центра (сарабанда). Чистый и нетронутый для моего композиторского вторжения оазис, где нет никому и ничему места, потому что места хватит всем. А потом внезапное активное начало, вовлеченное в поток "революционной" борьбы (буррэ 1) пресловутой коллективной воли, заставляет сожалеть о падшей Фее. Неужели тот же упругий бюст возглавит Парижскую Коммуну, или позволит сотворить импотентам бродвейскую Мадонну? Что это? Привычный компромисс (буррэ 2) единой музыкальной фактуры? Или предыдущий вопрос продолжает подсознательно атаковать уши, нашёптывая: Тише, тише...

И вновь знакомый приём отсутствия (буррэ 1 da саро), скорее не Феи, а стабильно ангажирующей особы, плотно нашедшей свою нишу в социуме. Ох, слава Богу (жига), кажется, не всё ещё потеряно; -- Фея осталась в стороне от полиритмической борьбы двух унисонов. Блаженны миротворцы, -- так и слышится мне, как надежда и призыв победить себя. И что же... Финал (эхо). Конечно... Ну конечно, она настоящая Фея, ведь так легко и забавно (в изломе законов музыкальной материи) расшатывает она инструментальную лодку, шутя и радостно внушает нам не бояться самоуничтожения формы.

"Я здесь, меня нет," -- её последние слова. Чудо прихода и ухода в Эхо осталось с нами, ибо Фея (Муза), как посланница Господа, дана нам только для созидания и удостоверения Любви...

Три песни Козимо Боттьегари

Другой мир красок, их взаимодействий: обширные инструментальные интервенции сочетаются с максимально выдержанной вокальной партией, почти нота в ноту иллюстрирующей куплеты мастера итальянского Ренессанса. Выбирайте: наблюдать или переживать три болезненных состояния, именуемых любовью. Всё здесь то в лёгкой, то в липкой паутине страданий...

1 песня.  Любовь и смерть в едином потоке мук и страстей -- вздыхающая безнадёжность замкнутого круга, где даже воля необходимости его разрушения (инструментальный план) не в состоянии что-либо изменить...

2 песня.  Рефлексия "несчастий" в разгаре: любовь, словно червь, поедающий яблоко, приводит болезнь к постели, -- застывшая поза ожидания прихода волшебного лекаря... 

3 песня.  Казалось бы, выход найден: уйти в монастырь и там найти единственное лекарство от болезни. Но "монашкой я бы стала..." -- фантазирует наша бедняжка, перебирая только ей знакомые роли (тем6ры) в бредовом пылу, в надежде найти новый приют для души своей, перенеся в таинственную обитель "сникерсы", "шварцнейгерсы", "санта-барбарсы" и прочие симптомы. Остаётся только вволю покривляться, прособачиться насквозь, до седьмой потной радости и уйти из памяти...

Бах И. С.  Хоральная прелюдия Allein Gott in der Hoh sei Ehr  BWV 711

Солидно удерживаемый активный унисон аккордеона и контрабаса противопоставлен повисшей между Небом и Землёй, отторженной от суеты троице (труба, флейта, голос), в миксте "китайского" фальцета спокойно ожидающей уже найденную форму интонации и паузы. 

И дважды кто-то сверху вниз спускает по нити золотой ключик в виде звучащих иероглифов из Книги Перемен: "Постигающий дышит пятками, постигший -- как черепаха."

                                           ВЯЧЕСЛАВ ГАЙВОРОНСКИЙ

	(Vyacheslav  GAYVORONSKY)
	CПб Арт Ансамбль:

"Молоко"
	2002
	68:24
	label: author's edition     http://kolick.pisem.net 

СПб Арт Ансамбль:
Вячеслав Гайворонский - труба 

Николай Рубанов - сопрано-, тенор- и бас-саксофоны 

Александр Владимирский - бас-гитара 

Александр Рагазанов - ударные
1. Молоко 8:27
2. Кефир 10:27
3. Простокваша 12:08
4. Сливки 9:37
5. Сыр 5:45
6. Йогурт 5:08
7. Творог 8:02
8. Сметана 2:42
9. Пахта 6:06
Запись концерта в клубе "Молоко" СПб, 7 мая 2002 года

	George  GERSHWIN
	RedHot + Rhapsody (The Gershwin Groove)
	1998
	74:18
	Песни Гершвина исполняют: Morcheeba, Bobby Womack, Clark Terry, Luscious Jackson, Jovanotti, Skylab, Sinead O’Connor, David Bowie + Angelo Badalamenti, и др.

«American life is nervous, syncopated, ever accelerando, and slightly vulgar... It is essential»  -- George Gershwin, ‘Jazz Is the Voice of the American Soul’.

Произведения Гершвина см. тж. в разделе 'Classics'.

	Stan  GETZ / Joao  GILBERTO
	Getz / Gilberto 1
	1964
	39:21
	Verve Master Edition: Meticulous audio restoration; High-resolution 20-bit digital transfer; Bonus tracks.

S.G. [t s]; Antonio Carlos Jobim [p]; Joao Gilberto [g, v]; Tommy Williams [b]; Milton Banana [d]; Astrud Gilberto [v].

  «Getz is superb on this record.» – Down Beat

	Stan  GETZ / Joao  GILBERTO
	Getz / Gilberto 2
	1964
	63:43
	live at Carnegie Hall

  A follow up to the original ground-breaking (and trend-setting) Stan Getz - Joao Jilberto collaboration, this legendary Carnegie Hall concert presents both the Getz quartet, featuring Gary Burton and Gilberto’s trio. The bonus material includes two tracks that are previously unissued.

	Joao  GILBERTO
	Joao
	
	50:24
	Compilation 1991

Joao Gilberto’s role in the appearance of Bossa Nova in Brazil in the late 1950’s and its popularisation around the world was seminal and essential. Having grown accustomed to his abstractions, contractions and inferences, we can begin to appreciate the lushness, the thickets of rhythm that populate his silences. Joao’s choice of songs to sing is always telling. His knowledge is vast but he doesn’t invest in the obscure for it’s own sake. He doesn’t illuminate a song’s hidden side as much as he brings more light to bear on what is already clear. Nor is he above choosing a song to make a point, but his renditions are in themselves devoid of polemical sentiment. Once again in his restraint he is most devastating.  — Arto Lindsay.

	Joao  GILBERTO
	Ao Vivo
	1995
	49:06
	Joao Gilberto [voz e violao]

	Astrud  GILBERTO
	Look To The Rainbow
	1966 -67
	45:24
	

	Astrud  GILBERTO
	Beach Samba
	1967
	44:10
	In 1967 Astrud Gilberto, with a studio orchestra including Ron Carter and Toots Thielemans, recorded the arrangements of Eumir Deodato and Don Sebesky to create a Brazilian-jazz classic. In addition to the original LP, five tracks are presented with the Walter Wanderley Trio from Gilberto’s album ‘A Certain Smile A Certain Sadness’.

     Astrud herself, despite her love of and feel for jazz, never sought to claim the territory previously staked out by Ella, Carmen, Sarah, or the other unquestioned jazz divas. In the mid-Eighties, in an interview with France’s ‘Jazz Magazine’, she was asked what kind of music she sang then. Her answer might well have proven just as accurate fifteen years earlier, when she was recording ‘Beach Samba’: “I still believe that the simplest thing to do is what pleases you. I sing what I like, whether the song is American, French, or something else. What’s more, I have recorded all kinds of Brazilian music, not only bossa nova — there are so many different rhythms! American ballads, jazz tunes, even some rock or disco stuff — yet always with a definite jazz influence.”   ‘Beach Samba’ is a period piece, yes — and one that contains some of Astrud Gilberto’s most representative work. After the accidental outset of her career, she proved to have enough musical savvi to remain ‘unprofessional’ — or at least to sound that way — in an era that venerated such an approach. In 1967, the Girl from Ipanema was still heading beachward, and those who heard her still tended to sigh.  — Neil Tesser,  June 1993 (N.T. is the jazz columnist for Playboy)

	Astrud  GILBERTO
	The Silver Collection
	
	62:13
	Compilation. Не пересекается с “LTTR” и “BS” на 57 min.

Жена музыканта Жоао Жильберто, которая и петь-то начала случайно, оказалась одной из лучших вокалисток века. Хрупкий голос Аструд - это вечные сто дней после детства, наивность, не испорченная опытом. «Серебряная коллекция» - собрание лучших босса-нов, когда-либо ею спетых. Плюс разящие наповал (в ее исполнении) португальские шипящие. 

	Astrud  GILBERTO
	This Is Astrud Gilberto
	
	40:24
	Compilation. Не пересекается с LTTR, BS, TSC на 18 min.

	Jon  GIBSON
	In Good Company
	1992
	64:09
	label: Point

Producers: Philip Glass, Kurt Munkasci, Rory Johnston.

J.G. [saxes, keys, perc]; + John Snyder [Conch Shell, rain stick]; LaMonte Young [p]; Michael Riesman [organ, k, tread].

Waltz (Jon Gibson)

Pat’s Aria (John Adams)

Reed Phase (Steve Reich)

Terry’s G Dorian Blues (Terry Jennings)

Bed (Philip Glass)

Tread on the Trail (Terry Riley)

Song 3 (Jon Gibson)

Gradus (for Jon Gibson) (Philip Glass)

Extensions II (Jon Gibson)

  Jon Gibson (b. Los Angeles, 1940) is a composer, woodwind instrumentalist and visual artist who has been active in new music since the 1960s. He has taken part in numerous landmark musical events, performing in the early works of Steve Reich (1963-72), Terry Riley (1964-66), Philip Glass (1968-present), as well as performing with many other composers [...].  His own music consists of a large body of solo and ensemble instrumental and vocal works that have been performed by himself and others throughout the world. His individual approach to composing and performing results in part from the influences of various western and non-western musics, jazz and improvisation styles, sounds from nature, and his long and important association with Minimalism and the post-modern aesthetic. [...] As a performer, Gibson appears on recordings by Glass, Reich, Russell, and Robert Ashley, among others. [...]  — Dean Suzuki

	Paul  GIGER
	Chartres
	1989 
	53:37
	label: ECM (все CD)

Paul Giger [violin].

   Recorded at summer solstice 1988 inside the crypt and upper church of the cathedral of Chartres, France.

   Мастер тонкой прозрачной музыки с импрессионис -тической палитрой настроений.

   “Родился в 1952 в г. Herisau, в Швейцарии. Родиной и утопическим центром для Гигера был Шартрский собор (Kathedrale von Chartres), мистическое место ранних одиноких экскурсий Гигера, методическое кафедрализирование музыкальной фантазии. Из мира теней готического собора, его крипт и лабиринтов Гигер видит действительность живого мира. К источникам вдохновения Гигера принадлежит также и музыка американских минималистов, с её нежными переливающимися или внезапно меняющимися схемами повторов. Эта сокровищница претерпевает при этом адские метаморфозы. Гигер использует пассажи ostinato с особенным драматургическим чутьём.”

	Paul  GIGER
	Alpstein
	1991 
	62:37
	Paul Giger [violin], Jan Garbarek [ts], Pierre Favre [perc]. rec. 1990-91

  Северные предгорья Швейцарских Альп, со стороны Вюртемберга, если смотреть через озеро Бодензее, выглядит как форпост героического мира. Светлая известняковая корона вершин Сентис, возвышающаяся до 2500м, представляет собой огромные нагромождения массы камней, возвышающихся подобно острову. Она парит над пологими холмами, покрытыми травой, и над взбегающими по крутым склонам лесами и отдельными каменными осыпями. Они возвышаются как три звена цепи; два из них идут с  севера почти параллельно, как два потока, до последнего взлёта ландшафта, покрытого зелёными лугами; на дне долины покоятся озёра. С южной стороны, позади последнего обрыва череды скал, местность круто и беспорядочно обрывается вниз; западная сторона представляет собой стену, поднимающуюся отвесно на 1000м; за вершинами Сент-Галлера лежит восточная гряда, а далеко внизу — долина Рейна. И когда ощущаешь всё в целом, то это воспринимается не только как часть земной поверхности, но и становится целым миром.

 Римляне не достигли этих не заселённых человеком древних лесов, которые простёрлись от озера Бодензее до известковых скал. Только в 7 веке появились аллеманы (германцы), а, затем, — рыцари; старейшие сады насчитывают 1300 лет. И сегодняшние поселения являются отголосками того времени. Они чаще всего расположены на расстоянии слышимости крика. Такова родина Пауля Гигера.

 С незапамятных лет жители этого холмогорья, которое окружает Камень Альп (Alpstein), считают его “своим собственным”. Это чувство принадлежности не объясняется только лишь косервативностью; оно часто оказывается таким же сильным и в новых условиях. (...) Жители кантона Appenzell всегда оставались открытыми для музыкального влияния с Востока. Но под словом “Восток” здесь изначально подразумевают Форарльбергские земли (Австрия), но за Форарльбержьем — дальние просторы Дунайской равнины, а, возможно, и Кавказ.

 Далёкий Аттила и его орды здесь должны были остановиться. Миновавшее “цыганское время”, во всяком случае, более легендарно, чем исторично. Но людей в Зентисе менее всего заботит, что историки относят определённые формы культуры к достаточно недавним временам. Более достоверна (и более прекрасна) чем эти смутные гипотезы, современная история о натуральном йодле, который во внутренних областях Rhoden зовётся ‘Rugguserli’ , а во внешних ‘Zauerli’ . Это — потрясающе трогательная история тоски по родине: та область Альп — чисто сельская католическая внутренняя часть Rhoden, откуда Швейцария поставляла в течение столетий самый большой контингент солдат в войска французской короны — эти люди предпочли бы остаться со своим “любимым скотом”. И в далёком Париже плакали они когда кто-то запевал пастушью песню. И потому такое пение было запрещено под страхом смертной казни. Но всё равно, измученные тоской по родине пастухи часто дезертировали. (...) 

 В этой стране звучит “оригинальная” струнная музыка, это — свободная “дикая” мелодика в натуральном звукоряде, которая относится к классическим нормативам так же строптиво, как речевое искусство (устная речь) этого народа упрямо сопротивляется “высокому стилю” и литературному языку. Пауль Гигер глубоко погружён в основы народной музыки, в её самые глубинные тоны. Не передвижные декорации он воспроизводит, а эту невинность интонации, которая пришла из таких далёких времён. В музицировании Гигера, Гарбарека и Фавра эта первобытная Пра-музыка не есть безжизненный препарат, который сберегается и только цитируется. Она растёт, поднимается и летит... Она находит себя вновь. Саксофон Гарбарека находит звуки маленького альпийского рожка Buchel, который уже давным давно исчез из этого региона. В звуках ‘Alpstein’ а Ян Гарбарек воспроизводит шумы моря и звуки далёкого севера. Иногда они придают мощь звучанию его инструмента, а иногда в его музыке возникает мечтательность, как бы состояние парения. “Zauerli”, “Alpsegen”, “Chuereihe” — легли в основу отдельных опусов музыки  на этом альбоме, но не как незыблемый канон, а как среда, на которой эта музыка основана, и за пределы которой она смело выходит.

         Martin Schaub (перевод с немецкого)

	Paul  GIGER
	Schattenwelt
	1993 
	54:16
	P.Giger [violin]       rec. 1992

  Диск состоит из трёх частей:

1. Bay                            03’ 05”

2. - 8. Labyrinthos       34’ 57”

9. Bombay                     16’ 01”

   “Сцены “Лабиринта” развиваются как исконные творения скрипичной поэзии, которые вознеслись значительно над средневековыми заклинаниями в Chartres. Природа была введена в участие, с её самыми элементарными шумами-знаками, посредством мобилизации инструментальной техники. К внутренним темам Labirintos привели ассоциации, связанные с Минойско-Критской цивилизацией.

