	LA 1919
	Jouer, Spielen, To Play
	1994
	46:26
	label: Materiali Sonori (Warner Music Italia)

Chris Cutler (см.) [d, found objects]; Charles Hayward [v, k, d]; Luciano Margorani [g, b]; Piero Chianura [sampler, synth]; Roberto Zorzi [g, zorzerie ®].

   Improvisation is the key to the music of La 1919. This work is a spontaneous collective composition which crosses complex musical pathways. With fusion as its backdrop, the more radical strains of rock and jazz allow complete artistic expression, and create endlessly evolving and expanding atmospheres. During this live journey into their boundless, innovative instrumental music, we discover the guitar of Roberto Zorzi and the solid drumming of Chris Cutler (Henry Cow, Gong, Cassiber) and Charles Hayward (This Heat, Camberwell Now, Keep The Dog). This is a union which revives early European progressive music in a new and very original expressive context.

   Improvisation: a mysterious thing. Many of the musi​cians whom we acknowledge today as among the most significant for their written compositions were at least as famous in their own time for their ability to improvise: but since neither in Bach's time nor that of Mozart or Beethoven, orListz did tape recorders exist, musical research has concentrated upon documented music, and so a great deal of what occupied these composers -- and the relationship between improvisa​tion an dwritten work -- remains relatively obscure. Dismissed from serious music, from the core of its history and its theory, improvisation has been transfered automatically to ethnic music, African in particu​lar, and consequently, to jazz and music derived from it: so that among the nonsense going around on the differences between serious European music and Afro-American music the most common assertion (and the most idiotic) is precisely that which classifies the second as based on improvisation, and the first as only accepting improvisation in limited avant-garde situa​tions.

It is easy to find out why such a blatantly groundless statement has gained so much credence: it works perfectly as much for the ideology of serious compo​sition as a totally structured process as for that of popular music as a thing devoid of internal logic, and theerefore fully satisfies both the serious critic unable to tear himself away from the score and his creative formule and the pop critic terrorized by the idea that a song can contain more than his habitual lazy appro​ach can lead him to discover.

 Obviously many forms of improvisation exist, related to different parameters, models and traditions. But some are very near to composition, and without ac​tually identifying them it is still possible to state that in many cases it is the same process at base, which manifests itself in different spatial, sound and time dimensions. Whoever defined his own ad-libbing as instant composition no doubt had this relationship in mind.

At the beginning of the last decade, after the tide of punk (and disco music) had washed away the greater part of what progressive rock -- for better or for worse -- had put together in the seventies, many musicians in some way connected with that experience decided to accept the criticism implicit in punk. Once the large forms had been discarded (twenty to thirty minute pieces), groups reduced, virtuosity or individual or group self-gratification restrained, they went back to writing songs. But they could not, of course, throw overboard their memory, nor resign themselves to more conventional forms. Some of these musicians, decided then to approach the song form by making use of collective instant compositions, mainly based on what the recording studio has to offer. Others, less worried about form, devoted themselves to making it unrecognizable by an increasing extensi​ve and unusuaf use of electronic intruments, someti​mes travelling over the same terrain again as the so-called psychedelic period of the Beatles (characteri​zed, as recent documents testify, much more by inces​sant experimentation in sound and a heavy daily routine in the recording studio than the mythical influences of LSD).

La 1919 is a group formed by musicians unquestiona​bly younger than those who recreated from a fresh starting point the progressive rock of the eighties, certainly a temporary label (while we wait for a less dated one) for a genre that has in any case a quite deary defined outline; nevertheless it is unarguably in tune with those musicians, confirmed by Henry Kai​ser's involvement in the recording of the first LP (with a novel transoceanic traffic of four-track tapes), by tributes to Fred Frith, by the very release on the prestigious Recommended Records, and finally, by the direct partecipation of Charles Hayward and Chris Cutler in the concerts of the group, an extract of which is featured on this CD. La 1919 compose their pieces by improvising in the studio, and live. The rock matrix is quite evident. Despite this, La 1919 has very few ties with what one is in the habit of calling Italian rock. Beyond the musical values, which are clear, there is a lack of that subcultural superstructure (the play on words is inten​tional) which makes many exponents of national rock into characters worthy of the Italian writer Calvino: inexistent knights held together by the collective will (of the young, journalists or also organisers) so that something like an Italian rock really exists. In this case, it would seem, instead, that what is more important the desire to make music, to play (in the sense of jouer, spielen): which, inevitably, makes all the difference.

	LA 1919
	Giorni Felici
	1997
	43:26
	label: Materiali Sonori (Warner Music Italia)

Henry Kaiser (см.) [Synclavier, g]; Luciano Margoriani [samplers, g]; Piero Chianura [samplers, g]; John Oswald (см.) [a s]; Fausto Rossi [v].

  Free music, unstoppable. Electronic, improvisational, minimalist, inspiring and moving. Essential. At the crossroads of the experience that unites so many kinds of contemporary music. Unforeseen and unpredictable music. Like life...

  «A storm towards the sunset // Rain from the sky and uniforms at my door // Suddenly, in their hands // My life is worth nothing. // Like a dream, blinding light, almighty. // Men I do not know, like wet rags. // If I close my eyes I can see places distant in time, // Colourless, // So I ask to be set free.»

	Kalle  LAAR  &  Takashi KAZAMAKI
	Return To Street Level
	1990
	64:28
	label: Ear-Rational (Berlin)

Produced by Elliot Sharp.

Elliott Sharp (см.) [hawaiian g, b cl, v]; Takashi Kazamaki [perc];  Kalle Laar [g, k]; Tom Cora (см.) [cello]; Christian Marclay (см. в ‘Alternative’) [tt]; Nick Didkovsky (см. Dr. NERVE) [g]; Paul Hoskin [contrabass clarinet]. 

	Kalle  LAAR  &  Takashi KAZAMAKI
	Moving
	1996
	64:00
	free impro
label: Konnex (Berlin)

Kalle Laar [g]; Takashi Kazamaki [perc]; Kazutoki Umezu (см.) [reeds]; Samm Bennett (см. в ‘Alternative’) [perc].

	Didier LABBÉ Quartet
	Alcāntara
	1999
	65:53
	jazz-kabaret-klezmer

label: Mosaic Music Distribution (France)

http://perso.club-internet.fr/d_labbe/accueil.htm 
Didier Labbe [composition, s, fl]; Didier Dulieux [accordion]; Laurent Guitton [tuba]; Eric Boccalini [d, perc].

A la croisée du jazz et des musiques méditerranéennes, ce quartet semble éclore d'un cabaret-cirque baroque.
Французы исполняют балканскую музыку? И очень мило: со своей лёгкой и шипучей эмоциональностью. Как шампанское.

Весёлый квартет с уличным составом арранжировал народные танцевальные мелодии так, что они стали похожи на klezmer (а может, это он и есть?)

	Steve LACY
	"Scratching The Seventies" / "Dreams"

[3 CD]
	
	75:10 56:05 64:04
	Steve LACY – см. тж. c: Cecil  TAYLOR; KIMUS #5; Masahiko TOGASHI; GLOBE  UNITY  SPECIAL; The JAZZ  COMPOSER’s  ORCHESRA; AREA; Ran  BLAKE; Mal WALDRON; Brion GYSIN;

S.L. -- постоянный победитель “DownBeat readers/critics poll winners” в категории: Soprano Saxophone

Readers Poll Winners (JAZZIZ): Soprano Saxophone 1996
Retrouvez la musique de Steve Lacy sur Internet http://www.imaginet.fr/~senators 

label: Saravah (France), mastered 1996

Edition originale et reedition produites par Pierre Barouh

CD1: 

LAPIS (1971) Lacy solo [s s, perc, bandes].

SCRAPS (1974) Lacy [s s, petites cloches]; Steve Potts (см. тж. с: Mukta) [a/s/t s]; Michael Smith [p, organette]; Irene Aebi [violoncelle, v]; Kent Carter [b, violoncelle]; Kenneth Tyler [perc, flute].

CD 2: 

DREAMS (1975) Lacy [s s]; Steve Potts [a/s s]; Derek Bailey (см.) [g]; Irene Aebi [violoncelle, v]; Kent Carter [b]; Jean-Jacques Avenel [b]; Kenneth Tyler [d].

ROBA part 1 (1969) Lacy [s s, sopranino, divers]; Enrico Rava [tp]; Irene Aebi [violoncelle]; Claudio Volonte [cl]; Italo Toni [trb]; Carlo Colnaghi [d].

CD 3: 

THE OWL (1977) Lacy [s s]; Steve Potts [a/s s]; Irene Aebi [violon, violoncelle, v]; Kent Carter [b, violoncelle]; Oliver Johnson [d]; Takashi Kako [p]; Jean-Jacques Avenel [cora, cheng, autoharp]; + Lawrence Butch Morris [cornet].

ROBA part 2  - the same date and personnel as part 1

The 3xCD reissue is called DREAMS - SCRATCHING THE SEVENTIES, and contains ROBA, LAPIS, SCRAPS, DREAMS, and THE OWL.

037 - LAPIS: Steve Lacy

      1. Three Pieces From Tao: Existence, The Way, Life On Its Way  (Lacy)

      2. The Highway    (Lacy)

      3. The Cryptosphere   (Lacy)

      4. Lapis     (Lacy)

      5. The Precipitation Suite: A Draft, Cloudy, Rain  (Lacy)

      6. Paris Rip-Off   (Lacy) 

Recorded at Studio Saravah, Paris on September 9 and 10, 1971

Steve Lacy: soprano.

edited: 

???? - Saravah (France), 10031 (LP)

1975 - Saravah/Nippon Columbia (Japan), YQ-7014-SH (LP)

1997 - Saravah (France), 2082 (3xCD)

047 - SCRAPS: Steve Lacy Sextet

      1. Ladies     (Lacy)                   9:05

      2. Obituary      (Lacy)                   1:05

      3. Scraps   (Lacy)                   7:15

      4. Name     (Lacy)                   4:45

      5. Torments    (Lacy)                   5:30

      6. Pearl St.   (Lacy)                   3:45

      7. The Wire  (Lacy)                   5:15

Recorded in Paris on February 18-21, 1974

Steve Lacy: soprano, small bells; Steve Potts: alto, soprano, tenor; Michael Smith: piano, organette; Irene Aebi: cello, voice; Kent Carter: bass, cello; Kenny Tyler: percussion, flute.

edited:

???? - Saravah (France), SH 10049 (LP)

1997 - Saravah (France), 2082 (3xCD)

059 - DREAMS: Steve Lacy

      1/ The Uh Uh Uh   (Lacy)         7:20

      2/ Dreams    (Lacy, Gysin)      4:05

      3/ The Oil     (Lacy)         9:10

      4/ The Wane   (Lacy)        10:00

      5/ Crops     (Lacy)         7:00

Recorded at Saravah Studios, Paris on May 12/15, 1975

Steve Lacy: soprano; Steve Potts: alto, soprano; Irene Aebi: cello, vocals; Kent Carter: bass; Kenneth Tyler: drums; Derek Bailey: guitar; Jean-Jacques Avenel: bass; Jack Treese (2,5): guitar; Boulou Ferre (2,5): guitar.

edited:

???? - Saravah (France), SH 10058 (LP)

1997 - Saravah (France), 2082 (3xCD)

029 - ROBA: Steve Lacy Gang

      1/ Roba (parts 1 & 2)       41:23

Recorded at the Galerie L'Attico, Rome on June 15, 1969

Steve Lacy: soprano, sopranino; Enrico Rava: trumpet; Claudio Volonte: clarinet; Italo Toni: trombone; Irene Aebi: cello; Carlo Colnaghi: drums.

edited:

???? - Saravah (France), SH 10 026 (LP)

1997 - Saravah (France), 2082 (3xCD)

081 - THE OWL: Steve Lacy & Company

      1/ Somebody Special  (Lacy, Gysin)  6:47

      2/ Blinks  (Lacy)                   7:22

      3/ The Owl  (Lacy)                   5:31

      Touchstones:   (Lacy)

        4/ Wish   5:57

        5/ Spell    3:44

        6/ Lesson   8:10

      7/ Notre Vie  (Lacy)                 4:37

Recorded in Paris in April 1977

Steve Lacy: soprano; Steve Potts: alto, soprano; Irene Aebi: vocals, violin, cello; Kent Carter: bass, cello; Oliver Johnson: drums; Takashi Kako: piano; Jean-Jacques Avenel (4): kora, cheng, autoharp; Lawrence Butch Morris (4,5): cornet.

edited:

???? - Saravah (France), SHL 1088 (LP)

1997 - Saravah (France), 2082 (3xCD)

	Steve LACY
	Songs
	1990 
	63:39
	label:  hat ART

rec. 1981

S. L. [s s]; Steve Potts [a&s s]; Bobby Few [p]; Irene Aebi [v, violin]; Jean-Jaques Avenel [b]; Oliver Johnson [d]; Brion Gysin [v].

Doubtless, Steve Lacy is one of contemporary music's most prolific practitioners -- and cer​tainly one of the most recorded. But even within a catalogue as bulging and as variegated as his, this sequence of 'Songs' is a sin​gular experience. Not solely be​cause of the use of texts; Lacy has set -- sometimes sensitively and sometimes richly expressionistically — many poems to music, among them verses by American, Italian, Russian, and even ancient Chinese poets. And not because of the quality of the music alone (in fact, Lacy's been quoted as saying that all of his music, instrumental or otherwise, aspires to song). 

No, this particular program is special because of the nature of the collaboration between Lacy and the late Brion Gysin, a sin​gular -- if ridiculously multiface​ted -- artist. A legendary figure among painting, poetry, and mysticism aficionados, Gysin could be considered neglected -- if his work were known at all. What reputation he has is the result of cult fanaticism, hear​say, and inference. Part of the problem resides in the shadowy circumstances of Gysin's life and work (the two are inextricably woven). Hard facts are tough to find, difficult to glean. Born in England in 1916, he was raised in the U.S., schooled at the Sorbonne in Paris. Lived at various times in North Africa, Greece, France, London; studied mythology, spirituality, callygraphy, in addition to more acceptible courses. By 1935 he was acknowledged as an impor​tant painter, aligned with the Surrealists -- he exhibited along​side no less than Arp, Picasso, DeChirico, Dali, Duchamp, Max Ernst, Magritte, Miro and Man Ray. But he was „expelled" from the movement by Andre Breton for conduct unbecoming a Surrealist; understandable, as Gysin's insatiably exploratory, free-spirited work was the anti​thesis of any doctrine (even one as nonsensical as the Surrealists').

In 1940, Gysin was back in the States working on Broadway musicals. During the '50s, he popped up in Morocco, absor​bing the area's aura and attitu​des as well as exploring the land's extremes (geography, drugs, sex, music, and magic) with Paul Bowles. (He later was to serve as guide to, separately, Brian Jones and Ornette Coleman, in their discovery of Jajoukan music. [см. в разделе ‘Asia’: Brian JONES]). After Morocco came England, and a celebrated -- if still misunderstood and unap​preciated -- working relationship with William Burroughs. Bur​roughs, of course, has long cre​dited Gysin with the invention of the „cutup" method of wri​ting. This technique may have had its roots in the Surrealism and Dada of Gysin's youth; poe​tic incoherence, visual collage, and film montage. But it acted as a substantial breakthrough to new realms of subconscious communication. Burroughs took these methods on the extrava​gant, hallucinogenic heights, while Gysin give them up for further verbal experiments, in​cluding tape manipulation, phantom voices, and the inve​stigation of unknown tongues. His interest in a „poesie sonore" eventually led him to Lacy -- or Lacy to him. Their unique colla​boration is not surprising when one considers Gysin's poetic creed: „Who told poets they could think? Poets are made to sing and make words sing. They're not there for anything else. I don't want to hear a philosophical statement or a political statement from a poet. I want to hear a little music, maybe . . . at most." 

The first recorded evidence of their collaboration can be heard on 1978's 'The Dream' (Saravah Records); this title tune was reprised on hat Hut's 'The Way' from a Swiss concert the next year, and acts as a pre​lude to this program of 'Songs'. (Lacy's arrangement of 'Dreams' is a hint of things to come, with disembodied melodies hovering around each other like unattached spirits.) 

„I can tell you nothing you do not know, I can show you nothing you have not seen." Gysin's poetry of this period (primarily the '70s, though so​me date back to '59 and one a decade earlier) is painfully direct. His use of simple (some​times simple-minded) cliches and usual limitation to onesyllable words cut to the heart of the matter at hand -- there's no poetic camouflage here -- and given their insistent rhythm and frequent repetition, the effect is almost mantra-like, though with subtle variations, distinctions, colors and textures. The repeti​tion and rhythm is perfect for Lacy's own handcarved rhyth​mic and melodic eccentricities.

Lacy's achievement here is more than a canny welding of words and notes; with no con​cession to ,,expressivity," he has nonetheless succeeded in finding chilling areas of synchronicity. Gysin's poems are flip and slapstick, but wield a satiric blade to puncture con​ventions and pretensions;

Lacy's music is tongue-in-check (and in-groove) were neces​sary, otherwise whispering the words' most intimate secrets behind their back.

Examples. The stark, biting, two-soprano opening of No​where Street reflects the pain of anxiety and despair (read the lyrics carefully and you'll find the gist of the equally depres​sing but money-making Heart​break Hotel). Irene Aebi's vio​lin solo epitomizes alienation amid the ensemble ,,dis-integration," as Lacy and the others deftly paint a frightening arid landscape inhabited by individuals (melodies) which wander aimlessly -- their horror is the lack of not so much communica​tion as basic human interaction. And Aebi, an often maligned, misunderstood vocalist, here (and on the love-dirge Some​body Special) resembles the incomparable Lotte Lenya;

Lacy's wryness and apparent cool distancing is akin to Kurt Weill's satiric instrumental tone of voice, too.

The total pessimism of No​where Street stands in ironic contrast to the unfulfilled desire of Somebody Special; Aebi's un​provoked shift in registers underscores the anxiety, and Lacy's anti-romanticism (or at least its most blatant manifesta​tions) paints her in garish Ger​man Expressionistic makeup, while Bobby Few's swirling piano arpeggiations and the floating sax/violin unisons emphasize a dream-like unrea​lity. Gysin's harsh personal rea​lity confronts us demandingly in Luvzya, an uncommon carica​ture of the blues. An obsessive, child-like reliance on sing-song rhyme his rap seem sponta​neous, while its labyrinthine maze of moods proves it's int​ricately plotted. Gysin's Dadaist wedding of incongruity (if not outright absurdity) and vulne​rability leads to a fervent -- exhausting -- disclosure of usually hidden emotions, from devotion to disgust. Even the deceptively mannered, prede​termined Permutations flaunt their insistency and Gertrude Stein-ish abstraction to become Platonic epigrams which alter their meaning with every twist. They're tailormade for Lacy's constructions. (Blue Baboon, but the way, is the ultimate ,,moon-June" parody.)

Throughout these remar​kable Songs, the music is inse​parable from the words. Extra-musical echoes may occur -- for example, the melismatic win​ding of themes in Gay Paree Bop and Somebody Special may suggest Gysin's Moroccan excursions. Or they may not. It doesn't matter. What matters is their emotional resonance and unity of feeling, as urgent as Schubert transported to an age of anxiety.

-- Art Lange, December 1989

	Steve LACY
	The Flame
	1982 
	43:44
	label: Soul Note

Steve Lacy [ss], Bobby Few [p], Dennis Charles [d].

 Steve Lacy, who is too strongly individualistic to fit into any neat category, once said: “Jazz is a very young art and not too much is known about it yet. You have to trust yourself and go your own way.”  He said that a long time ago, and he has always been true to that self-command. It started with his choice with instrument. The soprano saxophone is exceptionally difficult to master, and there have been only a few authoritative players on that horn in jazz history. And no one since Sidney Bechet has made the soprano as flexible and multicolored as has Steve Lacy. Wherever he was, Lacy’s music kept changing and growing. As he points out, “Whatever is going on in life is also going on in the music... Everything can be viewed critically, politically, musically. Everything contains everything.” And when the musician-composer is as far-ranging in his interests and imagination as Lacy is, the ‘everything’ can be remarkably, absorbingly, diversified. [...] What strikes me as most immediately powerful about Lacy’s playing is his total authority, his presence. There is neither the slightest tentativeness in his ideas nor in their  implementation. And there is none of the self-conscious virtuosity that tries to hide an emptiness of imagination. There is also Lacy’s command of what could be called the narrative line. He is continually building cohesive, coherent structures and textures so that, in retrospect the improvising sounds as if it had been fore-ordained.

  Bobby Few is an aptly strong, personal pianist; and Dennis Charles, one of the authentic masters of jazz subtleties, brings back memories of his work with Cecil Taylor and Gil Evans in the 1950’s. I still vividly remember hearing him for the first and marveling at his unobtrusive originality. Charles is even more of a master of the mysteries of time, space, and color now.

  The key illuminator here, however, is Steve lacy. He has indeed gone his own way, and the odyssey is far from over. And it will never be easy. As Lacy says, “Coltrane used to start from zero every day. It’s a matter of life and death. If you don’t do it, you’re dead.”  Yet, as formidable as this daily struggle must be, what strikes me about Steve — on the occasional times I see him when he’s back in New York — is how young he has remained. And that comes, I expect, from his continually surprising himself every day. — Nat Hentoff

	Steve LACY
	The Amiens Concert
	1987
	46:46
	Label: Harmonia Mundi

Steve LACY, Eric WATSON, John LINDBERG

	Steve LACY
	Gil EVANS & Steve LACY:

"Paris Blues"
	1988
	60:07
	label: Owl

rec. Nov. 30 – Dec. 1, 1987

Gil Evans (см.) [p, el p]; Steve Lacy [s s].

1. Reincarnation of A Love Bird

2. Paris Blues

3. Esteem

4. Orange Was the Colour of Her Dress

5. Good Bye, Pork Pie Hat

6. Jelly Roll

7. Esteem

	Steve LACY
	The Window
	1988 
	48:49
	label: Soul Note

Steve Lacy [ss], Jean-Jacques Avenel [b], Oliver Johnson [d].

  There is a purity and lyrical grace reached only by the road of experience. Never mind treatises, and never mind a rehash of his curriculum vitae. Steve Lacy has got his credentials (buy another of his more than sixty records to read about them). What you hear is experience. Here is a player who keeps his curiosity always fresh in his music and he’s been playing all his life. This album, ‘The Window’, is about light. Travelling light as a trio but also illuminations. From the teachers and players he has known Lacy forges his own light. His tunes are like little jewels triggering reflections, or refractions, while they spin in your hand. They stick to your thoughts and light the way home, like that window at the end of the path. Experience is also what gives such a deep equilibrium to the playing of this trio. Oliver Johnson and J.-J. Avenel have a long tenure with Lacy’s music as regular members of his sextet. This is their first album as a trio, and the sureness of their intuition can’t be faked. They are used to playing as six, so the trio is a crystalized form of the regular band. It’s a showcase, Lacy says, for the band as well as the tunes. A breadth of vision, a certain spaciousness, characterizes Lacy’s music. One could say he has become thoroughly international after more than twenty years living abroad, but it is not simply a question of borders. The improvisor’s art consists in making space where before there was none, in drawing a window where you didn’t even know was a house. As if he has taken the freedoms of the 1960s and compressed them into every quirky tune he writes, in fact mostly they are songs, Lacy’s simple sructures allow him to go way outside. And just when you think the musicians may have lost you there goes the tune again. [...] You cannot help but look in at the window. And there, if you keep looking, you will find the flame.

	Steve LACY
	Rushes

(10 songs from Russia)
	1990
	54:36
	label: New Sound Planet / Innovo (Italy)

Steve Lacy [s s]; Irene Aebi [v]; Frederic Rzewski [p]. 

Rec. 1989.

1.
I KNOW THE TRUTH (Marina Tsvetayeva)
6:10

2.
SONG OF THE WOODS (Osip Mandelstam)
6:20

3.
THE CUCKOO (Anna Akhmatova)
3:26

4.
THE WHISPER (Osip Mandelstam)
5:35

5.
THE SMILE (Anna Akhmatova)
7:32

6.
SKETCH (Osip Mandelstam)
5:05

7.
SWIMMING (Anna Akhmatova)
5:48

8.
PRISON SONG (Osip Mandelstam)
7:26

9.
THE GRAVE (Anna Akhmatova)
4:12

10.
SEQUEL (Osip Mandelstam)
2:59

Real Jazz is «dissident» music. In Russia, poetry can be fatal. Of these three poets; three of the famous «we are four» (omitting only Pasternak), just one, Akhmatova, lived a full life. But what a life! Of fame, honor, betrayal, persecution, deprivation, neglect, and eventual partial restitution, after much misery.

Mandelstam offended Stalin, and was crushed like an insect, after havins brought forth a carefully preserved, full life's work, of timeless literature.

Tsvetayeva, another genius, carried on as long as she could, but killed herself before she was 50.

Many of these texts are not yet available in Russia, except in oral, or «Samizdat» form. Even in the West, these poets' works are too little known. One reason for setting these words to music, is to make them better known (Set-Sung-Heard-Learned).

The Russian language is already music, especially when made into rhyming or lyrical struc​tures. My job was to fashion and fix these strophes and images, without betraying their spirit, into jazz art-songs; which can be repeated and played with, for emphasis.

Each song has an introduction, which contains the material for the improvisation. This «research» music, new every time, is the elaboration, dialogue, meditation, commentary, on the nature of the text, and provides the necessary relief, to the form. The songs are deta​chable, but form a unity.

The order of the poems, makes a Garland: ABCBCBCBCB. The progression of themes follows another structure, some of the principal states of the russian soul: truth, nature, innocence, conspiracy, passion, design, suffering, betrayal, death, redemption.

Elias Canetti said: «music takes the sting out of the words», the power of these words is such, that the bite remains, especially when one knows something of the historical con​text, and the individual circumstances involved, in the struggle to survive, and the price that was paid for these verses to have been preserved, and eventually, find their place in the hearts and minds of their listeners.

«The words inform; the music gives wings».

Steve Lacy (November, 1988)

STEVE LACY needs no introduction in jazz circles. The New York born and Paris based per​former has been a major figure in jazz since the mid-Fifties, recognized for his personal sound and making the soprano saxophone an integral part of the frontiers of jazz music's creative dimensions while maintaining its links to the traditions and to the founding fathers of this art form, Mr. Lacy's inspirations and associations flow from Ellington to Monk, Cecil Taylor and Gil Evans. He has performed with many of the important figures of his time. His own composing is prolific and includes over 150 songs on texts by, among others, Brion Gysin, William Burroughs, Samuel Beckett, Guillaume Apollinaire, Paul Eluard, George Braque, Francis Picabia, texts from the Tao and, of course, by the above poets.

IRENE AEBI'S association with Mr. Lacy dates back to the '60s when both lived in Rome. Their artistic relationship has endured and grown to this day. Many of Mr. Lacy's composi​tions have been especially created for Mrs. Aebi's voice.

FREDERIC RZEWSKI first met Steve Lacy and Irene Aebi in the Rome period at the time when he was co-founding the experimental working on the improvisational new music ensem​ble, Musica Elettronica Viva, A gifted composer, Mr. RZEWSKI is noted for blending jazz and classical styles (improvisation with written scores) with a committment to social and politi​cal change reflected in such landmark compositions as «Coming Together/Attica» and «The People United Will Never Be Defeated».

	Steve LACY
	Morning Joy
	1990 
	68:33
	label: hat ART

Steve Lacy [s s]; Steve Potts [a&s s]; Jean-Jaques Avenel [b]; Oliver Johnson [d].  

Recorded live 1986. Compositions by T. Monk, S. Lacy.

   I don’t want to belabor this point — I’ve belabored it elsewhere — I consider Steve Lacy is the one of the half-dozen greatest living jazz musician. Okay — I just wanted to get that on the table at the outset. [...]

  “For me this recording has this atmosphere the old broadcasts of Charlie Parker have,” wrote Werner Uehlinger to me in a letter, and I, and Steve Lacy, agree. The four memebers of the Quartet get a chance to stretch out and you can feel the club’s energy clearly in the recording — it’s a good night at the Sunset. Like the music of any great artist, the compositions of Lacy display a prismatic quality — shine a light on them one way and they glow  quite differently than if you shine a light on them another way. [...] Lacy’s writing, like his soprano saxophone playing, is unique — you cannot mistake it for the work of anyone else, and that, in 1986, is such a rare quality in jazz that it is cause for selebration.

  Basically, Lacy, who decided fairly early on that, despite the odds, he was going to stick adamantly to the soprano sax, went from playing New Orleans-style jazz to playing the music of Cecil Taylor without passing the GO! of swing and bebop. Sometime after his envolvement with Cecil Taylor, Steve Lacy began his lasting interest in the music of Thelonious Monk, an interest that reached its twin peaks when Lacy worked with Monk and, shortly thereafter, founded a quartet that only played Monk’s music. “I bugged him,” Lacy told me a couple of years ago when I asked him how he ended up in the unlikely position as a member of Monk’s ensemble. “I just went around bugging him. I said, ‘Hey, remember me. Steven.’ After awhile he said, ‘Hey, I remember you know — how many people like you do you think I know?’ So I made a record of his tunes and I gave it to him and he seemed to like it. Well, after awhile, I bugged him so much he gave me a job.”  I then asked whether Monk’s music gave him much trouble at the time. “Terrible trouble,” said Lacy. “It was very difficult. It was also way beyond me at the time. It was worrying about it too much and I found it very hard to stick to the point, and I’d get all hung up in useless complexity. But he helped me out a lot — he told me to simplify my stuff and keep to the point and make the drummer sound good. He told me a lot of simple things that were very hard for me at the time, but now I got the message, I think.”  Lacy is still Monk’s finest interpreter. But the connection runs much, much deeper than that. Steve Lacy’s compositions share a great deal with Monk’s compositions — they are imbued with the same complex simplicity, similar angularities and wit. They are almost three-dimensional, yet they are as basic as nursery rhymes. To hear this set — two Monks, four Lacys — is to hear a classic case of the jazz continuum — the way a great artist like Lacy has subsumed the music of a great artist like Monk.

   Mr. Potts, Mr. Avenel, and Mr. Johnson are on fire here — they play with passion, virtuosity, and brains. Steve Potts — whose teaming with Lacy is one of the great cases of two reeds playing foil for each other in jazz history — is majestic here. It’s easy to tell the horn players apart — Potts is a more emotional player and his tone much harder than Lacy’s; Lacy’s tone is dry and his solos are precise, he carefully toys around with little phrases whereas Potts builds for the climax. The rhythm team here is beyond praise. J.-J. Avenel has that deep, masculine tone that American bassists have unfortunately made rare, and he’s a witty and intelligent soloist. And Oliver Johnson provides a  bubblingly fierce rhythmic underpinning — he carries the band on his percussive shoulders.

  In this era of homogenization — of jazz players who are filled with technique but have gotten their sound from textbooks — there is not enough attention that can be focused on an uncompromising jazz individual like Steve Lacy. ‘Morning Joy’ is yet another distinguished addition to a substantial and important body of work.

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

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

rec. 1987

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

1. Dutch Masters (Lacy)

2. Off Minor (Monk)

3. Reef (Mengelberg)

4. Kneebus (Mengelberg)

5. Hornin' In (Monk)

6. Utah (Lacy)

Biography

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

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

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

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

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

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

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

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

	Steve LACY
	Live At Sweet Basil
	1992
	70:01
	label: Novus

digitally recorded in 1991.

Steve Lacy [ss], Steve Potts [ss, as], Irene Aebi [voice,violin], Bobby Few [p], Jean-Jacques Avenel [b], John Betsch [d].

  The Sextet has a sound. Like precious few groups working today — The Modern Jazz Quartet, the Art Ensemble of Chicago, The World Saxophone Quartet — Lacy’s Sextet speaks as one voice; an aggregation whose compositions and manner of playing them are distinct and original. The Sextet features some of the strongest players in jazz today, but that often comes as a secondary revelation. What we immediately respond to is a band whose instrumentation, stylistic references and improvisational daring lie outside the norm yet are instantly compelling. Lacy has always stood apart, in both his choice of instrument and vision what jazz can be. The generic conformity that threatens to smother the contemporary jazz scene is alien to him. Versatility is the Sextet’s trademark; a typical set will routinely cover structured and free improvisation, art songs, the blues, and extended instrumental workouts. This isn’t rampant eclecticism for fashionable ends; Lacy’s concern for form unites disparate sources until they become a signature sound. While being fully aware of history, the Lacy Sextet has stylistic connections only to itself.

  The relationship between European aesthetics and American jazz continues to be fraught with suspicion. Outside influences are given close scrutiny by the practitioners and listeners of America’s musical child, but what’s generally been deemed fit for inclusion into the jazz idiom is just too restrictive for Lacy. His audacious use of texts and atypical song forms flies in the face of those who reject any hints of overt intellectualism. No matter the source, Lacy personalizes everything he gathers, forging the unfamiliar into new tools for improvisation. In performance Lacy makes it all kick. As bandleader and composer Steve Lacy may necessarily command the spotlight, yet the glory of the band lies in their equality. As Lacy’s brilliant soprano statements command ever more attention, so do the slashing saxophones of Steve Potts, Bobby Few’s electric piano work and Irene Aebi’s declamatory vocals. Drummer John Betsch, in but three years, has bounded with the Sextet’s superb bassist, J.-J. Avenel, to form a flexible, propulsive rhythm team. The interracial, international and sexual integration of the group is a rare as it is laudatory. The freshness of these performance proves that Lacy’s early apprenticeships taught him the value of durable music. “The tunes have to be well made so that they can be played night after night without us getting bored, or they’re no good,” says Lacy, “I experienced that with Monk. Every night we played virtually the same tunes. They were never, never, never boring. The more you dig into them, the more you see the possibilities.” [...] As the Sextet begins its third decade, Lacy’s vision is firmly in step with critical and public acclaim. “There’s a guy in New York,” Lacy says, “who comes to every one of our performances, staying for every set; he says it’s his vacation.”  For that devotee and all the other Lacy believers in New York ‘Live At Sweet Basil’ is a much needed stop gap — that year between gigs seems longer each time. — S. Futterman, ‘Rolling Stone’.

	Steve LACY
	The Cry [2CD]
	1999
	35:29 50:32
	label: Soul Note

Music: Steve Lacy

Steve Lacy on Internet: http://www.imaginet.fr/~senators 

Steve Lacy [s s]; Irene Aebi [v]; Tina Wrase [soprano&sopranino s, bass cl]; Petia Kaufman [harpsichord]; Cathrin Pfeifer [accordion]; Jean-Jacques Avenel [doublebass]; Daniel "Topo" Gioia [perc].

[...] «The story of many women», according to Lacy, The Cry is unique among his song cycles on many counts. Perhaps the most distinguishing criterion is its narrative structure. The work's thirteen texts -- twelve by Nasrin and the concluding «Rundown (Ambapali speaks)», penned by its parenthetical namesake, a 5th century BC Indian prostitute-turned-priestess/poetess -- comprise an autobiography of transformation. The opening piece, «Cannonade», places Nasrin in virtual house arrest in Berlin; everything but her thoughts are the stuff of police records. The opening section ends with the mosquito-like buzzing of the ensemble, signaling a return through time to her own coming of age, and her subsequent confrontations with her desires and her undesired reality. The transmogri tying dialectic of these experiences culminate in «Rundown», a melding with the ancient, universal voice and soul of women's suffering. It is this combination of searing language and elliptical shifts in time and space that gives The Cry its strong narrative shape.

The texts, mixture of gritty realism and timeless allegory is enhanced by the unusual instrumentation Lacy chose for the piece. Three factors guided Lacy in this regard: from the outset, he heard a connection between the texts and the timbres of the harpsichord and accordion (the latter bears close resemblance to the harmonium, which is frequently used in Indian music); he wanted to include as many women as possible in the ensemble; and, he wanted to tap Berlin's thriving music community. Within these parameters, he made some bold choices; with the exception of Aebi, only bassist Jean-Jacques Avenel has an extensive history with Lacy. Harpsichordist Petia Kaufman is a Baroque specialist who has delved into contemporary scores and improvised music only in recent years; she recorded Lacy's Puppies (texts by Frazee; 1993, Ergodic) as part of Art Song Trio with Aebi and clarinetist Carol Robinson. Accordionist Cathrin Pfeifer has collaborated with a wide spectrum of musicians, ranging from African and Brazilian folkloric artists to rock musicians. In addition to her jazz and improvised music credentials, reedist Tina Wrase has an extensive background in Indian music, including studies at the Kamataka College of Percussion in Bangalore. Lacy scoured the Berlin Latin music scene for a percussionist to handle the various South American rhythms in the piece, and recruited Argentine Daniel «Topo» Gioia. Despite their disparate backgrounds, these musicians cogently interpret Lacy's demanding score.

Lacy originally envisioned a performing role for Nasrin in The Cry, in which her Bengali recitations would loosely counterpoint Aebi's English vocals, and enter into more open-ended exchanges with the instrumentalists. However, Nasrin's security requirements, which entailed on-stage bullet-proof glass shields and offstage armed police, were integral to the January, 1997 world premiere at Berlin's Hebbel Theater. These issues, combined with Nasrin's severe stage fright and her inability to relate to the jazz elements of the piece, led to her sudden refusal shortly thereafter to appear in subsequent performances. Yet, by this time, Nasrin was a primary focus of the media buzz surrounding the piece, and perceived by some producers to be the main selling point. Her departure and its presumed impact on the piece's marketability prompted him to dump The Cry from the 1997 Banlieues Bleues Festival just weeks prior to the Paris premiere. The ironies was cruel: Nasrin had fled a society where girls are traded for cattle to a society where she simply became a more exotic form of chattel; Lacy was denied the right to modify the body of his own work.

In an effort he would later liken to his early '60s self-produced gigs in New York, Lacy booked Paris, Theatre Dunois for the three-night run of a Nasrin-less version of The Cry; it was, in essence, the debut of a new work. While Nasrin's presence spiked the piece's theatrical voltage, it also was a potentially leadening, arcane element to the experience of the piece in the CD medium (arguably, the absence of such a highly-charged, culturally-specific element also allows the piece to resonate across cultural lines; Lacy emphasizes that the piece is not just about women in Bangladesh, but about women everywhere). The recording of The Cry in this streamlined form bears this out, as the piece seamlessly integrates song and improvisation, and moves through the twelve songs at a smooth, deliberate pace, but without softening the impact of the texts. The ensemble was also sufficiently familiar with the material to fully energize the waltz, tango, rumba, and other dance rhythms Lacy used throughout the piece; Lacy believes that «it's the dance aspect of the songs that makes the words swing.» And, Aebi plumbs the depths of the text with a striking mix of precision and passion. Still, the CD listener lacks the benefit of making eye contact with two strong visual elements of the production. The first are the performers' vests, created by Pia Myrvold, which have excerpts of the texts printed on them; Lacy refers to them as their «bullet-proof vests» to signify the power of words, and the dangers they attract. The second are Wanda Savy's painted backdrops, the most harrowing of which is a simple blow-up of a woman's eyes, the same type of large dark tearless eyes caught by CNN, eyes that have seen too much. They bear witness to the power and the danger of words, the power of men to endanger women, and the power of the state to endanger artistic and intellectual freedoms and basic human rights. The Cry, the collaborative eye witness account of Taslima Nasrin and Steve Lacy, gives these eyes a voice.

