	Bobby  McFERRIN
	Bobby McFerrin
	1982
	42:20
	McFerrin -- см. тж.  в файле 'Classic': W.A. Mozart "The Mozart Sessions"; тж. с: Laurie  ANDERSON; 

состав варьируется

	Bobby  McFERRIN
	The Voice
	1984
	43:19
	solo

	Bobby  McFERRIN
	Spontaneous Inventions
	1986 
	39:18
	label: Blue Note

И solo, и с сопровождением.   Feat.: H.Hancock (см.), W.Shorter, R.Williams, Jon Hendrix, The Manhattan Transfer. 

"From Me To You", "Another Night In Tunisia", etc.

	Bobby  McFERRIN
	Simple Pleasures
	1988
	33:48
	Solo. 
"Drive My Car", "Them Changes", "Sunshine Of  Your Love" и др.

	Bobby  McFERRIN
	Medicine Music
	1990
	49:14
	 участвует Lyle Mays [k] 

	Bobby  McFERRIN
	Play
	1992
	49:59
	Bobby McFERRIN & Chick COREA duet.

Recorded "live" 1990.

	Bobby  McFERRIN
	Hush
	1992
	46:36
	Yo-Yo MA & Bobby McFERRIN 

Yo-Yo Ma (см.) [viola] и Bobby McFerrin [voice]  исполняют обработки сочинений Vivaldi, Rimsky-Korsakov, Rachmaninoff, J.S. Bach, 

	Bobby  McFERRIN
	Paper Music
	1995
	60:51
	Bobby McFerrin – Conductor and Vocalist with: The Saint Paul Chamber Orchestra, & Layton James (hapsychord).

For this recording 20-bit technology was used for high definition sound.

1. Wolfgang Amadeus Mozart (1756-1791):

Overture to The Marriage of Figaro, K. 492 -- 4'16.

2. Luigi Boccherini (1743-1805):

Menuet from string Quintet No. 1 in E Minor. Op 13, No. 5 G. 257 -- 3'38 (arranged form String Orchestra with Flute and Voice). Bobby McFerrin, Vocals

3. Gabriel Faure (1845-1924):

Pavane, Op. 50 -- 5'21. Bobby McFerrin, Vocals

4. Igor Stravinsky (1882-1971):

Minuetto & Finale from Pulcinella Suite (rev. 1949) -- 4'03.

5 -7. Antonio Vivaldi (1678-1741):

Concerto in G minor for 2 Cellos, Strings and Continue. RV 531—10’32. Bobby McFerrin, Vocals; Peter Howard, Cello; Layton James, Harpsichord.

8. Felix Mendelssohn (1809-1847):

Scherzo from A Midsummer Night's Dream, Op. 61, No. 1 -- 4'23.

9. Johann Sebastian Bach (1685-1750):

First Movements from Concerto for Violin, Strings and Continue in A minor, BW 10441 -- 3'50. Bobby McFerrin, Vocals; Layton James, Harpsichord.

10 – 13. Wolfgang Amadeus Mozart:

Eine kleine Nachhmtsik, K. 525 -- 17'25

14. Peter Ilyich Tchaikovsky (1840-1893):

Andante cantabile for Cello and String Orchestra, Op. posth. -- 6'32 (arr. by Tchaikovsky from his String Quartet No. 1 in D Major, Op. 11. Second Movement). Bobby McFerrin, Vocals.

	Bobby  McFERRIN
	Circlesongs
	1997
	42:45
	Performed by Bobby McFerrin with singers.

“When one jumps over the edge, one is bound to land somewhere”, wrote D. H. Lawrence. Though he could not possibly have been describing Bobby McFerrin’s extraordinary musical leaps, he might as well have been. It is precisely this spirit of deep trust and joyful spontaneity that McFerrin brings to music, and nowhere in his rich, eclectic body of work is his gift for teasing the sublime out of silence more evident than in Circlesongs.
Recorded with a group of twelve singers—three basses, three tenors, three altos and three sopranos—these eight original songs spring from sounds improvised on the spot. The rhythmic repetition of the sounds is what gives the songs their circular shape and chantlike structure. "It's primal, unadorned singing," explains McFerrin, adding that songs without words are a form he especially cherishes. "I've always felt that singing a song without words makes one song a thousand songs because the people who hear it can bring their own stories to it.” McFerrin’s impulse to create Circlesongs grew out of his deeply held belief that “one of the simplest and most direct ways of praying and meditating is through singing, and singing in community is exceptionally powerful. You get people together in a room and get them singing, and you instantly knock down all the walls – the creeds, the gender, age and race differences, everything. You’re all one at that point, lifting your voices.” And though McFerrin has been chanting improvisationally with other singers since the mid-1980s, this is the first time he has recreated that experience in the recording studio.

To Western ears Circlesongs may sound like a new spontaneous form of sacred music, but it’s really part of an oral tradition that dates back centuries to tribal gatherings where the chief or medicine man would start with a sound or a phrase and inspire the whole community to join in. The selections featured in the album – which were also carefully crafted in the editing process – evolved in much the same way. McFerrin led off with a sound, which the rest of the group picked up on. “Each song took its own shape,” he notes, adding that the most excing part of the process was surrendering to whatever took place in the moment, without trying to control or manipulate it.

“The oral tiadition has a special vitality and energy that comes  from singing songs you know, you’ll never sing again and that no one will ever write down,” he says. Much like devotional Sufi or African chants, the repetitive rhythms of Circlesongs are uplifting and intoxicating, drawing the listener inside the music. But there is one striking difference: While nearly all other forms of chanting derive from specific religious traditions, the chantsongs that issue forth from McFerrin and Company are strictly nondenominational. The sounds are universal — the expression of joy and gratitude, as well as the basic human longing for spiritual connection — without being defined by any single spiritual path.

Says McFemn who himself is a practicing Christian: "I hope the music will lead people to a path of their own and inspire them to be hungry for that which is beyond themselves. I also hope it inspires them to open their hearts and discover the art inside themselves."

For McFerrin, who as a child was deeply affected by spirituals, as well as the Anglican chants sung in the Episcopal Church in which he was raised, singing has always been a spiritual act. “To me, music is sacred. I can’t separate prayer and spiritual activity from singing." he explains.

What’s more, he says, chanting is an especially compelling form of song. “Chanting is unique because it never stops. Even when it ends, it just keeps on reverberating inside you and you carry it around with you.” That doesn’t happen in any other musical context in quite the same way, he adds.

Interestingly, though the pieces in Circlesongs seem to tap into several different musical traditions – notably African, Caribbean and Persian – McFerrin has difficulty pinpointing the music sources. “I can’t put a name on them,” he reflects. “I can put a name on my jazz influences, my classical influences, but this music...” He pauses. “I’d have to say it’s ancestral. It’s genetically encoded in my bones. This music comes right from the spirit.” [...]

	Bobby  McFERRIN
	Beyond Words
	2001
	56:46
	with: Chick Corea (см.) [p, Fender Rhodes]; Cyro Baptista (см.) [perc]; Omar Hakim [d]; Richard Bona [b, g]; Gil Goldstein [accordion, Fender]; Keith Underwood [wooden fl, contrabass fl].

Певец-импровизатор Бобби Мак​феррин выпустил свой послед​ний   CD   «Beyond   Words»   в 2002 году. Когда я связался с ор​ганизаторами его московского концерта, чтобы спросить, везет ли он в Москву программу с песнями с этого альбо​ма или это будет что-то другое, то получил в ответ лаконичное сообщение: «Бобби не ве​зет в Москву никакой программы. Он вый​дет на сцену и будет импровизировать».
Мы, конечно, можем посвятить отве​денные для статьи о Бобби Макферрине строки подсчету его Grammy и прочих наг​рад, можем сосчитать, сколько голосов и инструментов пришлось изобразить Макферрину, чтобы песня «Don't Worry, Be Happy» казалась записанной ансамблем, а не одним исполнителем, можно в очеред​ной раз восхититься его «классическим» альбомом «The Mozart Sessions». Но, ей-бо​гу, факт приезда такой крупной фигуры без заранее подготовленной программы шокирует больше цифр. Впрочем, знатоки современного джазового вокала, конечно, не будут удивлены столь необычным под​ходом к шоу. Еще меньше удивятся те, кто хоть что-то смыслит в истории американ​ского комического жанра. Известно, что еще на заре своей карьеры он тесно сотруд​ничал и дружил с комиками Биллом Косби, Билли Кристалом и Робби Уильямсом (последний снялся в клипе «Don't Worry, Be Happy»). Во многом благодаря этим гос​подам, в совершенстве владеющим навы​ками личного общения с самой разной ау​диторией, Макферрин решился на револю​ционный эксперимент. Практически в со​вершенстве владея кларнетом и пианино, музыкант сначала полностью переклю​чился на вокал, а затем, в 1983 году, отпра​вился в турне по Европе без аккомпаниру​ющего состава и какого бы то ни было представления о том, что будет происхо​дить на концертах. Аудитория была потря​сена и очарована. Результатом этих гастро​лей стал легендарный альбом «The Voice». Максимальное вовлечение публики в происходящее с музыкой стало наряду с феноменальными успехами в звукоподражательстве важнейшим делом певца. Чув​ство юмора вкупе с абсолютной погружен​ностью буквально во все стили музыки позволили ему создать новую форму кон​церта— не «представление», но «коллек​тивное действие», до сих пор считавшееся коньком современных художников и ни​когда ранее — джазовых вокалистов. Ус​пешная сольная деятельность, впрочем, не помешала артисту сотрудничать с други​ми мастерами. Первую статуэтку Grammy он получил за альбом «Another Night In Tunisia» (1985), записанный с ансамблем Manhattan Transfer. Затем были другие Grammy, в том числе за «Don't Worry, Be Happy», были записи с Чиком Кориа и Йо-Йо Ма, работа с кинозвездами и танцорами-перформерами, с оркестрами и хора​ми. Но загадкой остается все-таки именно это — когда вдруг обычный человек из пуб​лики обнаруживает себя танцующим на сцене, или аккомпанирующим, или пою​щим с Макферрином дуэтом. Вот что-то вроде этого как раз и ожидается в Москве. Пока известен лишь один случай серьезно​го сотрудничества Бобби Макферрина с русскими — он дирижировал оркестром Мариинского театра. Теперь настало вре​мя москвичам принять участие в его ком​мунально-хоровых экспериментах.
«Я давно преодолел рамки прямолиней​ного джаза,— говорит Макферрин.— Я был бы рад, если бы меня сейчас называли не джазовым, а фолк-певцом, потому что фолк, точнее музыка африканских дере​вень,— это та музыка, которую я сейчас слу​шаю и в которую погружен. Там есть прос​тота, там есть лаконичность, там есть ис​кренность. Я предпочитаю сейчас петь ти​хо. Сложные партии я оставляю джазовым саксофонистам, это по их части».
Да, кстати, если кого-то все еще интере​суют цифры, у Бобби Макферрина десять Grammy, для «Don't Worry, Be Happy» он самолично записал двенадцать вокаль​ных треков (и ни одного инструменталь​ного), а диапазон его голоса — четыре ок​тавы.

	The John  McGEE  Orchestra
	Slinky
	1997
	34:08
	Замечательный современный Бигбэнд.

	Chris McGREGOR's BROTHERHOOD OF BREATH
	Travelling Somewhere
	2001
	79:29
	label: Cuneiform

"One of the truly legendary modern jazz big bands…" – The Penguin Guide To Jazz
The Brotherhood Of Breath was founded in 1970. The Brotherhood were members of the Blue Notes, as well as some of the top names of the British jazz avant garde.

Chris McGregor [p]; Evan Parker (см.) / Gary Windo [t s]; Mike Osborne / Dudu Pukwana [a s]; Harry Beckett / Mark Charig / Mangezi Feza [tp]; Nick Evans [trb]; Harry Miller [double bass]; Louis Moholo [d].

	John  McLAUGHLIN
	My Goals Beyond
	1970
	41:45
	John  McLAUGHLIN – см. тж. с: Leni STERN

J. M. – постоянный победитель “DownBeat readers/critics poll winners” в категории: Guitar 

Mahavishnu John McLaughlin, featuring: Billy Cobham, Charlie Haden, Dave Liebman (см.), Airto Moreira, Mahalakshmi, Badal Roy.

Акустический альбом, чувствуется  сильное  влияние индийской музыки.

Основным отличием классической индийской музыки от западноевропейской является то, что она от первой до по​следней ноты — плод импровизации людей, совместно му​зицирующих в рамках раги. Рага является мелодической формулой, как, ска​жем, западноевропейская гамма. Насчитывается не​сколько сотен разновидностей раги и приблизи​тельно столько же разно​видностей  ритмических фигур, исполняемых ударными, которые сопровож​дают либо игру на других инструментах — ситаре (вине), флейте,— либо вокал. Это музыка настроения здесь и сейчас, и, отзвучав, она исчезает в небытии. Нечто подобное характерно для любой джазовой импровизации, обыгрыва​ющей гармонию и мелодию "эвергрина". Можно проследить также аналогию с блюзом — только, в отличие от одной-единственной блюзовой гаммы, выражающей "печаль" ис​полнителя, в раге огромное количество таких "гамм". В ин​дийской эстетической теории рага связывалась с одним из девяти психоэмоциональных состояний, называемых "раса".

Среди музыкантов, вдохновлённых джазом и блюзом, множество выдающихся личностей, пытавшихся синтезировать музыку Востока и Запада. В том числе — Джон Мак-Лафлин (Вполне правильным является один из двух вариантов написания этой фамилии: ортодоксально-шотландский клановый вариант Мак-Лохлин или равнозначный ему общесаксонский Мак-Локлин. Однако наиболее известен музыкант именно как Мак-Лафлин.) 
Гитарист, композитор,  аранжировщик Джон Мак-Лафлин ро​дился 4 января 1942 года в граф​стве Йоркшир, Великобритания, в семье профес​сиональных му​зыкантов. 

[...] Джон Мак-Лафлин принял участие в записи двух альбомов Майлза Дэвиса — "Bitches Brew" и "In A Silent Way".
Джона Мак-Лафлина всегда интересовала восточная фи​лософия и религия, и привело это к тому, что в 60-х он всту​пил в Английское Теософское Общество. Весной 1970 он стал личным учеником гуру Шри Чинмоя, под влиянием которого изменил своё имя, добавив к нему приставку "Махавишну" (что означает "божественное сострадание, сила и справедливость"). Мак-Лафлин не был предан избранному пути исключительно в сфере творчества — его убеждения отразились на всём образе его жизни.

В концепции Mahavishnu Orchestra прослеживалось явное влияние Майлза Дэвиса, однако Мак-Лафлин сумел значи​тельно расширить рамки джазовых традиций: в структуру своих композиций он вводил элементы традиционного хард-рока, мелодические при​емы из арсенала восточных и ин​дийских музыкантов, неожиданные сбивки ритма, намеренные модуляции в дру​гие тональности, атональные выходы из основной гармо​нии. Блистательные по композиторскому решению, безу​пречно аранжированные композиции группы привлекли к ней множество поклонников, которых помимо всего проче​го притягивала манера игры лидера Mahavishnu Orchestra: вне всякого сомнения, Джон Мак-Лафлин и по сей день остаётся непревзойдённым гитаристом, соперничать с ко​торым мог разве лишь Фрэнк Заппа, а подобной фили​гранной техникой в роке, пожалуй, вообще больше никто не обладает. Отдельные гитаристы, возможно, и достигали беглости пальцев Мак-Лафлина, но по лиричности испол​нения и оригинальности прочтения материала равных ему практически нет. Появление Mahavishnu Orchestra стало на​стоящей сенсацией, открыв в рок-музыке новую эру джаз-рока, а первый альбом сразу же попал в двадцатку хитов в США. После выхода третьего альбома группа распалась. 

В 1975 Джон Мак-Лафлин организовал акустическую группу Shakti ("Шакти"— созидательный разум, красота и сила, одно из направлений йоги), которая стилистически оказалась даже ближе к индийской pare, чем Mahavishnu Orchestra. Скоро исполнится 25 лет со дня выхода первого альбома этой группы — "Shakti With John McLaughlin".

При прослушивании альбома возникает очевидная ассо​циация с работами другого мастера протяжённой импровизации — Джона Колтрейна. Подобно Колтрейну, Мак-Лафлин всегда тяготел к затянутым формам, характерным для традиционной индийской музыки, и к их интегра​ции в более привычные для Запада методы гармо​нического, мелодического и ритмического построе​ния.

Для обоих живым зве​ном, связующим Запад и Восток, стал Рави Шанкар, получивший известность благодаря глубокому влиянию, оказанному им на экс-"битла" Джорджа Харрисона. Шанкар произ​вёл впечатление на многих западных испол​нителей, его готовность к контактам двух культур оставила след на целом поколении, включая его со​временников, учеников и музыкальных последова​телей. Это касалось и остальных участников Shakti, среди которых был племянник Рави Шанкара скри​пач Леви Шанкар.

В Shakti импровизационный талант Мак-Лафлина раскрылся наиболее полно. Учитывая, что за​тянутые импровизационные проходы (так называемые джеммингз) освобожда​ют музыку от традиционных  гармонических струк​тур в соответствии с изменяющимися мелодиями, неудивительно, что Shakti стал живой за​писью, так же как и боль​шинство опусов Колтрейна времен 60-х. Время стирает культурные и национальные различия, и сейчас мы можем просто наслаждаться мастер​скими импровизациями, великолепной сыгранностью музы​кантов и неожиданными ходами в исполнении — элементами, присущими как индийской му​зыке, так и джазу.

Впрочем, экспериментируя в области синтеза музыкаль​ных традиций Востока и Среднего Запада, Мак-Лафлин за​шёл дальше, чем Колтрейн. Это был не просто интерес к но​вым формам и новому духу, так увлекший Джона, скорее — полное погружение человека в иную культуру, его добро​вольная трансформация в ходе этого погружения.

Первый альбом Shakti подобно све​жему ветру ворвался в заполненный электрическим звучанием музыкаль​ный мир Европы и Америки. Вырос​ший на блюзе и джазе, англичанин Мак-Лафлин не признавал границ ни в музыке, ни в культуре. "Я хочу иг​рать более отчётливо; я хочу более полно использовать пространство, в котором играю, более точно уметь иг​рать тишину... И всё это становится возможным с помощью акустической гитары. Акустическая гитара будет жить вечно... А я — гитарист и оста​нусь им навсегда" (1985).

Выпустив три в высшей степени ин​тересных альбома, в 1978 году Shakti распалась. Мак-Лафлин некоторое время сотрудничал еще с одним пре​восходнейшим гитаристом -- Эл Ди Меолой, а также с двумя другими ма​стерами этого инструмента — Пако Де Лусией и Ларри Корриелом. [...]

В настоящее время Мак-Лафлин живет во Франции и, в основном, при​нимает участие в чужих проектах, практически отказавшись от сольной работы, как студийной, так и концерт​ной. Как написал английский музы​кальный обозреватель, "скорость его пальцев по-прежнему близка к сверх​звуковой, а игра остается всё такой же совершенной и изысканной". В 90-х гитарист сосредоточился исключи​тельно на джазовых аранжировках своих произведений; его альбомы 1995 и 1996 годов уже сложно отнести к "фьюжн"— скорее это почти класси​ческий блюз с очень редкими вкрапле​ниями элементов рока, да и то возни​кающих благодаря специфической технике.

АудиоМагазин

	John  McLAUGHLIN
	Birds Of Fire   (MAHAVISHNU Orchestra)
	1973
	40:18
	John McLaughlin [g], Billy Cobham [d], Rick  Laird [b], Jan Hammer [p], Jerry Goodman [violin]. 

After the extraordinary bebop revolution of the Forties which revolutionized (and revitalised) jazz, it took some time before anything comparable would take place again. But, of course, bop — as great as it was, and remains still — was never going to be the last...  There was to be so-called free jazz — emanating, in part at least, from the fascinating experiments of Tristano and his followers, individuals like Rollins and Coltranes stretched forward, their individual efforts not only extending the range of the tenor-sax (and in Trane’s case, reintroducing and extending the approach to the soprano), as well as adding to jazz’s always broadening vocabulary. The impact of a total individualist such as Cecil Taylor, whose own experimenalism includes excursions into atonality, becoming totally abstract and dispensing with almost all kinds of conventional rhythm startled; even though the innovator himself proved to be responsible for something of a musical cul-de-sac, with few prepared to follow his directions with unshakeable loyalty. And Ornette Coleman’s own innovations with harmolodics — with rhythm-section performers taking an equal role with frontline soloists, with the music emphasis concentrated on creating interacting lines — remains probably the most significant upheaval since bebop cut a swathe through jazz expression around fifteen years before. It’s perhaps worth reminding ourselves in this country, at regular intervals, just how the various upsurges which were now occuring regularly in jazz’s country of birth continued to spread and become absorbed, both here in Britain and in other European countries. Also through regular exchange of the redoubtable letters, word-of-mouth, records — imported with utmost secrecy and guile — and Voice of America, beamed regularly to the then Iron Curtain bases, — Hungary, Czechoslovakia and the mother country of Communism itself. As far as the UK was concerned, the influence of the new music confined itself primarily to the young, up-and-coming jazzers and even participated in various activities by those involved in what was, to all intents and purposes, our own avant-garde. And whereas it seemed that, notable exceptions to the contrary, the British jazz fraternity had taken a while to truly assimilate the intricacies, emotional content and general know-how of bop, the new breed of players seemed to grasp the essentials of most, if not all, the newest sounds of the post-Fifties offerings by the latest pioneers from the States. [...] Thanks to the encouragement and personal endeavours of a small and select group of executives-producers at British record companies, the continuing efforts of the locals didn’t go undocumented. Space doesn’t permit a full listing of the many and important albums which were issued — some courtesy the majors, others by dicing-with-death indies without more than basic resources — so we’ll have to concentrate to just one... an important creation, and involving three local players — each destined to become a performer of real significance on his instrument, and in the case of two at least, composers of real merit. The reputation of the three Brits who took part in this important recording were already becoming established outside the local jazz scene. [...] Sometimes the reappearance of a recording which, on its debut, was greeted with uniform praise, tends to disappoint — especially after a period of over twenty years. Naturally, its importance as a trailblazing document of contemporary jazz of the early-Seventies refers these days to musical history. For those who remember it, first time ‘round, it will return like an old friend. For practically any follower of jazz development — then and now — it will be greeted with pleasure and fulfilment — or it should be, if there’s any justice.   

 — Stan Britt (“Music Week”)

	John  McLAUGHLIN
	MAHAVISHNU Orchestra:

“Inner Worlds”
	1976
	44:12
	John McLaughlin [12-str ac g, el g, guit synth], Narada Michael Walden [d, perc, timpani, congas, bass marimba, p, v], Ralphe Armstrong [b, v], Stu Goldberg [organ, p, clavinet, mini-Moog].

In a lot of ways, John McLaughlin defined jazz fusion in the 1970s.

Born in Yorkshire, England, bred in the same London jazz-blues-rock scene that gave the world the likes of Eric Clapton, Jimmy Page, Jack Bruce, Stevie Winwood and Ginger Baker (McLaughlin was a bandmate of several of those soon-to-be rock legends during his mid-'60s stays with Georgie Fame's Blue Flames, the Graham Bond Organization and Brian Auger's Trinity), McLaughlin fused together Europe and America, jazz and rock, acoustic and electric, and West and East, with flamenco and samba and classical music and rhythm and blues and who knows what else thrown in.

“I'm attracted, fundamentally, by music,” he told me once. “Because that's the only thing I can really under​stand and that's what I know. Music speaks to me directly and attracts me in various degrees depending on what kind of musk it is. And if it's a sufficient attraction, then it be​comes a kind of love. And to love something, you want to know it, you want to understand it, you want to be able to speak to these people and to play with these people and to enjoy a relationship with these people. Not that I want to play, say, flamenco musk—I don't wont to play flamen​co musk—but I want to understand and to be able to communicate with people who do play flamenco music.”

That seems to be the defining characteristic of his music: communication. McLaughlin was always true to the meaning of the term ‘fusion’ for many of his con​temporaries, ‘patchwork’ might have been a better term. Inner Worlds—the final Mahavishnu Orchestra album (although McLaughlin revived the name briefly in the mid-'80s)—bursts its seams with McLaughlin's interests: Indian raga, Spanish flamenco, jet-fueled rock and roll, and, in this case, contemporary American R&B. At its most intense, Inner Worlds reconciles George Clinton and Frank Zappa.

John McLaughlin was still in England when he was recommended by British bassist Dave Holland to drummer Tony Williams, who in turn recommended him to Miles Davis. He came to America and not only played on such seminal Davis fusion albums as Jack Johnson, Live Evil, Bitches Brew and In A Silent Way—with a cost of characters than included just about every jazz rock superstar of the next decade (Herbie Hancock, Joe Zawinul, Chick Corea, Keith Jarrett, Tony Williams, George Benson, Wayne Shorter, Jack DeJohnette, etc.)—but even became a song title (John McLaughlin," on Bitches Brew).

He didn't come from the hard bop background of his American peers and so his sound and style didn't suffer jazz-rock's birthing pains—his style was a fusion from the git-go: his guitar blazed with the feverish intensity of a rock guitar hero while his thorny improvisations pegged him as a full-blown jazz thinker. (In my opinion, the only two guitarists who successfully melded jazz and rock at the time were McLaughlin and Carlos Santana, perhaps coincidentally both disciples of guru Sri Chinmoy.)

After spending 1969-71 with Tony Williams' Lifetime (the original trio with Larry Young on organ), McLaughlin, on the advice of Miles Davis, left to form his own band. And what a band it was: the original Mahavishnu Orchestra (Jerry Goodman on violin, Rick Laird on bass, Jan Hammer on keyboards and Billy Cobham on drums) was the epitome of jazz fusion. But its personnel was as combustible as its music and the original lineup lasted only a few years. The second line up featured Jean Luc Ponty on violin, Narada Michael Walden on drums and Stu Goldberg on keyboards, but Ponty moved on after awhile too, leaving Inner Worlds to McLaughlin, Walden, Goldberg and bassist Ralphe Armstrong.

Perhaps Walden—who would go on to become one of pop music's top producers, for Whitney Houston, Kenny G and others—brought all the R&B on board. For while Inner Worlds features the usual McLaughlin trademarks (blistering guitar, especially on the opener All In The Family, where he duets with himself on electric guitar and guitar synthesizers; and bits of Indian classical music, Spanish flamenco and even a taste of his ancestral Scotland, in the lovely Morning Calls), it frequently leans in a contemporary R&B direction.

All In The Family, the album's opener, must refer to the family of rhythms, starting as it does with a percolating samba school beat, with a bit of bass marimba whipped in for extra Caribbean effect. Stu Goldberg (one of the first professional jazz musicians to come along with a degree in jazz studies) is heard here on organ (recalling Lifetime), while McLaughlin rips off a stereo tour de force, trading hard and nasty jazz rock guitar solos on one speaker with liquid guitar synthesizer solos on the other. The influence of John Coltrane looms large—if one wonders what separates the jazz fusion of the '70s with the ‘contemporary jazz’ of today, the influence of Coltrane might be the answer.

Miles Out—payback, perhaps, for  ‘John McLaughlin’—begins with hand claps, takes off with jet noise via McLaughlin's 360 systems frequency shifter, settles into a light '70s funk groove and then heads in to some all-circuits out electronic jamming that recalls the outer space funk travels of George Clinton.

In My Life, a McLaughlin-Walden collaboration, shares a title with a Lennon-McCartney song, but it's closer in spirit to a George Harrison composition (“Thank you Lord, thank you Lord, thank you Lord...” goes a lyric). Walden handles the vocal and McLoughlin switches over to the beautiful 12 string acoustic guitar for a flamenco-ish turn (flamenco, of course, has its roots in India, so McLaughlin's a natural for all of this: in the few years after his album, McLaughlin would tour and record with Shakti, his Indian fusion band, and flamenco virtuoso Paco de Lucia).

Gita also has Walden's vocals, but, again, the high​light of this is McLaughlin's pealing guitar synthesizer solo, a cry from the heart.

Morning Calls sounds like an old bagpipe ditty. It's a lovely guitar-organ throwaway that throws away Goldberg and Armstrong (Walden handles the organ).

Walden's The Way Of The Pilgrim—with its hooky melody and arena drumming—has the stamp of a big rock and roll anthem; it's rather atypical of the Mahavishnu Orchestra and rather atypical of the album. It does make you miss Narada Michael Walden's drumming skills, however, and makes you wonder why he didn't add a lyric to this. There is a lyric on the next track, River Of My Heart, a pretty pop ballad that points to the kind of productions Walden would involve himself in later, but it's so removed from John McLaughlin that, for some reason, he's not even present on the recording.

Bassist Ralphe Armstrong's Planetary Citizen is another bit of mid-'70s naivete—his lyrics, which he sings, include lines like “Love is the answer to all the wars/when we love one another we can open doors”— but it manages to head back into the interplanetary funk waters of George Clinton before it's through.

Lotus Feet is an Eastern waltz with sleigh bells, a simple clean, open beacon of light, the kind of thing that, in the wrong hands, would turn into New Age music in a few years time. In the right hands—John McLaughlin's— it would turn into the post-Mahavishnu Shakti.

The album closes with the two-part Inner Worlds, a summing up and a looking forward. It sums up '70s fusion with its instruments—gizmos named E-MU syn​thesizers, frequency shifters, Steiner-Parker synths and mini moogs—and in its bubbling stewpot of sounds, styles and influences. Minimalist blips and blaps and space age swirls of sound underpinned by strong funk drumming and the natural sounds of gongs and timpani wrap around John McLoughlin, who says goodbye to the Mahavishnu Orchestra days screaming his virtuosic head off. The Mahavishnu Orchestra of the 1970s had said all it was going to say, and McLaughlin was ready to head into a thousand new, and old, directions.

“I'm on eternal learner, I don't think I'll ever stop learning,” he said some years later. “I don't want to stop learning because I feel that no matter what I've done, I'm really just beginning again. I can't escape this feeling, which is sometimes depressing and some​times something I'm very happy about.

“Because you go from there to there, but the way you go from there to there is all-important. What can you say about everything in going from there to there, that's art to me. So my time is spent looking, in a sense, for ways: harmonically, melodically and rhythmically.”

His searching has found him dozens of ways—most of them, in the nearly two decades since this album, on the acoustic guitar, whose sound, he says, is ‘more trag​ic’—but maybe his greatest legacy was the Mahavishnu Orchestra, which defined and refined jazz-rock fusion in the 1970s.

—LEE JESKE

	John  McLAUGHLIN
	SHAKTI  with John McLAUGHLIN
	1976
	52:08
	Группу Shakti основали в 1975 г. John McLaughlin и Lakshmi Shankar [vln] (см.) Музыка этого акустического ансамбля -- уникальный синтез индийской классической музыки и западного джаза.
SHAKTI means: Creative Intelligence, Beauty and Power.

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

	John  McLAUGHLIN
	REMEMBER SHAKTI

(2 CD)
	1999
	59:47

72:39
	label: PolyGram S.A. France

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

Recorded live during the 1997 U.K. tour.

Produced by John McLaughlin.

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

------ John McLaughlin

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

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

------ Zakir Hussain

**** -- “Play” рекомендует:

Шакти в переводе с санскрита означает «божественная энергия». Remember Shakti — это проект гитариста Джона МакЛафлина с ин​дийскими музыкантами. Виртуозный гитарист, один из первооткрывателей музыки фьюжн, МакЛафлин в числе первых европейских музы​кантов начал привносить в современный джаз этнику, в частности — мотивы индийской раги. Этот проект — развитие опытов МакЛафлина.

	John  McLAUGHLIN
	REMEMBER SHAKTI:

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

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

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

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

	John  McLAUGHLIN
	Electric Dreams (with The ONE TRUTH BAND)
	1978
	39:07
	John McLaughlin with: L. Shankar [violin]; Stu Goldberg [k]; David Sanborn [a s]; F. Sanders [b]; T. Smith [d]

	John  McLAUGHLIN
	Electric Guitarist
	1978
	38:58
	John McLaughlin with: C.Corea [p,k]; S.Goldberg [k]; D.Sanborn [a s]; S.Clarke [ac b]; N.Jason [b]; B.Cobham, J.DeJohnette [d], etc.

	John  McLAUGHLIN
	After The Rain
	1995
	57:17
	John McLaughlin [g], Elvin Jones [d], Joey De Francesco [organ]. Исполняют композиции J. Coltrane, McCoy Tyner, J. Garrison.

	John  McLAUGHLIN, Al Di MEOLA,  Paco De LUCIA
	Friday Night In San Francisco
	1981
	41:14
	Super Bit Mapping Gold Disc, Sony (Columbia) / Legacy.

	John  McLAUGHLIN, Al Di MEOLA,  Paco De LUCIA
	Passion, Grace & Fire
	1983
	31:53
	Второй альбом этого акустического гитарного трио и первый студийный.

	John  McLAUGHLIN, Al Di MEOLA,  Paco De LUCIA
	The Guitar Trio
	1996
	53:06
	состав как выше (дальнейшее продолжение проекта).

	Jimmy  McPARTLAND & His DIXIELANDERS
	That Happy Dixieland Jazz
	1960
	35:11
	One of the unchanging things of jazz is happy, is the spirit that lies at the heart of Dixieland. And the merriment and good humor in this special branch of jazz shines at its brightest in those tunes which have proved year in and year out to give the Dixieland musician the best opportunities to show off his personal flair.  In this collection is the very cream of the great Dixieland standards, played by musicians who have an uncommon mixture of experience in the field and imagination in exploring it. Added to this is a freshness and vitality provided by Dick Cary’s arrangements. Normally, the word “arrangements” is never spoken in the presence of a Dixielander, but Cary is a unique musician in this respect. An unusually versatile performer who for the past two decades has been playing piano, trumpet, alto horn and almost anything else he could lay his hands on, Cary has developed a facility for writing arrangements in the Dixieland idiom which preserve the loose, improvisatory feeling that is expected of a good Dixie group and, at the same time, allow the musicians to develop ideas and approaches that lie beyond an every-man-for-himself ensemble. Notice, for example, the remarkable use he makes of the tuba on High Society and That’s A-Plenty (and, while you’re at it, notice the ease and smoothness with which Harvey Phillips gets around in these passages); or, as another aspect of Cary’s creativity, hear how he has given added interest to the famous clarinet solo in High Society by scoring it for two clarinets... The sound they produce is unqualifiedly Dixieland, unqualifiedly happy and, guided by Dick Cary’s arrangements, it comes out even a shade happier than you might expect by the addition of that quality basic to good jazz which Whitney Balliett, the New Yorker’s perceptive jazz critic, has called “the sound of surprise.”  —  notes by Frank Talmadge.
Recorded in RCA Victor’s Studio A, New York City.

	Joe McPHEE  PO MUSIC
	Old Eyes & Mysteries
	1992 
	74:42
	Joe McPHEE – см. тж. с: dj SPOOKY;
label: hat ART

Joe McPhee [saxes, pocket cornet, fl horn]; Fritz Hauser (см.) [d], Urs Leimgruber (см.) [s s, t s], a.o.

Rec. 1979 + 90

“The word PO, as used in PO MUSIC, comes from Dr. Edward de Bono’s concept of LATERAL THINKING. Derived from words like possible, positive, poetry and hypothesis, PO is a language indicator to show that the process of provocation is being used to move from a fixed set of ideas in an attempt to discover new ones.  PO MUSIC represents ideas as provocation rather than as an accurate description of what things are; a positive, possible, poetic hypothesis. It was always my intention that one day the concept would be clear enough that the word MUSIC in association with my work would make language indicators unnecessary.” —  Joe McPhee.

	Joe McPHEE  PO MUSIC
	Topology
	1989 
	63:19
	label: HAT HUT

rec.1981

“The musicians were wonderful, it was great —  like a family. The music was almost like icing on the cake —  like a souvenir of the time we had.” Eight years later, Joe McPhee is reminiscing about the making of Topology.   “I have a reputation as a wildman, but actually I’m a sentimental romantic.”   ‘Topology’ is a disciplined march across time and space, it’s ten players an expeditionary force. It confirms that dedicated musicians can explore even in the most comfortable of surroundings.

	Joe McPHEE  PO MUSIC
	Oleo & A Future Retrospective
	1993 
	77:34
	label: hat ART

Recorded 1982.

“Preparing notes for this CD gave me an opportunity to re-examine the music and the concept under which it was created. Ideas (themes) from the jazz tradition, ballads and original compositions presented “as provocation rather than an accurate description of what they are”, serve as the structure (vessels) which shape the improvisations. The contents (improvisations) are fluid, free; within the disciplines of the structures. Freedom in this context derives from acting with mutual respect for each other and the agreed upon conventions. At the same time, as writer Francis Davis observed, the music “... has opened up to absorb European and ethnic influences perhaps alien to jazz”.  The roles of the instruments, a re-evaluation of conventional forms, a dedicated concern for sound as structural material and as an operating principle, and the use of organic rhythm (rhythm growing out of the work in progress), are some of the active elements of the process. In the quartet and the trio, each position represents a voice of equal authority, the role of which is determined individually.   After listening to the playback, the sound and the feeling reminded me of Eric Dolphy’s words at the conclusion of Miss Ann, on the Limelight recording, Last Date:  When you hear music after it’s over, it’s gone in the air. You can never capture it again!” 

—  Joe McPhee, 1992.

	Joe McPHEE  PO MUSIC
	Linear B
	1991 
	67:04
	label: hat ART

Rec. 1990

Joe McPhee [fl h, pocket tp, s s, electronics]; Andre Jaume [t s, bass cl, cl]; Urs Leimgruber (см.) [s&t s]; Christy Doran (см.) [g]; Leon Francioli [b]; Fritz Hauser (см.) [d, perc].

“LINEAR  B  is an ancient Minoan language which has a simbol to represent the syllable ‘po’. According to Dr. Edward de Bono in his book Future Positive, “This symbol is related to the sound for horse and shows a horse’s head of sorts. If we were to use such a symbol the word ‘po’ would be unnecessary in writing.” In this case, LINEAR B is dedicated to the late Samuel Beckett. And what does any of this have to do with the above? Nothing! It’s just true and it makes a good story.”-- Joe McPhee.

END AT THE BEGINNING - BEGINNING AT THE END

PO MUSIC HAS NO CANVAS MODEL OR PALLET NO PENCIL PAPER OR STORY NO KNOWLEDGE MEMORY OR WISDOM

PO MUSIC LISTENS TO SILENCE EXPANDING IN UNISON CONTRACTING IN COLORS

PO MUSIC HAS HARMONY IN THE MUSICIANS TASTES GOOD AND FLOATS UPSIDE DOWN IN AFTER-GLOW

PO MUSIC HAS INSTRUMENTALITY AND USES IT LEADING AND FOLLOWING AT THE SAME TIME
LOOPS-CYCLES-CIRCLES 

The word PO, as used in PO MUSIC, comes from Dr. Edward de Bono's concept of LATERAL THINKING. Derived from words like possible, positive, poetry and hypothesis, PO is a language indicator to show that the process of provocation is being used to move from a fixed set of ideas in an attempt to discover new ones. PO MUSIC represents ideas as provocation rather than as an accurate description of what things are; a positive, possible, poetic hypothesis.

--- Joe McPhee April 29,1983

The decade 1981 - 1991 marked the most productive and satisfying period in my musical career. Yet mysteriously it remains the least documented in terms of recordings. The Cycle began with the recording of TOPOLOGY March 24,1981and ended with a multi-media performance of a work entitled HAZEL'S DINER on March 23, 1991. Many performances were given in each of the inclusive years, but to this date only three recordings, exclusively on hat Hut Records, document this period: TOPOLOGY (1981), OLEO (1982), and MYSTERIES / LINEAR B (1990).
Beginning at the beginning is to introduce two important musicians who have most directly influenced my work since our meeting in 1979, saxophonist Andre Jaume and guitarist Raymond Boni. The ocassion was the Paris session OLD EYES. From that moment a bond of friendship support and collaboration was formed which has shaped the entire body of my work to this day. Although not literally in the PO MUSIC series the roots of the concept can be traced to OLD EYES and is reflected in the final 1990 Zurich sessions which produced MYSTERIES / LINEAR B. Coincidentally OLD EYES, TOPOLOGY, and MYSTERIES / LINEAR B are further linked by the fact that all are studio dates, all feature large ensembles, and all include the rare use of percussionists (Milo Fine, Pierre Favre, Fritz Hauser). Each also includes the trio Boni-Jaume-McPhee at the core of its unifying structure. The trio continues today as a separate entity building on the strength of our relationship.
Beginning at the end, many important personal lessons were learned from the various experiences associated with the PO MUSIC loop/cycle. PO is after all only a language indicator, and the use of provocation to discover new ideas has always been the point. Also, it was always my intention that one day the concept would be clear enough that the word MUSIC in association with my work would make language indicators unnecessary.
In October 1975, before embarking on a tour which resulted in my first "live" hat Hut recording (THE WILLISAU CONCERT), I asked producer Werner Uehlinger to relay a message to a friend in Paris, to inform him that synthesist John Snyder and I had arrived safely in Switzerland in the car borrowed from him. The message read:
THE DREAM HAS COME TRUE IN ALL ITS ASPECTS.
LIFE GOES ON IN THE BURNING CITIES. 

THE FIRE BURNS ON IN THE PEOPLE'S HEARTS.

1. LINEAR B / hatART CD 6057 

The music on this disc was culled from some 59 takes recorded over a four day period in Zurich Switzerland in January 1990. Each day presented a unique challenge with respect to the music and the personnel. In terms of the music, only LOVE LIFE, FOOTPRINTS, HERE'S THAT RAINY DAY and VOICES, are based on written material. The rest of the music is totally improvised, based on verbal instructions or descriptions to the players. For various reasons the personnel changed almost daily. I was never certain what group was going to appear, or when. Therefore the music had to be adjusted to fit the need.
I couldn't have asked for a more talented or cooperative ensemble to work with. I am deeply grateful for their individual and collective efforts in helping me to realize a dream.
LOVE LIFE, dedicated to Franco Donati, a friend of Werner Uehlinger, is a song cycle, a life cicle, a question and an answer. Say it 100 times.
MAKE A CIRCLE, is dedicated to my friend lone, dream-specialist and author, whose workshops encourage an expansion of the heart mind and soul. She is a believer in dreams. MAKE A CIRCLE and WOMEN'S MYSTERIES are both titles of her workshops, and serve as points of departure for the music they inspire. To quote lone, "MAKE A CIRCLE is a place to practice healing from the heart. The goal of the Circle is to find easily accessible routes to the deep sources of our strength... to create healing balms for old wounds and to move from mere survival to Empowerment."
LINEAR B is an ancient Minoan language which has a symbol to represent the syllable 'po'. According to Dr. Edward de Bono in his book Future Positive (Pelican Books), "This symbol is related to the sound for horse and shows a horse's head of sorts."
Po symbol: [...]
Dr. de Bono uses this symbol to illustrate that... "If we were to use such a symbol the word'po'would be unnecessary in writing." In this case, LINEAR B is dedicated to the late Samuel Beckett. And what does any of this have to do with the above? Nothing! It's just true and it makes a good story.
SAY THAT TO SAY THIS was a favorite phrase often used by my late friend, cornetist/trombonist Clifford Thornton. It means "In other words."
FOOTPRINTS is a composition by one of my favorite composer/instrumentalists, Wayne Shorter.
The LITTLE PIECES are dedicated to Swiss artist Herbert Distel. In concept, this is an extention of an idea first explored in 1979 at the OLD EYES session. It features short intimate duets with Fritz Hauser.
HERE'S THAT RAINY DAY has long been a favorite of mine, and one day after listening to the last recording of Chet Baker in which he sings and plays "My Funny Valentine", I thought this really evokes an image of his life. The arrangement is kind of a line drawing of Chet Baker.
IMAGINE A WORLD WITHOUT ART is a look straight into hell intended to scare the shit out of you. The very idea certainly terrifies me. On December 1, 1989, museums and art institutions around the U.S. began a nationwide effort to honor and recognize friends and colleagues in the arts community who have died or are dying from AIDS. The idea that at some time there could be no art is a reality sandwich which should really stick to the ribs. After listening to this, find a copy of John Lennon's IMAGINE. Listen to his words and melody. Feel the sentiment. Then in your head, superimpose that piece on this... IMAGINE!
VOICES is kind of a signature piece I've been working on since 1975. Maybe one day I'll get it right.

2. WOMEN'S MYSTERIES / hatART CD 6047
WOMEN'S MYSTERIES is a four part totally improvised suite which along with MAKE A CIRCLE, completes my music cycle dedicated to author, dream-work specialist, lone. The improvisations are built around descriptions of four workshop retreats presented by lone during the year. Each retreat is near a turning point in the earth cycle: winter solstice, spring equinox, summer solstice and autumn equinox. As noted by journalist Bonnie Langston, "They are thematically organized around the elements earth, fire, water and air." The following are the descriptions which guided the improvisations, excerpted from lone's text.

WOMAN of Darkness: "As we move toward Earth and the winter, we move toward the darkest in ourselves." "... we will begin to integrate the dark and frightening places, giving birth to light..."
WOMAN of Passion: "We move toward the Spring Equinox and Fire." "The Woman of Passion evokes the divine image of the snake." "We will remember dreams of passion and call forth dream lovers."
WOMAN of the Lotus: "In the element of Water we will focus on the flow of Emotion. It ebbs and flows like the ocean's tides, rushes like the river." "We will be dreaming of our Ancestors, absorbing their wisdom and individual strengths."
WOMANoftheSkies:"...the Autumn Equinox moving toward Air, we focus on intellect and dream wisdom. We will seek illumination and the clear truths it can bring."

-- Joe McPhee
Poughkeepsie, NY My 6,1991
Identical liner notes are used for JOE McPHEE: LINEAR B (hatART CD 6057) + OLD EYES & MYSTERIES (hatART CD 6047) and make reference to titles on both discs.

	Joe McPHEE  PO MUSIC
	Sweet Freedom -- Now What ?
	1995 
	72:31
	label: hat ART

Rec. 1994

Joe McPhee [t s, soprano & alto cl],  Lisle  Ellis [double bass], Paul Plimley [p]. 

"A Timeless Protest, Updated"

"In 1960 when he recorded his FREEDOM NOW SUITE, Max Roach presented an open-ended, flexible piece of work. A protest piece that focused on the cruelty experienced by blacks from the United States to South Africia..." Mr. Roach had discovered the perfect vehicle upon which to expand, and for the last 30 years, he has been doing just that..."

Peter Watrous, The New York Times, August 7, 1993

To attempt to cover the many accomplishments of Max Roach in the limited space available here, would do a disservice to the man and his music. Besides being well documented else​where, he is still evolving, developing. growing. If you haven't already done so, I would recommend that you check out his classic recordings WE INSIST! FREEDOM NOW SUITE and PERCUS​SION BITTER SWEET.

When the project was proposed by Werner X. Uehlinger, he suggested that we concentrate essentially on Mr. Roach's compositions, and in particular the period during the 1960's when he began to use his music to promote socio-political awareness. Additionally, we decided to include original composi​tions inspired by Mr. Roach as well as others closely associated with him.

Why perform the music of Max Roach without a drummer? We simply view Mr. Roach from an orchestral per​spective and in dealing with his compo​sitions, we put the "drummer" inside the music. Drumming is what Max Roach does. A visionary, a teacher, an inspiration is what he is. In any event, creating a museum piece was not our goal, and the 30th anniversary of the victories of the American civil rights movement provided a poignant oppor​tunity for reflection upon the the chan​ges freedom has brought, as well as the significant historical parallels which exist in the world today. Thirty plus years after Ornette Coleman's ground​breaking FREE JAZZ, the question of "Failed experiment or vital musical force?" (down beat Jan. 1992) continu​es. Fifty years after the end of World War II, neo-nazi skinheads kill gypsies in Austria, terrorists poison thousands with nerve gas in the Tokyo subway system, and a black family finds ourning cross on their lawn in a communi​ty near where I live in New York State. These are but a few isolated examples to be sure, but they represent sym​ptoms of a problem. Perhaps the con​cept of freedom itself is the problem. Perhaps it is too vague, too ill defined. Perhaps it needs qualification; freedom from what, for what, for whom? Once qualified, questions of rights, responsi​bilities, dicipline and control arise. Per​haps freedom has to be viewed with a kind of peripheral vision in order to be seen. If viewed directly, it might not be seen at all, like an optical illusion or love. Just when you think you have it firmly in focus it jumps, changes and becomes something else entirely.