   Сказать, что скрипка для Гигера это — целый оркестр, это ещё слишком мало: она — среда для формирования целого мира. Волшебная традиционная скрипка с её благородными коннотациями, мелодичностью и паганиниевской бравурностью, так же отвергаются Гигером, как и основной пункт традиционной культуры её звучания вообще. Словарный запас скрипки был расширен Гигером безгранично. Однако от узурпаторского духа модерна Гигер находится на значительном отдалении. Простое, Элементарное, Гармоничное, Натуральное звучание, Обертоны — всё это Гигером допускается на своём месте, но не как абсолютизированный Порядок, а скорее как хрупкая опора в борьбе (или в свободном сосуществовании) с Силами Хаоса, которая принимает как игровой так и катастрофический характер. Поэтому Гигер не цепляется судорожно за Традиционное в своём искусстве. Он для этого слишком кочевник и бездомный бродяга (“Играющий на скрипке отшельник” — как изобразил Bocklin). В его инструменте соединены, так сказать, все типы скрипок, которые известны человеческой культуре (и которые обладают своими специфическими тембрами). Когда приходится описывать скрипку Гигера по воздействию звуковыражения, то представляешь её себе как гигантский инструмент, в десять раз больше контрабаса. И, при всём при том, это лишь нормальная скрипка, и она производит все эти звуки и шумы, когда Скрипач прикасается к ней смычком. Правая рука ведёт смычок со скрупулёзной аккуратностью, присущей истинному художнику. Каждый удар смычка — созидательный формообразующий жест. Наше ухо воспринимает точно и ощущает, как волоски смычка делают надписи на теле скрипки. Но, однако, левая рука, которая держит гриф и регулирует длину струн, должна действовать не менее точно. Она создаёт объём, в котором должен разместиться звук. Без её препарирующей, руководящей функции, правая уйдёт в пустоту, затеряется в хаосе шумов, и прекрасный танец Звезды и Тени погрузится в бездну. Но отдельные эскапады туда — Пауль Гигер себе отнюдь не запрещает. Но жить там он не хочет.”

     Hans-Klaus Jungheinrich (перевод с немецкого)

	John Birks “Dizzy”  GILLESPIE
	New Faces
	1985
	43:00
	D.Gillespie [tp]; Kenny Kirkland [p]; Branford Marsalis [t&s s]; Lonnie Plaxico [b]; R.Ameen [d].

«From the position of young innovator to old master, he expanded our expectations of the trumpet. An obvious demon of fire, grit and swing...»

	John Birks “Dizzy”  GILLESPIE
	Live At The Royal Festival Hall
	1989
	74:44
	D.Gillespie with: Flora Purim, A.Sandoval, J.Moody, a.o. +  The United Nation Orchestra

	John Birks “Dizzy”  GILLESPIE
	Dizzy Gillespie and Arturo Sandoval: 

“To A Finland Station”
	1982
	45:00
	quintet
A.S. -- Лауреат 41-й ежегодной премии «Гремми» (1999) американской академии звукозаписи в категории «Лучшее исполнение латиноамериканского джаза.

	Brian GINGRICH & David TORN


	The White Rim Of Heaven
	1996
	58:32
	ambient/psychedelic jazz-rock

Brian Gingrich [b, k, perc, el g] & David Torn (см.) [g]; with: Eric Batterman [d, perc]; Tom Krol [ac g]; Dean Jensen [g]; Led Murphy [d, perc]; Terry Rolleri [g]. (состав варьируется)

	Egberto  GISMONTI
	Sol Do Meio Dia
	1978 
	50:41
	jazz-latina
label: ECM (все CD)

Egberto Gismonti [g, p, perc, fl], Nana Vasconcelos [berimbau, perc], Ralph Towner [g], Collin Walcott [tabla], Jan Garbarek [sax].

	Egberto  GISMONTI
	Saudades
	1979 
	44:18
	label: ECM
Nana Vasconcelos [berimbau, perc,  voice,  gongs], Egberto Gismonti (см.) [g], members  of  Radio  Symphony Orchestra Stuttgart, conducted by Mladen Gutesha.

Nana Vasconcelos участвовал тж. в проектах с: Pat Metheny, Jan Garbarek, Don Cherry, John Zorn, Woody Shaw, в трио Codona.

	Egberto  GISMONTI
	Sanfona
	1980 
	50:56 45:13
	E.G. [p, g-s, Indian organ, voice]; M.Senise [s&a s, fl]; Z.Assumpcao [b]; Nene [d, perc].

	Egberto  GISMONTI
	Duas Vozes
	1984 
	48:17
	Egberto Gismonti [g, p, fls, dilruba,voice], Nana Vasconcelos [perc, berimbau, voice].

	Egberto  GISMONTI
	Danca Dos Escravos
	1989 
	47:15
	Egberto Gismonti [solo guit]

Guitars used on the album:

Mitsuru Tamura (10 strings), Jose Ramirez (14 strings), Adams jr. (12 strings), Hopf (Contralto Guitar / 6 strings).

Fragments of the history of the colonizers collected by Geraldo Carneiro, translated from the Portuguese by Lizzie Bravo:

"It does not seem to be very right in politics to tolerate that on the streets and grounds of the City (of Salvador) multitudes of negroes of either sex make their barbaric beats and the sound of many and horrible congas, dancing dishonestly, immorally and singing gentile songs .. ."

Bernardo dos S. Vilhena, Recopilacao de Noticias Soteropolinas e brasilicas.
"If the punishment is frequent and excessive, either they will leave, escaping to the woods, or they will kill themselves, as they do, holding their breath or hanging themselves, or (...) employing diabolical arts. (...)"

Antonil, Cultura e Opulencia do Brasil por suas drogas e minas.

"They (the wizards) made holes in distant huts and, inside them, laying down with their stomachs on the floor, closed their eyes and sunk their heads in those holes, asking questions to the demon and receiving the answers through a voice coming from the ground."

Yves d'Evreux

"The wizards (gurus), which have from seven breaths up, read clearly in the future, cure at a distance, can change freely into the animal that is convenient to them, become invisible and transfer from one place to the other with a simple effort of their will."

Metraux, A., A Religiao dos Tupinambas

"While they walked there this day, always to the sound of one of our tambourines, they danced with our men, which shows that they are much more our friends than we are theirs."

Pero Vaz de Caminha, Carta

"There is no form of government with the prerogative of being unchangeable. No political authority, having been created yesterday or a thousand years ago, is free from being supressed in ten years or tomor​row. No power, as respectable and sacred as it may be, is authorized to face the State as its property. And whoever thinks in any other way is a slave."

Abade Raynal, The Revolution in America (1781)

	Egberto  GISMONTI
	ZigZag
	1996 
	54:35
	Egberto Gismonti [10- and 14-str g, p]; Nando Carneiro [g, synth]; Zeca Assumpcao [double-bass].

	Philip GLASS   --- см. в файле "Alternative"                                   
	
	
	
	

	GLOBE  UNITY  SPECIAL
	Rumbling
	1991 
	68:08
	label: FMP

Rec. 1975

Evan Parker (см) [s&t s, Musical Saw]; Steve Lacy (см) [s s]; Kenny Wheeler (см) [tp]; Albert Mangelsdorff (см) [trb]; Gerd Dudek [t s]; Paul Rutherford [trb]; Alexander von Schlippenbach (см.) [p]; Peter Kowald (см) [b, tuba]; Paul Lovens [perc, strings, Musical Saw]; Unidentified Dog.

  A Dog is a Dog. ‘Globe Unity Special’ gave a one-off performance at the seventh Berlin «Workshop Freie Musik» where the emphasis lay on the trombone and large ensembles. The musicians realized that their musical potential lay in free improvisation, which should be restricted by as few structural set criteria as possible. It is not just the high level of the musical-technical standard of each and every one of these musicians which makes this recording so exceptional, but also the flexibility of their interplay, the astounding solos, and the dynamic group sounds.

Alexanders Marschbefehl (08.39), 

Rumbling [to Joe Louis] (15.54), 

Into the valley ... (15.30) 

of dogs, dreams, and death (22.06), 

Evidence (05.57).

	GLOBE  UNITY ORCHESTRA
	Globe Unity Orchestra 2002
	2002
	74:05
	label: Intakt www.intaktrec.ch 

one-track recording

rec. 2002

Alexander von Schlippenbach (см) [p]; Manfred Schoof [tp]; Peter Brotzmann (см) [t s, cl, tarogato]; Evan Parker (см) [s&t s]; Ernst-Ludwig Petrowsky [a s, cl, fl]; Paul Rutherford [trb]; Hannes Bauer [trb]; Paul Lovens [d]; Paul Lytton [dr].

	Heiner  GOEBBELS
	The Man in The Elevator
	
	42:46
	Heiner  Goebbels -- постоянный участник группы CASSIBER (см.)

Goebbels / Harth -- см. тж. в секции ‘Jazz’: VLADIMIR ESTRAGON; CREATIVE WORKS ORCHESTRA (Harth);

label: ECM

Based on a text by Heiner Muller

Arto Lindsay (см. в 'Alternative') – v, g

Ernst Stutzner – v

Don Cherry (см.) – v, tp, doussn' gouni

Fred Frith (см. в 'Alternative') – g, b

Charles Hayward – d, metal

George Lewis (см.) – trb

Ned Rothenberg (см.) - s, bass cl

Heiner Goebbels – p, synth, progr.

Experimental composer and director Heiner Goebbels was born in Neustadt, Germany, on August 17, 1952, relocating to the Frankfurt area at age 20 to study music and sociology. He first achieved notoriety in 1976 upon premiering a number of works, including "Rote Sonne," "Circa," and "Improvisations on Themes by Hanns Eisler," most performed in conjunction with the Sogenanntes Linksradikales Blasorchester. Concurrently, Goebbels also collaborated with Alfred Harth and beginning in 1982, he served as a member of the longstanding art rock trio Cassiber. He further expanded his growing oeuvre with a series of theatrical, film, and ballet scores and during the mid-'80s began writing and directing audio plays of his own, seeking his initial inspiration in the texts of Heiner Mueller. Beginning in 1988, Goebbels also turned to authoring chamber music with the Ensemble Modern, and in 1994 completed "Surrogate Cities," his first major composition for symphony orchestra. His recordings for ECM include La Jalousie/Red Run/Herakles 2/Befreiung, the Edgar Allen Poe-inspired SHADOW/Landscape with Argonauts, Der Mann im Fahrstuhl, and Ou Bien le Débarquement Désastreux.

Der Mann im Fahrstahl
1. In Einem Alten Fahrstahl

2. Es Geht Um Einen Auftrag

3. Funf Minuten Vor Der Zeit

4. Drei Stufen Auf Einmal

5. No Taboleiro de Bahiana

6. Ein Schneller Blick Auf Die Uhr

7. Allein Im Fahrstuhl

8. Wilde Spekulationen

9. Der Chef

10. Sein Selbstmord

11. Fita Nos Meus Olhos

12. Ich Verlasse Den Fahrstuhl

13. Ohne Auftrag

14. Mitleid in Peru

15. Trockener Schlamm Mit Fahrspuren

16. Heimweh Nach Dem Fahrstuhl

17. Kalter Schweiss

18. Etwas Wie Heiterkeit

19. Diese Frau Ist Die Frau Eines Mannes

20. Auf Einem Gasoberwachsenen Bahndamn

21. Worin Besteht Mein Verbrechen

	Heiner  GOEBBELS
	Heiner GOEBBELS  &   Alfred 23 HARTH:

“Goebbels Heart”
	1981
	75:49
	label: Eva Records (Tokio)

Heiner Goebbels [p, k, cembalo, organ, harmonium, s s, cello, chinese violin, g, bouzuki, b, perc, etc.]; Alfred 23 Harth [s-s, cl, b cl, tb, tp, perc, etc.]; Dagmar Krause (см.) [voc].

	Heiner  GOEBBELS
	Live A Victoriaville
	1987
	54:06
	label: Victo (Canada) 1993

Heiner Goebbels [p, synth, cl, anches, t s, violon chinois, perc, v]; Alfred 23 Harth [s&t s, bass cl, anches, trb, cl, tp].

That night, the duo of keyboardist Heiner Goebbels and reedman Alfred Harth offered what turned to be a "New Music Burlesque" adaptations of Harms Eisler songs (Ballad Of The Rotten jacket and The Durable Grey Goose) incorporating squeals, phrase fragmentation and ellipsis, music hall rhythms, toys, march anthems, slapstick, rubber hoses and an entire Chinese orchestra on tape. GREAT FUN. STRONG MUSIC.

ART LANGE, Down Beat 

Stylistically varied and visually fascinating, the duo of Alfred Harth and Heiner Goebbels was enthusiastically received at last year's Festival International de Musique Actuelle de Victoriaville. Well-Known in new music circles in Germany, both musicians drew in the crowd from the first downbeat. As an encore, they have played a stunning arrangment for two tenor saxophones of Jean-Philippe Rameau, "Le Rappel des Oiseaux". From start to finish, a high point of the festival.

MARC CHENARD, Jazz Podium

	Heiner  GOEBBELS
	"Shadow" / "Landscape With Argonauts"
	1993
	51:56 
	label: ECM

H.Goebbels [k, accordion]; C.Govetas [cl, chumbush, gardon]; R.Lussier [g]; C.Hayward [d, tipan, perc]; Sussan Deihim [voc].    Words by Edgar Allan Poe and Heiner Muller. 

	Heiner  GOEBBELS
	Heiner GOEBBELS  /

ENSEMBLE MODERN
	1993
	65:49
	label: ECM (New Series)

1. La Jalousie

2. Red Run (9 songs for 11 instruments)

3. Herakles 2

4. Befreiung

Ensemble Modern (см. в: 'Alternative'):

Dietmar Wiesner
flute

Catherine Milliken
oboe

Wolfgang Stryi
bass clarinet, saxophone

Noriko Shimada
bassoon

Franck Ollu
trench horn, narrator in La Jalousie
William Forman,

Bruce Nockles
trumpets

Uwe Dierksen
trombone

Gerard Buguet
tuba, contra bass trombone

Rainer Romer
percussion

Hermann Kretzschmar,

Ueli Wiget
piano, sampler

Klaus Obermaier
electric guitar

MathiasTacke
violin

Michael Klier
viola

Eva Bocker
cello

Thomas Fichter
double-bass, electric bass

Peter Rundel         conductor 

Christoph Anders  -   narrator (совсем немного на французском в №1, и на немецком прилично в №4 [можно исключить])

After just one hearing, it is apparent: the fascination of these four pieces -- Befreiung, Red Run, Herakles 2 and La Jalousie -- lies in their decisiveness. No one but Heiner Goebbels could have composed them. And perhaps no other group but the Ensemble Modern -- who put all their virtuosity at the service of the music -- could present and perform these pieces. But only Heiner Goebbels could have imagined them.

It is all so logical, so distinctly perceptible to the ear, espe​cially here, especially now: the edginess of the brass group that carries the name Sogenanntes Linksradikales Blasorchester (So-called Radical-left Brass Ensemble) in mocking self-stigmatization; the dialectic of Goebbels's duo work with Alfred Harth; the early montages of original recorded sound; the melding of his music with spoken words -- an act of renewal, proof that Theatre is not dead after all; the ability to laugh at himself and thereby make others laugh while luring them to Beijing, Aschenfeld, Moscow; the investigation of avant-garde forms of rock with his group Cassiber; and finally Horstucke whose influence on contemporary radio cannot yet be evaluated. All of this represents the development of a unique form of expres​sion. The moment we hear it, we know: this can only have been written by Heiner Goebbels.

We recognize his signature, we can talk of his decisiveness -- not because he keeps doing the same things, but because he is always doing something new, without forgetting what has gone before. His courage to change is the only constant: heterogeneity the unifying element. Paradise and purgatory can be one and the same venue.

Thus the pieces, realized live and in the studio with the Ensemble Modern, are a compelling continuation of his auto​biography, self-knowledge become sound, compositional pal​impsests documenting the process of enlightenment. They demonstrate something rare in music today: the ability to do the right thing at the right time, intentionally and with assurance.

Like all works that have depth and meaning, these composi​tions can be understood in a variety of ways. Certainly, Red Run is the concert version of a 1988 work written for ballet, but it can also be heard as a brilliantly constructed and realized piece of pop music at the very dividing line between two separate worlds of music. Such attempts at crossover are usually re​ceived in embarrassed silence. But there is nothing embarrass​ing here, the connection is self-evident.

The same is true of Herakles 2: Certainly the music deliber​ately follows the text structures of Heiner Muller, turning brass, percussion and sampler into tools of language analysis. But anyone who doesn't know -- or does not want to know -- how strongly committed Goebbels is to Heiner Muller's work can simply swallow the hook of the heroic title and assume that there are programmatic references to certain Italian or Holly​wood film versions of the Hercules legend.

The very title, La Jalousie -- noises from a Novel  based on Robbe-Grillet, shows that even the unequivocal can have more than one meaning: 'jalousie' is French for both jealousy and window shade. The rhythmic noises in this piece hark back to Goebbels's Horstucke and point up the fact that, especially in the realm of media, evocations of bygone days, the conventions of yesterday, no longer work. And what is so admirable: not one note, not one sound is dispensable, is mere effect.