	Steve LACY
	Steve LACY & Roswell RUDD:
"Monk's Dream"
	
	76:01
	Steve Lacy [s s]; Roswell Rudd [trb]; Jean-Jacques Avenel [double bass]; John Betsch [d]; Irene Aebi [v (#5,6)].

All songs composed by Steve Lacy, except 1&4 by Thelonious Monk.

	Steve LACY
	Steve  LACY & Maarten ALTENA:

"High, Low and Order"
	1990
	41:43
	label: Hat Hut

all compositions by Steve  LACY & Maarten ALTENA (см.)

rec.: Dec. 1978

Such actions are a revolutionary (and evolutionary) commitment; they create their own contexts, jostle and juxtapose and find joy in irregularities, animate sound into song-like patterns or sheer gestural plots, instigate a dazzling array of aural experiences – some extrovert, some intimate – and in the process allow us to interpret each according to our own nature. In so doing (as poet Alice Notley described Homer's epic art), they "…tell a public story, in a measure that makes that possible – that the story unfold with quickness, clarity, & also the pleasure bound up with the music itself – a pleasure in the music as the truth of the telling, in its rigor and precision, & in the fullness of its sounding."

-- Art Lange

	Steve LACY
	Derek BAILEY & Steve LACY:

"Outcome"
	1999
	60:16
	label: Potlatch (Paris) www.potlatch.digiweb.fr  potlatch@worldnet.fr 

Derek Bailey (см.) [el g]; Steve Lacy [s s].

Music by Derek Bailey & Steve Lacy.

rec. at Dunois, Paris (1983).

Frequently, when discussing duo recordings, writers and listeners alike get caught up in the concept of conversational dialogue, implying either a most nidi-mental give and take, or perhaps an encounter where two players run each other through an endurance test of will while putting their own manifesto across. Other schools assert tales of microsecond adjustments, where deft, seemingly telepathic communication takes place, as one player anticipates the other's next move. Not surprisingly, the duo of guitarist Derek Bailey and soprano saxophonist Steve Lacy fails to fit comfortably within any of these preconceived boxes.
Perhaps the best analogy in (non-musical terms) for this unique musical arrangement, is a partnership between significant others. Consider if you will, a first time duo, which can, like a young romance, be full of awkward politeness, and sheepish fumbling, while trying not to say (or in this case play) the wrong thing. Bailey and Lacy, despite relatively infrequent collabo​rations, are more akin to a well-seasoned courtship: one that permits the space for autonomy, interjection and debate, and selective inattention. Above all, in this instance, both of the involved parties retain their own distinct identity while relishing in, and learning from, characteristics.
That both Bailey and Lacy are compatible impro-visers who coexist artistically while sacrificing none of their own personality should surprise no one. Strangely, this recording marks only the second time their collaboration as a tandem has been documented. The other from 1976 was released as Company 4 on Incus records and has yet to be reissued, while three other recordings from the early to mid-seventies (The Crust, Saxophone Special, and Dreams) find Bailey working within larger Lacy ensembles. Why these two have worked together so infrequently is a bit of a mystery, for when two of the music's true visionaries share the stage, it is bound to be at the very least intriguing. On this Paris night, from the summer of 1983, there was no shortage of magic at the Dunois club.

Lacy is a compulsively analytical melodicist, extrac​ting all he can from a line before moving on to the next musical kernel. The saxophonist obsesses over his phrases, reworking, reshaping and re-conceptualizing his angle until there is simply nothing left. Bailey, on the other hand, is a wily improviser who seems to operate under the premise that the most logical path is the one to leave out. His convoluted arpeggios and humming volume pedal swells focus more on pitch and context than they do a conventionally understood meter or melody.
What seems on the surface, two potentially dis​parate voices, on this night found an interesting neutral zone, a no man's land where each player's voice overlapped into some vital developments. While Bailey is clearly listening, his attack and sense of pacing is quite different from Lacy's deeply involved, meandering excursions. Rather than merely accompanying him, Bailey antagonizes with a barrage of textural tension, which frequently sends the saxophonist reeling with some of his most jagged and vigorous playing committed to record in some time.
This duo works precisely because it does not rely on a conversational-like improvised dialogue. Instead, each player brings his own attitude and dogma to the table and forces the other into breaking from the tried and true comfort zone, and therefore eggs him into getting involved. Both players come away knowing more about themselves as musicians, and likely as human beings. Isn't that the whole point of playing music with other people?
-- Jon C. Morgan

	Steve LACY
	The Beat Suite
	2003
	50:27
	Steve Lacy [s s]; Irene Aebi [v]; George Lewis (см.) [trb]; Jean Jacques Avenel [double b]; John Betsch [d].

"Each song is a role, each poem is a story. This is highfalutin' material. It's not for everybody," warns Steve Lacy on the subject of the BEAT SUITE. And the quintet performing it here wasn't brought together just for the occasion, even if it is an all-star group. All of its members have known and appreciated each other for many years now.
George Lewis, a member of the AACM (Association for the Advancement of Creative Musicians) since 1971, recently won the prestigious MacArthur Foundation Prize. So he's the second "genius" of the group, along with Steve Lacy, who confirms that "His genius is certified now, but we knew that already!"
Probably they both met thanks to the sorely missed Oliver Johnson, an unforgettable drummer on the Parisian jazz scene in the Seventies and Eighties. Lewis and Lacy played alongside one another in Gil Evans' orchestra during a Paris concert in July 1981 ('Lunar Eclypse', New Tone 1992) and they multiplied their own concerts as a duo, ('Associates', New Tone 1997). George Lewis then joined their sextet (there was Lacy, Aebi was the singer of course, but also played cello and violin, Bobby Few on piano, Steve Potts on alto and soprano saxophones, Avenel and Johnson) and they did a "Prospectus" tour which produced an album (re-released in 'Cliches', Hat Hut 1999) recorded in 1982 at the IRCAM. It was there that Lewis experimented with cybernetic music, and called on Lacy, Joelle Leandre, Derek Bailey and Douglas Ewart in May 1984 to create Rainbow Family, a piece for improvisers and an interactive computer network. In November that same year (still at the IRCAM) Futurities was created, a song-cycle composed by Steve Lacy around poems by Robert Creeley (including Jack's Blues), with Aebi, Lacy, Lewis and Avenel together with, notably, the dancers Douglas Dunn and Elsa Wolliaston. As with many works of Lacy's created in collaboration with choreographers and dancers, his first draft of the BEAT SUITE had planned an association with principal ballet-dancers Wilfride Piollet and Jean Guizerix. The trombonist, who has explored and mastered all the tonal, dynamic and emotional possibilities of his instrument, has so frequently imposed his will on it, and un-imposed it, that he's turned it into a kind of hybrid: "As I see it, in performing Steve's music it is most important to remain true to the emotional and structural center of each piece, rather than imposing one's personal style or vision. Quite often, I am playing in unison with Steve. In this case I try to insinuate myself inside the sound of the soprano saxophone. This is a matter of blending with his articulation in a way [to achieve] a total unity, a kind of "trombophone" or "saxobone." As someone whose radiant playing has impressive power in a concert, he knows how to concentrate and focus its energy on the essential: "In my improvisations on this recording I attempt to find the center quickly, without wasted motion or idle technical display. Here, the necessity principle is the critical one—do what the music needs, nothing more." George Lewis has many other talents, adds Avenel: "He makes me laugh, he's brilliant when he talks, he's brilliant when he plays. He has dozens of ideas at once, they flash by! I love him, he's incredibly open, I love his vision, and he isn't the sombre, paranoid, depressive jazzman at all, quite the opposite! It's a pleasure to work with him, he contributes a lot, both as a human being and musically."
For his part, Steve Lacy remembers Jean-Jacques Avenel from the beginning: "We've been playing together for a century, or a quarter-century at least! He's really one of the family, he's my brother, my cousin, my nephew, my uncle... His trajectory since he was an amateur at 18, his development, his experience... It's staggering, miraculous." The beginnings were painful: "When I met Steve I was living in Le Havre, playing guitar at Saturday-night dances. It was the only place where you could hope to play a few standards and bebop; there wasn't any school, or a club, nowhere to jam... Steve had come in, he was booked there for two weeks, and his contract stated he had to use a local rhythm section: the drummer was a friend of mine and suggested I play bass. I had no technique at all, no touch, especially no calluses on my fingers - that's what I remember most about it, the blood spurting over the neck, it was rather horrible!"
After that first gig he came up to Paris, where Kent Carter, then Lacy's bassist, played with him for hours and gave him advice; they were often

joined by Irene on cello and violin. He trained himself, took part in Steve's famous" clinic" at the American Center, a kind of acoustic laboratory that was free jazz and meant to Avenel what Sonny Rollins' "bridge" meant to Lacy: "It was open to everyone, there were 20, 30 guys maybe who were blowing like crazies for three hours. That was sort of how I made myself a sound, so I could hear myself, I really had to pull on those strings!" In concerts, he began by standing in for Carter on bass ('Dreams', re-released in 'Scratching the Seventies', Saravah 1997), before replacing him at the beginning of the Eighties. "I took to Steve's music like a fish to water; he never told me what to do, he left me complete freedom - since you're implicated and you respect what's written - and it's fantastic. Sometimes I invented structures to improvise on when Steve didn't give me any, and that gave a special colour to the piece. His music is my house, I feel good in it."
Lacy: "J.J. is a miracle for me. I really learned writing for the bass, writing for J.J.. Kent was very patient with me because the bass parts were very perverse in the 70s. They worked, but it really required him to extraordinary things. Good thing he had strong hands." Playing truant from the school of free jazz, Avenel looked to west Africa for the rhythms and colours of his inimitable playing: "At the end of the Seventies, the Autumn Festival at the 'Bouffes du Nord' had two of the greatest kora players in the world, and that was the biggest smack in my face in my entire life! A few months later my girlfriend found me a kora at a friend's house, and it hasn't let me go since. The story with the kora is half my life..." Lacy has been teaching at the New England Conservatory of Music in Boston since last year; do his students - rightly - consider Avenel as their "bass hero"?
John Betsch has become Avenel's alter ego since he succeeded Oliver Johnson more than ten years ago: "I replaced Oliver in the quartet once, at the Sunset, because he was due to record in Switzerland I think. Everyone voted for me!" Lewis has great admiration for him: "I admire two things about John: first, his principled stand toward music as an art form, and second, the direct line that he is able to establish between his emotions, his performing body, and his expressive mind. His subtlety allows him to continually surprise, and often amaze the ensemble members." Lacy recognises in him all the qualities necessary in a good drummer: "Finesse, dance, swing, taste, colours, intelligence, courage, generosity.  And a great deal of experience." Especially experience with singers: one of his sisters, "The Beach Lady", was an opera singer before devoting herself to preserving the environment and politics. "When the recording was being made, I tried all the time to be as sensitive as possible, very gentle. Contact with singers is a part of my life, and I love that." Apart from the present recording, you can also hear the drummer on other major vocal albums by the saxophonist ('Anthem', Novus/RCA 1990; 'Clangs', Hat Hut 1993; 'Vespers', Soul Note 1993). In any case, it seems that Lacy has retained and put to practice the advice that Monk once gave him: "Make the drummer sound good!" Over more than two decades of collaboration, this climate of friendship and mutual respect has no doubt favoured the emergence of an almost-telepathic communion between the members of the group, starting with the Lacy-Avenel-Betsch trio, and its effects are audible in concerts: "It's very important for the members of a rhythm-section to be compatible, and Jean-Jacques and I are really like brothers. There's a 'chemistry', a magic between a drummer and a bassist, and we discovered that immediately. It's always a challenge and a pleasure with him. " Avenel: "People have told me that since I've been playing with Steve, I've started improvising like him a little bit; I don't think so, myself, but there must be something unconscious there, a kind of flux, or an inner rhythm, I don't know, things must have rubbed off on us in thirty years, maybe on both sides." Lacy: "It's the individuals that count, that's the Ellington school: a combination of personalities. I'm very lucky to have musicians who play so well together and make me beautiful, make me sound good, like it was with Mal Waldron, Gil Evans, Cecil Taylor, Oliver Johnson, Kent Carter..."
Irene Aebi, a star singer, is very lucky too, in being accompanied by an ensemble that provides such a jewel-box for her voice to settle down and shimmer. "Irene is the love of my life, the gift of a voice and words, my muse and my inspiration. I've experimented a lot in her company; she had a great deal of patience and passion. She's really gifted and possesses a golden voice, a very special voice, a voice like a mountain, a Swiss mountain, one that yodels! I met her in Rome in 66, and I started writing for her in 67."
Steve Lacy isn't the only one to think that nobody else could have delivered this repertoire with so much passion, intelligence and facility. They've been "ruminating" over these texts together since their first edition, and known many of their authors personally, Irene in San Francisco (Spicer, Welch, Kaufman, Corso) and Steve in New York
(Ginsberg), and then together Creeley, Waldman... Can these texts be sung without anyone reading between the lines? Irene: "These poets formed a very important group, very austere, and they had great integrity. I think you have to have lived with them, read their poems, known their lives, often rather unique, very hard - some of them paid for it with their health, like in the jazz milieu - to perform their texts. Before he died (at 40), Jack Spicer is supposed to have said 'My vocabulary did this to me'."
Over a low flame, the repertoire is concocted by the composer and his excellent interpreter through one intimist duo after another. This life-long employment - the first, magic, masterly works of Steve, their Tao sequel setting Lao Tzu's texts to music, which began its path as early as 1967 ('Sideways', Roaratorio 2000) - has only been documented by some too rare recordings, some of which have already delivered pieces in the BEAT SUITE: Agenda with Steve on piano, which almost makes it a "home session" ('Songposts Vol.1', Word Of Mouth 1991), Song ('Sands', Tzadik 1998) and Jack's Blues (The Joan Miro Foundation Concert', Edicions Nova Era 1999). It's in this climate, where the song and the soprano mingle their naked voices, that the delicate beauty of the compositions appears in its most crystal-clear obviousness. Irene: "Technically it's not always easy, the intervals are often unusual for the voice, with many chromaticisms for example. It's this 'challenge' that I like in Steve's music; there are a lot of technical problems, so you can't let yourself go emotionally. The emotions come out naturally if the voice is in the right place and it's free." May we be allowed to join the musicians in raising our hats to the remarkable accomplishments of the singer in this recording.
Steve Lacy: the maestro! It's been such a long road since The Way, the "morning" of the composer, at first a simple bass line, the melody having to wait until Steve found his voice with Irene in order to be born... As Paul Tillich said when he saw the first "clean" hand-written version in the music book: "It's very difficult not to become my own follower. "But, no doubt with the Tao as his guide, he knew how not to give in to self-content, which transforms renunciation into resignation, and turns creation into hackneyed themes ("existence" and "action" being inseparable where Steve's concerned.)
During each of his encounters with these texts, and nourished by his partners - musicians and poets, dancers and painters, sculptors and actors...- Steve has surpassed himself and become a master in the art of melting music in the moulds formed by words, at the end of lengthy, skilled alchemy: "Mulling is the word for it, really. You have to dwell in the words for a long time, usually, before it comes out of your belly. It really has to come out of your solar plexus. It's an inside job. When I first started doing this in the '60s, it took years to put a piece together." This attraction for song is primordial: "Everything I love in jazz can be sung, Lester Young, Louis Armstrong..." John notes that the saxophonist "doesn't play cliches, he plays melodies all the time, original, singable phrases—unlike people fascinated by instrumental technique, he doesn't play very complex phrases which are impossible to sing!" Besides, since we suggested singing Prospectus for the 'Findings' album in 1994 (Outre Mesure/Senators 1994), he's shown less and less hesitation, in Irene's absence, in singing his most recent songs himself, to our great delight. And so the sound of the soprano is rounder, softer, than ever before, and sometimes it seems close to the timbre of a voice: "There's been a chemistry between Irene and I for 35 years, it's very organic; it's a
question of love and affinity, of long-lasting artistic efforts. We play voice and saxophone in unison, against all the rules of music. Thelonious once told me that unison is what's most difficult to do well, and if you manage that, you can succeed in anything."
George Lewis: "For a time I hadn't seen Steve in a few years, and when I next heard his music I realized that as wonderful as his previous work had been, he seemed lately to be entering a new phase in which his music was rising to an unprecedented level of simplicity, focus, and emotional directness."  Along with Lewis, we believe this album will be a landmark in the history of literature's relationship with music, what Steve and Irene have called lit-jazz: "The radical nature of Steve's challenge to conventional notions of that relationship will be hard to discern at first, since Steve is making no attempt to convince anyone that his work is innovative. Rather, the work unfolds gradually, as parts of a whole. He is inviting reflection, rather than demanding fealty." lt's our role, as listeners, to make an effort to be amazed.
A last word concerning the artwork on the cover: Judith Lindbloom is based in San Francisco. She is one of the last, and one of the finest, painters of the so-called "New York action" (or "abstract expressionism") school, and a good friend of Lacy since the 1950's. There's a great correspondence between her work, literature and music. 

-- Vincent Laine / Torcy, January 28th, 2003

	Gene LADOSHKIN
	Gospel
	2002
	61:08
	label: Gin-Kin Music Group

Gene Ladoshkin [classic guitar, 12-str guitar, sitar, tar,k]; Alexander Yemelyanov [drum set].

Rec. 1994

Маэстро Ладошкин исполняет свои сочинения, наполненные духовным и философским смыслом.

	Oliver  LAKE
	Prophet
	1981 
	39:54
	Oliver  LAKE - Cм. тж.  с: Spencer BAREFIELD; The Reggie WORKMAN Ensemble; Andrew CYRILLE; WORLD SAXOPHONE QUARTET; James “Blood”  ULMER;
label: Black Saint

O. Lake [a s]; Baikida Carrol [tp, flh]; Donald Smith [p]; Jerry Harris [el b]; Pheeroan Ak Laff [d]. Performed compositions by: Eric Dolphy (#1,2,4) and Oliver lake (#3,5,6). 

	Oliver  LAKE
	Clevont Fitzhubert
	1981
	37:58
	O. Lake [a & soprano sax, fl]; Bakida Caroll [tp, flh]; Donald Smith [p]; Pheeroan akLaff [d].

	Oliver  LAKE
	Expandable Language
	1985
	37:47
	Black Saint

O. Lake [a & soprano sax, fl]; Kevin Eubanks [g]; Geri Allen [p]; Fred Hopkins [b]; Pheeroan akLaff [d].

	Oliver  LAKE
	Jump Up
	1986-88
	63:18
	Label: Gramavision

Oliver Lake with: Gery Allen [p], Pheeroan ak Laff [d]; Fred Hopkins [b]; or oth.

Compilation; пересекается только с ‘Otherside’ — на 4’23” (‘Gano Club’)

	Oliver  LAKE
	Oliver Lake & Trio Transition
	1988 
	48:19
	label: DIW (Japan)

O. Lake [a s]; Mulgrew Miller [p]; Reggie Workman [b]; Frederick Waits [d].

	Oliver  LAKE
	Otherside
	1988
	52:24
	Label: Gramavision

Tracks 1-4: Oliver Lake [sax], Geri Allen  [p], Anthony Peterson [g], Fred Hopkins [b], Andrew Cyrille (см) [d].

Tracks 5-6 (Dedicated to Dolphy): Big Band.

   ‘Otherside’ as in transition, passage, come round to, next world, opposite end,... ‘Otherside’ as in convertt, transmute, recast,, develop, vary, modify... as in affect, influence, alter, metamorphase, process, reconstruct, revolutionize, revitalize... as in renovate... change... change... change... to move... to move forward...

	Oliver  LAKE
	Again And Again
	1991
	53:47
	Label: Gramavision

Oliver Lake [a&s s]; John Hicks [p]; Reggie Workman [b]; Pheeroan ak Laff [d].

   “The recording project was very exciting and challenging. Alright, here’s the idea... write 7 or 8 ballads for your next recording... hmmm O.K. I’ll do it. When I finished writing the pieces, I say, must get John Hicks, one of the most talented musicians on the planet. Also, it’s like a reunion of sorts cause we had not recorded together in more than fifteen years, and his performance on this recording is amazingly beautiful! Reggie Workman and I been performing together in various ensembles for the last five or six years... So, when it comes to ‘sound’ and ‘creativity’, he was my obvious choice on the bass. And then there’s my soul brother, Pheeroan ak Laff on drums... we go back to 1974, when he used to play his drums with cue tips... I’ve heard him go full circle — a wonderfully creative and sensitive percussionist. I was very delighted when he told me he was available for the date. Hopin’ you enjoy the music ‘Again and Again’.” — Oliver Lake.

	Nils LANDGREN
	FUNK UNIT:

"5000 Miles"
	1999
	60:55
	jazz-funk

label: ACT Music + Video (Germany) / Blue Jackel Entertainment (USA)

Rec. in Stockholm, Sweden

Nuils Landgren [trb, v]; Bobo Stensson [p]; Palle Danielsson [b]; Anders Kjellberg [d]; Joakim Milder [t s]; Johan Norberg [g].

	Nils LANDGREN
	Fonk Da World
	2002
	58:14
	Этот CD --  funk , причём – первоклассный!

rec. 2001 in Stockholm

Nils LANDGREN Funk Unit:

NILS LANDGREN -- trombone, fluegelhorn, vocals (lead on "Fonk da world") MAGNUM COLTRANE PRICE -- Fender bass, rap and vocals on "Booty Rock" and "Amtrak", synthesizer
JESPER NORDENSTROM -- Fender Rhodes piano, Hammond B3 organ, synthesizer ROBERT OSTLUND -- guitars, Hammond B3 organ solo on "Calvados", vibraphone, synthesizer
NIKLAS GABRIELSSON -- Drums,vocals,congas on "Fonk da world"
GUEST UNIT: 

MAGNUS OSTROM -- percussion
PER RUSKTRASK JOHANSSON -- alto saxophone
ESBJORN SVENSSON -- Fender Rhodes piano on "What's up what's up"," Booty Rock" and "New Morning"

Without any doubt, the Funk Unit of today is the tightest band I've ever played with. Not only that -the guys are also the best friends I could ever bring with me on tour.
The loyalty and confidence they are showing me is truly inspiring and we are going to continue to do what we do best until we acomplish our ultimate goal:
To FONK DA WORLD !

--- NILS

	Nils LANDGREN
	Sentimental Journey
	2003
	59:42
	Recorded and mixed by Jan Ugand at Polar studios, Stockholm, June 3 -7 2002.

Nils Landgren [v, trb]; Anders Widmark [p]; Lars Danielsson [ac b]; Wolfgang Haffner [d];

with FLESHQUARTET (см.): 

JONAS LINDGREN - violin;     ORJAN HOGBERG – viola;
MATTIAS HELLDEN – cello;     SEBASTIAN OBERG – cello.
CHRILLE OLSSON bass on "Everything must change" + whatever is needed.
Вокальные джазовые баллады. Тромбонист-вокалист Ландгрен не обладает каким-то супер-сильным голосом, но в его исполнении столько настроения, что этот диск хочется слушать снова и снова. И создаётся впечатление, что сильный голос, вообще говоря, являлся бы помехой для восприятия всего богатства оттенков, которые могут проявляться в такой музыке.

One day quite some time ago, when taking a stroll along the sea where we live, I mentioned to my wife Beatrice that I was dreaming of making a new album with beautiful melodies and good lyrics with a meaning, at least to me. And, I wanted strings on it. I had got the idea of recording with strings after being given the chance to perform with the wonderful G-strings from Hamburg, but I was looking for something a bit different this time. "Why don't you call the FleshQuartet up?", she asked. So I did.
They said "Yes" and on New Year's Day 2002 I teamed up with my ACT Man Siggi Loch to discuss the project. He liked the idea and the result is a fantastic new world of sounds to me. I am forever grateful to the guys for writing and performing arrangements of such beauty and grace, totally understanding the idea that I had in my head from the start and even making it sound better than in my fantasy world! I also wanted piano, bass and drums to be there for me. So I called Anders Widmark, Lars Danielsson and Wolfgang Haffner up because I simply could hear the way it would sound, even though they've never played together before. Together with all these fine musicians I really feel that I have found what I was looking for and the material I have chosen for this album is songs that I love with all my heart. With that, when paired with a great piano trio, nice singers and tromboneplayers and some fleshstrings, what more could I ask for in life? Thank you all for making me a very happy man!

-- Peace, N.L.

01 Speak Low - Nash/Weill 4:34
02 Ghost In This House - H. Prestwood 4:46
03 This Masquerade - Leon Russell 4:06
04 Nature Boy - Eden Ahbez 5:05
05 Fragile - G.M.Summer 3:14
06 In A Sentimental Mood - Duke Ellington 5:23
07 The Ballad Of The Sad Young Men - Wolf/Landesmann 5:19
08 My Foolish Heart - Washington/Young 4:42
09 Should I Care - Eastwood/Bayer Sager/Thompson 4:12
10 Be There For You - Serletic/Kadish 4:02
11 Sentimental Journey - Green/Brown/Homer 4:41
12 Everything Must Change - B.Ighner 4:38
13 I Will Survive - Fekaris/Perren 4:35

	Fred  LANE  and his Hittite Hot Shots
	“From The One That Cut You” / “Car Radio Jerome”
	1983
	64:32
	label: Shimmy Disc (New York), 1989.

Ron Pate’s Debonairs Personnel:  Ron Pate [tr, g]; Rev. Dr. Fred Lane [stripmine crooning]; Cyd Cherise [g, plataphone, bass clarinet]; Dick Foote [left-handed sax]; Abdul Ben Camel [ac bass]; Omar Bhag-dad-a [p, organ]; D. P. B. Smith [p, viola, cornet]; Bill The Kid Dap [d, marimba]; Shep Estrus [d, bongo’s]; Asa Gaston [tricekeene drums]; E. Baxter Put [el b, perc]; Motor Hobson [bar sax]; Dean Norman Scheidt [marimba]; Johnny Fent-Lister [a s]; Rip McBoutie [violin]; Doc ‘Bob’ Cashion [tr]; Danny Pla [C-melody sax]; Jane Hathaway [fl]; Whitey Stencil [clarinet].

  Можно попытаться охарактеризовать как хулиганство Captain Beefheart’а в варианте джазового состава.

	LARVAL
	Larval
	1996
	54:08
	label: Avant (Tokyo)

Eric Gustafson, Beth Wilusz, Bill Brovold [guitars]; Otto Kentrol, John Evans [saxes]; Dean Western [b]; Wil Osler [d].

 Этот инструментальный проект можно описать так: сердитый (но от этого более изобретательный) Robert Fripp, плюс разъярившийся Morphine.

	LARVAL
	Larval 2
	1998
	42:25
	label: Knitting Factory Records (NY).  www.knittingfactory.com 

“Orchestrators of neat chaos... chamber music for the defiant pop omnivore.” – Alternative Press
“Dense, shifting rock riffs... like the cries of giant flightless birds.” – the WIRE
"Composer/Guitarist Bill Brovold enlists some of Detroit's finest musicians, adding strings and horns to a core of guitar, drums and bass. Quiet, chamber-inflected passages mix with dense, brooding, run-for-your-life compositions."

Larval initiator Bill Brovold is a bold with his musical compositions as he is with his artwork. Detroit’s Larval plays music that is an outpouring of passion, a thurst of noise, the jarring juxtaposition of rock with classical and jazz composition. Larval is instrumental rock at its very best.

	LAST  EXIT
	Last Exit
	1986
	38:45
	free-jazz/impro

LAST EXIT:   гитарист Sonny Sharrock (см.: Sharrock; Material), считающийся основателем фри-джазовой гитары (участвовал в проектах с: Miles Davis, Herbie Mann, Pharoah Sanders, Wayne Shorter); 

саксофонист Peter Broetzmann (cм.); 

басист Bill Laswell (см.)  

и барабанщик Ronald Shannon Jackson (см.).

label: ENEMY Productions (USA)

rec. in Paris, 1986

1. Discharge

2. Backwater

3. Catch as Catch Can

4. Red Light

5. Enemy Within

6. Crackin

7. Pig Freedom

8. Voice of a Skin Hanger

9. Zulu Butter

	LAST  EXIT
	Köln
	1986
	38:02
	label: Enemy / ITM

Peter Brotzmann [t s]; Sonny Sharrock [g]; Bill Laswell [6-str b]; Shannon Jackson [d, v].

rec. in Koln, 1986

1. Hard School

2. Brain Damage

3. Taking a Beating

4. Last Call

5. Dark Heart

A LEXICON OF LIGHTNING

"True art casts nets towards the future, celebrates and mourns. It invents prayers and weapons. It does not whimper or cower or throw up its hands and bat its lashes... It strikes like lightning, or is lightning. whichever." 

 -- John Gardner 
Originally scheduled for release in 1988, as a companion volume to "Cassette Recordings '87" "Last Exit: Koln" should have been on the market before the studio record "Iron Path", but communication problems (to put it politely) between Bill Laswell and the Enemy label left it locked in limbo. Set loose at last, it is a record of extraordinary power and concision. It is, to extend Gardner's analogy, a lexicon of lightning, making improvisation vivid in jagged, flashing, flaring soundbursts...

If there is a way to discuss Last Exit with proper critical distance and "objectivity" I confess that I haven't tried to find it. The group's lustral, emotion-loaded music -- and indeed, the savage volume level at which it is administered -- rules out neutral fence-sitting. You're either for these musicians and the directions' they represent, or against them, it seems to me. Indifference is not an option. Personally, I still consider the group's emergence a sort of 7th-Cavalry-to-the-rescue scene in the final reel of The Story Of Free Jazz (an image often underlined by the call-to-arms of Shannon Jackson's snare drum and Brotzmann's charging horns.)

What is surely clear is that, by the mid 80s, the kind of free improvisation whose outstanding characteristic was its tenuousness had really had its day. Poking around aimlessly in the hope of finally stumbling upon the music -- this was to prove bankrupt procedure over-documented on records nobody listened to. There remains a coterie of pioneer improvisors making notable free music (hello Evan, Derek) but, in the last few years, most exponents of purely "abstract" improvisation have thrown in the towel and looked for ways to structure their material. And scores and music stands and, amusingly, con​ductors, are back with us in a big way.

Last Exit found another way out of the impasse without giving the problem a second thought. In their group improvisations "structure" is inherent in the way Jackson and Laswell approach rhythm, working with pulses and rotating patterns, pushing time around. Though Shannon's prone to describe his music as "just the Texas blues", his kaleidoscopic playing embraces drum history. Shuffle rhythms and backbeats, martial rhythms, bop accents, African beats, heavy rock and more make their appearance, often simultaneously. Playing two rhythms at once, "a martial beat in one hand, a funk beat in the other", for example, is part of this master musician's standard methodology. "I don't play 'time'" Shannon told down beat's Charles Doherty, "I take rhythm as a source of time."

Bill Laswell is, firstly, a rock musician. The most enlightened and open-minded one I've ever met, admit​tedly, but his background continues to influence his creative decisions. He's become a completely original improvisor, a great improvisor in my opinion, but still feels a responsibility to play with the drum​mer and to rein in the music's farthest-flung weirdnesses, periodically returning it to the beat, thus giving Last Exit a coherence and solidity other so-called avant garde outfits often lack. "I follow Shannon," Laswell says simply, but the relationship is by no means one-sided.

Both rhythm section men, to use that quaint old term, are impatient of the digressive, dithering solo, and the urgency of their playing lights fires beneath Sonny Sharrock and Peter Brotzmann, compels them to play in the moment, no time left to consider a "tasteful" response. The music moves too fast for such niceties. (Sharrock: "Artists cannot be hampered by the restriction of taste. We're way beyond that.") The opening seconds of "Hard School" bear witness to this. Saxophonist and guitarist are sent reeling by the galloping rhythm, but speedily find the shape of the piece in the process of playing it, instincts honed by the roadwork behind them. If the earliest Last Exit concerts were indiscrimately volcanic, spewing up a fair amount of bubbling mud along with the incandescent gems (in ratio not always unrelated to pre-gig beer-flow), within a year the quartet had become very precise, tight on its own terms, and everything in this Koln performance has a hard-edged clarity, real definition and dynamics. (Then again, this also has something to do with soundboard personnel learning to deal with the loudness.) At the very beginning, Last Exit were layering sound upon sound, frenetically "filling up all the holes", as Albert Ayler once instructed Shannon, playing flat-out all the way. Here, in contrast, silence also has a (limited) role to play -- framing, for example, the bass and drums joust that develops after the first climax and off​setting Brotzmann's subsequent unaccompanied feature. The terrible beauty of the music, of course, attains its most potent power in the convulsive turmoil of the ensemble playing. Listen to the deep, har​rowing soulfulness of Laswell's melodic bassline beneath Brotzmann's yowling, agonizedly fervent la​ment on "Last Call", then marvel at the way Jackson and Sharrock pivot the piece towards a triumphant conclusion. From mourning to celebration in a single breath. All life is here, or as much of it as matters.

We're fortunate to have five Last Exit albums now (six, if one includes the recent Enemy compilation), to be able to follow the unfolding of this epic story, each step of the way presenting some of the most vital music of the age, each volume a dramatic improvement on a blueprint that was pretty damn magnifi​cent in itself.

(With luck, the DAT recordings made on the very different-sounding autumn '89 tour will find an outlet soon...)

"You know, I really feel the Exit quartet is getting stronger all the time." Peter Brotzmann said last year. "We've been through our 'power-playing' period. I don't want to be typecast as just a 'blaster.' Now the shit is really wide open. It can go anywhere. The interaction is getting to be very sensitive -- though I'm sure there'll always be some of the good old passion and violence. But there's a lot of potential still to be explored, and I hope we get the chances to explore it."

In this, Herr Brotzmann is not alone.

Steve Lake April 1st, 1990

	LAST  EXIT
	The Noise Of Trouble (live in Tokyo)
	1987
	39:50
	label: ENEMY (USA) / Tokuma (Japan)

Sonny Sharrock [g]; Peter Brotzmann [t & bar saxes, tarogato]; Bill Laswell [6-string bass]; Shannon Jackson [d]; Herbie Hancock [p]; Akira Sakata (см.) [a sax, B-clarinet].

1. Straw Dog / You Got Me Rockin’ / Take Cover / Ma Rainey / Crack Butter

2. Pig Cheese

3. Panzer Be-Bop

4. Base Metal

5. Blind Willie

6. Needles Balls

7. Civil War Test

8. Help Me Mo I’m Blind

   “The New Age, contrary to the mood of the market, demands a roar not a simper, and Last Exit’s post-meltdown blues is the real, roaring thing. With Laswell and Sharrock bearing down with bottleneck and slide, the tradition is blasted into the present.” — Steve Lake in The Wire, aug. 1986. The tradition gets a more formal acknowledgment on “The Noise of Trouble” with Shannon Jackson’s tributes to Jimmy Reed, “You Got Me Rockin”, and to the Queen of the Blues, “Ma Rainey”. There is also a superlative quartet rendition of Sonny Sharrocks’ “Blind Willie”, a dedication to blues singer Blind Willie Johnson and a tune that introduced Sonnys’ solo statement “Guitar”. Unprecedented in the history of jazz recordings is the exchange between Brotzmanns’ ferocious saxophone and Herbie Hancocks’ pretty filigree piano at the beginning of “Help Me Mo, I’m Blind”. The stark contrast of approaches open new doors for Last Exit, as they draw upon their diverse individual backgrounds... “The Noise Of Trouble” is volume two in Last Exits’ odyssey. There’s a lot more to come.

	LAST  EXIT
	Iron Path
	1988
	36:45
	label: Venture (Virgin)

Sonny Sharroc, Peter Brotzmann; Bill Laswell; Ronald Shannon Jackson.

1. Prayer

2. Iron Path

3. The Black Bat

4. Marked For Death

5. The Fire Drum

6. Detonator

7. Sand Dancer

8. Cut And Run

9. Eye For An Eye

10. Devil’s Rain

Elemental, fiery, loud, head-on... 

"Last Exit has some power. It has music and sound, dimensions of sound. It’s so rare for a listener to hear something that really affects him physically, spiritually, emotionally. Something that can sustain him today, tomorrow, next year, always with the pleasure of hearing something new in it. This band has those qualities. It’s virtually the only contemporary band that's really happenin’” 

I was going to say this, but Ronald Shannon Jackson got in there first. There's no false modesty in Last Exit, no false anything. The group is important precisely because its rush of sound is a heartfelt force. It sweeps away all the fakery that proliferates on both sides of the highbrow/lowbrow cultural divide. Bracing, energizing, sanctifying, clarifying, Last Exit emotional range (its “passion and violence” as Brotzmann says) shows what can still be done with a little love, courage and nose-thumbing impudence. By comparison with Last Exit’s achievement, most modern music idioms are exposed as etiolated and anaemic. The exhausted terrain of jazz and pop, for example, is cluttered with exhausted professionals playing exhausted nothings, to the mock-delight of exhauated critics. And even improvised music, once a zone you could depend upon, is vitiated by the arrival of a "new generation" of  baton-wielding "auteurs" who “compose” by appropriating others' talent. Against this trend, Last Exit righteously rages. The quartet reaffirms the potential, validity and bloody glory of collective music-maklng.  

They are improvers, then? Yes, in a big way, and have much to improvise on and out of. Shannon atresses the point: “MUSIC COMES OUT OF LIFE”. Write it in huge block capitals. Last Exit’s players have lived, to the swashbuckling hilt. They have an enormous wealth of experience and madcap adventure. It’s the diversity of their backgrounds and the desire to play together (rare in a world of cynically assembled festival all-star groups and manipulated production projects) that makes their music so very special. 

Half black, half white, three quarters American, one quarter European, the groups ethnic make-up could be seen to be fairly faithfully symbolic of creative music’s history. But this would be too glib an overview; its as independent, fiercely idiosyncratic intelligences that these players have already made a profound impact on several genres. A few words, then, about the men involved. . .   