SWEET FREEDOM - NOW WHAT? (The answer is the question!) Each answer invites a new question, and when the questions stop, we are in big trouble! The challenges and the dangers are considerable once freedom has been acheived, but failure to que​stion and challenge invites disaster. Clearly any consideration of the subject of freedom can not be so narrowly limi​ted to race or gender or even music. Freedom, whatever it is, like Max Roach's timeless protest, is an on​going process, a work-in-progress which demands constant engagement.!

"...The wonderful thing about this music that we deal with here; this improvisational music that we basically call jazz, (I know we can talk about that) is that it's fluid. It's not static... The thing that is basic about it, is that you have to make people feel some​thing... In this music you arrive when you make somebody feel something!"

Max Roach Interview on ABC TV, Like It Is
[...]

	(Joe McPHEE)
	The October Revolution
	1996
	73:44
	label: Evidence Music (USA)

For Bill Dixon I ................................. 40’ 54’’

The Death Of Danny Love ............... 07’ 34’’

For Bill Dixon II ............................... 25’ 13’’

#1, 3: Borah Bergman (см.) [p]; Joe McPhee [t s, fl h]; Wilber Morris [b]; Rashied Ali [d].

#2: Myra Melford [p]; Lindsey Horner [b]; Tom Rainey [d].

In the early 1960s, flugelhornist/painter Bill Dixon [см.] was staging musical events in some unlikely places all over New York City—in churches, lofts, even the United Nations. In mid-1964, he put on a series of musical performances ot the Cellar Cafe, a coffee house way up on West 91st Street. The success he had there with uncompromising musicians like Sun Ra and Archie Shepp was encouraging, and he and film maker Peter Sabino decided to stage four nights of what was then tentatively called the «new thing,» a music too new to be named or defined, but which was audaciously emerging in the face of the British Invasion in pop music, the recent folk revival, and on already embattled jazz mainstream. Having been closed out of conventional jazz clubs and concert halls and told by record companies that there was no interest in this music, Dixon wanted to demonstrate that there was an audience for new forms of jazz and to show musicians what they could do to further their own cause. He called those four nights «The October Revolution in Jazz.»

Without advertising—or electricity, for that matter, since Con Ed had cut off the power in the coffee house—Dixon presented 40 some musical events plus panel discussions on the state of the music to over 700 people who packed the Cafe, from 4 o’clock in the afternoon to 3 o’clock in the morning, over the four days. Some of those musicians who performed still continue to represent the excitement of that moment—Paul Bley, Jimmy Giuffre, Cecil Taylor, Steve Lacy, Andrew Hill, Milford Graves, Sheila Jordan, John Tchicai and Roswell Rudd—while others have gone on to what Dixon once wryly called «even greater obscurity.»

Though there were no reviews in the New York press, word slowly filtered out that jazz had announced the arrival of its modernism, what appears to have become its permanent avant garde. But in other respects the October Revolution had immediate impact: a few days afterwards, Cecil Taylor and Bill Dixon called a meeting proposing to form some sort of cooperative group to bring new jazz to the public. The Jazz Composers Guild was the outcome of their discussion, and only two months later this new organization staged «Four Nights in December» ot the Judson Church, in some ways on even grander enunciation of the new music. Out of this foment, ESP Records was created to document the music; and within two years Newsweek gave the new music on astonishing eight pages of coverage. The Guild’s success inspired other musicians to use every conceivable New York City space for staging their own concerts—coffee houses, museums, basements, lofts, the streets... Many New York artists outside of music—especially those in theater and dance—were encouraged by these daring acts of independence, and the declaration of freedom which lay behind the new music continues to inspire musicians and artists worldwide even today.

Though collective memory now often fails us, there was an incredible amount of variety in the new music: it could be loud and insistent, but also exceptionally soft and chamber-like; it was physical, but intensely emotional as well; some of the new musicians were only inspired amateurs, but many were among the most virtuosic of their time; and it was a music open to all alien musical codes, be they folk, pop, exotic, experimental or classical, making easy characterization difficult and deceptive.

Within a few short years, these musicians had interrogated and redefined most of the conventions of conventional jazz: they completed the erasure of the line between composer and improviser that earlier jazz had hinted at, and reinvented collective improvisation; they moved pitch away from the convention of playing in or out of «tune» and mode tonality a conscious choice, just as time keeping or swing were turned into resources to be drown on, rather than laws to be obeyed. New techniques were applied to conventional instruments—drummers might play with knitting needles or tree branches with the leaves still on them, or bow the cymbals;

pianists played inside the piano, bassists went beyond the normal limits of the finger board, horns found ways to play chords. New instruments appeared—plastic saxophones, Middle Eastern double reed horns, African and Asian drums, bells and whistles; and old ones, like the soprano saxophone, the cello, and the tuba, were revived.

To grasp all of these developments, new metaphors were introduced to explain the music: energy, of course, but also spirituality, metaphysicality and above all, freedom. It was the idea of freedom as expressed within new definitions of improvisation that was echoed and adapted well beyond the bounds of music—in drama (The living Theater, The Judson Poets Theater, Squat Theater, The Open Theater, The San Francisco Mime Troupe), in dance (Yvonne Rainer, Laura Dean, Molissa Fenley, Trisha Brown), film (Shirley Clarke, John Cassavetes), in classical and academic experimental music (John Adams, Terry Riley, La Monte Young, Steve Reich, Philip Glass), and even in rock (Captain Beefheart, Iggy Pop, the MC5, and Rip, Rig and Panic), to name only a few.

Within a few years, the new music had expanded the vocabularies of musicians all over the world, but especially those in Russia and Eastern Europe, where ‘freedom’ hod special connotations, and who saw within it the message of their own liberation. Free jazz had become a kind of new internationalism.

Thirty years later, a group of musicians assembled in the Fez Room under the Time Cafe (around the corner from Charles Mingus’ old loft) not to recreate the October Revolution nor to deliver on assessment of music since then, but to offer long overdue recognition of that signal moment in music history. The first group that night—saxophonist and flugelhornist Joe McPhee, bassist Wilber Morris, drummer Rashied All and pianist Borah Bergman—had never played together before. All was of the first generation of free jazz players and even a participant ot the original October Revolution ot the Cellar Cafe; each of the other three represents a different response to that original movement. All of them are leaders in their own right, so coming together without discussion or rehearsal offered them a special challenge. As they quietly set up in front of the shimmering curtain on the stage on which the Mingus Big Band plays every week, there was no discussion of what or how they would play. But then Rashied moved in with a percussion fusillade which told where he had been, laminating together sly allusions to Jo Jones, Max Roach, to perhaps every drummer who ever lived. Then came the others—Bergman, a player known for his rigorous solo and duo appearances, but seldom heard in the role of accompanist; McPhee, another player renowned for his powerful solo performances; and Morris, acknowledged to be central to some of the finest modern jazz performances of the last twenty years and, like most bassists, too often taken for granted. But as the long piece later titled For Bill Dixon I (to whom the whole evening was being dedicated) progressed, Bergman surfaced as an innovative and even lyrical accompanist, Morris as a forceful but co-equal voice, and McPhee as a player with an ear for texture and interplay as well as for fire and passion.

When they began For Bill Dixon II in a second set, McPhee proposed that he start solo on fluegelhorn, and from the first he managed to evoke that haunting «music without notes» for which Dixon is known, moving over the full range of the horn, from a whisper to a scream. The others followed him into lengthy collective improvisation, with solos emerging out of the swirl of sound, then disappearing into duos, trios. And even though their very individual voices are always clear, you might also hear fleeting gestures to Albert Ayler, Don Cherry, Cecil Taylor, Mingus, and others of the early 1960’s musical revolution.

Two trios also appeared that night, both made up of younger musicians whose current work engages those breakthroughs of 30 years ago. Myra Melford’s group (with Lindsey Horner on bass and drummer Tom Rainey, here playing with her trio for the first time) is represented on this record by their magisterial, quiet, but very soulful version of Butch Morris’ The Death of Danny Love (from the opera of the some name by Morris and Greg Tate), a kind of entracte between two storms of All and Co. (The Zane Massey Trio was the third group that evening, with Massey on saxophones, Sadiq M. Abdu Shahid on drums, and Hideiji Toninaka on bass; and though they played two compelling sets, sound system problems sadly made this portion of the recording unusable.) Recording that evening was done only for historical documentation (without sound check and with bare-bones, two-track equipment), but the results were surprising, and capture the feel of direct, in the moment music that once was the standard of live jazz.

The night was unseasonably warm, the club was packed, the playing inspired and singular, and the people who were there left sparked, ebullient and maybe a little surprised by a music which continues to flourish largely beyond the boundaries of commerce and critical attention. As Sun Ra never tired of reiterating, history repeats itself. And sometimes for the best.

        --- John F. Szwed, Brilliant Corners

	Joe McPHEE
	Tenor and Fallen Angels
	2000
	59:08
	label: Hat Hut

Joe McPhee [t s].

For me, Tenor is a marvelous journey in sound through the history of the instrument in jazz. The journey was the motive, the gracious hospitality of Michael Overhage in the use of his home in the Swiss mountains, and the availability of Marc Levin's cassette recorder, provided the opportunity. Round up the usual suspects, and an underground legend is born. For years Tenor , long out of print, remained a kind of mystery, spoken about kindly and fondly by the cognoscenty. Thankfully, Werner X. Uehlinger chose this recording to celebrate the 25th anniversary of Hat Hut Records, and I think it is a fitting example of the spirit of adventure and discovery that launched the label.

-- Joe McPhee

	Carmen  McRAE
	Carmen Sings Monk
	1988
	66:03
	C. McRae [voc]; Al Foster [d]; George Mraz [b]; Clifford Jordan [t s]; E.Gunnison, L.Willis [p].

«She has a way of lingering, touching the emotions behind the word, bringing out... colors on the rainbow of human emotions.»

	Yo-Yo MA
	Yo-Yo MA & Bobby McFERRIN:

“Hush”
	1992
	46:36
	Yo-Yo  MA - см. в ‘Classics’; тж. с: S. Grappelli; 

label: Sony, 20-bit technology

Yo-Yo Ma [viola] и Bobby McFerrin (см.) [voice]  исполняют обработки сочинений Vivaldi, Rimsky-Korsakov, Rachmaninoff, J.S. Bach, + McFerrin

	Jon MADOF
	Rashanim
	2003
	51:29
	avant-jazz

label: Tzadik

Jon Madof [g]; Shanir Ezra Blumenkranz [b]; Mathias Kunzli [d, perc].

This dynamic NY guitar trio covers a range from Jim Hall ballads to Blood Ulmer funk harmolodics.

Changing time signatures and arrangements that stop on a dime alternate with gorgeous renditions of classic Jewish melodies making this an extraordinary program from start to finish.

Beatifully recorded, with mix translations by Bill LASWELL.

	MAHJUN
	Happy French Band
	1977
	34:50
	progressive / jazz-rock, + kitsch
label: Spalax Music (Paris), 1998

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

5. TANGO PANACHE   3'20

6. D'ABORD D'AILLEUR   5'25

7. GLANDOS   8'45

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

Jo Paganini : Basse, vocal 

Jean-Pierre Thirault : Saxophones, vocal   

Daniel Happel : Guitares, vocal 

Jean-Pierre Arnoux : Batterie, percussions 

Michel Lescoffy : Sonorisation

	Didier MALHERBE & Loy EHRLICH
	Hadouk
	1999
	45:36
	Акустический лаунж-джаз, но не дурацкий какой-нибудь, построенный на набивших оскомину гармониях. Всё звучит очень красиво и пряно. Целая коллекция экзотических инструментов издаёт поистине экзотические саунды. Побольше бы таких проектов в этом направлении.

label: Zebra Acoustic  zebradisc.com

Didier Malherbe – doudouk (Armenian double reed), ocarinas, bamboo fl, bamboo cl, Ukrainian double recorder (sapilka), s s, jew's harp, wood drum, cymbals, "zeff" (cyrcular plastic flute)

Loy Ehrlich – hajouj (Moroccan Gnawa's bass), aouicha (small hajouj), bolong (African "hunter's guitar"), kora (African harp), sanza-mbira (African thumb-piano), ukulele, tablas, djembe, k

	Raphe  MALIK
	21st Century Texts
	1992 
	73:59
	Raphe  MALIK – см. тж. с: Cecil TAYLOR;
label: FMP

Raphe Malik [tp]; Brian King Nelson [C-melody sax]; Glenn Spearman [t s]; Larry Roland [b]; Dennis Warren [d].

If you look in the 1988 edition of the "rororo Jazz Lexikon" (jazz encyclopaedia) you will search in vain for the name "Raphe Malik". In John Utweiler's "The Freedom Pinciple" which appeared in 1984, he is only men​tioned as "the radiant trumpeter Raphe Malik, ex-student of Taylor's at Antioch College". If you then wonder what this God​damned and God-blessed trumpeter has done to prevent the attention of the jazz-world being drawn to him, to stop him taking his rightful place in the history of free improvised music, of free jazz -- he did the same as Cecil Taylor in his early years: No compro​mises, neither as far as the audience nor as far as the producer or Zeitgeist were con​cerned. Today, 20 years later, his music -- which was strongly influenced by his encounters and work with Jimmy Lyons (from 1972 on) and Cecil Taylor (from 1975 on) -- burns with an even greater intensity than in his early years, and there is still a strong bond between him and Lyons which goes beyond death. Maybe it is his choice of instruments, the trumpet -- which over the past few decades was firmly under Miles Davis' spell. Miles Davis -- who has, since the early seventies showed only the occasional flash of genius, who confined himself more and more to recording work. So much in the world of music has been almost completely overshadowed by that bird of paradies, Miles. Where are they now? The trumpeters Clifford Brown and Lee Morgan (who un​fortunately died much too soon), or the brilliant Bobby Bradford who, together with John Carter, set milestones in "Black Music"? Now even such spectacular instrumentalists as Hannibal Marvin Peterson seldom cause a sensation, Since the bebop-era, saxophonists, guitarists, pianists and percussionists have de​veloped styles and schools of music, and have created a new, positive definition of epigonism, but what has become of the trumpeters? The influence of Miles and Chet was so overwhelming, that promoters, produ​cers and the media had no time to think about this.

Raphe Malik, who was born in Boston, started playing the trumpet at the age of three. In his youth he played Rhythm & Blues in clubs in Boston until he met Jimmy Lyons in 1972 and became a permanent member of his ensem​ble. From 1975 on he worked with Cecil Taylor who made him a permanent member of his group, which at that time included Ramsey Ameen, Sirone and Shannon Jackson as well as Lyons and Malik. This period, which was probably Raphe's most fruitful, is recorded on the L.P.s "Dark To Themselves", "Live in the Black Forest", "Cecil Taylor", "3 Phasis" and "One Too Many Salty Swift And Not Good​bye". Another of Raphe's recordings is "We Sneezeawee" featuring the Jimmy Lyons Quintet, In the early 80's Raphe Malik was still touring Europe with Glenn Spearman, After this we lose his trail. Private problems, lack of recognition, drugs and alcohol -- the fate of so many excellent musicians since the 40's -- plunged Raphe into the anonymity of the ur​ban jungle. In 1989 he emerged again, re-for​med his quintet with his old partner, Glenn Spearman, on tenor -- who had also gained experience in Taylor's group. Other members of the quintet are Brian King Nelson on C me​lody sax, Larry Roland on bass (who has play​ed in bands with Max Roach, Archie Shepp and others) and Dennis Warren -- a scholar of Milford Graves' -- on percussion. Raphe Malik phoned me towards the end of 1990 and told me about his comeback. Although both sides showed great interest, it was still almost a year before it was possible to get a series of concerts in Europe together, The FMP in Ger​many and the "Jazzgalerie Nickelsdorf" in Austria went to a lot of trouble and financial expense before they finally succeeded in or​ganising this tour and bringing the ensemble to Europe for a series of four concerts, The in​vestment has paid off at least from a musical point of view. The band has become more mature, Raphe's attacks on trumpet are fa​ster then in his early days with Cecil. The most striking feature of this quintet is its compact​ness -- both saxophones spiral upwards, and, soaring above them: Raphe -- crystal clear and precisely phrased. Contemporary jazz which follows in the great afro-american tra​dition ranging from Charlie Parker to Jimmy Lyons.

Hans Falb

	Raphe  MALIK
	Sirins Sweet And Slow
	1994 
	66:2
	label: Mapleshade
состав – как выше

[Raphe Malik -- Cecil Taylor’s trumpet-player. He explores avant-garde lyricism.]

   Raphe Malik began playing trumpet at the age of three. While attending Antioch College, he started studying and playing with Cecil Taylor, who was then directing the Black Music Department. In 1972, still in his early twenties, he joined the Jimmy Lyons Quartet with whom he recorded an album entitled We Sneeze-A-Wee. Two years later, he appeared as a featured soloist with Cecil Taylor’s large ensemble at the Cool Jazz Festival at Carnegie Hall; other soloists included Sunny Murray, Andrew Cyrille, Sirone, Jimmy Lyons, David Ware, and Hannibal (Marvin Peterson). Shortly after that appearance, Malik became a member of the Cecil Taylor Unit.

  When I called Raphe to Mapleshade, he was bubbling over with torrents of ideas and compositions for the project. In particular, his idea of a pianoless quartet/quintet to make room for freer horn improvs was intriguing — and harked back to Gerry Mulligan’s pianoless quartet of 1953. So Raphe and his multifarious crew converged on Mapleshade for the first of three remarkably productive sessions. Raphe, of course, as a Cecil Taylor student and protege, came out of the heart of the avant garde. His bass player, Jamill Jones, a generation older than Raphe, came via bebop, having played with Thelonious Monk and Elmo Hope. The rock and roll baby of the group, Brian Nelson, with an impressive mastery of the nightmarishly-difficult C-melody sax, was fresh out of music conservatory. The drummer, Dennis Warren, was Raphe’s fellow student at Oberlin under Cecil Taylor and has been pursuing the sirens of the avant garde ever since. Right from the start, the creative juices were flowing freely. With his boundless energy and ideas, Raphe arrived with some forty compositions in hand — and cheerfully expected to record them all. Undaunted, the group leapt in. Raphe would lay out, with snatches of trumpet embellishment, the form of a new piece. The group would absorb it, reshape it, catch fire and then lay down a fully-fleshed statement. It was fascinating to watch. On this first CD, there’s one track that lets you hear quickly why Raphe’s writing is so interesting: Companions (№1). The out-of-time opening presents two motifs, one for sax and one for trumpet. Each horn player improvises freely on his own theme; together, they weave an abstract fugue. The horn fugue segues into a third unison theme, built over a bass-drum foundation in strict meter. A recap of the first theme follows and inspires a series of delicately-crafted, almost balladic solos. The strumming bass sculpts a free, blues-tinted underpinning. The drums, freed from keeping time, embroider an arabesque backdrop of color and texture. Four players, without exchanging a word beforehand or reading a note, have fashioned a piece complete in form, texture and expression. It’s the magic that can happen when a handful of gifted musicians dedicate years to improvising together. 

 —  Pierre M. Sprey.

	Mat MANERI
	Mat MANERI & Pandelis KARAYORGIS:

"In Time"
	1994
	62:15
	Mat MANERI – см. тж. с: David  S. WARE; Matthew SHIPP; Franz  KOGLMANN;

label: Leo

Mat Maneri [el vln]; Pandelis Karayorgis [p].

Нежная авангардно-импровизационная музыка, близкая к минимализму и эмбиенту. Грустно-задумчивая, но безо всякой нью-эйджевой сентементальности, что просто замечательно. Исполнители – великолепны: им всегда есть что поведать и они не относятся к выдумщикам, высасывающим из пальца. Они оба – американцы, опекает их Paul Bley (см.).

“We would like to thank Paul Bley, who had the original idea for this project, as well as the Music Department of Brandeis University, for donating the use of Slosberg Auditorium for the recording.” P.K. / M.M.

On In Time Mat Maneri and Pandelis Karayorgis are pre​senting a collection of improvisations as refined and straightforward as a series of composed works. The music here consists largely of the basic elements of melody and counter-melody, and there is very little emphasis on sound-effects or atmospheric material. There is a strong urgency to each moment of this music, and against this is set a relentless criterion of restraint. This lends the music on In Time a strongly pensive character.

The musician who desires to touch and affect his listeners yet also insists on taking them through uncharted territory must be able to navigate the course: to react immediately to the surprises which surface and arrange them into a compelling narrative. If this is accom​plished, then all involved (performers and listeners) will experience a sense of really journeying somewhere. Maneri and Karayorgis demonstrate such an abil​ity on this recording.

The points of departure are six original compositions and two interpretations of s single melody by the master of communicative introspection, Theionious Monk. Monk's compositions have been re-invented and re-stylized countless times, but what occurs here is an internalization and abstraction of the music at hand, with no attempt to "dress it up". The choice to perform this piece twice is further evidence of the seriousness with which these two musicians treat their material. Some might question the necessity for this type of exhaustive persistence. However, in an age when there seems to be little patience for the finest details of music-making, there is something stimulating and therefore very valuable about a CD such as this which openly invites the listener to really listen.

	Mat MANERI
	Matthew SHIPP duo with Mat MANERI:

"Gravitational System"
	1998
	58:53
	label: hatOLOGY (Hat Hut)

Matthew Shipp (см.): piano

Mat Maneri: violin

This is pianist Matthew Shipp's fifth recording for hatOLOGY and its affiliated hat ART labels, and each disk has displayed a slightly different side to Shipp's way of playing. For sheer beauty and creative intensity, this one may be his best yet, which, considering the uniformly high level of his performances, is a mighty complement. As with most of his outings, virtually all the "compositions" are freely improvised, the exceptions being a startling version of "Greensleeves" that starts traditionally and slowly implodes, and John Coltrane's "Naima," which is barely recognizable in Shipp's hands. Shipp is joined throughout by long-time collaborator, violinist Mat Maneri, whose perky and celebratory virtuosic runs are a perfect foil to the pianist's dense, sometimes morose underpinnings. Maneri bounces deliciously off Shipp and the pianist responds orchestrally. A treat.
1. Elasticity

2. Greensleeves

3. Series of Planes

4. Knots

5. Notes

6. Two Elements

7. Landscape Harmony

8. Forcefield

9. Gravitational Systems

10. Naima

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

	Albert 

MANGELSDORFF
	THREE ORIGINALS

«The Wide Point» [1975] / 

«Trilogue» [1977] / «Albert Live In Montreux» [1980]                  (three albums on 2 CD)
	1993 
	62:44 64:38
	Albert  MANGELSDORFF --- см. тж. с: John Lindberg; Globe Unity Special; Aladar  PEGE;
label: MPS

«The Wide Point» [1975] (CD I, #1-7): A.M. [trb]; Palle Daniellson [ac b]; Elvin Jones (см.) [d]. 

«Trilogue» [1977] (CD I, #8-10; CD II, #1-2): A.M. [trb]; Jaco Pastorius (см.) [el b]; Alphonse Mouzon [d].

 «Albert Live In Montreux» [1980] (CD II, #3-6): A.M. [trb]; Jean Francois Jenny-Clark [ac b]; Ronald Shannon Jackson (см.) [d].

        ALBERT MANGELSDORFF

  He has his principles. "Reach out for the stars but keep your feet on the ground," is Albert Mangelsdorff's motto for living, a motto he has mounted with his piece "Stay On The Carpet". What it means is that the trombone player from the city of Frankfurt. who will be celebrating his 65th birthday on 5 September 1993, has fought his way as a musician to the frontiers of his instrument. His playing with large intervals and his unique intonation make him immediately recognizable among thousands of colleagues. Indeed, Albert Mangelsdorff is the first trombone player in the history of jazz to have developed polyphonic playing to perfection. Despite the attendant fame he remains modest. "The end of the tether hasn't been reached," he says. "Within this technique there are still infinite possibilities for other, younger musicians to explore "

From the end of the 1950s onwards, the man from Frankfurt with his mixture of cool and free play has been one of the most important soloists and band leaders of the European scene. Since surprising audience and experts alike with his polyphonic playing during an unaccompanied solo concert which was part of the cultural programme of the Munich Olympic Games of 1972, he has been steadily working on his technique.

The procedure appears simple. Albert Mangelsdorff extends the tonal spectrum of the instrument by singing a second well-chosen tone to the tone he plays on his instrument. Once the two reach the right balance the overtones generate independent sounds. A third tone thus materializes and, depending on the acoustic qualities of the surroundings, others follow.

"No one knew where this would lead to," Albert Mangelsdorff, thinking back on the first experiments, recalls. Meanwhile everyday experience with the new technique long ago led to an expansion of his mental musical system of reference beyond the traditional harmonic patterns to one that takes into account the potential relationships of the overtones present in every tone played. "Polyphonic playing has also helped me compose and arrange", he says twenty years after the first trials, then considered sensational. "I'm making discoveries to this day."

At first audiences, agents, and concert managers demanded solo performances. His solo recordings and the unaccompanied trombone solo "For Peter" on the first cd, which Albert Mangelsdorff dedicated to the bass player Peter Trunk who died in 1974, give an impression of it.

After the excitement about his solo playing had died down, the trio gradually emerged as Mangelsdorff's favourite format. On the one hand bass and drums preserve a sense of intimacy, on the other hand their constant vehemently pulsing rhythm sections furnish exciting contrasts to his improvisations characterized by large tonal leaps.

With the trio recordings made in 1975, 1976, and 1980 -- "The Wide Point", "Trilogue", and "Albert Live In Montreux" -- this double CD brings together in unabridged form three milestones of Mangelsdorff's trombone and ensemble art. All three live on spontaneous communication sensitive to ideas bandied between fellow musicians, 15 of the 16 titles, however, are based on previously well-conceived themes. The no less enchanting title theme of the first disc came about as a spontaneous improvisation during the recording session in the studio.

Tremendous rhythmic tensions turn the six pieces with bass player Palle Danielsson and drummer Elvin Jones into acoustic adventures. "I submitted the compositions", Albert Mangelsdorff reports of the "relaxed recording sessions" on 1 and 2 May 1975. "We tried them out and recorded them right away. It went off briskly although the pieces were new to all of us."

The large leaps between low pedal and very high blown, mostly polyphonic tones in "The Up And Down Man" are typical for Albert Mangelsdorff; Duke Ellington's classic "Mood Indigo" was one of the first pieces in which Albert Mangelsdorff tried out his polyphonic playing technique.

In "Ant Steps On An Elephant's Toe", which was recorded live on 6 November 1976 during the Berlin Jazz Days, Albert Mangelsdorff also segments the much higher placed melody by means of low bass sounds. "There's something elephantesque about that", he is wont to remark smilingly about this very popular tune. "When searching for a title I recalled a few lines from a nonsense poem by Stan Freeman: Waydown south where bananas grow ant stepped on an elephant's toe. Elephant cried with tears in his eyes. Why don't you hurt someone your size?"

This intense concert, rightly acclaimed by the public and contemporary critics alike, which was performed together with the jazz-rock bass player Jaco Pastorius, who died in 1987, and drummer Alphonse Mouzon, was prepared by the trio during the two days that preceded the concert. As Albert Mangelsdorff relates concerning the member of the fusion band Weather Report, "While Jaco was improvising with great originality his swinging playing was like that of a double-bass player. I liked that." Drummer Alphonse Mouzon, who in 1970/71 was also a member of Weather Report, was chosen by the trombone player on account of his filigree forceful rhythmic work. Both pfayed with each other frequently at that time.

Four years later, on 16 July 1980, Albert Mangelsdorff again presented a trio, this time on the stage of the Montreux Jazz Festival in Switzerland. In this instance the double-bass player Jean Francois Jenny-dark and trombonist Albert Mangelsdorff were in close contact thematically, whereas Ronald Shannon Jackson's energetic drumming generated drive and tension. With the piece "Dear Mr Palmer", later renamed "Des'sch Too Much", Albert Mangelsdorff responded to the New York Times' music critic Robert Palmer's friendly but inaccurate comparison of his phrasing to that of trombonist Jay Jay Johnson. "I was slightly annoyed about that, so I thought I'd write Mr Palmer a letter in the form of a piece of music."

For jazz musicians are individualists. And there is nothing that jazz enthusiasts cherish more than intense communication within bands and the emotionally-charged individual expression of a soloist whose technical perfection is beyond question. It is qualities of this kind that Albert Mangelsdorff's trios display. The trio classics united in this double CD edition are adequate proof of this.

Werner Stiefele, June 1993

	Albert 

MANGELSDORFF
	Live at Montreux
	1999
	57:51
	label: Double Moon Records / Challenge Records (The Netherlands)  www.challenge.nl 

Albert Mangelsdorff & Reto Weber Percussion Orchestra. Rec. 1994.

 Albert Mangelsdorff (trombone), Germany 

Reto Weber (percussion), Switzerland 

Nana Twum Nketia (african percussion), Ghana 

Keyvan Chemirani (zarb), Iran

1. the first step (r.weber) 4:00

2. on the road again (a.mangelsdorff/r.weber) 5:20

3. looking back (a.manGelsdorff/r.weber) 16:28

4. remember (A.MANGELSDORFF/R.WEBER) 7:59
5. togetherness (a.mangelsdorff/r.weber) 5:58
6. bone blue (A.MANGELSDORFF) 7:28
7. landscapes (A.MANGELSDORFF/R.weber) 10:33

A fortunate stroke of fate: The meeting of the greatest German trombonist Albert Mangelsdorff with the Percussion Orchestra.

Founded around 20 years ago by the Swiss Jazz drummer Reto Weber with the two master drummers Nana Twum Nketia from Ghana and Djamchid Chemirani from Iran in the original lineup, the Percussion Orchestra gave numerous concerts throughout the world in the 80s, sometimes including important percussionist from other cultures and traditions such as Zakir Hussain from India, Dom Um Romao from Brazil or Adama Drame from Burkina Faso.

The idea to combine and confront the Percussion Orchestra with a wind-instrument player, with Albert Mangelsdorff in particular, originally came from Niklaus Troxler (Willisau Jazz Festival). This idea obviously sparked something. Since the beginning of the 90s, Mangelsdorff has performed around the world with the percussionists, sometimes in combination with a second wind-instrument player, especially the saxophonist Chico Freeman. A special high-point of the Mangelsdorff-Percussion Orchestra connection was their performance within the framework of the Montreux Jazz Festival 1994. (In that concert, Djamchid Chemirani's highly talented son Kewan, who had already stood in for Djamchid one time or another, played in his place). One of the reasons that the connection worked so well might have something to do with the fact that Albert Mangelsdorff and Reto Weber had already been working together in duo performances and other joint projects since 1975.

Mangelsdorff has continued to develop his unmistakable trombone-sound since his first encounters with free jazz around 1970. As he stated in an interview in 1972, certain effects with voices began to interest him, and this resulted very logically in blown multiphones, noise-like sounds, a kind of sophisticated game with chords. (He emphasized in the interview that this sophisticated game was not something that just fell into his lap: "I needed two years and had to put a lot of work into it -- and I am still doing it. The voice just has to be sufficiently strong.")

These components achieve a special quality, especially in interplay with the Percussion Orchestra. Combined with the multifaceted used of dampers, Mangelsdorff produces tones and sounds that combine and interweave with the complex rhythms of the three percussionists in surprising ways. Consequently, in addition to expressful solos, there are passages where the trombone retreats totally to the background and becomes part of the rhythmic pattern.

In The First Step, Reto Weber presents the art of his percussionist clicking sounds. The piece builds up in two waves. Weber's complete body becomes an instrument, supported subtly and sparingly by his co-musicians. On the Road Again is under the influence of Mangelsdorff. On a percussionist basis full of energy and power, with Nketia on large African drums, Weber on a Western drum-set and Chemirani on a Zarb, he introduces a (multiphone-structured) three-tone motif, which he takes up again and again later, combined with typical trill and tremolo chains and arched melodies with large bounds.

Looking Back demonstrates a special quality of the Percussion Orchestra in that both Reto Weber and Nana Twum Nketia play a great number of percussion instruments and change the tone quality stepwise. Weber begins here on steel drums. Mangelsdorff takes on his repetitive melody and expands it immediately. It is fascinating how the trombonist is pus​hed on again and again by Nketia's sparing intervention. A wonderful Nketia-Chemirani duet follows in which Ghanese drums and Zarb are al​ternately in the forefront. The entry of Weber on the drum-set animates Mangelsdorff to an additional increase of intensity. The same applies to Remember, where percussionist colors shift to powerful, pure drum sounds.

Togetherness demonstrates especially exquisite sounds. It is a fantastic experience listening to the highly sensitive way in which Mangelsdorff integrates Reto Weber's playing on the hollow-sounding water drums. This is followed by Bone Blue, a solo by Mangelsdorff. Time and time again, he ingeniously combines melodic bits and pieces, which are taken from traditional music, with other components. In Landscapes, Weber creates a framework on the steel drums. Mangelsdorff's solos come to forefront here, especially due to their similarity with human speaking and singing.

Albert Mangelsdorff and the Percussion Orchestra live at Montreux is also a moving sound document insofar as it is one of the last performances of the Ghanaian Nana Twum Nketia. He passed away several months later. His basic power and drive provide a lasting impression of the concert.

	MANHATTAN  JAZZ QUINTET
	Autumn Leaves
	1985
	46:22
	Lew Soloff [tp], George Young [t s], David Matthews (см. тж. ниже) [p], Charnett Moffett [b], S.Gadd [d] (см.).

plays  jazz standards

«Все варианты составов Manhattan Jazz Quintet и сольный диск Matthews’ а -- превосходные би-боповые проекты. Всё отточено в лучшем смысле этого слова. Так бы и слушал без конца. Лишний раз появляется ощущение благодарности к японским лэйблам, которые записали и издали столько замечательных дисков.»

	MANHATTAN  JAZZ QUINTET
	My Funny Valentine
	1986
	48:24
	Lew Soloff [tp], George Young [t s], David Matthews [p], Eddie Gomez [b], Steve Gadd[d].

	The  MANHATTAN TRANSFER
	Vocalese
	1985
	45:36
	

	The  MANHATTAN TRANSFER
	Swing
	1997
	44:54
	

	Ed  MANN
	Get Up
	1988 
	39:06
	label: CMP

Ed Mann [marimba, vibes, k, perc]; Mike Hoffman [g]; Doug Lunn [b]; Bruce Fowler [tr]; Walt Fowler [tp, fl h]; Chad Wackerman [d].  Rec. & prod. by Walter Quintus.

fusion, экспрессивный и умный. Партии vibes очень красивые и интеллектуальные, а последнее, вообще говоря, не очень характерно для других исполнителей на этом инструменте.

	Oliver MANOURY
	Grand Tango
	1997
	37:08
	label: Skivbolaget (distribution Sony Music)

Olivier Manoury, bandoneon; Anders Inge, violin; Torsten Nilsson, violin; Ulf Edlund, viola; Per Blendulf, cello; Jonas Dominique, bass; Edda Erlendsdottir, piano. 

Arrangements by Olivier Manoury.

Ojos Negros

Vicente Greco 3'58

Recuerdo

Osvaldo Pugliese 3'40

Que nadie sepa mi sufrir

Jose Cabral 3'33

Primavera portena

Astor Piazzolla 4'31

Four for Tango

Astor Piazzolla 5'10

Loving

Astor Piazzolla 5'00

Fear

Astor Piazzolla 3'57

Corralera

Anselmo Aieta 2'52

Tangolive

Olivier Manoury 4'16


	Чудесный диск, супер-танго. От нежности до сложной насыщенности, от мягкого гротеска до авангардно-пряных гармоний и ритмов. Замечательный состав исполнителей-импровизаторов.

The Argentinian Tango is a musical treasure that has always had a great attraction for European audiences. It arrived in Europe in the 1920's in the form of a dance "a la mode" and had more the character of a foxtrot than the rioplatensian original. France, Germany and Finland still have a great tango tradition. Ever in Greece and Turkey many recordings were made during the 30's.

In the late 19th and early 20th centuries Argentina, like USA, experienced a period of mass-immigration. Buenos Aires grew quickly to a capital city of a million people, where different cultures blended with each other. In this melting pot the tango became the new music of the city. From the beginning the dominating instrument was of course the guitar. The Bandoneon, which is an essential part of the tango, was brought from Germany. Bandoneons were made only in Germany, mainly by Alfred Arnold. The stringed instruments used in the tango were brought to Argentina by East Europeans, and the "belcanto" singing by the Italians.

With time many immigrants wanted to return to Europe, above all to Paris; the city of their dreams. Paris has now the largest colony of Argentinians in the world, and they of course have good contacts with the famous artists and orchestras from the home country. The restaurant "La Coupole" had, until the 80's a permanent tango orchestra and many Paris theatres host annual visits by Argentinian artists.

Olivier Manoury was born in Tulle (Limousin, France) in 1953. He moved to Paris with his parents as a child. He played bagpipes (cabrettes) at folk music gathe​rings in the bars of the Bastille area, where many people from the Auvergne lived. After grammar school he studied painting and sculpture at the Ecole Nationale des Beaux-Arts and literature at the Sorbonne where he received a Masters degree in 1976. He then became an instrument maker of violins and violas, and of baroque and folk instru​ments. He started playing the bandoneon and even started tuning and restoring the instrument.

Olivier Manoury has been a professional bandoneonist for the last 20 years and with his expressiveness and virtuosity has become one of the leading tango musicians. He appears occasionally as a guest in jazz and other improvised-music concerts and recordings and has composed music for French TV and European film projects.

	(Michael MANTLER)
	The JAZZ  COMPOSER’s  ORCHESRA:

“Communication”
	1964-65
	39:20
	Michael MANTLER -- см. тж. с: С. BLEY; John GREAVES (в 'Alternative');
label: Fontana / Nippon Phonogram (Tokyo), edition 1990.

Carla Bley (см.); Michael Mantler [tp]; Steve Lacy (см.) [s s]; Paul Bley (см.) [p]; Archie Shepp (см.) [t s]; Eddie Gomez [b]; Jimmy Lyons [a s]; Roswell Rudd [tb]; Steve Swallow (см.) [b]; Barry Altschul [d]; Robin Kenyatta [a s]; a.o.

1. Roast (by Carla Bley) 1964

2. Day, Communication #4 (by Mike Mantler) 1965

3. Day, Communication #5 (by Mike Mantler) 1965   

	(Michael MANTLER)
	The JAZZ  COMPOSER’s  ORCHESRA:

“Communications”
	1968
	73:45
	label: ECM

Music composed and  conducted by Michael Mantler.

Soloists: Cecil Taylor (см.) [p], Don  Cherry (см.) [cornet], Roswell Rudd [tb], Pharoah Sanders (см.) [ts], Larry Coryell [g], Gato Barbieri (см.) [ts]. Orchestra features: Steve Lacy (см.), Carla Bley (см.), Ron Carter (см.), Charlie Haden (см.), Reggie Workman (см.), Andrew Cyrille (см.), Eddie Gomez, Steve Swallow (см.), Jimmy Lyons, Alan Silva, Howard Johnson, Frank Wess, a.o.

Rec. 1968

1. Communications #8

2. Communications #9

3. Communications #10

4. Preview

5. Communications #11, Part 1

6. Communications #11, Part 1

THE LISTENER

ANNE
EACH ASPECT OF ANNE IS ITS MUSCLE. SHE'S IN THE PARK NOW, AND IT IS TO THIS WONDERFUL AMERICAN AUDITORIUM THAT THE PARK CON​FORMS. TO BE IN ANNE IS TO BE IN LOVE. "HOW DO YOU THINK YOU WILL LOOK DEAD?" "WARM." IT'S WHATEVER WE FIND THAT ANNE AND I WISH TO CONVEY, IF IT'S NOT PARTICULAR. ANNE SLEEPS WITH MY BELT UNDER PILLOW. IN THE MORNING, WHEN ANNE AWAKES ("THAT'S WON​DERFUL.") OTHERS DO TOO. AND THAT'S WONDERFUL TOO, FOR THE SUN NEITHER GO NOR GOES DOWN. (AN EXHILARATION AROSE WITH PREVIEW. ANNE SAID, "I DON'T THINK THIS HAS HAPPENED IN THE LAST 20 YEARS.") FOR HER TO TAKE IF SHE NEEDED TO BEFORE HER WEDDING. PREVIEW IS TIMED TO START. THERE IS NOTHING SPURIOUS NOR MAN​NERED NOR SEEMLY. WE ARE VERY FOND OF ITS LAUDATORY TISSUE OF TRUTH – AND PHAROAH SANDERS (PRESCRIBED BY ANNE HERSELF TO TIGHTEN THE PROMENADE IN YOUR IDLE PANTS.) "COURAGE, MY VELVET." "IT'S NOTHING." HEARD REPEATEDLY – FORGIVE MY COR​RECTING YOU – BUT IN MANTLER'S ORCHESTRA THERE IS NO REDUC​TION TO MONITOR – IS SUDDEN TRACTABILITY. NEVER ANY SIMPLE SUBSIDING BUT WHOLE SINKING. IT IS NOT FOR ANYTHING. ASKING AN INJURED MUSICIAN "HOW DID YOU CUT YOUR FINGER?" (HOW DO YOU CUT YOUR FINGER?) OR THE LUDICROUS MUSIC OF MADE-UP COM​MUNISM, BASKING FOR TIME IN THE AFTERGLOW OF PRE-EXPOSURE (IF NO ONE SLEEPS, WHO WONDERS?) AND BIG BANANA FARTS, OR THE FALSE MODESTY OF ONE FOR SO LONG PRAISED FOR MEDIOCRITY THAT HE BECOMES CAPABLE ONLY IN CONSTRUING MODESTY ARROGANCE (FORCE IS SUFFICIENT AND SO'S MOST BLOOD, SYNCOPATION ITS OWN HISTORY OF IRRITATION.) WHILE MODESTY, IF AUDACIOUS, MARKS THE MONITOR ABSENT, AS HERE IN STEPS ORGANIZED BY ROSWELL -- BET​TER TO MAKE HIS WAY THROUGH ORGANIZATION – OR THAT ORIGINAL DECREASING SONORITY OF GATO, WITH ALL ITS DUPLICATIVE SHREWDNESS (EVEN TO GETTING CHERRY'S SOUND) OR ANNE, CURIOUS ENOUGH TO SUCK FOR NOTHING BUT TO HATE FOR SCALE. THIS MUSIC, UNLIKE ANNE (KNOWN EXCLUSIVELY BY HOW WELL SHE KNOWS YOU) POINTS TO RECOVERY. BESIDES, ALL THE OTHER NICE GIRLS ARE IN TURKEY. MANTLER'S COMMUNICATIONS NOW NUMBER 11 (SEVEN AVAILABLE ON RECORDINGS). THEY CONSTITUTE AN ACCUMULATIVE ACHIEVEMENT OF AN EXTRAORDINARY NATURE, ESPECIALLY CONSIDERING THAT IT IS WITHOUT A RELUCTANCE THOUGHT NECESSARY IN THE PAST THAT SOLOISTS OF THIS CALIBER ARE ENGAGED BY HIM. ROSWELL, A SLIDE OF SIGHT. CHERRY, THE ARTIST. LARRY CORYELL (LOVED BY ANNE FOR A SOLO ON CARLA BLEY'S FUNERAL) WHO BEGINS ASTRIDE, STOKED UP YET FREE OF ORDINARY GUITAR CAULKING, AND SWALLOW (NOTABLE FOR HIS INTRODUCTION ON COMMUNICATIONS 10) WHO PEELS OUT OF LEVEL A PHRASE AT FIRST THOUGHT CRITICAL. THE COMPOSITIONS OF MANTLER INCREASE CONSIDERABLY THE STRENGTH OF THE FREE WORLD. ANNE ASKS IF ONE SHOULD BE IN LOVE IF ONE IS. SHE'S ALREADY TOLD ME THAT NOTHING PASSES OVER YOUR HEAD THE WAY YOU DO. (SHE'S HINTED THAT IT'S SOMETHING YOU PUT IN THE BUTTER.) SO IT IS IN THIS TOUCHED AMERICAN AUDITORIUM, AMONG THE CUSPS AND THE PUFFERBELLIES, SO BOLD AND BALD AND HAIRY, THAT ANNE, WRAPPED INTERESTINGLY IN THE PRACTICAL WORKING OUT OF THINGS (LES DECORS DE LA VIOLENCE) REVEALS WHAT HAS PASSED. IT RAINED FOR SEVERAL WEEKS, FROM EARLY MAY INTO JUNE, AND HER FIRST HUS​BAND (45 BOOKS WRITTEN IN LESS THAN THREE YEARS) BECAME IRRIT​ABLE, AND IT WAS ONLY UNDER EXPENSIVE AUTOMOBILES THAT PLACES DRY ENOUGH FOR HIDING WERE TO BE FOUND. ANNE SAYS THAT EFFECT AFTER EFFECT PILED UPON SINGLE SEQUENCE FINALLY BECAME PROOF TO USUALLY BRIEFLY-NEUTRAL CIVILIANS.
---- Paul Haines
BACK GROUNDS

How long will America remain blind to her unique artistic achievements? We live in a country of great wealth and technology whose avowed spiritual and political concerns share the heady idealism of an artistic manifesto. We endlessly propagate the "American Way of Life," ponder our manifest des​tiny, propose safeguards for the conscience of the individual, and yet we refuse to support or even recognize the indigenous creative accomplish​ments its artists have produced. Our country is second to none in patriotism: our desire to adorn our prosperity with "culture" is a constant national anxiety yet we cannot resolve the paradox and encourage a native artistic tradition. Jazz remains unrecognized as a serious art form. Modern dance and the tradition of Isadora Duncan, Ted Shawn and Ruth St. Denis, Martha Graham, and Merce Cunningham have, until recently, been ignored.

The crisis, with its particular form of chauvinism and naivete, is not new. Around the middle of the nineteenth century a great critical debate raged over various prescriptions for the new American Shakespeare. The great American author-to-be would naturally write within the conventions of the Romance, of Sir Walter Scott and his transplanted cousin James Fenimore Cooper, because the sublime emotions that filled every American's breast, surrounded as he was by the natural grandeurs of God's creations, could only be contained within the form. When "Moby Dick" was published it was virtually ignored. Those who did review the book were shocked at the blas​phemous betrayal of literary convention and found the moral ambiguities it described, to say the least, inconvenient. Years later an admiring Englishman visited an embittered Herman Melville at the New York Customs House (where he worked to support his family and his work on "Billy Budd," which was found completed at the bottom of a trunk long after his death) and inquired after the author of "Moby Dick." Melville stated that he no longer existed.

I once met an Englishman who, in the spirit of Melville's visitor, planned a visit to Kansas City. Since Count Basie, Lester Young and Charlie Parker had spent formative years there he wished to see what remained of the city's blues tradition. I later found myself comparing Melville's self-denial, to Dizzy Gillespie's statement that jazz was too good for America. Dizzy was referring among other things, to the fact that America had preferred to exploit the unhanpiness and eccentricity of some of her musicians rather than consider the music itself.  But unlike Melville, who succumbed to bitterness and a kind of spiritual suicide, Dizzy implied that the music would somehow endure, even beyond America.

And it has. Four generations of jazz musicians have found a sympathetic audience in Europe, an audience familiar with the musicians' work, interested in their development, generous in its support of the music. The pioneering books about jazz were written by Englishmen and Frenchmen. Their jazz journals are scholarly well-produced periodicals. The music is played in concert halls, produced by jazz societies, or in highly civilized clubs. No wonder many of our major musicians have become expatriates.