The way Goebbels deals with Rainald Goetz's text is crucial: most editors and directors are torn between feeling attracted to this author because of his relevance and threatened by the power of his texts. They like to impose their own wishful think​ing, their taboos and secret desires on this author's words, to shape and interpret them to death, manifesting a liberal cowar​dice in the face of a mind that does not flinch from horror. If I had misgivings that even the Ensemble Modern and Heiner Goebbels might not do justice to Goetz's text in the concert performance of Befreiung, they have all but disappeared. The studio production of Befreiung nearly accomplishes the im​possible: a true audio-realization of these "Heidegger" and "Stammheimer" fragments. A risky undertaking, an intelligent shipwreck, a courageous experiment-who could ask for more?

---- Karl Bruckmaier

La Jalousie

noises from a novel

La Jalousie, for 16 musicians, is, despite its relatively large instrumental forces, a rather quiet and cinematic piece. In French, "jalousie" has a double meaning referring both to an adjustable sun-shade, transparent from one side only, but it also means "jealousy". This differentiation is the theme of the "nouveau Roman" of the same name by French writer Alain Robbe-Grillet whom many will know as the scriptwriter of the cult film Last Year at Marienbad. "La Jalousie" revolves around the jealousy of the husband-narrator who never actively partici​pates in the tale, an unspoken, unacknowledged jealousy. It is the conditions and constellations, the manic perceptions and suppressions of this emotion that are minutely described and traumatically conveyed to the reader.

"She went to the port with Franck, to make some necessary purchases. She has not said what they were. Once the bedroom is empty, there is no reason not to open the blinds, which fill all three windows instead of glass panes. The three windows are similar, each devided into four equal rectangles, that is, four series of slats, each window-frame composing two sets hung one on top of another. The twelve series ..."

In Robbe-Grillefs autobiography I found a comment on this:

"... an utterly indescribable world, built from the sounds around the house. How is it that so little has been said about the importance of hearing in this novel ...?" This I attempted in my composition, commissioned in 1991 by the Frankfurt Jazz Festival for the Ensemble Modern.

Red Run

nine songs for eleven instruments

Red Run is the concertante version of a piece for ballet, written in 1988 in close cooperation with the musicians of the Ensemble Modern, the dancers of William Forsythe's Frankfurt Ballet Company, and the choreographer Amanda Miller. This was also my first encounter with the Ensemble Modern. The musicians played Red Run live on stage and were integrated into the choreography.

For the concertante version, I shortened slightly the original composition and used only the more rhythmically-accentuated parts. Even though everything is notated, there are still pas​sages developed in improvisation. In Red Run, unlike the later composed pieces here, I still tried to write "songs" and "solos" for the participating musicians -- instrumental songs for eleven instruments. It all begins rather innocently...

Herakles 2

for five brass players, drums and sampler

This is the newest composition, commissioned by the Ensem​ble Intercontemporain of Paris who premiered the piece in January 1992 at the Musee d'Art Moderne. The title was taken from a prose text in Heiner Muller's play Zement which de​scribes Hercules' second task, his struggle with the Hydra, and the fighter's gradual transformation into his adversary, a fight​ing machine.

"For a long time, he believed he was still walking through the woods, in the stupefying hot winds that seemed to blow from all directions, making the trees twist like serpents in the immutable dusk, following a barely visible spoor of blood on the steadily shifting ground, alone in his battle with the beast..."

In recent years I have worked almost exclusively with texts by Heiner Muller, particularly in pieces for radio. An important pre​requisite was, of course, my interest in the content of his texts. However, the decisive factor for my work is the way in which the structural power, the syntax, and the timbre of his texts are always open for interpretation and imply forms that the music may take. In Herakles 2, not a single sentence is spoken -- the structure of the music is inspired by the architecture of the text.

Befreiung (Liberation) 

concertante scene for narrator and ensemble

In 1989 the Frankfurt Alte Oper asked me to write a composition for the "Frankfurter Feste" celebrating the 200th anniversary of the French Revolution. I hesitated for a long time because the hackneyed revolutionary vocabulary seemed to render a differ​entiated historical treatment impossible, particularly at that time (before the end of the GDR, Romania etc). Every furniture company appropriated it ("The revolution is -- Franz!"). I changed my mind when I rediscovered the anti-liberal, polemic tirade from Rainald Goetz's dramatic trilogy Krieg.
I took out the texts of two characters -- ..Stammheimer" and "Heidegger" -- from Scenes Two (Disintegration) and Three (Organisation) and tried to give them form by musical means. I do not intend, then, to resolve for the audience the political tension contained in these texts but unleash it for individual confrontation.

The piece also opposes theatrical convention which usually treats Rainald Goetz's rhythmic language merely naturalistically, deeming it necessary to give the characters a personality to provide psychological motives for good and evil, where, in fact, this serves only to protect us from establishing this distin​ction for ourselves.

---- HeinerGoebbels

Heiner Goebbels «Ensemble Modern» «ECM Records» (1993). 

Тут, что называется, шутки в сторону. Весь этот альбом напоминает фильмы Ларса фон Триера, в которых изысканный европейский декаданс, нарочитое ремесленничество, скрывающее, на самом деле, вершинное мастерство, сбитая перспектива и формальная многовариантность сливаются в некое зрительное полифоничное пространство, схожее с Зоной из «Сталкера» — каждый шаг может стать последним, а все наличные феномены никоим образом не связаны друг с другом и друг друга не обуславливают.

 Собственно, заглавная композиция альбома «La Jalousie (Gerausche aus einem Roman)» так и называется в подзаголовке — «Шумы из романа», скорее всего, из гангстерского. Хочется открыть глаза и увидеть все то, о чем идет здесь речь — темный сырой лес, сверчки, совы, хруст шагов, голоса, заводящиеся и уезжающие авто. Это может быть что угодно, но скорее всего — крестные отцы мафии, казнив в лесу засланного полицией агента, разъезжаются по домам. Представляется, что это одна, если не самая, из лучших композиций альбома, сочетающая в себе смелое эксперементаторство с выверенной сюжетной линией. Эту линию еще надо разгадать, но если это удается — то все встает на свои места.
Затем начинается композиция «Red Ran» — чистый Хичкок. В принципе это хорошо, но легко узнаваемо, потому довольно банально — городские шумы, ничем не обусловленные всплески музыкальных созвучий и проходящие через всю композицию звуки женских каблучков по асфальту. Маньяк преследует свою жертву. Саспенс нарастает, но под конец растворяется в, как сказал бы товарищ Жданов, сумбуре вместо музыки.
Забудем про это и послушаем, что там дальше...
А дальше идет композиция «Herakles 2», которую вполне можно проинтерпретировать в качестве «джазовой каторги для большого симфонического оркестра». Над каждым из музыкантов стоит, как кажется, надсмотрщик с кнутом и заставляет, под угрозой порки, играть то, что должно быть джазом. Получается нечто судорожное и раскаленное, вроде прыгающих на сковородке каштанов — они сгорают, дымятся и иногда выстреливают, попадая то в бровь, а то и в глаз...
Выдержать это очень трудно, но надо, а не то какой же ты ценитель...
Завершается альбом «концертной сценой для оратора и ансамбля» «Освобождение» («Befreiung». Konzertante Szene fur Spracher und Ensemble). Это — пример довольно специфического жанра, который по-немецки называется «Schpraechgesang», а по-русски часто не совсем точно переводится как «радиотеатр». Главное действующее лицо здесь — немецкий язык как таковой. Особенно хорошо это ложится на русское ухо, для которого немецкий — это язык исключительно воинственный и грубый (при этом забывают, что он еще язык философии и романтизма, но речь не об этом). Собственно, знать перевод всех выкрикиваемых обрывков фраз совершенно не обязательно, как не обязательно переводить французские вставки из первых двух композиций альбома. Главное, что создается впечатление какого-то сумасшедшего робота, который перемешал у себя в памяти лозунги 1917-го и 1968-го годов и принялся играть с ними в неведомую лингво-политическую игру, финал у которой принципиально отсутствует. Зато теперь не надо, как в фильме А. Тарковского «Ностальгия», залезать на статую, полчаса надрываться, а потом сгорать заживо. Все это можно поручить роботу. Типичный музыкальный постмодерн, который интересен исключительно философам, увлекающимся авангардной музыкой и продвинутым кино. Много ли таких найдется?

-- "man's Music"

	Heiner  GOEBBELS
	Surrogate Cities
	2000
	70:10
	label: ECM   www.ecmrecords.com 

Rec. 1996, 1999;  Mix 1999.

"Surrogate Cities" is an attempt to approach the phenomenon of the city from various sides, to tell stories of cities, expose oneself to them, observe them: it is material about metropolises that has accumulated over the course of time. The work was inspired partly by texts, but also by drawings, structures and sounds, the juxtaposition of orchestra and sampler playing a considerable role because of the latter's ability to store sounds and noises ordinarily alien to or​chestral sonorities. The associations I have are with a realistic, certainly contra​dictory, but ultimately positive image of the modern city. My intention was not to produce a close-up but to try and read the city as a text and then to translate something of its mechanics and architecture into music. ...

When it comes to the power dynamics of the city, the individual is always the more vulnerable party. Art rebels against this overpowering structure by strengthening the subjective element. Music, too, is composed from a highly subjective perspective, for composers usually justify what they write by saying that they "need to get it out of their system ". That is only partly true for me. I try to gain a bit more distance: I construct something that confronts the audience, and the audience reacts to it, discovering in the music a space they can enter complete with their associations and ideas.

----- From a conversation  with Heiner Goebbels
1-10       Suite for Sampler and Orchestra:

Chaconne / Kantorloops   6:15

Allemande / Les ruines  3:36

Gigue   3:21

Sarabande / N-touch   2:13

Bourree / Wildcard   1:29

Passacaglia   2:10

Courante
   3:58

Menuett / L'ingenieur   4:04

Gavotte / N-touch Remix   1:11

Air / Compression
2:28

featuring samples of:

Joseph Schmidt, Ben Zion Kapov-Kagan, David Moshe Steinberg,Yehoshua Wieder, Gershon Sirota und Samuel Vigoda (1) 

David Moss Dense Band (2,6,7) 

Third Person (3,8) 

Entouch (4,9) 

Otomo Yoshihide (5,8) 

Karl Biscuit (8) 

Xavier Garcia (10). a.o.

11-13  The Horatian - Three Songs

words by Heiner Muller

Rome and Alba
427

So that the Blood dropped to the Earth   6:34

Dwell where the Dogs dwell
 5:17

Jocelyn B. Smith vocal

14  D&C    11:35
for orchestra

15  Surrogate      6:10 

words by Hugo Hamilton

David Moss vocal

16  In the Country of Last Things  5:14

words by Paul Auster

Jocelyn B. Smith, David Moss vocals

Junge Deutsche Philharmonic, Peter Rundel conductor

Did he walk through unfamiliar districts? Some man, in passing, bumped against his shoulder in a crowded street. Was it yesterday? Today? Where was it? It must have been far from his room. He walked by couples embracing like young trees that take root in the sky and are laden with stars. He passed a woman who asked him... He did not answer her. He had not heard what she said. He had only heard sounds. He had not even seen her. Had he really passed her? He heard noises... noises. He walked through red lights, through green lights. He followed, lost, came back to, followed the street lamps. He caught bits of conversation, forgot them, remembered them again together with an idea, a thought, a project. He walked. He is walking. He does not want to go back home. He does not have the courage. He follows the current. To find his room he would have to make an effort, remem​ber, take a direction, find out the time and where he was. He does not have the energy. He drifts.

---- Edmond Jabes: The Book of Questions

For he had scarcely crossed the threshold on his way out, when the banqueting hall fell upon the heads of the guests and wrought such havoc among them that the relatives of the dead who came to seek the bodies for burial were unable to distinguish not merely the faces but even the limbs of the dead. Then it is said, Simonides, who remembered the order in which the guests had been sitting, succeeded in restoring to each man his own dead.

----- Quintilian: Institutio Oratoria

Suite for Sampler and Orchestra

The perspective of the Sampler Suite is the vertical section of the city: we are offered a look underground, at the sewers, the inner workings of the city, at urban history, at what lies buried beneath the surface, at ruins that reveal glimp​ses of history -- like the Scarlatti quotation in the Allemande or a chorale evo​cative of the Baroque in the Gigue. As digital memory, the sampler is an ideal vehicle for human memory. It brings us the sounds of cities such as Berlin, New York, Tokyo or St. Petersburg: industrial noise (or what might be taken for it -- the sounds produced when music is electronically transformed), subcultural "noise" and the sounds of history -- like the scratchy recordings from the 1920s and '30s in the Chaconne, which preserve the memory of the Jewish cantonal tradition, a vocal culture that has long ceased to be accessible in this form.

The Horatian --Three Songs

The material is ancient, passed down to us by Livy and the subject of numerous plays (from Corneille to Brecht) and operas (from Cimarosa to Mercadante): a civil-war-like conflict between two neighbouring cities, with battle to be done by two men on their behalf, to keep the losses at a minimum. Although they are related (one is engaged to the other's sister), when one of the Horatii, re​presenting Rome, defeats the Curiatius, fighting for Alba. he does not spare his life and hopes to be rewarded for it at home by a triumphal reception. When his sister bursts into tears instead, he slays her. Now Rome has two men in one: a victor and a murderer. How is he to be dealt with? That is the principal question of Heiner Muller's adaptation.

D&C

D & C for large orchestra is an acoustic edifice: not an illustratively animated portrait of a city but its very structural backbone: corners, pillars, walls, facades. Though no specific architectonic images or particular cities are invoked, similarities are not coincidental, for instance to the five final fist-blows that will ultimately destroy the city in Kafka's story "The City Coat Of Arms", which open D&C and repeatedly cut swathes through the images. 

From a compositional standpoint, the various parts of the work are developed as variants on the pitches of D and C.

“All the legends and songs that came to birth in that city are filled with longing for a prophesied day when the city would be destroyed by five successive blows from a gigantic fist. It is for that reason too that the city has closed fist on its coat of arms.”

----- Franz Kafka: The City Coat of Arms

Surrogate

She has been running. What for?... What makes a young woman run? During the day? In the city? ... It makes you look like you're late. Forgotten something. Like you need to get to a bank, or a doctor or an attorney. Like you don't own a car. Dream a lot over breakfast. Say little. ...It makes you look like you've been tricked. ... It makes you look like you've just been attacked. Like you've just escaped from the East. ... Like you've had a taste of freedom. Like you've seen something that made you turn back. Like you once had an idea what you wanted most. Running makes you look like you've lost something. Or stolen something. Or said something. Told lies. ... It makes you look like you know something that nobody else does. Like you once had an idea of what you wanted most. ... And running makes you look like like you're new. ... Running in the street makes you look like you don't belong. Like you're unemployed. Un-German. Surrogate.

---- Hugo Hamilton: Surrogate City

In the Country of Last Things

These are the last things, she wrote. One by one they disappear and never come back. I can tell you of the ones I have seen, of the ones that are no more, but I doubt, there will be time. It is all happening too fast now. ...These are the last things. A house is there one day, and the next day it is gone. A street you walked down yesterday is no longer there today. ...When you live in the city, you learn to take nothing for granted. Close your eyes for a moment, turn around to look at something else and the thing that was before you is suddenly gone. Nothing lasts, you see. ...Once a thing is gone, that is the end of it. ...That is what the city does to you. It turns your thoughts inside out. It makes you want to live and at the same time it tries to take your life away from you. There is no escape from this. Either you do or you don't. And if you do, you can't be sure of doing it the next time. And if you don't, you never will again.

