	RAISE  THE  ROOF!
	Keepers Of The Groove
	1996
	57:55
	acid jazz-funk
label: Play It Again Sam Records

Исполняются как собственные композиции, так и S. Rollins, M. Davis. Один из самых мощных и впечатляющих проектов в этом стиле.

	RAISE  THE  ROOF!
	Horns & Beats
	2001
	48:00
	label: Javaanse Jongens

	Nelson RANGELL                
	Yes, Then Yes
	1994 
	57:41
	label: GRP

N.R. [a&s&t s, fl, piccolo]; Paul Jackson [g]; Dennis Chambers [d]; Chuck Loeb [g, k]; Will Lee [b]; Tony Morales [d]; a.o.

Прекрасный вариант джаз-рока: мелодичный, с очень красивыми балладами; сам Rangell – великолепен.

	Ernest RANGLIN
	Memories Of Barber Mack
	1997
	56:29
	Ernest RANGLIN - см. тж. с Monty ALEXANDER

label: Island / Jamaica Jazz

Ernest Ranglin [g]; Sly Dunbar [d]; Jon Williams [p]; David Williams [ac b]; Larry MacDonald [perc].

Rec. in Jamaica and New York.

Инструментальные композиции из области пра-реггей музыки с элементами джаза. Ranglin превосходен и как гитарист, и как композитор-арранжировщик. Общая атмосфера – одно слово – Ямайка.
Кто помнит элегантно упакованную продукцию фирмы Крида Тейлора «CTI» — представьте себе гитариста Уэса Монтгомери, играющего в ритме регги. Для тех, кто ус​тал от мейнстрима, с одной стороны, и «smooth jazz», с другой, но привык к инструментальной музыке как к фону, — лучше не придумаешь. 
 --- Play
“Barber Mack”

The mists of Jamaica's oral folk history reveal that Barber Mack, to whom this CD is dedicated, was a tonsorial artist by day and a mento sax player by night.

Rudolph McDonald. a.k.a 'Barber Mack' or 'Baba Mack' in the Jamaican vernacular was a jovial hard-drinking Mulatto whose prowess never seemed impaired by how much rum he drank. He operated a barber shop, when presumably he was sober, on Luke lane in the city of Kingston.

Ex RAF man and fellow musician Headley Jones recalls hearing him first in 1933 at a party for demobbed members of the West India regiment who had been given lands in Buxton Town in rural Jamaica. "He played that day with only an accompanying cello but he was a brilliant player of mento and a master of Cuban rhythms". McDonald had benefited a lot musically during his stay in Cuba and is believed to have returned to Jamaica in 1933. He was like many other Jamaican artisans who had travelled, in search of work, to places like Cuba, Panama and Costa Rica in the thirties: a migratory pattern that may also explain why the mento, Jamaica's earliest popular rhythm, has a distinct African-Hispanic flavour.

By all accounts, mostly from senior Jamaicans, he was a legendary player whose alto was the main attraction at country picnics at Linstead Market, Porus Market, Bog Walk Market and Coney Island. His usual group was banjo, bass, drum and occasionally tuba. Ernest Ranglin saw him as a boy at Coney Island and remembers that Barber Mack could make his alto 'smoke' at midnight; a trick which added to Mack's legend where he would duck backstage, close the keys of the saxophone and blow cigarette smoke into the instrument before returning to the front of the stage to solo with 'smoke' emitting from every orifice, a feat the young Ernie never forgot.

SMOKIN’.

--- DERMOTT HUSSEY - JAN 97
... Amongst the most fascinating of these have been those featuring the brilliant guitarist Ernie Ranglin; this current album is their [with Monty Alexander] ninth collaboration on disc. It will be no exaggeration to say that Ernest Ranglin is the most underrated guitarist in the world. Born in Manchester, Jamaica in 1932, the unassuming Ernie began his professional career in the band of Jamaican tenor saxist Val Bennett in 1947, before moving on to Eric Dean's famous big band in the early 'fifties. When Monty arrived at Federal Studio's in 1959, Ernie was already a seasoned veteran of the Jamaican jazz scene. He recorded two albums for Chris Blackwell in the eariy 'sixties, the superb 'Reflections' and 'Wranglin', both sadly long out-of-print, and remained a stalwart of the Jamaican session scene during the decade and beyond. He contributed to hits like the Wailers 'It Hurts To Be Alone', arranged Millie's world-wide smash 'My Boy Lollipop' and the Melodians' anthem 'Rivers of Babylon', and countless others. Then, he and Monty made a series of albums for the German MPS label during the 'seventies that were the first to successfully fuse jazz with Jamaican forms like mento and reggae, as well as incorporating other Caribbean elements like steel pan. Those earlier developments are beautifully consolidated on this current album, with bravura performances from the two main protagonists in both studio and live settings, supported by a truly dynamic rhythm section. The result is everything that good music should be: exciting, moving, and above all, communicating pure enjoyment with maximum feeling.

	Ernest RANGLIN
	Now Is The Time 
	1999
	76:48
	label: Motor Music  www.motorjazz.de 

The Legendary MPS Sessions

At last the time for Ernest Ranglin, extraordinary guitarist from Jamaica, has come. His recent recordings have finally brought him worldwide popularity for his sunny and soulful fusion of jazz and caribian roots. This compilation features his outstanding recordings for the German MRS label, groovy and swinging tracks, recorded between 1974 and 1981, featuring musicians such as Monty Alexander, Eberhard Weber, Kenny Clare and others.
An MRS classic, remastered with the new MOST PERFECT SOUND technique (192 kHz/24 BIT), digitally transferred from the original master tapes.

	RARE  EARTH
	Made In Switzerland
	1989
	73:08
	funk

Rare Earth has been an established name in the music industry for a decade, and, now they are back performing with the same unique and recognizable sound that has always been their own! Ezciting... Incredible... Sensational... all ajectives describing a Rare Earth concert... consistently living up to your expectation. The Seven talented performers in Rare Earth are: Gilbert Bridges [sax, fl, v]; Raymond Monette [g, v]; Edward Guzman [congas, perc]; Wayne Baraks [lead voc, g]; Randy Burghdoff [b, v]; Rick Warner [k, v]; Jerry Lebloch [d]. These individuals guarantee the audience an evening of the greatest musicianship and singing ever to be heard! Needless to say, everyone walks away excited and with the warm feeling that they have gotten their money’s worth! It is truly an exhilirating experience!

	RARE  EARTH
	Ma
	1973
	
	LP       funk

	RAVI
	Kora Colours
	1991
	53:19
	Ravi [kora, el g, mandolin, b, birimbao, steel pan, bongos, perc, Fairlight series III, voc]; Rishi [timbales, hi-hat]; Jacob Mygind [s & t sax]; Pierre Dorge [g]; Gerard Heering [piccolo flute]; Volodya Asriev [violin]; Jeff Jenson [bhoran]; Sandeep - Bhattacharya [tablas]; Carsten Sniderman [congas, claypot].

There is no God in the sky, there is no messiah waiting, there is only us to do the healing. It’s only here that a new earth can be created and only this moment in which to do it — here and now, to carry human life into the future. For this new Earth, a new man will be needed. And he and she are now in the process of discovering inner transformation and meditation, signalling the beginning of another age — of one world and one humanity. This music are created from this spirit of meditation, deep love and care for our planet to help heal and celebrate the New Earth and its people. In deep love and gratitude we bow to the wonders and mysteries of Planet Earth. Special thanks to OSHO for inspiration.

	Heinz  REBER
	Mnaomai, Mnomai
	1990
	40:20
	label: ECM (New Series)

Composed by H. Reber 

Performed by: Thomas Demenga [cello,viola], Terje Rypdal (см.) [g], J.Christensen [d], Tschin Zhang [voc], Ellen Horn [voc].  

From such beginnings, ‘Mnaomai Mnomai’ (title from Lyotard) blossomed, an idiosyncratic work by a most unorthodox composer who had to be coaxed out of a premature musical ‘retirement’ to write this piece. Reber has worked across almost all the arts. “When Music Master Chy began the ensemble finale of the fish-hawk song came wave over wave and ear-full and how!” [Confucius]. Still very much a Cagean, philosophically, Reber completes his work and then leaves it to find its own way in the world. He reasons that his plays are open to the interpretation of any director and he welcomes the widest interpretations. As for ‘understanding’ a work of art, in  all its implications, that is a goal that continues to defeat artist, critic, scholar, and layman alike. Lyotard writes, “We don’t start off by saying to ourselves: someone or something is speaking to us here, so I must try to understand. To understand, to be intelligent, is not our overriding passion. We strive instead to be set in motion. This is why our passion would be more like the dance that Nietzsche wanted, and that Cage and Cunningham continue to look for.”  Tschin Zhang’s poem was converted into Norwegian, another ‘alien’ tongue, to keep the text as a pure play of sounds.  “Enter musicians playing adagio quieting music for favours to follow.” [from Book II of the Classic Anthology defined by Confucius.]  The cello emerges from soft gong-like explosions of guitar sound at the beginning of ‘Mnaomai, Mnomai’ and gradually establishes the piece’s undulations (wave over wave). A forward motion maintained despite the cross-currents of over-lapping voices and noises. A flow at first intangible and elusive, then clear, strong, concentrated. Then gone again, as lines and textures fade like calligraphy from a drying brush to leave empty space for the listener — or the Tao or the duende — to fill. Recognising the power latent in the small sounds (a whisper, a bass drum’s dark murmur, a bow bounced upon viola strings), and knowing how to place them, it is possible to redefine ‘intensity’. A screech is a good as silence, and sometimes the only possible response, but dramaturgy is important. Untill the music finally becomes a flood of sound, restraint is the tensor here. As Lyotard, for Reber a crucially important thinker, said in ‘Economie Libidinale’, “...we love this reserve, with the greatest feeling of impatience.” — Steve Lake.

	The Rebirth Of Cool
	Most In Dub
	1994
	56:05
	acid-jazz compilation

label: Island Records 

   I always feel when writing sleeve notes for “Rebirth of Cool” that I should make some attempt to explain this title. It was inspired by Miles Davis’ “Birth of Cool”, an LP which heralded a new era in jazz; “Rebirth” also documents a revolution in music. On this Rebirth selection however, “Cool” is maybe not the right word; the unruffled hipness usually associated with this term is a far cry from the spirit of this age. In this melting pot of modernity where the various ingredients of musical innovation are constantly stewing, it feels like someone’s turned up the heat! In today’s musical climate there is plenty of scope for creative originality; diversity is the key, new flavours, different influences, that take this music beynd any cosy notion of “acid jazz”. The Rebirth philosophy is about forward looking, progressive music, avoiding retro cliches and banal formulas. It’s about the eclectic spirit that inspires a new generation of music makers, both from within and beyond the dancefloor-jazz club scene. The fact that this club scene is now a worldwide phenomenon is a testament to its ability to transcend the limitations of any one musical style, yet still make disperate elements seem part of a cohesive whole. The further is stretches out, the better is becomes, musically and geographically. We live in times where a global perspective is sorely needed if we are to save the environment we all depend on. Such concerns are reflected in some of the lyrics here and rightly so. Creatively and culturally a melting pot of ideas is not just unavoidable but desirable. It can only grow from here.

	RED HOT + BLUE
	A Tribute To Cole Porter
	1990
	77:55
	label: Chrysalis Records

Cole Porter’s songs performed by:

1. Neneh Cherry (см. с Y. N’Dour) “I’ve got U Under My Skin”

2. The Neville Brothers “In The Still Of The Night”

3. Sinead O’Connor (см.) “You Do Something To Me”

4. Salif Keita (см. “Africa”) “Begin The Beguine”

5. The Fine Young Cannibals “Love For Sale”

6. Debbie Harry + Iggy Pop (см.) “Well, Did You Evah!”

7. Kirsty Maccoll + The Pogues “Miss Otis Regrets / Just One Of Those Things”

8. David Byrne (см.) “Don’t Fence Me In”

9. Tom Waits (см.) “It’s All Right With Me”

10. Annie Lennox (см. Eurithmics) “Ev’ry Time We Say Goodbye”

11. U 2 “Night And Day”

12. Les Negresses Vertes (см.) “I Love Paris”

13. K. D. Lang (см.) “So In Love”

14. The Thompson Twins “Who Wants To Be A Millionaire?”

15. Erasure “Too Darn Hot”

16. The Jungle Brothers “I Get A Kick Out Of You”

17. Lisa Stansfield “Down In The Depths”

18. Jimmy Somerville “From This Moment On”

19. Jody Watley “After You”

20. Aztec Camera “Do I Love You?”

     ... Porter’s personal life was complicated by having to hide his homosexuality to work professionally and, later, from an accident that left him crippled and in great pain for the latter half of his life. In spite of these public and private hardships, Porter’s music continued to uplift the public’s spirit without ever pandering to the lowest common denominator. His music presents love as a personal, almost subversive, force that enables us to transcend life’s hardships. And, in the context of the repressive Victorian society that Porter’s generation overturned in the 1920’s, as much as when the 1960’s generation overturned the conservative values of the post-War era, this bold expression of the power of love was dangerous stuff. By the 1950’s a few recording artists, notably Ella Fitzgerald, Frank Sinatra, Billie Holliday and Johnny Mathis, began to transform Porter’s music from its theatrical context into modern recorded pop music. However, Rock’n’Roll began to emerge at the same time to replace Porter’s ironic wit and European melodies with African-American beats and direct emotional pleas. In place of Porter, and other great composers like George Gershwin, Duke Ellington, Jerome Kern, Harold Arlen and Irving Berlin, Rock musicians looked to bluesmen like Robert Johnson for inspiration. In contrast, Porter’s music seemed too polished. The revolution in pop sophistication he began devolved into cliche and lost touch with the post-War generation’s need for more instant and direct forms of gratification. Thirty years later, Rock music, in turn, lost most of its vitality and sense of originality and artists began to look beyond Rock for exotic rhythms and exciting musical ideas. Along these same lines, this album represents an attempt to rediscover and reinterpret classic pop songs of the pre-Rock era in order to help rejuvenate contemporary pop music. Although, artistic appropriation is an exciting and responsible form of expression, reminding us that the mass media can transform our sense of reality as much as entertain us or make our lives more efficient, it can also reinforce an overall sense of social abstraction.

	RED HOT + RHAPSODY
	The Gershwin Groove
	1998
	74:18
	Песни Гершвина исполняют: Morcheeba, Bobby Womack, Clark Terry, Luscious Jackson, Jovanotti, Skylab, Sinead O’Connor, David Bowie + Angelo Badalamenti, и др.

«American life is nervous, syncopated, ever accelerando, and slightly vulgar... It is essential»  -- George Gershwin, ‘Jazz Is the Voice of the American Soul’.
Серия “Red Hot” давно известна в узких кругах любителей оригинальной и в то же время качественной музыки.

Это странный синтез традиционного джаза с новыми веяниями. Все участники проекта сделали удивительно интеллигентную по звучанию музыку (крайняя редкость в наше время).

Дюк Эллингтон считал все разделения музыки на стили и направления безосновательными. Пожалуй, эти альбомы подтверждают его точку зрения. Сам Дюк Эллингтон вряд ли предпола​гал для своих произведений такое воплоще​ние...

Но музыка, звучащая здесь, не вызывает никаких вопросов. Вот и получается, что талантливую музыку можно облечь в любую форму — от эйсид-джаза до хип-хопа, от традиционной акустики в сложнейшую элек​тронику — и при этом она всё равно останется Музыкой.

--- Play

	RED HOT + RIOT
	
	2002
	75:55
	label: MCA

www.redhot.org   www.redhotafrica.org
the music and spirit of Fela Anikulapo Kuti (см. в 'Africa')

featuring: Sade [v]; Baaba Maal (см.) [v, ac g]; Taj Mahal (см.) [v, ac g]; Ron Blake [bar s]; Roy Hargrove (см.) [tp]; Arto Lindsay (см.) [g]; Manu Dibango (см.) [s]; Melvin Gibbs [b]; Nile Rodgers [g]; a.o.

	RED  SNAPPER – см. в ‘Acid’
	
	
	
	

	RED  SUN / 

SAMULNORI
	Austrian JazzArt:

Red Sun & Samulnori
	1989
	62:58
	WOLFGANG PUSCHNIG -- см. тж.: Vienna Art Orchestra; тж. c: Carla BLEY.

SAMULNORI -- см. тж. в файле 'Asia', раздел China/Corea; тж. c: Bill LASWELL "Into The Outlands".
label: 1989 Amadeo / 2004 Universal

Wolfgang Puschnig: alto sax

Linda Sharrock: voice

Uli Scherer: piano

Jamaaladeen Tacuma: el bass

Kim Duk Soo: changgo

Lee Kwang Soo: k'kwaenggwari, vocal

Choi Jong Sil: buk

Kang Min Seok: ching

Spirit Warriors

The K'kwaenggwari

More Than Ever

The Buk

Far Horizon

Ho-ho Kut

O-Lim

The Changgo

Golden Bird

The Ching

No Secrets

Places in Time

	RED  SUN / 

SAMULNORI
	Then Comes The White Tiger
	1994 
	60:36
	label: ECM

RED SUN:

WOLFGANG PUSCHNIG  -- ALTO SAXOPHONE, ALTO FLUTE

LINDA SHARROCK  --    VOICE

RICK IANNACONE       ELECTRIC GUITAR

JAMAALADEEN TACUMA (см.) -- BASS GUITAR

SAMULNORI:

KIM DUK SOO --  CHANGGO, PIRI, HOJOK, CHING 

LEE KWANG SOO --K'KWAENGWARI, VOCALS, CHING 

KANG MIN SEOK -- BUK, CHING

KIM WOON TAE  -- BUK, CHING, BARA

KIM SUNG WOON --     KOMUNGO, KAYAGUM

From ancient times, Lee Kwang Soo explains, the word "samul" has signified four instruments: the k'kwaengwari. the ching, the changgo and the buk. "Nori", meanwhile, means "playing" in the broadest context -- from children's games to the songs and dances of art and ritual.

The music of SamulNori, the Korean percussion ensemble, is music of arresting power. It is elemental music: it speaks to and for the elements. The metal instruments, the large and small gongs -- the ching and the k'kwaengwari -- are said to symbolize the heavens. The wood-and-skin instruments, the changgo (hour-glass drum) and the buk (barrel drum) represent the earth. The changgo's double heads, tuned low and high, allow it to mediate between earth and sky, but the blossoming swell of the ching, "encompasses all Nature in its reverberation".

SamulNori are both custodians of a tradition and its most advanced exponents. In the past the group have pointed out the flaw in the argument of those who insist that the "traditional" should remain unchanged: the living traditions are forever engaged in dialectical confrontation with the notions of change and "progress". SamulNori performances embrace shamanistic ritual, traditional nongak music and modern composition.

Kim Duk Soo, responsible for all percussion arrangements here, points out that the use of percussion music was "once a natural part of our lifestyle and the customs of our culture; part of the farming cycle, for mourning and spiritual comfort -- or when a war broke out. All of the customs have gradually disappeared. And with this disappearance we were in danger of losing something very vital to ourselves. Our purpose then became to record our music and hand it down to future generations". Yet preservation is only part of the story: SamulNori are world-travellers and recognize that they can proselytize effectively for Korean music by seeking out encounters with players of other cultures. There is no fear of their own work being "diluted" in the process. SamulNori music is too strong for this.

The Koreans' association with Red Sun, the cosmopolitan half-black, half-white Euro-American group formed by Wolfgang Puschnig, is not the first such collaboration for the percussionists. In 1987, two recordings were issued from a Japanese tour in which Kim Duk Soo, Lee Kwang Soo and Kang Min Seok formed part of a thunderous octet called SXL -- a unit that also included Bill Laswell, Shannon Jackson, Shankar and Aiyb Dieng. However, the Red Sun/SamulNori collaboration has proved to be the more enduring alliance; at the time of writing, this association is in its eighth year and, despite the geographical distances separating the participants -- they are scattered between Seoul, Vienna and Philadelphia -- the players congregate regularly to work on the music. They have toured together through the Far East and Europe. Not the least remarkable aspect of the shared endeavour is the fact that all direct exchange of ideas takes place in the music itself. This synthesis is established by playing rather than theorizing: SamulNori and Red Sun have few other means to pool ideas, for they do not speak each other's languages...

This story began in the Spring of 1987 when the Austrian Puschnig found himself the sole reed player in an "ethnic percussion project". SamulNori, part of this package, were intrigued by the saxophonist's improvisatory capabilities. This is perhaps not so surprising: ethnomusicologist Walter P. Malm has suggested that the "driving polyphony" and syncopations of Korean music often seem closer to jazz than to other Asian musics. Kim Duk Soo and cohorts were even more interested when they heard tapes, on the tour bus, of Puschnig's work with partner Linda Sharrock -- so much so that they invited the couple to Korea for SamulNori's tenth anniversary celebrations that autumn. The collaborative work began in earnest. Back in the Occident, Puschnig formed Red Sun as a "Western counterpart" to SamulNori, bringing in the unique electric bassist Jamaaladeen Tacuma and, later, Tacuma's comrade-in-arms Rick Iannacone.

As SamulNori draws on the strengths of the long association of its members -- as well as the strengths of the traditions the group mines -- so do the two halves of the Red Sun unit reflect on many shared experiences in life and music. Rick Iannacone, for example, who often employs his electric guitar for colourative effect in this ensemble, loosing scudding clouds of sound, was a charter member of Tacuma's band Jamaal in Philadelphia in the early 80's and has been playing with him ever since.

The hyperactive Tacuma is an innovative and influential musician. His contributions to Ornette Coleman's Dancing In Your Head changed many musicians' ideas about the potential of the bass guitar. Through more than a decade of work with the Prime Time band, Jamaaladeen seemed to understand better than anyone the liberating implications of Coleman's so-called "harmolodics", his bass always at the heart of the action. His considerable energies have shored up all manner of groups, from the trio of the great vibraphonist Walt Dickerson to James Blood Ulmer's Music Revelation Ensemble. By 1985, he was enthusiastically tracking down the indigenous musics of all the continents: "It's a passion that keeps on growing. Quality can't be measured anymore in terms of American or European music. What I keep finding out is that the music that's usually called primitive music is actually much more pure. These are systems you can learn so much from. On the whole, music from the East seems to have so much more going for it. If you want to learn about rhythm, really learn, you have to study that. I learned so much about phrasing and timing from Hamza El Din's oud playing, from Balinese gamelan, from Japanese koto and samizen players..." When Puschnig brought Tacuma into contact with the Koreans in 1988 the move made perfect sense in terms of the bassist's own development.

In a recent interview Wolfgang Puschnig suggested that "95 per cent" of European players still reveal an inferiority complex in the face of American jazz which causes them either to worship it to death or to reject it outright. Though Puschnig remains a European musician, with all the cultural baggage this implies -- he has investigated his own "roots", not without self-ironic humour, on a recording called Alpine Aspects -- his experiences have brought him to a relatively unpressured relationship with transatlantic counterparts. His initiation into the American end of the music has come through a ten-year association with Carla Bley and Steve Swallow and, more crucially, through his personal and professional alliance with Linda Sharrock. Linda, born in Philadelphia, studied with multi-instrumentalist Giuseppe Logan, a key figure in the New Jazz and made her debut as a freely expressive vocalist with the Pharoah Sanders group, thereafter working with Sonny Sharrock on such milestone recordings as Black Woman, where her voice soared over the groundswell of Milford Graves's drums. She knows all the music's history, from the blues and the black church to free jazz and beyond. Linda Sharrock has lived in Europe since 1983, performing with Puschnig in the Pat Brothers group and AM4 (see and she answered. ECM 1394) in addition to the projects with Red Sun and SamulNori.

Puschnig started playing at the age of seven, originally studying violin before switching to the flute. At 11 he developed a passionate interest in Asian music -- which was to lead him, ultimately, to take up the Korean double-reed pipe called the hojok and the Japanese shakuhachi, as well as bamboo flutes -- and began listening to jazz, with Coltrane and Miles Davis as earliest influences. He gravitated to the saxophone at 18, by which time he was also interested in Eric Dolphy's innovations...

In 1978, he co-founded the Vienna Art Orchestra, and became one of its principal composers, remaining with the big band until 1989. Parallel to VAO activities he led his own projects Air Mail and Part Of Art, and performed in duo with pianist Uli Scherer. who also contributed to AM4 and the first album by Red Sun/SamulNori (issued on the Austrian Amadeo label in 1989). Puschnig, additionally, can be heard on three Carla Bley albums, Fleur Carnivore (WATT/21). The Very Big Carla Bley Band (WATT/23) and Big Band Theory (WATT/2 5).
Unlike the first Red Sun/SamulNori album, Then Comes The White Tiger was recorded on the percussionists' home turf, in Seoul, South Korea, a factor that seems to have heightened the emotional climate of an already intense music...

Wolfgang Puschnig: "When I met SamulNori for the first time, we began a process of inter-cultural communication that will go on as long as we work together. This process of learning from each other, out of respect, trial and error, curiosity, patience, attention and many other non-verbal means is what fascinates me most in the development of our musical work. Mutual exoticisms became natural characteristics, gestures began to acquire meaning, strangeness turned into familiarity, friendship was added to mutual respect. This is an even more satisfying experience to me than the fact that over the years we created our own musical meeting place, from which we venture forth. We created it out of ideas, feelings, music and other abstract things and we made it real. What you hear now is the result of hard work and our reward is that we had this opportunity... and we grasped it".

"NanJang (The Meeting Place)" affords an extravagant welcome into the collective's transcultural world. JamaaladeenTacuma's speeding bass weaves around the dangerous beats of SamulNori's drums and gongs as Lee Kwang Soo gives utterance to the epic/prayer-poem "Pinari". As performed with SamulNori's accompaniment, this piece belongs to the genre of Korean music known as "duk-tam", which means "virtuous speaking". Linda Sharrock offers virtuous speaking of her own and Red Sun and the Korean drummers meet in some new slant on the down-home blues. "Pinari" begins with the story of creation and covers important aspects of the Korean belief system, including a plea for the expulsion of evil spirits as well as long life and good fortune for the listener. Linda's lyrics imaginatively transform the creation myth into a colourful procession -- "Then comes the blue dragon/ Then comes the white tiger" -- and spin off into free association.

The mountain temple meditation entitled "Peaceful Question" conveys a sense of spiritual yearning. Alto flute and gongs and bells may evoke soft clouds settling gently around distant peaks, but from Sharrock's insistent delivery we understand that the "question" is not casually asked.

"Kil-Kun-Ak" translates as "military road music", an allusion to the fact that SamulNori, who perform this piece alone, can trace their roots to origins in military marching music. This particular performance incorporates rhythms from the southeastern regions of Korea, which are distinguished by the dramatic and dynamic playing of the buk and the abrupt character of the transitions. The piece concludes with a brief poem: "Look at the sky and pluck a star / Look at the earth and farm the land / This year we'll have bumper crops / Next year will be a bountiful one also / Moon, moon, bright moon, as bright as day / In the darkness this light is our illumination."

The 7/4 tune called "Hear Them Say" is based on a traditional rhythm called PujongNori. Originally an eight-beat rhythm, one beat is omitted to fit the 7/4 pattern then added again at the end to present the original cycle.

"Piri" features Kirn Duk Soo on the instrument of the same name, a small double-reed bamboo pipe. The piri has an important role to play in Korean court music and folk music ensembles. Kirn's performance here concludes with the folk song "Han O-Paek Nyun" (The Sorrows of Five Hundred Years).

Red Sun/SamulNori held their first Korean pre-production meeting in the remote valley of Soo Yang Kol (Valley of the Weeping Willows), situated some three hours northeast of Seoul. Rick Iannacone's composition is titled for the valley and celebrates its unique character.

The "Flute Sanjo" combines eastern and western melodic approaches. Sanjo, meaning "scattered melodies", is a form of composition which, in traditional Korean music, is usually elucidated by solo instruments accompanied by the changgo. Red Sun/SamulNori bend the rules a little by setting the dialogue between Wolfgang Puschnig and Kim Duk Soo against the subtle sound-painting of Rick Iannacone's guitar.

"Komungo" brings the skills of guest musician Kim Sung Woon into play The komungo is a fourth-century board zither played by striking the strings with a bamboo stick. It has six heavy silk strings and 16 frets, the variety of playing techniques producing sounds of a very vocal quality with extensive play on microtones and timbre.

On "Full House", Linda Sharrock gives voice to the communal spirit of celebration: "My cup is overflowing... I'm so glad that I've found a path / A universal music that will last". This piece, Jamaaladeen Tacuma's dedication to the group, addresses the gratification that derives from the shared endeavour.

Finally, on "Far Away/Ariang", the juxtaposition of western and eastern song forms explores the universality of the lament -- tinged, in both cases here, with a measure of hope. Note the wide vibrato of the Korean reed sound which seems, to occidental ears, to have echoes both of Bechet and Ayler. And, speaking of the latter, the Ayler brothers' advice on how to listen to music can serve usefully in the case of the present album: "You have to relate sound to sound inside it. You have to try to listen to everything together. Follow the sound, the pitches, the colours, you have to watch them move". There is movement in abundance here. When SamulNori and their friends play, music becomes dance, and vice versa.

---- based on a text by Suzanna M. Samstag; additional material by Steve Lake

	RED  SUN / 

SAMULNORI
	Nanjang,  A New Horizon
	1996
	49:41
	label: Antilles / Amadeo

SamulNori is contemporary musical form using the four percussive instruments most representative of our folk tradilion: the K'Kwaenggwari, Ching, Changgo and Buk. For countless centuries, this folk tradition was a dynamic and intimate part of the daily lives of ordinary Koreans. 
SamulNori compiled and revitalized rhythms of Korean folk music and created a new genre that can once again play an active role in the society. It is a musical form that is rooted deeply in tradition but at the same time contemporary.

Extending ourselves beyond our own culture, we have created many collaborations with foreign artists. Ironically, however, almost all these new works have been produced overseas and not in Korea. This is especially the case with our recordings, which we must import into our own country.

We have decided it is time to produce our albums here in our country, not only for domestic but also international distribution. Therefore we have created a special label called Nanjang.
In this first release, Nanjang, A New Horizon, we have composed works, mixing our farmer bands' music, shamanistic music, pansori (narrative folk songs), court and folk songs with jazz, rock, R&B and rap. All the people who participated in this album are of outstanding talent: Wolfgang Puschnig, Jamaaladeen Tacuma, Rick Iannacone and Linda Sharrock have years of experience in their particular fields, and have already performed many concerts here in Korea and participated in two collaborative recordings with us. Renowned traditional Korean artists, Ahn Sook Sun. Lee Tae Baek, Kim Jae Young, Kang Kwon Soon have joined hands with their western companions in this latest collaboration. Through our meetings, performances and time together a musical and cultural understanding has matured between the artists.

I would like to extress my deepest gratitude to all those people that made this album possible and ask for all your support in our new endeavor, "Nanjang". 

   ------- Kim Duk Soo
About the Music

When the two group of artists met to discuss composrtions for this album, much of the process was two way. Sometimes the Korean artists would demonstrate somethings based on Korean traditional music and the Western musicians would respond musically. Othertimes, someone would play out a Western based idea and the Korean artists would respond, digging up something from their experience. The following is a brief introduction to the Korean traditions appearing in Nanjang, A New Horizon.
The songs of the common classes and noble classes are clearly different. Folk singing is represented in the tracks "Rabbit Story" and "Arirang" which come from tne Pansori and Minyo tradition respectfully. The singing style of the upper class is demonstrated in "Meditation".
Pansori is a narrative epic song which can take up to 6 to 8 hours to perform a single complete piece. Traditionally a piece is sung by one singer, performing  all the characters of the story while switching between, singing and speaking. A drummer will accompany her, playing a barrel drum (buk) and shouting words of encouragement or approval from time to time. There are five complete traditional Pansori pieces in existence, and the scene chosen for this album is from "The Underwater Palace."
The track Rabbit Story adds to the single singer and drummer a whole range of Korean and Western instruments.

In the scene presented in "Rabbit Story ", a turtle has appeared on land from the underwater kingdom in search of a rabbit, whose liver will help save the dying king. Not knowing what a rabbit looks like he asks a dog, a cow and eventually a horse if they happen to he a rabbit. The bass guitar, saxophone and ajaeng attempt to mimic the sounds and gestures of the dog, cow and horse, respectfully. A number of rhythmical patterns, appear in pansori, and are used to reflect the mood of a scene. The rhythmical pattern of this scene is called Ja Jin Mori, which has a 12/8 time signature. 

Minyo are folk songs, which very in colour according to the region it originates. [...]

The track "Meditation", on the other hand, employs a vocal technique used in the songs of the noble class. The mood and vocal quality of these songs, which are generally referred to as Chunga, is clearly different from that of the folk songs. Tempo is absent from this genre and performing of Chunga is dictated more by feeling and instinct than by a strict tempo.

Shamanism is the indigenous religion of Korea for countless centuries and continues to have a strong hold on the Korean psyche today.Often, the role of the music is to assist the shaman in reaching a level of ecstasy during the rituals. Three shamanistic traditions appear in this album and are represented in the songs "Shinawi", "One Step to Never (United)" and "Mother Child." Like the folk songs, the flavour of the shamanistic music varies from region to region.

The music of the southwestern province, can be described as feminine while its eastern counterpart, can be described as masculine in character. The shamanistic music of the central province has a "majestic" touch since it often came in contact with the courts in the capital of Korea.

A shamanistic rhythm called Punori, which can be heard in the shamanistic rituals of the south eastern coast of Korea, provides the rhythm for "One Step to Never (United)." Tang Ak  rhythm, which appears in "Mother Child" is from the Kyunggi province, the central region of Korea. Shinawi, is the title ot the last track and the name of the shamanistic music from the rituals found in the southwestern region of Korea. Highly improvised, Shinawi, has each instrument performing their own improvisations, within a rhythmical and tonal structure. From this disharmony, these diverse elements, rises a harmony that gives Shinawi its beauty.

These notes are just a brief and simple introduction to some of the many traditional musics of Korea. One more bit of information that will need explanation is our title. This album is called "Nanjang, A New Horizon." Not long ago, Koreans would hold a carnival,  bazaar, and festival all rolled into one. At the site, people would peddle their wares, eat and drink, and artists would perform for the bustling crowd. These gatherings were called Nanjang. In an effort to recapture the atmosphere of those boisterous and dynamic gatherings we have named our studio, its label and this first album -- Nanjang. 

-------- Notes by Charles Hong

Shinawi

Try to imagine, the sky without a star, a moon

And even though are all so far, unreachable is what they are.

But try to imagine a life that is without pain,

Then how would we know happiness?

Then how would we know gain?

We should think about it 

We should think about it

We should think about it

Sometimes we cry in sorrow

Sometimes we laugh with joy

Sometimes we think tomorrow is just another day

And just any other, that is what some people say.

But we should think about it

We should think about it

We should think about it

Suppose there was no day

Suppose there was no night

Suppose there was no darkness

Suppose there was no light

How could we feel the warming sun, the cooling breath of night?

Suppose there was no goodness

Suppose there was no wrong

Suppose there was no swallow to sing the swallow song.

We should think about it

We should think about it

We should think about it...

	Leon  REDBONE
	Sugar
	1990
	35:35
	retro songs (USA) 

label: August records / Private (Los Angeles)

L. Redbone [g, banjo, harmonica, whistling & vocals]; Brian Nalepka [b, tuba, accordion]; Terry Waldo [p];  Dan Barrett [tr]; Peter Ecklund [cornet]; Ken Peplowski [cl, s]; Vince Giordano [bass sax]; Bob Mastro [violin, mandolin]; Frank Vignola [g]; Cyndi Cashdollar [dobro]; Eddy Davis [d];  + the string quartet.

Редбон — очаровательный ретро-вокалист и аранжировщик. Тонкий и ненавязчивый саунд идеально соответствует этой музыке.

	Leon  REDBONE
	“Up A Lazy River” / “From Branch To Branch”
	1992
	69:57
	“Up A Lazy River” – 1992 

“From Branch To Branch” – 1981 

	Leon  REDBONE
	Whistling In The Wind
	1994
	36:20
	label: August Records / Private (Los Angeles, CA)

L. Redbone [National guitar, harmonica, voc., Maccaferri plastic, arrangements];  with: Ringo Starr [voc]; John Ely [steel guit]; Stanley Schwartz [p]; Vince Giordano [b, banjo, bass sax, sousaphone]; Frank Vignola [guit, mandolin]; Cyndi Cashdollar [dobro]; Joe Ferrante [tp]; John Gunther, Dave Brandom [sax, clar]; John Meyers [d]; and oth.

	Dewey  REDMAN                      
	Living On The Edge
	1989 
	44:15
	Dewey  REDMAN - см. тж. с: Don Cherry; Ornette Coleman; Randy  WESTON; Paul  MOTIAN;
label: Black Saint

Dewey Redman [as, ts], Geri Allen [p], Cameron Brown [b], Eddie Moore [d].

	Dewey  REDMAN                      
	Choices
	1992 
	55:29
	label: enja

Dewey Redman [a&t s, musette (#3)], Joshua Redman [t s], Cameron Brown [b], Leon Parker [d].

 Dewey Redman: “Music is the most powerful force I know: it’s the only force that can make you cry, laugh, be happy, dance, fuck, fight. It can do strange things to people. Music is the only pure thing that’s left because everything else is so corrupted, and being a Black jazz musician in America is hardly a lucrative thing. I’m happier when I’m playing than when I’m walking to the bank, and I’m happy doing that, too. But the two don’t hardly go hand in hand... In a way I make a living but in a way I don’t. I never think of it as making a living, really — and you have to face the fact. I spend most of my time thinking about music. I have faith in music, and I believe that if you have faith in music, if you’re sincere and honest about what you’re doing you’ll be provided for. And so far, it has worked out.”

  Well, jazz music has now gone the way of most things in the one dimensional nightmare of 90’s Integrated World Capitalism. While it continues to inspire the people, certain homogenising forces are busy trying it to a rocket of money and speculation. Dewey Redman for one, had never collaborated by reducting his artform to stasis and marketable formula. Profoundly influenced by Ornette Coleman, his playing has long been regarded as a source of spontaneous jazz activity. As is challengingly evident on this recording made two months after his 61st birthday, his brain is still buzzing with ideas. Redman has always striven to investigate new areas of creative action, to sing new songs of his own. Of course, Dewey has never made much loot. While the musicians who make a virtue of derivation are steered into the media spotlight by commercialists, he has found it hard to attract the acclaim rightfully due an innovator. Perhaps this is because there is no way to classify Dewey Redman or his playing. He’s a fabulous eclectic — a hipster, unrestricted by the baggage of theories. His purpose throughout his career has, I think, been a sustained exploration into the possibilities of form. Limits are both identified and transgressed. No easy deterministic grooves are set so that popular harmonic and metric cliches solve problems and give permission for everyone to sound alike. His music creates models that court surprise and deal with constant change. Indeed, it was Redman who developed the ‘dual voicing’ technique; simultaneously blowing and singing through his horn to create split tones, recalling the West African practice of ‘one voice chording’. But above all, his playing swings — rooted in the traditional blues colouring of the energy animating Afro American art.

  Musette is a version of the Indian double reeded shenai, with relatives across Tibet and Arabia. Redman picked it up some time ago and claimed it as a jazz horn – mystic, wonderful. Funky African time groove, solid ostinato from Cameron, hip brushwork from Leon.

	Dewey  REDMAN                      
	Momentum Space
	1998
	59:58
	label: Verve

Recorded on August 4 and 5, 1998 at Avatar Recording Studio, New York City.

Dewey Redman [t s]; Cecil Taylor (см.) [p]; Elvin Jones [d].

1. Nine (Redman) 10:52

2. Bekei (Jones) 4:19

3. Spoonin’ (Redman) 7:27

4. Life As (Taylor) 8:31

5. It (Taylor) 7:15

6. Is (Taylor) 20:47

7. Dew (Redman) 0:49

THIS RECORDING IS SHOT THROUGH WITH memories, ghosts and links to the past. At the same time, it is as thoroughly now as anything you will hear all year. Given the personnel, links with Ornette Coleman and John Coltrane inevitably arise. Taylor played with Coltrane long before Jones became part of Coltrane's great quartet. And it is thirty years since Redman and Jones (plus Jimmy Garrison) joined Coleman to record his two Blue Note studio albums. "Spoonin'," a Redman composition, sounds like a reworking of the melody of "Lonely Woman," albeit with a very different mood -- Coleman's poignancy being replaced by a fiery aggression. Of the seven tracks, three are solo vehicles -- one for each protagonist; one a sax/drums duo; another a piano/drums duo. That leaves just two trio pieces, and these are the heart of the album. Fortunately they occupy over half the running time.
The blues has always inflected Dewey Redman's playing (just like Ornette Coleman's) and as a result the influence of the blues on Cecil Taylor sounds more obvious here than it has been recently. Wonderful as Taylor's music with European players has been since Berlin 88, it is good to here him playing with Americans with whom he shares roots. Although the pianist could be no one but Taylor, he plays here more as a group member than as a leader. Elvin Jones remains as potent a drummer as ever. Throughout, the sheer power and drive of his playing are irresistibly propulsive. This is a trio of equals. 

------- JOHN EYLES, Resonance (UK)

	Steve REICH -- см. в 'Alternative'
	
	
	
	

	Hans  REICHEL
	Coco Bolo Nights
	1988
	73:44
	Hans  REICHEL -- см.тж. с X-COMMUNICATION; KURIOKHIN "SKIF"; TONE DOGS (with FRITH, DENIO);

label: FMP

rec. Dec. 1988

genre styles: Jazz, Club Dance

While Hans Reichel may not be widely known in the U.S., his reputation in Europe and Asia is considerable. He is a master guitarist and improviser, as well as a luthier (guitar maker) of distinction, and the inventor of the daxophone, a musical instrument that is becoming more widely used all the time. On this set, Reichel plays solo guitar throughout. All the guitars he employs, single- and double-necked, are of his own design. These 17 tracks, covering 73 minutes, were recorded as played. There are no overdubs or retakes. The set takes its title from a piece of wood Reichel ran across in a department store. It comes from the quickly disappearing Brazilian rainforests. One of the guitars heard on this CD was made from that piece of wood. What is so striking about Reichel — apart from and because of his homemade approach to guitar making — is the tonal freedom this allows him. Without employing effects pedals, digital delays, or the rest of the technological morass, Reichel simply makes guitars that allow him to get the sounds he is reaching for either in scale, color, or tone. His palette is simply astonishing. On Coco Bolo Nights the sounds of sitars, gamelan orchestras, and flutes are heard alongside the more traditional resonances of the guitar, mandolin, bass, and even banjo. But this would not be enough if Reichel weren't as musical as he is sonically gifted. For those who think that the sounds made by Derek Bailey, Henry Kaiser, Fred Frith, and Jim O' Rourke are the spectrum of guitar improvisation, think again. Reichel has dynamic range so sensitive that silences are consciously employed as compositional elements. Western harmonic ideas co-exist peacefully with whole tone, just intonation, and Middle Eastern scale composition — yes, in the same track sometimes. He moves through ideas, exploring them relentlessly, unpretentiously, and with grace. There is an elegance in his playing that many more "accomplished" traditional musicians would kill for. On Coco Bolo Nights, Reichel places himself nakedly in front of microphones in the FMP studio and goes about the business of creating music from thin air. Using whatever guitar he hears calling him, he makes a kind of magical realism, where texture can be felt coming from the grain of the music itself, which is, in fact, Reichel's "voice." A fantastic introduction to Reichel's music as well as a welcome addition to the music library of anybody interested either in improvisation or the guitar.
1. Hinterheinz  3:16

2. The Frogs of Miwa-Cho 4:50

3. Born to Be Mild 4:25

4. Coco Bolo Strip 5:24

5. A Poor Man Must Watch Out 4:29

6. Little Stick, Western Bullship 4:58

7. Peace and Pipe Utopia 3:13

8. Alien Nipples 3:39

9. Bonobo Beach 4:42

10. Locusts Looking Like Men 5:55

11. Ox of Inner Depth 4:51

12. No Stove 2:29

13. A Poor Man Must Watch Out 4:30

14. Coco Bolo Strip 4:51

15. Born to Be Mild 4:10

16. The Frogs of Miwa-Cho 5:21

17. Hinterhans 1:59

All compositions by Hans Reichel

	Hans  REICHEL
	Angel Carver
	1989
	60:23
	label: FMP (Free Music Production, Germany)

Recorded live in Milwaukee and Chicago on October, 1998.

Tom Cora (см.) [cello, cellodax]; Hans Reichel [g, daxophone].

featuring Amy Denio (см.)

1. Rest Up, Premonitions

2. Miracles, To Boot

3. New Neighbors

4. Invitations To Dance

All compositions by Tom Cora and Hans Reichel.

…Это похоже на саундтрек к ка​кому-нибудь мультфильму (то нечленораз​дельная речь, то комичное пение), а на самом деле сыграно немецким гитаристом Хансом Райхелем на чисто акустическом инструмен​те собственного изобретения под названием daxophone. Это тонкие пластинки причудли​вой формы вроде чертежных лекал - гротеск​ные звукоподражания получаются, когда по краю пластин проводят скрипичным смыч​ком.

--- Дмитрий Ухов
Recorded over two dates in the Midwest, Angel Carver reveals the lengths that two improvising musicians will go to get to the depth of an idea and then move it forward. Hans Reichel, master guitarist and inventor of the daxophone (which he plays here as well as his homemade guitars), and the late Tom Cora on cello range far and wide in their search for a way to communicate deeply what words or written language can never convey. Since sound is the medium for a communication that must be transferred not only between the players but through the audience as well (as the interlocutors of the experience it would be very different if they were alone in a room together, guaranteed), the terrain explored must be as varied as each man's experience playing in front of an audience improvisationally. Often this is accomplished atonally, as the first third of "Rest Up, Premonitions" attests. The listener is jarred by the percussive edge of this sound. "Isn't this two string players? What's all that beating?" After it moves through scrapes and squeaks, with each man playing just behind the other in a round, Cora takes the lead and constructs a complex, eerie melodic idea that Reichel follows with a dissonant counterpart. Over 19 minutes it plays out, winding and twisting its way through the mind of the listener until we're not sure where we are! As "Miracles, To Boot" commences, silence and the delicate texture of the cello are underscored by Reichel's daxophone being scraped and plucked is assonance. New chords, constructed from the various noted played by both men, are constructed from the tension and dynamic between the instruments. The sound of improvisers hearing becomes the impetus for a piece that eventually conjures entirely new sonic and tonal modalities out of the ether, from the physical space left unoccupied by either player or audience. And the rest of the disc follows suit, with the closing "Invitation to Dance" being particularly charming. European folk and square dances are traced and echoed by Cora. There is humor here, too, as Reichel makes the sound of flutes and gongs turn the invitation into a demand. But the joke is on us as the rhythm is slippery at best. It slithers, wanders, and pulses its way across space and geography into a soup that is a static as it is electric. The dancers turn and turn but have nowhere to go. As is the norm for both of these men, this is an excellent document of what must have been a very special tour. We are fortunate to have the document.

Rest up Premonitions

Miracles, to Boot

New Neighbors

Invitations to Dance

all tracks composed by Cora, Reichel
Biography:
Born Hagen, Germany, 10 May 1949; guitar, daxophone; composer; inventor and luthier; designer. 

Hans Reichel taught himself violin from the age of 7 and then played in the school orchestra for about 9 years. At 15 he became interested early rock music and began to play guitar, being initially influenced by Donovan, the Beatles, and the Rolling Stones and later Frank Zappa, Cream, Jimi Hendrix and many blues players. In moving between different groups, Reichel played bass guitar for a time and even for a brief period worked in a duo with a musician who played the Renaissance instrument, the crumhorn. He gave up making music for a number of years while studying graphic arts and working as a typesetter but in 1970 came to record a collage tape of guitar music that, when sent to the jury of the German Jazz Festival in Frankfurt, led to his appearance at a special concert for newcomers. This led to discussions with Jost Gebers and the release of music on FMP. 

Reichel is particularly recognised as a solo performer, as evidenced by his discography, below. But in recent years he has played more group than solo concerts, with established partners such as Rüdiger Carl and Sven-Åke Johansson, in the September Band with Carl, Shelley Hirsch and Paul Lovens, in duos such as those recorded with Tom Cora and Fred Frith, and in ad-hoc groupings such as with Lê Quan Ninh and Dominque Repecaud. Various all- daxophone groups have also appeared, sometimes mixed in with treated cellos. He told Chris Blackford, tongue in cheek: 'My favourite format is the trio, and quite often I played a duo because I was lacking an idea for who the third person could be'. 

Hans Reichel is known as much as an instrument inventor as a player. One of his guitars is presented in the photograph below (courtesy Hans Reichel),  and is described in the notes to Lower lurum: 'although I don't like doublenecks too much, I've made this one for easy transportation. The part on the top is what I once called a 'pick-behind-the-bridge' guitar, designed to be picked on the 'wrong' side. Apart from this feature it is a normal solidbody electric. The strings are mounted in reverse, left-hand style. The bottom part of the doubleneck is a kind of hollowbody acoustic designed for finger tapping on both sides of the bridge. Besides a normal pick-up, it has a (piezo) contact microphone inside. Its strings are mounted right-hand style. On both guitars I use the thickest available strings. The tuning is regular but lower - starting on C or C#.' 

Reichel is particularly known for his instrument the daxophone. Another facet of his activities is designing typefaces, some of which are used professionally worldwide, such as Schmalhans, Barmeno, Dax Condensed and Dax; these are distributed by FontShop International, Berlin. 

Further reading:

Blackford, Chris (1994), Hans Reichel: born to be mild. Rubberneck, no. 16, pp. 4-11. Some of this article has been used in creating the entry above. 

Hopkin, Bart (1996), Gravikords, whirlies & pyrophones. New York: ellipsis arts, 96pp + CD. ISBN 1-55961 382-3. Piece on the daxophone and the doublebody guitar, pp. 12-13. 

	Hans  REICHEL
	Stop Complaining / Sundown
	1991
	71:31
	label: FMP

Hans REICHEL duets with Fred FRITH and Kazuhisa UCHIHASHI

#1-9: Stop Complaining

Fred Frith [g, v]; Hans Reichel [g, daxophone]. Rec. in Berlin, 1990.

#10: Sundown

Kazuhisa Uchihashi [g]; Hans Reichel [g, daxophone]. Rec. in Japan, 1991.

The inventor and crown prince of the daxophone, Hans Reichel appears here in two distinct pieces as duets with two very different kinds of musicians, both of them guitarists. The first, "Stop Complaining", with longtime collaborator Fred Frith, is a study in the sonics of feedback as it relates to durational space. As Frith pushes the context of his six-string to the edge of what can be controlled with feedback — short of pulling the plug — Reichel pushes the dax into a kind of mantra overload, repeating sequences over and over, altering the pitch of the feedback slightly to make room for more tones inside the small timbral space allotted by the improvisation. When he moves to the guitar In the same piece in its second and third sections, he uses the guitar in much the same way Derek Bailey does, and allows for its percussive edge to dictate which tones should be referenced for repetition as Frith charges on according to the basic tones found at the bottom of the register. It's an insane workout by the end after nearly 30 minutes. All manner and type of feedback are explored, making Jimi Hendrix's controlled efforts seem tame. What feedback results in is what the pair becomes interested in, as sound. And sound can be manipulated and turned in on itself at all points on the dynamic scale. It's remarkable, really. The work "Sundown," with Japanese guitar maven Kazuhisa Uchihashi, is one 35-minute work of such transparent beauty and changing modes it's impossible to pin down which direction it will shoot for next: will we be exposed to pastoral polytonal dialogue, Dadaist carnival music, ambient drones? It's impossible to tell when two musicians such as this commit themselves to no beginning, middle, or end. When the piece finally does appear to be over, the listener sits in wonder for a few minutes, wondering if indeed the quirky, finely wrought sonics have slipped away or are merely waiting for the other to make a move. It's enchanting.

Section I 

Section II 

Section III 

Section IV 

Section V 

Section VI 

Section VII 

Section VIII 

Section IX 

Sundown 

Sections #1-9 composed by Frith/Reichel

Sundown composed by Reichel, Uchihashi

	Hans  REICHEL
	Shanghaied On Tor Road.   (The World’s 1st Operetta Performed On Nothing But The Daxophone)
	1992 
	71:28
	весёлый avant-impro project ; похожие по настроению проекты: Christian GENET & Jean-Luc PLOUVIER "Plaisirs et Penitences" ('Alternative'); и RENALDO & The LOAF ('Alternative');
label: FMP

The World’s 1st Operetta Performed On Nothing But The Daxophone By Hans Reichel. All compositions by Hans Reichel.
Исполняет один, на даксофоне — инструменте собственного изобретения с совершенно уникальными возможностями. Весело- эпатажный модерн на музыкальные темы популярных оперетт. Вместо попыток описать этот диск, скажу только, что не было человека, который не был бы ошеломлён им. Действительно, этот уникальный шедевр нужно рекомендовать вниманию как почтенной публики, так и разных направлений не-почтенности. О нём даже щекотно вспоминать. Притом, можно было бы сказать, что это музыка диснейлендовских мультяшек: хрюшек, слонов и т.п. Но уровень исполнения! — лейбл FMP попсой не занимается. На толстой вкладке к CD, естественно, в данном случае, не разбирается концептуальная основа этой музыки. Но даётся подробное описание (с чертежами) этого детища Reichel’а — инструмента Daxophone (этот мощнейший звуко-имитационный инструмент весь собран из деревяшек), на котором всё это и исполняется.
  The daxophone is small. Years ago when I started using it in concert (alongside my ‘normal’ guitar stuff) lots of people thought I wanted to make a fire on a stage because of the emission of white clouds of rosin cought by the spotlights. Apart from this, there wasn’t much to be seen — a cello bow in the right hand, a flat piece of wood in the left, and a narrow, thin board clamped to the edge of a table or a bar stool. [...] It was loud from the word go. Although it’s a purely ‘acoustic’ device, the sound it makes can easily be amplified by means of a simple contact-microphone so that it becomes a real ear splitter. A completely unnerved Californian critic once said that it reminded him of tortured mules, monkeys and poultry (i.e. animal testing) and the whole thing was really just annoying — like the neighbour’s barking dog. [...] Of course I had a contemptible ulterior motive — just once I wanted to give a concise demonstration of what this small instrument, which is not often taken seriously, can really do. An unadulterated demonstration. In other words, on this CD you can only hear the vibration of wood and maybe the tremor of my hand, but nothing else. In most cases the instrument is bowed, struck or dabbed with the bow of a double-bass, or occasionally tapped percussively with a pencil with a small rubber on the end. In case (#8) the thin blade of a metal saw is involved. [...] Incidentally, you can of course make a daxophone out of any other rigid material such as metal, plexiglass, etc. — but unlike wood, these materials do not produce that versatility of sound. I’m sure I don’t have to tell you that a piece of cedar produces completely different sounds to a piece of ebony (even if they are the same size). Even two pieces of wood cut side by side from the same block, do not sound identical. Last but not least, the shape matters a lot. As soon as you drill a largish hole somewhere, cut off a corner or sharpen an edge, the thing sounds different yet again. To put it briefly, this phenomenon cannot be readily defined, you could even say it knows no bounds. This thing, which I call a daxophone, is just one of many possibilities — the construction of the soundbox in itself, or the way in which the pick-ups are placed, leaves a lot of room for variation, to say nothing of the rest. I could tell you various other things about it, but I’d rather leave that for a later date, or may be not at all. Over the years I’ve collected qiute a few boards, each of which is essentially on instrument in its own right — perhaps imperfect but unique. They all have one thing in common: They are self-willed and stubborn, sensitive to change in the weather and moody — right up my street. Some look attractive, others range from being unassuming to being unattractive. Some are real howlers, whereas others prefer to murmur away quietly to themselves. Some are versatile and co-operative, others are out for one thing only. I’ve tried friendly persuasion, and have often sworn at them using the foulest language. Occasionally I’ve sawn the head off some of them... music can be brutal, once in a while.

	Hans  REICHEL
	"The Death of the Rare Bird Ymir" / "Bonobo Beach"
	1993
	73:19
	jazz/avant-garde
label: FMP
Hans Reichel solo: acoustic guitar, de-fretted Spanish guitar, e-guitar.

All compositions by Hans Reichel.
Re-issue of two out-of-print records Tracks # 1 - 6 and 10 feature the acoustic full-fret guitar, on track # 8 and #11 you may hear a 12-string of the same make. #7 was played on a de-fretted Spanish guitar. #9 and #12 introduced the first electric to be picked on the wrong side of the bridge. # 2 and #5 were played on two guitars simultaneously. All tracks were recorded in real time - no dubs, effects, etc. being used.

The Death of the rare bird Ymir (1979)
01. Good Days 04:58
02. The Call (I) 02:38
03. The Flight 03:49
04. The Dream 02:20
05. The Call (II) 03:51
06. The Death of the Rare Bird Ymir 20:33

all tracks composed by Reichel

The extraordinary free improvisation guitarist mixes experimental techniques and prepared guitar with the virtuosity of classical and flamenco, resulting in an entirely personal sound that touches of Balinese music and classical on this '70s recording for FMP. Hans Reichel's recordings solo and with Tom Cora are highly recommended to fans of the outward bound guitar experiments of Derek Bailey and Fred Frith, though the prolific guitarist offers more in terms of virtuoso invention than any of his peers. Come to think of it, any Yngwee Malmstein fan would probably be left gasping after hearing the techniques Hans Reichel deploys on the opening track. The peculiar sounds are achieved not only by great musicianship but via the extraordinary instrument adaptations that the guitarist designed and built himself.
Bonobo Beach (1981)
07. Southern Monologue 04:53
08. Bonobo Beach (II) 04:34
09. Could Be Nice 05:23
10. Two Small Pieces Announced by a Cigar Box 06:50
11. Bonobo Beach (I) 07:50
12. Could Be Nice Too 05:30

all tracks composed by Reichel

	(Hans  REICHEL)
	SEPTEMBER BAND:

"The Vandoeuvre Concert"
	1994
	59:12
	label: FMP

genre styles: Jazz, Atonal, Avant-Garde, Modern Free, Experimental, Free Improvisation

moods: Rebellious, Provocative, Joyous, Freewheeling, Raucous, Energetic, Irreverent

The September Band, recorded in France in April of 1993. For that evening, they were Hans Reichel on guitars and daxophone, Shelley Hirsch on vocals, Rüdiger Carl on accordion, and Paul Lovens on saxophones. What transpired on that evening was a collaboration of outrageous proportion. From the very beginning of the show, will Hirsch and Reichel groaning and moaning toward one another before Lovens enters to provide a lyrical backdrop to Hirsch, telling the first part of "That Little Door." Like Diamanda Galas quoting Baudelaire, Hirsch spits out the narrative in geographical dialects as Reichel fills it with dreadful emotion and Lovens lightens up the entire proceeding with simple glissandos that change color and texture as Hirsch shifts from one persona to another seamlessly — from a German beerhall maid to Edith Piaf to a Southern washerwoman in less than 15 seconds! While Lovens brightens the picture, Reichel's daxophone darkens it considerably, creating an often-horrifying emotional framework for Hirsch to work against. Karl doesn't enter until the second section (both parts total over 25 minutes), and his deep register displaces Reichel's dax. Hirsch is the force of movement, however, carrying all the musicians in her whirlwind of heartbreak, pathos, and blues-o-logical hysterics. Elsewhere, on "Chicken Little Dick," Hirsch's bizarre story of people on elevators with paper bags full of cans of split pea soup. She has no idea what to do with it either, and launches off into an improvisation that involves all three other members in an exchange of tonal languages that match hers and then challenge her to opt out of human voice entirely — which she attempts periodically over the course of nine and a half minutes. This music and its apparent insanity isn't for everyone, from the deep psychotic skeins of Karl's accordion, to the bowed-out phrases of Reichel's guitars and fractured percussives from the singing daxophone, to Lovens' sober tonal groundings, all of them accompanying a woman on a mission to who knows where with a vocal style that cannot be described let alone imitated; but it is for those who are willing to leave all notions of group improvisation at the door, and allow themselves to be engaged in a deep, emotional — though insane — manner over the course of an hour. The audience who witnessed this concert must have been asking themselves serious questions on the way home, about music, improvisation, and its limits, and other, deeply personal ones. This record succeeds on many levels as both revelatory and disturbing as hell, but the former one, that it makes us ask heavy questions about our perceptions and personal issues, is the main one.
1. That Little Door 14:08

2. That Little Door 11:34

3. The Eye and the Egg 7:44

4. Chicken' Little Dick 9:13

5. Back to Reservation 12:06

6. O la la, Sans Sous 4:14

	Hans  REICHEL
	Buben... Plus
	1995 
	72:55
	label: FMP

Rudiger Carl [concertina, accordion]; Hans Reichel [daxophone, violin].

e-mail: carl@pol-music.de
  Just like fireworks and recording sound in grooves, it seems that the roots of the concertina are Chinese. The first ‘free reed’ instrument in Europe was a Chinese sheng, inspiring a Mr Charles Wheatstone (1802-1875) to invent the concertina. It’s since patnered the violin very nicely in lots of Irish and English traditional musics, but this charming record reminds me more of African players like Noise Khanyile [см. в разделе ‘Africa’], who combines concertina and violin in the tradition of South African jive music.

  ‘Buben’, Mr Reichel tells me, in a fax so literate that it puts these notes to shame, «is a quite ‘out of fashion’ word... Generally (the singular form) ‘Bube’ means ‘young boy’, or ‘lad’, as Charles Dickens would eventually say. It also means a mischievous guy, a rascal». I also like the word ‘scallywag’ – they still use it in Liverpool, but shortened to ‘scally’. It’s that quality – expressed through rhytmic games, energy, chutzpa, an interest in exploring new and sometimes insane – sound areas – that Mr Khanyile has and which makes the CD you have in your hand so precious. (A devalued word, but I’m sticking to it). These scallywags have long since become thoughtful, smart, humorous gentlemen, but have lost none of their youthful energy.

  Like the great Bo Diddley, Mr Reichel started out on violin and switched to guitar. They both made guitars to their own, very special designs, incorporating the technical changes into their musical language. The invention of the daxophone signified a slight return to the earlier instrument, the dax being customarily bowed. Even more than the fiddle, it has a wonderful flexibility of pitch (Bo and Noise should try it) and, like his guitars, it’s very good to look at.

  People respond immediately to its human voice quality, and I hear a bit of singing by Mr Reichel on the 1978 tracks that maybe prefigures the dax, uninvented at the time of the LP release of this recording (1978). The two lads have conspired again to bring you new duets, this time between daxophone and «two accordions – a very big one and a less big one».

  In 1978, my chum Richard Leigh gave the LP what was for ‘Musics’ magazine a rave review – «It’s a record of people trying things, rather than just wearily doing things, for the millionth time».

  Unlike most deep thinkers, Mr Carl has consistently come up with fresh and spontaneous approaches. Given the impossibility of slithering through pitches in the manner of the violin, he has used the diatonic nature of his childhood instrument to wonderful effect. Another echo of the African townships, where the major chord gets used so often and with such power. Louis Moholo – who was in a trio with Mr Carl – told me that an accordion was a most highly-prized instrument. You probably already own some FMP records upon which Mr Carl plays clarinet and/or saxophone. Those are his main instruments, but his squashbox playing is right up there with Bernard Wrigley ‘The Bolton Bullfrog’, as far as I’m concerned.

  «Originally,» Mr Reichel writes, «the name of the LP was to be ‘Bubenziehen’ (something like ‘pulling jacks’). In those days there was a sort of drukard’s ‘game’ named like this in one of Wuppertal’s notorious night bars, and, as I heard (and slightly remember now), we obviously took part in that more than once. It goes like: the keeper mixes a pack of cards, and each of the customers in the round pulls one card. The one who uncovers the first Jack is supposed to define the brand of liquor to the drunk by the whole crowd a bit later – the second one sets the amount (small, medium, big), and on and on... anyway, the one who finds himself having drawn the forth Jack has to pay for the whole shit. A great chance to get twenty different liquors in your stomach without paying a dime».

  Not that that is compulsory for you, dear listener. This music can be enjoyed just as well whilst perhaps eating a good German cake, in honour of Mr Carl’s grandmother Tinka, who sensibly taught him to play the concertina.   

--------    Steve Beresford [см.]

Rüdiger Carl: born 1944, Goldap (East Prussia); accordion, saxophone, clarinet, arranger, composer. 

Rüdiger Carl has been involved in improvised music from 1968, recording his first record in January 1972 and then playing with a wide range of musicians including Arjen Gorter, Makaya Ntshoko, Louis Moholo, Maarten van Regteren Altena, Tristan Honsinger, Johnny Dyani and Han Bennink. His long-standing partnership with Irene Schweizer began in 1973 and continues to the present day and for a three year period, from 1973 to 1976 he was also a member of Globe Unity Orchestra. He began to give solo performances in 1977 and in 1978 started two other long-term professional partnerships, with Sven-Åke Johansson and Hans Reichel. All three musicians were members of the Bergisch-Brandenburgisches Quartett (the fourth member being Ernst-Ludwig Petrowsky) and they have both appeared in duos with Carl, Carl and Johansson are members of the 'Swing Dance Band' (with Alexander von Schlippenbach and Jay Oliver), Carl and Reichel have been members of the September Band since 1993, and the trio of Carl/Reichel/Johansson has itself been performing since 1994 (see below). 

Rüdiger Carl has probably made the most striking change in improvised music, virtually forsaking the quintessentially jazz instrument - the tenor saxophone - and taking up one with totally different associations and means of expression: the accordion. This was manifest in recordings on Buben, his duets with Hans Reichel, and though he continued to play the two instruments virtually side-by-side ( in addition to clarinet), the - what some might deem to be drastic - move was completed and cemented on Vorn which even featured a version of Paul McCartney's Those were the days. Following this recording, the COWWS Quintet was formed, continuing Carl's musical relationship with Schweizer and adding Philipp Wachsmann, Jay Oliver and Stephen Wittwer. While quite varied moods are apparent from the recorded output of the group, the lasting impression is one of folk and song influences, emphasised by Carl's accordion. With the death of Oliver in 1993, the bass chair was taken by Barre Phillips for approximately one year and then by Arjen Gorter. 

Rüdiger Carl has continued to work with other musicians in addition to COWWS. Thus, the Canvas Trio was formed in 1991 with Joëlle Léandre and Carlos Zingaro, and in the same year he played in duos with Mayo Thompson of the Red Crayolas (who contributed to the second COWWS record) and Joëlle Léandre. From 1988 to 1992 he was concert organiser of 'Musik im Portikus' in Frankfurt/M. and from 1994 has been leader of the F.I.M. Orchester in Frankfurt/M. 

The trio of Carl/Reichel/Johansson played an intriguing set at Free Music XXII at Antwerp in August 1995. While this is no doubt a trio of individualists, the music was integrated to a level that might be suggested by the length of time the three have played together in a variety of circumstances over the years. One of the intriguing elements was the purely visual: Reichel, dressed in dark colours assuming a disinterested look, maybe having trouble with one of the spotlights shining into his face; Carl, also seated, body hidden by the large black and shiny silver accordion, face at times contorted, expressing complete involvement with the music and rather at odds with his sober appearance (light coloured shirt and slacks, tie), clarinet standing there isolated, untouched throughout the performance; and Johansson, smart, green-shirted with braces, on his feet the whole time and moving between two drums (one of them a large bass drum), two cymbals, a piece of cardboard packing case mounted on a stand, two large hand cymbals, a small red accordion and an array of household odds and ends dragooned into percussive use. 

The dynamics of the music did not vary greatly throughout the performance and neither did the tempo, the variety and interest coming largely from the interplay between the three musicians. Time was suspended on several occasions only to be interrupted by that type of accordian sound that Hollywood uses to signify a walk by the Seine or, again, by a horse-trotting scene from a Western, this time coming from Reichel, but each time the pastiche was taken to new pastures by the musicians and not simply played straight or for laughs. But laughs were also provided, particularly by the theatricality of Johansson, standing upright waiting for just the right moment to crash his enormous hand cymbals and then putting them down unsounded; or, towards the end of the performance, pouring a handful of something from a tube, cupping it to his mouth and then using a pea-shooter to send the peas bouncing off his own kit and that of another, previously lying untouched at the back of the stage. His recitative vocals also appeared to amuse some of the audience but, unfortunately, were unintelligible to this Englishman. I suspect that not all the performance was freely improvised but that some elements may have been suggested beforehand, particularly by Carl (as suggested in the sleeve notes to Blue Goo Park) but it was interesting to see and hear the selfless approach taken by the accordionist. The impetus for the music seemed to move between all three players during the performance and if Carl was the nominal leader he was certainly not imposing his presence on the others, almost the opposite, being content at times to take very much a supportive role for the more prominent comments of Reichel and Johansson. For one still (at the time) trying to appreciate the contribution of the accordion to free improvisation this was not only an excellent musical event but a confirmation that any instrument can provide stimulating music in the right hands. 

Hans Reichel

Known equally as a guitarist and instrument inventor - roles that, in his case, tend to compliment one another - Germany's Hans Reichel has carved out a quiet niche for himself in the world of European avant-garde improvisation. He stands out among his contemporaries not only due to his unusual guitar-like inventions - which feature frets, pickups, or microphones in non-traditional places - but also due to his actual playing style, which is often surprisingly melodic and folk-like (not to mention good-natured and unpretentious) for someone primarily associated with the avant-garde. On the other hand, he has also created some truly bizarre (and most definitely not folk-like) music over the years. For example, his various work with the daxophone, a bowed wooden plank that he invented which emits some almost unbelievably animalistic creaks and groans. 

Born in Hagen, Germany, in 1949, Reichel grew up playing violin before switching to guitar as he developed an interest in rock & roll during the mid-'60s. His interest in playing music waned toward the end of the '60s as he devoted more time to his other main interests, typesetting and font designing. However, he eventually found his way back into activity in the early '70s and received encouragement from Jost Gebers, producer for the prestigious Berlin-based FMP label. His first release, Wichlinghauser Blues, came out on that label in 1973, making it one of the earlier FMP albums. (Unlike several of his FMP LPs, however, this one has not yet made it onto CD.) 

Reichel tends to work in smaller settings and has recorded a number of solo albums, among them The Death of the Rare Bird Ymir (1979), Bonobo Beach (1981), The Dawn of Dachsman (1987), Coco Bolo Nights (1988), Shanghaied on Tor Road(1992), and Lower Lurum (1994). He has also performed duets with a wide range of musicians, including cellist Tom Cora, accordionist/multi-instrumentalist Rudiger Carl, percussionist Eroc, and guitarists Wadi Gysi, Kazuhisa Uchihashi, and Fred Frith. Additionally, he has recorded as part of the September Band with Carl, vocalist Shelley Hirsch, and percussionist Paul Lovens as well as in larger groups led by such diverse figures as conductor Butch Morris and saxophonist Thomas Borgmann. 

Most of Reichel's albums have come out on FMP and have thus not been widely distributed, particularly in the United States; other small independent labels to have issued recordings of his include Rastascan, Intakt, and Table of the Elements. Still, while not a household name by any means, Reichel has gained some scattered exposure in more mainstream areas over the years: A 1997 issue of Guitar Player magazine named him among the "30 Most Radical Guitarists" in music, and he was also featured on the popular Gravikords, Whirlies & Pyrophones, a 1996 book/CD dedicated to invented instruments released by the Ellipsis Arts imprint.