In America we have confined the music to the diseased ghettos of our national psyche. Jazz is most often played in nightclubs, the illicit reposi​tories of our most Rotarian citizens' unmentionable fantasies, and above the hustling waiters, the bibulous conversation, the jangling cash registers, the music is misconstrued. Creative energy is seen as fomenting sexuality, the saxophonist is Priapus and the drummer must be taking something, my dear. The musician is a liquor salesman, the master of the revels, the magnet for inhibitions, the Mac Man and Dr. Feelgood, the road to Heaven paved with bad intentions. These are but a few of the shadows in Plato's cave.

The endless distortions that the jazz musician must contend with are an absurd burden. Indeed much of America has reacted to the music in a fashion, unintentional though it may be, that can only be described as racist. The history of fazz reflects the spiritual journey of the black man in this country but society has trouble viewing jazz as anything more than a folk art. The musician is seen as an entertainer — not as an artist — and to protect his job he is encouraged to act in these terms. In the mass media his music is used to portray his enemies (gangsters, pushers, hustlers, hookers and the detec​tives) as predictably as Martians invade with the assistance of warmed-over Shostakovitch. His musical cry for freedom sounds to America like over​weening lust, a heroin flash, or the shuffle of happy feet out back. Discounting a spurious "King of Jazz" in The Twenties, the titles of men like Basie and Ellington have rarely been misplaced but royalties often are. The innovators in jazz have too often gone unrewarded and unrecognized while the diluted and acceptable commercial conduits have copped the spoils. The Rockefeller Report on the Performing Arts ignored jazz completely. It is surely time to realize that one of the questions asked by the blues — "How can I sing the Lord's song in a strange land?" — is far more than a local reference.

The extrinsic greatness of jazz lies in its breadth of conception, its ability to absorb players and influences from diverse cultures without losing its fundamental identity. Because the activity of jazz poses fresh musical and personal challenges, it has become an international movement; its artists come from all over the world; it has been used most successfully (if perhaps deceptively) by America in ameliorating her foreign policy. The jazz improviser is making immediate existential statements about his feelings toward himself and the world around him. He creates within predetermined though flexible forms — his link to his audience — with all the spontaneity, originality and honesty that he possesses.

Should the improvised truly teach the American nightclub audience, his livelihood would be jeopardized — his listeners would feel, reflect, and cease drinking. He would step out of his role as a popular entertainer. All vital Amer​ican artists have similar problems surviving our inflated popular culture. The American audience, influenced by the speed of machines and communications, prefers an instant aesthetic response to a reflective one. It must have words for pop music, representation in painting, a plot for the ballet. Yet the most vital art in America opposes this mechanistic inclination at every turn: Our jazz is speech transformed into music, our strongest painters tend to be abstract, our modern dance is often choreographed sculpture. Unless, of course, we prefer to be known by the jukebox, the animated cartoon and the Rockettes.

How long must we stare without comprehension at our "gift outright"? During her visit Mrs. Charles Dickens found us to be cultural barbarians. How long shall we continue to believe her? Did we win our revolution and our prosperity to learn graces from the dancing masters of Europe and bring order to the mysterious East? Must we support only those acoustical engi​neers mining the end of a European musical tradition or those who wish another try at the Grieg Piano Concerto or the Nutcracker Suite? Our artistic traditions have become international before we have nationalized them. Our strengths lie in our rebels – Herman Melville, Charles Ives, Jackson Pollock, Martha Graham, Charlie Parker, Ornette Coleman and Cecil Taylor.

Bring it on home. It's time . . .

--- Timothy F. Marquand,  1968 

	Michael MANTLER
	Cerco Un Paese Innocente
	1995
	61:41
	label: ECM

A Suite of Songs and Interludes for Voice, untypical Big Band and Soloists.

Produced by Michael Mantler with cooperation of Denmark's Radio P2 music Jazz Department.

Music by Michael Mantler / Words by Giuseppe Ungaretti.

Michael Mantler [tp]; Mona Larsen [v]; The Danish Radio Big Band, a.o.

Giuseppe Ungaretti was the first and one of the most important and influential of modern Italian poets. He was born in Alexandria, Egypt in 1888. He studied at the Sorbonne, and while in Paris he became a close friend of Guillaume Apollinaire's. He published his first volume of poetry in 1916, a definitive break with the late 19th-century conventions of Italian poetry. After living in Italy for a number of years, he went to Brazil as a professor of Italian literature at the University of Sao Paulo. On his return he taught at the University of Rome. His work deals with the large themes of human existence: loneliness, love, loss, nature. But above all, his work is a long record of confrontation with death. T.S. Eliot ranked Ungaretti as "one of the few authentic poets" of the century. He was nominated for the Nobel Prize for Literature in 1969. He died in Milan 1970.

	Michael MANTLER
	Hide and Seek
	2001
	39:43
	label: ECM

Robert Wyatt
 - voice

Susi Hyldgaard
 - voice

Roger Jannotta
 - flute, oboe, clarinets

Michael Mantler 
- trumpets

Martin Cholewa - 
french horn

Vincent Nilsson
 - trombones

Bjarne Roupe
 - guitars

Susi Hyldgaard
 - accordion

Tineke Noordhoek 
- vibraphone, marimba

Per Salo
 - piano

Marianne Sorensen  -  violins

MetteWinther - 
violas

Helle Sorensen
 - cellos

words by Paul Auster

	MARDI GRAS. BB – см. в 'Rock'n'Roll'
	
	
	
	

	MARIMBA PLUS
	Marimba Plus
	2001
	56:50
	jazz/lounge– инструментальные композиции в духе весёлого ретро/минимализма Comelade, Bad Examples, Klimperei, Toupidek Limonade и иже с ними.

www.marimbaplus.ru 

1. The Plate

2. The Jungle

3. Loneliness

4. Club Performance

5. Rhapsody

6. A Girl

7. Assirian Arabesque

8. Meditation
Лев Слепнёв – маримба, перкуссия

Илья Дворецкий – флейта

Антон Кончаков — кларнет

Ирина Цируль — виолончель

Константин Бей — контрабас

Сергей Недзельский —барабаны, перкуссия

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

-- "man's Music"

	MARIMBA PLUS
	Charmed World
	2004
	52:35
	синтез новой академической музыки и джаза

label: Империя Музыки
Автор и аранжировщик Лев Слепнер. Кроме Сертао (1) - R. Galliano, Благость Юрубы (2) - Н. Silver, Унисоны (3) - Михаил Альперин, Ритм-сонг (9) - P. Smadbeck. 

Все композиции исполнены Маримба Плюс: Лев Слепнер - маримба, перкуссия; Илья Дворецкий - флейта; Сергей Нанкин - кларнет; Ирина Цируль - виолончель; Константин Бей - контрабас, безладовая бас-гитара; Александр Зингер - барабаны, перкуссия.

Аркадий Шилклопер (см.) - альпийский рог (1), валторна, диджириду (2), флюгель-горн (3).
www.marimbaplus.ru
МАРИМБА ПЛЮС «Зачарованный мир»
1.  Сертао
2.  Благость Юрубы
3.  Унисоны

4.  Лунная ночь                                                                                                                         
5.  Механик-агрессор

6.  Странный вальс
7.  Послеполуденный отдых дяди Сэма
8.  Зачарованный мир
9.  Ритм-сонг
...Уникальность ансамбля «Маримба Плюс» в том, что, обладая изыском академической музыки, они постигли и тайну джазовости, удивительно органично породнив эти не всегда родственные качества. Этим самым они сумели достичь доверия и признания у каждого из ревнителей этих музыкальных направлений, объединив их в одну огромную, неделимую, с одинаковым восторгом воспринимающую их музыку, аудиторию.
-- Анатолий Кролл

Московский ансамбль «Маримба Плюс», образованный в 1999 году выпускниками Академии им. Гнесиных и Московской консерватории, исполняет оригинальную и яркую смесь джаза, рока, фанка, классической и этнической музыки. Исполняет почти исключительно на академических инструментах в изысканной полифонии которых не тонут волшебный голос и мягкие вибрации маримбы. Руководитель ансамбля, композитор и маримбофонист Лев Слепнер, твёрдо уверен, что этот древний этнический ударный инструмент (родственник ксилофона), получивший своё название по имени африканской богини-целительницы, сохранил свои врачующие свойства и по сей день. И в этом ни на йоту не сомневаешься, когда слышишь музыку «Маримбы» - грациозную, красочную, вдохновенную; то импрессионистически прозрачную, то по-роковому драйвовую, с великолепным мастерством и вкусом исполненную. Ансамбль много гастролирует по стране и за рубежом, принимает участие в престижных музыкальных фестивалях: «Богема-Джаз», «Джаз в саду Эрмитаж», джазовые фестивали в Самаре, Тюмени, Перми, Нижнем Новгороде, Монтабу (Франция). Ансамбль с огромным успехом исполняет новую концертную программу с известным джазовым исполнителем Аркадием Шилклопером.
В отличие от яркой смеси жанров и исполнительских красок, характерной для дебютного диска («Маримба Плюс»; 2001), альбом «Charmed World» получился более цельным по стилевому наполнению и образному колориту. Здесь ещё более явственно ощущается движение в сторону джаза, причем не только в области гармонических решений, но и музыкального мышления. Весь альбом проникнут духом импровизации и свободного солирования, который музыканты сумели со сцены перенести в студию. Расширился круг авторов - помимо собственных сочинений руководителя ансамбля и композитора Льва Слепнера (премия «Триумф»; 2002), коллектив исполняет произведения Р. Гальяно, X. Сильвера, М. Альперина и П. Смэдбэка в оригинальных аранжировках.
...«Charmed World» погружает нас в мир волшебной сказки, легенды, фантазии. Название самого диска и его титульной композиции отсылает к древнебританской легенде «Опрометчивое обещание короля Герла». На дорожках лазерного диска творятся чудеса - альпийский рог возвещает о начале таинственного ритуала, а в пассажах флейты слышатся голоса загадочных существ - то ли древних богов, то ли невидимых простому глазу птиц-пересмешниц. Дух единения с природой чувствуется и в величаво-шутливых «Унисонах» М. Альперина, и в задумчиво-импрессионистической «Лунной ночи" Л. Слепнера. А в «Послеполуденном отдыхе дяди Сэма» основоположник французского импрессионизма К. Дебюсси словно общается с родоначальником американского джаз-рока М. Дэвисом...
В целом, «Charmed World» хочется сравнить с игрой света и тени на подернутой рябью водной поверхности: смотришь - и не можешь оторваться, слушаешь - и с помощью звуков углубляешься в собственные мысли и чувства. Это музыка настроений, эмоциональных полутонов, переменчивых и завораживающих, словно солнце ранней весной.
-- Е. С.

	Branford  MARSALIS
	The Beautiful Ones Are Not Yet Born
	1991
	76:50
	B.M. [saxes]; Robert Hurst (см.) [b]; Jeff “Tain” Watts [d]; guests: Winton Marsalis (см.) [tp]; Courtney Pine [t s].

ABOUT THE RECORDING

For the purist, this disc was recorded with two microphones direct to 2-track analog, with no mixing, editing or over-dubbing. For the audiophile, this disc was recorded to digital multitrack tape, edited and mixed several times. For the listener and music lover, it really doesn't matter!

— Patrick "Jatty Q" Smith

“In my judgement the fauns of the woods must beware....

Before writing, long ponder your themes and prepare 

As befitting your talents such topics to use

As your shoulders can bear; and if ably you choose 
The arrangement will please and your meaning be clear

A bard's genius and charm will, I hold, thus appear.”

Horace, 15 B.C.

Though the preceding passage was written over 2000 years ago, it contains many elements that may be likened to the most advanced American music. Horace, born the son of a slave, became known as the great teacher of Greek literary ideals in Rome, the very soil on which his father labored incessantly. In addition to studying the philosophical advancements of Plato and Aristotle, Horace developed a comprehensive conception of Western philosophy, through which he was able to define and articulate the most profound thoughts of his generation. Thus, when Samuel Johnson, a firm believer in Horatian ideology, concluded in the mid 1700s that artistic creations must withstand "the test of time," he had experienced over 2200 years of Western tradition.

For Branford Marsalis, the documented history of American music is one that must be acknowledged and addressed as well. "It is not important to imitate a particular style,” the sax man notes, "but you have to be aware of all historical contributions and their significance. In a nutshell, you have to be familiar enough with the whole of music to comfortably extract the elements that are the most appropriate for each musical situation. Bob (Rizzy) and Tain are two of the only musicians with the intellect, resources, and neurosis to capture the right vibe (mood) of each toon." For Marsalis, this recording represents his most accumulative statement to date, each composition providing a unique, but different perspective of American society in 1991. Branford Marsalis is not only a musician, but also a poet extraordinaire. His language and style eloquently express the myriad emotions that are available to all mankind, yet experienced by few.

ABOUT THE MUSIC

Though I am reluctant to claim that any one individual is "advancing" American music at this point, Branford Marsalis has definitely proven instru​mental in expanding the active vocabu​lary and providing a contemporary overview of jazz. During his years as saxophonist in brother Wynton's band, the group experimented with extended solo forms, complex multiple rhythms during improvisational exchanges, chromatic melodic invention, and a complete presentation of what timbral qualities a contemporary ensemble should contain. He adds, "Wynton structured his music around the group's sound, so each composition provided a vehicle for expression which hadn't been explored before that time. Toons with odd measures (that didn’t sound contrived), solo cues shifting the music into different meters, 14-bar blues...."

Having been amongst the first gener​ation of jazz musicians not directly affected by segregation or Jim Crow laws, the group was not victimized by certain restrictions or social limitations as were their predecessors. In this sense, burnout is the most updated version of democracy expressed by jazz musicians; complete freedom in a structured environment. The primary contribution of the 80s to the tradition of American music was the expression of anger without compromise. This is not to say that these young men were always angry any more than Lester Young was constantly gentle, but that they were able to successfully emit this powerful emotion through music. The band somehow figured out how to make the illogical sound logical. This, no doubt, a result of each member's acute awareness and ability to create original melodies based upon a wealth of pre​cursory tradition. The Beautyful Ones Are Not Yet Born is a refined continu​ance of that experimentation, utilizing all aspects of improvisation.

"Roused About" is a 32-bar composi​tion influenced by the personal sound of the late great Charlie Rouse. As opposed to playing in standard 4 or 8 measure phrases, however, the sax and bass interplay employs an infinite number of rhythmic permutations within a 128-beat structure. Tain always outlines the form during the solos, using his "stumbling drum" technique to disguise any time references, thus Steep and Rizzy have absolute freedom within the boundaries of cohesion.

The title track is a ballad in which the melody dictates the tempo and motion, but the form develops at its own pace -- free, yet structured harmony. Tain not only sets the mood, but also uses polyphony and textures to create the effect of a chordal instrument. Steep's soprano tone and intonation are quite remarkable. "Xavier's Lair" has no changes. Toons of this nature are the most challenging for a group because they require constant adjustment and flexibility.

"Cain & Abel" enlists the services of one of the finest musicians in the world. Says Steep, "When we were in high school, Wynton and I sang all of the Bach chorales — he sang the melody, while I sang the bass part." The two practiced this contrapuntal idea by trying to hold two different conversa​tions simultaneously. They then became conscious of monologue, dialogue, call and response, and inde​pendent logic. This type of communica​tion can only be documented by Steep and Skain. "Citizen Tain" is based upon two chord changes with an odd number of beats. The form changes upon the bass entrance, and I have no idea what exactly it is.

"Gilligan's Isle" features a free melody and confined solos. Tain is lost and plays in a very episodic fashion (bludges) with brushes. Only the drummer's highly refined aural reflexes and musicianship sustain the flow of group interaction, while masking his uncertainty within the form. [...]  ---- Delfeayo Marsalis

	Delfeayo  MARSALIS
	Pontius Pilate's Desicion
	1992 
	70:38
	label: Novus

D.M. [trombone]; W.&B. Marsalis; Jason Marsalis [d]; Joshua Redman; Kenny Kirkland; and oth.

  cм. тж. интересную концептуальную заметку Д. Марсалиса к: C. Pine.

	Ellis  MARSALIS
	Heart Of Gold
	1992
	75:41
	E.M. [p]; Ray Brown [b]; Billy Higgins [d].       

	Wynton  MARSALIS
	Wynton Marsalis
	1982
	41:10
	W. M. – один из постоянных победителей “DownBeat reders/critics poll winners” в категориях: Artist Of The Year / Trumpet / Acoustic Jazz Group.

Readers Poll Winners (JAZZIZ): Most Overrated Musician / Trumpet 1996
Wynton Marsalis – см. тж. с: LINCOLN CENTER JAZZ ORCHESTRA; 
Wynton Marsalis [tp], Branford Marsalis (см.) [sax], Ron Carter (см.) [b], Tony Williams [d], Herbie Hancock (см.) [p], Kenny Kirkland [p], Jeff Watts [d], Clarence Seay [b], Charles Fambrough [b]. Produced by H. Hancock.

FATHER TIME (W. Marsalis)................ 8:12

I'LL BE THERE WHEN THE TIME IS RIGHT! (H. Hancock)... 2:35

RJ (R. Carter)........3:51 

HESITATION (W. Marsalis) ........5:39

SISTER CHERYL (T. Williams)........... 7:23
WHO CAN I TURN TO (WHEN NOBODY NEEDS ME) (L. Bricusse - A. Newley)...........4:39
TWILIGHT (W.Marsalis).....8:42

	Wynton  MARSALIS
	Herbie HANCOCK: “Quartet”
	1982
	68:36
	acoustic jazz

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

	Wynton  MARSALIS
	Think Of One
	1983
	44:38
	W. Marsalis [tp]; Branford Marsalis [s&t s]; Kenny Kirkland [p]; Jeffrey Watts [d]; Phil Bowler, Ray Drummond [b].

	Wynton  MARSALIS
	Hot House Flowers
	1984
	41:56
	Wynton Marsalis [tp], Branford Marsalis [s s, t s], Kenny Kirkland [p], Jeffrey Watts [d], Ron Carter [ac b], Kent Jordan [alto fl], +  orchestra conducted by Robert Freedman.

	Wynton  MARSALIS
	Black Codes From the Underground
	1985
	51:16
	Wynton Marsalis [tp], Branford Marsalis [s s, t s], Kenny Kirkland [p], Charnett Maffett [b], Jeff ‘Tain’ Watts [d], Ron Carter [b].

	Wynton  MARSALIS
	Live At Blues Alley
	1988
	56:13 61:27
	quartet                    2CD

	Wynton  MARSALIS
	The Majesty Of The Blues
	1989
	60:01
	sextet +

	Wynton  MARSALIS
	Intimacy Calling

(Standard Time vol.2)
	1990
	70:10
	date of release: Sept 1987 – Aug 1990

Wynton Marsalis [tp]; Todd Williams [t s]; Wessel Anderson [a s]; Marcus Roberts [p]; Reginald Veal [b]; Jeff ‘Tain’ Watts / Herlin Riley [d].

	Wynton  MARSALIS
	The Resolution of Romance (Standard Time vol.3)
	1990
	73:53
	Wynton Marsalis [tp, v]; Ellis Marsalis [p]; Reginald Veal [b]; Herlin Riley [d].

	Wynton  MARSALIS
	Tune In Tomorrow
	1990
	63:38
	Wes Anderson [as], Wycliffe Gordon [tb], Wynton Marsalis [tp], Herlin Riley [d], Marcus Roberts [p], Reginald Veal [b], Todd Williams [t s, s s, cl] with: Alvin Batiste [cl], Warren Bernhardt [organ], Harvey Estrin [a s], Herb Harris [ts], Lucky Peterson [organ], Joe Temperley [bars], Dr.Michael White [cl], J. Adams [voc], Shirley Horn (см.) [voc].

	(Wynton  MARSALIS)
	Joe  HENDERSON:

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

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

	Wynton  MARSALIS
	Blue Interlude
	1992
	71:30
	septet

	Wynton  MARSALIS
	City Movement [Griot New York]
	1993
	72:55 50:03
	septet

	Wynton  MARSALIS
	In This House, 

On This Morning
	1994
	57:06 58:24
	septet

     Marsalis recognizes the artistic and structural possibilities of the Afro-American church ritual, just as the masters of the European Renaissance saw so well what could happen when they brought the complex human insights of the Biblical tales together with the mastery of perspective. “In This House” brings the broad spiritual perspective at the root of jazz together with the intellectual achievements that have taken place in an art built upon the melody, the harmony, and the rhythms of the blues. Marsalis is capable of this because he knows a truth quite profound: the blues is the sound of spiritual investigation in a secular frame, and through its very lyricism, the blues achieves its spiritual penetration. — Stanley Crouch.

      “What I wanted was to give musical sructure in my personality to the communal elements that transcend any single place. Even though the form is definitely American, I wanted to open the interpretation up to all kinds of musical approaches. That’s why the piece has the emotion of traveling and visiting many different kinds of churches and many different kinds of services, from the highly refined all the way to the backwoods, way down in the country. ‘In This House’ moves from the feeling of the black American church to the study of Bach chorales, even the feeling of ritual in ancient  religious forms and the sounds one hears when in Middle Eastern countries. By using the blues as a fundamental element, I was also able to ground the music in our culture while stretching it onto an international plane. But that’s natural to jazz because it builds upon the blues and upon swing. The percussive sensibility of the blues comes from African-based music, and the melodic and textural characteristics can be found in folk and spiritual musics all over the world. The blues is central to what I’m doing with the structure here. The basic harmonic progression of the blues comes from the ‘amen cadence’,  I,IV,I, which we have all heard used so many times in and out of church music to conclude a piece. So it’s basic to our hearing. Now the blues is  I,IV,V,IV,I.  If you don’t have the V chord  you can still have a blues, but without the IV chord, no blues. So my intention was to reconcile the secular nature of blues expression with the spiritual nature of its sources. It is also another example of my interest in one of the main achievements of jazz, which is fusing the Apollonian and the Dionysian, the intellectual/spiritual and the sensual. The momentum of the piece is based in Albert Murray’s description of swing as ‘the velocity of celebration’. That means that the sound of praise is in the rhythm, too.” — W. Marsalis

	Wynton  MARSALIS
	Winton Marsalis & Ellis Marsalis: "Joe Cool's Blues"
	1995
	65:41
	Wynton Marsalis Septet (selections 1, 2, 4, 6, 8, 10, 12, 13):
Wynton Marsalis - Trumpet

Eric Reed - Piano

Benjamin Wolfe - Stand-Up Bass

Wessell Anderson - Alto ond Soprano Saxophones

Victor Goines - Tenor Saxophone and Clarinet

Wycliffe Gordon - Trombone

Herlin Riley - Drums

Ellis Marsalis Trio (selections 3, 5, 7, 9):

Ellis Morsalis - Piano 

Reginald Veal - Bass 

Martin Butler - Drums

Musicians on "Little Birdie" (#11):

Germaine Bazzle - Vocal

Ellis Marsalis - Piano

Branford Marsolis - Tenor Saxophone

Delfeayo Marsalis - Trombone

Chuck Findley - Trumpet

Tom Peterson - Baritone Saxophone

Reginald Veal - Bass

Martin Butler - Drums

Victor "Red" Atkins - Horn Arrangement

Why, Charlie Brown?

Why do people little and people big, people skinny and people fat, people dark and people light, people who eat meat and people who only grub down vegetables, why do so many of all kinds love Charlie Brown? Is it because of the shape of his head? Is it because everybody knows the kinds of troubles he sees? Is it because the small world he lives in is actually big enough for all of us to recognize?

The reason is probably connected to all of those things. Who hasn't seen a boy with short legs and a head like a fish bowl? Who doesn't know some kid whose stuck in love with some toy or blanket or pair of shoes or something? Is there a neighborhood in the entire world where some kid isn't trying to boss everybody around? Where can we go and not soon find the little boy or little girl who studies music and thinks it makes him or her just as serious as a grown up? Is it possible to walk among children and not discover the pet with a personality so strong all of the kids look at it as more of a friend than a pet?

The "Peanuts" comic strip where Charlie Brown and his friends first slipped in on us had all of that. People read it like it was a religion. Eventually, it made the big move from the two dimensions of the page to the two dimensions of the television screen. Now Charlie Brown and the buddies and animals we associate with him are part of a long line of cartoon figures that have made people laugh and that remind us of our victories and our problems. Charlie can't get away from the world; it's always stuck to the inside of his skin. The world causes a rash or it's a mystery or you get goose bumps from the excitement. Charlie's always getting messed up in something or he's dreaming of something or he's trying to do a thing that just won't work for him. No matter how disappointed he might get, Charlie never gives up. He's always back out there trying. That makes him an everyday hero. He takes the pain and the joy the same way. Each is a step on the way to the next experience of his life. However meek and insecure he might be, Charlie Brown has the soul of a lion who often hears the roar "Good grief!"

Wynton Marsalis is the best known jazz musician in the world. He is the most important son of Louis Armstrong right now. Louis Armstrong was the father of jazz trumpet. All jazz trumpet players are his children, whether they know it or not. When you hear Wynton Marsalis, you hear Louis Armstrong remade to fit his own personality. Marsalis plays music in which the pain and the joy do battle in the rhythm of swing. He is always working on something -- a jazz concert for young people, an opera, a ballet, some music for a movie, a string quartet, a book, a debate, a computer game. Getting busy is his business. He keeps moving forward and uses all of his experiences to help him understand the next thing he has to do. He is the hero of jazz. So it is good to hear the combination of Charlie Brown's world and the music of Wynton Marsalis. Both are so American and so easily understood in any language in any nation where children live a modern life.

Of the whole thing-the cartoon characters and the music-Wynton Marsalis says:

"When I was a boy, the only time you would hear jazz on television was when Charlie Brown came to town. I always liked the feeling that the music put on the cartoon. Sometimes I read the comic strip and I lived the fact that Charlie Brown was always trying, even though he inevitably met with failure or that special kind of humiliation that was roundly cheered by his friends. For me, it was a combination because I didn't think of the comic strip on the page apart from the television cartoon and Vince Guaraldi's music, which I liked because it was happy and upbeat. Also, we were aware that my father knew him. So that made us think that our father was important. What I mean is: our father knew somebody who was connected to television. When I got the opportunity to write music for the show a few years ago, I wanted to retain the happy feeling of Mr. Guaraldi's music. On this 1994 recording, we in the septet play mostly original music, with the exception of 'Linus & Lucy,' which everyone probably knows. In his trio, my father plays only the music Vince Guaraldi wrote.

This is one of the final recordings of the seven-piece band which is no longer together. It's the end of a phase in which I was doing as much as I could with four horns and rhythm section. This particular recording documents a couple of things because it addresses a certain fact of dialogue in this culture. That fact is this: In a society like ours, which is so broad and varied, you are always looking for something that can form the basis of communication. The subject of this music affords me the opportunity to reenter that childhood world everybody always goes back to in one way or another. We go back through dreams, memories, or in conversation with people who connect with each other through the things that were common to them when they were growing up. Charlie Brown and Snoopy and Linus and Lucy and the rest of them were part of the common currency of my childhood. But, of course, childhood is a subject that has universal currency. Everybody remembers it. That's where the bitter and the sweet begin. The challenge in music like this is to capture the freshness of the kind of childhood Charlie Brown represents while maintaining the freedom and depth of expression that growing up provides."
As we have become accustomed to recognizing, Marsalis does an excellent job of bringing off his ambition. He returns to the world of the playground with all of his adult skills intact. We hear the combination of simplicity and complexity so essential to the real feeling of childhood, where many things are going on at the same time. We also hear a truly great band waving goodbye. We hear the father of a formidable brood seated at his piano and recollecting a friendship with Vince Guaraldi while showing us how cartoons can be turned into music. On "Little Birdie," Ellis Marsalis adds a vocalist and four horns. As a whole, the recording gives us plenty to listen to, one of the best things is the 5/4 figure that drummer Herlin Riley plays with his brushes under the arrangement and the improvisations of "On Peanuts Playground." Overall, the joy of music is obvious as is the blues of disappointment and the jubilant blues of giddy thrills. Again, we are taken into a world made clearer by the Marsalis artistry. In that world, it is easy to hear what it takes to become a hero in the everyday art of jazz.

Stanley Crouch

	Wynton  MARSALIS
	Reel Time
	1996
	60:01
	1. Rosewood 2 '42

Cassandra Wilson, Vocalist; Winton Marsalis, Trumpet; Victor Goines, Clarinet; Wycliffe Gordon, Trombone; Russell Malone, Guitar; Reginald Veal, Bass; Herlin Riley, Drums & Tambourine; Kimati Dinizulu, Washboard.

2. Mr. Mann 3'51

Marcus Printup, Trumpet;

Victor Goines, Clarinet;

Wycliffe Gordon, Trombone;

Reginald Veal, Bass;

Herlin Riley, Drums & Tambourine.

3. Sylvester's Rag 2'13

Marcus Roberts, Piano.

4. Gentler Times 2'56

Mark O'Connor, Violin; Mark Schatz, Banjo.

5. Cossipin' Hens 5'42

Claude Williams, Fiddle; Eric Reed, Piano;

Reginald Veal, Bass; Herlin Riley, Drums.

6. Sunday Blessing 2 '00

Big Band conducted by Wynton Marsalis.

7. I Hear a Knockin' (Quartet) 1 '05

Ronee Martin, Bobette Jamison-Harrison, Kay Bowen, Valerie Williams, Vocalists.

8. Go, Possum, Go 2'02

Mark O'Connor, Violin & Mandolin; Mark Schatz, Bass & Banjo.

9. Eyes Around the Corner 1'34

Big Band conducted by Wynton Marsalis.

10. Sing On (Traditional) 2'49

Winton Marsalis, Trumpet;

Michael White, Clarinet;

Wess "Warmdaddy" Anderson, Alto Saxophone;

Victor Goines, Tenor Saxophone;

Ron Westray, Delfeayo Marsalis and Reginald Veal, Trombones;

Don Vappie, Banjo; 

Wycliffe Gordon, Tuba;

Herlin Riley, Drums.

11. Morning Song  2'34

Karen Briggs, Violin; Big Band conducted by Wynton Marsalis

12. I Hear a Knockin’ (solo) 0'52 

Shirley Caesar, Vocalist.

13. If I Hold On   1’40

Shirley Caesar, Vocalist; Eric Reed, Piano.

14. Elgin Mills 2'33

Mark O'Connor, Violin; Mark Schatz, Banjo.

15. Rattlesnake Tail Swing 2'33

Victor Goines, Gideon Feldstein, Sherman Irby, Andrew Farber, Wess "Warmdaddy" Anderson and Sam Karam, Clarinets; Eric Reed, Piano.

16. Dark Heart Beat  0’50
Big Band conducted by Wynton Marsalis.

17. Fire in the Night 6’32 

Wynton Marsalis, Marcus Printup, Trumpets; Victor Goines, Gideon Feldstein, Bass Clarinets; Stephen Riley, Tenor Saxophone; Eric Reed, Piano; Reginald Veal, Bass; Herlin Riley, Drums; Kimati Dinizulu, Percussion.

18. Porch Whiskey 3’18

Mark O’Connor, Violin & Mandolin; Mark Schatz, Bass & Banjo.

19. To Higher Ground 4’49

Choir conducted by Wynton Marsalis.

20. After the Dead 2’58 

Wynton Marsalis, Trumpet.

21. Rosewood 4’30

Cassandra Wilson, Vocalist;

Wynton Marsalis, Trumpet;

Victor Goines, Clarinet;

Wycliffe Gordon, Trombone;

Russel Malone, Guitar; 

Reginald Veal, Bass;

Herlin Riley, Drums & Tambourine;

Kimati Dinizulu, Washboard.

All music and text by Wynton Marsalis

	Wynton  MARSALIS
	The Midnight Blues (Standard Time, Vol.5)
	1998
	76:03
	Wynton Marsalis [tp]; Eric Reed [p]; Reginald Veal [b]; Lewis Nash [d]; + orch.

W.M. – Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучшая инструментальная композиция» за одноимённый трек с этого альбома.

На этом CD квартет исполняет баллады традиционного джаза (B. Comden/A. Green, L. Hart/R. Rodgers, I. Berlin, G. Gershwin, a.o.) с очень ненавязчивым присутствием оркестра.

PRODUCER’S NOTE
Technically, THE MIDNIGHT BLUES represents a harking back to the more traditional, “old school” approach to recording. Rather than having recorded each element of the ensemble separately and at different times — e.g. rhythm section, strings, and finally trumpet (a technique known as overdubbing) — all of the musicians were, in this case, captured on a state-of-the-art digital medium performing in the same room and in “real-time.” Furthermore, the musicians were not individually placed in isolation booths —

enclosures that are frequently used to prevent one instrument from “leaking” into another instrument’s microphone. One advantage to this style of recording is that it permits the musician to participate in a free and spontaneous exchange of ideas with the other musicians. This “instant feedback” actually helps to shape the direction and content of an entire performance. Another advantage is that it enables the performers to balance the music naturally, thereby producing an aural experience on tape commensurate with what is actually taking place in the hall.

For all of the above to succeed, the correct selection of recording hall was critical. In this case, in our pursuit of the appropriate character and acoustics, we decided on The Grande Lodge of the Masonic Hall in New York Gty.

That alone, however, was not enough. After all is said and done, it was the true artistry and expression of Wynton Marsalis, his accompanying trio, and the arrangements of Bob Freedman which breathed new life into these wonderful ballads.          --  Steve Epstein

	Wynton  MARSALIS
	Mr. Jelly Lord (Standard time, Vol. 6)
	1998
	61:55
	Winton Marsalis [tp]; Eric Lewis [p]; Herlin Riley [d]; Reginald Veal [b]; Wicliffe Gordon [trb, tuba, tp]; Lucien Barbarin [trb]; Vessell Anderson [a s]; Victor Gomes [t&s s, cl]; Michael White [cl]; Donald Vapple [g, banjo]; + Harry Connick Jr. [p]; Eric Reed [p].

All Jazz is Modern: The Music of Mr. Jelly Lord
Of this, his latest effort, Wynton Marsalis says, "I wanted to, once again, reiterate the contemporary power of even the earliest jazz. Jelly Roll Morton's [см.] music proves that all jazz is modern. His music captures the full range of New Orleans life. Jelly Roll Morton's music, however, still applies to the New Orleans of today. It is dated neither in form nor feeling."
"In New Orleans, we still play funerals and parades, we still have blues clubs, and we still have the same easy, poetic attitude toward the carnal. We still have the willingness, if the wrong thing is said at the wrong time, to sink all the way back to those ways that underlie the wild side of our reputation. Jelly Roll Morton knew all of that, and the music he wrote and spent so much time meticulously teaching his musicians, has grooves, emotions and forms that exist for the purpose of expressing those powerful New Orleans artistic sensibilities."
"That is why I have always enjoyed playing Jelly Roll Morton's music over the last twenty years. It has taught me a great deal about the meaning of jazz and it always refreshes your understanding of how timeless art is. What makes something art is that it's true for the time in which it existed and remains true in times that follow. Whenever you endeavorto play the music of Mr. Morton correctly, you discover that what he was doing is just as strong now as it was when he created it. His compositions tell the story of the eternal New Orleans, which is the eternal human story, the timeless thing that jazz musicians express when they master blues and swing."
"In or out of jazz, there has never been a major composer who was quite like, or even near, Jelly Roll Morton. Morton was something. He had just about every kind of bad quality a human being could have and just about every trait necessary to prove himself a genius. He was a braggart; he was racially prejudiced; he sold poisonous snake oil door to door; he was a pool shark; he was a pimp; he was a sharp shooter, and he was a man who believed in his art as much as any great artist of any idiom has ever believed in the aesthetic form of choice."

"He was the first who had serious theories about jazz, and all of them were correct. As much of a street thug, hustler, and self-promoter as he might have been, Morton was the initial intellectual to enter the music. His impact was profound, whether it was on those he taught to play as he rambled from state to state or those such as Duke Ellington. All were indelibly touched. Morton understood how form should be manipulated and he recognized the importance of dynamic shifts and improvisations to intensify the quality of compositions. There was a rather direct relationship between his music and his life. Our first great composer of jazz had an epic sense of life. He played in parades, hung out in after-hours joints where the high and the low class gathered to pursue joy. His piano provided the live soundtrack for whorehouse erotic melodramas. He heard the most primitive blues sung by New Orleans dock workers. The worst side of the criminal life was familiar to him and Morton also spoke of women belting out the blues from their doorways. He heard the music of the opera and the symphony and recognized that jazz should contain the best elements of the musical gutbucket as well as the technical penthouse. The mixed parentage of jazz was obvious and it was Morton who recognized the essential significance of riffs and of the Afro-Hispanic rhythms he called 'the Spanish tinge.'"
Wynton Marsalis, who is easily the most gifted and the most sophisticated musician of his generation, has brought together young musicians to play his music just as someone in the European idiom would bring young musicians together to "play the music of the Eighteenth Century, and for the same reason. When you get into the profound, those who started it all or put the first serious refinements on it, or foresaw what could be done by doing everything possible at the time, you not only instruct those performers in ways that will influence whatever they do in whatever style, you also reiterate the fact that in human terms there is no past, only a present when it comes to art. This is what this recording is all about. Here you will witness just how well musicians, who have no problems addressing the sweep of their art, perform the work of Jelly Roll Morton. From the clarity of the ensembles to the swing of the group, to the precision, wit, lyricism, and fire of their improvisations, they achieve victories of the very same quality that they do when Marsalis and his players address any kind of jazz, whether basic, in the middle or all the way out of the frontier where blues and swing are given extraordinary Ainterpretations. Here, with the same kind of authority Kenneth Branaugh brought to his Henry V, Much Ada About Nothing, and Hamlet, they let us know that old and new are only as meaningful as the material and the artists who give it life or fail to do so. In this case, life brims up out of every note, just as Mr. Jelly Lord intended.
--- Stanley Crouch

	Wynton  MARSALIS
	My Jelly Lord
	1999
	61:53
	Wynton Marsalis - trumpet

Eric Lewis - piano

Herlin Riley - drums

Reginald Veal - bass

Wycliffe Gordon - trombone, tuba & trumpet [on "Red Hot Pepper"]

Lucien Barbarin - trombone

Wessell Anderson - alto saxophone

Victor Goines - tenor & soprano saxophones. clarinet

Michael White - clarinet

Donald Vappie - banjo, guitar

Oanilo Perez - piano [on "Mamanita"]

Harry Connick, Jr. - piano [on "Billy Goat Stomp"]

Eric Reed - piano [on "Tom Cat Blues"]

01. Red Hot Pepper

02. New Orleans Bump

03. King Porter Stomp

04. The Pearls

05. DeepCreek

06. Mamanita

07. Sidewalk Blues 

08. Jungle Blues

09. Big Lip Blues

10. Dead Man Blues

11. Smokehouse Blues

12. Billy Goat Stomp

13. Courthause Bump

14. Black Bottom Stomp

15. Tom Cat Blues

	Wynton  MARSALIS
	The Marciac Suite
	2000
	76:37
	Wynton Marsalis - trumpet 

Wycliffe Gordon - trombone 

Wessell "Warmdaddy" Andersen - alto saxophone 

Victor Goines - tenor & soprano saxophone, bass clarinet 

Eric Lewis* - piano 

Farid Barron* - piano 

Cyrus Chestnut* - piano 

Marthaniel Roberts* - piano 

Rodney Whitaker - bass 

Herlin Riley - drums 

Roland Guerrero* - percussion

01
(7:15) Duck

02
(4:36) The Big Top

03
(4:54) Jean-Louis Is Everywhere

04
(6:02) Mademoiselle O'Cascony

05
(6:03) Armagnac Dreams

06
(5:18) Marciac Fun

07
(4:01) For My Kids at the College of Marciac

08
(9:24) Marciac Moon

09
(4:45) D’Artagnan

10
(4:04) Guy Lafitte

11
(3:57) B is for Boussaget (and Bass)

12
(5:50) In the House of Laberriere

13             (9:58) Sunflowers

	Wynton  MARSALIS
	Portrait Of W.M.
	1988
	65:01
	classical project
Baroque music. 1983-1988

	Wynton  MARSALIS
	Carnaval    [classical]
	1987
	56:16
	classical project
Wynton Marsalis [cornet, cornet-a-pistons], Eastman Wind Ensemble, conducted by Donald Hunsberger.

	Wynton  MARSALIS
	Baroque Music For Trumpets
	1988
	47:19
	classical project
Vivaldi, Telemann, Haydn, Pachelbel

	Wynton  MARSALIS
	Barock Duett
	1990 -91
	65:05
	classical project
Wynton MARSALIS / Kathleen BATTLE  
performed compositions by: J.S.Bach, Handel, Stradella 


8. Ramblin' Man

	  Mike Ill: guitar, vocals

  Scotty Hard: turntables

9. Giliad

  Dean Bowman: vocals

  Scotty Hard: turntables

10. Bougarabou

   dj Olive: turntables

   Billy Martin: drums, percussion

11. Eclipse

   dj Olive: turntables

   Marty Ehrlich: flute, tenor sax

   Matt Moran: vibes

   Billy Martin: percussion, whistles, duck calls

	MASFEL
	Angyaltojas – Angel's Egg
	2000
	51:20
	CD Audio + ROM

label: Bahia Music

Драйвовый ураганный психоделический инструментальный jazz-rock-funk

e-mail: masfel@bahia.hu  http://masfel.bahia.hu 

Salamon Eszter [cello]; Barnabas [g]; Lukacs Levente [s]; Hegedus Janos [b]; Ujj Zoltan [d].

1. Heart Shovel

2. Pitbull Terrier

3. Angel's Egg

4. Partichoke

5. Perpetuum Stabile

6. Foreign Matter

7. Funky

	Keshavan  MASLAK
	Keshavan  MASLAK &   Paul BLEY: 

“Not To Be A Star”
	1993 
	63:21
	label: Black Saint

K.M. [a s, cl, poetry]; Paul Bley (cм.) [p].

  It is true of everything on ‘Not To Be A Star’: despite a cohesiveness that might suggest otherwise, all of these performances are free improvisations, with nothing sketched out beforehand, and very little specified verbally before the tape started rolling. This includes even ‘Trying Hard To Be Human’ (#11), on which Maslak half-satirically intones his own poem, as Bley at first supplies treble exclamation points and then segues into a semi-tango that could pass for a brand-new composition by his ex-wife, Carla Bley. “It was the last thing we did (#11), just like on the album, and I asked Paul if he at least wanted to read the poem first,”  Maslak explains.  “He said ‘No,’ and I said ‘Great, I was hoping you would say that!’ Because the point of this date was complete improvisation. A lot of musicians talk about playing this way, playing spontaneously, but when it comes time to do it, they can’t let go, or they finally lack the confidence, or they...”  They just do what they’d do anyway, in a more conventional situation?  “Right. They just do what they would do. They fall back on formula. You can’t do that with Paul.”  Because his style is such that he prods you out of yourself and forces you to listen?  “Yes. He really listens to you, and that forces you to listen to him. As opposed to getting hung up on technique, or trying to push things in an obvious direction. [...] Clarinet was the first instrument I played as a kid and I’ve continued to practice on it over the years, although I never gigged on it until very recently,” Maslak explains. “It has a sensitivity and an emotional purity that you can’t get on saxophone. For many years, I felt too aggressive to play it. Now, I find myself relating to it more and more. That’s probably very good in terms of my musical development, and it could mean that I’m becoming more mature as a human being.”  Whatever its origin, this maturity is evident throughout ‘Not To Be A Star’, especially in Maslak’s keen rapport with Bley. Keshavan has become more reflective without relinquishing any of his fire, and this has resulted in what I think might be his best showing on record so far.

   A few words are in order about Bley, who was on tour in the Middle East and unavailable for comment when these notes were being prepared. Lee Konitz recently said of him, “Paul Bley just has to play a cluster, and if you’re in any sense willing to, you can go right out on it.” That’s because Bley implies a multiplicity of harmonic options with that one cluster — or often, with just one note. Meanwhile, his rhythmic sophistication enables him to create the illusion of phrasing the silences between notes, and this in turn blesses even his most jagged or fragmented lines with a sense of melodic continuity worthy of comparison to Monk’s or (not to limit the discussion to pianists) to Ornette Coleman’s or Lester Young’s. For thirty years now, Bley has been the role model for the legion of pianists seeking a middle ground between Bill Evans and Cecil Taylor, and it says more about the jazz audience than it does about him that his is less of a lionized name than theirs. No that Bley is an obscure figure: in terms of sheer volume, his recorded output rivals that of Oscar Peterson, a fellow Canadian whose trio he once inherited. Unlike Peterson, however, Bley has never settled into routine: there’s no such thing as just another Paul Bley album, and along with his other qualities, his willingness to go out on a limb makes him an ideal duet partner. Like Don Pullen’s, Bley’s style might be described as “inside-out”, which is to say that although his phraseology in bebop-derived, he eschews bebop’s usual chordal formats. On ‘Not To Be A Star’, his playing is literally inside-out: he spends a good deal of time with a least one hand under the piano lid, plucking or holding down wires. Although this is a technique more associated with the classical avant-garde than with jazz, Bley is a past master of it, as attested to by concert tapes that have recently surfaced of his work with the Jimmy Giuffre 3 of the early 1960s. But he’s never indulged his abilities in this direction as freely as he does on ‘Not To Be A Star’, and I doubt that any pianist has ever employed the technique to such percussive and deleriously humorous ends as Bley does behind Maslak’s alto toward the close of ‘Try Hard Not To’ (#7).

	Keshavan  MASLAK
	Keshavan  MASLAK  &        Katsuyuki  ITAKURA: “Excuse Me, Mr. Satie”
	1994 
	61:40
	label: Leo

Keshavan Maslak [cl, ss, ts, noises, voice], Katsuyuki Itakura [p]. 

 [Вещи Сати следуют через одну, начиная с первой; между ними — импровизационные произведения исполнителей и Kenny Millions]
   “I have put into it everything I know about boredom.” — Erik Satie.

   “I have added to it all the absurd non-jazz elements that I passionately could think of at the moment.” — Kenny Millions.
   “We offer you the first of its kind; An improvisatory development of Satie’s music, interspersed with our own compositional ‘excuses’. Since Erik Satie (1866-1925) is considered to be the first avant-garde composer, we are presenting these explorations in the spirit of the avant-garde. Finally all we can say is, “Excuse Me, Mr. Satie”. We hope you have enjoyed being together with us as much as we have enjoyed being together with you!

Excuse me for being

Excuse me for being

             myhappyself

We humbly dedicate this recording to all those people who already dislike us. Please have a beer with our compliments!” 

— Keshavan Maslak.

	Keshavan  MASLAK
	Loved By Millions
	1994
	45:57
	label: Leo

KESHAVAN MASLAK with SUNNY MURRAY and JOHN LINDBERG

all compositions by Keshavan Maslak

1. Compulsive lust  9'14

2. Lovely friends  3'03

3. Loved by millions  8'08

4. Dida  3'13

5. Bukowski in love  4'37 

6. Romance in the big city  7'30

7. When you look at me, I want to vomit  4'06

8. A thrill a minute  5'25

love and romance for all

i do it all for the trouble it gives

love and romance you would

just give me that think there

i’m a sucker for it should be a better way

what am i going to do 

there is with a house in 

i live for someplace nice-and-psychotic 

the affection (do the latest craze 

and the warmth slash your wrists

some of it watching demolition derby

all of it on t.v.)

K.M.

	Keshavan  MASLAK
	Sergey KURIOKHIN & Keshavan MASLAK: 

“Dear John Cage”
	1996
	49:50
	label: Long Arms. Rec.: Jan. 17, 1996, Florida, USA.

Sergey Kuryokhin (см.) [p]; Keshavan Maslak [bamboo flute, altered miniature guitar].

e-mail: maslak@bridge.net 

1. Dear John   24’38’’

2. Cage   25’12’’

«Огромное количество ментальной энергии носилось в воздухе каждый раз, когда приходилось быть в одной комнате с Сергеем. Он был целиком поглощён творческим процессом постоянного поиска смысла и сущности жизни во всех её проявлениях. Поэтому я и искал с ним общения независимо от того, как далеко друг от друга мы находились» -- К. М.

	Keshavan  MASLAK
	Kenny MILLIONS (Keshavan MASLAK) & Otomo YOSHIHIDE:

"Without Kuryokhin"
	1996
	49:55
	label: Long Arms, 1999. http://www.avantart.com/longarms 

Kenny MILLIONS [s, cl, g, v]; Otomo YOSHIHIDE [sampler].