---- Paul Auster: In the Country of Last Things

“Play” рекомендует:

Немецкий композитор и мультиинструменталист Хейнер Геббельс (в основном, клавишные и саксо​фон) — ещё и театральный режиссёр. Геббельс — вечный альтернативщик. Для „Recommended Records", фирмы основателя независимой музы​ки Криса Катлера, он был слишком джазовым, для джазистов — чересчур политически ангажирован​ным. Кажется, полное взаимопонимание у него бы​ло только с продолжателем театра Брехта — Хай-нером Мюллером, которому он поставлял музы​ку. После смерти Мюллера он сам поставил спек​такль „Хаширигаки" по Гертруде Стайн (и даже привозил его на Московскую Театральную Олим​пиаду). Причём опять —в альтернативном духе — не стал сам сочинять музыку, а составил саундтрек... из записей группы Beach Boys. Даже получив в 1994 году престижный заказ от штутгартского «Ансамбля Модерн», Геббельс сочинил, среди прочего, сюиту для сэмплера. Формы барочных танцев — менуэты и сарабанды — наполнены го​лосами еврейских канторов и японских ди-джеев в сопровождении симфонического оркестра («Молодая немецкая филармония» под руково​дством Петера Рунделя). Сюита открывает очеред​ной проект Геббельса для ЕСМ — «Эрзац-горо​да». Здесь и вокальный цикл «The Horatian» на текст притчи Хайнера Мюллера (в исполнении со​прано Джослин Б. Смит), и джазовый рэп «Surrogate» (Дэйвид Мосс с оркестром), и симфо​ническая поэма «D&C» с эпиграфом из Кафки, и мелодекламация Мосса с вокализом той же Смит. Каждый номер «Эрзац-городов» в отдельности, мо​жет, и не шедевр, однако же редко когда такая музы​ка может заинтересовать всех и каждого. В первую очередь, тех, кто уже знает, как Пьер Булез и «Ан​самбль Модерн» играют Фрэнка Заппу.

	Heiner  GOEBBELS
	Heiner GOEBBELS / ENSEMBLE MODERN:

"Eislermaterial"
	2002
	63:20
	label: ECM   www.ecmrecords.com
ENSEMBLE MODERN - см. в: 'Alternative'

recorded live at Hebbel-Theater, Berlin, 1998

Performed by:
Heiner Goebbels, Ensemble Modern, Josef Bierbichler

1. 

Children's Anthem 
[Brecht] 
7:02


2. 

Allegro assai-aus: Kleine Sinfonie / Moment musical 
[Eisler-Goebbels] 
4:05

3. 

Andante - aus: Suite Für Septett Nr. 1 
[Eisler, Goebbels] 
2:01

4. 

And I Shall Never Again See 
[Brecht] 
2:49


5. 

Four Lullabies for Working Mothers, Pt. 1 
[Brecht] 
1:55


6. 

Four Lullabies for Working Mothers, Pt. 2 
[Brecht] 
1:27


7. 

Four Lullabies for Working Mothers, Pt. 3 
[Brecht] 
1:40


8. 

Four Lullabies for Working Mothers, Pt. 4 
[Brecht] 
3:35


9. 

Audio Drama I 
[Ensemble Modern, Josef Bierbichler] 
4:36

10. 

The Grey Goose 
[Brecht] 
2:52

11. 

Mother Beimlein 
[Brecht] 
1:56

12. 

Of Sprinkling the Garden 
[Brecht] 
3:39

13. 

Ballade Von Der Haltbaren Graugans 
[Ensemble Modern, Josef Bierbichler] 
3:15

14. 

Horatios Monolog/Bericht Vom 1. Mai 
[Eisler-Brecht] 
2:56


15. 

Audio Drama II 
[Ensemble Modern, Josef Bierbichler] 
3:30

16. 

Kileine Passacaglia-Aus: Fünf Orchesterstücke 
[Eisler-Goebbels] 
0:53


17. 

Finale: Improvisation-Aus: Fünf Orchesterstücke 
[Ensemble Modern, Josef Bierbichler] 
3:29

18. 

On Suicide 
[Brecht] 
2:54

19. 

War Song 
[Brecht] 
1:27

20. 

Die Fabriken-Aus: Orchestersuite No. 3/Streichquartett-Fragment 
[Ensemble Modern, Josef Bierbichler] 
5:44


21. 

Eventually 
[Altenberg] 
1:23

	Ben  GOLDBERG,  John SCHOTT,  Michael  SARIN
	What Comes Before
	1998
	44:13
	label: Tzadik

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

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

Produced by Ben Goldberg & John Zorn.

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

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

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

1.
 Time Outsides Of Time

2.
 Evening Song

3.
 Night Prayer Song

4.
 Morning Song

5.
 Thirteen Qualities

6.
 What Comes Before

	The  GOLDEN PALOMINOS
	“The Golden Palominos” 1983 &  “Visions Of Excess” 1985
	1983,1985
	73:50
	Издание двух первых альбомов проекта.

Anton Fier (Lounge Lizards, Material, etc.), Bill Laswell, John Zorn, Arto Lindsey, Fred Frith, David Moss, Henry Kaiser, Carla Bley, a.o. (см. тж. сольные проекты их всех)

Такой же звёздный состав см.: С. BLEY & P. HAINES "Escalator Over The Hill" 1971

	GOLDEN YEARS OF THE SOVIET NEW JAZZ
	Vol I; 4 CD Set
	2001
	73:50 70:16 65:25 70:02
	label: Leo Records, www.leorecords.com , Limited edition 750 copies 

CD I: GUYVORONSKY / VOLKOV (rec. 1985-86)

CD II: Sergey KURYOKHIN (rec. 1981-86)

CD III: Valentina PONOMAREVA (rec. 198*-87)

CD IV: Anatoly VAPIROV (rec. 1981-85)

Эти диски по отдельности тж. внесены по исполнителям; дополнительную информацию по ним см. там.

	Vinny  GOLIA
	Puff Of Smoke
	1990
	75:58
	Vinny  GOLIA - см. тж. с: Anthony BRAXTON

free jazz / avantgarde
label: Altitude. Recorded in California, 1989.

Vinny Golia [a&bass cl, s s, c&bass fl]; Ken Filiano [b]; Billy Mintz [d].

можно сравнить с «Harras» (Derek Bailey / John Zorn / William Parker). Мощный инструментальный проект превосходных исполнителей.

Vinny Golia, the internationally noted multi-instrumentalist, composer, and bandleader has become an important contribu​tor to the vanguard of creative music. As a composer, he fuses the rich heritage of jazz, contemporary classical, and world music into his own unique compositions.

Golia has contributed original compositions to ballet and mod​ern dance works, video, theatrical productions, and film. His film credits include Troublebound, Blood and Concrete, Joe’s Rotten World, Heatwave, Star Trek IV, Janet Jackson’s Rhythm Nation, and The Lost Boys. In 1982, Golia created an ongoing 26-piece large ensemble to perform his compositions for cham​ber group and jazz orchestra.

As a performer, Golia has presented his music to concert audi​ences in Europe, Canada, Japan, and the United States in ensembles varying dramatically in size and instrumentation. Golia has been a featured performer with Gregg Bendian, Bobby Bradford, Anthony Braxton, the late John Carter, George Gruntz, Joelle Leandre, George Lewis, Barre Phillips, ROVA Saxophone Quartet, Patti Smith, Horace Tapscott, and Bertram Turetzky.

	Vinny  GOLIA
	Haunting the Spirits Inside Them
	1995
	73:05
	label: Music & Arts

Vinny Golia [fl, bass fl, piccolo, ocarinas, cl, A cl, bass cl, Chinese fl, shakuhachi, sheng]; Joelle Leandre (см.) (right channel) [b, v]; Ken Filiano (left channel) [b].

"Emotion is more outward than spirit. Spirit constructs, composes; emotion expresses mood and the like. Spirit constructs most purely..."

Piet Mondrian 
In his response to a critic in 1915, painter Piet Mondrian spoke of abstraction versus the literal in visual art. To Mondrian, pure abstraction of line was closer to the spiritual plane than a lit​eral rendering of nature. The same can be said about the music on this disc.  [...]

VINNY GOLIA, the internationally noted multi-instrumentalist, composer, and bandleader has become an important contributor to the van​guard of creative music. As a composer, he fuses the rich heritage of jazz, contemporary classi​cal, and world music into his own unique compositions. As a performer. Golia has presented his music to concert audiences in Europe, Canada, Japan, and the United States in en​sembles varying dramatically in size and instrumentation. Putting down the paint brushes of a visual artist in 1971, Golia devoted himself full-time to music and has since evolved into one of the world's most celebrated creative jazz artists. At the forefront of improvised music, he plays nineteen different woodwinds, plus various eth​nic aerophones.

In 1977, Golia formed his own record​ing company, Nine Winds Records. Since then, his label has specialized in music from the West Coast of North America. His own records and CDs on that label have received awards of merit and praise. Almost every year, his records have been picked by critics and readers of music jour​nals for their "ten best" lists. As an instrumen​talist. Golia usually places in the downbeat magazine critics' poll on a variety of woodwinds. In 1990, he was the winner of the Jazz Times maga​zine talent deserving wider recognition for bass saxophone.

Golia has also contributed original compositions to ballet and modern dance works, video, theatrical productions, and film. His film credits include Troublebound, Blood and Concrete, Joe's Rotten World, Heatwave, Star Trek IV, Janet Jackson's Rhythm Nation, and The Lost Boys. Golia was a featured artist in the journal Perspectives in New Music and is a frequent guest performer on the Monday Evening series at the L.A. County Museum. Recently, he con​tributed original music to the museum's video production Jacob Lawrence, an Intimate Por​trait.

The 1989 issue of the German An​nual Jazz Research Book was devoted to his work, and he has also been featured in many other music magazines. Golia has premiered new works for soprano saxophone, contrabass clari​net, bass saxophone, and bass flute by such composers as Gunther Tautenhahn, Henry Brandt, John Rapson, and John Hirschman. As a composer, Golia has received numerous state and national grants for his own works. In 1982, he created the ongoing 26-piece Vinny Golia Large Ensemble to perform his compositions for chamber group and jazz orchestra.

As an educator, Golia has lectured on music, improvisation, jazz history, record manufacturing, and self-production in a variety of formats, ranging from radio broadcasts to workshops and residencies at various music fes​tivals, high schools, and universities through​out the United States. Canada, and Europe. Golia has been a featured performer with Anthony Braxton, the late John Carter, Bobby Bradford, Horace Tapscott, Bertram Turetzky, George Lewis, Barre Phillips, the ROVA Saxophone Quartet, Patti Smith, and the George Gruntz Concert Jazz Band.

"None That Are For Hugo" is a duet piece between Golia and Leandre. It is a shamanistic piece whose purpose seems to be to drive out evil-it is pure catharsis. Golia begins with omi​nous chords with close pitches on his sheng, which is the Chinese equivalent of the Japa​nese sho, or mouth organ. This sound creates a jarring mood that Leandre matches and helps to build. Here, Leandre strikes the bass demonically and bows to approximate Golia's jumbled pitches. The intensity grows even stronger when Leandre begins to contribute vocal growls, grunts, and groans. To greet, meet, and kindle Leandre's intense flame, Golia then picks up an ocarina and eventually his bass clarinet. Golia is a master (a daring one at that) at playing more than one reed during a piece to appropriately match and even heighten its mood. Throughout this disc, Golia uses this gift to its best advan​tage.

"The Pot is Broken and the Flower is Gone" is Ken Filiano's solo showcase. This piece is the eye of the storm, a place for calm contem​plation and meditation. This piece would not be out of place for such an astute player as Gary Peacock. The piece is modal and very lyrical in an austere sense. Just as Leandre learned about Eastern values from Scelsi and Golia plays many Oriental reeds, Filiano is a devoted follower of Eastern arts, and it shows on this piece. Although Filiano does play some lines here that display his formidable virtuosity, the piece also reflects his penchant for space, color, and timbre. His use of harmonics as an accenting device seems to also be taken from the Japanese stringed in​strument tradition. This is a poignant, beautiful piece. 

"Dream Commandos" seems to be a journey through the icy netherworld of dark, haunting dreams whose purpose is to help one come to self-realization by sleep and dreams. On this track, Leandre begins striking muted harmonics which is contrasted by Filiano on arco and Golia on bass flute. The use of these instruments cer​tainly accentuates the starkness of the track, especially when Leandre becomes more visceral with her instrument. This piece is brief but very moving, making for a clear, concise statement that sounds very composed.

"Above the Age of Reason" is another piece that is sheer catharsis. This track is a bass duo that shows Leandre and Filiano's command of extended bass technique and the incredible empathy and respect that the musicians have for one another. Both musicians have played com​posed and improvised music for years, and use their talents accordingly. Both musicians are supportive of one another on a very high plane and the two weave intricate counterpoint even when playing in separate keys. For example, when Filiano begins playing double stops that would not be out of place in a Bach cello suite, Leandre responds with her own stops that wrap around them very naturally and musicially.

"Empty Places Where We Walk" is Vinny Golia's solo showcase. The first part of this piece is a Chinese flute solo that is almost cheerful in its disposition and denotes harmony and reflection. Golia's command of the instrument cer​tainly seems to be the result of some careful study with the flute. Part two, for which Golia switches to his A clarinet, is a continuation of the quieter approaches that were played on the flute, but here, his bold playing rises to a fever pitch. The reflection and contemplation has been replaced with action and realization. Some of Golia's technique here occasionally recalls the work of his long-time friend, the late John Carter, with its trills, unconventional harmonics, and long, contorted lines. Taking out of context a quote from the late painter Paul Klee through saxophonist Evan Parker; Golia knows how to "...take a line for a walk". At the track's end, the peace returns.

"Each One Starts Another" is a treatise that espouses the odd paradox of self-realization and teamwork. This track begins as Golia walks with his bass clarinet (thus taking a function that ei​ther bass could have had) as Leandre sings free scat-like vocals and Filiano bows almost humor​ous lines in the upper registers of his instru​ment. Eventually, Leandre's arco replaces Golia's bass clarinet as the low instrument, and Filiano bows more furiously. Golia then turns up the heat, growling into the horn and droning with the basses until Leandre adds her own ascetic harmonics. Filiano's relentless rhythms keep the music white hot and well-grounded.

"In keeping with the situation..." denotes af​firmation and fond farewells. This piece also closed the session. Here, Leandre plays slash​ing but subtle harmonics in the upper ranges of her bass, Filiano plays pedal-point drones on his, and Golia plays flutes. To help create an initial placid atmosphere, Golia plays double wooden flutes, but then switches to piccolo be​fore reverting back to the wooden flutes and fi​nally the concert flute. Golia then leads the trio into a variation on the opening theme, which somehow turns very Middle Eastern in sound and mood at the piece's end.

Certainly, the union of this trio has made for some very abstract yet very moving and healing music. To paraphrase Mondrian in the context of this disc, the transcendent character of this music is precisely positive and clear.

	Vinny  GOLIA
	«11 Reasons To Begin»
	1996
	70:40
	label: Music & Arts (Berkeley, CA, USA)

Vinny Golia [woodwinds, ethnic aerophones]; Bertram Turetzky [contrabass].

«The intention: to invent nothing—no idea, no composition, no object, no form—and to receive everything: composition, object, form, idea, picture.» Gerhard Richter 1986 1
«Do you need some numbers? I have lots of numbers. « John Cage 2
11—what an apropos number for this fine duo. 11 not only represents the number of pieces on this disc, it also rep​resents the art of the duo. Two figures stand tall together on an equal footing, creating improvised music that begins with little more than a nod and ends with a fully-developed artistic pic​ture. This description certainly pertains to Vinny Golia with Bertram Turetzky.

This disc is the second duo disc that the two have recorded together. The first was Intersections on Golia’s Nine Winds label. Golia has a sizable history with other bassists as well—he has recorded in duet with Ken Filiano (CIMP) and in trio with both Filiano and French bassist Joelle Leandre (Music and Arts CD-893). Golia’s penchant for playing the bass instruments of the woodwind family has gained him a deep empathy with bass players. Bertram Turetzky is certainly no exception to that rule.

On this disc, the musicians usher in their concept of beginning by celebrating their musical partnership. On «2 in 1,» Golia creates zen strokes of melody on a Cedarwood flute, which Turetzky soon ghosts with high harmonics and subsequently some beautiful pizzicato lines with a gorgeous sound and perfect intonation. Turetzky soon morphs these sounds as he bounces the bow off of the strings for an air​borne effect before seemlessly moving back to the high har​monics. The sounds on this piece are very Oriental, right down to Turetzky’s «percussion.» On this piece, the two seem to linger longingly on every note.

«Dialogue» is a continuation of the Oriental angle, but this time with a more dramatic approach. Turetzky begins with plucked and pulled harmonics, which he has long mas​tered, and Golia enters with the jarring tones of a Chinese mouth organ known as a sheng. Here, the drama and tension builds subtly—the emotion is tense but never strident. Golia then switches to the English horn, which sustains the inten​sity on a much less fervent level.