	Hans  REICHEL
	Yuxo - A New Daxophone Operetta
	2002
	54:07
	avantgarde
label: a/l/l / FMP www.free-music-production.de 

rec.: Dec 2000 - Feb 2002

Why is Hans Reichel a genius? Because he invented the daxophone, one of the strangest, most fascinating instruments of the 20th century, but also because he has been able to use its full potential in pieces that bridge avant-garde composition and family entertainment. Released in 2002, Yuxo picks up where Shanghaied on Tor Road had left ten years before. Subtitled "A New Daxophone Operetta," it is performed solely on Reichel's wailing microtonal instruments — actually, an array of these in different shapes and sizes, multi-tracked to create a virtual orchestra of daxophones. The term operetta has not been chosen innocently. Reichel keeps from the classical genre its song format (albeit instrumental here) and lightness. The melodies are playful, the arrangements deceptively simple. At the core of it all resides the sound of the instrument, throaty but clear, an impossible cross between the violin and the human voice. Each piece is a delight, its melody recognizable on second listen. "Death Procession" feels like being trapped in a movie by a Martian incarnation of Federico Fellini. Flashes of Ennio Morricone and Nino Rota captured by a cartoonish pygmy tribe go by, alternating with images of mutating pump organs ("Sometimes at Night") and dancing ghosts ("You Can Dance With Me"). The daxophones take lives of their own, deliriously mischievous, sometimes even childish. What it comes down to in the end is serious fun, irresistible tunes, and the masterpiece one was not expecting anymore from Reichel. Highly recommended if you can (or want to) crack a smile once in a while.
1. The Duke of Syracuse 1:51

2. A Life Without Lychees 4:16

3. You Can Dance With Me 5:34

4. Bubu and His Friends 6:40

5. Oway Oway 3:05

6. Out of Namakemono 5:19

7. Death Procession 3:30

8. Street Song 3:01

9. My Haunted House 4:49

10. Le Bal 5:46

11. Sometimes at Night 4:32

12. The South Coast Route 3:54

13. Eros vs. Education 1:21

	Vernon REID


	REID, SHARP, TORN:

"Guitar Oblique"
	1998
	59:13
	Vernon REID -- см. тж. c: Ronald Shannon  JACKSON; Javon JACKSON; Elliott  SHARP; Madeleine PEYROUX; MC  900  FT  JESUS; James “Blood”  ULMER;

label: Knitting Factory Works (NY)

Vernon Reid [g]; Elliott Sharp (см.) [8-str guitarbass]; David Torn (см.) [g].

“Twisted brilliance.” – JazzTimes
“Sharp’s music embodies the revolution that science has undergone throughout the 20th century.” – Monda 2000
Three guitar futurists, in a rare meeting recorded live at the Knitting Factory, create alien soundscapes, unheard sounds, and twisted grooves using a variety of guitars, computers, boxes, and machines.

	Vernon REID
	Smash & Scatteration
	1986
	35:37
	label: Rykodisc (USA)   Rec. 1985

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

1. Lanscapes in Alternative History

2. Size 10 ½ Sneaks

3. Amarillo, Barbados

4. Last Nights of Paris

5. Dark Skin

6. Fr, Fr, Frisell

7. Small Hands

8. Black Light

Мы полагаем, что эти композиции – суть  карикатуры на некоторые музыкальные направления. Например, Small Hands – явная пародия на типичную ECM’овскую продукцию.
>MARC RIBOT Y LOS CUBANOS POSTIZOS:Muy Divertido! (Very Entertaining)

	(Vernon REID)
	YOHIMBE BROTHERS:

"Front and Lifter"
	2002
	56:23
	acid/noise/fusion - с элементами рока, даба и всего на свете. Жутко прикольный.

label: Ropeadope Records

Vernon Reid - guitars, effects, insanity

dj Logic (см. в 'Acid') - turntables, scratches, samples and sounds

1. ponk

2. tenemental

3. 6996-club-yohimbe

4. psychopathia mojosexualis

5. welcome 2 the fred show

6. smoke and dust dub (version)

7. the big pill

8. bamalamb

9. transmission xxx

10. just a little screwy

11. invitation to a situation

12. prelude to a diss

13. innerspin (a tone hymn)

14. the callipygiac caldonians

15. that obscure object of desire

	Ernst REIJSEGER
	GRÄWE / REIJSEGER / HEMINGWAY:

"Sonic Fiction"
	1990 
	68:50
	Ernst Reijseger -- номинант “DownBeat Critics Poll Winners” в категории: Cello (2000)
Ernst REIJSEGER – см. c: Gerry HEMINGWAY; AU BORDEL; CLUSONE 3;

free-jazz
label: HAT HUT

Georg Graewe (см.) [p], Ernst Reijseger [cello], Gerry Hemingway (см.) [perc].

  Though music, all across the world, has been improvised since its very origin, it seems a distrust of spontaneous creativity has grown, slowly, but surely, through Europe and, by extension, the United States. It may have been a gradual process; after all, many of the methodological foundations of Western European classical music are derived from improvisational procedures. Those musicians considered the corner-stones of European music — Bach, Beethoven, Liszt, Chopin, Mozart — were improvisers of great renown. But by the first stirrings of the 20th century, the authority of the composer was primary. Theoricians like Josef Hauer and Arnold Schoenberg, and the resultant 12-tone school, provided a serious, serial direction that proved gospel for the entire mid-century. America, still so dependent upon Europe for its cultural precedents, was able to forge its own remarkable antithesis, jazz, to the European notions of control and premeditation; but the evolution of jazz has, more and more, embraced compositional considerations and drifted further away from its improvisational roots. It too has become more a music of interpretation than true improvisation. Perhaps such consolidation, such careful crafting can be beneficial to the music; certainly, much of the most exciting music of our time tries to use compositional elements to inspire healthy new views of improvisation. But too there are the exceptions to the norm — musicians who, through shrewd attitudes and sensitivity to the democratic principles of group spontaneity, are able to create a truly improvised music from strength and experimentation.

  And this is why the music of pianist Georg Graewe, cellist Ernst Reijseger, and percussionist Gerry Hemingway, is so fresh, so special. They have found a way to create music unburdened of stereotypes, cliches, and precedents, music that is not dependent upon jazz or classical music for a context, and refers to them only tangentially. This is Improvised New Music, which is free to draw on any source without selling its soul to do so. Their music is easier characterized than described, since the wealth of colors, moods, textures, and melodies is fluid enough to shift not only from piece to piece, but moment to moment. There is, for me, a European aesthetic at work here, a blend of modern and historic sources with the added bittersweet spice of folk elements from the soil. It’s a delicate, demanding juggling act, drawing on past experiences while remaining alert and honest to the immediacy of this particular moment. Their intuitive tactics are frequently breathtaking, as they simultaneously shadow each other’s moves, suggest spontaneous new directions, and exist as an individual; Reijseger etching deft melodic contours out of the merest effects at times, Hemingway exhorting and embellishing, Graewe — with a crisp clarity of articulation, complete rhythmic flexibility, and an ear for piano sonorities, plus a resolute insistence on building block foundations — instilling structural support and lyrical alterations.

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

— Art Lange.

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

"Dutch Masters"
	1991
	46:45
	jazz-influenced creative music
label: Soul Note

rec. 1987

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

	Ernst REIJSEGER
	MINAFRA – REIJSEGER – BENNINK: "Noci…Strani Frutti"
	1991 
	43:49
	label: Leo

Live At Europa Festival Jazz
Pino Minafra (cм.) [tp, voice, didjerido & other things], Ernst Reijseger  [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.

	Ernst REIJSEGER
	SCLAVIS & REIJSEGER:

"Et On Ne Parle Pas Du Temps"
	1995
	60:09
	label: FMP

Louis Sclavis [s s, cl, bass cl]; Ernst Reijseger (см.) [cello].

Enregistrés en publique à / Recorded Live Haus am Waldsee (Berlin) en 30-31/07/94 pendant "The Summer Music".

This duet performance by clarinetist Louis Sclavis and cellist Ernst Reijseger is one of a series of rare meetings the two have played over nearly two decades. Sclavis is hailed the world over for his mastery of all of the clarinet family's instruments, and plays a number of them here, as well as soprano saxophone. Reijseger, best known as a member of the Trio Clusone, is a wizard as a cellist. This date in 1993 lasted an hour, and for that 60 minutes in Berlin (in what was apparently sweltering heat) they produced a set of improvised music that is so thoroughly mystifying in the quality of its empathy and telepathy, one would swear it was rehearsed. No cue goes unanswered over 11 "tunes" that last anywhere from four to eight minutes. Each idea introduced is built upon, then added to and then transposed onto another. No ground is taken for granted, nor is any given. As Reijseger plucks, strums, bows, scrapes, and beats his cello to entwine with Sclavis, the latter takes melodic invention apart from inside, making improvisation part and parcel an extension of folk song. And yes, these interactions do sing — so much so they make one laugh and cry. There is no differentiating between tracks; this is a performance, a concert in the truest sense of the word, and an example of the true qualities of improvised music: That two men can come together and extend each other's capabilities as musicians. Awesome.
1. Et (L.Sclavis - E.Reijseger)

2. On (L.Sclavis - E.Reijseger)

3. Ne (L.Sclavis - E.Reijseger)

4. Par (L.Sclavis - E.Reijseger)

5. Le (L.Sclavis - E.Reijseger)

6. Louis (L.Sclavis)

7. Pas (L.Sclavis - E.Reijseger)

8. Ernst (E.Reijseger)

9. Du (L.Sclavis - E.Reijseger)

10. Temps (L.Sclavis - E.Reijseger)

11. Et on ne parle pas du temps (L.Sclavis - E.Reijseger)

	Ernst REIJSEGER
	GRÄWE / REIJSEGER / HEMINGWAY:

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

Georg Graewe [Steinway Model D piano]; Ernst Reijseger [cello]; Gerry Hemingway (см.) [d, perc]. All titles © 1996 Nagual Music.

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

Richard Wagner, 1859

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

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

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

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

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

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

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

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

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

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

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

--- Russ Summers / July 1996

Gerry Hemingway

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

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

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

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

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

	Ernst REIJSEGER
	Colla Parte (Versioni per Violoncello Solo)
	1998
	55:11
	label: Winter & Winter

rec. 1997

Ernst REIJSEGER: violoncello, voice

1. Colla Parte

2. Ricercare

3. Gwidza

4. Ritornello

5. Garbato con Sordina

6. Violoncello Bastardo

7. Toccata

8. Divertimento

9. Giocoso

10. Rosa

11. Passaggio

12. Cello Di Buddha

13. La Madre Di Tutte Le Guerre

Compositions by Ernst Reijseger,

except:

Gwidza by Dollar Brand/ Abdullah Ibrahim,

La Madre di Tutte le Guerre by Misha Mengelberg

Jazzthetik: Four Stars (November 1997)

Neue Zeitschrift fur Musik: Five Points (May/June 1998)

Cuadernos de Jazz No. 45: Four Stars

biography

Cellist Ernst Reijseger became distinguished in avant-garde jazz, contemporary classical, and improvised music as the 1980s and 1990s progressed. In 1985, he won the major Dutch jazz award the Boy Edgar Prijs, was the subject of a television documentary nine years later, and received the North Sea Jazz Festival's prestigious Bird Award the year after. Born in Bussum, Netherlands, in 1954, Reijeseger began playing the cello at the age of eight. He began performing improvised music in the early '70s, collaborating with musicians including Derek Bailey, Martin van Duynhoven, and Michael Moore. Reijseger went on to become a member of the Theo Loevendie Consort, the Amsterdam String Trio, and the Guus Janssen Septet during the '80s; and the Arcado String Trio in the mid-'90s. Throughout both decades, he was a member of Misha Mengelberg's ICP Orchestra, and performed with Gerry Hemingway in various lineups, which included a trio with Hemingway and pianist Georg Graewe starting in the late '80s. Also around this time, Reijseger, Moore, and drummer Han Bennink — all members of ICP — formed the Clusone Trio, named for the Italian festival they first played at as a group. They toured all over the world, including a 1995 tour of Australia, China, and Vietnam. With the release of their fifth album (their second on the Hat label; there were others on Gramavision) in 1999, the group called it quits after their ten-year anniversary. Reijseger also left the ICP Orchestra that same year. He continued touring and recording in a variety of settings, including solo (1998's Colla Parte, on Winter & Winter); avant-garde jazz settings (Random Acoustics' releases of Graewe/Reijseger/Hemingway albums and in the Hemingway Quintet's Waltzes, Two-Steps & Other Matters of the Heart on GMRecordings, to name just a few); and even a collaboration with the Sardinian choir Tenore e Concordu de Orosei (released as Colla Voche on Winter & Winter in 1999). Ernst Reijseger has also performed with Yo-Yo Ma, Louis Sclavis, Franky Douglas, Joelle Leandre, Trilok Gurtu, Phil Minton, and more. On occasion, he gives children's cello workshops.

review

Calm, meditative, and gorgeous, Colla Parte is a solo cello recording from Ernst Reijseger, a musician internationally recognized not only for technique, but for unmatched creativity and improvisatory skills. Warm, intimate sound and an informal atmosphere — at times you can hear Reijseger humming along, or his fingers squeaking along the strings — fill this joyful, and at times irreverent delivery of originals and two covers: Abdullah Ibrahim's "Gwidza" and Misha Mengelberg's "La Madre Di Tutte Le Guerre." Filled with beauty, this Winter & Winter release is highly recommended for all fans of string music in general, as well as for Reijseger fans specifically.

	Ernst REIJSEGER
	Colla Voche
	1999
	58:12
	label: Winter & Winter

rec. 1998

Ernst Reijseger [cello, voice];

Alan Gunga Purves [percussion];

Salvatore Dessena, Mario Siotto, Martino Corimbi, Gianluca Frau, Piero Pala, Massimo Roych [vocals];

Patrizio Mura [vocals, jew's harp].

1. Libera Me, Domine [Traditional]

2. Nanneddu Meu [Tonino Puddu, Peppino Mercu]

3. Strabismo Di Venere [Reijseger]

4. Armonica [Traditional]

5. A Una Rosa – Voche E' Notte Antica [Traditional]

6. Trumba [Ernst Reijseger]

7. Colla Voche [Ernst Reijseger]

8. Su Puddhu – Ballu Turturinu [Traditional]

9. Su Bolu 'Es' Astore [Tonino Puddu]

10. Dillu [Traditional]

Stereo: Four Stars (April 1999)

Jazzthetik: Four Stars (March 1999)

Le Monde de la Musique: Choc (June 1999)

In Colla Voche, Dutch cellist Ernst Reijseger, Sardinian vocal choirs Tenore and Concordu de Orosei, and Scottish percussionist Alan "Gunga" Purves create a soothing album of beautiful melodies with a strong focus on harmonies. Reijseger, Tenore de Orosei, and Concordu de Orosei have each recorded solo albums for the Winter & Winter label in the past and, when they met in Venice in early 1998, they began making music together on the spot. Later that year, the Sardinian singers and Reijseger met up again, this time to record the improvised blending of their musics. The multi-instrumental percussion of Alan "Gunga" Purves accompanied their week-long, nightly recording at the Cattedrale di S. Pietro in Galtelli near Orosei, Italy. The music flows back and forth between new and traditional material, but there is a consistent sound and calm atmosphere throughout. Reijseger plucks, strums, and bows along with the chant and drone vocals of Tenore and Concordu de Orosei, while the percussive accompaniment always remains light. There are many instrumental moments as well, including Reijseger's solo during "Su Puddhu" and the trio piece "Armonica," played by Purves, Reijseger, and choir member Patrizio Mura on mouth organ. The album closes with an upbeat traditional dance song, "Dillu." Although the musicians' respective solo albums are the best showcase of their talent, this is a lovely and worthwhile album.

	(Ernst REIJSEGER)
	AMSTERDAM STRING TRIO:

"Winter Theme"
	2000
	74:58
	label: Winter & Winter (Munchen, Germany)

New Edition #910060-2

Digital 24 bit 96kHz recording (with no processing), editing and mastering. Producer: Stefan Winter WinterProduction@compuserve.com 

Ernst Reijseger [cello]; Maurice Horsthuis [viola]; Ernst Glerum [b].

Rec.: Nov 1999.

All compositions by Maurice Horsthuis.

Издания лейбла „Winter&Winter" всегда будут иметь вид чего-то немного диковинного. Даже про​сто из-за пестроты и совершенней​шего волюнтаризма тамошнего ка​талога. Джаз тут соседствует с эт​ническими релизами, нью-эйдж—с классическими записями. 

Авторская камерная музыка, исполняемая данным ансамблем, состоящим из контрабаса, альта и виолончели, по букве — вполне академического ви​да, однако по духу — эклектика под стать лейблу. Пьесы написаны альти​стом ансамбля и представляют со​бой довольно пестрый изобрази​тельный ряд с традиционно домини​рующими в современной культуре интонациями—скорбными и взвол​нованными. Большинство из компо​зиций имеет танцевальную основу, хотя это и не всегда отчетливо про​явлено, часть из этих танцев — на​родного происхождения. Времена​ми музыка предельно минималистична, временами в нее вкрапляют​ся какие-то поп-приемы, вроде свингующего контрабаса. В целом впечатление весьма респектабель​ное.

--- Play,  ****

	Django  REINHARDT
	Vol. I: The Art  Of Jango
	1937
	41:27
	The copyright is owned by Pate Marconi; edition: BGO Records (England), 1993.

Stephane Grappelli (см.) [violin]; Django Reinhardt [g]; Joseph Reinhardt [g]; Pierre Ferret [g]; Louis Vola [b].

     Both the City and Soho admired Django Reinhardt. No jazzman, excepting Louis Armstrong, has ever reached a wider audience than did Django Reihardt. While the specialists were being astounded by his utterly unconventional technique and inspiration, this Ramon Navarro of Jazz was compelling the general public to find real gipsy romance in four-four and two-four time. And, as far as Britain was concerned, 1937 was Reinhardt’s year.

Recording technique were not so advanced in 1937. However, Jango Reinhardt was in good form at the sessions and enjoyed the playbacks so much that he would often shout with pleasure at his own solos, clapping his hands and jumping about all over the studio. His playing was, it seems, a revelation to him. Stephane Grappelli also, we are told, was enjoying himself, though in less demonstrative fashion. His work was a true testimonial to M. Cinzano, who so ably supported him throughout. Grappelli, indeed, suggested that he write a letter of thanks to the worthy gentleman. But, be that as it may, you have here the results. Despite the faults of balance, despite the dated recording, this is still an outstanding collection of titles by the Quintette of The Hot Club de France. Particularly it is a tribute to the art of Jango Reinhardt. It exhibits Reinhardt’s fantastic flow of ideas and it shows that, even in accompaniment, he tended to play solos. It emphasises his phenomenal technique and it confirms his overwhelming romanticism. As a rule, great individualists have great faults and Django Reinhardt, a true eccentric, was no exception. But he was a great guitarist. 

— Alexis Korner.

	Django  REINHARDT
	Vol. II: Jango - The Unforgettable
	1960
	49:15
	tracks 1-7: Django Reinhardt and The Quintette of The Hot Club of France, feat.: Andre Ekyan [a s, clar]; Ralph Schecroun [p]; Roger Paraboschi [d].

tracks 8-14: Django Reinhardt and Stephane Grappelli with: Gianni Safred [p]; Carlo Pecori [b]; Aurelio De Carolls [d].

    “Django Reinhardt was fantastic. He must have been playing all the time to be that good.” 
 - Jimmy Page

     Combining a strong European melodic sense with a love for American jazz and ragtime, Jango Reinhardt executed lightning-fast chord substitutions, blazing arpeggios that scaled the entire fretboard and daring improvisational gambits and dazzling flourishes that greatly expanded notions of the guitar’s capabilities in the early Thirties. Born in a Gypsy caravan on the night of Jan 23, 1910, Jango taught himself to play and was performing in Parisian dance halls and clubs before he turned 14. In 1932, Reinhardt began working with violinist Stephane Grappelli in the Quintet of the Hot Club of France, with whom he recorded his most influential sides. By the late Thirties, Reihardt was recording with visiting stars of the Duke Ellington orchestra, and after the Second World War, he realized his lifelong ambition to tour the U. S. in the company of the Ellington Orchestra. Reinhardt suffered a fatal stroke in 1953 at the age of 43, but his brilliant recorded legacy ensures that he will not be forgotten.

  “The start of the 1940s witnessed the real inception of Minton’s. This, in it’s way, was an attack upon the hitherto accepted precepts of jazz and the outcome of this attack brought about a change in the music proportionate to its stature. When one considers that even Jango Reinhardt, a musician entirely on his own in the field of jazz, was affected by Minton’s, one may realise the enormous importance of the movement away from Swing and the sound of the 1930s. For Reinhardt need have been affected less than almost any other jazz musician of true stature. His music, basically un-negroid in character, self-contained from first to last, was recognised by most as a completely individual sound. Duke Ellington once voted Reinhardt as his favorite jazz guitarist and, though a great proportion of the jazz public naturally endorsed Ellington’s opinion, it is a little surprising that the Duke felt this way. Unless, of course, a strong predilection for the fantastic swayed the vote. I have always wondered whether Reinhardt’s solos were really the improvisations of true jazz, or the jazz flavoured fantasies of a brilliantly gifted musician. But neither I, nor surely any person who has ever heard a Reinhardt recording, can have any doubt of his ability as a guitarist. The phenomenal three-finger technique — the fierce runs and arrogant rhythm work — have become world famous and it is enormously interesting to hear such eccentric virtuosity undergoing the gradual change in application which was brought about by bop. Though we have had the opportunity to hear later recordings of Reinhardt, this CD presents the first collection of his transitional post-war period; this is of considerable interest. It does not matter whether Django Reinhardt was a great jazz improviser or a great fantasist with leanings toward jazz; it is sufficient that he was a great guitarist. This collection is yet further proof of his exceptional talent.” 
— Alexis Korner.

	Marc  RIBOT
	Rootless Cosmopolitans
	1990
	47:06
	Marc RIBOT – см. тж. с: Tom Waits, John Zorn, Lounge Lizards, John Lurie, Jazz Passengers, Noel Akchote, Mike PATTON; Marianne Faithfull (в ‘Rock’), Laurie  ANDERSON; Gavin Friday, Tricky (в ‘Acid’), Frank London [см. KLEZMATICS / LONDON, в ‘Asia I’ sect.], Susana  BACA (в ‘Latina’), Marisa MONTE (в секции ‘Latina’); Tom CORA; Elvis COSTELLO; Ellery  ESKELIN (отсюда и дальше – см. в разделе ‘Jazz’), Marty EHRLICH, Don Byron, Arto Lindsay, Anthony Coleman, Melvin Gibbs, Gavin Friday, James CARTER; MEDESKI / MARTIN / WOOD; Caetano VELOSO (в ‘Latina’); Dick ANNEGARN (в ‘Rock’); Roy NATHANSON; Vinicius CANTUÁRIA; Kazutoki UMEZU; CHOCOLATE GENIUS; Sarah-Jane MORRIS (produced and performed by M.R.); Sanda WEIGL; Hector ZAZOU; Ikue  MORI; Cyro  BAPTISTA; Norman YAMADA; Dave DOUGLAS; LIMINAL LOUNGE; BADAWI; THIRD PERSON; MEDESKI, MARTIN & WOOD; Yuka HONDA;

Биография и Вехи Марка:

1954 - родился в Нью-Джерси
1978 - завязав с игрой в гаражных группах, переехал в Нью-Йорк. Играл с джазовым органистом Джеком Макдаффом и певцом Уилсоном Пиккеттом
1979 - играл в группах Realtones и Uptown Horns Band
1984 - стал участником команды Джона Лури Lounge Lizards
1985 - играл на гитаре на записи лучшего альбома Тома Уэйтса «Rain Dogs»
1991 - записывался с проектом Rootless Cosmopolitans 

1995 - участвовал в записи аль​бома Элвиса Костелло «Kojak Va​riety»
1998 - присоединился к группе ку​бинских эмигрантов Los Cubanos Postizos
M.R. [g, harmonica, v];  Don Byron (см.) [clarinet, bass clarinet, Turkey calls]; Anthony Coleman (см.) [p, k]; Arto Lindsay (см. в ‘Alternative’) [g]; Melvin Gibbs [b, g]; Richie Schwarz [d]; Roy Nathanson [sax]; Brad Jones [b].

      The most remarcable thing about Marc Ribot, his guitar playing aside, in his inability to do one thing at a time. In his conversation this trait never leads to incoherence, and in his music he never descends to mere confusion. Ribot writes and plays free range music. Nary an impulse is discouraged, yet no single instinct is allowed to do all the driving. You might say his humour has very high moral standards. A brief biography should take note of his studies with Haitian classical guitarist and composer Frantz Casseus. Then he toured extensively with the Lounge Lizards and Tom Waits. Recently he toured with Elvis Costello, as well as working and recording with John Zorn and Allen Ginsberg.  The Rootless Cosmopolitans are Marc’s band. The name comes from a Ginsberg poem. I believe it is a term Stalin used to describe the sort of people all of us are trying to be. We could all of us do much worse than to be rootless cosmopolitans and follow our leader’s nose. Lets. —  Arto Lindsay.

	Marc  RIBOT
	Requiem For What’s- His- Name
	1992
	50:56
	Marc Ribot [g, v, p, Eb horn] with Rootless Cosmopolitans: Anthony Coleman] (см.) [p, pump organ, sampler](см.); Roy Nathanson](см.) [saxes, chermia]; Ralph Carney [saxes, cl, sona, duck calls]; Wilbo Wright [b]; Simeon Cain [d]; Zeena Parkins [el harp](см.тж. c: E.Sharp; B.Laswell; J.Zorn “Cobra”; B.Morris - jazz section); Brad Jones [b].

	Marc  RIBOT
	Solo Guitar Works of Franz Casseus
	1993
	48:25
	label: Crepuscule

Rec. in NY

Гаитянские мелодии в изложении для классической гитары. Рибо исполняет их нежно и очаровательно.

"The pieces on this CD are the work of my friend and teacher, Frantz Casseus. They were written over a period of approximately 40 years, from 1940 to 1980, most of which were spent in New York City, where Frantz emigrated in 1946. The music, however remains consistently engaged with Haiti, where Mr Casseus was born in Port au Prince in 1915. I believe that Frantz saw it as his task to help create a national music for Haiti, and that as a composer he used Haitian folk material in the same sense as Villa Lobos used the folk music of Brazil, Chavez that of Mexico or Bartok that of Hungary. A formidable guitarist himself, Frantz originally recorded his own work. The four pieces of the "Haitian Suite" first appeared on a 1954 folkway release. "Dance on Sunday", "Dance of the Hounsies", and "Simbi" appeared on a 1968 recording for the now defunct Afro-Carib label. Altough I studied guitar with Mr Casseus, my own development (or perhaps regression) took me far from the source. However, after complications from an early hand injury made it increasingly difficult for Frantz to play guitar, he and I began to discuss the possibility that I would record his work. This CD is the most comprehensive recording of Frantz Casseus's music for solo classical guitar. In addition to the pieces mentionned above, it contains five compositions previously published as sheet music but never recorded by Frantz (Rara, Prelude #2, Serenade Lointaine, Valse and Romance) and six pieces (Romance 1978, Untitled, Chanson, Improvisation, Merengue and Prelude #1) previously unpublished in any form which Frantz, before his death in June 1993, had expressed a desire to have recorded. I have made this recording with the hope that it will help reawaken an interest among listeners and classical guitarists alike in this beautiful but neglected body of work". Marc Ribot, August 1993

1. Simbi

2. Rara

3. Prelude #2

HAITIAN SUITE (#4-7)

4. Petro

5. Yanvalloux

6. Mascaron

7. Coumbite (Merci Bon Dieu)

8. Prelude #1

9. Merengue

10. Improvisation

11. Chanson

12. Congo

13. Dance (On Sunday)

14. Serenade Lointaine

15. Valse

16. Untitled

17. Romance

18. Dance Of The Hounsies

19. Romance 1978

	Marc  RIBOT
	Shrek
	1994 
	60:54
	Проект SHREK – см. тж. на: Ribot / Frith “Subsonic 1” и концертнике “Live SHREK” – см. ниже (1999)

label: Avant

Marc Ribot [g]; Chris Wood [g]; David Shea [sampler]; Sebastian Steinberg [b]; Jim Pugliese [d]; Christine Bard [perc];  + Marc Anthony Trompson [autoerotic harp]. 

	Marc  RIBOT
	Don't Blame Me
	1995
	47:41
	label: DIW (Tokyo)

Rec. in NYC by Marc Ribot (solo)

M.Ribot performed compositions by M.Ribot, Albert Ayler, Duke Ellington, Jerome Kern, Jimmy McHugh, John Green, Charlie Haden, a.o.

	Marc  RIBOT
	The Sun Died
	1996 
	52:13
	label: Soul Note

Ellery Eskelin [t s]; Mark Ribot [g]; Kenny Wollesen [d].

Plays (mostly) Gene Ammons.

  [...] In 1941, a 16-year-old tenor player named Eugene ‘Jug’ Ammons first came into the public ear with trumpeter King Kolax’s band at a black-owned club called the Parkway, right here. Ammons’ music hasn’t exactly been a maypole for post-60s creative music. Soul-jazz’s mixture of gospel, goodtime, bop, roots, and directness was perhaps seen as too mainstream, too basic, too bluesy, its popular appeal taken as a sign of commercial concession rather than excellence, even in the city of the AACM. Familiarity breeds contempt, perhaps. But on ‘The Sun Died’, Eskelin exposes the flaw in this logic, drawing attention to Jug’s boldness, his hard-hitting tone and the elegance and durability of his compositions. Ammons was the epitome of post-bop Chicago tenors, sowing the same seeds that Johnny Griffin and Sonny Stitt did in New York, where the Baltimore-born Eskelin and both his accomplices reside. 

  [...] The grungy, go-for-broke recklessness of Ribot on ‘Jivin’ Around’ (#8) and ‘Precious Memories’ (#9) reminds me of Hound Dog Taylor and all his hellhound Houserockers, while Wollesen’s simpatico drumming calls to mind something Dave Waldman once explained to me – namely, that the reason blues drummers like Fred Below were so great was that they were jazz drummers to start with, and further, that it was funk that fucked up the post-70s blues revival. Straight strokes, loose feel; none of this tight-ening up or in-the-pocket slick hip-hugging, please. As we zoom back up LSD, directly west of us lies the site of the Plugged Nickel on Wells Street, where, after years of prison time for narcotics, Ammons made a late-60s comeback before he died in 1974. ‘The Light’ (#10) ends our trip through the once-thriving, now-desolate south side with a note of optimism and the joy of having the spirit awakened. Or maybe, as Eskelin has with Gene Ammons, having the spirit reawakened. Praise be the Jug, I’ve seen the light!       --- John Corbett

	Marc  RIBOT
	Shoe String Symphonettes
	1997
	45:35
	label: Tzadik (New York)

A guitarist of frightening technique, Marc Ribot has worked with the likes of Brother Jack McDuff, Tom Waits, the Lounge Lizards, Elvis Costello, John Zorn, and Chuck Berry.

From brilliant surf gui​tar to perverse impro​visations to Cuban rhythms, this eclectic compilation of his music for cinema dis​plays the enormous range of his talents and the sick depths of his mind.

1. LOOKS LIKE HELL   2:17 

2. HITMAN    2:07 

3. AELITA SUITE I    6:46

   MARTIAN

   LOST IN SPACE

   MORE MARTIANS 

   HARPING AND BURNING 

   PREPARE FOR LANDING

4. MONTUNO   3:28 

5. BELLS    1:07 

6. AELITA SUITE II   3:05

   MARTIAN TELESCOPE 

   MEN OF SCIENCE

7. BEFORE THE PRISON RIOT     3:28

8. YOU KILL HIM    5:01

9. SURF'S DOWN   1:27

10. PAUL'S THERE    2:22

11. DID YOU?     2:05 

12. AELITA SUITE III    6:54

   A MESSAGE FROM MARS 

   MARTIAN BATTLE /AVANTE POPOLO 

13. END CREDITS (Landlord Blues)  2:12 

14. END CREDITS (Death by Unnatural Causes) 2:54

DEATH BY UNNATURAL CAUSES (1, 5, 14)

GREG COHEN bass (1,14) • JILL JAFFE violin and viola (1,14) • MARC RIBOT guitar and sampler (1,5,14)

LANDLORD BLUES (2, 4, 13)

MARC RIBOT trumpet, banjo and guitar • BRAD JONES bass • BILL WARE vibes • CURT1S FOWLKES trombone JIM NOLET violin • ROY NATHANSON saxophone • E.J. RODRIGUEZ drums and percussion • GREGORY RIBOT flute

AELITA QUEEN OF MARS (3, 6, 12)

PAUL CLARVIS drums and percussion • DAVE MERIC keyboards • PHIL BOYDEN violin • MARC RIBOT guitar • HELEN THOMAS cello • MIKE KEARSEY trombone

Edited fragment at end of Aelita suite III: Martian Battle/Avante Popolo recorded live at the Knitting Factory with ANTHONY COLEMAN organ • IKUE MORI percussion • JIM STALEY trombone • MARC RIBOT guitar

PIECES FROM AN INCOMPLETE PROJECT(7, 8, 10, 11)
DAVE DOUGLAS trumpet • VICKI BODNER oboe • CHARLIE GIORDANO piano and keyboards • MAURO REFOSCO percussion • JILL JAFFE violin and viola • MAXINE NEUMAN cello • TONY GARNIER bass

SUMMER SALT (9)

JOHN ZORN saxophone • ANDY HAAS saxophone • CYRO BAPTISTA drums • MARC RIBOT guitar and E flat horn

	Marc  RIBOT
	Y Los Cubanos Postizos  (The Prosthetic Cubans)
	1998
	46:48
	Marc Ribot [g, tp]; John Medeski (см.) [organ]; Gregory Ribot [bar sax]; Brad Jones [b]; EJ Rodrigues [perc]; Robert J Rodrigues [d, perc].

См. тж. продолжение этого проекта ниже.
Life Is A Dream

"When one has lived through countless disappointments, what does one more matter? After knowing treason in life, you shouldn't cry, you must realise that everything is a lie that nothing is true. One must live for the happy moment, one must enjoy what there is to enjoy, because when all has been accounted for life is a dream." 

-------- Arsenio Rodrigues

Латина. Конечно же, мощнейший драйв. Конечно же, над бездной юмора. Из которой произрастает древо эстетизма. И которое плодит уже третий уровень от этой бездны непосредственного веселья. В этой третьей производной всё достойно. Если бы Waits отвязничал в латине, было бы, наверное, похоже. Но у M.R. всё -- более сдержанно. Не по количеству энергии, а по накалу её видимых проявлений. Эстетство -- и всё тут.

	Marc  RIBOT
	The INTERNATIONAL CONSPIRACI:

“Cumbia Del Norte”
	1999
	70:20
	label: Cathexis Records  website: cathexisrecords.com

rec. in New York City, 1996

Greg Ribot -- producer, composer, arranger, clarinet, tenor sax, baritone sax, flute, bass flute, siku, quena

Marc Ribot -- electric guitar 

Francisco Navarro -- musical director, assistant arranger, nylon string guitar, guiro, clave

Vince Cherico -- timbales, toms, bongos, shakers, cymbals, guiro, woodblocks, clave, etc 

Ben Brown -- bass 

Roland Guerrero -- congas 

Hector Zarzuela -- trumpet 

Luis Lopez -- trombone 

Lionel Sanders -- bambo, chaj-chajs 

Larry Viveros -- charango 

Bill Ware III (см. тж. в секции ‘Jazz’) – vibraphone

1. Cumbia Lyla (5:51) 

2. Cumbia Macho (5:03) 

3. Hot in the Shade (5:08) 

4. Cowboy Cumbia (4:46) 

5. Cumbia del Norte (3:42)

6. Late Night Express (4:31) 

7. Last Boat Leaving (6:39) 

8. La Cumbia Loca (4:48) 

9. Stars Beneath My Feet (3:25) 

10. The Snakehandler (4:39) 

11. Cool Flame Cumbia (6:19) 

12. The Other Side of Sunrise (4:40) 

13. Coalminers Cumbia (3:51) 

14. New York Cumbia (7:02)
Music travels around the world evolving as musicians from different cultures influence each other.

Originating on the Atlantic coast of Colombia, Cumbia's roots are a combination of West African, indigenous, and Spanish traditions. Over the years, various other influences have been absorbed into the style, including Mambo and Jazz.

Nine of the songs on this recording are based on Cumbia, but have been transformed by the backgrounds of myself and the other performers. The other five songs are a mixture of Andean, Argentine, Caribbean, Brazilian and North American.

The musicians on this recording are among the best that New York City has to offer. They have performed and recorded with the top names in Jazz, Latin and North American popular music. Our diversity has made this an international conspiracy to create music. 

— Greg Ribot
Лёгкая ажурная музыка знаменитой колумбийской Cumbia + великолепные музыканты = идеальное воздействие для создания хорошего настроения (как у самих снобов, так и у всех окружающих).

	Marc  RIBOT
	Yo! I Killed Your God (Live SHREK)
	1999
	72:45
	label: Tzadik (New York)

Live Recordings 1992, 94.

Marc Ribot [g, v]; Roger Kleier, J.D. Foster [g]; Chris Wood, Sebastian Steinberg [b]; Dougie Bowne (см.), Jim Pugliese, Christine Bard [d]; Marc Anthony Thompson [b]; Francois Ladeau [d-progr]. Produced by John Zorn and Marc Ribot.

Shrek LIVE captures Marc Ribot’s wilder side, with an edge that cuts through steel. Featuring plenty of searing guitar work, cynical, impassioned vocals and several exciting cover tunes, Yo!  brings the visceral edge of one of the world’s most exciting and original guitarists to your own living room!

Rock and rap masterpieces aren't the result of a lifetime of experience and technique. They’re made by people who know they don't have decades of leisurely decades ahead of them to perfect their art, people worrying they're "too old to rock" at twenty five. Blade Runner's replicant leader made a virtue of necessity, claiming he lived that much more brilliantly for the brevity of his allotted span—a mere four years, about what it takes for a good band to suck.   —Ann Marlowe
1. I FALL TO PIECES
0:46

2. YO! I KILLED YOUR GOD
2:58

3. HUMAN SACRIFICE
10:03

4. THE WIND CRIES MARY (Hendrix)
6:36 

5. SOFTLY AS IN A MORNING SUNRISE (Romberg) 5:34

6. FOURTH WORLD
8:18

7. REQUIEM FOR WHAT'S HIS NAME
5:09

8. SOMEBODY IN MY HOME (Burnett)
3:10

9. CLEVER WHITE YOUTHS WITH ATTITUDE
2:31

10. EXPRESSIONLESS
1:49

11. JAMON CON YUCA (Valdes)
4:12

12. PULSE
8:08

13. CHANGE HAS COME (Ayler)
9:03

14. MON PETIT PUNK
4:16

	Marc  RIBOT
	MARC RIBOT Y LOS CUBANOS POSTIZOS:

Muy Divertido! (Very Entertaining)
	2000
	42:44
	label: Atlantic

Website: www.marcribot.com 

Marc Ribot [g, v]; Anthony Coleman (см.) [k]; Brad Jones [b, 12-str g (#4)]; E.J. Rodriguez [conga, perc, v (#6)]; Roberto Rodriguez [d, timbales, timpani, perc]; with special guests: Marcus Rojas [tuba]; Steve Nieve [organ]; JD Foster [b]; a.o.

Recorded by Andy Taub, Mixed by Andy Taub and JD Foster, Produced by JD Foster.
Марк Рибо был и остается "гражда​нином мира" в самом хорошем смысле слова. В его творчестве прекрасно ужи​ваются мотивы Центральной Африки, нойз, no wave, свинг и всё что угодно, вплоть до национальной кубинской музыки, которую он и представил на своём последнем альбоме, причём часть композиций написал сам.

Как всегда, виртуозная игра на гита​ре и врывающиеся подчас в латино​американские ритмические структу​ры жёсткие гитарные рифы создают нечто абсолютно неожиданное. Вели​кий Карлос Девадип Сантана просто отдыхает.

Марк стал известен после совмест​ной работы с Томом Уэйтсом (альбо​мы "Rain Dogs", "Frank's Wild Years", "Big Time"). После работы в нью-йоркских мелких клубах, после неу​держимого экспериментирования Ма​рку пришлось подстраиваться под эстетику музыки Уэйтса. И он с этим прекрасно справился, привнеся свои неповторимые гитарные пассажи в музыку Тома. Я до сих пор считаю эти альбомы Уэйтса лучшими.

Впоследствии, когда вышел диск Эл​виса Костелло "Spike", Рибо стал "поч​ти знаменит" и смог создать свою соб​ственную группу Rootless Cosmopolitans.
Многие приёмы игры на гитаре Марк перенял у Фреда Фрита, но яв​но собственным его изобретением ста​ла манера чуть-чуть расстраивать не​которые струны на гитаре, добиваясь таким образом явно диссонансного звучания, и совершенно потрясаю​щих эффектов.

Что касается кубинских музыкантов, участвующих в альбоме, то они просто великолепны. Ну а Марк Рибо ещё раз доказал миру, что играть он может аб​солютно разную музыку, от этнической до зверского индастриала, и это будет сделано всегда на высшем уровне.

	(Marc  RIBOT)
	Bill WARE:

"Sir Duke"
	2000
	55:42
	label: Knitting Factory

Bill Ware (см.) [vibraphone]; Marc Ribot [g].

1. C Jam Blues (Duke Ellington) 3:12 

2. I Got It Bad (Duke Ellington) 4:44
3. In A Sentimental Mood (Duke Ellington) 6:34
4. Mood Indigo (Duke Ellington/Barne Bigard) 7:28
5. It Don't Mean A Thing (Duke Ellington) 5:22
6. Solitude (Duke Ellington) 5:20
7. Caravan (Duke Ellington/Juan Tizol) 6:10
8. Come Sunday (Duke Ellington) 6:15
9. Take the "A" Train (Billy Stayhorn) 4:46 

10. Sophisticated Lady (Duke Ellington) 5:16

William A. Ware III is a multifaceted and multi-talented musician with wide ranging experience. At 15 years old, he began playing the vibraphone after years of studying the electric bass. In his early years, he taught Latin jazz bass at William Patterson College, and then in 1987, he got his first big break when he became a member of the Jazz Passengers. This critically acclaimed group was perhaps the single most important influence of his career. Soon after he explored the "acid jazz" scene with members of the Groove Collective. This critically acclaimed ensemble was one of the leaders in the that movement and the group has become famous all over the world. In 1995 Bill joined the reunited Steely Dan as a percussionist, touring with them throughout the US and Japan. No doubt, this was one of the most enjoyable experiences of his career. Presently, Bill's main work is with the Groove Collective who he records and tours with constantly. As for his other activities, last year Bill became involved with a large progressive musical movement in America called "Jam Bands". Lead by a core group of people such as founding member, DJ Logic, the jam band "Project Logic" has included a wide ranging, extensive list of guest performers from Sex Mob, Brandon Ross and Graham Haynes to this years featured artists, the "perfect improviser", Marc Ribot. Always open to new types of music and the latest trends, Bill is an artist who's antenna is always up and who has his finger on the pulse of the music scene. This time, to commemorate the 100th anniversary of the legendary jazz composer, Duke Ellington, Bill decided to record a CD of Ellington's songs. For the multitude of CDs dedicated to Ellington, this is probably the most unusual as it features only vibes and guitar. For his interpretation of Ellington's tunes, Bill chose as his partner the famous guitarist, Marc Ribot. Ribot is well known for his "funky and cutting" style, however, with his more recent work being heavily influenced by Cuban music, you'll find that his melody lines and solos have a definite Latin feel. Ribot continues to be the Knitting Factory's most famous and best loved guitar player. You would think that for a jazz musician, recording a CD of compositions of a jazz giant like Ellington, they'd be under an enormous amount of pressure. When you consider the number of big name artists and musicians who have performed and recorded Ellington's tunes over the years, then add the tradition of Duke Ellington himself, the task would become even more daunting. However, if you listen to the first phrase of the first song "C Jam Blues", you'll realize immediately that these guys aren't feeling one bit of pressure. "C Jam Blues" is a popular song that is often played at jam sessions and most musicians are very familiar with it. With such a well known song, musicians and music fans alike can quickly tell how good a player is and whether or not they know their Duke Ellington. But, these two approach the song as if they've casually said to each other, "Okay, let's play this song anyway we'd like to!" and then they just go ahead and do it. It's not that they have approached the tunes haphazardly. They have definitely thought about how they wanted to interpret the songs. The arrangements, the rhythms, the solos all have structure and are very well controlled from the beginning to the end, and if you listen to the CD, you can hear the distinctive parts of the two musicians. Compared to the endless number of other CD's covering Ellington's work, this one is bright and has a totally different flavor. Inside a vibraphone there are small rotating fans (or wings) that control the instruments' sustained and vibrato sounds. Bill has removed the tubes and fans from his instrument, connected it to a pick-up and run it through (direct-in) a Roland JC-120 guitar amp, thereby inventing his own unique sound. Bill's main signature sound is the vibrato that comes through the amp that he usually leaves turned on. However, when you listen to the CD it doesn't sound like the rotating fans have been removed. You can still hear the beautiful long sustained notes between the sounds of the guitar and the vibes and this gives the songs a very spacey or almost ethereal feeling which is very effective. If there was just this spacey sound, there could be the possibility of loosing the rhythm but Marc Ribot's sharp guitar riffs touch the listener's nerves directly. Marc's performance from his high tones to his low tones are always free ranging and dynamic. Without loosing a single phrase, he plays exquisitely - sometimes like a genius, sometimes very simply - like a novice. If you listen to this CD once, you may feel that these two artists' performances sound a bit incoherent. However, the tension created by the two instruments is one of the musical methods you will experience on this CD. Bill's sound is often surrounding or comes from the back where Marc's sound attacks from the front. This balance is another important part of the CD. More than just hearing the spacey vibe sound or the guitar, the listener should listen with his heart. Their performance is not focused on any one point, so you need to open your heart and mind. Additionally, when listening to this duo you should take into consideration that Bill is a multi-instrumentalist who plays percussion, piano, bass etc. and this also has a great influence on the format of the songs. Sometime he sounds percussive, sometimes melodious and sometimes there is that spacey feeling. His technique is deep and complex and that is what you will discover from this CD. 

-- SEIICHIRO MATSUNAGE, NYC, 2000.

	Marc  RIBOT
	Saints
	2001
	47:08
	label: Atlantic (USA)

website: www.marcribot.com 

Marc Ribot [g, v].

Saints -- Albert Ayler

Book of Heads – John Zorn

I'm Getting Sentimental Over You – Bassman/Washington

Emty – Marc Ribot

Happiness Is A Warm Gun – Lennon/McCartney

I'm Confessin' (That I Love You) – Daugherty/…

Go Down Moses -- Traditional

St. James Infirmary -- Traditional

Somewhere – Leonard Bernstein

Holy Holy Holy – Albert Ayler

It Could Have Been Very Very Beautiful – John Lurie

Witches and Devils -- Albert Ayler

Марк Рибо - экс-гитарист Тома Уэйтса, предста​витель нью-йоркского авангарда с пятнадца​тилетним стажем, ав​тор неузнаваемых кавер-версий группы Beatles, беспечный исполнитель аутентичной кубинс​кой музыки (совместно с груп​пой Los Cubanos Postizos).

- Доброе утро. Говорят, вы се​годня репетируете с Джоном Зорном. Чем вы занимаетесь на этих репетициях?

- Ну, знаете, Зорн, он отлич​ный композитор. Он всегда чётко знает, чего хочет. Ну вот, скажем, он мне говорит, какую именно гитару взять на репети​цию. Он знает все эти эффекты и примочки едва ли не лучше меня. Оттого репетиции у нас очень короткие. И сказать о них особенно нечего.

- Что вас может вывести из се​бя на концерте?

- Мне наплевать на то, как ве​дет себя публика. Единственное, чего я не пере​ношу, - это посторонних техни​ческих шумов: кондиционеров, холодильников.

- А вы в состоянии играть пья​ным?
- Да, я могу играть пьяным. И для пьяных - тоже.
- А гитару когда-нибудь на сце​не разбивали?
- Разве что случайно.
- Вы производите впечатле​ние крайне удачливого музы​канта. Можете припомнить какие-нибудь свои неудачи, мо​жет, партию какую не могли сы​грать?
- Знаете, мне действительно везло, я работал с массой вели​ких музыкантов. Но у меня не получилось стать нормальным джазовым гитаристом - каким я, если честно, долго пытался быть. То, что сейчас называют моим стилем или - как вы - мо​ей школой, - пятнадцать лет на​зад называлось совсем по-ино​му. Тихий ужас - вот как это на​зывалось. То, как я играл, про​сто выводило понимающих лю​дей из себя. И я, в свою оче​редь, дико расстраивался, что не мог играть так же быстро и технично, как нормальные ги​таристы. Довольно долго комплексовал. Но потом я подумал: ну и ладно, господи, Чак Берри вон тоже не шибко быстро иг​рает. Но в принципе, вы можете рассмат​ривать всю мою деятельность как один большой провал - в плане скорости игры или там гармонической сложности. Правда, нас много таких - про​валившихся (усмехается). 

- Говоря о великих - вы игра​ли с Марианной Фейтфул, Джоном Зорном, Элвисом Костелло, Томом Уэйтсом, Раль​фом Карни. Вы сами как-то по​влияли на них?

- Это надо у них спросить. Впрочем, мне очень нравится, что вы упомянули Ральфа Кар​ни (смеется).

- Вот вам сейчас позвонят и скажут: «Здравствуйте, мы мо​лодая панк-группа из Нью-Джерси, мы дико крутые, не могли бы вы записать с нами па​ру песен». Что вы ответите? 

- Я люблю записываться. Это же моя работа. Почему нет?

-- Еженедельный Журнал
На диске уживаются лабораторная компо​зиция, сочинённая Джоном Зорном, непритязательная песенка Леннона и Мак​картни, кусочек из «Вестсайдской исто​рии», госпелы, блюзы, психоделические опы​ты самого Рибо. Он же сделал аранжировки известных вещей - в соответствии со своим нынешним представлением о музыке. (...) На концерте надо было видеть, как из двух гитар, электри​ческой и акустической, извлекаются при​хотливые звуки. Всклокочённый усталый музыкант как будто не знал, что ему делать с инструментами. Казалось, что он ненавидит их, что все возможные способы игры пере​пробованы и осточертели. Согнувшийся в три погибели Рибо впадал в эпилептические припадки, тряс гитарным грифом, на кото​ром побрякивали какие-то скрепочки. Он быстро скрипел обслюнявленным пальцем по деке, молотил по ней кулаками, запихи​вал между струн ручку, елозил по ним на​дувным шариком.

Рибо мастерски фальшивит, замусоли​вает любой намёк на мелодию. Но посреди этого то ли эксперимента, то ли хулиганства гитарист вдруг находит три грустных и не​выносимо красивых аккорда. Он вслушива​ется в каждую паузу, а каждую ноту выдает с интонацией сентиментального пьяницы - в духе Тома Уэйтса, который записал с Рибо свои лучшие альбомы. Этот отчаявшийся пьяница знает, что такое настоящая красота, но сказать о ней может уже слегка заплетаю​щимся языком.

Из прослушивания диска не очевидно, что в музыкальной каше Рибо ищет простые по сути ценности. На концерте это кажется безусловным. Соединив в себе классическо​го блюзмена и классического же шумового авангардиста, Рибо чувствует себя вне каких бы то ни было рамок. Может сыграть что угодно и как угодно, знает про гитару гораз​до больше, чем нужно. Открыл в музыке, ка​жется, всё и теперь роется в старых вещах, словно надеясь найти что-нибудь по-настоящему ценное, не имеющее никакого опреде​ления, но чтобы было пронзительно, печаль​но и прекрасно.

---  Еженедельный Журнал

	Marc  RIBOT
	Soundtracks II
	2003
	52:33
	label: Tzadik

JOE SCHMO

Anthony Coleman (см.) [sampler, p]; Matt Darriau (см.) [cl]; Alex Foster [cl, s]; J.D. Foster [b]; Marc Ribot [g]; Roberto Rodrigues [d].

THE KILLING ZONE

Steven Bernstein [tp]; Mark Feldman [vln]; Jill Jaffe [viola]; Frank London [tp]; Marc Ribot [classical/el g, loops, sampler]; Jay Rodrigues [s]; E.J. Rodrigues [perc]; Ned Rothenberg [shakuhachi]; Peter Scherer [sampler, p]; Sebastian Steinberg [bass, arco bass].

REMIX FOR A FILM BY JENNIFER REEVES

Marc Ribot [g]; Ned Rothenberg [fl, s]; Francois Lardeau [d seq].

	Marc  RIBOT
	John ZORN:

"Masada Guitars"
	2003
	74:39
	label: Tzadik

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

	Marc  RIBOT
	Scelsi Morning
	2003
	53:08
	label: Tzadik

Marc Ribot [g]; Jill Jaffe [vln, viola]; Rob Thomas [vln, b]; Chris Wood [b]; Ned Rothenberg (см.) [cl, bass cl]; Anthony Coleman (см.) [p, pump organ, trb, sampler]; Ted Reichman [pump organ, accordion]; Christine Bard, Roberto Rodrigues [perc, d]; Eddie Sperry [sampler].

1. Bataille

2. Scelsi Morning

3. And Then She Fell…

4. Earth

5. Pennies From Hell

6. Geese

7. Our Daily Bread

8. Identity I-Shmentity

9. The Youth Brigade Triumphs Again (And Again)

10. Kabukitsch

	Geoffrey  RICHARDSON
	Viola Mon Amour
	1993
	63:24
	soft free-improvisation. 

G.R. [viola, violin,  old Strat, ac. g, ukelele, kalimba, whistles, bass].

Сольный диск скрипача из Penguin Café Orchestra (см.)

	Michael  RIESSLER
	Heloise
	1992
	54:23
	Michael  RIESSLER - см. тж. с: Mauricio KAGEL (в 'Alternative'); George GRÄWE;
label: Wergo, 1992 / Harmonia Mundi (USA), 1993

Michael Riessler [cl, s]; Michel Godard [tuba, serpent]; Valentin Clastrier [hurdy-gurdy]; Rabih Abou-Khalil (см.) [oud]; Brigitte Sylvestre [harp]; Gaston Sylvestre [cymbalon]; Jean-Louis Matinier [accordion]; Renaud Garcia-Fons (см.) [b]; Gerard Siracusa [d, perc]; Carlo Rizzo [tambourin].

1. Ghigo

2. Wilhelm Von Champeaux

3. Und

4. Paraklet

5. Nocturne

6. Neulich

7. Bophal

8. Organistrum

9. Lais

10. Boscaglia

11. Sic Et Non

12. Comme Dans Un Train Pour Une Etoile

13. Quanta Qualia

	Michael  RIESSLER
	STANKO, BRUNDL, RIESSLER:

“Suite Talk”
	1993
	56:06
	label: ITM

Michael Riessler [bass cl, cl, sopranino sax]; Manfred Brundl [b]; Tomasz Stanko (см.) [tp].

1. SUNIA (T. Stanko) 7:51

2. TOO PEE (T. Stanko) 4:12

3. SUITE-TALK ( II ) (M. Brundl) 21:28:

a. Brambtemoor 2.50; b. Ishi-Woo 5:20; c. Widecombe 6:17; 

d. Sombeams 4:28; e. Luckey Tor 2:25

4. SANDMAN (M. Riessler) 5:45

5. COBRA (M. Riessler) 5:48

6. GARY’s FEATHERS (M. Brundl) 6:55

7. THE EYE OFF THE HARRY CAME (M. Brundl) 2:25

8. VALSE (M. Riessler) 1:19

East-West Ode to Improvisation

The range is enormous: from sounds that seem meditative to expressive screams, from unaccompanied solos to tightly interwoven interactions. And through it all, the tension is never lost: the tris’s music reveals something flowing, agile and moving. This has something to do with the jazz tradition even though the scope of this music transcends the border of strict definitions. The folkloric comes as much into play as the European modern sound dimension. It's not a matter of a cleverly designed construction but rather of the sum of the experiences brought together, of the connection between feelings, of the correspondence of sovereignty in handling very different means and materials which is derived from a variety of fields of work. The carefully considered compositions of Tomasz Stanko, Manfred Brundl and Michael Riessler form so to speak the basic for stories which first take shape in the medium of improvisation. Although coming from comparatively different "worlds" the three musicians intuitively find ways to express common moods. And even when single pieces are organized as solo features, the overall impression is still one of balanced harmony in which each simultaneously plays and listens, radiates ideas and receives impulses. Almost orchestral effects are sometimes created by the interplay of the completely individual brass, woodwind and string sounds. This impression is strengthened through instrumental virtuosity, the flowing change of techniques or tone colors, and the capability of spontaneous counterpoint. The trio has come closer to achieving the always newly reaffirmed goal of the synthesis of spontaneity and form.

Music, Tomasz Stanko has recently stressed, is abstract; it's not about something. A piece which he and his wife listened to together seemed sad to him and yet conveyed to her a feeling of happiness. Indirectly, this observation is based on the acceptance of the emotional effects and something of the nature of the music of Tomasz Stanko. It is harsh and yet velvety, pressing and yet melancholic. It is, even when this may sound hackneyed, unquestionably "Polish". And so too does Michael Riessler's music show influences of the "folklore imaginaire" which developed in France. Involved here are not folk-music colors but rather so to speak trace elements, living ways of playing with widely branching roots in the subconscious. Manfred Brundl proves to be the one where all of the strands intersect in the sense of his creating the connections between such different musical characters as Stanko and Riessler. The bass is the basis; it creates continuity, provides impulses, and has the ability to provide a spatial dimension for the free-flying lines of the wind players. Here Manfred Brundl not only demonstrates his diverse talents as a jazz and classical instrumentalist, but also a strong sense of individuality. Ranging from the vocal to the discordant, he tautens a bow which proves to be both animated and inspired.

The three merge seemingly effortlessly and weightlessly: Tomasz Stanko from Warsaw, turned fifty years old in 1992, played at the beginning of his career with the legendary Krzysztof Komeda, and has been among the leading (and still not fully appreciated) trumpeters for years. Manfred Brundl and Michael Riessler, who belong to a rising generation and are continually expanding their areas of experience. Although perhaps not so obvious, there are a variety of allusions in the music of this trio.

Brundl dedicated, for example, the eye off the harry came to the guitarist, Harry Pepl, whereas gary's feathers refers to the bassist, Gary Peacock (with whom, incidentally, Tomasz Stanko once played in a group along with Jan Garbarek and Jack DeJohnette). suite-talk (II) conjures up the panorama of an English park. But wait, with the reminder still in mind that music is abstract, I will venture another concretization: it is the inner landscape of the three musicians which engulfs us. Although during Michael Riessler's phenomenal playing, particularly on the bass clarinet, the association to Eric Dolphy is hanging in the air, Riessler also shows that he has been influenced by German and French jazz musicians by his treatment of composers like Mauricio Kagel and Vinko Globokar, John Cage and Steve Reich, by interpretations of works of Stockhausen, and of course by working with Carla Bley. Manfred Brundl contributes experiences which he gained as a member of the Heinz Sauer Quartet and with his own groups, above all Brundl's Basslab. And yet the interplay creates something never heard before, something fully unconventional but yet in surprisingly convincing forms and commonly expressed moods which often seem ballad-like. If one can indeed call them ballads, then only on a level of abstraction which is as distance from Body and Soul as from the songs of Schonberg and the singing of Polish country folk -- far away and yet very rhapsodic. Pensively and with feeling, almost dance-like. Harmonious without requiring explanation. New music in the true sense of the expression, but yet playful.

	Michael  RIESSLER
	Honig Und Asche
	1998 
	51:47
	free jazz
label: enja

Michael Riessler [reeds]; Markus Stockhausen (см.) [tp]; Yves Favre [trb]; Michael Nick [vln]; Marco Ambrosini [nickelarpa]; Jean-Louis Matinier [accordion]; Renaud Garcia-Fons (см.) [b]; Robby Ameen [d]; Carlo Rizzo [tambourine]; and others.

“A tremendously ambitious work.” -- Guide

	RINNERADIO
	Joik
	2001
	54:52
	Удалой финский acid-free-jazz + с добавлением этники (финской, дремучей), но есть и типа Molvaer'а, и даже нечто минималистическое – ну просто отвязались ребята куда только могли. Но дело не в этом: всё сделано супер-здорово. Развлекает на все сто. Настоятельно рекомендуем.
label: AANI (Finland)

Tapani Rinne – saxes, clarinets

Wimme Saari (см. в 'Eurofolk'; + музыкантов с этого диска) – vocal
Kajasto – keys, progs, perc.

Jari Kokkonen – bass, keys

+ guests

	RISE  ROBOTS  RISE
	Spawn
	1993
	50:38
	acid-jazz-funk

	RITUAL TRIO
	Renaissance Of The Resistance
	1994 
	60:32
	Kahil El’Zabar - см. тж. ETHNIC HERITAGE ENSEMBLE
progressive / improvisational music.

label: Delmark

Kahil El’Zabar [d], Ari Brown [sax], Malachi Favors (см. тж. с: ART ENSENBLE OF CHICAGO) [b].

“Over a period of time,” says percussionist Kahil El’Zabar, “one learns how to survive while exploring unpopular areas and that devotion and commitment will eventually deliver, hopefully, an expression of elegance — because to rebel is not really a frustrated, frantic kind of energy... When you think about people who have spent a really long time developing ideas, concepts or ways of life contrary to popular motion, in order to do that they have to develop patience, sensitivity, greater understanding and most of all, focus. I know a period is coming soon which will reflect this kind of commitment — because the last 15 years have been in a much more conservative revisionist mode — and nothing stays the same forever.” This then is what El’Zabar has in mind when he calls his latest release ‘Renaissance of the Resistance’. It’s meant as a harbinger of things to come, the imminent frution of the long saga of what can be called, for lack of a handier term, the jazz avant-garde. Specifically, he says, “those folks who have been cognizant in terms of the traditions of this music — those people in their 40s to 60s who have really advanced the language during the past twenty years — and have maintained developing individual voices.”  Don’t be misled, though — the Ritual Trio is not about the return of the fire-breathing brigades of the ‘60s, come back to reclaim musical space inhabited by a young generation of buttoned-down post-bop clones. It is, rather, a very ’90s version of progressive improvisational music — eclectic in mood and influence, willing and able to look back and reach forward; post-modern in a sense but lacking, thankfully, that overdone po-mo taint, irony. How the Trio avoids the sometimes distancing effect of eclecticism is through emotional commitment — a quality which El’Zabar sees as having become somewhat rare in the current music scene. “In all of the developments in the music,” he says, “from Baby Dodds, Armstrong and Jelly Roll, through Byrd and Diz to Ayler and Trane, feeling was a very important dominant in terms of whatever intellectual investigations were going on — and that’s something that’s very different in today’s music across the board, not just in jazz — as we’ve didactically separated the forms, we’ve forgotten that the essence of music’s development was that emotional impact called feeling. The music wasn’t separated like it is today. Jackie Wilson and Sam Cooke influenced me as well as Trane. By the time I was 11 I was playing in the clubs and in 1969 (at 16) I joined the AACM — but I did a lot of R&B stuff too. And these days I still listen to a variety of things — Bulgarian choir music, Tibetan monks, Pygmy music, Brazilian music...”  It’s this openness which informs the Ritual Trio’s non-parodistic commitment to variety. El’Zabar’s Trio co-horts are longtime associates from the Chicago scene who share his varied background and determination to keep mind and ears open. As El’Zabar sums it up: “Why do I call it the Ritual Trio? Well, it means when we do the music it’s not just a function, a gig, but actually a celebration, a ceremony — or ritual — that codifies our purpose as human beings through this gift of music.”  A rather lofty vision, but one borne out by the music on this disc — a music that mixes high seriousness with a compelling investment of, like the man said, feeling.  — R. C. Walls.

	RITUAL TRIO
	Big Cliff
	1995 
	64:37
	label: Delmark

Kahil El'Zabar [perc], Ari Brown [sax, p], Malachi Favors [b]. Special guest: Billy Bang (см.) [vln].

live 1994

    None of which answers that initial question about the Ritual Trio’s name; for that, we turn to El’Zabar himself. “The idea was that the nature of the performance and the band itself would be related to a ritual, such as those that exist in folk cultures around the world. It’s musicians relating those folk traditions to the urban contemporary experience. And that kind of epic, I guess, is where I’m at in my life right now.”  El’Zabar gave that explanation a few years before this recording, but nothing since then has altered its value. To the contrary: as the urban experience grows more complicated and divisive, the traditions that gave meaning to earlier generations become all the more necessary. And as the epic sweep of El’Zabar’s music continues to shape his own life, it provides guidance and sustenance for the rest of us as well.  Even modern physics has yet to dimensionally shift four musicians into a trio. But with the guest appearance of Billy Bang that is exactly what has happened. Unique among the Ritual Trio’s recordings, ‘Big Cliff’ brings together elements of past and present, and in doing so generates some of the most powerful music under this band’s name. Both Bang and Ari Brown challenge each other to play either the wooliest or the prettiest solo on a given piece and in doing so they more than double their individual power. Favors always keeps things down to earth while El’Zabar’s lanky, slyly explosive style manages to expand even further the group’s open-sky sound.  — N.Tesser.

	RITUAL TRIO
	Africa N’Da Blues
	2000
	71:23
	label: Delmark (Chicago)   www.delmark.com 

Kahil El’Zabar [d, perc]; Ari Brown [p, t&s s]; Malachi Favors [b]; Pharoah Sanders (см.) [t s]; + Susana Sandoval [spoken word artist on 2].

Produced by Kahil El’Zabar.

1. Ka-Real, take 2 (Joseph Bowie)

2. Africanos/Latinos (El’Zabar/Sandoval)

3. Miles’ Mode (Coltrane)

4. Autumn Leaves (Kozma/Mercer/Prevert/arr. Ari Brown)

5. Africa N’Da Blues (El’Zabar)

6. Pharoah’s Song (El’Zabar)

7. Ka-Real, take 1 (Joseph Bowie)

Even for a drummer, Kahil El'Zabar focuses a lot of energy on the subject of time.

"But," El'Zabar explains, "I don't think in terms of the ‘time game’ — where this is in the past. and this is the present, and that's in the future, and then you trace a steady arc of civilization throughout history. What about when you find an eailier civilization but see a more evolved cultural development? For instance, take the Egyptian dynasties, which 4,000 years ago had rudimentary brain surgery and built the pyramids: then move on to, say, 100 A.D., with none of those skills being translated to the popula​tion of that period." The technological freefall of the Dark Ages in Europe; the impoverishment and superstition that followed the collapse of the Incan Empire; in our own time, the spiritual stultification that replaced a millennium of creativity in newly communist Poland and Czechoslovakia, and the return to tribal warfare that destroyed the former Yugoslavia: all these examples bolster El'Zabar's analysis.
Naturally, though, it comes back to the music — specifically the adventurous, liberating, and often confrontational music that Albert Ayler and Ornette Coleman and John Coltrane and the Art Ensemble of Chicago produced in the 1960s. Their music once shaped El'Zabar, a young percussionist and poet, into a prolific bandleader and arts activist: but he can't see why that fact should resign these artists to his past.
"They had a chemistry, a telepathy, and their music stands the test of time. These ideas are not confined to one period, but are an ongoing, breathing experience that has had an impact on my life. . . . So the idea that there is a so-called ‘resurgence,’ a nostalgic relationship with what some people call the avant-garde — it's elusive. It almost runs away from you in a sense, because these are great artists who are constantly defining their ideas." And El'Zabar has found a source of vitality in his own music by redefining his relationship with such artists. "The goal has always been to develop one's own personal​ity and not just mimic what you hear. So when I have the chance to engage folks who've seen me since I was a teenager, and watched my growth as a human being and a musician, it's important for me to reassess my relationships with those who were the teachers — to develop relationships with these peo​ple as my peers."
Thus, on the Delmark album Conversations (DELMARK 514) saxist Archie Shepp met the Ritual Trio, establishing a cross generational bridge between the 1960s firebrand and El'Zabar's 20-year old band. Before that, with the band Bright Moments (on the album Return Of The Lost Tribe, DELMARK 507), he worked similar magic with reedists Joseph Jarman and Kalaparusha Maurice McIntyre, two founding mem​bers of the AACM. And now, on Africa N'da Blues, the Ritual Trio hosts Pharaoh Sanders — allowing El'Zabar to write the next chapter in what has become a continuing study of the music that shaped his future.
Sanders, like Shepp, represents a direct link to the patron saint of the avant-garde, John Coltrane (having worked in Coltrane's expansive combos of the mid-1960s). And as the guest of honor on this album, he supplies living, fire-breathing, ambrosia-bearing proof of the ongoing revolution that El'Zabar paints so vividly above. The saxophonist's powerful yet buttery tone slices through the decades, allowing him to beguile both old fans and new converts: listen to his loping, lanky solos on the two takes of "Ka-Real." But that tone, like his sweet, swooping lyricism and his vibrant timbral explosions, are not mere gifts from God: as El'Zabar admiringly points out. "Pharaoh Sanders is a guy who still puts in four hours a day prac​ticing. The multiphonics [notes split into two or three tones] that he plays, and the note-bending and note-breaking — you can't do that without a lot of practice. . . .
"So you see, there are cats that are still growing and embodying a certain kind of excitement. It's not about whether you're getting better as a player, but about the striving to get better."

For El'Zabar, it's also a matter of re-establishing the communality that once played a greater role in the development of this music. "The fabric of the community, and the role that music plays in it, is very different from when I was 15 or 16. In the late 60s, being a teenager then, guys were playing music that was almost radio-friendly, in that people danced to it; in fact, that's the last I remember of actual dancing to live music, not to decays but live music, in a social setting. So when I deal now with the sound of Pharaoh Sanders, I remember 1969, hearing 'The Creator Has A Master Plan' [perhaps Sanders's best-known record​ing] on WVON-AM — on the radio — as a hip song of that time. This music that was later chronicled as 'avant-garde' was actually part of a social fabric that an entire community related to."

All of which would be nothing more than high-minded theory — except for the strength of the performances here. Sanders has enjoyed a renaissance of attention during the 90s, but has rarely sounded as he does here, challenged by three musicians that draw on his influence but are leaders in their own right.

Malachi Favors Maghostut made his resonant bass lines and dry wit a foundation-stone of the Art Ensemble of Chicago throughout its 35-year existence; a Sanders contemporary, he provides the Ritual Trio with an ongoing example of El'Zabar's time-travel philiosophy. Ari Brown, in El'Zabar's words, has earned a reputation as "a true professor of music. I still get a kick out of hearing all these guys, like Shepp and Pharaoh, express their respect for his work. and his intellectual as well as tech​nical achievement on the horn." The Ritual Trio offers Brown a showcase for his versatility: on this album, he plays a great deal of piano (his "second instrument") behind Sanders and matches up bril​liantly in the two-tenor treatment of "Miles' Mode." And Susana Sandoval, a Chicago poet and spo​ken-word artist, brings her deftly evocative inflections to "Africanos/Latinos," a new American anthem on which she collaborated with El'Zabar.

Such a work as "Africanos/Latinos," with its message of universality, fits perfectly in a proj​ect starring Pharaoh Sanders. In his music you can hear the church, the blues, Africa, and otherworldly kinds of stuff. "We listened to that music when we were young, trying to be like Sun Ra — we even had a band called the ‘Cosmos Messengers’ — and Pharaoh was just a whole different thing in terms of the romance in his music. We were looking at the entire lifestyle of the personalities we idolized — not just what they played, but what came through them when they played. It was about getting to the spirit, and Pharaoh was definitely one of those entities who represented an accessibility to the spiritual plane."

He still is — just as today, Kahil El'Zabar's Ritual Trio represents an accessibility to this music's rich historical perspective. The past is prologue; the future comes home to roost. And in the arms of this music, the present is anything but tense.

---- NEIL TESSER author. The Playboy Guide To Jazz (Plume)

	Luis  RIZZO
	Tristesse
	1995
	54:42
	label: Materiali Sonori

Luis Rizzo [g]; Cesar Stroscio [bandoneon]; Susanna Rizzi [v]; Adrian Politi [g]; Carlos Carlsen [b].

	Luis  RIZZO
	Suite El Barrio
	1997
	25:39
	label: Materiali Sonori

Luis Rizzo [composer, g]; Eduardo Garcia [bandoneon]; Alain Petit [violin]; Daniel Lagarge [b]; Adrian Politi [g].

When I have the good fortune to find myself in the presence of an "inspired" piece of work, whether it is a painting, an own-goal by Comunardo Niccolai or a musical composition, I cannot help asking myself from just where what we define inspiration actually comes.

It has been a long time, after all, that this question has been plaguing mankind. To us as spectators it is of little or no importance whether the heavens themselves supply the melodies, as Mingus used to say, or if the Centre of the Earth is the one to send plutonic telegrams, as Gadda maintained. Obviously it is a matter for the experts, which we are quite happy to leave to poets, artists and their business consultants. I think however that I can quite safely state that the Muses of the Popular Arts, such as Tango or Jazz, are very unlikely to have an office in the city centre: instead they will tend to roam about those suburban districts where life is less artificial. And where the "Suite El Barrio" (the Quarter) is concerned it is without a doubt the Asphalt Tango Muse to have provided Luis Rizzo with the perfumes, the flavours, the faces and the feelings of this Barrio of Buenos Aires, so vividly lyrical to no longer be mere Geography, but a place of dreams and nostaglia, an authentic Soul Quarter.  ---  Marco Castellani

	Max ROACH
	Max ROACH  & Anthony BRAXTON:

"Birth And Rebirth"
	1978 
	43:20
	label: Black Saint

Max Roach [d], Anthony Braxton (см.) [reeds].