Otomo YOSHIHIDE – см. тж. в 'Alternative'; тж.: GROUND  ZERO.
Постмодернизм

"..."Без Курёхина" -- так назывались эти концерты. Но назывались они неправильно. На самом деле много лучшим было бы название "С Курёхиным", потому что он был на сцене! Казалось, что дух Курёхина управлял всем, что происходило. И именно поэтому рецензия на концерт в одной из московских газет называлась "Послание Сергею Курёхину от Сергея Курёхина".

	Keshavan  MASLAK
	V.VOLKOV / S.KURIOKHIN / K.MASLAK:

"Jet Lag" (Время вперёд)
	1997
	49:28
	label: Solyd Records, 2003

Collective improvisations by the musicians

Sergey Kuriokhin [p, k, v]; Keshavan Maslak [s, g, v]; Vladimir Volkov [double bass]; Alexander Mashin [d].

Rec. in 1996 at the Lenfilm studios, and live at the JFC Club in winter 1997 (#3, 7, 8). Mixed by Arkhipov/Kurashov/Volkov

	MASQUALERO
	Bande A Part
	1985 
	41:31
	label: ECM

Nils Petter Molvaer (см.) [tp], Arild Andersen [b] (см.), Tore Brunborg [saxs], Jon Balke [p, synth], Jon Christensen [d, perc].

	MATALEX
	Jazz Grunge Tour (Live ’96)
	1997
	72:04
	funk / fusion
label: Lipstick rec. / Alex Merck Music (Koln)

Matalex (Mat + Alex) is: Alex Gunia [g]; Mat Junior [p, organ, k]; Arnd Geise [b]; Jost Nickel [d]; + Randy Brecker [tp].

Превосходны и музыка, и игра, и мощный саунд (причём, этот концертный альбом звучит значительно лучше, чем предыдущие студийные).

  The 3rd Matalex album. And it’s a real live recording. A little unusual after two studio albums, but since live-playing is the largest and the most enjoyable part of Matalex, we really wanted to capture some of the special atmosphere during our concerts and share it with you, the listener. [...] With Randy Brecker as the 5th musician during the ‘Jazz - Grunge - Tour’ we’ve had one of the most famous and important Jazz-innovator in the band. He gave us lots of his unique spirit and talent. [...]

	MATERIAL                        
	Secret Life
	1980
	61:58
	Material would be something special in any era but their brand of modern jazz stands a great chance of clicking with anyone who has started approaching the genuine article via the haphazard noodlings of all those cats who drop the names of Ornette Coleman and James Brown as if the very breath guaranteed musical integrity.

[Группа B. Laswell’а (см. тж.: Laswell, Last Exit, Pain KIller, Massacre, Golden Palominos, Zorn). Эти же музыканты участвовали  в проектах Herbie Hancock’а “Future Shock”, “Sound System”]

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

one-track recording

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

DISCOURSE, BETWEEN THE HYPHENS: MATERIAL FOR A NIGHT

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

-- Steve Lake, September 1993

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

Produced by Bill Laswell.

1. REALITY (5:15)

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

2. PLAYIN’ WITH FIRE (5:14)

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

3. COSMIC SLOP (5:15)

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

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

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

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

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

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

MUSICIANS: 

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

ROBBIE SHAKESPEARE: BASS
NICKY SKOPELITIS: GUITAR & FAIRLIGHT

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

BRASS SECTION:
ARRANGED & CONDUCTED BY HENRY THREADGILL 

OLU DARA: CORNET & AFRICAN TRUMPET 

JOE DALY: BARITONE HORN 

RICHARD HARPER: EUPHONIUM 

MARCUS ROJAS: TUBA 

JOEL BRANDON: WHISTLING

STRING SECTION:
MATERIAL STRINGS ARRANGED & CONDUCTED BY KARL BERGER

HORN SECTION:
FRED WESLEY: TROMBONE 

MACEO PARKER: ALTO SAXOPHONE 

PEE WEE ELLIS: TENOR SAXOPHONE

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

JALALUDDIN MANSUR NURIDDIN: VOCALS (THE LAST POETS) 

SHABBA RANKS: VOCALS 

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

->MOSCOW ART TRIO

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

	MATERIAL
	Memory Serves
	1992
	43:00
	Bill Laswell, Fred Frith (см.); Henry Threadgill (см.: Threadgill; AIR); Henry Kaiser (см.); Sonny Sharrock (см. Sharrock; Last Exit); N.Skopelitis (см. Sharrock / Skopelitis); Anton Fier; George Lewis; Olu Dara; and oth

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

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

Produced and Arranged by Bill Laswell.

1. Black Light

2. Mantra

3. Ruins (Submutation Dub)

4. Eternal Drift

5. Words of Advice

6. Cucumber Slumber (Fluxus Mix)

7. The Hidden Garden / Naima

8. Shadows of Paradise

	MATERIAL
	Intonarumori
	1999
	65:18
	alternative + hip hop 

label: Axiom / Palm Pictures (USA)  www.palmpictures.com  www.rykodisc.com 

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

Engineering: Robert Musso 

	(MATERIAL)
	Manu   DIBANGO: 

Bao Bao
	1992
	51:32
	Mau Mau (Demon Records)

Produced by Bill Laswell for ‘Material’.

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

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

	Keiko/Kazu MATSUI – см. в конце файла 'Classics'
	
	
	
	

	David  MAXWELL
	Maximum Blues Piano
	1997
	66:21
	funk / blues / boogie – instrumentation.

D.M. [p, organ, arrangements] with guitars, horns (Ray Green [tp] a. o.) and the rhythm section.

  John Lee HOOKER: «A really good record. One of the best. I don’t think anyone could be tighter playing the blues on the piano than David Maxwell. He plays the blues like it should be played. He plays the low down dirty funky blues – you hear the piano ring. He’s got it all together.»

	Lyle  MAYS  with                 Marc JOHNSON and   Jack DeJOHNETTE
	Fictionary
	1993
	65:37
	label: Geffen

Lyle Mays [p], Marc Johnson (см.) [b],  Jack  DeJohnette (см.) [d]. Produced by Pat Metheny.

	M - BASE COLLECTIVE
	Anatomy Of A Groove
	1992 
	54:59
	free jazz / funk
label: DIW

Cassandra Wilson (см.), David Gilmore (см. Strata Institute, Lost Tribe, Cassandra Wilson), Steve Coleman (см), Marvin “Smitty” Smith, Reggie Washington, Kevin 'Bruce' Harris, Greg Osby, Graham Haynes (см.), James Weidman, Andy Milne, Jimmy Cozier, Mark Ledford.

producer: Steve Coleman

	(M - BASE COLLECTIVE)
	STRATA  INSTITUTE (from series “M - BASE COLLECTIVE”): “Transmigration”
	1991 
	68:51
	neo-bop

label: DIW

Steve Coleman [a s]; David Gilmore [g]; V. Freeman [t s]; Greg Osby [a s]; Kenny Davis [ac b]; Marvin “Smitty” Smith [d].

	(M - BASE COLLECTIVE)
	COLEMAN, EUBANKS, OSBY, WILSON:

"Flashback On M-Base"
	1993 
	59:08
	free jazz / funk

label: JMT

Cassandra Wilson [v]; Steve Coleman [a s]; Graham Haynes [tp]; Robin Eubanks [trb]; David Gilmore [g]; Jean Paul Bourelly [g]; Gery Allen [k]; Lonnie Plaxico [b]; Mark Johnson [d]; Steve Thornton [perc]. 

	MC  900  FT  JESUS
	One Step Ahead Of The Spider
	1994
	56:39
	funk / jazz-rock

Chris McGuire [t s, s s, b clar, flute]; Dave Palmer [p]; Mark Griffin [g, k, tp]; Vernon Reid (см.) [g]; Drew Phelps [b]; Earl Harvin [d]; Mike Dillon [perc, congas]; Nikhil Pandya [tablas]; Rajiv Chakravarti [tamboura].

	МДРу2 (и Ру2) – см. в ‘Alternative'
	
	
	
	

	John  MEDESKI
	David «Fuze»  FIUCZYNSKI   & John  MEDESKI: “Lunar Crush”
	1994
	57:00
	Интервью с Medeski (на русском, 2002) см. в файле 'AAAAAA'

John  MEDESKI -- см. тж. с Javon JACKSON; Dougie BOWNE; SEX MOB; Samm BENNETT (в ‘Alternative’); John SCOFIELD -- "A Go Go", "Uberjam"; John ZORN (в ‘Alternative’); The DIRTY DOZEN BRASS BAND (1999); Salif KEITA "Papa" 1999 [в 'Africa']; MORPHINE [в ‘Acid’]; Susana  BACA (в ‘Latina’); John LURIE ("the legendary MARVIN PONTIAC greatest hits"); CHOCOLATE GENIUS (в 'Alternative'); Marc & Greg  RIBOT “Marc Ribot Y Los Cubanos Postizos  (The Prosthetic Cubans)”; John ZORN's Emergency; LIMINAL LOUNGE; Billy MARTIN;
Down Beat 48th Annual Critics Poll: Electric Keyboard Of The Year (2000)
Free-fusion.

label: Gramavision (Rhino Records), NY

David Fiuczynski (см. тж. c: Hasidic New Wave) [g]; John Medeski  [k]; Fima Ephron [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.

	John  MEDESKI
	MEDESKI, MARTIN & WOOD: 

“It's A Jungle In Here”
	1993
	55:16
	Chris WOOD – см. тж. с: Stanton MOORE; Karl DENSON; 

Billy MARTIN - см. Billy MARTIN; TIN HAT TRIO ('Alternative');

MEDESKI, MARTIN & WOOD – см. тж. с: Oren BLOEDOW

label: Gramavision (Rykodisc)

John Medeski [organ, p, Wurlitzer, horn arrangements]; Billy Martin [d, perc]; Chris Wood [b]; + Marc Ribot (см.) [g]; Steven Bernstein (см.) [tp, fl h]; Josh Roseman [trb]; Jay Rodrigues [t&a s]; Dave Binney [a s].

It's a jungle in here. Rhythms never heard before insinuate themselves with gradually increasing force until they have infiltrated every cell, every drop of moisture, all things seen and felt. They grow and expand, capture light, and melodies, and weave them into fer​tile layers to support lush proliferating life. Entering this jungle, you will always travel a solitary path. Dense foliage parts to beckon and then swallow up individual explorers and no one may follow. Track the rhythms to their source in darkness. The black soil yields its unimaginable secrets. Magnificent, nature's unbiased genius: a whirling storm in a cas​cade of silence, each panicle is a tone; an expression of life, color, art. Here is where profound healing unlocks ancient memories. Sunflowers grow 10 feet tall. There is also fire. Songs of untamed creatures soar above the trees and prowl the jungle floor: DNA encoded in melodies telling their stories, memorizing yours for future generations. The low baseline pulsing of streams carry gold dust and minerals from sources in sur​rounding mountains and find their destina​tions in the mysterious pools of unlit swamps. They animate those powerfully growing things, recognizable and not, whose roots reach far into the unconscious. Swim upstream to civilization. There are carnivals and funerals, somnambulists and lucid dreamers... and rooms full of plants: descendants of jungle dwellers in their new jungle homes.

	John  MEDESKI
	MEDESKI, MARTIN & WOOD:

"Friday Afternoon in the Universe"
	1994
	66:36
	label: Gramavision

John Medeski [organ, p, Wurlitzer, clavinet]; Billy Martin [d, perc]; Chris Wood [ac b, harmonica, wood flute]; + Danny Blume [g]; Tonino Benson [raygun, v]; Carl Green [Thai flute].

	John  MEDESKI
	MEDESKI, MARTIN & WOOD:

"Shack-Man"
	1996
	54:49
	label: Gramavision

John Medeski [Hammond B-3, Clavinet, Wurlitzer el p, Pianet T, toy piano, Yamaha CSO1II]; Billy Martin [d, perc]; Chris Wood [ac&el basses, g].

1. IS THERE ANYBODY HERE THAT LOVE MY JESUS 4:27

2. THINK 5:16

3. DRACULA 4:16

4. BUBBLEHOUSE 4:27

5. HENDUCK 4:38

6. STRANGE OF THE SPIRIT RED GATOR 7:06

7. SPY KISS 4:22
8. LIFEBLOOD 7:06 

9. JELLY BELLY 4:42 

10. NIGHT MARCHERS 4:26 

11. KENNY 4:43

	John  MEDESKI
	MEDESKI, MARTIN & WOOD: “Combustication”
	1998
	66:48
	label: Blue Note

John Medeski [k]; Billy Martin [d, perc]; Chris Wood [basses, bass drum]; + DJ Logic (см. в 'Acid')(#1, 3, 10).

"Превратившееся за год-два из почти подпольной группы в культовый состав, трио Мартин-Медески-Вуд за​писывается на престижных лэйблах "Verve" и "Blue Note". Их провокационный, эклектичный джаз-фанк-хипхоповый стиль благода​ря хаммонд-органу приобретает временами ещё и блюзовые кра​ски, заставляя молодёжь танце​вать, а "старичков" ностальгически кивать головами и притопы​вать, подчиняясь необузданной энергии этой музыки. Кроме того, к трио временами присоединяет​ся диджей." -- Jazz Квадрат

	John  MEDESKI
	MEDESKI, MARTIN & WOOD: "Combustication Remix EP"
	1999
	35:19
	label: Blue Note

Remixed by Bill Laswell, Yuka Honda, DJ Logic, a. o.

acid jazz

	John  MEDESKI
	MEDESKI, MARTIN & WOOD:

“Tonic”
	2000
	69:44
	label: Blue Note   www.bluenote.com 

**** --- Down Beat, Aug. 2000
Personnel: 

John Medeski – piano, melodica 

Billy Martin -- drums, percussion, mbira 

Chris Wood – bass

www.mmw.net 

Rec. 1999. Thank you: Federico Cribiore, John Zorn, Bob Moses, [...]. 
TONIC: Invocation (MMW); Afrique (Lee Morgan); Seven Deadlies (MMW); Your Lady (John Coltrane / arr. Bob Moses); Rise Up (MMW); Buster Rides Again (Bud Powell); Thaw (MMW); Hey Joe (W.M. Roberts).

TONIC is a special place, situated in New York’s Lower East Side and operated by Melissa and John Caruso Scott, it opened in the Spring of 1998, providing an alternative for New York’s downtown performing artists. Curated monthly by musicians ranging from John ZORN to Thurston MOORE, it quickly became popular. MMW first appeared there on July 4, 1998 and played a completely improvised set that still ranks among my favorites. The club is a small and unassuming building that was formerly a kosher winery. Tonic’s beauty is its intimacy: the musicians are right there – so close you can literally touch them; the sound is natural and unadulterated. MMW’s first album, “Notes from the Underground”, was recorded in their original acoustic format: piano, bass and drums. However, when the band started touring in the early 1990’s, the size, fragility and logistics of carrying an acoustic piano dictated that they discover electric alternatives. I consider this to be when the essence of MMW was born: the live experience – complete with its freedom, energy, groove and, most importantly, creativity. For me the attraction of their music is based in this total lack of complacency and ego, this desire to constantly explore and the feeling that they are never satisfied and would rather risk it all to keep growing.

Over the years the live electric side of MMW has continued to develop and flourish. Yet for both the band and their fans, the desire to return to the acoustic setting has never waned. It is MMW’s heart and soul, their beginnings; and may be most importantly, their original vision.

I will not comment on the music that was produced as you have the record in your hands. All I will say is that it is special. I hope you enjoy it as much as I do.

----  Federico Cribiore

Remember when The Big Gundown came out? John Zorn's valentine to Morricone was both respectful and wry, approachable and absurd, clarifying his interpretive intentions in an instant. So complete was the record's surreal cosmopolitanism, it in some ways devalued his previous work. "Here it is," scenesters carped, "this is what he's been tryin to say."
Persistent adventurousness is great, but art has the most impact when all the experimenta​tion finally gels. I'm thinking Tonic is that moment for Medeski Martin &. Wood. For years now, the trio's music has been based on the breadth of its members' interests, and at certain points the combination of those inter​ests seemed a tad contrived—for instance, last year's venture into turntablism. But Tonic's return to an acoustic setup has roused the coherence of the band's concerns. They want to strut, they want to drift, they want to flail. On this glorious live album, each of these notions coincides with a very natural aplomb.
Coincide is a key word here, because throughout the record the trio displays a deeply synchronized rapport. Their rep as the day's dominant groove-prov unit has been built on their expertise in intricacy, but acoustic music demands even more concern for detail. MMW are up for the challenge. On Lee Morgan's "Afrique," during forays by bassist Chris Wood, pianist John Medeski feeds his pals a handful of trinkle-tinkle phrases that gleefully decorate the action. Simple enough— jazz is supposed to be conversational, right? But take it from someone who spends a lot of time in clubs: You can't imagine how seldom such things happen. Here, the democracy sounds like a mission statement.
It's a revelation of sorts, because in the past there have been moments when the groove MMW’s constituency adores has become over​bearing. You know: nice improvisational nuances swamped by the larger demands of funk. But Tonic is a testament to intricacy; even the subtlest of ideas gets its moment in the spotlight. The center of "Rise Up" gives way to a Medeski solo section that sprouts organically and does its job—providing a refreshing shift in dynamics—without fanfare.
The band's pop knowledge boosts them up the ladder when it comes to appreciating melody. The theme of Trane's "Your Lady" is so catchy and gentle, it could have been a Carpenters hit. And when they glide into Bud Powell's "Buster Rides Again," it's as instantly pleasurable as a Beatles tune. Adjoining such pieces with comparatively abstract ruminations such as "Thaw" explains just how taken they are with both texture and tunes.
One last compliment. These guys have their accents down cold. Punctuations are all judi​ciously positioned. The music steadily shifts to accommodate the emotion at hand. Like anoth​er classic live disc recorded in lower Manhattan, Keith Jarrett's Fort Yawuh, this record not only provides a telling portrait of its creators' collective imagination, but of their craftiness as well.
With Tonic, MMW have turned a corner. Or perhaps a better way to put it is they've widened their circle. The budding intuition they displayed when they last recorded acoustically, on 1992's Notes From The Underground, has realized itself in the form of consummate team-​work. Several nights of these performances were recorded. Let's hope some of the other music finds a way of reaching the public.
—Jim Macnie
Хорошо, что этот диск вышел. Да и вообще, он не мог не выйти. Про​тивостояние самоназвавшихся «молодых львов» с новаторами лю​бого толка — и электрического джаз-рока, и авангардного фри-джаза — вроде бы закончилось по​бедой первых, когда на пост дирек​тора Джазового департамента в Линкольн-центре, то есть фактиче​ски — министра американского джаза, был назначен Уинтон Марсалис — трубач, композитор и орга​низатор. В общем, музыкант во всех отношениях очень одарён​ный, но совершенно четких сверх-консервативных взглядов. Похо​же, что к концу века оба крыла оп​позиции Марсалису начали объе​диняться. Во всяком случае, те, кто до последнего времени прославил​ся электрическим фьюжн, фанком и роком, в частности, культовое трио Джон Медески (клавишные), Билл Мартин (ударные) и Крис Вуд (бас), совершенно демонстративно перешли к авангарду. Медески, Мартин и Вуд после восьми лет фанковой электрификации и трип-хоповых ремиксов с Джоном Скофилдом и Шоном Оно Ленноном (да-да, сыном) вернулись к акусти​ческому формату своего первого альбома 92-го года «Notes from the Underground» («Записки из подпо​лья»). И даже пошли дальше. Запи​санный live (что тоже для трио но​вость) в новом нью-йоркском клу​бе «Tonic», что открылся недавно в центре нью-йоркской богемы Даунтауне, альбом, тем не менее, вы​держан не в американской, а евро​пейской стилистике: здесь и ро​мантический напор Иоахима Кюна, и экспрессия Ирэн Швайцер, и масштабность трио «Афрогараж», и стилистические эскапады в духе Ганелина - Тарасова. И играет-та​ки Джон Медески не только на ро​яле, но и на клавишной губной гармошке-мелодике. Совсем как Ми​ша Альперин. Пока, этот альбом -- главное джа​зовое достижение последнего года уходящего века. --- Дмитрий Ухов, «Салон АВ»

	John  MEDESKI
	MEDESKI, MARTIN & WOOD:

“The Dropper”
	2000
	51:21
	Down Beat 48th Annual Critics Poll: Electric Jazz Group Of The Year (2000)
label: Blue Note

MMW news and updates, concert listings, and more info – visit www.mmw.net 

John Medeski [k]; Billy Martin [d, perc: ciuca, berimbau, bass drums, gongs, mbira, talking drums, repique, reco-reco, lenga, woodblocks, agogo bells]; Chris Wood [basses: acoustic, electric and baby bass]; Marc RIBOT (см.) [g]; Illy B Uses [Zildjian cymbals & gongs, regal tip “BG” sticks]; Peter Englehardt [metal perc]; Marshall Allen [a s (#4)]; Eddie Bobe [congas (#4)]; Paula Potocki [surdo (#10)]; Charlie Burnham [vln (#11, 13)]; Joan Wasser [vln (#13)]; Jane Scarpantoni [cello (#13)].

1. We Are Rolling

2. Big Time

3. Felic

4. Partido Alto

5. Illinization

6. Bone Digger

7. Note Bleu

8. The Dropper

9. Philly Cheese Blunt

10. Sun Sleigh

11. Tsukemono

12. Shacklyn Knights

13. Norah G

«Запись очень необычна. Если возможно существо​вание джазового панка, то это именно он и есть. Звучание нарочито грязное, «овердрайв» во всем. Ухающие барабаны, жирный бас и совершенно отстраненные звуки органа хаммонд, гитары и чего-то еще синтезаторно-электронного. Скорее джазовый авангард, эксперименты. Слушать все это тяжело, но не очень. Бывает намного хуже. Все композиции, соответственно, тоже их.» --- Play [Рецензент журнала явно почувствовал себя не в своей тарелке с этой музыкой. Забавно. А что касается джаз-панка, с удовольствием порекомендуем вам также проект BLUTH (см.)]

	John  MEDESKI
	MEDESKI, MARTIN & WOOD:

“Uninvisible”
	2002
	50:25
	label: Blue Note

JOHN MEDESKI:
Hammond AIOO organ, clarinet, Fender Rhodes, Wurlitzer, Hohner String Ensemble, Mellotron, acoustic piano, Melodica, Mini-Moog, Super Genie Stringer, Sequential Circuits Pro-One.
BILLY MARTIN aka illy B:
drum set, talking drums, bata, burundi drums, bells, pods, triangle. 

CHRIS WOOD:
acoustic and electric basses.

GUEST MUSICIANS:

EDDIE BOBE – congas, bata, shekere, bottle & bell (5, 6)
DJ OLIVE - turntables (3, 14), Antibalas horns 

AARON JOHNSON - trombone
JORDAN McLEAN - trumpet and flugelhorn 

MICHAEL HERBST – baritone saxophone & bass clarinet 

STUART D BOGIE - tenor sax and contra alto clarinet 

TODD SIMON - trumpet and flugelhorn (1, 10) 

COL BRUCE HAMPTON - vocals (3) 

DJ P LOVE - turntables (4,6,7,13) 

DANNY BLUME - guitar (4,14), baritone guitar (4), and ambient guitar (6,10)
BRAD ROBERTS - vocals (8) 

SCOTTY HARD - Nomad Rhythm Maker (5,13), rhythm guitar (6), turntables (12), and feedback  (3)
К ЭТОМУ CD интервью со вводной статьёй (на русском) см. в файле 'XTRA_ESSAYS'; прочитайте обязательно! – весьма содержательный текст.

PLAY рекомендует: *****

Нью-йоркское экспериментальное джазовое трио отмечает свое десятилетие завораживающим альбомом, к которому очень просто подбирать определения и эпитеты. Нуарный джаз-фанк, авангардный эйсид-джаз, прогрессивный дарк-фьюжн, пост-боповый поп — чем страннее, тем лучше, и тем проще будет составить предварительное впечатление о пластинке вам, тем счастливчикам, у которых прослушивание диска еще впереди. Немудрено смешать в одном коктейле несчетное количество ингредиентов, но большое искусство состоит в выборе последовательности и меры.

Медески, Мартин и Вуд таким искусством обладают. Не случайно вся троица на обложке одета в итальянские маски — по духу альбом "Uninvisible" больше всего напоминает венецианский карнавал, самый загадочный, мистический, странный и притягательный на земле. Короче говоря, Майлз Дэвис очень высоко бы оценил. Оцените и вы. Hammond B-3, контрабас, ударные и еще куча народу с дудками, гитарами и вертушками. Весьма возможно, что завтра все модные и "продвинутые" ночные клубы станут крутить именно это.

--- Play

	John  MEDESKI
	The WORD
	2001
	48:12
	label: Ropeadope Records (New York)  www.ropeadope.com 

distributed by Atlantic Records  www.atlantic-records.com 

For some history, see Sacred Steel, Sacred Steel Live and other fine recordings at arhoolie.com

For the word on The Word, see ropeadope.com and whatistheword.com

For more info on these fine artists, go to mmw.net, nmallstars.com and robertrandolph.net

John MEDESKI [k] with THE NORTH MISSISSIPPI ALLSTARS: Robert Randolph [pedal steel guitar]; Luther Dickinson [g]; Chris Chew [b]; Cody Dickinson [d, electric washboard].

The word behind The Word

The "gospel record." That's how it was known for about two years back when it was just an idea. And with the fellas that were dreaming this dream, namely John and Luther, lots of great ideas come and go without ever making it out of the moment due to the constraints of time and reality. But the gospel record was blessed from its inception. From the day it was born in the back of a tour bus sometime in '98 the idea had the benefit of divine intervention lurking from all corners. It was meant to be. And when the final sign was sent and received some three years later, the gospel record became a reality. After a long search for the proper name (big up to big Chris) we are all very grateful for having the opportunity to present The Word to you.

The word behind The Word? Great minds think alike, like minds think great. And after spending some time together on the road John and Luther (with obvious nods of approval and enthusiasm from Chris and Cody) started sharing musical influences and dreams. The first sign came upon the discoverv that both camps had Sacred Steel (an obscure release on the Arhoolie label that paid homage to the venerable House of God church's bluesy style of gospel music played on the steel guitar) in heavy rotation. Lightning struck when the idea for an instrumental gospel record crossed their telepathic radar screens. This had to happen. So when the tour ended, the two remained pen pals, studying their History and sharing their musical research.

Somewhere in this pursuit of gospel, Chris Chew (himself a musician born in the church) turned Luther onto a second Arhoolie recording - this one entitled Sacred Steel Live. Track six of this record was an old spiritual entitled "Without God" played by a young newcomer named Robert Randolph. Three notes into hearing this tune for the first time, lightning struck again and Luther would never hear his instrument the same way.

Time passed and the centuries changed. While John and Luther were busy leading bands of their own, news of the "gospel idea" began to spread slowly. At the urging of ropeadope (and the gracious cooperation of the many managers, record labels and various other personalities involved), plans were set to experiment with some recordings. The concept? Turn MMW's Shacklyn Studios into a church for one week. Luther would bring his brothen Cody and Chris, and John would bring long-time collaborator Scotty Hard to man the boards. Everyone would bring a bag (of ideas), the tapes would roll freely, and the rest would be improvised. More time passed.

Two weeks before recording was set to begin, the Allstars were scheduled to play the Bowery Ballroom. By this time, Lather's obsession with Robert Randolph was reaching a fevered pitch - and he still had only heard that one song! Light shined on tins collective path (again) when sometime in late summer, Eric "Roscoe" Amble gets a knock on his studio door from a young pedal steel player named Robert Randolph wanting to record some demos. Roscoe hears this kid who is 22 and living in north Jersey and is simply blown away. He decides to get it down on tape and makes sure to have copies on hand when he hits the road playing guitar for Steve Earle a few weeks later. Coincidentally, while Roscoe gives Robert's demo to Luther (his old friend) as they cross paths on the road, a demo ends up with the folks that book the Bowery Ballroom. With Luther completely unaware until Robert shows up, the Bowery has fatefully arranged for Robert to warm up for the Allstars that very night.

And with John, Luther, Chris and Cody perched 10 feet away, Mr. Robert Randolph and his cousins, the "Family Band," got up on that stage (their first time ever outside of church) and proceeded to burn the house down. A star was bom. The experience was something undeniably special and it was shared by every person in the room, including the gospel crew, who promptly rushed Robert at he left the stage. "Maybe you could sit in with us on this record we're working on?" Lightning had struck for a third time.

So it was October. Indian summer in the city. The center at the universe was living uo to its name as the Mets and Yankees took us all back on a trip through time. The subway series kept all eyes away from Brooklyn. Luther, Cody and Chris flew in from Mississippi and settled into the charming Holiday Inn Chinatown where Cody quickly found a Halloween costume (a Chinese dragon outfit). John just got back from a long tour and was settling back into his East Village digs. Robert was working his day gig as a law clerk so most of the recordings would have to be done it night. 

The gospel began with two days of "rehearsals" - John, Luther, Cody, and Chris doing some musical brainstorming, playing around with different traditional hymns and basically just getting a feel for the general direction. On day three Robert showed up with his guitar and it quickly became obvious that this was going to be more than a concept record - the five guys instantly became a band.

It only took three days to finish the raw tracks. John and Luther remained long after the last notes were recorded. Both were unable to sleep and both were blown away by the music that they had helped create. The tapes were duplicated and everyone went home with a souvenir. Plans were quickly made for this band to reunite for live shows, in the months that ensued, songs were edited, sequenced and mixed by John and Scotty with long distance input from Luther and Cody. A few weeks before the record was set to go to press, big Chris Chew FINALLY named the band, the record, the gospel: the WORD. As Chris was known to say …"can't wait to get to church and get me some of that word!" That's how this story ends – and begins.

Notes on the music

Since the Sacred Steel recordings played a large role setting The Word into motion, it makes sense that they start with songs from that pool. "Joyful Sounds" followed by "Call Him By His Name" kick off the disc. Both the jubilant "Sounds" and its bluesy companion appeared on the first Sacred Steel compilation and were written by the late Glenn Lee. Sadly, Glenn had passed away between the Bowery show and The Word recording sessions. The inclusion of these songs is a fitting tribute to his artistry. "At The Cross" is a House of God church mainstay while "Without God" gives the guys a stab at Robert's signature tune from the Sacred Steel Live release. In the Allstars' tradition of paying homage to their North Mississippi hill country roots, they laid down well known traditional tones "Blood On That Rock," "I Shall Not Be Moved" and "Keep Your Lamp Trimmed and Burning". "Blood" explores the region's lilting fife and drum sounds. "Moved" and "Lamp" were made famous by native sons John Hurt and Fred McDowell, respectively. After the old Albert Brumley chestnut "I'll Fly Away," the last grouping of songs ("Waiting On My Wings" and "Untitled") are originals, composed in the studio and combining the uplifting spirit of traditional gospel with the improvisational exploration for which these artists are known.

	John  MEDESKI
	MEDESKI, MARTIN & WOOD:

“End Of The World Party [just in case]"
	2004
	53:56
	multisession CD (Copy Controlled – как бы - ☻☺☼)

label: Blue Note

JOHN MEDESKI: keyboards
BILLY MARTIN aka illy B:drums & percussion 

CHRIS WOOD: basses
web site: www.mmw.net 

GUEST MUSICIANS:

Marc Ribot (см.): guitar

Steven Bernstein (см.): slide trumpet

Briggan Krauss (см.): saxophone

John King: a little of this, a little of that

Medeski Martin & Wood «End of the World Party (Just in Case)» (EMI)
Нью-йоркские импрови​заторы выдали очеред​ную дозу пойманного на лету наслаждения. Как же досадно, что нет возмож​ности послушать эту программу живьем, и о российских гастролях MMW пока ничего не слышно. Альбом продю​сировал магистр студий​ных технологий Джон Кинг, записывавший в 90-е годы Бека, The Rolling Stones и Beastie Boys. На пластинке от​метился безумный гитарист Марк Рибо. Все это отчетливо слышно в ко​лонках. Но наблюдать своими глазами рожде​ние зафиксированных здесь многослойных джаз-фанковых построе ний было бы великим ме​ломанским счастьем.

-- Weekend

	Brad MEHLDAU
	Places
	1998
	69:32
	Brad Mehldau [p]; Larry Grenadier [b]; Jorge Rossy [d].

All compositions by Brad Mehldau
It seems like the grandeur of a place only reveals itself after I've left it. Memory can make a location more 'real' than it ever was in reality. For instance, there's the scent of an object that's been brought home from somewhere far away. (It could even come from a silly item like the bug spray or deodorant that was bought and used during a vacation.) When I smell it again at home, after some time has passed, I am allowed a glimpse of something essential to my experi- ence of that place, something that was either previously hidden or didn't exist. What wells up inside me is an incredible feeling of possibility, one that's strong in a way that dislocates me from my immediate surroundings. It's all very strange. I'm not 'missing' something if that something is only being revealed to me for the first time. Furthermore, the sense of possibility doesn't involve hope of what that possibility may be. It involves a deep recognition of possibility in itself, laid bare. 'Hope' and 'missing' are thrown into a kind of relief and appear strangely similar. They both only gain currency when they deal with something transient - myself. But in these moments, neither the past nor the future seems far away - they are unveiled and shimmer with immediacy. The effect is that I'm cut loose from my own transience. Alas, the feeling is temporary. After half a minute, I'm back in the everyday world that now seems more banal than ever. It's like the heavenly music in a dream that fades from your memory as soon as you wake up. It becomes a mystery. I remember feeling something intensely but can't recollect the specific nature of it, much less explain it to someone else.

Experienced through the senses, but also in dreams, poetry, and music, that kind of dislocation/recognition has been called 'the sublime.' Following Kant, Schopenhauer mentioned an initial fear in association with the sublime. In his language, the human subject experiences fear when she observes an object outside of herself, an object that is hostile to her will because of its immeasurable, incomprehensible nature. The subject/object dualism - that philosopher's thorn - is misleading because it locates the sublime quality in the object. When I have this kind of sublime experience, am I really being shown something outside of myself? Or, if you don't like that language, is it evidence of God? Then why is there a feeling of recognition? Those unheimlich or uncanny experiences touch upon a paradox: The uncanny is so disturbing and weird because of its unexplainable familiarity. Perhaps a part of myself is being revealed - a part that's always there, waiting. A place thousands of miles away can be felt with immediacy. My past events and future potential are tangible and real. That kind of consciousness is usually reserved for an all-seeing, immortal divinity. When I experience something sublime, I'm cheating, and I always get caught, thrown back into a time-bound world. But I can cheat again, because the potential is within me. If there is a deity out there, it's probably the one who always snatches the infi nite away from us. If that's true though, then from whotn did He steal the keys? Whoever or whatever it was, we have a trace of it, even now. 

"Be in the moment." - What a crock! How can I be in something like that? How long is this moment? Is it one millisecond, one minute? And then what do I do - be in the next moment? That's a hell of a lot of moments to be in! Perhaps this is a western misreading of the eastern idea that the past and future are illusions. For me, it's quite the opposite. The notion of a present moment that I could somehow be 'in' is pure fiction. Maybe both of those sentiments express the same thing: our inability to catch time, to grab a hold of it.

That same person who tells me to be in the moment says I'm 'romanticizing' when I remember a place from the past with longing. He's right. 'Romantic' for me is always after, filled with lateness, whether it's Wordsworth or Kurt Cobain. At one point there was a unity to everything, a unity that was shattered. Arriving too late, the Romantic finds everything in pieces. Where there was oneness, now it's all dualities. Nothing is ever clear-cut; there's always paradox, irony. All you can do is make music from the remains, and sing about the brokenness. Romanticism implies a nostalgia for damaged goods - its subject falls in love with how fucked up everything became. Is that just a myth dreamed up by the human imagination to tell sad stories? If so, it's a convincing one, because it tells about time. Our being is marked by what Heidegger called Geworfenheit 'thrown-ness.' I've been thrown into a world of time with no choice. It's a world full of mortality everything is dying, everywhere. The problem isn't so much this reality in itself. The problem is that I care.

Near his own end, Freud surmised that there was a 'death-drive,' that so many of our activities were aimed towards achieving "...the death-like calmness of the organic world." If I could truly be in a moment, it would mean just that: death-like calmness, death. James Joyce tells in Ulysses to "Hold to the now, the here, through which all future plunges to the past." That works better for me, because his 'now' acknowledges its own role. 'Now' is only an open vessel, through which time is being siphoned, not some measurable moment that I can sit in, enclosed. That's not just a semantic query. When I mistakenly believe that I can capture time, I'm into a kind of bad faith that can be pure folly. It's a folly that leads to heartbreak, disillusionment and resignation - despair.

"FOR THERE IS NO BIG SECRET WHICH THE IRONIST HOPES TO DISCOVER, AND WHICH HE MIGHT DIE OR DECAY BEFORE DISCOVERING. THERE ARE ONLY LITTLE MORTAL THINGS TO BE REARRANGED BY BEING REDESCRIBED." -- RICHARD RORTY

There's a way of looking at the world that's prevalent today, one that's often termed 'ironic.' It runs like this: If someone appears sincere, whether it's a singer-songwriter, politician, or your partner, it would be safe to assume they're full of shit. The key words there are 'safe' and 'assume.' This pseudo-irony plays it safe, and safely never gets off the ground, running on its own fumes in a self-reflexive spinning of wheels. It assumes that sincerity is a posture to divert our attention from an ulterior motive, or worse yet, is a blanket used to cover up a hollow nothingness, a vapid lack of real sentiment. Good-old-fashioned irony involves the discovery that a truth - or truism - is not final or fixed. That awareness opens up a whole new set of implications. But the rub of irony (lest we forget) includes the initial desire for some form of 'truth.' Indeed, I may wind up riffing on Nietzsche and conclude that thereis no 'truth,' 'out there.' But if there's no curiosity in the first place, what's called 'irony' is an impotent affair, a catalogue of boredom with the world. As a parodistic child of irony proper, it shares a self-reflexive quality with its parent, but unwittingly. Boredom with the world, after all, begins from self-boredom. Whereas, in its original meaning irony would teach us never to assume, in this case, one always assumes - and dismisses, without inquiry.

That dismissal starts from the nostalgic belief that an authenticity has been snuffed out and everything has been named into a reduction, a one-dimensional Xerox of the original. Every single sentiment, it seems, has already been used, manipulated, or co-opted - passion, integrity, and (argghh!!!) even irony itself. Often, there's an understandable reluctance to offer up anything with sincerity, for fear of being dismissed as derivative, and having your heartfelt creation pissed on by other people, people as cripplingly 'savvy' as you are. Speculating about authenticity can mean ironic resignation because objects often only appear authentic through their palpable absence - absence from the Here and Now. There's some- thing deceitful in that gambit, because it leaves me in a state of perpetual non-attainment. I understand this kind of dissatisfaction with the Here and Now as the continuation of a romantic legacy the legacy of never being there, of being after something. If I stop there, 'art' seems like the ultimate form of deceit. It gives me the impression of something authentic in the first place itself but at a cost: My here-and-now, everyday life is thrown into a gray relief, and appears paltry and meaningless.

Ideally, a story or song allows the listener to get past that state of pining for authenticity, which is only a starting point, a kind of surface irony. Just when it seemed like adead-end gig, irony eclipses itself, and can be used to open things up, to reveal more potentiality. It prompts the reader, the viewer and the listener to ask: "To what extent is my imaginative faculty, the one that dreams for the Divine, in itself a divine attribute? If this is a fiction played out in art, what the hell is real? How do I define myself, then, and thereby find 'meaning' in my life?" That last, hopelessly bandied question isn't answered, but it's not meant to be. There's no closure, and in that sense, there's a feeling of something infinite. As I grow familiar with that 'something,' I begin to recognize it as self-generated. Nothing is fixed, everything is contingent, and my life involves a potentially endless process of debunking my own previous assumptions.

The possibility of redescription may be endless, but I'm finite. When I go, I'll merely have the latest, most recent take on everything - not the 'final' one. Within a sublime artwork, though, irony acts as a salve against itself, like a vaccine made from venom. It takes the edge off mortality, which can be such a bitch sometimes. Along the same lines, it can teach that a dream of authenticity is just that - a dream - and without dreams, we're nothing. The trick is to remember that it's only a dream.
Весьма эстетский джаз. Если сравнить этого пианиста с Джарретом, то последний окажется более грубым и навязчивым в эмоциональном плане.

	Myra MELFORD
	Alive In The House Of Saints
	1995
	74:21
	Myra MELFORD – см. тж. с: Lawrence D. “Butch”  MORRIS; Jenny SCHEINMAN (см.);

label: Hat Hut

rec. 1993

Myra MELFORD Trio: Myra Melford [p]; Lindsey Horner [double-bass]; Reggie Nicholson [d].

1. Evening Might Still

2. Frank Lloyd Wright Goes West to Rest, Pt.s 1 and 2

3. And Silence

4. That the Peace

5. Breaking Light

6. Live Jump
All compositions by Myra Melford

An ambitious composer/pianist with a taste for adventure, Melford emerged in the late '80s and early '90s as one of the more highly-acclaimed young jazz pianists of the day. Melford's early work reflected her primary musical mentors/influences: on piano, Don Pullen, whose percussive mannerisms she successively adapted; and, as a composer, Henry Threadgill, whose formal techniques she obviously studied. Melford professes an affinity to the blues styles she heard and studied as a youth in Chicago (she grew up in nearby Evanston, IL), which she incorporates into her avant-garde tinged musical sensibility. As a youth she studied boogie-woogie piano with Erwin Helfer. Melford attended college at Evergreen State in Washington State, where she studied with the pianist Art Lande and developed an interest in jazz. She went on to also attend the Cornish Institute in Seattle. In 1984 she moved to New York, where she would play in the bands of Threadgill, Leroy Jenkins, and Butch Morris, among others. She also studied privately with Pullen. In the mid- to late '80s she performed and recorded in a duo with the flutist Marion Brandis. She formed a trio with bassist Lindsay Horner and drummer Reggie Nicholson, with which she recorded a pair of now-deleted albums — Jump (1990) and Now and Now (1991) — for the rock-oriented Enemy label, which helped establish her reputation. As the '90s progressed, Melford added horns to her sound; the trumpeter Dave Douglas is a member of her Same River, Twice band, which has recorded albums for the Gramavision and Arabesque labels. She has continued to perform with bands led by Jenkins and Threadgill; she is also a member of one of Douglas' many ensembles. In 2000, Melford received a Fulbright Scholarship to study North Indian music on the harmonium with Sohanlal Sharma in Calcutta.

This live date from 1993 from Myra Melford's piano trio is among her most remarkable recordings. For starters, "Evening Might Still," while it quotes James Joyce in the title, comes out steaming, fully formed, quoting extemporaneously, of all things, Vince Guaraldi's "Charlie Brown Christmas" theme. Then it builds an improvisatory base from it that never loses touch with the original and yet is completely its own composition. For nearly 12 minutes, Melford's trio — which includes Lindsey Horner on double bass and Reggie Nicholson on drums — works through three solos and emerges on the other side seemingly heralding Guaraldi's melodic invention, but with a pianistic funkiness of Horace Silver. From there, Melford revs up the engine, moving the trio into her own vision of meter, counterpoint, and rhythm. "Parts I & II Frank Lloyd Wright Goes West to Rest" is all rhythm section, time, timbre, color, and a study in improvisational consonance. To move from here into the nearly post bop "And Silence" is to, in some sense, change the feeling of the entire gig. Here, something laid-back creeps in and then gives way as Melford pushes through the augmented elements some mighty large chords, all the while keeping it in the pocket of the groove. While this live set may not be as avant-guard as her studio work, it is far more satisfying; it showcases what a fine composer and pianist Melford is, and how telepathic this trio is.

	Myra MELFORD
	Myra MELFORD and Han BENNINK:

"Eleven Ghosts"
	1997
	48:42
	label: Hat Hut

rec. 1994

Myra Melford [p]; Han Bennink (см.) [d].

"The iterating of these lines brings gold;

The framing of this circle on the ground

Brings whirlwinds, tempests, thunder and lightening."

-- Christopher Marlowe, Dr. Faustus

	Misha MENGELBERG
	Misha MENGELBERG, Steve LACY, George LEWIS, Ernst REIJSEGER, Han BENNINK:

"Dutch Masters"
	1991
	46:45
	Misha MENGELBERG – см. тж. с: Jon  ROSE (в 'Alternative');
jazz-influenced creative music
label: Soul Note

rec. 1987

Misha MENGELBERG [p], Steve LACY (см.) [s s], George LEWIS (см.) [trb], Ernst REIJSEGER (см.) [cello], Han BENNINK (см.) [d].

1. Dutch Masters (Lacy)

2. Off Minor (Monk)

3. Reef (Mengelberg)

4. Kneebus (Mengelberg)

5. Hornin' In (Monk)

6. Utah (Lacy)

Biography

Acclaimed pianist Misha Mengelberg is the respected leader of the Dutch ensemble ICP Orchestra, yet is equally known for his integral role in the development of the jazz-influenced creative music that sprang up in the Netherlands starting around the 1960s. Most often found in lineups with drummer Han Bennink, Mengelberg has been mixing composition and improvisation since the '60s and, due to his developed and distinctive style, has come to be regarded as one of the top pianists in jazz. Despite a long and full career that began before his performance on Eric Dolphy's Last Date, and continued for decades beyond, Misha Mengelberg remains a household name only among avant-garde jazz fans, amazingly much less known among jazz fans in general. 

Mengelberg was born in 1935 in Kiev to musical parents — his mother was a harpist, his father a well-known pianist and conductor — but his family immigrated to Amsterdam when the political climate around them became hostile toward his outspoken, activist parents. Mengelberg began playing both chess, his favorite game, and the piano, well before the age of ten. His first years on the piano found him improvising, then learning boogie-woogie. He heard his earliest major jazz influences in the late '40s: Charlie Parker and Thelonious Monk, who was not highly regarded by many of the musicians in Mengelberg's community at the time, but whom Mengelberg considered to be the most harmonically interesting jazz musician he had yet heard. 

Misha Mengelberg, son of notoriously stringent conductor Karel Mengelberg (nephew of Willem), gave up studying architecture after a brief time to attend the Royal Conservatory (in the Hague) and focus his efforts on music, namely composition and classical music. At the conservatory, he studied under, among others, his father's friend Kees van Baaren. Mengelberg was incapable of playing the piano fast (something he has claimed hasn't changed, he simply adapted such limitations into his own style) and his compositions during that time were conceptual, and certainly experimental, which failed to impress his instructors. The young pianist also came into contact with John Cage and his music during this time, while attending a program at Darmstadt. This further opened his mind to a different, modern, more experimental kind of approach to composition, which Mengelberg did not completely abandon even when changing his musical focus to jazz; his compositions kept an ironic stance. For instance, in the early '70s, he created a piece with the translated title of "With the Very Polite Greetings of the Camel." The performance of this work involved Mengelberg sawing a chair into the shape of a camel accompanied, of course, by an orchestra. 

Two future collaborators, Han Bennink and (saxophonist and Kollektief leader) Willem Breuker, first heard Misha Mengelberg play around the time that he won the 1959 jazz competition at Loosdrecht. On a personal note, it would be just a few years later that Mengelberg would meet his life partner Amy Chattelin while in the Hague. Around the same time at the Hague, Mengelberg first heard saxophonist Piet Noordijk play. The early '60s brought a quartet with Bennink and Noordijk, which had a few different bassists (including Gary Peacock), and a trio that backed Johnny Griffin in 1963 and, the following May, backed Eric Dolphy for a few gigs, including the concert that was released as the album Last Date. 