«Doubles» is titled for both the musical partnership and the instrumentation. On this piece, Golia begins with his double clay flute, which Turetzky soon echoes and contrasts with his double bass. Here, Turetzky contributes his virtuosi​ty on arco and cleanly executed extended techniques with the bow. As Turetzky fervently abstracts a line taken from Golia’s double clay flutes, Golia picks up his contra-alto clarinet. The two then further cement their musical partnership, matching harmonics and extended techniques. The two are certainly kindred spirits, as they follow each others’ moves, colors, and dynamic shading until they fade into a joint pool of nothingness.

On «Triologue,» Golia begins again, this time with an ostinato pattern on Ghanian wood flute while Turezky plays a singing, almost romantic line beneath. Golia then picks up his A clarinet and plays solid and absorbing lines with spare, exact​ing, and exciting lines from Turetzky, which merge once again into Golia’s liquid Chinese flute playing. The lyricism on this piece is ravishing-a musical consummation of the partnership.

With «How Many Sunsets,» the duo now plays for the passage of time. Golia begins this piece by playing a nagaswaram. Golia’s approach on this most difficult instrument involves a controlled pitch and lyricism of line. Still, the timbre of the instrument in this setting is almost shocking in its brazen-ness. As Turetzky counters with a stunning arco excursion, Golia picks up his Eb clarinet and plays winding lines that har​monically intertwine with Turetzky. Golia also displays his astounding harmonics on his instrument which are every bit as incisive as Turetzky’s. Here, Golia proves his penchant for using an ethnic instrument to set a mood and enhancing the mood with a second instrument.

«Songs for R.E.,» is a solo bass piece. «R.E.» is Robert Erickson, a composer and long time friend. Here, Turetzky begins with muted pizzicato lines that are stunningly poignant, and almost Middle Eastern in their quiet sonority. Turetzky seems to use his endless technique to explore and create great mystery and beauty. The tone here is singing and expressive with subtle vibrato. This is a very moving piece.

«Green» continues the pastoral mood set up in the pre​vious piece. Here, Turetzk/s playing resembles Barre Phillips’ with its emphasis on beauty of tone. Golia quietly edges his way into the tune on moxena, akin to a snake charmer becom​ing more familiar with the snake’s dance. The two then snake their way to a vibrant finale with Golia on bass flute.

On «Music for Bass Clarinet,» Golia follows the quietly seductive lyricism from the previous piece with some fierce growls on his solo showpiece. Golia has a sound that is men​acing and open with control in all registers. In fact, Golia even reaches some of the high octaves that he does with his flutes! This solo seems to reflect Golia’s obvious joie de vivre—he is clearly in love with his muse. Especially thrilling are the legato trills he uses about three minutes into the piece to slowly build tension.

«An Existential Prelude» shows the duo’s concern with spirituality in the true sense. Here, Turetzky commences with some whisper-quiet arco lines that Golia doubles and layers on Mexican clay ocarinas. On this piece, Golia also contributes some desert wind-like effects on the flute-like hotchiku.

«Wind Songs» continues the wind theme. In this piece, contrasting timbres are set up by Golia’s tavil against Turetzky’s «creaky door» lines that nonetheless peacefully brush up against the calm lyricism—the country co-existing with the city. Golia then enters on contra-bass clarinet to directly confront Turetzky on his own terms with bracing harmonies and frac​tured lines. Here, Golia clearly proves that he is extending the language of the clarinet much as Turetzky is with his bass.

Returning to spirituality, the disc closes with «Hymn for Her.» This piece begins with Turetzky’s quiet Oriental-like excur​sion. About a minute into the piece, Turetzky displays a nimble-ness on his bass so strong that one would think that Turetzky was playing guitar. Golia reappears, this time on Bon-Di (Chinese membrane flute). Golia’s lines here signify a peaceful co-existence and joy. And when Golia picks up his Bb clarinet and burrows his way into more abstract territory, he ends on an ascending note, which signifies that the long term brotherhood is to continue.

Certainly, the music proves that Vinny Golia and Bertram Turetzki are creators, seekers and lovers of life. They stand tall together in their quest to receive all that they need to produce warm, beautiful, coherent, and life-affirming music.    ------   Russel Summers

Bertram Turetzky has been a key figure in the renaissance of the contrabass. Since 1955, more than 300 new works have been written for, performed by, and recorded by Turetzky. This makes him the most frequently recorded contrabass soloist in America. In fact, Bertram Turetzky is one of the few performers in all of music history to have single-handedly created a large and impressive repertory of music for his instrument. Turetzky’s concert career includes a multitude of role perfor​mances at concerts and festivals in the music centers of the world. In addition, he is the author of The Contemporary Contrabass (1974), a monograph of the new techniques of the instrument. Turetzky was also named co-editor of the presti​gious series The New Instrumentation, published by the University of California Press. Bertram Turetzky is professor of music at the University of California, San Diego, where he spends a major part of each year in residence.

	Vinny  GOLIA
	DANTE. No Longer Repents
	1997
	66:29
	label: Music & Arts

Vinny Golia [sopranino&soprano&bar saxes, piccolo, Bb&bass cl]; Rob Blakeslee [tp, fl h, cornet]; Tad Weed [p]; Michael Bisio [b]; Billy Mintz [d, perc].

Vinny Golia, the internationally noted multi-instrumentalist, composer, and bandleader has become an important contribu​tor to the vanguard of creative music. As a composer, he fuses the rich heritage of jazz, contemporary classical, and world music into his own unique compositions.

[…] As a performer, Golia has presented his music to concert audiences in Europe, Canada, Japan, and the United States in ensembles varying dramatically in size and instrumentation. Golia has been a featured performer with Gregg Bendian, Bobby Bradford, Anthony Braxton, the late John Carter, George Gruntz, Joelle Leandre, George Lewis, Barre Phillips, ROVA Saxophone Quartet, Patti Smith, Horace Tapscott, and Bertram Turetzky.

	David  GOLOSTCHOKIN
	with JAZZ OLD TRIO:    “Tenderly, Tenderly and Only Tenderly”
	1994
	59:50
	D. G. [cornet (#1), tp (#2,3), violin (#4,5,6,8), p (#9), t s (#7)]; Igor Dmitriev [p]; Dimitry Averchenkov [b]; Sergey Belichenko [d].  Plays jazz standards.

	Daniel GOODE – см. в секции ‘Alternative’
	
	
	
	

	Jerry GOODMAN, Steve SMITH, Howard LEVY, Oteil BURDRIDGE
	The Stranger’s Hand
	1999
	51:11
	funk-fusion
Rec. in L.A., CA, USA

Steve SMITH [d]; Jerry GOODMAN [el&ac vln, + el g (#4)]; Howard LEVY [ac p, Fender Rhodes, harmonica, double ocarina, pennywhistle]; Oteil BURDRIDGE [b].

Produced by Steve Smith.

1. Brick Chicken (Goodman)
6.27

2. Sufferin' Catfish (Levy)
7.15

3. Four Four and More (Smith, Burdridge, Levy)
2:36

4. Glimmer of Hope (Goodman) 
6:44

5. Pinky's Revenge (Burdridge, Smith)
3:43

6. Elvin (Levy, Smith)
2:37

7. Caliente (Levy)
6:58

8. Going Up! (Smith, Levy)
2:29

9. Moonchild (Levy)
5 05

10. The Stranger's Hand (Goodman, Burdridge, Levy, Smith)7:18

"The Stranger's Hand" is a remarkable confluence of the musical energies embodied in the talents of four musicians, who came together for nine days in the fog-shrouded hills of Marin County with a common goal of making music.

Sequestered in the aptly-named Neverland Studios, this one-time meeting of kindred musical spirits -- drummer Steve Smith, violinist Jerry Goodman, bassist Oteil Burdridge and keyboardist/harmonica wonder Howard Levy -- is an explosion of kinetic forces barely contained in the microgrooves of this little 4-1/2-inch plastic disc.

“We’d never met, or played together, before this recording date," explains Steve. The idea behind the recording session was like Steve’s other Tone Center projects -- to create an album of music composed spontaneously in the studio, with no pre-conceptions or pro-arranged charts.

Each musician brings impeccable credentials to these sessions. At the forefront (or rather, behind the drum kit) is Steve's incredible drumming. One of the most respected trapsmen on the planet. Steve combines technical brilliance with a fluid, adaptable style and a sensitivity for the musicians with whom he keeps company. Over the years, he's leant his indelible style to a diverse group of internationally-hailed artists: Jean-Luc Ponty, Ahmad Jamal, Steps Ahead, prog-rock guitarist Ronnie Montrose, and, of course, rock supergroup Journey, with whom he toured and recorded for eight years. Steve also founded the jazz-fusion ensemble Vital Information in 1983, which remains one of the leading fusion groups performing today.

In his late teens, Jerry became one of the first musicians to go "electric" on violin as part of The Flock. In the 1970s, Jerry teamed up with John McLaughlin, Jan Hammer, Billy Cobham, and Rick Laird to form the now-legendary Mahavishnu Orchestra. Since the dissolution of the group, Jerry has been a member of the Grammy award-winning band, Shadowfax, and is currently a member of the Grammy-nominated instrumental rock band, the Dixie Dregs. His unmistakable composing and playing style can also be heard on numerous recordings, motion pictures, and commercials.

Oteil, an award-winning bassist, has logged eight years with the Aquarium Rescue Unit and recorded with the likes of Gregg Allman, Victor Wooten, and Trey Anastasio and Jon Fishman of Phish. In June, 1997, Oteil joined the Allman Brothers as a fulltime member in this Southern-rock group.

	The GORDIAN KNOT – см. Tibor SZEMZO
	
	
	
	

	Robbie  GORDON
	Still Growning
	1996
	46:59
	acid-jazz / funk

label: Hollywood Records, Acid Jazz series.

R. G. [b, perc, hammond, clavinet, v]; Ed Brady [g]; Dennis Collins [trb]; Gerard Presencer [tp]; Mike Smith [reeds]; Kim Jordan [k]; Maxton Beesley [vibes, fender rhodes]; Larry McDonald [perc]; Kenny Powell [d]; Everton Nelson [strings]; + Brand New Havies Horns.

1. Still Growing

2. Opus Pokus

3. Adjoo Me

4. Black Pearl

5. Acid Jazz Bass

6. Dat Slammin

7. Snooker

8. Miles From Dizzy

9. Big Game

10. Adjoo Me

11. Ahekoo

12. Tuff Act

	Peter  GORDON
	Leningrad Xpress
	1990
	58:30
	avant/impro

label: New Tone; Rec. in NY.

Peter Gordon [baritone&tenor&soprano&sopranino sax, Eb clarinet, hammond, k]; Mark Dresser, Sirone [double bass]; Peter Ecklund, Nelson Bogart [tp]; Lenny Pickett [contrabass, sarrusophone, tenor sarrusophone, bass sax, a fl, piccolo, sax-oboe, cl]; Grady Tate [d]; Kenny Kosek [violin]; Bill Ruyle [tabla, dumbek, guiro, cavaquinho]; Ned Sublette [g, banjo]; Peter Zummo [trb]; Mustafa Ahmed [congas]; ‘Blue’ Gene Tyranny [p]; David Van Tieghem [vibes, cymbals, marimba, timpani]; Mieczyslaw Litwinski [hurdy-gurdy, whistling, jaw harp, v]; Peter Zummo [euphonium]; Jan Tilman Schade, Ron Robboy [cello].

  Авангард с элементами и импровизационной музыки, и академической (типа «Истории Солдата» Стравинского).

	Steve  GORN / 

Tony LEVIN / 

Jerry MAROTTA
	From The Caves of The Iron Mountain
	1997
	50:33
	fusion

см.тж.с: KING CRIMSON

Steve  GORN [East Indian flutes, reeds]; Tony LEVIN [Chapman stick, basses]; Jerry MAROTTA [Toas drums, perc].

	Annie  GOSFIELD
	Burnt Ivory And Loose Wires
	1998
	41:03
	label: Tzadik

email AGosfield@aol.com 

Annie Gosfield [k, sampling]; Roger Kleier [el g]; Jim Pugliese [perc]; Christine Bard [d, perc]; Ted Mook [cello]; ROVA: Bruce Ackley [s s]; Steve Adams [a s]; Larry Ochs [t s]; Jon Raskin [bar s]. Produced by A.G. & John Zorn

The sounds of a percussion factory, a destroyed piano and an abandoned guitar are twisted into sophisticated compo​sitions incorporating tuned and detuned instruments, traditional and non-traditional techniques, composition and improvisation.

Also included is an exciting premiere for the Rova sax quartet and one of the best solo sampler pieces you're ever likely to hear.

Influenced by Harry Partch, Sun Ra, old nickelodeons and player pianos, Annie Gosfiefd presents us with a new view of microtonal music.

"The title Burnt Ivory and Loose Wires was inspired by the image of a ruined piano and slack strings. This group of pieces emphasizes altered and detuned instruments: piano sounds have been prepared, sampled, detuned and manipulated, stringed instruments have been retuned, and saxophones slide to micro-intervals. The work uses both traditional and non-traditional techniques: detuned instruments are contrasted with equal-tempered instruments, and notated scores incorporate improvisation. Although digital sampling is used extensively, everything was performed live (no sequencers) and most of the pieces were recorded live without overdubs.

My fascination with detuned sounds started when I was 14 on a riverboat in New Orleans; the sheer power of a wildly out of tune calliope blasting out Basin Street Blues and Way Down Yonder in New Orleans gave those old standards a new life for me. The same can be said for a brass band in Oaxaca, and for a guitarist named Wichita picking an out of tune version of Wildwood Flower at the Johnny Mack Brown High School, tempering sentimental cliches with a richness only achieved by beating pitches and wild card tunings.

The pieces that incorporate detuned instruments use scales and tunings composed more by ear and random elements than strict microtonal systems. Generally, in the case of acoustic instru​ments, the tuning has a life of its own and each individual instruments 'calamitonality' will become more pronounced by the end of the piece." -- A. G.

	Annie  GOSFIELD
	Lost Signals And Drifting Satellites
	2004
	46:31
	label: Tzadik

Annie Gosfield: Composer, Prepared Piano 

Joan Jeanrenaud: Cello 

George Kentros: Violin

Flux String Quartet:

Tom Chiu: Violin 

Dave Eggar: Cello 

Conrad Harris: Violin 

Max Mandel: Viola

1. Lightheaded and Heavyhearted 

2. Lost Signals and Drifting Satellites 

3. Mentryville 

4. The Harmony of the Body-Machine

	George GRÄWE
	George GRÄWE & GrubenKlang Orchester:

"Songs and Variations"
	1989
	62:17
	label: HAT HUT

All music composed by Georg Graewe

Georg Graewe [p, conductor]; Phil Minton (см.) [v]; Michael Riessler (см.) [cl]; Horst Grabosch [tp]; Roberto Ottaviano [a s]; Radu Malfatti [trb]; Phil Wachsmann [vln]; Dieter Manderscheid [double bass]; Achim Kramer [d]; Thomas Witzmann [vibes].

	George GRÄWE
	GRÄWE   /                       REIJSEGER  /  HEMINGWAY: "Sonic Fiction"
	1990 
	68:50
	label: HAT HUT

George Graewe [p], Ernst Reijseger (см. Reijseger; тж. c: Minafra / Reijseger / Bennink) [cello], Gerry Hemingway (см.) [perc].

  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 Europe and, by extension, the United States. It may have been a gradual process; after all, 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, Beethoven, Liszt, Chopin, Mozart — were improvisers of great renown. But by the first stirrings of the 20th century, the authority of the composer was primary. Theoricians like Josef Hauer and Arnold Schoenberg, and the resultant 12-tone school, provided a serious, serial direction that proved gospel for the entire mid-century. America, still so dependent upon Europe for its cultural precedents, was able to forge its own remarkable antithesis, jazz, to the European notions of control and premeditation; but the evolution of jazz has, more and more, embraced compositional considerations and drifted further away from its improvisational roots. It too has become 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 elements to inspire healthy new views of improvisation. But too there are the exceptions to the norm — musicians who, through shrewd attitudes and sensitivity to the democratic 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 Graewe, 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. Their music is easier characterized 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 elements from the soil. It’s a delicate, demanding juggling act, drawing on past experiences while remaining alert and honest to the immediacy of this particular moment. Their intuitive tactics are frequently breathtaking, as they simultaneously shadow each other’s moves, suggest spontaneous new directions, and exist as an individual; Reijseger etching deft melodic contours out of the merest effects at times, Hemingway exhorting and embellishing, Graewe — with a crisp clarity of articulation, complete rhythmic flexibility, and an ear for piano sonorities, plus a resolute insistence on building block foundations — instilling structural support and lyrical alterations.