Sonny Sharrock, a committed native of Ossining, New York, is one exceedingly unorthodox guitar player, almost an anti-guitarist if one can use that term positively. He revolutionized his instrument in the mid I960s, feeling that the guitar lacked the emotional qualities inherent in the saxophones that then dominated the soundscape. After hearing the early blues innovator Blind Willie Johnson, Sharrock dove into slide playing to get at sounds more freely expressive. Using a heavy slide bar on the strings, he bust up a lot of frets but was able to match an early employer, Pharoah Sanders, intensity for intensity. Their collaboration, “Tauhid” is still crucial listening. "I'd heard Coltrane and Archie (Shepp) making these beauti​ful screams and I wanted to be able to sing like that. Me and Pharoah were pushing at the same scream."  But the blizzards of sound — sforms of shattered glass is a favourite metaphor—are only part of Sonny’s vocabulary. He also uncovers melodies that make the heart dilate, achingly pretty themes. Like the others in Last Exit, he devours music, soaks it up. He’s a doo wop collector. He finds Aaron Copland and Samuel Barber melodies as "beautiful as Charlie Parker." He listens to Coltrane almost medicinally: "Everybody needs their daily Coltrane."

Sonny Sharrock played, uncredited, on Miles Davis’ “Jack Johnson”. Associated with Bill Laswell since 1980, he gigged extensively with Bill's early conglomerate Material. In addition to his work with Last Exit, he runs The Sonny Sharrock Band, whose "Seize The Rainbow" LP was co-produced by Laswell. And he has a further two groups on hold: Montana, an experimental large group with lots of brass and Sonny Sharrock’s 1954 Rhythm And Blues Revue, a manic, freak-out Harlem jump band.  

His 1986 album "Guitar" is a solo record of disarming purity. (Sonny’s track here, "Sand Dancer" is a pointer to that disc’s general drift.) Sharrock describes Last Exit as "the healthiest, most positive playing situation I've ever been in."  

Peter Brotzmann, another small town cat, insists upon living in Wuppertal, West Germany, where he was once the scourge of the local art school. Peter plays all the reed instruments invented by Adolphe Sax in ways Adolphe hadn't quite envisaged. He also knows his way around several woodwinds that predated Sax's axes. Clarinets, for example, and the tarogato, a Hungarian / Rumanian folk instrument, like a wooden soprano, whose penetrant wail Brotzmann has made very much his own.Though there’s no way a new listener could guess, his earliest inspirations were Kid Ory and Sidney Bechet ("I've always been a purist,” he says, tongue only half in cheek.) I first heard him on the historic 1968 album Machine Gun which was -- and still is -- a gleefully destructive racket, the sound of established musical values being stomped to bits. Back then, the fact that Pater could play louder and longer than anybody else on the European continent amazed many musiclans, but never much interested the saxophonist himself. For him, stamina was just another tool, a means towards an authentic, original expression. His obsession with screaming multiphonics and overblowing has been followed up with stubborn commitment. Others swerved from the path, played it safe. Not him. He has taken the notion of "energy music" further than any other horn player. Yet, for all the fury, his solos have become clearer down the years. His line is very fast-moving -- like painting with light -- but there is an order imposed, by a gruelling self-discipline and a methodology that owes little to the niceties of conventional technique. He has recorded prolifically for Berlin’s FMP label, one outstanding example being 1984’s “14 Love Poems”, a solo record. To my ear, he is playing better than ever in Last Exit. The group's seismic rhythms demand responses that the nervous flickering pulses of European free jazz rarely awaken. (Nobody drums more explosively than Shannon.) Brotzmann: "I love to play in this quartet. There are nights when the music comes together so beautifully, so compressed and so fucking perfect that I think: what more could the world want??"  (I was going to say some​thing like this, too.) 

Detroit born bassist Bill Laswell often assumed to be the leader of Last Exit. From a musical viewpoint, there is no leader: the group has an unusually well-calibrated equality. But Laswell's reputation and abilities provide a unique edge. Without Bill, these guys wouldn't have been able to put out five albums in three years, nor would the albums sound as good as they do. Not so long ago, the notion of Brotzmann, Sharrock and Jackson playing to crowds of hardcore and speed metal followers would have seemed pure fantasy. Now, through a chain of association stemming from Bill's production work, it’s come to seem a logical, necessary step for the music's growth. To date, Laswell’s much better known as a producer than as a player, largely because jazz critics can’t fit him into their narrow frame of reference and rock critics know nothing about playing. Anyway, in both contexts -- playing, producing—Bill responds with an improviser's acuity; he gets straight to the heart of the matter. Working on an almost preposterous assortment of productions — from Iggy Pop to the Samulnori, Herbie Hancock to Motorhead—he has an unerring sense for what each artist does best. He knows very exactly when to embellish, when to dominate, when to stand back. The same applies to his playing inside Last Exit and particularly to his relationship with Shannon Jackson which has been tested in many situations (behind Blood Ulmer and Akira Sakata, in the wonderful SXL group and elsewhere). They play together, they improvise in time in tumbling, dodging, fluid exchanges. Running with the ball, they block out structure as they move, erecting all kinds of springboards, trapezes and trap doors to propel Brotzmann and Sharrock into hyperspace. Bill’s described their approach as “a folk kind of improvisation”, but this does not convey the violent dynamics sometimes employed. It does give a glimpse of his interest in non-Western musics, though. In recent years, Laswell’s been spending more and more time in the Far East and its sounds and textures are absorbed and transmuted in his own music at a level beyond "electicism". When Bill plays bottleneck on the bass and Shannon digs into his bag of tribal rhythms, Last Exit can sound like a non-tempered amped-up village orchestra. Equally, when Brotzmann picks up the bass sax and he and Bill go for the deep notes (as on the "Low Life" album and a sequence on side two here) the immensity of the sound suggests they’re standing on the world’s roof, like Himalayan monks voicing one huge chord. For that matter, there’s a quality in Sharrocks’ slide playing that is tantalizingly close to the sound of South Indian gottuwadyam music (this is baffling, but true). But notes like this can only be vague signposts. Last Exit’s line of fire sweeps so much ground so fast. They can take you from the Mississippi Delta to Planet X and back in less time than in takes to write it.

Of Ronald Shannon Jackson, I cannot say enough. Until Shannon came back from a long silence to supercharge first Ornette Coleman’s Prime Time, then the Cecil Taylor Unit, then his own Decoding Society, creative music was in big trouble, rhythmically. It was in danger of becoming as flaccid as classical music.

In his period with Albert Ayler in the mid-60s (refer to the records “Black Revolt” and “Truth Is Marching In”) Shannon, by example, encouraged others to seek new ways of playing. But the freedom Ayler’s group offered was misread, as self-expressionists with no background honed in on the music. "Free" drummers adopted an ambiguous shifting sands approach on which nothing of substance could be built, and gestured more than thay played, flicking cymbals with towels, rattling spare change on drum heads, shuffling around in heaps of metal junk. The sound of surprise at a barely diverting level, it lost its appeal over twenty years. Shannon was never impressed. "I knew why audiences were bored because I was bored. I'd go to clubs and think ‘Why am I here?? I could be listening to Hendrix, Otis, Aretha, to any music of soulfulness and honesty’”.  Jackson, who grew up in Fort Worth, (latterly the setting for a knockout homecoming LP, "Texas") was steeped in the sounds of the black American church. He played piano as a child, (witched to drums at the earliest opportunity and worked his way through the history of the music, from the Texas blues outward. He's always perceived the drums as both a rhythmic and melodic instrument and brings both facets to bear on his work in Last Exit. His drums sing and dance to a pure, often very African, beat. Or they stack up complex multiples of rhythm to resolve the often very disparate things his partners are playing.
"Last Exit is the second coming of the Ayler principle. I am totally at liberty and have total freedom to create and evolve things. This group is about trying to execute something instantly that is the concentrated essence of all you've learned. Like writing haikus, one after the other". 

This is well said and, I think, very exact. But it’s one thing to write haiku in the contemplative silence of a Zen monastery and quite another to do it on stage with speakers rupturing and amps on the blink. Or after sleepless nights in quaint forty dollar rooms over​looking the autobahn. Or when the promoter has just gone into hiding with the night’s take. Playing creative music can be a thankless task. The condi​tions under which this music is made are, as Brotzmann notes, "ridiculous". 

Following Last Exit around Europe in 1986 and 1987 was rather like being a war correspondent. There were skirmishes with local and national promoters, sound desk engineers, festival security people, journalists, audiences, hotel staff. The album "Cassette Recordings ‘87" properly credits Robert Musso with “salvage production”. Live sound frequently cried out for salvaging, for the group were playing under bizarre acoustical handicaps. Their modest contract requirements for specific amplification equipment were generally ignored by club owners.

Bill: “It’s a cynical attitude that makes us cynical. The promoters don’t care about nothing, so we don’t care about nothing, either. Except the playing. But you can't get through the playing with bad conditions. How can you play if you can't hear the shit? It’s stupid. It’s difficult if you’re playing this louder music. The bass and guitar will just sound like mud if there’s no separation, and the drums are all overtones.

Last Exit fought back against deficient sound and incompetent mixers with, I thought, commendable patience, but here and there tempers had to fray. In Paris, the bass monitor sailed off the front of the stage. In Wuppertal, a promoter came within a hair's breadth of having his features re-sculpted, cubist styie. In Tubingen, the group walked off twice, after Sonny had protested that the guitar player in the Marshall amps was not him. Shannon, meanwhile, told the audience to go home in response to protest that the band was too loud. When some did, demanding refunds, the club owner told the group they'd damaged their reputation. (Laswell was philosophical: "That's OK. We hadn't planned a return trip.") In Moers, after bouncers had manhandled a roadie, the group were indisposed to play at all (that one took some smoothing over.) In Munich, they couldn't play, because the venue was struck by lightning. Unsure whether to laugh or cry, particularly since

Brotzmann's "Noise Of Trouble" logo showed a fellow blitzed by a lightning bolt, the band went to the beer garden. 

Their first four albums, all live, were made on the run, then. You'd better believe it. Under duress, strapped into some sort of comedy of errors.  “Last Exit”, "The Noise Of Trouble”, "Cassette Recordings ‘87” and "Last Exit: Koln" are document, brilliant snapshots of a band going somewhere fast, against the odds. They've progressed incredibly since their first (unrehearsed) concert in Zurich on February 7th, 1986.

On “Iron Path” having finally made it to the studio, they've had a chance to play a music more considered but no less thrilling. It’s gratifying to hear how players like Sharrock and Brotzmann respond to the studio environment, and Laswell deserves credit for getting them there (and for the red-hot glow of the mix.

I’d like to say more, to froth at exhaustive length about each of the tracks on "Iron Path”, but the group figure — I suppose rightly — that in the end listeners are going to have to do some listening for themselves. 

So be it .

To me, the inspired and inspiring qualities of this record and this band are beyond argument 

but, no doubt, it’s impossible to make a sound this big without offending the more dainty sensibilities out there. That’s a good thing, too.

STEVE LAKE

	LAST  EXIT
	Best Of Live
	1990
	70:08
	не пересекается с live “The Noise Of Trouble” на  42:30 (с другими не пересекается).

label: ENEMY Records

1. Enemy Within

2. Pig Freedom

3. Discharge

4. Red Light

5. Panzer Bebop

6. Blind Willie

7. Help Me Mo, I’m Blind

8. Ma Rainey

9. My Balls / Your Chin

10. Line of Fire

    “Love and hate, you need that for your life”, said Peter Brotzmann sagely, back at the beginning, while stressing that Exit’s seesawing moods were not programmed. “We just play our asses off, that’s all we do”. To Ronald Shannon Jackson, Last Exit’s vast sound was “more than just ‘improvising’”. It drew, he said, “upon the richness of a whole reservoir of information already fed in”. No doubt about that. This music was definitely grounded in traditions. There was deep blues in here alongside the free music aspects abstracted from the glorious legacies of Coltrane and Ayler. Moreover, Last Exit played with a rock authority that no other jazz-based improvisers have matched.

   Whose idea was this furious collective? Nobody quite recalls. “One day it was just there”. But the notion had been in the air for a while. Bill Laswell had played with Sharrock, Brotzmann and Jackson individually but those three hadn’t played together until they meet on a Zurich stage at Exit’s first gig. Yet the previous year, Laswell had announced the line-up in an American interview. A new group, he said. We’re going to call it the Sex Beatles. I’m glad he changed his mind about that. Last Exit was appropriately named. In the first place, the group served for some of its members as an escape route from the demands and petty restrictions of the music business. The quartet played, purely. That was “all” it did. (“We don’t rehearse, do promotion or any of that bullshit”.) But the music’s now or never urgency also had to be perceived as a challenge to other players and to those critics not yet completely sedated by New Age and forth generation bebop. And so the group became a Cause. It polarized opinion. (It still does.) At the Moers festival I saw AACM musicians and supposedly open-minded European improvisers with their hands over their years, running for cover. Diamanda Galas, who performed with Last Exit, hated their guts (well, they drowned her out.) Billy Bang and, later, Akira Sakata happily jammed with the band. In Victoriaville, Quebec, Cecil Taylor danced while they played. In European jazz magazines like Wire and Jazzthetik, Last Exit began to gatecrash no end of articles and reviews. They’d become a yardstick, a standard against which other bands were measured, a frame of reference, a way of looking at contemporary music. “Help Me Mo, I’m Blind” is the sound of Herbie Hancock being bushwhacked. He though he was going to play a piano solo and then Brotzmann fired off a few blunderbuss rounds from the wings and then they were all off on a drunken, lurching tangent. Under the circumstances I think the pianist holds up very well. On balance, “The Noise Of Trouble” is my favorite Herbie Hancock record. Last Exit’s third album, “Cassette Recordings ‘87”, was the strongest of their live recordings and also the album that sold the least, largely due, I think, to its packaging. Somebody thought it would be funny to put out a record that looked like a bootleg, but humorless retailers did not get the joke, believed it really was a bootleg and wouldn’t touch it. The title also struck them as worrisome in the CD era: the idea of “Cassette Recordings” would sound pre-wheel to hi-fi snobs. In fact, the audio quality was surprisingly good. The band’s friend Robert Musso, engineer and Machine Gun guitarist, had done an exceptional job with the sounboard tapes. Last Exit goes on, of course, and the music is still in flux. Last time I heard them (about two months back), Bill had switched to a fretless bass and that detail alone had changed the inner relationships of the music. Everybody was thinking in terms of clarity and structure, there were ballad sequences, astonishingly enough, and some more or less fixed compositions from the “Iron Path” album, even a couple of free jazz cover versions. They sounded completely different and, still, completely amazing. But this epic voyage of theirs, upstream against the current of the music industry. New listeners, begin here. — Steve Lake, 1990.

	The  LAST   POETS
	“Oh My People” / “Delights Of The Garden”
	
	78:02
	afro-jazz-funk.        

Bill Laswell [k, prod.](см.); Bernie Worell [k](см.); Phillip Wilson [perc]; Suliaman El Hadi [v]; Jalaluddin Mansur Nuriddin [v]; and oth.

	Bill  LASWELL
	Low Life
	1987
	41:00
	Down Beat 48th Annual Critics Poll: Electric Bass Of The Year (2000)
Bill  LASWELL  -- см. тж. его проекты Arcana, Material, Bahia Black.  Другие его проекты см. в ‘Alternative’ section.

Bill LASWELL -- см. тж. c: Last Exit; Pain Killer; Massacre; BUCKETHEAD, The GOLDEN PALOMINOS; John ZORN; Russell MILLS; Akira SAKATA (см. в ‘Jazz’); dj CHEB i SABBAH (в ‘Acid’ section); Ginger BAKER (см. в ‘Jazz’); Anton FIER (в ‘Jazz’); BUCKETHEAD; Valentina  PONOMAREVA (и Сергей КУРЁХИН); Bernie WORRELL (см. в ‘Jazz’); BUCKETHEAD; Julian SCHNABEL; 
label: Celluloid Records (NY)

Peter Brotzmann (см. ‘Jazz’ section) [bass sax]; Bill Laswell [electric basses]. Produced by Bill Laswell. Recorded and mixed by Martin Bisi at B.G. Studio, Brooklyn, NY.

In an unusually concise synchronicity of intent, process, content and subject, Low Life is exactly what it's about. A collision, among other things, of the two highly-developed worlds and sensibilities of Peter Brotzmann and Bill Laswell, it is a distinct and unique creation of microcosmic slices that vividly represents a very gnarled industrial world.

German artist Brotzmann's history as a brutal purveyor of noise on a variety of saxophones is a well documented in his extensive series of recordings for the German FMP (Free Music Production) label, highlighted by 1968's Machine Gun. His lifelong "anti-jazz" (to say the least) commitment and approach resulted in his playing a crucial role in the infamous improvisational quartet Last Exit [см.] in the 1980s.

American bassist/producer Laswell's adventurous explorations of a far-reaching array of musical forms -- including R&B and funk, New York's wide-open "downtown" scene in the late 1970s and early 1980s, ethnic musics from Africa and Asia, experimental and electronic musics, the more extreme fringes of jazz, and the spawning of hip hop -- are documented in hundreds of recordings. These include such disparate projects as Material, Fela, White Zombie, Akira Sakata, Bootsy Collins, Blind Idiot God, The Last Poets, Public Image Ltd., Afrika Bambaataa, Mick Jagger, Laurie Anderson, Herbie Hancock, Toure Kunda, Swans, Sly & Robbie, James Blood Ulmer, Iggy Pop, Motorhead, and many more. It was partially in response to some of his more mainstream productions that Laswell committed so much energy to Last Exit.

The other members of Last Exit were drummer Ronald Shannon Jackson, who came out of Ornette Coleman's Prime Time school of harmolodic freedom, and guitarist Sonny Sharrock, who had followed in Coltrane's free-blowing footsteps to record the sublime Tauhid with Pharaoh Sanders and Jack Johnson with Miles Davis.

The inevitable and volatile collision of these four monsters of their respec​tive instruments was to result in a series of tours and recordings that would have life-changing impact on self-proclaimed punk rockers and jazz buffs alike, with listeners throughout the world in love with and/or enraged by the resulting spectacle. After the first Last Exit tour, Laswell produced a Sharrock album, Guitar, which once again demonstrated the guitarist's uniquely blinding technique and power. After more subsequent touring with Last Exit and countless late-night, passionate conversa​tions in bars across Europe and Japan, Laswell formulated with Brotzmann the creation of Low Life.
Low Life is, of course, a very apt title for a duet album between two musi​cians who dwell in the lowest reaches of the sonic spectrum, Laswell with his some​times highly-processed and treated electric basses staking out root tones, and Brotzmann on the somewhat rare bass saxophone, a huge, unwieldy instrument capa​ble of foundation-shaking rumbles. There are plenty of overtones, harmonics, and perverted treble textures created by their twisting, squeezing, and mangling of their axes, but these men are both firmly rooted in the bass frequencies. And their musical intent and implications feed especially on many things base.

There are many possible interpretations of the project's title, Low Life. Brotzmann and Laswell certainly have a common, profound contempt for cultural elitism and the manipulation of society at large by those in the upper echelons of business and politics. Their enthusiastic embrace and navigations through "low life" elements of various societies is well known among those who know them or encountered them on the road with Last Exit. The music of this album is as much about the brutality and coarseness of the human condition -- in this post-industrial age of toxic waste and a world increasingly poisoned by industry -- as it is about the resulting need for catharsis and freedom.

On one level, Low Life deals with industry itself, physically and architecturally about machines and factories, and psychically and emotionally about humans living amidst the technology of manufacturing and production. Some pieces sound like (and are constructed as) machines, with the parts fitting together mechanically, clanking, buzzing, and whirring away inhumanly: huge machines torque to their limits, cold metal is pressed and shaped, joints needing lubrica​tion squeal with friction, factory workers amidst yell above the din, lament their brutal environs, and attempt to drown their sorrows. In 1992 an unrelated book of photographs by Luc Sante appeared, documenting the conditions of the under-class in New York during the industrial revolution, appropriately titled Low Life.
The machines involved in the creation of this album also play a very important creative note, analogous perhaps to the role of computer-generated and cut-up "randomness" in the collaboration between Brian Gysin and William Burroughs on the book titled The Third Mind. The notion of another entity being invoked when intense collaborative creativity manifests itself is more significant yet than the specific tools involved, and, like the musical phenomenon of higher har​monics flying like sparks off of clashing or harmonious tones below, evokes notion of higher entities, consciousness, or even planes of reality. More than mere creative beings, however, Brotzmann and Laswell carry complicated worlds of reference, and Low Life is, on yet another level, a frontier between highly entrenched sensibili​ties rooted respectively in Europe and America.

Brotzmann has always performed exclusively in contexts of improvisa​tion, and is well known for his dislike even of the idea of overdubbing instruments to create a piece of music. No stranger to improvised music, Laswell manipulated the studio environment in such a way as to create a spontaneous and interactive environment for their duets, which arguably become a trio with the recording studio as a third partner. The mysterious processes in the studio that resulted in the cre​ation of Low Life were arguably even more spontaneous than the traditional record​ing of improvised music (i.e., the FMP records where microphones are placed, tape machine turned on, and everybody just blows), because the technology employed brought in extra techniques and elements of randomness that created new frame​works and spaces for the players. The result is a studio-manipulated recording that remains true to Brotzmann's "pure" improvisational sensibilities, organically incor​porating the usually static elements of recording technology in such a way as to create spontaneous events and ever-shifting environments.

New spaces. Huge factories, industrial warehouses and smelly, twist​ing alleyways. Something else out there. Cramped booths in the back rooms of stuffy, smoky bars. Machines and humans, mechanical humans and machines with life. Low Life.
            -----------  Peter Wetherbee

	Bill  LASWELL
	Baselines
	
	33:28
	label: Celluloid

Bill Laswell [Steinberger bass, Fender fretless precision bass, Music Man Sting Ray bass, Fender six string bass, Ibanez eight string bass]; Ronald Shannon Jackson (см.) [d]; Fred Frith (см.) [g, violin, Steinberger string console]; George Lewis (см.) [trb]; Daniel Ponce [congas]; Ralph Carney [bass sax, contrabass cl]; Michael Beinhorn [synth]; Martin Bisi [perc, synare]; David Moss (см.) [non-metric perc, steel drum, v]; Phillip Wilson [d (#2)].

Recorded by Martin Bisi at Oao Studio, Brooklin, NY.

	Bill  LASWELL
	Asian Games
	1993
	35:28
	label: Verve / JamRice Music

Yosuke Yamashita (см. тж. в: ‘Jazz’ sect.) [p, k]; Bill Laswell [producer, b, prepared b, sitar]; Nicky Skopelitis [Fairlight]; Aiyb Dieng (см.) [congas, gongs, tambourine, spring, cymbals]; Ryuichi Sakamoto (см.) [k]; Robert Musso (см.) [recording and mixing engineer].

Melting Pot ........................................................ 7’ 13’’

Chasin’ The Air ................................................. 4’ 42’’

Asian Games ....................................................... 6’ 50’’

Ninja Drive ......................................................... 7’ 46’’

Napping On The Bamboo .................................. 5’ 45’’

A Parade Of Rain, The Moon And A Bride ..... 2’ 41’’

YOSUKE YAMASHITA, BILL LASWELL & RYUICHI SAKAMOTO

Ryuichi Sakamoto served as the medium to bring together Yosuke Yamashita and Bill Laswell to create a modern and intellectual album entitled "Asian Games" -- a first of its kind in electric and beat music performance.

Yosuke Yamashita is a jazz pianist known for his unprecedented percussive piano touch, within this flexible performance combining rhythm and tempo with a unique sense of drive. It is this duality which commands Yamashita's encounters with music -- of any genre -- and which creates a sense of energy with smooth and stimulating effects. This is clearly illustrated in his sessions with Japanese music, the Japanese drum or ethnic music, wherein Yamashita shines brilliantly. Although it is often difficult to harmonize such different styles of music to create a good sound, Yamashita excels at such difficulties and has had outstanding sessions with musicians of every class. He is a jazz experience that goes beyond every conventional framework of music.

This recording was  Yamashita's first experience in performing computer music using digital sampling systems and was a major challenge for Yamashita who has been particular about acoustic piano performances. Another interesting part of this project was that Bill Laswell asked to participate on the album as producer. Bill had been a long-time fan of Yamashita's music and also leads the punk jazz-hand, "Last Exit", known for its loud sound and craziness. The exchange with numerous new wave, jazz and ethnic musicians has allowed various elements to be reflected effectively in the "materials" which serve as the base of Bill's quest to create an experimental but metropolitan style of sound. Bill has also produced albums for various musicians such as Herbie Hancock for "Future Shock" which won a Grammy, Mick Jagger, John Lydon and other pop and rock artists. From avant-garde to pop, Bill Laswell creates a synthesis of modernism and culture, and he is thus the ideal producer for this project.

The fact that Ryuichi Sakamoto supported this project was another reason that Yamashita was able to pursue such a new and different direction. [...] Yamashita – with his ‘allergy’ to electric instruments – would feel at ease.

Ambient Asian sound coupled with Japanese jazz; a mixture of sound collages; urban sound created through Yamashita's encounter with superb artists such as Bill Laswell and Ryuichi Sakamoto bridging New York and Tokyo: these are the elements which shape Yamashita's contemporary world of music.

	Bill  LASWELL
	MEPHISKAPHELES:

“God Bless Satan”
	1994
	48:40
	label: Pass The Virgin Music / Maraschino Music; manufactered by MoonSKA (NYC)

produced by Bill Laswell and Bob Musso

The Nubian Nightmare [v]; Brendog [g]; Mikal ‘The Virgin’ Reich [d]; ‘Underpants’ Martin [organ]; Alexander McCabe [a s]; Osho ‘Hollywood’ Endo [tp, fl h]; Greg Robinson [trb]; Michael Bitz [upright bass].
  В этом Ska-проекте Laswell в очередной раз проявил себя как замечательный стилист: MEPHISKAPHELES -- не просто Ska, а целая палитра, коллекция того, чем Ska может быть.
1. Mephiskapheles

2. Satanic Debris

3. Bad John

4. Centre of The...

5. Hard Times

6. Doomsday

7. Rank & File

8. Eskamoes

9. Saba

10. The Ballad of Admiral Stockdale

11. Danse Me Not

12. Finnigan Froth

13. The Bumble Bee Tuna Song

	(Bill  LASWELL)
	THIRD RAIL:

“South Delta Space Age”
	1997
	51:49
	label: Polystar (New York) www.antillesnet.com 

James Blood Ulmer (см.) -- Electric Guitars, Voice

Bill Laswell -- Bass

Joseph "Zigaboo" Modeliste -- Drums / Percussion

Bernie Worrell (см.)  -- Hammond B-3 Organ / Clavinet

Amina Claudine Myers -- Hammond B-3 Organ / Electric Piano / Voice.

Produced by Bill Laswell and James Blood Ulmer. Engineering: Robert Musso.

1 Dusted 7:07 (J. Weaver, J. B. Ulmer, B. Laswell) 

2 Grounded 4:26 (J. B. Ulmer, J. Modeliste, B. Laswell) 

3 Funk All Night 4:51 (J. B. Ulmer) 

4 In The Name Of 5:17 (J. B. Ulmer) 

5 Please Tell Her 3:55 (J. B. Ulmer)

6 Itchin’ 4:48 (J. B. Ulmer)

7 Blues March 7:45 (J. B. Ulmer, J. Modeliste)

8 First Blood 5:22 (J. B. Ulmer)

9 Lord Thank You 8:03 (J. B. Ulmer)

	Bill  LASWELL
	AXIOM FUNK:

“Funkcronomicon”
	1995
	47:33 42:32
	label: Axiom (New York)

Produced by Bill Laswell

FUNKCRONOMICON (A Sock-Clue-List Now Last-Decade Edition).
May it be said that in the Last Age of Funkadelia, the forces of blasphemy and evile grow mighty as the infidel-infested planet Earth spins wobbly toward chaos and imminent doomation. And henceforth, the ranks of Object Funkativity (Funk Activity) are now weakened and decimated by inner goblins, toxic spankulative chemicals of drugfest, and even mortally wounded by the pimpslap of Death itself! The source of this planetary turmoil is the purposely-decadent mutation of the line between light and darkness, to threaten the sanity of all those inhabitants of Earth to make the choice.

It is FUNKCRONOMICON which is now the designated borderline between the reality of what should be and what could be, between what matters and anti-matter, the materialistic and the ballistic, the crazoid conceptuality and the conceptuality of the insane, between love-dealing and boots-to-the-ceiling, between wearing shades and catching AIDS... between having fun or packing a gun, between using drugs and being a drug, the life of honey or death-by-money, between deconstruction and total destruction, between a funk profile and a fish-head profile, between "funk-in-the-house" or a spot in the Blight House, funk invention or Bill Clinton.

"Time is short and the work is long... to which side of The Funk do you belong?" Today's "sure bet" may be tomorrow’s counterfeit. We lose a Eddie Hazel and gain (the pain of) a Newt Gangrene as the stench of the New World Odor rankles the air. Everything IN is now OUT. Turn-​out is Burn-out. Step-out is Fall-out. A-bout is Smoked-out. "It’s too late to act jaded; play it off, and you’ll get faded! "

The choice is yours (BUT FOR A LIMITED TIME ONLY, FOLKS!): will you funk or flunk, will you fly or die? Will you be de-coded or simply bar-coded? Will you become a scartoon or the Next Joke ("Aw, c'mon... can't you take-a-joke?")?! Live bold or get sold? Be funk-plundered or rent-asundered? THINK/ACT NOW if not soon, or you may find yourself in the company of many or even alone; a crash through your door or a call on the phone. And the next screaming skull you see may be your own!

FREE YOUR MIND & WATCH YOUR ASS 

B-4 ALL THIS COMES TO PASS

Sir Lleb of Funkadelia

CD I

1 ORDER WITHIN THE UNIVERSE (3:17)

(B. Worrell. B. Laswell, DXT) 

Bernie Worrell (см.) -- Hammond B 3 organ

DXT -- turntable

Bill Laswell – bass, beats, sound EFX

2 UNDER THE INFLUENCE (JES GREW) (5:45)

(G. Clinton, B. Laswell, B. Collins, S. Dunbar, R. Shakespeare) 

George Clinton -- vocals

Gary "Mudbone" Cooper -- vocals

Bootsy Collins -- vocals, guitar

Herbie Hancock (см.) -- piano

Robbie Shakespeare -- bass

Sly Dunbar -- drum programming

Anton Fier -- drums

Daniel Ponce -- congas

Aiyb Dieng -- cowbells, percussion

Michael "Clip" Payne -- vocals

Deborah Barsha -- vocals

Zhana Saunders -- vocals

Edwin Rodriguez -- tuba

Joe Daly -- baritone horn, euphomum

Ted Daniel -- trumpet, flugelhom

Janet Crice -- bassoon

J.D. Parron -- tenor saxophone, flute

Horns arranged and conducted by Henry Threadgill (см.)

3 IF 6 WAS 9 (6:00)

(Jimmi Hendrix)

Bootsy Collins -- lead vocals, Space Bass 

Blackbyrd McKnight -- guitar 

Nicky Skopelitis -- guitar 

Robert Musso (см.) -- backwards guitar 

Buckethead (см.) -- intro guitar 

Lili Haydn (см.) -- violin

4 ORBITRON ATTACK (12:29)

(G. Cook)

Eddie Hazel -- guitar 

Bootsy Collins -- Space Bass

Jerome "Bigfuut" Brailey – drums

5 COSMIC SLOP (5:15)

(G.Clinton, B. Worrell) 

Carry Shider -- vocals, guitar

Gary "Mudbone" Cooper -- vocals

Bootsy Collins --guitar 

Michael Hampton -- guitar

Bernie Worrell -- Hammond B 3 organ

Nicky Skopelitis -- Fairlight

Robbie Shakespeare -- bass 

Sly Dunbar -- drums

Aiyb Dieng – congas

6 FREE-BASS (GODZILLATRON CUSH) (5:43)

(B. Laswell, B. Collins, D.Weeden)

Zillatron -- free bass

Menace (the Dawg of the C) -- stun guitar

7 TELL THE WORLD (3:53)

(B. Collins, M. Parker,  S. Stewart)

Maceo Parker -- vocals 

Bobby Byrd – vocals

Sly Stone -- voice, keyboards

Bootsy Collins -- other music

Godmomma – vocals

8 PRAY MY SOUL (5:08)

(G. Cook) 

Eddie Hazel – guitar 

Bernie Worrell – Hammond B-3 organ

CD 2

1 HIDEOUS MUTANT FREEKZ (7:25)

(G. Clinton, B. Worrell, B. Laswell)

George Clinton – vocals

Garry Shider -- vocals

Gary Cooper -- vocals

Bootsy Collins – vocals, guitar, Space Bass 

Buckethead – guitar solo

Bernie Worrell -- Arp synthesizer 

Anton Fier – drum loops

2 SAX MACHINE (7:47)

(B. Collins, M. Parker, B. Byrd)

Maceo Parker -- vocals, alto saxophone

Bobby Byrd -- vocals

Fred Wesley -- trombone

Bootsy Collins -- vocals, guitar, bass

Bill Laswell -- low bass 

Bernie Worrell -- string synthesizer

T-Bone – percussion

3 ANIMAL BEHAVIOR (7:09)

(B. Laswell, B. Collins, Buckethead)

Bootsy Collins -- lead vocals, Space Bass

Bernie Worrell -- Hammond B 3 organ 

Buckethead – guitar

Af Next Man Flip – turntables

Brain -- drums

Bill Laswell – samples

4 TRUMPETS AND VIOLINS, VIOLINS (5:58)

(Jimi Hendrix)

Abiodun Oyewole -- voice

Blackbyrd McKnight -- guitar 

Nicky Skopelitis -- guitar 

Robert Musso -- guitar and processing 

Buckethead -- intro guitar

Lili Haydn (см.) – violin

5 TELLING TIME (4:57)

(N. Skopelitis)

Nicky Skopelitis -- 6 and 12 string guitars 

Amina Claudine Myers -- Hammond B-3 organ 

Bill Laswell – bass

Joseph "Zigaboo" Modeliste -- drums 

Cuilherme Franco – congas

6 JUNGLE FREE-BASS (5:58)

(Laswell, Collins)

Bootsy Collins -- jungle bass

Bill Laswell -- dub bass 

Torture -- vocal sounds

7 BLACKOUT (5:44)

(D. McKnight)

Blackbyrd McKnicht -- guitar, bass, drums

8 SACRED TO THE PAIN (4:54)

(G. Cook, U.B. Hassan)

Eddie Hazel -- guitar

Bernie Worrell -- Hammond 85 organ

Umar Bin Hassan -- voice

	Bill  LASWELL
	ARCANA:

"The Last Wave"
	1996
	60:18
	label: DIW (Japan)

Derek BAILEY (см.) [el g]; Bill LASWELL  [el&strings bass]; Tony WILLIAMS [d].

	Bill  LASWELL
	Into The Outlands
	1997
	44:14
	psychedelic-free-jazz-rock

Recorded in Japan 1987. Final production and editing by Robert Musso at Quad Recording, New York City.

Bill Laswell [b]; Lakshmi Shankar (см.) [violin, vocals]; Aiyb Dieng (см.) [perc]; Ronald Shannon Jackson  (см.) [d]; Samulnori (см.: RED  SUN / SAMULNORI; тж. в файле 'Asia', раздел China/Corea) [perc].

 This recording brings together powerful improvising musicians from widely different musical and geographical locations. Bill Laswell, fabled bassist and producer from the Midwestern U.S., has spent a career collaborating with musicians from the widest possible variety of backgrounds -- including previous work with some of the musicians heard here.

This disc brings Laswelt together with American avant-jazz drummer Ronald Shannon Jackson, a Korean percussion ensemble consisting of Kim Duk-Soo, Lee Kwang-Soo, Choi Jong-Sil, and Kang Min-Seok, versed in the ancient Korean form called samulnori; Indian violinist and vocalist Shankar; and Senegalese percus​sionist Aiyb Dieng. The resulting blend of traditional- and popular-influenced music from the U.S., East Asia, West Africa, and the Indian subcontinent -- each area steeped in its own musical and cultural clashes and harmonies -- is rich, unpredict​able, haunting, and exciting.

Bill Laswell is often seen as a master of technologically enhanced music. Indeed he has made crucial contributions to the use of synthesized percussion and keyboards in music from pop to jazz to fusion to any number of unclassifiable expressions. These sessions, however, recorded live in Japan, show Laswell's comfort, virtuosity, and daring in blending his bass with the acoustic instruments of this and other cultures. The sound on this recording is full of exhilaration, movement, and texture, as barriers between high- and low-tech dissolve.

Laswell came to renown in the jazz-rock fusion of the late seventies. Fusion was a natural medium for an adventurous musician grounded in R&B; Laswell's talents as producer and musician dove​tailed neatly with a style in which more or less free improvisation was contained by intense, driving rhythms -- complete with rock-level amplification. But Laswell's work in fusion had an unusual duality. On the one hand, he and his collaborators quickly broke out of the rapidly stiffening conven​tions of fusion, forming such improvising groups as Massacre, Curlew, and -- most importantly, perhaps -- Material. On the other hand, Laswell produced Herbie Hancock's album Future Shock, with its hit "Rockit" -- a piece that joined fusion to the most conventional international disco.

Suddenly in demand as a pop pro​ducer, Laswell never gave up his artistic preoccupations. He has produced albums that join Whitney Houston with Archie Shepp and John Lydon with Afrika Bambaataa; he has recorded with his quartet Last Exit; produced and performed on James Blood Ulmer's America -- Do You Remember the Love? (also with Ronald Shannon Jackson). And his interest in music from cultures outside the U.S. and England have led to extra​ordinary collaborations like the one captured here.

It is rhythm that connects Bill Laswell's commercial dance-floor successes not only to his furious improv​isatory fusion but also to his daring collaborations with traditional musicians. Rhythmic influences are rarely simple: the Senegalese drumming of Aiyb Dieng, for example, is no doubt rooted in traditional praise and dance rhythms but has also been inflected by the rhythms of Cuba -- the port of Dakar brought Afro-Cuban music to Senegal in the 1960s -- fusing salsa with talking drum and inspiring the give-and-take between Senegalese music and the rest of worldwide pop.

Korean samulnori drumming, on the other hand, is not cosmopolitan: with some of the oldest folk roots in the world, samulnori's intensity and exuberance springs from ancient farming festivals. During the drumming, a samulnori quartet dances and flies through the air, invoking shamanistic trance-states.