Mengelberg's first album as a leader, The Misja Mengelberg Quartet As Heard at the Newport Jazz Festival 1966, was recorded during his first trip to the U.S. Around that time and back home, Mengelberg won the Wessel Ilcken Prize. He also judged a local jazz competition in which he heard the young saxophonist Willem Breuker for the first time. Later that decade, Mengelberg would join in on the start of the label and group concept ICP begun by the now-collaborating Bennink and Breuker. ICP stood for "Instant Composers Pool," referring to a phrase and style coined by Mengelberg: "instant composing." The name ICP quickly became an umbrella for a wide variety of lineups, and remained such during its first decade of existence. It wasn't too long before these groups included either Breuker or Mengelberg but not both, as the two musicians had clashing opinions on approaches to live performance, what ICP should be and many other musical issues. Breuker wanted tunes and rehearsals, Mengelberg wanted instant composing. Breuker wanted more people admitted who would have equal voting rights, Mengelberg wanted the core three members to have final say. Both also had different takes on music theater, in which ICP got involved during the late '60s. Mengelberg was also not as driven to perform as often as either Breuker or Bennink. So, both Mengelberg and Breuker led their own ICP gigs, with Bennink (who didn't choose sides) performing in both, although more often with Mengelberg. 

Mengelberg and Bennink had a trio with the frequently visiting British saxophonist Evan Parker beginning in 1969, followed by a quartet with reedsman John Tchicai and guitarist Derek Bailey, which toured briefly and recorded two albums between 1970 and 1971. Months before this, the core duo of Parker and Bailey were joined by saxophonist Peter Brotzmann, trombonist Paul Rutherford, and saxophonist Peter Bennink (Han's brother) for what became the septet album Groupcomposing. During this time, Mengelberg and Bennink also recorded an untitled duo for the ICP label. Breuker and Mengelberg were also key instigators in the overhaul in Dutch government funding of jazz, resulting in regular grants somewhat controlled by the musicians in an organization called BIM and a space for the musicians to use that was dubbed the BIMHuis. Mengelberg ended up president of BIM and, by 1972, Mengelberg was also the artistic director of STEIM. The Studio for Electro-Instrumental Music was begun with a few other people including pianist Louis Andriessen (son of modern classical composer Hendrik Andriessen), a friend of Mengelberg's since his days at the conservatory. Some musicians pooled the equipment they had managed to buy so far with grant money and, through STEIM, tried to educate interested persons. During the early '70s, Mengelberg held a course to teach musicians how to utilize electronics. He remained director of the organization until the end of the decade. Not too long after his departure from STEIM, he also stepped down as BIM president. His grass-roots efforts in music education continued, however, and he has held a weekly open-door composition workshop (for anyone who wants to show up) at a conservatory. 

The early '70s also brought the inevitable splintering of ICP, and musicians went with either Mengelberg or Breuker, ultimately resulting in the Willem Breuker Kollektief and the ICP Orchestra. The latter group had a continuously changing lineup for several years, during which only Mengelberg, Han Bennink, and American tuba player Larry Fishkind were mainstays. Some of the rotating members included Brotzmann, John Tchicai, cellist Tristan Honsinger, and more before the group stabilized years later with the personnel of Mengelberg, Bennink, trombonist Wolter Wierbos, reedsman Michael Moore, bassist Ernst Glerum, cellist Ernst Reijseger, saxophonist Ab Baars, trumpeter Thomas Heberer, and, off and on, cellist Tristan Honsinger. Due to the larger roster, the "instant composing" tenet shifted slightly to "conducted improvisation," with Mengelberg conducting from the piano. The group's recordings came relatively few and far between, but include ICP — Tentet in Berlin (SAJ, 1978), Japan Japon (DIW, 1982), and Jubilee Varia (Hatology, 1999). In addition to this, Mengelberg has paid homage to Thelonious Monk and Herbie Nichols with this group, and has led his own releases on several prestigious avant-garde jazz labels such as Hat, FMP, and Soul Note, including Who's Bridge (Avant, 1994) and Two Days in Chicago (Hat, 1999). During the 1998 Chicago sessions that became the Hat release, Mengelberg and a few other Dutch musicians (including Ab Baars) performed with some of the best current avant-garde jazz musicians of the city (and the U.S.), including AACM tenor sax elder Fred Anderson and the most recent McArthur Genius Grant recipient saxophonist Ken Vandermark. 

Over the decades, Mengelberg collaborated with many of the best and best-known players in European avant-garde and American free jazz. He was part of the Dutch group that played with Cecil Taylor in 1967 (around the same time he was participating in absurdist music theater), has played with leading British, German, and other European players, and has contributed compositions to Alexander von Schlippenbach's groups such as the Berlin Contemporary Jazz Orchestra. In addition to his years of collaborating with explosive percussionist Han Bennink, Mengelberg performed regularly with Wim T. Schippers between 1974 and 1982. The pianist has also led one of the consistently best creative jazz orchestras for over two decades. Even in the late '90s, and into the next century, the ICP Orchestra was touring regularly, including a return to North America for many highly anticipated and well-received performances.

	Al  Di MEOLA
	Casino
	1978
	38:35
	label: Sony Music (Japan) 1998

Di Meola [g]; Anthony Jackson [b]; Steve Gadd [d]; Barry MIles [ac&el p, Mini-Moog]; Mingo Lewis [congas, bongos, perc]; 

	Al  Di MEOLA, John  McLAUGHLIN, Paco  De LUCIA
	Friday Night In    San Francisco
	1981
	41:14
	Recorded live 1980. 3 duets, 2 trios.

	Al  Di MEOLA, John  McLAUGHLIN, Paco  De LUCIA
	Passion, Grace    And Fire
	1983
	31:53
	Прямое продолжение “Friday Night”, но записан на студии.

	Al  Di MEOLA, John  McLAUGHLIN, Paco  De LUCIA
	The Guitar Trio
	1996
	53:06
	состав как выше (дальнейшее продолжение проекта).

	METAMORPHOSIS
	Contaminated Chamber Music
	1999
	45:45
	avant-fusion

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

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

Rec. 1998.

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

1. Unterm Teppich

2. Witzbold

3. Marathon

4. Sen

5. Keman

6. Nachtasyl

7. Popsong

8. Karussell

9. Trilogy

10. Hrad

11. Macbeth

12. Aquarium

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

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

	Pat  METHENY
	“80 / 81”                             [2 CD]
	1980 
	41:39 38:54
	Readers Poll Winners (JAZZIZ): Best Jazz Musician / Best Jazz-fusion Group 1996
Pat  METHENY - см. тж. с: Marc JOHNSON; Jaco PASTORIUS; Michael  BRECKER; Eberhard  WEBER;
label: ECM

Pat Metheny [g], Charlie Haden (см.) [b], Jack DeJohnette [d], Dewey Redman (см.) [t s], Mike Brecker (см.) [t s].

Среди современных гитаристов трудно найти равного ПэтуМэтэни. Его совершенно справедли​во называют «гуру» фолк- и фьюжн-джаза: нова​торские идеи Мэтэни-композитора, воплощён​ные Мэтэни-исполнителем, повлияли на многих джазовых музыкантов, да и на развитие джаза в целом. Некий „культовый" статус музыки Мэтэни не помешал ей получить признание и популяр​ность у многомиллионной слушательской ауди​тории.

---- Play

	Pat  METHENY
	I Can See Your House From Here
	1994
	69:46
	John Scofield (см.) [g-s]; Pat Metheny [g-s]; Steve Swallow [b-s]; Bill Stewart [d].

	Pat  METHENY
	Beyond The Missouri Sky (Short Stories)
	1997
	69:29
	label: Verve

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

	Pat  METHENY
	TheSignOf4  Vol.I «StatementOf TheCase»
	1997
	62:51
	Knitting Factory; rec. on December 13th, 1966.

Pat Metheny [g]; Derek Bailey (см.) [g]; Gregg Bendian [perc]; Paul Wertico [perc].

	Pat  METHENY
	TheSignOf4 Vol.II «TheScienceOf Deduction»
	1997
	61:20
	Knitting Factory; rec. on December 12-15th, 1966.

Pat Metheny [g]; Derek Bailey [g]; Gregg Bendian [perc]; Paul Wertico [perc].

	Pat  METHENY
	TheSignOf4 Vol.III «TheBalanceOf Probability»
	1997
	68:11
	Knitting Factory; rec. on December 13-14th, 1966.

Pat Metheny [g]; Derek Bailey [g]; Gregg Bendian [perc]; Paul Wertico [perc].

THE BEST OF 1997
«It’s absurd and phenomenal, insulting and brilliant, insane and triumphant, catastrophic and magnificent, indefensible and essential.» – Occulus Magazine
«The music in Sign of 4, however uncomfortable it might make you, however heretical it might sound, is certainly full of the stuff of life.» – 5/4 Magazine
«Even though the year is but half over, it is safe to say that 1997 will not see a more provocative album than this pairing of guitarists Pat Metheny and Derek Bailey.» – Jazz Times
«The Sign of 4 will simultaneously be one of the most vilified and venerated records of 1997.» – Billboard
«...it is the kind of audacious, in your face, kiss my ass, dancing naked on a razor’s edge stuff that moves me.» – Joe McPhee (см.), reedman for Rashied Ali, Borah Bergman, Evan Parker and others
«A new category needs to be devised for this music.» – Julian Prieste, trombonist with Sun Ra, Max Roach, Art Blakey, and Lionel Hampton
Two guitarists, two percussionists, four nights, three CDs.

The Sign of 4 seemed to bring out the schizophrenic in jazz writers in 1997. Not quite sure what to expect from the coupling of Derek Bailey, one of history’s most renowned guitar improvizers and Pat Metheny, one of the world’s most recognized jazz guitarists, many seemed to waver between outrage and admiration, with few finding a common middle ground. They were joined by Gregg Bendian and Paul Wertico, longtime collaborators with Metheny, and the ensuring squall either rooted you to the floor or made you rush for the exit. ‘5/4 Magazine’ devoted a forum to the CD, inviting jazz musicians and writers to send in their comments. ‘Billboard Magazine’ sent a columnist to cover the live shows. And ‘Rolling Stone’ seemed to write about the record once every month or so. All in all. Sign of 4 succeeded in opening up a dialogue between traditionalists and modernists, new fans and old, unabashed acolytes and committed naysayers. Which is not a bad thing to expect in an album.

	Pat  METHENY
	Trio 99 – 00
	2000
	65:22
	label: Warner Bros. JazzSpace: www.wbjazz.com 

www.patmethenygroup.com 

Pat Metheny, Larry Grenadier, Bill Stewart.

Диск «Pat Metheny Trio 99-00», в составе: Ларри Грена​дер — бас, Билл Стюарт — ударные и Пэт Метени — гитара, в полном соответствии с названием, стал своего рода прощанием гитариста Пэта Метени с 20-м веком. По составу и звучанию — традицион​ное джазовое трио, но вместо рояля или саксофо​на — гитара. По музыке — вроде бы традицион​ные вещи, но сыгранные как-то очень по-своему и близкие к джазовому авангарду. Работа получилась интересной, хотя и неодно​значной. Сегодня Пэт Метени очень далёк от звучания, которое так нравилось всем и которое сделало его альбомы столь популярными и продаваемыми. Что ж, он может поиграть в свою игру. Метени иногда берёт в руки гитару-синтезатор и заставляет слушателей вспомнить о своих альбо​мах 70-х — начала 80-х, но в основном это всё-таки очень специфичная музыка, далёкая как от традиции, так и от фьюжн. --- Play

	George MGRDICHIAN
	One Man’s  Passion
	1990
	36:10
	label: Shanachie Rec. (USA).

Oud, kanoon, darabukha, tambourine, s. sax, 12-str. guit., fretless bass.

  The emphasis in each composition is on the art of improvisation — Taksim, and there is a strong flavor of jazz as an integral component of the recording. Two qualities distiguish this recording from any number of recordings of Middle Eastern traditional music. First of all, the level of musicanship is extraordinary, comparable to the inspired ‘blowing session’ among giants that are the stuff of jazz legend. Arabic musical tradition is based on improvisation, using any number of modal scales and rhythmic patterns as a base, the notion of eloquence through solo improvising (taksim) is strong. Mgrdichian’s oud playing and El-Akkad’s kanoon solos reach breath-taking heights of inspiration. Secondly, even though the essence of the material remains Middle Eastern, elements of jazz-phrasing and textures are interpolated in innovative ways. Baronian’s soprano sax solos uncannily slide between recognizable jazz riffs and Eastern phrases while Knight’s bass-playing provides a melodic counterpoint as well as rhythmic underpinning. This musical fusion is entirely organic and natural even as it moves into new directions.

  George Mgrdichian has been the most celebrated oud (Arabic lute) virtuoso in America, whose critically-acclaimed performances at such major concert halls as Carnegie Hall, Kennedy Center, Avery Fisher Hall and others, brought Middle Eastern music to a whole new audience. He not only demonstrates dazzling technique on traditional material but has presented the oud to new musical contexts, most notably in his performances with the New York Philarmonic and the Philadelphia Orchestra, and with jazz saxophonist Phil Woods. He was uniquely qualified to create arrangements which bridge the essence of Near Eastern traditional music and the improvisational energy of jazz. Mohammed El-Akkad of Egypt stands as a peerless master of the kanoon (zither) while Edmond Joseph, from Iran, and Hanna Mirhige, born in Jerusalem brought up in Lebanon are the percussionists one calls in New York for the most important concerts and recording sessions. Sudan Baronian, widely considered the top Middle Eastern reed player on the New York scene, an innovative Eastern-jazz fusion group which boasted Steve Knight’s innovative electric bass playing. A guitarist of Greek extraction, Nick Mandoukos, was recruited to inject the novel sound of twelve-string guitar.

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

Directed & produced by John Zorn.

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

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

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

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

	Sato  MICHIHIRO
	SATO MICHIHIRO & JOHN ZORN: Ganryu Island
	1998
	75:40
	label: Tzadik; rec. 1984

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

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

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

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

	Stephan  MICUS
	Till The End Of Time
	1978 
	35:55
	здесь и далее label: ECM
Stephan Micus [g, zither, table harp, kortholt, voice].

Zither: From Bavaria, with different stringing and tuning.

Kortholt: Short German Renaissance reed instrument.

Table Harp: A contemporary cross — breed of bowed psaltery, zither and harp. By means of a special string arrangement, the instrument can be both plucked and bowed.

1. Till The End Of Time  17’30”  [table harp, kortholt, zither, g]

2. For Wis And Ramin    18’06”  [g, zither, v]

	Stephan  MICUS
	Wings Over Water
	1982 
	53:27
	Stephan Micus [g-s, nay, sarangi, suling, Bavarian zithers, 22 flowerpots.]

Nay: Ancient Egyptian hollow reed flute.

Suling: Hollow reed flute as used in the Balinese Gamelan Orchestras.

Sarangi: Bowed Indian string instrument, original sound similar to cello, here used as a percussion instrument.

	Stephan  MICUS
	Listen To The Rain
	1983 
	43:24
	Stephan Micus [g-s, suling, tamboura, shakuhachi, 5 dilrubas]

   Shakuhachi: Japanese bamboo flute (made by Kono Gyokusui, Osaka).

   Suling: Hollow reed flute of the Balinese Gamelan Orchestra.

   Dilruba: Indian bowed instrument with 4 metal and 24 sympathetic strings. Frets like the sitar. Bridge runs over a goat skin.

1. Dancing with the Morning   7’21” [steel string guit., suling] 

2. Listen to the Rain  6’54”  [tamboura, Spanish guit.]

3. White Paint on Silver Wood  8’38”[shakuhachi, Spanish g]

4. For Abai and Togshan  20’03” [3 dilrubas, 4 Spanish g, 5 dilrubas].

	Stephan  MICUS
	East Of The Night
	1985 
	47:34
	Stephan Micus [10- & 14-string gs, shakuhachi].

1. East Of The Night    25’25”  [10-str. g, 4 shakuhachi]

2. For Nobuko               22’10”  [14-str. g]

    10- and 14-string guitar: A new type of guitar designed by Stephan Micus, allowing many different kinds of stringing, like ten single strings, double stringing, resonance strings like on a sitar etc. (built by Manuel Diaz, Granada).

     Shakuhachi: Japanese bamboo flute (built by Kono Gyokusui, Osaka).

	Stephan  MICUS
	The Music Of Stones
	1989 
	51:08
	S.Micus [shakuhachi, tin whistle, stone chimes, resonating stones, voice], + others [resonating stones].

   “Thus one should be able to lift the stone

     and hold it full of wild hope,

     until it begins to blossom,

     just as music uplifts a word

     and floods it with sonority.”

                                       Ingeborg Bachmann

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

                                       Rainer Maria Rilke

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

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

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

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

	Stephan  MICUS
	To The Evening Child
	1992 
	47:04
	S.Micus solo:  [steeldrum, diruba, suling, kortholt, nay, sinding, voice].

Steeldrums: West-Indian percussion instruments made out of old oil drums. The steeldrums used on this album have been especially designed with new tonal combinations and were made by Eckhard C. Schulz, Dortmund.

Sinding: West African harp with five strings made of hemp. The resonating body is a gourd stretched with a goat skin.

	Stephan  MICUS
	Athos (A Journey To The Holy Mountain)
	1994 
	47:31
	Stephan Micus [Bavarian zither, sattar, shakuhachi, suling, flowerpots, nay, voices].

"The way that can be followed is not the true way" -- Lao Tsu

Mount Athos (Greek: Agion Oros = Holy Mountain) is a peninsula in Northern Greece that stretches 50 km into the Aegean Sea. Since the 7th century it has been inhabited by hermits, and to the present day the twenty monasteries that have been created since that time form a practically independent state whose autonomy has been respected by all the rulers of Greece.

In this secluded place the Orthodox teachings and way of life have been preserved almost unchanged. Moreover, the monks have -- at least until recently -- lived in complete harmony with this unique Mediterranean landscape. The combination of an intact nature and the marvellous thousand year old monasteries in which the monks try to achieve spiritual fulfilment makes Mount Athos a place without equal in the world.

I made the first of numerous journeys there in 1988 and stayed for three days and three nights. I spent the nights in the monasteries and took part in the liturgy and life of the monks. During the days I walked in the untouched landscape. At first these two worlds seem to be two irreconcilable opposites. On the one hand the monasteries which sometimes feel dark, gloomy and severe and on the other hand the lovely, serene nature full of light and colour. Later one realizes that they are two aspects of one movement that complement and intensify each other in an ideal way.

At the end of this first visit to Mount Athos I felt a strong wish to create a cycle of compositions which would attempt to express in a totally subjective way those impressions which remained with me from this journey: a music which -- though different from that of Mount Athos -- would convey some of its essence.

From the very beginning the basic form of this composition was completely clear. Framed by two pieces which evoke the experience of going there and then returning, the three nights and three days follow one another chronologically. The nights consist of a capella choral pieces and the days of instrumental pieces.

The Orthodox service, which, in the world of Christianity, is unequalled in beauty, sensuality and mystery, begins in the monasteries in the middle of the night, around 3 or 4 a.m. The light of the few candles and oil lamps which are all that is used to illuminate the churches, is reflected in the golden icons. Prayers are recited or sung, lights are lit, others extinguished. Incense holders are swung, bells strike, holy books are layed out and stored away again, embroidered curtains open and close... The slow continuous motions and reverences of the monks often resemble a sacred dance full of grace.

In Orthodox churches no musical instruments are used, but only the human voice. For this reason I also restricted myself to vocals in composing the night pieces.

The monks also call Mount Athos the Garden of the Virgin Mary whom they venerate as their only queen. For the texts of the vocal parts I therefore chose ancient prayers to the Virgin Mary that were written down approximately a thousand years ago. They are expressed in a universal poetic language that rises beyond the limitations of dogmatic belief systems. Still full of the magic of the nightly service, the pilgrims set off -- each one on his own -- to spend the day walking on the ancient paths that will lead them at dusk to the next monastery. The music that reflects this walking in nature has been composed for various flutes, the sounds of which most easily evoke this mood.

In spite of dramatic changes in recent years. Mount Athos continues to be a place of silence: the silence of its ancient monasteries and the silence of its nature. I offer this work in gratitude to all those who took part in creating it and in keeping it alive.

	MIGRAINE
	Little Luxury
	1994
	63:05
	blues / fusion / alternative
label: Blue Flame

Jakob Hesler [s]; Tim Leberecht [v, g]; Lars Precht [ac bass, v].

В музыку этого проекта вовлечено, может быть, больше стилистического многообразия, чем, скажем, у Тома Вэйтса (или Ника Кейва), но то, в чём правомерна эта ассоциация – прекрасный драйв, свойственный блюзу, и распространяющийся на не-блюзовые и не очень блюзовые вещи. Здесь нет утончённых арранжировок или щеголяния исполнительской супер-техникой, но экспрессия и сочетание собранности и отвязанности, так же одинаково работают и на Вэйтса, и на Migraine, создавая ощущение необычайной целостности и увлекательности всей программы, несмотря на любые стилистические экскурсы.

	Ron  MILES
	Woman’s Day
	1997
	59:38
	Ron  MILES – см. тж. с: Bill FRISELL

label: Gramavision (Rykodisc) 

Ron Miles [tp]; Bill Frisell (см.) [g]; Artie Moore [b]; Rudy Royston [d]; + Todd Ayers [g (#1,4,6,11)]; Kent McLagen [b (#3)]; Mark Harris [bass cl (6,8)]; Eric Gunnison [p (#6)].

All compositions by Ron Myles.
Шедевр красоты; заряда позитивных чувств (но не для любителей new age), который даёт этот диск, хватает надолго.

	Marcus  MILLER

    
	Suddenly
	1983
	43:45
	Down Beat 48th Annual Critics Poll: Electric Bass Of The Year (2000)
M. M. [vocal and all instruments]

Marcus Miller -- cм. тж. с: David Sanborn; Grover Washington

	Marcus  MILLER
	The Sun Don't Lie
	1993
	60:32
	Marcus Miller [b, g, k, bass clarinet, v]; Miles Davis [tp]; Paul Jackson Jr [g]; Joe Sample [p]; David Sanborn [a s]; Kenny Garrett [a s]; Kirk Whalum [t s]; Wayne Shorter [t&s saxes]; Hiram Bullock [g]; Dean Brown [g]; Vernon Reid [g]; Lenny White [d, perc]; Omar Hakim [fill drums]; Sal Marquez [add. tp]; Paulinho Da Costa [perc].  -- состав варьируется.

1. Panther

2. Steveland

3. Rampage

4. The Sun Don't Lie

5. Scoop

6. Mr. Pastorius

7. Funny (All She Needs is Love)

8. Moons

9. Teen Town

10. Juju

11. The King is Gone (for Miles)

	Marcus  MILLER
	Tales
	1995
	63:15
	Альбом рекомендован критиками как “The Best of ‘Jazz Quad’ 1998”(раздел «современный джаз»).

	Marcus  MILLER
	Live & More
	1997
	72:42
	Marcus Miller [b, b cl, s s, v, tambourine, k, g, vocoder]; Bernard Wright [k]; Kenny Garrett [a s, s s]; Michael ‘Patches’ Stewart [tp, fl h]; Hiram Bullock [lead g]; Poogie Bell [d]; + guests.

1. Intro

2. Panther

3. Tutu

4. Funny

5. Strange Fruit

6. Summertime

7. Maputo

8. People Make The World Go 'Round

special bonus studio tunes:

9. Sophie

10. Jazz In The House

  Markus MILLER: «Hearing music develop as it’s being performed over a four year tour is like watching children grow. Each day brings small, imperceptible changes. But after a period of time you look at your songs (kids) and realize they’ve changed, matured into something completely different. When I recorded these tunes on the original albums, I was pleased with them – I felt that they were complete... But now I realize that was just the beginning – that this music has so much more beauty to offer – beauty that can only come from time – from living with the music.  ...And the cats in this band have lived with this music – and they’ve brought their unique personalities to each song... And although the personalities are different, the musicians here are all the same – they’re all explorers – always looking for new areas in the music where they might be able to express themselves in a new way – different from yesterday. Yeah, we’ve been out discovering... here’s what we found – enjoy!!»

М.М. – Лауреат 41-й  ежегодной премии «Грэмми» американской академии звукозаписи в категории «Лучший современный джазовый альбом» за этот диск.

	Marcus  MILLER
	The Jamaica Boys
	2000
	53:12
	funk

Marcus Miller [b, k, v]; Lenny White [d, perc]; Dinky Bingham [lead voc, k].


	The  MILLS BROTHERS
	Chronological Vol. Five
	1937--38
	70:59
	

	Pino MINAFRA
	Pino MINAFRA Quintet:

"Colori"
	1986
	43:28
	Pino MINAFRA – см. тж. с: ITALIAN INSTABILE ORCHESTRA

LP >> CD

no info

	Pino MINAFRA
	MINAFRA – REIJSEGER – BENNINK: "Noci…Strani Frutti"
	1991 
	43:49
	free-jazz

label: Leo

Live At Europa Festival Jazz
Pino Minafra [tp, voice, didjerido & other things], Ernst Reijseger (cм.) [el & ac cello, voice] , Han Bennink (см.) [d, perc, voice & other things].

 см. тж. Bennink / Reijseger с: CLUSONE 3

Talent and powerful sound exploding through a provocative and risky challenge full of intrigue not only for the audience but for themselves, their musical world and instruments. A tormented search for lost form, replaced by the changing and haunting flow of music and emotions. 

It is the meeting of European schools of improvisation: 

Bennink’s physiological timing and ability to get swing out of the stage boards provide a rhythm machine in perpetual motion. He produces all kinds of creative stimuli, but it always ready to destroy whenever he realizes that he is resorting to cliches.

Minafra gives us an instrumental voice and a scat song loaded with irony, Latin warmth, rhythmic tension with short cantabile allusions ranging from free jazz to brass band marches. (Pino Minafra, soloist and composer, was the leader of the Praxis group, and later of his own quintet. He has long been associated with European and American musicians including Enrico Rava, Giancarlo Schiaffini, Karl Berger, Muhal Richard Abrams, Tony Oxiey and the Dutch pianist Misha Mengelberg).
Reijseger’s cellos are capable of classical phrasing, guitar cords, double bass touches, wild excursions on the high registers, along with a wide range of tone-colours.

This was the first opportunity for these three personalities to play together unrehearsed, but one could say that they had been rehearsing for this performance all their lives.

In fact, the set was a denial of musical form in the strict sense. If there was a structure underlying the performance of the trio, this was represented by the musi​cians' memory referred to as evocation, that is by the deep assimilation of previous experiences prompted by a cello phrase, a roll, a jeer played on trumpet. The workings of the mind are referred to by virtue of the incredible speed with which the musicians' sound associations materialize and by virtue of their sudden shift of creative levels.

Despite the high concentration of sound ideas, the listener still has the time and pleasure, both physical and aesthetical, to follow the evolution of the music of Minafra, Reijseger and Bennink, even though his expectations are denied when happy intuitions and new sound mixtures are dropped. The concert, however, centres on the constant rhythmic tension, the wide range of situations, atmos​pheres, combinations and contrasts arising among the three musicians.

It is no accident, therefore, that the whole performance completes at least sixteen different musical "pictures". It is up to the listener to find them out, but let me draw attention to a mocking tarantella, a long drawn trumpet note contrasting a drum set and cello figure, a circus march of childish flavour, a simple folk melody which takes on blues rhythms and cadences when played in a higher key, Minafra's vocal interventions halfway between rap and surrealistic gags, revisited and estranged South American rhythms, an ironic quotation of Caravan, the archaic and deep sound of didjerido. There are really very few wasted notes throughout this long, improvised piece, composed through the memory, reflexions and artistic taste of three great musicians.
Pino Minafra
The trumpet and fluegelhorn player and originator of the Instabile Orchestra was born in 1951 in Ruvo, where he still lives and teaches. He sang in the church choir before starting on the trumpet in his hometown's brass band. He then joined a classical music group, but very soon jazz trumpet began to prove to be an irresistible temptation. In 1980 he began his brilliant career as soloist, composer and leader of his own group. Soon after his first ensemble, Praxis, had gained national exposure at the Roccella Ionica Festival, he began promoting and organising with the aim of creating occasions for bringing this area of music more into the public eye, quite some undertaking as live concerts of contemporary jazz are even rarer in the South of Italy than in the rest of the country. The international premiere of his group came with the 1982 European Radio Festival in Belgrade after the Italian radio producer Pasquale Santoli managed to get Praxis to represent Italy instead of the more usual traditional jazz group. It was on this occasion that he first played opposite Kenny Wheeler, one of Minafra's early idols. The development of his career has run along similar lines to those of the other musicians of his generation. He has shown unprecedented artistic and organisational initiative, promoting concerts and festivals all over South Italy and bringing many younger musicians to the attention of the public, often with great success: Roberto Ottaviano, Gianni Gebbia, Stefano Maltese, Giorgio Occhipinti and Paolo Fresu to name but a few. This kind of extra-musical work is very demanding and he has often sacrificed time which other musicians would have dedicated to pursuing their own personal music projects. He has been the founder and artistic director of two of the most important festivals in recent years which in a very short space of time have become famous all over Europe: first the Europa Jazz Festival in Noci and then the Talos Jazz Festival in Ruvo. His discography is limited to a few but excellent records: happily Splasc(h) has reissued Colori, a quintet recording from 1986; there is an improvised trio with Reijseger e Bennink (NociЙstrani frutti) and a collaboration with the Sicilian musicians Giorgio Occhipinti, Branciamore and Guarrella on Concert for Ibla; the Canadian label Victo has issued the critically acclaimed Sudori, following the group's successful performance at the Festival of Victoriaville in Canada. Sudori is an ideal introduction to his present musical direction, and was nominated one of the best records of 1996 by the French magazine Jazzman. "All of the musicians played with a raw freshness, and Minafra is a master of both trumpet and fluegelhorn" wrote Michael Rosenstein reviewing his 1995 Canadian concert for Cadence. "His phrasing is a charge of slippery, careening runs and cutting blue notes extended at times by playing without a mouthpiece for squealing torrents or playing through a bull horn, eliciting images of a squalling electric guitar. His occasional wild scat vocals interjected the music with rhythms of skewed free-bop hip-hop". One of Minafra's most important new projects has just been released on the German Enja label as a double CD: a traditional brass band from Apulia plays traditional arrangements of popular operatic arias together with original compositions by Michel Godard, Willem Breuker and Bruno Tommaso, with Minafra, Lucilla Galeazzi and Godard himself as soloists. He has also recently been invited to play in Keith Tippett's Tapestry orchestra, and with Michel Godard's D'Ali e d'oro project.

	Pino MINAFRA
	Sudori
	1995
	64:07
	label: Victo

Pino Minafra Sud Ensemble: Pino Minafra[tp, buggle, sifflet, ocarina, perc, didjeridoo, v]; Lauro Rossi [trb, perc, v]; Giorgio Occhipinti [p, v]; Daniele Patumi [b]; Carlo Actis Dato [t/bar sax, v]; Vincenzo Mazzone [d].

	Charles MINGUS

   
	Pithecantropus Erectus
	1956
	36:35
	Charles  MINGUS – cм. тж. с: Miles Davis

Charles Mingus [b]; J. McLean [a s]; J.R. Monterose [t s]; M. Waldron [p]; W. Jones [d].

Заметки о Мингусе см. в: Vienna Art Orchestra “The Original Charts of Duke Ellington & Charles Mingus”

	Charles MINGUS
	Tijuana Moods
	1957
	68:24
	C. Mingus [b]; Clarence Shaw [tp]; Jimmy Knepper [trb]; Curtis Porter (Shafi Hadi) [a s]; Bill Triglia [p]; Danny Richmond [d]; Frankie Dunlop [perc]; Ysabel Morel [castanets]; Lonnie Elder [v].

	Charles MINGUS
	A Modern Jazz Symposium
	1958
	57:37
	label: Avenue Jazz (USA), 2001

Charles Mingus [b]; Jimmy Knepper [trb]; Shafi Hadi [t/a s]; Bill Hardman / Clarence Shaw [tp]; Horace Parlan / Bob Hammer [p]; Dannie Richmond [d].

	Charles MINGUS
	Fables of Faubus
	1959
	65:37
	Charles Mingus [b]; Booker Ervin [t s]; John Handy [a s, cl]; Clarence Shaw [tp]; Jimmy Knepper [tb]; Shafi Hadi (Curtis Porter) [a&t s]; Bill Evans [p]; Horace Parlan [p]; Bob Hammer [p]; Dannie Richmond [d].

CHARLES MINGUS
Bassist, composer, arranger, pianist.

1922 Born on April 22 in Nogales, Arizona.

He spent his childhood in Watts, the black district of Los Angeles. He is only a few months old when his mother dies. As a young boy he often goes to church with his stepmother to listen to the hymns. One of his sisters plays the piano, the other plays the violin. One of his brothers, who plays the guitar, specialises in Spanish music.

Charles starts studying the trombone, then moves on to the cello and finally opts for the bass on a permanent basis, under the guidance of Red Callender and Herman Reinschagen, the first bass of the New York Philharmonic Orchestra. He studies the instrument with such dedication that he amazes his teachers and friends. To anyone who asks him why he is so perseverant he calmly replies: «I want to frighten all the other bass players".

1940 He starts playing in Lee Young's group, brother of the more famous Lester. During this period he listens with great admiration to the music of Duke Ellington and Art Tatum.

1941-1943 He joins the Louis Armstrong band. He also plays with Kid Ory, Barney Bigard and Alvino Rey.

1945-1948 He works with the Russell brothers, Illinois Jacquet, Howard McGhee and the Lionel Hampton band, for which he writes a few of his own arrangements.

1950-1951 He achieves some gratifying success in a trio together with Red Norvo and Tal Farlow. He moves to New York but things do not work out too well for him. He is short of work and starts suffering from bouts of depression. He decides to work for a post office, but Charlie Parker gets him out of there. He plays with the Billy Taylor trio for a few months.

1952 In partnership with Max Roach he launches a new record label called Debut. Mingus starts to earn his colleagues respect for his artistic talents, but he is an utter failure as a man. Those who have had dealings with him describe him as having a difficult, unpredictable character, and of being incapable of controlling his emotions. Sweetness, naivety and a need to be loved are lodged inside him together with hate, hostility and vulgarity. Bob Thiele, one of his collaborators, defines him as being a modern day Doctor Jeckyll – Mr. Hyde. His psychological defects derive in part from his deeply-felt condition of being a black with Red Indian blood in his veins: doubly an outsider. "Baron Mingus" as he was jokingly called because of his unbridled admiration for Duke Ellington, says of himself that he feels like a frightened animal, and that he has three different personalities: a quiet one trapped between an aggressive one that forces him to defend himself and a third one full of love which leaves him defenseless in face of the greed of the producers and record people.

1953 This is the year of the historic concert at the Toronto Town Hall, with Charlie Parker, Dizzy Gillespie, Bud Powell and Max Roach, which is recorded on the Debut label. In the summer he founds the "Jazz Workshop", gathering around him the cream of the cream of avant-garde music without making any distinctions about the colour of people's skin. With him, amongst others, are:

Teo Macero, John La Porta, Willie Denis, Eddie Bert, J.J. Johnson, Kay Winding and Kenny Clarke. He begins to plan his experimenting with these people.

1955-1956 He plays with his group at the Cafe Bohemia in New York. Some genuine masterpieces such as "Pithecanthropus Erectus" and "Haitian Fight Song" come to light. In some of his songs social political meanings can be detected, condemning racial persecution and prejudice. Mingus's arrangements are not fully composed, but, just like Ellington's, they leave tots of space for the soloists to improvise.

1957 He contributes to the creation of the soundtrack for the film "Shadows" by Cassavetes.

1959 This is a very creative year for Charles, from the album "Mingus ah Hum" with a homage to Charlie Parker (Bird Calls) to Ellington (Open Letter to Duke) and to Lester Young, who had recently died (Goodbye Pork Pie Hat), to the provocative "Fables of Faubus", a lively protest against the racial oppression inflicted by the governor of Arkansas. At the end of the fifties Mingus is a famous personality, loved for his music and feared for his dissoluteness. The relations between him and his colleagues, journalists and producers are almost always turbulent. Sometimes, during concerts, he urges on his musicians at the top of his voice, flattering them and insulting them, stopping numbers only to begin them again immediately afterwards, almost as if it was a rehearsal and not a payed performance. He takes absolutely no notice of the opinions of the critics and the audiences. This is something new and disconcerting which creates his legendary image.

1960 He has Eric Dolphy at his side. It is the year of the Juan Les Pins Jazz Festival near Antibes.

1961 Roland Kirk plays with him for a short while. One fine day Mingus claims he has discovered "Rotary Perception", which according to him is an innovative form of music, replacing swing. Together with Dave Brubeck he takes part in the film "All Night Long" in England. It is worth mentioning some of Mingus's strange actions. In a concert at the New York Town Hall, where he was supposed to perform together with a thirty-piece orchestra, instead of attacking any old number he very honestly admits he does not know what to do, and then incites the paying audience to demand the money back for the price of their ticket. In his autobiography "Beneath the underdog" he states very convincingly that for some time he did not live on his musical earnings alone, but also "rounded them off" with an unusual source of income: a couple of young women who prostitute themselves out of love for him, one is his wife and the other is his and her lover. One fine day, when he is already a well established musician, he unexpectedly leaves everybody in the lurch and has himself admitted to the psychiatric wing of Bellevue Hospital in New York,

claiming he wants to recover from a supposed mental illness.

1963 With the collaboration of Max Roach, Buddy Collette and Katherine Dunham he entertains the project of founding a "Arts, Music and Gymnastics School" run by himself. It is a high-sounding name, but all that remains of the idea is the rent for an entire floor of a building on Third Avenue, which has to be paid for ten years. He is convicted for flooring his trombonist Jimmy Knepper with

a punch. It is also said that. infuriated because another well known double-bass player had won the Down Beat poll and not him, he telephoned this double-bass player and hurled a torrent of abuse at him.

1964 He carries out a European tour. At Monterey he presents the composition "Meditations on integration", with a twelve-piece band winning great acclaim from the audience. Not trusting anybody he founds another record label' it is a disaster! His character deteriorates and he finds it more and more difficult to find work. He tries a different job and turns his apartment into a Music School, which results in him being evicted immediately! Believing he is being persecuted for the colour of his skin, he writes letters to various statesmen including Pope Paul VI, President Johnson and General De Gaulle. They all think he is crazy. Deeply in debt he takes refuge in California for a while.

1969 He comes back in circulation at the helm of a sextet. He is drugged up with tranquillisers. His health is now in jeopardy.

1970 The ballet "The Mingus Dances" featuring his music is staged at the City Center in New York.

1971 The Guggenheim foundation allocates him a grant.

1972-1978 He carries out various tours in Europe. The symptoms of an incurable disease begin to make themselves felt, amyotrophic lateral sclerosis, a rare and painful disease that will force him into a wheelchair. Various medicines and a surgical operation carried out in Cuernavaca in Mexico prove to be useless.

1979 He dies in New York on January 5. Some of the musicians who worked in Mingus's lineups grouped together under the name "Mingus Dynasty" and the managerial guidance of his wife, Susan Graham Mingus. The "Mingus Dynasty", which gives concerts throughout the world, is designed to spread the immortal music of the great Charles Mingus.

	Charles MINGUS
	Mingus Ah Um
	1959
	45:58
	Charles Mingus [b]; John Handy III, Booker T. Ervin, Jr and Shafi Hadi [s]; Horace L. Parlan, Jr [p]; Willie Dennis, James M. Knepper [trb]; Charles (Dannie) Richmond [d].

	Charles MINGUS
	Jazz Portraits    [live]
	1959
	44:15
	Feat.: John Handy [a s], Booker Ervin [t s], Richard Wyands [p], Dannie Richmond [d].

	Charles MINGUS
	Blues & Roots
	1960
	38:53
	Charles Mingus [b]; Jackie McLean & John Handy [a s]; Booker Ervin [t s]; Pepper Adams [bar s]; Jimmy Knepper & Willie Dennis [trb]; Horace Parlan [p]; Dannie Richmond [d].

	Charles MINGUS
	Oh Yeah
	1961
	68:38
	C.Mingus [p, voc]; Rahsaan Roland Kirk (см.)[fl, t s, siren, manzello, strich]; B.Ervin [t s]; J.Knepper [trb]; D.Watkins [b]; D.Richmond [d]

	Charles MINGUS
	Tonight At Noon
	1961
	38:10
	#1, 5: Charlie Mingus [b]; Jimmie Knepper [trb]; Shafi Hadi [a s];  Wade Legge [p]; Dannie Richmond [d]. (rec. 1957)

#2 – 4: Charlie Mingus [p]; Jimmie Knepper [trb]; Booker Ervin [t s]; Roland Kirk [s-s]; Doug Watkins [b]; Dannie Richmond [d]. (rec. 1961)

	Charles MINGUS
	The Complete Town Hall Concert
	1962
	68:32
	featuring Clark Terry & Richard Williams [tp]; Eric Dolphy (см.) & Charles McPherson & Charlie Mariano [a s]; Zoot Sims (см.) [t s]; Britt Woodman [trb]; Jaki Byard & Toshiko Akiyoshi [p]; and others.

	Charles MINGUS
	The Black Saint And The Sinner Lady
	1963
	39:26
	C. Mingus [b, p]; R. Erickson, R. Williams [tp]; Q. Jackson [trb]; D. Butterfield [tuba]; J. Richardson [s&bar s, fl]; D. Hafer [t s, fl]; C. Mariano [a s]; J. Biard [p]; J. Berliner [g]; D. Richmond [d].

	Charles MINGUS
	Right Now
	1964
	46:59
	Recorded at the Jazz Worshop, San Francisco.

C. Mingus [b]; Clifford Jordan [t s]; John Handy [a s (#1)]; Jane Getz [p]; Dannie Richmond [d].

New Fables …................................................... 23’ 18’’

Meditation (For A Pair Of Wire Cutters) …...... 23’ 44’’

	Charles MINGUS
	Paris 1964, Vol. 2
	1964
	53:05
	Charles Mingus [b]; Eric Dolphy [a s]; Johnny Coles [tp]; Clifford Jordan [t s]; Jaki Byard [p]; Danny Richmond [d].

So Long Eric …........ 28’ 28’’

Parkeriana …........... 24’ 20’’

	Charles MINGUS
	Astral Weeks
	1964
	56:42
	label: Moon Records

Charles Mingus [b]; Johnny Coles [tp], Eric  Dolphy (см.) [fl,  bcl,  as], Clifford Jordan [ts],  Jacky  Byard  [p],  Dannie Richmond [d].

	Charles MINGUS
	Town Hall Concert
	1964
	45:00
	label: ZYX, remaster 1990.

Charles Mingus [b]; Eric Dolphy [a s, b, cl, fl]; Johnny Coles [tp]; Clifford Jordan [t s]; Jaki Byard [p]; Dannie Richmond [d].

	Charles MINGUS
	Right Now: Live At The Jazz Workshop
	1964
	47:00
	label: ZYX, remaster 1990.

Charles Mingus [b]; C. Jordan [t s]; J. Handy [a s]; J. Getz [p]; D. Richmond [d].

	Charles MINGUS
	Let My Children Hear Music
	1972
	60:01
	label: Sony

	Charles MINGUS
	Mingus At Carnegie Hall
	1974
	46:31
	label: Mobil Fidelity

Charles Mingus [b]; G. Adams [t s]; Hamiet Bluiett [bar s]; J. Faddis (см.) [tp]; J. Handy (см.) [a&t s]; R.R. Kirk (см.) [t s]; C. McPherson [a s]; D. Pullen [p]; D. Richmond [d].

	Charles MINGUS
	Mingus Moves
	1974
	62:36
	Charles Mingus [b]; R.Hampton [tp]; G. Adams [t s, fl]; D.Pullen [p, org]; D. Richmond [d].

	Charles MINGUS
	Changes One
	1975
	44:45
	Charles Mingus [b]; G. Adams [t s, v]; J. Walrath (см.) [tp]; Don Pullen [p]; D. Richmond [d].

	Charles MINGUS
	Changes Two
	1975
	43:06
	как выше.

	Charles MINGUS
	Mingus At Antibes
	1976
	71:48
	Charles Mingus [b]; Ted Curson [tp]; E. Dolphy (см.) [a s, b cl]; B. Ervin [t s]; D. Richmond [d].

	Charles MINGUS
	Three Or Four Shades Of Blues
	1977
	44:52
	quintet: Charles Mingus [b];  + Ron Carter (см.), G. Mraz, John Scofield, P. Catherine, L. Corryel, G. Coleman

	Charles MINGUS
	Cumbia & Jazz Fusion
	1978
	54:56
	большой состав; C. Mingus [b, voc, perc].

Feat. previously unissued 2 tracks: C.Mingus [solo piano]

	Charles MINGUS
	Epitaph

[2 CD]
	1990
	72:51 54:29
	30 players, feat.: J. Handy, J. Richardson, W. Marsalis (см.), Lew Soloff, J. Hicks, R. Brecker

	MINGUS  BIG  BAND  93
	Nostalgia In Times Square
	1993
	77:59
	R. Brecker, J. Walrath, Dave Taylor, A. Foster, J. Stubblefield, Kenny Drew, M. Formanek, M. “Smitty” Smith, a.o.

	Phil MINTON
	Fred FRITH, Bob OSTERTAG, Phil MINTON:

"Voice of America"
	1981
	38:22
	Phil MINTON - см. тж. c: David  MOSS; Mike  WESTBROOK “Off Abbey Road”; Lindsay COOPER; VLADIMIR  ESTRAGON; ANGELICA; ROOF (w/ Tom Cora, Luc Ex); ANGELICA; George GRÄWE; NEWS  FROM  BABEL ('Alternative'); 4WALLS ('Alternative', на "F"); FRIGG; Klaus  KÖNIG;
http://www.shef.ac.uk/misc/rec/ps/efi/mminton.html 
free impro
label: ReR

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

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

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

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

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

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

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

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

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

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

	Phil MINTON
	Phil MINTON & Veryan WESTON:

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

label: ITM

rec. 1987

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

  
  
1. 

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

Composed by:
 Glanfield, Ives

Performed by:
 Minton, Veryan Weston

  
  
2. 

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

Composed by:
 Schubert, Von Schober

Performed by:
 Minton, Veryan Weston

  
  
3. 

For You/Playing Time 
 - Minton 
3:05

Composed by:
 Minton

Performed by:
 Minton, Veryan Weston

  
  
4. 

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

Composed by:
 Minton, Veryan Weston

Performed by:
 Minton, Veryan Weston

  
  
5. 

Klang Nocturne 
- Minton, Veryan Weston 
2:03

Composed by:
 Minton, Veryan Weston

Performed by:
 Minton, Veryan Weston

  
  
6. 

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

Composed by:
 Sullivan

Performed by:
 Minton, Veryan Weston

  
  
7. 

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

	Phil MINTON
	Phil MINTON & Veryan WESTON:

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

label: Leo

rec. 1991 (live) 

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

  
  
1. 

Prologue 

- 5:23

Composed by: 
Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
2. 

Vocal Improvisation 
- 1:51

Composed by:
 Jo Truman

Performed by:
 Jo Truman

  
  
3. 

Antidote  
- 
2:11

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
4. 

Vocal Improvisation -
 2:10

Composed by:
 Cleveland Watkins

Performed by:
 Cleveland Watkins

  
  
5. 

Morning 
- 
1:32

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
6. 

Vocal Improvisation - 
5:02

Composed by:
 Maggie Nicols

Performed by:
 Maggie Nicols

  
  
7. 

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

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
8. 

Vocal Improvisation - 3:45

Composed by:
 Norma Winstone

Performed by: 
Norma Winstone

  
  
9. 

Vocal Improvisation - 
3:26

Composed by:
 Elise Lorraine

Performed by:
 Elise Lorraine

  
  
10. 

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

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
11. 

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

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
12. 

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

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
13. 

A Milestone  
- 
1:23

Composed by: 
Minton, Weston

Performed by: Minton, Veryan Weston

  
  
14. 

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

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
15. 

First Page of the Diary 
 - 
1:40

Composed by:
 Minton, Weston

Performed by: Minton, Veryan Weston

  
  
16. 

Goodbye to a Tooth 
 - 
2:14

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
17. 

Vo Bey Day 
 - 
1:46

Composed by:
 Minton, Weston

Performed by:
 Minton, Veryan Weston

  
  
18. 