  There’s irony in the title, ‘Sonic Fiction’; because music this immediate, this intuitive yet integrated is not a science, and fictive 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 fact. — Art Lange.

	George GRÄWE
	GRÄWE / REIJSEGER / HEMINGWAY: "Saturn Cycle"
	1996
	69:45
	label: Music & Arts (CA, USA)

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

	George  GRÄWE
	George GRÄWE  &   Marilyn  CRISPELL:

"Piano Duets"
	1992 
	57:0157:14
	minimal + improvisation

label: Leo

2 CD.     

All compositions by Crispell and Graewe.

  Pianos on both recordings: IBACH/Schwelm. Diagonal tuning was developed by Thomas Henke, a piano technician who has been collaborating with the IBACH piano factory in Schwelm/Germany. Both pianos are tuned a quarter-tone apart in their middle registers, while the lower and upper registers are stretched flat,  respectively sharp, gradually within the range of a minor second. CD I — tuned pianos; CD II — detuned pianos.

Disc I: Roode Lion

            Reves d’Assadour

            Twin Dragons

            Squares, Domes & Cones

            Fervent Void

Disc II: If She Be a Wall

             Grey Chair & Parrots

             Denis d’Or

             Untitled Swirl

             Interior A

             Fringe

             Stairway to Nowhere

             Interior B

Georg  GRAEWE: Born 1956, Bochum, Germany; piano, composer. 

After playing guitar in local rock bands since 1971, founded his first group, The Georg Gräwe Quintet, in 1974 while still in his teens. He has consequently been leading a variety of ensembles ranging from trio to chamber orchestra formats, which have involved some of the major soloists in contemporary musics. From 1982 to 1993 Gräew was director of the GrubenKlangOrchester, a 10-piece chamber group with an international line-up and from around 1989 he has also had a long-standing trio with Ernst Reijseger and Gerry Hemingway (which took a longish sabbatical in the late part of the 1990s, to re-convene for a tour of the US in 1999). His compositions, which include works for solo piano, chamber music as well as pieces for full symphony orchestra, have been performed at major venues in throughout the world. His work is documented on some 30 releases on several American and European labels. He has also performed and recorded with Anthony Braxton, John Tchicai, Barry Guy, Marilyn Crispell, Evan Parker, Barre Phillips, Ken Vandermark, Paul Lovens, Mats Gustafsson, Joëlle Léandre, Dave Douglas among many others. Current projects include The Georg Gräwe Quartet with Frank Gratkowski, Kent Kessler and Hamid Drake, TORQUE with Peter van Bergen and Melvyn Poore and a duo with Sebi Tramontana. Georg Gräwe runs the label Random Acoustics.

	GRAHAM  CENTRAL  STATION
	Ain’t No ‘Bout-A-Doubt It
	1975
	
	LP ~ 41min.  Warner Brothers Rec.

jazz-funk

	Stephane  GRAPPELLI

    
	Jean - Luc Ponty & Stephane Grappelli
	1966-79
	56:56
	S.G. – постоянный победитель “DownBeat readers/critics poll winners” в категории: Violin

S.Grappelli (см. тж. с: Django Reinhardt) with: G. Shearing, P. Catherine, L. Coryell, N.O. Pedersen.

«Grappelli has been able to acquire a large following... without compromising an iota of his classic jazz style. Grappelli’s popularity has nothing to do with nostalgia. Genius must eventually be recognized.

	Stephane  GRAPPELLI
	Parisian Thoroughfare
	1973
	58:22
	label : Black Lion

S. Grappelli [violin]; Roland Hanna [p, el p]; Jiri Mraz [b]; Mel Lewis [d].

	Stephane  GRAPPELLI
	London Meeting
	1979
	65:09
	Stephane Grappelli [vln], Hank Jones [p], Jimmy Woody [b], Alan Dawson [d], Bucky Pizzarelli [g](№9-11).

    “Grappelli has found his way between rigid, ossified narcissism and diehard opportunism, avoiding the middle road and evolution for its own sake, choosing the sheer folly of being himself against all the odds. Yet, his violin never fails to surprise us; for example, on this record Stephane introduces a legato phrasing which contrasts amazingly with his usual flowery language in its sheer simplicity. Could this be due to pianist Hank Jones’ firm and limpid touch? In any case, Grappelli improvises here with unusual restraint and, even on fast tempos, his expression becomes less expansive, his vibrato more controlled (“Hallelujah”). Undoubtedly, ornamental phrases do remain in an occasional chorus (“These Foolish Things”), but the album as a whole would seem to mark a turning point in the fascinating, extroverted production of this great violonist. His bow momentarily swerves aside, unveiling, all of a sudden, an unexpected aspect of his genius, sending us to the breathtaking heights of creative probability — a kind of observation platform from which the potential directions of Grappelli’s art might be fleetingly perceived. And, indeed, exploring these multiple directions would require several lifetimes... Thus “Mellow Grapes” or “Yesterdays” reveal a violonist drastically different from the “elegant Stephane” of popular legend. This record presents an introspective jazz wherein Grappelli explores some of his favorite themes from a new view-point: the ballads (“You better Go Now”, “I’ll Never Be the Same”) are revisited with a restraint melancholy; the fast tunes like “Thou Swell” and “September in the Rain” are played with tight phrasing, extreme precision, and a great instrumental mastery which is natural to Grappelli since he has already gone well beyond it. We are very far from the show-off virtuosos who can’t help but estimate the value of their talent at the price of the hours sacrificed to acquire their technique... As far as he is concerned, Stephane Grappelli confesses almost shamefacedly: “I never practise my violin”. And that is the last thing he should do!” —  Alain Antoinetto.

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

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

	Stephane  GRAPPELLI
	Olympia 88
	1988
	67:53
	Stephane Grappelli [violon]; Patrice Caratini [contrebasse](6-7); Marc Fosset [ac & el g-s](6-7); Martin Taylor [el g](6-7); Martial Solal [piano](6-7-8-10); Svend Asmussen [violon](10).

“I had the opportunity to see the historical concert of Stephane Grappelli. I think Grappelli is one of the best of all times and I have admired him ever since I first saw him play with Django. If there is today a jazz musician who could improvise better than Stephane, I’d like to meet him.”      —  Nesuhi Ertegun.

	Stephane  GRAPPELLI
	"Anything Goes" 
	1989
	54:56
	GRAPPELLI  & YO-YO MA play (mostly) Cole Porter

Stephane Grappelli [vln], Yo-Yo Ma [cello], Roger Kellaway [p], Marc Fosset [g], John Burr [b], Daniel Humair [d];  conceived and produced by Ettore Stratta;  arrangements and music direction by Roger Kellaway.

Ettore Stratta:  The music of Cole Porter, the words of Cole Porter. A unity as elegant and unique as the body and feet of a Fred Astaire. It’s impossible to hear one without the other; the music is created to fit the lyrics, always perfectly original. The words meticulously tailored to the beat and sound of the music. A world of magic. So is this album. Two elegant men of music, two virtuosos of their instuments. One, an 81-year-young dazzling jazz violinist from France; the other, at 34, the sensational cellist from Boston, a Chinese - American “superstar” on the international classical circuit. Interestingly, they were both born in Paris. Cole Porter “loved Paris”. So we all went there to record his music. Why not! It was the perfect setting for a week of music-making I shall never forget. As I tried to tell Yo-Yo of the idea of a record with Stephane Grappelli, I realized that it would be quite a task to have them meet, agree, and find the time to work on such a project. They both travel the world all the time and their schedule resembles an incredible geographic puzzle of names and places. Roger Kellaway, working for months on the arrangements, put his feeling this way: “I have worked, rehearsed and played with Yo-Yo many times in my New York studio, to learn about what I will write for him and Stephane to record in Paris. I will try to bring jazz to classical music, to Yo-Yo, and not classical music to jazz. Stephane’s contribution to some classical playing will come from a deep, emotional and romantic notion and instinct about the very essence of music-making I understand and love. The cello is my favorite instrument. Stephane and Yo-Yo are my favorite musicians. This is a challenge to me and an honor to be doing what my musical life as a pianist and composer has been all about.”  I couldn’t agree more. The love between Stephane, Yo-Yo and Roger during the sessions was as real and palpable as you, the listener, will feel and hear it. At the end of the week we all embraced, kissed (it’s a French custom, you know!) and said goodbye or better... “au revoir”. See you again, dear Stephane and Yo-Yo. You made my world a better place to be, an experience to cherish and love forever. The music you made together is for the angels to hear — and for us mortals too! Merci beaucoup! Dear Mr. Porter, you were never better served with your beautiful music. A toast to you, to Paris, to love, romance, music — young and eternal as the city of light we have just all shared together, one unforgettable week in June. A votre sante!

	Stephane  GRAPPELLI
	Live At The Blue Note
	1996
	62:51
	label: Telark

Stephane Grappelli [violin]; Bucky Pizzarelli [g]; Jon Burr [b]; + John Pizzarelli [g (#12-14)].

	The GRASSY KNOLL
	Positive
	1996
	49:13
	acid jazz/funk – экспрессивный, мрачный, драйвовый, существенно джазовый.

label: Antilles (Verve)  www.antillesnet.com 

grassyk@earthlink.net 

Bob Green [g, b, k]; Jonathan Byerly [s, bass cl]; David Revelli [d]; Ralph Patlan [g (#1, 11)]; Matt Brubeck [cello (#3)]; David Kaplowitz [p (#1, 9)]. Rec. in San Francisco.

	John GREAVES,  Peter BLEGVAD,  Lisa HERMAN
	Kew. Rhone.
	1977
	36:55 +
	Greaves и Blegvad -- см. тж.  проект HENRY COW в секции 'Alternative'.

Bley, Mantler, Cyrille -- см. тж. с Carla BLEY.

multimedia CD
ReR, 1999

Rec. at Grog Kill Studio, Woodstock, NY Oct. '76.

John Greaves [p, organ, b]; Peter Blegvad (см. в 'Alternative') [v, s, g]; Lisa Herman [v]; Carla Bley (см.) [v, t s]; Mike Mantler (см.) [tp, trb]; Andrew Cyrille (см.) [d, perc]; Michael Levine [vln, viola]; Vito Rendace [s, fl]; Boris Kinberg [clave]; April Lang, Dana Johnson [v]. 

	GREENFISH
	Perfume Light Singing Blue
	1998
	47:30
	avant/impro project

label: Tip Toe (enja)

Greenfish is: Alois Kott [b, p, arranging]; Lars Petzold [g]; Holger Zehrt [d, perc];

Indigo is: Heike Haushalter [vln]; Petra Stalz-Tombeil [vln]; Monika Malek [viola]; Gesa Hangen [cello]; Alois Kott [b].

	GREEN ROOM
	Trajectories (Live)
	1996
	71:18
	avant-free impro + noise (acoustic)

label: Leo

Chick Lyall - Steinway Grand Piano, Keyboards and sound synthesis, Bamboo Flute

David Baird - Chapman Stick, El Cello, Tapes, Voices, Rotalodien

David Garrett - Prepared Piano Frame, Prepared Dulcimer, Acoustic Percussion

Green Room is a trio of Scottish improvisers. Their music falls into that loosest of categories, "electro-acoustic," but aside from that faint appellation, the group is impossible to classify. Suffice it to say that they create formidable music. Green Room utilizes a variety of sound sources, including tape, prepared piano and dulcimer, digital (and perhaps analogue) synthesis, bamboo flute, and something called a rotalodien. The members display a familiarity with 20th century classical forms, including serialism and the electronic experiments of composers such as Stockhausen and Cage. One suspects a free jazz influence, but it's not particularly obvious; Green Room's wholly improvised music is ultimately non-idiomatic. The band has apparently been around a while, and the musicians do indeed exhibit a focus and shared vision that bespeaks a long-term creative commitment to one another. The improvisations are mostly direct and to the point; there's little aimless rambling. David Baird plays an especially expressive electric cello, and David Garrett's prepared dulcimer is an interesting and unusual voice. Chick Lyall's keyboard work is fine, as well, but, really, to single out any one of them for praise is silly; this is the consummate group enterprise. Certainly, working in Glasgow has done little to make them a more visible presence on the world's soapbox-sized free improv stage. Perhaps they should be more famous, but that can be said of hundreds if not thousands of artists. They make compelling art for art's sake, and that's something everyone should appreciate.

1. Trajectories 
2. Hieroglyph 

3. Biomorph 

4. Divertimento 

5. Flux II 

6. Arabesque 

7. Amazon 

8. Endgame

	Guillermo GREGORIO
	Otra Musica
	2000
	71:44
	label: Atavistic   www.atavistic.com , edition 2000.

Fluxus & free improvisation in Buenos Aires 1963-70.

These tracks were compiled from the only existing tapes of the music, some of which were obviously in dire condition. In most cases, the original source recordings have been lost or damaged. UMS feels that the music's historical and aesthetic significance clearly overshadows issues of fidelity. Nonetheless, we have taken every step to clean up the recordings without compromising the music.

Initial analog/digital transfer & mastering/triage – Chicago, 2000.

By the time he made his first commercially released recording in 1988, Guillermo Gregorio had already led several musical lives.

Born in Buenos Aires, Argentina, on Worker's Day - May 1st - 1941, Gregorio grew up with music in his house, primarily folkloric and classical. There wasn't much of the nation's trademark sound on the home-front. "Tango was a strong presence on the street, out windows, especially on Sundays," he says. "But not at home."

Gregorio began listening to jazz in junior high school, borrowing two hardbound 78-rpm albums from a friend - Gems Of Jazz (with bands led by Art Modes, Jimmie Noone, Jimmy McPartland) and Wolverine Jazz (with Bud Freeman, Pee Wee Russell, Max Kaminsky). This encounter would spark a lifelong love of Chicago jazz, and it eventually led the teenage Gregorio to pursue music -- it was, as he puts it, the first time he listened. In the beginning, he exclusively attended to the exciting Chicago music, most of which was recorded before he was born, but he and his friends eschewed Dixieland -- "What we called 'circus music'!" -- as a white version of New Orleans jazz. They did, however, reserve a special place for the music of Chicago's Austin High Gang. "White Chicagoans were somehow different," Gregorio says.

In the mid-50s, jazz in Buenos Aires broke into three broad categories. First, there were professional dance bands and light jazz orchestras playing commercial jazz, mambos and musica tropical. Second, there was a group of aficionados and some pro musicians playing so-called "hot" jazz -- i.e. pre-bebop, encom​passing the Chicago jazz Gregorio adored through swing; this clique was primarily affiliated with the Hot Club of Buenos Aires. Finally, a cadre of specialists and pros played bop and some cool jazz, centering their activities at the Bop Club Argentino.

"Jazz for us was foreign and exotic," says Gregorio. "We idealized it." In 1954, Gregorio's father bought him a cornet. Already very interested in design, the youngster liked the instru​ment's shape and was of course an admirer of Louis Armstrong and Bix Beiderbecke. But he didn't take to the horn, and early in '55, he traded the cornet for a clarinet, feeling an affinity with Pee Wee Russell and Jimmie Noone. He admits that he also tried to copy Johnny Dodds. In his scrapbook, clippings of Woody Herman are captioned: "El primer musico preferido 1955." His first musical favorite.

In '57, Gregorio discovered modern jazz. The initial wave of bebop hadn't really caught his ear. He'd heard Diz and Bird without strong reaction. "I listened seriously and ana​lyzed Charlie Parker only later, after listening to Ornette Coleman," he says. "All the critics were saying he came from Parker and I wanted to see for myself." Gregorio responded somewhat to Stan Getz and Buddy DeFranco. Then at the end of the year he encountered records by Lennie Tristano -- and Tristano's saxophonists Warne Marsh and Lee Konitz -- an event that con​tinues to have repercussions in his life. "It was something impor​tant. I made a distinction between Getz and Marsh right away. I immediately saw the difference. Marsh and Konitz became a huge influence."

Gregorio had already been playing concerts. Starting in '56, he worked with several ensembles, including the Hot Dog's Band and the Buenos Aires Jazz Band; a flyer from November, 1957, has Gregorio playing in a septet jam-session under the strained English title "the Seven Gang." Listening to Tristano, still playing Chicago-style jazz, Gregorio used all the money he earned at gigs to buy records, and he began to assemble an impressive music library. During the period from '56-'57, he first played with trum​peter Carlos Miralles, with whom he'd work on and off for years. In the Buenos Aires Jazz Band he doubled on tenor saxophone; he hadn't liked the hot alto players with their exaggerated vibrato, preferring tenorists like Chu Berry, but after hearing Lee Konitz, Gregorio went with his father for a second instrument exchange, switching decisively to alto.