In swing and rock, in disco and rave, in many a tribal ritual, rhythm is of course con​nected to dance.  But rhythm can also transcend its dance inspiration, becoming -- to para​phrase an Ornette Coleman title -- dancing in your head. As this astonishingly lively and   rich improvisation progresses, rhythm at times builds into textures and shapes that no longer invite the body only. Laswell's percussive bass, Shankar's droning, skirling violin and powerful, wailing singing, and Jackson's virtuoso jazz-inspired drumming blend with the percussion of Aiyb Dieng and the samulnori quartet: the throb of essential rhythms is sometimes thrillingly pro​nounced, but it also becomes an enveloping presence, in which differences are allowed both to clash and to blur.                  ---- William Hogeland

	Bill  LASWELL
	Meridiem
	1998
	53:47
	label: Materiali Sonori (Italy)  matinfo@matson.it 

Bill Laswell [bass]; Fred Frith (см.) [ac/el g, organ, vln]; Charles Hayward [d, perc, Wurlitzer]; Percy Howard [v].

Music by Howard/Laswell/Frith/Hayward. Words by Howard.

Meridiem is generated and produced by Percy Howard III.

Rec. at Orange Music Sound Studios, New Jesey, 1998.

	Bill  LASWELL
	PANTHALASSA (Miles DAVIS / Bill LASWELL)
	1998
	59:40
	acid jazz
The music of Miles Davis 1969 – 1974; reconstruction & mix translation by Bill Laswell, created at Greenpoint Studios, Brooklin, NY.

1. In A Silent Way / Shhh/Peaceful / It’s About That Time (M. Davis/J. Zawinul)

2. Black Satin / What If /Agharta Prelude Dub (M. Davis)

3. Rated X / Billy Preston (M. Davis)

4. He Loved Him Madly (M. Davis)

	Bill  LASWELL
	PANTHALASSA (Miles DAVIS / various DJ’s): 

“The Remixes”
	1999
	46:58
	acid jazz
label: Sony   www.columbiajazz.com 

1. SHHH (SEA 4 MILES REMIX) (10:25) remixed by KING BRITT & PHILIP CHARLES

2. RATED X (6:38) remixed by DOC SCOTT
3. IN A SILENT WAY (5:03) remixed by DJ CAM
4. ON THE CORNER (SUBTERRANEAN CHANNEL MIX) (16:40) remixed by BILL LASWELL
5. RATED X (8:02) remixed by JAMIE MYERSON

	Bill  LASWELL
	Imaginary Cuba
	1999
	57:24
	A groove-based journey into the heart Cuba.

label: Wicklow (RCA, USA)   www.wicklow.com 

Ambient translations of new performances from: Raul Planas, Tata Guines, Frank Emilio, Guillermo Pompa, Clave y Guaguanco, Septeto Nacional, Los Ibellis.

	Bill  LASWELL
	Charged
	1999
	52:38
	acid-jazz 

Bill Laswell [basses]; Toshinori Kondo [electric trumpet]; Eraldo Bernocchi [electronics]. 

	Bill  LASWELL
	ARSANA 2
	
	57:10
	ethno-funk-fusion

	The LEADERS -- см. Lester BOWIE
	
	
	
	

	Joëlle LÉANDRE
	Joelle LEANDRE & Rudiger CARL:

"Blue Goo Park"
	1993
	61:33
	Joelle LEANDRE - см. тж. с: Jon  ROSE (в 'Alternative'); Vinny  GOLIA;
free jazz

label: FMP

Joelle Leandre [double bass, v]; Rudiger Carl (см.) [accordion, cl, v].

Recorded by Jost Gebers and Holger Scheuermann on July 9 - 10, 1992 in Berlin.

The recordings were made in July during the 'Workshop Freie Musik 1992' in Berlin, a highly reputed festival annually organised by FMP.

 

RUDIGER CARL started off as a tenor saxophonist, then played the clarinet, and occasionally the accordion more ore less as a gag. In time RUDIGER CARL has become an accordionist and clarinettist who also plays the saxophone. Over the pas few years compositions, concepts, structuring guidelines, and pregiven rhythmical formations in music have not only become more important for RUDIGER CARL. In JOELLE LEANDRE he has found an ideal partner, has entered into a musical 'folie а deux'. She, who for years has devoted herself equally to composition (I'm thinking of solo performances of her own work and of works by John Cage, Giacinto Scelsi, Sylvano Bussotti and others) and free improvisation, (remember the years spent with Maggie Nicols, Irene Schweizer, Barre Phillips, Jon Rose and others) is a performer and singer as well as being a double bass player - she once referred to her voice as being her fifth 'string'. A wanderer between worlds with a rare intimate, physical, and at the same time kind of love-hate relationship with her instrument - she bows and plucks it, strokes and hits it, scrapes away on it and makes it screech - coaxes unheard of and un-heard tones out of it. 

BLUE GOO PARK is an excerpt from a road-movie, by which I donґt just mean that it is of film length and is very varied. It is two persons' conscious 'yes' for the here and now. Their ways of life come together, draw near to one another, and withdraw again - oui/oui, oui/non, non/oui, non/non. 

BLUE GOO PARK is music which does not belong to any specific category, music for a film which has not yet been produced, but which is created inside our heads whilst listening, Oui!
1. Oui-non (A)

2. Derek

3. Moondog in Erkenschwick

4. Fading Jay Gee

5. Little R. from little R.

6. Ron Ronade

7. Von wo das kommt, da will ich hin

8. 1. Verstorung

9. Tagesmusik I

10. Danke, Sozialversicherung

11. Taratata

12. Giant flandrique

13. Kurische Konige

14. Hush me now

15. Montmartre song

16. 2. Verstorung

17. Abundance-dance

18. Fattyґs lullaby

19. Don't think it's a relationship…

20. A deux, c'est mieux

21. Tagesmusik II

22. The worried song

23. Oui-non (B)

	Joëlle LÉANDRE
	Lauren NEWTON & Joelle LEANDRE:

“18 Colors”
	1997
	65:05
	label: Leo

Lauren Newton (см.) [v]; Joelle Leandre [bass, v(#14)].

Transoxide Olive – 4’27

Chartreuse - 2'56

Firey Chromoxide Green - 3'57

Mars Yellow - 4'54

Cicciolina Pink - 3'43

Dragon Blood – 3’35

Irresistable Ryman White - 2'IS

Orange Comet Steel - 3'31

Alizerin Madder Purple - 3'15 

Oregon Fog Grey - 4'20 

Gold Head Ginger - 3'27 

Silvery Blue-Green - 3'33 

Naples Yellow French - 3'57 

Raw Umber then Burnt Ochre - 3'54 

Venetian Red - 2'41 

Stella Black - 3'04 

Cyanide Blue Charm - 3'04 

Safran Redwood - 4'30

LAUREN NEWTON & JOELLE LEANDRE

"The hearing of colours is so precise that it would cer​tainly be impossible to find anyone who would attempt to render the impression of gandy yellow on the piano keys or compare deep carmine to the soprano's voice."

--- W. Kandinsky, "Spirituality in art"
Grand and obstinate is the deasire of many an artist to attempt the "rapprochement" and convergence of different art forms. From Scriabin's (musician) la theorie des correspondances to Kandinsky's (painter) search of monumental art, numerous are those who set off on a quest to unite, to amalgamate, to fuse sounds and colours and seek the absolute. An utopian but nevertheless a passionate quest. How to reconcile sound and its ephemeral forms, which is what music is, with colour, a product of reflected light which becomes tangible? However, from colours in a melody to the rhythm in a painting the ambiguity remains and the attraction of the transposition is full of verve.

Conscious of the impossibility of this supernatural fusion, Lauren Newton and Joelle Leandre have taken on board colours in their essense, in their density, colours deter​mined by nature, colours of substance, browns, earthy ochres, verdant greens, lumi​nous yellows, sky blues & greys, flushy pinks, scorching reds... which frame at the opposite poles of the spectrum their "minimalist" aspect and rhythm, undulating whites of Robert Ryman and the geometric blacks of Frank Stella from the mono​chrome period. Avoiding the dead-end of pure colour or sound the musicians have preferred to search the matter, the texture, the doughiness by attempting the rap​prochement with the aid of "concrete" sound; sound not organised according to con​vention (melody-rhythm-harmony) but scattered, dispersed, distributed in the many recesses permitting to cover each layer of music. The sound settles on a kind of tran​sient surface with the high notes of the voice representing different shades, whereas the low notes of the double bass representing substance and depth -- elements which remain indivisible.

All sorts of sounds spring from their two instruments and their "bodies": discontinuous singing, onomatopoeia, hummings, whispers, pointillistic sounds, scraps of words, bizzare effects, borborhymes, smacking of the palate, tongue whistles, groans, scraping, lamentations, sighs, little cries... or else modulations, meandering vocalizations, long held notes, large intervals which cross over, confront, hurl themselves or which bear down on the waves, contrasts, dissonances, explosions, punctuations, grating the bow, striking the cords, chattings and resonance, or on the con​trary the hollow of wood. More rarely we hear a pizzicato which builds a few lines of force or installs a few points of  support when the musicians find themselves at times in a kind of unison. But beyond the apparent disparity of these 18 pieces of musical textures, accounts, and varied interpre​tations there does emerge the unity, a tonality, which through the chosen "colours" and within the limits of the time scale give an instanteneous overall form. Contrary to a purely intellectual or abstract approach Joelle Leandre & Lauren Newton have actually sought the meeting point between matter (the earth) and space and have tried to explore that impalpable plane we call "surface". "Plastic" works in movement, their 18 resonant pictures are first of all 18 carnal encounters, which are different ways of understanding what, at the end of the day, links colours and sounds, that is to say, create their own harmony.

---- Jean Buzelin

	Joëlle LÉANDRE
	Derek BAILEY & Joelle LEANDRE:

“No Waiting”
	1998
	50:00
	label: Potlatch (Paris, France)   www.potlatch.digiweb.fr / potlatch@worldnet.fr  Distribution: Harmonia Mundi

Derek BAILEY (см.) [el g]; Joelle LEANDRE [b]. Rec. live at Motreuil, 1997.

compositions: No Waiting 1-5

What is there to write about? Music critics are well-known for falling into the trap of simply describing: remember Shaw's analysis of "To be or not to be.." as described by a music critic: "the interrogative infinitive opening phrase is, a brief linking conjunction, counteracted by its inversion.." There's no point providing you here with a blow-by-blow commentary. In any case, the fact that you're reading this probably means you belong to The Afficionados Of Free. This CD will probably take its place alongside others of its ilk by Parker, Brotzmann, Van Hove, and no doubt Bailey himself, including such latter-day pop classics as "Guitar Drums'n'Bass" and "The Sign of 4". Even though I believe this is the kind of record that should be slipped into a Spice Girls sleeve and given to unsuspecting and impressionable ten-year-olds, it's unfortunately true to say that Derek Bailey and Joelle Leandre will never fill a stadium in Rio or sell 250,000 tickets at Knebworth.

The late Morton Feldman described Samuel Beckett as a "fantastic word man". And he added: "I always felt I was a note man." Derek Bailey is a "note man" of the highest order -- no need to attack his guitar with screwdrivers, chains, paintbrushes and balloons (even though such extended techniques can be wonderfully effective in the hands of a Frith, Chadbourne, or Kaiser). Bailey's sound is out there, endlessly redefining its musical structure (can there be a better example of Stockhausen's concept of "moment form"?), continually recycling tiny exquisite pitch constellations with Webernian finesse. Indeed, his music could prove fertile ground for rigorous set-theory analysis a la David Lewin -- though that would involve weeks of patient transcription and even then wouldn't take into account its rhythmic intricacy and timbral sophistication (check out that use of the pedals!). What's more, in Joelle Leandre, Bailey has found a uniquely sensitive sparring partner. Check out the pitch play in the second piece here. No, scratch that, check it all out. Listen carefully now -- this is not music for the faint​-hearted.

"So what kind of music is that exactly?". You may be tempted to ask this question after No Waiting. But  whether you  call  it  non-idiomatic improvisation, free improvisation, free music or whatever other term you fancy, you will, given time, grow to love this music simply for what it is, a crystal-clear snapshot of a memorable evening at Les Instants Chavires, a great gig by two extraordinary musicians. No point shouting it from the rooftops -- your neighbours are too busy listening to Oasis --, just let's quietly treasure this rare gem. Shhh... It'll be our secret...

---- Dan Warburton

L'expression humaine s'exalte en musique avec l'improvisation collective, lorsque de simple facteur celle-ci devient à la fois le plus exigeant et le plus inventif des actes musicaux de liberté, enrichissant considérablement le vocabulaire et le monde des formes puisqu'elle ne s'interdit rien, aucune sonorité, aucun traitement, aucun alliage, puisqu'elle fait tout parler, et propage d'autant les possibilités de signification.

----- Alexandre Pierrepont

	(Joëlle LÉANDRE)
	CANVAS TRIO:

"Moments with the Canvas Trio"
	1998
	53:30
	label: Music & Arts

Joelle Leandre (см.) [b]; Carlos Zingaro [vln]; Rudiger Carl (см.) [cl, accordion].

Sixteen collective compositions of the Canvas Trio, performed by Joelle Leandre, bass, Carlos Zingaro, violin, and Rudiger Carl, clarinet and accordion.

Critic Art Lange writes in his liner notes: "All of the music on 16 Moments is spontaneously improvised; there are no predetermined themes or structures. This is not to say, however, that the music is not highly organized--it obviously is, and their reliance on spontaneity is controlled by acute parameters of formal construction, among them, intuitive logic, tacit aesthetic agreements, and associative interaction based upon close listening, appropriate contextual responses, and an empathetic climate. The trio works within a place where sounds register meaning through color, shape, direction, and gesture." 

Leandre has played and/or recorded with guitarist Derek Bailey, wind-player Anthony Braxton, trombonist George Lewis, and pianist Irene Schweizer, among others. Zingaro has collaborated with Braxton, Roscoe Mitchell, Leo Smith, and Richard Teitelbaum. Carl has been involved in improvised music since 1968, has been recording since 1972, and is a member of various European combos including the COWWS Quintet with Irene Schweizer.

	Joëlle LÉANDRE
	Fred FRITH / Joëlle LÉANDRE / Jonathan SEGEL:

“Temtped to Smile”
	2003
	
	label: Spool

rec. 2002

all tracks composed and performed by Frith, Léandre (см. в ‘Jazz’), Segel
The string trio is one of the most versatile vehicles for free improvisation largely due to the broad variety of sounds and the flexibility of the instruments. It is also one of the few groupings that remains partially untapped. Sitting somewhat uncomfortably on the edges of the genre, experienced pros Fred Frith and Joëlle Léandre are joined by Jonathan Segel for an inventive, exploratory, and often disturbing set of improvisations that demand close attention from the listener because of both the level of detail and abstraction. Frith and Léandre have often flirted with cross-genres, the former primarily coming from an avant-rock perspective, while the bassist is rightly identified more with avant-garde jazz and modern classical composition. They meet on common ground here, with no direct hints at anything in their pasts and Segel (also coming from a mostly rock perspective) has no difficulty fitting in. Sometimes, though, there is a slight tedium that seeps through, a drifting that seems to be the result of a lack of direction. There are splendid moments on several tracks. "La Valise," for instance, has casual conversational voices (primarily that of Léandre) inserted in an attractively absurd manner and juxtaposed against the strings. Also, "Tempted to Smile," with its gentle, offhanded approach, may generally leave the listener feeling that he/she is only eavesdropping on a private musical conversation to which he/she is not the intended beneficiary.

1. From Ice to Steam

2. Portrait of a Boy

3. Sideshow

4. The Glass of Absinthe

5. Smell My Halo

6. The Palace at 4 am

7. Hey Sonny

8. La Valise

9. Goodbye Pop

10. Tempted to Smile

11. Housecleaning at the Beginning of the New Year

	Urs  LEIMGRUBER & Fritz  HAUSER
	L'enigmatique
	1992 
	58:03
	Urs  LEIMGRUBER - см. тж. с: Christy DORAN; Joe McPHEE;

label: hat ART

Urs Leimgruber [ss, ts] ; Fritz Hauser (см.) [d, perc] .

   “From the Greek: to speak in riddles. This music all words, no words, tuned to the Other, all others. How many people live inside you? Trust, cancel the obscure, what’s not. In this asphalt desert the Sphinx its own virtue, stark white in new moon, mute, refuses to reveal what can be possessed, what can be expressed; breath as wind, drum as thunder. Witnesses confer, confess, close the door. This life a confusion of moods. This day, unlike any other, all others, grey sun sans heat, calm air bare, visible, civil. As sentries trees sigh, limbs jut, without leaves scratch an empty sky, dry. Splintered shadows rasp. A human hand grasps a marble apple. Paris in Troy, blinded by beauty, cold as the stars. So many novels to be ignored. Nostalgia becomes the Law, a photograph Gospel, not a dream. Here it is what it is not; all evidence is blue. You know what they sing: odes of absence and denial, departures pure as a crescendo, etched in the alchemy of autumn. One night knit echoes of ancient modes, the pitch of an Egyptian bark on wine-red waters to escape this landscape of solitude, bird songs, and sculpture antique as De Chirico. Orange clouds drift to umber. Is any instrument an ocean, any device unmusical? Some sounds leave fingerprints; on terra incognita all roam in silence, these few find a home, hearth, heart.” — Art Lange (Dec. ‘91)
Urs Leimgruber: Born Lucern, 1952; saxophones, composer. 

Urs Leimgruber has been active for many years in the areas of contemporary improvisation, composition, jazz and new music. One of his earliest associations was as a member of the electric jazz/free music group 'Om' with Christy Doran, Fredy Study and Bobbi Burri, and he later formed the 'Reflexionen' quartet with Bobby Burri in New York. More recently, his own projects have included 'Ensemble Bleu'; the 'LSM' trio with Patrick Scheyder and François Moutin; as well as a long association with Fritz Hauser: as a duo with the ongoing Music for saxophone and percussion; in the Leimgruber/Roidinger/Hauser trio; a trio with Jöelle Léandre; and a trio with Marilyn Crispell. Urs Leimgruber has also performed extensively as a solo artist and has been involved in mixed media presentations, providing music for dance, radio plays and film. 

Urs Leimgruber has undertaken concert tours in Western and Eastern Europe, USA, Canada and South America, and appeared at concerts and on recordings with such musicians as Steve Lacy, Tim Berne, Joe McPhee, Christy Doran, Francoise Kubler, Louis Sclavis, Hans Koch, Bobby Burri, Pauline Oliveros, Ives Robert, Daunik Lazro, Harry Sparnaay, Jacques Demierre, Don Friedman, Herb Robertson, Trilok Gurtu, and Steve Argüelles. 

He has been involved in performances of compositions by Walter Fähndrich, Edu Haubensak, Mani Planzer, Maria de Alvear. Though born in Lucern, Urs Leimgruber has been living in Paris since 1988.

	Urs  LEIMGRUBER & Fritz  HAUSER
	Duho
	1993
	63:36
	label: Unit Records (Zurich)

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

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

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

11 untitled tracks

all compositions by Urs Leimgruber and Fritz Hauser

	Robert M. LEPAGE
	Adieu Leonardo!
	1992
	49:14
	весёлый Free Jazz

label: Dame 

Robert M. Lepage [cl, saxes, perc, electronics]; with: Jean Derome [fl, bar s]; Serge Lepine [ac g]; Rene Lussier [dax-o-phon, b, guitare hawaienne].

  «You shall build a water organ. By changing the course of a small spring you can make the vases sing two by two and thereby create endless melodies. Don’t forget to buy a pint of goat milk. Write on the soul.» 

– Excerpts from Leonardo’s notebooks.

	LES 4 GUITARISTES DE L' APOCALIPSO-BAR
	"World Tour" / "Fin De Siecle"
	1998
	74:17
	label: Dame (Canada) / ReR (USA)

Rene LUSSIER (см.) [el g, 6-str bass]; Jan-Pierre BOUCHARD [el g]; Andre DUCHESNE (см.) [el g, Chef d'Orchestra]; Roger BOULDREAULT [el g, classical g (#1-10)]; Ferdinand RICHARD (см.) [6-str bass]; Chris CUTLER (см.) [d]; + Remi LECLERC [d (#12, 18)]; Claude FRADETTE [el g (#12, 18)].

Two LP's (previously issued as ReR 404 and ReR 42) on 1 CD:

"World Tour" - #1-11

"Fin De Siecle" - #12-18

free-funk / prog-rock – инструментальный проект, насыщенный гитарными соло и, судя по всему, для этой цели и созданный: если вы хотите сыграный коллектив с отрепетированной программой – поищите что-то другое. Но, при этом, здесь получается море достаточно весёлой и заводной музыки.

	Sergei  LETOV
	ЛЕТОВ, БОРИСОВ, NIKKILA
	2001
	57:48
	LETOV – см. тж.: TRI O; SAX-MAFIA; Sergey KURIOKHIN;

label: Pentagramma

free improvisational music

Contact: letov@jazz.ru    http://www.screen.ru/letov   http://www.letov.com 

Anton Nikkila [sampler]; Alexei Borisov [low-tech electronics, v]; Sergei Letov [saxes, flutes, piccolo swanee whistle].

1. Live @ Moscow (rec. 1999)

2. This Area (rec. 2000)

3. Keha (rec. 2000)

	Sergei  LETOV
	S.LETOV, A.BORISOV, D.A.PRIGOV:

"Concert in O.G.I."
	2002
	53:19
	label: Pentagramma

rec. 1999

Prigov – text, voice

Letov – sax, swanee whistle

Borisov – low-tech electronics

Дмитрий Александрович Пригов - поэт, писатель. Один из символов духовного андеграунда эпохи зарождения в чреве социализма с человеческим лицом его собственного могильщика -реалистического маразма. Редкое по драматизму, накалу и глубине абсурда творчество мэтра идеально совпало с пафосом первых лет перестройки. Несомненный драйв, нездоровая энергетика и кривая харизма оставляют с тех пор Дмитрия Александровича в первых рядах художников, не волнующих и ласкающих толпу за её инстинкты, а уверенной рукой поднимающих на гладкой поверхности времени рябь человеческого сомнения, которая и есть прогресс.
Сергей Летов - игрок на духовых инструментах. Не чужд саундпродюсирования. Совершенно уникальный человек и музыкант. Олицетворяет само понятие "творчество". Как музыкальная единица совпадает с термином "импровизация". Участвуя в десятках разнообразных проектов (от "ДК" до "Рада и Терновник" или от "Три 0" до "ГО"), и как лидер, и как приглашённый музыкант, Летов всегда и везде играл только своё неповторимое, при этом идеально вписываясь в разнообразные чужие концепции. Хотя есть большое подозрение, что сила его игры такова, что концепции замирают, прислушиваются и мгновенно меняются, как только он начинает свою музыку.
Алексей Борисов - певец, композитор, исполнитель на электроинструментах. Личность, неразрывно связавшая понятия "время" и "концепция". Он начинал свою группу "Ночной Проспект" с исполнения лёгких электробуги и мажорных рок-н-роллов. Но затем совершил революцию в отечественной электронной музыке, записав совместно с Иваном Соколовским эпохальный альбом интеллектуального индастриала "Кислоты". Эту революцию мало кто заметил, кроме музыкантов и специалистов, и бюст на родине героя до сих пор не воздвигнут. Дальнейшие проекты Борисова, как, например, F.R.U.I.T.S. не столько увеличили его славу, сколько закрепили авторитет навсегда легендарного и всегда актуального музыканта.
--- Александр В. Волков

	George  LEWIS
	Shadowgraph, 5
	1978  
	40:17
	George  LEWIS  -- см. тж. с: Muhal Richard Abrahms, Anthony Braxton, Count Basie, Richard Teitelbaum, Carla Bley, Lester Bowie, James Newton; John Zorn (см. в 'Alternative'; в частн.: "News for Lulu" / "More News for Lulu"); Heiner GOEBBELS; Roscoe  MITCHELL; Steve LACY "The Beat Suite"; Bill LASWELL "Baselines"; David  MOSS;
label: Black Saint

George Lewis [a&t trb, Wagner tuba, sound-tube, sousaphone, Moog]; Muhal Richard Abrams (см) [p]; Roscoe Mitchell (см. MITCHELL; Art Ensemble of Chicago) [a&s&bar s, fl]; Leroy Jenkins (см) [vln]; Abdul Wadud [cello]; Douglas Ewart [cl, bass cl, bassoon, sopranino sax, fl, Ewart bamboo fl, perc]; Anthony Davis [p].
George Lewis remarked about “Articulating Intercultural Free Improvisation” (1998): “I'm just saying that for me the music world is already transcultural... When people try to make taxonomies based on ethnicity or race it becomes very uncomfortable. How do you say that Kazutoki Umezu is from another musical culture? What does that mean? Does it mean that he's Japanese and not white?”

	George  LEWIS
	Yankees
	1983
	44:30
	label: Celluloid Records 1983 / Charly 1998

John Zorn (см. в ‘Alternative’) [a&s saxes, cl, game calls]; Derek Bailey (см.) [ac&el g]; George Lewis [trb].

All selections composed by Derek Bailey, George Lewis and John Zorn are improvisations, heard as played.

1. City City City  8.26

2. The Legend Of Enos Slaughter  9.23

3. Who's On First  3.12

4. On Golden Pond  17.46

5. The Warning Track  5.25

1983's Yankees, originally released through the French entrepreneur-iconoclast Jean Karakos' Celluloid label is without question a bit of a lost gem, one of those recordings which has somehow slipped between the floorboards in the telling of sundry histories of jazz and improvised music. This may, ironically, have had something to do with the label which saw its release. Celluloid was one of the most important record labels in all areas of contemporary music during the early 80s, in itself a crucial period, one in which, in New York in particular, many previously discreet traditions, from improv to punk, from modern classical to a certain proto-world music, were in a state of constant collision and subsequent reshaping. Nonetheless, Celluloid now is perhaps best remembered for its contributions to some kind of expanded meta-rock music, a rock music which could and did draw on myriad inspirational sources, but rock music, nonetheless, music with power, and music with groove, a music perhaps best characterised by the various creations and involvements of Karakos' US partner in the label, Bill Laswell. Bottom Line: Celluloid has not been especially noted as a jazz label.

Yet Yankees is notable in so many respects that its oversight is unforgivable, not least because its three creators -- the guitarist Derek Bailey, trombonist George Lewis and the alto saxophonist John Zorn -- are three of improvised music's chief figures. Admittedly kick-ass players on one level, each has also simply thought about the process of improvisation at length -- in Bailey's case for over three decades -- expounding their own about exactly what musical improvisation is and developing new mechanisms by (and new contexts in) which to explore it.

The 67 year-old Britain Derek Bailey should, in the fourth decade of his career, genuinely need no introduction, yet he remains a musician far more widely known about than actually heard. Coming from a relatively straight jazz background in the early 60s, Bailey was one of a handful of British and European players who made a startlingly rapid transition from jazz to free jazz to pure improv, and while colleagues who took similar a route have since edged back towards the jazz mainstream, Bailey has remained committed to a non-idiomatic improvisation shorn of all strict rhythmic, melodic, harmonic and timbral patters. It's a commitment which has seen him do so much more than play the guitar. Along with a fellow traveller, saxophonist Evan Parker, he started (and to this day still runs) Incus Records, home to some of the most extraordinary records in the history of improv, and, along with Germany's FMP, one of the few to remain committed to the music with any serious longevity. His 1980 book, Improvisation, recently published in an updated edition, is a crucial piece of writing for any serious listener or musician approaching the subject, taking an overview of improvisation's practice in traditions all over the world (from the figured bass in Bach's organ compositions to jamming in rock music) and developing from this a thesis on where the music might go, if only economics did not prevail in the music industry. And, of course, Bailey set up Company Week, an annual festival held in London which sought to bring together musicians from radically disparate musical and national backgrounds to perform unrehearsed music in constantly shifting configurations. Although recently brought to a close, the Company festivals represented the very best in pure improv: a globalising, open-ended freethinking which has unquestionably borne a huge influence on mall improvised music since, if only by way of inspiration.

And yet, beyond all this, he is simply a stunning guitar player, an absolute inspiration to a generation of younger experimental improvising guitarists, among them Henry Kaiser, Elliott Sharp, Bill Frisell and even an avant-metal wunderkind like Buckethead. That guitarists often get Bailey's playing more than other players or listeners is understandable, for his command of the instrument's physical attributes, in particular his command of harmonics, is awesome. That the wider musical community is finally acknowledging Bailey's status as a virtuoso and as a thinker is very welcome, if long overdue.

Twenty years Bailey's junior, trombonist George Lewis has perhaps yet to acquire the guitarist's pretty much legendary status, yet he is certainly one of the music's prime thinkers. Like Bailey, Lewis emerged from a more or less straight jazz background and moved, during the course of the 70's, towards a far more radical approach (and can be heard, in purely improvised settings, on Bailey's Incus label). But where the guitarist's concern for musical context has been in terms of particular line-ups of players, and the resulting clashes in technique and tradition, Lewis' sense of context has resulted in far more interest in compositional process. Pieces like his monumental Homage To Charlie Parker have seen him develop ways of combining structures tor small and large groups of musicians which allow a huge scope for individual and group improvising. It's a search shared by, among other, Butch Morris, Ornette Coleman, Anthony Davis and, of course, John Zorn, but Lewis' music remains highly individual, not least for his considerably use of live electronics, whose use, often triggered by a midi-adapted trombone, he has been exploring for over a decade, with remarkable results.

At the time he recorded Yankees, the New York saxophonist-composer John Zorn, whose many major achievements yet lay ahead of him (and who knows? possibly still do) had spent the best part of the last decade obsessed with finding ways to marry the diametrically opposite poles of his two chief musical loves: pure improvised music (Bailey and Incus, it's worth noting, had been one of Zorn's heroes as a record-obsessed adolescent) and highly conceptual compositional process. The results he'd come up with by the early 80's were his now-legendary 'game' pieces, which took the arcane rules and schemata of certain sports and games -- among them lacrosse, hockey, pool, archery -- and used them to provide cues for group improvisation (some of the results, in all their obscure, searching yet wide-eyed glory are to be heard on the recently reissued 7 CD Parachute Years box-set). These are, of course, techniques which owe a huge debt to John Cage, and indeed, in the years since this session, Zorn's massive body of work as a composer and player (and, for that matter, as the instigator behind two crucial record labels, the New York-based Tzadik and the Tokyo-based Avant) have seen him emerge as arguably the most important American composer since Cage (and certainly one who recalls Schoenberg's description of Cage as 'not a composer but an inventor -- an inventor of genius').

Yet on Yankees, these concerns aside, we hear him as an improviser at his purest, playing at the furthest extremes of the alto's capabilities, often playing simply the reed (mirroring Lewis' use of the trombone mouthpiece on its own), summoning up structure and narrative spontaneously, adapting to Lewis and Bailey's playing constantly. 

So is Yankees three egg-heads testing their own ivory-tower theories in a shared lab for a couple of days, then? Well, listen to it: does it sound like it? No, categorically not. There is here a great deal of deep, deep musical thought occurring, but that's not what comes across to either a casual or a committed listen. Yankees is rather the sound of three players at hugely different stages in respective careers, simply revelling in the possibilities in each other's playing. All music is, of course, famously impossible to convey with any real accuracy in text, but pure improv like that heard here, without the convenient contextual narrative pegs on which to hang observations, is defiantly beyond description, elusive to the last. But in here there's passion, fury, intellectual rigour and, quite evidently, a great, great deal of humour (something all too often overlooked in writing about this music).

In the 15 years since this session's recording, each of these musicians has gone on to explore the music more and more thoroughly, in their own highly individual and influential ways (and, occasionally in one or other's company, it you'll forgive the pun), but Yankees remains special in all their canons.

Simon Hopkins, Kensal Green, London, November 1997

	George  LEWIS
	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 [trb], Ernst REIJSEGER (см.) [cello], Han BENNINK (см.) [d].

1. Dutch Masters (Lacy)

2. Off Minor (Monk)

3. Reef (Mengelberg)

4. Kneebus (Mengelberg)

5. Hornin' In (Monk)

6. Utah (Lacy)

Biography

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

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

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

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

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

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

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

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

	George  LEWIS
	Voyager
	1993
	44:22
	label: Avant (Japan)

Voyager is interactive computer music composition by George Lewis.

George Lewis [trb]; Roscoe Mitchell (см.) [a&s s].

	George  LEWIS
	George Lewis & Miya Masaoka: "The Usual Turmoil and Other Duets"
	1998
	65:58
	label: Music & Arts (USA)

George Lewis [trb]; Miya Masaoka [koto].

The wildly adventurous music on this album is performed by two of the best improvisers on the scene, and their work can be experienced simply as a polished and imaginative performance. On the other hand, this music and its performers are situated in a particular political tradition of music-making, and this music will say more and, indeed, mean more if its social con​text is understood.

Miya Masaoka is a compos​er, performer, and perfor​mance artist at the center of the Asian American new music scene in San Francisco. Born in 1958, she came of age during the fer​ment of the 1970s, when her political sensibility was shaped. Trained on the Japanese koto (a zither), she has extended the instrument's possibilities not only through her base in jazz and new music but also through the innovative application of computer electronics. George Lewis is a composer, renowned trombone player, and com​puter music specialist. A professor of improvisation and critical studies at the University of California, San Diego, he supports a full schedule of teaching in addition to his frequent concert tours. A member of the Association for the Advancement of Creative Musicians (AACM) since 1971, his personal philoso​phies, like Masaoka's, are rooted in explicitly activist models for social change. Prior to this album, Lewis and Masaoka collaborated on other projects. Lewis played in Masaoka's work, 24,000 Years is Forever, for Improvising Orchestra and Tape, and Masaoka has performed in two versions of Lewis's Voyager, a "nonhierarchical, interactive musical environ​ment featuring improvised interaction between music-generating comput​er programs and music-generating people" (Lewis n.d.). Their mutual interest in the interface of technology and improvisation has consistently opened up new musical possibilities.

The performances on this album grow out of an American tradition of free (sometimes called "open") improvisation that emerged in the 1960s. Improvisation is of course central to many music traditions around the world and particularly to many African American traditions, including jazz. As bop became a new orthodoxy in the 1960s, Ornette Coleman and then other musicians abandoned the base in fixed harmonic schemes, creating the free jazz movement. As musicologist Ronald Radano writes, "free jazz... achieved a tenuous balance between black vernacularism and radical change" (1993:21)—that is, its practitioners were steeped in the principles and practices of African American jazz but dared to extend it in ways that left many critics at a loss. The Chicago improvisers who formed the AACM in the early 1960s were heavily influenced by this music and took its ideas even further, developing principles of collective improvisation in direct reaction to the soloist-centered aesthetics of New York free jazz.

In the hands of Lewis and Masaoka, this kind of performance maintains its historical link to jazz but has simply become "improvisation." Rather than thinking of it as jazz, Masaoka and Lewis allow their work to remain uncategorized, or perhaps one could say it slips free from the usual categories. Instead, the sound of their work stands somewhere between jazz and so-called 'new music', ie., avant-garde art composition. In his seminal book titled Improvisation: Its Nature and Practice in Music, Derek Bailey notes the similarities in sound between avant-garde composition and free improvisation—as he puts it, their "shared inability to hold the attention of large groups of casual listeners" (1980: 98). Despite his insightful dis​cussion of the free improvisation movement, Bailey too is at a loss for an easy characterization of its music. He notes (1980: 99), "The lack of precision over its identification is, if anything, increased when we come to the music. It has no stylistic or idiomatic commitment. It has no pre​scribed idiomatic sound. The characteristics of free improvisation are estab​lished only by the sonic-musical identity of the person or persons playing it."

Similarly, Lewis (n.d.) emphasizes not the sound of the music but the per​formers' identity, pointing to the social and political contexts that form an improviser's sensibility, "Working as an improviser in the field of improvised music emphasizes not only form and technique, but individual life choices, as well as cultural, ethnic and personal location. Improvisers reference an transcultural establishment of tech​niques, styles, aesthetic attitudes, narratives, historical antecedents and net​works of cultural and social practice. [...] The notion of improvised music as I have defined it recognizes personal agency and narrative, seeing social neces​sity and difference as crucial to music-making."

The longest set on this album is a series of improvisations recorded in a studio and later given titles by Masaoka. These titles were taken from Black revolutionary George Jackson's Soledad Brother, first read by Masaoka when she was in high school. Growing up in the Bay Area in California, she was deeply influenced by Black revolutionary thinkers, reading Malcolm X and George Jackson and attending the trial of the San Quentin Six while still a teenager. She connects improvisation and the social inspiration of Black activism, linking the Black nationalism of the AACM to the music on this album, noting that this music "pays homage" to Black revolutionary consciousness and musical freedom even as it expresses a certain "yearning." These connections are both ideological and impressionistic. The titles are gleaned from the texts of George Jackson's letters; passing phrases buried in Jackson's communications with his parents, lawyer, and friends have a second life here as the titles of improvised movements. Improvisers commonly name their sessions after playing them. As Lewis explained, "Generally, you always make the titles after you do the piece thars the general rule, because you don't know what the piece is going to be. Its kind of like, you don't name the baby until you see it. I think Miya had a particular thing she wanted to do with the pieces and a certain environment she wanted to put the pieces in, socially and politically."

One title, "The Usual Turmoil," is taken from a letter Jackson wrote to his mother in February 1967. It opens, "Dear Mother, Things are normal here, the usual turmoil" ([1970] 1994: 104), followed by a long discussion of how he relied on physical discipline to maintain emotional well-being; "turmoil" thus refers to Jackson's state of mind as well as to the prison environment. Masaoka has chosen this elliptical phrase, lifting it out of apparently mundane details and allowing it to resonate on its own. In a letter written to his father in March 1968, Jackson reflected at length on the grandeur and might of Africa, considering its power as a symbol for African Americans. At one point he writes (ibid., 165), "The five oldest cities in the world are in Africa. The oldest language is one spoken in Africa: Mande."  In Masaoka's hands, this becomes the title "Mande (Oldest Language in the World)." Rather than drawing on the more obvi​ous militant language in some of the letters, Masaoka has lifted subtle and even cryptic phrases that raise questions and thus allow for connection.

The "revolutionary consciousness" of the AACM and Black nationalists is a fundamental inspiration for Masaoka and a circle of Asian American musicians in the Bay Area. Mostly born in the late 1950s, these musicians participated in the formation of the Asian American movement in the 1970s and brought its consciousness into their music. Over the years, they have helped construct an Asian American political identity through their explorations of jazz, composition, and free improvisation. Masaoka has worked extensively with other improviser-composers in this group, including bassist Mark Izu, pianist Jon Jang, saxophonist Francis Wong, and pianist/shamisen player Glenn Horiuchi. In 1987, they took self-determina​tion a step further and formed their own non-profit recording label titled Asian Improv, thus pointing to the two shared characteristics of their music: its base in Asian American identity and in improvised musical tech​niques. Masaoka reflects, "I would say that Asian American jazz musicians—those centered around Asian Improv, etc.—have been inspired by the AACM in terms of being a self-sufficient group, as independent musi​cians who play and produce their own music."