Epilogue 
- Minton, Weston 
3:01

	(Phil MINTON)
	TRIO TRABANT A ROMA:

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

Lindsay Cooper (см. в 'Alternative') [bassoon, el. effects, sopranino, p]; Alfred 23 Harth [as, ss, ts, cl, bcl, melodica, sopranino, p, farfisa organ, casio cs 1000]; Phil Minton [v, p]. 

(Hart/Minton – cм. тж.: VLADIMIR  ESTRAGON)
1. Orbital Tent

2. Et All Ways Budapest

3. Main Movies Et Negentropical Territories

4. Strasbourg Et Amor Trans'n'Dance

5. Beyond Cut

Expedition into the unknown

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

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

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

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

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

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

---- Thomas Rothschild

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

ROGER TURNER: batterie, percussion, voix

PHIL MINTON: voix

VERYAN WESTON: piano, voix

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Toutes les musiques sont de

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

Enregistré par STEVE LOWE aux Studios GATEWAY à Londres

le 4 janvier 1996. Montage par DAVE HUNT.

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

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

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

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

--- John Corbett, Chicago, June 1996

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

rec. 1998

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


1 

Universal Drainage 
-Minton 
1:23

2 

Dough Song 1 
-Minton 
:46

3 

Dough Song 2 
-Minton 
2:21


4 

Cut Wreath -
Minton 
:57


5 

Tip Head 1 
-Minton 
2:14


6 

Doug Song 3 
-Minton 
1:28


7 

Para Song 1 
-Minton 
1:39

8 

Dough Song 4 
-Minton 
1:09


9 

Doug Song 5 
-Minton 
2:19

10 

Three Lies 
-Minton 
3:01


11 

Dough Song 6 
-Minton 
2:36

12 

Tip Head 2 
-Minton 
1:51


13 

Dough Song 7 
-Minton 
1:54

14 

Soug Song 8 
-Minton 
3:26

15 

Para Song 2 
-Minton 
2:03


16 

Srainage Mr. Wilkins 
-Minton 
1:11


17 

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


18 

Dough Song 9 
-Minton 
4:39

19 

Doug Song 10 
--Minton 
1:26


20 

Dough Song 11 
-Minton 
1:28

21 

Tip Head 3 
-Minton 
2:13


22 

Para Song 3 
-Minton 
2:03

23 

Dough Song 12 
-Minton 
2:07


24 

Tip Head 4 
-Minton 
1:23


25 

Bishio Drainage 
-Minton 
2:49


26 

Para Song 4 
-Minton 
2:46


27 

Doug Song 13 
-Minton 
:34


28 

Ballard 
-Minton 
2:15


29 

Tip Head 5 
-Minton 
2:11


30 

Lifting Leeks 
-Minton 
2:44

	Joni  MITCHELL
	Mingus
	1979
	37:26
	

	Red  MITCHELL   & V. PREOBRAZHENSKI
	We All Hope
	
	61:53
	trio: [t s]; [p]; [b].

	Roscoe  MITCHELL
	Sound
	1966
	67:43
	Down Beat 48th Annual Critics Poll: Alto / Soprano Saxophone Of The Year (2000)
Roscoe  MITCHELL – см. тж. c: Art Ensemble Of Chicago; George Lewis;

label: Delmark (Chicago) 1996

Roscoe Mitchell [a s, cl, recorder, etc.]; Lester Bowie (см.) [tp, fl h, harmonica]; Lester Lashley [trb, cello]; Maurice McIntyre [t s]; Malachi Favors [b]; Alvin Fielder [d]. 

ORNETTE (alternate)

SOUND 1

THE LITTLE SUITE

ORNETTE

SOUND 2

The Roscoe Mitchell Sextet is armed and dangerous, out to steal your mind. Not merely with names (Roscoe, Bowie), or even the meta​phorical mortar of Mclntyre's tenor, but with inner armaments of self and soul: insistent dignity, purposeful pride, the determination to fulfill them​selves as creative beings. You can hear it in the music, the way they play together, the way they play their selves. The predatory levitations of Alvin Fielder, hovering like a hawk, demonstrating a drumming that is as much about sounds as rhythm, a Chinese calligraphy written across the music. Malachi Favors' autumnal pungence, wood and earth, dark and dry, dramatic bass structures that become an amen-choir. The bigthroated voice of Lester Lashley’s trombone, and the magic sewing-machine of his cello. Sly extroversion from Maurice Mclntyre, a lip-smacking Buddha; his sound—the roar of a moldy bronze lion come somehow to life, or the lonely iron croon of a buoy. Lester Bowie's horn, handled like the knife that shares his name, with keen edge and weight, cutting close to the bone. His appearance is particularly gratifying since only a half-handful of trumpeters have done well by the new music. Where most rip along in formless freedom, or cast careful statements which never gain motion, Bowie has excitement and a fine sense running architecture. Roscoe Mitchell, the informing presence of the group, has driven the vocal cry and sudden structures of today's horns into a new intensity, and is one of the very best of them, an uncautious player who'll jump right out at you, take your throat, and shake. He'll surprise you, and so will the Sextet, coming whole and unexpected as it does, but, even so, this phenomenon is only part of a larger phenomenon.

The holy artistic family that dances through the daydreams of certain seers of New York (where the climate of rampant ego would alone void such visions) is not a mirage. It does exist. In Chicago. Where musicians already pressed together by the frustrations of scuffling and sharecropping, of having their fates overseen by others, and by their own growing need to create a strong, daring music which would remain in the rightful hands of its makers, have drawn even closer together to shape a common answer. Their answer, their family, the Association for the Advancement of Creative Musicians, is the healthiest organism at work in jazz today. A large and benevolent family, it encourages individuality and freedom, yet has a remarkable spiritual unity. Its actions and attitudes have achieved an imposing communal dignity, offering its people the perfect framework for the accomplishment of their art. By producing its own concerts (all details handled by the musicians), the AACM has escaped the insensitive evils of the entertainment arena and afforded a positive setting for the member-units of Roscoe Mitchell, Joseph Jarman, Richard Abrams, Jodie Christian, Troy Robinson, the Artistic Heritage Ensemble, and The Experimental Band. Those concerts have been the ultimate vindication of the alliance. From them has come a music of such compelling strength and beauty, richness and diversity, as to shout down any doubts that this must eventually become the answer for serious jazz musicians everywhere.

As with any vital organization, the AACM is a convergence of individual voices and directions, toward the furtherance of a large goat. Many trains issuing from one roundhouse. Among them, Roscoe Mitchell has been a prime mover from the start, and, even earlier, was an important part of the

Richard Abrams experimental band which laid so much of the track for the present Association. Lashley's virtuosity on three instruments (his bass is not heard on this album) has led him to work with most of the AACM groups. Fielder and Favors have been with Roscoe right along. Maurice's tenor burst upon us during the latest concert series, when he was heard in three of five concerts. Bowie, recently arrived from St. Louis, showed up as part of this sextet during the same series.

ORNETTE opens like a jack-in-the-box. Roscoe springs out, urging himself immediately onto a plane of cultivated hysteria, where the tongues are talked, whistled, and shrieked. Bowie slices in, notes falling as deftly as a tapdancer's steps, then powers ahead. Maurice indulges in belly rubbing R&B drolleries, made abstract by the funhouse mirror of his mind. Then an incestuous dialogue of cello and bass, and back to the theme, the lines of which, along with the title, are self-evident marks of Mitchell's deep respect for Ornette Coleman, though Roscoe is quick to point out his awareness that respect must never be exaggerated into worship.

He explains THE LITTLE SUITE as a "suite of colors", in which the instruments represents different and modulating colors. Colors, in this case, synonymous with moods. The listener may hear more definite human imageries. A rural Halloween, ritual march of children on the way to mischief, which becomes decidedly more devilish as it goes along. Although the playing throughout is beautiful (the puckish theme of Bowie's harmon​ica, his trumpet and mellow flugelhom, Mclntyre's honkings, the insertions of cello, bass, Roscoe's sax, clarinet recorder and whistle, drum clusters, and the playful gourd, maracas sounds), there are no solos as such; rather, a patchwork quilt of staggered statements, evershifting, Roscoe's own wild kind of warlock's brew.

SOUND is something else again. Roscoe pre​sents it as an exploration of the possibilities of unorthodox, yet meaningful, sounds inherent in the instruments. But it is far more than mere experimentation; a total piece of music, wholly shaped, sustaining a mood while varying it in pitch and intensity, a tour de force, each solo seeming to feed from the others. The stately lament of the theme invokes the dignified, deep melancholy of a dirge, a convocation of priests chanting a ceremonial death-song. The plaintive bells, mournful strikings of a half-filled water-can, add to this feeling. Each priest steps forward from the circle to take his turn at elegy, at preachment. Bowie moans and mutters, lowdown nasty sounds reminiscent of Rex Stewart (Menelik, The Lion of Judah), while cymbals chatter and shimmer behind him. Maurice's message is a marvel of abstract construction, of off-center balance, of bent symmetry, his horn a heavy hammer, lusty and plangent, gathering earthly backtalk from the bass. The trombone edges in with slurs and soft whoops and groans, then opens into respectful rowdiness. Roscoe pipes his entrance. His mad, gnarled solo is that of the high-priest, the exerciser at work with strings threading and squealing at his side. Spirits speaking together. Malachi Favors has an impossible, wild-eyed, head-tossing bowed solo. You can almost smell his bass going up in smoke. A short cymbal summation re-calls the theme. Somehow the same notes have now transcended anguish, have metamorphosed the occasion into something positive, subtly but firmly rejoicing an affirmation of life.

J.B. FIGI 10/18/66

	Roscoe  MITCHELL
	Roscoe Mitchell Creative Orchestra:

"Sketches from Bamboo"
	1978
	37:39
	LP ->CD

no info

	Roscoe  MITCHELL
	3 x 4 Eye
	1981
	41:08
	label: Black Saint

Roscoe Mitchell and The Sound Ensemble: Roscoe Mitchell [s&a s]; Hugh Ragin [piccolo tp, tp, fl h]; A. Spencer Barefield [g]; Jaribu Shahid [b, congas]; Tani Tabbal [perc].

1. Cut Outs for Quintet

2. Jo Jar

3. 3 x 4 Eye

4. Variations on a Folk Song Written in the Sixties

All compositions by Roscoe Mitchell.

	Roscoe  MITCHELL
	This Dance Is For Steve McCall
	1992 
	51:08


	label: Black  Saint

Roscoe  MITCHELL and The NOTE FACTORY: Roscoe  Mitchell  [winds], Matthew Shipp (см.) [p], William Parker (см.) [b], Jaribu Shahid  [b],Vincent Davis [d], Tani Tabbal [d].

ERICKA

UPTOWN STRUT

THE RODNEY KING AFFAIR

AH

SONG FOR GERALD OSHITA

PAINTINGS FOR PHILLIP WILSON

THE FAR EAST BLUES

VARIATIONS FOR STRING BASS AND PIANO

THIS DANCE IS FOR STEVE MCCALL
“Any Roscoe Mitchell recording is vunerable to the process that prompts us to think about music within a historical frame-work even before we hear it. But the richly referential This Dance Is For Steve McCall is particularly prone. The programm is dotted with dedications to late colleagues, who vitally contributed to Mitchell’s evolution during the past 30 years.    The strenght of many recordings lie in the musicians’ familiarity with their respective stylistic tendencies —  the fluid interaction of the Art Ensemble of Chicago’s are a case in point. That is not the case with This Dance Is For Steve McCall. The album’s bracing edge is rooted in the concentrated focus of an ensemble establishing the ground rules for such a familiarity, grappling with new materials, and honing a rapport among themselves. These performances resonate with discovery, whether the issue at hand is the supple, elastic form of “Song For Gerald Oshita” (a composer, proponent of unusual, ultra-low registered wind instruments), or the dynamic, tension-filled divergence of elements that propells “Painting For Phillip Wilson”. Ultimately, collective discovery leads to communion on this album in the form of the cathartic title composition.   History will eventually have its way with Roscoe Mitchell, the Note Factory, and This Dance Is For Steve McCall. It should be a good ride for all concerned. But, for a short while, this music is free to be heard on its own terms, before it is altered by history. It is a brief window of opportunity. Take it while it’s open.” —  Bill Shoemaker,  1993.

	Roscoe  MITCHELL
	Sound Songs

[2 CD]
	1994
	122: 21
	label: Delmark
rec. 1994

Avant-garde pioneer Roscoe Mitchell performs all of the music on this two-CD set, some of it unaccompanied solos with about half of the selections using overdubbing. Mitchell is mostly heard on alto and soprano but also utilizes percussion and "little instruments" in addition to flutes. Some of the numbers are closely planned, programmed loosely with themes and plots, but there is also plenty of free-form improvising. Mitchell, a master at using silence and repetition, creates thoroughly unpredictable music that is generally quite logical in hindsight. Still, since these are sound explorations and there are plenty of violent moments, this is mostly for very open-eared listeners.

tracks:

Let's Get Ready to Rumble 

They All Had New Clothes 

A Messenger in Traffic 

Fallen Heroes 

Full Fontal Saxophone 

Down at the Pond 

The 4:50 Express 

The Meeting 

For Lester B. 

Near and Far 

Song for Percussion and Bamboo Sax 

The Play, Act I 

The Play, Act II 

The Play, Finale 

The Garden 

The Night 

On the Country Road 

Side One 

The Other Side 

The Other Side, Pt. 2 

Side Two 

First Sketches of Leola 

Appear and Disappear 

The Dream Machine 

For Madeline 

Closer 

all tracks by Mitchell

	Roscoe  MITCHELL
	Hey Donald
	1995 
	57:14
	label: Delmark

R. Mitchell [reeds], Jodie Christian [p], Malachi Favors [b], Albert Tootsie Heath [d, perc].

WALKING IN THE MOONLIGHT

DRAGONS

JEREMY

THE EL

HEY DONALD

KEEP ON KEEPING ON

THE BAND ROOM

ENGLEWOOD HIGH SCHOOL

ZERO

SONG FOR RWANDA

58TH STREET

SEE YOU AT THE FAIR
[...] Mitchell doesn't spend a lot of time trying to define his musical evolution over the last three decades. "I like to finish a project and move on." An important key to his prosperity has been to be proactive, to remain forever on the offensive and not spend a lot of precious time and energy looking back. "But I'm still the same person. I had some ideas about the more fluid notes thirty years ago. But now, through my knowledge of circular breathing, I am better able to realize what I had in mind." [...] The most enticing of the free form selections are those where it's just Favors and Mitchell. These are The El, Englewood High School, Keep On Keeping On and 58th Street. Favors was with Mitchell on "Sound" and frequent outposts beyond and their elegant telepathy is at its finest in Favors' comp​osition, Keep On Keeping On. His bowed bass is exquisite and sets a mystical tone for Mitchell's soprano. Englewood High School takes on more of the flavor of a friendly but contentious debate. For every theory and premise Mitchell puts forth. Favors has an answer. This duo could carry an entire CD alone. What a futile mission it would be to be a jazz radio jock charged with playing the representative cut from this CD. "Hey Donald" is a jazz decathlon, as is always the case with Roscoe Mitchell.

	Roscoe  MITCHELL
	In Walked Buckner
	1999
	64:17
	label: Delmark

rec. 1998

performed by Roscoe Mitchell Quartet

Roscoe Mitchell once fronted perhaps his most daringly different trio with multi-instrumentalist Gerald Oshita and vocalist Thomas Buckner. This recording, dedicated to Buckner, captures the singing characteristics of Buckner in a purely instrumental way, and quite beautifully. Timbres are rare and off-kilter, free flowing, static, or flat-out swinging. In the middle is Mitchell, carrying the torch that has kept him a vital, adventurous American musician for three decades. Armed with a raft of woodwind instruments, Mitchell, with yeoman's help from bassist Reggie Workman, the judicious pianistics of Jody Christian and the masterful drumming of Al Heath, makes the quartet, when they play together, unstoppable. Substantive solo space is distributed, especially for the leader. Check out his saxophone on the self-explanatory "Squeaky." Smaller combinations are fashioned with a no-time policy. Improvisations are stark and real. Spiritual evocations are evident. The bulk of the remainder of the eight-cut program, from the ethereally nautical "Off Shore," the lilting "Le Dreher Suite" and the haunting "Opposite Sides" emphatically showcase Mitchell's other worldly flute work. They are convincing exhibits of Mitchell's position as perhaps the premier and essential improvised musical voice in the avant garde of them all. In spirit, execution and intent, Mitchell succeeds on all levels, except perhaps as a hitmaker. Surely his fans like it that way. Highly recommended to appreciators of this style.

tracks:

Off Shore

In Walked Buckner

Squeaky

The Le Dreher Suite

Three Sides of the Story

Till Autumn

Fly Over

Opposite Sides

all tracks by Mitchell

	Roscoe  MITCHELL
	Nine To Get Ready
	1999
	55:18
	label: ECM

Roscoe Mitchell: soprano, alto & tenor sax, flute and lead vocal

Hugh Ragin: trumpet

George Lewis (см.): trombone

Matthew Shipp (см.): piano

Craig Taborn: piano

Jaribu Shahid: bass & vocal

William Parker (см.): bass

Tani Tabbal: drums, jimbe & vocal

Gerald Cleaver: drums

 1. Leola

 2. Dream & Response

 3. For Lester B

 4. Jamaican Farewell

 5. hop hip bip bir rip

 6. Nine to Get Ready

 7. Bessie Harris

 8. Fallen Heroes

 9. Move Toward the Light

10. Big Red Peaches

	The  MODERN  JAZZ QUARTET
	Blues At Carnegie Hall
	1966 
	41:25
	label: Mobile Fidelity

[...] Not that the MJQ was incapable of generating and sustaining more overtly powerful emotional force—particularly in the blues. that common fundament of jazz language in which all four are so at ease. (Has it occurred to you, by the way, that John Lewis is one of the truest, most regenerating blues pianists of this jazz era?)

Yet another arresting quality of the MJQ was the persistence with which it collectively — and in the solo work of each of its members -- continued to perfect the art of development. The solos rising organically from the surrounding textures and temperaments and always building and interweaving with the other voices as the piece as a whole takes on what in retrospect seems to have been a preordained continuum of ever unfolding order. That's why MJQ recordings can be heard over and over in the pleasure of rediscovering and following the ways in which the overall and individual designs grow into and over each other before your very ears.

There really never has been a combina​tion in jazz like the fusion created by the MJQ. The delicate, almost evanescent lyri​cism: the sometimes grave, sometimes play​ful polyphony; and the sure sense of the roots of jazz. At the final concert, during a Milt Jackson blues solo, a soft-spoken woman sit​ting next to me introduced herself as Milt Jackson's mother-in-law and said, nodding toward the stage, "That's what they call funky when they get real down with it."

And they sure got real down with it that night. I have not commented on individual titles because this is all a gestalt, an interconnecting way of music, the MJQ’s way. And it was a way that kept shifting and changing, all those years. "You listen to our various record​ings of the same tune," John Lewis told me, "and you'll hear that none of them sound alike. And I'll tell you something else. In all those nights of playing together, there was never a performance that was the same as any other."

Now it's over, but still there are hopes that maybe once in a great while, we'll hear them once more. As a regularly working group, the MJQ is sundered forever. But per​haps, for a special occasion, these four will hear the call of what they have achieved and come out on stage together again. It could happen, says John Lewis, because "we can still play together better than anybody else."

This is not only the last concert of the MJQ as a continuing group, but it is also -- in the context of musicians who play together better than anybody else -- the best MJQ on record. A special note here concerning recording engineer David Hewitt and mixer Gene Paul. The MJQ has to be recorded most attentively because so much is always going on within its continual interplay. And that is pre​cisely how this last concert was recorded and mixed. Listening, with the volume up, it will be perennially astonishing to hear the range of melodic invention, color, rhythm permuta​tions, and quickening structural designs that these four musicians -- only four -- were able to create.

What, in sum, is the legacy of the Modern Jazz Quartet? In time, there will surely be a book or more about that. In brief, in addition to what has been said above, I call again on on Whitney Balliett who has also been listening to the MJQ from its beginnings: "It also revealed a strong distaste for musical cant, and it immediately countered through its own superb example all the dreary practices that had begun to appear in jazz (the long, windy solos, the insane tempos, the showoff rhythms, and the vacuous ensembles.")

Also, with regard to that indigenous MJQ body of compositions, the members of the quartet were such intensely persuasive interpreters of their own work that, as was the case with those who tried to emulate Duke Ellington, other groups have, by and large, not been able to sound convincing in MJQ compositions. The MJQ is, to say the least, that inimitable.

The MJQ also taught listeners throughout the world how to hear more subtly, more intensely, more intelligently, and more feel​ingly. Not all lasting feelings, after all, are larger-than-life-size and, in fact, those which stay and grow in one over the longest period of time are apt at first to seem deceptively small-scaled.

What the MJQ has most contributed, of course, is pleasure -- and that is what music is all about. It has been pleasure of a decidedly rare order of imagination, discipline, and, as Milt Jackson's mother-in-law pointed out, selective funkiness.

There were extra musical influences due in part to the MJQ—the opening up of certain concert halls abroad to jazz as authentic cul​ture; the creation of a serious, though grooving, concert audience in the United States for chamber jazz; and, as one of the members of the group says, "We also showed, over a very long period, that jazz musicians could show up on time."

They'll not be showing up – together -- on time any longer. And they will be missed— missed more and more. I would predict, as the years go on and the full extent of their accomplishments is realized. Actually, once you listen to this album, you will miss them a hell of a lot right now. Or, as writer Jan Holdenfield mourned on hearing of the end of the Modern Jazz Quartet, "And just when class is coming back. "

NAT HENTOFF

	The  MODERN  JAZZ QUARTET
	Under The Jasmin Tree
	1968
	33:50
	

	The  MODERN  JAZZ QUARTET
	Blues On Bach
	1974
	41:43
	

	MOKAVE                                
	Mokave Vol. I
	1991 
	53:07
	Другие проекты с участием G. Moore и G. Velez — см.: OREGON; Rabib Abou-Khalil; 

Afro- jazz project

label: Audio Quest - все их диски изданы на Audioquest Records (CA, USA) — Audiophile recording quality.
Mo-ka-ve = Moore-Karush-Velez.

Glen Moore [b], Larry Karush [p], Glen Velez (см.) [frame drums (bodhran, riq, tar), misc. perc].      

   There’s plenty of precedence for Mokave’s style in the work of Oregon and the Winter Consort, in the give-and-take of the Bill Evans trio, in the experimentation of Steve Reich and the ethnic hybrid of Rabih Abou-Khalil. But what marks this first album from Mokave is its strong identity, an identity defined by the trio’s instrumentation, its second-sense interplay and its willingness to bend and blend a host of styles to their needs as well as its member’s collective associations. Despite Moore, Karush and Velez’s history of shared musical experiences, this is just the start for Mokave. And a promising start it is.

  There’s an intricate, seemingly inevitable web of associations behind the Glen Moore, Larry Karush, Glen Velez project known as Mokave. Moore, the bassist best know for his long tenure with Oregon, first met the pianist when Karush was a student at Reed College in Portland in the mid ‘60s. “We were both enamored of the Bill Evans trio at the time — that was our immediate conection,” recalls Karush. “We just naturally started playing together.”  When Oregon was first getting off the ground in the early ‘70s, the two men lived across the street from each other in New York’s SoHo district. At one point during this period, Moore’s home was the center of a musical scene that included Karush, guitarist John Abercrombie and saxophonist Bennie Wallace [см.]. Later, the pianist and the bassist teamed on Moore’s now-classic ECM release (1976), an album with strong blood lines to the Mokave project. Karush also toured with Moore, Towner, Colin Wolcott [см.] and Paul McCandless, opening for Oregon on solo piano. So it comes as no surprise that compositions from McCandless and Towner can be found here. It’s also no surprise that this first recording sharess the improvisational spirit and natural lyricism that marks the Oregon sound. But there’s an urban edge and sophistication to this music that belies the pastoral connections. A Moore explains, “A lot of people have said, ‘Oh Oregon. That music is so serene, it evokes the woods.’ And yet it all came out of little clubs and dirty hotels in places like Detroit and New York City. It takes stimulation to make beauty bloom. Sometimes it takes the sound of New York garbage trucks and fire sirens to invoke some kind of quiet, inner space.”  It was in New York where Karush first met percussionist Glen Velez when both held positions in new music composer Steve Reich’s ensemble. Moore’s relationship with the percussionist is more recent. The two played together as part of the Paul Winter Consort’s 1984 memorial concert for Colin Walcott. Velez has been a member of Winter’s ensemble since 1983, Moore has involved during his pre-Oregon days (he calls the Consort Oregon’s ‘parent’ group). More recently, both Glens have been involved with Lebanese oud player Rabih Abou-Khalil’s quintet.

 Velez, today’s leading exponent of the frame drum — one of his projects is a quintet composed entirely of frame drum musicians, a sort of World Saxophone Quartet for the instruments — brings both rhythmic depth and delicacy to the proceedings. Figuring as an equal in both the melodic and rhythmic doings, he conjures a dictionary’s worth of effects and a vast tonal range from hand-played instruments that include the Egyptian tambourine known as the ‘riq’, the Irish bodhran and Spanish ‘pondero’. “He is like a conductor when he’s playing,” assert Moore. “It’s incredible how he can hold everything together. With Larry, he is able  to play in a looser fashion. It’s the most relaxed playing we ever did together.”  In essence, Mokave is a piano trio, but with a difference. Without the heavy-weight dynamic power that a trap drummer can get from his kit, Velez relies on an endless tonal palette and the complex subtlety that results from playing with fingers, rather than sticks. Moore brings his own array of color and emotion to the pieces, getting a richly resonant, woody tone from an instrument that dates back some 275 years. Karush is a pure expressionist. “In terms of his solo playing, he’s in the same ballpark as Keith Jarrett,” Moore says. “He has this great ability to sing on the piano.” [...]

	MOKAVE
	Mokave Vol. II
	1992 
	46:32
	label: audio quest

cостав как выше

  Glen Moore, Larry Karush and Glen Velez return with more material from the July 1991 recording session that gave us their well-received first volume in the collaboration. The centerpiece of this second volume is the number that takes its title from the trio’s name Mokave. Rather than the collaborative effort the name suggests, ‘Mokave’, the tune, is a series of individual improvisations, and serves as a showcase for the craftsmanship of the ensemble’s individual members. But despite the fact that each musician plays alone, ‘Mokave’ illuminates the trio’s integrated style, one full of personality and empathy. In short, it reveals the magic that exists between the sum and its parts. “This structure of solos [on Mokave] started out as a spontaneous suggestion in the studio, and has become part of the group’s repertoire”, Karush explains. Velez, whose frame-drum percussion immediately sets Mokave apart from the traditional piano trio format, opens with darkly-colored tones and rippling contrasts from the resonant Irish bodhran. The droning effect creates a reverent, sanctified mood.  “I have different ways of approaching solos,” says Velez. “Sometimes I do them with nothing in my mind concerning what I’m going to do, no preconceptions. Other times I do improvisations that have very clear formats, where the line between composition and improvisation is not very clear at all. Here, [the tune ‘Mokave’, #6], it was a case of creating a thread, supplying a direction for the musicians to follow.”  Moore takes the second spot, opening his solo with a twinkling pizzicato line before moving into sustained arco tones swirled between sliding phrases that respectfully fill the space Velez created. “The music really takes over when I solo,” says Moore. “I tend to throw myself — to impale myself — on my instrument. All kinds of things happen. When it’s over, I can think about alternatives — my be I shouldn’t have done that, or maybe I should have gone this way instead of that way — but when it’s happening, I can’t really think alternatives. I go into a zone, as the basketball afficianados say.”  Karush completes the triangle, presenting lively, dance-like figures that sound as if they could be inlayed on the earlier work of his partners. “The challenge here as the third soloist in the series of three,” says the pianist, “was to create something that would complement and round out the other two, yet contain or imply elements from them.”  His solo takes on a dialogue quality as left and right hands establish a lively exchange. The collective associations and experiences that led to the formation of Mokave are sufficiently documented in the notes to the first volume of the set. Suffice to say that such names as Paul Winter, Steve Reich, Oregon and Rabih Abou Khalil are intertwined through this shared history. While many of these relations continue, the three Mokave members are best known as themselves, musicians who are constant in their musical quest. [...] But it’s the trio of solo improvisations entitled ‘Mokave’ that defines the group’s second release, pulling together all the ensemble work that surrounds it. Individual as well as collective strengths lift the trio from the ordinary. Both are to be heard in abundance here.

	MOKAVE
	Afrique
	1994 
	57:07
	label: audio quest

Glen Moore [b], Larry Karush [p], Glen Velez [frame drums, perc], with John Bergamo [perc #2,7,8], Bob Fernandes [perc #2,7,8], Pedro Eustache [b fl #7].

   Mokave’s first sessions, in 1991, were meant to yield one album, but made plenty enough for two. Ditto the 1993 sessions which gave birth to the item in band. It’s an occasional band of long-distance commuters (one in L.A., one in New York, one in Portland), and indeed their gathering together for projects like this is an occasion. So it’s especially reassuring in a era like ours to know that the next chapter in this ongoing musical saga is already salted away, and will come to us next year. It is bound to be welcome news. This one certainly is.

  Examining the interconnectedness of all things is what John Coltrane said he was doing in what turned out to be his later years. That’s also what the music historians, musicologists or whatever they’ll be called by then are going to have to deal with when the time comes to sort out what’s going on now, at the end of this 20th century. In terms of what’s being documented on recordings, the haystack is growing at a much faster rate than the number of needles therein (business, abetted by technology, moves faster than taste in a market unbridled by aesthetic priorities), which will only result in the task of making sense of recent phenomena that much harder for the quantifiers and/or statisticians. One thing that’ll have to go by the boards is that insistence on discrete categorization of everything. Music by artists such as MOKAVE proves the futility of trying to say ‘this is jazz’ or ‘this is world music’ or ‘this is classically-influenced folk music played in the jazz fashion’ or anything else. The correct answer is: all of the above, and then some. You can hang as many labels as you want on it, enough to require setting more type than the menu of Chinese restaurant, and most all will have some validity. It’s much more rewarding, however, to simply let the disc play on, rather than punching buttons to isolate and vivisect articles of evidence in tiny snippets to support any theories.

  The long and short of it is that MOKAVE is playing jazz, from a highly-informed approach, deferring to no specific canon for that music. This unfetteredness about repertoire is fundamental to the spirit at the heart of what makes jazz unique among all musics. Jazz is the melting pot, and always has been, despite efforts by zealots of various stripes to stop time and/or ignore history (militants of any stripe are seekers with impaired vision). The members of MOKAVE bring the freedom of the process of jazz with them, along with their own varied myriads of experience, as well as wide-ranging knowledge of and familiarity with all the other musics they’ve encountered (in their collective case, basically, everything under the sun) when they approach their common ground of creation. They have certainly assimilated with intent the work of acknowledged pioneers, and bring that intelligence with them too. Undoubtedly they are explorers, fearless about ending up in places they — and, often enough, no one else — have never been before. This is most true on the group improvisations, but just as beauteous on compositions, both their original material and tunes from elsewhere (on ‘Afrique’ #7, pronounced Ah-free-kay, from old friend John Abercrombie and the late Scott LaFaro).

  Several yin/yang, light/shadow, chiken/egg or whatever else you want to call those sound-of one-hand-clapping answerless riddles come into play here; process/content, leading/following, composition/improvisation, sound/silence, et cetera. Zen terms work well in this, but the actual procedure is, ultimately, Taoist; moving with things, going ahead and jumping into the water and then dealing with the currents as you push and pull — and are pushed and pulled. So these are not either/or dichotomies, but rather the anomalies of the life itself. It’s hard to tell where preconceived design ends and the moment takes over. Either way, the result for the listener is the same; challenging, substantial and rewarding. As Moore once said (loosely paraphrased) about how things work with Oregon, the quartet he co-founded in early 1970s: when the band is playing, he sometimes gets so overwhelmed by what’s going on that he wants to stop playing and just luxuriate in listening, but doesn’t, instantly realizing that if he does, it could stop, since what he himself is doing may be the thread holding it all together. That’s equally true in MOKAVE’s case, for Messrs. Karush and Velez too, to say nothing of the percussion corps Karush enlisted for the sessions. [...] Everyone involved here is listening to everyone else on a virtually telepathic level. They make it all sound natural, so logical that it’s beyond logic (there goes that Zen thing again...), not always effortless but always searching, trying it on, putting together different combinations of universally-fitting pieces of that big musical puzzle, allowing for some juxtapositions which haven’t been tried before, but which fit together just fine. Mokave makes musical pictures which really don’t need explanatory captions. The results hold up for both the process and content, which brings us back to those chicken/egg questions again, and there is still no answer. Ponder that if you will; Vonnegut wrote that there doesn’t have to be a why, ponder that too if you like, this album makes a good soundtrack for such activity — or anything else. 

— W. Patrick Hinely, Editor,“Jazz Times”.

	MOLUCCAN  MOODS Orchestra
	Wakoi
	1988
	27:23
	jazz-rock с элементами этно.

[g-s]; [el b]; [sax]; [fl]; [perc]; [voc].

	Nils Petter MOLVAER
	Khmer
	1997
	62:50
	Nils Petter MOLVAER – см. тж. с Eivind AARSET; Bill LASWELL; The CINEMATIC ORCHESTRA; MASQUALERO; John BALKE;

Подобные по музыке проекты см.: Cuong VU; WIBUTEE; Audun KLEIVE (в 'Acid'); Erik TRUFFAZ; 

ambient / acid jazz

label ECM

Nils Petter Molvaer [tp, g, b, perc, samples]; Eivind Aarset [g, treatments, talk box]; Morten Molster [g]; Roger Ludvigsen [g, perc, dulcimer]; Rune Arnesen [d]; Ulf W.O. Holand [samples]; Reidar Skar [sound treatment].

1. Tlon

2. Access / Song Of Sand I

3. On Stream

4. Platonic Years

5. Phum

6. Song Of Sand II

7. Exit

THE REMIXES:

8. Song Of Sand (Single Edit)   3:55
9. Platonic Years (DJ Fjord Mix by The Herbaliser)   5:17
10. Tlon (Dance Mix by Mental Overdrive)   6:22
11. Song Of Sand II (Coastal Warning Mix by Rockers Hi-Fi)   4:17

	Nils Petter MOLVAER
	Solid Ether
	2000
	50:42
	label: ECM

Nils Petter Molvaer [tp, piccolo tp, vocoder tp, el tp, synth-bass, voice effects, synth, loops, samples, beats, sound treatment]; Eivind Aarset [g, electronics]; Audun Erlien [b]; DJ Strangefruit [voices, vinyl, beats, samples, ambience]; Per Lindvall [d]; Rune Arnesen [d]; Sidsel Endresen [v]; Reidar Skar [vocoder].

Dead Indeed 

Vilderness 1 

Kakonita 

Merciful 1 

Ligotage Trip

Vilderness 2 

Tragamar 

Solid Ether 

Merciful 2

	Nils Petter MOLVAER
	NP3
	2002
	54:01
	Nils Petter Molvaer [tp, b, samples, ambiences]; Eivind Aarset g]; Raimond C. Pellicer [beats, loops]; Paal 'Strangefruit' Nyhus [vioces, noises, sondscapes]; Audun Erlien [b]; Rune Arnesen [d].

	Nils Petter MOLVAER
	Nils Petter MOLVAER & Robyn SCULKOWSKY:

"Hastering Westward"
	
	
	Robyn Schulkowsky: drums, gong, plate bell, crotales, cymbals, bronze bells

Nils Petter Molvaer: trumpet

pier and ocean

1 I

2 II

3 III

hastening westward

4 I

5 II

6 III

7 IV

8 V

9 VI

10 VII

	Meredith  MONK
	Turtle Dreams
	1980 
	37:32
	Meredith  MONK – см. тж. с: David GARLAND (в 'Alternative')

label: ECM

M.M. [v, p]; Collin Walcott (см.) [organ, didjeridoo].

	Meredith  MONK
	Dolmen Music
	1981 
	46:43
	label: ECM

M.M. [v, p]; Collin Walcott [violin, perc].

(1) Gotham Lullaby (1975)   4:15

(2) Travelling (1973)   6:15

(3) The Tale (1973)   2:47

(4) Biography (1972)    9:24

(5) Dolmen Music (1979)    23:39

A.) Overture And Men's Conclave

B.) Wa-Ohs    

C.) Rain

D.) Pine Tree Lullaby

E.) Calls     

F.) Conclusion

	Meredith  MONK
	Do You Be
	1987 
	44:46
	label: ECM

Meredith Monk and Vocal Ensemble.

	Meredith  MONK
	Book Of Days
	1990 
	49:39
	label: ECM

Meredith Monk and Vocal Ensemble.

Early Morning Melody     1:28 

Travellers 1,2,3    2:31 

Dawn   3:18

Travellers 4: “Churchyard Entertainment”  6:34

Afternoon Melodies   4:46 

Fields/Clouds   2:21 

Dusk    2:31

Eva's Song     0:48 

Evening     2:51 

Travellers 5     1:55

Jewish Storyteller/ Dance/Dream   4:54

Plague     3:10

Madwoman's Vision     7:40 

Cave Song     3:48

	Meredith  MONK
	Facing North
	1992 
	55:31
	label: ECM

Meredith Monk [voice, p, organ, pitch pipe]; Robert Een [voice, pitch pipe].

	Meredith  MONK
	Atlas

(An Opera In Three Parts)
	1993 
	59:5268:52
	label: ECM
большой состав.

	Meredith  MONK
	DIVINE WORKS: “Soundtrack to the New Millenium”
	1997
	46:20
	A fusion of medieval chant, contemporary sounds and heavenly vocals – where Ancient spirits meet nineties spirituality.

The music of Hildegard von Bingen & Meredith Monk. All tracks written, arranged and produced by “The Brave”.

A fusion of medieval chant, contemporary sounds and heavenly vocals – where Ancient spirits meet nineties spirituality.

	Meredith  MONK
	Mercy
	2002
	57:25
	label: ECM www.ecmrecords.com New Series

Meredith Monk, a.o. [voices]; Allison Sniffin [p, synth, viola, vln]; John Hollenbeck [perc, melodica, p]; Bohdan Hilash [cl].

	Thelonious  MONK


	
	
	
	см. в исполнении: Walter Davis “In Walked Thelonious”; Randy Weston “Portraits Of Thelonious Monk”; Evidence “Musique De Thelonious Monk”; Kronos Quartet “Monk Suite”; C. McRae

	‘Little Brother’  MONTGOMERY’s State Street Swingers
	Goodbye Mister Blues
	1973 - 76
	61:08
	label: Delmark 1993

Recorded 1973 - 76

L.B. Montgomery [p, v(#4, 8)]; Leon Scott [tp]; Preston Jackson [trb, v (#12)]; Oliver Alcorn [t&s s, cl]; Ikey Robinson [4-string guitar, banjo]; Truck Parham [b]; Red Saunders [d].

Eurreal "Little Brother" Montgomery was not your run-of-the-mill blues pianist—and he'd let you know it by word and deed. He was inti​mately acquainted with the bluesmen of his native Mississippi but also worked regularly with New Orleans and Chicago jazzmen as well as Chicago bluesmen, and knew how to extract the tips in a cocktail lounge or a piano bar.

He was a child prodigy, playing startlingly well before the age of nine according to Gus Ferryman (Singleton Palmer’s pianist) who heard him in Vicksburg while working with the Sam Morgan band out of New Orleans. Brother’s first recordings for Paramount in 1929 included the classic "Vicksburg Blues". He led a swing band in Mississippi during the mid-thirties when he recorded his classic solos for Bluebird. A wide range of recordmen including Lester Melrose, Joe Brown (JOB), and J. Mayo Williams used him as an accompanist on sessions with Memphis Minnie, Washboard Sam, Big Joe Williams and others. Bob Stendahl produced him on two ses​sions in 1943 solos (heard on Delmark's "Blues Piano Orgy" #626) and in '49 in a band format with the great New Orleans trumpeter Lee Collins. The marvelous band that opened Chicago's famous Plugged Nickel jazz club was led by Brother, and recorded for Riverside (cur​rently on Fantasy's OBC series).

I first heard him with the Otis Rush band that made his (best) Cobra sessions (currently on Paula) one Saturday night. The next afternoon he played cocktail piano at the Hollywood Show Lounge on Randolph Street. Late that night he was at the Red Arrow with Franz Jackson's Original Jass All Stars with Bob Schoffner on trumpet. People called it Dixieland but it was really jazz. For years after that he alternated blues and Irish tunes at McPartlan's on North Broadway near Foster. When we recorded Edith Wilson's album ("He May Be Your Man..." #637), he strenuously objected to my naming the group the State Street Ramblers; Brother felt the name denigrated musicians whom he set apart from the hobo life intimated by that group name. [...]

The album has some rough edges. Preston moved to New Orleans where he worked at Preservation Hall for several years. His passing illness, death among the musicians and Delmark financial problems are to blame for any short​comings, but there's some very different music on this album whether you're a blues fan able to do without high energy guitar or a jazz fan capa​ble of appreciating pre-bop. A few "dixieland" standards are present but the spirit of the blues that pervades all great jazz is ever-present. 

	MOOKO – см.: Akira  SAKATA
	
	
	
	

	Jemeel MOONDOC
	Konstanze’s Delight
	1983 
	46:28
	label: Soul Note

Jemeel Moondoc [a s]; Roy Campbell [tp]; Khan Jamal [vib]; William Parker [b]; Dennis Charles [d]; Ellen Christi [v].

Jemeel Moondoc is not a man to sit on his duff.

Oh no. The man follows his nose and, so far, it's been leading him down the right paths.

Moondoc was raised in Chicago and, although he was tagged for an architectural career, he fell under the influence of the clarinet and flute. Bye-bye Chicago and hello Boston and the James Tatum Blues Band.

In Boston, Moondoc fell under the spell of Cecil Taylor. Bye-bye Boston and hello Wisconsin -- where Taylor was artist-in-residence at a major university.

After two years, playing with Taylor's rehearsal big band at two different universities, it was time to move on.

«I told Cecil. I said, ‘Man, I'm fucking going to New York.' And he said, 'Well, I don't know if you're going to make it in New York. There's a lot of good players in New York. I don't know if you're going to make it.»

What would you do? Your whole jazz experience has been with a rehearsal big band in the mid-West and now you want to come to the jazz capital of the world and lead your own band and your mentor tells you, «Forget it, buddy.» What would you do?

Well, some of us would put our tail between our legs and find out whether or not it's too late to start learning how to draft blueprints.

Moondoc headed for New York. 

In 1972, the Ensemble Muntu (pronounced one-two) premiered at Sam Rivers' Studio Rivbea. The name, says Jemeel, «is a Central African concept of being. It means a new and continuing culture building off the old.»

The group, after a personnel change or two, consisted of Arthur Williams on trumpet, William Parker on bass, Mark Hennen on piano, Rashid Bakr on drums and Moondoc on alto.

It wasn't easy, but after a while, says Moondoc, «people started noticing us.» The loft scene was drying up, but there was work at the Public Theatre, Tin Palace, Ali's Alley and other adventurous nightspots.

Somewhere along the way, Arthur Williams split and was replaced by Roy Campbell. Somewhere else along the way, Moondoc decided the band was sounding too much like the Cecil Taylor Unit, so the pianist was dropped.

The core of the Ensemble Muntu -- specifically, Moondoc, Parker and Bakr -- were together for almost nine years. During that time they developed a tightness -- an ability to see into each other's heads -- and the band became one of the better ensembles in New York.

In terms of recording, again Moondoc took the proverbial bull by the horns -- self-producing his first few albums. Those albums led to European tours and allowed Moondoc various opportunities to expand Muntu -- Billy Bang came along on one, vibist Khan Jamal was added here and there, as was vocalist Ellen Christi.

Once again. Cecil Taylor comes into the picture. One night in the Fall of 1980, Cecil went down to the Tin Palace to give a listen to Muntu. He saw that he was wrong eight years before, when he told Moondoc New York was not the place for him. He also saw that the band was tight and swinging. Cecil was ready to make a change in his own Unit -- retaining only longtime altoist Jimmy Lyons -- so he hired William Parker and Rashid Bakr out of Muntu. As Moondoc says, «Losing my rhythm section to Cecil Taylor has got me sort of doing a lot of different things, which is great.»

One of the things was this concert at New- York's Third Street Music School, which finds an amalgam of former full-time Muntuites (Campbell, Parker), former part-time Muntuites (Jamal, Christi) and the brilliant Dennis Charles. all working out in fine form.

Trumpeter Roy Campbell is, for all intents and purposes, a native New Yorker -- despite the fact that the first year of his life was spent in California. Campbell’s lyrical brass stylings have graced the work of the likes of Carlos Garnett, Roy Haynes, Rashied Ali, Billy Hart, Billy Harper, Ron Burton, Bobby Watson and, not surprisingly, Cecil Taylor. He also co-led a unit called The Spirits Of Rhythm, along with his involvement in Moondoc's Muntu.

Bassist Parker is a New Yorker who is becoming more well-known thanks to his role in the Cecil Taylor Unit, with which he has been performing since December of 1980. He has studied the bass with several of its finest practitioners -- Jimmy Garrison, Richard Davis, Milt Hinton, Wilbur Ware and Art Davis -- and has performed or recorded with an entire spectrum of jazz talent -- Don Cherry, Maxine Sullivan, Billy Bang, Gato Barbieri, Sunny Murray, Frank Lowe and the Aboriginal Music Society.

Vibist Khan Jamal hails from the City Of Brotherly Love -- Philadelphia (via Jacksonville, Florida). He took vibes lessons with the underrated Bill Lewis and spent a good part of the '70s knocking around the lofts of lower Manhattan. Over the years he has put in time with Byard Lancaster, Archie Shepp, David Murray, Don Pullen, Sunny Murray, Ted Daniel and many others, as well as leading his own groups on tours of Europe.

Vocalist Ellen Christi is a Chicagoan who is busiest as co-founder (with drummer Tom Bruno) of the New York City Artists' Collective -- a group that has given many dancers and musicians an outlet for their experimentations. Jazzwise, she has worked with Don Cherry, Steve McCall, Keshavan Maslak, Dave Burrell and Jay Clayton, to name but a few.

If I were to list Dennis Charles' credits here it would take up the rest of these notes. Dennis' nickname is «Jazz» and that about says it all. His sensitive, melodic drumming has been most often heard with Cecil Taylor and Steve Lacy, but dozens of others have turned to Charles' trap-work in the past. Perhaps the fact that he hails from St. Croix in the Virgin Islands explains his wonderfully original rhythmic approach.

This album opens with the lengthy Konstanze's Delight -- a showcase for the members' individual talents. Parker's sassy bass strut sets the mood -- myste​rious and sexy. Listen to the way Khan uses his vibes as another percussion instrument -- fusing hypnotically with Charles' thundering tom-toms. All the players display an aggressive self-confi​dence and swagger. I don't know who Konstanze is, but she must be absolutely delighted.

Chasin' The Moon is a vigorous foray that features lightning-flashes from leader Moondoc, a veritable rainstorm of vibes from Jamal and a melt-down level of energy from Christi. This is high-powered, steamy stuff.

Hi-Rise is the flag-waver and it raises the banner of these six talents quite high.

Just take one listen, you're bound to salute.    --- LEE JESKE

	Jemeel MOONDOC
	Nostalgia In Times Square
	1986 
	51:40
	label: Soul Note

Jemeel Moondoc [a&s s]; Bern Nix [g]; Rahn Burton [p]; William Parker (см.) [b]; Dennis Charles [d].

"It's a straight-ahead blues, a riff thing, a good spring​board for solos," alto saxophonist Jemeel Moondoc says of "Nostalgia in Times Square." the Charles Mingus exer cise in E-flat that supplies the title track of Moondoc's newest lp, arguably his best so far. Recorded in 1959 by a Mingus quintet that included John Handy and Booker Ervin (and reprised a few months later as "Strollin," with a vocal by Honey Gordon). "Nostalgia" was one of Mingus s most straightforward performances. But with Mingus, nothing was ever that simple. Consider the title, rich with irony: Times Square is the roost for ringing out the old and ringing in the new -- hardly the backdrop for nostalgia. When Mingus wrote this piece for the sound track of John Cassavettes's Shadows, he was pushing jazz to the frontier (where it would meet Ornette Coleman). Yet Mingus was also a torch bearer for tradition, and not the least of his gifts was his ability to glance for ward and backward simultaneously. It's probably this trait above all others that endears Mingus to contemporary jazzmen like Moondoc, faced with the dilemma of making sense of the Sixties as they forge a characteristic music of the Eighties.