Buenos Aires is a pivotal city for South American culture, and in the '50s it had a very well developed vanguard classical music scene. On Saturdays in September, October and November, 1958, Gregorio attended courses by composer Alberto Ginastera. These exposed him to twentieth century music, got him listening to the musique concrete of Pierre Schaeffer, the microtonalism of Ivan Wyschneyadsky and Julian Carrillo, the rhythmically intricate compo​sitions of Edgar Varese (which shocked the 17 year old) and the klangfarbenmelodie of Anton Webern. A cosmopolitan center, Buenos Aires nevertheless had a limited supply of imported records; Ginastera had access to such LPs and cracked the lid for his students on the Pandora's box of contemporary music. "That opened a new door for me, even though I was still playing a la Bud Freeman," Gregorio laughs.

As the decade came to a close, Gregorio gradually started playing what he describes as "mild modern jazz" (Al Cohn and Shorty Rogers tunes) at parties and clubs, with many of the same people with whom he'd been slinging Chicago jazz. Dedicated hipsters, attentive to detail and ever accurate, these sharp young Argentineans donned snappy suits, dark sunglasses, and cocky postures, emulating the West Coast cool of Bud Shank and Chet Baker.

But Gregorio wouldn't be satisfied with imitation, with producing copies of American jazz (or for that matter European concert music). That was what everyone in Argentinean jazz was doing, even Lee (later "Gato") Barbieri, who was at that time, before hearing Pharoah Sanders, an unapologetic Coltrane imitator. It was in this seven-year period that Gregorio says he began to "really think," his world-view germinating into something that he could call his own. He turned to architecture, visual arts and design, and eventually started to assimilate some of his disparate interests into a coherent working method. Flipping through his immaculately kept scrapbooks, this design element is evident quite early, a prodigious kid's clippings of cars, planes and buildings. "I was interested in  modern design, the image of the future in the late '40s, early '50s. I had a strong attraction to machines, trains, an ideal of the city of the future." As a young adult, constructivism and the European avant-garde became his focus, and in January, '59, he began studying architecture at Buenos Aires University; he got his degree seven years later, after which he worked in various architectural studios.  In these years Gregorio also began painting, an activity he could well have pursued pro​fessionally, though he grudgingly con​cedes that his initial inspirations were as much beloved album jacket designs as the modernist artists about whom he was learning.

"I saw a relationship between aural and visual experience," he says. "More impres​sions came from visual arts, in this period. I began to get concerned with social issues and understood the strong connection between social issues and art. Musicians, many times they are flying, like butterflies, they don't think what they're doing relates to those things. Visual artists are more interested in consequences. Art is not harmless. It has consequences. You are telling something, showing something, and you have to be aware that you're making signs, you have a responsibility. I thought it was important to work to clarify the symbolic system, or to go against a symbolic system that is trivialized by the media. And at some time to reestab​lish the dynamic of communication."

Social issues, critical art, politics. In the early '60s, the hot jazz player and mild modernist began to rethink his artistic commitments, contemplating the role of music in soci​ety. Gregorio emphasizes that at the time he felt much more in tune with visual artists, philoso​phers, writers, art critics and architectural colleagues than musicians. He diminished his pub​lic performing drastically starting in 1960, more so from '63 to '67. As a way of reflecting on his art, Gregorio conducted private experiments; at home, he pursued tape collages, overdubbing, and improvisation.

"Campanitas," "Elastikon," "Clarinete," and "Voces" [tracks 2-5] were constructed at Gregorio's home studio in '63-'65 as part of a series called musicas caseras (homemade music). Gregorio briefly considered going to Paris to study with Pierre Schaeffer, but in the end he chose to stay in Argentina and make these lovely, rough, aggressive bricolage studies, exclu​sively using sounds that came to hand; though he didn't know them at the time, when he heard Jean Dubuffet's art-brut "musical experiences" Gregorio felt a strong connection. "I broke many objects making these," he recalls. "Like exquisite crystal tulips."

The extraordinary collection of solo, duo and overdubbed recordings [tracks 11-15] were also made in this time frame and under similar circumstances. Two duets with old-pal Miralles on trumpet [tracks 12 & 13] are of huge historical inter​est. Although they were by no means the first -- listen back to Tristano's limited free experiments in '49,

unknown to Gregorio in the early '60s -- they are nonetheless very early entries in the annals of recorded free improvisation. During his archi​tectural studies, through a friend named Alberto Celecia, Gregorio was introduced to Ornette Coleman (and somewhat later to Cecil Taylor, Bill Dixon, Eric Dolphy and the more outre outings of Sonny Rollins), and the Texas harmolodician quickly became a source of inspiration. In fact, listening to the Coleman Quartet was part of a succession of fresh input, which started with the unsung great Shorty Rogers/Shelly Manne/Jimmy Giuffre ten-inch The Three, then Ornette, then Giuffre's Free Fall. After hearing these, knowing that Coleman played "free," he called Miralles, his neighbor, and said: "Let's play free!" They recorded these intensely interactive, probing, harmonically open pieces in an afternoon, and while the influence of Giuffre is clearly evident, one can
hear a genuinely new voice emerging in Gregorio's clarinet playing, a voice that carries some of the edge of his Chicago idols (especially the harmonic ingenuity of Russell), and one that looks quite far down the proverbial pike at develop​ments in the future reed lexicon. Indeed, the synthesis of cool and free is still something that remains underdevel​oped decades later.

The two multitracked pieces, one on clarinet [track 14] and one on alto [track 15], have the same prove​nance.   Fascinating overdub etudes and further evidence of Gregorio's new sound. But the solo alto piece [track 11 ] is the most remarkable of these. Solo saxo​phone recordings had happened before -- there was of course Coleman Hawkins'  1948 side "Picasso," and in Stockholm at roughly the same time as Gregorio, Bengt "Frippe" Nordstrom was printing up tiny batches of his own solo reed music on Bird Notes Records -- but this single solo track from '65 (four years before Braxton's For Alto) is utterly unique in sound, temperament, and orientation. An essay in open phraseology; a catalytic conversion of Coleman's inspiration into free Konitz. It languished for these thirty-five years, a discarded experiment in the development of Guillermo Gregorio's personal approach. If you hear him snake his alto around a melodic idea today, you can still sense the player that waxed this beautiful home recording.

Another significant event in Buenos Aires jazz history happened at this time, as soprano saxophonist Steve Lacy came for an extended stay in 1966. Gregorio saw Lacy's quartet (with Italian trumpet player Enrico Rava and South Africans Johnny Dyani on bass and Louis Moholo on drums) in July at the Centro de Artes y Ciencias and recalls that the traditionalists liked Lacy -- who had strong roots in "progressive Dixieland" -- particularly when he pulled a vaudevillian stunt: taking a draw on his cigarette, poised dramatically under a light, he turned the soprano around and blew up-horn into the instrument, allowing smoke to shoot out from different tone-holes as he fingered the keys.  As this period of

introspection  and reconsideration came to a close, later in the '60s, Gregorio's orientation shifted towards new, socially engaged performance arts. A precursor to this is the stunning piano piece "Sobre el piano..." [track 1], from November of '63, which Gregorio cites as the earli​est of his performative "actions" and a preliminary consideration of the use of non-musical objects and space in performance. To these ears, it fits somewhere between a Cage prepared piano work, a George Brecht one-liner fluxus piece, and a Webernian timbral investigation. Radiant and iconoclastic.

On September 24, 1969, after attending a concert of music by Larry Austin, Gregorio retired to a typical Buenos Aires cafe with musician-composers Roque De Pedro and Norberto Chavarri. There, they jointly founded Movimiento Musica Mas, a musical performance project with fluctuating personnel and flexi​ble artistic aims. "In Buenos Aires in the late-60s, there was a mainstream avant-garde. You studied with this maestro, went to Europe, got legitimate. In this, you followed something accepted as establishment music. It's not a bad thing, if was first-rate, great musicians. "What we did was never really accepted by them," says Gregorio, exceptions being important composers Luis Arias and Enrique Gerardi, with whom they collaborated. Gregorio worked with Musica Mas from '69 to '72; he left the group on good terms, after which they continued for a few years. "We did something marginal to the mainstream avant-garde. We want​ed to go to the people, to the streets, to the squares, parks, to the colectivos [public transport system's buses]." Indeed, they did compose a piece for city bus, and one in the park which had the group in a cage and an enormous audience playing along. "The idea was not to scandalize, even when that happened, but to integrate people in participative events or actions." Allan Kaprow's happenings and George Maciunas' fluxus were high-pro​file parallel movements. While the Musica Mas partici​pants didn't really connect their work with those interna​tional spectacles -- they were in no way copying New York or Koln -- they were kindred spirits. Gregorio eventually learned about LaMonte Young, Walter de Maria, other performance-oriented experimental composers.  He'd heard about trumpeter Don Ellis pouring salt into Paul Bley's piano: home-grown jazz-flux. But Musica Mas was something very Buenos Aires, from the charge of its socially-engaged tactics to the variable instrumentarium, which included some typically Argentine (even tango-esque) elements: accordion (amplified ruthlessly by Alejandro Nunez Allauca), ocarina, vio​lin, and tuned percussion (glock and xylophone). Definitely not nationalistic or folkloristic, Musica Mas nevertheless reflected its cultural and geographical context.

Gregorio was never fond of sur​realism or expressionism. His inclina​tion was towards the clean lines and rational compositions of constructivism and concrete art. This was true in per​formance art as well; he preferred con​ceptual pieces to expressionistic or sur​real happenings. Among the pieces he composed for Musica Mas were several that proved impossible for the group to realize -- a TV emission without image or audio, the only sound of which would be the hiss of each set's coil, attention drawn to the material object; a piece in which the first movement would have musicians building their instruments, the second movement would have them playing these newly assembled axes; a piece for three carpenters, in which they would use a blueprint for a table as a score, the sounds of building the table constitut​ing the music. Other of his composi​tions were realized.  His "By The Audience I" was a two-movement piece in which the audience members were provided paper to make drawings in the first movement, the second had the musicians putting a Gregorio-designed plastic grid over the drawings and interpreting them as music. "By The Audience II" found the audience voting for their favorite musical genres in the first half, while in the second movement six musicians played tape recorders according to a statistical graph (again, Gregorio's design), interpreting and collaging together the results of the poll. Neither of these was documented on tape.

Four cuts here feature Musica Mas [tracks 6-9] in various sizes and instrumental configurations, all from concerts in 1970. Gregorio's "Minima musica" shows his conceptualist bent -- the title is a dictum, the least music possible, as the musicians struggle vainly to play as quietly as they can on clunky plastic horn, one-string violin, tambourine and Gregorio's pre​pared ocarina. "Musica para el lobo estepario" was composed by Chavarri especially to fea​ture Gregorio's alto -- quite incredible here, and uncharacteristically explosive -- and the other two pieces flesh out this representation of the group's sound world. Musica Mas never made a publicly-released record; this CD is the first time this virtually secret music has been heard outside of a small community of listeners.

In '70 and '71, Gregorio also worked with Conjunto de Musica Contemporanea y Grupo de Improvisacion from La Plata, with Enrique Gerardi, Jorge Blarduni and Luis Zubillaga. The single group improvisation here [track 10] was in fact performed by Musica Mas, with other guest musicians. Totally improvised music, accompanied by performative actions on stage: this recording gives a taste of what the heretofore unknown free music world of Argentina circa 1970 sounded like. A snapshot of a fully-developed, unique, largely forgotten musical enclave.

Early in 1970, Gregorio began writing "Otra Musica" (other music), a monthly col​umn on experimental and avant-garde sounds in the stereophile magazine Audio Universal. Early in the column's run, he wrote about Albert Ayler's ESP and Impulse! records, and the mag​azine's more conservative jazz columnist complained -- why should Gregorio write about jazz? and if so, why that jazz? Over "Otra Musica'"s three-year course, Gregorio essayed widely on musique concrete, Earle Brown and Morion Feldman, Gordon Mumma, MEV, Argentinean improvising groups, futurist music, early electronic instruments. Later, he grew conceptual, crossing the journalistic fourth-wall by criticizing his own work with Musica Mas, and finally making an artistic platform of the column: one page gave an instruction for the reader to "take an instrument and act," and the overleaf presented dictionary definitions of "instrument" and "act." Very fluxus, very haut-concept, very nervy. His editor was not amused, called for him to write an article people could read. He submitted three inoffensive final installments and called it a day.

In '73, Gregorio again began to reconsider his musical philosophy, deeply ques​tioning the meaning of the avant-garde, and he decided to make a break from the music he'd been creating. He left music completely for a period, came back to it in '80, and began mak​ing polystylistic music that he would find had connections with an Austrian musician and com​poser he soon met, Franz Koglmann. In '86, Gregorio left Argentina, moved to Vienna, began collaborating with Koglmann, recorded a few times with him starting with Orte Der Geometric (hat ART, 1988), moved to Los Angeles, where he played privately with Warne Marsh, moved to Germany, and finally settled in the Midwest. He now lives on the near-south side of Chicago, completing a funny round-trip back to the imaginary city of his musical youth.
The final piece that's as yet unmentioned here is a very short trio fragment [track 16] which Gregorio recorded with a bassist and Miralles in '64. It's a cool 20-second theme-let composed by Gregorio, a shard that is miracu​lously reborn on "Tres," a piece from the CD Degrees Of Iconicity (hat[now]ART), his fourth release as a leader, issued earlier this year. A little bridge in time, a short leap of three-and-a-half decades, from one musical life smack into another.
---- John Corbett, Chicago, July 2000

	Al  GREY
	Centerpiece          
	1995 
	59:13
	label: Telarc

A.G.[trb]; H.”Sweets” Edison[tp]; Jerome Richardson[t s, fl]; Junior Mance[p]; Ben Brown[b]; Bobby Durham[d].

live at the Blue Note, 1995

   Al Grey and company have created a happy celebration in music. May it swing forever!

   The remarkable music made by the gentlemen on this album is a special kind of miracle indeed. It pours forth from the natural and spontaneous genius of the players, but it also seems to be otherworldly and divinely inspired. The brand of playing and the spirit in every note makes people come to this music in the first place and then want to stay. It is an essence of blues and swing that is so deeply ingrained in the souls of every one of these players that it has become as sure as breathing out and breathing in. These men have made music this good for several scores of years, but the feeling in these improvisations is completely timeless and absolutely right now.

   Seventy-year-old Al Grey, he of puckish smiles and spritely hats, has been shouting, screaming, wailing, growling, and simply blowing the blues through his trombone since the 1940s and 1950s, when he worked with Jimmy Lunceford, Lionel Hampton, Lucky Millinder, and Arnett Cobb. In ’56 and ’57, he was with the Dizzy Gillespie group, a perfect setting for his extroverted panache, and then in late ’57 he joined the Count Basie Orchestra, where swing is, most assuredly, the thing.

   Harry “Sweets” Edison, as he approaches age eighty in 1995, is quite simply still one of the most distinctive and brilliant stylist in all of jazz history. Alongside his musical longevity there is the fact that he has developed at every moment along the way. He began playinf at age twelve and he gained valuable experience with Lucky Millinder beginning in 1937. Soon thereafter, he accepted an invitation to replace a trumpeter in the Count Basie Orchestra. (It comes as no surprise that a solid foundation in blues and swing and a way of thinking and playing comes once again from the Basie band. It is one of the things that make Al and Sweets such perfect stablemates.) He stayed there until 1950, most often as a principal soloist. After leaving the Count, Edison became one of the most in-demand soloists for straight-ahead jazz throughout the years. He often played Jazz in the Philarmonic, he “sang” open and muted with Frank, Ella, Billie, and countless other jazz and popular singers, and he worked beautifully in big and small groups and with the greatest and most important players: Ben Webster, Buddy Rich, Oscar Peterson, Art Tatum, Lionel Hampton, Duke Ellington, and ever so many more.