Masaoka's solo album Compositions/Improvisations was produced by Asian Improv in 1993 (AIR 00014); its title points to the creative tension between the improvisational process and Western ideas of 'composition'. George Lewis devotes much of his teaching, writing, and thought to this tension—indeed, he questions the entire ideology of composers and com​position, proposing instead what he calls "real-time music." He suggests that the improvised music generated by some performers in real-time self-consciously reflects "Afrological" aesthetics and values whereas the tradi​tion of composers writing music out of real-time is central to "Eurological" values. Lewis doesn't racialize either aesthetic sphere in a straightfor​ward manner; he notes that not all real-time music is Afrological in frame​work nor do all African American composers and improvisers work strictly within Afrological frameworks. Yet many traditions of pre-composed music are, he points out, Eurological in basis (often devaluing real-time practices), whereas improvisers create works that are "performer-sup​plied" rather than "composer-specified" (Lewis 1996: 91). Lewis sees improvisation and composition as antithetical: valuing composition over performance (whether scripted or spontaneous) has created a social hier​archy that he regards as a recent Western construct, and he thus chooses not to subsume 'improvisation' under 'composition': "You know, I had this conversation with a certain composer: he had the perfectly reasonable view that any kind of thing where you're generating music is a kind of composing, and therefore improvisation is a kind of composing. [But] the problem is not just taxonomical. When you do this, you bump up against the vernacular definition of composition, and you also bump up against the social role of composers, which has been pretty carefully put together over a really long time. So what you're doing is placing yourself under the hegemony of com​posers, or people who call themselves composers. And then you become this step-child—that's the way improvisation has been treated in that world. I think there's also a problem because there are issues improvisers face that com​posers do not face. Once you decide you don't need to be accepted as a com​poser, then you should be accepted as doing what you do. You should be accepted as an improviser. If I wanted to go to some artists' colony somewhere, they have lists of disciplines that arc accepted, like art, composition—but they don't have 'improvisation' listed. If you want to go there as an improviser, you have to go as a composer in drag: you've got to come with scores, and you know, I think that's a waste of my time. I don't want to do this. There are processes for articulating improvisative sensibility and practice that have noth​ing to do with this, so I don't feel creative artists—particularly ones who have established their track record as improvisers—should have to go there through these fixed doors."

Masaoka too has addressed the challenges of improvisation, made more complicated for her by questions of intercultural musical experimentation. She has traditional training on the Japanese koto and in the ancient Japanese court music called gagaku but chooses—mindfully—to play the koto in non-traditional ways. This places her in a potentially difficult posi​tion vis-a-vis her Japanese koto and gagaku teachers as well as Western scholars who argue that imperialist gestures lie behind intercultural borrowing. Masaoka suggests that her own position as a sansei (third-genera​tion Japanese American) artist must be taken into central consideration and that her commitment to improvisation is not coincidental (1996): "But for me, being of Japanese heritage and born in America, bi-culturalism and trans-cultural identity has always been a part of my existence; it is this hybridity that engenders and perhaps necessitates a new cultural expression for me.

As a composer concerned with new sounds, contexts, structures and realities, I have no choice but to construct my own musical reality. In traditional Japanese music the emphasis is on refinement rather than creativity, emulation of one's teacher rather than developing a personal style. As such, traditional music rep​resents a culture, a way of life of a collective people emanating from a particu​lar location in history and geography. A contemporary composer, however, is required to grapple with both tradition and innovation. Western or otherwise, and the finished oeuvre is primarily that of an individual. Musical configurations using collective improvisation by the individual performers, such as I have experienced in the Cecil Taylor Orchestra and performing works of Pauline Oliveros, Christian Wolfe, and George Lewis, reduces the singular control of the composer, and relegates more responsibility—and hence individuality—to the performer."

Any musician listening to this album will immediately wonder how Lewis and Masaoka are doing this. In other words, how do improvisational musicians decide what to play from moment to moment, and how exactly do they interact with one another musically? What is spontaneous and what is prearranged? These very questions highlight how Western ideas of composition as a process preceding performance has shaped our very ideas of what constitutes music. Masaoka suggests that she shifts between playing 'with' or 'against' an improvisational partner. She says, "Sometimes we'll start playing together and other times one person will start before the other person, and it's almost like a conversation. Like, do you want to start talking at the same time, what do you want to say how do want to say it. You start playing and you see what comes out of the instrument and often it's a process that's not entirely on a conscious level. You can start playing with a note, thinking about pitch, or thinking about tone, or maybe the feeling of giving something to one note, or maybe a melody that pops into your head, or motives, and developing that. Working within a particular scale or mode and developing that. Or with different timbres, and then responding to what you're hearing."

Lewis agrees with this description and takes it further: "One of the plans is always to create a contrast. One of my principles is that I want to have a choice between (as she says) playing 'with' and 'against'. I blend in with what Miya's doing, but then I might pose a contrast. Inexperienced people think that structure in improvisation consists of call and response. In other words, you follow what the other person is doing. The thing is, you need to be able to establish a link without following totally. So you investigate a potential link point—a point of commonality. And then you investi​gate points of difference; then you make that be the thing that you put out into space. Once you find that, you have a more orchestrationally rich situation than what you would ordinarily have. That's what I'm trying to do—make sure that there's enough complexity in what you might call a vertical sense. That's going on pretty much all the time. Because Miya could do that—I mean, she's not following you around, [laughs] She's very much establishing her own presence, which is what the really good people do. For the trombone there's a tradition for this kind of thing, but for koto, there isn't. She's really out there in space of her own making. This is really what's most exciting about the whole thing. And of course there's no precedent for a trombone-koto duo at all."

Masaoka is indeed creating her own space through the koto, and she does it by extending the very capabilities of the instrument. Whether playing the koto acoustically or electronically, Masaoka constantly pushes its pos​sibilities: "One thing I think about when improvising is the physicality of the production of sound. So not only am I working on creating new vocabulary, often while I'm playing I'm developing a personal vocabulary and I'm also reinterpreting it in different ways in response to who I'm playing with. And that either means going with them or going against them, or it can create juxtapositions. So when I say the physicality of the production of sound, I mean searching for new ways that my instrument can make a sound. So at different times I might put a cymbal between the strings so when I pluck the string, it sounds the cymbal. That becomes part of the improvisational process."

Masaoka has had several residencies at STEIM (Studio for Electro Instrumental Music), an electronic music studio in Holland dedicated to live performance. Working closely with technicians, she has developed a unique technology for her koto that dramatically extends its vocabulary. The SensorLab, an analog to Midi converter made at STEIM, is a small, custom microcomputer that converts incoming analog electrical informa​tion into a standard digital code which is then interpreted by a personal computer or by Midi devices. Masaoka also employs a sensor system combining pick-ups for the koto bridges, foot pedals, and ultra-sound sound-rings for her hands that capture gestures of movement, transform​ing them into gestures of sound. She calls this new instrument "KOTO-monster," playfully and ironically acknowledging its new possibilities as well as its challenges. The KOTO-monster is heard in "Live Duet #1" and "Live Duet #2," recorded live at the Koncepts Cultural Gallery in Oakland, California, where Lewis and Masaoka played for an enthusiastic and responsive audience. Masaoka notes that she doesn't think of electronic extension as a categorically different vocabulary: its production is obvi​ously different from acoustic techniques but she prefers to move seamlessly between the two possibilities. On this album, her aesthetic sensibili​ties pointed her toward a particular kind of interaction with Lewis, who was playing acoustic trombone: "I'm all plugged in, but if the other person is not using electronics, then I don't necessarily want to be the one with the electronics, thus setting up a really obvious dichotomy I prefer to have things more woven in. I wanted to be subtle in [this] recording. A lot of times I don't necessarily want to make it real obvious. There might be just an accent in electronics, and then back to acoustics. And then other times, it's all electronic."

Good improvisation is not necessarily the product of musicians in total accord. Indeed, as Derek Bailey has suggested (1980: 152), good improvisers are focused "more on means than ends." While improvisers need to have certain agreements, it is clear that the creative tensions arising from differences are just as important. Questions of vocabulary and even the length of an improvisation may point as much to differences as to agree​ments, and these differences can result in interesting music or in frustra​tion for both improvisers. Learning how to play off differences is part of a good improviser's skill. Consider Masaoka's distinction between playing 'with' or 'against an improvisational partner: playing 'against' a partner's expression may lead to something new and interesting that then furthers the performance as a whole. Lewis and Masaoka agreed that they have different internal senses for when to end an improvisation. Masaoka tends toward shorter sessions whereas Lewis has a instinct for longer interactions. As Lewis put it, "Miya likes to have things kind of short and really aphoristic—I think she has kind of an aphoristic style. Whereas I often like to spin the tale out for awhile. One of our differences is that when she thinks that something is over, I think it's not quite over yet. That's one of the sources of creative tension—there's a real difference [between us] in what constitutes a unit of structure, if you will. My tendency is to say, 'Let's see, maybe we'll just turn this unit into something else, instead of just leaving it and moving on.'"

They agreed that this was creative difference that furthered their collective process. Lewis also emphasizes how an improviser's musical "vocabulary" is dynamic, emerging in relation to particular improvisational partners: "The premise is that other people have interesting things to say, and if you listen, you'll learn a lot. That's what I like to hear in an improvisation—I want to put myself in the position of learning about other people through sound. That's more important than getting my point of view. In fact, that's the basis of the whole thing. The analytic part of the improviser is really the critical part. Like, jazz books spend most of their time telling you what licks to play. If you practice a whole bunch of licks, you get a personal vocabulary. Now, that's important— you got to have that—but you also have to have a kind of listening vocabulary. That's not just a generative vocabulary in reverse: that also involves how am I going to shape these things that I know to fit the situation—well, I've got to

know what kind of situation I'm in. You're going to hear what people think about their environment by what they play. You've got to be sensitive to that. So if all that's happening, then I tend to enjoy it."

Finally, it is worth noting that free improvisers may be pleased with their performances, but any performance is essentially a by-product of process—and this is really the heart of the matter. The process of free improvisation collapses the political and the personal. As Derek Bailey puts it (1980: 150): "[W]hether a finished piece can on examination be considered a good piece of music in any terms is not the prime aim of free improvisation. It is, of course, a consideration, but more important as an objective is the promotion of the impro​visation, the raising of the improvisation to a level where all the players are involved equally and inextricably in the music-making act. And the achieve​ment of this experience is always seen as a liberation."

This album exemplifies these values. The sound of Lewis and Masaoka meeting as skilled improvisational equals is thrilling, moving, and liberat​ing. Listening to their partnership will hopefully teach you to listen in a new way—to hear this music as a model for social process as well as sim​ply good music.

	George  LEWIS  &  his Ragtime Band
	Jazz Funeral In New Orleans
	1953
	35:28
	label: Rykodisc (USA) / Tradition (London, UK)

e-mail: tradition@rykodisc.com or visit www.TraditionRecords.com 

The mastertapes have been digitally restored and remastered for this release. Превосходное качество записи.

George Lewis (см. тж. с: Anthony BRAXTON) [cl]; Avery ‘Kid’ Howard [tp, v]; Jim Robinson [trb]; Alton Purnell [p, v]; Lawrence Marrero [banjo]; Alcide ‘Slow Drag’ Pavageau [b]; Joe Watkins [d, v]; Monette Moore [v].

1. Ice Cream (Johnson/Moll/King)

2. Down By The Riverside (traditional)

3. Burgundy Street Blues (Lewis)

4. Just A Closer Walk With Thee (traditional)

5. Panama (PD)

6. Doctor Jazz (Oliver/Melrose)

7. When The Saints Go Marching In (traditional)

8. Lou-easy-an-i-a (Darensbourg)

The Post-Modern era revival of so-called traditional New Orleans music inspired many debates among the jazz faithful. Some people saw Bunk Johnson as the second coming, the messiah arrived to save the music from the twin heathens of bebop and swing. To others, he was just another has-been without any teeth, a mere shadow of whatever it was he had been in his prime.

Another aspect of the revivalist debate was the question of whether these new luminaries of New Orleans truly represented a pure version of early jazz, whether the things they played and the manner in which they played them were untainted by the new world. For some of their advo​cates, they represented a last hope, a final bastion against the encroaching corruption of modern times. To these people, Bunk and some others were the contemporary equivalent of cave painters, with natural, if somewhat primitive, expressive powers.

Putting aside issues of patronization and unintended racism, it's much easier to see, in the clearer light of the modern day, how silly all these arguments were, and how they continually missed the point. Bunk Johnson was too intelligent a musician to have slept through the previous twenty years of jazz's development, and his cohorts were too self-aware to have ignored the changes occurring all around them. It seems some of their admirers expected them to be like those Japanese soldiers who, having hidden in the jungle for many years, emerged in a state of historical unawareness, to face the world with pre-modern ears and eyes. (Or maybe a more apt comparison is with Kasper Hauser, the figure who, by legend and probably fact, was confined by his family from birth to a locked room, and later emerged without language or guile.)

The truth is that the most important aspect of the revival, the music itself, frequently makes all of this debate irrelevant. Bunk Johnson was certainly keenly aware of the modern world, and so were the musicians (including leader and clarinetist George Lewis, trumpeter Kid Howard, pianist Alton Purnell and trombonist Jim Robinson) on this album.

Recorded in December of 1953, this is one of the most satisfying sessions of this style of music ever documented, beautifully recorded and preserved as one of the best examples extant of how good it could be. There is nothing quaint about this, no musty smell of the antiquarian, no false primitivism or condescending simplicity. There is only the very effective gathering of musicians proficient in a very particular idiom, the style of which might be called contemporary New Orleans (contemporary, that is, to 1953). We have the luxury of great sonic fidelity to inform us of why and how this music seemed so immediate and exciting to those lucky enough to have heard it in person in its own time. We can also now see more plainly why so much current day (that is, 1970s, 1980s and 1990s) revivalist music sounds so false, like people chasing after musical shadows.

"Ice Cream" is a very straightforward and almost simply constructed piece that shows the musical combination of egoless playing and self assertiveness. Lewis and Robinson work perfectly together on constructing the melody, with able commentary by Kid Howard (its interesting to note that most biographical citations say that Howard was not in very good shape by the time of this session. His work here either belies that assumption or makes us want to hear how marvelously sharp his playing must have been previously.) Howard breaks out with the kind of solo that makes those revivalist vs. modernist arguments irrelevant, with the spirit of not only his ancestors but of a newer generation of jazz players. Lewis' solo, a harmonically narrow but still very fine examination of motifs, is followed by some very nice piano. The rideout on this is exuberant, making this whole thing more spirited than a houseful of 1990s Dixielanders.

The perfectly balanced melodic paraphrase of "Down By The Riverside" by the three horns brings this old chestnut back to life. Listen particularly to drummer Joe Watkins as he kicks in the final section through a quite unsubtle but still very effective shift of the sound of the traps.

The highlight of this set is "Just a Closer Walk With Thee," an unlikely and somewhat tired old number that sounds so fresh in this rendition that I was suddenly reminded that it was, after all, still 1953. Lewis would record this piece a number of times in his later days of rediscovery, but I can recall no other rendition with an equal creative glow. It opens with an almost textbook example of the technique of diverging and converging melodic motifs, played in combination by multiple instruments with briefly dissonant but essentially consonant polyphony. It's a classic application of old New Orleans principles, with the great luminous melodicism that has attracted so many people to the style. Listen to Howard's great muted solo, the trilling banjo, and Lewis' perfect harmonic counterpoint, all of which make this a masterpiece of intense understatement.

"Panama" is another warhorse, show​ing, with the great rhythmic thrusts of the ensemble, how irresistible and contagious this music could be. Kid Howard takes the very traditional role of lead trumpet, pulling this number along by his coattails in a way unique to a brass lead. Lawrence Marreros banjo is wonderfully animated, somewhat domineering but never over​bearing, helping to make this a great group ride the whole way in and out.

"Dr. Jazz" has a nice old timey walk to it, a ragtime chord progression, and a heavy drum backbeat. The weight of the drums on this and other pieces imparts a very characterstic New Orleans sound, typical of a music which, if not without two-beat occasions, placed much more emphasis on a very steady four beat foun​dation. This has a very interesting kind of leaden swing, a feeling of great propulsion regardless of its somewhat heavy and bulky trappings.

"Louisiana" has a very effective piano introduction. Listen carefully how here, as in so many places on this CD, George Lewis' "noodling" fits so perfectly into the group context, how his very basic ideas of sound and phrasing are so profoundly and coherently part of the New Orleans musical mosaic.

It is on these and other performances that George Lewis' Ragtime Band gives us an idea of how this music could really be played, away from the protestations and coercion of ideologues and other purists. Recorded over forty years ago, it lives apart from the obfuscations of so-called historians who have points to prove and little taste for the broad canvas that encompasses jazz, or for doses of reality that contradict a particular political stance.

->T.Edwards

	George  LEWIS  &  his Ragtime Band
	Jazz At Vespers
	1954
	41:40
	label: Riverside (CA, USA), remaster 1992, limited edition.

George Lewis [cl]; Avery ‘Kid’ Howard [tp]; Jim Robinson [trb]; Alton Purnell [p]; Lawrence Marrero [banjo]; Alcide ‘Slow Drag’ Pavageau [b]; Joe Watkins [d].

This album celebrates what is surely a unique event in both jazz and church history. It was recorded during the regular Sunday evening vesper service at an Episcopal church in an Ohio college town, a service that was entirely turned over to a program of spirituals played by the foremost current New Orleans band.

This startling juxtaposition becomes somewhat easier to understand when it is noted that at the time the rector of Holy Trinity Episcopal Church of Oxford, Ohio, was The Reverend Alvin Kershaw, who has since become a noted jazz personality in his own right through his appear​ance as a contestant, with jazz as his chosen category, on television's "$64,000 Question" quiz show. The Reverend Mr. Kershaw has made it clear, on that show and also on a Sunday morning TV religious program, "Look Up and Live" (which has made frequent use of jazz groups, both traditional and modern), that he sees nothing surprising in the alignment of jazz with religion. "To worship properly," he has been quoted as saying, "we should offer God all of ourselves, our feelings as well as our thoughts. Jazz, which appeals to our emotions, helps us to do this."

Despite the standard emphasis in many quarters on the sinful nature of jazz, and the constant underlining of the historical circumstances by which a red-light district was the music's earliest home, there is nothing at all grotesque about a church service performed by New Orleans musicians. For another of the facts to be found in any jazz history is that spirituals and gospel songs were among the source materials from which the earliest jazz was shaped, and there is no record of any complaints about the music played by Crescent City parade bands on their many marches to the cemetery in early-century funerals. Spirituals, played with jazz feeling but with a great deal of respect for their original content, have long been an important part of the repertoire of the Lewis group. And, as a Cincinnati newspaper noted in reporting the occasion recorded here, it was Mr. Kershaw's feeling that "jazz musicians playing spirituals which are an outgrowth of the suffering of their people have something of universal truth to pass along to his more fortunate congregation."

This jazz vesper service came about in rather acci​dental fashion, when the sudden cancellation of an en​gagement left the Lewis band in Ohio with some time to spare. Mr. Kershaw is a long-standing admirer of the music of George Lewis, and actually had brought the band into his church on one previous occasion, when they played a few spirituals as part of a Sunday morning service in 1953. This precedent, plus the fact that the congregation is largely made up of students and faculty of Miami University (a group of presumably more than average open-mindedness), made this unique booking perhaps less revolutionary than it might at first seem. Nevertheless, Mr. Kershaw's dramatic demonstration that there need be no barrier between "America's folk music" and a house of worship stands as a positive action of no small importance.

As might be assumed, the band's vesper performance is one that can be enjoyed with or without attention to its special circumstances. The musicians were not guilty of any noticeable 'adaptation' of the material to the surroundings: the selections (several of which had never previously been recorded by the group) have the same vigor they would have in a night club setting. Or, to put it the other way around: when these men use spirituals, which are a regular part of their repertoire, on a secular date, they play them with no less taste and sincerity than they have on this LP...
GEORGE LEWIS, who has become the best-known symbol of the staying power of traditional jazz, has car​ried his brand of New Orleans music from New York to California and just about every place in between. [...]

	George  LEWIS  &  his Ragtime Band
	Walking With The King
	1955
	76:28
	With New Orleans Stompers (см. тж. с: Norrie COX). Edition 1996.

	George  LEWIS  &  his Ragtime Band
	Reunion
	1966
	39:33
	label: Delmark (Chicago)

George Lewis, clarinet; Jim Robinson, trombone; Don Ewell, piano; Cie Frazier, drums. Recorded June 5, 1966.

1. Wabash Blues (6:48)

2. Someday Sweetheart (6:09)

3. Ole Miss (4:37) 

*4. Bucket’s Got A Hole In It (5:01)

*5. Ida (3:11) -- alternate

*6. Of All The Wrongs (6:06) -- alternate

*7. Whispering (2:04) -- alternate

*8. Yes Yes In Your Eyes (5:04) -- alternate

* Previously unissued

These musicians were amongst the original practitioners of New Orleans style traditional jazz music. When this live perfor​mance was recorded in 1966 there may have been less than 20 musicians who could be included in that category. The Bunk Johnson New Orleans Band that first returned traditional jazz to the public consciousness was a George Lewis unit After Bunk died the Lewis band became the standard-bearer for New Orleans jazz throughout the 50s and 60s. Listen closely to what you hear here, as this is music from masters of New Orleans jazz, a living, breathing, listening ensemble stomping together through a folio of old favorites. You can't get this kind of stuff any more.
One of the beauties of studying a relatively young art form like Jazz is the fact that one can experience the music of all the different eras of the music as played by the original practitioners. At the time these recordings were made (1966) New Orleans jazz was alive and well in the hands of a pool of musicians active in that city all of their lives, working at Preservation Hall and other places.

Several things distinguish New Orleans jazz from subsequent types of the music -- the play​ers work more within an ensemble framework than as soloists, they keep the melody going and embellish it rather than discard it in favor of improvisation upon its chords, and they apply their talents to almost any available material rather than relying on a special repertoire.

While New Orleans musicians are as a whole conservative in their approach to music they are susceptible to change as well, and in the twenty-odd years since these sides were made the music has become a bit more deluted as younger men have moved onto the scene to replace departed veterans and the bands draw upon a smaller-and-smaller body of melodies in response to audience demand for endless reiteration of "When the Saints Go Marching In."

The New Orleans band that first returned old-style New Orleans jazz to the public con​sciousness was that of Bunk Johnson. Johnson was found in Louisiana's rice fields in the early 1940s, equipped with a trumpet, a band, and a new set of teeth and turned loose on New York. His band featured clarinetist George Lewis (1900-68), trombonist Jim Robinson (1892-1976), and later, pianist Don Ewell (1916-83); the critics either loved them or hated them, and battles raged in the jazz press between Bunk's partisans and the fol​lowers of Charlie Parker and the other mod​ernists of the 1940s.

Johnson returned to Louisiana and died shortly after his last New York run; Lewis car​ried on with most of the rest of the band and became the standard-bearer for New Orleans jazz throughout the 1950s and 60s, with his trusty friend Jim Robinson always at his side. Ewell went on to membership in a number of traditional groups including those of Kid Ory (см.), Turk Murphy, and Jack Teagarden. He almost never got together with the New Orleans play​ers with whom he achieved his initial fame until this session was made.

New Orleans jazz has always been better served by the one-man entrepreneurial record labels than by any of the larger firms. During the 1940s this was Bill Russell's American Music label, in the 50s this included Bob Koester's Delmark label, and by the 60s, when portable recording equipment made access to a studio unnecessary, the floodgates were opened and the GHB, Center, Pearl, Icon, Jazz Crusade and San Jacinto labels, each one-man operations, run for the love of music rather than for any real profit and spe​cializing in New Orleans jazz, flourished.

This session featured a quartet of the best players on their instruments from the New Orleans jazz scene, took place June 5, 1966 at Boyden High School in Salisbury, North Carolina, from 3:00 PM until well past mid​night. The result was three albums, the one at hand as well as Biograph CEN-3 and GHB-68; if this one suits your tastes, pick up the other two.

It's clear from the start that these men came to play. Lewis was in poor health at this time yet rises to the occasion with some fine play​ing, carrying a lot more of the lead than he used to in the absence of a trumpeter. Jim Robinson is the tower of strength he always was, punching out some of the elemental trombone for which he was best known, showing again that Bill Russell's 1943 claim that "if Jim Robinson isn't the world's jazziest trombonist that person surely remains undis​covered" wasn't far off the mark.

Don Ewell was a master of traditional jazz piano working equally well as a soloist, with a small group, or in a band. He incorporated large helpings of both Jelly Roll Morton and the Harlem stride pianists into a highly personal style. One would not normally associate stride piano with New Orleans jazz but Ewell fits quite well into the Preservation Hall-type mode; he visited New Orleans from time to time and sat in at the Hall. His protege, John Royen, is a Preservation Hall regular now.

Drummer Cie Frazier (1904-85) was the last of the great New Orleans drummers, and since his death no one else has been able to duplicate the combination of press-rolls, wood-block effects and other accents that seem to flow so effortlessly here and on his many other records. In the smaller group his drumming is exposed more and Frazier is up to the challenge, providing a textbook example of how drumming should be done.

The titles here are once again evidence of the nature of the session-not a New Orleans warhorse in the bunch, and no attempts to recreate anything that had been done before. Lewis, Robinson and Frazier spent most of their lives playing for dancers in dance halls and taverns and knew hundreds of numbers; no need to do Panama and High Society again when one can apply a jazz finish to a number of lesser-known selections.

The golden days of the New Orleans jazz revival of the 1960s are fading quickly; there is very little left of the music that caught the ears of the world following the establishment of Preservation Hall. A pool of over a hundred musicians has dwindled to less than twenty. The repertoire has shrunk due to endless demands for the same numbers and the musi​cians' need to take it easy; I don't think any​one today could swing a waltz into stomp time the way they do here.

Listen closely to what you hear here, as this is music from masters of New Orleans jazz, a living, breathing, listening ensemble stomping together through a folio of old favorites. You can't get this kind of stuff any more.

— page van vorst Associate Editor Mississippi Rag

	LIBERATION MUSIC ORCHESTRA
	Dream Keeper
	1990
	48:44
	Альбом-победитель “DownBeat readers/critics poll winners” в категории: Jazz Album Of The Year (1991).

Charlie Haden with: Carla Bley, Joe Lovano (см.), Ray Anderson (см.), Branford Marsalis, Dewey Redman, Mick Goodrick, Paul Motian, Earl Gardner, Tom Harrell, and oth. 

	Ottmar  LIEBERT
	Borrasca
	1991
	65:04
	This Grammy-nominated masterpiece adds exciting horn and piano arrangements to Ottmar’s distinctive style.

Ottmar plays a flamenco guitar made by Eric Sahlin of Spokane.

His 'Luna Negra': Jon Gagan [b, k]; Dave Bryant [d, perc, palmas]; with: Gary Meek [t&a saxes]; Jeff Elliott [tp, fl h]; Dominic Camardella [p].

“There’s spirited new sound emanating from Santa Fe. Its magic blends the heart and soul of the Spanish gypsy guitar with a contemporary groove. It’s a sound mastered by Ottmar Liebert.”

  “... acoustic poetry with elegance and passion.”

  “The heart and soul of the gypsy guitar is captured in Ottmar’s incomparable award-winning debut. Bought by 1.5 million people worldwide.”

	David  LIEBMAN
	The Loneliness Of A Long Distance Runner
	1986 
	56:16
	Down Beat 48th Annual Critics Poll: Soprano Saxophone Of The Year (2000)
D.L. -- Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучшее джазовое инструментальное соло».

David  LIEBMAN --  см. тж. с: The Intergalactic Maidenballet;  M. Portal; Mick Karn; Niels-Henning Orsted Pedersen;

label: CMP

David Liebman [soprano saxophones].

	David  LIEBMAN
	Chant
	1990
	57:23
	label: CMP

David Liebman [ss], Richard Beirach (см.) [p]; recorded by Walter Quintus,  produced by Kurt Renker & Walter Quintus.

“CHANT  is a duo recording but it is also a quartet effort that includes Kurt and Walter Quintus. Kurt’s way of producting is to set up a positive and unhurried atmosphere, add state of the art technology: and allow the music to develop naturally. Walter is an integral part of the entire process by not only recording the instruments beatifully, but by also intuitively understanding the relationship between musical intentions and their realisation in sound. Since we expected the conditions to be as ideal as they were, we knew it would be the perfect opportunity to continue our search for achieving that delicate balance between composition and improvisation. Beyond this specific artistic goal, there is the never ending challenge of attempting to unite two individual musical spirits to such a degree, that they chant as one.” — D.L. & R.B.

	(David  LIEBMAN)
	QUEST:                    “Of One Mind”
	1990
	41:51
	label: CMP

David Liebman [s s]; Richard Beirach (см.) [p]; Ron McLure [b]; Billy Hart (см.) [d]

rec. by Walter Quintus.

“As a concept, the notion of spontaneous improvisation is universal and as old as man itself. In jazz, it lies at the core of the music’s lifeblood. On this recording, we have addressed ourselves to the challenge of nearly absolute spontaneity, within the context of our own group language. Nearly, because true 100% improvisation infers no preconceived plan, not even verbally stated. This remains as a future challenge facing our group. What we did start out with here were rhythmic and textural frameworks agreed upon immediately prior to the session. The rest was completely spontaneous and, incidentally, recorded in one take.” — Quest.

	Lucas LIGETI
	Raoul BJORKENHEIM & Lucas LIGETI:

"Shadowglow"
	2003
	65:08
	Lucas LIGETI – см. тж. с: KOMBINAT M (в 'Alternative');

free-impro

label: TUM Records Oy (Helsinki) info@tumrecords.com  www.tumrecords.com
rec. in New Jersey, 2003 by Robert Musso

Raoul Bjorkenheim (см.) [g]; Lukas Ligeti [d].

SHADOWGLOW
Raoul and I first played together on a dark afternoon in December 2002 in a small, windowless rehearsal space in midtown Manhattan. But, for both of us, the music we began making immediately created infinite windows in the walls of this room, opening vistas to strange yet pleasant worlds full of unusual shapes and colors. What has followed since then is an exploration of spontaneously created timbres and meters coalescing into harmonies and forms we might each have been searching for, but are now finding.
Everything you hear on this album is fresh, the product of only a few months of occasional rehearsing and gigging, during which we kept coming up with new musical possibilities, some of which evolved while others emerged only to slip back out of our grip. We share a wide, nearly omnivorous interest in things musical and otherwise; the wish to develop a large personal vocabulary on our instruments rather than settling into a narrow esthetic; a special affinity for traditional musics from various parts of the world; and uncompromising experimentalism while aiming for beauty - rejecting the politics of rejection.
This is improvised music, but both of us are also active as composers in the completely notated domain, taking these different ways of working equally seriously and believing that the cross-fertilization of these methods more than makes up for whatever may be sacrificed in stringency. Jazz looms in the picture, as a language to refer to, but more than that, as a springboard to certain types of interactivity.
Our interplay is conversational; in general, we prefer to have several distinctly different things happening simultaneously and having these elements maintain precarious yet discernible relationships to one another. For us, the musical interplay documented here is the auspicious beginning of a path of exploration leading through the infinite windows of that windowless rehearsal space, through the skyline of our home town of New York, out into the breadth and wilderness of the world -- this world and those other colorful, strange worlds out there, somewhere.
-- New York City, October 6, 2003 Lukas Ligeti

Raoul  Bjorkenheim  and  Lukas  Ligeti
New York City may not be the capital of the United States but it certainly can, with good reason, be seen as the capital of the modern art and music world. This includes being the unchallenged center for improvised music in its various forms and guises. Therefore, it is not surprising that Raoul Bjorkenheim and Lukas Ligeti, two cosmopolitans by background and by inclination, came to meet and first work together in New York City. Like so many others, Bjorkenheim and Ligeti were drawn to New York not only by the opportunities that it offers to work with like-minded artists but, perhaps even more importantly, by the unique energy and drive that the city generates.
Both Bjorkenheim and Ligeti now make New York their home and have actually divided much of their lives between the United States and Europe. Bjorkenheim was born in the United States of Finnish parents and lived there until the age of 15, but then spent most of the next 30 years based in Finland before returning to live in New York in 2001. Ligeti, on the other hand, was born in Austria of Hungarian parents and grew up mainly in Vienna, but spent time in the United States as a child and cultivated close ties to the country; he then lived in California from 1994 until 1996 and settled in New York in 1998.
And, as both of these musicians/composers share an interest in a broad range of music, from experimental rock and free improvisation to fully-notated, the fact that they came to meet and co-operate should not be seen as an accident. Initially, it was the West Coast guitarist Henry Kaiser who saw the logic of the two working together: having played and recorded with both Bjorkenheim and Ligeti, Kaiser was familiar with their compatible interests and suggested that the two get together.
In addition to their interest in improvised music, Bjorkenheim and Ligeti share an interest in the musics of different parts of the world. In Bjorkenheim's case, this has resulted in playing both guitar and occasionally electric bass in various groups featuring different styles of African music and often also musicians from the countries in question. Similarly, Ligeti has, during his more than a dozen trips to various parts of Africa, not only taught local musicians and studied the local music styles but also worked extensively with African musicians. This is important for the understanding of the music on this recording. Possibly, their mutual interest in the musics of the world has never been as clearly demonstrated as on this recording, wherein references to Asian, African and European indigenous musical styles and, in particular, rhythmic patterns can easily be detected. Still, this is not what has come to be known as world music. Instead, we have two artists reflecting their shared and/or separate influences and interests in an open, improvisational context that is always strictly modern in approach.
For this session, no music was "written", but preparation consisted of intensive rehearsal sessions where the two musicians improvised based on rhythmic patterns or melodic ideas that they found to be of common interest. Prior to these sessions, Bjorkenheim and Ligeti had also performed publicly at such venerable "downtown" venues as Tonic, Right Bank Cafe and Downtown Music Gallery, sometimes sharing the stage with others, including guitarist Elliott Sharp and saxophonist Ned Rothenberg, and sometimes focusing on the basic duo. Each time, the common feature has been the unpredictable rather than settling for the well-tried. In this sense, Bjorkenheim and Ligeti share the artistic sensibilities of many fixtures of the New York "downtown" scene, although their music stands very much on its own.
Listeners familiar with Bjorkenheim's past recordings will find something familiar but also something very new and, maybe, surprising on this recording. The expansive, high-energy improvisations of the past are largely replaced by more intricate interplay within the rhythmic patterns supplied by Ligeti. Often, Bjorkenheim moves to the background allowing Ligeti to take the lead over a carpet of guitar sounds. The shamanistic quality that Bjorkenheim's playing has been known for still surfaces at times, but is more tempered than in the past. And those familiar with Ligeti's previous work will also find new openings here; he has greatly enriched his timbral palette on the drumset, and the duo context affords him the space to formulate some of his structural ideas with clarity.
Bjorkenheim and Ligeti plan to continue to play as a duo and, maybe, augment it with a third member for some projects. They wish to develop this music through public performances and one can only hope that there will be many opportunities to do so.
-- Helsinki, October 12, 2003 Petri Haussila

The  Musicians
Raoul Bjorkenheim was born in Los Angeles and lived in the United States until the age of 15. After finishing school in Helsinki, Finland, Bjorkenheim studied classical guitar at the Helsinki Conservatory in 1977 and 1978 and then studied at the Berklee College of Music from 1978 until 1981 returning to Finland after graduation. In 2001, Bjorkenheim moved to New York, which now is the permanent home for him and his family. Bjorkenheim has produced a broad body of works ranging from solo guitar pieces to a concerto for electric guitar, violin and symphony orchestra. In recognition of his work, Bjorkenheim has received a number of awards, including the Young Finland Prize in 1996, the Emma prize for the best Finnish jazz recording in 1992, and the Yrjo price of the Finnish Jazz Federation as the jazz musician of the year in 1984.
Bjorkenheim's early influences ranged from Jimi Hendrix and B.B. King to Frank Zappa but gradually he broadened the scope of his interests to include John McLaughlin and John Coltrane on the way to developing his own, highly personal style. Bjorkenheim's guitar playing has often been described as a force of nature, the conventional traits usually associated with jazz or rock having melded into a more visceral, expressionistic approach to creating timbre and velocities. Experimenting with various tunings on 6- and 12-string guitars, Bjorkenheim makes full use of the subtleties offered by electronics, often creating startling textures.
Bjorkenheim's early musical associations included Arbuusi, a trio also featuring bassist Toppo Isopuro and drummer Tom Nekljudow, which was active from 1976 until the 1980s, as well as Roommushklahn with saxophonist Jone Takamaki, pianist Jarmo Savolainen, bassist Antti Hytti and Nekljudow. Although Roommushklahn was only active for a relatively brief period in the early 1980s, Bjorkenheim has continued his cooperation with all of its other members over the years, including in his own groups and, for example, Suhkan Uhka, the 12-member ensemble that released its first recording on TUM Records in 2003 (Suhka, TUM CD 001), although Bjorkenheim had already moved back to New York by the time of this recording.
Bjorkenheim's breakthrough into international consciousness came through his membership in Edward Vesala's Sound and Fury ensemble, which lasted for much of the 1980s and resulted in classic recordings for Vesala's own Leo Records (Bad Luck, Good Luck, Leo 015, and Kullervo, Leo 017) as well as ECM Records (Lumi, ECM 1339). Bjorkenheim also participated in various spin-off projects arising from Sound and Fury, including Rinne Radio, led by saxophonist Tapani Rinne, as well as Krakatau, an experimental trio initially established with trombonist Jari Hongisto and Vesala, which gradually developed into a group lead by Bjorkenheim.
From 1986 through 1996, Krakatau went through different incarnations that each added to Bjorkenheim's reputation as one of Europe's leading guitarists working within the realm on experimental improvisation. After two albums produced for the Hieronymus label in Finland (Ritual, KR1, and Alive, KRCD2), Krakatau made two well-received recordings for ECM Records (Volition, ECM 1466, and Matinale, ECM 1529), which featured the internationally best known version of Krakatau, including saxophonist Jone Takamaki, bassist Ulf Krokfors and either Alf Forsman or Ippe Katka on drums.
After Krakatau disbanded, Bjorkenheim has increasingly focused on composing and has been featured as a soloist both in his works for the UMO Jazz Orchestra and in other works composed either for a symphony orchestra or for smaller chamber ensembles. Bjorkenheim has also collaborated extensively with other experimental musicians including guitarists Nicky Skopelitis and Henry Kaiser, trumpeter Toshinori Kondo, keyboardist Paul Schutze, bassist Bill Laswell, drummer Ronald Shannon Jackson and many others. After moving to New York in 2001, Bjorkenheim worked for nearly a year with the Ethiopian singer Gigi. Currently, Bjorkenheim co-leads the Scorch Trio with bassist Ingebrigt Haker Flaten and drummer Paal Nilssen-Love (Scorch Trio, Rune Grammofon RCD2025).
Lukas Ligeti was born in Vienna, Austria, and grew up mainly in that city, though he lived in the United States for a year during his childhood and maintained close ties to that country until eventually settling there. He studied composition (with Erich Urbanner) and jazz drums (with Fritz Ozmec) at the Vienna University for Music and the Performing Arts and, upon the completion of his studies there, spent two years (1994-1996) in California at Stanford University's computer music center. Since 1998, he has lived in New York City.
Ligeti only started playing music after graduating from high school, but quickly began developing his own voice. In the early days of his composition studies, he began working on a motion-based technique for playing polymetric patterns on the drums, along with a tabulature notation, and his compositions employ unusual concepts of polytempo interplay, with musicians sometimes being conducted by a computer relaying metronomic and other information to the players. Ethno-musicological recordings and analyses, especially of African music, and experimental mathematics were important early inspirations at the end of the 1980s, and around the same time, his interest in jazz led him to the music of the "downtown" New York avant-garde. On the whole, in his development and attitude as a composer, he probably has more in common with the so-called American "mavericks" (including composers like Charles Ives, Henry Cowell, Harry Partch, John Zorn and others) than with any European contemporary tradition.
While he was still a student, Ligeti's works were being played by the London Sinfonietta and the Vienna Radio Symphony Orchestra; in the past eight years, he has been commissioned by the Kronos Quartet, Ensemble Modern, Vienna Festival, American Composers Forum and many others, and his music has been played by the Orchestre National de Lyon, San Francisco Contemporary Music Players, Kathleen Supove, the Amadinda Percussion Group and others at festivals worldwide.
Lukas' first recording came out in 1991, with the band Things of NowNow (NowNowism, Extraplatte EX123), which he had co-founded with fellow composition students to explore the borderlines between composition and improvisation; his first release outside of Austria was with the group Kombinat M (Hybrid Beat, Cuneiform Rune 48) in 1993.
Arriving in San Francisco in 1994, he became increasingly active as an improviser, forging an ongoing musical relationship with guitarist Henry Kaiser and other California musicians, documented, among others, on "Heavy Meta" with the Goodman-Kaiser-Ligeti trio (Ecstatic Yod e#76) and on Henry Kaiser and Wadada Leo Smith's "Yo Miles!" (Shanachie 5046). After moving to New York, he worked with Elliott Sharp, Ned Rothenberg, Daniel Carter and others; he has also played with Gianni Gebbia, Benoit Delbecq, John Tchicai, Michael Manring and Chis Cutler, with electronic musicians Rupert Huber and Pyrolator Kurt Dahlke and with many others. Still, his main focus as a performer throughout the late 1990s was probably on solo concerts using electronic percussion. Since 2003, he co-curates "Freezone New York", a weekly series for improvised music, with guitarist Ty Cumbie.
Ligeti is also known as a pioneer in the area of experimental cultural exchange. Commissioned by the Goethe Institute, he traveled to Cote d'lvoire in 1994 and founded the group Beta Foly with musicians from West Africa to explore the combination of African traditions and instruments with improvisation and electronics: this work can be heard on the 1997 recording "Lukas Ligeti & Beta Foly" (Intuition 3216). He has also performed with Batonka musicians in Zim​babwe; played in Mozambique and South Africa; collaborated with Nubian musicians at the Cairo opera; created a piece for Caribbean musicians in Miami; and, since 2000, worked on various projects with the singer Mai Lingani from Burkina Faso.
Recordings featuring Ligeti as a composer or improviser can also be found on Staub-gold, Starkland, Naive, Lotus Records, ORF Zeit-Ton, Ocho and a number of other labels.