	Max ROACH
	Max  ROACH   and Cecil  TAYLOR:

"Historic Concerts"

[2 CD]
	1979 
	51:19 55:24
	label: Soul Note

Cecil Taylor [p]; Max Roach [d].

“Before this concert I thought Max Roach was the king of  bebop drummers. Now I know he's the king of the drummers.”

-- Jerome Cooper

"Used with permission of down beat, The Soho Weekly News, The Village Voice, The New York Times”

PERCUSSIVE PIANIST MEETS MELODIC DRUMMER by LEE JESKE (down beat, April, 1980)
Maxwell Roach is the most melodic of jazz drummers. Cecil Percival Taylor is the most percussive of jazz pianists. Max Roach plays the jazz trap set with the touch of an angel while Cecil Taylor frequently plays the piano with his fists, palms and elbows. Roach has always been open to innovation, mov​ing easily from bebop, which he helped pioneer, to hard bop to free improvisation. Taylor on the other hand, has been al​most xenophobic, playing his own conceptually two fisted piano, frequently devoid of obvious harmonic and melodic structures, with a small coterie of musicians including saxophonist Jimmy Lyons, a 20 year member of his unit and drum​mer Andrew Cyrille, a 15 year member.

When it was announced that Messrs. Roach and Taylor would be meeting for two performances of duets at Columbia University, the New York jazz community buzzed with antici​pation. 

The first reaction to the pairing of Cecil Taylor and Max Roach was one of surprise, but after a moment's thought the idea didn't seem that farfetched at all. In the past several years Taylor has opened his deeply personal musical con​texts to new ideas, however cautiously. On April 17, 1977 Car​negie Hall was the site of a concert entitled "Mary Lou Williams and Cecil Taylor. A Concert of New Music for Two Pianos Exploring the History of Jazz with Love." Early in '79. Tony Williams' Joy Of Flying LP (Columbia) featured an intriguing duet between the drummer and Cecil Taylor. Max Roach, on the other hand, has been embracing the newer innovations of iazz for the past three decades. Rather than resting on his bebop laurels, Roach quickly formed one of the most influential hard bop bands in the '50s, co-billing himself with the young Clifford Brown. He was, perhaps, the most influential drummer of the '60s avant garde -- Ed Blackwell, Dennis Charles and Sunny Murray all acknowledge their debt to Max Roach's melodic methods on a trap set. During the '70s Roach was at the helm of a quartet which was playing lengthy pieces with few harmonic restrictions, and in the late '70s Max Roach recorded duet albums with Archie Shepp (in Italy). Anthony Braxton (in France) and Dollar Brand (in Japan).

"But the one with Cecil was the one I looked forward to." says Roach. "That one was on my mind all the time. I've known Cecil and we've always said hello and I'd say, 'Cecil, I hope someday we'll do something together.' And he'd say, 'Well, I'm looking forward to it.'" 

"He used to play drums," said Max. "and my first instrument was piano, gospel piano in a church. Crazy!"

Not really crazy. Cecil Taylor is a kind of percussionist. In her book As Serious As Your Life, British jazz critic Valerie Wilmer suggests that every time Cecil Taylor sits down at the piano he is playing "88 tuned drums." Wilmer continues, "Cecil Taylor is different. He has often performed in a solo context but he needs drums, he likes drums. His collaboration with the percussionist is an Afro-American collaboration, an inter​weaving of polyrhythms." Cecil himself told Wilmer, "We in black music think of the piano as a percussive instrument: we beat the keyboard, we get inside the instrument."

Max Roach, on the other hand, is the most melodic of drummers. In The Sound Of Surprise, a collection of his New Yorker pieces, Whitney Balliett wrote, "Though perfectly exe​cuted, his solos are made up of so many contradicting rhythms and disconnected, rapidly rising and falling pyramids of sound that the beat, which they are supposed to be embroi​dering, disappears. Indeed, it is not unusual to find oneself hypnotized by the lightning concatenation of sounds in a Roach solo, and then, astonishingly, to discover that it has been managed wholly without imparting rhythm." 

It was a truly momentous meeting, and one which kept the jazz world buzzing for days. Everybody was impressed and everybody agreed that something happened.

Not long afterward I spoke with Max Roach. "What I think Cecil and I did mainly -- we both were familiar with each other's work, and as Stanley Cowell so aptly put it, we co​existed. We didn't rehearse as such -- what we did was we sat down and dealt with each other as two human beings and when we found out that we could live with our own attitudes and thoughts about life and things in music and liberty and all the other things that people talk about, we knew that we could deal with each other on stage. And it was pure improvisation, we just dealt from that point of view and we knew from experience that something would happen if we went our own ways but were sensitive to each other at the same time. And I think we co-existed."

"Cecil and I both agree that what we want more than any​thing else is the kind of visibility -- we want people to hear the music, so it's not just a matter of people giving us a lot of mo​ney or anything like that. We'd like the people to hear it and just see how they feel about this type of music. This combina​tion takes us into another area -- certainly it does that to me. I was with Dizzy last week and he said. 'Now tell me about these duets.'" The monumental meeting of two of the stylistic fathers to dozens of these young musicians can only be a good sign for the state of the art of jazz at the dawn of the new decade.

A very good sign.

	Roberto Luis RODRIGUEZ
	El Danzon de Moises
	2002
	44:31
	label: Tzadik

The dynamic Latin percussionist for Marc Ribot's Postizos, the Miami Sound Machine, Joe Jackson and a variety of other groups here excavates the fascinating world of Cuba's little-known Jewish community. Roberto's firsthand experience with both Cuban and Jewish traditions have resulted in a brilliant recording blending the two into a seamless new music. Featuring an all-star lineup El Danzon de Moises is a CD that will make you think, make you laugh and make you dance.

Moises no esta muerto, porque Moises es el amor / Moses is not dead, because Moses is love

- JOSE MARTI

ROBERTO Luis RODRIGUEZ trompeta

DAVID KRAKAUER (см.) clarinete

MATT DARRIAU (см.) clarinete, trompeta china

PETER APFELBAUM soprano sax

MARK FELDMAN (см.) violin

JANE SCARPANTONI cello

MARCUS ROJAS tuba, bombardino

TED REICHMAN acordeon

CRAIG TABORN piano

BRAD JONES bajo

SUSIE IBARRA (см. в ‘Alternative’) percusion

ROBERTO JUAN RODRIGUEZ percusion

	Sonny  ROLLINS
	The Bridge
	1962
	40:55
	with: Jim Hall [g], B.Cranshaw [b], B.Riley [d]

	Sonny  ROLLINS
	On The Outside
	1962
	61:53
	with: Don Cherry [tp] (см.); B.Cranshaw [b]; B.Higgins [d]

	Aldo  ROMANO
	Non Dimenticar
	1993
	50:45
	Aldo  ROMANO – см. тж. с: Louis  SCLAVIS
post-bop  балладного плана. Замечательный проект, прекрасные музыканты, хотя их имена мало кому известны.
label: MLP Jazz (PolyGram – France) 

Paolo Fresu [tp, fl h]; Franco D’Andrea [p]; Furio Di Castri [b]; Aldo Romano [d].

Although born in Italy, Aldo Romano moved to France with his family at a young age. He was already playing guitar and drums professionally in Paris in the '50s when he heard Donald Byrd's group with drummer Arthur Taylor. Since then, he has dedicated himself to the drums and contemporary jazz. In Paris jazz clubs like le Chat Qui Peche and the Cameleon, Romano has accompanied visiting Americans like Jackie McLean, Bud Powell, Lucky Thompson, J.J. Johnson, and Woody Shaw while also exploring free music with Don Cherry and Gato Barbieri, Frank Wright and Bobby Few, Michel Portal, Francois Tusques, Jean-Louis Chautemps, and Steve Lacy. Romano's boundless curiosity for any living music brought him in contact with electric jazz in the '70s, playing at the Riverbop with longtime associate/bassist Jean-Francois Jenny-Clark, in addition to Francois Jeanneau, Henri Texier, Charlie Mariano, and Philip Catherine. In 1978, he released his first album as a leader with Claude Barthelemy (Il Piacere, OWL), followed by 1980's Night Diary with Didier Lockwood and Jasper Van't Hof, and 1983's Alma Latina with Philip Catherine. In 1980, Romano brought pianist Michel Petrucciani to the world's attention, introducing him to the producer of Owl Records. His Italian roots were lovingly remembered with the foundation of his Italian Quartet with Paolo Fresu, Franco D'Andrea, and Furio Di Castri. The quartet recorded To Be Ornette to Be and Water Dreams (Owl) and Non Dimenticar, a collection of Italian songs (Verve). Palatino - named for the Rome-Paris night train - also includes Fresu, with Glen Ferris on trombone. Intervista (Verve, 2001) - with bassist Palle Danielsson, saxophonist Stefano di Battista, and Brazilian guitarist Nelson Veras - is a magnificently played overview of his musical career, with Ornette Coleman-ish tunes, Latin-American compositions, and operatic arias; a bonus CD contains a charming interview.

	Aldo  ROMANO, Louis SCLAVIS, Henri TEXIER
	“Le Querrec: Carnet De Routes”
	1997
	47:28
	label: Label Bleu

rec. 1994-95
This recording from the West African tours of the Romano/Sclavis/Texier trio in the early '90s is one in a series of three. That this band played in Africa and was documented by photographer Guy LeQuerrec (who suggested the tour to the various African arts councils in the first place, and is credited here with playing "Leica") was remarkable in and of itself. There were many better-known trios and quartets at the time, but the music Romano/Sclavis/Texier made as a result of Africa's inspiration is nothing less than mindbending (and the packaging that comes along with this disk and its partners too). This trio, with Sclavis' soprano saxophone and clarinet on the front line, Texier's lower-than-low contrabasse, and Romano's drumming, which is reminiscent of an even more sophisticated Ginger Baker (Romano plays with the power of a rock drummer with all the sophistication of Max Roach or Elvin Jones), is an almost overwhelming entity on this recording. Elements of not only jazz in all its configurations but funk, French folk music, West African griots, and the melodic influence of the late Johnny Dyani from South Africa all boil down into one intense pot of musical empathy and innovation. These cats are all composers who know the strengths of each their band members. When melody lines come off Sclavis' horn and are tied in separate octaves to Texier's bass playing, creating a new chromatic color to the proceedings, such as on "Bororo Dance" and "Flash Memoire," listeners get to hear music in the process of being created from nothing but the abilities of its makers. This is a trio that owes nothing to Sonny Rollins but perhaps something to Steve Lacy's trio and Pierre Doerge's New Jungle Orchestra. This band swings like a vine and jams like they are on a bandstand in a small club in front of a full audience of other musicians.

tracks:

Standing Ovation 

Vol 

Daoulagad

Bororo Dance

Annobon

Les Petits Lits Blancs

Flash Memoire

Korokoro

Entrave

	ROOM
	Hall Of Mirrors
	1991
	57:43
	label: Music & Arts (CA, USA)

Chris Brown (см.) [p, k, perc]; Larry Ochs (см.) [sopranino&tenor s]; William Winant (см. тж. с: Chris BROWN) [perc, vibes]; Scot Gresham-Lancaster [live electronics].

1. Three to Two

2. Still Dance

3. Wavelength

4. Hall of Mirrors

A typical room has four corners, but depending on how you look at it, a corner is an intersection of two, three or four different planes. In parallel fashion, ROOM is a unit defined by the meeting of its four individual members—Chris Brown, Larry Ochs, William Winant, and Scot Gresham-Lancaster — with each musician representing a vast field of musical possibilities and each field ebbing and flowing according to demands of the moment.

Individually, the ROOM members have long been tugging at the elastic potential of music. Pianist and electronics designer Chris Brown has performed his music frequently at the New Music America Festivals and extensively throughout Europe, and he has composed commis​sioned works for the Berkeley Symphony and Rova Saxophone Quartet. Since settling in the San Francisco Bay Area in 1978, the Illinois native has built his own electro-acoustic instruments, co-founded an electronic music label (Artifact Recordings), collaborated in a computer music band, The Hub, and taught at both Mills College in Oakland and the San Francisco Art Institute.

Saxophonist Larry Ochs is best known as a founding member of the San Francisco-based Rova Saxophone Quartet, the innovative all-reed group that abolishes the boundaries between composition and improvisation, both in its original pieces and in collaborative works with such composers as Terry Riley, John Zorn, Alvin Curran, Butch Morris, Fred Frith, Henry Kaiser, and others. Rova's 1986 album, The Crowd, featuring Ochs' extended compositions "Room" and "Knife in the Times," was cited by Wire Magazine as one of the top fifty albums of the 1980s, and two albums documenting the quartet's 1983 and 1989 tours of the Soviet Union, Saxophone Diplomacy and This Time We Are Both, vividly capture Rova's border-crossing brilliance.

Percussionist William Winant transcends the current "world beat" fascination with African, Carribean and Latin American rhythms by extending his drumsticks, mallets and fingertips into and beyond Pacific Rim musical territories, and by performing with such avatars of music as Kronos Quartet, Steve Reich, Anthony Braxton, David Rosenboom, John Zorn, and Frank Zappa. A faculty member at Mills College, principal percussionist with the Cabrillo Music Festival and the San Francisco Contemporary Music Players, and one-third of the acclaimed Abel-Steinberg-Winant Trio, Winant has had compositions written for him by Terry Riley, Frederick Rzewski, Gordon Mumma, Alvin Lucier, and Somei Satoh, and has recorded pieces by John Cage, Lou Harrison, Morton Feldman and others.

Electronic musician Scot Gresham-Lancaster has been exploring and bending the musical frontiers of computer technology for the past twenty years. Since studying music at Mills College with Blue Gene Tyranny, Robert Ashley, and Terry Riley, he has served as Technical Director of the Centerfor Contemporary Music at Mills, as well as audio engineer and lecturer in electronic music at California State University at Hayward. In The Hub, with Chris Brown and others, Gresham- Lancaster reintroduces the elements of unpredictability and surprise into the circuitry that connects computer programming and human performance, so that technology enhances rather than replaces the fundamentally social nature of group music-making.

In ROOM's music, it is often impossible to differentiate between the so-called "natural" and the machine-generated sounds. Here, the electronics are active participants, playing hide and seek with the other instruments of the ensemble. Interactive computers, processors, and synthesizers form an animated net, catching, holding and propelling moments of sound in a web of interrelationship. Although the elec​tronic technology is indispensable furniture in this room it becomes virtually indistinguishable as anything otherthan one of many musical components during the creative process.

Moreover, the music you hear on Hall of Mirrors is the music that was made on the spot. The electronic processing and percussion samples on "Three to Two," "Still Dance," "Wavelength," and "Hall of Mirrors" were all performed in real time as integrated aspects of the music, and not added to the music in post-production. In "Hall of Mirrors," for instance, the progression of electronic echoes and effects resulted from interactions between the players and the electronics, mediated by the keyboard player and a computer program.

What you hear on this second ROOM recording — the first was a 1989 trio release on Sound Aspects — encourages you to abandon widely held dualities around which we organize so much of our "common sense" understanding of the world, such as inside and outside, acoustic and electronic, harmony and dissonance, reason and feeling, structure and freedom, What you won't hear are the oft-reworked cliches of 20th century composition, jazz improvisation, or world music fusion. It's a place where the musicians are daring enough to wander weightlessly through empty space or be sucked into the gravity of a super dense black hole, sound hard and steely at one moment and expose their emotions at another — most certainly a room with a view of its own.

© 1992 Derk Richardson

	ROOMFUL OF BLUES
	Turn It On! Turn It Up!
	1995
	43:20
	neo-swing 

label: Bullseye Blues (Rounder Records Corp.) (USA)

Sugar Ray Norcia -- vocals & harmonica 

Bob Enos -- trumpet 

Carl Querfurth -- trombone 

Doug James -- baritone sax 

Rich Lataille -- alto & tenor saxes 

Matt McCabe -- piano 

Chris Vachon -- guitar 

Ken 'Doc' Grace -- bass 

John Rossi – drums

1. Blind Love

2. I Left My Baby

3. Turn It On, Turn It Up

4. Angry Woman

5. If You Know

6. Slam Jam

7. Danger Zone

8. Gettin’ Out

9. One Beyond Drive

10. Marie, Marie

"Aim the beat at their feet!" is the tireless maxim that expresses the character and guiding principle of Roomful of Blues, the most danceable swinging blues band on the planet.

Roomful's latest album, Turn It On! Turn It Up! brings dance fever into your rec room. Clear out the furniture and toss the cats outside. Slip the disc into the player and choose a partner. Do exactly what the album title urges. After a few seconds of the Roomful beat you'll feel the kinetic inspiration to whoop and holler. Have a ball. Blow your wig. Trip the light fantastic till the floor buckles.

As always, Roomful appropriates the historic black music styles of jazz and blues. But, importantly, the band does so with tremendous respect for and understanding of what's been borrowed, never bleaching out the grit. The guys rummage through the great archival storehouse and come away with forgotten gems that gleam again with expert, spirited furbishing. It follows, then, that singer-harp player Sugar Ray Norcia, making his second recording with Roomful since signing on in 1991, invests B.B. King's "Blind Love" (the little-known flip side to the Beale Street Blues Boy's 1952 career-rocketing R&B chart hit "Three O' Clock Blues") with ardent feeling. Right there to fan the flames are his jumpin' colleagues, notably Chris Vachon on guitar and the world-class horn section. "Danger Zone," a song written by blues poet Percy Mayfield for Ray Charles, flares with a slower-burning candescence — baritone saxophonist Doug James waxes confessional at the start and Rich Lataille later adds a slightly sad-hearted alto commentary which serves as an emotional foil to the unflappable charm of Ray's vocals.

Roomful becomes a juggernaut of hard-driving, vintage-style rock'n'roll when offering the escapist fun of Larry Williams' "Marie, Marie," while it's a further tribute to Roomful's gift for rejuvenation that they've given fresh life to "I Left My Baby," a tune that dates back to the '40s and the great Count Basie & His Orchestra. Here Sugar Ray's superb singing evokes the smooth spirit of the greatest blues singer of all time, Jimmy Rushing; piano man Matt McCabe is in good form as always, with his tasty interjections, and the four horns blow like a warm wind from ol' Kansas City herself.

As someone who deserves to be marked among the very best of the younger R&B tunesmiths, Sugar Ray shows a splendid sense of wit, pace and dramatic gesture in his three contributions to the album. "Angry Woman," a hilarious tale of domestic distress, has Ray weaving his Chicago blues harmonica and his spry singing against the intense rhythmic backdrop. "Gettin' Out" depicts in rumbling blues terms the desperation of someone looking to escape the rat race — Vachon's agitated guitar and the flashes-of-lightning horns dog every storm-and-stress step of the rhythm section. The final Sugar Ray number, "If You Know It," finds the vocalist phrasing with characteristic sureness and control as trumpeter Bob Enos soars out of the already high-flying horns.

Chris Vachon also sparkles as a composer, generating a pair of jubilant tunes. "Turn It On, Turn It Up," an ode to the power of music to fire emotions, swings from the heels, while "Slam Jam" turns guitarslinger Vachon loose in tough-minded battle with steady bassist Kenny Grace and John Rossi behind the drum kit. Rich Lataille, a major league blues-jazz saxophonist, chips in with "One Bayou Drive," an immensely satisfying instrumental whose solos from trombonist Carl Querfurth, Doug James and the songwriter remind us of the inventive flair that goes hand-in-hand with technical acumen and sincere feeling whenever the Roomful horn players break from the riff action and stretch out.

It must be mentioned that drummer Rossi has been Roomful's dance battering ram seemingly forever. Directing the flow of mid-tempo rhythmic energy with exactness and discipline, he pumps his bass drum like a piston, keeping the beat pushing inexorably forward, communicating the power of muscular, firm drumming without drawing undue attention to himself. (Well, the aforementioned "Slam Jam" does thrust him in the spotlight, but it's a rare occurrence.) Probably no higher praise can we bestowed on the Roomful drummer than to say his unheralded talent brings to mind such great history book drummers as Jimmy Crawford (Jimmy Lunceford's band) and Panama Francis (Lucky Millinder's band and countless classic rock 'n' roll ses​sions).

Roomful of Blues, now, then and forevermore dedicated to aiming the beat at your dancing feet. Amen for that.

— Frank-John Hadley (Frank-John Hadley is the author of The Grove Press Guide To The Blues On CD and has written about Roomful in publications such as The Boston Phoenix, Down Beat, BluesWire and Jazziz.)

	Josh ROSEMAN Unit
	Cherry
	2000
	56:38
	Josh ROSEMAN – см. тж. с John ZORN; Matthew SHIPP; Uri  CAINE;

label: enja   www.enjarecords.com 

www.joshroseman.com 

JOSH ROSEMAN UNIT:

JOSH ROSEMAN -- TROMBONE
LESTER BOWIE (см.) -- trumpet
MATT SHULman – trumpet
DAVE JENSEN -- TENOR SAX
BOB STEWART -- TUBA
JOHN MEDESKI (см.) -- KEYBOARDS
DAVID FIUCZYNSKI (см.) -- guitar

BEN MONDER -- GUITAR
SCOTT COLLEY -- BASS
JOEY BARON (см.) -- DRUMS

ARI HOENIG -- DRUMS
E.J. RODRIGUEZ – PERCUSSION

LIVICATION

This CD is dedicated to Sun Ra and Lester Bowie.

Sunny's vision and spiritual tenacity were a great inspiration. He was booming in my mind's ear while we recorded.

Lester supported me in many ways, in the production of this CD and elsewhere. He was a rare teacher -- covert and casually instructive: 

Because of my mystical powers 

The deluded can not see me 

Even when I am close by 

-- LOTUS SUTRA

Josh gets a big sweet sound. Round and warm. Ptus he has the unlimited skill and imagination to really make it go places. I'm so glad he is available now on his own CD, to be able to hear him strictly himself.

-- ROSWELL RUDD

DON'T BE CRUEL (Leiber / stolLer) 2:33

IF I FELL (LENNON / McCARTNEY) 5:10 

KASHMIR (PAGE / PLANT) 6:09
LAND OF MAKE BELIEVE (bacharach / david) 5:19 

DADDY GONNA TELL YOU NO LIE (sun ra) 3:05 

EXTRA VIRGIN (josh roseman) 6:43 

JUST TO KEEP YOU SATISFIED (marvin gaye) 4:29 

LOVE IN OUTER SPACE (sun ra) 4:56 

TROUSERTROUT (josh roseman) 6:37 

FRANK MILLS JR. (josh roseman) 5:26 

SMELLS LIKE TEEN SPIRIT (cobain) 5:09 

DADDY REDUX (sun ra) 1:00

This

Electro brass crown sound

that strikes Up over & out

along the astral plane

sends its Projection

in wa wa cinemascope

using sun king circuitry

to radio Divinity

in rhythm: rake and plunderings

of engines of strings.

Mr. Air-Spiritual gone Clear

all up up in the atmosphere

smoke signals straight a Yard

ever to play the space card

in all the flowerbedded chant rooms

where time is a signature

of a supersonic boom, Speak

deep spacebloom

and live to tell

what Time it is

when the glow of this congress of Spirits

takes the themes of Earth's tragicomedy

and sends them on up like projectiles

and passes them back re-aligned

co-signed and intertwined

as a fullblown freshly grown

trumpetvine.

-- PETER APFELBAUM

Josh Roseman is a backslider. Given that he favors that slippery slide trombone, we should not be surprised at his temptation to heresy. For if jazz is a religion then Roseman is surely a sinner and a hail hardy Hallelujah Brother goes out to him for that. Jazz has never been more in need of sinners than now, particularly on the African-American side of the faith. With the reconstitution of the apostles/court jesters Miles Davis, Sun Ra and Lester Bowie to basic molecules, jazz among the brothers has become more solemn and Biblical in tone than ever before. Prophets come down from the mountains Berklee and Juillard with commandments in tow and their own critical bouncers. Black men found in possession of graven brass instruments have been known to cower and tremble in jazz corners of the world under threat of the yoke and the lash if they don't convert to orthdoxy.

In this atmosphere of fear and intimidation Roseman's decision to get jazzy with songs by Led Zeppelin and Nirvana may appear not only sacrireligious but suicidal. One can almost hear a Greek chorus forming, if not the Posse Bopitatus: That young man, our chorus declares, will never eat brunch on Seventh Avenue again. That young man will never learn the password to Avery Fisher Hall and other popu​lar hangs of the Jazz Not Easy Laughs crowd. Ha! As if Roseman, whose background check turns up affiliations with Don Byron, Medeski, Martin & Wood, Dave Douglas, David Murray, the Skatalites and Steve Coleman, is in need of keys to such a morbid and morose kingdom.

All ribbing of the pitiful opposition aside, Roseman's solo debut, his Cherry as it were, is for alliteration's sake, a marvelous melange of musicians and exguisite material -- songs such as Sun Ra's "Love In Outer Space" and Led Zep's now Puffyfied "Kashmir". In so being, it reprises the spirit of grandeur and goofball antics that have always made the great small orchestras of jazz history more fun than a barrel of peckerwoods. Contrary to what the small minded may think, there is enough melodic meat on the bones of a three chord rocker like "Smelts Like Teen Spirit" to engage Roseman's comedic wit. Likewise, his interpolations of "Don't Be Cruel" and "Daddy Gonna Tell You No Lie" prove that one need not go sloshing about Tin Pan Alley for nostalgia vehicles if you assume your core audience has not been on a Tiny Tim binge for the past 50 years. Fellow traveling pranksters like guitarist David Fiuczynski and John Medeski aid and abet these crimes against the state of Jazz Not Easy Laughs while tuba renegade Bob Stewart provides the proper papological gravitas as needed.

That this recording also contains a musketbarrel full of Lester Bowie's parting shots at the mirthless philistines provides for an unintentional ancestral blessing on the sly -- just the sort of reverence wrapped in tragicomic irony Lester may find amusing over the rainbow, beyond the stars, wherever it is cats like him jet to after they've found earth boring, having gotten tired of the same old story.

In a world where outgoing Presidents manage to multi-task sniffing scented cigars and jiggling the affairs of state, surely there is room for musical sinners like Josh Roseman and his ilk to make their own jazzhell right here on earth. To paraphrase the prophet Mingus, Better git hit in your soul.

-- GREG TATE, Jazz Assassin and Agent Provocateur.

PERSONNEL

Josh Roseman -- Trombone

Lester Bowie -- Trumpet (8,9,11)

Jay Rodrigues -- Baritone Sax (1,11), Tenor Sax (3,4), Flute (2)

David Jensen -- Tenor Sax (1,2,3,6,10)

Matt Shulman -- Trumpet (1,2,3)

John Medeski -- Organ, Piano, Wurly, Clav, Arp Strings 

Ben Monder -- Guitar (1,2,3,5,6,7,8,9,10,12) 

David Fiuczynski -- Stunt Guitar (1,3,4,11)

Bob Stewart -- Tuba, Electric Tuba (5,7,8,9,11,12)

Scott Colley -- Acoustic Bass (1,2,3,4,6,10)

Joey Baron -- Drums (3,5,7,8,9,11,12)

Ari Hoenig -- Drums (1,2,4,6,10)

EJ Rodrigues -- Percussion (3,4,5,6,10,12)

	Ned ROTHENBERG
	SYNC:

“Port Of Entry”
	1998
	65:15
	Ned ROTHENBERG – см. тж. с: Heiner GOEBBELS; Evan PARKER; Marc  RIBOT; Sam  BENNETT (‘Alternative’); Bobby  PREVITE;
label: Intuition Music & Media

Jerome Harris (см.) -- acoustic guitar, acoustic bass guitar

Samir Chatterjee -- tabla, dumbek, percussion

Ned Rothenberg -- alto saxophone, clarinet, bass clarinet, shakuhachi

All music by Ned Rothenberg, except ‘Misterioso’ by Thelonious Monk.

Не просто красивые, а мы бы даже сказали – изящнейшие копозиции современного джаза (free-fusion) на этом CD сочетаются с превосходным исполнительским мастерством музыкантов.

Sync could perhaps best be compared to a trio of chefs, experienced in varying degrees in the different musical cuisines of the world. I have the role of leader and imagine the meal that will be prepared. I look for meals to which we can each contribute, sometimes combining ideas in each dish served and sometimes letting individually prepared dishes compliment each other on the plate. I avoid using strictly traditional combinations or going entirely "nouvelle" (we want to satisfy your appetite, after all), rather looking to combine spices and staple ingredients in ways which while often novel and exotic, also have a sense of familiarity without exact reference. In this kitchen, we want to challenge the palate but not the digestive track.

In addition, each dish should have a distinct idiomatic sense without strictly adhering to any particular style. There should be variety, but not at the expense of focus. A restaurant that has vindaloo, sushi and barbecue on the same menu would probably be a "jack of all trades, master of none". But if informed sense of aromatic spice, appreciation of raw simplicity and willingness to get messy but tasty were all combined in meals that worked together, I think there would be a line around the block.

The key to all this (we all know the danger of "too many chefs") is band chemistry. (Here I'll leave behind the food analogies). I saw an article where guitarist Pat Metheny had a great answer when asked how to improve as an musician. It was something like 'get in a group where you are the worst player and learn to keep up'. I would add, however, that the experienced player can lend a freshness of approach when he tries to negotiate music outside the styles in which he was schooled.

In Sync, there are modes in which each of us is the "worst" and the "best" player in the group. From the first time we jammed together we've all felt a continuing learning process in the improvising. I try to build on this in the composition with the aim being to use our individual strengths to constantly challenge each other. Samir brings the skills of a world-class player of tabla, a fluent swimmer in the deep waters of North Indian classical music. But, equally important, he brings an open mind, willing to accept the challenge of trying to negotiate jazz forms and learn rhythmic structures explicated in western notation systems which are quite foreign to him. Jerome is extremely well-versed in the song forms and rhythms we use that are based in the African-American tradition. On the other hand, in "Lost in a Blue Forest", I asked him to play the acoustic bass guitar with a bottleneck and a pick, something he had never tried, in a very open musical form. The result was a wonderful surprise to all of us. As the leader, I have a leg up because I've generated so many of these compositions in musical language which is germane to my solo work and the instruments I play. However, because of the depth of musical fluency of my two partners I am often the one trying to "keep up". I'm tremendously excited about this band, happy with the pieces presented on this CD and looking forward to the music that we'll make in the future.

------ Ned Rothenberg

1
. Gamalong 9:45

2. Dad Can Dig 6:26

3. 
Lost in a Blue Forest 7:35

4
. FoFela / Misterioso 9:22

5
. The Hotel Lazard Cafe 8:54

6
. Trip to the Bar 5:30

7. 
Port of Entry 11:53

8
. Rad-At 5:14

	ROVA Saxophone Quartet
	Bingo
	1998
	67:42
	ROVA Saxophone Quartet -- см.: Larry  OCHS; Annie GOSFIELD; Ben  GOLDBERG (тж. с NEW KLEZMER TRIO); Vinny GOLIA;

label: Les Disques VICTO (Canada) www.cdcbf.qc.ca/cdcbf/DisquesVicto 

Jon Raskin (см. тж. с OXBOW в ‘Alternative’) [b&a&sopranino s]; Larry Ochs (см.) [t& sopranino s]; Steve Adams [a&sopranino s]; Bruce Ackley [s&t s].

Compositions by Lindsay Cooper (см. в ‘Alternative’), Fred Frith (см. в ‘Alternative’), Barry Guy, Larry Ochs (см.).

rec. 1996

1. FACE IN THE CROWD.................11'47"

(Lindsay Cooper)

2. INITIALS...................................... I3'45"

(Larry Ochs)

3. WITCH GONG GAME...................4'40"

(Barry Guy)

4. WATER UNDER THE BRIDGE ..........5'41 "

(Fred Frith)

5. CAN OF WORMS......................... 5'40"

(Lindsay Cooper)

6. WITCH GONG GAME.................26'44"

(Barry Guy)

	Keith ROWE – см. ROWE; AMM -- в секции ‘Alternative’
	
	
	
	

	ROYAL  CROWN  REVUE
	Walk On Fire
	1995
	40:57
	ROCKABILLY-BOOGIE / NEOSWING

Produced, recorded and mixed by Mike Napolitano.

This album is dedicated to Sam Butera.

1. She Walks On Fire

2. Watts Local

3. Trapped (In the Web of Love)

4. Watcha Doin’ Tonight (Sam’s Calling)

5. Besamo Mija (Baille Para Qui)

6. The Stranger

7. Hey Sonny (Where’d You Go?)

8. A Bronx Hello

9. Beware

10. One Eyed Cat

11. Take A Long Drink For Me

12. Mr. Meschugge

	ROYAL  CROWN  REVUE
	Mugzy's Move
	1996
	50:21
	Royal Crown Revue (Калифорнийцы) Web Site: http://www.rcr.com 
e-mail: info@rcr.com 

	ROYAL  CROWN  REVUE
	Caught In The Act
	1997
	54:40
	Eddie Nichols [v]; James Achor [g]; Mando Dorame [t s]; Bill Ungerman [bar s]; Scott Steen [tp]; Veikko Lepisto [b]; Daniel Glass [d, perc]. 

	ROYAL  CROWN  REVUE
	The Contender
	1998
	43:27
	Eddie Nichols [v]; James Achor [g]; Mando Dorame [t s]; Bill Ungerman [bar s]; Scott Steen [tp]; Dave Rollicke [trb]; Veikko Lepisto [b]; Daniel Glass [d, perc]. 

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

	RUF  DER  HEIMAT
	Erste Heimat
	1995
	58:48
	free-jazz
label: Konnex

Ruf der Heimat = зов родины

Ernst-Ludwig Petrowsky (см. тж. с: BRUNING / KATZER / PETROWSKI) [bar&a s, cl, fl]; Thomas Borgmann (см. тж. с: Borah BERGMAN) [t&sopranino s, toys]; Christoph Winckel [b]; Willi Kellers [d, v].

Erste Heimat:
1. Manu, the wild one

2. Susi, the comorant

3. Uschi, the nice song

4. Vroni, the silent one

Der Schlag kommt aus der Hose. Die Kraft der 70-iger ist die Avantgarde von gestern. Wir machen es moglich, auf Wunsch jeden Free-Jazz-Hit: laut und leise, hoch und tief, schnell und viel.

Viel Vergnugen! C.W.

Удар приходит из штанов. Энергетика семидесятых годов – это авангард вчерашнего дня (устарело). Но мы сделали для вас этот фри-джаз-хит: громкий и тихий, высокий и глубокий, быстрый и медленный, в нём и мало, и много.

Желаю хорошо повеселиться!  - Christoph Winckel
Это прорыв. Мощь звучания – как взрывная волна. Это Я, и это Оно, и это Мы. Ruf der Heimat заставляет бодрствовать коллективный образ мышления и это не имеет отношения к основанным на разделении труда часам любительского занятия искусством. Энергия потока творчества развивает свои собственные формы. Эти бросаемые могучей дланью на арену музыкальные произведения обладают мощным напряжением и филигранной чеканкой. Архаический ритуал мог являться, в то же время, и рывком за утопией. Но теперь – нечто современное: непосредственность музицирующих Мастеров, творящих Музыку. Физическая прямота и эмоциональной выкрик. Мука и радость созидания одновременно. Вполне в духе традиции 'sound-of-the-cry' джаза, как среды жизни и выживания. В этой силе звука – индивидуальная позиция, противопоставляющаяся официальным сообщениям. Противопоставление "собственного Я" безо всяких самозащитных утверждений.

Понятие родины (Heimat) становится всё более значимым и всё менее географическим, при этом. Это кажется вполне обоснованным: имена групп соотносить с тематическими направлениями и пытаться выяснить ассоциативные поля музыкальной родины по корням в джазовой традиции и по разветвлениям в частом густом кустарнике свободной импровизации.

Музыканты Ruf der Heimat сквозь турбулентности Нового Джаза пришли к новым прозрениям и перспективам. Своей одарённостью они призывают ответить на зов не как эхо, а своим собственным голосом и с собственными песнями на губах. Линии родины идут издалека, от горячих годов чёрных выступлений и от процессов освобождения в европейском джазе. Эмансипация с последствиями. Фри-джаз не как бранное слово, и без приставки "пост-". Захват назад и вперёд. Актуальная музыка, которая не ощущает потребности ни в объяснениях, ни в оправданиях. Музыка, чьё горячее дыхание обжигает кожу.

(приблизительный перевод с немецкого)

	RUF  DER  HEIMAT
	Machine Kaput
	1996
	56:55
	label: Konnex (Berlin)

Peter Brotzmann (см.) [tarogato, alto&tenor s]; Thomas Borgmann [sopranino&tenor s]; Christoph Winckel [b]; Willi Kellers [d].

1. Machine Kaput          17'11"

2. Nothing To Decide     08'24"

3. Keys + Screws            31'22"

 SOMEWHERE CALLED HOME

Call of the homeland? Whose homeland may be the first question that springs to mind as this all-German band locks in on the (improvised) anthemic melody of "Nothing To Decide". If you read these notes in New York (not impossible, despite the erratic nature of free jazz distribution), the music will speak of another time and place, its sense of assurance a matter of knowing, like the back of the hand, the territory Coltrane mapped out on Meditations, or Ayler on Spirits Rejoice. I'm not certain that even a German listener would argue that these are intrinsically the sounds of the Ruhrgebiet and Berlin, although it has come to seem that way since Brotzmann and former comrades defined the soundtrack of the local jazz underground three decades ago. Perhaps we could say that the quartet is claiming squatters' rights on an area that American jazz has, largely, abandoned.

The band's name, intentionally provocative, is wide-open for interpretation. The term "Heimat" resists literal translation while trailing all kinds of ominous and/or humorous shades of meaning. Heimat as the Fatherland, or as the rustic setting for the Alpine-kitsch movies of the 50s: either notion can produce a shudder in more enlightened corners of Deutschland. Heimat signifying family values and everything familiar, cosy and cloying in the comfortable   life... everything   in   fact   that Brotzmann’s Octet tried to machine gun away in the 60s. Heimat as a state of mind -- now we're getting closer perhaps -- a shared view of the world. This is the music we call home -- for want of anything more permanent. [...]

Ruf der Heimat was born "as an idea" at a workshop at the Stakkato Festival, which Thomas Borgmann coordinates, in Berlin in 1992, and became a practical reality the following March. The original line-up featured Thomas Borgmann, Ernst-Ludwig Petrowsky, Christoph Winckel and Willi Kellers. It continued for two years in this form, along the way recording its earlier Konnex album. Hemz Sauer was added for gigs in '94, bumping the group up to quintet size. Peter Brotzmann first guested in November '94. Now the group has reached an interesting juncture whereby it exists in three variations -- with Petrowsky, with Petrowsky and Sauer, with Brotzmann. The rotating first saxophone chair is variously occupied by three of (let's say) the five most important saxophonists in Germany, whose playing styles within that vague genre called "free" could hardly be more dissimilar. The playing of Borgmann, Winckel and Kellers is also differently calibrated to meet the expressive needs of the "star" reedman on hand. It should be mentioned, too, that the group has also modified its germans-only policy periodically, and toured with Charles Gayle in 1994. Paradoxically apt choice, perhaps, Ruf der Heimat hooked up with the famously "homeless" saxman...

Anyway, Thomas, Christoph and Willi each go back a long way with Peter Brotzmann (Kellers first recorded with him in 1980) and understand that his major misgiving about European free music has always been what he sees as the irresoluteness and indecisiveness of its rhythms. Brotzmann needs a less ambiguous beat. It takes some concerted horsepower, a driving jazz sense of rhythm at least, to get the physical heaviness of his sound off the ground. Kellers and Winckel begin at a gallop and maintain a punishing pace; almost immediately Brotzmann is airborne, and Borgmann with him. They remain up there, buffeted by gusts of rhythm from below, for the rest of the programme, like two big buzzards riding the air currents as they circle the homeland. Looking down on Deutschland? Hard to say, for the music itself seems devoid of cynicism.

If it is in the nature of any "avant-garde" to become finally incorporated into a mainstream, the absorption -- some would say neutering -- of free jazz has been a very gradual process. The "permanent staff" of Ruf der Heimat represent, having little choice in the matter, an aesthetic position somewhere to the left of the Total Music Meeting, which has become the almost-acceptable face of German free improvisation. Borgmann and co still play this music as if it were a matter of survival, rather than an entree into a refined "art music" scene. The grubbier, funkier gigs on the alternative touring circuit remain their stomping ground. This work is still about the rent. Their last concert series, for example, included a gig on the threshing floor of a flour-mill in deepest Bavaria as well as the usual little clubs and broken-down bars. Once in a while a festival slot or (as here) a radio recording makes the outlook temporarily less existential. But as Charles Gayle says, if you start out with nothing things can't get worse. In '95 Thomas Borgmann was, unusually, able to relieve the Berlin cultural authorities of some of their spare change to form a big band, Orkestra Kith'n'Kin, whose personnel includes Winckel, Hans Reichel [см.], Dietmar Diesner, Lol Coxhill, Martin Mayes and others. He also has a new trio with Brotzmann and the great American pianist Borah Bergman, which already has an album out (Ride Into The Blue). Some light on the horizon, then.

Meanwhile, we have Machine Kaput, its title presumably   alluding   both   to   Brotzmann's revolutionary Machine Gun recording of '68 and to the so-called Kaputtspiel-Phase of late 60s German free jazz, the era in which the players hit everything in sight as loud and hard and fast as possible in the interests of obliterating, so the partisan critics said, all bourgeois musical values. The music of that period that is still worth listening to survives on its sheer intensity alone. Brotzmann sings in a more controlled voice these days, the master of the idiosyncratic techniques he has developed on his horns, yet the passion of his playing, extraordinarily enough, has not been muted by time. Kellers and Winckel, from the second generation of German free jazz players (many of us heard them first on records with guitarists Achim Knispel and Joe Sachse), play the music with an untypical forthrightness and refreshing absence of irony and "distancing" which ensures that Ruf der Heimat is not a pastiche of free jazz but, rather, das Ding an sich --  and less anachronistic, I'd say, than the largely unconvincing neo-bop outfits beloved by the media. (Those whose nostalgia extends only to the recent past might find, in Kellers's occasional appropriation of a disruptive, martial rock beat, a fleeting memory of Last Exit's line-of-fire). As for Thomas Borgmann, Ruf der Heimat would not exist without his organizational energies, and you have to admire his temerity in pitting himself as a sax player against, successively, Petrowsky, Sauer, Brotzmann and Cayle: this is either asking for trouble in a big way or the best possible means to grow as a musician. His stamina is to be applauded.

Far from being kaput, the "machine" that is Ruf der Heimat seems on its second recorded showing in remarkably good spirits. There are flashes of an old-fashioned glee, a delight in the sheer size of the sounds lobbed across the stereo spread, that is cheering. If Ruf der Heimat is outmoded -- and some will say it is -- it has only to stay on course until the inevitable free jazz revival catches up with it. You have to be stubborn beyond all reasonableness, rather than fatigued, to insist on playing this music in the late 1990s yet its message remains upbeat, energizing, oddly innocent. Further news from "home" is awaited with interest.

  --  Steve Lake

	Hal  RUSSELL
	Hal's Bells
	1992 
	53:44
	label: ECM

Hal Russell [t&s s, tp, musette, d, vibraphone, bass marimba, congas, gongs, bells, perc, v].

"... sometimes known," intones his answer-machine, "as Harold Luttenbacher." Harold Luttenbacher?

"Yeah. I changed it because it was too long for the marquee," he chuckles down the phone-line later. "This was, oh, years ago. I thought I'd be a star and I thought they wouldn't be able to get it on the posters, y' know. So I used my first two names -- Hal, short for Harold, and Russell."

Hal Russell. That name should ring more bells. Sexagenarian Chicago-based multi-instrumentalist. Born Detroit, 1926. Started on drums at the age of four. Graduated (on trumpet) from the University of Illinois in 1948. Played drums and vibes in the 50s with Mildred Bailey, John Coltrane, Miles Davis, Duke Ellington, Erroll Garner, Benny Goodman, Billie Holiday, Sonny Rollins, Sarah Vaughan. Got strung out on heroin, then kicked it on the orders of his wife-to-be. Joined the Joe Daley Trio in 1961 and helped to pioneer freeform jazz in Chicago. Has since worked bread-jobs and in teaching, but kept playing free jazz "as a sort of hobby". Formed his own bands in the early 70s, later founding the NRG Ensemble. Began playing saxophone -- C-melody, then tenor -- at the age of 50 ("I thought God, what a fool I am! I should have been playing saxophone all along!"). Also took up trumpet again after a break of 30 years. Released first record, Hal Russell/NRG Ensemble, on Nessa in 1981. Followed by Eftsoons (duo with Mars Williams), Conserving NRG, Generation (NRG with Charles Tyler), and the cassette Hal On Earth. Released latest record with NRG, The Finnish/Swiss Tour, on ECM in 1991. Wears suit and tie onstage and sings through a huge cardboard megaphone. Looks like Charles Ives and sounds like Albert Ayler.

Yes, that Harold Luttenbacher.

At the age of 65, after 40-plus years during which "I never did get to be a star", Hal Russell has released his first-ever solo set, Hal's Bells. He's very proud of it and rightly so. I think it's a brilliant record.

"I never thought of playing by myself until last fall in Berlin," he tells me. "Steve Lake's girlfriend Caroline suggested that I might enjoy playing on my own and I thought at the time it seemed a good idea. Then Steve talked to me further about it and he suggested the double-tracking, triple-tracking. I think because he wanted to see how I would approach the various instruments."

Lake produced the Hal's Bells sessions in Oslo last May. "Sometimes," he reports, "it was quite surreal. HaI'd play an opening figure -- on tenor, say -- then look at his wristwatch while gesticulating in the direction of, for example, the vibes, finish the tenor track, then go back and fill the holes. His sense of time is so acute that he could keep the pulse, unerringly, in his mind. When he came to play the drums, generally laid down last, you immediately had the feeling that the horns were firing off the rhythm and interacting with it."

Hal himself, though declaring the tenor "my favourite instrument", agrees that "I started out on drums, so that's always part of me. I'm essentially a drummer and I think my horn-playing shows that, because on many of the tracks I put the melody down first and, if my rhythm hadn't been good. I'd've had trouble drumming with it later. But I kind of naturally felt my own sense of time."

The extraordinary 'group feeling' of Hal's Bells is also down to diligent prepara​tion. Hal not only tried out ideas at home on his eight-track, he played the material through with another of his groups "this trio I have of young kids", the NRG 3 -- Noel Kuppersmith on bass, Ed Ludwig on drums. "They played these pieces with me for a couple of months before I got to the studio, so that prepared me. The pieces were all pretty well realised by the time I came to record them, though we did some experimenting too."

To my ears, Hal s Bells strikes a perfect balance between the spontaneous and the well-prepared. Though Hal is essentially a freeform man ("Yeah, definitely. I've been playing it since 1961"), he seems to have an implicit sense of structure. His music bursts with energy -- and it's shaped, terse, focused. [...]

	RUSSIAN-GERMAN COMPOSERS QUARTET
	Not Only For…
	1997
	76:14
	label: Leo Records   website: http://www.atlas.co.uk/leorecords/ 

Alexej Ajgi (см. в 'Alternative') [vln, bells, v]; Dietmar Bonnen [p, accordion, synth, v, bells]; Manfred Niehaus [viola, v, thundersheet]; Ivan Sokolov [p, prepared p, v].

"NOT ONLY FOR..."
Four composers met: first time it was at the "Loft" in Cologne-Ehrenfeld in November '95, then again in April '96 in Moscow at the 'Alternativa" festival, and once again in June '96 at the "Loft". They wrote pieces for the multiple instrumental and vocal abilities of their quartet, performed and recorded them. Alexej Aigi and Ivan Sokolov were born in Moscow. Dietmar Bonnen and Manfred Niehaus were born in Cologne. They still live in their cities of birth. Nevertheless, they meet often, when, for example, Alexej exhibits his paintings in Berlin, or when Ivan stops in Cologne on his way to a piano recital in Switzerland, or when Dietmar performs in Moscow with his group "Fleisch   They share common interests, such as the music of Anton Webern, John Cage and Frank Zappa. They are planning further performances in the near future, but each one has his own path: Alexej continues to work with his ensemble "4'33" in Moscow; Ivan tours Europe giving piano recitals; Dietmar performs with "Fleisch", with his choir "Les Saxosythes", and gives recitals with Edina Soriano and Consuelo Sanudo; Manfred plans new stage pieces for his "Pocket Opera Company" with Edina, Consuelo and Dietmar taking parts Ivan may translate Manfred's theatre pieces into Russian, and Alexej would do the stage design. Let's see what happens.
The four of them met a singer and vargan (Jews'-harp) player. Alexander Danilov, a member of the Pokrovsky Ensemble, at a concert where they performed with four members of the Pokrovsky Ensemble. The CD "Not only for..." is in memory of Dmitry Pokrovsky, who was still able to hear the Moscow concert in April '96. He died the same year June 29, 1996).
Manfred Niehaus. July 1997

	Terje  RYPDAL
	Terje Rypdal
	1971
	43:08
	Terje  RYPDAL – см. тж. с: Markus  STOCKHAUSEN; John  SURMAN; Barre  PHILLIPS; Heinz  REBER;
label: ECM

Terje  Rypdal [g], with: Jan Garbarek (см.), Arild Andersen (см.), Jon Christensen, Bobo Stenson, a.o.

	Terje  RYPDAL
	What Comes After
	1974
	40:39
	label: ECM

Terje  Rypdal [g], with: Barre Phillips (см.), Jon Christensen, Erik Larsen, Sveinung Hovensjo.

	Terje  RYPDAL
	Waves
	1978
	41:24
	Terje  Rypdal [g] with: Palle Mikkelborg [tp, fl h, p]; S. Hovensjo [el b]; J. Christensen [d].

1. Per Ulv

2. Karussel

3. Stenskoven

4. Waves

5. The Dain Curse

6. Charisma

	Terje  RYPDAL
	Chaser
	1985 
	45:02
	label: ECM

Terje Rypdal [el g, keys], Audun Kleive [d, perc], Bjorn Kjellemyr [ac & el b].

	Terje  RYPDAL
	Q.E.D.
	1993 
	52:44
	label: ECM

Terje Rypdal [el g] and Borealis Ensemble.

	Terje  RYPDAL
	Rypdal & Tekro
	1997
	48:26
	label: Victor (Japan)

Terje Rypdal [g]; Ronni Le Tekro [g, v]; Morten Skaget [b]; Steinar Krokstad, Audun Kleive [d]; Dag Stokke [k].

	Jamie SAFT
	Ssft & Vu:

"Ragged Jack"
	1997
	63:09
	Jamie SAFT - см. тж. c: Frank LONDON (KLEZMATICS); Dave DOUGLAS; Bobby  PREVITE; Cuong VU; Oren BLOEDOW; HASIDIC NEW WAVE;

label: Avant (Japan)

rec. 1996

music by Cuong Vu (см.), Jamie Saft & Andrew D'Angelo (см. тж. с: Bobby  PREVITE)

Despite the presence of John Zorn as executive producer, Ragged Jack is a slightly traditional jazz record -- Jamie Saft plays piano and contributes a little less than half of the record's compositions, Cuong Vu plays trumpet and provides several more compositions, Andrew D'Angelo plays alto saxophone and bass clarinet and turns in two compositions, and Jim Black provides drums and percussion. The resulting sessions have a fractured bop feel that might be marginally influenced by the Downtown scene, but tend more toward solid, "traditional" free-jazz.

1. Garbo

2. Mr. Mister

3. Little Vina

4. The Schmucklehead

5. Mahunk

6. In Hear

7. Or Anything

8. Karin

9. Jack's in the House

	Jamie SAFT
	Sovlanut
	2000
	53:26
	label: Tzadik 

JAMIE SAFT: ORGANS, PIANOS, ANALOG SYNTHESISERS, GUITARS, BASS, SAZ, PERCUSSION

CHRIS SPEED: CLARINET

JONATHAN MARON: BASS

JIM BLACK (см.): DRUMS, PERCUSSION

CHRIS KELLY: DRUMS, PERCUSSION (1,6)

RICK QUINONES: VOCALS (1,6)

Inspired keyboardist Jamie Saft started appearing on an increasing number of NY-oriented jazz recordings as the '90s progressed. Born in Queens, New York, Saft studied at the New England Conservatory of Music and Tufts University. At these schools, he studied with Paul Bley, Geri Allen, Cecil McBee and Joe Maneri; in addition to having composer and "piano technical guru" (as Saft described him) Burton Hatheway as a mentor. In 1993, Saft returned to New York and has since been performing a wide variety of music styles, from opera to jazz in a self-described bar band. In 1995, he was the piano soloist in the New York and Paris premieres (at the Lincoln Centre and MC93 Bobigny, respectively) of John Adams' opera I Was Looking at the Ceiling and then I Saw the Sky. Through the mid to late '90s he played Hammond organ, Fender Rhodes, mini-Moog and bass in Bobby Previte's Latin for Travelers, available on Enja. Saft also plays accordion -- in the Peter Epstein Quartet and on Jerry Granelli's Enter a Dragon-- and the steel guitar. He has recorded and performed throughout the U.S., Europe and the Middle East, and worked with John Zorn, Groove Collective, Marc Ribot, Drazy Hoops and many more. Saft also co-led a release with trumpeter Cuong Vu entitled Ragged Jack on the Avant label. In 1999, he was busy not only touring, but also recording a new album for Tzadik, with musicians including Chris Speed and Jim Black, both from Tim Berne's Bloodcount and Pachora. Sovlanut arrived in mid-2000.

1. KASHA DUB

2. SOVLANUT

3. MACH/HEY

4. MIDWOOD COWBOY

5. TEFACHIM

6. FRESSER DUB

	(Jamie SAFT)
	VIVIAN SISTERS
	2001
	51:43
	free impro
label: Avant

Jamie Saft: guitar, lap steel, rababa, bass, minimoog, clavinet, Turkish organ, backing vox

Laura Cromwell: drums, guitar, bass, viet-freak, kalimba, percussion, vox, minimoog

with:

Vanessa Hodge: lead vocals (10,12)

Zeena Parkins (см.): el harp (6,8,14)

Andrew d'Angelo: bass clarinet (10) 

Briggan Krauss (см.): water baritone (2)

Mr. Dorgon: vocals (2)

Adam Levy: guitar (3,5,7)

Only Jamie Saft would form a band that would open its record with music no one ever wants to hear again: the perverse music played on the ice cream truck that sort of sounds like Scott Joplin's "The Entertainer." But that's only a hint of the sickness further in. The Vivian Sisters are Saft playing guitars, basses, clarinets, Turkish organs, and all kinds of other stuff, and Laura Cromwell, who plays drums, guitar, kalimba, mini-Moog, and screams her fool head off — except for two tracks when that pleasant task is relegated to Vanessa Hodge. But Vivian Sisters couldn't realize the grandiosity of Saft's and Cromwell's extreme vision of depravity if it weren't for friends like Zeena Parkins and her electric harp, Briggan Krauss who plays something called a water baritone on "Worry," the glass chomped vocals of Mr. Dorgon, and the bass clarinet and guitars of Andrew D'Angelo and Adam Levy, respectively. Now that the lineup is complete, it's time to ask just what the devil Vivian Sisters sound like. They sound like kids making funny noises and causing trouble. Vivian Sisters make music like the same kids with watercolors, bare walls, and no parental supervision. There are 15 tracks here, and none of them escape the charge of "extreme musical perversity." That said, this record is more fun than playing with your sister's favorite doll behind her back. This is sinister, demented rock & roll strangled through a truckload of primitive sound effects, and is then mutilated by free improvisation. This is downtown New York no-wave all dressed up in a snazzy package with someplace to destroy. It's truly impossible to discuss this kind of anarchy in musical terms, because this smart-assed raucousness even makes fun of the free improv scene. And that's part of the disc's charm: This music has no idols; it exists because there is nothing better to do and if you don't like it — you know what to do. But I do like it, a lot. I hear a universe of irreverent sound combined with good-natured aggression put together by musicians who are having a type of fun that it takes years of practice to learn how to have. You can actually hear the undoing of musical assumptions and the remaking of conceptual notions about noise, texture, color, and what an ensemble is supposed to be. These are soundscapes created by a massive effort, full of humor, mischief, and knife-edged creativity. Vivian Sisters aren't for everybody, but for those interested in the outer rim of musical expression, this is a great place to get lost for a while.
1. Ice Cream Man
2. Worry

3. Ether Bunny

4. Lipgloss Iguana

5. Guitar Department

6. Mourning and Joy

7. A Gift from France

8. Neat Packets

9. Ho-down

10. Satansatan

11. The Arrogant Ascetic

12. You're no Good

13. Exile Festival

14. Night Gambling

15. Jennie

	Jamie SAFT
	Breadcrumb Sins
	2002
	48:06
	label: Tzadik

Personnel:

Antony: Vocals 

Mr. Dorgon: Turntables 

Rob Haggis: Percussion 

Chris Kelly: Guitar Solo 

Rick Quinones: Vocals, Guitar 

Jamie Saft: Piano, Organs, Synthesizers, Guitars, Bass, Drums, Electronics, Steel Guitars, Dumbek, Saz, Dubs, Turntables, Percussion, Vocals 

Vanessa Saft: Vocals

Musical jack-of-all-trades Jamie Saft is a mainstay of New York's downtown crowd, bringing to the proceedings a CV that takes in jazz instruction at the New England Conservatory of Music, stints as a pianist in two John Adams' operas, and latter-day work with both Bobby Previte's Latin for Travelers and Peter Epstein's quartet. Backed by a combo featuring guitar, percussion, vocals, and turntables, Saft commands the stage here as he plays myriad instruments on this, his second Tzadik release. Touching on On-U Sound's post-apocalyptic dub, Jewish culture, and some electronica collage work, Saft delivers a mix that posits wailing vocals and Middle Eastern-tinged guitar atop a wall of incredibly deep bass notes ("Fratricide") and delivers unsettling ambient drones spiked with distorted radio transmissions and cryptic singing ("Agam Haeyesh"): a goth-techno club night out with plenty of sequencers and King Tubby in mind. And lest one cry one-way street, Saft and company also delve into some sluggishly dark cocktail jazz ("Blood on the Door") and bring the nu-blues via a bit of lumbering post-rock balladry ("T'khelet"). Black metal fans and Rastas hanging out together? Maybe.
1. Agam Haeysh 

2. Vesamcheynu Dub 

3. Fratricide 

4. Chet 

5. Blood on the Door 

6. Aveira Dub 

7. Tref 

8. T’Khelet 

9. Peaceful World

	Akira  SAKATA
	Mooko
	1990
	37:19
	Akira  SAKATA – см. тж. с: LAST EXIT;
free-jazz

label: Virgin / Venture

Akira Sakata [as, B clarinet, p, vocalism], Bill Laswell (см.) [prepared fretless b, 4,6,8 string b, sitar b, vln, ectar], Ronald Shannon Jackson (см.) [d, perc, scheollmie]. Engineered: Robert Musso; Produced by B.L./A.S./R.S.J./R.M.; thanks: Nicky Skopelitis.

rec.: Dec. 1987

NITCHIMO SATCHIMO A.Sakata

HIEYASHI BUSHI A.Sakata, B.Laswell, R.S.Jackson 

WANN KANN ICH SIE WIEDERSEHEN? A.Sakata 

HITSUJIKAI NO BANSAN A.Sakata, B.Laswell, R.S.Jackson 

KIBAMINZOKU NO ODORI A.Sakata, B.Laswell, R.S.Jackson 

MOOKO A.Sakata, B.Laswell

	Akira  SAKATA
	MOOKO:

"Japan Concerts"
	1992
	39:21
	free-jazz

label: Celluloid (New York)

rec. in Tokyo, 1988

performed by: Akira SAKATA; Bill LASWELL; Ronald Shannon JACKSON; with: Kiyohiko SEMBA

	SAKESHO
	Sakesho
	2002
	60:19
	jazz-rock

label: Heads Up  www.headsup.com 

Sakesho [sah kay show] = "It' Gonna Be Hot"

Andy Narell [steel pans]; Mario Canonge [p, Fender rhodes, v]; Michel Alibo [b, v]; Jean Philippe Fanfant [d, v].

Rec. in Paris.

With its roots deep in the Caribbean and with the heart of a classic jazz quartet, Sakesho brings sophistication, spontaneity and soulful energy to the stage.

	Dino  SALUZZI

       
	Once Upon A Time -- Far Away In The South
	1986 
	55:33
	Dino  SALUZZI - см. тж. с: R. L. Jones;  Di Meola
label: ECM
Dino Saluzzi [bandoneon], Palle Mikkelborg [tpt], Charlie Haden [b], Pierre Favre [perc].

	Joe  SAMPLE
	Did You Feel    That ?
	1994
	53:09
	J. Sample [p, k]; and The SOUL COMMITTEE: Steve Gadd [d]; Freddie Washington [b]; Arthur Adams [g]; Michael Landau [g]; Lenny Castro [perc]; Oscar Brashear [tp]; Joel Peskin [ts].

  “This album is dedicated to those who in the face of adverse conditions, stand ground, rally, and then overcome. We Californians have been recently tested! We stood ground, rallied, and are overcoming! I offer you a celebration! This music and band is inspired by the most motivating force I have ever experienced; and that is the unique music of the ‘American Soul’. May the grooves be hard and sensitive, the melodies sing, and the emotion healing.”  — Joe Sample.

	(Joe  SAMPLE)
	The JAZZ CRUSADERS:                                      Old Socks New Shoes...
	1994
	39:09
	All of the music contained in this album was performed solely by the Jazz Crusaders — Joe Sample, Wayne Henderson, Wilton Felder, and ‘Stix’ Hopper, with a little help from their friends Arthur Adams and Freddie Robinson on guitars.

	David  SANBORN
	As We Speak
	1982
	39:41
	David Sanborn, Marcus Miller, George Duke, Bob Mintzer, Omar Hakim, Don Freeman, a.o.

	David  SANBORN
	Double Vision    (with Bob JAMES)
	1986
	43:09
	Bob James [k]; D.Sanborn [s]; Marcus Miller (см.) [b]; Paul Jackson [g]; Steve Gadd [d]; + Al Jarreau [v]; Eric Gale [g]; Paulinho da Costa [perc].

	David  SANBORN
	A Change Of Heart
	1987
	41:08
	David Sanborn,  Marcus Miller, Hiram Bullok, Don Grolnik, a.o.

	David  SANBORN
	Close Up
	1988
	50:41
	David Sanborn [s]; Marcus Miller [b, k, g]; Richard Tee [p]; Steve Jordan [d, g]; Hiram Bullock [g]; Paul Jackson [g]; a.o.

	David  SANBORN
	Another Hand
	1991
	58:21
	David Sanborn [a s], Bill Frisell [g],Charlie Haden [b], Joey Baron [d], Don Alias [perc], Marc Ribot [g], Terry Adams [p], Greg Cohen [b], Syd Straw [voc], Steve Jordan [d], Marcus Miller [b], Jack DeJohnette [d], Mulgrew Miller [p], Art Baron [trb], L. Pickett [t s], a.o. Prod. by M. Miller.

	David  SANBORN
	Upfront
	1992
	58:09
	David Sanborn [s];  Marcus Miller [b, k, g, b cl]; Steve Jordan [d]; R. Peterson [hammond]; J. Purcell [saxello]; R. Brecker [tp]; Eric Clapton [g]; a.o.

	David  SANBORN
	Hearsay
	1994
	50:20
	состав подобен как выше

	Pharoah SANDERS
	Save Our Children
	
	75:24
	Readers Poll Winners (JAZZIZ): Best Avant-garde Group1996

Down Beat 48th Annual Critics Poll: Tenor Saxophone Of The Year (2000)
Pharoah SANDERS – см. тж. с: John COLTRANE; Ornette  COLEMAN; RITUAL TRIO; The JAZZ  COMPOSER’s  ORCHESRA; SUN RA; Sonny  SHARROCK; Randy WESTON;
Pharoah's biography begins in Little Rock, Arkansas, on October 13. 1940. In 1959, he moved to Oakland and there he studied and worked with Sonny Simmons, Ed Kelley and Smiley Winters. Three years later he was in New York, and became better and better known as he played with Rashied Ali, Don Cherry, Sun Ra, John Gilmore and John Coltrane.

label: Polydor (France)

Produced by Bil LASWELL

Engineering: Robert MUSSO

1. Save Our Children (7:51) (P. Sanders, A. Oyewole, A. Mboup) 

2. Midnight In Berkeley Square (9:17) (M. Sherwin, E. Maschwitz) 

3. Jewels of Love (14:00) (P. Sanders) 

4. Kazuko(10:l5) (P. Sanders) 

5. The Ancient Sounds (10:51) (P. Sanders) 

6. Far-Off Sand (9:09) (Z. Hussain, P. Sanders) 

7. Kumba* (7:50) (P. Sanders, F.M.Suso) 

8. Country Mile* (6:03) (P. Sanders)
#1-6: 

PHAROAH SANDERS: tenor and soprano saxophone, double reed, bells, percussion, voice

WILLIAM HENDERSON: piano, harmonium 

BERNIE WORRELL (см.): organ, electric piano, synthesizers 

TONY CEDRAS: harmonium 

JEFF BOVA: synthesizers and programming 

ALEX BLAKE: acoustic bass 

ZAKIR HUSSAIN (см.): tablas, wooden box, mbira, voice 

TRILOK GURTU (см.): drums, tablas, percussion 

ABDOU MBOUP: talking drum, voice 

ABIODUN OYEWOLE: voice 

ASANTE: voice

#7-8 (1995):

PHAROAH SANDERS tenor and soprano saxophones, flutes, bells, bowls, vocals 

MICHAEL WHITE violin

WILLIAM HENDERSON acoustic and electric piano, vocals 

BERNIE WORRELL electronic keyboards, vocals 

JEFF BOVA programming, electronic keyboards 

FODAY MUSA SUSO kora, dousongonni, vocals

DOMINIC KANZA guitar 

CHARNETT MOFFETT acoustic bass 

STEVE NEIL acoustic and electric bass 

HAMID DRAKE drums, tablas, frame drums, vocals 

AIYB DIENG chatan, congas, bells, gongs, vocals

additional background vocals Salie Suso, Mariama Suso, Fanta Mangasuba, Fatoumata Sako

Produced by BILL LASWELL 

Engineering: ROBERT MUSSO

While purists with a Eurocentric bent might demand that a musician tune up to an A of 440 cycles or the middle C of a piano, Pharoah Sanders transcends all methods by being in tune with the earth, absorbing its ancient celestial rhythms and, through the exploration of the myriad tonalities of his horn, creating a music awash in flowing, fractal images, indigo moods and memories, and seraphic visions of things to come. A devoutly positive spirit and profound self-knowledge are what fuel his musical intent: Pharoah does not simply walk down a street; the street itself  moves beneath him, just as the music moves around and through him. His every step, every breath, overtakes as it takes in entire structures and concepts of art, history, religion, and magic, his heart open wide to the voices of many, and yet always remaining supremely individual in his interpretation of his surroundings.

From Upper and Lower Egypt to the Lower East Side, down through the ages the diaspora has sown us throughout all the villages, towns, and cities of the world, but it has ever been with the knowledge that our roots began in Africa. Though we may have strayed far from the motherland, there is always the distant call of the music to keep us anchored. 

----- Bill Murphy

	Pharoah SANDERS
	Tauhid
	1967
	34:32
	label: Impulse 1993

Pharoah Sanders [t s, a s, piccolo, v]; Sonny Sharrock [g]; Dave Burrell [p]; Henry Grimes [b]; Roger Blank [d]; Nat Bettis [perc].

1. Upper Egypt & Lower Egypt

2. Japan

3. a) Aum; 2) Venus; c) Capricorn Rising

Rec. 1966

Pharoah Sanders has become an unmistakable presence in the new jazz, but his range of expression has not, I expect, been fully recognized. And it is a range which is continually expanding, as this album makes clear. Sanders made his ini​tial impact on the New York jazz scene through the extraordinary force of his music. David Rosenthal, one of the first writers to explore Sanders' work, wrote in the British Jazz Journal:
"High shrill tones in the upper reg​ister combine with lower growls to give the effect of a piercing scream which lifts the listener right out of his seat with its intensity and power."

That degree of intensity and power is evident in parts of the music here. but there is also a lyricism that may surprise those listeners who tend to categorize too quickly and thereby miss the depth of lyricism in the new jazz. At this point, let me make the necessary observation that it is impos​sible to talk of the new jazz as if it were a homogeneous movement. On the contrary, there has never before been a time of new jazz directions during which so many different routes are being taken by so many implacable individualists. However, a passionate lyricism — manifested in many diverse ways — does characterize the scope of the new jazz from Coleman to Coltrane, from Taylor to Sanders.

Even those resistant to the new jazz recognize the presence of this lyricism, although they might not use that term. What they cannot escape is the emotional energy in the new music. By contrast, nearly every jazz breakthrough in the past has first been challenged as being too "Intel​lectual," too "European," not "hot" enough. These days, the opponents of what's happening now seem to be charging that too much emotion is erupting in this music. And that is exploding without form. But too much emotion for whom? And what are the norms of form?

Returning to that kind of emotion which can be called lyrical, a primary reason for its presence in Pharoah Sanders' work is his concern with music as a way to express — and simultaneously to create — what he terms spiritual experience. (For Sanders, I think this definition of "spiritual" is most relevant: "con​cerned with the needs and faculties of the soul, not materialistic.")

In talking specifically about this album, Sanders emphasized that the kind of experience he is trying to achieve in this set pervades both sides, and therefore "you have to lis​ten to both sides to get the whole picture." At base, Sanders adds, "my music has to do with my beliefs and with the way I live every day." One thing in which he believes is the per​fectibility of man, and so Sanders is working toward a way of life in which he can transcend materialistic pre​occupations. "I feel I'm closest to Hell," he says, "when I'm thinking about money." His goal is to discover more and more about who he is and what his capacities are within the context of a spiritual life. "The more I can find out about myself," he continues, "the more I can know about what is, what the roots of existence are, because God is man and man is God."

Sanders' religion is not in the least sectarian. "I believe in all religions," he declares, "so long as they're talking about one Creator." The genesis for Upper Egypt and Lower Egypt is Sanders' long-term research into the history of Egypt, its religions and its approach to the spiritual life. After the reading and the thinking came an attempt by Sanders to find a sound that reflected what Egypt means to him in this spiritual sense.

The slow section of the piece is Lower Egypt, and through the use of gongs and percussion, a powerful mood is evoked and sustained. It is not a result of an attempt to imitate actual Egyptian musical models, but rather is a strongly personal exten​sion of Sanders' thoughts and feel​ings. Particularly notable is Sanders' approach to the piccolo in this sec​tion. By humming through it as he plays, he has indicated new dimen​sions of color which can be drawn from the instrument. The more ener​getically rhythmic part of the piece is Upper Egypt, and it is there Pharoan on tenor develops speech-like cries and cadences which turn out to be a corollary to the actual use of his voice in a kind of chant. Throughout this work, and the album. Henry Grimes' playing on bass is remark ably attuned to the questing spirit of Sanders' music.

Japan is the retrospective result of a trip there which Sanders made with John Coltrane in the summer of 1966. "These are impressions of places and people." Sanders explains. "I was par​ticularly impressed by the spiritual qualities of a lot of the people I met there — the respect they have for one another and for you. What I mean is that if you come from another culture, they accept you for what you are. They don't put down strangeness, but instead are open to what you have to offer them." The piece is a further illustration of Sanders' dimensions of lyricism — gentle, impressionistic. The vocalise is by him, and in it, he says, "I was trying to sound like a whole mass of singers so that I could convey a wide range of Japanese sounds."

The album ends with three works — Aum, Venus and Capricorn Rising. "When I wrote them on paper," Sanders recalls, "they were three sep​arate tunes, but when we started to play them, they fitted together as a unified whole."

Aum (sometimes spelled Om) is in Hindu religion the mystic equivalent for the name of the Deity. For Sanders, "it is the most powerful word in the Universe. It means God, it means peace, it means the beginning of things." Pharoah Sanders says that when he uses the words, "a kind of magic takes place. It gives me a lot of peace of mind, it relaxes me, it pro​tects me when I'm in public or any where else. It is a word which can bring you up or down — whichever way you want to go." Here Sanders is on alto, and an especially seizing section is his dialogue with Sonny Sharrock on guitar.