	GROOVE COLLECTIVE
	Groove Collective
	1994
	66:28
	Readers Poll Winners (JAZZIZ): Best Jazz-fusion Group 1996
funk 

www.groovecollective.com 

Gordon "Nappy G" Clay: Timbales, Bongos, assorted Percussion 
Jonathan Maron: Bass Guitar

Fabio Morgera: Trumpet, Flugelhorn 

Jay Rodriguez: Tenor, Soprano & Baritone Sax, Bass Clarinet, Bonsuri 

Josh Roseman: Trombone, Toy Saxophones 

Itaal Shur: Fender Rhodes Piano, Keyboards 

Genji Siraisi: Drums 

Chris Theberge: Congas, assorted Percussion 

Bill Ware (см.): Vibraphones, assorted Percussion 

Richard Worth: Flute, Alto Flute, Piccolo Bonsuri, Kalimba, PVC Pipe

Bill WARE -- см. тж.: Bill Ware; Jazz Passengers; тж. с Marc Ribot

1  Rentstrike                                   6:07 
2  Balimka                                     3:57 

3  Nerd                                        6:29 
4  Rahsaanasong                             5:03 
5  Ms. Grier                                    4:36 
6  Whatchugot                                6:10 
7  El' Golpe Avisa                               9:52 
8  Genji Monogatari                          6:49 
9  Buddha Head                          3:59

10  Saturday Afternoon                       10:29

	GROOVE COLLECTIVE
	Dance of The Drunken Master
	1998
	70:59
	label: Shanachie www.shanachie.com 

Gordon ‘Nappy G’ Clay [timbales, bongos, perc, v]; Jonathan Crayford [rhodes, p, B-3, clavinet, minimoog, Arp String, synth, v]; David Jensen [t s, v]; Jonathan Maron [b, g]; Fabio Morgera [tp, fl h, v]; Jay Rodriguez [bar&t&s saxes, bass cl, v]; Genji Siraisi [d, v]; Chris Theberge [congas, perc, v]; Bill Ware III  [vibes, v]; Richard Worth [fl, piccolo, kalimba, v]; + guests: Josh Roseman [trb]; A.T.N. Stadwijk [rhodes, minimoog, clavinet]. Produced, recorded and mixed by Genji Siraisi. 

Группа Groove Collective хорошо известна по​клонникам «фанка старой школы». Как замечательно, что до сих пор нахо​дятся талантливые ребята, которые играют фанк живьём и не чувствуют усталости от это​го занятия.

--- «Play»

	GROOVE COLLECTIVE
	Declassified
	1998
	57:50
	

	GROOVE COLLECTIVE
	It's All In Your Mind
	2001
	71:15
	

	GROOVE COLLECTIVE
	We The People
	2002
	69:12
	Gordon ‘Nappy G’ Clay [timbales, bongos, talking drum, perc, v]; Fabio Morgera [tp, fl h, wah-wah cornet, v]; Jonathan Maron [b, g, Memorymoog, vocoder, v]; Jay Rodriguez [bar&t&s saxes, bass cl, berimbau, gaita, v]; Josh Roseman [trb, k, g]; Genji Siraisi [d, v, g, vocoder]; Itaal Shur [Rhodes, synth, p, Hammond B-3]; Chris Theberge [congas, perc, vibes, Rhodes, p, v]; Richard Worth [fl, alto fl, piccolo, kalimba, shakuhachi, v]. 

	Richard GROSSMAN
	Richard Grossman Trio:

"Even Your Ears"
	1998
	58:07
	label: Hat Hut  www.hathut.com 

rec. 1992, 1990

Richard Grossman [p]; Ken Filiano [doublebass]; Alex Cline [perc].

Richard Grossman, who passed away in 1992, was a pianist, who believed in the primacy of the immediate, the spontaneous. He saw creating music as an "existential situation," felt the urgency of improvising without preconceived conditions as a challenge "to make something, some kind of art, out of it." For most of his life, Grossman was a figure in the shadows of contemporary jazz, never receiving much public or critical recognition. But, as Ezra Pound reminds us in The Cantos, "nothing matters save the quality of the affection, and the quality of his music – a personal response to the intuitive necessity of creativity – survives in the recordings that he left us.

-- Art Lange

	GRP  ALL-STAR  BIG  BAND
	GRP All-Star Big Band
	1992
	72:31
	Grusin, Ritenour, T.Scott, Burton, Mariental, Patitucci, Mintzer, R.Brecker, Sandoval, Weckl, Kirkland, Rangell, Daniels, Watts, and oth.

	GRP  ALL-STAR  BIG  BAND
	All Blues
	1995
	61:23
	те же + Corea, B.B.King.

	The  George  GRUNTZ  CONCERT JAZZ  BAND
	Blues ‘N Dues Et Cetera
	1991 
	67:21
	label: enja

big band, feat.: Ray Anderson(см.), R. Brecker(см.), John D’earth(см.), Jon Faddis(см.), Al Foster, John Scofield(см.), Bob Mintzer, Marty Ehrlich (см.), Howard Johnson, and oth.                                                                                                                                    

	The  George  GRUNTZ  CONCERT JAZZ  BAND
	Big Band Record
	1994
	76:37
	Ray Anderson: Big Band Record performed by the George Grunz Concert Jazz Band.

“This project is a dream come true and many people have put a lot of time and energy into it. First of all, I would like to express my sincere gratitude and appreciation to my partner, George Gruntz, whose superb arrangements both embellish and expand my compositions without ever losing their essence. George is not only an incredibly talented artist (check his piano playing!), but a great friend and for me this has been a collaboration made in heaven. Thanks George! I hope we keep playing together for many more years.” — Ray Anderson, 1994

“The trombone has always had a very special place in my heart as a jazz composer and bandleader because it is such a significant (not to mention), fantastic tenor voice in an orchestra. It is also an instrument that, along with the bass fiddle, has been emancipated by the hands of jazz musicians more than other instruments. What jazz trombonists (and bass fiddlers) can do technically with their instruments reaches far, far beyond what was intended when the instrument was invented or indeed beyond how it is steel played in classical circles. And above all this stands a man who has carried the trombone even further: Ray Anderson. He has taken trombone performance technique (in terms of register, tonguing, velocity, and expressiveness) to places that one could not have conceived of only twenty years ago. However, Ray didn’t develop his incomparable skills for mere surface appearances, but as a means to express his music. Firmly rooted in the best jazz traditions and at the same time exploring every second — this concept shows most obviously in Ray’s compositions. Every selection grooves within the jazz tradition but with inventive turns at every corner. Tubist Howard Johnson brought Ray and me together for the start of a real love affair in 1982. The idea of combining forces for a joint project grew organically out of our experience working together and resulted in the CD that is now in your hands. I would like to thank Ray for his twelve years of warmest friendship and for being a continuous source of inspiration — let’s do it for many more years and projects to come, Ray!!” –George Gruntz,  1994.

	Trilok  GURTU
	Usfret
	1988  
	45:17
	T.G. -- победитель “DownBeat critics poll winners” в категории: Percussion (1994)

Trilok Gurtu -- см. тж. с: Marc Nauseef; J. Garbarek; Aiyb Dieng; Bill LASWELL; SWANS; MATERIAL;
label: CMP

Trilok Gurtu [perc, d, tablas, congas, voice], with Shobha Gurtu [voice], Ralph Towner (см.) [ac g, keys], Don Cherry (см.) [tp], Lakshmi Shankar (см.) [vln], Jonas Hellborg (см.) [b (on#1,4)], Daniel Goyone [p, keys], Walter Quintus [tambura (on#3), recording].

   Trilok Gurtu, индийский перкуссионист, участник группы Oregon (с 1985 года); в конце 80-х – начале 90-х он выступал и записывался в трио John’a McLaughlin’a (см.).

	Trilok  GURTU
	Living Magic
	1991 
	42:35
	label: CMP

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

	Trilok  GURTU
	Crazy Saints
	1993 
	46:41
	label: CMP

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

	Trilok  GURTU
	Believe
	1994 
	50:50
	label: CMP

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

	Trilok  GURTU
	Bad Habits Die Hard
	1996 
	73:46
	label: CMP

T.Gurtu [d, tabla, v, claydrum, perc]; Bill Evans [t s, s s]; Mark Feldman [violin]; David Gilmore [g, v]; Andy Elmer [p, el p, k, v]; Chris Minh Doky [b, v]l; Walter Quintus [recording].

	Trilok  GURTU
	The Glimpse
	1997 
	52:51
	funk & Indian folk 

label: CMP

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

	Trilok  GURTU
	THE GLIMPSE: “Kathak”
	1998 
	46:35
	funk на темы индийской музыки

label: CMP
T.Gurtu [d, tabla, perc, v]; Neneh Cherry (см тж с: Youssou N’Dour) [v]; Steve Lukather [g]; Jaya Deva [ganava, v, g]; Kai Eckhardt de Camargo [el b]; Ravi Chary [sitar, harmonium]; Theodosii Spassov [kaval] 

	Trilok  GURTU
	African Fantasy
	2000
	55:12
	label: CMP

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

Rajasthan

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

DJ Didgeridoo

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

African Fantasy

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

You, Remember This

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

Big Brother

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

Folded Hands

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

Old African

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

Lisa (Arranged by Kai Eckhardt de Camargo) 

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

Dinki Puriya

Trilok Gurtu - Tabla; Ravi Chary – Sitar.

Africa con India

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

Big Brother Reprise

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

	GUTBUCKET
	Insomniacs Dream
	2001
	49:09
	весёлый жизнерадостный free-fusion – джаз-рокового плана
label: Knitting Factory

Gutbucket, an anarchic yet sophisticated foursome from New York, debuts with this riotous melange of thrash rock, hyperactive funk, noir-ish Latin, and out jazz. Tongue-in-cheek antics aside, the band is often frighteningly tight, nailing complex unisons and rhythmic hits with unerring precision. Guitarist Ty Citerman is the group's main compositional voice, with seven of the 11 tracks to his credit. Bassist Eric Rockwin penned another three, including "Being Questioned About Iran-Contra While Eating French Onion Soup" (no explanation provided). Saxophonist Ken Thomson wrote the hard-grooving "Its," which segues into Cyterman's wailing finale, appropriately titled "Rock 'n Roll." Drummer Paul Chuffo is a powerhouse throughout all this, but especially on Rockwin's ultra-funky "Sweet Tooth, Bleeding Gums" (also a guitar showcase for Citerman). A promising debut from a band with a strong sense of purpose and an abundance of live energy.
1.  Insects (Subtraction in St. Louis)  - Citerman  3:33  

2.  Don't Fall on Dirty Mary  - Citerman  3:31  

3.  Ornette's Computer People  - Citerman  5:15  

4.  Revolution for Sale  - Citerman  4:49  

5.  Song of Seasickness  - Rockwin  3:29  

6.  Sweet Tooth, Bleeding Gums  - Rockwin  8:00  

7.  Consumption (The White America Suite), Pt. 2  - Citerman  4:56  

8.  Up from the Christmas Wreckage  Citerman  3:00  

9.  Being Questioned About Iran Contra While Eating French Onion Soup  - Eric Rockwin  3:34  

10.  Its  - Thomson  5:36  

11.  Rock 'N Roll  - Citerman  4:23

	GUY-GUSTAFSSON-STRID Trio with Marilyn CRISPELL
	Gryffgryffgryffs
	1997
	64:55
	label: Music & Arts

Marilyn Crispell [p]; Mats Gustafsson (см. тж. его проект DISCAHOLICS ANONIMOUS TRIO в 'Alternative') [s&t&bar s]; Barry Guy (см. тж. проект Room) [double bass]; Raymond Strid [d].

[...] Four master improvisers creating music with little or no agreement beforehand. Four musicians who know each other well yet still have the ability to surprise each other, as they did in this fringe benefit session.

The recording went very smoothly — it was all over in a couple of hours — more or less one long take with very short breaks between sections. Not much said -- no need to. What turned out was quite out of the ordinary, far from a nice little jam session with a common jazz setup. Incredible music, actually.

Improvisation can mean anything from simple embellishment and ornamentation to free extemporizing. Looking at "free" improvisation, I'd say it's a utopian dream built on personal esthetics. This became apparent to me some years ago at a Derek Bailey Company Week festival in London. One of the invited musicians, an English drummer, brought to the stage a suitcase filled with his hand-picked sound producing items, just about anything: toys, oriental objects -- you name it — even a few items that could pass for drums. During the next half-hour he somehow used every little item in a truly exciting solo improvisation. But, free? He pretty well knew what he was going to do, how to make use of his "instru​ments" and possibly he even had a preconceived structure — a mind map. It was definitely virtuoso and mindbending, as were the rest of the concerts. Typically enough for a free music event, everybody achieved more or less unorthodox virtu​osities on equipment as personal as their skills, putting things they knew before hand to the test in new surroundings and situations. Sometimes it worked, even in duos, trios and larger ensembles.

In the performances documented on this recording, the roles of the four instru​ments are similarly restructured, redefined. A double bass does not have to behave like a double bass, or a saxophone like a saxophone. Drums add color more than timekeeping, and the piano comes forth dramatically as a percussion instrument. The virtuosity displayed here uncovers hidden riches and properties of the instru​ments and of the practice of music-making. The research goes down deep into the immaterial qualities of music, sound, listening and action, down to the quantum level, where each decision shapes a reality that may be true here and here only, in the moment, unpredictable, yet, in accord with the uncertainty principle, holding with remarkable coherence when we draw back and take it in — the melodic lines and harmonic structure, the rhythmic interaction and emotional dynamics of this music.

Perhaps that's when free really begins, no matter how much tradition or agreement you start with — when you forget what you know and interact on a subconscious level, and draw the listener in with you.

© 1997 Lars Goran Ulander

Barry Guy is an innovative bass player and composer whose creative diversity in the fields of jazz improvisation, chamber and orchestral performance and solo recitals is the outcome both of an unusually varied training and a zest for experimentation, underpinned by a dedication to the double bass and the ideal of

musical communication. He is founder and artistic director of the London Jazz Composers Orchestra for which he has written several extended works. His concert works for chamber

orchestras, chamber groups and soloists have been widely performed and his skillful and inventive writing has resulted in an exceptional series of compositions. Barry Guy continues to

give solo recitals throughout Europe and the U.S.A. as well as performing with the Evan Parker/Paul Lytton trio, Marilyn Crispell and Gerry Hemingway, the Bill Dixon quartet, in

duos with Barre Phillips, Irene Schweizer, Paul Plimley, in projects with American pianist Cecil Taylor, the California-based group Room (см.) with Larry Ochs and, of course, Mats Gustafsson and Raymond Strid.

Marilyn Crispell is a graduate of the New England Conservatory where she studied classical piano and composition. She discovered jazz through the music of John Coltrane and Cecil Taylor, to whom she is most fre​quently compared. She is perhaps best known for her work with Anthony Braxton, whom she met in 1978 at the Creative Music Studio in Woodstock, New York. Crispell has also been a member of Reggie Workman's ensembles since 1986, and Workman is a member of Crispell’s own trio with drummer Gerry Hemingway. Crispell has collabo​rated with Anthony Davis on the New york City Opera's world premier of his opera "X", and with Oliver Lake, Pauline Oliveros, Roscoe Mitchell, poet Ed Sanders, African percussionist Olatunji, composers Robert Cogan and Pozzi Escot, saxophonist Tim Berne, and drummer Paul Motian. During 1988-89, she was the recipient of a N.Y. Foundation for the Arts Music Fellowship grant and of a composition commission from the Mary Flagler Cary Charitable Trust in New york City. In 1994-95, she again became the recipient of a N.Y. Foundation for the Arts Music Fellowship grant. She was the chosen performing artist for the New England Foundation for the Arts 1991-1992 Touring Program.

In addition to performing, Crispell has taught workshops in improvisational music at the Creative Music Studio, and at various venues in the U.S. and Canada. Her most recent recording on Music & Arts (CD-964, a duo with Joseph Jarman recorded at a Madison, Wisconsin, concert on 12 January 1996) has been widely acclaimed in this country and abroad.

[...]

	Сергей  ГУРБЕЛОШВИЛИ
	Simple And Involved
	1986
	
	 LP

	
	Бриз
	1989
	
	 LP

	Vyacheslav  GUYVORONSKY – см. Vyacheslav  GAYVORONSKY
	
	
	
	

	Brion GYSIN
	Self-Portrait Jumping
	1993
	69:20
	Brion GYSIN - см. тж. с: Steve LACY

label: Made To Measure (Crammed Discs) (Belgium)

Bryon Gysin [v, lyrics]; Ramuntcho Matta [music]; with: Steve Lacy (см.), Don Cherry (см.), Elly Medeiros, Lizzy Mercier, Abdoulaye Prosper Niang, a.o.