The  Music
All compositions included on this recording have been created jointly by Raoul Bjorken-heim and Lukas Ligeti.
■ Into Fall has Bjorkenheim's 12-string guitar tuned to an unconventional open chord spanning fields of green, blue and pink over Ligeti's polymetric drum patterns.
■  Ghostedwall is a grey-blue-metallic high-speed dialogue between drums and prepared guitar, with the guitar producing a simultaneous backdrop of gentle yet ominous church-bell sounds.
■ Niagara Mohawk is a journey between two wildly different worlds, referencing areas such as new dance beats and free jazz, tied together by interrelated guitar sounds and a succession of surprising yet organic tempo changes.
■ Rain Turns Red Gold has Bjorkenheim's Tri-sonic steel guitar telling an African-inspired musical tale, perhaps of arid fields made fertile by the rain, accompanied by Ligeti's prepared log-drum and other rare sounds.
■  Cogwheels of Speed has Ligeti's polymetric, motion-based drumming technique, inspired by concepts from Central African music, driving this piece in which the drums and the guitar engage in a wild chase ending in a high-energy stretta.
■ Shed and Torn features Bjorkenheim playing an electric viola da gamba built to his design by Finnish luthier Wege. Various sound worlds are visited, from string harmonics to Ligeti's pitch bends on his Chinese tam-tam, to sounds evoking the gimbri, a string instrument of Morocco's Gnawa culture.
■ In the Flesh is an introspective dialogue with Ligeti's bass drum acting as the harmonic pedal point for Bjorkenheim's guitar lines, which take on a vocal quality as they move between modal regions.
■ Duoyell uses pansori vocal music from Korea and John Coltrane as inspirations for Bjorkenheim's guitar melodies, which enter into an energetic call and response with Ligeti's free-flowing drumming.
■  Olivezone has rock rhythms briefly surfacing as Ligeti creates a polyrhythmic backdrop to Bjorkenheim's prepared guitar, their interaction pulling and tugging as they go back and forth between various melodic themes, surprising each other on the way.
■ Viscousphere has Bjorkenheim using the prepared outer strings of his guitar to create a quasi-gamelan accompaniment while employing a slide on the inner strings to evoke a sub-aquatic environment over Ligeti's buzzing and ringing percussion, ranging from orange to anthracite.
■ Fountain Jewel uses African musics of many types as the main inspiration for an atmospheric journey: for Bjorkenheim, the stylings of Madagascar's acoustic guitar virtuoso D'Gary, and for Ligeti, the rhythms of West and Central African urban pop. Together, they create an imaginary landscape of bright and inviting colors.
■ Changgo Valse features the mono​chrome scale of Bjorkenheim's 12-string guitar, evoking open spaces tinged with a sense of melancholy, and Ligeti's grooves, influenced by the Changgo drum from Korea, that combine in an unsettling way. Increasingly, however, subtle interaction brings about a fragile cohesion between these disparate soundworlds.

	LILAC  ORCHESTRA
	Tsunami
	1994
	43:06
	Мощный, агрессивный funk-fusion
Vladimir Ivanov [k]; Vladimir Volodin [d, latin perc]; Sergei Prokhozhev [g]; Evgeni Melnikov [b].

«Альбом Lilac Orchestr’а Цунами представляет собой высокую волну из всех музыкальных стилей. По мнению музыкальных критиков, оркестр, состоящий из четырёх музыкантов, находящихся в постоянном творческом поиске, представляет собой новое уникальное явление в мире музыки, и их альбом Цунами быстро займёт своё место у коллекционеров современной музыки.»

	LIMINAL
	Nosferatu
	1995
	54:11
	Danny Blume & DJ Olive - см. тж.: LIMINAL LOUNGE

label: Knitting Factory Works (NY, USA)

e-mail: KF@knittingfactory.com 

Liminal is: Danny Blume [g, loops, one string duct tape bass]; DJ Olive AKA the audio janitor [turntables]; Rich ‘Loop’ Panciera [sampler].

liminist@aol.com 

Электронный авангард плана ambient / noise / trance, не слишком тягучий. Очень грамотно сделаный, с мощными свежими звуками.

This is where it all began, the first release by this original "illbient" trio.

Liminal started out in ’94 as ‘Asshole – Savant’ — a soundscape / groove / ambient / dub / pastiche that mixed sampler, guitar, loops, and DJ. They played a lot in NYC at the Cooler, Knitting Factory & other clubs. Using guest musicians, visuals, vocalists, and any sound they could get their hands on, they create a non-stop live interactive stream of coalescence. Otherworldly forces compelled them to make a liministic score to perform with the F.W.Murnau’s classic silent vampire film ‘Nosferatu, a Symphony of Horror’. Several well received shows sparked European and US tours and were the genesis of this CD. The music on this disc was arranged to stand on its own, independent of the movie.

	LIMINAL LOUNGE
	Pre-Set
	1997
	44:01
	Danny Blume & DJ Olive - см. тж.: LIMINAL

label: Knitting Factory www.knittingfactory.com
liminist@aol.com
Danny Blume [b]; Marc Ribot (см.) [g, floating g]; John Medeski (см.) [synth]; DJ Olive [turntables]; Tony Maimone [growling bass, sub-bass]; Ben Perowsky [talking drum, slot drum, drumset]; Jana Martin [v].

Produced by Danny Blume.

	John  LINDBERG
	Trilogy Of Works for Eleven Instrumentalists
	1985
	41:00
	John LINDBERG - см. тж. с: Anthony BRAXTON; Susie IBARRA (в 'Alternative');

label: Black Saint

Music composed by John Lindberg. Conducted by Anthony Braxton.

Hugh Ragin [tp]; Mike Mossman [tp, piccolo tp]; Ray Anderson (см.)[trb]; Vincent Chancey [fr h]; Marty Ehrlich (см.)[a s, fl, piccolo]; J. D. Parran [t s, cl]; Pablo Calogero [bar s]; Alan Jaffe [el g]; Eric Watson [p]; John Lindberg [b]; Thurman Barker [d, bells, xylophone].

Still in his mid-twenties, John Lindberg has al​ready established himself as one of the most im​posing bassists in post-modern jazz on the strength of his work with Anthony Braxton, Jimmy Lyons, Keshavan Maslak, and the String Trio of NewYork, among others. Now, Lindberg's third al​bum as a leader for Black Saint heralds his arrival as a composer and bandleader of stature as well. I realize that it is usually idle flattery for a critic to compare a fledgling bassist and composer to the great Charles Mingus, but after hearing Trilogy of Works for Eleven Instrumentalists, I am convinced that the comparison is justified in Lindberg's case (and I am told by him that Anthony Braxton, who conducts these works, also invoked the name of Mingus in listening to the playbacks). Like the Mingus of "Pithecanthropus Erectus" and "The Black Saint and the Sinner Lady," Lindberg loves cacophony for its own sake and for what it can depict extra-musically: and the programmatic de​nouement of "Dresden" suggests that he would second Mingus' unspoken insistence that the imagination is a moral as well as an aesthetic fac​ulty, that one job of the artist is putting himself in the other person's shoes. More important, in their different ways, "Dresden," "Holler," and "m to M" all communicate the restless intelligence and ex​pansive physicality one associates with mid-size Mingus ensembles of similar instrumentation. But I make this admittedly subjective comparison only to locate a relevant precedent for Lindberg's ac​complishment, not to imply derivation. He is a bra​zen original, and in one respect, he has been far luckier than Mingus. A difference in historical climate has permitted him to avoid the thankless po​sition Mingus so often found himself in -- that of having to deprogram sidemen indoctrinated in every-man-for-himself bebop orthodoxy. Jazz is rapidly evolving to a point of such complexity that players may soon pride themselves as much on their interpretive sensitivity (in the classic Euro​pean manner) as on their improvisational resource​fulness. Lindberg has been able to draw upon a cadre of New York-based musicians individually experienced in the intricacies of such ambitious composers as Anthony Braxton, Roscoe Mitchell, George Russell, Muhal Richard Abrams, Anthony Davis, and Carla Bley. Since Lindberg has thought​fully provided a scrupulously detailed, unobfuscatory sloryboard for each piece, a rundown of high​lights seems superfluous, though it behooves the critic to add what Lindberg in ail modesty cannot say -- that on the basis of its symmetry of compo​sition and improvisation and its intimation of even bolder ventures to come. Trilogy of Works for Eleven Instrumentalists takes its place as one of the key records of the Eighties.

----- Francis Davis (Francis Davis is the author of ‘In The Moment’, a collec​tion of profiles of contemporary jazz musicians to be published by Oxford University Press.)

JOHN LINDBERG: This music was composed in the period from May 1983 to March 1984. The premiere perfor​mance of these works was April 30, 1984 at the Public Theatre in New York City. After this initial hearing of the works, I made some slight revisions and the final product was ready for this recording.

My initial inspiration for this music came in the early Spring of 1983 as I was feeling the need to have a larger ensemble available to me to be able to really write the kind of depth and interwoven complexities that I was hearing and wanted to ex​press. After much thought, taking into considera​tion musical and economic wants and realities, I arrived at this instrumentation which gave me nearly all the coloration I wanted without being too large to make the possibilities of performance and recording unreal in my current situation.

At the premiere performance I made the mis​take of attempting to both conduct the ensemble and play as many bass parts as I could. Although I felt the results were admirable, considering, the music suffered quite a bit from lack of flow and precision. My friend Anthony Braxton offered his conducting skills for the recording upon hearing of my problem, and his conducting of these works brought it all together. His contribution was a ma​jor one.

The record opens with Holler, a work designed to utilize the flow of instruments, one to another, and develop interchanging layers of sound. The piece begins with all eleven musicians using their voice, first on given pitches and then embellishing a held note with guttural sounds. This develops into the passage of short themes throughout the orchestra, orchestrated in varying ways The final ensemble crescendo propels a baritone saxo phone solo by Pablo Calogero. The fabric of this solo is dependent upon the constantly changing "cued duets" which are conducted in and out around the soloist. This section gives way to an unaccompanied trench horn solo by Vincent Chancey, with which he so beautifully leads the or​chestra to the next section, a series of thick chordal movements whose forward motion and inten sity increase until a sharp halt signals the begin​ning of two sound layerings. In this section the conductor cues the orchestra from one layering to the other, and at a certain point each musician makes his own decision on each cue as whether to improvise or to play the notated part. This sec​tion fades into another chordal landscape, which returns to a repeat of the vocal beginning. A short piano-bass duet leads us to the finale, a quick pas​sage of phrases culminating by growing chords topped by the final clarinet note.

m to M, the second piece on the record, was originally composed as a duet piece for bass and alto saxophone. This arrangement keeps the original form of the piece virtually intact, but deepens and recolors the exchanges of melody and pitches which are the foundation of this work. It starts just this way, with the exchanges overlapping, making for a series of chordal changes. The following sec​tion is a passage of tones, dispersed throughout the orchestra and evenly accelerating to the tenor saxophone. Once again, a quick melodic exchange, and then the ensemble trills which grow in density and volume, juxtaposing minor and major sounds. This exchange of minor to major tonalities, and vice-versa, is evident throughout the work. After the ensemble trills are cut off there is again the dispersed, accelerating passing of tones, this time with a different time ratio between notes. This develops into quick, even exchanges that then rest on an ensemble chord. A melody begins and grows in thickness of harmony and sets up a series of four chord changes which are utilized in four different aspects, each aspect  be​ing cued. In the first aspect the simultaneous so​loists are Marty Ehrlich on alto saxophone and Hugh Ragin on trumpet. There is a tenor saxo​phone-trombone coloration which is cued in dur​ing this section. The following aspect has a shift in "time feel" and the simultaneous soloists here are J.D. Parran on tenor saxophone and Ray Anderson on trombone, with an ensemble chordal colora​tion. The third aspect has the tenor saxophone-trombone coloration mixed with the ensemble chordal coloration and a return to the original time feel. The fourth aspect features all eleven musi​cians improvising over the four chord changes, which leads to the ensemble finale.

Dresden Moods, which constitutes the entire second side of the record, was written largely pictorially and then conceptually developed along this given story line. While in Dresden, East Ger​many in April of 1983 I was walking through the city with the two musicians that I was working with at the time -- Gunter Sommer, an East German percussionist, and Trevor Watts, an English alto saxophonist. As we were looking at the city and the destroyed buildings still left from the bombing in the war, Gunter was telling the story of this ter​rible bombing of Dresden by the English and American forces, of the thousands killed and trapped there, the air being on fire, the surprise and panic. I absorbed this and imagined myself there during the time of the bombing, and ab​sorbed the mood of the present, and also imag​ined the transpiring moods that had taken place there. The piece was written in five distinct parts and each part represents, albeit sometimes ab​stractly, a given development in this story as I saw and felt it. Therefore the work begins with the bombing itself and the surprise of the bombing, with the ensuing panic also being illustrated. This part features an improvisation designated to be "bombastic", by Eric Watson on piano, Thurman Barker on percussion, J D. Parran on clarinet, and Marty Ehrlich on flute. A short repeat of a part of the ensembles musings on the bombing brings the piece to the second part, which symbolizes the calm after the storm, or in this case the bombing. Question and wonder are in the air, and this uncer​tainty, and dialogue of wonderment and questioning is expressed. This part lends itself to a "time-structured" improvisation which involves ex​changes between two "banks" of musicians, the first "bank" being the duet of myself on bass and Pablo Calogero on baritone saxophone, the sec​ond "bank" being the brass quartet of Mike Mossman, Hugh Ragin, Ray Anderson. and Vin​cent Chancey. A final question from brass, bari​tone saxophone, and guitar leads to the third part. Part three symbolizes the rebuilding of a city, a people, a spirit, torn apart and knocked down by war. This rebuilding takes organized, structured group effort with much energy and those are the elements used in this part. It opens up into an im​provisation for Alan Jaffe on guitar, Thurman Bark​er on xylophone, and myself on bass. This impro​visation is colored by three different sound blocks which are cued in at various points in the improvi​sation. After an unaccompanied solo guitar state​ment, an ensemble section of interlocking unity is played. This immediately changes to the fourth part, which is the beauty and solitude of people at peace, of a group effort successfully completed, of happiness. Marty Ehrilch on flute and Vincent Chancey on french horn simultaneously solo over the trumpet vamp and chordal embellishments of Eric Watson on piano. Then J. D. Parran on clarinet and Ray Anderson on trombone become the simultaneous soloists over this texture, then briefly flute, french horn, trombone, and clarinet solo to​gether before the final showing of group unity by brass, clarinet, and flute. The fifth part is the finale and it portrays the concern for the future, the nerv​ousness about "can it happen again?", which un​derlies people's daily routines and overall content​ment. It is serious concern, as it should be.

This trilogy of works represents a variety of feelings and concepts which I have developed in music. They are expressive of my environment and being and I cherish so much the additional expressions which each individual musician involved in this project brought to the music. I thank all the musicians for this, and you the listener for want​ing, and maybe feeling you need to, experience these expressions.

	John  LINDBERG
	Dodging Bullets
	1992
	51:15
	Black Saint

John Lindberg [b], Albert Mangelsdorff (см.)[trb], Eric Watson [p].

 Although hardly anybody seems to have caught on to the fact yet, the displacement of the Lp by the compact disc has altered the purpose of the liner essay. Regardless of the biographical information they routinely passed along, and the valuable insights they frequently contained, the notes on the rear of albums amounted to point-of-purchase advertis​ing. But in this era of shrink-wrapped Jewel boxes, the liner-note writer's only readers are those consumers who have already made their purchase and therefore require no further selling. Under these new circumstances, the annotator's job has become that of comparing notes, as it were, with listeners whose enthusiasm for the music at hand equals his own.

In another sense, though, the liner note remains what it always has been: a review of sorts in which the critic who accepted the assignment attempts to set the tone for all sub​sequent reviews by telling his colleagues what he finds exceptional about this particular effort. By now, the person​nel listing should already have begun this job for me. The presence here of Albert Mangelsdorff — not as familiar a name now as in the late 1970s, when his German albums enjoyed worldwide distribution — should result in an excitement similar to that which greeted J.J. Johnson's recent albums from the Village Vanguard (and to that which one hopes would greet a new release by Roswell Rudd, though with the majority of critics and fans alike now convinced they want to hear only boilerplate bebop and plenty of it, who can say?)

Mangelsdorff, whose influence on American Jazz been exceeded only by that of Django Reinhardt, among Euro​pean musicians, is the first thing you hear on Dodging Bullets, and he seizes your attention right away. "Begin​ning an album with a ballad is always a risky proposition,"observes John Lindberg, explaining his deci​sion to lead off with Mangelsdorff’s "The Horn Is a Lady." "But sometimes the best way to gain an audience's attention is by demanding it."

On first hearing, though, it's hardly apparent that "The Horn Is a Lady" is going to be a ballad, much less one so open-hearted and affecting. It begins with Mangelsdorff’s shouting, out-of-tempo display of the multiphonic tech​nique which he introduced to jazz in the 1970s and which has been adapted by practically every trombonist who has come along since. But Mangelsdorff remains the uncontested master of this technique, utilizing it (here and on his woofing solo on Eric Watson's "Hardware") not just to produce overtones, but actual harmonies. Comparable to Tricky Sam Nanton's plunger talk on the one hand, and to Coltrane's sheets of sound on the other, the "technique" transcends the mere dexterity usually implied by the word, thanks to the urgent uses to which Mangelsdorff puts it.

You should note that on "Shuffle Up," Lindberg, too— by striking his bass strings with a wodden dowel rod ("like a drumstick, only smaller") — utilizes to expressive advan​tage a skill that might amount to nothing more than a clever but tedious sound effect in the hands of another bassist. "Pizzicato, arco, and the thing with the stick. I use it frequently, as naturally as I do my fingers or a bow," he says of the technique which enables him to provide increased texture and rhythmic edge. Regardless of what method he uses on his strings, Lindherg matches Mangelsdorff in resourcefulness. So does Watson, whose slams and crescendos on "Hardware" show the vigor of which he is capable, despite his obvious love of (and flair for) impressionistic voicings of the sort he brings to his solo reading of Lindberg's "Ceilings" (Dodging Bullets's lovely finale, also presented here in a trio interpretation).

Of course, all of this virtuosity might amount to very little if not for the group aesthetic embraced by these three musicians. In trying to anticipate what my colleagues will have to say about Dodging Bullets, I imagine that their reviews will include quite a few allusions to the Jimmy Giuffre 3 — another drummerless trio on everyone's mind since the reissue of its early-'60s Verve Ips on ECM earlier this year. "That's a flattering comparison," Lindberg says, freely admitting his exposure to those seminal albums as a teenager, but rightly declining to cite them as a direct influence on Dodging Bullets. After all, Lindberg has now been demonstrating his own commitment to intimate musi​cal discourse for more than a decade as a member of the String Trio of New York.

"I’m drawn to chamber-group situations where I’m the main rhythm instrument and there's usually no drummer," Lindberg says, quickly adding that he isn't idealogically opposed to using a drummer, as Giuffre at one point seemed to be. "It's just that the dynamic range I can employ is much wider without a drummer, along with the subtlety of the different attacks I can use and what 1 like to think of as the rubberization of tempo."

In the end, the similarity to the Giuffre 3 isn't just in the instrumentation of horn, keyboard, bass, and no percussion. It's in the frequent role reversals (as Lindberg points out, "this isn't the kind of trio format in which everybody takes his turn soloing, with the obvious rhythm instrument keep​ing time") and in the successful synthesis of composition and improvisation. Although "Shuffle Up" and Lindberg and Mangelsdorff’s "Sticks and Bones" are free improvisa​tions, both versions of "Ceilings" are entirely notated, and the other performances ("Four Fathers," with its modal vamp behind the bass and trombone solos, for example, or "Dodging Bullets" with its accelerandos and juxtapositions of unison and contrapuntal lines) are "all structured from beginning to end, to one degree or another." The point is that a listener provided with no information up front might not be able to tell which performances are improvised from scratch and which are notated practically all the way through. Nor would he be likely even to wonder which were which, given the flexibility with which Lindberg, Mangelsdorff, and Watson interpret written music and the absense of cliches in their improvisations. 

Mangelsdorff and comparisons to classic Giuffre aside, perhaps all that really needs to be said about Dodging Bullets in this context is that it's the latest in a string of exemplary releases by John Lindberg, with a promise that the best is still to come. In his teens when he made his recording debut with the Human Arts Ensemble in 1978 (though no one made much fuss over musicians of such tender age back then) and now just 33 (only a few years older than some of today's overindulged neoboppers), Lindberg has produced an impressive body of work ranging from an album of bass solos (Comin' and Goin', 1980) and his duels with Watson to the magnificent Trilogy of Works for 11 Instruments and his ongoing efforts with the String Trio of New York. Dodging Bullets offers eloquent testimony to his growth.

Francis Davis, July 1992

	John  LINDBERG
	Quartet Afterstorm
	1994
	63:49
	label: Black Saint

состав – как выше + Ed THIGPEN [d]

1. Frozen Ropes (Lindberg) – 6:40

2. Quartet Afterstorm (Lindberg) – 11:48

3. Question to Go (Mangelsdorff) – 5:20

4. Punchin Patch Patch (Watson) – 7:04

5. Soaring Hawk (Lindberg) – 5:31

6. Elongate (Mangelsdorff) – 10:46

7. Fling (Watson) – 6:56

8. Flam-A-Dam (Lindberg) – 9:54

  Those few jazz enciclopedias hip enough to recognize John Lindberg usually have him listed in the ‘free jazz bassist’ section. Given his past associations with the likes of Jimmy Lyons and Sonny Murray, Anthony Braxton, John Carter, Steve Lacy, the Human Arts Ensemble and the String Trio Of New York, this is not an entirely unreasonable tag to hang on Lindberg. But it’s one he finds limiting and unacceptable. “I think that type of labeling is extremely confining,” he says. “As I was playing with so-called jazz artists such as Braxton and Jimmy Lyons, I established a certain type of reputation; one which in a broad sense was inaccurate even at the time, and more so as my involvement in the music called jazz has grown over the years. Every recording that I’ve been involwed with has been coming from some type of compositional viewpoint, but it was never bebop or classic jazz in the strict sense of those terms. So for those that are involved in the labeling of artists for various marketing purposes, may be that has become the dividing point now. You are either playing bebop/classic jazz exclusively, or you are considered a free jazz artist. I find that type of exclusive thinking to be a shame.” There are moments of free improvisation on ‘Quartet Afterstorm’, but it’s definitely not free jazz. Every one of these eight tracks is coming from a strong compositional viewpoint. Whether it’s written by trombonist Albert Mangelsdorff, pianist Eric Watson or Lindberg himself, there is a sense of unerring logic and structural integrity to the compositions, along with an inherent, underlying sense of swing. And yet, one would be hard-pressed to call it bebop. So what is it? Don’t ask Lindberg. “The labeling of the music is a negative in my estimation, although a seemingly necessary one in our increasingly image-oriented media”, he maintains. “I think that this recording directly adresses a lot of the inconsistencies that are inherent to labeling such a broad based music in one way. To do so is in fact misleading to those who have not yet had a chance to hear it. In this quartet we have two artists with more than 40 years apiece in this music; one of the most important European improvisors of all time in Albert Mangelsdorff and one of the great ‘classic jazz’ percussionists in Ed Thigpen. Nobody would dispute that, no matter what place you’re coming from. Then you have two improvisor-composers that have been associated with all sorts of musical endeavors over the last 15 to 20 years. Eric Watson is from a classical background. He does Charles Ives recitals. He’s developed a unique voice as a jazz player and composer. I’m generally thought of as a ‘free jazz bassist’ and avant-garde jazz composer. Yet, from these disparate backgrounds we all came together in a very cohesive way and traded all our collective knowledge in order to make a common music.”  And what does that really say about the state of jazz? “I think it means that it’s as open and forward moving as it ever has been and that all these categorizations and definitions that seem to be so popular in defining jazz at this point are more of a hindrance than a help,” says Lindberg. “After all, to deny the continuing developments in the art form is to ignore the natural consequence of jazz itself — the continual reach for new ways and higher levels of expression.”  ‘Quartet Afterstorm’ is that rare item: a cross-cultural, cross-generational offering by four seemingly disparate musicians who met in the studio and yet somehow managed to sound like they had been playing together for years. “That’s one of the great things about this music,” says Lindberg. “Obviously the magic doesn’t happen every time. You can get together with other artists and there will be tensions and other barriers to creativity put up. But this was one of those situations that was very exciting within the music, where it all just fit like a glove right away.”  Lindberg, Watson and Mangelsdorf had recorded together before as a trio on the 1992 Black Saint project, ‘Dodging Bullets’. “I think after we did that record and had performed substantially as a trio, we felt that adding drums could be the element to make it grow to another place,” says Lindberg. “Because a lot of the music was so rhythmically oriented or moving towards a swing kind of place, and Albert’s traditional jazz background is very strong. But we always struggled over who would it be because in performance we are committed to performing acoustically. And it seemed like there’s only a handful of percussionists that can deal with that approach at this point.”  Their choice of Ed Thigpen was an inspired one. The one-time accompanist to Oscar Peterson has distinguished himself as one of the more musical drummers of the past 40 years. Thigpen exhibits an uncanny ear, fertile imagination and quick hands behind the kit. Plus, he plays dynamics like no one else and has an uncommonly sensitive touch with brushes. It is why they call him Mr. Taste (the title of his most recent recording as a leader). “Ed brought in a whole history of playing that really molded the music in different ways than I even foresaw,” says John. “He’s a very open-minded guy and he has such a strong swing feel that he can adapt to anything. I felt very comfortable with his ability to play acoustically in the studio. I never use a bass amp and there  was no use of headfones or partitions. We just set up and played and achieved a very intimate sound that we all got into right away. This was a great project, but if someone were to break it down and have some rigid definition of what this music had to be and what elements had to come into it, they might start finding ways that it couldn’t work. They might have thoughts that come from stereotyped pre-conceived ideas like ‘Oh, this guy’s from a European bag, he can’t play blues. This guy’s from a swing bag, he’s too conservative. This cat is from a classical bag, he can’t swing. This guy’s a free player, he can’t play changes.’ Someone could list the reasons why it couldn’t work, should one decide to approach it from a negative angle. I prefer to look at it from the positive angle, to think of all the richness of experience that you can bring together into the melting pot and forge a really unique and vital music as a result of that, while dispelling the needless stereotypes along the way.”

	John  LINDBERG
	Bounce
	1997
	55:47
	label: Black Saint

John Lindberg [b]; Dave Douglas (см.) [tp]; Ed Thigpen [d]; Larry Ochs [saxes].

John LINDBERG:

A thin blue triangle appeared on the canvas of his mind, and stuck there like muck to a work boot. Just about as tough to get off. These types of shapes, colors, and textures that throttled him towards attainable realities, and away from the hazy sensual ecstasies and other strange fantasies that dawdled in his head, were the preambles to the sinewy flesh to be chewed on a journey of sponta​neous creation. Over and over again, but always with new tilts, accents and nuances of familiarity. As much as he’d have liked to scrape that muck off, it was just so much more fun to keep on shuffling along with it caked on. Triangles, squares, rectangles, circular views hexagons and octagons in blue, gold, yellow, red, and orange filtered through his battered mind with regularity and yearned to be dragged out of there onto the ground and wrestled into sound. Low, deep, pulsing, thumping beautiful fat big obscene sound like he could only think of producing on a bass violin. Scratch it, claw it, rip it, pluck, plunder, smack, bow, pound, dribble, tear, punch and pick it, click it, stick it until all that was within came out, and then some, or not enough at all. But he always tried. That was inherent...

It seems like a long time ago that I was hitch hiking mid-western highways and marching up and down New York’s Lower East Side streets with a plywood bass attached to my back with a homemade burlap strap, full of youthful meanderings of the mind that lead to the first recordings of my music while ensconced in the now historic and bygone era of loft jazz. It also seems as though it was just yesterday that the improvisational bursts of emotionally charged creative music shouted forth from Studio Rivbea, LaMama Children’ s Workshop, the Environ, the Brook, Ladies Fort and other vital spots where my involvement in this always growing, honest, and intense music began in earnest. So much has drastically changed over time, yet the heart of the pursuit remains resolutely in focus. The bass is no longer plywood, the transportation no longer solicited, the performances are no longer in lofts, but the journey towards those fleeting and delightful stellar moments of creative music synchronicity rolls on...

This is now my twenty second recording as a leader or co-leader since my debut solo recording in 1980, in addition to the thirteen albums with the String Trio of New York. It represents a new phase for me as a composer and ensemble leader. In compiling this series of seven original pieces — some new, some fresh arrangements of older works — and formulating an ensemble that again joins me with my rhythm section partner from my last two Black Saint recordings — Quartet Afterstorm and Resurrection of a Dormant Soul— and features two other extraordinary artists that I am pleased to record with for the first time, I found a conceptual format that speaks to my unending interest in developing a compositional/improvisational language that “bounces” with relaxed enthusiasm while extending into sonic searches that are unfettered by any overly specific directive restrictions.

Immersion in groups of improvising artists representing a vast diversity of stylistic input and creating fields for signature spontane​ous solo and ensemble statements has been the crux of my concentra​tion as a project director in recent years, and the product in hand presents a crystallized music that comes from a sincere creative search with kindred spirits.

This ensemble series kicks off with a vehicle for trumpet-bass duo entitled “Firewood Duet.” The title comes from the derisive yet loving (?) moniker that friend violinist Regina Carter hung on my instrument some years ago and seemed to all too naturally stick. So with my fireplace fuel and wonderfully bent, muted, plungered, and twisted trumpet playing the rubbery theme, this duet is given a wild ride that serves as an apt opening to this collection.

Dave Douglas — What an extraordinary musical mind and what a crafty interpreter of the not so obvious! His playing harnesses in the entire rich tradition of improvised trumpet playing while leading it in singular and surprising directions. He brings a huge heart to all the music he involves himself with. [...]

Bounce is another step on a life long trek. I see it as a large step, as it leads me from past formulas of endeavor and links them coherently with a new present day strategy that embraces a musical future full of opportunity and free from restrictive boundaries. The thin blue triangle beckons on, beckons on...

	Abbey  LINCOLN
	Talking To The Sun
	1983
	39:48
	label: enja

Abbey Lincoln [voc] with: Steve Coleman [a s]; James Weidmann [p]; Billy Johnson [b]; Mark Johnson [b]; Jerry Gonzalez [perc].

  In the studio, a strikingly beautiful woman began, in music but without words, to express rage. The fury, the frustration, the deep song in those cries, stunned all the musicians in the room — from Coleman Hawkins to the young Booker Little. The woman was Abbey Lincoln; the rage was part of Max Roach’s ‘Freedom Now Suite’ which I was recording for the long since departed Candid label. Abbey did more that day and on a subsequent album of her own, to finally and totally demolish the initial ‘image’ of her that had emerged in the music business. Born in Chicago, brought up in Michigan, she first acquired a following as a ‘supper club singer’. These are performers who do not have to sing with any particular distinctiveness, but they do have to be very attractive, very sensuous. The are on exhibit. This role became increasingly uncomfortable for Abbey Lincoln, all the more so after she met Max Roach who began to expand her listening horizons as well as her desire to say more, to be more, in her music. And so, Abbey began to record as a jazz singer with such deeply challenging musicians as Sonny Rollins, Kenny Dorham, Wynton Kelly, Paul Chambers and Max Roach. More and more, however, Abbey was becoming less interested in the traditional trappings of ‘stardom’ and more involved in finding her own roots, personal and cultural. All this led increasingly to her appreciation of the vital importance of Africa, past and present. Abbey travelled to that continent and during a 1975 visit, she was given the name Aminata, by the president of Guinea, and the surname of Moseka by the Minister of Education in Zaire. 

  This album for ENJA, she says, is “finally my music. I conceived it; I’m the band leader; I choose every song of the album; the arrangements are mine; and I selected the musicians.”  The essence of the music is the essence of the Abbey Lincoln — independence. As for the resilient and attentive combo behind her Abbey emphasizes: “It’s the best band I’ve had yet. They are all virtuoso musicians, but there is a sympathetic [collective] thing musically. I want to tour with the musicians on this album. These players don’t bring bitterness into their music; they are fresh in sound and in conception. They’ve been with me for a year and a half, and I hope we keep going on.”  Through the years Abbey’s singing has become stronger, deeper and more personal. For all its force, she seems very much at ease with herself these nights. All that energy and honesty and desire for justice have been focused into her music. All her fire is concentrated now. — Nat Hentoff, N.Y. 1983

	Abbey  LINCOLN
	Abbey Sings Billie: A Tribute To Billie Holiday.  Volume I
	1989
	57:07
	label: enja

Live at the U.J.C.

Abbey Lincoln [v]; Harold Vick [t s]; James Weidman [p]; Tarik Shah [b]; Mark Johnson [d].

	Abbey  LINCOLN
	Abbey Sings Billie: A Tribute To Billie Holiday.  Volume II
	1992
	40:19
	label: enja
состав тот же

	Abbey  LINCOLN
	The World Is Falling Down
	1990
	49:25
	label: Verve

Abbey Lincoln [v]; Clark Terry [tpt], Jackie McLean [sax], Charlie Haden [b], Billy Higgins [d], Ron Carter [arrangements].

	Abbey  LINCOLN
	You Gotta Pay The Band
	1991
	58:33
	label: Verve

Abbey Lincoln [v]; Stan Getz [t s]; Hank Jones [p]; Charlie Haden [b]; Mark Johnson [d]; Maxine Roach [viola (#1,10)].

  A musician (and true singers are musicians) may have exceptional technique but what makes his or her work stay in the mind are two essential qualities: soul and presence. On a stage, in a recording studio, in films or just talking on the telephone, Abbey Lincoln has compelling presence. I remember, years ago, recording a session with her and also on the date was the more than formidable Coleman Hawkins. Yet she was not dwarfed even by him. The best description I’ve seen of both Abbey’s presence and the intensity of her soul was by Peter Watrous in the ‘New York Times’: “...her utter individuality and passionate delivery can leave an audience breathless with the tension of real drama. A slight, curling phrase is laden with significance, and the tone of her voice can signify hidden welts of emotion.”  And the emotion is utterly personal, utterly real. Abbey in her songs is Abbey in life. She does not sing about what she does not know and has not experienced. Also uniting her music and her life is her sense of irony that comes from a wide and deep range of the ambivalences in this life. Listening to a record, you can tell what the atmosphere was in the studio. In some cases, the tension of repeated takes and excessively convoluted arrangements comes through. In rare instances, it’s immediately apparent that everything came together from the start and everyone savored the pleasures of making music. Five of the songs are by Abbey and, one way or another, they say that — as she puts it — there’s more to life than just a relationship with another person. That gets boring. My songs go beyond that. There are other things to talk about.”

	Abbey  LINCOLN
	Devil’s Got Your Tongue
	1992
	70:00
	label: Verve

Abbey Lincoln [v]; Rodney Kendrick [p]; Marcus McLaurine [b]; Grady Tate [d]; J.J. Johnson [trb]; Stanley Turrentine [t s]; Maxine Roach [vl]; Babatunde Olatunji [ngoma, djembe, ashiko & sekere drums].