"Mingus was one of my idols. I consider him Duke Ellington's equal as a composer and orchestrator," Moondoc says, expressing the prevailing sentiment. "One of the things I especially love about him was the way he was able to express so many different moods in a single piece of music." Moondoc's "Dance of the Clowns," the album's closer, has some of the quicksilver variety he admires in Mingus (who was himself a fancier of clowns and Ethnic-Folk Dance Music, let's remember) "Dance of the Clowns" started off as interlude music from the score that Moondoc wrote for the play The Siberian Express. "It was originally called 'Dance Music Between 20 and 21,"' Moondoc laughs. "But I thought I should give it a better title if I was going to record it. And since it was so jerky and comic, it reminded me of clowns. We start off playing straight through the changes, laying back just a little bit. But as it flows, it be comes more abstract, until it's very agitated, very free -- then it returns to that bouncy, lyrical beginning theme. So it contains a variety of moods, and maybe Mingus was the unconscious inspiration."

Bern Nix's wiry guitar solos on "Dance of the Clowns" and elsewhere on this album will surprise those familiar only with his work in Prime Time and the Decoding Society, where he has established himself as the Freddie Green of harmolodics -- a stellar bandsman reluctant to blow his own horn. "Bern's only problem is that he's very shy," Moondoc explains. "But once people hear him solo, they want to hear more".

As a homage to another of Moondoc's idols, "In Walked Monk" wisely avoids the trap of trying to mimic the honoree, who was inimitable. Significantly, the reference to Monk came after the fact. "I usually compose on the saxophone," Moondoc says, "but this was one of those rare times when I was fooling around at the piano, sitting down at the keyboard after listening to a lot of Monk, and it just came out sounding the way it does, so I decided to dedicate it to him." "In Walked Monk" gains much of its perambulatory speed from the interplay be​tween bassist William Parker, a Moondoc regular, and drummer Dennis Charles, one of the young alto sax​ophonist's most ardent champions among veteran musicians.

The elegiac "Flora" marks Moondoc's recorded debut on soprano saxophone, a horn he first played in the early Seventies, as a member of Cecil Taylor's student orchestra at Antioch College. "I picked it up again about two years ago. It's a hard instrument to keep in tune. There are places here where it slides out of tune on me, but I try to capitalize on that. I think I have a unique sound on soprano, unlike most of the other guys who play it, who tend to all sound alike. I try to speak through the horn  it's something I learned from Jimmy Lyons and Ornette Coleman." Moondoc's deliberately slippery intonation, and outcries as exuberant and unabashed as those he normally unleashes on alto, make for an effective contrast with Rahn Burton's piano, which is rhapsodic, orchestral, and harmonically tempered. This is Moondoc's first date with piano since his 1980 debut on his own Muntu label. Burton is perhaps best known for his stay with Rashaan Roland Kirk, and his presence here tilts Moondoc further toward the mainstream than usual. "Flora" is named for Moondoc's maternal grandmother, now in her late seventies. "I sent her a tape of an [unreleased] earlier version that I recorded at Sweet Basil, and though she was flattered that I would write a song for her, I couldn't tell whether she really liked it because the music I play now is a lot different from the music we used to listen to at home -- Billie, Duke, Pops and Motown."

Lee Jeske has done such a commendable job of covering Moondoc’s biographical particulars on earlier Soul Note releases that a brief recap ought to suffice here. Moondoc was born in 1951. Despite hailing from Chicago, he had little contact with the AACM; Braxton, Jenkins, Mitchell, Jarman, et all had migrated to Europe and New York by the time of Moondoc's graduation from high school, and the AACM's second generation had not yet incubated. Following Moondoc's studies with Ran Blake in Boston and Taylor at Antioch and the University of Wisconsin, he settled in New York in 1972. For the last two years, he has been channelling most of his energy into the Jus Grew Orchestra, the unbuttoned 15-member ensemble he leads every Monday night at Neither/Nor, a Lower East Side watering hole. Keeping a big band afloat in the 1980’s is no easy matter, but Moondoc seems determined. "We're starting to sound good," he says, adding that he has re-orchestrated all three of his originals from Nostalgia in Times Square for Jus Grew. "There's a hard core of musicians I've worked with over the years who show up every week, and others who fall by from time to time, even though they know they're not going to see much money. In New York right now, there are lots of guys who never get hired by the name leaders and don't get too many club gigs -- myself, for instance -- and we're all eager to be heard. Everybody who plays in the band is welcome to write for it, too, so that's another incentive for us to stay together. And recently I've started to accept contributions from composers outside of the band, like Andrew Cyrille and a friend of mine named Stephane Stone who's a retired cocktail pianist." Moondoc's goal at this point is to bring Jus Grew into the recording studio "because maybe once we have an album for sale, we'll start to get work outside New York." In the meantime, Nostalgia in Times Square is a solid small group effort that should pave the way for the bigger things to come

---- Francis Davis April, 1986

	Stanton MOORE
	Flyin' The Koop
	2001
	52:19
	label: Bluethumb / Universal

Stanton Moore [d]; Karl Denson [t s, fl]; Skerik (см. тж. с: TUATARA) [t s, bar s, saxophonics]; Chris Wood (MEDESKI, MARTIN & WOOD) [upright b, Hoffner b]; Brian Seeger [g]; with (#2) Wild Magnolia Mardi Grass Indians [vocal samples].

Rec. in Petaluma, CA.

jazz-rock-funk 2002-го года: сегодня это – альтернатива, наполненная юмором и музыкальными репликами, при очень сухом саунде, ещё более усиливающем ощущение андерграунда и причастности к шаманическому действу. [Moore играл в группах: Galactic; New Orleans Klezmer All Stars]

Это трагедия для всей структуры клас​сической, рок- и поп-музыки. Ставлю состояние на то, что всякий занятый в структуре и потреблении этих продуктов после прослушивания нового соль​ного Мура (ударные) примкнет к тради​ционному джазу — и то далеко не ко всему. Противопоставить шквалу эмо​ций, вписанному на 11 треков альбома, просто нечего: никакие «Битлз», ника​кой Синатра, никакой Ван Клиберн, ни даже последний Transatlantic — ничто вообще не звучит так первобытно, пода​вляюще, пленительно, сказочно, вирту​озно, изобретательно. В гитарном джазе много имен, но они скованы стереоти​пом, а данные персоналии пришли из рока и выбросили на диск все накопив​шееся и невысказанное за время рок-сессий. Можно не сомневаться, что у Криса Вуда (бас, контрабас) немало эта​кого в загашнике, а он здесь самый не​заметный. Начинаясь как Пуэнте плюс Санборн, программа расслабляет и ув​лекает слушателя, и на шестой коллек​тивной композиции с красноречивым названием «Things Fall Apart» уже невоз​можно определить, то ли это саксофоны Скорика и Денсена имитируют фуз-гитару, то ли гитарист Сигер имитирует их обоих. Отметим попутно, что звучит именно великая импровизационная му​зыка, а не какофония.

-- Hi-Fi & Music

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

label: Tzadik

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

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

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

Virgil Moorefield was born in North Carolina and raised in Italy, Germany, and Switzerland. He began his career as a composer, settling in New York after receiving his B.A. and M.A. in 1979 from Columbia University. Moorefield's first album, Transformations, was recorded with his band, Equal Temperament, and released in 1983. His second album, Bhopal, appeared in 1986. He led a nine-piece ensemble (three guitars, two saxophones, trumpet, trombone, bass, and drums) on his 1994 Cuneiform CD, Distractions on the Way to the King's Party. 

Moorefield has played guitar with composer Glenn Branca, whose ensemble he played in after 1987, and was drummer for Swans. Moorefield has played with hardcore punk bands K-Martians and Damage. His sound score commissions include extensive work with director Theodora Skiptares. The History Of Medicine, featuring Moorefield's music, opened at La MaMa Annex in 1994. Moorefield has composed for dancer Maria Cutrona and visual artists Richard Haas and Joseph Nechtavel. He received an Artist-In-Residence grant at the Center For Electronic Music in New York in 1990 as well as a composers grant from Princeton University a few years later.

	Virgil  MOOREFIELD
	Distractions on the Way to The King's Party
	1994
	44:48
	jazz/avant-prog
label: Cuneiform

Drummer/composer Virgil Moorefield delivered one of his best efforts with Distractions on the Way to The King's Party. Here he leads a tight nine-piece brass/guitar/drums ensemble playing hot avant prog/funk fusion tunes. Very rhythmical in nature, Moorefield's music is akin to Forever Einstein, Boom, Chainsaw Jazz, Cartoon, or even The Muffins, with a pinch of Glenn Branca in the guitar work (the drummer and some of his musicians have played in Branca's projects). Contemporary classical techniques are applied to funk rock, complex avant prog motifs are tied to burning brass accompaniment. Highlights include "Noise is the Price We Pay for Signal," the groovy "Funk Trouble," and "Seelisberg," which sounds like Philharmonie augmented by a brass section. The music often remains very accessible and easy to tap your foot to, even when reaching high levels of complexity. The energy displayed is contagious and turns Distractions on the Way to The King's Party into a surprisingly danceable avant garde/big band set. Recommended.
1. No Warning
2. Funk Trouble
3. Untitled
4. Seelisberg
5. Summer Walk
6. Something to Offend Everyone
7. Healing Power
8. The Garden of Earthly Delights
9. Noise Is the Price We Pay for Signal
10. Vitus Dance

all tracks composed by Moorefield

	Airto  MOREIRA
	Seeds On The Ground
	1971
	76:54
	jazz-latina 
label: Buddah Records / One Way Records (NY)

A. M. [d, perc, berimbau, v]; Flora Purim (см) [v]; Hermeto Pascoal [harpsichord, fl, violao, Japanese sapho, p, k]; Ron Carter (см) [b, cello, cello bass]; Severino De Oliveira [viola, viola caipira, accordian, organ]; Sivuca [accordian]; Dom Um Romao [perc]. 

	Ikue  MORI – см. в 'Alternative'
	
	
	
	

	MORPHINE – см. в секции ‘Acid’
	
	
	
	

	Joe  MORRIS
	Like Rays
	1998
	61:20
	Down Beat 48th Annual Critics Poll: Guitar Of The Year (2000)
label: Knitting Factory

www.joe-morris.com
Joe Morris [el g]; Ken Vandermark (см.) [cl, bass cl]; Hans Poppel [p].

Bostonian guitarist Joe Morris is perhaps the most exciting and original jazz plucker to emerge in the last decade. He doesn't simply play, he grabs you with his controlled frenzy, notable for its pounding swing and its sonic exploration. Voted top five living guitar players by JazzTimes Magazine and Jazziz, Morris is the man to watch as jazz heads into the next century.

American guitarist clearly displays the influence of Derek Bailey, Morris also has deep jazz and blues roots, and shows those far more overtly than Bailey ever does. This trio are far more rough, tough and in-your-face,  with a less than accommodating attitude to the jazz tradition. But the common ground between musicians is far greater than their differences. All four come from a culture of listening and responding. Because of the trio's long familiarity with one another, they are more attuned and responsive to each other. Quickfire exchanges between them happen constantly. However, Morris finds plenty of space for his contributions. Listen to the way his guitar line (not quite rhythm, not quite solo) weaves in and around, vying for attention but also complementing and enhancing the clarinet, until at last it cuts loose into an all-out solo in its own right. Admirers of the past work of Morris or the trio will find plenty here to get their teeth into. Overall, the sound and approach of the trio are dominant, but there is much here that is distinctly Morris. A successful collaboration for all parties.   ---- JOHN EYLES “Resonance” (UK)

	Joe  MORRIS
	Age of Everything
	2002
	53:05
	avant-jazz
label: Riti

rec. 2002

performed by Joe Morris Trio

Joe Morris is an uncompromisingly original guitarist following in the tradition of other free-jazz guitar, conceptual innovators like Derek Bailey, Sonny Sharrock, Eugene Chadbourne, and James Ulmer. However, Mr. Morris has developed his own, unique approach to guitar playing, composition, and improvisation which is unlike his peers. He usually incorporates a clean tone of the be-bop lineage for his single-note driven improvisations. His recordings are widely eclectic ranging from solo performances, traditional acoustic settings, and fusion dates to various groups with interesting instrumentation Mr. Morris spent his formative years in New Haven, Connecticut where he taught himself the guitar and immersed himself in a variety of progressive musical styles. He spent numerous weekends attending free symphonic productions at nearby Yale University which included performances of artists as diverse as Karlheinz Stockhausen, Charles Ives, and Duke Ellington. Attention to local AACM (Association for the Advancement of Creative Musicians) members Leo Smith and George Lewis and a world-music radio show presented by percussionist Gerry Hemmingway also helped Mr. Morris develop his wide musical pallette. In 1975, Mr. Morris moved to Boston where his unique approach was not initially accepted in the then-prevalent, modal-jazz scene. Despite this temporary setback, and some time spent playing guitar in Europe, he developed a pivotal, collaborative relationship with multi-instrumentalist Lowell Davidson whose unique sound explorations inspired Mr. Morris to further develop his own original approach to music making. In 1981 Mr. Morris began his own label, Riti Records (named after an African, single-stringed folk-instrument), to document his prolific musical output. During the 90's he became, arguably, the most widely heralded free-jazz guitarist in jazz while recording with many avant garde luminaries. Mr. Morris became the first guitarist to lead a recording session for the prestigious Black Saint/ Soul Note records with 1994's Symbolic Gesture, and he has continued to record extensively for many outstanding labels such as ECM, Hat Hut, Leo, Incus, Okka Disk, Homestead, About Time, Knitting Factory Works, No More Records, AUM Fidelity, and Omnitone. Also, Mr. Morris has given lectures and workshops for Harvard University, New England Conservatory, Berklee College of Music, and other European universities. Joe Morris recordings can currently be obtained through Cadence/ North Country Distribution or his website at www.joe-morris.com.

1. Tree Branch 

2. Way In 

3. Age of Everything

4. Telepathy

all tracks by Joe Morris

	Lawrence D. “Butch”  MORRIS


	Dust To Dust
	1991 
	60:44
	Lawrence D. “Butch”  MORRIS -- см. тж. c: Kowald / Ludi / Morris / Namtchilak; X-Communication; W. Horvitz; Cassandra Wilson; Curlew (в 'Alternative'); David  MURRAY;

For a complete list of “Butch” Morris recordings see Patrice Roussel’s Internet discography at: http://www.acns.nwu.edu/jazz/artists/morris.butch/discog.html 

label: New World

Wayne Horvitz (см.) [k, producer]; Zeena Parkins (см.) [harp]; Marty Ehrlich (см.) [cl]; Andrew Cyrille (см.) [d]; J.A. Deane [tr]; Jason Hwang (см.) [violin]; Myra Melford (см.) [p]; 

 Lawrence D.“Butch” Morris [cond].

   Butch Morris once said: “For me, there are but two sounds worth listening to: the sound of the mind working and the sound of the mind that has worked.” He is the originator of the revolutionary method of conducted improvisation called ‘conduction’. And he has appeared as conductor, composer, arranger, and/or cornetist on over forty recordings.

 “ ‘Conduction’ (conducted improvisation) is a means by which a conductor may compose, (re)orchestrate,  arrange, and sculpt both notated and non-notated music. Using a vocabulary of sings and gestures, many within the general glossary of traditional conducting, the condactor may alter or initiate rhythm, melody and harmony;  develope form and structure; and instantaneously change articulation, phrasing and meter. For example, indefinite repeats of a phrase or measure may now be at the discretion of the new composer on the podium. In this way conducting becomes more than a method for musical interpretation, but an actual part of the process of compositio. Conduction is a viable musical tool for the improvising ensemble. 

In the past fifty years, the international community of improvisers has grown at such a rate that it has defined its own future. The free exchange among the word’s musics has enriched this community, and holds it steadfast in its mission to be the medium for expressing the moment. It is this collective imagination that is presenting a new challenge to technology and tradition, with the hope of broadening the total language of communication. The compositions on this recording are a product of these ideals. However, they do have pre-described usages, which is to say, there was and is meaning beyond the moment.” 

—  Butch Morris.

CONDUCTION INSTRUCTION #1

The first thing Butch Morris told me, when I visited him in his Berlin apartment, was that he wanted to distance himself from the traditional use of the word "conductor." "There are two people whose professions I don't understand," he said, as we watched Derek Bailey's video series on improvisation (which includes a piece on Morris). "The actor acts like this big machine's not in front of him, and the conductor acts like he's making the music. I," Morris emphasized with a hand gesture, "make music, rather than interpret it."

The conductor's role has changed little in the course of Western music — composed or improvised — and Morris, whose wish is to "produce communal music," is rethinking its function entirely. Morris has developed a method to conduct large ensembles without notation to improvise in concert: something he calls "conduction," his term for con​ducted improvisation.

Born in Long Beach, California in 1947, Lawrence D. "Butch" Morris grew up encouraged to study the arts — all his siblings played musical instruments. While still very young, he copied big-band charts, allured to the differing arrangements of what were ostensibly the same song. During military service in Germany and Vietnam, Morris drove an ambulance, which left him time alone to practice and think about music. In the late '60s, he returned to California and played cornet with, among others, David Murray and Arthur Blythe. While in drummer Charlie Moffett’s band, he became fascinated with Moffett's signals to the band: subtle, crucial instructions that directed, even shaped, the tempo, accents, and dynamics of a song simply through gestures.

Using some gestures from Moffett, some from the traditional conductor's vocabulary — which he had briefly studied in college — and others he created himself, Morris developed conduction. With these signs and gestures and without any notation, Morris creates music spontaneously from the podium by shaping the structure of the musicians' improvisations. He may signal, for example, when to improvise, to repeat or mock another's impro​visation, when to change dynamics, to sustain or to play melodically, or when to memorize a particular section of music to be later recalled. He, however, never signals what to perform.

Morris has been refining this technique for years. His first recorded conduction — Current Trends in Racism in Modern America — was released 11 years ago. Testament: A Conduction Collection (New World) is the latest release of Morris' con​ducted improvisations. Consisting of 10 CDs, this box (which is also available as single releases) includes 15 ensemble works, 31 conductions, some complete, some only encores. Lest one think Morris is consumed in his own musical world, he has also conducted Murray's big band, arranged the music for two episodes of ABC's Spencer for Hire spin-off, A Man Called Hawk, and worked with theater and multimedia artists. Meanwhile, other than supporting Cassandra Wilson for a track on New Moon Daughter, and his work on Burning Cloud, a recent trio performance on FMP, Morris' cornet has been silent. "A lot of people don't understand," he says. "I love to make music, but it's not necessary for me to play all the time."

With the help of an artist-in-residence stipend from the German Academic Exchange Service (DAAD), Morris lived in Berlin in '95 and '96 and worked with several different ensembles. In Italy in February '95, he conducted a classi​cal orchestra, the Orchestra della Toscana, and has put together a Berlin ensemble, Berlin Skyscraper. In November '95, at FMP's Total Music Meeting, he per​formed five conductions with the group. The next year, he made several more. "The idea of Skyscraper," Morris says, "is a metaphor for the orchestra. We could think of a sky​scraper as big, as a construction, and conduction is con​struction. They are towers, and I think the concept of these ensembles can have towering effect."

The DAAD helps artists fulfill ambitious projects. Since con​duction requires learning a new language, Morris has had diffi​culty holding groups capable of reading his music together for a long period of time. The current stipend helps keep this ensem​ble together, so that Morris can better evaluate his method: "I need to see how far I can go, and I think it can go very far; this ensemble is the farthest I've gone with any of the same people. It was a revelation: Yes, these things can be done, yes, they do understand you, and yes, you can play that if you want to play it." Morris has called his ensembles "energy orchestras," his music "environmental orchestrations," or, more poignantly, "improvised duet for ensemble and conductor." Each term encompasses partially what this music is like: It relies on ener​gy for structure; it creates an environment of sound; and it is, overall, much like a conversation between Morris and ensem​ble. Though critics often describe the essential characteristic of Morris' music in architectural or existential terms, Morris iden​tifies it as a sort of "ignition that makes it akin to jazz. I think that there is this same, or similar, combustible aspects as there are in jazz. You have the same thing here, minus swing."

First Morris must teach his vocabulary in workshops, which has led to confu​sion. While conductions may superficially sound "free," they are not. Morris thus faces problems any band leader faces, like determining how to allow individual expression within an ensem​ble's needs. Some consider him rather "dictatorial." "The musicians must inter​pret the gestures and signs in any way they see fit," he states emphatically, "but it has to be within a certain reason."

For Morris, the workshop teaches "the idea or the vocabulary of conduction, to make everyone as knowledgeable and flexible as possible, to see different com​binations, follow one another." More psychological than musical, this learning process is "a game, and you learn how to play the game the best way you can. In a live performance," he contrasts, "I never know what it’s going to be like."

Describing the last conduction from Testament, Number 50, by Japanese per​formers, as "Kabuki meets Pac Man meets the World Trade Center bomber," Morris traces exactly how a conduction might begin: "I have choices. If I hear something developing, I say repeat. I began a lot of conductions that way; 50, for example, which is my favorite. I had everybody repeat, and then I slowed it down, and then I sped it up, slowed it down, and then I started isolating some of the repeated patterns within it."

Isolating this sound is crucial, and fol​lowing it motivates him; for Morris, sound can "sever space." Even when he describes, Morris conducts: His hand movements complement his verbal descriptions. Morris moves sound. In "Conduction 23, Quinzaine de Montreal," Morris explains: "The sound didn't come like this. I really heard the sound like this, and within the sound I could do certain things, and everybody knew which sound I was playing with, and I think for some places you can hear things that, kinda like, turn. It's like something opens up over here, and I let this in, and it moves forward, and I move it away" Lost? In person, with a variety of    spontaneous-seeming, yet recur​ring gestures, Morris' point actually begins to take shape. For Morris, one can enlarge details — one's own or others' — and develop them into something new, a kind of appropriative retooling. For example, "Coltrane," says Morris, "paid attention to details, and we can hear every step, slowly."

For Morris, the current experimenta​tion is vital and the results, so far, are encouraging. What has Morris learned? "That conduction is possible. I've always felt that I was a team player, and I wanted to find more of what that was about. I like the question, 'How could I do that? How can I make this happen? How I can make this form bigger? How can I make this structure stronger? How can I move in this way musically?' I really don't have a lot of answers though, I just don't." Conductions  resemble  controlled polyphony. Voices run concurrently — some stop, others begin — layering over one another, and within these spatial combinations, reactions occur. Often the music sounds atmospheric: It slowly, wistfully lilts as in the third encore to "New World, New World," (Conduction 41), or drones menacingly, like sections of "Quinzaine de Montreal" (which could fit nicely into Hitchcock's The Birds).

"I have a great interest in R&B, pop, jazz, classical music, but that's not something I ever want to make. And to push beyond these boundaries, the vocabulary has to be totally different. My interest in music is what I can't quite hear at this point, but I know I can move in the direction of, the voices I hear. It’s still not something I can put my finger on, so if I talk in terms of moving sound around, I feel as if that is what I've got to do to arrive at a certain point, just to get to a door, to open it, to see in.

"I had the ensemble from the conduc​tions here, the Skyscraper, and everybody listened to the recordings, and they didn't really believe that it was the music that they made — but it was the music that they made. In the act of making it, you don't realize a lot of the things that are really going on around you. One thing we all agreed upon is that it’s weird. It’s strange. It’s strange but it holds together, with a lot of nuts and bolts and a lot of steel, and it’s strong, very strong."

Butch Morris “Testament A Conduction Collection”  (New World Records)

Butch Morris, Le Quan Ninh, and J.A. Deane “Burning Cloud” (fmp)

	Jelly  Roll  MORTON
	The Complete.      Vol. 1 & 2

(2 CD)
	1926-27
	52:17 52:23
	Jelly  Roll  MORTON - см. тж. в исполнении: Winton MARSALIS "Mr. Jelly Lord (Standard time, Vol. 6)"
Больше чем через полстолетия после своей смерти в 1941 году Джелли Ролл Мортон остаётся не только исполнителем, притягивающим интерес всех, кто интересуется джазовой классикой, но и одним из первых значительных джазовых композиторов. Его музыку никогда не переставали играть, и она при​сутствует посейчас в репертуаре практически любого диксиленда. 

Мортон говорил, что хороший джазовый пианист "должен уметь имитировать звучание це​лого оркестра". Такое требова​ние вполне соответствует его собственному стилю как пианиста, так и композитора в целом. Его пьесы всегда задумывались для оркестрового исполнения, но прево​сходно звучали и в переложении для чистого фортепиано. Музыка Мортона достаточно сложна, насыщена риффами, брейками, интер​людиями, сменами тональностей и темпа. Кстати, он особенно на​стойчиво предостерегал против постоянной игры в высоких темпах, каковые в его время преобладали в репертуаре большинства ансамб​лей. По его собственному выражению: "Не нужно разрывать своим слушателям барабанные перепонки; вам лучше немного спуститься вниз перед тем, как внезапно забраться наверх, — уподобляйте му​зыку процессу наполнения стакана воды".

Джелли Ролл постоянно подчёркивал, что эти правила обязатель​ны для тех, кто хочет играть его музыку, и жаловался на многих, кто пренебрегает этими требованиями и искажает сам дух его джаза.

Джелли Ролл Мортон был прекрасным музыкантом и композито​ром, но странной личностью. Он категорически отрицал историчес​кую ценность грампластинок и не понимал коллекционеров. "С ка​кой стати люди потом будут интересоваться этим старьём?" — вос​клицал он в недоумении и рассматривал записи только как сиюми​нутную моду и способ заработка. [...] --- "Jazz Квадрат"

	Jelly  Roll  MORTON
	Jelly

(performed by DIRTY DOZEN BRASS BAND)
	1993
	51:45
	This album, the sixth by the Dirty Dozen Brass Band of New Orleans, is dedicated to the music of the seminal early composer of jazz, Jelly Roll Morton. There is a new interest in Jelly Roll, one of the most fantastic characters to ever strut through the halls of music. Legend that he was, Morton’s music, in the tumultuous half-century since his death, has been largely ignored. The Dirty Dozen have set out to bring his music back to life. It should be noted that this album features the debut of Revert Andrews on trombone and Keith Anderson on  sousaphone, products of the New Orleans street band renaissance, new and excellent additions to the octet. The Dirty Dozen Brass Band, during the last decade, has ranged the world warming hearts and moving feet with the music of the Big Easy. This imaginative meeting of musics, bridging the origins and new directions of jazz, is one of their most powerful statements.

 Morton, a Creole, became a boy pianist in the red light district (Storyville) “houses of pleasure”, and sprung from there to travel throughout the country performing his music wherever his spirit and dollars led him. Like the flashing sparkles from his ubiquitous diamonds, he was everyman — pimp, bandleader, pool shark, card shark, medicine man, club owner, racehorse owner, ‘comedian’, dry cleaner owner, outrageous dresser, and when all else failed, solo pianist. Self-appointed ‘inventor of jazz’, he was known for his big mouth, his unyielding ways, and in the words of Mr. Barker, “he thought nobody’s jazz was as jazzy as his”. If he could hear what jazz has become today, he would no doubt be extremely disturbed. Nevertheless, the genius of Jelly’s compositions have outlives his attitudes toward the music, and he probably would understand that the music must be carried forth and reinvented by succeeding generations, for its very essence is innovation. It is fitting, then, that this tribute is performed by a band which has become widely known for its innovative twists on the traditional brass band foundation of New Orleans music, integrating elements of rhythm and blues, modern jazz and blues, therefore setting off a revolution in the repertoire and style of New Orleans marching band music. In these versions, the Dozen seek to carry Jelly back to the very sstreets from which he was nurtured, and launch him again into the world transformed. — Tom Dent, New Orleans.
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	MOSCOW ART TRIO 
	Hamburg Concert
	1996
	72:40
	label: JARO (Bremen)

Mikhail Alperin (см.) [p, melodica, v]; Arkady Shilkloper (см.) [fr h, fl h, v]; Sergei Starostin (см. в Eurofolk) [v, cl, folk reeds].

When the "iron curtain" rose, a scene of creative musicality came into view, the product of a highly independent course of development. Since then, in the area of jazz, surprising new impulses have continued to emanate from the countries of the former Soviet Union. The pianist Mikhail Alperin masters the art of absorbing the most diverse signals from the multifarious range of Eastern cultures and passing them on, enriched with his own interpre​tation.

Mikhail Alperin was born in the Ukraine, grew up in Moldavia, worked in Moscow and presently lives in Norway. Essentially he is a jazz musician, but one for whom musical borders (as well as those between countries) are evidently there to be crossed: Alperin is not content with jazz alone. He is a musi​cal cosmopolite who helps himself to the music of the world with natural ease, incorporating it into his conception of jazz.

Musicians of the former USSR have played a significant role in merging jazz with folkloristic motifs. The cultural policies of the USSR expressed an interest (to put it mildly) in the combination of jazz and native strains. In reality, Russian musicians had no choice but to create a new style. A kind of folk-jazz resulted, open in all directions and clearly permeated with avant-garde forms.

Mikhail Alperin and his Moscow Art Trio base their work on jazz, integrating folk motifs in a manner both genuine and playful, constructively and confi​dently expanding musical language to inaugurate a new category somewhere between jazz, free improvi​sation and the chamber music avantgarde.

When Alperin founded the trio in 1990 as a fixed constellation he conciously chose musicians with differing musical backgrounds: Arkady Shilkloper, a former member of the Bolshoi Theatre orchestra, has a classical background, while Sergey Starostin's inclination for and exhaustive study of traditional music makes him a specialist in that area.

The poetic jazz of Mikhail Alperin's Moscow Art Trio picks up Moldavian, Georgian and Russian themes, playfully mixing their ritual character -- now strongly rhythmical, now pronouncedly meditative -- with spirited flights. Boogie-woogie figures may flash up in the distance, but the sounds are always borne by the cheeky freedom of the avant-garde and always ready to try out something new: Repetitions, wild outbreaks, moments of stillness and pretty melodies discover common ground in this music.

The Moscow Art Trio's spectrum is exceedingly wide: It travels musically to the border of China, paints with Impressionist colours, plays a tricky Russian wedding dance. Alperin has possessed his receptivity to unusual sounds for, a long time. He was already co-operating with Tuvinian singers in the early 90s, a time when the star of Tuvinian song, Sainkho (Namchulak) -- today a common name on the world music charts -- and the strange and joyful over​tone style from the republic on the border to Mongolia were still little-known. Alperin recently continued this work with the Tuvinian ensemble "Huun Huur Tu" and the "Bulgarian Voices Angelite," paving the way for an encounter between the liveliness of overtone song and the mysterious radiant power of the Bulgarian women's voices. The music of the Moscow Art Trio is similarly enriched: not with exotic trinkets, tacked on as decoration, but with delicate nuances, imbedded homogeneously in the group sound.

The Moscow Art Trio — three musicians and a fascinating three-way relationship between loyalty to tradition, openness to the world and joy in experimen​tation.

September '96/Christian Emigholz

	MOSCOW ART TRIO
	Music 

(music for 12 instruments, folk singer and percussion)
	1998
	40:49
	label: Jaro  e-mail: mail@jaro.de   Internet: http://www.jaro.de 

Mikhail Alperin [p, melodica, claviola, children’s plastic tubes]; Arkady Shilkloper [fr h, fl h]; Sergey Starostin [v, cl, alto cl, folk reeds]. + Hans-Kristian Kjos Sorensen [perc (#1,3,7,9)].

Recorded at the Norwegian State Academy of Music, 1998.

"Many composers have been inspired by folk music and expressed their interest in this timeless tradition in many different ways. Some of the composers in our century had fallen in love with improvised music.

On this album I would like to share with you my love for the folk songs from old Russia. At the same time I greatly enjoy touching the language of contemporary chamber music. I am trying to build a kind of bridge between authentic tradition and 20th-century sound expressions. This is not necessarily easy, but quite exciting.

This album is a continuation of the esthetic concept of the MOSCOW ART TRIO where Arkady Shilkloper, an academically trained hornist, Sergey Starostin, a folk singer and myself, a sort of improvising piano player, live together in the same music family in peace and joy.

The biggest challenge for us is to find harmony and a balance between the deep emotions of the old folk songs with their nakedness and natural beauty on the one hand and our academic, urban education on the other.

We were very happy for the opportunity to play with percussionist Hans-Kristian Kjos Sorensen from Oslo who quite naturally combines classical music, jazz, rock and other styles.

Some of the compositions on "Music" may even remind you of American academic tradition -- e. g. "Grand Prolog" and "Almost Epilog": This is part of the game.

Here in Norway by the Oslo-Fjord where I am now living, my feelings about Russian folk music are slowly changing. Maybe the beautiful Norwegian folk music has something to do with it. To me it feels like being in a big garden -- with all those different colors and scents. Two of the compositions are a tribute to this land of poetry, "Den endelause" (The Eternal One) and "Jeg er norsk i dag" (Today, I am Norwegian).

I still believe that all borders -- geographical, national, historical as well as musical -- exist only in our minds and not in our hearts. That's why I often would like to be free of my mind. Then I could fly even without Music."

----- Misha Alperin – Oslo, 1998

Grand Prolog

Den endelause (The Eternal One)

Jeg er norsk i dag  (Today, I am Norwegian)

Back Home

By the Sea

Wild Village Dance

Almost Unisons

Funeral

Almost Epilog

	MOSCOW ART TRIO
	Live In Karlsruhe
	1998
	63:01
	Mikhail Alperin [p, melodica, v]; Arkady Shilkloper [horns, v]; Sergei Starostin [v, cl, folk instruments].

"Moscow Art Trio пианиста Михаила Альперина соединило техническое 

совершенство европейской музыки с громыхающей простотой монгольско-сибирской джазовой экспресси. Совершенно невероятно, что Аркадий Шилклопер вытворял на своей валторне: под его губами она превращалась то в ударную установку, то в гармонический инструмент. Moscow Art Trio: это звучало примерно так, как если бы Телониус Монк и Дмитрий Шостакович за чашкой чая в тайге рассказывали анекдоты."

"Боннер Генераланцайгер"

"Нежным вступлением на фортепиано Михаил Альперин сначала ведёт публику по дороге европейского джаз-рока 70-х годов. Но эти заимствования оказались лишь средством для того, чтобы отдать дань глубоким традициям Бессарабии и других дальневосточных регионов. Аркадий Шилклрпер заставляет звучать свои горны подобно шмелю, он ворчит и вздыхает; искренний вокал Сергея Старостина -- это печаль, меланхолия и звучания монгольгко- сибирского мира. Это возвращает джазу то, чего ему так давно не хватает на Западе: душу." 

"Райн-Цайтунг"

"The music of the Moscow Art Trio is too good to be true".

Who's Who at the North Sea Jazz Festival 1998

	MOSCOW ART TRIO
	MOSCOW ART TRIO with The  BULGARIAN  VOICES  «ANGELITE» & HUUN - HUUR - TU:

«Fly, Fly My Sadness»
	1996
	44:08
	Shanachie (USA) / JARO

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

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

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

	MOSCOW ART TRIO
	Mountain Tale
	1998
	49:11
	label: JARO (Bremen)

Angelite with:

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

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

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

After the first CD -- Fly, Fly My Sadness -- with THE BULGARIAN VOICES ANGELITE, HUUN-HUUR-TU and SERGEY STAROSTIN was released in 1996, the complete MOSCOW ART TRIO directed by Mikhail Alperin joined the project raising the number of participating artists to twenty-eight. The main goal of this unique experiment was to cross the borders between traditional and contemporary music, explore the similarities and differences between Russian, Bulgarian and Tuvan folk music and present the resulting unity to the listeners.

Now that this project has been completed, I would like to broaden its concept to include the world music perspective, focusing not only on the folk traditions of the obove-mentioned areas, but also treating contemporary rythmical elements as equal partners to folk music. It was in this context that the Moscow Art Trio was invited to join the project.

There is something mystical about the number "3". That is probably why there are so many trios in the world of music. When I first produced the MOSCOW ART TRIO in 1990 I was thinking of an ensemble consisting of three different roles, like a play with a cast of three different characters. Each member has his own mode of expression, but in the end everything comes together to form a musical organism with body, mind and spirit. To intensify this concept I conciously chose three musicians from three different backgrounds: classical, folk and jazz.

The Tuvan-Bulgarian-Russian project is similarly inspired by the magic of the number "3". Each culture has its own wealth of musical tradition: strong emotion and spiritual beauty of the songs led me to dream of combining them without applying any modernizations, at least initially. Later in the development of the project I did allow myself to make riskier experiments by adding contemporary elements. I wrote some compositions in which traditional folk elements are not to be found, for I wrote them in the folk music style of my subjective perception -- a new Skomorohi (Russian expression for a minstrel).

In collaboration with Sergey Starostin I wrote some scat - words without meaning -- for this music, not in the jazz but in folk style. This became a Norwegian-Russian folk rap, a special tune which we only perform live in concert with a folk text and Nordic intonations sung by Bulgarians and Russians together. (Norwegian folk music has been a further strong inspiration for me, initiated by my writing of arrangements for compositions by the Norwegian Tetlef Kviftes.)

The border between day and night defies determination but the difference between the two are clear. My experience has taught me the same about folk music: There are no borders between the different traditions and cultures but each of them exists in its own right and possesses individual tones and colours.

Misha Alperin

	MOSCOW ART TRIO
	Once Upon A Time
	2001
	55:38
	label: JARO

1. The Cat is Crying

2. Once Upon a Time

3. Morning Talk

4. Village Voice

5. Early Sunrise over Cambodia

6. On the Green Grass a Cup of Cottage Cheese

7. Dream

8. My Dance

9. Opers Rap

10. The Cat is Crying

	MOSCOW COMPOSERS ORCHESTRA with Sainkho NAMCHYLAK
	Life At City Garden
	1995
	59:43
	Moscow Composers Orchestra with Sainkho Namchylak

1. Tango for Several Psychoanalysists (23:21)

2. The Caller (10:34)

3. March of the Animals (25:33)

rec. live in 1994

состав см. ниже, + Sergey Letov [s&bar saxes]; Heinz-Erich Goedecke [trb, didjeridoo, Tibetan horn].

	MOSCOW COMPOSERS ORCHESTRA with Sainkho NAMCHYLAK
	An Italian Love Affairs
	1996
	54:00
	label: Leo Records Laboratory

Moscow Composers Orchestra with Sainkho Namchylak, Live at the Bolzano ‘Jazz Summer’ Festival.

1. An Italian Love Affair

2. Two Tone Tuva

3. March of the Animals

Moscow Composers Orchestra:

VladimirMiller - piano, leader

Sainkho Namchylak - voice
Yuri Parfyonov - trumpet

Vyacheslav Guyvoronsky - trumpet

Vytautas Pilibavicius - trombone, ragas

Oleg Ruvinov - tuba

Eduard Sivkov - baritone & alto saxes, bass clarinet

Vladimir Rezitsky - alto sax, flute

Yuri Yeremchuk - soprano & tenor saxes, clarinet

Alexander Alexandrov - bassoon

Aleks Kolkowski - violin, electronics

Vladimir Volkov - bass

Mikhail Zhukov - percussion

Vladimir Tarasov - drums

Nick Dmitriev – manager

There are many heroes in the most recent history of Russian new improvised and contemporary music. It is their activity which has enriched people's lives during troubled times and helped musical information to filter through for those audiences that were eagerly awaiting it. Advocates and organisers such as Nick Dmitriev, Dmitri Ukhov, Vladimir Rezitsky or Leo Feigin, to name a few, have kept alive a music scene that could otherwise have died a simple death.

But alongside heroes there are also villains, and in the case of the Moscow Composers Orchestra (MCO), however, they take on a range of different forms. Instead of the deliberate sabotage by the authorities during concerts as was the case before the demise of the Soviet Union, new obstacles have emerged that provide the entertainment: Lithuanian coaches, Byelorussian border guards, Polish snack shops, Italian airports and visa consulates in Moscow are all enemies of the MCO. Overpowering these villains is absolutely necessary for the orchestra to continue breathing in an ever changing contemporary music environment. One reason for the orchestra's survival through periods of experimentaion and extermination must be the continuing popularity of big band jazz in Russia and its neighbouring republics. Some areas of Russia boast several orchestras emerging from one small town. Yaroslavl, for example, claims four currently active big bands. The music they play, however, is somewhat limited to Glen Miller and Duke Ellington tunes. It is not surpising then that ground-breaking projects like Sergey Kuryokhin's Pop Mechanics or Vladimir Tarasov and Vladimir Chekasin's Baltic Contemporary Orchestras have been so successful. The music of the MCO can be seen both as a reaction to and continuation of this big band tradition.

During its relatively short history the MCO has performed to celebrate many events including the   patiently awaited sighting of Haley's comet. Yet the most concentrated efforts of the orchestra culminated in two European tours in 1994 and 1995 and three recordings, the third one being the CD you are holding in your hands.

The origin of the orchestra's members covers a huge territorial expanse from extreme corners of Eastern Europe; from as far south as Baku to as far north as Arkhangelsk; and in between: Tuva, St. Petersburg, Vologda, Smolensk, Vilnius and Moscow. So why call it Moscow Composers Orchestra? I leave that to one of the heroes to decide.

Vladimir Miller, bandleader, December 1995

	MOSCOW COMPOSERS ORCHESTRA with Sainkho NAMCHYLAK
	Let Peremsky Dream
	1997
	62:14
	label: Leo

website: http://www.atlas.co.uk/leorecords/ 

1. Two Tone Tuva II (14’21’’) – V. Miller

2. Let Peremsky Dream (11’55’’) – V. Miller

3. Brief Meditation (35’48’’) – V. Guyvoronsky

Sainkho Namchylak – voice

Moscow Composers Orchestra:

Eduard Sivkov - bass clarinet, baritone sax, alto sax

Vladimir Rezitsky - flute, alto sax

Vitas Labutis - soprano sax, bass clarinet

Vyacheslav Guyvoronsky (см. Gayvoronsky) - trumpet

Yuri Parfenov - trumpet

Vitas Pilibavicius - trombone

Alexander Alexandrov - bassoon

Arkady Shilkloper (см.) - French Horn

Alex Kolkowski - violin

Vladimir Volkov (см.) - bass

Vladimir Tarasov - drums

Vladimir Miller - piano

	MOSCOW COMPOSERS ORCHESTRA with Sainkho NAMCHYLAK
	The Gift
	1997
	51:05
	label: Long Arms

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

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

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

David Moss [d, perc, v, Bertoia Sound Sculptures, water, wood, metal, plastic, pods, small electronics]; John Zorn (см.) [reeds, game calls, saxes]; Fred Frith (см.) [g]; Bill Laswell (см.) [6-str bass]; Arto Lindsay (см.) [v, g]; Jamaaladeen Tacuma (см.) [Steinberger bass]; Phil Minton (см.) [v]; Christian Marclay (см.) [manipulated records on 4 t-tables]; Tom Guralnick [bass&t&s saxes]; Fred Maher [d]; David van Tieghem [perc].

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

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

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

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

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

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

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

Tom Cora (см.) (2,3,6): cello; 

Wayne Horvitz (см.) (1,3,5,7): DX7; 

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

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

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

Tenko (см.) (3,7): singing; 

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

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

2. Shuffle                                  (Moss, Frith)            3:03

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

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

5. Fallaway                                 (Moss, Frith)            2:15

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

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

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

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

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

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

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

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

	David  MOSS
	David MOSS & Sergey KURYOKHIN:

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

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

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

	David  MOSS
	David Moss Dense Band:

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

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

David Moss: drums, vocals; 

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

Christian Marclay (см.): turntables, records; 

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

Jean Chaine: electric bass

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

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

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

Composed by: 
Frith, Moss

Performed by:
 Moss, Dense Band

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

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

  
  
4. 
  
Full Step 
- Frith, Moss 
4:20

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

  
  
5. 
  
Glider 
- Frith, Moss 
3:20

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

  
  
6. 
  
Neural Sense 
- Frith, Moss 
4:34

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

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

Composed by:
 Frith, Moss

Performed by: 
Moss, Dense Band

  
  
8. 
  
Slant Lines 
- Chaine, Moss 
5:40

Composed by:
 Chaine, Moss

Performed by:
 Moss, Dense Band

  
  
9. 
  
Slow Talking 
- Moss 
5:19

Composed by:
 Moss

Performed by:
 Moss, Dense Band

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

Composed by:
 Cora, Frith, Moss

Performed by:
 Moss, Dense Band

  
  
11. 
  
Swayaway - 
Frith, Moss 
4:28

Composed by:
 Frith, Moss

Performed by:
 Moss, Dense Band

	David  MOSS
	David  MOSS /              Axel OTTO / Frank  SCHULTE:

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

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

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

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

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

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

2. Slow Talking                             (Moss)                   5:57

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

	David  MOSS
	Michael LYTLE / George CARTWRIGHT / David MOSS:

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

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

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

#8: this track allows you a short recreation

George CARTWRIGHT – см.

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

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

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

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

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

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

7. Rugby                                    (Zorn)                  13:36

Recorded at BC Studio, Brooklyn in 1985

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

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

David Moss: multiple percussion and voice; 

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

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

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

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

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

John Zorn John King: guitar, vocals; 

David Moss: drums, electronics, vocals; 

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

Martin Bisi: live 16 to 2 track mix down.

8. 5 Years In 10 Seconds                   0:10

9. Wing & Fin                       3:54

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

11. Elewhale Rising                        0:41

12. Cooling Fingers                        3:31

13. Possible Beasts                        1:46

14. Cane Cutters                        6:50

15. This Notice Or No Notice               4:51

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

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

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

Michael Lytle: clarinet family, electronic tape, voice; 

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

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

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

rec. 1994

David Moss: drums, electronics, vocals; 

John King: guitar, vocals; 

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

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

  
  
1. 

The Big Hit 

1:43

  
  
2. 

Baby Blues for Marilyn 

3:33

  
  
3. 

Fast Talking 

4:20

  
  
4. 

DJ Polka 

1:18

  
  
5. 

The Soft One 

3:32

  
  
6. 

Baby Fat 

5:31

  
  
7. 

Choto Mate 

5:20

  
  
8. 

React Alot 

6:54

  
  
9. 

Tie Show 

2:02

  
  
10. 

Yonatano 

3:35

  
  
11. 

No Name for Now 

8:37

  
  
12. 

Unplugged 

4:08

  
  
13. 

Surfing the High C's 

2:38

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

label: Traumton

rec. in Berlin, 1999

David Moss: drums, voice, percussion, electronics 

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

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

Mixed by Hartmut Bauer, Michael Rodach, David Moss.

1. 

Fragmentary Blues

2. 

Boys

3. 

Story Time

4. 

Blues for Tango


5. 

Wittgenstein Blues

6. 

No Way, Ohhh!


7. 

Is That My Bizness?


8. 

Down Deep

9. 

Light Sweet Crude


10. 

Working


11. 

Gimme Gimme Blues


12. 

Unmade Films

13. 

A Question of Doing It

14. 

Fellini

15. 

Say You Blues


16. 

Song from Elsewhere

17. 

Blue Loop Garou


18. 

Just Don't Go

19. 

Somewhere in the South


20. 

Highly Artificial Blues

All tracks composed and performed by David Moss and Michael Rodach

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

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

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

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

Fragmentary Blues

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

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

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

Presscuts:

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

-- Die Woche, 5.11.99 

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

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

-- Guitar & Bass, 11/99, 18.11.99 

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

-- Jazzthetik, 11/99 

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

-- Jazzthing 11/99 

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

-- Sudkurier, 23.11.99 

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

-- Der Tagesspiegel, 29.11.99

	Bob MOSES & Billy MARTIN
	Drummingbirds
	
	37:52
	label: Amulet Recordings

Два барабанщика имено это Drummingbirds и делают. Подобного типа проект: LES TAMBOURS DU BRONX (см. в 'Alternative')

	Paul  MOTIAN
	Psalm
	1982 
	48:09
	Paul  MOTIAN – см. тж. с: Tim BERNE;
label: ECM
P. Motian [d], Bill  Frisell (см.) [g], Ed Schuller [b], Joe Lovano (см.) [ts], Billy Drewes [ts, as]. 