Venus, Sanders explains, is his sign in astrology. In alliance with it is Libra, the scales. "It's an appropriate sign, says Sanders, "because I do like to weigh questions and also to balance what I have. If I have something, I'll give you part of it. Also Libra symbolizes the scales of justice, and from that, peace." On Venus and Capricorn Rising, Sanders is on tenor. Capricorn, Sanders notes, is also part of his horoscope. "It's a sign with many symbols, and it's a very mystical sign in that it connotes "the unity behind all those symbols."

As for Sanders' colleagues, Henry Grimes has a long list of credits from Sonny Rollins to Marion Brown. Dave Burrell has worked with Grachan Moncur and Marion Brown, among others. Nat Bettis is known for his work with Chief Bey; Warren "Sonny" Sharrock has been with Olatunji and is also usually with Sanders when he heads his own combos. Roger Blank has been with Bill Barron, Roland Alexander and John Hicks as well as with Sanders.

Pharoah's biography begins in Little Rock, Arkansas, on October 13. 1940. In 1959, he moved to Oakland and there he studied and worked with Sonny Simmons, Ed Kelley and Smiley Winters. Three years later he was in New York, and became better and better known as he played with Rashied Ali, Don Cherry, Sun Ra, John Gilmore and John Coltrane.

For the future, Pharoah continues to explore himself and through those discoveries, he tries to deepen and widen his musical expressivlty. "I don't really see the horn anymore," he says. "I'm trying to see myself. And simi​larly, as to the sounds I get, it's not that I'm trying to scream on my horn. I'm just trying to put all my feelings into the horn. And when you do that, the notes go away. Among the things I'm working on now — though not yet in public — is playing chords on every note. I'm getting close to it. This direc​tion and other sounds I've developed go back to a night in Oakland when I was playing in the higher register. Some people said, 'You just played about four or five notes in one.' I did​n't know how I'd done it, but it felt good. And so I experimented. I was always fooling around with mouth​pieces anyway; I'd buy them and then mess them up. By tightening my embouchure, fixing my teeth in certain positions, and overblowing the horn, I was able to make clusters of notes. Why did I want clusters? So that I could get more feeling, more of me, into each note I played. You see, everything you do has to mean something, has to be more than just notes. That's behind everything I do — trying to get more ways of getting feeling out. That's why I'm trying to leam the piccolo, and if I had money, I'd play the bassoon. And all of that, all of what I try to do in music, comes back to my conviction that if you have the discipline, you can do whatever you want to do. You yourself are the key to the universe."

—Nat Hentoff 1967

	Pharoah SANDERS
	Black Unity
	1971
	37:23
	label: A&R (NYC)

one-track recording (A&R Recording Studios, NYC, Nov. 24, 1971)

Pharoah Sanders [t s, balaphone]; Hannibal Marvin Peterson [tp]; Carlos Garnett [t s]; Joe Bonner [p]; Cecil McBee / Stanley Clarke [b]; Lawrence Killian [congas, talking drums, balaphone]. 

	Pharoah SANDERS
	Pharoah SANDERS & Graham HAYNES:

"With A Heartbeat"
	2003
	49:45
	label: evolver (evl2015-2)

Pharoah Sanders: tenor sax, flutes

Trilok Gurtu: tabla, voice

Graham Haynes (см.): cornet, electronics

Nicky Skopelitis: guitars, electric sitar

Jeff Bova: keyboard

Dr. Jean-Louis Zink: heartbeats

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

1. Across Time

2. Morning Tala

3. Alankara

4. Gamaka

	Arturo  SANDOVAL
	D.Gillespie & Arturo Sandoval:                          “To A Finland Station”
	1982
	45:00
	quintet

A.S. -- Лауреат 41-й ежегодной премии «Гремми» (1999) американской академии звукозаписи в категории «Лучшее исполнение латиноамериканского джаза.

	Carlos  SANTANA
	Abraxas
	1970
	36:44
	Carlos  SANTANA – см. тж. с: WEATHER  REPORT
jazz-rock-latina

C. Santana [g, v]; Gregg Rolie [k, v]; Dave Brown [b]; Mike Shrieve (см.) [d]; Jose Areas [timbales, conga]; Mike Carabello [conga];   with: Peter Green (см.), Gabor Szabo (см.) [g].

 “For pure spirituality and emotion, Carlos Santana is number one.”  —  Eric Clapton.

  It’s hard to avoid words like ‘spiritual’, ‘emotional’ and ‘sensual’ when discussing Carlos Santana, for it is the unassailable feel of everything he plays that makes him great. “Playing guitar is both a physical and metaphysical experience,” says Santana. “My only goal is to always play from the heart.”  Santana’s heart has always found its beat in three distinct lifelines: the blues, percussion-heavy Afro-Caribbean music and jazz. From the day he formed the Santana Blues Band in San Francisco in 1967, Santana’s music has been a unique fusion of these three forms, his playing charged with the soul and phrasing of blues and the freedom of jazz, and driven by fiery Latin rhythms.

 To this day, Santana plays with a liquid-toned grace, subtly using dynamics to build a song’s tension and playing at mach speeds without sacrificing a song’s melody.  —  Guitar World, 1997.

	Carlos  SANTANA
	Caravanserai
	1972
	51:21
	C. Santana [g, perc]; Neal Schon [g]; Tom Rutley [ac b]; Wendy Haas [p]; Hadley Caliman [sax]; Gregg Rolie [organ, p]; Douglas Rauch [b, g]; Mike Shrieve [d]; James Mingo Lewis [congas, bongos]; Jose Chepito Areas [congas, timbales].

  “The body melts into the universe.

The universe melts into the soundless voice.

The sound melts into the all — shining light.

And the light enters the bosom of infinite joy.”  — Paramahansa Yogananda.

	Carlos  SANTANA
	Love Devotion Surrender
	1973
	38:54
	Carlos Santana [g], Mahavishnu John McLaughlin [g, p], Khalid Yasin (Larry Young) [organ], Armando Peraza [congas], Billy Cobham [d], Don Alias [d], Jan Hammer [d], Doug Rauch [b], Mike Shrieve [d]. Исполняются композиции J.Coltrane и собственные.

	Carlos  SANTANA
	Supernatural
	1999
	75:00
	featuring Eric Clapton a.o.


	Akio  SASAJIMA
	Humpty Dumpty
	1993 
	47:00
	postbop

label: enja

A.S. [g]; Joe Henderson (см.) [t s]; R. Rosnes [p]; K. Sill [b]; J. Spencer [d].

	The  SATCHMO  LEGACY  BAND
	Salute To Pops           [2 CD]
	1989 
	50:58 45:51
	label: Soul Note

Freddie Hubbard, Curtis Fuller, Red Callender Alan Dawson, Alvin Batiste Kirk Lightsey.

Tribute To Louis Armstrong.

	SAX-MAFIA
	The Concert at a Culture Centre DOM
	2002
	55:02
	label: Pentagramma

Sergey Letov (см.) [s s, bar s]; Yuri Yaremchuk (см.) [s s, t s]; Nikolay Rubanov [bass s, bar s, bass cl]; Eduard Sivkov [a s, bar s].

	Jenny SCHEINMAN
	Live At Yoshi's
	2000
	54:46
	весёлый avant/impro project

label: Avant

rec. 1999

Jenny Scheinman Quartet:

Jenny Scheinman: violin

Dave Mac Nab: guitar

Todd Sickafoose: bass

Scott Amendola: drums

Сады для прогулок этой виртуозной скрипачки простираются от умного, аккуратного авангарда до весёлой безбашенной free-импровизации с лёгким участием фолковых тем. Очаровательно всё! Я понимаю, что от музыки в Вашей коллекции этого не требуется, но сей диск наверняка станет любимцем не только вашим, но и вашей семьи. Начиная с кошки. (А если кому не-, то туда ему и дорога). Потому что совершенно безапелляционно уверен, что это – lux.

1. Junius Elektra

2. Sensitive New Age Caveman

3. 25 at 2525

4. Weighing Water

5. Stumble Light

6. Parenthesis

7. Through the Dark

all compositions by Scheinman

	Jenny SCHEINMAN
	Shalagaster
	2004
	52:16
	label: Tzadik

Trevor Dunn: Bass 
Russ Johnson: Trumpet 
Myra Melford (см.): Piano, Harmonium 
Jenny Scheinman: Violin 
Kenny Wollesen: Drums

Jenny Scheinman, a frequent collaborator of guitarist Bill Frisell, is one of the most sought-after violinists on the scene today. Her second CD for Tzadik, created especially for the Oracles series, features her brilliant quartet augmented by the beautiful keyboards of Myra Melford. Eleven dynamic new compositions, masterfully conceived, make up this heartfelt program of modern folk jazz.

Violinist and composer Jenny Scheinman has done it again on Shalagaster, his sophomore effort for John Zorn's Tzadik label. With a quintet which includes pianist Myra Melford, drummer Kenny Wollesen, bassist Trevor Dunn, and trumpeter Ross Johnson, Scheinman wrote ten of the 11 tunes here, which range from klezmer-influenced classical music as it encounters jazz in the modern world - "Wiseacre" - to muted, loopy, tango bliss-outs ("Tango for Luna"), to the strange country-song-influenced and arcane "New View of the Horse," to the shimmering glissandi of jazz harmony and arrangement in "American Dipper." Melford's pianism adds depth and dimension to this set; she cavorts with Scheinman's compositions, yet never attempts to trademark them with her own notable style. She sings them with comps, fills, or direct harmonic confrontations. On "Nigun," Scheinman's violin creates the place of erased history as she drones through Melford's contrapuntal drone and melody that seems to come from the heart of Jewish antiquity. But this is not "out" music. It is warm, true sounding, and brilliant in its scope. The arrangements are lovely, even moving; and Ms. Scheinman's compositions carry within them the mystery, history, heartbreak, and humor of the American experience as lived through one at the margins of culture, race, ideology, style, and spirituality.

Into the Clearing

American Dipper (Female)

Tango for Luna

Milk Bottle

The Lucky Hum

Wiseacre

New View of the Horse

American Dipper (Male)

Nigun

Zeynebim

See Through

all tracks composed by Jenny Scheinman except #10 by Siral

	Alexander von SCHLIPPENBACH
	Berlin Contemporary Jazz Orchestra
	1990 
	49:49
	Alexander von SCHLIPPENBACH – см. тж. с: GLOBE UNITY SPECIAL; Evan PARKER; см. тж. его liner notes  к диску Cecil Taylor “The Hearth”.

label: ECM

Benny Bailey_________tp

Thomas Heberer_______tp

Henry Lowther________tp

Kenny Wheeler_______tp/flh

Paul van Kemenade_____as 

Felix Wahnschaffe______as

Gerd Dudek_______ss/ts/cl/fl

Walter Gauchel________ts

E. L. Petrowsky________bs

Willem Breuker______bs/bcl

Henning Berg_________tb

Hermann Breuer_______tb

Hubert Katzenbeier______tb

Utz Zimmermann______b -tb

Aki Takase___________p

Gunter Lenz__________b

Ed Thigpen__________dr

Guest soloist:

Misha Mengelberg______p

Conductor: Alexander von Schlippenbach

Big band formed in 1988 by Alexander von Schlippenbach. 

The liner notes included in the two recordings of the BCJO, the first by Steve Lake, the second by Alexander von Schlippenbach, provide useful background information. The BCJO played its first concert in May 1988, the year following the last concert given by Schlippenbach's earlier large aggregation, the Globe Unity Orchestra. This first concert took place at the radion station RIAS Berlin and the station has continued to support the orchestra providing access to studios, equipment and time over the (so-far) seven year existence of the group. 

In its beginnings, the artistic goal was to 'perform new works by contemporary jazz composers and make them ready for recording'; in pursuing this goal, the orchestra has commissioned and performed works by Misha Mengelberg, Kenny Wheeler, Carla Bley, and Willem Breuker as well as working on a body of compositions by Schlippenbach himself (recorded on The morlocks). 

The original intention of the musicians being drawn entirely from a single city appears to have been quickly superceded by (probably) pragmatics and the recordings indicate more than a smattering of German (i.e. outside Berlin), Dutch, English, Japanese and US players. The 1995 version of the orchestra, assembled for four days of rehearsals and a radio broadcast and recording in June - the world premiere of a commissioned composition by Manfred Schoof - consisted of: 

Henry Lowther, Thomas Heberer, Axel Dörner, Bruno Leichu, trumpet; Felix Wahnschaffe, Gerd Dudek, Evan Parker, Walter Gauchel, saxophone; Rudi Mahals, bass clarinet; Dan Gottshel, Mark Boukouya, Jörg Huke, trombone; Utz Zimmerman, bass trombone; Aki Takase, Alexander von Schlippenbach, piano; Nobuyuki Ino, bass ; Paul Lovens, drums. 

In 1996 the BCJO toured Japan with a mixture of its 'standard' personnel and some Japanese musicians, and in June 1997 they performed concerts in Berlin and Hamburg premiering compositions by Manfred Schoof.
Large ensemble composition remains the least-mapped territory in New Jazz. Being generous, one could perhaps name two dozen big bands that have done important work (we could argue about the definition) in the last three decades, and few of those have had the opportunity to play regularly. The composer who continues to think in terms of large instrumental resources when confronted with the public's traditional fear of the unfamiliar and the formidable economic problems of putting an orchestra on the road has to be both stubborn and quixotic. Kenny Wheeler's first big band album was called, for more specific musical/literary reasons "Windmill Titter", but the more general appropriateness of the title was not lost on him. Nonetheless. Wheeler's still tilting. Alexander von Schlippenbach too.

It was Alex Schlippenbach who established the Berlin Con​temporary Jazz Orchestra to probe more deeply into the possibilities of the big band. As he says, "In its standard instrumentation, this orchestra-form has incredible potential, still not really explored and developed."

The BCJO played its first concert in May 1988, at the radio station RIAS Berlin. RIAS has continued to play a usefully supportive role in the orchestra's development, providing Schlippenbach with access to its studios, equipment etc. And with limited (but appreciated?) financial backing from Berlin's cultural administration, Alex has been able to commission works from some of the most significant com​posers in the big band idiom. One of the BCJO's intentions is to present programmes that show the widest range of new jazz orchestra writing, and in addition to those pieces by Kenny Wheeler and Misha Mengelberg featured on the current record, recent concerts have included works by Willem Breuker, Carla Bley, and Schlippenbach himself. The net is being cast more widely, with plans to incorporate compositions by Anthony Braxton, George Russell and Manfred Schoof (among others) into the repertoire. Although the BCJO was first projected as an orchestra staffed entirely by Berliners, Schlippenbach promptly moved beyond this restriction (though not without " a little fight" with the local jazz establishment) to bring in strong players from around West Germany and beyond, the line-up on this recording taking in musicians from Holland (Willem Breuker, Paul van Kemenade and guest soloist Misha Mengelberg), the DDR (Ernst-Ludwig Petrowsky), Britain (Henry Lowther), Canada (well, Kenny Wheeler still holds a Canadian passport), U.S.A. (Benny Bailey, Ed Thigpen) and Japan (Aki Takase).

In selecting personnel for the band, Schlippenbach, able to reflect on more than 25 years of working experience with jazz orchestras, balances musicians whose forte is improvising on changes with those who are strong free players. (In practise, the roles overlap, and, of course, some players are equally adept in both disciplines, Wheeler and Gerd Dudek being two striking examples.)

Alex still considers himself first and foremost a free jazz musician, and his other orchestra, Globe Unity, remains unchallenged as the large ensemble best equipped to create coherent, often thrilling, music, spontaneously. But that spontaneity has always testified to long periods of preparation. These, in Schlippenbach's case included eight years of composition studies in Cologne.

"Throughout my improviser's career, I've always been deeply interested and engaged in composition. Having gone through all those experiences in strict free improvising I see great possibilities to use the abilities of some of those players in working on written pieces." Globe Unity has also worked with written material periodically -- a fine album called "Compositions" is still available on ECM/Japo - but its approach has generally been much looser than the BCJO's, a reflection on both its collective approach to music-making and the renegade individualism of its most extroverted players. In Globe Unity, "composition" has often been a synonym for "arrangement" and has scarcely braked the soloists' freedom. I asked Alex if he felt any sense of relief working with clearly-stressed tempi after the "dissolved pulsating time" and feverish intensities of much Globe Unity. "No. Clearly-stressed time is sometimes harder to establish."

Directing the BCJO brings Schlippenbach a new range of responsibilities, the purely organisational ones daunting enough. Musically, the biggest demands are perhaps the leading of rehearsals -- the orchestra is committed to getting to the heart of the material it performs -- and conducting. Alex has surrendered the piano stool to Aki Takase to lead the orchestra in its quest for the optimum interpretation.

"Many of our pieces need a lot of conducting, and it's a considerable challenge for me. I like to do it and am still discovering the subject and its implications on composition, especially for pieces with improvisation as an essential part. For example, we have a purely 'structural' piece of mine in the repertoire, which is basically about conducting. There's no conventional notation, just abstract semantic information for the players to interpret and react upon. But it's the conductor who gives the performance a formal structure, which can be different with every performance."

The strongly contrasted pieces on this album, however, are very written. The "formidable" score of Wheeler's "Ana" is some 86 pages long. The piece's mood is described by Schlippenbach as one of "proud" solemnity" attributable, I'm told, to the use of modal poly-harmonies throughout, as well as of the aeolian, lydian, and phrygian church modes. Kenny Wheeler says that "Ana"'s title "refers to two loved ones, one alive and one dead."

The stately opening theme has an elegiac feel that immediately marks the work as Wheeler's (compare it with, say, "Peace For Five" on "Deer Wan", "W.W." on "Double, Double You" or Globe Unity's version of "Nodagoo"), yet the lyricism of his writing doesn't mitigate against its resiliency. His compositions are steel-sprung, not soft centred, and if they are rooted in jazz tradition they also extend it. Wheeler's a very open player and his writing, giving the corresponding impression of being able to support any number of soloistic approaches, consistently inspires strong solo statements from the musicians who tackle it.

After "Ana"'s first slow theme, trombonist Henning Berg, borrowed from Cologne's WDR Big Band, weighs in powerfully on trombone with strong back-up from Ed Thigpen, his solo increasingly fervent as the orchestra riffs behind him. Next to leap out of the pack is Thomas Heberer ("our new young trumpet genius"). Heberer's brief feature folds back into the band sound as the horn lines gain in complexity and density then contract to clear a space for Aki Takase's pretty, rippling piano. The way to the next peak is now open, and at the summit is Ernst-Ludwig Petrowsky, wielding a dangerous baritone. Gerd Dudek's subsequent tenor exposition, so lucid in its development, is a model of post-Coltrane playing at its best (why isn't Dudek more widely celebrated?) and the transition from tenor to alto solo is one of the piece's most arresting sequences. Dudek and Paul van Kemenade lock horns, then the altoist, summoning anguished cries, fronts the orchestra toward the final climax where the regular time explodes into free swirls of sound. As the smoke clears, another noble melody makes itself heard. With a recapitulation of the opening theme. "Ana" is concluded, and the listener is left with the feeling of a journey completed.

Mengelberg's "Salz" (salt, to English readers) is to be taken with a pinch of the same. With Misha one never knows quite how many layers of irony the material is viewed through, but no player can coast lazily through its realization. On "Salz", the going is all three-dimensional hairpin bends and corkscrewed twists.

There's a jolly anthem for the road then -- whap! -- Holland's other resident iconoclast, Willem Breuker, on bass clarinet, skips up and down the scale like Duchamp's nude on a staircase, chased by the kangaroo bounds of the composer's piano. (By which point, Ed Thigpen might have been reflecting how far he'd strayed from his gig with Oscar Peterson.) At one stage, the progress of a jazz orchestra rave-up like the Lunceford band on payday night is halted by the sudden arrival of Schonberg's shade. This spectre doesn't linger, however, but is banished by a high-vaulting Benny Bailey trumpet solo which, in the context, seems just as amazing. Bailey's obviously in earnest about not wanting to be typecast as a bebopper. Gerd Dudek, in great form on this date, wraps everything up while the band roars...

"Reef und Kneebus" (I can't translate that) is a suite in three movements -- marked "Minuet", "Rigaudon" and "Bourree" -- and is characterised by Alex Schlippenbach as "a very authentic piece of rather cheerful demeanor, full of surprises, its good humour always lurking just under the surface". I'm not so sure I'd vouch for the innocence of this cheerfulness but, regardless, the "surprises" come so thick and fast as to rule out blow-by-blow description.

The first movement begins with "judicious use of over​blowing and other tone-alteration techniques" underpinned by Gunter Lenz's sliding bass. The trumpet solo, ab​stracting the melancholy air at the end of the Minuet, is by Heberer. Serially-organised passages are set for the horns in the second movement (Mengelberg didn't attend the Hague conservatory for nothing) to counterpoint the free solos of Dudek on flute and van Kemenade on alto. Later, Dudek's tenor feature is punctuated by fragments of the Bourree's jazz theme, played by different instrumental groupings. Over the dosing piano choruses and drum solo, horn riffs are added out of time, slapped into the music (good dramatic employment of the free jazz conductor's art), and "Reef und Kneebus" goes out with a bang.

In all, a splendid debut by the Berlin Contemporary Jazz Orchestra. The musical results validate the time and work spent on these charts and say something, too, about Alexander von Schlippenbach's generosity as bandleader. Other worthwhile jazz orchestras stress the work of a single composer (the London Jazz Composers Orchestra is a rare exception). There's nothing wrong with this: sometimes it's the only way the music can get a hearing. But Schlippenbach, from Globe Unity's beginnings to date, has consistently downplayed his own prolific output (and there is much strong writing) to share the spotlight with his confreres and go with the music that feels most vital in the moment. This is improvisation's philosophy applied on a broader time scale, and very commendable.

------- Steve Lake

	Alexander von SCHLIPPENBACH

	Physics
	1993 
	74:04
	label: FMP

Evan Parker (см.) [s&t s]; Alexander von Schlippenbach [p]; Paul Lovens [d]. 

Recorded 1991.

№1 -  44:22;  

№2 -  29:39.

Schlippenbach trio: A marvellous free jazz trio comprising Alex von Schlippenbach, Evan Parker and Paul Lovens that has incredibly maintained group stability, artistic integrity and a staggering level of consistency and development over its period of 25 years. Evan Parker talks briefly about Schlippenbach in an interview with Improjazz. 

The three of them have been playing together since 1970. During the past twenty years the ensemble has altered the vocabulary of its musical language, has worked at it and strengthened it. But, despite all the changes, in one thing the musicians remained the same: the explosive atmosphere, the way in which the very presence of these first-rate musicians gets under our skin, and their phenomenal intercommunication throughout the improvisation process.

“In contrast to Derek Bailey’s theory that true improvisation is only possible when musicians who don’t know one another play together for the first and last time, it is my opinion that, especially when a group of improvisers do play together over a long period of time, the challenge and requirements can be set higher and higher. It is the vision of a process of crystallisation in which the material concerned can be hardened and refined as required by continual melting down, destillation, purification and polishing.  In proud possession of the new technology and with a lot of secret ammunition we invented ourselves, we produced a veritable turmoil of sound on stages such as these. This may have thoroughly displeased some of the worthy listeners, but over the years it developed a greater coherence, and the musical form improved. In these years and under the given circumstances we learned —  with a kind of “take it or leave it” attitude —  to “carry on playing” i. E. To project spontaneously developed musical ideas in a rough and carefree manner, and to produce long stretches of unceasing arcs of tension, balance and correlation without imploying themes, changes, lyrical forms, pre-given meters and tempi. FREE JAZZ in the true sense of the word, and nothing but. Right from the word go we worked closely with the Free Music Production [FMP]”  —  Schlippenbach.

	Alexander von SCHLIPPENBACH
	The Morlocks and Other Pieces
	1994
	69:06
	label: FMP

rec. 1993

The Morlocks and Other Pieces is a program of the Berlin Contemporary Jazz Orchestra, comprised entirely of the compositions of Alexander von Schlippenbach, who also conducts as well as participates as a pianist. (So does the group's "usual" conductor, pianist Aki Takase). One of the first things von Schlippenbach incorporated into the big band was his own trio -- which includes Evan Parker and percussionist Paul Louvens -- a trio that has functioned almost continuously for over 25 years. With ten years between the earliest and latest compositions here, one can imagine how varied the program is. First there is the latest work, "Any Piece But A's Piece," where a logistical AA/B/A framework for harmony was offered for the sake of initial unity and its complete dislocation inside group and individual improvisation, only to be brought back to a focal point in an entirely different harmonic reality. But also the band performs the darkly abstract, musical tautology that is "Marcia di Saturno," where European classical music meets Hollywood during the '30s and film noir scores to a polytonal timbral range that offers many shades of lush and lilting gray. On the title piece, from 1990, von Schlippenbach himself sends the twilight reeling with his inside the piano repetitions of five notes played in the same order, in the same time, and allowing strummed strings from the inside begin to wash through as the horn section gradually becomes visible. As they do, shape begins to emerge and a series of tonal ideas are brought into play, where reeds and winds are separated by interval and harmonic limitation and then gradually brought together to open the door to group improvisation. Interestingly, both von Schlippenbach and Parker remain steady in their steams of notes, playing them like mantras, while the others explore the reaches of the semi-quavered universe von Schlippenbach has created. More and more instruments eventually join the mantra while the lone dissidents try to turn the intervallic changes into a jazz tune. Eventually, there are no more dissidents and the piece just ends with the same five notes it began with, just played by an entire orchestra. Unfortunately, nowhere in the notes does it specify where Takase and von Schlippenbach played piano or conducted -- listeners must determine this with their own ears. Otherwise, it's a wonderful collection of modern music that showcases even further the vast range of musical languages that von Schlippenbach has at his disposal.

1. Any Piece, But A's Piece 
- Von Schilippenbach 10:28

2. Contrareflection - Von Schilippenbach 7:06

3. Rigaudon Nr. 2 Aus Der Wasserstoffmusik - Von Schilippenbach 12:03

4. Marcia Di Saturno - Von Schilippenbach 12:54

5. The Morlocks 
- Von Schilippenbach 16:00

6. Jackhammer 
- Von Schilippenbach 10:31

	Alexander von SCHLIPPENBACH
	Swinging The BIM

[2 CD]
	1999
	39:23 60:28
	label: FMP

rec. 1998

SCHLIPPENBACH TRIO: Alexander von Schlippenbach [p]; Evan Parker (см.) [s&t s]; Paul Lovens [selected and unselected cymbals, d, singing saw].

	Alexander von SCHLIPPENBACH
	Hunting the Snake
	2000
	77:06
	label: Atavistic   www.atavistic.com 

Alexander von Schlippenbach [p]; Evan Parker (см.) [s&t s]; Peter Kowald (см.) [b]; Paul Lovens [selected drums & cymbals, Singende Sage].

1. Glen Feshie

2. Moonbeef

3. Hunting the Snake

4. Wenn Wir Kehlkopfspieler uns unterhalten

recorded 1975; mastered and produced 2000.

Здесь особенно явственно мы слышим метаматематику музыки. (То есть то, что рядовой любитель традиционного джаза назвал бы чернухой.)

Alex von Schlippenbach: Born 7 April 1938, Berlin; Piano, composer. 

Well known - in improvising circles - for his trio with Evan Parker and Paul Lovens and as constant moving force behind the Globe Unity Orchestra, Alex von Schlippenbach's involvement with the music spans over 30 years and, inevitably, many other associations. 

He took piano lessons from the age of eight and studied at the Staatliche Hochschule für Musik, Köln, with the composers Bernd Alois Zimmermann and Rudolf Petzold. From 1962 to 1965 he was playing and arranging in a group with Gunter Hampel before moving on to work with Manfred Schoof in his Quintet and Sextett. Members of the Schoof group and Peter Brötzmann's trio crossed paths in the mid-60s and in an eventual joining of the ways, the first version of Globe Unity Orchestra was formed. A number of 'anti-festivals' organised by musicians in 1968 (including one by Alex von Schlippenbach in Köln) eventually led to the formation of the FMP label with Jost Gebers behind the controls and the first records released included Schoof's European Echoes and Schlippenbach's The Living music. 

Long standing associations have included a duo with Sven-Ake Johansson and a trio with Evan Parker and Paul Lovens, though wide-ranging interests have led him to be involved in large scale projects such as the Globe Unity Orchestra and the Berlin Contemporary Jazz Orchestra, in addition to small group playing. One of the few European players who considers that the term 'free jazz' is as reasonable as any to describe his playing; quoted by Evan Parker as saying 'Free jazz keeps you young' (50th birthday concert). 

If recordings are any indication of a musician's working position, Schlippenbach has stubbornly steered clear of the tendency to produce regular solo piano recordings, somewhat ironically, given what must have been the economic difficultly of keepting Globe Unity on (and off) the road for 20 years. One might have expected that the obstacles to work would force a more financial reality and sense of compromise upon the musician and solo music would have been one way out of this predicament. But to someone with this sense of vision (and community) the idea of long periods devoted to solo work would probably be anathema. 

Perhaps the interest in large scale writing and arranging not satisfied through the attenuated life spans of the various Globe Unity groupings found an outlet in other ways. In 1980 he told Cooke that he was 'still busy as a composer for big bands' (and he had already arranged for the Italian RIA big band: Monk unrecorded and Jelly Roll Morton recorded). 

	Daniel  SCHNYDER
	Decoding The Message
	1990 
	42:56
	label: enja

D.S. [saxes]; Ray Anderson (см.) [trb]; M. Formanek [b]; Lew Soloff [tp]; W. Sendecki [p]; M. Ziegler [fl, b fl]; R. Burrage [d]; R. Mark [timpani]; D. Pezzotti [cello].

A thousand messages coming from different musical galaxies are hidden in this album and wait to be deciphered.

	Friedhelm SCHONFELD
	Friedhelm Schonfeld
	1978
	
	LP ~ 43min.

Friedhelm Schonfeld [flute, alt clar, t sax]; Aladar Pege (см.) [contrabass]; Dieter Keitel [d, perc];  with Wolfgang Weber [cello](№4).

1. Heimweh (Friedhelm Schonfeld)

2. Solmas (Aladar Pege)

3. Achterbahn (Friedhelm Schonfeld)

4. Fur Gipsy (Friedhelm Schonfeld)

	John SCHOTT
	In These Great Times
	1997
	46:20
	label: Tzadik

Trevor Dunn: Bass 

John Horton Murray: Voice 

John Schott: Guitar 

Kenny Wollesen: Drums 

A virtuoso guitarist best known as a member of Junk Genius and the San Francisco jazz/funk supergroup T.J. Kirk, John Schott is joined by tenor John Horton Murray (The Metropolitan Opera), bassist Trevor Dunn (Mr. Bungle) and drummer Kenny Wollesen (New Klezmer Trio, Masada, Tom Waits) on his debut as a leader. 

Recalling the exotic precision of Schoenberg's chamber masterpiece Pierrot Lunaire, this ambitious song cyle creatively mixes contemporary classical compositional techniques with improvisation, using Hebrew, Yiddish and German texts by Franz Kafka, Karl Kraus and Jacob Glatshteyn. 

tracks:

1. Preface

2. In Dieser Grossen Zeit

3. The Torch

4. Das Kommen Der Messias

5. Albatross

6. In Zikh

7. 1919

8. The Trial

9. Afterword

	John SCHOTT
	Ben  GOLDBERG,  John SCHOTT,  Michael  SARIN:

“What Comes Before”
	1998
	44:13
	label: Tzadik

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

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

Produced by Ben Goldberg & John Zorn.

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

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

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

1.
 Time Outsides Of Time

2.
 Evening Song

3.
 Night Prayer Song

4.
 Morning Song

5.
 Thirteen Qualities

6.
 What Comes Before

	Martin SCHÜTZ
	Hans “Hausi”  KOCH,

Martin  SCHÜTZ,                Marco  KAPPELI:
“Acceleration”
	1988
	43:50
	Hans Koch и Martin Schutz cм. тж.: X-Communication; Michel Wintsch

Hans Koch и Marco Kappeli cм. тж.: Hans KOCH; CREATIVE WORKS ORCHESTRA

free jazz

label: ECM

Hans Koch (см.) [cl, bcl, ts, ss], Martin Schutz [b, cello], Marco Kappeli [d]. 

Энергичный и "калейдоскопический" вариант фри-джаза, несколько не типичный для изданий фирмы ECM.

Martin Schütz: Born 1954, lives in Biel, Switzerland; electric and acoustic cello, sampling, electronics. 

e-mail: schuetzdoshi-music@bluewin.ch 
Martin Schütz is a cellist and electronic musician, improvisor and composer. He has been a figure on the european scene of improvised music since the late 1980s and has played with a large variety musicians from Europe, USA and elsewhere. 

He has been a regular collaborator with Lawrence Butch Morris, worked in trios with Barre Phillips and Hans Burgener and with Stephan Witter and Paul Lovens but has perhaps become best known for his membership of the Swiss trio "Koch-Schütz-Studer" and its "Hardcore Chambermusic". The three musicians have been working together since 1990. Characteristics of their music are hard contrasts, even contradictions. Sequenced sounds from various unrecognisable sources and the use of live-electronics create dense walls of sound which are contrasted with completely acoustic, minimalistic-ambient improvisations. Analogue ("played") and digital ("programmed") beats are juxtaposed against free "outer-limits" - improvisations. In addition to working as a trio, the group has collaborated with traditional musicians with quite different non-western musical backgrounds: with the El Nil Troop from Egypt to record Heavy Cairo traffic, and with Cuban musicians to record Fidel. In 1998 the trio started a new group called "Roots&Wires" with New-York-DJs I-Sound and M.Singe. 

Martin Schütz also works regularly with music in other media. He has a long working relationship with theatre director Christoph Marthaler, having collaborated with him in 1994 at the Schauspielhaus Hamburg and in 1996/97 at the Volksbühne in Berlin. He has composed and produced music for the Tanzwerk Nürnberg and Neumarktheater, Zurich and his work for film and video includes Peter Lüthi's computer animation Clowntown (1994), and for two films by Peter Liechti: Grimsel, ein Augenschein (1990) and the feature film Martha's Garten (1997).

	(Martin SCHÜTZ)
	X-COMMUNICATION:
“Mass - X-Communication”
	1991
	71:51
	label: FMP

J.A. "Dino" Deane [tb, electronics], Shelley Hirsch (см. тж. в 'Alternative') [vocs], Jason Hwang [vln], Hans "Hausi" Koch (см.) [reeds], Paul "Paule" Lovens [d, perc], Lawrence D. "Butch" Morris (см.) [cornet], Hans Reichel (см.) [g, daxophone, cello], Martin Schutz [cello].

Mass-X-Communication - part 1: "two of many" [42'59"]; part 2: "more of many" [26'52"].

A loose shutter squeaking in the wind, a cat mewling the lovesick blues, the lid dropping off a garbage can. 

In 1987, when L. “Butch” Morris met M. Schutz and H. Koch in New York, all parties could look back on many years of experience with different forms of group improvisation —  a condition that boded well for a joint project. Morris, happily, is not the kind of jazzman who jealously guards the territory. As he says, “The geographic exchange of musics... has enriched this community and keeps it steadfast in its mission to express the moment.”  ... Voice, saxophone and trombone gradually materialize in hard outline and clamour for attention. A long-sustained guitar drone wedges itself beneath them, and cranks the ebullient company up a notch or two to — where?... Saxophone and voice toss minimalistic, staccato-accentuated phrases back and forth, then hold their breath as a haunted cornet line rises in an “Ascenseur pour l’Echafaut” mood, moving even the hard-boiled trombone to grunts of approval...    X-Communication in its 1990 incarnation seems to have reached a degree of mutual understanding that allows each musician more room to move. That’s to say, few sacrificies need be made to any streamlined collective identity. The group is strong enough to support almost all aspects of the players’ creativity.   Shelley Hirsch’s near-acrobatic vocal abilities enable her to react instantly to any ideas or atmospheric suggestions her surroundings have to offer, and to take on, chameleon-like, virtually every imaginable tone colour. She possesses the sensitivity and style, moreover, to move with equal fluency as verbal communicator. The combination of “instant composition” and “instant poetry” (in English or in spontaneously invented mock-languages), the occasional country and western song, and her strong stage presence make her the group’s natural focal point, a spell-binding performer.  ... a little jazzy interlude, then cut to an oriental scene, a geisha’s dream over sparse guitar-as-ersatz-koto... impatient even in repose, the dreaming geisha floats off among turbulent, bubbling clouds...Bom de bom bom. De bombom. Hans Reichel, temporarity posessed by the spirit of Bo Diddley, brings down the house. Lovens rocks out, sort of. Saxophone and voice zig zag madly through the falling masonry...Gradually, the energy-level subsides. A whirlwind tour of mutant-ethno border discotheques, a last raucous reed eruption, and then a winding-down, to the acconpaniment of a slightly-sweked lullaby. It’s a breathing space. It won’t last long... Time to move. Into: an atomized latin groove anchored by sustained cornet and voice, a folk song, blues reminiscences, Hendrixian guitar, yodels, a jungle’s worth of fauna, sci-fi weirdnesses... the sound of surprise, anyone?

Martin Schütz – см. тж. с: Hans KOCH; Michel WINTSCH;

e-mail: schuetzdoshi-music@bluewin.ch 

Martin Schütz: Born 1954, lives in Biel, Switzerland; electric and acoustic cello, sampling, electronics. 

Martin Schütz is a cellist and electronic musician, improvisor and composer. He has been a figure on the european scene of improvised music since the late 1980s and has played with a large variety musicians from Europe, USA and elsewhere. 

He has been a regular collaborator with Lawrence Butch Morris, worked in trios with Barre Phillips and Hans Burgener and with Stephan Witter and Paul Lovens but has perhaps become best known for his membership of the Swiss trio "Koch-Schütz-Studer" and its "Hardcore Chambermusic". The three musicians have been working together since 1990. Characteristics of their music are hard contrasts, even contradictions. Sequenced sounds from various unrecognisable sources and the use of live-electronics create dense walls of sound which are contrasted with completely acoustic, minimalistic-ambient improvisations. Analogue ("played") and digital ("programmed") beats are juxtaposed against free "outer-limits" - improvisations. In addition to working as a trio, the group has collaborated with traditional musicians with quite different non-western musical backgrounds: with the El Nil Troop from Egypt to record Heavy Cairo traffic, and with Cuban musicians to record Fidel. In 1998 the trio started a new group called "Roots&Wires" with New-York-DJs I-Sound and M.Singe. 

Martin Schütz also works regularly with music in other media. He has a long working relationship with theatre director Christoph Marthaler, having collaborated with him in 1994 at the Schauspielhaus Hamburg and in 1996/97 at the Volksbühne in Berlin. He has composed and produced music for the Tanzwerk Nürnberg and Neumarktheater, Zurich and his work for film and video includes Peter Lüthi's computer animation Clowntown (1994), and for two films by Peter Liechti: Grimsel, ein Augenschein (1990) and the feature film Martha's Garten (1997).

	Martin SCHÜTZ
	Michel WINTSCH, Martin SCHÜTZ, Gerry HEMINGWAY
	1994
	47:43
	free jazz

label: Unit

Michel Wintsch (см.) [p, accordion], Martin Schutz [ac & el cello], Gerry Hemingway (см.) [d, marimba, vibes].

	(Louis  SCLAVIS)
	Peter  BR(TZMANN Clarinet Project:

"Berlin Djungle"
	1984
	47:32
	L. SCLAVIS -- см. тж. с: Klaus KONIG Orchestra; Andreas WILLERS.

label: FMP, 1984 (LP) / Atavistic, 2004  (CD)

rec. 1984

Recorded live during the 'Jazzfest Berlin' on November 4th, 1984 at 'Delphi Theater'

Toshinori Kondo: trumpet

Hannes Bauer: trombone

Alan Tomlinson: trombone

Peter Brotzmann: clarinet, tenor, tarogato

Tony Coe (см.): clarinet

J.D. Parran: clarinet

E.L. Petrowski: clarinet

Louis Sclavis (см.): clarinet, bass clarinet

John Zorn (см.): clarinet, mouthpieces

William Parker (см.): double bass

Tony Oxley: drums

1. What A Day (first part) (Brotzmann) 24:37

2. What A Day (second part) (Brotzmann) 23:15

	Louis  SCLAVIS
	Clarinettes
	1985
	34:48
	labe: Label Bleu

Recorded from September `84 to January `85 at Studio Lazer, Lyon, France

Louis Sclavis: Clarinette & Bass Clarinette
Christian Ville: Percussions (Track 3)
Christian Rollet: Percussions (Track 5)

1. Mariage 3:28
2. Hopa 2:04
3. Le Chien Aboie Et La Clarinette Basse 3:46
4. Introduction A Marmaduke 4:58
5. Black And Tan Fantasy 2:55
6. Christal 4:52
7. Graves 3:24
8. Clarinette 5:55
9. Moi C`est S`Mariano 3:04

Als Louis Sclavis 1984 damit begann, das Album "Clarinettes" für das französische Label Ida Records aufzunehmen, stand er gerade am Anfang seiner Karriere: "Die CD 'Clarinettes' ist die erste Aufnahme, die ich unter eigenem Namen realisierte und für die ich fast nur eigene Kompositionen schrieb", bekennt der französische Klarinettist, Saxophonist und Komponist in den Liner Notes zur Wiederveröffentlichung. Viel ist seitdem passiert: Sclavis, Mitbegründer der mittlerweile legendär gewordenen Musikerinitiative "Association pour la recherche d'un folklore imaginaire", steht wie kein anderer Musiker der französischen Szene für eine intelligente und unterhaltsame Synthese aus Jazz und improvisierter Musik, Folklore und Neuer Musik. Sein Name war lange Zeit ein Synonym für den vor allem von Journalisten gebrauchten Begriff von der "imaginären Folkore".
Obwohl sich Sclavis heutzutage von der Bedeutung, die dahinter steckt, eher distanziert, so war er schon damals ein Meister in "einer mal vergnügten und bukolischen, dann wieder dunklen und reibungsvollen Musik, die sich auf sonderbare Weise folkloristisch anhört und doch kaum etwas originär Ehnisches an sich hat - so viel Ecken und Kanten besitzt sie aus Rock-Dynamik, aus digitalem Witz und Free-Jazz-Elan. Hier entsteht eine Folklore aus der Phantasie - als brillant entworfener, freier Raum einer schöpferischen Empfindungskraft", bemerkt Joachim Ernst Berendt in seinem "Jazzbuch" über den Ausnahmemusiker Louis Sclavis.

Auch heute noch, fünfzehn Jahre nach der Erstveröffenltichung des Sclavis-Debüts "Clarinettes", haben die neun Titel (alle Klarinettenstimmen wurden von Sclavis eingespielt) keineswegs nur einen antiquarischen Wert. Schon damals war er ein ausgereifter Instrumentalist, der mit stupendem Ideenreichtum die für ihn spezifischen Spieltechniken einzusetzen wußte, ohne daß er auch nur annähernd der Exekution seiner Musik durch kalte Technik bezichtigt werden konnte. Seine oft schlichten und einfachen Themen trägt er zum Beispiel mit einem für ihn typisch geworden, melodischen Gestus vor und untermalt diese mit auf den Klappen der Klarinette getrommelten Rhythmen. Oder er reiht mit Hilfe der Zirkularatmung kurze, aufgeregt klingende Phrasen anneinander, denen er durch die ständige Wiederholung einen trance-artigen Charakter verleiht. 

Darüber hinaus ist auch die wiederveröffentlichte CD "Clarinettes" wie bei den dann folgenden in sich schon ein Gesamtkunstwerk: Die vielschichtigen und musikalich mehrdeutigen Titel fügen sich zu einer neunsätzigen, gleichsam postmodernen Suite zusammen - leider, so muß man heute sagen, ist diese Sclavis'sche Suite mit ihren 34 Minuten Spielzeit viel zu kurz. Nichtsdestotrotz, dem Dank von Louis Sclavis an die französische Firma Label Bleu, deren Hilfe und Tatkraft die Wiederveröffenltichung von "Clarinettes" erst ermöglichte, kann man sich nur anschließen.

	Louis  SCLAVIS
	"Chine" / "Chamber Music"

[2 CD]
	1989
	37:46 50:14
	label: IDA, "Chine": 1987; "Chamber Music": 1989.

Louis Sclavis [cl, bass cl, s s]; Francois Raulin [p, k]; Bruno Chevillon [ac b]; Christian Ville [d, perc]; Dominique Pifareli [vln].

Recorded and mixed #1, 3 - 10 Gimmick Studio (Yerres), 07/09/87; #2 Studio Capitol (Lyon)

Produced by Philippe Vincent.

biography

One of the finest clarinetists in free jazz and avant-garde, Louis Sclavis plays improvised music with unusual clarity and precision. And while his technique is huge, it doesn't overshadow his musicality; Sclavis is a most expressive player. Sclavis began studying clarinet at the age of nine. He played in a local brass band before entering the Lyons Conservatory of Music. From 1975-1982, he played with a variety of ensembles, including most notably the Henri Texier Quartet and Chris MacGregor's Brotherhood of Breath. He formed his own band in 1982, Le Tour de France, comprised of six musicians from different regions of France. He also played and recorded with a number of prominent free jazz musicians, including Evan Parker, Lol Coxhill, Tony Oxley, and Peter Brotzmann for the FMP and NATO labels. In 1984, he recorded Clarinettes, a solo album for the Ida label. That year, he also formed a new quartet; the band would record a pair of albums: Chine (1987) for Ida and Rouge (1991) for ECM. In 1987, he founded a septet, which would also record for Ida. In 1988, he was awarded the Prix Django Reinhardt as French jazzman of the year. That year, he founded the Trio de Clarinettes with Jacques di Donato and Armand Angster; in addition to playing improvised pieces, the group also played works written by its members and such classical composers as Brian Ferneyhough andPierre Boulez. Around that time, he met choreographer and dancer Mathilde Monnier and they collaborated on several performances. Sclavis' renown grew during the next decade; he won a British Jazz Award in 1991, and recorded often for FMP and ECM. Projects included a trio with Aldo Romano and Henri Texier; also, recordings and performances with his clarinet trio, septet, percussionist Trilok Gurtu, and a Cecil Taylor large ensemble. Besides his jazz-related activities, Sclavis has also composed for theater and film. HIs 2002 release Dans La Nuit was a soundtracks for an antiquated Frenwch silent film. 2004 saw the release of Napoli's Walls, Sclavis's first attempt to provide a soundtrack for visal art. He recorded a series of pieces base don the history and culture of Naples as interepted by the work of the French artist Ernest Pignon-Ernest who lived and worked in the city for a number of years.

	Louis  SCLAVIS
	Rouge
	1992 
	61:53
	label: ECM

L. Sclavis [s s, cl]; D. Pifarely [violin]; F. Raulin [p]; B. Cevillon [b]; C. Ville [d].

A key figure in European music, Louis Sclavis propels his clari​nets and saxophones with a breath and an inspiration that unhinge prejudices. Rameau, free jazz, contemporary music, waltzes and tangos.... Sclavis is both an exceptional musician and an exceptional human being. The immense richness of his art is due as much to his virtuosity as to his ability to communicate with the public. Because of this special connection, he conveys with the greatest of ease music always firmly anchored in life.

	Louis  SCLAVIS
	Acoustic Quartet
	1994 
	61:46
	label: ECM

L.Sclavis [cl, b cl]; Dominique Pifarely [violin]; M.Ducret [g-s]; B.Cevillon [b].

“This album is quite simply brimming with vivacity, intelligence and invention... A total success.”

	Louis  SCLAVIS
	SCLAVIS & REIJSEGER:

"Et On Ne Parle Pas Du Temps"
	1995
	60:09
	label: FMP

Louis Sclavis [s s, cl, bass cl]; Ernst Reijseger (см.) [cello].

Enregistrés en publique à / Recorded Live Haus am Waldsee (Berlin) en 30-31/07/94 pendant "The Summer Music".

This duet performance by clarinetist Louis Sclavis and cellist Ernst Reijseger is one of a series of rare meetings the two have played over nearly two decades. Sclavis is hailed the world over for his mastery of all of the clarinet family's instruments, and plays a number of them here, as well as soprano saxophone. Reijseger, best known as a member of the Trio Clusone, is a wizard as a cellist. This date in 1993 lasted an hour, and for that 60 minutes in Berlin (in what was apparently sweltering heat) they produced a set of improvised music that is so thoroughly mystifying in the quality of its empathy and telepathy, one would swear it was rehearsed. No cue goes unanswered over 11 "tunes" that last anywhere from four to eight minutes. Each idea introduced is built upon, then added to and then transposed onto another. No ground is taken for granted, nor is any given. As Reijseger plucks, strums, bows, scrapes, and beats his cello to entwine with Sclavis, the latter takes melodic invention apart from inside, making improvisation part and parcel an extension of folk song. And yes, these interactions do sing — so much so they make one laugh and cry. There is no differentiating between tracks; this is a performance, a concert in the truest sense of the word, and an example of the true qualities of improvised music: That two men can come together and extend each other's capabilities as musicians. Awesome.
1. Et (L.Sclavis - E.Reijseger)

2. On (L.Sclavis - E.Reijseger)

3. Ne (L.Sclavis - E.Reijseger)

4. Par (L.Sclavis - E.Reijseger)

5. Le (L.Sclavis - E.Reijseger)

6. Louis (L.Sclavis)

7. Pas (L.Sclavis - E.Reijseger)

8. Ernst (E.Reijseger)

9. Du (L.Sclavis - E.Reijseger)

10. Temps (L.Sclavis - E.Reijseger)

11. Et on ne parle pas du temps (L.Sclavis - E.Reijseger)

	Louis  SCLAVIS
	Ceux Qui Veillent La Nuit
	1996
	54:39
	label: Label Bleu 

Louis Sclavis trio:

Louis Sclavis: clarinettes, saxophone soprano

Bruno Chevillon: contrebasse

Francois Merville: batterie, percussions

Louis Sclavis's first outing in a trio format is so successful that we are left wondering why he did not try this formula earlier. It appears to be such an appropriate setting to fully appreciate his impressive improvising skills. Although the opening track features Louis Sclavis on soprano saxophone, this session is primarily a stage for his clarinet playing - mainly, bass clarinet. "Qumr?n" is a wonderful unaccompanied bass clarinet solo built on a thread of loops. Seconded by two faithful collaborators, bassist Bruno Chevillon and drummer Fran?ois Merville, Sclavis surely gets adequate support. Both musicians provide an intricate and supple foundation, never relying on the same pattern. They are also very attentive musicians who can react at once to the leader's moves, and contribute some ideas of their own. Their complicity also allows Sclavis to explore various territories and moods. At times, the writing is peppered with touches of romanticism and dreaminess, and sometimes hints at another great European clarinetist, John Surman. As a consequence, the music definitely belongs to a European aesthetic - only the title-track betrays Sclavis' continued interest for Northern African music. It can also be qualified as cerebral, but it is never dry due to its occasional playfulness and unexpected bounciness. Finally, frequent shifts and time signature changes keep the listener on his/her toes. Ceux Qui Veillent La Nuit is the perfect place to sample Sclavis' original work and various approaches to his instrument.
1. Derniers Regards

2. L'Abstraite Anglaise

3. L'Aurore

4. Procession

5. L'Ombre

6. Qumran

7. Ceux Qui Veillent La Nuit

8. Manoir

9. Saro

10. Tenzin

11. Rapports Certains

	Louis  SCLAVIS
	Aldo  ROMANO, Louis SCLAVIS, Henri TEXIER:

“Le Querrec: Carnet De Routes”
	1997
	47:28
	label: Label Bleu

rec. 1994-95
This recording from the West African tours of the Romano/Sclavis/Texier trio in the early '90s is one in a series of three. That this band played in Africa and was documented by photographer Guy LeQuerrec (who suggested the tour to the various African arts councils in the first place, and is credited here with playing "Leica") was remarkable in and of itself. There were many better-known trios and quartets at the time, but the music Romano/Sclavis/Texier made as a result of Africa's inspiration is nothing less than mindbending (and the packaging that comes along with this disk and its partners too). This trio, with Sclavis' soprano saxophone and clarinet on the front line, Texier's lower-than-low contrabasse, and Romano's drumming, which is reminiscent of an even more sophisticated Ginger Baker (Romano plays with the power of a rock drummer with all the sophistication of Max Roach or Elvin Jones), is an almost overwhelming entity on this recording. Elements of not only jazz in all its configurations but funk, French folk music, West African griots, and the melodic influence of the late Johnny Dyani from South Africa all boil down into one intense pot of musical empathy and innovation. These cats are all composers who know the strengths of each their band members. When melody lines come off Sclavis' horn and are tied in separate octaves to Texier's bass playing, creating a new chromatic color to the proceedings, such as on "Bororo Dance" and "Flash Memoire," listeners get to hear music in the process of being created from nothing but the abilities of its makers. This is a trio that owes nothing to Sonny Rollins but perhaps something to Steve Lacy's trio and Pierre Doerge's New Jungle Orchestra. This band swings like a vine and jams like they are on a bandstand in a small club in front of a full audience of other musicians.

tracks:

Standing Ovation 

Vol 

Daoulagad

Bororo Dance

Annobon

Les Petits Lits Blancs

Flash Memoire

Korokoro

Entrave

	Louis  SCLAVIS
	Le Phare
	1998 
	55:06
	label: enja

Louis Sclavis [s s, cl, bass cl] with Bernard Struber Jazztet.

The Bernard Struber Jazztet has been presenting original music for the last ten years. Moving ahead is a principle, invention a necessity and tradition is looked at as a starting point. When the orchestra met Louis Sclavis, several concerts happened and a recording took place which shows the many possibilities of orchestration and the creativity set loose by the compositions of Louis Sclavis.

“A broader legitimacy. It's elegant, relevant, savant, superb.”  (Bertrant Dicale, Le Figaro)

Выдающийся французский кларнетист Луис Склавис считается одним из лидеров европейского джазового авангарда. Все те, для кого музыка – это не только импровизация в стиле "блюз", полюбят произведения Склависа.

--- Дмитрий Ухов

	Louis  SCLAVIS
	Carnet De Routes – Suite Africane
	2000
	59:14
	label: Label Bleu

rec. 1999

Aldo Romano (см.): Drums
Louis Sclavis: Clarinet, Saxophone Soprano
Henri Texier: Bass
Guy Le Querrec: Leica

1. Hauts Plateaux (Sclavis) 4:40
2. Bois Croisés (Romano, Sclavis, Texier) 2:01
3. Soweto Sorrow (Romano) 4:02
4. Ggaba (Texier) 4:10
5. Windhoek Suite (Sclavis) 7:51
6. Pingouin (Sclavis) 1:53
7. Guy Danse (Romano) 3:53
8. Water Buffalo (Texier) 5:28
9. Sur Le Lac (Sclavis) 6:02
10. Impala (Romano) 1:49
11. P`tit Mõme (Romano, Sclavis, Texier) 2:00
12. Soul Is Free (Romano) 5:17
13. Girafe (Texier) 1:58
14. Ombrelles (Romano, Sclavis, Texier) 1:45
15. Bob De Klipton (Texier) 5:46

"Carnet de Routes", schlug auch in Deutschland ein: "Wild und intensiv improvisieren die drei instrumentalen Könner. Diese Freiheit und der Puls der übrigen komponierten Stücke dringen wie Magie ins Unterbewußtsein des Hörers ein", hieß es in der Zeitschrift Audio. Am Konzept des Nachfolgers, "Suite Africaine", haben der Schlagzeuger Aldo Romano, der Klarinettist und Saxophonist Louis Sclavis, der Kontrabassist Henri Texier sowie der Magnum-Fotograf Guy Le Querrec nichts geändert: Inspiriert durch eine Tournee durch das östliche und südliche Afrika gingen die drei Musiker 1999 ins Studio, um dieses musikalische Reisetagebuch einzuspielen. In Verbindung mit den Bildern des Fotografen im Booklet der CD entstand ein kreatives und eindrucksvolles bi-mediales Dokument. 
"Sie (Romano, Sclavis, Texier) sind ohne Vorbehalte und ohne Kolonisierungswünsche auf die fremden Kulturen ebenso wie aufeinander zugegangen, haben sich dabei weder plakativer Euphorie noch ideologischen Konstrukten ausgeliefert", schrieb Marcus Gammel zur ersten CD in der Zeitschrift Jazzthetik. Und Texier erzählte dem Autor, daß das Trio in Beziehung zu Afrika stehe, "in den Umständen seiner Entstehung, der Art seiner Entwicklung und in dem, was es jetzt ist. Die CD ist einfach so entstanden, wie es in Afrika Dinge gibt, die eben einfach so auftauchen." 
Dies trifft natürlich auch auf die Entstehung von "Suite Africaine" zu: Keines der fünfzehn Stücke enthält jenen banalen musikalkischen Exotismus, wie er oftmals bei vergleichbaren Produktionen zu hören ist.Denn es waren nicht die "offiziellen" Konzerte auf dieser Afrika-Tournee, die die drei zu ihren Kompositionen angeregt hatten. Vielmehr lieferten die zufälligen Begegnungen mit Land und Leuten während der Reise durch Ost- und Südafrika die Ideen und Grundlagen zu der Musik, wie sie jetzt auf dieser CD zu hören sind. 
Für die "Suite Africaine" schrieben sowohl Romano als auch Sclavis und Texier je vier Kompositionen. Unterbrochen durch drei gemeinsam erarbeitete Stücke, die gleichsam als Zwischenspiele eingesetzt werden, entsteht das Bild einer sich aus mehreren Sätzen zusammensetzenden und festgefügten Suite, in der sich die unterschiedlichen Einflüsse und Erfahrungen der Protagonisten widerspiegeln: Die swingende Kraft des amerikanischen Jazz geht in dieser Suite eine kreative Verbindung ein mit der melodischen Kompetenz europäischer Musik und der polyrhythmischen Virtuosität traditioneller afrikanischer Percussions – unverkrampft und gelöst reißen Romano, Sclavis und Texier Grenzen nieder, ohne den Respekt vor der jeweiligen kulturellen Tradition zu verlieren: "Ich persönlich suche nicht gezielt nach folkloristischen Elementen, die ich in meinen Kompositionen verwenden könnte. [...] Die Musik gelangt in meinen Kopf, und von Zeit zu Zeit gibt es Momente, in denen sie weider herauskommt, aber fast ohne, daß ich es merke", gab Texier der Jazzthetik zu Protokoll. 
Und bei all dieser musikalischen Kunstfertigkeit darf die oftmals virtuose Bildsprache von Guy Le Querrec nicht vergessen werden: Erst seine Fotos, die einen wunderbaren Einblick geben in das Alltagsleben in Ost- und Südafrika, sind es, durch die die "Suite Africaine" zu einem Meisterwerk wird. CD und das mehr als 100-seitige Booklet kommen diesmal in einer Hart-Box auf den Markt, womit die Wertigkeit und Einheit von Musik und Bildern unterstrichen wird. Und weil die "Suite Africaine" erst als Gesamtheit richtig zur Geltung kommt, gibt es auch keine Titel, die hervorgehoben werden sollen.

	Louis  SCLAVIS
	Les Violences de Rameau
	2001
	57:01
	label: ECM 

Louis Sclavis Sextet:

Louis Sclavis: clarinet, bass clarinet, soprano saxophone

Yves Robert: trombone

Dominique Pifarely: acoustic and electric violins

Francois Raulin: piano, keyboards

Bruno Chevillon: double-bass

Francis Lassus: drums 

Maybe because he is French, or perhaps simply due to his iconoclastic nature, clarinetist Louis Sclavis has a knack for producing provocative recordings that somehow seem unrelated to anything else in the musical world. Commissioned by the French Ministry of Culture in 1994, this suite incorporates a wonderfully melodic character that focuses on an unusual front line of clarinet (or soprano sax), trombone, and violin (acoustic and electric), supported by bass, piano, and drums. There is some spectacular improvising by all participants, but Sclavis and the highly underrated trombonist, Yves Robert, are particularly effective. Sclavis' compositions are anything but conventional, using rock rhythms, classical structures, and modern jazz harmonies to brush strokes of many colors. The hard driving drums of Francis Lassus give some of the tracks an appropriate pop feel, while elsewhere genres collide and mix, producing chamber jazz, avant garde harmonies, and everything in between. While Sclavis never lets it get too cute, there are occasional times when some of the solos could have used a bit of editing. Those who appreciate the remarkable writing and performance skills of Louis Sclavis will not be disappointed, though, and those who have yet to be introduced to this international innovator should find much to savor.
1. Le Diable et Son Train

2. De Ce Trait Enchanté
3. Venez Punir Son Injustice

4. Charmes

5. La Torture d'Alphise

6. Usage de Faux

7. Réponses À Gavotte
8. Charmes

9. Pour Vous... Ces Quelques Fleurs

10. Ismenor

11. Post-Mésotonique

	Louis  SCLAVIS
	L'affrontement des pretendants
	2001
	63:43
	label: ECM

Louis Sclavis [cl, bass cl, s s]; Jean-Luc Cappozzo [tp]; Vincent Courtois [cello]; Bruno Chevillon [b]; Francois Merville [d].

The latest ECM date by clarinetist and soprano saxophonist Louis Sclavis moves astray from his previous concept-oriented albums and toward musical settings that showcase his stunning new quintet. The only remaining member from his last band is bassist Bruno Chevillon. Once again, however, Sclavis gives listeners a puzzle to solve in the title: Who are these confrontational pretenders? Or, does the reference suggest that these very same pretenders are staking a claim to a throne or position of authority? Both cases may be self-referential given the absolute musical muscle on display here. The title track that opens the disc features a streaming trumpet workout by the all-but-unknown Jean Luc Capozzo. His playing comes from many sources, the most recent of which are Wadada Leo Smith and Lester Bowie, and the influence of African and Arab musical modalities that inform his melodic improvisations. His lyric line is complex, long, and knotty, bringing both harmonic and modal considerations to the fore. Rhythm in this band is also provocative, given that there is no pianist to muck things up. Cellist Vincent Courtois covers a lot of this territory, leaving both Chevillon and drummer François Merville to break time, cross it, and stretch by means of interactive methodologies and interpretive interval signatures that may or may not come from Western music. Elsewhere, such as on "Distances," a swinging post-bop melodic phrasing is intercut with Parisian salon music. One can hear the humor of Erik Satie cascading through Sclavis' clarinet solo and the rich, triple-time cowbell beats stuttered by Merville. The music is as perverse as it is virtuosi. But the true musical marvel that is this quintet is on the mammoth suite "Hommage à Lounès Matoub," a tribute to the late Algerian protest singer who was assassinated in 1998. The mournful opening measures are played with heartbreaking grace by Capozzo, and give way to the solo dirge by Courtois, which is tinted with a trace of rage at its fringes. Six minutes in, the rest of the band enters, again led by Capozzo soloing, becoming the slain singer's voice in the heart of the mix. The North African-percussion styles employed by Merville criss-cross and undulate; they seem to imitate frame and raku drums. The tempo and mood pick up about ten minutes in, and here the ensemble moves through complex harmonic and modal territory, leaving their previously flexible style for a manner of playing that hints at transcendence and even victory, a musical space that suggests that memory is what triumphs because it carries on where a person cannot. This is a jazz group that moves from Coltrane-like intensity (Sclavis' soprano solo in the "Hommage" quotes "India" in three places and Steve Lacy's "Blinks" in two others) to a musical expressionism that echoes both Boulez and Messiaen. Finally, there is the presence of Africa that looms so heavily in Sclavis' musical heart, due to the amount of time he spends there, that it cannot help but be expressed alongside the other music. These West African melodies that at first come in hints and phrases assert themselves in tonal capacities as well as in solos. In sum, it is as a quintet this band plays, as a musical unit that is seasoned and confident and in full possession of its strengths and musical empathies. So democratic and accomplished is this band that it sounds as if it has no leader, but only music to play. And that's as high a compliment as any reviewer can pay.

L' Affrontement des Prétendants
Distances

Contre Contre

Hors les Murs

Possibles

Hommage À Lounès Matoub
Le Temps d'Après
Maputo Introduction

Maputo

La Mémoire des Mains

	Louis  SCLAVIS
	Fred FRITH / Jean-Pierre DROUET / Louis SCLAVIS:

“I Dream of You Jumping”
	2001
	55:53
	label: Victo

rec. 2001

composed and performed by Drouet, Frith, Sclavis
I Dream of You Jumping is a live recording from the Festival International de Musique Actuelle de Victoriaville. On May 21, 2000, legendary avant-garde guitarist Fred Frith, theatrical percussionist Jean-Pierre Drouet, and French new jazz clarinetist Louis Sclavis played an extended 48-minute improvisation, followed by a shorter encore. Their rock, world, and jazz backgrounds met with mixed results. Frith chose a delicate approach, with his electric guitar remaining below the average amount of decibels produced, and often adopting folkish stylings. Sclavis jumped from post-bop licks to East European scales and avant-garde bubblings. Drouet used mainly small objects, bells, and hand drums. He often sounds like he's playing above the improvisation and not taking a serious interest in it, an impression reinforced when he resorts to his voice. "There Are Great Stories, We Must Lift Them" offers nice moments, mostly in its first 15 and last five minutes (there is a delectable kind of flamenco dance happening at the end). The middle part finds Frith and Sclavis trying desperately to find something to cling to among Drouet's ramblings. On "Will Remain Always," Frith gets a brighter spotlight, but once again the improv does not soar very high. Not an essential item for either Frith or Sclavis fans, I Dream of You Jumping remains a honest, if not exciting, performance.

1. There Are Great Stories, We Must Lift Them

2. Will Remain Always

	Louis  SCLAVIS
	Napoli's Walls
	2004
	60:09
	label: ECM

rec. 2002

Louis Sclavis [cl, bass cl, s/bar s]; Vincent Courtois [cello, electronics]; Mederic Collignon [pocket tp, v, horn, perc, electronics]; Hasse Poulsen [g].

Louis Sclavis has for decades dazzled and provoked listeners with his literate, ambitious musical projects that examine not only the many dimensions and directions of the sonic spectrum, but also his Renaissance-like embrace of literature, foreign cultures, and now, visual art. With a new quartet collaborating with him — only cellist Vincent Courtois is retained from his previous outing, L'Affrontement des Prétendants — Sclavis turns his eyes, ears, and spirit toward an investigation of the paintings of the French artist Ernest Pignon-Ernest on Napoli's Walls. Pignon-Ernest, born in 1942, is a curious and wonderfully captivating artist, since he works not on canvas but on public surfaces. From 1987-1995 he worked in Naples, digging through a knotty, tragic history that involved both Oriental and Occidental cultures and the aftermath of volcanoes, disease, defeat at the hands of many armies, and the poetry of its people through it all. Sclavis (playing both clarinets and saxophones), Courtois (on cello), Médéric Collignon (on pocket trumpet, electronics, voices, and horn), and Danish guitarist Hasse Poulsen engage Pignon-Ernest head-on. They explore the various musical traditions of Naples, but also of the entire region through the language of the postmodern, as improvisation, formal composition, ethnomusicology, and an aesthetic that attempts to illustrate the visual aurally. This is accomplished by stitching together the region's popular and antiquated song forms (from folk to opera to madrigals), jazz (through a Mingus-like engagement with history and the dissemination of cultural mores), sophisticated and striated harmonic sensibilities, and a nuanced aesthetic of dissonance. There are ten selections on Napoli's Walls, all but one of them dedicated to a person or place and all of them warm and utterly engaged in time and place, whether the piece has humor in its articulation, such as on the title track or "Kennedy in Napoli," with its wondrous counterpoint, or is more elegiac as in "Divinaziona Moderna, Pt. 1" and "Guetteur d'Inaperçu." The classical thematics and structure of "Les Apparences," with its lilting cello line that counters the pocket trumpet in creating a theme to which Sclavis adds his trademark rounded tone on clarinet, is among the most striking moments on the set, especially as Poulsen's guitar breaks the dynamic and then shifts it into a meditative improvisation. Simply put, Napoli's Walls is an album that moves jazz from its rarefied 21st century ghetto and engages it in a different dimension, as it offers the visual as another song form and place of investigation for sonic inquiry as well as dissemination for antiquated and popular culture. And far from being merely academic, this record is full of sensual pleasure and an utterly accessible, often deeply moving articulation of a new musical language.
1. Colleur De Nuit

2. Napoli's Walls

3. Merce

4. Kennedy in Napoli

5. Divinazione Moderna I

6. Divinazione Moderna II

7. Guetteur d'Inapercu

8. Les Apparences

9. Porta Sergeta

10. Il Disegno Smangiato d'Un Uomo

	Louis  SCLAVIS
	DOUGLAS / SCLAVIS / LEE / VAN DER SCHYFF:

"Bow River Falls"
	2004
	58:32
	label: Koch

rec. 2003

Dave Douglas (см.) - trumpet

Louis Sclavis - clarinet, bass clarinet

Peggy Lee - cello

Dylan van der Schyff - drums, laptop

1. Blinks

2. Bow River Falls

3. Fete Forraine

4. Window

5. Maputo

6. Petals

7. Retracing 2

8. Dernier Regards

9. Woman at Point Zero

10. Dark Water

11. Paradox

So little can be said about music without trampling it underfoot. In music we escape the real world. For as long as the music lasts we live in the sound, in a world that has no physical existence. Conversely, music also brings us more into the world by pointing out the mysteries in life and human experience. Why are we here? What are our relationships to each other? How do we handle ourselves? What is universal truth? I feel that what can be said about music merely helps to put it in a context. Here is some information about the human side of this recording, and about how Bow River Falls came about.
This was a true meeting of musicians. First brought together as a quartet by Ken Pickering at the Vancouver Jazz Festival in 1998, each of us subsequently met up in various situations, none documented on record. Louis invited me a few times to join his remarkable quintet in France. Peggy and Dylan, central to the vital creative music scene in Vancouver, both joined a project that I call Mountain Passages. Our first gig involved a hike to 9,000 feet in the Italian Dolomites. Needless to say, there was no recording equipment available.
When pianist Kenny Werner offered me the job as director of the Banff Workshop in 2002, Peggy and Dylan were the first two musicians I called to join the faculty. It was amazing to spend a few weeks with them and their sons Curtis and Dexter in the dry mountain air of Banff National Park. With the generous help of the French consulate, we were also able to bring Louis to participate in the workshop.
One of the most unexpected surprises at Banff is the existence, within all that wild-ness (bears, elk, etc.), of a state of the art recording studio. With the assistance of Banff Audio Department, we took an afternoon to put this recording together.
It was agreed that all of us would contribute compositions and concep​tions, making the project truly a cooperative effort. Though we did rehearse, these readings of each other's pieces retain a comfortable, spon​taneous feeling. The instrumentation gave us an opportunity to add one of my favorite pieces by the great Steve Lacy, the catchy and infectious Blinks. Dylan's addition of laptop computer to his drum kit on several pieces seems to blend naturally with the acoustic instruments, while creating an otherworldly atmosphere on the title track, on Window, and elsewhere.
Some of these pieces appear elsewhere in our discographies — for me, that heightens the uniqueness of this meeting. From disparate parts of the globe, united in a remote location, for a few hours, the language of music overcomes all boundaries in communication.
Music speaks louder than words.

 -- DAVE DOUGLAS May 2004

Recorded during Dave Douglas' residence as director of the Banff International Workshop in Jazz and Creative Music in Banff, Alberta, Bow River Falls finds the trumpeter among an intimate small group of his faculty peers, including clarinetist Louis Sclavis, cellist Peggy Lee, and drummer/laptop musician Dylan van der Schyff. Clearly inspired by the epic natural beauty of Banff, Douglas and his fellow musicians create atmospheric and organic pieces that reference '60s free jazz and contemporary classical chamber music. While Douglas' burnished trumpet sigh is the focal point, this is truly a group effort that often calls to mind iconic efforts by Ornette Coleman and the Art Ensemble of Chicago. To these ends, cuts like "Dark Water" and the title track find Sclavis and Douglas utilizing their instruments in unconventional ways, summoning growls, bleeps, and pinched squelches. Similarly, Lee's cello fluctuates between darkly sonorous long tones and high-pitched whines. The laptop inclusions of van der Schyff were done live in the studio and have an organic quality, blending gurgling white noise, static, and other visceral found sounds with his sensitive percussion interplay. Bow River Falls is a highly rewarding listen and ranks with the best of Douglas' recordings.