	Abbey  LINCOLN
	When There Is Love
	1993
	63:58
	label: Verve.  recorded in 1992.

Abbey Lincoln [v]; Hank Jones [p]. (№7 – без вокала)

«In 1992, after ‘Devil’s Got Your Tongue’ was done and in the can, our producer, Jean-Philippe Allard, told me it was probably the only album of music he’d heard without a love song for a man and a woman. It’s true that I do have a sombre outlook and assessment of the world in which we live, but I also have love, love for the beautiful man that makes life bearable in an otherwise unbearable world. So this is my offering on the altar of conjugal love.

‘When There is Love’ is a collection of songs, some of which I have sung over the years, and some of them are brand new, because for me there has always been love.»  -- A. Lincoln

	Abbey  LINCOLN
	A Turtle’s Dream
	1995
	69:10
	label: Verve

Abbey Lincoln [v]; Kenny Barron (см.), Rodney Kendrick [p]; Charlie Haden [b]; Victor Lewis [d]; Pat Metheny (см.) [g]; Lucky Peterson [g, backs]; a.o.

	Abbey  LINCOLN
	Wholly Earth
	1998
	67:31
	label: Verve

Abbey Lincoln with: Bobby Hutcherson [vibes, marimba]; Marc Cary [p]; John Ormond [b]; Alvester Garnett [d]; Nicholas Payton [tp, fl h].

	LINCOLN  CENTER  JAZZ ORCHESTRA
	Portraits Of Ellington
	1992
	58:10
	David Berger [conductor]; Wynton Marsalis (см.) [tp]; Marcus Belgrave [tp, flh]; Lew Soloff [tp]; Umar Sharif [tp]; Art Baron [trb]; Wycliffe Gordon [trb]; Britt Woodman [trb]; Bill Easley [t s, clar]; Todd Williams [t s]; Frank Wess [a s]; Norris Turney [a s]; Joe Temperley [bar s]; Sir Roland Hanna [p]; Reginald Veal [b]; Kenny Washington [d, timpani]; Milt Grayson [v]; + guests.

The material on this recording is selected from the August, 1991 Jazz of Lincoln Center presentation entitled ‘Portraits by Ellington’ and featuring the Lincoln Center Jazz Orchestra conducted by David Berger, who also transcribed the music. Every summer Duke Ellington’s music is presented as part of this orchestra program because, since the death in 1974, it has become even clearer how great his legacy to twentieth century music is and just how varied and remarcable that body of work is in its rendition of American and modern experience. Neither before nor since has there been a musician like Ellington, part of the reason being the time of his arrival, the other part his genius.

[...] Over the years, many features especially crafted to exhibit the virtues – or to challenge them – of a specific player were written. It didn’t matter what the instrumentalist played; Ellington wrote for them all, everyone from the clarinetist to the baritone saxophonist, from the trumpet to the trombone, tor the string bass or the trap drums. And as the language of jazz broad​ened, the various harmonic devices and rhythmic ideas that entered the music were added to what was already the largest and most consistently developing body of sonorities, thematic conceptions, harmonies, and rhythms in the music.

The opening selection, “Portrait Of Louis Armstrong,” is from The New Orleans Suite, written in 1970. It features Wynton Marsalis in a role originally assigned to Cootie Williams. For those who wonder what the point of performing jazz masterworks is, a listen to this should quickly settle all questions. This is no “recreation,” as the lesser imaginative say when dismissing contemporary jazzmen facing the measures of classics. Here is time​less excitement, Marsalis roaring, declaiming, showing insight into the genius of Armstrong while remaining himself in that magical intersection where emulation and individuality merge tor artistic wholeness.

“Portrait Of Bert Williams,” written in 1940, is about the comedian that W.C. Fields called “the funniest man I ever saw.” What footage there is of Williams shows him in burnt cork doing things with his face, hands, and body that are marvels of pathos, slapstick, and pantomime. When closely observed, Williams appears to be the figure who stood right next to Chaplin as an influence on the facial and physical styles of American comedy. “This is as real a concert piece as it is a dance piece,” says David Berger. “Ellington did both here. I suppose it is a fox trot, as they say on the old record labels, but the strength of it is the combination of wistfulness, sorrow, and humor. This is truly a great American piece of music. The rhythms Ellington uses capture the pratfalls and the pathos of Williams’ work. It is also a master​piece of integrating short solos so that they help form an integrated whole. Each soloist is like a different view of the same subject. It’s also as good an example as you might want of how differently Ellington wrote music from what was going on at the time. This piece has nothing to do with the swing era. It’s pure Ellington – above and beyond everything else.”

The gaiety of 1940’s “Bojangles” perfectly contrasts the previous piece. Here Ellington salutes the dancing legend Fred Astaire once described as the greatest he had ever seen. Bill Robinson was famous in Harlem for his skill at creating lyrical patterns of percussion with the leather taps he had on his shoes, and for the ease of his deportment, a Harlem version of Lincoln Kirstein’s observation that American virtuosity makes the difficult seem effortless. “It’s based on ‘King Porter Stomp,’” Berger notes, “and with its two strains that alternate, it’s a 1940 update of the New Orleans style. Here is another example of him remaking the things that were important to his work when he was starting to find his identity in the twenties. There’s real economy in this piece. In the hands of another arranger there would have been many more notes. It’s as though Ellington was experimenting with the idea of trimming the tree. He’s taking notes out to see how much swing would be left when he did. It’s a tip-off to what was going to happen in the fifties when things got much more abstract” It is also interesting to note that here we have another portrait of a dancer that involves dialogue between piano and bass, this time right in front of the ensemble entrance. There is also another sort of rhythmic feeling here, one that swells with selfhood and good humor.

“Self Portrait Of The Bean” is from a 1962 recording date Ellington did with Coleman Hawkins, the first truly great tenor saxophonist. Using an opening motif from an earlier work entitled “Grievin,” the piece provides a perfect line for a tenor saxophone. Todd Williams, who is the tenor hero of the Lincoln Center Jazz Orchestra, clears another hurdle by sailing his line right into the lyrical air with an authority shocking for a man in his middle twenties. The thrust of his sound and the weight of his feeling are both an homage to grand master Hawkins and a realization of the renaissance of knowledge in con​temporary jazz that allows the best young musicians to express them​selves through a number of styles while avoiding parody and soul drainage.

“Second Line” is also from The New Orleans Suite. It describes the dancing people who follow the parades, becoming what Dizzy Gillespie calls “mirrors of the music.” Clarinetist Dr. Michael White, who has been musical director for a number of wonderful nights of New Orleans music at Lincoln Center, is featured. Here White is inducted into the responsibility and the obligation of scraping off a little of his Crescent City charisma as he puts the dancing dukes of his woody sound up against the perfectly stoked swing of the orchestra, which sparks and is also sparked by Marsalis in his feature. What swing, what strutting, jingling, spangling, jollies!

Given what we know about the vile and brutal history of Liberia, it is pernaps surprising to some that Elllington would write a suite so rich with lyricism and vitality. But who knows what Ellington was actually writing about, since there is such a feeling of ominousness? Moods of meditative joy and of verve are counterpointed by gloom and threat throughout The Liberian Suite. The composer accepted the commission to create a piece that would com​memorate the first centennial of Liberia. It was premiered at Carnegie Hall on December 26, 1947, and remains another of the Ellington works deserving of many hearings, given the subtlety, drama, and bold​ness of the writing. The introduction to “I Like The Sunrise” contains all of the basic material. Every central melodic line is put in dialogue with the orchestra, using antiphony as a basic technique of variation, perhaps in reference to the frequency with which call-and-response appears in African music. One should notice that the piece is also a study in the ways that extremes work together, since most of the solo voices are either very low or very high – baritone saxophone, baritone voice, tenor saxophone, clarinet, violin, and so on. It is also interesting to note that “Dance No. 1” is a powerhouse development of the overall texture and harmony of “I Like The Sunrise”’s introduction, while the tenor provides violent contrast to the previous sen​timent of optimistic melancholy “Dance No. 2” and “Dance No. 4” are variations on the same kinds of basic ideas, both featuring dialogues between the ensemble and percus​sion, the trap drum set in the first, the timpani in the second. In “Dance No 2” the clarinet feature uses material that will reappear ten years later as a section in “A Drum Is A Woman,” then called “Rhum-bop” What is true of Dances Two and Four is also true of Three and Five: in each, the African-derived rhythm is flowed over by a melody that is constantly leaned against by the thematic imperatives of the writing for the ensemble. In all, there is an ingenious form here, one worthy of Ellington at his expansive best, moving out there further and making what was then considered innovative bebop writing by the avant-garde of the moment seem far behind. “Total Jazz” is the last movement of “Portrait Of Ella Fitzgerald,” a work written by Ellington and Strayhorn in 1957. Here is your rousing anthem of jazz, a medium-fast blues in which the superb rhythm section of Roland Hanna, Reginald Veal, and Kenny Washington get the drop on the beat as they do in every rhythmic context on this recording. Marcus Belgrave, Bill Easley, and Wyclilte Gordon fill the bases, then Williams bats a grand slam, reaching down into the bell of his tenor for a swing strong enough to send the ball out of the park.

Regardless of the style, part of the goal of Jazz at Lincoln Center is to provide a situation in which the finest young musicians have the oppor​tunity to work next to masters, allowing them the privilege of func​tioning as so many players of the past were able to, either in small or large bands. As this recording illus​trates, there is also enough prepara​tion given to the music for it to project the invincible vitality all classic art of whatever discipline must have if the enduring meanings of human life are to maintain themselves in our experience, in our souls, in our culture.

Stanley Crouch

	LINKS
	New Reasons To Use Old Words
	1995
	45:32
	label: Musikerhof / Schlozzton (EFA)

Music composed and arranged by Wolfgang Mirbach.

Lyrics by R. Edgar Broughton.

Edgar Broughton [v]; Lindsay Cooper (cм. в 'Alternative') [bassoon]; Wolfgang Mirbach [p]; Mark Charig [cornet]; Dick Heckstall-Smith [t&s s]; Michael Foster [a s, cl]; Sid Gauld [tp]; Mark Bassey [trb]; Mike Kearsey [trb, euphonium]; Claire Lintott [fr h]; Geoff Williams [bar s]; Oren Marshall [tuba]; Clem Clempson, Helli Gattung [g]; Ike Leo [b]; John Marshall [d].

The words of ‘Requiem’ and ‘Pad Thingy’ are taken from a novel in the writing – ‘The INSTANTANIUM’.

While working with computers and folks with disabilities I have begun to invent a new place where all people have equal rights and opportunity. The Instantanium is a life style and antidote to the ways in which we oppress those who are different from us and to those of us who have a definition of an ugly baby. 

  ---  Edgar Broughton  Oct. 95

Мощный и цельный проект. Превосходные аранжировки. Замечательно записан. Музыка сочетает в себе фри-джаз, джаз-рок и прог-рок.

	LIQUID SOUL
	Liquid Soul
	
	60:49
	**** Down Beat, Aug. 2000
Down Beat 48th Annual Critics Poll: TDWR Beyond Group Of The Year (2000)
“A fiery, danceable mix of jazz, hard core funk and hip hop...” 

--– ‘Jazz Times’

DJ Jesse De La Pena [turntables]; Ron Haynes [tp, fl h]; Frankie Hill [k]; Dan Leali [d, perc]; Tommy Klein [g]; Ricky Showalter [b]; Mars Williams [saxes].

tracks composed by: Mars Williams / John Coltrane / Miles Davis / Wayne Shorter

	LIQUID SOUL
	Make Some Noise
	
	54:54
	 “The jazz-funk band Liquid Soul played Dennis Rodman's last birth​day party and the presidential inau​guration, but the group's music is better than its choices of gigs. Headed by NRG Ensemble saxophonist Mars Williams, the collective (which has an old-fashioned, real-time drummer) funks up some classics like John Coltrane's "Equinox," Miles Davis’ "Freddie the Freeloader," and Wayne Shorter’s "Footprints," as well as its own original material. While some still call this music acid jazz, forgetting that funk-based improvisation has been around for at least 30 years, the only notable difference is the addition of DJ Jesse De La Pena as a needle-to-wax percussionist.”

--- ‘Jazziz’
MARS WILLIAMS (см. тж. его проект WITCHES & DEVILS): Tenor, Alto, Soprano Sax

RON HAYNES:
Trumpet, Flugelhorn

JOHN JANOWIAK:
Trombone

TOMMY SANCHEZ:
Guitar

RICKY SHOWALTER:
Bass

DAN LEALI:
Drums, Percussion

FRANKIE HILL:
Keyboards Tracks: 6-9-10-13

CHRIS ‘HAMBONE’ CAMERON: Keyboards Tracks: 2-3-4-7-8-11-12

JESSE DE LA PENA:
Turntables

DIRTY M.F.:
Rapper, M.C.

additional musicians: 

AJAX: Turntables Tracks: 2-4-5-12 • JOSE GREGORIO: Congas • JOE RENDON: Timbales • NEWT COLE: Percussion Track 9 • YVONNE GAGE: Backing Vocals Tracking 5 • TOMMY KLEIN: Guitar Track 6 • KURT FILING: Scat Vocal Track 3 • TRINE REIN: Vocal Track 5

1. Intro

2. Threadin’ The Needle

3. Salt Peanuts / Chocolate Covered Nut

4. Yanke Girl

5. I Want You To Want Me

6. Ricky’s Hat

7. Cabbage Roll

8. Ramblin’

9. Cookie’s Puss

10. No Cents

11. My Three S.O.B.’s

12. Lobster’s Boys

13. Opium Jacuzzi

	LIQUID SOUL
	Here’s The Deal
	2000
	45:37
	label: Shanachie www.shanachie.com 

Mars Williams [t&a&s&sopranino saxes, wood fl, toys]; Ron Haynes [tp, fl h]; John Janowiak [trb]; Tom Sanchez [g]; Rick Showalter [b]; Dan Leali [d]; Newt Cole [perc]; Chris ‘Hambone’ Cameron [k]; DJ Ajax [turntables]; + voc.: Dirty MF (#5), Brian ‘MCB’ Quarles (#1), Simone (#3, 10). 

It’s a sultry spring night in Nashville, and Chicago's Liquid Soul is set to take the outdoor stage at the city's River Stages festival. The nine-mem​ber outfit has had an exhausting day; they've just deplaned from Atlanta, where they performed earlier in the day. But if flight fatigue is an issue, you'd never know it from the band's opening number, "No Cents."

Rapper/vocalist Brian "MCB" Quarles challenges the crowd: "Come on up front! Do I have to start singling out people?" He points: "You in the black shirt, next to the girl in the tan Capri pants" (both Southern belles blush) "GET UP HERE!!!" (they obey). And before you can holler "shake your groove thang," Liquid Soul has trans​formed this closed-off swath of Gay Street into a percolating dance floor.

It's a vivid illustration of how this jazzy funk band—imagine the Tower of Power horns, Red Hot Chili Peppers and Chic on some post-funk freak out— is no longer the Windy City's best-kept secret. Their latest release, Here's The Deal (Shanachie), succeeds in captur​ing the live-stage adrenaline on disc. Band founder and saxophonist Mars Williams acknowledges that the band has had a banner year, but in best visionary fashion, has already set his sights on unconquered shores, geo​graphically and musically.

"Europe is pretty much virgin territo​ry for us," Williams says. "Japan and England—these are the big mar​kets for the music we're doing." 

Making new music for the people was very much on Williams' mind when he fash​ioned the core of Liquid Soul some six years ago. Williams was playing in a jazz-tinged rock band called Act Of God when he played at Giant Step Night in New York. "It was Roy Ayers sit​ting in with a DJ and I was in line to play," he recalls. Williams was so blown away that he decided to start his own acid jazz night Williams delights in the fact that Liquid Soul embraces myriad textures including blues, Latin, reggae, funk, r&b and world music. There's a strong affection for jazz evident, too, as the band ventured into renditions of Miles Davis' "All Blues" and Dizzy Gillespie's "Salt Peanuts" at the Nashville show.

Though purists may bristle at Liquid Soul's take on these jazz classics, Williams remains unfazed. "Liquid Soul is about groove," he says. "Acid jazz is just a small part of what we do. But let's not forget jazz started as popular music. People were dancing to jazz. And they're dancing to our music."

—Louis R. Carlozo, Down Beat

	LIQUID SOUL
	Evolution
	2002
	49:58
	Mars Williams [t&a&s&sopranino saxes, v]; Ron Haynes [tp]; Johnny ‘Showtime’ Janowiak [trb]; Ernie Denov [g]; Rick Showalter [b]; Victor A. Baker, Sr. [d]; Chris ‘Hambone’ Cameron [k]; + Newt Cole / Joe Rendon [perc]; Dan Leali [d]; Eddie Mills / Jessie De La Pena [turntables]; a.o.

	The Jon LLOYD Quartet
	Head!
	1993
	75:52
	label: Leo

Jon Lloyd [reeds]; John Law [p]; Mark Sanders [d]; Paul Rogers [b].

There's no need to say it, but there is, we know, too much music. It pours out at us from every available aperture, and it makes listening -- as opposed to merely absorbing -- that much harder. Sponges we are. But the best way to introduce personal quality control may be to open the pores even wider, rather than growing an impervious skin. Flooding the senses is, after all, one way to expurgate nonsense, and the washout that improvisation engenders is one useful way of cleaning and sharpening faculties. Not that the music that brings on this musing is entirely about improvising: seven of the eight themes here are just that, themes composed by leader Lloyd, and even if they lead to extemporisation by all four pairs of hands, structure and 'sense' prevail as starting points. No need, though, to make too much of that. As much as the composer seeks to imprint an original idea on proceedings, it's honoured more in the subsequent development than in the notional bones.
Sleevenotes often end up as stoctaking exercises on careers and musics still in progress, and for readers listening many years hence, here’s a little nostalgia on the halcyon days of 1993. It wasn't an easy time for improvisers. Opportunities for playing and documenting this kind of stuff have never been plentiful, and in the afterburn of a particularly fierce recession, tightened belts were causing squeaks of dismay, even in a community used to making do. When more fashionably acceptable kinds of jazz were acquiring the larger part of a small market share, those playing what used to be called 'free jazz' were having to tough out a hard time. Whether one may ascribe a romantic pluck to the playing here or not, it is music produced under a duress unknown to some performers. And it isn't easy stuff. The seventeen-odd minutes of "Jump", for instance, travel several country miles from its base camp, refusing to resolve the turbulent character of its freeplay with simple transitions. The spontaneities of "Parabola" are as audacious as the threads of "Fragment 92 & 93" are hummably familiar to Lloyd followers. Everywhere there is concentration, intensity, complexity, even where the music trails out only as a scrap of melody or a rustle of rhythm.

Such a demand for listeners to work is intimidating, of course. It isn't for the faint-hearted; but neither, in contrast to the macho connotations of that suggestion, is it music of chest-beating aggression. Free playing has often been consigned to a realm of unhinged ferocity; one can forget that the silences of Paul Bley have been as radical and challenging as the thunder of Cecil Taylor. As determinedly as the quartet play, there is little that stands in the manner of collective assault or raging hyperbole. Individually, they are thoughtful players. Jon Lloyd's admirable saxophones speak in the tersely lyrical tradition that Ornette Coleman once established -- though that, of course, leads back to Charlie Parker and beyond. These slippery contours are set against the piano of John Law, expansive enough to accommodate the extremes that Bley and Taylor marked out, sufficiently personal to adduce wrinkles that belong to his own imagination. Paul Rogers is similarly in command of an instrument that has been crucial to the development of free playing, and he continues the bass's elevation from a simple role as rhythm pivot. At the drums, Mark Sanders is rhythmic and arhythmic, timekeeper and dissembler, a player, who can respect the kit or break it down. All four men sound acutely aware of paths that have by now been footworn by countless other players, yet they tread them with the same alertness and attention to detail and resonance that makes us see and hear anew, too. It's a lot of music: some 75 minutes, enough for a couple of sets or a couple of albums, and while it can be taken down in one gulp, I counsel -- in 1993, when our attention spans are shrinking, our leisuretime increasing but under pressure from diversions too numerous to handle -- that one takes in a few tracks at a time. There is plenty of succour and ruminative weight in any one of these pieces, conjoined as they are as pieces of the same cloth, flecks in the same sky. Part of a big picture: one that will take these gentlemen the rest of their lives to finish, and the rest of ours to appreciate in full.

RICHARD COOK, April 1993

1. Audax drop

2. Fragment 92&93

3. Slingback

4. V-points

5. Parabola

6. Jump

7. Boots

8. Audax drop

	Kid  LOCO – см. в файле ‘Acid’
	
	
	
	

	dj LOGIC – см. в 'Acid'
	
	
	
	

	LOKOMOTIV  KONKRET – см.: Dror FEILER
	
	
	
	

	Frank  LONDON
	The Shvitz
	1993
	48:49
	Frank LONDON – см. KLEZMATICS; HASIDIC NEW WAVE; KLEZMER CONSERVATORY BAND; Thomas CHAPIN; BALLIN’ THE JACK;

В разделе ‘Rock’: THEY MIGHT BE GIANTS; 

В разделе 'Alternative': DOWNTOWN  DOES  THE  BEATLES; Sam BENNETT;
label: Knitting Factory Works

Frank London [tp, v, k]; Elliot Sharp (см.) [g]; Marc Ribot (см.) [g]; Robert Musso (см.) [g]; Greg Wall [cl, t s]; Matt Darriau (см.) [cl, a s]; Jim Leff [trb]; Lorin Sklamberg [accordion, v, k]; Alicia Svigals [vln]; Sebastian Steinberg [b]; David Licht [d].

Frank London, leader of the Klezmatics, composed this soundtrack, borrowing heavily from hip-hop culture with his use of turntables, samples, noise fragments, and extended pieces. Marc Ribot, Elliott Sharp, the Klezmatics, David Licht and DJ Nastee all contributed to this, one of the first non-traditional klezmer records ever released. Expect to see much more of the blurring of genres in the coming years, as more and more bands explore their musical ori​gins.

THE SHVITZ (the film from which this music sprang) is about one manifestation of an ancient sweat ritual; it is my song in praise of city life, a melody that evolves from European shtetl to Lower East Side metal. I began going to the baths about five years ago, and the main thing that struck me (besides how wonderful I felt afterwards) was the diversity of the people I met -- young and old, rich and poor, crazy and sane—who form an unlikely community through the cleansing heat of the baths.

In making this film, 1 discovered old and new ideas resounding issues of the body, gender, equality, community, and tradition. But mostly the film is about people, their stories, and a certain unnameable kindness of spirit they can possess. Ultimately, it's this feeling that THE SHVITZ celebrates.

----- Jonathan Berman

There's a music revolution going on now, although relatively few people are aware of it. Some musicians, a disproportionately large number of them playing in Lower Manhattan, have good working knowledges of jazz, rock, classical, and other forms, including klezmer, and for years have been synthesiz​ing them, while creating what can only be called new music. This music exists now: those that created it have taken a step beyond synthesis and invented forms that can be likened to compounds rather than mix​tures, i.e. in chemical terms a compound can be distinguished from a mixture in that, "the components of a compound lose their individual characteristics and the compound has new characteristics." Like when r&b and c&w got blended in the 50's, a new music, rock & roll, emerged. Only a lot more musical genres are being put together now than in the 50's, so several new musical compounds exist.

The Klezmatics, with their gifted composer- arranger- trumpeter Frank London, are part of this movement. Listen to the music on this CD. Yeah, it has some roots in klezmer, but also in jazz, modern classical and rock. The Klezmatics and London are evolving, experimenting artists who, I'm sure would like to please not only members of the Workmen's Circle, but also students of progressive contemporary music. Check out the creative and stimulating way they mix and contrast genres and moods. They have expanded the vocabulary of the klezmer band so much that some won't want to call their work klezmer music. Never mind, it's moving music, lively music, music that's growing.

---- Harvey Pekar

Option

May/June 1994

An interesting complement to Don Byron's recent tribute to Mickey Katz, this is music from London's sountrack to Jonathan Berman’s documentary about the sweat baths of Manhattan's Lower East Side. The spirited folk music of old world Judaism and the traditional Yiddish theater in New York, klezmer was resilient enough in its day to express everything from syrupy romanticism to social rage to vaudeville-style humor. Performed here by the Klezmatics, a 12-piece ensemble (featuring the composer on trombone, keyboards and vocals, guitarists Elliott Sharp and Marc Ribot, and plenty of clarinets, violins and saxophones), the music ranges from traditional ("Emma Goldman's Wedding") to swing ("Coney Island Heyday") to Zorn-style avant-rock ("Psycho Klezmer"). My favorites are "Full Moon, Ancient Waters" and "(How To) Sweat, Parts I & II." the former is a tender, halting instrumental that sounds like a duet between Erik Satie and Mickey Katz, and the latter makes a strong case for a Yiddish hip-hop movement. -- David Shirley
Caffeine

Issue 6

So you might have been seduced by those smooth French MCs or exposed to rap from as far away as Russia and Japan. You might think you've hipped and hopped to it all but, whether you're jaded or not, Frank London's Yiddish rap "How to Sweat" is bound to groove and amuse you. Featuring a recurring clarinet wail, 70's beats, a homoerotic biblical text taken, in Yiddish, from Solomon's Song of Songs and scratching which metamorphizes into a chorus of 'Oy Yoy Yoys,' "How to Sweat" is incredibly strange music indeed. It might sound like a novelty, but London, leader of the Klezmatics and frequent collaborator with They Might Be Giants is not out to create kitsch (ala 2 Live Jews). London likes to take 19th Century Eastern European rhythms and build on their integrity in a variety of styles. On The Shvitz project the Klezmatics along with avant rock guitarists Elliott Sharp, Marc Ribot and Robert Musso integrate klezmer with free jazz, thrash metal, big band and spoken word. "Psycho Klezmer" and "Divine Betrothal" are the best jams but the free jazz frenzy of "Take One" and "Have Another" might particularly appeal to those of you who've been force fed by a Jewish Mother. Musical themes reemerge and develop during the course of The Shvitz which, although the soundtrack to an obscure film stands on its own as daring and embracing work.   ---- Warren Kolodny

Bucket Cue

Freaky Guitar Freylekhs

(How to) Sweat -- Pt 1

Emma Goldman's Wedding

Now to the shvitz

V'erastikh Li

Take One

Full Moon, Ancient Waters

Psycho-Klezmer

Kolomeyke

Coney Island Heyday

V'erastikh Li -- Instrumental

Der Neier Freylekhs

Vus Vet Zayn

Have Another

It's hot in here!

(How to) Sweat -- Parts 1&2

	Frank  LONDON
	The Debt
	1997
	70:43
	label: Tzadik

Frank London (см. тж. выше с: Klezmatics) [conductor, tp, accordion]; with: John Medeski (см.) [k]; Greg Wall [s]; Mark Feldman [vln]; David Krakauer (см. тж. ниже и с Klezmatics); Bob Musso [el sitar]; Anthony Coleman (см.)  [p]; Mark Dresser (см.) [b]; Adam Rogers [g]; Daniel Sadownick [perc]; David Licht [d, perc]; Bill Ruyle [tablas]; and oth. (состав варьируется)

Frank London, a major voice in today's Jewish music renaissance, who has worked with the likes of LLCool J, LaMonte Young, Jane Siberry and Gal Costa, is a trumpetist, composer, arranger and musical scholar of startling range and creativity.

The Debt is the first col​lection of his work for film and theater, and contains a wide variety of his musical obsessions: Latin grooves, Mingus-style jazz arrangements, classical chamber compo​sitions, moody sound pieces, funky bachelor  pad music and a gorgeous suite scored for six female voices.

Over forty of New York's greatest musicians are brought here in a variety of ensembles making this one of the most exciting and eclec​tic releases by one of the most active musicians in the downtown scene.

	Frank  LONDON
	LONDON / SKLAMBERG / CAINE:

“Nigunim”
	1998
	54:07
	label: Tzadik

Frank London [tp, harmonium, Hammond B-3, Fender Rhodes]; Lorin Sklamberg [v, accordion, harmonium]; Uri Caine (см. тж.: Uri  CAINE в разделе ‘Alternative’) [p, harmonium, Hammond B-3, Fender Rhodes]; + Brian Mitchell [Hammond B-3](#5,10).

Produced by John Zorn, F.L., L.S., Greg Anderson.

Nigunim are songs of devotion and praise; spiritual Hasidic-Jewish chants whose purpose is to induce a state of piety and ecstasy in both performer and listener.

Lorin Sklamberg and Frank London (of the Klezmatics) are joined by brilliant jazz pianist Uri Caine in this collection of original and traditional nigunim drawn from the Belzer, Gerer, Lubovitcher and Skulaner dynasties. This is a unique, intimate setting for these three creative musicians, focusing on the intense beauty of mystical Jewish song.

	Frank  LONDON
	Invocations
	2000
	55:14
	label: Tzadik

Frank London [tp, piccolo tp]; Anthony Coleman (см.) [foot-pump harmonium]; Myra Melford [foot- and hand-pump harmonium]; Ken Filiano [b]; Gina Leishman [glass harmonica].

All compositions/arrangements: traditional/London.

Produced by Frank London & John Zorn.

Recorded live June 26, 2000 by Robert Musso at the Community Synagogue (NYC).

Trumpeter Frank London (Klezmatics, Hasidic New Wave) presents his most intimate and personal work to date, evoking the passionate, implor​ing voices of the great cantonal virtuosos Rosenblatt, Sirota and Kamiol.

Recorded live in the Community Synagogue in me heart of me Lower East Side, Invocations is a soulful collection of classic hazonos, scored for trumpet, harmoniums, Mass harmonica and bass.

A lush and beautiful contemporary reading of an ancient yet under-appreciated Jewish tradition.

1. hod: t’kias shofar—The shofar will be blown to signal the end of our exile.

2. keter: avinu malkenu—Sung during the days of awe, when channels of communication to God are most open.

3. tifiret: refoeinu—A blessing for healing, the 8th blessing of the daily Sh'moneh Esrei, "Heal us, o Lord, and we will be healed, save us and we will be saved,"

4. hokhma: tzaddik rabbi elozar (from kinos)

5. malkhut: rebeynu shel oylem—Sung before the open ark, before the holiday Torah reading, this is a most personal request to the master or the universe: allow us to serve you.

6. bina: av horachamim—Sung for taking the Torah from the ark; "Father of mercy, compassionate parent, rebuild Zion and the walls of Jerusalem."

7. gedula: ezkeroh elokim—Sung during the high holidays: "God, remember me."

8. gevura; ono hashem/refoeinu—"We plead, beg, implore you, o God, save us, assist us, allow us to prosper," From Hallel. 

Like many Jews, I have felt a sense of alienation from operatic, showy cantorial music. It is difficult to daven in an environment that feels more like a performance than a prayer service. In America, the tradition of the cantor as performer can be understood in light of the rise of a popular, secular Yiddish theater. The American synagogue became a place where frumer yidn—religious Jews—could experience the thrill and energy of a theatrical performance. Congregants came to shut not only to pray, but also to socialize and be entertained by famous cantors. On High Holidays, when space was at a premium, it was not uncommon for services to be held in a theater, further blurring the distinctions between theater and synagogue.

Jewish law never demanded that the person leading the service have a good voice, let alone one fit for the Met or Phantom. The sole requirements are knowledge of the service and devotion to the task. Kavanah (spiritual intention) takes precedence over entertainment. INVOCATIONS evokes an older, more participatory, inclusive, heymishe hazonos, conducive to a meaningful personal prayer experience.

—Sarah Gershman

	Frank  LONDON
	Frank LONDON's SHEKHINA BIG BAND:

"Scientist at Work"
	2002
	45:50
	label: Tzadik

Frank London [tp, conductor]; 

Shekhina Big Band: Thomas Chapin (см.) [a/bar sax, bass fl]; Matt Darriau (см.) [cl, bass cl, ney, shenai]; David Fiuczynski (см.)  / Danny Blume [g]; Rufus Cappadocia [cello]; Pablo Aslan [b]; Danny Sadownick [congas]; David Licht [surdo]; Newman Baker [d];

with: John Zorn (см.) [a s]; Jamie Saft (см.) [k]; Mark Feldman [vln]; Erik Friedlander (см.) [cello]; Jennifer Charles [v]; Cyro Baptista (см.) [perc].

All music composed and arranged by Frank London

Produced by John Zorn

1. Alef (for Thomas Chapin)

2. Notreve (for Lester Bowie)

3. Golem Khosidl

4. Fela (for Fela Kuti)

5. Shabbos Bride (for Mira Rafelowicz)

6. Imanu Malkheteynu

7. Pesakh Nign (for Count Ossie)

	LONDON  BEAT
	London Beat
	1994
	48:40 23:44
	funk / soul

CD 2: mixes

	Julie LONDON
	Time for Love
	1991
	48:29
	label: Rhino Records (USA)

Most of the songs for this compilation are from Julie's classic early period (40-50's). The mood is warm and sultry and sometimes even sad, but it's always seductive, whether Julie's accompanied by a bass and guitar or a full orchestra, as was Linda Ronstadt when she recorded Lush Life and 'Round Midnight with The Nelson Riddle Orchestra.

So dim the lights and listen to an original... Julie is her name.

	The  LONELY  BEARS
	The Lonely Bears
	1991
	62:02
	label: NATO

Tony Hymas, Terry Bozzio (см.), Hugh Burns, Tony Coe (см.).

	LONELY  UNIVERSE
	Lonely Universe
	1990
	38:58
	label: CMP

Michael White [tpt] & Michel Lambert [d, mikatron]; w / David Torn (см.) [g] & Mick Karn (см.) [b]

	LOS  AMIGOS  INVISIBLE – см. в файле ‘Acid’
	
	
	
	

	LOST  TRIBE
	Soulfish
	1994
	57:58
	funk / fusion

label: Windham Hill Records (USA)

David Gilmore (см. тж.: Strata Institute; M-Base Collective; Cassandra Wilson) [g]; David Binney [a s]; Adam Rogers [g]; Fima Ephron (см.) [b]; Ben Perowsky [d, perc].

Многоплановый проект, поражающий своей красочностью и энергичностью.

	Eddy LOUISS
	Sentimental Feeling
	1999
	59:18
	label: Disques Dreyfus (France)

Eddy Louiss [organ, p]; Julio Rakotonanahary [b]; Paco Sery [d, perc]; + Fanfare (wind orchestra).

Лёгкий джаз для импровизирующего Хаммонда.

	The  LOUNGE  LIZARDS 
	The Lounge Lizards
	1981
	39:55
	См. тж.: John LURIE; Evan LURIE; Roy NATHANSON; M. Ribot;

Участников The  LOUNGE  LIZARDS см. тж. в составах:

JAZZ PASSENGERS;

Bill WARE with Brad Jones and EJ Rodriguez; 

GROOVE COLLECTIVE (with B.Ware); 

Brad JONES;

Bill  WARE

label: EG

John Lurie (см. тж. ниже) [sax], Evan Lurie (см. тж. ниже) [keys], Steve Piccolo [b], Arto Lindsay (см. в 'Alternative') [g], Anton Fier [d]. Produced by Teo Macero.

    Если Вам по вкусу проект Lounge Lizards, не обойдите вниманием диски Curlew и Phillip Johnston’s Big Trouble. 

	The  LOUNGE  LIZARDS
	Live 1979-81
	
	37:55
	label: Danceteria Records (France)

John Lurie [a s]; Evan Lurie [p, organ]; Steve Piccolo [b]; Anton Fier [d]; Arto Lindsay (см.), Danny Rosen [g].

The LOUNGE LIZARDS live have always been a cinematic experience for me a private cinema where the spectator (or listener) supplies his own images... rain-soaked city streets... Avenue C at 4 AM... the latent violence revealed by the gesture of a stranger or the pattern of smoke rising from an abandoned cigarette—stiletto heels and tight skirt running along a darkened European highway... late-40s suits and the cheap elegance of a 38 Special with mother-of-pearl handle... Jimmy Piersal in bed with Dorothy Malone... the sound of the ocean... a boxing match between Monk and Cecil Taylor... a pounding steel foundry where the ghost of Dolphy emerges and leads you to a guarded meeting-room where Mingus conspires with Sam Fuller, Kurt Schwitters, King Kong and Alexander Mosolov... or a room where John Lurie and sax float in and out of a dim spotlight, their combined shapes somehow suggesting a human question mark. He moves to the mike and cracks a joke too obscure for the audiences' comprehension, then launches the band into another number. New images swirl from the bell of his horn and chase each other around the stage-past Evan Lurie’s blurred white hands working the keyboard, around the frenetic machine-guitar of Arto Lindsay (or Danny Rosen), walking up and down the frets of Steve Piccolo’s bass guitar -- images simultaneously shattered and reconstructed by the precisely demonic drumming of Tony Fier, before returning full circle to the seductive abrasive unpredictable tones still pouring out of John's sax. This is movie music from the future, culled from early live performances in New York, Berlin, London and, yes, even Cleveland... a thousand scenarios squeezed inside a tiny CD.

I CAN'T HARDLY WALK 

DUTCH SCHULTZ 

THROWN OR WAS PUSHED 

EPISTROPHY 

HARLEM NOCTURNE 

STOMPIN’ AT THE CORONA 

TAKE'EM TO THE CLEANERS 

BALLAD 

IGUANA 

CONEY ISLAND 

JUICE OF PECULIAR 

GOOD NIGHT
(№7 и 8 на диске – бутлегового качества; но мы не рекомендуем Вам исключать их из записи: они превосходно сыграны, с мощным драйвом, и не даром они включены в этот CD.)

->MarisaMonte + Pohjonen

	The  LOUNGE  LIZARDS
	No Pain For Cakes
	1987
	38:18
	label: Island

John Lurie [as], Evan Lurie [p], Roy Nathanson (см.) [reeds], Curtis Fowlkes [trb], Marc Ribot (см.) [g, banjo, cornet], Erik Sanko [b], E.J. Rodriguez [perc], Dougie Bowne (см.) [d]; + Jill Jaffe [vln]; Anders Gaardmand [bar sax].

Engineered and mixed by Seigen Ono (см.)

	The  LOUNGE  LIZARDS
	Voice of Chunk
	1988
	47:00
	label: Strange & Beautiful Music (New York), 1998

www.strangeandbeautiful.com 

John Lurie [a&s s]; Roy Nathanson (см.) [a&t s]; Curtis Fowlkes [trb]; Marc Ribot (см.) [g]; Evan Lurie (см.) [p]; E.J. Rodrigues [perc]; Erik Sanko [b]; Douglas Bowne (см.) [d].