 В 50-е годы Paul  Motian  работал с Tony  Scott, Oscar Pettiford, Zoot  Sims,  Lennie  Tristano.  С Bill Evans Trio [1959-64], Paul Bley  Trio  [1963-64]. В  составе  трио/квартета  Keith'a  Jarrett'a [1967-1977], также гастролировал и  записывался  с Charlie Haden's Liberation Music Orchestra. В 70-е годы записывет сольные альбомы с Charlie  Haden,  Sam  Brown, Charles Brackeen, Carla  Bley. В первой половине 80-х  возглавлял квинтет - Bill Frisell [g],  Ed  Schuller  [b],Joe Lovano [ts] и сначала Billy Drewes [ts, as], а затем  Jim  Pepper  [reeds]. В  середине  80-х он превратился в трио Motian/Frisell/Lovano,  которое работает до сих пор. В 90-х Motian  также  записывается со своей группой Electric Bebop Band [plays standards +]

	Paul  MOTIAN
	Monk In Motian
	1988 
	50:01
	label: JMT

Paul Motian [d]; Joe Lovano (см.) [t s]; Bill Frisell (см.) [el g]; + Dewey Redman (см.) [t s]; Gery Allen [p].

	Paul  MOTIAN
	Paul Motian / Bill Evans
	1990 
	55:59
	label: JMT

Bill Frisell (см.) [g], Joe Lovano  (см.) [ts],  Marc  Johnson [b], Paul Motian [d] —  plays compositions by Bill Evans.

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

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

“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

	Paul  MOTIAN
	Paul Motian And The Electric Bebop Band
	1993 
	49:07
	label: JMT

P.M. [d]; Joshua Redman [t s]; Brad Shoeppach [el g (left)]; Kurt Rosenwinkel [el g (right)]; Stomu Takeishi [el b].

Plays  standards by: Charlie Parker, Dizzy Gillespie, Bud Powell, Thelonious Monk, a. o.

	Paul  MOTIAN
	MUTHSPIEL- PEACOCK-MUTHSPIEL- MOTIAN
	1993
	50:37
	label: Amadeo

Christian Muthspiel (см.) [tb], Wolfgang Muthspiel (см. тж. с Marc  Alan JOHNSON; Dhafer YOUSSEF) [g], Gary Peacock (см.) [b], Paul Motian [d]

	Paul  MOTIAN
	Paul Motian And The Electric Bebop Band: «Reincarnation Of A Love Bird»
	1994 
	53:55
	label: JMT

Paul Motian [d], Don Alias [perc],  Steve  Swallow [b], Kurt Rosenwinkel [g], Wolfgang Muthspiel (см.) [g], Chris Potter [as, ts], Chris Cheek [ts].

Plays  standards by: Miles Davis, Thelonious Monk, Charles Mingus, Dizzy Gillespie; + композиции участников.

	Paul  MOTIAN
	Masabumi KIKUCHI, Gary PEACOCK, Paul MOTIAN:

Tethered Moon (play Kurt Weill)
	1995
	60:16
	label: Polydor (Tokyo) / JMT (Munchen)

Masabumi KIKUCHI [p]; Gary PEACOCK (см.) [ac b]; Paul MOTIAN [d].

Music by Kurt Weill (см. в ‘Classics’). Rec. in NYC.

ALABAMA   SONG
9:32

BARBARA   SONG
6:36

MORITAT  11:14 

SEPTEMBER   SONG   8:37

IT   NEVER   WAS   YOU   1:45  i

TROUBLE   MAN   5:00

SPEAK   LOW   6:52

BILBAO SONG 4:37 

MY SHIP 5:26

	Paul  MOTIAN
	The Paul MOTIAN Trio:

"Sound of Love"
	1997
	59:29
	label: Winter & Winter (Munchen)

Bill Frisell [el g]; Joe Lovano [t s]; Paul Motian [d].

20 bit digital recording with Sony PCM 9000 at the Village Vanguard.

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

label: Not Two Records

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

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

www.motiontrio.com 

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

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

All compositions and arrangements by Motion Trio.

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

Rec. during The International Akkordeon Festival, 2002.

One's hands come together by themselves.

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

Blessed are those who heard Motion Trio on this night.

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

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

-- Manfred Horak (Jazzzeit)

	Bheki  MSELEKU
	Star Seeding
	1995
	71:46
	 traditional jazz ballads

B.M. [p, ts, g, vocs], C.Haden [b], B.Higgins[d] 

	The  MUFFINS
	Chronometers
	1975-76
	72:29
	freejazzrock/avant/progressive
label: Cuneiform (USA), 1993

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

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

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

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

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

Dave Newhouse [p, organ, piccolo, fl, a&bar sax, bass cl, cereal box whistle, perc]; Tom Scott [a&s&bar sax, Bb&alto cl, oboe, piccolo/Eb/alto/c fl, oboe, soprano recorder, perc]; Billy Swann [bass, p, g, perc]; Paul Sears [d, gong, xylophone, vibes, perc, pots, pans, pennywhistle].

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

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

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

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

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

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

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

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

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

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

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

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

15 years later
Why two versions of the same record?

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

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

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

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

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

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

	MUKTA
	Indian Sitar & World Jazz
	1999
	49:07 20:59
	label: Warner Music France

CD 1: Acoustic

CD 2: Remix

Mukta:  Jean Chevalier [bass cl, d, perc]; Geoffroy Tamisier [tp, melodica]; Brigitte Menon [sitar, tampura]; Simon Mary [b]; + guests: Steve Potts (см. тж. с: Steve Lacy) [s]; Bob Coke [tabla]; Olivier Congar [congas]; Olivier Leroy [tampura, v].

Проект уникален тем, что здесь мы слышим не приджазованную индийскую музыку, а рельный акустический джаз с участием индийских инструментов: играют европейцы и они не тянут одеяло на Индию. А ситарист -- просто виртуоз, с замечательной мелкой (гитарной) техникой игры.

	Gerry  MULLIGAN
	Gerry Mulligan Meets Ben Webster
	1959
	76:50
	Gerry Mulligan [bar s]; Ben Webster [t s]; Jimmy Rowles [p]; Leroy Vinnegar [b]; Mel Lewis [d].

(+ 5 previously unreleased tracks)

«An important, protean figure in jazz for more than thirty years – this seems like fiction, given his exuberant youthfulness, but you know what truth is stranger than.»  --  Peter Straub

	Gerry  MULLIGAN
	Paraiso  (Jazz Brasil)
	1993 
	59:56
	label: Telarc
Gerry Mulligan [bar s, p]; Jane Duboc [voc]; Emanuel Moreira [g]; Waltinho Anastacio [perc]; + Charlie Ernst [p]; Leo Traversa [b]; Peter Grant [d]; a. o.

  Jane Duboc was born in the city of Belem do Para in northern Brazil. [...] Ms. Duboc has recorded nine albums, some of which feature guest appearances by such greats as Djvan, Gilberto Gil and Caetano Veloso. [...] The sweetness of her voice is unanimously praised. She blends artistic sensitivity beautifully with her technical ability.

	David  MURRAY

       
	Interboogieology
	1978 
	38:42
	David  MURRAY - см. тж. с: MUSIC  REVELATION ENSEMBLE; WORLD SAXOPHONE QUARTET;
Down Beat 48th Annual Critics Poll: Tenor Saxophone / Miscellaneous Instrument (Bass Clarinet) Of The Year (2000)
label: Black Saint

D.M. [t s]; Lawrence ‘Butch’ Morris (см.) [cornet]; Johnny Dyani [b]; Oliver Johnson [d]; + Marta Conteras [v (#1,4)].

Born in Oakland, California in 1955, David Murray grew up in a family of devout gospel musicians. His mother, a well-known pianist in the Missionary Church of God in Christ, led the Murray Family Band with David's father on guitar and her three sons on saxophones and drums. By age 9, David was playing alto for four evening services a week plus all-day services on Sunday. A public school teacher taught him his first jazz, but his mother refused to permit any secular music at home.

When he was 13, David's mother died. Soon after, he joined a local R&B group. Within a year he heard Sonny Rollins at a Bay Area jazz festival — that was enough to convert him to tenor. At 18, he entered Pomona College and learned free jazz under trum​peter Bobby Bradford. At the same time, he studied intently the pre-bop tenor masters, Webster, Gonsalves, Hawkins and Young. Off campus, David formed a Bay Area group with avant garde trumpeter Butch Morris.

At 20, he hit the New York lower East Side loft scene and dropped out of college. There he made his first mark leading a trio with Mark Dresser on bass and various drummers, including Stanley Crouch, one of his teachers from Pomona. In a year lie was recording two trio albums with Fred Hopkins and Philip Wilson (Flowers for Albert on India Navigation and Low Class Conspiracy on Adelphi). A half year later he added Don Pullen and Butch Morris for two live albums recorded in Amsterdam on Circle.

One year after the first trio recordings in 1976, Murray, together with Butch Morris as conductor, formed his first free jazz big band for a concert series under New York impresario Joseph Papp. About the same time, David joined Hamiet Bluiett, Julius Hemphill and Oliver Lake to form the World Saxophone Quartet, a milestone jazz group for which he composes.

In 1980, David launched his octet with a first recording — Ming on Black Saint; the octet continued to record through the eighties. Various versions of the David Murray Big Band, always with Butch Morris as conductor, have also continued to record, most recently in 1992 for the DIW label.

In smaller group settings, David has continued, from the late seventies, to work with a wide variety of major jazz artists from Randy Weston to Arthur Blythe, Jack DeJohnette and James Blood Ulmer. Also, of note is the Golden Sea duo he formed with percussionist Kahil El 'Zabar. Included in David Murray's extraor​dinarily prolific recording career are as many as five solo saxo​phone albums.

	David  MURRAY
	Sweet Lovely
	1980 
	38:45
	label: Black Saint
D.Murray [t s]; Fred Hopkins [b]; Steve McCall [d]

	David  MURRAY
	Morning Song
	1983 
	42:17
	label: Black Saint
David Murray  [ts, b cl], John Hicks [p], Reggie Workman [b], Ed Blackwell [d]. Музыка — романтический фри-джаз.

	David  MURRAY
	Murray's Steps
	1983 
	40:01
	label: Black Saint
D.Murray [t s, b cl]; Henry Threadgill [a s, fl](см); B.Bradford [tp]; L.Morris [cornet]; C.Harris[trb]; C.Clark [p]; W. Morris [b]; S. McCall [perc].

	David  MURRAY
	New Life
	1987 
	39:52
	label: Black Saint

rec. 1985
David Murray [ts, b cl], Baikida Carroll [tp], H. Ragin [tp], C. Harris [trb], J. Purcell [as], A. S. Colson [p], W. Morris [b], R.P. Junior [d].

1. Train Whistle

2. Morning Song

3. New Life

4. Blues In The Pocket

	David  MURRAY
	The Healers
	1987 
	43:41
	label: Black Saint
duet : David  MURRAY  and Randy WESTON   [p]

	David  MURRAY
	Hope Scope
	1991 
	43:31
	label: Black Saint

rec. 1987
David Murray [t s, bass cl]; Hugh Ragin [1-st tp]; Rasul Siddik [2-nd tp]; Craig Harris [trb]; James Spaulding [a s]; Dave Burrell [p]; Wilber Morris [b]; Ralph Peterson Jr [d].

	David  MURRAY
	The Hill
	1988 
	48:57
	label: Black Saint
D.Murray [t s, b cl];  Richard Davis[b]; Joe Chambers [d].

	David  MURRAY
	Lovers
	1988 
	48:53
	label: DIW
D.Murray [t s]; Dave Burrell [p]; Fred Hopkins [b]; Ralph Peterson [d].

	David  MURRAY
	LUCKY  FOUR
	1989
	60:46
	label: Tutu Records (a division of Enja)

David Murray, Dave Burrell, Wilber Morris, Victor Lewis.

In any viable music form, it is axiomatic that ever; new generation sires its own innovators, people especially attuned to the peculiarities of the time. The complex of musics labeled jazz is the unruly child of a century obsessed with innovation -- at times for its own sake. In such a milieu, "geniuses" are spontaneously birthed and buried in a breath. The public's seemingly arbitrary lust for newness, and the critic's and promoter's often quixotic dictation of the latest new music and group, can at times leave one feeling he is in a vacuum, in a world suspended from a sense of past or future. It is reassuring, then, that the music on Lucky Four once again gives credence to the adage that one can't look ahead without looking back, that the future is paradoxically rooted in the past.

The album is a group effort, done with the balance of co​operative give and take needed in any collective endeavor. David Murray is perhaps the best known player on Lucky Four. He has been called a major innovator of the late '70's into the '80's, and has been declared to be the musical heir to such diverse stylists as Albert Ayler, John Coltrane, Sonny Rollins, and Ben Webster. Mr. Murray's playing style is not without controversy, however. Some listeners have bund his music harsh, undisciplined, chaotic (terms used at one time or another to discribe the playing of the aforementioned musicians). For those detractors, this album should come as a pleasant surprise; the music is for the most part straight ahead, melodic, and swinging, played within traditional songform structures... well... almost -- pianist Dave Burrell manages to inject the unexpected into his writing, giving subtle twists and turns to be the "straight-ahead". Burrell has been in the music's avant-garde for over 25 years. (The first time I heard him was in Central Park in NYC with Marion Brown and Dewey Johnson around 1966). He has been a mainstay in Archie Shepp's bands, and has worked with Mr. Murray in various contexts. He is one of the few pianists that can combine the best of the old and the new, having assimulated styles as diverse as the stride of James P. Johnson thru Cecil Taylor's two-handed rhythmic assaults.

In Mr. Burrell's composition, Valley Talk, a piece with the rhythmic underpinning in what used to be called the "Spanish tinge" (the Latin habanera or tango rhythm, which in turn is the transplanted African tangana rhythm), the tune has a subtly asymmetrical form: 6 bar piano intro, 8 bar A1, 9 bar A2, 12 bar B section, 8 bar A3, 6 bar C section, which is actually a recapitulation of the intro. Abels's Blissed Out Blues has a simular asymmetrical quality, jumping from a slow blues into a rollicking improvised section consisting of an 8 bar A1, 7 bar A2, into an 8 bar B section, the A sections thus anticipates the B section by a full measure, giving a delicious feeling of a step ahead in time. Murray blisters his way on top of it all, with the tune coming to an appropriate ending with Victor Lewis' stridently upbeat drum solo.

Bassist Wilber Morris has been an integral part of David Murray's musical life for over a decade. Here one has a chance to hear more of his compositional skills. My favorite is the song, SHARING, a relaxed 12 bar tune which, for me, is imbued with a tinge of nostalgia. I especially enjoyed David Murray's bass clarinet playing on Mr. Morris' tribute to Charles Mingus, Chazz. He plays the difficult instrument with strength and maturity, a warmth of tone, and sense of swing. For David Murray fans, not to worry, however -- David has not metamorphised into a born-again be-bopper. Even with the most basic straight-ahead material, he ist not about to stay on the straight and narrow. New Wave, Free Bop, Be-Bop, Avant-Garde, Modern, Traditional; there is a point where labels cease to mean much -- and that point is when there is good music to hear. Enjoy!

Marty Cook

	David  MURRAY
	Spirituals
	1990 
	48:34
	label: DIW

D.Murray [t s]; Dave Burrell [p]; Fred Hopkins [b]; Ralph Peterson [d].

«Просто диву даюсь, с какой скоростью и в каком количестве печатают трудолюби​вые японцы всё новые и новые пластинки неутомимого Дэвида Мюррея. Запали, видать, глазастики... И правильно сдела​ли: свингующий в исступлённо-истомлён​ном творческом припадке Дэвид -- это, я вам скажу, похлеще "Легенды о Диноза​вре" и карате-до вместе взятых. Особен​но когда Мюррэй, не слишком углубля​ясь в свои любимые конструктивистские "заморочки" "стиля звуковых пластов", вы​дает "на-гора" более понятные для неизбалованного уха мелодические линии в текучей манере а-ля Хокинс-Паркер, Как, например, на этом диске. Что и го​ворить -- "Spirituals" -- альбом просто ду​шевный. Выдержанный в старой доброй манере: "Мама, ваш сын прекрасно бо​лен..." Я бы на нём даже сделал бы при​писку: "Всем душевнобольным посвяща​ется". А всё потому, что, услышав трак​товки Мюррея таких композиций, как "Dave Blue" или "Crucifixion", даже самый заядлый атеист вспомнит всё и про душу, и про то, где она находится. Ну, а осталь​ное придёт само собой...»  -- Hi-Fi Music, #6 1997

	David  MURRAY
	Ballads
	1990 
	46:34
	label: DIW

David Murray [t s]; Dave Burrell [p]; Fred Hopkins [b]; Ralph Peterson [d].

“И снова великолепный и производительный Дэвид Мюррей радует нас нестареющими звуками своего тенор-саксофона. Как и труба, саксофон занимает в джазе своё почётное, можно сказать, королевское место. И свободные импровизации свингующего Дэвида лишний раз демонстрируют слушателям, что “золотой” инструмент занимает это место по праву. Последняя на этом диске —  удивительно элегантная “баллада для Чёрных Джентльменов” —  придётся по душе не только Джентльменам Белым, но и их Леди. Впрочем, не сомневаюсь, что ту же реакцию у леди и джентльменов вызовет весь диск “Ballads” несравненного Дэвида Мюррея.” —  Hi - Fi & Music

	David  MURRAY
	3D Family
	1990 
	70:02
	label: hat ART
David Murray [ts], Johnny Mbizo Dyani [b],  Andrew Cyrille [perc].    Recorded live 1978.

	David  MURRAY
	Special Quartet
	1991 
	50:58
	label: DIW

David Murray with: McCoy Tyner, Fred Hopkins and Elvin Jones.

	David  MURRAY
	David Murray Big Band
	1991 
	71:22
	label: DIW

Conducted by Lawrence “Butch” Morris

(см. тж. ниже, диск ‘South Of The Border’)

DAVID MURRAY: Tenor Sax, Bass Clarinet; HUGH RAGIN, GRAHAM HAYNES, RASUL SIDDIK, JAMES ZOLLAR: Trumpets; CRAIG HARRIS, FRANK LACY, AL PATTERSON: Trombones; VINCENT CHANCEY: French Horn; BOB STEWART: Tuba; KAHLIL HENRY Flute, Piccolo; JOHN PURCELL: Alto Sax; JAMES SPAULDING: Alto Sax, Flute; PATIENCE HIGGINS: Tenor, Soprano Sax; DON BYRON: Baritone Sax, Clarinet; SONELIUS SMITH: Piano; FRED HOPKINS: Bass; TANI TABBAL: Drums; JOEL A. BRANDON, The "Master Whistler": Whistle on "Paul Gonsalves"; BROTHER G'RA: Poetry on ‘Calling Steve McCair’; ANDY BEY: Vocals on ‘Let The Music Take You’; LAWRENCE "BUTCH" MORRIS: Conductor.

1. St. Thomas

2. Happy Birthday Wayne, Jr.

3. Awakening Ancestors

4. Calle Estrella

5. World of The Children

6. Fling

7. Flowers for Albert

	David  MURRAY
	Shakill’s Warrior
	1991 
	73:02
	label: DIW

David Murray [ts], Don Pullen [organ], Stanley Franks [g], Andrew Cyrille [d].

	David  MURRAY
	Shakill’s II
	1994 
	61:54
	label: DIW

David Murray with: Don Pullen [organ],  Bill White [g], J. T. Lewis [d].

	David  MURRAY
	Death Of A Sideman
	1992 
	57:54
	label: DIW

David Murray [t s, b cl]; Bobby Bradford [cornet]; Dave Burrell [p]; Fred Hopkins [b]; Ed Blackwell [d].

	David  MURRAY
	Black & Black
	1992
	56:14
	label: Red Baron

David Murray [t s]; Kirk Lightsey [p]; Santi Debriano [b]; Roy Haynes [d]; Marcus Belgrave [tp].

  In 1991, Peter Watrous, a jazz critic for the New York Times, wrote that David Murray is «probably the most powerful soloist to arrive in jazz in the last ten years.» That power comes from Murray’s immersion in the music and his conviction, which is also Dizzy Gillespie’s, that there is no end to what one can discover in music and in oneself by continuing to listen ahead while remembering where it all came from. It’s an exhilarating kind of power because it’s continually energized by discovery, as you can hear in this set.

  There is no more experienced and passionate drummer in all of jazz than Roy Haynes. I have been listening to him since we both were young in Boston, and his playing in this David Murray set will stand as one of the landmark performances in Roy’s career. When the session was over, Roy didn’t want to leave. «We’re cooking!» he said, «let’s keep going.» Roy, David Murray and their colleagues were cooking from note one on this date. For Murray, this too is one of those sets that will be mentioned from now on as one of his most memorable. There is, as usual, Murray’s authority. It is both immediate and sustained. There is nothing in the least tentative in his sound, time, beat or ideas. Also, although he always plays with much warmth, there seems to be even more than usual because of the very close affinity he and the other players have for each other. Then there is the extensive range of Murray’s ways of feeling music. [...]   -- Nat Hentoff

	David  MURRAY
	David Murray with Jazz Baltica Ensemble
	1992
	71:58
	David Murray [t s, b cl]; Vladimir Chekasin [a s, b cl]; Howard Johnson [tu]; Tomasz Stanko [tp] (см. тж. с Muthspiel); and oth.

  Jazz is the music of communication per excellence; and this recording is eloquent testimony to the vitality and joy of musical contact and the creative energy unleashed by rare meetings such as this.

	David  MURRAY
	The Jazzpar Prize
	1992 
	54:37
	label: enja
David  MURRAY & Pierre  DORGE'S  NEW JUNGLE ORCHESTRA

	David  MURRAY
	Blue Monk
	1993 
	59:37
	label: enja

duet: David  MURRAY /  Aki  TAKASE   [p]

	David  MURRAY
	Jazzosaurus Rex
	1993
	51:06
	label: Red Baron

D.Murray with: John Hicks [p]; Ray Drummond [b]; Andrew Cyrille [d].     

	David  MURRAY
	Ballads For Bass Clarinet
	1993 
	52:18
	label: DIW

David Murray [bass cl]; John Hicks [p]; Ray Drummond [b]; Idris Muhammad [d].

1. Waltz To Heaven

2. New Life

3. Chazz

4. Portrait Of A Blackwoman

5. Lyons Street

6. Elegy For Fannie Lou

	David  MURRAY
	Tenors
	1993 
	47:45
	label: DIW

D.Murray [t s]; Dave Burrell [p]; Fred Hopkins [b]; Ralph Peterson [d].

	David  MURRAY
	Body And Soul
	1993 
	51:56
	label: Black Saint
D.Murray with: S.Smith[p]; W.Morris[b]; Rashied Ali [d].

	David  MURRAY
	Picasso
	1993  
	62:09
	label: DIW

D.Murray [t s, bass cl]; Hugh Ragin, Rasul Siddik [tp]; Craig Harris [trb]; James Spaulding [a s, fl]; Dave Burrell [p]; Wilber Morris [b]; Tani Tabbal [d].

  «Наверняка  многие слышали о Пикассо и почти все знают о Дэвиде Мюррее. Но встречались ли вы с октетом прослав​ленного тенора, записавшего под чутким руководством своего патрона альбом "Picasso"? Как бьётся, словно пойманная в клетку абстракционистской живописи, птица, "голос" тенор-саксо​фона Дэвида Мюррея, вычерчивая нечто среднее между "Девочкой на шаре" и кубистским опусом мэтра живописи? Иногда, словно меняя краску на холсте, Дэвид "изменяет" любимому тенору с не менее любимым бас-кларнетом и про​должает так же вдохновенно "живописать" свои звуковые "полотна", понятные не та​кой уж большой (но и не такой уж и ма​ленькой) аудитории. Говорят, что моло​дой Пабло принялся писать свои знаме​нитые кубы и шары, сначала доскональ​но овладев классической техникой пись​ма. Если с непривычки фри-джаз Мюррея покажется вам не слишком понят​ным, начните знакомство с дискографией Дэвида с другой пластинки: поверьте этот музыкант может создавать "полотна" и в стилистике Стена Гетца. Но помните, что рано или поздно вы всё равно вернё​тесь к "Picasso" Дэвида Мюррея.»  -- Hi-Fi Music, #6 1997

	David  MURRAY
	The Tip
	1994 
	66:34
	label: DIW

D.Murray [t s, b cl] Bobby Broom [g]; Daryl Thompson [g (#1, 3, 7)]; Robert Irving III [organ, synth]; Darryl Jones [b]; Toby Williams [d]; Kahil El'Zabar [perc, v (#8)]; Olu Dara [cornet (#2)]; G'Ra [wordist (#3)].

	David  MURRAY
	South Of The Border
	1995 
	58:29
	label: DIW

David Murray Big Band conducted by Lawrence ‘Butch’ Morris (см. тж. выше)

D.Murray [t s, bass cl]; Hugh Ragin, Rasul Siddik, James Zollar [tp]; Graham Haynes [cornet]; Craig Harris, Frank Lacy, Al Patterson [trb]; Vincent Chancey [fr h]; Kahlil Henry [fl]; John Purcell [a s]; James Spaulding [a s, fl]; Patience Higgins [t&s s]; Don Byron [cl]; Sonelious Smith [p]; Fred Hopkins [b]; Tani Tabbal [d]; Larry McDonald [perc]; Lawrence ‘Butch’ Morris [conductor].

	David  MURRAY
	David Murray Quintet with Ray Anderson and Anthony Davis
	1996 
	51:12
	label: DIW

D. Murray [t s]; R. A. [trb]; A. D. [p]; Kenny Davis [b]; Tommy Campbell [d].

	David  MURRAY
	David Murray with James Newton Quintet
	1996 
	55:01
	label: DIW

D. Murray [t s, bass cl]; J. N. [fl]; John Hicks [p]; Fred Hopkins [b]; Billy Hart (см) [d]; Andrew Cyrille (см) [d].

	David  MURRAY
	Fo Deuk Revue
	1997 
	56:21
	label: enja
D.Murray [s, bass cl]; Doudou N’Diaye Rose [sabar, v]; Oumar Mboup [djembe, perc]; Tidiane Gaye [v]; Jamaaladeen Tacuma  (см.) [b]; Hugh Ragin [tp]; Robert Irving III [p]; Craig Harris [trb]; Darryl Burgee [d]; and oth.

	David  MURRAY
	Speakig In Tongues
	1999
	57:30
	label: Justin Time / enja  http://www.enjarecords.com 

David Murray [t s, cl]; Fontella Bass [v]; Hugh Ragin [tp]; Jimane Nelson [Hammond B-3, p, synth]; Stanley Franks [g]; Clarence ‘Pookie’ Jenkins [el b]; Ranzell Merritt [d]; Leopoldo F.Flemming [perc].

There has always existed a fear throughout African American churches that jazz music was some kind of devil’s music.

В основном, инструментальная программа; построена на спиричуэлс – большинство композиций – traditional. Эта ретро-программа, весьма непростая по музыке, при этом абсолютно очаровательна – Murray, как всегда, на высоте почти недостижимой.

Grooves & Glossolalia, Spirituals Old & New

The great African-American historian and author W.E.B. DuBois once wrote African-Americans possessed a unique genius for transmuting trouble into songs. Nowhere is this great Black alchemical art better heard than in the Negro Spiritual. 

First sung by African-American slave workers in plantation fields before the Civil War, their simple, repetitive verses embodied the rich history of an enslaved people, and were often coded attempts at revolt as well as songs of religious fervor and faith. Spirituals quickly became an oral tradition passed from geneation to generation. Hand-clapping church choirs that sprang up in many African American worship services during the 1950s embraced their joyous melodies. Later, spirituals became an integral part of the soundtrack to the civil rights movement in the 1960s, the words transformed into battle of freedom, and they would eventually form the underpinnings of contemporary gospel.
Spirituals played a significant role in the formative years of the jazz masters who collaborated on “Speaking in Tongues”. The preeminent tenor sax player of his gereration, David Murray started playing gospel with his family in church, The Missionary Church of God and Christ in Berkeley. In his remarkable career, Murray has built a vision of jazz that is  rooted not only in gospel, but the traditions of New Orleans, bebop and free jazz as well.

Vocalist Fontella Bass had a mother who was a  member of the Clara Ward Gospel Singers. Bass  started playing piano  when she was five, accompanying her grandmother in funeral services in St. Louis.  While she became famous for her  #1 R&B anthem  of October 1965, "Rescue Me," Bass found  redemption and a resurrected career in the 1990s  through gospel music. Bass is no stranger to jazz,  however; she was married to Lester Bowie and  performed with the Art Ensemble of Chicago during  the 1970s. In 1995, her comeback release for  Nonesuch, "No Ways Tired," saw her blending jazz and gospel in some pretty hip company. [...]

Recalling his great quartet sessions in New York  of l988 with Fred Hopkins, Ralph Peterson, Jr. and  Dave Burrell that led to the DIW releases "Spirituals"  and "Ballads", the rollicking "Amazing Grace"  is a spotlight for Murray's mighty bass clarinet, his phrasing and technique a breathtaking blend of avant  gade and soul. The other horn in the front line, the  unsung Hugh Ragin, offers a moving soliloquy on trumpet in "Blessed Assurance." This duet with Bass on piano is one of the most beautiful gospel recordings in recent memory.

“Speaking in Tongues" represents a victory for  both Bass and Murray. Together they have brought  the suffering, dignity, and joyous musical celebration  codified in the Negro spiritual to bold new musical  forms. Listen to the closing cut, the gospel perennial  "A Closer Walk With Thee," which brings home the gospel, neatly tracing the lineage of African-American music, from spirituals through blues to R&B, soul, and jazz, a black ribbon of tradition that remains unbroken.

	(David  MURRAY)
	ESTRADASPHERE:

"Buck Fever"
	2001
	72:31
	label: WoM

Timb Harris: solo violin, violin sections, solo and section trumpets, mandolin, euphonium, keyboards

Tim Smolens: upright bass, hollowbody and el bass, bowed bass sections, keyboard, synth programing, techno loops

Jason Schimmel: ac & el guitars, baritone guitar, sitar guitar, banjo, lapsteel, keyboard

David Murray (см.): drums, dijiridu, percussion, new age keyboards

John Whooley: tenor, alto, baritone, soprano saxophones, flute, vocals, throat singing, percussion, accordion, piano, cp-70, el piano, clavinet

Супер-fusion: такой бурной смеси не было, а может, больше и не будет. David MURRAY, наконец, отвязался по темам на всю катушку: от ретро до металла. А использованное в названии проекта слово "эстрада", вообще обозначающее довольно широкое пространство, здесь кажется слишком узким. Такой вот джаз!

1. Buck Fever 

2. The Dapper Bandits

3. The Silent Elk of Yesterday 

4. Crag Lake 

5. Meteorite Showers

6. The Bounty Hunter

7. Super Buck II 

8. Millennium Child 

9. Trampoline Klan 

10. Burnt Corpse 

11. Rise 'n Shine

12. The Bride of the Buck 

13. A Very Intense Battle 

14. Green Hill 

15. Jove Malle de Mone / Feed your Mamas Meter (remix 2001)

16. What Deers May Come

	David  MURRAY
	David MURRAY & THE GWO-KAMASTERS:

"Yonn-De"
	2002
	70:26
	David Murray -- tenor saxophone, bass clarinet

Buy Konhet -- vocal

Klod Kiavue -- gwo ka drums / vocal

Francois Ladrezeau -- gwo ka drums / vocal
Hugh Ragin -- trumpet
Craig Harris -- trombone
Santi Debriano -- bass
Pheroah Aklaff – drums

Black is back, no doubt about that! What else do these wild, irrepressible tambourines and drums tell us with their funky energy, underpinned by the double bass that surfaces between the lines? And the sax that makes your whole body sing, the trumpet that hits the high tones, and that voice which goes right to the depth of your soul, backed by a choir pulsating in unison? No doubt indeed, the next installment of the Creole project is back and it's black! From its sombre and sober beginnings the encounter between these two estranged cousins, both exited from their homeland, both ruthlessly independent, has proved to be explosive in the extreme, bringing together sax player David Murray's exalted lyricism and Guy Konket's intoxicating songs, the unstoppable swing of American jazz and the persuasive force of Guadeloupean tambourines.
Both Murray and Konket have called on some of their regular partners for the occasion, faithful friends whose contribution goes far beyond back-up and introduces suggestive twists and digressions when necessary. It's no easy job to break free of the drumming minds beating away behind the large gwo ka tambourines that carry with them the memory of deportation and nostalgia for the sanctuary of Africa. They tell a story that lives on in secret. Nor can you fail to hear the song of exile in the valleys of the tenor sax, a song that has been enriched through centuries of expression, despite negationist practices and despite social and political segregation. And between these two modes of expression - the cry and the wail - this music exposes you to the need to go back to the beginning, to start the exchange again where I the triangle of trade broke it off. From beyond their differences in style, one calls out and the other replies, both pulling their common memories back to the surface, giving them the force of self-evidence after centuries of silenced words. And, as is so often the case, this sacred union, this new form of syncretism, relies on underground yet triumphant rhythms to carry it. Beyond the circle of American jazz David Murray's new Creole project is clearly in search of a lost identity, and in Guy Konket Murray has found the key - a groove master who has always known how to combine strong words and political action Konket has never run shy of danger, but nor has he played a calculated game. Never has he sought to hide his black facet or cover over his roots True independence of mind has no price, unless you count the price you pay to be a free man. And this is why, after so many years, his words and his position are still so relevant to us today, still so forceful too. And it is also why this fusion, which has its own naturalness about it, turns out to have such caustic power. It offers a new burst of soul and a fresh claim to freedom, tike an extension in a different mode of the famous "Body and Soul," - a "necessary" re-bonding over the shared history of the blues that sings the sorrows of a people who remember their roots while looking forward to tomorrow.
--- JACQUES DENIS

	MUSIC  REVELATION ENSEMBLE
	Music Revelation Ensemble
	1988 
	58:38
	funk-fusion

label: DIW

James Blood ULMER (см) [g]; David Murray (см) [t s]; Jamaaladeen Tacuma (см) [b]; Ronald Shannon Jackson (см) [d].

 (см. тж. PHALANX)

	MUSIC  REVELATION ENSEMBLE
	Elec. Jazz
	1990 
	50:24
	label: DIW

David Murray (см.) [t s], James Blood Ulmer (см.) [g], Amin Ali [b], Cornell Rochester [d] 

	MUSIC  REVELATION ENSEMBLE
	After Dark
	1991 
	69:01
	label: DIW

 состав -- как выше

	MUSIC  REVELATION ENSEMBLE
	In The Name ...
	1994  
	59:09
	label: DIW

James Blood Ulmer [g], Amin Ali [b], Cornell W.Rochester [d],  + Hamiet Bluiett (см.) [bar s] (3), Arthur Blythe (см.) [a s] (2,6,7), Sam Rivers [s&t s, flute] (1,5,4). 
“Why the Music Revelation Ensemble?”

“The purpose was in creating a sound that doesen’t inhibit. A freedom to play within Jazz. It was a job to do. To create a system where Murray, Blythe, Hemphill, Rivers, Bluiett, could use their energy. They need to feel it as they play. The way that David plays... it’s the power of Coltrane, Miles, Bud Powell... that they had to play against the piano sound... didn’t make them feel like they were plain’  as strong. The freedom of David’s playing needs another kind of outlet. A rhythm section to equalize that power so that they can feel the same power that they could not feel before like Wynton Kelly behind John Coltrane... But the guitar sound, the way I designed it, allows for them to get that power so that they can play as free as they were playin’  without concentrating on the chords and the scales.That’s why the bass is used the way it is used. That’s why you need the Fender bass. Because remember Jazz is something that has separated all the pools of music.”

“But why specifically the electric bass?”

“Well since Bud Powell and them there’s been rock and roll, rhythm and blues, funk and now hip hop, and all that music is electric sound... So if you want to have Jazz growe you got to incorporate all that music in to Jazz. ‘Cause remember Jazz was classical sounding, like blues and Dixieland. The whole thing made it Jazz. If you want to play Jazz you should incorporate everything. Just creating, putting the sounds that haven’t been created yet. To reestablish what Jazz is.. They established what Jazz was too quick.”

“And then they went into fusion which is not really Jazz... Right?”

“Jazz. They tried to incorporate the element of jazz too quick and that’s why they ended up with fusion. They knew the blueprint and developement but they didn’t know enough about the whole element... You know what I mean. They didn’t know enough about John Coltrane and Bud Powell and Dizzy and all these brothers and whatnot... so they didn’t put enough of that in there... So what I was trying to do is to create a thing that has all these basic sounds of jazz... all the chords... Major. Minor. Augmented. Diminished... I play every kinda chord you can hear under the fuckin’ sun behind the players while they’re playin’ so as to make sure that they list every territory that was ever played by these other musicians but that also fits into their free sound. So that’s what’s behind that. I extended the musical language by adding what’s always been left out and created a group that had all the color sounds of jazz.”

The Preacher and the Teacher have joined hands to take us on a crusade of Peace and Harmony, Passion and Joy. The Preacher and the Teacher have joined forces on a campaign to convert the Non-Believers. These giants have come together to make us see even  clearer the Purity and Ambundance of James “Blood” Ulmer’s music. In Time Mankind  will not need Help in seeing The Dawn of this creative genius’ contributions. The title of this, Blood’s latest recording [taken  from a track off his previous release, Harmolodic Guitar with Strings (см.)] sums things up with all it’s mystery and implications. In the Name of... FUNK, the driving rhythm section of Amin Ali and Cornell Rochester. In the Name of... BLUES, the clean urban pulse of the final track “Purity”. In the Name of... JAZZ, the foremost component of this hard-driving set with saxophone greats Blythe, Rivers (in top form), and Bluiett, unshakeable and downright unnerving in his attack on the transitional centerpiece of the album, “The Dawn”. In the Name of... MUSIC as generator, medium, mixer, and catalyst, for all that humanness is supposed to be about. This recording combines elements and keepers of the old and newer avant garde with structural strains of Ornette, and the very real presence of Blythe, Rivers, and Bluiett ever extending and incorporating the traditions of African-American musical forms into their respective languages, creating, as Blood does, a fine-lined synthesis between established modes and fresh ideas. Much credit goes to Blood for his use of so many varied voices, flute, tenor, bari, alto and soprano, to create different tensions in the music through each player’s unique qualities. This recording, like his string album, is both a point of departure and inclusion, joining all of Blood’s secular, religious, emotional, and intellectual ramblings and ideas. The titles are humble but deep in meaning. The music is sensual containing a hard / soft quality  throughout. The tunes  are in a specific sequence to tell us a very real story. The solos and melodies were written to these words / titles and then presented to the other musicians to play against without their ever knowing the hidden significance, meanings, and origins of the pieces. With the help of its many recordings and personnel, Blood has secured his place as a leading exponent and innovator of the Jazz guitar. With the framework of Blood’s playing and compositional abilities, the Music Revelation Ensemble gives him the opportunity to reflect on and react to all his roots within a non-vocal environment and as a result we are brought to a place where past, present, and future merge. Hence the creation of the Music Revelation Ensemble and with it Blood’s ideas have reached full fruition. This music incorporates all experiences and histories... the full range and scope of the dynamics and logic of the creative force. A modestly extravagant retelling of flesh and spirit and where the two can lead us... The structure of the tunes suggesting biblical properties... Variations and expansions on the theme of Life and all its consequences presented to us with honest conviction through a well-tempered innocence... an “I’ve-been-around-the-block-a-few-times”  attitude but still have alot to learn... Songs and stories without words that on the surface deal with all forms of intertwining musical idioms but underneath throb with a true belief and commitment to God.

Blood, now at 52, speaks to of his philosophies, romances, and desires and each solo he takes mirrors the themes present in every piece... Mixing all up in an ethereal blender. Giving us a taste of Blood. Transfusig us with Blood... Feeding us Food of the Soul prepared Blood’s way with recipes and secret ingredients that can never be duplicated... Spark... Genius... Creation... Revelation... deep through the Roots. The Teacher and the Preacher have joined to produce a third entity. A new music which has broadened our listening parameters. A new music, yet one that has been relearned, reinvented. A music that has stretched harmolodics even further. A music that for now shall remain unnamed... Like a wedge of heat forged into our being In The Name Of  hits deeply depicting a strong erruption of energy. The violence of rebirth. The Survival and Resurrection of Man.

	MUSIC  REVELATION ENSEMBLE
	Knights Of Power
	1996 
	54:28
	label: DIW

James Blood Ulmer [g]; Amin Ali [b]; Cornell W. Rochester [d]; Arthur Blythe (см.) [a s №1,2,5,7]; Hamiet Bluiett (см.) [bar sax №3,4,6,8].

	MUSIC  REVELATION ENSEMBLE
	Cross Fire
	1997
	53:10
	label: DIW

James Blood Ulmer; John Zorn (см. в ‘Alternative’) (1,3,5,8); Pharoah Sanders (см.) (2,4,6,7); Calvin Jones; Cornell W. Rochester.

1. Law

2. Suspect

3. Devotion

4. Sweet

5. Proof

6. My Prayer

7. Evidence

8. Backbeat

	Robert  MUSSO
	TRANSONIC: “Downstream Illusion”
	
	59:11
	MUSSO – см. тж. c: B. LASWELL; Paul SCHUTZE(см. в ‘Alternative’); Ginger BAKER ; Tom WAITS (в ‘Rock’);

ambient

label: World Ambient

R.M. [k]; Bill Laswell [b].

	Robert  MUSSO
	Innermedium
	1999
	54:55
	funk-fusion

label: DIW (Tokyo)

KARL BERGER (см.) - VIBES, RHODES ELEC. PIANO

CHARLES BURNHAM - VIOLIN, HARP

LANCE CARTER - DRUMS

AIYB DIENG - PERCUSSION

BYARD LANCASTER - SOPRANO SAX, FLUTES, BASS CLARINET (3 AND 5)

BILL LASWELL (см.) - BASS

DAVE LIEBMAN (см.) - SOPRANO AND TENOR SAX (2 AND 4)

ROBERT MUSSO - GUITARS,  6-STRING BASS, E BOWS,  SYNTH

BERNIE WORRELL (см.) - HAMMOND ORGAN, WURLITZER ELEC. PIANO (2 AND 4)

ALL PIECES WRITTEN BY ROBERT MUSSO. 

PRODUCED AND ENGINEERED BY ROBERT MUSSO.

EXECUTIVE PRODUCER; KAZUNORI SUGIYAMA / DISK UNION

COVER PAINTING BY WILLIAM BURROUGHS 

THIS CD IS DEDICATED TO SONNY SHARROCK, THOMAS CHAPIN, AND TED DUNBAR. INSPIRATIONS, FRIENDS, AND TEACHERS.

1. Unknown Passage

2. Luminous

3. Stream Of Stars

4. Realm Of Spells

5. Drifting Shades

6. One Mind

7. Dark Halo

8. From Shadows

9. Silent Code

	Christian  MUTHSPIEL
	Octet Ost
	1992 
	56:06
	Christian  MUTHSPIEL – см. тж. с: Paul  MOTIAN
free jazz

label: Amadeo

Christian Muthspiel [tb]; Klaus Koch [b]; Sainkho Namtchilak (см.) [voice]; Wladimir Tarasov [d]; Anatoly Vapirov [s]; Nicolas Simion [s]; Tomasz Stanko [tp]; Anca Parghel [v].

	Christian  MUTHSPIEL
	MUTHSPIEL- PEACOCK-MUTHSPIEL- MOTIAN
	1993
	50:37
	label: Amadeo

Christian Muthspiel [tb], Wolfgang Muthspiel (см. тж. с Marc  Alan JOHNSON; Dhafer YOUSSEF) [g], Gary Peacock (см.) [b], Paul Motian (см.) [d]

	Вагиф  МУСТАФА- заде
	Джазовые Композиции
	1976
	
	 LP

	Aziza MUSTAFA - ZADEH
	Jazziza
	1997
	66:26
	Aziza Mustafa Zadeh [p, v]; Philip Catherine [g]; Toots Thielemans [harmonica]; Eduardo Contrera [perc].

	Aziza MUSTAFA - ZADEH
	Dance of Fire
	2000
	69:41
	label: Moon Town

Aziza Mustafa Zadeh [p, v]; Al Di Meola [ac g]; Bill Evans [s&t s]; Stanley Clarke [ac&el basses]; Kai E. Karpen De Camargo [5-str el b]; Omar Hakim [d].

	MUZSIKAS см. в 'Eurofolk' /Slavic
	
	
	
	

	M.V.P. (The Mark Varney Project)
	Centrifugal Funk
	1991
	61:10
	жёсткий funk-fusion – между King Crimson и Stanley Clarke.

label: AMG

Mark Varney - Producer, Executive Producer, Concept 

Frank Gambale (см.) - Guitar 

Freddie Ravel - Keyboards 

Shawn Lane - Guitar 

James Earl - Bass, Producer 

Brett Garsed - Guitar 

Joe Heredia - Drums 

Alan Hirshberg - Mixing 

Michael O'Neill - Guitar (Rhythm) 

Kevin Ricard - Percussion 

Steve Tavaglione - Saxophone, EWI 

Mike O'Neill - Guitar (Rhythm) 

Jimmy Earl - Bass, Arranger, Producer

This is the second MVP session featuring Frank Gambale. This time, he is set alongside underground legend Shawn Lane and ex-Nelson hired gun Brett Garsed. The songs here are fairly weak and can be a bit grating due to the backbeats supplied by Joe Heredia. It would be interesting to know what Miles Davis would have thought of this version of "So What." Brett has a clean, '80s-metal sound and plays with pristine technique. He manages to make his solos interesting and is rarely self-serving. Lane, on the other hand, has a very distinctive and unique sound. His technique is difficult to analyze because his sounds are so bizarre that it's often difficult to know what he's doing. Gambale's sweep picking technique has been well documented, and his jazz and fusion experiences establish him as the superior player here. Brett and Shawn serve as better dueling partners and do so on "Hey Tee Bone," one of the session highlights. "Splatch" contains some incredible pyrotechnics by both Frank and Shawn, while "Lane's Blitz" is a good example of Shawn's demonic sound and speed. "Lovestruck" is the session's most exciting tune, featuring one of the most inspired solos Gambale has ever recorded. The three trade blistering solos as the song builds to a crescendo. Aspiring guitarists are encouraged to approach this with caution at the risk of getting discouraged. Simply put, this is an exhausting listen.
1. Actual Proof (Hancock) - 7:36 

2. So What (Davis) - 9:41 

3. Hey Tee Bone (David/Fisher) - 5:30 

4. Tokyo Blue (Nicolazzo/Pleasure/Rashied) - 7:15 

5. Splatch (Miller) - 11:57 

6. Elegant People (Shorter) - 9:56 

7. Lane's Blitz - :39 

8. Lovestruck (Johnson) - 8:2

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

label: Terminus Records

Tucker Martine: drums, percussion, treatments and field recordings

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

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

Dave Carter: flugelhorn (7,10)

Aminata Diabate: vocals (6)

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

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

Orville Johnson: fiddle (4)

Kassemadi Kamissogo: ngoni (6)

Eyvind Kang (см.): viola (2,6,7,8,12)

Briggan Krauss (см.): sax (11)

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

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

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

Skerik: saxophones (1,6,12)

Reggie Watts: vocals (1,4,6)

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

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

Lowell Horvitz and Sofia Barsher: giggles (1)

1. Pop Client

2. Master Korean Musicians of Canada

3. Land Trust Picnic

4. Varmint

5. Fancy Party Cakes

6. Phil and Jerry

7. Workaholic Song

8. Old Days

9. Arthbound

10. Not in My House

11. Ask Mickey

12. Chi-Chi Marina