	John SCOFIELD
	Electric Outlet
	1984 
	41:11
	John SCOFIELD -- см. тж. с: Paul BLEY; Bennie  WALLACE; AMBROSETTI; Niels-Henning Orsted PEDERSEN; Billy  COBHAM;

John SCOFIELD – постоянный победитель “DownBeat readers/critics poll winners” в категории: Electric Jazz Group.

label: Gramavision

J.S. [g-s, b, DMX]; Ray Anderson (см.) [tb]; David Sanborn (см.) [a s]; Steve Jordan [d]; P. Levin [k].   Prod. By J.S. & Steve Swallow.

В начале 80-х J.S. возглавляет трио (с Steve Swallow [b] и Adam Nussbaum [d]), выпускает альбомы на фирме Enja. В середине 80-х Scofield работает с Miles Davis. С этого времени на фирме Gramavision он начинает выпускать альбомы с экспрессивным джаз-роком. Затем, в 90-х, эта линия перерастает в “умный” современный джаз -- с элементами free.

	(John SCOFIELD)
	BASS DESIRES:      “Bass Desires”
	1985
	53:56
	label: ECM

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

	(John SCOFIELD)
	BASS DESIRES:      “Second Sight”
	1987
	52:06
	label: ECM

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

	John SCOFIELD
	Still Warm
	1986
	42:14
	John Scofield [g], Don Grolnick [keys], Darryl Jones [b], Omar Hakim [d & el perc]. Produced by Steve Swallow.

1. Techno

2. Still Warm

3. High And Mighty

4. Protocol

5. Rule Of Thumb

6. Picks & Pans

7. GIL B643

	John SCOFIELD
	Blue Matter
	1987
	43:07
	John Scofield [g], Gary Grainger [b], Dennis Chambers [d], Mitchell Forman [keys], Hiram Bullock [rhythm g], Don Alias [perc]. Produced  by Steve Swallow.

1. Blue Matter

2. Trim

3. Heaven Hill

4. So You Say

5. Now She's Blonde

6. Make Me

7. The Nag

8. Time Marches On

	John SCOFIELD
	Pick Hits Live     
	1987
	73:34
	John Scofield [g]; D.Chambers[d]; G.Grainger [b]; R.Aries [k]. 

запись одного концерта

	John SCOFIELD
	Loud Jazz
	1988
	57:12
	John Scofield [g], Gary Grainger [b], Dennis Chambers [d], Robert  Aries [keys], George Duke [keyboard solos], Don Alias [perc]. Produced by Steve Swallow.

1. Tell You What

2. Dance Me Home

3. Signature Of Venus

4. Dirty Rice

5. Did It

6. Wabash

7. Loud Jazz

8. Otay

9. True Love

10. igetthepicture

11. Spy vs. Spy

	John SCOFIELD
	Flat Out
	1989
	51:30
	John Scofield [g], Anthony Cox [ac b], Johnny Vidacovich [d], Terri Lyne Carrington [d] on 3 tracks, Don Grolnick [Hammond B-3 organ]. Produced by Steve Swallow.

	John SCOFIELD
	Time On My Hands
	1990
	63:22
	John Scofield [g], Joe Lovano (см.) [s], Charlie Haden [b], Jack DeJohnette [d]. Produced by Peter Erskine and John Scofield.

	John SCOFIELD
	Meant To Be
	1991
	69:14
	John Scofield [g], Joe Lovano [ts,alto cl], Marc Johnson [b], Bill Stewart [d]. 

	John SCOFIELD
	Grace Under Pressure
	1992
	62:45
	John Scofield [el g], Bill Frisell (см.) [el & ac g], Charlie Haden [b], Joey Baron [d]. Produced Steve Swallow.

	John SCOFIELD
	What We Do
	1993
	63:08
	John Scofield [g], Joe Lovano (см.) [sax], Dennis Irwin [b], Bill Stewart [d].

	John SCOFIELD
	Joe  HENDERSON:

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

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

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

	John SCOFIELD
	Hand Jive
	1994
	64:20
	John  Scofield [g], Eddie Harris [ts], Larry Goldings [p,organ], Dennis Irwin [b], Bill Stewart [d], Don Alias [perc].

	John SCOFIELD
	John SCOFIELD &   Pat METHENY:

“I Can See Your House From Here”
	1994
	69:46
	label: Blue Note

John Scofield [gs], Pat Metheny (см.) [gs, gsynth], Steve Swallow [el b, ac bg], Bill Stewart [d].

	John SCOFIELD
	Groove Elation
	1995
	60:24
	John Scofield [g], Don Alias [perc], Idris Muhammad [d], Howard Johnson [tuba, bcl, bars], Randy Brecker [tpt, flh], Steve Turre [tb], Billy Drewes [ts, fl], Larry Goldings [organ, p], Dennis Irwin [b].

	John SCOFIELD
	Joe  HENDERSON:

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

	John SCOFIELD
	A Go Go
	1998
	51:50
	label: Verve

visit us at www.verveinteractive.com and www.johnscofield.com 

John Scofield [el&ac g (Ibanez AS-200), whistle]; John Medeski (см.) [organ, wurlitzer, clavinet, p]; Chris Wood [ac&el b]; Billy Martin [d, tambourine].

Роскошный весёлый диск: jazz-rock-fusion здесь сочетается с ретро мелодиями, а этот крутой парень John Medeski (см.), как всегда потрясающе играет на своём органе (hammond).
Джон Скофилд — это такой чело​век, которого нужно либо лю​бить, либо вообще не слушать. Де​ло не в том, что он какой-то уж со​всем инноватор — просто музыка его всегда движется несколько боковыми путями. Результат парадок​сальный — от этого она часто стано​вится достаточно лобовой. Впро​чем, парадокс тут только на первый взгляд. Талант Скофилда подпиты​вается не жанрами и стилями, а, ес​ли можно так выразиться, их послед​ствиями: последствиями джаза, фьюжна, джаз-рока и всего, что ме​жду — фанка, например, либо ка​ких-то элементов прогрессив-рока. Скофилд — гитарист искусный: соединить все эти ингредиенты в одно ему не составляет труда.

--- Play

	John SCOFIELD
	Bump
	2000
	55:42
	MULTI-MEDIA CD

John Scofield [el&ac g]; Mark De Gli Antoni [k-sampler]; Tony Scherr [ac&el b]; Chris Wood [el b (#3,4)]; David Livolsi [el b (#7)]; Kenny Wollesen [d]; Eric Kalb [d (#4)]; Johnny Durkin [congas]; Johnny Almendra [congas, bongos, perc].

«В апреле 1998 года легендарный ги​тарист-новатор Джон Скофилд выпустил альбом "A Go Go" в сотрудничестве с трио Медески, Мартина и Вуда. По завершении затянувшегося двухлетнего гастрольного тура Скофилд порадовал нас своим новым альбомом "Bump". Окрылённый успехом предыдущего альбома, он пригласил музыкантов из са​мых известных авангардных групп. Ритм-секция включила Марка Де Гли Энтони (Soul Coughing), Эрика Клаба и Джонни Дуркина (Deep Banana Blackout), Тони Шер и Кении Волсен (Sex Mob [см.]), Крис Вуд (MMW). Также в записи ему помогали перкуссионист Джонни Алменда и басист Дэйв Ливолси. Их совместное творчество вкупе с резковатым, многогранным гитарным стилем Джона Скофилда породило джаз-роковый сплав, который не оставит Вас равнодушными.» Легионер

	John SCOFIELD
	Uberjam
	2002
	58:45
	label: Verve

John Scofield [el g]; Avi Bortnick [rh g, samples]; Jesse Murphy [b]; Adam Deitch [d]; John Medeski (см.) [k]; Karl Denson [s, fl].

Джон Скофилд — это такой человек, которого нужно либо любить, либо вообще не слушать. Дело не в том, что он какой-то уж совсем инноватор — просто музыка его всегда движется несколько боковыми путями. Результат парадоксальный — от этого она часто становится достаточно лобовой. Впрочем, парадокс тут только на первый взгляд. Талант Скофилда подпитывается не жанрами и стилями, а, если можно так выразиться, их последствиями: последствиями джаза, фьюжна, джаз-рока и всего, что между — фанка, например, либо каких-то элементов прогрессив-рока. Скофилд — гитарист искусный: соединить все эти ингредиенты в одно ему не составляет труда.
--- Play

	Nicky SCOPELITIS — см. ниже: c S. SHARROCK
	
	
	
	

	SCORCH TRIO – см.: Raoul BJORKENHEIM / Ingebrigt HAKER FLATEN / Paal NILSSEN-LOVE
	
	
	
	

	Stephen  SCOTT
	Aminah’s Dream
	1993
	57:30
	post-bop

trio: S. Scott [p]; Ron Carter (см.) [b]; Elvin Jones [d].

	Tony  SCOTT
	Music For Zen Meditation And Other Joys
	1965
	43:56
	label: Verve Master Edition; Meticulous restoration; High-resolution 20-bit digital transfer.  

Rec. In Tokyo, 1964.

Tony Scott [cl]; Shinichi Yuize [koto]; Hozan Yamamoto [shakuhachi].

  TONY SCOTT has been voted the world’s foremost clarinetist by jazz fans and critics alike. He was won the Down Beat critics’ poll five times, and the Down Beat and Metronome readers’ polls a total of eight times. He has been called «our finest contemporary clarinetist», by critic Nat Hentoff; and «the most exciting jazz musician playing today» by John S. Wilson of The New York Times. Whitney Balliett, writing in The New Yorker, said Scott is «the best of the modern clarinetists». And critic Leonard Feather has declared Tony to be «among the new true masters in contemporary jazz».

  SHINICHI YUIZE was born into a  most musical family known for ability on the shakuhachi. In 1926, at the age of three, he played koto, and three years later began to write music. He has received many prizes for composition, and has studied under Henry Cowell at Columbia University. [...]

HOZAN YAMAMOTO was born in 1938 to a family known for prowess on the musical instrument, the shakuhachi. In 1958 he graduated from Koto College of Foreign Language. [...] In 1961 he was awarded first prize in the national composition competition by Tokyo press. In 1964, he was awarded first prize by the Ministry of Culture in a composition competition.

  The Zen, or spiritual, musical repertoire became established as melodies, initially improvised, and later memorized, notated and passed from one Zen monk to another. This music celebrates the sound of nature and the player’s Zen understanding and joy in being alive. Jazz musicians were drawn to the improvisational quality of the music of Zen, the ancient Japanese quest for enlightenment through meditation. Against the traditional sounds of koto (table harp) and shakuhachi (bamboo flute), Tony Scott, supreme Western jazz clarinetist, invites listeners to a meditative celebration of nature in ‘Music for Zen Meditation’ – music to live by.

	Tony  SCOTT
	Music For Yoga Meditation And Other Joys
	1968
	38:24
	Tony Scott [cl]; Collin Walcott (см.) [sitar].

	Tony  SCOTT
	'African Bird' / 'Come Back!' / 'Mother Africa'
	1984
	51:18
	label: Soul Note

Tony Scott [cl, p, v, perc, marimba, maraccas]; Glenn Ferris [trb]; Chris Hunter [fl, a s]; Rex Reason [kalimba (African piano)]; Jacqui Benar [v]; Robin Jones [perc, bongos, bass drum]; Karl Potter [congas]; Duncan Kinnel [marimba].

Tony Scott is a restless, original and innovative genius who, more than any other major musician today, has trav​eled, played and preached jazz throughout the world. He has cultivated close spiritual and musical relationships in the diverse places he has visited. Their native music has constantly fueled his ferule imagination, and he has impart​ed his own version of black jazz through their sounds and rhythms. But it was in Africa, with its complex rhythms, in its strivings and frustrations, that he felt he had encountered the soul of his idol, the late Charlie "Bird" Parker.

Parker, of course, was a highly sophisticated musician, but he lived in a time when his Afro-American spirit was aggravated and perhaps fortified by the limitations of living in a White-dominant society. Even within the dictated boundaries he maintained a free spirit. In his music he preached and shouted; he expressed his exhilaration and his pain; and he created a whole new language for jazz. To​ny Scott was one of many young jazz musicians who fol​lowed "Bird" around in the halcyon days (1940s and early '50s) of Birdland and 52nd Street, but none was closer to him than Tony. Tony sometimes played alto saxophone, but when Bird needed a horn Tony lent him his. Then when Bird needed money for dope he "hocked" Tony's horn. But Bird warned Tony: "If you ever mess with that shit (dope), I'll kill you with these hands." As for losing his horn. Tony told this writer: "I owed him at least that for all the music he gave me."

In Yugoslavia, with Horst Jankowski as his pianist. To​ny played his now-famous "Blues for Charlie Parker." At the most dramatic part of his solo, thunder crashed and To​ny, taking this as a signal, went on to the most acclaimed performance of his career. In Africa, again he sensed the presence of "Bird," or perhaps fantasized that Bird's spirit had returned to the land of its forebears and was at last at peace among their spirits.

AFRICAN BIRD is a suite, a collection of related mood pieces, tone poems and improvisations. The opening track, from which the record takes its title, establishes the complex rhythms -- exhilarating and hipnotic. Its uninhibit​ed instrumental sounds evoke all varieties of flora and fauna. Even for those who may be unfamiliar with Parker and his connotations, this piece of music envelops its listen​ers in an exotic, wild fantasy.

SPIRITS RETURN is a more intimate extension of the first mood. There is a confluence here of tribal chanting and jazz improvisation compounded by reverberation and overdubbing.

SPIRITS DANCE is even more ethnic African where Tony's chanting in multiple voices, and his modal clarinets could serve beautifully as background to Katharine Hepburn and Humprey Bogart aboard "The African Queen." But Tony, I'm sure, has something more in mind, and it is realized beautifully.

The marimba resembles and is interchangeable with any number of tropical instruments. In COME BACK! MOTHER AFRICA it sets up the rhythm and a pedal point figure that underlies wild, high polytonal improvising by Chris Hunter on alto sax. Glenn Ferris' deep trombone echoes the theme and inches its way sure-footedly through the rhythmic jungle, gathering momentum as it goes. Gra​dually Tony's clarinet joins in, soaring into the trees like a fiery tropical bird. This is modern jazz of a virtuoso stripe used in an atmospheric, even pictorial sense. There follow quiet moments of meandering along the trails, but then the exciting first theme roars back with all the horns blowing, the trombone repeats his elephant calls and the safari is swallowed up by the Continent.

It's just the clarinet, marimba and African maraccas piano for a reprise od AFRICAN BIRD -- a very personal statement by Tony's ethnicized clarinet.

REQUIEM FOR LOST SPIRITS is another Scott in​timate masterpiece in the tradition of his heartfelt "Blues For Charlie Parker" and "Requiem for Lips" (Oran "Lips" Page, the late, beloved Kansas City trumpeter). It's quiet, contemplative and sincere in its expression of grief for de​parted Black idols like Parker, Billie Holiday and Lester Young, whose spirits. Tony asks us to imagine, have re​turned to their roots.

Tony Scott's roots are quite another matter. Born An​thony Sciacca, a Sicilian-American from Morristown, New Jersey, he became Scott after countless frustrations at hear​ing his name mispronounced. He attended the Juilliard School of Music, studied composition privately with Stefan Wolpe, and served his Army time in a military band sta​tioned on Governors Island in New York harbor. This made it convenient for him to spend his off-hours on 52nd Street when every club there featured jazz, and where the beboppers were beginning to blossom. Tony sat in with all of them, modern and traditional. Ben Webster, Charlie Par​ker and Billie Holiday became his close friends. After his release from the Army, Tony played with several big bands, then formed his own small groups to play at the celebrated Greenwich Village club. Cafe Society, and lateral Minton's Playhouse in Harlem. Two of his pianists, both brought into the big time by Tony, were Dick Hyman and Bill Evans. To​ny was voted Number One clarinetist in the jazz polls time after time; and one year, after taking up the baritone sax just for diversion, he was voted New Star on that instrument!

But jazz hit a recession in the States, so Tony accepted a booking in Japan, which led to six years spent in the Far East. There, like a sponge, he soaked up the music and rhythms of Bali, Indonesia, Thailand and, of course, Japan. He recorded his beautiful "Music for Zen Meditation" with two Japanese instrumentalists. It's still a big seller after 20 years. In fact, "Zen Meditation" is now being credited as the most important example of "New Age" Music. "New Age" is a type of improvised music that creates a total atmos​phere, that offers an escape from and a shield against life's harsh realities -- but in a more gentle, thoughtful and musical way than Rock.

Later stops on the Scott Odyssey took him to South Af​rica, where he recorded with Black African pennywhistle players, to North Africa, to the Middle East (a later Scott jazz album featured Turkish players and modes). Eventual​ly he settled in Italy but all of Europe became his stage and his home. He has become a familiar figure in Italy, Germa​ny, Holland, Czechoslovakia, France, England and Scandi​navia, and more recently in Spain where his two daughters live. Everywhere his remarkable ear picks up the idiomatic language, along with the colloquial music.

This album, too, is "New Age," but the "new" would never be possible without the decades of training, traveling and listening and learning, and -- let's not forget -- the inspira​tional idols, all of which and whom Tony Scott has ex​pressed in the music.

Bill Simon

	Tony  SCOTT
	Lush Life
	1991
	48:25 46:29
	free-вариации на тему Lush Life [Billy Strayhorn]. 

Tony Scott [p, cl, voc],   feat.: Bill Frisell (см.) [g]; Ed Schuller [b]; Tony Arco [d]; + original Billy Strayhorn [p, voc]

	Jimmy  SCOTT
	Dream
	1994 
	44:14
	jazz ballads for female vocal

label: Sire

J. Scott [fem voc]; Junior Mance [p]; Ron Cater (см.) [b]; Milt Jackson (см.) [vibes]; Mitchell Froom (см.) [organ]; James W. ‘Red’ Holloway [s]; Rick Zunigar [g]; P.Crossley [d]; and oth.

Produced by Mitchell FROOM (см.), Recorded and Mixed by Tchad Blake (in New York).

Исполняется вокальная классика джаза (J.Mercer, Ellington/Hodges и др.)

	SCREAMING HEADLESS TORSOS
	Screaming Headless Torsos
	1995
	67:33
	jazz-funk
label: Fuze

Dean Bowman: vox populi

David Fiuczynski (см.): guitars

Jojo Mayer: drums

Daniel Sadowick: percussion

Fima Ephron (см.): bass

1. Vinnie

2. Free Man

3. Cult of the Internal Sun

4. Little Wing

5. Word to Herb

6. Blue in Green

7. Chernobyl Firebirds

8. Graffiti Cemetery

9. Smile in a Wave

10. Wedding in Sarajevo

11. Hope

12. Kermes Macabre

13. Another Sucka

14. Something

	SECOND  SIGHT
	Second Sight
	1996
	79:59
	label: Shanachie Rec.

Henry Kaiser (см) [g]; Bobby Strickland [sax]; Bob Bralove [k]; Marc Van Wageningen [b]; Paul Van Wageningen [d]. + Jerry Garcia, Bob Weir and Vince Welnick.

An excursion into the Outer Limits of Space Jazz. Funky.

	Daniele  SEPE
	Vite Perdite (Napoli’s underground in the sun)
	1996
	68:26
	acid-fusion/gothic

label: [pi’ra:nha]

Участвует много исполнителей и много инструментов. Среди прочих: [g]; [mandolin]; [pontic lyra]; [fl]; [oboe]; [cl]; [s s]; [a s]; [t s]; [bar s]; [wha-sax]; [tromba]; [trombone]; [bass tuba];  [natural horn]; [ocarina]; [double b]; [bass with bottles (Aglianico wine bottle to play the do, Zibibbo wine bottle to play the fa)]; [bassoon]; [perc]; [charango]; [mouth organ]; [steel drums]; [k]; [p]; [duduk]; [birbinet]; [calamellus]; [clavinet]; [dulcimer]; [zampogna]; [launeddas]; [darabouk]; [tapan]; [tamburelli]; [saz]; [tumbur]; [colascione]; [glocken]; [nacchere]; [chalumelau]; [vln]; + vocals.

DANIELE SEPE -- VITE PERDITE  Napoli’s underground in the sun.

Forget about Pizza Napoletana with mandolin sauce, forget «O sole mio...» The current range of music in Naples is much too wide to be jotted down on a postcard especially since today the most interesting styles are so unpredictably various, branching out into all kinds of different direc​tions. After the visionary Latin jazz-rock of Pino Daniele and Napoli Centrale, after the revival of folk music by Nuova Compagnia di Canto Popolare, there is now the thrilling dub of Almamegretta (ask for them at On-U Sound), there is the combat-rap of Bisca & 99 Posse and the gangster rhythm of ‘E Zezi and Tammurriata di Scafati. And, what’s more, there is Daniele Sepe, producing music which seems to embrace Naples’ diversity itself.

Suspended between Europe and Africa with its flowering Mediterranean traditions, its sense of belcanto and Arabic coloratura, intense and dramatic, music-loving beyond redemption, Naples definitely offers a fertile ground for musicians. Here, the easygoing networking of artistic temperaments inclined to provoke and intent on blasting cliches is nicely counterbalanced by the technical skills and discipline provided for by the conservatoires of classical music.

Daniele Sepe is a classical musician dressed down, combining highbrow and lowbrow, an indomitable outcast of jazz, an artist much closer to Gato Barbieri than, say, Peter Gabriel. He fuses forma canzone, improvisation, orchestra music, tarantella, rap and free jazz from Chicago, using also hip hop, anonymous medieval and music hall songs, distilling dirges from Lapland out of the sax of Jan Garharek and old recitatives of the Near East, adding the extra long vibrato of the tammorra and the paroxysms of brass bands, and with all this he is wearing the contorted expression of the Italian comedian Toto and the emphatic grimace of Frank Zappa while citing the poet Tacit and the rapper Zulu, Mayakowski and the mythical master Anepeta, N.a.t.o. and Magna Grecia, the Latin-American rebells, the marionettes of the Italian political theatre and innumerable nameless popular singers. With all this, he makes use of the sound of the Tempio di Mercurio, equalling the noise of the factory buildings occupied by workers or strike.

In this babel of signs and styles, Sepe manages to render perfectly clear the voice of a Norwegian singer who stam​mers in turn the dialect of Naples and various other dialects of Southern Italy (‘Auli Kokko’ says Sepe ‘used to sing in a female heavy metal band in Scandinavia. One day she grabbed her sleeping bag, came to Naples and fell in love. With her we’re also now doing «Chebba» by Khaled’).

‘Vite perdite’, consequently, is Sepe’s densest and most elaborate record, where he makes most of his material of sounds and human voices. One might even say too much so but it would be difficult to find one single note with Sepe which is superfluous. Maybe that is because in Naples, where music always was meant to be beautiful, now there is the awareness that it can be useful, too.

	SEPTEMBER BAND
	The Vandoeuvre Concert
	1994
	59:12
	label: FMP 1994

Genre Styles: Jazz, Atonal, Avant-Garde, Modern Free, Experimental, Free Improvisation.

Moods: Rebellious, Provocative, Joyous, Freewheeling, Raucous, Energetic, Irreverent.

The September Band, recorded in France in April of 1993. For that evening, they were Hans Reichel (см.) on guitars and daxophone, Shelley Hirsch (см.) on vocals, Rüdiger Carl (см. c Hans Reichel) on accordion, and Paul Lovens on saxophones. What transpired on that evening was a collaboration of outrageous proportion. From the very beginning of the show, will Hirsch and Reichel groaning and moaning toward one another before Lovens enters to provide a lyrical backdrop.

1. That Little Door 14:08

2. That Little Door 11:34

3. The Eye and the Egg 7:44

4. Chicken' Little Dick 9:13

5. Back to Reservation 12:06

6. O la la, Sans Sous 4:14

	SEX  MOB
	Din Of Inequity
	1998
	54:32
	Down Beat 48th Annual Critics Poll: TDWR Acoustic Jazz Group / Beyond Group Of The Year (2000)
Альбом рекомендован критиками как “The Best of ‘Jazz Quad’ 1998” (раздел «авангард / фри-джаз»).
label: Knitting Factory (New York) 

Весёлые фри-джаз-фанковые композиции и интерпретации.

There is no better, (and no other), slide trumpet virtuoso in the world than Steven Bernstein (см. BERNSTEIN; тж. с: John LURIE). With Sex Mob teamsters Briggan Krauss (Seattle's horn master), Tony Scherr (whipping up a mean bass), and Kenny Wollesen (driving it home on the drums). Bernstein's Din of Iniquity offers fun, frolic, and wicked playing.

Steven Bernstein (см.) [slide tp]; Briggan Krauss (см.) [a s]; Tony Scherr [ac b]; Kenny Wollesen [d]; John Medeski (см.) [Hammond B-3 (#2,3,10,11,13)]; Adam Levy [g (#2,3,6,10,11,13)]; London McDaniels [g (#2,11,13)].

Steven Bernstein – см. тж. BERNSTEIN (в 'Alternative') и его проекты: SPANISH FLY; KAMIKAZE GROUND CREW;

Led by Steven Bernstein (the highly-acclaimed musical director for John Lurie’s Lounge Lizards [см.] whose credits also include stints with P-Funk, Digable Planets, Don Byron, Medeski, Martin & Wood, Carla Bley [см.], Cakelike, Spanish Fly, and soundtrack arranger for films such as Get Shorty and Kansas City) Sex Mob is a sterling example of what New York’s celebrated ‘downtown’ movement has evolved into: a place of no musical boundaries.

Holiday of Briggan  (Bernstein)

Sign ‘O’ The Times  (Prince)

House of The Rising Sun (Huddie Ledbetter)

Goldfinger  (L. Bricusse / A. Newley / J. Barry)

Super Don (Bernstein)

Been It  (P. Svennson / N. Persson)

Come Sunday  (Duke Ellington)

Head Check  (Bernstein)

Roswell  (Bernstein)

House of Peck  (Bernstein)

Makarena  (A. R. Monge / R. Ruiz)

New Orleans  (Hoagie Carmichael)

Live and Let Die  (L. McCartney / P. McCartney)

   All music arranged by Steven Bernstein.

	SEX  MOB
	Solid Sender
	1999
	62:59
	label: Knitting Factory (New York) www.knittingfactory.com 

www.sexmob.com ; email: sexmob@interport.net 

Sex Mob is: Steven Bernstein [slide tp, mellophone]; Briggan Krauss (см.) [a&bar s]; Tony Scherr [ac b, ac g]; Kenny Wollesen [d, tabourines, maracas, beer bottle, parade drum]; + guests: DJ Logic [turntables]; violins, cellos; The Sex Mob Children’s Choir.

Arranged, conducted and produced by Steven Bernstein.

“Armed with three chords and the truth” – Village Voice

Led by Steven Bernstein, the world’s only slide trumpet virtuoso, Sex Mob charges and redefines pop culture staples with their booty-rocking ‘dirty jazz’. Featuring DJ Logic, violins cellos and the Sex Mob Children’s Choir, this CD brings the thrill of a live Sex Mob experience into your own home.

Sex Mob Thanks: John Lurie, Hal Willner, Chris Wood, Jazz In Fight, John Coppola, [a.o.]

1. Solid Sender (into a world of dreams)

2. About A Girl (Grunge Kansas City style) [Kurt Cobain]

3. Fernando (Hallucination on 3 minutes of melody. The Art Ensemble of Chicago meets Phil Spector) [Benny Anderson]

4. Human Bidet, part 1

5. The Mooch (In Storyville on mescaline) [Duke Ellington]

6. Rear View (the title says it all)

7. Human Bidet, part 2

8. Crazy Beat / Don’t Be Cruel (We killed Elvis)

9. Ripple (Jerry) [Garcia, Hunter]

10. The Grind (Around the world in Detroit)

11. Human Bidet, part 3

12. For What It’s Worth (A sonic love meditation) [Stephen Stills]

13. Human Bidet, part 4

14. Ruby Tuesday (Holiday for skins) [M. Jagger, K. Richards]

15. Please, Please, Please (Ultra Ultra Traditionalists) [James Brown]

16. Human Bidet, part 5

17. Not Boweevil (Cha Cha Cha)

18. Human Bidet, part 6

19. Billy Preston (Set Him Free)

[автор остальных композиций – S. Bernstein]

	SEX  MOB
	Sex Mob Does Bond
	2001
	63:31
	label: Ropeadope Records (Ryko) (London) www.ropeadope.com  info@rykodisc.co.uk 

e-mail the group at sexmob@rcn.com 

Steven Bernstein [slide tp, mellophone]; Briggan Krauss (см.) [a&bar s]; Tony Scherr [b]; Kenny Wollesen [d, timpani, perc]; with John Medeski (см.) [organ]; and the Sex Mob Soul Choir: Pierre Andre, Lygia Forrest, Freedom Bremner.

James Bond is an INTERNATIONAL phenomenon. Living in the 21st century, this music has seeped into our collective unconscious. On tour in Europe with the Mob, I had a night off, and used it to write the background vocals. I'm sitting in a tiny hotel in Halle, Germany (the former East) and put on the TV for visual stimulation as I write. Goldfinger is on. This is a soundtrack for the free world.  Most of this music is "incidental music" (background music) from early Bond films - Goldfinger, On Her Majesty's Secret Service, and From Russia With Love. This music was originally put together as part of the Knitting Factory's "Sound of Film Festival". Since I was both a "Knitting Factory regular" and had been the arranger for films like Get Shorty, Robert Altman's Kansas City, and Manny and Lo, I was offered a night at the festival. Bond was already a part of the Sex Mob repertoire ("Goldfinger" and "Live and Let Die" are on our first CD), so it was a natural choice. I added John Medeski to the project not just because he is one of my favorite improvisers and humans, but because the Hammond organ can cover orchestral parts ranging from tuba and string bass to flutes and violins. Coincidentally, "Bond With Bongos" was one of the first covers we did, and Medeski was subbing for Briggan that night (Thursdays Late Night Hang at the Tap Bar), so Medeski's name is on the original chart.

For this CD I added new sections to many of the songs - the "porno beat" section. In every Bond film it fades to black or a train goes through a tunnel when he gets in one of the Bond girls, but I felt our Bond film needed to be a little more explicit - need I say more? The titles are the same as on the original Bond soundtrack albums. I listened to hours of these albums, and by process of elimination ended up with the songs on this CD (coincidentally from the same three films) I wrote "Dr. Yes" as the theme song for our imaginary film. It is firmly in the Bond tradition, with some Little Richard thrown in. The Sex Mob Soul Choir are the 3 singers from the Dream Team, and have been singing together a long time. Pierre Andre sings all the falsetto, Lygia is in the middle, and Freedom pulls it up from the bottom. They are badasses, and total pros.

Finally, a special thanks to the great John Barry, who created this world of melody, and like my other favorite film composers - Ennio Morricone and Quincy Jones - started as a trumpeter. Thank you John (is that you playing muted trumpet on the bridge of Goldfinger?) Call if you need a slide trumpet. See you in Little Richard Land.
--- Steven Bernstein July 2001
Квартет Sex Mob - проект Стива Бернстина, трубача-тромбониста (он играет еще и на странной помеси этих двух инструментов). Почти каждый день он с саксофонистом Бригганом Краусом, басистом Тони Шерром и барабанщиком Кении Воллесеном выступает в одном из модных клубов южной части Манхэттена - Tonic.
Их третий (с 1998 года) альбом несколько отличается от предыдущих двух. В целом это, конечно, все тот же постмодернистский джаз-рок в духе знаменитого саксофониста Джона Зорна. На первых двух дисках Бернстин, кроме всего прочего, импровизировал на темы знаменитых фильмов о Джеймсе Бонде - «Голдфингер» и «Живи и дай умереть». Но Does Bond целиком состоит из композиций, представляющих собой саундтрек к воображаемому фильму (жанр, придуманный все тем же Зорном) о суперагенте всех времен и народов Dr. Yes. Does Bond тоже содержит цитаты из «настоящей» бондианы, но не очевидные, а, наоборот, глубоко запрятанные в музыкальную фактуру.

--- Д. Ухов

	SEX  MOB
	Dime Grind Palace
	2003
	55:34
	due to unforseen circumstances sexmob.com has been absconded by pornographic pirates; please visit our pornography-free website www.sexmobmusic.com
Keep yer ears oiled

rec.: Dec. 2002 in New York

played by Sex Mob and Friends:

Steven Bernstein (см.): slide trumpet, mellophone, haitian trumpet

Brigan Krauss (см.): alto & baritone sax

Tony Scherr: bass

Kenny Wollesen (см. c: ZORN): drums

Roswell Rudd: trombone, vacine

Peter Apfelbaum: organ, melodica, tenor sax

Brian Mitchell: wurlitzer electric piano

Doug Wieselman (см. c: KAMIKAZE GROUND CREW; John LURIE; Sue  GARNER): clarinet

Marcus Rojas: tuba, haitian trumpet

David Tronzo (см.): slide guitar

Scott Robinson: slide sax, alto clarinet

John Kruth: mandolin

Mark Stewart (см.): inventions

 1. Entrance Music

 2. Kitchen

 3. Dime Grind Palace

 4. Translation 1

 5. Blue and Sentimental

 6. Mothra

 7. Slide Serenade

 8. Translation 3

 9. Norbert's Weiner

10. Baby Let Me Hold Your Hand

11. Translation 2

12. Artie Shaw

13. Call to the Freaks

14. Translation 4

15. Conk Buster

16. Exit Music

	Lakshmi  SHANKAR
	Vision
	1984 
	45:27
	Lakshmi  SHANKAR -- см. тж. с: Ginger Baker; B. Laswell;  Dark; McLaughlin: “Shakti”, “The One Truth Band”; Ravi Shankar “Tana Mana”; SWANS; MATERIAL;

label: ECM

L. Shankar [10-string stereophonic double vln, perc], Jan Garbarek (см.) [t s, s s, bass sax, perc],  Palle Mikkelborg [tp, fl h]. 

	Lakshmi  SHANKAR
	Song For Everyone
	1985 
	51:27
	label: ECM

Shankar [10-string double vln, drum machine],  Jan Garbarek (см.) [s s, t s], Zakir Hussain (см.) [tabla,  congas], Trilok Gurtu (см.) [perc].

	Lakshmi  SHANKAR
	M.R.C.S.
	1991 
	43:07
	lael: ECM

L. Shankar with: Z. Hussain [tabla]; V. Vinayakram [ghatam]; J. Christensen [d].

	Lakshmi  SHANKAR
	Who’s To Know
	1981 
	46:07
	ragas

label: ECM

L. Shankar with: U.K. Sivaraman [mridangam]; Hussain [tabla]; V. Lakshminarayana [conductor].

	Lakshmi  SHANKAR
	Pancha Nada Pallavi
	1989 
	59:55
	ragas
label: ECM

L. Shankar with: Hussain, Vinayakram, Caroline [talam, sruti]

	Lakshmi  SHANKAR
	Nobody Told Me
	1989 
	34:11
	ragas
label: ECM

L. Shankar with: Lakshminarayana [violin, voc]; G. Rao [voc]; Hussain [tabla]; Vinayakram [ghatam]; Caroline [tamboura, voc].

	Lakshmi  SHANKAR
	Soul Searcher
	1990
	50:31
	ragas
label: Axiom Records

как выше, + Peter Gabriel [k];  prod.  By Bill Laswell.

	The  Ravi  SHANKAR  Project
	Tana Mana
	1989
	41:06
	label: Private Music (New York)

Ravi Shankar [sitar, k, v]; Lakshmi Shankar (см.) [v]; George Harrison [auto harp, k]; Frank Serafine [k]; Al Kooper [g]; Patrick O’Hearn [b]; Ray Cooper [marimba]; Aashish Khan [sarod]; Kumar Bose [tabla, duggi]; Swapan Chowdhury [tabla]; Markandeya Mishra [tabla]; Harhar Rao [gubgubi, perc]; Prodyot Sen [tanpura].

  ‘The Ravi Shankar Project’ combines the rich texture of traditional Indian instrumentation with the modern technology of synthesisers and digital sampling keyboards. ‘Tana Mana’, which means ‘body and mind’, mirrors Ravi’s ability to create a dynamic blend of the old and the new: it is an imaginative recording which Ravi believes will appeal to the wildest range of music lovers, from fans of classical to progressive to jazz.

	Elliott  SHARP
	In The Land Of The Yahoos
	1987
	39:25
	Elliott  SHARP -- см. тж. с John Zorn “Cobra”; Wayne Horvitz; Butch Morris; William HOOKER; Frank London [KLEZMATICS]; FRIGG;
label: Zoar / SST Records (USA, CA)

Elliott Sharp [mirage, v, b, pantar, g, s]; Christoph Anders [v, mirage (#8)]; Sussan Deihim (см.) [v (#3)]; Elizabeth Fisher [v (#5)]; David Fulton [el d (#4)]; Paul Garrin [pat, rewinds (#2)]; Shelley Hirsch (см.) [v (#9)]; Shigeto Kamada [d (#3, 8, 10)]; Christian Marclay (см.) [t-t (#4)]; Jane Tomkiewicz [bendir, clay drum (#1, 7)].

  E.S. - звезда авангарда и авангардного рока. И как композитор, и как исполнитель. 

	Elliott  SHARP
	Larynx
	1987
	39:17
	label: Zoar / SST Records (USA, CA)

Elliot SHARP / ORCHESTRA CARBON

CARBON: Elliott Sharp, Robert Previte (см.), David Soldier (см. SOLDIER STRING QUARTET), Samm Bennett (см.), Lesly Dalaba (см.), David Fulton, Ken Heer, Ron Lawrence, David Linton, Charles Noyes, Laura Seaton, Jim Staley,  Mary Wooten.

 LARYNX is an analogy; the orchestra as throat. It follows as corollary to the throat as orchestra: throat singing as practiced by the Inuit of the Canadian arctic and the hoomll singing of Mongolia, as well as by related jawharp techniques found throughout the world. The natural overtone series is the melodic core of much of these musics and of much of LARYNX. Ratios derived from the Fibonacci Series (a number and its predecessor are summed to yield the next number: 0,1,1,2,3,5,8,13,21,34...) are used to generate tunings and melodic/harmonic material for the strings, brass, slabs, pantars and doubleneck guitarbass, as well as rhythmic material for the ensemble. This is a continuation of systems used in such pieces as MARKO POLO'S ARGALI, SELF-SQUARED DRAGON and TESSALATION ROW. Within a given section, some musicians will be strictly utilizing these systems while others will play using their own idiosyncratic processes. Using guided improvisations layered and intertwined with the predetermined materials, the musicians may expand upon and comment tangentially on the given material. LARYNX is constructed in six major sections with five interludes. The opening and closing use all four drummers; the remaining sections each feature one, with the others playing slabs or samples. Starting with the second section, the order of the featured drummers is: Noyes, Previte, Bennett and Linton. Each has developed a unique vocabulary; I enjoy the contrast between them as well as their understanding of my compositional syntax. This applies to all of the musicians in CARBON, who are given instructions of varying degrees of specificity in the different sections (ranging from exact rhythms or playing techniques to general notions of density or texture). The same processing algorithms are mapped onto each section, cross-referencing them while yielding radically different sonic textures. One is transported (via interlude) into each new section—the terrain is different, yet one recognizes that the functional identity of the new place is the same (an analogy from topology applies: a torus is a torus is a torus). The interludes form a cycle of their own while connecting the main sections; the same processes are applied to groups of instruments—explicitly different but self-similar in both internal and structural workings. The order of interludes Is brass, pantars, string quartet, slabs, guitarbass. On instrumentation: string parts were played by the Soldier String Quartet, whose rhythmic astuteness and enthusiasm for the extended techniques called for in LARYNX made them a pleasure to work with. Their instruments were tuned entirely to the Just intoned ratios of 1/1, 3/2, 8/5 and 5/3 (translating as C, G, Ab, A), generated from adjacent Fibonacci numbers. These tunings were also applied to the slabs, pantars and guitarbass. To maintain the intonation system in the bulk of the piece, all of these instruments were played using only open strings and their overtones. In a like manner, the brass instruments played open pedal tones of those same notes and their overtones. There are, however, a number of places in LARYNX where players are free to use a variety of sound-production techniques well outside any system. Slabs are horizontal basses with a moveable bridge in the center of the string span and pickups on either side. They are played with lightweight metal mallets with rubber tips combined with hand-muting to bring out specific overtones. In this way, one slab may be played by two people. They may also be bowed or played with slides. The pantars are the metal tops to sweeping-compound cans fitted with four tunable strings, a contact pickup and a bridge/resonator made of a domed cymbal. They may be plucked, hammered, struck or excited by an E-Bow. When LARYNX was performed at Brooklyn Academy of Music (November 13-14. 1987), it manifested its own musical life, fueled by the inspired contributions of all of the musicians. The music dances upon the everchanging boundary between a geometry derived from the Fibonacci Series and a fractal geometry of turbulence, chaos and disorder. The explicitly-ordered materials are embedded in a dense field of manifold processes. In any section, many micromelodies may operate simultaneously: they interact and combine, pop out and reveal themselves. As elements shift, new landscapes emerge (along with new sets of processes). I was not interested in mechanistically assigning musical functions to tables of fractals or in using mathematical functions as artifacts. The essence of my use of fractal geometry is as a conceptual flamethrower, burning away conventional ideas of structure and development and allowing LARYNX to be heard as a multiplexing of other-than-musical processes. Like a sonic hologram, one may listen from many angles; both the component parts and the whole are simultaneously revealed even as they are transfigured in form and function.   -- E. S.

	Elliott  SHARP
	Monster Curve
	1988
	72:47
	label: SST Records (USA, CA)

Elliott Sharp with CARBON

  1. GEOMETRY, 2. ISO, 3. HELICOPTERS, 4. INVERSE PROPORTIONS, 5. CIA POPE, 6. INTERVENTION, 7. LAST LAUGH, 8. VICIOUS CYCLE, 9. SINGULARITY, 10. SQUIG, 11. TURBULENCE, 12. DUSTS, 13. LACUNAR, 14. NOT-YET-TIME.

  Elliott Sharp [doubleneck guitarbass, fretless guitar, saxophones, clarinets, slabs, pantar, violinoid, tubinets, voice]; Lesli Dalaba [trumpet (4)]; Ken Heer [trombone (11, 12)]; David Linton [drums, electric talking drum, metal (1-4)]; Mark E. Miller [drums (1-4)]; Jim Mussen [drums, slab (5-9, 11)]; Charles K. Noyes [drums (1-4, 10)]; Katie O'Looney [slab (9-11)]; Bobby Previte [drums (9,11,13,14)]; Jim Staley [trombone, bass trombone (11,12)]; Jane Tomkiewicz [slab, pantar (5-8)]. 

Recorded and mixed at B.C. Studio, engineered by Martin Bisi, 1984-87.

  CARBON debuted at the Speed Trials. NYC, May 1983, as a trio with Jonathan Kane (SWANS) and Rick Brown (V-EFFECT, FISH AND ROSES) on steel drum and mallet bass. YTYKYD from that gig appeared on Homestead's SPEED TRIALS. Next version: David Linton -- drums and metal, Marie Pilar -- voice and slab, Charles Noyes -- drums. This band played clubs as well as New Music America in D.C. 1983 and went to Europe (minus Noyes) in the Fall of '83. Guiding factors: improvised song forms and skeletal structures, speed, density, loudness; a variety of internal details embedded in the sonic flux. After a seven-month hiatus, CARBON reemerged in the Summer of 1984 for one performance with Linton, Noyes, and Mark Miller on drums and percussion and a studio recording which yielded GEOMETRY, ISO, HELICOPTERS, INVERSE PROPORTIONS, and two other pieces, released as CARBON on my own Zoar label and on Atonal in Berlin. Structures and tunings were constructed using Fibonacci numbers (see notes to TESSALATION ROW [SST 129] and LARYNX [SST 194].) Sonic vocabulary was based on the natural overtone series, urban/industrial sounds and textures, and techniques learned from various world musics including circular breathing. Interlocked polyrhythms, cyclical and microtonal melodies, and throat singing. These studio recordings served as a blueprint for a band (more a pool of musicians who had learned the pieces, processes, and techniques) varying from three to eleven players and active from Fall 1984 through Spring 1986. A number of new pieces were added to the active song list. The band and tunes are here represented by cuts 5-8, recorded with a minimum of overdubbing. The larger versions of CARBON were for performances of MARCO POLO'S ARGALI and SELF-SQUARED DRAGON (both Fibonacci Series compositions.) The third CARBON album, FRACTAL, was inspired by Benoit Mandelbrot's THE FRACTAL GEOMETRY OF NATURE. I felt a resonance with his mapping of mathematical functions to forms and phenomena from nature including turbulence, chaos, and seeming randomness. The musical structures in CARBON concern the interzone between order and chaos as manifested in the guided improvisations of the players within the algorithms of each piece. Each piece was based on a different aspect from fractal geometry and constructed in layers in the studio with new layers revealing more of the tangential. NOT-YET-TIME was a commissioned score for NINA WIENER AND DANCERS and further application of these conceptual and physical approaches, almost a CARBON mini-sampler. The next phase of CARBON is documented as LARYNX. In the works is a new set of pieces for the small version of the band.    -- E. S.

	(Elliott  SHARP)
	KAZAMAKI & LAAR:

"Return To Street Level"
	1990
	64:28
	label: Ear-Rational (Berlin)

Produced by Elliot Sharp.

Elliott Sharp [hawaiian g, b cl, v]; Takashi Kazamaki [perc];  Kalle Laar [g, k]; Tom Cora (см.) [cello]; Christian Marclay (см.) [tt]; Nick Didkovsky (см. Dr. NERVE) [g]; Paul Hoskin [contrabass clarinet]. 

	Elliott  SHARP
	Nots
	1992
	63:02 
	label: Atonal

rec. 1980-82. 

Elliott Sharp [g, b, d, b cl, t&s s, v];  feat.: Bill Laswell (см) [b]; Robert Previte (см.) [d]; Wayne Horvitz (см) [k]; Philip Johnston (см.) [s s]; Philip Wilson, Olu Dara, Art Baron, David Linton.

 Elliott Sharp, or E#  as he abbreviates his name, is a multi-instrumentalist, and composer who lives in New York City. He writes music for a wide variety of instruments from violins and cellos to electric guitars and digital samplers.

	Elliott  SHARP
	Abstract Repressionism 1990-99
	1992 
	52:15
	label: Victo

Elliott Sharp [double guitare basse] with Drums and Strings  [with CARBON]

“A. R. 1990 – 99” is the latest in a series of long-form pieces for larger versions of CARBON. These include Larynx, Sili / Contemp / Tation, Self-squared Dragon, Redrum, and Serrate. They share various attributes within the continuity of “ir / rational music”: core materials are ordered in time and manipulated by the musicians using algorithms defined for each composition. The core materials may be mathematical, rhythmic, melodic, timbral, or harmonic; the algorithms of use range from specific instructions to more general operational approaches. “Ir / rational music” is a useful pun to describe what I try to manifest in my compositions. “Ir” represents acoustic phenomena and how we perceive them; “rational” is that which is structure and order (whether real, unreal, surreal, or superreal); overall is the “ir / rational” containing the other parts and binding them with intuition, chaos, and the tangential. The title is journalistic although the music is not programmatic. Elements of control (government, police / military, religion, entertainment / news media, educational institutions, the aristocracy) continue to tighten up their absolute ability to shape what people think and do —  not so much through overt means (although these are certainly being practiced) but by selecting against and undermining the ability of humans to process information and abstractify. This we must battle.  —  Elliott Sharp, may 92

	(Elliott  SHARP)
	BOOTSTRAPPERS:

"GI=GO"
	1992
	46:54
	label: Atonal Records (Berlin)

E# [g, b cl, processing]; Thom Kotik [prepared bass]; Jan Kotik [d, perc].

The Bootstrappers was a one-time collaboration between guitarist Elliott Sharp and the the rhythm section of bassist Mike Watt and drummer George Hurley of the Minutemen and fIREHOSE.
An intriguing idea: Take New York experimentalist, math geek, and severe noise proponent Elliott Sharp and form a trio with the ferocious rhythm section of everyone's favorite post-punk hardcore band, the Minutemen. Stir and allow to improvise. The resulting concoction is a fairly heady brew of pounding rhythms, warped samples, cascading noise guitar, and even the occasional dub groove. Sharp's guitar playing often sounds most inspired when soaring atop a strong foundation and that's often the case here. Whether launching into rippling streams of notes on the fast-paced "Empty-Vee" (get it?) or careening into the spare, arid space of "Long Beach Dub/Feen," Sharp is in very fine form here. Hurley and Watt have no trouble keeping up and, indeed, on tracks like "Maneuvers" clearly spur on the guitarist with a fine mix of earthy rock patterns and noise. Sharp employs sampler-generated voices from time to time that he intends as mordant social commentary but which, in truth, only deflect attention from the far more interesting musical goings on. Sharp fans will want to have this one in their collections, especially those listeners who enjoy his Carbon and Terraplane ensembles. Those more enamored of his "classical" pieces might wish to exercise caution.



	Elliott  SHARP
	Amusia
	
	68:44
	label: Atavistic (Chicago)

как выше (Elliott SHARP / ORCHESTRA CARBON) + Zeena Parkins (см.), Marc Sloan.

	Elliott  SHARP
	Psycho-Acoustic
	1994 
	57:27
	label: Victo

Elliott Sharp [b, haw g, dobro, b cl, perc]; Zeena Parkins (см.) [harpes, bandes, perc].

	Elliott  SHARP
	Interference
	1995
	61:27
	label: Atavistic (Chicago)

Elliott Sharp with CARBON
E# [doubleneck guitarbass, saxophones, samples, buchla thunder]; Zeena Parkins (см) [el harp]; Marc Sloan [b]; Joseph Trump [d]; David Weinstein [sampler].

Composed and produced by Elliott Sharp. feedback: esharp@panix.com 

1. Onyx

2. N-Cryp

3. Slag

4. Klik Daemon

5. Glitchit

6. Jungle Freese

7. Thermal

	Elliott  SHARP
	TECTONICS:

“Tectonics”
	1995
	56:54
	ambient-noise-avantgard 
label: Atonal

Elliott Sharp (E#) [grooves, g, sax, buchla thunder, processing, producer]; Melvin Gibbs [b]; Dorit Chrysler [v (#4,8)], K.J. Grant [v (#1,9)]. 

	Elliott  SHARP
	TECTONICS:

“Field & Stream”
	1997
	55:47
	Insrumental works in ambient, ill-bient, trip hop, free jazz and techno.

label: Atonal

Elliott Sharp (E#)[doubleneck guitarbass, bits and bytes, sax]; Zeena Parkins [sampler (Fzarp), little green drone guitar (Pangra)]; Frank Rothkamm [drums ‘n bass (Krkd)].

Krkd

Glimpse of Field Effect

Dadastream

Fzarp

Anatomic Dub

Pangra

Faux Facade

Lithic

	Elliott  SHARP
	TECTONICS:

“Errata”
	1999
	55:13
	label: Knitting Factory (New York) www.knittingfactory.com 

E# website: www.algonet.se/~repple/esharp/es.html 

performed by E# & TNX: Zeena Parkins, Vernon Reid, David Torn, Joe Trump (drum chunks), Weinstein, Kurt Ralske, webmaster Lennart

1. Spliny Thicket

2. In Tongues

3. City of Sand

4. Which Delta

5. Calle Siete

6. Hotfoot

7. Noospheric

8. Goomy

9. Kargyraa

10. Errataka

	Elliott  SHARP
	Sferics
	1996
	67:26
	avant-garde

label: Atonal

Elliott Sharp [E# solo fretless guitar, spring bow, e-bow].

Dedicated to Sonny Sharrock

thanks: Zeena Parkins, Marc Ribot.

Мощный авангардный проект (как и следует из специфики лейбла Atonal).

	Elliott  SHARP
	XenocodeX
	1996
	49:19
	label: Tzadik

e# (Elliott Sharp) [Buchla Thunder (X-Topia), fretless g, clarinet (Intifada)]; The Soldier String Quartet: Regina Carter [violin]; David Soldier [violin]; Judith Insell [viola]; Dawn Buckholz [cello].

The Soldier String Quartet [with E. S.] performs two extended compositions from the master of fractals: the psychedelic transformations of Xtopia and the dark jagged snapshots of Intifada.

	Elliott  SHARP
	Vernon REID, Elliott SHARP, David TORN:
“Guitar Oblique”
	1998
	59:13
	label: Knitting Factory Works (NY)

Vernon Reid (см.) [g]; Elliott Sharp [8-str guitarbass]; David Torn (см.) [g].

“Twisted brilliance.” – JazzTimes

“Sharp’s music embodies the revolution that science has undergone throughout the 20th century.” – Monda 2000

Three guitar futurists, in a rare meeting recorded live at the Knitting Factory, create alien soundscapes, unheard sounds, and twisted grooves using a variety of guitars, computers, boxes, and machines.

	Elliott  SHARP
	Terraplane
	2000
	50:27
	E# (Elliott Sharp) [el g, lap steel g]; David Hofstra [el&ac b]; Joseph Trump [d].

TERRAPLANE – это блюзовый проект Шарпа. Всё сыграно с отличным драйвом и великолепным чувством вкуса.

Robert Johnson, Muddy Waters, Otis Rush, Buddy Guy, Albert King, Freddie King, Albert Collins, Ma Rainey, Skip James, BB King, Charlie Patton, Son House, Memphis Minnie, Hubert Sumlin, Blind Willie Johnson,  John Lee Hooker, Arthur Crudup, Sonny Boy Williamson, Little Walter, Sleepy John Estes, Otis Spann, Willie Dixon, Lightnin' Hopkins, Elmore James, and of course, Jimi Hendrix --

  their names alone are poetry,

     their music has sustained me for years. 

This record offers a small tribute.

     ---- e#

	Elliott  SHARP
	TERRAPLANE:

“Blues for Next”
	2000
	52:54 54:01
	TERRAPLANE is: E# (Elliott Sharp) [el g, console steel g, National steel g, t s]; Sam Furnace [a&bar s]; David Hofstra [el&ac b]; Sim Cain [d, el perc]. 

Guests: Dean Bowman [v]; Eric Mingus [v]; Hubert Simlin [el g (CD I, #1, 5)].

Prod. by E#.

CD I: “Plus”

1. Rollin' & Tumblin' (trad. arr: Sumlin, Sharp) 3:19

2. Long Dark Sky (Mingus, Sharp) 7:42

3. As It Falls (Bowman, Sharp) 5:07

4. Baptism of Concrete (Mingus, Sharp) 3:48

5. S-Boogie (Sumlin, Sharp) 6:21

6. Slow Drag (Mingus, Sharp) 6:56

7. Train (Bowman, Sharp) 4:13

8. Chemically (Mingus, Sharp) 8:20

9. Feel Each Day (Bowman, Sharp) 6:38

CD II: “Quartet”

1. Work or Leave 5:07

2. Twistin 9:33

3. Rails 10:44

4. Like Showers of Rain 6:16

5. Diallo Blues 8:38

6. Othar 4:33

7. Clank 8:49

all "Quartet" compositions by Sharp

TENTH AVENUE, UNNOTICED, BECAME AMSTERDAM. AS SCENES UNWOUND BEFORE ME IN UNENDING LOOP MY HEAD'S THROB REDOUBLED, BUT EACH SIGHT FASCINATED SO THAT I COULD DO NO OTHER THAN TO TRY BLINKING AWAY THE PAIN AS EVERY VISION PASSED. LONG LOW BLOCKS OF TENEMENT DRABNESS. UNSHATTERED BY HIGHTHROWN STONE AND GLASS SPEARS; TAXI'S LEMON EXOSKELETONS AMIDST HUNDREDS OF GRAY SCUTTLERS PARKED AND MOBILE; FITFULLY ILLUMINED ALLNIGHTERS HAWKING CRATES OF PRODUCE, RESTAURANTS ID’ED WITH. NEON CURLS, NEWSSTANDS SAFE BEHIND PAPER BATTLEMENTS; OLIVE-HUED, MAILBOXES, ENAMELED BLUE STREET-SIGNS, BLACK IRON LAMPPOSTS AND CHURCHES' STAINED GLASS; DEADHOUR STROLLERS RAMBLING UNDER JACKET, TIE AND HAT, FREE OF SWEAT'S GEL, PACING NIGHT'S WALKS AS IF EN ROUTE TO OFFICE: ALL BESPOKE A DIFFERENT WORLD'S THRALL, NEWMADE FLESH FORM HISTORY'S DUST. THAT WE COULD SPEND MANY UNGUIDED MINUTES HERE SEEMED UNIMAGINABLE; DOUBTLESS THE LATE HOUR SENT OPTIMISM INTO COMA. DOC'S BREATH SEEMED TO BE COMING EASIER TO HIM NOW; PERHAPS HE'D CALMED ENOUGH TO TALK OF OTHER PUZZLEMENTS.

-- From “Terraplane”, by Jack Womack

	Elliott  SHARP
	Elliott SHARP & Bobby PREVITE:

"The Prisoner's Dilemma"
	2002
	56:52
	label: Grob

Elliot Sharp: 8-string guitarbass, bass clarinet, pedal steel, powerbook.

Bobby Previte (см.): ddrum electronic drums, dw acoustic drums, paiste cymbals.

	Elliott  SHARP
	Elliott SHARP, Joey BARON, Roberto ZORZI:

"Beyond"
	2002
	51:16
	avantgarde
label: Auditorium
JB (см.): beats & rhythms

ES: plays 8 string guitar bass and acoustic guitar, soprano sax, loops

RZ: strumming on guitar, dobro & 8 strings electric bass, loops

Recorded in New York in 2000, this trio perform some exceptional avant-garde improvised music, using electronics and loops, featuring both electric and acoustic moments. The trio features two of downtown N.Y.C.'s finest avant-garde musicians of the '80s and '90s; composer and multi instrumentalist Elliott Sharp is a ubiquitous "downtown" player, and John Zorn's favored drummer, Joey Baron, is outstanding on this candid session. The trio is completed with Italian guitarist Roberto Zorzi, who is a unique and distinctive musician, seemingly unlimited by string instruments. With Joey Baron providing angular beats and electronic rhythms, Elliott Sharp and Roberto Zorzi exchange between sundry instruments -- eight-string bass and acoustic guitar, soprano sax, and loops, dobro, and electric bass. Recorded and mixed by Sharp, the ten tracks on this CD exhibit some highly inventive music that sits on the improvised/post rock/experimental axis.

      1.     Consumo critico (Critical Consumption)   3:23

      2.     Same Day Transfer   4:16

      3.     Not Credit Card   6:07

      4.     Long Steps (And Well Laid)   4:03

      5.     Out of My Pocket   4:49

      6.     Mi rado di rado (I Shave Myself of I Shave)   7:53

      7.     The Erotic Dwarf   0:58

      8.     Kursk   16:32

      9.     Full Amount in Cash   0:48

      10.     Beyond   2:02

	Sonny  SHARROCK
	BAKER, BROTZMANN, SHARROCK, SKOPELITIS, KAZDA:

"No Material"
	1989
	54:30
	Sonny  SHARROCK -- см. тж. c: LAST EXIT, MATERIAL;

Nicky  SKOPELITIS -- cм. тж. c: MATERIAL; Ginger BAKER; Aiyb DIENG

label: ITM     Rec. 1987

Ginger Baker (см.) [d]; Peter Brotzmann (см.) [saxes]; Sonny Sharrock [g (left)]; Nicky Scopelitis [g (right)]; Jan Kazda (см.) [b].

1. Dishy Billy (Baker)

2. Skin The Pizzle (Sharrock)

3. Oil of Tongue (Scopelitis)

4. One in the Bush is Worth Two in the Hand (Brotzmann)

No Material -- was a compellingly bizarre group that existed for less than a week in 1987. They only played three gigs: the current recording documents the first of them. The group was certainly well-named. Not only was it ,,no Mate​rial" -- that's to say it was not to be confused with Bill Laswell's intermittently operative col​lective called Material [см.] -- it also had no mate​rial. The musicians began from scratch; there was no set list.

Stylistically, some of the players seemed poles apart (where's the common denominator that could reconcile Peter Brotzmann's and Ginger Baker's ideas about music??). Nonethless, in spite of or because of the differences something happened when they improvised together. Maybe because Nicky Skopelitis seemed to be willing it to work.

How did a band like this come about? No Material's personnel was all that remained of an ambitious project that had been provisional​ly pencilled-in for the Ruhr Jazz Festival in the Spring of '87. A ,,Material / Last Exit [см.] / African For​ce" production... that was the general idea. But Bill Laswell, a crucial component of the plan, was unavailable. As I recall, he was in Tokyo at the time, trying to redeem some of Peter Ga​briel's music with a coat of producer's gloss. And Ginger Baker's African drummers, also in the hypothetical line-up, vanished along the way. Since Ginger himself often sound like two or three African drummers this was not too crucial a loss. In lieu of Laswell, in came Jan Kazda, bassist/leader of German band Das Pferd. Although he is credited as co-producer of Baker's ,,African Force" album, having (con​troversially) added arrangements to concert tapes of Ginger's percussion band, he was really going in at the deep end here, on stage with Sharrock, Brotzmann and Baker, interna​tional heavyweights of several shades of im​provisation.

My memory of the band in concert -- I saw the following night's gig in Munich -- is of Nicky Skopelitis standing centre-stage, his back to the audience, between Baker and Kazda, pikking out arpeggios on his twelve string guitar that established an harmonic reference for the music's atmospheres. In the role that he'd ta​ken on as rhythm guitarist (though later, then as here, there'd be flashes of his brilliant lead work) he was able to make connections betwe​en the different elements within the group. Kazda watched him doggedly for encourage​ment or criticism and Skopelitis's head of dark curls was shaking prohibitively or nodding agreement throughout. Though the casual listener may not recognise it. Nicky was really the hub of this group. It was a difficult and frustrating job, holding this music together, but somebody had to do it. By stressing a sort of central simplicity, he was (just) able to keep the music in focus. At its best, the music has some of the congruence and easy flow of Ginger Baker's ,,Horses And Trees" album, to which Skopelitis was an important contributor. It has a centre, even when Sharrock and Brotzmann, Last Exit's terrible twins, are straining wildly at the reins, frothing furiously at the edges of the group sound.

Strange thought: this music would never have existed had it not been for an off-hand remark made by Johnny Rotten (reader, if you don't like it, blame him.)

This group's roots go back to the recording of Public Image's record ,,Album". John Lydon had cynically, jokingly, suggested Ginger Ba​ker as a session drummer. Producer Bill Laswell told the singer he'd just had his first good idea and went off to look for the ex-Cream drummer, finally tracking him to an olive farm in Italy and dragging him back to the music world. Baker's presence helped make ,,Album" an exceptional rock record and the drummer's subsequent re-immersion in improvisation's choppier waters has demonstrated that he has lost none of his powers. As Peter Brotzmann observed after No Material's Munich gig, ,,This guy can still really play the drums", a sentiment I'd endorse. I've been a Baker enthusiast since the autumn of '66, when Cream played Chelmsford Corn Exchange, a few weeks be​fore their debut album was released, when their harnessing of jazz chops to rock energy was perhaps at its most devastating. (The world in general, and Chelmsford in particular, had heard nothing like it before.) No Material was a very different gig, obviously, but there were historical parallels, too, in the sheer joyous physicality of Baker's drums, in the intimations of the blues in the guitarists' solos, in the gung-ho audacity of the project.

Ginger Baker had never met Sonny Sharrock or Peter Brotzmann before this Swiss gig. I don't know if he was aware of their music -- I doubt it and would be surprised if Brotzmann were familiar with Cream's songbook. Shar​rock, at least, knew Ginger's track record: ,,I like strong drummers. I make a point of kno​wing who the strong ones are."

Interviewed by Swiss radio shortly before the concert, Sonny was coolly optimistic about its outcome.

Did he have any idea what kind of music they'd be playing, a radio journalist wanted to know. ,,Not at all," Sonny returned blandly, unruffled. ,,But I'll try to play in the band. I think that's important, rather than me trying to force some preconceived concept onto the music." None​theless, Sharrock plays Sharrock, with all the violent power that that entails. Perhaps he holds back a little more than he does in Last Exit, but the difference in intensities is a matter for Richter scale measurement. What a great musician he is. And how well he plays with Brotzmann: they are, inevitably, a band inside the band. (Technical note, for readers of Guitar Player: Sharrock's heard in the left channel on this recording. Skopelitis is on the right.)

As for Peter Brotzmann, Wuppertal's major (only?) contribution to culture (when he heard the word culture, he reached for his bass sax), he is committed, always and ever, to try to crank the music to the maximum. It's unner​ving, at first, to hear his massive outbursts swarming over tightly-controlled, hammering 4/ 4 beat of Ginger Baker, when you've grown accustomed to the groundswell of ,,free" per​cussionists or Shannon Jackson's polyrhythmic complexity behind him but, listen long enough, and you'll get used to the idea. You may even grow to love it. (Then we're all in trouble.)

I'm glad that No Material came together to nail down their non-repertoire in March 1987 and glad 116that their efforts are now preserved for posterity to puzzle over.

May the archivists now go and look for the Munich gig.

Cheers (three)                  Steve Lake. April 1989

	Sonny  SHARROCK
	Ask The Ages
	1991
	44:40
	label: Axiom (distributed by Island) (New York)

Produced by Bill Laswell and Sony Sharrock. Written by Sonny Sharrock.

Sony Sharrock [el g]; Pharoah Sanders (см.) [t&s saxes]; Charnett Moffett [ac bass]; Elvin Jones [d].

	Sonny  SHARROCK
	Faith Moves
	1991 
	38:25
	label: CMP

Sonny  SHARROCK [el g]; Nicky  SKOPELITIS [el&ac g, baglama, saz, coral sitar, tar, bass]; prod. by Bill Laswell.

      “Imitating someone else’s sound is unforgivable. No one remembers the imitators.” 

—  Sonny Sharrock.

       A truly original player, Sonny Sharrock was an exponent of free-jazz guitar from the mid Sixties until his death in 1994. Sharrock developed a jarring, avant-garde style inspired by horn players like John Coltrane and Ornette Coleman, and he eventually teamed up with Miles Davis, saxophonist Pharoah Sanders and other notable jazz artists for several monumental and daring recordings. His jarring buzz-saw trills, fat-toned bottom string runs and shrill, above-the-fretboard slide work was often challenging and disturbing, yet chillingly beautiful. Sharrock often compared his work to a burning skyscraper or erupting volcano, an apt description for his glowing, yet dangerous musicanship. [Equipment: Gibson ES-175; Gibson Les Paul Custom; Fender Twin Reverb; Marshall 100-w 2203 head; ProCo Rat.] — Guitar World, feb. 1997.
       The idea, like a lot of good ideas, began `real ambigously. In a bar.` The venerable team of Laswell and Skopelitis (a 14-year association, already) discussing their friend Sonny Sharrock and those aspects of his sound not yet sufficiently documented. Soon enough, and as usual without rehearsals, the three principals of this session — Sonny, Nicky, Bill — were in the studio, ascertaining what neede to be done while to be doing it. Improvising, in other words... playing and  listening.   Nicki Skopelitis has, as of this writing, played on almost fifty Laswell productions and, like the bassist / producer, has learned how to follow  and channel the music, how to get at the heart of it, how to uncover and honour its  intensions. This is rare ability, and accounts for the uncontrived naturalness of much of the music coming out of Material Inc. Its development was set in motion long ago but, since ’85 particularly, year of the breakthrough recordings of Ginger Baker’s Horses And Trees  and Pil’s Album,  Laswell’s notion of a comprehensive, unrefined folklike improvisational form has really come into its own. Faith Moves, for all the modesty of its means — two guitar players, a few overdubs — is in the Material tradition. Can’t help but be, since it features past and present Material guitarists. It is a compelling example of that tradition, savagely and tenderly beautiful.   Sharrock’s music is all interactive rhythm and melody, with the role of harmony downplayed — a formula that rapidly leads the imagination away from Western music. And he’d undoubtedly absorbed a large chunk of Orientalism by osmosis through his enthusiasm for Coltrane. Anyway, on  Faith Moves  Skopelitis, an intuitive musical polyglot, brings these `secondary colours` into sharper focus, and adds a great many ideas of his own. An adherent of knowledge-by-unknowing  (St. John Of The Cross’s definition of faith, by the way, circa 1578), a scholar when he needs to be — an enlightened zealot, let’s say — Skopelitis plays a number of traditional instruments untraditionally. “If you listen to the way I’m playing cura baglama ,” he notes, “it’s not in the traditional style at all. My approach is pretty primitive and ignorant... but I kind of like it like that ! It’s the misinterpretations, the collisions  between the timbre of the instrument and the way you approach it, what you references and intentions are... these are the things that intrigue me. I feel and hear a variety of string instruments. Once you have an understanding of the interval relationships on other instruments, it starts to get musical.”   The rest of the sound is accounted for by Sonny Sharrock’s fulltoned Les Paul which, from his perspective, is really a sixstringed tenor sax. His wayward unorthodoxy makes him immediately recognisable: one heavyweight note and you know. “I’m really just going where the music takes me,” Sharrock told Guitar Player  recently. “I don’t know whether anyone will understand this or not, but the concepts it’s leading me to are very still . Of course the eruptions still happen; there are times when things just explode and it’s all fire. And then everything just comes back down and it’s still again.”   Still as the centre of the vortex.     —  Steve Lake.

	Artie  SHAW and                   His Orchestra
	Previously Unreleased Recordings “1949”
	1949
	56:37
	Впервые издано в 1990.

A.S. [clarinet] & the band.

	Woody  SHAW 
	Lotus Flower
	1990 
	45:29
	label: enja

W.Shaw [tp]; Steve Turre [trb]; Mulgrew Miller [p]; Stafford James [b]; Tony Reedus [d].

1.
EASTERN JOY DANCE   by Mulgrew Miller 

2.
GAME   by Stafford James 

3.
LOTUS FLOWER   by Steve Turre 

4.
RAHSAN’S RUN   by Woody Shaw 

5.
SONGS OF SONG   by Woody Shaw

An uncompromising horn.

Trumpeter Woody Shaw has reached the top in jazz in recent years -- he and his band have won acclaim from both critics and the public -- and he has done it with a defiant policy of playing undiluted, straight ahead jazz.

The Woody Shaw Quintet showed why they are one of America's hottest modern bands, in a performance full of fire and color here this week. Melbourne jazz fans can hear them during summer jazz week at the Met, where they will play next Monday and on Saturday 31 January.

The quintet's music is an extension of the 50s hard-bop style.

There are echoes of such bands as Art Blakey's Jazz Messengers and Brown-Roach, in an approach which emphasises such values as group unity, frontline and rhytm section interaction, harmonic improvisation and constant swing. There are updated harmonic and rhythmic elements in some of the themes or solos, but the essentials of the hard-bop style -- grooving rhythm and hot soloing -- are always there.

The band are admirably cohesive. Bassist Stafford James, pianist Mulgrew Miller and drummer Tony Reedus provide intelligent support for Shaw and trombonist Steve Turre. The ensemble sound is smooth, the collective sense of dynamics well-developed.

The fire comes from the solos, and Shaw is the most commanding player. There are many moments when he sounds like such great trumpeters of the hard-bop era as Clifford Brown or Lee Morgan, but ultimately the voice and feelings are all Shaw.

He says: "If you listen to me, you'll hear a few other trumpet players in my style, but I'm aware of who I am now. I've drawn on all sorts of influences. Eric Dolphy, John Coltrane, McCoy Tyner, all had a profound influence on me. At one time, I was obsessed with trying to play with the fluidity, the harmonic concept of a saxophone player, on the trumpet.

"I don't think about those things any more; I just play what comes naturally. The trumpet is my voice, an extension of me."

Woody Shaw does not pull any punches when he is talking through his trumpet, nor does he off the stand. He is proud of the fact that he is one of the few jazz artists in the US who has achieved some commercial success without compromising his music.

He says: "There are people I once respected and admired, like Herbie Hancock, Freddie Hubbard, Chick Corea, who turned commer​cial playing electronic music which I don't consider to be jazz.

"Unfortunately, true jazz has been shoved in the background behind this fusion thing that they try to call jazz. That bugs me. I play out of the real tradition of jazz. I feel my mission on this planet is to carry on the teachings of the great masters. I have never been swayed in my concivtions about my music.

"I'm a Capricorn, a very stubborn person. I've made a name for myself, I know I could go electronic and make a lot of money for myself, but I'm not interested in that. I'm happy to have the chance to play the music that means something to me."

	Brad SHEPIK
	Short Trip
	2001
	50:25
	Brad SHEPIK – см. тж. с: PACHORA; Dave  DOUGLAS;
post-bop
label: Knitting Factory

Brad Shepik Trio:

Brad Shepik: guitar

Tom Rainey: drums

Scott Colley: bass

Brad Shepik is one of a number of great players (such as Jim Black, Chris Speed, and Briggan Krauss) to move to N.Y.C. from Seattle in the early '90s to make their mark on the downtown scene. His versatility on the guitar has led to performing and/or recording with artists like Carla Bley, Charlie Haden, and Paul Motian, but his particular talent in interpreting the modal musics of Eastern Europe and the Balkans has led to his position as the lynchpin of several bands performing ethnic hybrid jazz. 

Pachora, with Black, Speed, and bassist Skuli Sverrisson, combines jazz with music from the Mediterranean Basin. Trumpeter Dave Douglas' Tiny Bell Trio (also featuring Jim Black) applies a slightly more avant-garde approach to the music of Eastern Europe, and the Paradox Trio (Matt Darriau, reeds; Rufus Cappadocia, five-string cello; and Seido Salifoski, dumbek) use Eastern Europe and the Balkans as their blueprint. As leader of the Commuters (with Peter Epstein, Sverrisson, Salifoski, and Mike Sarin), the focus shifts to combining Turkish and African music with Balkan-flavored jazz. Each of these bands was formed in the mid-'90s and remains an on-again-off-again working project. Shepik is so skilled at this type of music that he has even worked with Yuri Yunakov, a former member of Ivo Papasov's band, performing the frenetic wedding music of Bulgaria. 

Shifting his ethnic inclinations to the background, Shepik also co-led BABKAS with alto player Briggan Krauss and drummer Aaron Alexander. This is a jazz trio more focused on group interplay and improvisation. More recent projects include the Brad Shepik Trio, with Chris Dahlgren on bass and Tom Rainey on drums; and Tridurga, an acoustic trio featuring Tony Scherr on bass balalaika and Yuri Lemeshev on accordion. Shepik has also worked with Owen Howard, Andy Laster, Franz Koglmann, and the Ken Schaphorst Big Band, in addition to being a member of Joey Baron's Killer Joey.

On Short Trip, New York City guitarist Brad Shepik seems out to prove that he is far more than a one-trick pony irrevocably wedded to Balkan and Middle Eastern-influenced jazz. Of course, Shepik has always demonstrated a deep knowledge of the jazz guitar tradition, and even his work with the Commuters — while driven by Middle Eastern scales and rhythms — has an unmistakably strong jazz sensibility. Yet this is the most straight-ahead jazz Shepik has yet recorded as a leader. The liner notes by Dave Douglas seem to anticipate a bit of grumbling from those who might expect a Balkan groovefest; Douglas admonishes listeners to forget about "all those styles" and enjoy the music on its merits. And those merits are, in fact, considerable, particularly for anyone who finds pleasure in the vibrant and intimate sounds of a skillful post-bop (pardon the stylistic reference) guitar trio. The ensemble, featuring master drummer Tom Rainey and supple bassist Scott Colley, swings and grooves with grace through the program of mainly subtle and understated tunes, all but one of which are Shepik originals. The guitarist displays a warm-toned mastery of his axe throughout, seamlessly shifting from single-note runs to chords and back again while generally keeping the improvisations rooted not far afield from his appealing melodies. Shepik has performed in some unusual instrumental configurations in other bands but has usually shared the so-called front line with another melodic instrument, so perhaps the greatest test of Short Trip is how well he pulls off a set accompanied only by a traditional bass-drums rhythm section. The answer, in a word: admirably. The album is a success not only due to Shepik's chops, but also to his compositional variety. The spirited opener "Lupe" is followed by the gentle and lovely "Non, Si Si," and on the third track, "Tuck on In," Shepik slips and slides over a shuffling boogie groove. As the album progresses, he pulls at the structures a bit more, stretching the slow waltzing quasi-title track "Short Trip Back" into the album's lengthiest excursion and, on "The Tiger," leading the trio through various rhythmic and melodic changes (settling for a while into a loose groove in seven that begins to hint at the Commuters). Approaching the album's conclusion, the brief "Tony Time" mixes free jazz rhythms and fusion riffs, and the final track, "Karedok Luenca," is an arrangement of a traditional Sundanese song from West Java. The sole non-Shepik tune on the CD, "Karedok Luenca" might actually sound the most Shepik-like to some, back in the type of exotic Commuters territory where the guitarist's fans usually expect to find him. Short Trip feels like a bid for the type of recognition that John Scofield and Bill Frisell have achieved among contemporary jazz listeners and the mainstream jazz press. On the strength of the fine Short Trip, Shepik should get it.
1. Lupe

2. Non, Si Si

3. Tuck On In

4. Short Trip Back

5. The Tiger

6. Pilgrimage

7. Tony Tune

8. Squall

9. Karedok Luenca

all tracks composed by Shepik

	Archie  SHEPP
	On Green Dolphin Street
	1977
	42:27
	Archie  SHEPP – см. тж. с: Cecil  TAYLOR; The JAZZ  COMPOSER’s  ORCHESRA;

все 4 CD на label: Denon (Japan)

A.S. [t&s s]; Walter Bishop Jr. [p]; Sam Jones [b]; Joe Chambers [d].

1. On Green Dolphin Street (Kaper / Washington)

2. Enough (A.S.)

3. The Scene Is Clean (T. Dameron)

4. In A Mellow Blues (A.S.)

5. I Thought About You (J. Van Heusen / J. Mercer)

	Archie  SHEPP
	Day Dream
	1977
	37:37
	A.S. [t&s s]; Walter Davis(см.) [p]; Earl May [b]; Philly Joe Jones [d].  1. Don’t You Know I Care (Ellington)

2. Caravan (Ellington)

3. Day Dream (Ellington)

4. Satin Doll (Ellington)

5. I Got It Bad And That Ain’t Good (Ellington)

6. Prelude To A Kiss (Ellington)

	Archie  SHEPP
	Lady Bird
	1978
	42:09
	A.S. [a s]; Jaki Byard [p]; Cecil McBee [b]; Roy Haynes [d]. 

1. Donna Lee (Charlie Parker)

2. Relaxin’ At Camarillo (Charlie Parker)

3. Now’s The Time (Charlie Parker)

4. Lady Bird (T. Dameron)

5. Flamingo (Anderson / Grouya)

	Archie  SHEPP
	Tray Of Silver
	1979
	43:25
	A.S. [t s]; Howard Johnson [bar s, tuba]; Mickey Tucker [p]; Takashi “Gon” Mizuhashi [b]; Roy Brooks [d].

1. No Smokin’ (Horace Silver)

2. If You Could See Me Now (Horace Silver)

3. Nica’s Dream (Horace Silver)

4. Cookin’ At The Continental (Horace Silver)

	Arkady  SHILKLOPER
	Wave Of  Sorrow
	1990 
	48:31
	Arkady  SHILKLOPER – см. тж. с: VOLKOV TRIO (там же – Starostin); Sainkho NAMTCHYLAK; ТРИ "О"; MARIMBA PLUS;

label: ECM

Mikhail Alperin (см.) [p, melodica, voice], Arkady Shilkloper [frh, jagdhorn, flh, voice]. 

	Arkady  SHILKLOPER
	Prayer
	1992
	43:55
	label: JARO

Mikhail Alperin (см.) [p, melodica, v, perc]; Arkady Shilkloper [fr h, fl h, v]; Sergei Starostin (см. в ‘Eurofolk’) [v, folkreeds]; + guests: Tuva Folk Ensemble, Russian Folk Ensemble.

К концу первого столетия своего бурного существования джаз все больше и больше становился отражением мировой музыки в целом. После 1980 г. вклад Советского Союза в этот процесс стал очевидным. Среди наиболее ярких творческих личностей, выдвинувшихся на первый план этого обширнейшего культурного пласта, пианист МИХАИЛ АЛЬПЕРИН и валторнист АРКАДИЙ ШИЛКЛОПЕР, заявившие в последнее время о себе как о блистательных, необыкновенно перспективных музыкантах.

Их поэтическое и музыкальное действо довольно быстро привлекло внимание продюсера фирмы "ЕСМ" МАНФРЕДА ЭЙХЕРА, включившего дуэт в высшие круги своей элитной фирмы грамзаписи. В 1990 г. "ЕСМ" выпустила диск АЛЬПЕРИНА и ШИЛКЛОПЕРА "WAWE OF SORROW".
В музыкальном содружестве АЛЬПЕРИНА и ШИЛКЛОПЕРА происходит особый, в высшей степени напряженный энергетический обмен музыкальными идеями и лирическими чувствами. Когда исполнители установили творческий контакт, они значительно расширили свои горизонты. Стремясь вырваться из тупика самодовольной интимности, они, к счастью, решили опереться на собственный вкус и этнические музыкальные корни. МИХАИЛ АЛЬПЕРИН, родившийся в Бессарабии, с самого раннего детства знаком с богатыми фольклорными традициями, преимущественно румынскими (что сделало его первый сольный альбом таким близким моему слуху!). Сейчас, как вы заметите, слушая "МОЛИТВУ", АЛЬПЕРИН и ШИЛКЛОПЕР углубились в своих музыкальных поисках дальше на Восток. Они не только пригласили в свой дуэт оригинального русского народного певца СЕРГЕЯ СТАРОСТИНА, но и смогли также непостижимым образом объединить две культуры: монгольскую, с ее буддистскими корнями, представленную хором Кызыла, столицы Тувы, и русскую фольклорную хоровую традицию. Результат -- потрясающий: нас, с нашими европейскими джазовыми привычками, мгновенно переносят в далекие для нас времена и пространства. Мышление АЛЬПЕРИНА-композитора сталкивает джаз со средневековьем. И не только благодаря придворно-учтивой атмосфере, создаваемой слиянием звуков валторны и фортепиано, но и благодаря постоянным ссылкам на музыкальный эпос предков, превращенный в звонкие, жизнерадостные мантры.

В проектах АЛЬПЕРИНА и ШИЛКЛОПЕРА также всегда присутствует веселая ироничность, свойственная русскому авангардному джазу. Но эта веселость не является самоцелью. Творчеству этих двух музыкантов свойственны все новаторские тенденции современного джаза, которые, как бесконечно расширяющееся зеркало, отражают все новые и новые стороны реальности. Этим они вносят вклад в то, чтобы в наше время прогрессирующей дегуманизации, идея джаза, как важнейшей формы человеческого искусства, была сохранена.

Вирджил МИХАЮ Джазовый критик, Бухарест, 1992

	Arkady  SHILKLOPER
	Live In Grenoble
	1993
	69:44
	Alperin & Shilkloper
[...] Аркадий Шилклопер, получивший прекрасную подготовку, в совершенстве владеющий валторной и когда-то игравший в Московском филармоническом оркестре и в оркестре Большого театра. После пяти лет игры с Альпериным и со своими собственными джазовыми группами он осмелился поставить своё мастерство виртуоза на службу собственным музыкальным замыслам. Эта запись – может быть лучший (на данный момент) пример того, что может создать вполне сформировавшаяся и независимая творческая натура Шилклопера, усиленная огромным исполнительским мастерством, благодаря которому он так хорошо известен.

Я надеюсь, что эта запись окажется среди других ваших любимых дисков, независимо от жанров и школ.

	Arkady  SHILKLOPER
	Hornology
	1996
	40:52
	#1, 3: with Alperin.

  «...Another was incredible Arkady Shilkloper, who brought his French horn from Moscow, Russia to Moscow, Idaho. His control of the instrument, and his blowing creativity have set a new standard, even Julius Watkins, his idol, never produced such result.» -- ‘Jazz Time’ 

  «Arkady Shilkloper is not just a French horn player, he is a magician.»  -- N. Cochran-Block, the President of International Horn Society. 

  «Новый диск великолепного музыканта-виртуоза Аркадия Шилклопера значительно расширяет наши представления о возможностях валторны. Буйная фантазия, идеальная интонация, превосходный ансамбль. Большая творческая удача! Браво!»  -- Николай Петров.

  «Проект Аркадия Шилклопера интересен от начала и до конца. Вызывает уважение владение звуковой палитрой и чувством времени. Уникальные аранжировки, сыгранные с помощью электроники на одной валторне, открывают новые горизонты для этого инструмента.»  -- Юрий Башмет. 

  «Волшебный Рог Аркадия Шилклопера воистину сродни рогу изобилия, щедро источающему из своего чрева вначале то, чего от него желаешь и ждёшь, затем то, чего не ожидаешь и лишь в последствии осознаёшь, что этого-то тебе и не хватало, и, наконец, то, что возможно не пригодится тебе, но наверняка нужно кому-нибудь другому.»  -- Николай Дмитриев. 

  Альбом записан в Воскресенском Новоиерусалимском монастыре.

  По настроению многие вещи на этом диске можно сравнить с амбиентным проектом Pauline Oliveros «The Roots Of The Moment» (см.).

	Arkady  SHILKLOPER
	Live In Norway
	1996
	60:01
	edition 1998

Arkady Shilkloper [fr h]; Andrei Kondakov [p]; Vladimir Volkov [b]; Christian Scheuber [d].

The Quartet delivered an absolutely excellent, special, and diverse concert, ranging from dynamic compositions in breathtaking tempos to soft, simple and elegant ones. And with lots of humour. From the very first seconds, these guys seemed to have decided that this was going to be nothing but great fun.

The somewhat unusual approach of this quartet features a French horn as the only wind instrument. No harm in that, for Arkady Shilkloper has invented horn music anew. He smacks his lips, sucks, blows and sighs into his instrument, extracting out of it the strangest sounds. Then he places a microphone toward his throat and sings and blows simultaneously, making it seem like his second nature. In addition, he, as a matter of course, engages an assembly of sophisticated electronic devices that change the sound of the horn to whatever pleases the heart. I am starting to think that playing any other instrument makes no sense. Long live the French horn! [...] The gig culminates as Shilkloper does a stint of circular blowing, meaning breathing out through his mouth into his horn and simultaneously in through his nose, so that the tone never stops (is there anything this bloke does not master?). Stating as I will, that this experience was crazy in a balanced way and hung nicely together, never getting out of hand, it is of course a highly subjective point of view, which isn’t easy to prove rationally. The bingo players in the next room would certainly not agree. This I can respect, but how fantastic it is that the Varanger Festival has room for something like this. Hurrah, hurrah, hurrah!

Amund Sjolie Sveen

	Arkady  SHILKLOPER
	The Brass Complot
	1996
	35:37
	Arkady Shilkloper [fr h]; Igor Paraschuk [cl, b cl, a s]; Sergei Pron [horn, fl h]; Sergei Belichenko [perc].

Это действительно новая музыка. Музыка, которую нельзя отнести к определенной категории. Музыка, внутренняя энергия которой развивается в процессе игры. Музыканты не только высоко квалифицированы в искусстве владения инструментами; более того, им не чужды различные музыкальные идиомы и традиции, которые они умело используют, превращая их в собственный язык. Выразительные композиции и изящные аранжировки производят столь же сильное впечатление, как и свободный поток импровизаций. Временами невозможно определить грань между заранее подготовленной и спонтанной игрой.

Вы не ошибетесь, назвав это новым видом камерной музыки, а прислушавшись, сможете распознать влияние джаза и различных этнических традиций. Однако, прежде чем это случится, музыка унесет вас в новые непознанные дали... Как контрапунктическое, так и оркестровое звучание духовых инструментов прекрасно сочетается с ударными и перкуссией. Ритмический пульс, изначально присущий духовым инструментам, не просто дополняет, но придает изящность исполнению. Эмоциональная же выразительность делает музыку более чем интересной и очень трогательной.

-- Берт Ноглик

	Arkady  SHILKLOPER
	XIX98
	1998
	40:17
	label: Boheme Music. http://www.boheme.ru ; http://www.bohememusic.com 

Arkady Shilkloper [alphorn F, fl h, didgeridoo, fr h]; Sergei Starostin [v, cl]; Vladimir Volkov [double bass, viola da gamba].

1. За нашей деревней

2. Таня-Танюша

3. Хоровод

4. Пока молод был

5. Э-ой ты, Ваня

6. Возрадуй

7. Вдоль по морю
Трио Шилклопер - Волков - Старостин (Петербург-Москва) - даже не трио, а триумвират. Это хорошо известно всем любителям «продвинутой» мировой музыки, которые каждый раз с нетерпением ждут, что еще нового придумали вместе лучший валторнист джаза, играющий еще и на двухметровом альпийском роге; контрабасист, специалист по музыке эпохи Возрождения; и фольклорный певец, мастер народных духовых инструментов, номинированный в этом году (2002) на премию World Music Award. 
--  ДМИТРИЙ Ухов

	Arkady  SHILKLOPER
	MOSCOW ART TRIO:  “Hamburg Concert”
	1996
	72:40
	label: JARO (Bremen)

Mikhail Alperin [p, melodica, v]; Arkady Shilkloper [fr h, fl h, v]; Sergei Starostin [v, cl, folk reeds].

	Arkady  SHILKLOPER
	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

	Arkady  SHILKLOPER
	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

	Arkady  SHILKLOPER
	Pilatus
	2000
	46:09
	1. Сон Пастуха
2. Песня Для Каждого
3. Сюита «Восточный Базар»

4. Горное Безмолвие

5. Танец На Пять

6. Русская Песня

7. Бесполезный Разговор

8. Альпийский Эскиз

9. Фанки Этюд
10. Элегия
11. Пилатус
Аркадий Шилклопер получил пре​мию Московской ассоциации джа​зовых журналистов «Джаз'Ухо-99»: фирма «Богема», с который у Арка​дия, похоже, эксклюзивный кон​тракт, тоже стала лауреатом этой премии (все три лучших диска года изданы «Богемой», а результат, меж​ду прочим, предсказывался на стра​ницах «Салона AV», хотя автор этих строк голосовал не только за них).

Едва мировая джазовая общест​венность успела оправиться от шо​ка, произведённого выпущенным «Богемой» первым в истории жанра альбомом с джазовой валторной со​ло («Hornology»), как налицо уже сле​дующий. Pilatus (по названию горы, у подножия которой расположен па​мятный по прозе Льва Толстого горо​док Люцерн) ещё до выхода стал со​бытием: Аркадий был удостоен Ор​дена швейцарской конфедерации за то, что играет не только на респекта​бельной валторне, но и на фольклор​ном альпийском роге, трёхметровом инструменте швейцарских горцев.

Если диск «Hornology» был по жанру расслабляюще-медитатив​ным нью-эйджем, то Pilatus -- ско​рее фольклорный new world jazz. И годится он на все случаи жизни — есть что послушать и можно потан​цевать. И даже поговорить. Ну, на​пример, какое отношение имеет го​ра Пилатус к пятому прокуратору Иудеи и почему на обложке диска изображён, как на альбомах с тяжёлым металлом, какой-то Змей Горыныч. А музычка на диске — симпа​тичная. Напри​мер, собственное сочинение Шилклопера «Bazaar» — почти что старый румынский шлягер «Хора-стакка​то». На мой взгляд, даже веселее. Немного джаза тоже имеется... 

--- Дмитрий Ухов, Салон AV

	Arkady  SHILKLOPER
	KONDAKOV / SHILKLOPER / VOLKOV:

"Outline"
	2000
	46:53
	label: Boheme Music

Kondakov [p]; Shilkloper [fr h, fl h]; Volkov [double bass]. 

Rec. 1999.

Andrey Kondakov e-mail: jazzkond@comset.net 

Vladimir Volkov e-mail: volkov-v@mail.ru 

1. Lament (kondakov)

2. Out of Step (shilkloper, kondakov, volkov)

3. The Outing (kondakov, volkov)

4. Outline (shilkloper, kondakov, volkov)

5. Cradle Song (kondakov)

6. Sweet Georgia Brown (m.pinkard - kondakov, volkov)

7. Out of Tune (shilkloper, kondakov, volkov)

8. Dancing (kondakov)

9. Lines (kondakov, shilkloper, volkov)

	Arkady  SHILKLOPER
	Presente para Moscou
	2003
	50:26
	label: DOM www.dom.com.ru 

1. Dance Seven

  arkady shilkloper: alphorns

  andrea correa: guitar, vocal

  georg breinschmid: bass

  oleg baltaga: drums

2. Berimbaoduo

  arkady shilkloper: alperidoo

  andrea correa: berimbao, vocal

3. Beer for Bird

  vladimir volkov: bass

  oleg baltaga: drums

  arkady shilkloper: horn

4. Funk Horn

  arkady shilkloper: alphorns

  ney conceicao: bass

  robertinho silva: percussion

  selio de carvalho: percussion

5. Presente para Moscou

  arkady shilkloper: horns

  andrea correa: guitar, vocal

  georg breinschmid: bass

  oleg baltaga: drums  

6. Nida

  dhafer youssef: vocal

  arkady shilkloper: drum, alperidoo 

7. Carnival

  arkady shilkloper: alphorns

  edson da silva: percussion

8. Serafima

  dhafer youssef: oud, vocal

  arkady shilkloper: horn  

  vladimir volkov: bass

9. Step by Step

  adrian mears: didjeridoo

  jonathan sass: tuba

  arkady shilkloper: horn

  khakberdy allamuradov: percussion

	Matthew SHIPP
	Matthew SHIPP String Trio:

"By The Law of Music"
	1996
	60:49
	Matthew SHIPP – см. тж. с: Roscoe  MITCHELL; David  S. WARE;
label: hatology, 2002

Matthew Shipp: piano

Mat Maneri (см.): violin

William Parker (см.): bass

This reissue is one of a series of five classic albums which Matthew Shipp recorded for hatOLOGY, and it presents the pianist in a superb setting with what he calls his "String Trio." Shipp's compositions show a romantic flair, imbued with a spirit of sophisticated discovery and complex relationships, but what makes them so compelling is the manner in which the trio interprets them, each piece ringing with a sense of completeness. Shipp's performances, in particular, are orderly constructs that in retrospect take thoroughly improvised logical paths. It is to his credit that the organic nature of the pieces merges the various elements so well, and the performances of William Parker and Mat Maneri are so utterly compatible and compelling. As with almost any artistic invention, the music can be heard on a variety of levels: as chamber jazz, it has a beauty that rewards even the casual listener, while the sophisticated interrelationships give it a great depth and even charm. Ben Ratliffe notes in his detailed liners that "Shipp's debt to Bach and 20th century classical composers is obvious," and he quotes the pianist as saying he does not "know what jazz is." Whatever this music is called, the elements of free improvisation, melodic invention, and syncopated rhythms combine to create something of lasting value, evidenced in part by the relative popularity of such seemingly esoteric fare. The final piece by Ellington connects a line that puts Shipp within a tradition that places improvised music outside any pre-conceived modes.
1. Signal

2. By The Law of Music

3. Implicit

4. Fair Play

5. Grid

6. Whole Movement

7. Game of Control

8. Point to Point

9. P X

10. Grid

11. Coo

12. X Z U

13. Solitude

With his unique and recognizable style, pianist Matthew Shipp worked and recorded vigorously during the 1990s, creating music in which free jazz and modern classical intertwine. He first became known in the early '90s as the pianist in the David S. Ware Quartet, and soon began leading his own dates — most often including Ware bandmate, leading bassist William Parker — and recording a number of duets with a variety of musicians, from the legendary Roscoe Mitchell to violinist Mat Maneri, who began appearing on recordings in the 1990s. Through his range of live and recorded performances, and unswerving individual development, Shipp came to be regarded as a prolific and respected voice in creative music by the decade's close. 

Born in the 1960s and raised in Wilmington, DE, Matthew Shipp grew up around '50s jazz recordings. He began playing piano at the young age of five, and decided to focus on jazz by the time he was 12. Shipp played on a Fender Rhodes in rock bands while privately devouring recordings by a variety of jazz players. His first mentor was a man in his hometown named Sunyata, who had an enthusiasm for a variety of studies in addition to music. Shipp later studied music theory and improvisation under Clifford Brown's teacher Robert "Boisey" Lawrey, as well as classical piano and bass clarinet for the school band. After one year at the University of Delaware, Shipp left and took lessons with Dennis Sandole for a short time, after which he attended the New England Conservatory of Music for two years. 

Shipp moved to N.Y.C. in 1984 and soon met bassist William Parker, among others. Both were playing with tenor saxophonist Ware by 1989, and debuted as a recording artist in a duo with alto player Rob Brown. Shipp married singer Delia Scaife around 1990. He then went on to lead his own trio with Parker and drummers Whit Dickey and Susie Ibarra. Shipp has led dates for a number of labels, including FMP, No More, Eremite, Thirsty Ear, Silkheart, and more. In 2000, Shipp began acting as curator for Thirsty Ear's Blue Series. This excellent series hosted a number of Shipp's own recordings, as well as the recordings of William Parker, Tim Berne, Roy Campbell, Craig Taborn, Spring Heel Jack, and Mat Maneri. The following year saw the release of Nu Bop, an exploration into traditional jazz.

	Matthew SHIPP
	Strata
	1998
	58:51
	label: Hat Hut 

Matthew Shipp Horn Quartet:

Roy Campbell: trumpet, pocket trumpet

Daniel Carter: alto, tenor, flute, trumpet

William Parker (см.): bass

Matthew Shipp: piano

recorded on December 14, 1997

In this work, and with the String Trio (By the Law of Music, also on Hat), Shipp began moving into the musical and tonal language he created for himself from his many aspirations and influences. Yes. That's right, for himself. Not out of Cecil Taylor's. On the ten "movements" that make up Strata, Shipp has moved into a space in modern music that almost no one else — with the possible exception of his long-term collaborator William Parker — has ever even visited let alone dwelt there. Shipp is doing something truly new — something very different in how he uses (non-spontaneous) composition and improvisation as equal parts of the whole with determined territories for them, though neither knows where the other will lead. This is music rooted not only in free jazz and European classical music but in gutbucket funky blues and early swing, too. Using the fickle, but dramatic sonances of paired trumpets and combinations of saxophones and trumpets and flutes and trumpets, he's reaching, farther than anyone to make the piano a singer's voice in the midst of all that shifting harmony and drama — and with Parker on the set, there is always drama because by his very nature as a musician he wants one more mode to go, go, go! Shipp puts his melodic ear to the test of color and shade, relying on his bandmates to fill in shape, texture, and chromatic backdrops. His over-handed arpeggios come more from Scriabin than from Ellington, it's true, but his wide chords are inherited from the Andrew Hill lineage. Each section has its own character, as if Shipp was trying to create a whole from the void, make it manifest itself a bit at a time. His constructive interval work creates a sonic architecture that offers multifaceted freedoms to his horn players, and a blank check to Parker to go where thou will. In just under and hour, you have moved from the country to the city, the forest into the cave, and from the pale darkness to a sunlight refracted in the light of a thousand prisms. It is a stunning work, really, that showcases Shipp at the height of his compositional and improvisational powers, and points the way to the flowering of his vast talent as an arranger as well. Most artists wait for an entire career to release a recording this full of life, breath, and vision. Shipp is releasing them, it seems, multiple times a year.
1. strata 1

2. strata 2

...

14. strata 14

	Matthew SHIPP
	Matthew SHIPP duo with Mat MANERI:

"Gravitational System"
	1998
	58:53
	label: hatOLOGY

Matthew Shipp: piano

Mat Maneri (см.): 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

	Matthew SHIPP
	Matthew SHIPP / Rob BROWN / William PARKER:

"Magnetism "
	1999
	58:35
	label: Bleu Regard

Matthew Shipp: piano

Rob Brown: saxophone alto, flute

William Parker (см.): contrebasse

Matthew Shipp regales in the tastefully unexpected, and this release reflects that tendency well. His career is filled with an uncanny ability to merge aesthetics, and to present concert-length programs of fully developed pieces. Here, two musicians with whom he has performed often join him, and they engage in twenty vignettes in various combinations. Each (bassist William Parker, alto saxophonist/flautist Rob Brown, and Shipp) participates in solo, duo, and trio recitals of pure improvisation. The set has a classical haze about it, as there is a subdued ring to much of the recording. Nonetheless, there is a healthy mix of blues and jazz bop too, so that the listener looks forward to each track with raised eyebrows. Shipp continues to impress with splendid technique, an ear for subtlety, and rhythmic variety.
1. magnetism I

  .......... 

20. magnetism XX

	Matthew SHIPP
	Matthew SHIPP duo with William PARKER:

"DNA"
	1999
	48:00
	label: Thirsty Ear Recordings

Matthew Shipp: piano

William Parker (см.): bass

The very adventurous pianist Matthew Shipp performs a set of duets with one of his main inspirations, bassist William Parker. They start off with a dark rendition of "When Johnny Comes Marching Home," play five spontaneous improvisations (three of which are concise) and close off the recital with a brief "Amazing Grace." Shipp's dense chords and atonal playing will remind some listeners of Cecil Taylor although there is a lyricism in his music (and an occasional use of space) that is very much his own. As usual, Parker plays in a driving fashion yet creates a wide variety of often other-worldly sounds. This CD will not convert any conservative listeners but it is up to Shipp's usual level.
1. When Johnny Comes Marching Home

2. Cell Sequence

3. Genetic Alphabet

4. DNA

5. Orbit

6. Mr. Chromosome

7. Amazing Grace

Composed by Shipp & Parker except #7 by Newton

	Matthew SHIPP
	Pastoral Composure
	2000
	48:21
	label: Thirsty Ear Recordings

Matthew Shipp: piano

Roy Campbell: trumpet, pocket trumpet, flugel horn

William Parker (см.): bass

Gerald Cleaver: drums

Pastoral Composure is a rich and moving album that is one of the highlights of Matthew Shipp's array of recent releases. The pianist and composer is joined by trumpeter and flugelhorn player Roy Campbell, leading bassist William Parker, and drummer Gerald Cleaver, who are all strong contributors to this January, 2000, session. The album doesn't lose momentum from the dramatic opener, "Gesture," through the solo piano exposition — the shortest number and closer — "XTU." The first cut opens with Cleaver's unexpected military-like rolls on a loose snare that remain an integral sound throughout the piece. Cleaver is soon joined by Shipp and Parker who stir up a thunderstorm with dark, tense chords and percussive left-hand work on the piano and a constant buzzing from the bass. Campbell soon enters on trumpet to make this one of the quartet numbers on this album. The album's second piece, "Visions," will surprise naysayers with its straight-ahead seams on a jaunty form, and restrained (yet discernible) Shipp attitude. His fluid solo take on Ellington's The stormy feel of "Gesture" returns with the title track, featuring Campbell's trumpet singing atop the churning waves of Cleaver and Parker, with Shipp providing a percussive counter-melody. Two tracks later comes the dark take on "Frère Jacques" that has some near-maddening sections, as well as boggling chordal work by Shipp and interesting soloing from Campbell. While Matthew Shipp has come out with numerous releases these past several years, resulting in a slightly overwhelming catalogue, Pastoral Composure is a necessary listen for fans. It is also one of Shipp's more accessible albums, making it great place to start for those interested in checking out this important modern jazz pianist.
1. Gesture

2. Visions

3. Prelude to a Kiss

4. Pastoral Composure

5. Progression

6. Frere Jacques

7. Merge

8. Inner Order

9. XTU

	Matthew SHIPP
	Expansion, Power, Release
	2001
	56:07
	label: hatOLOGY

recorded on November 18, 1999

Matthew Shipp: piano

Mat Maneri (см.): violin

William Parker (см.): bass

1. Organs

2. Expansion

3. Waltz

4. Combinational Entity

5. Speech of Form

6. Environment

7. Weave Now a Web Rooted

8. Connection

9. Pulse Form

10. Power

11. Functional Form

12. Reflex

13. Release

14. One More

	Matthew SHIPP
	Matthew Shipp's New Orbit
	2001
	39:10
	label: Thristy Ear Recordings

Matthew Shipp: piano

Wadada Leo Smith (см.): trumpet

William Parker (см.): bass

Gerald Cleaver: drums

As one of the most daring and original pianists in jazz, Matt Shipp continues to cover a wide spectrum of musical concepts and methods as artistic director of the Blue Series for Thirsty Ear Recordings. From avant-garde atonal textures to classical music textures and reams of cosmic consciousness and free expressionism, Shipp has been positioned in a lineage between Thelonious Monk and Cecil Taylor. As the fourth release in Thirsty Ear Recording's Blue Series, New Orbit finds Matthew Shipp at peace with himself in his attempt to unite the many experiences he has had as an Afro-American composer and the "various strands of the modern music world that are relevant to him." Shipp is joined on New Orbit by a great ensemble that includes Wadada Leo Smith on trumpet, bassist extraordinaire William Parker, and the dynamic Gerald Cleaver on drums. Shipp retains his distinctive sonics and musical lexicons on such songs as "Paradox X" and "U Feature" but raises the bar on the previous series' releases with the inclusion of a four-part suite consisting of the title track, "Orbit 2," "Orbit 3," and "Orbit 4." By virtue of Shipp's creative powers, the suite strips away conventional interpretations and immerses the talents of his ensemble in new imagining and jazz abstracts. New Orbit is an excellent delivery of avant-garde and free jazz that remains uncompromising, unrelenting, and totally individual.
1. New Orbit

2. Paradox X

3. Orbit 2

4. Chi

5. Orbit 3

6. U Feature

7. Syntax

8. Maze Hint

9. Paradox Y

10. Orbit 4

	Matthew SHIPP
	Nu Bop
	2002
	40:01
	label: Thirsty Ear

Matthew Shipp: piano

William Parker (см.): bass

Daniel Carter: saxophone & flute

Guillermo E. Brown: drums

Flam: synts & programming

Here's a twist that's full-on bent: Matthew Shipp making funky avant-garde jazz. It's true that, like Sun Ra on his Lanquidity album in the late '70s, Shipp has decided to add programming and synths to his mix for this disc, to at least walk a tightrope between improvisational art and the music of the street. For any of you groaning as you read this, give it up — this disc is one of Shipp's very best and one of the first really new things to come across on the American jazz front in over a decade. The band is comprised of Shipp on piano, William Parker on contrabass, Daniel Carter replacing David S. Ware on saxophone and flute, Guillermo Brown on drums, and FLAM on synths and programming. Shipp's methodology is one of shifting rhythmic hypnosis and modal inquiry along scaled intervals and striated harmonic pathways that lead through the middle registers of both the saxophone and the piano. "X-Ray" is a keen example of how Shipp employs an ostinato line that changes itself ever so slightly in each chorus, is treated by FLAM with tweaked programming moves that underscore the rhythmic line, and allows Parker to roll around the changes between Carter and Shipp. In other places, such as on "Space Shipp," which opens the album, the funky line sets the pace for a six-chord thematic statement by Shipp. Parker lays in the cut with Brown, allowing the funk and roll to slip dramatically into a hypnotic groove that flows into Shipp's solo. Rather than a flurry of middle- and upper-register notes and chords, Shipp concentrates on establishing intervallic patterns that dig deeper into the thematic material and "deepen the funk," if you will, by modalizing its context. The disc closes with "Select Mode 2," an angular off-minor modal move with interplay and polyrhythmic accents by FLAM and Brown over a 5/8 samba figure as Shipp and Parker close ranks with the extensions of line and syntax in repetitive phrases that revolve around the rhythmic construct and move beyond it without leaving the groove. This is truly a new way of approaching jazz, a new way of hearing the intricacies of rhythmic counterpoint and textured harmonics that syncopate the entire methodology of composition and improvisation into a holistic view of the music as pulse and force. Shipp has clearly outdone himself this time, and the Blue Series that he coordinates on Thirsty Ear continues to be one of the bravest and most exciting series of recordings in jazz today.
1. Space Shipp

2. Nu-Bop

3. ZX-1

4. D's Choice

5. X-ray

6. Rocket Shipp

7. Select Mode 1

8. Nu Abstract

9. Select Mode 2

	Matthew SHIPP
	Equilibrium
	2003
	41:01
	label: Thirsty Ear

Matthew Shipp: piano

William Parker (см.): bass

Gerald Cleaver: drums

Khan Jamal: vibes

Flam: synths+programming

Here is yet another chapter in Thirsty Ear's provocative and consistently excellent Blue Series. Equilibrium is a more complex extension of Shipp's last album for the label, the stunning Nu Bop. Here, employing the talents of bassist William Parker, drummer Gerald Cleaver, vibraphonist Khan Jamal, and electronics and programming whiz FLAM, Shipp moves to extend the reach of all of his previous musical excursions by putting them all to work on a single recording. And before anyone jumps to think "mess," don't. You'd be wrong. There are nine cuts, beginning with the stellar, pointillistic title track. The ensemble creates a series of contrapuntal exercises based around an engaged series of encounters between Shipp and Jamal. Shipp's ringing right hand strikes angular phrases, yet refrains from using force. Because of the textural element present in Jamal's ornate yet dynamically restrained playing, the two instruments create a weave that is knotted by the rhythm section. "Vamp to Vibe" is just that, though it's created around a series of off-minor themes, Cleaver's drums propelling the movement of the entire piece as he double-times the band. Jamal takes the first solo, creating a staircase scalar attack from the middle of the minor progression and arcing it upward before descending into the hushed maelstrom at the middle of the track. "Nebula Theory" is virtually a chamber piece, colored extensively by Parker's wondrous use of the bow on elongated lines. "World of Blue Glass" is among the most melodically sophisticated and aesthetically gorgeous pieces Shipp has ever composed. Whatever dissonance makes its way into the piece is there for the reason of having it extended harmonically into something far more rich and, dare it be said, beautiful. The hip-hoprisy that creates the rhythmic flow of "The Root" jumbles hip-hop and downtempo, elaborated on by Cleaver, whose painting of the insides of the beat is remarkable. Shipp offers chordal explorations on a marked set of changes and Jamal moves everything into overdrive as the turntables kick in. "The Key" is positively Monk-like in its rhythmic construction and Bill Evans-like in its mysteriously enchanting melodic line. And with Parker taking a bass break that's pure, basic funky blues, it all comes together in a seamless whole. The disc closes with its most difficult and compelling piece, "Nu Matrix." It feels as if it were written for the soundtrack of Andrei Tarkovsky's film Solaris via Webern's earlier piano pieces. There are sounds adding dimension, there are no rhythms, there is only Shipp's piano extrapolating on every minor seventh chord he plays. It would be a piano solo of some starkness, but the quark strangeness of the electronics makes it a meditation on schemata and closure. Shipp, whose restless vision is never clouded by grandiosity or pretense, has become the most important pianist on the scene today. Equilibrium is soul music for the mind.
1. Equilibrium

2. Vamp to Vibe

3. Nebula Theory

4. Cohesion

5. World of Blue Glass

6. Portal

7. The Root

8. The Key

9. Nu Matrix

	Matthew SHIPP
	Spring Heel Jack & Matthew SHIPP:

"Live"
	2003
	75:10
	free jazz / experimental

label: Thirsty Ear
Matthew Shipp: fender rhodes

Han Bennink (см.): drums

Evan Parker (см.): tenor sax

William Parker (см.): bass

J Spaceman: guitar

Spring Heel Jack: all other instruments & electronics

1. part 1 - 35:52

2. part 2 – 39:15

Composed by:
 Bennink, Coxon, Parker, Parker, Shipp, Spaceman, Wales

John Coxon and Ashley Wales -- aka Spring Heel Jack -- have been mucking about melding their progressive electronic drum'n'bass experiments with jazz and improvising musicians from the United States and Europe. Two recordings, Masses and Amassed, were released in Thirsty Ear's Blue Series; a third focuses on a live presentation of their ambitious sonic inquiries, where electronic meets organic and blurs the seams to create something entirely different. Performing with Matthew Shipp playing an electric Fender Rhodes piano, bassist William Parker, British sax king Evan Parker, drummer Han Bennink, and Spiritualized guitarist and frontman J. Spaceman, Coxon and Wales (himself a classical composer some years ago) have seemingly done the impossible, taking what is made on the spot and treating, warping, spindling, and manipulating it into a creature that may not resemble itself, but does indeed feel like something that lives, breathes, pulses, whispers, bleats, shouts, cries, and whimpers. Something wholly other that is neither jazz nor pure improv nor electronica, this attains the goal of live music itself -- as a thoroughly engaging experience for musicians and audience alike. 

Quotes from great jazz masterpieces like "In a Silent Way" and "Naima" are touched upon, as are forgotten pop hits such as "Little Green Apples," morphing from one individual's voice to another's seamlessly and without communicative strain. Dynamics occur naturally, as do changes in pace, tempo, and harmonic architecture. Given that there are two different pieces here, each over half an hour in length, this pace and focus are hard to keep, but the way Spring Heel Jack treats its collaborators' improvising schemes and mirrors them back, stretching them out against time and pulling them forward, allows for more space, more room for rhythm to assert itself. Bennink and William Parker do this with a vengeance on the extended opening to "Part Two," going on for over eight minutes before the rest of the band comes in. It's not just a dialogue they develop between the bass, drums, and ambience, but language itself. Before they are halfway done, they begin to speak with one voice as a rhythmic solo. When the rest of the band enters, it's fast and furious before breaking down into smaller parts of singles and pairs to meet the language previously created and engage it in dialogue, even while quoting from earlier sources -- "A Love Supreme" is one, a boogie-woogie version of "Harlem Nocturne" is another, while "Lennie's Pennies" is still another. This is fascinating stuff to say the least, and devastatingly original at its best. Highly recommended.

The recordings of John Coxon and Ashley Wales as Spring Heel Jack were one of the earliest and best applications of hard-edged drum'n'bass to the full-length LP concept with no lack of energy, similar in result to Orbital's living-room/danceclub fusion of techno. A pop producer who has worked with Marc Almond and Spiritualized, Coxon met up with classical composer Wales while working as a soul DJ in London's East End. The duo soon began recording breakbeat jungle, initially with inclinations toward dub. Co-writers and producers of the hit title track from Everything but the Girl's 1995 platinum album Walking Wounded, the pair debuted that same year with the first of several critically acclaimed LPs, none of which managed to compromise their respected status in the jungle scene. 

Coxon, who learned to play guitar in his native Edinburgh, had studied to be a biochemist and briefly taught school in London, but returned to music by working as a DJ and occasional producer. After meeting Ashley Wales, a landscaper, the two began composing music and in 1990, they produced one of Betty Boo's first singles ("Doin' the Do"). Moving to dub territory with recordings as Spring Heel Jack, the pair soon became entranced with the jungle movement, and adjusted their focus accordingly. Debut album There Are Strings appeared in 1995 on the Island subsidiary Trade 2 in the U.K. Later that year, the duo released Versions, a remix album featuring dubs of six tracks from the debut LP. 

Another artist influenced by the drum'n'bass movement, Everything but the Girl's Ben Watt, made public his admiration for Spring Heel Jack's work, prompting Coxon and Wales to write "Walking Wounded" especially for Watt and his partner, Tracey Thorn. After Thorn added vocals to the track, EBTG released the single in April 1996, and it climbed to number six in the U.K. charts. 

Spring Heel Jack released 68 Million Shades several months later, with a trippy cover designed by computer artist Yuki Mikayi (who also designed the cover art for the first LP). The album earned respect from the dance underground, and the duo was tapped to support Orbital on an ambitious U.S. tour in late 1996. After 68 Million Shades was cited by Spin magazine as one of the best LPs of the year, it earned an American release on Island in January 1997. Busy Curious Thirsty followed later that year, and in 1999 Spring Heel Jack returned with two LPs, (Treader, Disappeared) as well as an EP (Sound of Music) including their intriguing reworks of standards from the Rodgers & Hammerstein musical of the same name. Masses, which featured collaborative efforts with pianist Matthew Shipp, violinist Mat Maneri, and saxophonists Tim Berne and Daniel Carter, was issued in June 2001. The duo entered a new phase in 2004, on Sweetness of the Wtaer. They began playing instruments themselfves and enlisted former collaborators such as Blue Series curator Shipp and new including Evan Parker and Wadada Leo Smith.

	(Matthew SHIPP)
	dj SPOOKY, SHIPP, a.o.:

"That Subliminal Kid"
	
	74:04
	label: Optometry

Matthew Shipp: piano

William Parker (см.): bass

Joe McPhee (см.): tenor sax, trumpet

Guillermo E. Brown: drums

DJ Spooky: laptop, kalimba, turntables, upright bass

DJ Spooky (Tha' Subliminal Kid) is the most noted (and notorious) proponent of turntablism, an approach to hip-hop and DJing whose philosophy merges avant-garde theories of musique concrète with the increased devotion paid to mixing techniques during the 1990s. Though he's overly intellectual at times (to the detriment of his recordings, interviews, and mixing dates), Spooky was a critical figure in spotlighting the DJ as a post-modern poet in his own right. Influenced equally by John Cage and Sun Ra as well as Kool Herc and Grandmaster Flash, few artists did more to mainstream the DJ-as-artist concept than he. 

Spooky was born Paul Miller in Washington, D.C. His father was a lawyer and member of the faculty at Howard University but died when Miller was only three. He inherited his father's record collection, which, along with frequent trips around the world (thanks to his mother's international fabric store), opened his eyes to a wide range of music. Growing up in the '80s saw Miller interested in D.C.'s hardcore punk scene and British ska-punk as well as go-go music. While attending college in Maine, Spooky began mixing on his own radio show and attempted to introduce his KRS-One tapes into classroom discussions on deconstruction (an idea made quite conceivable just ten years later). After graduating with degrees in French literature and philosophy, he moved to New York, where he wrote science fiction alongside advertising copy and pursued visual art as well. He was still into hip-hop, however, and formed the underground Soundlab collective (with We, Byzar, Sub Dub, and others), a scene that later morphed into the illbient movement. 

After an assortment of singles and EPs during 1994-1995, Spooky gained a record contract from Asphodel in 1996 and released his debut album, Songs of a Dead Dreamer. The single "Galactic Funk" became a hit on the club scene, leading to recording appearances with Arto Lindsay and remixing spots for Metallica, Sublime, Nick Cave, and Spookey Ruben; Spooky also began writing regular journalist columns, for The Village Voice and Vibe. As if that didn't keep him busy, he also released the mix album Necropolis: The Dialogic Project, recorded a Paul D. Miller solo LP titled Viral Sonata, and performed in a new digital version of the Iannis Xenakis composition Kraanerg. His second proper album, 1998's Riddim Warfare, saw Spooky with a cast including disparate indie-world figures from Dr. Octagon to Thurston Moore. He has also mounted visual exhibits at the Whitney Museum in New York and scored the award-winning 1998 film Slam. One year later, he released File Under Futurism, a co-production with the Freight Elevator Quartet. 2000 saw the release of a collaborative effort with Scanner entitled The Quick and the Dead. The highly praised mix CD Under the Influence appeared the following year, but the next real album to appear from the DJ was 2002's Modern Mantra. That same year, as part of its Blue Series Continuum, Six Degrees released Optometry, a collaboration featuring Spooky with numerous progressive jazz artists such as William Parker and Matthew Shipp. Its remix companion Dubtometry, appeared early in 2003. In 2004 Spooky teamed with the dub outfit Twilight Circus for Riddim Clash released by Play. The same year he was courted to remix two different label's output. A mix of Sub Rosa material appeared as Rhythm Science in January and Thirsty Ear gave Spooky access to their Blue Series for Celestial Mechanix, released in June.
1. Ibid, desmarches, ibid

2. Reactive Switching Strategies for the Control of Uninhabited Air

3. Variation Cybernetique: Rhythmic Pataphysic - (Part I)

featuring Daniel Bernard Roumair (DBR) solo violin

4. Asphalt (Tome II) 

featuring Carl Hancock Rux (vocals) and Pauline Oliveros

5. Optometry

featuring Billy Martin's "beats" & Daniel Bernard Roumair (DBR) solo violin

6. Sequentia Absentia (Dialectical Triangulation I)

7. Rosemary

8. Dementia Absentia (Dialectical Triangulation II)

9. Parachute

featuring Napoleon of Is What?! & Daniel Carter

10. Absentia Absentia (Dialectical Triangulation III) 

featuring High Priest of Anti-Pop Consortium

11. Variation Cybernetique: Rhythmic Pataphysic - (Part II)

featuring Daniel Bernard Roumain (DBR) solo violin

12. Periphique

13. It's a Mad, Mad, Mad World

	Matthew SHIPP
	ANTIPOP vs. Matthew SHIPP: "Antipop Consortium"
	2003
	42:06
	label: Thirsty Ear Recordings

Antipop Consortium: vocals, synth, programming

Matthew Shipp: piano

William Parker (см.): bass

Guillermo E Brown: drums

Khan Jamal: vibes

Daniel Carter: trumpet

Antipop Consortium emerged in the early 2000s as one of the underground hip-hop scene's most inventive groups, bridging the gap between New York hip-hop and glitchy IDM. Group members Priest, Beans, and M. Sayyid joined forces in 1997, along with producer E. Blaize, who would become the group's most celebrated member. After some underground singles that didn't reach far beyond New York's boroughs, the Ark 75 label released Tragic Epilogue, the group's debut full-length, in 2000. Though the album wasn't quite as daring as Antipop Consortium's successive releases, it nonetheless garnered substantial acclaim, placing the group among similarly edgy New York underground rap artists such as Company Flow. 

In fact, Tragic Epilogue's acclaim even crossed the Atlantic. Warp Records — the legendary IDM label based in England best-known for releasing artists such as Aphex Twin, Boards of Canada, and Autechre — decided to sign the group, quite a noteworthy move for both parties: Warp was known for IDM, not hip-hop, and Antipop Consortium was potentially distancing itself from the finicky underground hip-hop scene. Regardless of the risks involved, Warp released Antipop Consortium's The Ends Against the Middle EP in late 2001, followed shortly after in 2002 by a full-length effort, Arrhythmia. Both releases incorporated an obvious IDM influence, particularly from a production standpoint. Producer E. Blaize moved away from straight hip-hop breakbeats, going instead with glitchy beats and angular rhythms. As a result, Antipop Consortium crossed over from the stateside underground hip-hop scene to the more international IDM scene, which was becoming increasingly interested in rap during the early 2000s. After wrapping up DJ Shadow's North American tour in late July 2002, Antipop Consortium disbanded. It was expected that High Priest, Beans, and M. Sayyid would release solo material by the end of the year. 

He grooves, he dances (figuratively) on his keys, he delights with phantasmagorical wonders: He is none other than the wondrous Matthew Shipp, who invites you into his den of magical juxtapositions. Step right up, ladies and gentlemen, right this way, and open the doorway to new sounds, or at least combinations you never expected. This one matches the hip-hop conundrums of Anti Pop Consortium, who will wow you with its revolutionary discombobulations, with the cerebral machinations of free jazz wizard Matthew Shipp, who lays it down low with stretched fingers that scratch the pavement. The pianist brings with him old friends — bassist William Parker, trumpeter Daniel Carter, drummer Guillermo E. Brown, and vibist Khan Jamal — but when they confront the cool sounds of Anti Pop, they defer with respectful submission. The fireworks do not ignite the way they might have, but that is the nature of experimentation. Nevertheless, this is all great fun, a function of Shipp's slippery mind, and the results are not only danceable but disconcertingly so. Shipp is downright melodic for the most part, and even the hip hip-hoppers seem barely radical, and yet the outcome is not liable to be quite anything you've heard before. Sure, it crosses over and you have to suspend critical analysis, at least sometimes, but kudos to Anti Pop and Shipp for expanding their horizons, for dreaming, and for trying something new and keeping it fresh.
1. Places I've Never Been

2. Staph

3. Slow Horn

4. A Knot in Your Bop

5. SVP

6. Coda

7. Stream Light

8. Monstro City

9. Real is Surreal

10. Free Hop

	(Matthew SHIPP)
	THE BLUE SERIES CONTINUUM:

"GoodAndEvil Sessions"
	2003
	43:20
	label: Thirsty Ear Recordings

Matthew Shipp & GoodAndEvil

Roy Campbell: trumpet

Alex Lodico: trombone

William Parker (см.): bass

Josh Roseman (см.): trombone

Matthew Shipp: korg synthesizer

All other sounds played and made, sliced and diced, fixed and mixed by GoodandEvil and Miso

The Good and Evil Sessions are the first in Thirsty Ear's Blue Series Continuum, which emphasizes diverse styles of music with a rotating, leaderless cast of musicians. This one melds Danny Blume and Chris Kelly of Good and Evil fame with turntable maven Miso and some of the heavy-hitters from the avant-garde jazz world, including bassist William Parker, pianist Matthew Shipp, and trumpeter Roy Campbell. The results are unpredictable and deliciously sassy, with groove-based throbs, jazz beats, and turntable scratches setting the stage for down-in-the-bucket solos that purr with joyous abandon. Free improv meets punk and dance rhythms laced with foot-tapping, body-swaying pulses. While the pop inflections are certain to spark a debate within the tiny but intense and vocal free jazz community over the commercialization of art, the generally uncompromising improvisations of the Shipp/Parker contingent stand up reasonably well even if somewhat less-intense and complex than usual. This sort of crossover fusion could widen the appeal of these otherwise relatively obscure though extremely talented performers. Shipp is in superb form, spinning webs of simple (though never simplistic) phrases, veiled by supple nuance. Miso's scratches are a constant, subversive presence, while the Blume-Kelly guitar duo keeps the hips shaking and the trombone twosome of Alex Lodico and Josh Roseman adds a raunchy bottom. Roy Campbell's fading repetitions on "On the Run" are lovingly distorted through the filter of the Good and Evil lens.
1. Brainwash

2. Then Again

3. The Stakeout

4. Close Call

5. The Hideout

6. On The Run

7. Roll It Back

8. Change of Plans

9. Sweetbitter

	(Matthew SHIPP)
	EL-P (featuring THE BLUE SERIES CONTINUUM):

"High Water"
	2004
	44:07
	label: Thirsty Ear Recordings

Guillermo E. Brown: drums

Roy Campbell: trumpet

Daniel Carter: reeds and flute

Matthew Shipp: piano

William Parker (см.): bass

Steve Swell: trombone

EL-P, aka El Producto, is one of hip-hop's most obstinate and adventurous pioneers, combining a mid-'80s lo-fi old school aesthetic with a progressive rock musician's inclination to push boundaries. He has never succumbed to the whims of corporate hip-hop, instead choosing to pursue his own decidedly uncommercial leanings. In the mid-'90s, he developed a strong reputation with the groundbreaking trio Company Flow, a band whose achievements include the first LP, Funcrusher Plus, on Rawkus Records, a label that is considered by many the best label for intelligent hip-hop. Over the group's auspicious stint together, he proved he was himself capable of intense lyricism and sonic production so powerful it could stand on its own. In the latter part of the '90s, El-P was also a collaborator with Blackalicious, Mos Def, and Dilated Peoples. In 2001, after releasing one last album with Harlem rappers Cannibal OX, the group chose to amicably pursue their own directions. El-P has started his own label, Def Jux, and was also selected to work on former Rage Against the Machine frontman Zack de la Rocha's first solo album. Somehow he found the time to work on his own solo release during all of this, Fantastic Damage, which saw the light of day in May of 2002. High Water from early 2004 was part of the Matthew Shipp-curated Blue Series and teamed the producer with Shipp, William Parker, and others from the fringe of jazz. Collecting the Kid, a collection of unreleased and hard to find tracks appeared later in the year. 

El-P's entry into Thirsty Ear's Matthew Shipp-curated Blue Series is a compelling experiment in genre and sound collision. El-P doesn't rap on this set, nor does he saturate his mix with a truckload of effects. His compositions are skeletal frames on which to hang his mixological architecture of ambitious beats and skeletal samples, creating a tightly controlled dynamic inside which ambitious music is created. His collaborators are pianist Shipp, bassist William Parker, drummer Guillermo E. Brown, and a horn section comprised of Daniel Carter on reeds and flute, Steve Swell on trombone, and trumpet prodigy Roy Campbell. While many titles in the Blue Series catalog seem to be varied in terms of texture and dynamic, High Water is not. This feels like a conscious decision on the part of El-P. The palette is restricted atmospherically; his compositions are almost song-oriented — at least in the beginning. The funky breaks on "Get Your Hand Off My Shoulder, Pig" offer a glance into the depths of his aesthetic: the grooves are midtempo with Shipp delving into his blues and soul book for vamps and a solo, Parker laying underneath and propelling the cadence and the horns floating over the top of those massive beats. Shipp is the first to meander, decentering the melody, pulling it apart phrase by phrase and then turning it inside out. All the while the horns shift harmonics while keeping the timbre and tension in clear view. On "Get Modal," the pop tune "Where Is the Love" becomes the jump-off place for investigation. Parker kicks its phrasing first before Shipp chimes in and confirms it. The skittering beats make the track feel like it is coming off a Tilt-a-Whirl, and a forgotten soul vocal is tossed into the background to rattle around just behind the horns. Meanwhile, Brown's counterpoint polyrhythms accent El-P's foreground sampling — including a looped guitar riff from the ether — and all of it is capped with brief yet tough solo from Campbell. 

The crackling strangeness in "Intrigue in the House of India" is indicative of the album's moodiness and rhythmic parlance. Shipp's carnival-inspired Afro-Cuban son riff opens out onto a carousel of sonic layering — Carter's flute solo is the only thing that feels as if it were recorded on Planet Earth and Brown's weaving in and out of the synthetic rhythms keeps everything shimmering, skipping along into a void where entropy and suffocation would be the only choices were it not for Campbell once again cutting through the detritus and creating a melodic center. At about three minutes and 15 seconds into the track, the cut breaks open with big beats, Parker's cutting drone bass, and ambient sonics paring their way into the heart of the rhythmic soundscape. The theme that threads through the album is a complete reconsideration and rewiring of Charles Aznavour's "Yesterday When I Was Young." It is quoted at the beginning as the players get ready, in a faltering, stuttering, tentative attempt to encounter the subtleties at work in the tune's harmonic palette — like the mood of the disc, it too is consciously restricted. When they get to its full articulation on "When the Moon Was Blue" with Harry Keys singing, the beats seem to separate from his voice, which invokes not only the ghost of Aznavour and his theatrical phrasing but also Louis Armstrong's with his underappreciated sense of melancholy. As horns offer droning bell-like lines across the entire top of the tune, El-P's beats pop under the vocal and Shipp and Parker wander the rounded edges of the melody's margin, a step away from complete implosion. Brown jumps through hoops and keeps the entire band — mostly — inside not only the time, but the tight lyrical consideration that makes up the body of the tune. In sum, it's a moody and haunting record with a few highs, a few lows, and lots of shades of blue to make your way through. Recommended.
Please Stay (Yesterday)

Sunrise Over Brooklyn

Get Your Hand Off My Shoulder, Pig

Get Modal

Intrigue In The House of India

Something Is Wrong

When The Moon Was Blue (featuring Harry Keys)

Please Leave (Yesterday)

	Matthew SHIPP
	Harmony & Abyss
	2004
	43:09
	label: Thirsty Ear Recordings

Matthew Shipp: piano, synth

William Parker (см.): bass

Gerald Cleaver: drums

Flam: programming (drum+synths), sclicing and dicing

When pianist and composer Matthew Shipp embraced electronic keyboards and sampling, he made the decision to follow the path the music cut for him, even if it led away from jazz. The result of this journey has been richly and rewardingly detailed on his own albums for Thirsty Ear in the Blue series and those of his collaborators. On Harmony and Abyss, Shipp moves even further afield into repetitive melodic and harmonic structures that have more in common with vanguard song forms than they do jazz or free improvisation. None of the pieces here is over six and a half minutes and the majority of them are in the four-minute range. Here, melodic and rhythmic ideas are stated as harmonic and chromatic concepts, endlessly repeated and mutated until they change shape and focal points. The result is fascinating and compelling, but there is no longer any resemblance to jazz. If anything, these pieces feel more like vanguard classical pieces viewed through an electronic prism, even if the piano is their starting point. Bassist William Parker, drummer Gerald Cleaver, and sampling slice-and-dice whiz FLAM follow Shipp's lead, taking him through twists and turns that end in increasingly strange and often beautiful places. This is a challenging record, one that does not easily or readily give up its secrets. But its rewards more than make up for the effort. Shipp is going his own way here into the rabbit hole; listeners would be well advised to track him because where he's going, no one has gone before.
1. Ion

2. New ID

3. 3 in 1

4. Virgin Complex

5. Galaxy 105

6. String Theory

7. Blood 2 the Brain

8. Invisible Light

9. Amino Acid

10. Abyss

	Wally SHOUP / Paul FLAHERTY / Thurston MOORE / Chris CORSANO
	Live at Tonic
	2003
	73:05
	Thurston MOORE – см. тж.: SONIC YOUTH; SYR; тж. c: William HOOKER; DISKAHOLICS ANONIMOUS TRIO;
free jazz

label: Leo

rec. 2002

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

1. Tonic One (First Set)

2. Tonic Two (Second Set)

3. Tonic Three (Second Set)

	Michael  SHRIEVE
	Fascination
	1994 
	53:22
	Michael  SHRIEVE – см. тж. с: Jonas HELLBORG; SANTANA

funk-fusion

label: CMP

Bill Frisell (см.) [g]; Wayne Horvitz (см.) [organ];  M.S. [d].

	Michael  SHRIEVE
	Two Doors
	1995 
	77:09
	label: CMP

DEEP UMBRA:

Stellar Rays

Deep Umbra

Sorcerer

Baraji

Caress Of Lillith

The Smiling Tarshishm

Juvalamu

Palace of Dreams

M.S. [d]; Shawn Lane [g, v]; Jonas Hellborg [b].

FLYING POLLY:

Locomotion

Data Trash

Stella

Your Saviour

Pipeline

Crocodile

Lincoln Logs

First Train

Queen Bee

Flying Polly

Stella

M.S. [ed]; Bill Frisell [g]; Wayne Horvitz [organ].

	Horace  SILVER
	Song For My Father
	1963-64
	61:11
	label: Blue Note

Horace Silver [p]; Carmell Jones [tp]; Joe Henderson (см.) [t s]; Teddy Smith [b]; Roger Humphries [d].

#7-9: Horace Silver [p]; Blue Mitchell [tp]; Junior Cook [t s]; Gene Taylor [b]; Roy Brooks [d].

	(Horace SILVER)
	Love And Peace                          [A Tribute To Horace Silver]
	1995
	63:52
	All songs composed by Horace Silver.  
D.D. BRIDGEWATER [voc] with: Horace Silver [p]; Jimmy Smith [hammond B3 organ]  and others.

	Nina  SIMONE
	Don’t Let Me Be Misunderstood
	1964-67
	56:13
	Nina  SIMONE [voice, piano]

	Nina  SIMONE
	The Blues
	1967-71
	53:12
	оба CD не пересекаются.

	Nina  SIMONE
	Sings Nina
	
	55:56
	label: Verve ‘Jazz Masters 58’

не пересекается с предыдущими на: 53’ 01’’

	Nina  SIMONE
	The Tomato Collection
	
	75:43 75:07
	label: Tomato (NY), 1994.

С предыдущими CD не пересекается (с учётом того, что несколько песен представлены в других версиях).

She can’t escape. Screaming, growling, whispering, wailing – Nina Simone is a singer. Even as she breaks every rule, she sets new standards. Sometimes wildly, deliberately off-key, she still pierces your heart with pure song. (And her piano-playing ain’t chopper liver, either.)

	The  SINGERS UNLIMITED
	Acapella II
	1975
	38:35
	

	Zoot  SIMS
	Basie & Zoot [Sims]
	1975
	47:26
	Zoot  SIMS – см. тж. с: Charles  MINGUS;
Count Basie [p, organ]; Zoot Sims [t s]; John Heard [b]; Louis Bellson [d].

	Zoot  SIMS
	On The Corner
	1983
	51:12
	label: Pablo, 1994

Z.S. [t&s s];  Frank Collett [p]; Monty Budwig [b]; Shelly Manne [d].

Once you get past being uncomfortable with the inclusionary and exclusionary feelings that close contact with any kind of rules can bring on, there's something wonderfully reas​suring about a set of Life Rules that's always there for you when you need to be sure about things. A couple of classic examples: Nelson's advice to his Midshipmen ("Shoot straight, always tell the truth, and hate a Frenchman as you would the Devil"); the U.S. Army's General Orders ("To walk my post in a mili​tary manner, keeping always on the alert and observing everything that takes place within sight or hearing"; along with nine others, including the especially useful "To call the Officer of the Day in any case not covered by Instructions"); spelling ("i before e, except after c, or when sounded like a, as in 'neigh​bor' or 'weigh'").

I sort of acquired a reliable Life Rule sometime in my late teens, after I already knew I knew everything (in truth I was in need of a couple years' more special tutoring just to get to callow), when I fell in with an active clique of Jazz True Believers who were there to question almost anything except the Basie rhythm section—any Basie rhythm sec​tion (which doesn't explain that long stick Freddie Green used to lay by his side to more or less refocus the attention of wayward drummers, no names please)—and the tenet that, no matter what, Zoot Sims swings. Now I had a lot of trouble with shooting straight, never came anywhere wear acquiring the mili​tary manner of walk, and began to wonder about spelling security when things got weird. But the Zoot Rule—now that's one a fellow has always been able to count on down through the years. In 1953 he recorded a track called "Zoot Swings the Blues," and some forty-one years later it's almost impossi​ble to single out even one of his recordings for which that would have been an inapposite subtitle.

In the Fifties, during his salad days, there were aspects to the John Haley Sims persona that grew rather less transparent in later years. He was easy to categorize: one of the straight-out-of-Prez white boys, a notable among the Four-and-twenty-odd Brothers: the one who was always swinging his booty off. He definitely had the Sound and the Phrasing, and, always, the glorious Time. That last quality never changed, but over the years, without any particular fuss, just as Lester's had, Zoot's sound darkened, deepened, was subject to perpetual variation, and took on richer (Fifties critics loved the adjective "bur​nished," but weren't applying it to him) tex​tures. He was always capable of a kind of lightness congruent with stomping; he arrived with that at the beginning of his recording career (as early as 1944 there's a Commodore date with a Joe Bushkin sextet, where he fills out the front line with trombonist Bill Harris and trumpeter Ernie Figueroa), but, with no one's ever making much of a thing out of it, as the years went on he could deliver an almost Ben Webster quality of tim​bre and then slide back to more familiar sonic territory without ever seeming anything other than pure Zoot.

To say that his phrases grew more graceful suggests that at some earlier point they lacked grace, which was certainly never the case; the lines were no less apt or exciting, but as time went on they were somehow richer. And their placement against the rhythm section's pulse (no, that isn't quite right—they were never anything like against the pulse: they simulta​neously glided on top of it and encouraged its forward momentum) demonstrated a stunning mastery of rhythmic enlightenment, even for a player always noted for his quality of swing.

Even so, whenever Zoot's name comes up, there's almost always a story. There was a thankfully brief period when the odd stresses of the jazz life gave him the clear impression that it was time to try something else, so there was a temporary change of career focus. Meet Zoot the Roofer. He acquired a lunch pail and the right hammer, and could be found waiting on the proper corner with a bunch of construction buddies for the truck to pick them up and take them to the house-in-progress. Everything was solid until a substan​tial wind came up and the guys began to rope themselves on so they wouldn't blow off the roof, which pretty effectively brought that par​ticular extra-musical interlude to an end.

Around the same time, Dick Bock, who was running Pacific Jazz, decided to branch out as a small-scale jazz impresario, and put on a Sunday afternoon jazz concert at a little the​ater at the corner of Hollywood Boulevard and Highland, featuring his new recording artist Laurindo Almeida in the quartet setting that had a lot to do with what was to become bossa nova a few years later and a couple of thou​sand miles south. For some reason Bud Shank. who'd been the woodwind voice in the quartet, wasn't available for the saxophone chair, and Zoot was in his seat. And somehow a quart of Jack Daniel's (or maybe it was Peter Dawson, the Scotch commonly associated with Simon Templar and, for part of the mid-Fifties, sever​al West Coast players) had appeared and rapidly disappeared backstage just before show time, but the performance was in no way affected, except that Zoot was exhibiting an even stronger than usual tendency to rock back and forth while blowing. His degree of front-to-rear angular displacement from the vertical was striking. Laurindo, seated, looked up in a blend of surprise and alarm at what one would have to call Zoot's inclination to swing, and threw his upper body protectively across his guitar while Mr. Sims contin​ued to float over backward, avoiding contact with everything but the stage, where he arrived firmly, straight-backed. The solo sax​ophone line flourished uninterrupted while he pushed up from the floor with his right hand, regained his feet, and constructed another couple of choruses to a richly-deserved standing ovation.

Then there was Zoot's stay with the Stan Kenton Orchestra, a period during which that sometimes elephantine conglomerate showed itself capable of generating a surprising amount of swing in the presence of its new tenor soloist. At the time there flourished in Hollywood a maker of custom footware, known as "space shoes," molded individually to the customer's foot, and highly prized for comfort. Mr. Sims, a man who took second place to none in his comfort commitment, quickly acquired a pair and wore them unceasingly. When Maestro Kenton observed that the (admittedly rather odd-looking and not a little clunky) space shoes really were out of place emerging beneath the pant-cuffs of the tuxedo in which the saxophonist per​formed, and would perforce have to go, the terse rejoinder was, "No space shoes, no Zoot." He was soon gone. Referring to the same period, Lee Konitz, when asked why his own strongly personal style had undergone a marked change during his stay with the Kenton band, remarked, "Nobody can sit next to Zoot Sims for a year and not have it affect the way he plays." [...]

You can't catch Zoot Sims live anymore, but there remain opportunities to listen to him in this kind of in-performance context again. Swinging. Count on it. It's a Life Rule. ---- Ed Michel, 1994

	Zoot  SIMS
	Suddenly It’s Spring
	1983
	44:00
	label: Pablo, 1992

Zoot Sims [t s]; J. Rowles [p]; George Mraz [b]; Akira Tana [d].

Zoot has often been labeled as, and lauded for, "being his own man." And it's true— seemingly no matter what his musical surroundings may be, Zoot manages to retain his unique identity. But of course considering the give and take between a rhythm section (especially the pianist) and the soloist, the results can vary widely: Zoot responded to Basie by showing what great time he had and it was probably one of the most swinging albums he ever made; on the Gershwin album he reacted to Oscar Peterson's comping by demonstrating his respect and love for melody; and in one way or another, with such backing as given him by Ray Bryant, Richard Wyands, Roger Kellaway, and Ross Tompkins, one could hear other aspects of Zoot. But, finally, I think Zoot feels most secure and perhaps happiest with Jimmy Rowles. Jimmy's harmonic touches seem to stimulate him, in a quiet and subtle way, more positively than possibly any other pianist. (Maybe it's that they've played more together than any of the others.)

In any case, this is a beautiful album with emphasis on pretty tunes: On the ballads, in fact, where you expect and almost look for a singer with lyrics, Zoot practically sings the songs with his own lyricism— and Rowles continues to keep you off-balance with his original, surprising, almost secretive harmonic investigations.

	The  SKATALITES
	Hi-Bop-Ska!
	1994
	67:46
	The  SKATALITES - cм. тж. с: Lee 'Scratch' PERRY в 'Reggae'.

Инструментальный jazz-ska проект.
label: Shanachie Records

Tommy McCook [t s]; Roland Alphonso [t s]; Lloyd Knibbs [drumago]; Lester Sterling [a s]; Nathan Breedlove [tp]; Will Clark [trb]; Devon James [g]; Bill Smith [p, organ]; Lloyd Brevett [el b].

Special guests: Lester Bowie [tp]; David Murray [t s]; Monty Alexander [p, melodica]; Steve Turre [trb]; Larry McDonald [perc]; Toots and The Maytals [v (#8)]; Prince Buster [v (#12)].

[...] Yes, jazz, a crucial yet often-overlooked factor in the ska musical equation. The origi​nal Skatalites were Jamaican jazzmen who served their musical apprenticeship in big bands playing stock arrangements in the late ‘40s and ‘50s. They were also influenced by bebop and the late '50s / early '60s Blue Note sound that still shines through in the present-day band's ensemble horn melodies.

It was their reputations as the island's premier musicians that brought them together for session work in the handful of studios that existed during the late '50s and early '60s — musical laboratories where the Skatalites transformed jazz, American R & B, calypso, mento and other Jamaican elements into ska. The jazz component is still present in the horns. Brevett’s inventive mix of walking lines and counter-melodies that hint at the future role of the bass in reggae, and the Art Blakey inna Jamaican styles "bombs" that Knibbs uses in his propulsive turnarounds.

It's no surprise, then, that the guest artists lining up to pay their propers encompass everything from reggae (Prince Buster and Toots Hibbert) to modern jazz (trombonist Steve Turre, Art Ensemble of Chicago trum​peter Lester Bowie, tenor sax titan David Murray) with Monty Alexander on hand to supply the direct Jamaican jazz-ska link.

Bowie's "Ska Reggae Hi Bop" shows how naturally the Skatalites fit under the "Great Black Music: Ancient to the Future" banner the AEC has performed under for 25 years. Murray's new arrangement of "Flowers For Albert" both pays homage to tenor saxo​phonist Albert Ayler — whose personal history bears a tragic, uncanny resemblance to that of the late Skatalites trombonist Don Drummond — and echoes the township jazz marabi sound that developed in South Africa at roughly the same time the Skatalites were creating ska. [...]

	The  SKATALITES
	Ball Of Fire
	1997
	64:33
	Инструментальный jazz-ska проект.

label: Island, «Jamaica Jazz» Series.

Roland Alphonso [t s]; Lester Sterling [a s]; Nathan Breedlove [tp]; Will Clark [trb]; Devon James [g]; Bill Smith [p, organ]; Lloyd Brevett [el b]; Lloyd Knibb [d].

 ‘Ska’ – the Jamaican beat has come full cycle. 35 years ago, revellers in Jamaica celebrated the country’s independence to the new dancebeat. Rhythmically it was a blend of American  r&b, African-rooted Jamaican mento with a large Cuban flavouring and structured in the jazz ‘big band’ style. Economically it signalled the arrival of a home produced music industry, generating income and attracting foreign currency from the fast growing West Indian communities in Britain, Canada and the US. Politically it became both a voice and declaration: calypso now had a fully fledged independent cousin and the name-brand authentic exponents were The Skatalities. [...] With reggae taking over in the seventies the fortunes of the ska musicians were not what they had been. Hotel work was the main source of income for many, others emigrated to seek employment. Ska seemed a thing of the past but you can’t keep a good music down forever. 1979 saw the rapid rise of the Two-Tone movement in the UK. Musically and stylistically it borrowed from the ska originals of the sixties. Socially it offered a direct challenge and viable alternative to the National Front and it’s associated racist policies. The Two-Tone ska era represented at a glance the melting pot of multi-racial Britain, although at the time it was simply about British youth and an infectious dance beat. Fuelled by the Two-Tone era, vibrant ska scenes now exist in Europe, North America, Japan and Australia. The Skatalities themselves reformed at the end of the eighties and began touring with some of the more durable Two-Tone artists. [...] Recorded in a New York studio renowned for great jazz recordings the band have made an album that allows them to show off their brilliance along with special guest Ernest Ranglin (Jamaican guitar supremo) reunited with old friends for the first time in many years. It is indeed a BALL OF FIRE! so have a bucked of water standing by... or do I mean a glass of Guinness punch?!    -- Jon Preston, 1997

	The  SKATALITES
	From Paris With Love
	2002
	63:38
	label: Melodie (France)

Llloyd Brevett [b]; Cedric Brooks [t s]; Will Clark [trb]; Devoon James [g]; Lloyd Knibb [d]; Dizzy Moore [tp]; Doreen Shaffer [v]; Lester Sterling [a s]; Ken Stewart [k].

Without the musicians known as the Skatalites, there would never have been Reggae.
From Jazz (for most of them their basic musical training, along with local church orchestras and school bands), the Calypso and Mento that was played mainly for tourists, and especially the rhythm & blues that became popular in Jamaica via the emigrants to the United States, they created a rhythm, a tempo, a feeling and a sound that were entirely new: they called it 'Ska'. From studio to studio, whether recording together or seperately as studio musicians, whether for Studio One, Treasure Isle, or Prince Buster, they dominated the Jamaican scene of the 60's, creating a body of work comparable only to that of Motown, Stax or Blue Note.
Out of fashion in their island home, pursuing separate careers with various degrees of success,  the surviving members of the group are reunited for the first time in 1983 at the Reggae Sunsplash in Kingston. For the next twenty years they start a new existence as a live group, touring the world from Bahia to Moscow via Paris, only briefly ever at home. The Skatalites' stage performances are unique but through a mixture of misfortune and hectic touring schedules, they do not often manage to reflect this mastery on record. So, in the Euro-radiant dawn of 2002, after they had travelled from Helsinki to Rome by bus, we enticed them into the luxurious Davout Studios in order to work together on a recording project that would at last do justice to their own inimitable sound. With hardly any overdubs, all the musicians playing simultaneously with the spontaneity that characterises them, they started into their live repertoire with relish; 'Guns of Navarone', 'River to the Bank', 'Freedom Sound', 'Trip to Mars' got a very special treatment from the brass-section. Many other historical 'riddims' of Jamaican music, the 'African Beat', the 'Rockfort Rock' or the 'Ride Me Donkey' got revisited, or rather recuperated by their original performers; featuring bass-lines, saxophone riffs or drum-rolls that have become part of Reggae's musical history as classics repeatedly versioned by subsequent generations.
As things heated up, and the 'vibes' continued to flow, the Skatalites unleashed their collective inspiration, improvising together and cutting two completely original tracks destined to be future anthems; 'Lester's Mood' and 'Glory to the Sound', haunted by the ghost of Coltrane.
Almost effortlessly, having listened to Myriam Makeba's version of 'Pata Pata', they transformed it into 'Skata Skata'. Doreen Shafer, their original vocalist left the horns to sing 'Pata Pata' but still gave us three sweet 'Rocksteady's that swing easy.
The sound of the Skatalites has journeyed intact through time and space: Glory to the Sound!

	СКИФ – см. KURYOKHIN
	
	
	
	

	Nicky SKOPELITIS – см. в ‘Alternative’
	
	
	
	

	SKUNKHOUR
	Feed
	1995
	46:18
	acid jazz
Warwick Scott [g]; Paul Searles [k]; Dean Sutherland [b]; Mike Sutherland [d]; Aya Larkin [v]; Del Larkin [v].

	SLAWTERHAUS
	Live
	1995
	60:41
	free impro

label: Victo

rec. 1988, 1990

John Rose [vln]; a.o.

The avant rock/improv quartet Slawterhaus was invited to the 1990 Festival International de Musique Actuelle de Victoriaville. The first 50 minutes of Live come from their performance, the last ten from a concert at the Hofheim Jazz Festival a year and a half earlier. This is as close to rock music that violinist Jon Rose ever got. The same goes for trombonist Johannes Bauer, who would come back to the festival a decade later and record for Disques Victo with the free improv quartet.

1. "Na, Wo Wolln Mer Denn Hin?" 

2. Unplanned Economy 

3. Holidays in Cottbus 

4. I Want My Wall Back 

5. Hotel Stadt Berlin 

6. Escape to the East 

7. Das Ist Kein Cello 

8. Kinder, Waffen, Funk

	Jimmy  SMITH
	Jazz Masters series, #29
	1962-66
	66:23
	

	Wadada Leo SMITH
	KOWALD, SMITH, SOMMER:

"Touch The Earth - Break The Shells"
	1997
	72:09
	Wadada Leo SMITH – см. тж. с: Susie IBARRA (в 'Alternative'); Matthew SHIPP;

label: FMP (FREE MUSIC PRODUCTION Distribution & Communication)
Peter Kowald (см.): double bass

Wadada Leo Smith: trumpet, fluegelhorn, african thumb piano, flute

Gunter 'Baby' Sommer: drums, percussion, bells organ pipes

Recorded live by Jost Gebers on November 13 - 14, 1979 at the 'Floz', Berlin (Tracks # 1, 2, 3, 5, 6, 7) and on January 29, 1981 (Tracks # 4, 8, 9). Produced by Jost Gebers. First published in June 1997.

01. Gebr. Loesch (Sommer) 04:14

02. Touch the earth (Kowald) 12:54

03. Wind song in a dance of unity (Smith) 03:55

04. Rastafari in the universe (Kowald, Smith, Sommer) 12:00

05. In light (Smith) 12:12

06. Ein Stuck Uber dem Boden (Kowald) 03:56

07. Radepur im Februar (Sommer) 07:24

08. Unlost time (Kowald, Smith, Sommer) 08:02

09. Long time no see (Kowald, Smith, Sommer) 07:29

New Music in the process of its creation. Three individuals, whose mentalities and musicality find each other, although originating from completely different areas of experience. The getting together of WADADA LEO SMITH, PETER KOWALD and GUNTER SOMMER at the end of the 70's, beginning of the 80's marks a special case in Improvised Music. 

With its strange movement between static and drive, between meditation and expression, this music is not fixed to a particular time period, races ahead of developments in a totally unspectacular way.

In the unusual combination of instruments - trumpet or fluegelhorn, bass and drums plus extras such as percussion, organ-pipes, sanza, etc. which are not seen just as "little instruments", but as voices having similar rights, all three musicians are - consistently - of equal importance. The music defines itself through the notes which are played just as much as through those which are omitted. The requirement to operate constantly both as a collective and as soloist, led to increased attentiveness and sensibility. 

WADADA LEO SMITH has integrated his musical conception into a context together with European improvisers, something which was, at that time, not only completely new in itself, but which also led to new results. A fundamental condition for being able to constantly listen and react to each other is, above all, the transparent tone of the trio. Even more important is, perhaps, the unprejudiced openness in the way the three musicians deal with each other.

Like a little tribe they got together, a rare ethno group with different backgrounds. In a mini-van they toured the impassable areas of the culture industry, turned up to do concerts here and there, playing a kind of music, which left those stunned, who committed themselves to listen. With their feet on the ground, but taking off just a little bit. Without a message, but with a claim: with sounds and rhythms, which are enough in themselves and at the same time point to something else.

-- Bert Noglik

	Wadada Leo SMITH
	Golden Quartet
	2000
	57:18
	free jazz

label: Tzadik
WADADA LEO SMITH - TRUMPET & FLUGEL HORN

ANTHONY DAVIS - PIANO

MALACHI FAVORS MAGOUSTOUS (см. ART ENS. CHICAGO) - BASS

JACK DEJOHNETTE (см.) – DRUMS

A consistently adventurous trumpeter who has stuck to playing avant-garde jazz throughout his career, Leo Smith's dry, introverted style (which makes extensive use of space) is a strong contrast to the more jubilant flights of Lester Bowie. Smith originally played drums, mellophone, and French horn before settling on trumpet. He gained early experience performing in R&B groups and played in an Army band while serving in the military. By 1967, Leo Smith was a member of Chicago's AACM. He soon helped to found the Creative Construction Company, an innovative trio with violinist Leroy Jenkins and multi-instrumentalist Anthony Braxton that toured Europe in the late '60s. Smith, who was involved in making the documentary film See the Music in 1970, formed the New Dalta Ahkri in New Haven, CT, an influential if under-documented band that at times included Henry Threadgill, Anthony Davis, and Oliver Lake. Smith studied ethnomusicology in the mid-'70s at Wesleyan, played with Braxton in 1976, and recorded with Derek Bailey's Company. He has also freelanced with his own diverse groups during the past several decades. After becoming a Rastafarian in the 1980s, he changed his name to Wadada Leo Smith. He began teaching at Cal Arts in 1993. Leo Smith, who founded the Kabell label in 1971, has also recorded for Freedom, Moers, ECM, Nesssa, FMP, Black Saint, Nessa, and Sackville in settings ranging from unaccompanied solos to a big band.
1. DEJOHNETTE

2. HARUMI

3. CELESTIAL SKY AND ALL THE MAGIC: A MEMORIAL FOR LESTER BOWIE

4. THE HEALER'S VOYAGE ON THE SACRED RIVER

5. AMERICA'S THIRD CENTURY SPIRITUAL AWAKENING

	Wadada Leo SMITH
	Wadada Leo SMITH & Anthony BRAXTON:

“Saturn, Conjunct the Grand Canyon in a Sweet Embrace”
	2004
	51:04
	label: Pi. Recordings

rec. 2003

Wadada Leo Smith - trumpet, flugelhorn

Anthony Braxton (см.) - F sax, Eb alto sax, Bb soprano sax, Eb sopranino sax

1. Composition No.316 [Braxton]

2. Saturn, Conjunct the Grand Canyon in a Sweet Embrace [Smith]

3. Goshawk [Braxton/Smith]

It is apparent at the beginning of "Composition No. 316" that the duo of trumpeter Wadada Leo Smith and saxophonist Anthony Braxton is very complete. A rhythm section is not needed for these two masterful musicians, who have played together on an infrequent basis since the late '60s, for they form their own themes, harmonies, and rhythms. Braxton's "Composition No. 316" is comparatively lighthearted in spots yet serious in its development, featuring a forward movement, the musicians' quick reactions to each other, a very passionate soprano (or sopranino) solo, a series of patterns, some heated moments, and a quiet ending. Smith's "Saturn" begins somewhat sarcastically with long tones from Smith and Braxton, with the latter utilizing excessive vibrato. It gradually becomes much more fiery before returning to long tones at its conclusion. "Goshawk" is a group improvisation and a bit looser, although logical in its own way. Fans of Wadada Leo Smith and Anthony Braxton should welcome this long overdue reunion and the fact that after all these years, they are still stretching themselves.

	Wadada Leo SMITH
	Wadada Leo SMITH, Susie IBARRA, John ZORN

(50-8)
	2004
	76:01
	label: Tzadik

50th Birthday Celebration vol. 8

Susie Ibarra (см. в ‘Alternative’): Drums

Wadada Leo Smith: Trumpet

John Zorn (см. в ‘Alternative’): Alto Saxophone 

The pioneer creator of the rhythm unit, the master of the game piece and one of the most dynamic drummers in the downtown scene square off head to head in duo and trio improvisations. Two full sets of music are presented here, beginning with a brilliant set of duos by Ibarra and Zorn, who have been working together for many years. Both surprising and inevitable, the second set features the historic musical meeting of Wadada Leo Smith and John Zorn, and was one of the improvisational highlights from 2003's month of Zorn. Striking and radical sculptures of sound and silence from three generations of improvisational masters.

1. Meridian

2. Rising Sign

3. Spirit Writing

4. By the Mark, Eight

5. Visitation

6. Ipsissimi

7. Ghost Writing

8. The Ascending Arc

9. Full Fathom Five

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

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

Produced by Steve Smith.

1. Brick Chicken (Goodman)
6.27

2. Sufferin' Catfish (Levy)
7.15

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

4. Glimmer of Hope (Goodman) 
6:44

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

6. Elvin (Levy, Smith)
2:37

7. Caliente (Levy)
6:58

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

9. Moonchild (Levy)
5 05

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

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

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

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

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

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

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

	Paul  SMOKER
	Genuine Fables
	1993 
	59:36
	Paul SMOKER и Phil Haines -- см. тж. проект JOINT VENTURE

label: hat ART

Paul Smoker  [tp], Ron Rohovit [double-bass], Phil Haynes [d].

Recorded 1988.

Total Eclipse (P. Haines)

St. Louis Blues (W.S. Handy)

Tetra (P. Smoker)

Laura (D. Raskin / J. Mercer)

Fables of Faubus (C. Mingus)

Hello, Young Lovers (R. Rodgers / O. Hammerstein)

   Lost amid much of the past decade’s hubbub — musician-instigated, media fueled - over the ‘neo-classical’ controversy in jazz is the fact that there is the middle ground;  there are many strong, sincere instrumentalists who do creative work between the extremes of the idolater and the avant-garde. They build on the past, but aren’t content to rest there, and continue to make strides towards the future. When they succeed, it’s because they’ve found a personal way to assimilate influences and blend them into a modern, individual outlook. The trio of Paul Smoker, Ron Rohovit, and Phil Haynes does just that.  One clue is their repertoire. As an outgrowth of the improvisational freedoms of the ‘60s, few musicians under 50 play anything but original material, and those who do play standards most frequently use them as a nostalgic window to the past. These three attempt the opposite. “We like to play standards to see if we can do something fresh with them, something no one may have thought of before, and make an arrangement a little more challenging,” Smoker told me. At their best, the results are challenging for musician and listener, since they distort familiar conventions and expectations. So, the unlikely tempo for ‘Hello Young Lovers’ pushes the otherwise innocuous theme onto the brink of parody. ‘Laura’, normally a moody ballad, is here characterized by Smoker as “a mini drum concertino”, with trumpet and bass hovering close to the melody, in essence accompanying the drum’s lead. ‘St. Louis Blues’ stretches W.C. Handy’s classic in different directions by extending and elaborating phrases, using rubato and accelerated choruses to emphasize the varying stylistic points of view.  What really defines the trio’s music, however, and makes it special, is the breadth of attitudes they bring, their faith in the music they make, and their trust in each other. This is what translates technique (which they have in abundance) into emotional expression. [...]  Smoker’s technical wizardry, which comes from an extensive classical, as well as jazz, background, is remarkable, but it’s his approach to the music that sets him apart. No one, outside Lester Bowie (см.), uses the full tonal resources of the trumpet with such flair, vigor, and control. This is most obvious in ‘St. Louis Blues’, where he exploits all manner of open horn and plunger effects, growls, rasps, flutters, and squirts, but is apparent in more contemporary contexts too. It’s an approach that’s thoroughly modern, but at the same time unites Smoker with those extravagantly expressive brassmen of the past, men called Cat and Cootie, Rex and Red. It’s this attitude, the same urgency which inspired the great instrumentalists of the past combined with the desire to create something new and personal, that energizes this music. Genuine Fables extends the jazz tradition, without compromise, by maintaining its standards and keeping the music of the moment, this moment, alive.  

 — Art LANGE

	SOFT HEAP
	Soft Heap
	1979
	42:42
	psychedelic fusion

label: Charly / Spalax Music (Paris), 1995. Rec in London.
Elton Dean (см. тж: E. DEAN; SOFT MACHINE) [saxes]; Alan Gowen [p, synth]; Hugh Hopper [b]; Pip Pyle [d]; + (track 5) Marc Charig [tp]; Radu Malfatti [trb].

1. Circle Line

2. A.W.O.L.

3. Petit

4. Terra Nova

5. Fara

6. Short Hand

	Lisa SOKOLOV
	Lazy Afternoon
	1999
	47:12
	free jazz

label: Laughing Horse Records (NY, USA)

Lisa Sokolov [arrangements, production, v, p (#6,7)]; David Gonzalez [g]; Jim McNeely [p]; Mike Richmond [b]; Gerry Hemingway (см.) [d]; + Ralf Sturm [g].

В числе авторов – как сама Lisa Sokolov, так и: Rodgers&Hammerstein, Arlen&Harburg, William Parker, Erik Satie, и др.

	SOLDIER STRING QUARTET
	Robert  DICK and SOLDIER STRING QUARTET:

“Jazz Standards On Mars”
	1997 
	51:54
	David SOLDIER – см. тж. с: Sam  BENNETT (в ‘Alternative’); Elliott  SHARP;
label: enja

Robert Dick (см.) [fl, piccolo fl, bass fl, contrabass fl]; Dave Soldier [vln]; Regina Carter [vln]; Judith Insell [viola]; Dawn Buckholz [cello]; Mark Dresser (см.) [ac b]; Kermit Driscoll [el b]; Steve Arguelles, Ben Perowski [d]; Valerie Naranjo [perc].

1. India (by John Coltrane)

2. Gazzelloni (by Eric Dolphy)

3. Water Babies (by Wayne Shorter)

4. Machine Gun (by Jimi Hendrix)

5. Something Sweet, Something Tender (by Eric Dolphy)

6. Sometimes, Perpetually (by Robert Dick)

7. Three Wishes (by Ornette Coleman)

Jazz history is rife with radical reinterpretations of popular standards by musicians operating from the fringe of the mainstream, from Sun Ra to Lester Bowie. But flute virtuoso Robert Dick and the adventurous Soldier String Quartet chose not to rehash chestnuts from the jazz and pop canons. Rather, these restless collaborators have put their unique and audacious stamp on pieces that, for one reason or another, have remained relatively untouched or, more accurately, "uncovered" for years. The com​posers -- John Coltrane, Eric Dolphy, Wayne Shorter, Jimi Hendrix, and Ornette Coleman -- are by no means obscure, and have contributed their fair shares of frequently played material. But these seven selections have cruised in orbits beyond the reach of even those musicians who might attempt to put a new spin on "Giant Steps," "Footprints" or "Lonely Woman." And the treatments they get from Dick, the Soldier Quartet, and friends certainly travel un​charted space ways beyond our earthly atmosphere.

More than merely a brilliant flautist, Robert Dick has, like Jimi Hendrix with the guitar, John Coltrane and Albert Ayler with the saxophone, and Cecil Taylor with the piano, completely shattered the boundaries of what was previously assumed to be possible on his instrument. By extending his already astounding technical facility to include circular breathing, multi-phonics, startling glissandi, novel tonal colors, and wide-ranging percussive and vocal effects, he has given his flutes -- whether standard, piccolo, bass, or contrabass -- not only virtual orchestral range but profound emotional expressive capac​ity, as well. "If I can hear it inside me," he says, "I can play it." (Dick has documented his innovations in a series of books, including The Other Flute: A Performance Manual of Contemporary Techniques, Tone Development Through Extended Techniques, Flying Lessons: Six Contemporary Concert Etudes, Vol. I and II, and Circular Breathing for the Flutist.)

Born in New York City, Dick has lived in Switzerland for the past five years and works often in Europe, most notably in the A.D.D. Trio with percussionist Steve Arguelles and guitarist Christy Doran. His pursuit of challenging inspirations has led him into dozens of extraordinary collaborations. Dick's current European connections also include membership in Oscura Luminosa with Petia Kaufmann, harpsichord, Conrad Steinmann, recorders, Dorothea Schurch, voice, and Alfred Zimmerlin, cello; and Aurealis with John Wolf Brennan, piano, and Daniele Patumi, bass. In New York he is a member of three bands: New Winds with Ned Rothenberg, alto sax, bass clarinet and shakuhachi, and Herb Robertson, trumpets; Tambastics with Gerry Hemingway, drums, Mark Dresser, bass, and Denman Maroney, piano; and Steel and Bamboo with bansuri virtuoso Steve Gorn and percussionist Gerry Hemingway.

Classically trained, Dick's initial motivation for opening up the flute's soundworld came from listening to Jimi Hendrix and electronic music, and deciding, he says, "that the flute should be able to do all these things in its own way. I'm not copying the guitar or synthesizer but am inspired by them and countless other musical and life influences. I de​cided not to believe that anything was impossible." Adapting slide techniques employed by Indian flutists, Dick has gone far beyond the "pure" and clean sound of most jazz placers, injecting a wide variety of vocal inflections into his playing. He is currently working with a Boston flute maker on what he calls "the next step in the evolution of the instrument" -- one with a telescoping head joint and a design that will boast a fingering logic closer to that of stringed instruments.

Dick's relationship with violinist David Soldier (who wrote all the arrangements for this album) and the Soldier String Quartet (Regina Carter, violin, Judith Insell, viola, Dawn Buckholtz, cello) dates back many years. The idea for Jazz Standards on Mars germinated from their New World recording of Jimi Hendrix compositions, Third Stone from the Sun. Hendrix's "Machine Gun" was a logical next step. Dave Soldier came up with the notion of performing Coltrane's "India," Shorter's "Water Babies," and Coleman's "Three Wishes." The latter comes not from Ornette's 1960s acoustic "free jazz" era, but from the more recent, amplified and thornier jazz/rock/funk experiments of his Prime Time bands. Impressed by the promise of Eric Dolphy's experimental flute playing, Dick brought two of Dolphy's pieces to the sessions, including "Gazzeiloni," which Dick had previously recorded unaccompanied in 1984.

Attempting to come up with meaningful arrangements of uniquely structured compositions, David Soldier explains, meant staying away from typical jazz charts and chord changes. "You can't approach them with standard head-solo-head structures, they would fall apart," says the violinist whose quartet has recorded and toured with rock legend John Cale. "We aren't conventional jazz musicians, anyway, so we are obligated to do these pieces differently. I arranged them in a way that most improvised records aren't arranged, taking cues for the interior voicings of the strings from how Duke Ellington, Fletcher Henderson, or Gil Evans wrote."

The recording was done in two studio sessions: The first featured both Mark Dresser and Kermit Driscoll on basses, with Ben Perowsky on drums, and yielded the Dolphy and Hendrix tunes; the second, during which "India," "Water Babies," "Three Wishes," and Dick's "Sometimes, Perpetually" were performed, took place with Richard Bona on bass and Steve Arguelles on drums. In preparation, Soldier transcribed all of the instrumental parts from the original recordings -- bass, piano, drums, Miles Davis' trumpet, John Coltrane and Wayne Snorter's saxophones, Eric Dolphy's bass clarinet and flute, and Jimi Hendrix's guitar -- and distributed them among the strings, flute, and percussion, with careful attention to the balance and interplay of timbres. Soldier's sculptural sense of detail, combined with the technical virtuosity and obviously impassioned delivery of the musicians, repeatedly achieves remarkable results.

Of course, certain aspects of the performance leap to the fore -- Dick's phenomenally fleet and fluid incorporation of breath, tongue, and percussive techniques on Dolphy's "Gazzelloni," or his vocalizations on Hendrix's "Machine Gun"; the consistent power of Regina Carter's solos and the way she melds back into the arrangements, as during the denouement of Coltrane's "India." But other elements creep up on your awareness and tickle you with seemingly minor re​velations that are actually indispensable to the structure and feel of the music -- the harmonium-like sound of the strings at the opening of "India," and the tartness of their accents against the melody of "Water Babies"; the beyond-rhythm-section contributions of the bassists and drummers; the bizarre, folky counterpoint of Soldier's banjo or steel violin here, the ring of Valerie Naranjo's vibes, marimbas or djembe (balophone) there.

The eleven musicians who perform on Jazz Standards On Mars move in idiosyncratic musical circles mostly at the mar​gins of mainstream jazz, Latin, and pop music (although Regina Carter has enjoyed some commercial success with her solo recordings). Likewise, the "classic" but unconventional material they so marvelously interpret on this CD is really not likely to enter the standard jazz repertoire. But because they have been able to internalize the spirits of the original vi​sionaries and bring them forward into a new realm, they have created a dazzling alternate musical universe, setting lofty new standards of their own.

-- Derk Richardson San Francisco Bay Guardian, Fi Magazine

	SONNY  CLARK       MEMORIAL QUARTET
	Voodoo
	1986 
	43:21
	label: Black Saint

John Zorn (см.) [as], Wayne Horvitz (см.) [p], Ray Drummond [b], Bobby Previte (см.) [d].

Сonrad Yeatis `Sonny` Clark (7/21/31 - 1/13/63) was a fine gospell, blues and bop-influenced pianist, raised near Pittsburgh, who lived in San Francisco, Los Angeles and New York, gigged with luminaries including Buddy De Franco, Art Farmer, Wardell Gray, Dexter Gordon, Charles Mingus, Jackie McLean, Ike Quebec and Dinah Washington, and recorded several idiomatic albums of personalized standards and melodic originals for Blue Note during the late ‘50s and early ‘60s before the hoodoo of drug addiction wasted him. Today, Clark is obscure to all but the most devoted jazz aficionados.       Wayne Horvitz is a self-assured young man of 30, a multifarious keyboardist probably best known for his contributions to the, ahem, post-modern school of experimental improvisation. Pragmatic and ambitious, more the only magic Horvitz practices in public is the spinning of music from his imagination into thin air. Horvitz covering Clark ? As you’ll hear, he’s got the chops, the feel, the experience. “When else would I get a chance to show the conservative side of my improvising, to make a jazz record for a jazz label?” Wayne eventually realised. “Why not? The funny thing is that all John Zorn ever practices is bebop,” Horvitz shrugs, “and we’ve been doing Sonny Clark’s tunes together since the late ‘70s, when Zorn and Previte and I and several others performed at a totally illegal fire trap in the Village, on Morton Street. As for Ray... well, I wanted to record with George Duvivier, who actually worked with Sonny Clark, but he passed away before the sessions. Of the younger players in this style, Ray’s the very best. We weren’t particularly interested playing this music to say something that had never been said,” Horvitz continues. “We played it because we love the music, and it’s so much fun to play. In general, our emphasis was on playing this music well, but not on keeping the flame. We all had strong ideas about what’s appropriate ant what isn’t; we made plenty of decisions about what not  to do. We never wanted to play Clark’s music as a vehicle for going out. We just wanted to be comfortable with whatever style evolved.”    John Zorn, one of the leading talents of the new East Village school of deconstruction — he often plays with his horns all apart, grabbing mouthpieces and duck calls from a table for harsh bleats and odd blasts — in Voodoo proves quite comfortable taking a relatively conventional, perhaps Ornette or Roscoe Mitchell-inspired approach to linear, thematic improvisation, as befits Clark’s hummable themes. But how convincing and original Zorn is, too — what sweet, shy, sardonic and wild variations he thinks of ! Unlike players still trying to get the changes right, Zorn finds new songs within Clark’s songs — and Horvitz’s sensible accompaniment, plus the dependable, deep timekeeping of Previte and Drummond, distinguish Voodoo, even in the company of Sonny Clark’s reissues releases.    To pay homage to a unique jazz musician who otherwise might be lost, because of our culture’s short memory, to an audience that would dig him (us) is a restorative, not a radical act. But by playing Sonny Clark’s songs as though they aren’t quaint curiosities or overworked genre pieces — rather, real compositions open to recasting while holding a shape of their own — this remarkable quartet pays a radical act of respect. Though I don’t have the voodoo to find out for sure, I believe Sonny Clark would dig Wayne Horvitz, too.  — Howard Mandel.

	The SORT  OF QUARTET
	Bombas de Amor
	1996
	61:51
	Пародийно-залихватско-раздолбайский проект в ключе инструментального джаз-рок-фанка. Очень весёлый, хулиганский и энергичный.

label: SST Records (CA, USA)

Gary Arce [g, clarinet]; Larry Lalli [b]; Alfredo Hernandes [d]; Mario Lalli [g, sax]; guest musicians: Joe Baiza [g (#3,5)]; Isom Green [tp, k (#1,8)]; Fran Cappitenelli [g (#13)].

1. Sturgis Meredith 4:30

2. Beef Ellington 3:18

3. Egg Holes 4:54

4. Scorchamento 4:07

5. El Gusano Vive 6:10

6. Shape of the Bowl 3:02

7. Cooks Aloof 1:27

8. Pickled Garlic 4:30

9. Longing for Garza 3:18

10. Soul Lube 4:54

11. Bean Town Rag 4:07

12. Belts of Java 6:10

13. Bombas de Amor 3:02

14. Lemon Serenade 1:27

	СОЮЗ КОММЕРЧЕСКОГО АВАНГАРДА – см. в ‘Alternative’
	
	
	
	

	Mathias SPAHLINGER
	Extension
	1992
	53:51
	label: HAT HUT

Composed by Mathias Spahlinger (1944) in 1979/80

First recording.

Hildegard Kleeb [p]; Dimitris Polisoidis [vln].

liner notes к этому диску см. в разделе 'Alternative'

	Muggsy  SPANIER’s    Ragtime  Band
	The Great 16 !
	1939
	44:48
	label: RCA Victor Records 1956 & 1993
rec.: July- December 1939

   This is the first in a series of memorable jazz collections, a joint project of RCA Victor Records and Down Beat Magazine. It is, to my way of thinking, an auspicious beginning, for it is difficult to imagine where anyone might gather sixteen Dixieland sides by the same artist so uniformly excellent as these sixteen numbers by Muggsy Spanier’s Ragtime Band. Several well informed writers have unhesitatingly called this band “The greatest since King Oliver’s”.  The story of the Ragtimers is short, brilliant, and the wind-up is anything but happy. It starts in a hospital and ends against a stone wall. But in between there were some splendid times, terrific music, and sixteen recordings that will live forever, whatever satisfaction that my be to musicians who have to eat.  If certain biographical details are necessary — which hardly seems likely — Francis Joseph “Muggsy” Spanier was born in Chicago on November 9, 1906. By 1921 he was launched on the career of a professional musician, playing cornet with [...]. His idols were Joe Oliver and Louis Armstrong, and from them he drew the inspiration for his celebrated style — a growling muted horn on the blues and an open middle register drive on almost everything else. He has a marvelous facility for transmitting the excitement of his cornet to those with whom he is plaing and to those who are listening. There has never been anyone else quite like him. Muggsy grew up through the greatest era of Chicago jazz. [...] There, in a capsule, is the story of Muggsy Spanier’s Ragtime Band, the quick glory of which lives on today through the medium of these sixteen great numbers. Fortunately, they were recorded well at the source, so even today the sound — which has been still further enhanced by modern and quite miraculous techniques — stands up remarkably well. It is not necessary to elaborate further, as these selections speak so much more eloquently than any combination of words. It should be mentioned, however, that in making up this collection of the Spanier Ragtime favorites, it was decided to use alternate takes wherever possible, as these would added appeal, especially for the serious jazz collector. It is very interesting to compare the alternate takes with the originals if you happen to have the early discs around. In some cases it is almost impossible to tell them apart, again showing what a tight, beautifully organized bands this was.    — Fred Reinolds, 1956.

	SPANISH  FLY
	Rags To Britches
	1993
	63:14
	Steven Bernstein – см. тж. BERNSTEIN; и его проекты: SEX MOB; KAMIKAZE GROUND CREW;

label: Knitting Factory (NY)

Steven Bernstein [tp, slide tp, cornet, fl h, crooning]; Marcus Rojas [tuba, tuba percussion, tuba singing]; Dave Tronzo (см.: Dave TRONZO; Joe GALLANT) [slide guitar]; Ben Perowsky [d, perc (#5, 11, 13)].
Spanish Fly -- the Knitting Factory supergroup... An early gem from three of Knitting Factory’s finest, produced by Hall Willner.

“Spanish Fly, that strange but internally logical grouping of brainy bottleneck guitarist David Tronzo, trumpeter Steven Bernstein, and tuba ace Marcus Rojas. Abstract ideas and textures aswim in the sea of new-music inven​tion. If Bernstein's structural directives and archival sound make him the "straight man" of the group, Tronzo's inspiring trips in and out of Americana and Rojas' fluid musicality on his "lowly" instrument add exoticism. Guest drummer Ben Perowsky applies the proper amounts of rhythmic gumption and imaginative color. All in all, this group makes good on the promise of "downtown" new-music ideal​ism by blending "serious music" intentions, innate funkiness, and improvisational verve. It smokes, intelligently.” --- “Jazziz”
In New York the stage of the Knitting Factory has provided an amazing and important forum for experimentation and a home for artists who don't fit into any specific category besides just showcasing great music. Dozens of musicians make up the center of this scene, and they often try out different combinations among themselves, with different lead​ers or co-leaders, which has spawned hundreds of bands. Some of these bands last one gig, others continue on and spread their sound to the world outside. I have heard and thoroughly enjoyed quite a few of these combinations since the Knitting Factory opened its doors. A few years ago I stayed Fate one night to hear the trio of slide guitar wizard David Tronzo, horn guru Steven Bernstein, and tuba genius Marcus Rojas (on that bastion of high-school band, the sadly neglected tuba)—they were calling themselves "Spanish Fly". I had just worked with two thirds of the band; recently with David on a Gavin Friday album, and with Steven on one of the classic episodes of "Night Music" which had him playing with Bootsy Collins, Carla Bley, Steve Swallow, Allen Toussaint, and Karen Mantler on the same show. I presumed that "Spanish Fly" would be another occasional Knitting Factory combination and would be pretty good but unexpectedly I had never heard anything quite like this; they put a spell on me. The trio created an atmosphere and magic that reminded me of how I felt when I saw Tim Buckley or Miles Davis in the early seventies. They would start with a few planned melodies, then go into extended improvising making the set seem like one connected piece. The sound was incredibly dimensional, bouncing off walls and surrounding you, transforming the room into a comfortable spaceship; it captured one hundred percent of me; it put me in that place where your eyes could wander anywhere and focus on any object in the room and the sound would be there, wrapped around it like a comfortable blanket; it was like being in the womb of the music. They made the three instruments sound like one working machine often not sounding like tuba, guitar, and trumpet with a vibe that went from extremely harsh to sounds and melodies so beautiful it would make you cry. I returned to see "Spanish Fly" twice more and each time reacted the same way.

Calling Dave, I expressed interest in recording the group. I wasn't sure that they would need or want a producer, but I wanted them to know that I was there if they were interested. They were, and Michael Dorf offered to put the project on Knitting Factory Works.

After a few meetings in which we discussed different approaches to the recording, we decided to approach the project the same way that Miles Davis and Teo Macero made many of those incredible records in the late sixties and early sev​enties. We just let the tape recorder run at sessions as if it were a live set, and then edited it down. We recorded over a six day period at the Knitting Factory—five afternoons in the empty club, and then two nights in front of an audience, James McLean recorded these performances, about twelve hours worth, on an eight track A-Dat machine; everything was live, with no overdubs whatsoever though occasional "voice-overs" appeared from passing police and cab radios. Over the next few months we made the edits; first the twelve hours were cut to four, then to three, then two, then to ninety minutes and finally eighty. These eighty minutes were mixed at Kramer's Noise New Jersey studio by lan Bryan. Later the tracks were sequenced, then another fifteen minutes were shaved off, and the ultimate result you now hold in your hands.

Somehow, after all the months of working in the studio, I believe that we have captured on record the live feeling that "Spanish Fly" gives in performance, even though we approached the project as a record, and what vou will find on this album is not exactly what you would see at a five show—and those, by the way, will be happening much more in the future. "Spanish Fly" will continue to play, and they plan to tour next year, though the members will continue with all their other projects (you can hear these guys in bands including Henry Threadgill's Very Very Circus, Lounge Lizards, etc. and David Tronzo has been performing and recording solo and with his own band). But I strongly believe that the birth of "Spanish Fly" is something to be reckoned with, and I hope they will be around for a long time. One last note: as of this writing, Federico Fellini is in a coma following a series of strokes he suffered recently. This man's work affected me in ways that I cannot begin to explain here, but I would simply not be doing what I do had it not been for his influence, and I'm praying for his survival, and, with a miracle, perhaps there's another movie or two in him. Ciao Federico, for now! I'll be seeing you, 

Hal Willner, October 1993

	Tim SPARKS
	Tanz
	2000
	48:30
	label: Tzadik

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

Produced by Tim Sparks and John Zorn.

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

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

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

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

3. BOLGARSKII ZHOK (Bulgar Dance) Rumanian trad.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

— TIM  SPARKS, 2002

	(Tim SPARKS)
	John ZORN:

"Masada Guitars"
	2003
	74:39
	label: Tzadik

performed by: Bill Frisell / Marc Ribot / Tim Sparks

	SPONTANEOUS MUSIC ENSEMBLE
	Low Profil
	1999
	69:38
	free impro

label: Emanem

John Stevens [perc, cornet, v (#2)]; Nigel Coombes [vln]; Colin Wood [cello]; Roger Smith [g].

#1-2: concert recording, Derby 1977

"Immediate Past Fragment"

"The Only Geezer an American Soldier Shot Was Anton Webern"

#3: concert recording, London, 1984

"Low Profile"

#4: concert recording, London, 1988

"Kitless With Elbow"

all previously unissued

	dj SPOOKY
	That Subliminal Kid
	
	74:04
	free-fusion – очень fusion, чего там только нет; но не во всеобъемлющести богатство проекта: слушая этот звёздный состав, даже не думаешь, откуда это всё наворочено – просто слушаешь, разинув рот и улетаешь.
Spooky produced and mixed this compilation of NYC underground ambient, dub, trip-hop, house, hip-hop, jungle, noise & jazz.

label: Optometry

Matthew Shipp (см.): piano

William Parker (см.): bass

Joe McPhee (см.): tenor sax, trumpet

Guillermo E. Brown: drums

DJ Spooky: laptop, kalimba, turntables, upright bass

DJ Spooky (Tha' Subliminal Kid) is the most noted (and notorious) proponent of turntablism, an approach to hip-hop and DJing whose philosophy merges avant-garde theories of musique concrète with the increased devotion paid to mixing techniques during the 1990s. Though he's overly intellectual at times (to the detriment of his recordings, interviews, and mixing dates), Spooky was a critical figure in spotlighting the DJ as a post-modern poet in his own right. Influenced equally by John Cage and Sun Ra as well as Kool Herc and Grandmaster Flash, few artists did more to mainstream the DJ-as-artist concept than he. 

Spooky was born Paul Miller in Washington, D.C. His father was a lawyer and member of the faculty at Howard University but died when Miller was only three. He inherited his father's record collection, which, along with frequent trips around the world (thanks to his mother's international fabric store), opened his eyes to a wide range of music. Growing up in the '80s saw Miller interested in D.C.'s hardcore punk scene and British ska-punk as well as go-go music. While attending college in Maine, Spooky began mixing on his own radio show and attempted to introduce his KRS-One tapes into classroom discussions on deconstruction (an idea made quite conceivable just ten years later). After graduating with degrees in French literature and philosophy, he moved to New York, where he wrote science fiction alongside advertising copy and pursued visual art as well. He was still into hip-hop, however, and formed the underground Soundlab collective (with We, Byzar, Sub Dub, and others), a scene that later morphed into the illbient movement. 

After an assortment of singles and EPs during 1994-1995, Spooky gained a record contract from Asphodel in 1996 and released his debut album, Songs of a Dead Dreamer. The single "Galactic Funk" became a hit on the club scene, leading to recording appearances with Arto Lindsay and remixing spots for Metallica, Sublime, Nick Cave, and Spookey Ruben; Spooky also began writing regular journalist columns, for The Village Voice and Vibe. As if that didn't keep him busy, he also released the mix album Necropolis: The Dialogic Project, recorded a Paul D. Miller solo LP titled Viral Sonata, and performed in a new digital version of the Iannis Xenakis composition Kraanerg. His second proper album, 1998's Riddim Warfare, saw Spooky with a cast including disparate indie-world figures from Dr. Octagon to Thurston Moore. He has also mounted visual exhibits at the Whitney Museum in New York and scored the award-winning 1998 film Slam. One year later, he released File Under Futurism, a co-production with the Freight Elevator Quartet. 2000 saw the release of a collaborative effort with Scanner entitled The Quick and the Dead. The highly praised mix CD Under the Influence appeared the following year, but the next real album to appear from the DJ was 2002's Modern Mantra. That same year, as part of its Blue Series Continuum, Six Degrees released Optometry, a collaboration featuring Spooky with numerous progressive jazz artists such as William Parker and Matthew Shipp. Its remix companion Dubtometry, appeared early in 2003. In 2004 Spooky teamed with the dub outfit Twilight Circus for Riddim Clash released by Play. The same year he was courted to remix two different label's output. A mix of Sub Rosa material appeared as Rhythm Science in January and Thirsty Ear gave Spooky access to their Blue Series for Celestial Mechanix, released in June.
1. Ibid, desmarches, ibid

2. Reactive Switching Strategies for the Control of Uninhabited Air

3. Variation Cybernetique: Rhythmic Pataphysic - (Part I)

featuring Daniel Bernard Roumair (DBR) solo violin

4. Asphalt (Tome II) 

featuring Carl Hancock Rux (vocals) and Pauline Oliveros

5. Optometry

featuring Billy Martin's "beats" & Daniel Bernard Roumair (DBR) solo violin

6. Sequentia Absentia (Dialectical Triangulation I)

7. Rosemary

8. Dementia Absentia (Dialectical Triangulation II)

9. Parachute

featuring Napoleon of Is What?! & Daniel Carter

10. Absentia Absentia (Dialectical Triangulation III) 

featuring High Priest of Anti-Pop Consortium

11. Variation Cybernetique: Rhythmic Pataphysic - (Part II)

featuring Daniel Bernard Roumain (DBR) solo violin

12. Periphique

13. It's a mad, mad, mad world

	dj SPOOKY
	That Subliminal Kid Concept: Rhythm Science – Image Acoustique (Excerpts and Allegories from the Sub Rosa Audio Archive)
	2003
	78:59
	label: Sub Rosa

mixed + composed by DJ Spooky, New York, May-June 2003

produced by Sub Rosa www.subrosa.net 

The idea behind this series is very simple: a composer selects a number of albums that inspire him from the Sub Rosa catalog. By bringing together unrelated pieces and voices, the composer revaluates the materials and recreates a piece previously unheard.

EXCERPTS AND ALLEGORIES FROM THE SUB ROSA AUDIO ARCHIVE
1. YOSHIO MACHIDA / SUSSAN DEYHIM / TIBETAN EVENING MUSIC 

2. NUUK POSSE / ANTONIN ARTAUD 

3. DJ GRAZZHOPPA / BILL LASWELL

4. DIRECTIONS / E.E. CUMMINGS 

5. DJ WALLY / GERTRUDE STEIN 

6. CHARLES HAYWARD 

7. BILL LASWELL vs VEDIC / SCANNER + FREEFORM vs MICHAEL MAYER / KURT SCHWITTERS 

8. VEDIC / TRISTAN TZARA 

9. OVAL vs YOSHIHIRO HANNO / JAMES JOYCE 

10. OVAL vs YOSHIHIRO HANNO + OVAL vs MAIN + DAVID SHEA / MARCEL DUCHAMP 

11. SCOLA HUNGARICA 

12. JEAN-LUC FAFCHAMPS / MEIRA ASHER + GUY HARRIES 

13. JILALA DE TANGIER / JEAN-LUC FAFCHAMPS 

14. SEEFEEL 

15. DJ WALLY / HUGO DISTLER 

16. SCANNER / WILLIAM S. BURROUGHS + MARTIN OLSON 

17. KIM CASCONE + SCANNER / SCANNER / MERZBOW 

18. YOSHIO MACHIDA / VLADIMIR MAIAKOVSKI 

19. CLAUDE DEBUSSY 

20. DAVID SHEA + TOBIAS HAZAN 

21. DISJECTA 

22. MATIK 

23. MATIK 

24. GIANCINTO SCELSI / BILL LASWELL / TRILOK GURTU 

25. LUCIANO BERIO / BILL LASWELL 

26. BRION GYSIN + TIBETAN EVENING MUSIC / JON HASSEL 

27. C.M. VON HAUSSWOLFF / GNAOUA DE ABENB BINIZI / GUILLAUME APOLLINAIRE 

28. NICHOLAS JAMES BULLEN / violin from BRION GYSIN + GILLES DELEUZE 

29. NUS / MORTON FELDMAN / DAVID TOOP 

30. MOUSE ON MARS 

31. LEE RANALDO / KONSTANTIN RAUDIVE 

32. PATTI SMITH 

33. SUSSAN DEYHIM

	SPRING HEEL JACK – см. с: Matthew SHIPP
	
	
	
	

	SQUIRREL  NUT  ZIPPERS
	Hot
	1996
	38:42 +
	retro / New Orleans
label: Mammoth Records (North Carolina) www.mammoth.com 

+ MULTIMEDIA program produced by Clay Walker

SNZ: Jim Mathus [v, g, tenor banjo, p]; Tom Maxwell [v, g, bar sax, cl, resonator, chandelier]; Ken Mosher [g, a&bar sax, baritone ukulele, v]; Chris Phillips [trap kit, perk, announcement]; Don Raleigh [string bass, gong]; Katharine Whalen [v, banjo, baritone ukulele]; featuring: Duke Heitger [cornet]; Andrew Bird [violin].

Website: www.snzippers.com 

Caution – Explosive. Use only under adult supervision. Do not hold in hand after lighting.

Their million-selling 1997 release that features the songs "Hell" and "Put A Lid On It".

	SQUIRREL  NUT  ZIPPERS
	The Inevitable
	1997
	35:12
	label: Mammoth Records

James Mathus [v, g]; Tom Maxwell [v, g, pervc]; Ken Mosher [g, a&bar sax, v]; Chris Phillips [contraption kit, perk]; Don Raleigh [string bass]; Katharine Whalen [v, banjo]; Stacy Guess [tp]; John Kempannin [violin].

	SQUIRREL  NUT  ZIPPERS
	Perennial Favorites
	1998
	38:45 +
	label: Mammoth Records

+ MULTIMEDIA program 

Squirrel Nut Zippers: Jim Mathus, Stu Cole, Tom Maxwell, Ken Mosher, Chris Phillips, Katharine Whalen, Je Widenhouse.

Jim (‘Jas’) Mathus [v, trb, t s, banjo, g, p, perc]; Katharine Whalen [banjo, v]; Tom Maxwell [t&bar sax, cl, v, g]; Ken Mosher [a&bar s, g, Fender Rhodes]; Je Widenhouse [tp, coronet]; Stuart Cole, Rick Lassiter, Don Raleigh [b]; Chris Phillips [d, perc, contraption kit]; Andrew Bird [violin, p, perc]; Steve Watson [pedal steel]; Emily Laurance [harp]. (Состав и инструменты несколько варьируются).

	SQUIRREL  NUT  ZIPPERS
	Christmas Caravan
	1998
	33:17
	label: Mammoth Records

Squirrel Nut Zippers + additional musicians: Pat Sansone [p]; Hawkeye Jordan [mandolin]; Andrew Bird [violin].

Tired of those same old Christmas songs? Put some zip in your holiday seasons with "Christmas Caravan", featuring eight original Christmas songs & two zipperized standards.

   ...I remember how the tinsel gave our cat a peculiar kind of madness, and how the Christmas tree lights looked when I took my thick glasses off. It’s funny how these memories become iconic: my Dad reading ‘The Night Before Christmas’, the annual playing of my Mom’s squeaky and beautiful music box, my brothers and I redefining what ‘getting up at a decent hour’ really meant...

	SQUIRREL  NUT  ZIPPERS
	Bedlam Ballroom
	2000
	38:20
	label: Mammoth (New York) www.mammoth.com 

Jimbo Mathus [v, g, el b, Chamberlain, National Resonator ukelele, banjo]; Katharine Whalen [v, banjo, baritone ukelele]; Stuart Cole [b, el b, backs]; Chris Phillips [d, perc, gong, sound effects]; additional musicians: Andrew Bird [strings, vln]; David Wright [trb, p, Wurlitzer el p, backs]; Mike Napolitano [g]; John Pfiffner [tack bass]; George Rossi [p]; Reese Gray [p, tack p, Hammond B3]; Tim Smith [t&bar&a saxes, fl, backs]; Je Widenhouse [tp]; Gabo Tomasini [congas]; Giustino Riccio [timbales].

Website: www.snzippers.com 

BEDBUGS

BABY WANTS A DIAMOND RING

DO WHAT?

BENT OUT OF SHAPE

STOP DROP AND ROLL

HUSH

IT ALL DEPENDS

BEDLAM BALLROOM

JUST THIS SIDE OF BLUE

DON'T FIX IT

MISSING LINK

BEDLAM REPRISE

DO IT THIS A WAY
Начав как сугубо альтернативная и клубная команда, Squirrel Nut Zippers сумели покорить чарты BillBoard. А их стиль, напоминающий не то свинг 30-х годов, не то музыкантов одесского кабачка, положил начало целой волне последова​телей или подражателей (Exit 13, Lullaby Baxter...).

Наиболее цельной и завершённой их работой остаётся альбом 1998 года „Hot!". Новый альбом «Bedlam Ballroom» как бы возвращает слушателя к временам „Hot!". В первую очередь, благодаря хорошим песням и здоровой анархии в музыке. --- Play

	(SQUIRREL  NUT  ZIPPERS)
	Jas. ‘Hambone’  MATHUS  and his KNOCK-DOWN SOCIETY: 

“Play Songs For Rosetta”
	1997
	43:00
	Jim ‘Jas.’ (‘Hambone’) MATHUS – from Squirrel Nut Zippers
label: Mammoth Rec. (USA)
Записанное в Новом Орлеане совершенно хулиганское ретро. Можно тж. сравнить с MUNGO JERRY.

Hambone [v, g]; Jerry Ricks [g]; Hawkeye [mandolin]; Luther Dickinson [slide g]; Mathus [v, g]; Paul Taylor [washtub bass]; Cody Dickinson [washboard]; Greg Bell [accordian, p]; Andrew Bird [vln]; Joe Braun [a s]; Jack Fine [tp]; Keith 'Wolf' Anderson [trb]; Pat Sansone [p]; Stu Cole [b, v]; Glenn Graham [d]; + voc.

A benefit album with proceeds going to Rosetta Patton, childhood Nanny to Jimbo, and daughter of legendary bluesman Charley Patton. Featuring Jimbo and Stu of Squirrel Nut Zippers, and a host of other talented and acclaimed musicians from the wilds of Mississippi.
Growing up in Clarksdale, Miss. I had a babysitter named Rosetta Patton. Her daddy was Charley Patton – the legend of Delta Blues. Rosetta loved her daddy. So did Leadbelly, Howlin' Wolf and Willie Dixon input together – this band and recorded these here songs as a benefit for my friend Rosetta and as a tribute to her father Charley Patton. Enjoy it. 

– Jimbo Mathus, Squirrel Nut Zippers

I found out about Rooster Blues when I was down in Mississippi in the summer of ’96. I was hanging out in Clarksdale, specifically at Abe’s Bar-b-que out on Highway 61. I’m the third generation to do so. I noticed a blue vinyl 45 r.p.m. record in a frame of the wall. Closer examination revealed it to be on the Rooster Blues label in Clarkesdale. I was astounded. I had no idea that such a place existed, and I know some out of the way places. I copied the adress, quickly finished my chopped pork sandwich and left.

The address was Sunflower Ave., right around the corner from my Papa's shoe store. It was in a little building shaped like a riverboat and the sign was dangling off the bow precariously. This business had been called the Ice Cream Boat when it was conceived and had gone out ot business a while back.

I went in and started gabbing with the person I found there, who that day happened to be Nancy Kossman. The joint was filled with blues records, CD’s, juke joint posters, publicity photos, King Biscuit flour sacks and etc. «My kind of people,» I thought. We talked while I poked around.

«Yea, I’ve always thought Charlie Patton was the greatest Delta blues musician,» Nancy said, «I can never get enough of his music.» I agreed with her and mentioned that I had just come from Rosetta’s house out in Duncan. «Oh, you know Rose?» she said. «Why Lordy yes,» I said, «she practically raised me.» 

"Oh, you know Rose?" she said. "Why Lordy yes," I said. "she practically raised me.

I agreed to meet Nancy there to enjoy the house specialty - tall boy Budweiser and a hsh sandwich.

While we talked, several local musicians came through, some to pick up instruments they had stored in the back, others to pass along where the gigs would be later that night and who would be playing. I found out that Terry Williams would be playing at a club called Crossroads.

I agreed to meet Nancy there to enjoy the house specialty -- tall boy Budweiser and a fish sandwich.

«The moon rose high in the midnight sky on the road to the bottomland.» – Jim Dickinson
That night was quite an eye-opening experience. Some friends came down from Memphis and we all were mightily moved by the good blues we heard. The band found out I was a musician and I gladly accepted their offer to sit in. We did ‘Come Back Baby ' and ‘Honeybee Sail On’ and     others. Somehow, the whiskey was free from the    bar and I didn't complain about it. It was then that I made a solemn but garbled vow to record in Clarksdale.
 -- Jas. Mathus

	(SQUIRREL  NUT  ZIPPERS)
	Andrew BIRD’s BOWL OF FIRE: “Thrills”
	1998
	74:16
	Andrew BIRD – from Squirrel Nut Zippers
label: Mammoth Records / Rykodisc

Andrew Bird [violin, v, mandolin]; 

James Mathus & Knock Down Society: James ‘Jas.’ Mathus (см. выше) [banjo, g, trb, p]; Kevin O’Donnell [d, washboard, pots & Pans]; Josh Hirsh [b]; Jack Wolf Fine [tp]; Katharine Whalen (см. ниже) [v].

From the depth of the 20th century – ‘Bowl Of Fire’, graced by members of the Squirrel Nut Zippers...

  Mr. Bird and his ‘Bowl Of Fire’ musical group will entertain those who listen with what some may call swing, hot-jazz, cabaret, or calypso. The constants remain: good songs, spirited playing and an adept use of style as an emotional tool. While a composer and performer in his own right, Mr. Bird is also employed as an accompanist to the Squirrel Nut Zippers.
ANDREW BIRD’s BOWL OF FIRE
This is a hybrid of music from the first half of this century, with a heavy influence from the brooding Weimar era of Weill and Brecht. It comes on the heels of Marianne Faithfull’s dark and ultra-heavy but stunningly done “20th Century Blues” (см.). This is an eccentric collection of a wide variety of influences from that era -- think of Django Reinhardt, Fats Waller, Brecht, Stephane Grappelli, and maybe Tom Waits’ voice, with a New Orleans sensibility, and you have a starting point for this disc. The production at once sounds like a vintage recording and yet at the same time contains a striking clarity, sounding as if it were recorded live in the studio using very few microphones in an effort to imitate the production style of that time. But the true focus here is the violin playing of Andrew Bird. This 25-year-old most definitely has done his homework and gotten down the licks of the music he so obviously loves. His singing is more than adequate, and his ear for the nuances of the music enhances the sound he is striving for; he also wrote and arranged most of the songs here. There are some tunes credited to Bird that have too-familiar refrains, but overall, this is a worthy endeavor that deserves marks for breaking the rules and taking chances.

--- Bob Gottlieb
1. Minor Stab (Bird) - 5:27 

2. Ides of Swing (Bird/Calhoun) - 2:45 

3. Glass Figurine (Bird) - 3:24 

4. Pathetique (Heine) - 4:30 

5. Depression-Pasillo (Garcia) - 3:32 

6. 50 Pieces (Bird)- 3:26 

7. Woman's Life and Love (Bird) - 4:26 

8. Swedish Wedding March (Traditional) - 2:30 

9. Eugene (Bird) - 4:14 

10. Gris-Gris (Bird) - 3:27 

11. Cock O’ the Walk (Bird/Ware) - 2:54 

12. Nuthinduan Waltz (Bird) - 2:59 

13. Some of These Days (Patton) - 3:41 

14. Chinatown My Chinatown (Jerome/Schwarz)

	(SQUIRREL  NUT  ZIPPERS)
	Andrew BIRD’s BOWL OF FIRE:

“Oh! The Grandeur”
	2000
	53:47
	label: Rikodisc

rec. 1999

Andrew Bird [violin]; James ‘Jas’ Mathus [banjo, g, trb, mandolin]; Kevin O’Donnell [traps]; Josh Hirsh [b, cello]; Colin Gunn [6-str g]; Jack Fine [tp]; Pat Sansone [p].

All songs writen by mr. A. Bird

	(SQUIRREL  NUT  ZIPPERS)
	Andrew BIRD’s BOWL OF FIRE:
“The Swimming Hour”
	2001
	50:35
	label: Rikodisc

Produced, recorded and mixed by Mike Napolitano (см. тж. его работу с ROYAL  CROWN  REVUE в секции ‘Rocknroll’).

THE BOWL OF FIRE: Andrew Bird [violin, v, mando-strat]; Kevin O’Donnell [d, perc]; Colin Bunn [g]; Josh Hirsh [b]; Nora O’Connor [v].

Additional Musicians: Pat Sansone [k, vibes, marimba]; LeRoy Bach [k (#10,11,12)]; Gary Shepers [tuba].

	(SQUIRREL  NUT  ZIPPERS)
	Katharine WHALEN’s JAZZ SQUAD
	1999
	38:31
	label: Mammoth

“Sultry jazz standards from Squirrel Nut Zippers’ vocalist Katharine Whalen”

JAZZ SQUAD: 

Katharine Whalen: vocals

Robert Griffin : piano

James Mathus: guitar and banjo

Stu Cole: bass

Ted Zarras: drums

Cecil Johnson: tenor saxophone and soprano saxophone

Additional Musicians:

John Kennedy: trombone 

Mike Minguez: clarinet 

Je Widenhouse: trumpet

1. Deed I Do   (Hirsch/Rose) 1926 

2. There Is No Greater Love   (Jones/Symes) 1936 

3. Sugar   (Mitchell/Alexander/Pinkard) 1926, (Renewed 1954) 

4. Yesterdays   (Harbach/Kern) 

5. Just You, Just Me   (Greer/Klages) 1929, (Renewed 1956)

6. Now Or Never   (Lewis/Holiday) 

7. My Old Flame   (Coslov/Johnston) 1934, (Reneued 1961) 
8. That Old Feeling    (Fain/Brown) 1937 
9. Badisma   (Mathus) 1999
10. All My Life   (Mitchell/Stept) 1936 
11. After You've Gone   (Creamer/Layton) 1918 
12. My Baby Just Cares For Me   (Donaldson/Kahn)

->SNZ Ballroon

	Jo STAFFORD
	Jo Stafford with Tommy Dorsey & Paul Weston 1940-1944
	1996
	57:56
	label: Promo Sound – The Entertainers

JO STAFFORD, Singer

1920 - Born at Coalinga, California, on 12th November.

Towards the end of the 30s and the early 40s she enters Tommy Dorsey's orchestra, where she sings alongside Frank Sinatra, Connie Haines and the "Pied Pipers".

1940/41 - She begins making recordings with Tommy Dorsey, with arrangements by Sy Oliver,  Dean Kincaide and Alex Stordahl. She marries Paul Weston, a famous arranger, who has been collaborating with Dorsey since 1935.

1944 - Records some numbers under her own name (Jo Stafford and her V-Disc Boys) accompanied by experienced instrumentalists, including Billy Butterfield, Lou McGarity, Hank D'Amico and George Wettling.

1946 - Records with her husband's orchestra; the quality of the rhythm is exceptional. The group is made up of Nat King Cole at the piano; Dave Barbour, guitar; Artie Shapiro, double bass; and Nick Fatool, drums.

With her husband, she does a lot of work for radio, and appears on TV.

In the 50s, she does less work.

1960 - She records in Los Angeles, with a formation arranged by Johnny Mandel, accompanied by top musicians: Ray Nance, Don Fagerquist, Conte Candoli, Lawrence Brown, Johnny Hodges, Ben Webster, Harry Carney, Russ Freeman, Jimmy Rowles, Bob Gibbons, Joe Mondragon and Mel Lewis (Just Squeeze me, S'posin', Midnight Sun).

Subsequently records with her husband's orchestra (Jo and Broadway).

In the 60s, she has few significant work opportunities.

1970 - At the start of the 70s she is once again in the studios, to record "Look at me Now". The arrangements are by Benny Carter, Nelson Riddle, and Billy May.

	(Tomasz STANKO)
	SEGMENTS II (Orchestra of two Continents): “Winged Serpent (Sliding Quadrants)”
	1985
	43:14
	Tomasz STANKO – см. тж. с: Gary  PEACOCK;

label: Soul Note 

Cecil Taylor (см.) [p, v]; Enrico Rava, Tomasz Stanko [tp, v]; Jimmy Lyons [a s, v]; Frank Wright [t s, v];  John Tchicai [t s, bass cl, v]; Gunter Hampel [bar s, bass cl, v]; Karen Borca [bassoon, v];  William Parker (см.) [b, v]; Rashied Bakr [d, v]; Andre Martinez [d, perc, v].

All compositions by C.T.

1. Taht (8’50’’)

2. Womb Waters Scent Of The Burning Armadillo Shell (13’04’’)

3. Cun-Un-Un-Un-An (7’10’’)

4. Winged Serpent (13’54’’)

	Tomasz STANKO
	Tomasz STANKO, Manfred BRUNDL, Michael RIESSLER:

"Suite Talk"
	1993
	56:06
	label: ITM

Michael Riessler (см.) [bass cl, cl, sopranino sax]; Manfred Brundl [b]; Tomasz Stanko [tp].

1. SUNIA (T. Stanko) 7:51

2. TOO PEE (T. Stanko) 4:12

3. SUITE-TALK ( II ) (M. Brundl) 21:28:

a. Brambtemoor 2.50; b. Ishi-Woo 5:20;

c. Widecombe 6:17; d. Sombeams 4:28; e. Luckey Tor 2:25

4. SANDMAN (M. Riessler) 5:45

5. COBRA (M. Riessler) 5:48

6. GARY’s FEATHERS (M. Brundl) 6:55

7. THE EYE OFF THE HARRY CAME (M. Brundl) 2:25

8. VALSE (M. Riessler) 1:19

East-West Ode to Improvisation

The range is enormous: from sounds that seem meditative to expressive screams, from unaccompanied solos to tightly interwoven interactions. And through it all, the tension is never lost: the tris’s music reveals something flowing, agile and moving. This has something to do with the jazz tradition even though the scope of this music transcends the border of strict definitions. The folkloric comes as much into play as the European modern sound dimension. It's not a matter of a cleverly designed construction but rather of the sum of the experiences brought together, of the connection between feelings, of the correspondence of sovereignty in handling very different means and materials which is derived from a variety of fields of work. The carefully considered compositions of Tomasz Stanko, Manfred Brundl and Michael Riessler form so to speak the basic for stories which first take shape in the medium of improvisation. Although coming from comparatively different "worlds" the three musicians intuitively find ways to express common moods. And even when single pieces are organized as solo features, the overall impression is still one of balanced harmony in which each simultaneously plays and listens, radiates ideas and receives impulses. Almost orchestral effects are sometimes created by the interplay of the completely individual brass, woodwind and string sounds. This impression is strengthened through instrumental virtuosity, the flowing change of techniques or tone colors, and the capability of spontaneous counterpoint. The trio has come closer to achieving the always newly reaffirmed goal of the synthesis of spontaneity and form.

Music, Tomasz Stanko has recently stressed, is abstract; it's not about something. A piece which he and his wife listened to together seemed sad to him and yet conveyed to her a feeling of happiness. Indirectly, this observation is based on the acceptance of the emotional effects and something of the nature of the music of Tomasz Stanko. It is harsh and yet velvety, pressing and yet melancholic. It is, even when this may sound hackneyed, unquestionably "Polish". And so too does Michael Riessler's music show influences of the "folklore imaginaire" which developed in France. Involved here are not folk-music colors but rather so to speak trace elements, living ways of playing with widely branching roots in the subconscious. Manfred Brundl proves to be the one where all of the strands intersect in the sense of his creating the connections between such different musical characters as Stanko and Riessler. The bass is the basis; it creates continuity, provides impulses, and has the ability to provide a spatial dimension for the free-flying lines of the wind players. Here Manfred Brundl not only demonstrates his diverse talents as a jazz and classical instrumentalist, but also a strong sense of individuality. Ranging from the vocal to the discordant, he tautens a bow which proves to be both animated and inspired.

The three merge seemingly effortlessly and weightlessly: Tomasz Stanko from Warsaw, turned fifty years old in 1992, played at the beginning of his career with the legendary Krzysztof Komeda, and has been among the leading (and still not fully appreciated) trumpeters for years. Manfred Brundl and Michael Riessler, who belong to a rising generation and are continually expanding their areas of experience. Although perhaps not so obvious, there are a variety of allusions in the music of this trio.

Brundl dedicated, for example, the eye off the harry came to the guitarist, Harry Pepl, whereas gary's feathers refers to the bassist, Gary Peacock (with whom, incidentally, Tomasz Stanko once played in a group along with Jan Garbarek and Jack DeJohnette). suite-talk (II) conjures up the panorama of an English park. But wait, with the reminder still in mind that music is abstract, I will venture another concretization: it is the inner landscape of the three musicians which engulfs us. Although during Michael Riessler's phenomenal playing, particularly on the bass clarinet, the association to Eric Dolphy is hanging in the air, Riessler also shows that he has been influenced by German and French jazz musicians by his treatment of composers like Mauricio Kagel and Vinko Globokar, John Cage and Steve Reich, by interpretations of works of Stockhausen, and of course by working with Carla Bley. Manfred Brundl contributes experiences which he gained as a member of the Heinz Sauer Quartet and with his own groups, above all Brundl's Basslab. And yet the interplay creates something never heard before, something fully unconventional but yet in surprisingly convincing forms and commonly expressed moods which often seem ballad-like. If one can indeed call them ballads, then only on a level of abstraction which is as distance from Body and Soul as from the songs of Schonberg and the singing of Polish country folk -- far away and yet very rhapsodic. Pensively and with feeling, almost dance-like. Harmonious without requiring explanation. New music in the true sense of the expression, but yet playful.

	Tomasz STANKO
	Matka Joanna
	2000
	
	label: ECM

rec. 1994

Tomasz Stanko Quartet: Jormin, Oxley (см.), Stanko, Stenson
Monastery in the Dark

Green Sky

Maldoror's War Song

Tales for a Girl, 12

Matka Joanna from the Angels

Cain's Brand

Nun's Mood

Celina

Two Preludes for Tales

Klostergeist

biography

Jazz trumpeter Tomasz Stanko began his tenure as a major force in European free jazz in the early '60s with the formation of the quartet Jazz Darins in 1962 with Adam Makowicz. From 1963 to 1967 he played with Kryzsztof Komeda in a group that revolutionized European jazz and made an impact across the Atlantic as well. Stanko also put in time with Andrzej Trzaskowski in the 'mid 60s before leading his own quintet from 1968 to 1973. The Tomasz Stanko Quintet, which included Muniak and Zbigneiw Seifert, garnered considerable critical acclaim, especially for their tribute to Komeda entitled Music for K. The early '70s brought collaborations with a number of avant-garde and creative jazz artists, including the Globe Unity Orchestra, Michael Urbaniak, Cecil Taylor and Gary Peacock. From 1974 to 1978 Stanko played in a quartet with Edward Vesala, then returned to performing as a leader and soloist. The '80s brought Stanko collaborations with Chico Freeman in Freeman's group Heavy Life, as well as work with James Spaulding, Jack DeJohnette and Rufus Reid. He was also briefly part of Cecil Taylor's big band in 1984. Shortly afterwards he formed another ensemble called Freelectronic. The '90s brought an alliance with ECM, which issued some of Stanko's most acclaimed work, including another lush, gorgeous tribute to Komeda, 1997's Litania, which was heavy with that composer's film work. The follow-up on ECM, 2000's From the Green Hill, drew from many of the same emotional and historic sources as Komeda's work, but this time the compositions were Stanko's. In 2002 Stanko's contributions to European jazz were honored when he was issued the very first European Prize, which was intended to honor outstanding European jazz musicians. During the final round of voting from 21 critics from as many countries, Stanko won 10 votes, narrowly topping the runner-up, Dutch piano player Misha Mengelberg.

	Tomasz STANKO
	Tomasz STANKO & FREELECTRONIC:

"Live at the Montreux Jazz Festival"
	2000
	36:35
	label: Polonia Records (Warszawa) – Special edition CD available only with Jazzi Magazine

Rec. 1987, Montreux, Switzerland

Tomasz STANKO [tp]; Janusz Skowron [DX7, p]; Witold E. Szczurek [el&double bass]; Tadeusz Sudnik [AKS synth and various self-made electronic instruments].

	Sergey STAROSTIN – см. в файле ‘Eurofolk’
	
	
	
	

	St GERMAIN – см. в ‘Acid’
	
	
	
	

	STEELY  DAN
	Aja
	1977
	40:01
	label: MCA Records (California)

Newly remastered by the artist.

Donald Fagen [v, synth]; Wayne Shorter [t s]; Tom Scott [lyricon, t s]; Joe Sample [clavinet, el p]; Victor Feldman [p, el p, vibes, perc]; Larry Carlton [g]; Dean Parks [g]; Lee Ritenour [g]; Steve Khan [g]; Chuck Rainey [b]; Steve Gadd [d]; Jim Keltner [perc]; Rick Marotta [d]; Paul Griffin [el p]; Don Grolnick [clavinet]; Gary Coleman [perc]; Walter Becker [g, b]; Chuck Findley [brass]; Ed Greene [d]; a.o. --  состав варьируется.

BLACK COW
AJA

DEACON BLUES

PEG

HOME AT LAST

I GOT THE NEWS

JOSIE

	STEPS  AHEAD
	Live In Tokyo
	1986
	64:21
	Michael Brecker (см.) [ t s]; Mike Stern [g]; Daryl Jones [b]; Steve Smith [d]; Mike Mainieri [vibes, marimba].

  Steps began as a part-time venture in 1979 at Seventh Avenue South, a New York City nightclub. Even though the band played only locally and in Japan, it started to acquire a largre following. The music felt completely natural and spontaneous and was certainly pleasurable to us, so in 1982 we decided to devote our full energies to making Steps our collective voice. After very gratifying tours of the US, Europe and Japan, and three records with Nippon Columbia as Steps, we are now Steps Ahead, and happy to present this, our world-wide release to you.

	STEREOLAB
	Dots & Loops
	1997
	78:57
	нежный acid jazz с превосходным женским вокалом и интересными арранжировками

Is there any other group of musicians out there as exceptionally prolific as Stereolab? They release their ninth lp (fourth with Elektra), 'Dots and Loops', in September, their most subversively melodic work yet and a far cry from their first, formative collection'Peng' in 1992. If nine lp's in six years sounds as unlikely as it does impressive, add to this a plethora of vinyl only and other limited edition, sometimes mail order only releases, by the group itself or in collaboration with others, and you might readily conclude that Stereolab are, indeed, a collective  of  boffin-like  technicians  for  whom experimentation outweighs the aesthetic joy of pop music. Far from it: founder member and song-writer Tim Gane’s apt to cite'Good Vibrations' as something of a musical benchmark: "Good Vibrations is a wonderful melodic song but it's also a very strange and odd selection of sounds and bits stapled together. It's far odder than what people today imagine you're able to get away with in a pop single." Tim's song-writing partner, Laetitia Sadler concurs: "Subversion isn't doing something totally new that no-one listens to. It's taking a bit of the old and putting something underneath that goes against all that's been done before." 

'Dots and Loops' exemplifies this par excellence. In many respects it is Stereolab's most accessible lp to date, the influence of mood music and Musak, sixties French pop, classic Italian soundtracks and warm, mellow, orchestral jazz are more to the fore but these sounds and the chanteuse like vocals of Sodier and Australian born co-singer Mary Hansen are juxtaposed against the experimental side that many take as the group's trademark. The analogue synth sounds, minimalistic motifs and drones that betray the oft-mentioned influence of kraut-rock bands such as Neu and Faust are still present, only here they are assimilated to a point of greater mystery and heightened potency. This is not kitsch hip easy listening although it is hip -- and remarkably easy to listen to.

After a series of changes and adaptations in personnel over the years, by the middle of the decade Stereolab settled to a stable line up of Tim Gane, Laetitia Sadier, Mary Hansen, Morgane Lhote, Andrew Ramsay and Duncan Brown. This was the Stereolab that recorded 1996's 'Emperor Tomato Ketchup', Then followed the release of ‘Retried Ectoplasm’, a round up of extremely rare singles and unreleased tracks. An instant Number One in the Indie Charts and Top 30 in the mainstream chart it transformed the band s standing in the UK with reviews and features ranging from The Face to The Daily Telegraph. They saw the year out playing acclaimed sell out shows supporting Pulp. 

‘Emperor Tomato Ketchup’ saw the process of recognition and acceptance expand even further. Their ensemble efforts on the lp were augmented with arrangements by High Llama Sean O’Hagan (once a full member of the group and a regular contributor since 1992). This time around Stereolab also re-located to Chicago to complete the lp under the auspices of Tortoise’s John McEntire. This resulted in a record whose layered sounds and moods swung from string soaked arrangements to out and out funky grooves and futuristic jazz. A major Guardian review commented: “Stereolab’s refined ear for texture and skittish way with melody make for the most addictive music of the moment.” Spin Magazine chose Stereolab as one of the "40 Most Vital Artists in Music”.

‘Dots and Loops' is equally addictive and again benefits from Sean O'Hagen’s masterful arrangements -- this time with an equal emphasis on exotic brass as luscious strings. It, too, was part recorded in Chicago with John McEntire but also, this time, part recorded in Dusseldorf with Mouse On Mars’ Andi Toma and Jan St Werner. The end result is Stereolab as their subtle genre bending best, wonderfully seductive and a delightful haze of future past. Its another testament to their exquisite taste and musically informed yet open minds. ‘Dots and Loops’ also testifies, once again, to their empathy as musicians combined with Gane and Sadier’s expertise at composition.

	STEREOLAB
	Cobra And Phases Group Play Voltage In The Milky Night
	1999
	72:04
	label: Electra (CA, USA) 

Recorded, mixed and produced in London by Jim O’Rourke (см. в 'Alternative').

Stereolab: Laetitia Sadier, Mary Hansen, Tim Gane, Andy Ramsay, Morgane Lhote – played vocals, guitars, organs, electronics, drums and percussion, occasional bass, el harpsichord, clavinet, Wurlitzer, tack piano. + Additional musicians. Arrangements: Jim O’Rourke and John McEntire.

website: www.stereolab.co.uk     e mail: duophonic@compuserve.com 

	Leni STERN
	Recollection
	1998
	74:57
	3 time Best Female Guitarist (Gibson Awards 96-97-98)
label: Rough Trade / Prudence Music (New York)

Leni STERN [g], featuring: Bill FRISELL (см.), Didier LOCKWOOD (см.), David SANBORN, Bob MALACH, Billy DREWS, Gil GOLDSTEIN, Michael FORMANEK, Paul SOCOLOV, Paul MOTIAN, Dennis CHAMBERS, Kenny WOLLESEN, a.o.

I met her at the notorious SoHo Nightclub 55 Grand back in 1982. She was, then as now, an exotic-looking diva with an abundance of ebullient energy and theatrical charm (no doubt acquired from her acting days in Germany, where she founded an avant garde theater company and later appeared on a nationally televised soap opera).  Leni was one of the regular faces at the 55 Grand, the late-night musicians hang located just beneath the loft space that she shared, with her husband Mike (and also for a time with Jaco Pastorius,.who kind of insinuated himself onto the scene).  Mike was playing with Miles Davis at the time and Leni, by association, was part of the entourage. We spoke briefly during a break and I learned that she too was a musician; A guitarist, no less. Being a contributor to a bunch of magazines including Downbeat, Guitar World and Guitar Player, I was naturally curious about "Mrs. Mike Stern."  (Oooooh, she's gonna hate that).  Shortly thereafter, I attended her own gig at Discovery, another venue in her SoHo neighborhood. I didn't quite know what to expect but when the band arrived and started setting up, my intrigue level jumped a couple of notches. There was Bill Frisell on guitar, Harvie Swartz on Bass and Paul Motion (formally of the great Bill Evans trio) on drums. And then there was Leni, typically oozing with enthusiasm and brimming with anticipation.  Did she have red hair then, or was it yellow? Maybe it was her black hair phase?  I know it wasn't the short, white "do...that came later.(Yes, long before Dennis Rodman had discovered his first bottle of hair dye, Leni was experimenting with coloring, changing it up to suit her mood). Our paths have intertwined dozens of times since then. I've reviewed her records, caught a whole slew of performances at places like Mikell's, Sweet Basil, Fat Tuesday's, Yaffa Cafe, Indigo Blues, Caravan of Dreams, and her regular Tuesday night gig at the 55 Bar. Over the years I've watched Leni blossom as an artist.  And as her muse continues to take her farther afield from jazz, she has come to express herself more genuinely and deeply. 

Throughout her career, Leni has demonstrated an uncanny ability for reinventing herself. There was her early "jazzy" phase when she was collaborating with the likes of Motian, Frisell, Swartz, saxophonist Bob Berg and pianist Larry Willis, fashioning an evocative body of work that highlighted her crystalline touch on the guitar and her sublime sense of lyricism as a composer. That phase was beautifully documented on her 1985 album, Clairvoyant, and her 1987 follow-up album, The Next Day, both for the now defunct Passport Jazz label.  She delved deeper into her instrument, rediscovering the blues and injecting more bent-string abandon into her repertoire while never abandoning her gift for fragile, affecting ballads and haunting lyricism.  Her growing confidence as both player and composer was readily apparent on 1988's Secrets (Enja) which featured the more aggressive rhythm section of Lincoln Goines on bass and Dennis Chambers on drums.

Just as her career was heading on an upward swing-- three albums to her credit, several triumphant tours of Europe, recognition from musicians and critics alike-- Leni was stricken with breast cancer. Following the initial shock and period of'anger and depression that typically sets in after being diagnosed, she battled back heroically with uncommon courage and single-minded determination.  Within a few short weeks after surgery, Leni was back at it, writing and playing with a renewed vigor.  "I went back to playing right away just to prove to myself that I could still do it," she said at the time.  "And I found the need to turn my amp up to 10 after I was diagnosed...let the feedback sing for a while.  That was an appropriate expression to what I was feeling."

I related to and was inspired by her struggle, having been a cancer survivor myself. Naturally, our bond thickened.1990's Closer to the Light (Enja), with second guitarist Wayne Krantz and special guest David Sanborn, featured a song called'"Phoenix," a reference to Leni's rising up from the ashes following her bout with cancer. 1991's Ten Songs (Lipstick Records) showcased some of her boldest playing alongside heavyweights like Chambers, bassist Alain Caron, keyboardist Russell Ferrante, tabla master Badal Roy and violinist Didier Lockwood. 

By the mid-'90s, Leni had reinvented herself once again, this time as a singer-songwriter. In discovering her vocal • gifts, she left behind any pretensions of trying to be a "jazz guitarist" No longer could she be compared favorably or unfavorably to her husband Mike, one of the most ferocious chops monsters on the planet.  Instead, she carved but a niche of her own with heart wrenching tunes and a plaintiff cry. This liberating new path resulted in such intimate works as 1994's Words, 1996's Separate Cages (her duet with guitarist Wayne Krantz for Alchemy Records) and 1997's Black Guitar, the first project for her own label and her most revealing work to date.

Recollection is an opportunity for listeners to go both backward and forward in time. There are early entries here like "Someday My Prince Will Come" from 1985's Clairvoyant, "Somebody's Something" from 1989's Closer to the Light and "Shooting Star" from 1991's Ten Songs. And there is new, previously unissued material like the vibrant opener "Love is Real," the bittersweet "Love Lightly," the poignant "Wondering Why," and the instrumental "Love and Everything." Connect these dots and get a clearer picture of the artist formerly known as Magdalena Thora.

---- Bill Milkowski

"I hate to tell you this... but... no one will sign a 40 year old guitarist," said my lawyer.  So I started my own label, and signed myself. I have tough discussions about tour support (with myself). I recently dropped myself (for doubling my budget). Now I am going to release this retrospective, like all labels do when they,drop someone. I may give myself a second chance, if I behave myself and do as I'm told- maybe. Producing may really not have been a good idea. I lack the ability to make fast decisions and still love them later. I doubt everything, and frankly, I"'m proud of it. I know, I'm fired. Recording everything live and just touching up, would have been great if Aretha Franklin were the singer here and George Benson played guitar, but this was not the case. A cheaper studio might also have been smart. Oh well, I say, who knew? And just how are all these different songs and styles going to, form a unit, I mean is this going to sound like a record? Or what is this anyway? "You're mixing apples and oranges" says Jim Snowden and right he is. Grapes and cherries and mangos too, who cares? Do you really? Isn't it all just music in the end? I thought so. And the magic touch of James Farber, Malcolm Pollack and Greg Calbi rescued the damsel in distress (thank you, thank you and thank you) or Mrs. Lenibird, as my friend George calls me. "Now, Mrs. Lenibird put on your thinking cap," he says, when I'm in trouble. Can someone else be me now please? I've had it with myself.

More Trouble is trouble backwards.

	Leni STERN
	Finally The Rain Has Come
	2002
	60:08
	label: Leni Stern Recordings  www.lenistern.com 

Leni Stern [v, el&ac g, dobro, tanpura, loops]; Bill Frisell (см.) [el&ac g]; Michael Brecker (см.) [t s]; John McLaughlin (см.) [el g]; Jenny Scheinman (см. тж. с Vinicius CANTUÁRIA) [vln]; Zakir Hussain (см.) [tablas, kanjira]; Paul Socolow [b]; Keith Carlock [d]; Larry Saltzman [sitar-guitar, tiple]; Derek Layes [cello]; George Whitty [hammond organ].

	Peggy STERN
	The Peggy STERN – Thomas CHAPIN Quartet:

"The Fuchsia"
	1997
	67:19
	label: Koch Jazz (USA) http://www.kochint.com
rec. 1995

Peggy Stern [p]; Thomas Chapin [a s, fl]; Drew Gress [b]; Bobby Previte (см.) [d, + conductor on #10].

1. Lemon Essence 

2. Bar Flies 

3. Win Slow

4. Don't Mind If I Do

5. The Fuchsia

6. The Tomboy

7. You in the Nightie

8. The Magpie

9. Can't Complain

10. Not Since Bud

all tracks composed by Peggy Stern except #4 by Chapin and #10 by Previte.

	STIMMHORN
	Melken
	1996 
	42:56
	label: RecRec (Switzerland)

Christian Zehnder [bandoneon, obertonstimme, holzrohr, alpercussion, holzrohrgesang, melkmaschineorgel]; Balthasar Streiff [alphorn, tp, alperidu, holzrohrgesang].

Импровизационный проект двух швейцарцев, которым удалось разбудить в звуках своей музыки духов древней магии.

	STIMMHORN
	Schnee
	1997 
	52:58
	label: RecRec (Switzerland)

Christian Zehnder [stimme, obertongesang, knopfinstrumente, hilfsmittel]; Balthasar Streiff [alphorn, tp, artverwandtes].

At first glance, Stimmhorn surprises and alienates. Its creations are neither fish nor flesh, neither theatre nor concert. If, however, we recall the pictures of Hieronymus Bosch -- in particular the images they contain of seamless combinations of the most varied creatures whose "neither-nor" nature does not surprise in the least and whose very eccentricity casts a mesmerising spell -- we will embrace the funny, dramatic, bizarre, hysterical, sad and senti​mental images which Stimmhorn evokes. Because Stimmhorn uses very traditional instru​ments in its, in the broadest sense of the word, composed performance, Zehnder and Streiff present a phenomenal range of references. No instrument remains what it set out as; Stimmhorn liberates the​se instruments from the (national) myths into which they were forced in the attempt to establish a popular Alpine culture and allows us to experience the originality of an alphorn, a voice. But Zehnder and Streiff do not simply allow the alphorn to sound like an alphorn and a voice to sound like a voice. They consciously alter their instruments using a range of unusual techniques. For example, Streiff sings, coos, clicks and flutters into the alphorn, often polyphonously. Zehnder does not just sing above Streiff's dense fabric but becomes polyphonous song, lending his voice a corporeity which obeys its own rules. Streiff and Zehnder also modify their in​struments. The alphorn is transformed into an "alperidu" by removing the upper part of the horn. Zehnder straps half an accordion to his knee and rocks it. Thus, it becomes a "rockordeon ". Like demiurges, Zehnder and Streiff create an extremely communicative space. Individual virtuosity and pu​re ability do not take centre stage here. They are used in the interaction of two musicians with their instruments. Stimmhorn plucks individual voices from the incalculable but finite cosmos of sounds and combines them to new disintegration, entering the duet-duel in his well-tempered intemperance. Individually, these voices are like multi-layered in​ner monologues which are in dialogue with each other and are thus remarkably close to the ordinary, everyday event. The individual pieces were develo​ped as duos and can be reproduced live.

	STING
	Bring On The Night
	1986
	40:43 42:24
	Sting [g]; Branford Marsalis (см. c: Winton Marsalis) [s]; Kenny Kirkland [k]; Darryl Jones [b] (aka ‘The Munch’ – was bass player with Miles Davis before joining this band); Omar Hakim [d] (was previously the drummer with Weather Report).

	Markus  STOCKHAUSEN
	BR(NINGHAUS / STOCKHAUSEN / STUDER:

"Continuum"
	1984 
	45:07
	Markus  STOCKHAUSEN – см. тж. c: Karlheinz  STOCKHAUSEN "Michael's Journey" (в 'Alternative'); Dhafer YOUSSEF; R. Towner; Marc  NAUSEEF; Holger Czukay / David Sylvian “Flux + Mutability”;

label: ECM

Rainer Bruninghaus (см.) [p, synth], Markus Stockhausen [tp, piccolo tp, fl h], Fredy Studer [d].

	Markus  STOCKHAUSEN
	Cosi Lontano... Quasi Dentro
	1989 
	44:01
	label: ECM

Markus Stockhausen [tp, fl h, synth],  Gary  Peacock (см.) [b], F. Ottaviucci [p], Zoro Babel [d]. 

	Markus  STOCKHAUSEN
	Aparis
	1990 
	58:30
	label: ECM

Markus Stockhausen [tp, fl h], Simon Stockhausen [synths, sax], Jo Thones [ac& el d].

   REJOICE  (#5)

The time has come that you will remember who you are. Forever have you been and shall ethernally be. You have come to feel the joy of creation, to see its beauty and infinitely love all there is. For all is yourself in myriad forms. Each moment you create yourself and a thousand worlds around. Your being is bliss, perfection and light. Rejoice, my friend, rejoice.

— Markus Stockhausen

	Markus  STOCKHAUSEN
	Karta
	2000
	64:23
	label: ECM

Markus Stockhausen [tp, fl h]; Arild Andersen (см.) [double-bass]; Patrice Heral [d, perc]; Terje Rypdal (см.) [el g].

	STRATA  INSTITUTE             [из серии “M - BASE COLLECTIVE” (см.)]
	Transmigration
	1991 
	68:51
	neo-bop

label: DIW

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

	The  SUBJAZZ  PROXY
	Autumn Somewhere
	1997
	37:29
	file under: subjazz / acid jazz
label: Lucid (Beverly Hills, CA)

Graham Berry [tp, trb, fl h, s, fl, accordion]; Bobby Breton [d, perc, swagger]; Kevin Keller [b, all things diplomatic]; Gerald Wiggins [p].

"The future is now... This was a completely new recording experience for me. Hope you enjoy it, too!" -- GERRI WIGGINS
the first step was getting over history...

benny carter, dizzy gillespie, louis armstrong, lena horne, sweets edison, marilyn monroe (whew!), ad infinitum.... the elegant, unassuming and completely confident presence of the Wig is enough to humble giants, let alone hungry new-schoolers with a mischievous urge for irreverence... it took all of about three minutes for Wig to brush off awe and accolades, intent on getting down to the business of taking chances but quick. subjazz is not simply defined, but is identified sonically as a bridge between contemporary alternative or acid jazz idioms, and the schools that spawned these quirky, cool mutations... no insipid "smooth jazz" here -- these sessions were all about improvisation, pressure and risk... accidents, surprises and "mistakes" have been left intact and are fully represented here as testament to the terrifying prowess of a big fish quickly adapting to land legs and a sudden taste for city breezes and hot asphalt... carving a fat pocket of groove with the extraordinary keller and breton (composers and rhythm section), and the brash and dangerous berry (brass and accordion)... this is the sound of subjazz -- sparse, urban, esoteric, introspective, groove-obsessed... and this is the Wig, the essence of indomitable swing, laid-back soul and guts.   

---  chad / lucid subjazz

	L.  SUBRAMANIAM
	Spanish Wave
	1983
	36:42
	Subramaniam (см. тж. с: J. Handy) - индийский скрипач и композитор, брат Lakshmi Shankar’a (см.). Его стиль – синтез джаз-рока с индийской музыкой, также он исполняет и классическую музыку Индии.

remaster 1991

1. SPANISH WAVE 4:40  

L.SUBRAMANIAM—violin

TOM SCOTT—lyricon 

JORGE STRUNZ—guitar 

STANLEY CLARKE—bass 

RON WAGNER—drums 

EMIL RICHARDS—percussion

2. NINTH HOUSE 5:27

L.SUBRAMANIAM—violin 

TOM SCOTT—soprano sax 

LARRY CORYELL—guitar 

DAVE PARLATO—bass 

RALPH HUMPHREY—drums                                   

ALLA RAKHA—tabla          

EMIL RICHARDS—percussion

3. WINTER IN AUSTRIA 4:45
SUBRAMANIAM—violin, viola, and other string solos 

TOM SCOTT—lyricon             

GARY CHANG—keyboards 

JORGE STRUNZ—guitar 

ALPHONSO JOHNSON—bass 

EMIL RICHARDS—percussion

4. SEVENTH HEAVEN 4:23 

L.SUBRAMANIAM—violin                               

TOM SCOTT—flute             

LARRY CORYELL—guitar                           

DAVE PARLATO—bass 

RALPH HUMPHREY—drums                               

ALLA RAKHA—tabla and bols                

GURUVAYOOR DORAI—mridangam and solkattu                         

EMIL RICHARDS—percussion

5. CHAMELEON 6:52
SUBRAMANIAM—violin      

TOM SCOTT—soprano sax 

GEORGE DUKE—keyboards 

TOM ROTELLA—guitar 

STANLEY CLARKE—bass 

RON WAGNER—drums         

EMIL RICHARDS—percussion

6. YOU AND ME 4:39
SUBRAMANIAM—violin 

TOM SCOTT—lyricon 

EUGENIO TOUSSAINT—keyboards                           

LARRY CORYELL—guitar 

ALPHONSO JOHNSON, KEVIN BRANDON—bass                  

RON WAGNER—drums         

EMIL RICHARDS—percussion

7. DANCING BEAUTY 5:34
L. SUBRAMANIAM—violin

KIM MENZER—flute

TOM SCOTT—lyricon

GEORGE DUKE—keyboards

KEVIN BRANDON—bass

RON WAGNER—drums

EMIL RICHARDS—percussion 

All selections composed by L. Subramaniam

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

 

	L.  SUBRAMANIAM
	Le Violon de L'Inde du Sud
	1988
	59:49
	label: Ocora (Paris)

L. Subramaniam [violin]; V. Kamalakar Rao [mrdingam]; Sushama Unnikrishnan [tambura]; Joanne Foresta [tambura].

Raga Kirvani: 

1. Alapana

2. Ragam

3. Tanam

4. Pallavi

5. Ragamalika: vasanta-priya, khadyota-kanti

Rec. in Paris.

Dr. L. Subramaniam

On first meeting him, you might take him to be a first year Philosophy student from the University of Madras, had you not known the curriculum vitae of Dr. L. Subramaniam. Born in 1947 of musician parents, from the age of eight, he received from his father - Professor V. Lakshminarayana - a solid grounding in the theoretical and practical aspects of Karnatic music. Simultaneously, he followed normal schooling until the completion of his medical studies. An intellectual awareness and a liking for syntheses led him to discover as much about the music of Upper India as - later - that of the West (in which he holds distinctions from an American university). Proud father of a little daughter, he has kept up something of his adolescent freshness as a loving tribute to his mother L. Sitalakshmi.
Meek, poised in his gestures, his personality betrays glitters of a quick, energetic and witty temperament, so typical of the Tamil. There is also in him some kind of a communion with that tiny diamond on his finger. Even if you were not cheeky enough to ask him whether the presence of a contemporary Indian Guru serves as a common denominator between his own creative radiance and that stone, the conjecture would hardly be absurd. Those who know Subramaniam, know, too, that he has created a few ragas and dedicated them to that holy man. Above all, our young virtuoso suffers from no alienation between his own personal beliefs and his fervent art. Was it so casual to speak of his radiance? Right at a tender age singled out as the embodiment of South India's classical music, Subramaniam's name has been pronounced for over twenty years with the same respect as it used to be formerly in speaking of those immortals like Rajaratnam or Mahalingam. He has so obviously excelled in duets with brilliant masters like Ravi Shankar, Ali Akbar and the legendary Mridangam player, Palghat Mani lyer. The latter as well as Chambay have more than once greeted this young eagle for his technical innovations. Prophet in his own land, at the age of fifteen, he received from the Government of Madras the title of Chakravarti - "Emperor" - among the violinists. The President of India has even ennobled him with the laurels of the Republic.
Abroad, L.S. is no stranger to music-lovers who frequent the most coveted concert-halls of the world: Royal Albert Hall (London), Madison Square Gardens and United Nations (U.S.A.), Pleyel, Unesco and the Grand Auditorium of the National Radio (Paris)... Featured in the International Who's Who in Music, Men of Achievement (U.K.), Personalities (U.S.A.) etc., Subramaniam has been compared with Paganini and Heifetz and Menuhin! According to Robert Palmer of New York Times, "L. Subramaniam is the best this listener has heard.". Even in the current issue of Play Soy (December 1980) a critic claims that Subramaniam has some violin techniques "not heard previously... anywhere else.".
His love of the ancient classical music he represents (and his eagerness to defend its authenticity) do not, however, make him turn down collaborations with George Harrison, Mauricio Kagel or Svend Asmussen. He can even go to the extent of playing the soloist's part in a Concerto for Violin (and a full-fledged western orchestra) composed specially for him - so great is his conviction in the fertile vitality of his own culture. His blazing creativity and the catholicity of his art dare us to live a transcendental fusion where India and the West meet in a music beyond all frontiers. Is not that the most spiritual way of giving oneself up to (and to communicate with) true music? Too bad, if purists with a certain idea of Indian music are shocked by this broadening of frontiers. Could anybody in the past prevent certain characteristics of Oriental music from renewing Western music under the impetus of Debussy and Ravel?
Flashing or nostalgic, frolicsome or majestical, Subramaniam's bow and fingers are ever attentiveto that inspiration and sensitivity which constantly look out for a melody transparent in its complexity. While his brain seems to weave patterns of rhythm and harmonics like in a golden fleece in order to catch therein diamond-like notes, we hear him fiddle simultaneously with two or three different tempi on two to three different strings. He lets out long wailing sobs with as much serenity as when he breaks into 5, 7 or 9 reports in a volley giving the impression of revelling in the midst of dragon-flies in some ethereal space. His left hand at times rolls out monads which make the fleeting of time appear as quite an illusion: everything has always been, everything is, everything will ever be-borne by these soundparticles. Flights of glissandi and pizzicati rush up and down that little finger-board, like the trivial goat of Monsieur Seguin, sounding like half a dozen octaves! Fortunately, there is no wolf in the magic world of L. Subramaniam.
 далее сопроводительный текст к этому CD см. в 'Asia 2'

	L.  SUBRAMANIAM
	Kalyani
	1992
	46:26
	label: Water Lily Acoustics (USA)

L. Suramaniam [violin]; Viji Subramaniam [tambura]; T.H. Subashchandran [ghatam]; Poovalur V. Srinivasan [mridangam].

#1. Varnam – Ragam: Kalyani; Talam: Adi (8 beats)

#2. Krti by Saint Tyagaraja – Ragam: Bilahari; Talam: Khanda Capu (5 beats)

	L.  SUBRAMANIAM
	Sarasvati
	1992
	42:43
	label: Water Lily Acoustics (USA)

L. Suramaniam [violin]; Viji Subramaniam [tambura]; T.H. Subashchandran [mridangam, ghatam].

Ragam Tanam Pallavi – Ragam: Sarasvati Priya; Talam: Thirupriya (7 ¾ beats: 4+2+1 ¾)

This work is dedicated to V. Lakshminarayana.
Padma Shree Dr. L. Subramaniam is a world-renowned virtuoso violinist whom the cognoscenti, both in the East and the West, regard as being at the pinnacle of his art. Through his extensive performances he has single-handedly brought Karnatak music to the forefront in the West. From the Bolshoi Theatre to Madison Square Garden, from the Royal Albert Hall to the Salle Pleyle, he has enthralled large audiences with the beauty and depth of this ancient music. A prolific composer, he has also successfully performed and recorded his own compositions with both today's leading jazz musicians and the most prestigious symphony orchestras. His recordings with the likes of Stephane Grappelli, Maynard Ferguson, Herbie Hancock, and Stanley Clarke are considered landmarks. He has premiered works commissioned for him by the New York Philharmonic, the Orchestre de la Suisse Romande, the Los Angeles Philharmonic, and the Moscow Philhar​monic to great acclaim.
The Karnatak music of South India is a micro-tonal, modal art form built upon a highly developed theoretical foundation, with melody and rhythm as its two vectors. The characteristics unique to this music are its complex rhythmic patterns and the finely embellished ornamentation of the notes. Improvisational in nature, Karnatak music challenges the intellect and the agility of the musician by demanding simultaneously deep concen​tration as well as the ability to compose spontaneously.
The most complex form of Karnatak music is known as ragam, tanam, pallavi Ragam in this particular case refers to the alapana section, that free melodic improvisation which commences the exposition of every mode. In the alapana, the musician attempts to reveal the various melodic elements of the chosen mode and to establish its mood. This part of the progression has no rhythmic accompaniment. In tanam - a continuation of the free melodic improvisation still unaccompanied by percussion - a rhythmic pulse is introduced which at the end of each phrase concludes in a cadence. Pallavi is a short, pre-composed melodic theme (with lyrics, in the case of a vocal interpretation) generally set to one cycle of the accompanying rhythmic pattern or talam. It is at the beginning of this section that the percussionist enters into the musical dialogue.
The pallavi further has three features known as niraval, trikalam, and swara-kalpana. Niraval involves filling up portions of the pallavi line with new musical ideas. The soloist improvises on new melodies built around the pallavi which are fixed in relation to the talam. In trikalam the pallavi line is played in three tempi, while keeping the talam constant. The three are: half the original tempo, the original tempo, and double the original. Swara-kalpana is an improvisation based on the solfa syllables in medium and fast tempi with each phrase returning to the beginning of the pallavi theme. This complicated melodic improvisation is concluded by an equally impressive rhythmic improvisation in the form of a percussion solo known as tani avartanam.
Evolved from a rich cultural milieu where it had been performed in temples, this contemplative art requires the proper time, place, and mood. Where this is achieved, the artist is capable of inducing in the listener a transcendental experience.
-- Kavichandran Alexander

	L.  SUBRAMANIAM
	Global Fusion
	2000
	48:44
	Violin, all compositions & all arrangements, L. Subramaniam; Produced by L. Subramaniam.

1. Jai Hanuman!

Nyoman Wenten and his ensemble; Burat Wangi Choir; Tom Roy Nielsen guitar; Kirn Menzer didjeridu, conch; Palavinel tavil; Abdoulaye Diabate congoni, dundunba.

2. Lost Love 

Miya Masaoka koto.

3. Gipsy Trail

Kavita Krishnamurti vocals; Jorge Struntz guitar; K. Sekar tavil; K. Gropinath mridangam; E.M. Subramaniam ghatam; Sandip Burman tablas.

4. Blue Lotus 

Jie Bing Chen  erhu; Sandip Burman tablas;

5. Harmony of the Hearts

Seetaa Subramaniam vocals; Madras Musical Association Choir; Jorge Struntz guitar; K. Gropinath mridangam; K. Sekar tavil; E.M. Subramaniam ghatam; L. Subramaniam percussion; Sanjay Wandrekar keyboard; Dominic Fernandes bass.

	SUN  RA
	"Sun Ra Visits Planet Earth" / "Interstellar Low Ways"
	1956-60
	62:46
	Sun Ra = Herman Poole Blount (AKA Le Sony’r Ra) – was born in Birmingham, Alabama between 1910 and 1916, maybe 1914.

SUN  RA - см. тж. с: Billy BANG

Sun Ra -- победитель “DownBeat critics poll winners” в категории: Electric Keyboard (1991 / 92)

Sun Ra Arkestra -- победитель “DownBeat critics poll winners” в категории: Big Band (1992/2000)

Sun Ra: piano, solar (el) piano, Egyptian sun bells, Chinese Gong, spiral percussion gong

featuring: John Gilmore [t s]; Pat Patrick [a/bar s]; Charles Davis [bar s]; Dave Young / Lucious Randolph [tp]; a.o.

"Visits Planet Earth" (#1-4 rec. 1956; #5-7 rec. 1958) – Sun Ra and his Solar Arkestra

"Interstellar Low Ways" (#8-14, rec. 1960) – Sun Ra and his myth Science Arkestra

	SUN  RA
	The Magic City
	1965
	45:26
	label: Evidence (USA), edition 1993

The Magic City

The Shadow World

Abstract Eye

Abstract «I»

  All compositions by Sun Ra. 

#1: Sun Ra [p, clavioline]; Marshall Allen [a s, piccolo, fl]; Pat Patrick [bar s, fl]; Walter Miller [tp]; John Gilmore [t s]; Robert Cummings [b cl]; Ali Hassan [trb]; Danny Davis [a s, fl]; Harry Spenser [a s]; Ronnie Boykins [b]; Roger Blank [d]; James Jackson [perc].

#2-4: Sun Ra [p, el celeste, bass marimba, sun harp, dragon drum, tympani]; Chris Capers [tp, perc]; Teddy Nance [trb]; Bernard Pettaway [b trb]; Marshall Allen [a s, piccolo, perc]; Pat Patrick [bar s, tympani]; John Gilmore [t s, perc]; Robert Cummings [b cl, perc]; Danny Davis [a s, perc]; Ronnie Boykins [b]; Jimmy Johnson [d].

 In 1965 Downtown New York was awash in musical richness and diversity. The folk revival was booming,  the "new thing" was making its mark in jazz, and the British invasion had sent a shiver through pop complacency. Clubs,  coffee houses, and theaters like the Cafe Wha?, the Fat Black Pussycat, the Charles Theater, and the Dom were casually throwing together programs that presented the Blues Project one night, Cecil Taylor on the next, and Jimi Hendrix on the third. Audiences often found themselves listening to music totally unfamiliar to them but in settings that were cool enough to make it seem all right. Much of the music was still happening away from the eyes of the media, so musicians were free to borrow from each other across the usual lines, and eclectic groups such as the Fugs and the Velvet Underground were coming up from the cracks. It was this scene that the Sun Ra found himself in after having moved from Chicago four years before. With no money and no support from the press, the Arkestra was nonetheless on the way to becoming a musical institution in New York City. Now for the first time, Ra had a house in which his musicians could live, rehearse, and record at a moment's notice. And since Sun Ra composed -- like Duke Ellington -- by trying out parts with individual players, his creativity began to flourish. The East Village had recently become a new home for artists of all stripes, so Sun Ra found himself in position to influence yet another city of musicians,  poets and dancers. Among his new students and fellow travelers were Pharaoh Sanders, Dewey Johnson, Rasheid Ali, Sonny Sharrock, and Marion Brown, all stalwarts of what was to be called -- much against Sun Ra's wishes -- free jazz.

Sun Ra was making connections of every sort: he was working with Olantunji's African ensemble, accompanying dancers like Katherine Dunham, and joining in on new jazz alliances such as the October Revolution of 1964  (which in turn generated the Jazz Composers Guild). The Arkestra was working wherever it could: it offered free concerts and poetry readings on the piers and in Central Park, and played for food and change at coffee houses like the Bazaar, or clubs like the Playhouse or Les Deux Megots. Individual members took gigs with other bands, and occasionally backed up pop or blues artists on recordings. Even Sun Ra took some gigs out of town with Walt Dickerson's small band. Outside of music. Sonny was writing and publishing poetry with the Umbra group, teaching younger writers such as Henry Dumas, and joining Leroi Jones' new Black Arts Repertory Theater School (he would soon be part of Jones' production of A Black Mass.) . Within a few months Ra would take the Arkestra down 3rd Street to the fabled Slug's Saloon,  where they would begin a five-year residency as the Monday night band.

Sun Ra had already turned heads around when he first came from Chicago, but something truly radical was happening with his music during his first years in New York. The performances were growing longer, the rhythms wilder and more complex, and the soloists were being encouraged to reach as far as they could. Long-time Ra associate and Arkestra drummer Tommy Hunter said that when he returned from a few months stay in Sweden he was stunned to see how much the Arkestra had changed ("it was like a fire storm on the bandstand"). Whatever one now hears in Sun Ra's music before or after this period, it's clear that 1965 was a turning point, and that The Magic City (often misdated as being recorded in 1970) was the clearest signal of the change.

"The Magic City" was a promotional slogan for Birmingham, Alabama, a boast about its quick rise after minerals were first discovered there. Sun Ra was born and raised close to the railroad station where every day he would have seen the huge sign which welcomed visitors with those very words. He told MTV News' Michael Shore that this piece was indeed about his home town. Yet Sonny was deeply ambivalent about Birmingham, a city whose racial lines were drawn as tightly as any place in the South. It was here that he had been forced to live with day-to-day racist constraints: even while playing in the best hotels in the area he was obliged to enter by back doors and take designated elevators. And it was Birmingham where he had been confined as a conscientious objector during World War II in the fabled Birmingham jail. Even after he left town for good in 1946, he followed the city's racial unrest throughout the Civil Rights Movement like the rest of America, on nightly TV. In fact, the daughter of a musician friend was one of the children who was killed in a church bombing in 1963 (an incident which is sometimes said to have been the inspiration for John Coltrane's "Alabama"). Yet, Sun Ra still had affection for Birmingham, and like a James Joyce imagining Dublin from afar, he played and wrote a number of compositions which memorialized the city and the state ("Magic City Blues," "The Place of Five Points,"  "West End Side of Magic City," "Alabama," and "Stars Fell on Alabama"). But as the drawing on the original cover of the album suggests,  "The Magic City" was also a city of fantasy, "a city without evil, a city of possibilities and beauty." And in his poem, "The Magic City," Ra describes the Magic City as "the universe of the Magi." Trumpeter Walter Miller has said that Ra, being a Gemini, consciously expressed doubleness in his work, especially the pairing of "outer space with earthly matters."

"The Magic City" was collectively improvised and lacks a fixed theme as such, though individual statements and isolated notes flow together to form a kind of incremental melody. Sun Ra simultaneously plays piano and an ultra-weird-toned Selmer Clavioline ("the purest sound I ever got from an electric instrument"), usually in conjunction with Ronnie Boykins' bowed bass, and at times with Roger Blank's dubbishly-reverbed drums, Robert Cummings' bass clarinet, or Marshall Alien's piccolo. The piece ebbs and flows, with duos and trios appearing and disappearing, yet. always returning to Ra's quietly rolling keyboards and Boykin's singing bass. Almost three-quarters of the way through, saxophones enter in various configurations: Danny Davis' alto first, then John Gilmore's tenor, Pat Patrick's baritone, and finally the altos of Marshall Alien and Harry Spencer. There is a sudden ensemble cry at the end, and then a quiet, return to Ra and Boykins. The conventions (or the lack of them) in free jazz made length an increasing problem for recording as the music developed, and Sun Ra was one of the first to confront it. Since "The Magic City" was recorded at a rehearsal, time was not a concern: but on the issued record there are hints of editing at. several points (the Impulse reissue had a faded ending, but the last few seconds have been restored here).

Throughout the history of jazz, programmatic statements have been common in the music. Duke Ellington is an obvious case, with his various compositions addressing aspects of life in Harlem or the South. The subject of these works was expressed by the ensembles, but the soloists were usually left. to play whatever they wanted. Sun Ra's music is especially marked by his attempt to reintegrate the solos with the ensemble to make a single statement, even if his programs are limited to the realm of feelings and emotions. Since this piece was sketched out with only a rough sequence of solos, and was ordered only by hand signals and a mutual understanding which came from grueling daily rehearsals, the unity and organization of "The Magic City" is astonishing. Ornette Coleman's earlier Free Jazz and John Coltrane's contemporaneous Ascension were also collective improvisations with predetermined solo and group sequences, but neither had the seamless quality of "The Magic City." John Gilmore said that it was "unreproducible, a tapestry of sound." Along with Atlantis and The Heliocentric Worlds of Sun Ra. this is one of the most important performances of the period.

"Shadow World" (like "Absolute Eye" and "Absolute 'I'") was recorded in Oluntunji's studio earlier in 1965, possibly before an audience. The title was meant to draw attention to the idea that there are multiple worlds, parallel worlds, and some which are characterized by more truthfulness than our own. Sun Ra insisted that those of the right spirit could occasionally see the thin, flickering people from the shadow world. For this work, he set a complex, composed melody for unison saxophones against a fixed ride cymbal/bass/bass marimba beat and his own piano counter melody. Following brief solo moments of Gilmore's tenor, Ra's piano and electric celeste, drums, and Chris Capers' trumpet, the saxophone melody returns with a trumpet counter melody which the piano has hinted at throughout   John Cilmore has remarked that many have tried to play the intervals of this difficult melody and failed. And Sun Ra himself said that "it quits in strange places. I wrote it with the idea of a twelve tone series which I had. It doesn't sound like it, but in fact I used it, with one chord against the other." Sun Ra took considerable pleasure from the agitated difficulty of the piece, and noted that once during a rehearsal tor a French TV show the producer was so disturbed by it that he threatened to cancel the show it they insisted on playing it. "Shadow World" was to become a standard with the band, and they recorded it three or four times, usually at an even faster pace. "Absolute Eye" and "Absolute 'I'" are two versions of the same piece "Eye" refers to the Egyptian hieroglyph which in turn means many things, including the eye of Horus, the Egyptian god of the skies; or the all-seeing eye, or again, the mind's eye. (A note on the back of the original Saturn album seems to suggest that the title may have once been "Cosmic Eye'") in contrast, "Absolute 'I'" is the person, the beholder. 'Absolute' implies an absence of limits, and is a common translation of a hieroglyph in ancient texts.

Both performances begin with an ominous conversation of bass marimba bowed bass, two trombones, piccolo, bongos, and tympani, and the second and longer version adds brief moments of cymbals, tenor saxophone and trumpet to the second half. Though considerably out for jazz at the time, these works evoke touches of Alban Berg and the kind of compositions written for classical rhythm sections during the '50's and '60's.

The four pieces on this album are indirect evidence of Sun Ra's belief that all music should reharmonize the world, and bring people back into sympathetic vibration with the planet, and, in turn, bring the planet back in line with the music of the spheres. He once said: "one person alone has the ability of unbalancing the equilibrium of the world and of bringing death to us all; but at the same time one person may also bring new life through music." Such grave musical responsibilities meant that rehearsals were as critical as performances, and musicians were on notice as to the catastrophic consequences of flawed playing. Music doesn't get any more serious than this.

	SUN  RA
	The Heliocentric Worlds Of Sun Ra,  Vol. 2
	1965
	37:27
	label: ZYX

1. The Sun Myth

2. A House Of Beauty

3. Cosmic Chaos

  All compositions by Sun Ra. 

Sun Ra [p, tuned bongos, clavioline]; Marshall Allen [a s, piccolo, fl]; Pat Patrick [bar s]; Walter Miller [tp]; John Gilmore [t s]; Robert Cummings [b cl]; Ronnie Boykins [b]; Roger Blank [perc].

	SUN  RA
	Monorails And Satellites
	1966
	32:46
	label: Evidence (USA), edition 1991

Sun Ra [solo piano].

Sun Ra is a prophet of space, enemy of conventions and creator of alternatives; the one and only founder and leader of the iconoclastic and exploratory Arkestra; a mythic jokester/grounded con man, and purveyor of profound, comic, mysterious metaphor. But first and foremost, Ra is a pianist, who for more than 40 years has piloted his ensemble from the keyboard console in the tradition of such pioneers as Duke Ellington, Earl "Fatha" Hines, Count Basie, Fats Waller, Gil Evans and Ra's personal mentor, Fletcher Henderson.

Ra rarely recorded solo piano, and infrequently featured himself for very long at an acoustic instrument in large or small group settings-so Monorails and Satellites is a promising, particularly revealing and most gratifyingly satisfying occasion. Ra's 1977 Improvising Artists Inc. album Solo Piano is blues-drenched and rather sentimental; Visions, from '79 on Steeple Chase, couples Ra with Philadelphian vibist Walt Dickerson; Monorails and Satellites, probably recorded during '66 and/or '67 (El Saturn's production data is far from complete or dependable) remains unique in his discography as we have it so far. Throughout the album, Ra revels in whimsical, rhythmic bumptiousness, a fascination with sound as color and region, the warmth and tenderness of his touch, a passion for spontaneously shattering and reconfiguring forms.

"Space Towers" and "Cogitation," might be sketches or reductions of Arkestra charts with their syncopation of opposing sections, but in his solo renditions Ra realizes the pieces as voyages through note clusters spread over a constellation of sonorities. The ballad "Skylight" is a rumination utterly peaceful in its resolve of dissonances. Rumbling initiates "The Alter Destiny"; Ra's free two-handed independence evolves naturally into unified motion. His sensitivity embraces "Easy Street," which swings into a walking bass and locked-chord chorus recalling "Sweet Lorraine." "Blues Differentials" is an eminently personal investigation of the basics; "Monorails and Satellites," offers modes of transport as distinct and advanced as what Muhal Richard Abrams, Herbie Hancock, Andrew Hill, Cecil Taylor, Lennie Tristano and perhaps Monk were doing at the time.

"The Galaxy Way" is my favorite-perfectly confident Ra drawing a map of a piano universe as complete as it is singular. Sun Ra's musical vision is penetrating; his music a blessing of grace, sometimes cloaked in disguise. For his piano playing there's one word:

Marvelous. Share his trip of wonder and joy.

-- Howard Mandel, Down Beat / The Wire / Swing Journal 
THE CURTAIN CALL

Take your curtain call and bow

Don't linger

No matter the applause

The acclaim

Oh well, if you must

Bow again and again

Let them see you while you do...

Bow gracefully while you may.

The play is done

What need overmuch to bow

And bask in wild acclaim

You'll find yourself erelong

Bowing to a house of departed guests.

Take your curtain call and bow

Then leave

The scenery must be cleared

For another day

Another kind of Cosmo-play

A play on words

Of hieroglyphic chant

A play on words of Immortalic reach

It is a play of peoples and a different horizon's world-sun

Therefore prepare, for you are the star

It is the interpretation that the people need

There is music

In the darkness background The People are the instrument that must besound to be sound;

It is the arrangement-interpretation that they need... The people are the Instrument.

-- Sun Ra

	SUN  RA
	Sun Ra
	1966
	72:44
	label: Armando, ‘Dizionario Enciclopedico Del Jazz’ - series, edition 1992.

#1-6: 1966; Sun Ra [p]; John Gilmore [t s]; Marshall Allen [a s]; Pat Patrick [b s]; Robert Cummings [b cl]; Teddy Nance, Ali Hassan [tb]; Clifford Jarvis [d]; Ronnie Boykins [b, tu]; James Jackson [d, fl]; Carl Nimrod [sun horn, gong].

#7: 1965; Sun Ra [p, perc, poem]; Marshall Allen [a s, piccolo, fl]; Pat Patrick [b s]; Walter Miller [t]; John Gilmore [t s]; Robert Cummings [b cl]; Ronnie Boykins [b]; Roger Bland [perc].

	SUN  RA
	Space Is The Place
	1972
	74:21
	label: Evidence, 1993; previously unissued

Sun Ra [p, Mini-Moog, Farfisa organ, Hohner clavinet, Rocksichord]; Kwame Hadi [tp, conga, vibes]; Wayne Harris [tp]; Marshall Allen [a s, fl, oboe, bassoon, kora, perc]; Danny Davis [a s, fl, a cl, perc]; Larry Northington [a s, conga, perc]; John Gilmore [t s, d, perc, v]; Eloe* Omoe [b cl, bongos, perc]; Lex Humphries [d]; Ken Moshesh [conga]; June Tyson [v, bells]. All selections were recorded in Oakland, California, early in 1972, for inclusion in the film ‘Space Is The Place’.

  [label] Evidence is proud to issue this music for the very first time. We have used the best available source material, equipment, and engineers in premastering and in transferring Sun Ra’s music to digital tape. The fine sound reproduction heard on this disc was achieved despite source materials that were recorded or stored under less than optimum conditions. The Sonic Solutions NoNoise System was used to process this master, for the purpose of removing any unwanted noise found in the original source material, thereby providing the listener with the best possible sound.

  Free jazz is often mistakenly characterized these days as great displays of ego, and loud, undisciplined free-for-alls, as if the music should bear the weight of all of the expresses of the 1960’s and early 1970’s; but records such as this remind us that with Sun Ra, at least, collective, open improvisation involved a patience, a willingness to wait for things to happen, and a musical universe of subtle dynamics and, yet, discipline.

	SUN  RA
	A Quiet Place In The Universe
	1976 or 77
	50:42
	label: Leo Records, 1994.

Sun Ra [org, k, v]; Ahmed Abdullah [tp]; Akh Tal Ebah [tp, v]; Vincent Chancey [Fr h]; Craig Harris [tb]; Marshal Allen [a s, picc]; Pat Patrick [a s]; John Gilmore [t s]; Elo* Omoe [b cl, fl]; James Jackson [ancient Egyptian infinity drum, bassoon, fl]; Danny Thompson  [b s, fl]; Luqman Ali [d]; Atakatune [conga]; Eddie Thomas [perc];  June Tyson [v]; unknown [b].

  The tape from which this CD derives is one of those which were occasionally sold or distributed by Sun Ra outside the Arkestra. It is clearly a concert rather than a rehearsal or studio recording, but there is nothing in writing to indicate where or when it was made. The master copy has merely a handwritten label identifying several track titles. Luckily, enough significant detail can be heard in the music itself to allow some of the musicians to be identified and a probable recording date to be suggested. [...] As for the location, that remains a mystery for the moment, until some other clue can be found — maybe a diary entry, or perhaps a matching tape — as to where the Arkestra was playing on this particular night. It was a very, very good night... [...]

	SUN  RA
	Other Thoughts
	1989
	58:59
	Sun Ra [p, v]; June Tyson [v, violin]; Marshall Allen [a s, cl]; LeRoy Taylor [a s, cl]; Noel Scott [b s, t s]; James Jackson [t s]; Michael Ray [tp, v]; Tyronne Hill [tb, v]; Gerald Edwards [g]; Rollo Redford [bss, eb]; Nelson Nascimento [perc]; Earl ‘Buster’ Smith [d]. Live 24.4.1989 in Switzerland.

	SUN  RA
	SUN RA & His INTERGALAXTIC ARKESTRA: Second Star To The Right (Salute To Walt Disney)
	1989 
	64:14
	label: Leo

Sun Ra [p, k, v]; June Tyson [violin, v]; Marshall Allen [a s, cl, fl]; Elmoe* Omoe [a s, cl, b cl]; Noel Scott [a s, fl]; James Jackson [bassoon, oboe, v]; Michael Ray [tp, v]; Tyrone Hill [tb]; Julian Priester [tb]; Bruce Edwards [el g]; Arthur Joonie Booth [el b]; Nelson Nascimento Santos [surdo, perc]; Earl ‘Buster’ Smith [d];  Ensemble [v, perc].

  Over the years Leo Records has produced quite a few recordings of Sun Ra and his Arkestra. All in all there are more than sixty Sun Ra’s Cds currently available, and the number is still growing. The sleeve notes to those recordings, alongside several books and numerous articles and reviews in jazz magazines and newspapers all over the world add up to an impressively weighty body of literature on Sun Ra. The majority of writers consider it their duty to underline the quality of the recordings, and in most cases the quality of Sun Ra’s recordings range from bad to very bad. I am sure that Sun Ra himself paid very little attention to these reviews. Had he read them, he would not have understood what these writers had been talking about. So-called ‘good sound’ or ‘superior recording quality’ had no place in his aesthetics. I see these numerous reviews as a big swindle in the jazz world, and all these writers either consciously or unconsciously are a party to the crime. They look for ‘slickness’ but slickness has never been a prerogative of jazz music. Its historical prerogative was a dirty tone. The advance of modern technology was responsible for the emergence of new aesthetics, and from the ‘80s onwards we have been witnessing the advance of slickness both in the manner of playing and in the manner of recording. Spearheading this movement are Winton Marsalis, the so called ‘Young Lions’, and the like. But, take the slickness away, and what is left? No substance — Nothing. Joshua Redman is more conservative than his father Dewey. Benny Green, while getting ‘slicker’ with every year, managed to evolve four decades backwards. It is not jazz any more, and those musicians who strive for slickness should have the courage to call their music ‘light entertainment’. ‘Slick sound’ is essential for this kind of music. It covers up a lack of substance and creativity; slickness is the only thing this music has got. Fortunately, Sun Ra was above this nonsense. And fortunately the quality of some of his recordings somehow correspond to his aesthetics. [Позволю себе выразить противоположную точку зрения. Музыкант работает со своим инструментом. Испорченное звучание, это испорченная работа музыканта. Высшее качество передачи звука, это всего лишь адекватность. Искалеченный звук, это как искалеченный инструмент, или искалеченный музыкант, это — искалеченная музыка. Хотя, с другой стороны, я конечно же помню, как начиная с конца 60х, каждый вечер шарил по КВ диапазону в поисках “настоящей” музыки, вслушивался сквозь ужасающие глушилки и получал кучу удовольствия несмотря ни на что. Но ведь это не аргумент? Так или иначе, у неявного, замутнённого, есть два эффекта: его легче фетишизировать, и в нём легче укрыть недостатки. Но это — к слову; я ни на что не намекаю.]

 The concert presented here was recorded by a Ra fan from the audience. He had never thought that one day his amateur recording would become one of the most extraordinary documents of Sun Ra’s genius. All Sun Ra’s followers should be grateful to Herbert Zaussinger for making this recording.

 Needles to say, I slightly changed the sequence of the compositions to outline the concept of Sun Ra and to make Walt Disney’s songs stand out. The only exception is ‘Frisco Fog’. This jazz standard is included to enable you to hear one long uninterrupted section of the concert as it was played. Needless to say, I fiddled with the knobs while editing the master to make the concert listenable. The concert itself consisted of two sets, and there is about 100 minutes of this performance yet to be released. I hope that one day we’ll be in a position to do it.  — Leo Feigin

  This CD is an audience tape. An audience tape naturally cannot provide the technical perfection of a studio recording, but every recording situation has it’s own particular charm. With such a recording, made in a midst of public, the listener has to tolerate acoustical feedback, humming and rustling noises. But beyond that we have to realise that technical perfection was never very important to Sun Ra and he remained true to this principle to the very end. Our Western attitude to listening is a fixation and we are shocked, angered or disappointed when we listen to these technically unconventional records. Yet a technically inferior product becomes a profound listening experience when one ceases to regard techical perfection as the only valid prerequisite for musical quality. Oriental, Asian and African cultures have never placed technical quality above the inner quality of music, as evidenced by the credibility of their products. In Western civilization, technical perfection makes up for a lack of substance. If we want to hear Sun Ra we must get used to unconventional recording practices, for better or worse. I would prefer to classify this ‘original’ production strategy as a way to circumvent a world that relies on technical perfection — a world that endlessly proves that it cannot keep the promises it makes.

  ‘Salute To Walt Disney’ is a rare document of how Sun Ra interprets songs from the films of Disney. To answer why, exactly, he included these songs in his repertoire. Sun Ra replies: “I felt that America had not given proper status — or proper honour — to those who do something worthwhile. I felt that it recognised those who do something bad, and it puts them in jail, but it had not recognised those who did something good. So I felt that I could balance the equation — by doing something to recognise those who came before, who did something nice. I’d been doing Duke Ellington, Fletcher Henderson, Basie — first I did that. The black folks still asleep, they didn’t help me with that. So then I decided to take the white race and honour their brothers, because they hadn’t done it either. So then I did George Gershwin, Irving Berlin, Cole Porter — and then finally I did the Walt Disney thing... It was a whole other thing — people were very child-like and they appreciated the child thing, it wasn’t about wars and destruction, it was very simple. All those songs are very nice songs. And they are all saying something — the melodies are very simple but very nice. Then I found some songs I wasn’t aware of, like ‘Second Star To The Right’ — very beautyful. I’d never played that song... I can keep on bringing out those who came before, who brought some beauty to the world — and this way I can show the cosmic forces that there have been some people who came this way who were very nice. Because if they looking at the world the way it is today, they could actually come and destroy people, because they’d say, ‘They’re not intellectually proper’. But if I put up Fletcher Henderson or Walt Disney, it’s a shield of beauty.” (Sun Ra, Philadelphia, Spring 1989). [...] The ‘Ellingtones’ in ‘Second Star To The Right’ (from ‘Peter Pan’) gives Marshall Allen the opportunity to show his reverence for Johnny Hodges, and Sun Ra for Erroll Gardner. Tyrone Hill is the soloist on the trombone. [...]   — Hartmut Geerken.

	SUN  RA
	Sun Ra Sextet At The Village Vanguard
	1991 
	64:49
	label: Zensor

Sun Ra [k]; Chris Anderson [p]; John Gilmore [t s]; Bruce Edwards [g]; John Ore [b]; Earl C. ‘Buster’ Smith [d]. 

Rec.: Nov. 1991.

	SUN  RA
	SUN RA             and The YEAR 2000 MYTH SCIENCE ARKESTRA
	1994 
	74:47 73:57
	label: Leo

Live At The Hackney Empire.

Michael Ray [tp, v]; Jothan Callins [tp]; Tyrone Hill [tb]; Marshall Allen [a s, fl, piccolo, oboe]; Noel Scott [a s, b cl]; John Gilmore [t s, cl, timbales, v]; Charles Davis [b s]; James Jackson [bassoon, perc]; Sun Ra [p, k, v]; India Cooke [vln]; Kash Killion [cello]; John Ore [b]; Earl ‘Buster’ Smith [d]; Clifford Barbaro [d]; Talvin Singh [tabla, v]; Elson Nascimento [perc]; June Tyson [v].

“Leo Records supply that necessity of life, new Sun Ra, with And The Year 2000, 140 minutes of the space-traveller at the Hackney Empire in 1990: bliss!” —  Ben Watson, “Hi-Fi News”, 1995.
  The performance presented on this CD is from Sun Ra’s final visit to Europe of 1990, his fifth such trip that year. The concert, from the Hackney Empire theatre is the second of the tour to be recorded: the previous night’s music — a performance in Orleans with symphony orchestra musicians added — was released as ‘Pleiades’ (Leo CD LR 210/211). The differences between the two nights’ music are fascinating: Sun Ra really did regard his music as a newspaper which changed every day. This new recording has not been made available simply to document differences. The Hackney Empire performance richly deserves release on its own merits: the music is wonderful. An important consideration with Sun Ra’s concerts is the sequence of pieces, the momentum of the music. This was, for Ra, an opportunity for creativity and spontaneity: he would never decide beforehand which pieces to call, choosing them as the concert progressed. When presenting live music of Sun Ra’s as a recording, it seems most natural to capture the momentum, the flow of events, too. So, apart from some applause edited out to squeeze each set onto a CD and one very short section of music omitted due to a problem with recording quality, here is a complete document of an October night with the Arkestra playing at its best. [...]

	SUPERCHARGE
	Mad And Dangerous At Maxim’s
	1995
	43:03 40:24
	funk-boogie-blues

CD 1: Groovers in Paris, Live at Maxim’s.

Albie Donnelly [t&a sax, lead voc]; Alan Gaskell [t sax, g, v, harp]; Mick Kearns [t&bar sax, led g, v]; Pat Chambers [g, v]; Bob Hardy [k]; Graham Price [b]; Stephen Grant [d].

CD 2: Bad, Mad and Dangerous.

Albie Donnelly [t&bar sax, lead voc]; Dave Shepley [lead g, v]; Paul Owens [t&a sax, k, v]; John Lewis [g, v]; Brendan O’Connor [b]; Steve Crane [trb]; Tony Peers [tp, fagan]; Tony Lunney [d].

	SUPERGROOVE
	Traction
	1995
	44:29
	label: BMG Arista/Ariola

Nick [saxes]; Ben [g]; Tim [tp, valve trombone]; Karl [v, samples, k, harmonica]; Che [v]; Jo [b]; Paul [d].

hard funk / blues -- за исключением №8 (баллада психоделического плана [v] + [g]) и №10 (hard rock). Jimmi Hendrix был бы парнями очень доволен. Термин GROOVE в названии проекта согласно словарю означает: «совершенство исполнения (особ. джаза)», но бахвальства здесь нет – исполнение действительно филигранное.

	John  SURMAN 
	Upon Reflection
	1979 
	45:36
	Down Beat 48th Annual Critics Poll: Baritone Saxophone Of The Year (2000)
JOHN  SURMAN -- см. тж. с The TRIO; B. Phillips; M. Vitous; J.Abercrombie

label: ECM

John Surman [s s, bar s, b cl, synth]. 

	John  SURMAN
	The Amazing Adventures Of Simon Simon
	1981 
	45:14
	label: ECM

John Surman [sax-s, cl, synth], Jack DeJohnette [d, congas, p].

	John  SURMAN
	Such Winters Of Memory
	1983 
	45:44
	label: ECM

John Surman [bar s, s s, b cl, recorder, p, synth],  Karin Krog [voice, ring modulator, tamboura], Pierre Favre [d, perc].

	John  SURMAN
	Private City
	1988 
	43:44
	label: ECM

J.Surman [b cl, s&b s, k] – solo.

	John  SURMAN
	Road To Saint Ives
	1990 
	53:45
	label: ECM

John Surman [b cl, s s, bar s, keys, perc].

	John  SURMAN
	Adventure Playground
	1992 
	65:39
	label: ECM

John Surman [bar s, s s, b cl], Paul Bley [p], Gary Peacock [b], Tony Oxley [d].

	John  SURMAN
	Stranger Than Fiction
	1994
	64:41
	label: ECM

John Surman with: J. Taylor [p]; C. Laurence [b]; J. Marshall [d].

John Surman Quartet «Stranger Than Fiction» («Чуднее Чем Чудо» в вольном переводе).  
Первая композиция, с которой вы столкнетесь на этой пластинке, будет «Canticle With Response». В ходе ее прослушивания создается впечатление, будто некто с совершенно непонятным упорством пытается схватить руками воздушный фантом, немедленно распа​дающийся на мириады осколков, впивающихся в ладони и ранящих довольно-таки больно. Перекликаясь с родст​венной ей по духу почти 15-минутной композицией «Triptych», закрывающей альбом, она, в общем зачете, вы​ступает в роли очень точной музыкальной иллюстрации к фото на обложке — мрачный день, затянутое облаками небо, причал и бочки, в которых наверняка хранится что-то гадкое, типа жидких ядерных отходов. Но вот парадокс — между этими фланкирующими альбом композициями помещены вполне конвенциональные джазовые упражнения, светлые по духу («A Distant Spring»), ритмически насыщенные по форме («Across The Bridge»), но от того не менее приятные и опти​мистичные. Да, ска​жет оправившийся от потрясения слу​шатель, джаз — это довольно неодно​значная и много​слойная штука. На​верное, в этих са​мых бочках хранится все же что-то очень доброе, мед, например, скоро приплывет за ним Винни Пух и вообще к вечеру распо​годится...

-- "man's Music" 

	John  SURMAN
	A Biography Of The Rev. Absalom Dawe
	1995 
	49:45
	label: ECM

John Surman [a&bass cl, s&bar s, k].

	John  SURMAN
	Nordic Quartet
	1995
	50:27
	label: ECM

John Surman [a&bass cl, s&bar s]; Karin Krog [v]; Terje Rypdal (см.) [g]; Vigleik Storaas [p].

	John  SURMAN
	Thimar
	1997
	54:38
	label: ECM

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

Compositions by Anouar Brahem, John Surman, Dave Holland.
В отличие от аналогичной музыки Abou-Khalil (см.) или Jo Kaiat (см.), здесь мы имеем не столько собственно восточную музыку, сколько нежную розовую мечту о Востоке (но без приторности), сфантазированную богатым европейским (ECM’овским) воображением Surman’а (он здесь на первом плане). Получилось, что называется, «маслом по сердцу», -- ну очень приятно! Правда, сольная пьеска Сюрмана (№5) несколько выбивается из контекста (непонятно, кстати, зачем), но ей можно пренебречь.

	John  SURMAN
	John SURMAN & Jack DeJOHNETTE:

“Invisible Nature”
	2000
	75:14
	John Surman [s&bar s, bass cl, k]; Jack DeJohnette [d, el perc, p].

Live in Tampere and Berlin, 2000.

produced by Steve Lake and John Surman.

	Foday Musa  SUSO                  
	The Dream Time  [afro-music]
	1988 
	68:26
	Foday Musa  SUSO -- см. тж. с: P. Glass; H. Hancock

label: CMP
F.M.Suso: [kora (21 string African harp/ lute), dusongoni (six string Henter’s harp/ lute), nyanyery (one-stringed African violin), kalimba (thumb piano), tama (low pitch and high pitch talking drum), karinyan (metal scraper), voice]. Produced by Bill Laswell.

Foday Musa Suso, a native of Gambia, is a griot of the Mandingo people of West Africa. A virtuoso on the kora, as well as a drummer and composer, Suso is a living repository of the heritage of his tribe. Suso journeyed throughout Africa singing traditional Mandingo songs accompanied by his kora before making his way to Europe where he performed in clubs, in concert and radio and television programs in Germany, France, Sweden and Finland. He held the kora instructor chair at the Institute of African Studies at the University of Ghana from 1975 until he established a residence in the United States in 1977. Suso promptly formed a band, the Mandingo Griot Society, which to date has released three recordings of contemporary arrangements of Mandingo music. Equally at home playing traditional and modern music, Suso’s artistry has been featured in more popular contexts as well. He collaborated with keyboardist Herbie Hancock and bassist Bill Laswell in the “Junku”, appeared on Hancock’s recording “Sound System” (см.) and toured America and Japan as a special member of Hancock’s Rockit Band. Suso’s and Hancock’s subsequent duet recording, “Village Life”, is a remarkable musical statement that synthesizes ancient roots with state-of-the-art technology. Suso’s ongoing quest for new artistic challenges even found him collaborating with Philip Glass on a score “The Screens” (см.) and today he is firmly established as one of the major catalysts in the continuing evolution of World Music. This is Suso’s fourth solo recording.

	Steve  SWALLOW
	Real Book
	1993 
	49:41
	Steve  SWALLOW – см. тж. с: The JAZZ  COMPOSER’s  ORCHESRA; Carla BLEY; Eberhard  WEBER;
label: Watt

S.S. [el b], Tom Harrell [tpt, flh],  Joe Lovano (см.) [ts], Mulgrew Miller [p],  Jack  DeJohnette (см.) [d].

	Harvie  SWARTZ 
	In A Different Light
	1990 
	63:41
	label: Enja - Tiptoe, Bluemoon Series.

Harvie  SWARTZ [ac b] -- дуэты, трио и квартет с  гитаристами  Mike Stern, John Scofield, Mick Goodrick, Leni Stern, Gene Bertoncini с участием барабанщиков Winard Harper и Leon Parker. Действительно замечательный гитарный джазовый проект, все композиции потрясающе красивые.

Исполняются композиции авторов: Dietz / Swartz; Magidson / Wrubel; H.Swartz; Hamerstein / Romburg; Miles Davis; H. Swartz; M.Goodrick; Sonny Rollins; George Gershwin. It was performed without any editing or overdubbing at Current Sounds Studio, N.Y.C., 1990.
 “I’ve always wanted to do a project like this,” says Swartz of ‘In A Different Light’, “a relaxed stretched-out jazz sessions featuring musicians I highly respect and feel comfortable with. Over the years I’ve gotten to know these players and what they can really do. I wanted to show a side of their performing that doesn’t get out to the public often enough. I also wanted to show myself in a different light; this recording is unlike any I’ve ever done as a leader or as a sideman.” [...] Unlike most recordings from the 1990’s, ‘In A Different Light’ was recorded live without the use of headphones, with the musicians playing off of each other spontaneously. Its diversity is impressive but so is its unified purpose. Harvie Swartz, when asked about his future goals states simply: “To be playing music with great musicians, to keep on composing and to bring out beauty in the acoustic bass.”  There can be little doubt from ‘In A Different Light’, that he is acheiving his goals.

	The SWINGLE SINGERS
	Place Vendome
	1966
	37:21
	Modern Jazz Quartet and the Swingle Singers.

All tracks newly remixed digitally from the original tapes under the personal supervision of John Lewis on October 2, 1988 at Phonogram Studio in Tokyo. Mixing engineer: Kiyoshi Tokiwa.

John Lewis [p]; Milt ‘Bags’ Jackson [vib]; Pearcy Heath [b]; Connie Kay [d]; The Swingle Singers.

	The SWINGLE SINGERS
	Folk Song Collection                (Around The World – An A Capella Song Collection)
	1991
	61:51
	label: Virgin Classics (London)

	The SWINGLE SINGERS
	A Capella Amadeus                  (A Mozart Celebration)
	1991
	53:24
	

	SWING  CATS
	
	1999
	49:15
	neo-swing 

label: Victor (Japan)

Swing Cats: Lee Rocker [b]; Danny B Harvey [g]; Slim Jim Phantom [d]. Featuring guest musicians: Chris Mostert [sax]; Mark Ritter [p, vibes]; vocals: Jamie James, Tim Polecat, Claudia Cummings.

Исполняются композиции от таких авторов, как Carl Perkins, Louis Jordan, Dale Hawkins и Hank Williams, до джазовых Benny Goodman, Charlie Christian и Gershwin.

Изящные ретро-стилизации. По количеству вложенных дизайнерских мыслей и тонкому юмору можно смело рекомендовать как "музыку для музыкантов", в ряду прочей продукции этого рода (по-существу, относящейся к направлению рокабилли).

	SWING  DANCE ORCHESTRA
	Here We Go
	2000
	53:44
	Превосходный ретро-экскурс с составом: [voc (fem)]; [tp]; [cl, fl, as]; [ts]; [p, v (male), ldr]; [g]; [b]; [d].

1. Swingin' the Blues (Basie) 3:14 

2. Hallelujah (Youmans) 4:04 

3. Slumber little Laura (Hermlin-Leder) 2:53 

4. I come from a musical family (Armstrong) 2:21 

5. Careless (Quadling-Howard-Jurgens) 2:59 

6. Swing in b-flat (Hermlin-Leder) 2:12

7. Tuxedo Junction (Hawkins-Johnson) 4:41

8. A littte bit later on (Levinson-Nieburg) 2:36

9. Avalon (Jolson-Rose) 2:06 

10. That ol' devil called love (Fisher-Roberts) 3:20 

11. The way you look tonight (Kern-Fields) 3:03 

12. It must be jelly (Williams-Mac Gregor) 2:40 

13. I saw you from the far (Hermlin-Leder) 2:59 

14. Rhythm of Chinatown (Schelenz) 2:21 

15. The man I love (Gershwin) 3:40

16. Marie (Berlin) 2:37

17. Here we go (Hermlin-Leder) 2:51

18. Goody, Goody (Malneck-Mercer) 2:27

	Gabor  SZABO
	"Gypsy’66" / "Belsta River"
	
	74:55
	G.S. - см. тж. с: Santana

LP  -> CD
GYPSY '66  (label: Impuls):
1. YESTERDAY

2. THE LAST ONE TO BE LOVED

3. THE ECHO OF LOVE

4. GYPSY '66

5. FLEA MARKET

6. WALK ON BY

7. IF I TELL

8. GYPSY JAM

9. I'AM ALL SMILES

Gabor Szabo [g]; Gary McFarland [marimba]; Barry Galbraith / Sam Brown [g]; Sadao Watanabe [fl]; Al Stinson / Richard Davis [b]; Grady Tate [d]; Willie Rodriguez / Francisco Pozo [perc].

BELSTA RIVER, 1978 (label: Four Leaf Records):

1. 24 CARAT

2. DJANGO

3. FIRST TUNE IN THE MORNING

4. STORMY

Gabor Szabo [g]; Janne Schaffer [g]; Wlodek Gulkowski [p, el p, moog]; Pekka Pohjola [b]; Malando Gassama [congas, perc]; Peter Sundell [d].

	Tibor SZEMZO
	The Other Shore
	1999
	55:47
	avant-garde

label: Leo Records / Bahia Music   http://www.atlas.co.uk/leorecords/ 

http://www.bahia.hu
1. The Other Shore (1997, rec. 1997) – for human voices and small ensemble

2. Symultan (1955/56, rec. 1996) – for human voices and different sounds

3. Gull (1992) – choral variation for string quartet and tabla

All music composed by Tibor Szemzo

Performed by The Gordian Knot Company (w/Szemzo) / Moyzes Quartet / Szalai

тексты – на  вкладке

	Tibor SZEMZO
	Tractatus
	2000
	69:35
	label: Leo Records / Bahia Music   http://www.atlas.co.uk/leorecords/ 

http://www.bahia.hu 

All music composed and played by Tibor Szemzo. Rec. 1995.

The text and piano fragments are taken from "Tractatus Logico-Philosiphicus" and "Vermischte Bemerkungen" by Ludwig Wittgenstein. Composed in 1992 by Peter Forgacs and Tibor Szemzo.

1. No cry of torment can be greather than the cry of one man.

Or again, no torment can be greaiher than what a single human being may suffer.

A man is capable of infinite torment therefore, and so too he can stand in need of infinite help.

How hard I find it to see what is right in front of my eyes! 
2. The object is simple.

Only a very unhappy man has the right to pity someone else.

3. What is thinkable is also possible. 

(I) just took some apples out of a paper bag where they had been lying for a long time. I had to cut half off many of them and throw it away. Afterwards, when I was copying out a sentence I had written, the second half of which was bad. I at once saw it as a half-rotten apple. And that's how it always is with me. Everything that comes my way becomes a picture for me of what I am thinking about at the time. (Is there something feminine about this way of thinking?) 

4. The light work sheds is a beautiful light, which, however, only shines with real beauty if it is illuminated by yet another light. 

5. The world and life are one

I am my world. (The microcosm.)

Everything we see could also be otherwise.

Everything we can describe at all could also be otherwise.

6. That the sun will rise to-morrow, is an hypothesis;

Not how the world is, is the mystical,...

If a question can be put at all, then it can also be answered.

There is indeed the inexpressible.

This shows itself;

it is the mystical.

7. When I came home I expected a surprise and there was no surprise for me, so, of course, I was surprised.

A confession has to be a part of your new life.

Whereof one cannot speak, thereof one must be silent.

Duration of this recording is 30 minutes and 33 seconds. Our original plan was to have another long piece on this CD, but having listen to the final mix of Tractatus is became obvious to us that this piece of music is totally unique. It should stand on its own.

	(Tibor SZEMZO)
	THE GORDIAN KNOT:

"Sunset On Left"
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