A re-release of the legendary Lounge Lizards recording. Initially available only through an ingenious direct marketing approach via late night TV phone orders, Voice of Chunk has garnered much praise.

"Staking out new musical territory west of Charles Mingus, east of Bernard Hermann." -- New York Times

"It takes wild courage to play this music; it takes even more to listen to it."  -- Tom Waits

* * * * -- Rolling Stone magazine

1. Bob the Bob

2. Voice of Chunk

3. One Big Yes

4. The Hanging 

5. Uncle Jerry 

6. A Paper Bag and the Sun

7. Tarantella 

8. Bob the Bob (Home)

9. Sharks

10. Travel

	The  LOUNGE  LIZARDS
	Big Heart -- Live In Tokyo
	1988
	44:52
	

	The  LOUNGE  LIZARDS
	Live In Berlin Vol. I, II
	1991
	47:52  50:52
	label: Intuition Records (New York) 1993, 1995

All songs written by John Lurie. John Lurie [a&s s]; Michael Blake [s&t s]; Bryan Carrott [vibes, marimba, timpani]; Michele Navazio [g]; Oren Bloedow (см.) [b]; Billy Martin [perc]; G. Calwin Weston [d]; + Jane Scarpantoni [cello].

“...what should have been a live filler album for this eternally boho troupe sounds like a state of grace. Lurie’s soprano sounds genuinely keening and haunting and these straggling, reluctantly boisterous work-outs expose how this Lizards line-up might be the best he’s ever had ... It all wears on them like a second skin. Recommended!” – The Wire

	The  LOUNGE  LIZARDS
	Queen of All Ears
	1998
	59:36
	label: Strange & Beautiful Music (New York)

All songs written by John Lurie

Queen of All Ears

“This is amazing music by a unit that has become one of the best in the world.”    -- Option Magzine

“John Lurie has always been first and foremost a brilliant jazz musi​cian.” -- Time Out London

"...a small masterpiece."   -- Billboard magazine

"...It's far and away the best and, yes, most spiritual recording Lurie has issued with the Lizards."    -- The Guardian UK

John Lurie - Alto & Soprano Saxophones, Vocal on "Yak" 

Steven Bernstein— Trumpet

Michael Blake - Tenor Saxophone & Bass Clarinet 

Ben Perowsky — Percussion 

Evan Lurie — Piano & Organ 

Jane Scarpantoni — Cello 

David Tronzo (см.) — Bass 

Calvin Weston — Drums

The First And Royal Queen  3:55

The Birds Near Her House 11:38

Scary Children  4:08

She Drove Me Mad  4:20

Queen Of All Ears   5:24

Monsters Over Bangkok  10:13

Three Crowns of Wood  4:01

John Zorn's S&M Circus  6:14

Yak 5:41

Queen Reprise  3:46

	Jacques  LOUSSIER
	The Newest Play Bach In Digital Recording
	1984
	72:34
	label: Start Rec. (England) / King Rec. (Japan) Paddle Wheel

Jaques Loussier [p]; Vincent Charbonnier [b]; Andre Arpino [d].

    Жак Люсье занимает совершенно особое место в джазовом мире. В пер​вую очередь, он известен интерпрета​циями Баха, хотя ещё написал музыку ко многим фильмам. Его игра отлича​ется эмоциональной напряженностью, выверенностыо каждой ноты. Несмот​ря на джазовую форму, она ближе к лучшим исполнителям классических произведений. За свои пластинки се​рии «Р1ау Вach» Жак Люсье номинировался на премию «Грэмми». В 1997 году на фирме Telarc вышла его интер​претация «Четырёх времен года» Ви​вальди [см. ниже], ставшая чрезвычайно популяр​ной. Последняя работа пианиста — ин​терпретация произведений одного из самых неоднозначных композиторов-классиков Эрика Сати («Satie. Gimnopedies, Gnossiennes». СD-83341). [см. ниже]

	Jacques  LOUSSIER
	Bach To Bach
	1988
	43:09
	Live in Japan 1986

  Jacques Loussier [p] – With the enormous talent and extraordinary virtuosity he is the trio’s composer and conductor. Without any visible effort whatsoever he shapes everything in the most natural way and in perfect symbiosis with the music of Bach. Loussier was born in Angers in 1934. He started piano lessons at the age of ten and at sixteen he entered the Paris Conservatoire studying under Ives Nat. [...] His affinity with the music of J.S.Bach gradually revealed itself as he became seduced by its richness and improvisational possibilities. He adapted it to suit his own rhythmic requirements and overlaid the purity and strictness of Bach’s music with his own sensual touch. In 1959 he formed the Trio Play Bach: fifteen years of tours followed, along with the sales of six million records. Together with his trio he communicated his passion to a whole generation at home and abroad: a phenomenon was created which had an enduring impact on contemporary musical life.

  Vincent Charbonnier [b] – A bassist who achieved the Premier Prix at the Conservatoire of Paris and studied classical music with Jaques Cazauran. He is recognised as a new, brilliant talent and his technique and skill in both jazz and and classical music earned him his place inside the Jacques Loussier Trio.

  Andre Arpino [d] – Possesses a stature achieved through forty years spent with music at its most diverse: he knew how to compose with moods and characters as diverse as Sammy Davis and Charles Aznavour. His quiet strength, controlled technique and total self-confidence allows him to enter the sphere of super natural swing.

	Jacques  LOUSSIER
	The Greatest Bach
	1988
	60:05
	состав как выше ( + только на этом CD участвует [tp] )

	Jacques  LOUSSIER
	The Best Of Bach
	1993
	58:41
	состав как выше

	Jacques  LOUSSIER
	Play Bach 93 -- Les Nouveaux Themes
	1993
	51:15
	состав как выше. 

Pastorale & Concerto Brandeburgesis No. 5 In Re Majiur.

	Jacques  LOUSSIER
	Play Bach 2000   [2CD]
	1995
	46:21 53:02
	состав как выше

	Jacques  LOUSSIER
	Plays Bach
	1996
	69:02
	label: Telarc.      состав как выше

Many jazz pianists over the years have tried their hand at "swinging the classics." The Harlern "stride" players of the 1920s and 1930s loved the works of the great composers, and Fats Waller and James P. Johnson would throw in a little piece of Bach or Beethoven to their rent-party performances, just as middle-of-the-road radio stations today are wont to include Handel's Water Music or Bach's Sheep May Safely Graze in their playlists. With Fats, it went both ways, and as well as recording his versions of the classics for radio tran​scription services, he loved to interpret his own pieces in classical style, like his celebrated 1941 Honeysuckle Rose (a la Bach, Beethoven. Brahms, and Waller). Art Tatum caught the habit, and lightly jazzed up the works of many composers, including Massenet and Dvorak, and, so naturally, his modern jazz disciple Bud Powell did the same thing for Blue Note in the 1950s with Bud on Bach. Bach has always had a particular fascination for jazz players. Maybe this is because of the similarities between Bach's wonderful continuo lines and the function of the jazz rhythm section; maybe it's because Bach himself was a great improviser, and something of that skill lingers in his melodic lines; or maybe it's because his mastery of counterpoint has all the hallmarks of the best jazz collective improvisation. Nevertheless, since Waller's Bach Up To Me in 1936. and Benny Goodman's 1938 big-band recording of Alee Templeton's Bach Goes to Town in 1938. Bach has had a special place in the affections of the jazz-playing community. Templeton's composition also brought jazz onto the program of many classical concerts. His gentle fugue was a party piece for performers like harpsichordist George Malcolm, who paid it the sincerest tribute of all by writing his own jazzy sequel, Mr. Malcolm Goes to Town, and issuing it back to back on a seven-inch EP, just as a young French pianist called Jacques Loussier was beginning his own experiments with jazz and Bach in the late 1950s. Loussier is the man who has brought Bach and jazz together better and for longer than anyone in history. His original Play Bach Trio, which he founded in 1959 and which sold over six million albums until it broke up in 1978. was one of the icons of 1960s popular music, reaching a public that had no other interest in jazz but which responded to Loussier's familiar themes in a chamber jazz setting just as enthusiastically as it did to the gentle counterpoint of the Modern Jazz Quartet. Loussier launched a musical trend that was widely imitated (among others by that great Gallic institution the Swingle Singers, founded in 1963) but which was never surpassed. "All my life, I wanted to mix jazz and the classics," says Loussier, "You'll see from my many albums and my compositions for soloists and orchestra how I've tried. Also, I love Pink Floyd, the Beatles, and other groups, and in my work today you'll hear something of their influence as well. Before I founded the new Play Bach Trio in 1985, I spent several years in the country in Provence, operating a recording studio where I encountered musicians like Pink Floyd, Sting, and Eiton John, while researching how the technology of synthesizers could bring something new to all kinds of music. In my violin concerto, or the new piano concerto on which I'm now working, you'll hear how I bring to the orchestra sounds you simply can't get from a normal orchestra. I love new atmospheres and new sounds." This album opens with Loussier's new trio playing Fugue No. 5 in D Major, one of the pieces from the "Forty-eight" that was the closing track on his very first album back in 1959. Listeners who know his earlier work will be surprised how much his approach has changed over the years. Instead of the brittle hard-edged sound of his original keyboard attack, Loussier's own touch is now softer and more flexible, but just as capable of opening up to full force as it once was. as he shows within a few measures. Says Jacques: "I think I'm improving in my improvisations. My new trio gives me so many different options. The original group was very much a jazz trio, but now we have other influences which allow us to work together in different ways, with so much more freedom. Vincent Charbonnier, for instance, is such a virtuoso bassist, he's capable of playing any kind of music. He's worked with Boulez, he's played in symphony orchestras, and any night he's not working, you'll find him playing in a jazz club somewhere. Andre Arpino is also a fantastic musician, and between us we now have a wider stylistic palette than ever before. That's why when you hear the Italian Concerto you'll hear almost no changes to the first movement from my original jazz conception of the piece, but there have been real changes, real evolutions in the way we approach the second and third movements. To some extent that's because of the way in which the structure of Bach's original opens itself up for improvisation, but it's also because of the different way we work together." The third movement is now resolutely marked "presto," whereas in Loussier's original it was just coyly marked "finale." It is here in this headlong scorching performance that Loussier defines his art at its very best. in his twinkling negotiation of Bach's original lines with underlying alterations in tone from Arpino, before Charbonnier's bass forsakes Bach's lines for walking basslines and the trio launches into straight-ahead jazz. Charbonnier's bass has a prominent role in the Pastorafe in С Minor, once a vehicle for Loussier's experiments with jazz on the organ, but now a sparkling bass feature. The Air on a G String is Loussier's best-known arrangement. Its very fame means that (like all successful popular tunes) Loussier cannot vary the piece much from performance to performance. By contrast, his arrangement of the Toccata and Fugue in D Minor has plenty of opportunity to allow improvisation, and performances vary greatly from one to another. The version here is another perfect example of Loussier's art, with moments for all the trio to display their skills and examples of the rhythmic variety that has grown into their performances from the years of working together. The rock-inflected Gavotte in D Major leads by way of some gentle Caribbean rhythms into the grand finale, the longest individual work on the album, the Concerto in D Minor. Here is a synthesis of all his current approaches to this music: respect for Bach, improvisation, rock and jazz rhythms, solos all round, variations in tempo — and Loussier even introduces the idea of a piano cadenza between movements as another example of "classical" thinking influencing the shape and style of his jazz performances. The new Play Bach Trio is clearly alive, vibrant, and well on this evidence, and Loussier more than just a jazz player who "swings the classics." He proves here, as he has for the best part of four decades, that he has genuinely created something of his own. To "creer des oeuvres," to create new works is, he says, his purpose. In this marriage of jazz and the classics, as in all the best marriages, there is something old, something new, something borrowed, and some​thing blue. — Alyn Shipton (Alyn Shipton is an English jazz writer and critic whose work appears regularly in 'Gramophone' and on ВВС radio. Jazz piano is one of his particular interests, and he has published biographies of Fats Waller and Bud Powell.)

	Jacques  LOUSSIER
	Antonio Vivaldi: The Four Seasons
	1997
	58:05
	label: Telarc

"When I do an arrangement," says Loussier. "1 look at the music and decide what part is going to be played in a classical style, which part as jazz improvisation, and which will be the appropriate places for free cadenzas for the bass or the piano. Vivaldi's music is very different from Bach's, not least because of the difference in structure. In Bach, the theme often resembles the kind of thirty-two measure sequence familiar to jazz musicians, and the underlying harmonies are very strong. But Vivaldi is different. His themes are closer to the strong melodies you find in popular music, and many pieces he wrote are, effectively, songs. Unlike Bach, who develops a harmonic idea, for much of the time Vivaldi repeats a single theme but alters the tone color, using the string orchestra to achieve this. This is what gives The Four Seasons its special atmosphere.

"If you play this music with a jazz trio, you are approaching string music with an essentially percussive sound. You can't hold or sustain the sounds as you do with strings. So 1 have had to try and achieve different 'lighting' effects, using the bass and the drums, to represent the changes in color in Vivaldi's original. It is essential to capture the sparkling nature of his music, but 1 also want to interpret Vivaldi in the spirit of the twenty-first century, using his orchestral writing as a jumping-off point. 1 feel the time is right to do this, since my own playing, writing, and improvising has continually been developing over the years, and whereas before I was not ready to tackle composers other than Bach, 1 feel now is the time to achieve something very interesting with the music of Vivaldi."

Loussier feels that he should retain the clarity of the original, and pay respect to it, but that his combination of jazz feeling and compositional skills will bring different shapes and colors into his interpretation. He also believes that Vivaldi's ability to encapsulate the feel of the changing seasons in the four concerti that make up the set is little short of miraculous.  [...]

	Jacques  LOUSSIER
	SATIE: Gymnopedies, Gnossiennes
	1998
	51:33
	label: Telarc.

Jacques Loussier [p]; Benoit Dunoyer de Segonzac [b]; Andre Arpino [d].

Альбом рекомендован критиками как “The Best of ‘Jazz Quad’ 1998” (раздел «Вне категорий»).

  Compositions of Jacques Loussier on Themes of Erik Satie.

  The works of the French fin-de-siecle composer Erik Satie have long held a fascination for musicians in almost all fields. His little set of Gymnopedies has appeared more than once in soundtracks of films by Louis Malle, in rock treatments by Blood, Sweat and Tears, and in crossover jazz and classical settings by James Galway and Cleo Laine. These dances (inspired both by the classical Greek anapafe, in which young men danced in formal movements based on wrestling and boxing, and by Flaubert's vivid evocation of ancient Carthage in Safammbo are among Satie's earliest works, and also his best-known. But what is the secret of their enduring appeal? And what led one of France's leading pianists, famed for his jazz interpretations of baroque composers like Bach and Vivaldi, to try his hand at exploring Satie's music in a jazz context? Jacques Loussier says, "I was attracted both by the qualities of surrealism in Satie's music and by the great purity of sound in these piano pieces. In their original form they create an esoteric atmosphere, and I have chosen to extend this, investigating their meditative aspects, researching what they have to say about our inner selves. There's no room in these pieces for any kind of display of planistic technique such as you might find in my interpretations of Bach or Vivaldi. Instead, I'm taking a completely contrasting approach and looking deep into the music." To those who know Loussier only from his Play Bach discs, this may seem a startling departure. Yet for much of his career. Loussier has explored a wide range of musical territory, both as composer and pianist, and in his own works such as Pulsions, or his Mass for the 21st Century, there are strong pointers to his interest in Satie. Such indicators exist also in his enthusiasm for the jazz pianists John Lewis and Keith Jarrett, both of whom have explored the ideas of modes, repetitive motifs, and minimal texture that are such an integral part of Satie's innovatory writing. No jazz pianist has yet gone as far as Loussier does on this recording in exploring the meditative and improvisatory possibilities in Satie's music. Even more remarkably, Loussier conducts his exploration within the standard instrumentation of the jazz trio without, for example, resorting to the Japanese and Balinese trappings of Tony Scott's famous Music for Zen Meditation [см.]. Erik Satie (1866-1925) is a controversial figure in French music, for a long time perceived as little more than a stylistic bridge between the work of Chabrier and Satie's friend, Debussy. Yet since the publication of Alan M. Gillmor's critical biography of Satie in 1988, it has become more and more apparent that such a perception will not do. Satie may not have followed the conventional career of a great composer in terms of his wayward and dissolute life, and he significantly failed to shine as a pianist during his checkered years at the Paris Conservatoire from 1879 to 1886. Yet he developed a sound world of his own that owed nothing to the predominant Wagnerian esthetics of the period, and which triggered a new line of musical development that can be traced directly through Debussy and Ravel via Milhaud to the works of John Cage, Steve Reich, and Philip Glass. It was a supreme paradox that a man whose musical thinking was so neat and tidy should live much of his life amid the chaos of fin-de-siecle Montmartre, with its bizarre nightlife, bohemian freedom, and host of illicit pleasures. On the other hand, it was precisely his immersion in the exotic atmosphere of Montmartre that made it possible for Satie to create such ground-breaking music, free from many of the conventions that bound the thinking of his contemporaries. Not only was Satie a musical innovator, but he became deeply involved in the revolution in all the arts that was taking place in Paris at the dawn of our century, befriending Cocteau and Brancusi, and collaborating with Picasso on the ballet Parade, where the painter's designs and extraordinary costumes matched a score that adds typewriters and sirens to the instruments of the orchestra. Such surreal thinking had its origins in Satie's Gnossiennes, the first of his works in which he included witty and eccentric comments on the piano score. In due course, this led into an almost Dadaistic subtext to every piece, but between 1889 and 1897, when all six Gnossiennes were written, Satie restricted himself to such comments as "sans orgueil" or "ouvrez la tete" — "don't be proud" or "think freely." It is clear that in his interpretations, Jacques Loussier has taken Satie's slightly surreat instructions to heart. The disc starts with the first of Jacques Loussier's own variations on Gymnopedie No. 1. The original was written in 1888, by which time Satie was already adopting such odd conventions as writing without bar-lines to divide the measures. Nine years later, Debussy produced his famous orchestral version of the piece. For this disc, Loussier elected to compose his own set of variations on the first Gymnopedie, rather than work through all three of Satie's original dances which are fundamentally similar in structure and content. This first variation keeps close to the familiar simple pastoral theme with its repeated modal lines. In the second Gymnopedie variation, the trio injects jazz feeling into a more up-tempo, repetitive, circular theme, but the piece again dramatically captures the meditative atmosphere of Satie's work. The piano and the bass of the trio's newest recruit, Benoit Dunoyer de Segonzac, trade phrases towards the end: the bass takes on the melodic motion, allowing Loussier to fragment his piano line towards the fade.

The first of the six heard here, Gnossienne No. 3 (which was famously orchestrated by Poulenc in 1939) is built on whole-tone and oriental scales — the piano overlays scalar figures over a repeated modal underlying pattern, and the whole piece contains a sense of suspension from reality. The bass patterns of the rock era underpin the opening of the next piece, but as in the original score of Gnossienne No. 6, the piano motif is repeated in different keys and levels. Loussier's performance leaves space for the bass to take over before it merges back into patterns. The piano re-enters with a low-key sense of drama, progressively built up by Andre Arpino's brushwork. Gnossienne No. 2 opens with the bass playing the simple melody and retains a dark feeling with the bass featured prominently throughout. The third variation on Gymnopedie brings the listener back to the clear, unadorned landscape of the opening track. Loussier introduces short, almost skittish, improvisatory ideas, and as with his Bach playing, it is hard to tell where Satie ends and Loussier begins. Anyone familiar with the original Gnossienne No. 4 will immediately recognize the extended left-hand arpeggios of the original with the melodic line intact and the bass emphasizing the descending minor chord structure before the trio moves into a freer section with some piano improvisation over attenuated arpeggios. Arpino's drum solo brilliantly maintains the prevailing mood until the piano re-enters. Gnossienne No. 5 was actually the first of this series to be written, with its complex thirty-second note flourishes. Satie's biographer, Alan Gillmor, wrote: "It has its parallel in the collage techniques of the cubists, whereby bits and pieces of familiar material are juxtaposed in new and fresh relationships." The jazzy section that follows the bass solo in Loussier's reinterpretation is just such a collage — Loussier abandoning his usual headlong drive for something altogether more impressionistic — and this is the word that best describes the return to the opening theme. Gymnopedie variation four returns to the earlier contemplative mood before a more overt rhythmic content enters in Gnossienne No. 1, a subtle drum backbeat and updated bassline producing a very contemporary sounding trio performance. In the closing Pas a pas, a Loussier original played just as a piano solo, Loussier demonstrates his supreme keyboard artistry, and carefully positions his own creative imagination midway between the two parallel twentieth-century traditions that grew from the 1890s: jazz and the modernism pioneered by Erik Satie. — Alyn Shipton Jazz critic for the London Times and presenter of jazz programs for ВВС Radio.

	Jacques  LOUSSIER
	Ravel's Bolero
	1999
	51:55 52:32
	label: Telarc (Ohio, USA)

Jacques Loussier [p]; Benoit Dunoyer de Segonzac [b]; Andre Arpino [d].

Because so much of his career has involved the jazz interpretation of baroque music, and (in his Play Bach Trio) specifically that of J. S. Bach, it is easy to forget that Jacques Loussier is himself very much a part of French musical life. Not only is he a distinguished composer, with a mass, several concerti, and a number of film scores to his credit, but as an instrumentalist he trained at the Paris Conservatoire. His teacher there, Yves Nat, was a man who had been celebrated by Saint-Saens and Faure, and became a protege of Debussy. Indeed it was Debussy who launched Nat's international career in 1909. With such a direct lineage to the generation of Impressionist composers, it seems amazing that Loussier has not been drawn to investigate their work before.

For years, Loussier refused to make overtly commercial albums in which he expanded his scope beyond Bach simply to produce "swing" versions of the classics. In his 1997 arrangement of Vivaldi's Four Seasons, Loussier unlocked a new vein of creativity and self-discovery, in which he looked for a deeper level of exploration altogether. Having followed up this excursion into the Italian baroque with a look at the founding father of French minimalism, Erik Satie, this present album explores Loussier's very personal connections to the work of French Impressionists. It covers two very different aspects of Impressionism: a new interpretation of Bolero by Maurice Ravel (1875-1937) and seven short compositions by Loussier that were inspired by Monet's paintings of water-lilies or "nympheas."

"The first piece on the disc, Bolero, presents many of the same musical problems I confronted in The Four Seasons," says Loussier. "For a start, it's so well-known that whatever I do I can't forget or avoid the original. It has an immediate international significance, by which I mean that audiences all over the world recognize it at once, and welcome the piece into concert programs. So the challenge was to do something different, bring something original to Ravel, but to arrive at an end result where I had, you might say, altered the recipe, but preserved the flavor."

Every percussionist will tell you that the most significant feature of Ravel's original composition was the repeated snare drum rhythm that recurs relentlessly throughout the piece. This kind of repetition had been a major compositional device in much of Ravel's writing since his 1892 setting of Verlaine's Le ciel est, pardessus le toit. He explored the hypnotic effect of rhythmic or tonal repetition in several other pieces, but nowhere more than in his "Spanish" works, of which one of the most influential was his Habanera of 1895, a form to which he returned in his Rhapsodic espagnole in 1907. Bolero is a late example of his experiments with the device, written in 1928 at the behest of the dancer Ida Rubinstein, who wanted a short Spanish ballet.

In Jacques Loussier's version, the snare rhythm does not appear until fairly late in the piece. Instead, the hypnotic rhythmic pattern begins on the cymbal. Even when the cymbal moves to an offbeat in the first jazz section of the piece, the inexorable underlying pulse is preserved. Loussier's opening phrasing uses some dramatic intervals in its voicing, but quickly introduces some jazz-inspired flurries, before opening up over a walking bass into a fully fledged jazz solo. Yet Loussier is too wily a soloist and too respectful of Ravel to alter the character of the piece too much: he continues a slow build, and even at the height of his solo the phrasing still hints at Ravel's melodic contours.

Ravel was a master of orchestration, able to infuse instrumental color into works originally conceived just for piano, such as Moussorgsky's Pictures at an Exhibition. Here Loussier reverses the process, and captures the essence of Ravel's orchestral coloration in his powerful piano phrasing — both before and after Andre Arpino's dramatic percussion solo, with its tuned tom-tom interjections.

It is this process of pianistic coloration that continues into the second section of the disc — the seven "Nympheas." The painter Claude Monet (1840-1926) moved to his garden at Giverny in 1883, where he set about the two projects that were to dominate his last years as a painter. The first project was the organization of his output into a series of related paintings, where the minute alterations in color and lighting as the hours, months, and seasons passed were documented in groups of paintings, such as his series of Haystacks (1891) or Rouen Cathedral (1894). The second project was the creation of a water garden, an oasis of tranquility, in which Monet diverted the Epte river through a series of pools, rivulets, and larger ponds, around which he grew water lilies, irises, and willow trees. Much of his twentieth-century work combined these two projects, so that his final paintings are powerful, emotional explorations of the abstraction of light and color in the plants and pools of his beloved garden.

At the end of World War I, Monet undertook to donate of a series of such paintings to the French nation, and these were eventually installed in the spring of 1927, a few months after his death, in the lower gallery of the Orangerie at the Tuileries gardens in Paris. It is these massive paintings of water-lilies that have inspired Loussier's sequence of new pieces, which combine Impressionism, musical color, and the nuances of jazz into a fascinating collage.

"I feel naked against the force of nature when I see Monet's 'Nympheas'," says Loussier. "These pictures have all the perfume and beauty of nature. I have traveled to see the original gardens, and I have approached what I saw on canvas and at Giverny in the spirit of the Impressionists. By this I mean both the Impressionist painters, and also the composers Debussy and Ravel, whose work I have studied in depth."

It would be a mistake to think of Impressionism as lacking in power and dynamism. The alternation between classicism and strong rhythms in the second piece, or the powerful drums in the third, are perfectly in place in Loussier's concept of musical Impressionism, even if it is the gentler images that remain in the mind: the watery rills of the opening piece, or the contemplative solo piano of the fourth. What Loussier has achieved here is a fascinating new direction for his work that continues to explore his French heritage and the common ground between the classical and jazz traditions.

— Alyn Shipton

	Jacques  LOUSSIER
	Plays Debussy
	2000
	51:23
	label: Telarc

Jacques Loussier [p]; Benoit Dunover de Segonzac [b]; Andre Arpino [d].
«...Дебюсси обнаруживает тенденцию к выискиванию странного. В его произведениях много преувеличенного чувства колорита... и неопределённого импрессионизма — одного из самых опасных врагов правды». Так оцени​вали первые работы своего выпускника педагоги французской Академии изящных искусств. В раздражённом тоне этого и других нелестных для Дебюсси высказываний есть доля правды. Его музыка дейст​вительно «странная» — она не вписывается в рамки какого-то одного стиля академической музыки, и, возмож​но, даже вообще находится за границами академической музыки.
Стиль Дебюсси ещё при его жизни определяли как «музыкальный импрессионизм». Но сам Дебюсси импрессионистом себя не считал: «Я пытаюсь найти новые реальности. Дураки называют это импрессионизмом.»

«... Новый диск французского пианиста Жака Люсье, имя которого уже давно связывают с лейблом Telarc. На сей раз Люсье играет Дебюсси. Трепетная экспрессия этого джазового пианиста, а также исключительно аккуратное отношение к музыкальному материалу позволило положить на полотно джазовых синкоп такие, на первый взгляд, полярные жанры, как классика барокко (Бах, Вивальди) и минимализм Эрика Сати. Подобные опыты ставились многими музыкантами, но настолько органично сплавить разные стили до Жака Люсье удавалось только ансамблю The Modern Jazz Quartet. Жак Люсье доказал, что музыка в целом едина, и для настоящего мастера не существует формальных жанровых границ. Ни в малейшей степени не принизив величия классики, Жак Люсье создал интереснейший музыкальный сплав, не привязанный к какому-то определённому времени и стилю.»   -- Легионер
“Жак Лусье с успехом продолжает осваивать классическое музыкальное наследие. Еще в 60-х годах серия «Jacques Loussier Trio Plays Bach» прославила его как лучшего и вполне самобыт​ного джазового интерпретатора музыки И.С.Ба​ха. В 90-х годах он выпустил новые альбомы, посвящённые творчеству Баха, Вивальди, Равеля, Сати, и вот теперь — Клода Дебюсси. Сейчас в трио Жака Лусье играют Бенуа Дунойе де Сегонзак на басу и Андре Арпино на бараба​нах. Музыка по-прежнему одинаково привлекает как эстетов, так и самых обычных слушателей. Интерпретации классики — больная тема, породившая множество малоинтересных опусов и откровенных спекуляций. На этом фоне все альбомы Жака Лусье выделяются действительно уважительным отношением к оригиналу, легко узнаваемым собственным стилем и в то же время их просто приятно послушать. Возможно, по этой причине его альбомы продаются огромными (для джазовой музыки) тиражами. 

Сам Жак Лусье так отзывается по поводу своей новой работы. «Это был очень естественный отклик на красоту его музыки. Я очень уважаю и люблю его музыку и звук, и красота гармонии взволновала меня, когда я пытался переложить его произведения в рамки джазового трио. Мой учитель знал Дебюсси очень хорошо, учился у него, но это на самом деле никак не повлияло на моё решение записать его музыку. Это был ис​ключительно личный выбор.»”   --- Play
1
Clair de lune [7:59]

2
Prélude à l'après-midi d'un faune [10:42]

3
Arabesque (from Deux Arabesques) [6:18]

4
La Fille aux cheveux de lin (from Préludes Book l) [4:39]

5
L'isle joieuse [6:00]

6
Rêverie [5:05]

7
La Cathédrale engloutie (from Préludes Book l) [6:18]

8
Syrinx [3:54]


Composed by Claude Debussy. Arranged and published by Jacques Loussier

In 1997 Jacques Loussier made a decisive move away from his work of the previous four decades by creating a Jazz Interpretation of the music of Antonio Vivaldi. Up to that point in his career -- aside from a successful parallel occupation as a composer -- he had focused on the music of J. S. Bach, continuing to develop massively popular versions of pieces like the "Air on a G String" or the Italian Concerto, which he had begun doing In 1959 with his original Play Bach Trio.

His recording of Vivaldi's Four Seasons (Telarc CD-83417) opened up new ways for his trio to combine jazz improvisation with the classical repertoire. It used timbre and tone color, plus a variety of rhythmic backdrops, to approach music that lacked the obvious structural and harmonic parallels with jazz offered by Bach. As a consequence, Loussier felt that his current trio was now ready to undertake regular performances of music with a very different character, and his subsequent projects have explored the compositions of Erik Satie (Telarc CD-83431) and Maurice Ravel (Telarc CD-83466).

It was inevitable that after investigating these two great French composers, Loussier would turn to their contemporary, Debussy: there is a close connection between the work of all three musicians. For a start, Debussy himself produced an orchestrated version of his friend Satie's minimalist "Gymnopedies" in 1896, the very same work that Loussier himself was drawn to just over a century later.

Debussy's relationship with Ravel was complex. Ravel clearly admired Debussy, saying that it was not until he heard "Prelude a l'apres-midi d'un faune" that he understood what real music was. Yet there was professional jealousy, as Ravel believed that Debussy had used ideas from his "Habanera" in a later piece called "La Soiree dans Grenade," and Debussy countered by accusing Ravel of shameless Americanism, rather than following more Gallic instincts. There was a resultant coolness between the two composers, but between them they created a body of work that both consolidated ways of using impressionism in composition, and -- as Pierre Boulez has pointed out -- awakened a spirit of modernism in French music just as Baudelaire had done in French poetry.

I suggested to Jacques that there was another, more personal reason why he might have been drawn to the work of Debussy, since Jacques's own professor at the Paris Conservatoire, Yves Nat, had himself been a protege of the composer who in 1909 helped launch Nat's career. But Jacques denies any such concept of apostolic succession, and tells me it was the music itself that inspired him: "It was a simple reaction to the beauty of his music. I admire and love this music, and the sound, the beauty of the harmonies attracted me to exploring whether I could interpret it with the trio. My teacher knew Debussy very well, having been taught by him, but that really had nothing to do with my decision to record this music. That was an entirely personal choice."

Loussier continues: "Everybody knows a piece like 'Prelude a I'apres-midi d'un faune', especially its famous slow introduction with its haunting melody for the flute, so the challenge for the trio is to match the same atmosphere created by the orchestra and to follow that very familiar opening with some appropriate improvisation. I had to work hard to find a suitable place to position the improvisation within the overall structure of the piece, where our ideas would blend with the concept of the original composition. To tackle the atmosphere, I had to think hard about what to play on the piano -- you simply can't physically play all the notes that are written for the orchestra -- and I had to find other ways of creating the tonal effects. So, for example, soon after the opening I decided to replace the arpeggios that are normally played by the harp, and give these as rhythmic figures to the drummer, Andre Arpino, who plays them on his cymbals. That creates a comparable impression, and we also use the combination of the double bass and piano to reinterpret some of the orchestral colors."

What Loussier has achieved takes us back to the inspiration of the piece, a poem by Mallarme, which Debussy dramatized by using perpetual slight variations on his melodic material to symbolize the dreams of the faun, just as we all have recurrent thoughts in our own dreams. Loussier's piano voicing is somehow reminiscent of the sounds of flutes, cor anglais, and horns, and Arpinos triangle refers back to the antique cymbals prescribed by Debussy in the original orchestration.

Debussy's music origlnally written for the keyboard requires a very different technique from the baroque repertoire with which Loussier is more usually associated, and I wondered if tackling a piece as well known as "Clair de lune" made Loussier think particularly about his touch. "Well," he says, "I always have to adapt my way of playing according to the kind of music. You're right that the piano music of Debussy involves a very different technique from Bach, and I think I've adapted to an appropriate feeling for this impressionist's style."

Contemporary accounts tell us of Debussy's own approach to the piano. "He cradled it, talked softly to it, like a rider to his horse, a shepherd to his flock, or a thresher to his oxen," says one witness to a recital in the 1890s, and this tenderness comes across in Loussier's approach. A good example is "Arabesque," one of the earliest pieces by the composer to make an impression on the public, and in which Loussier's keyboard approach creates a luminous, transparent quality, as he also does in the unaccompanied opening to "Reverie," which also dates from the 1890s. "Arabesque," like "Clair de lune" also has a beautifully played upper register bass solo, showing how swiftly the trio can transfer the melodic emphasis of a piece from one member to another.

Loussier creates a very different feeling in "La Fille aux cheveux de lin," where he subtly introduces a gentle gospel rhythm. This is far from inappropriate, because in the last two decades of his life, Debussy was also fascinated with African-American music and composed his own cakewalk in imitation of the popular style that led up to jazz itself. But Loussier believes that Debussy's main influence on jazz has been his harmonic language, the impressionistic chords that so fascinated musicians from pioneers like Bix Beiderbecke to modern players like Bill Evans. I suggested to Jacques that Debussy's fascination with jaunty American rhythms combines with his ability to create pictures in sound in a piece like"L'lsle joyeuse," which was inspired by Watteau's famous painting "L’Embarquement pour Cythere."

"In a piece like L'isle joyeuse," Loussier reflects, "which was written in 1904, a couple of years before the "'Golliwogg's Cakewalk," I have not tried to develop the ragtimey rhythms of that period, but instead I've put in a section of fully fledged jazz improvisations that use Debussy's harmonies as a starting point. In this album, I am playing music that dates from 1888 to late in Debussy's career, around 1913. And although in the beginning I think some of his piano works are easier, his works get more ecaborate and difficult over time, which is a challenge for any pianist; the real pleasure comes from his harmonic language, which does not change."

He continues: "I particularly like his atmospheric or pictorial pieces, and none more so than "La Cathedrale engloutie." There, I've created a double atmosphere of darkness and underwater feelings. I've changed the approach to darkness by using the lowest range of the double bass to create an impression of being in the twilight depths. This and the use of percussion are a good example of the way that -- since working together with the members of the current trio, Andre Arpino and Benoit Dunoyer de Segonzac -- we've developed ways of thinking and working together so that we're almost like a single solo instrument. In other words, our trio is almost like a living organism that plays the three instruments together like a single person. This cohesion has helped us explore Debussy's music with a great sense of common purpose, and I think the results are one of my favorites out of the many, many albums I have made over the years."

---- Alyn Shipton (Jazz critic for The Times of London and presenter of BBC Radio jazz programs).

АМЕРИКАНСКИЙ ЛЕЙБЛ "TELARC" "ЗАЦЕПИЛ" ПИАНИСТА ЖАКА ЛУССЬЕ, КАК И МНОГИХ ДРУГИХ ДЖАЗОВЫХ И ОКОЛОДЖАЗОВЫХ МУЗЫКАНТОВ, В НАЧАЛЕ 90-Х ГОДОВ. ПРОДЮСЕРАМИ ДВИГАЛА ИДЕЯ ВОЗРОЖДЕНИЯ ДЖАЗА КОНЦА 50-Х, И НА ДЕЛЕ ОНА ОКАЗАЛАСЬ ОЧЕНЬ НЕПЛОХА. МАСТЕРСТВО ИМЕНИТЫЕ ДЖАЗМЕНЫ С ГОДАМИ НЕ РАСТЕРЯЛИ, КОЕ У КОГО ДАЖЕ ПОЯВИЛИСЬ НОВЫЕ МУЗЫКАЛЬНЫЕ ИДЕИ. А ДАЖЕ ЕСЛИ И НЕТ — ГРОМКИЕ ИМЕНА И ВЕЛИКОЛЕПНОЕ КАЧЕСТВО ЗВУЧАНИЯ ВСЕХ ВЫПУЩЕННЫХ НА "TELARC" ДИСКОВ С ЛИХВОЙ ИСКУПИЛИ ЭТОТ НЕДОСТАТОК. ДЭЙВ БРУБЕК, МОНТИ АЛЕКСАНДЕР, РЭЙ БРАУН, МАККОЙ ТАЙНЕР И МНОГИЕ ДРУГИЕ СМОГЛИ ПРОДОЛЖИТЬ СВОЮ КАРЬЕРУ В ЗВУКОЗАПИСИ. ОДНАКО ПОСТАВИТЬ В ЭТОТ ЖЕ РЯД ИМЯ ЖАКА ЛУССЬЕ, ПОЖАЛУЙ, НЕВОЗМОЖНО. ТАК КАК ОН ПО-ПРЕЖНЕМУ НЕ ВПИСЫВАЕТСЯ НИ В ДЖАЗОВЫЕ, НИ В КЛАССИЧЕСКИЕ, НИ В КАКИЕ-ЛИБО ДРУГИЕ РАМКИ.

Жак Луссье видимо, до конца жизни обречён на роль "белой вороны", или лучше сказать — изгоя. Так бы​ло в 60-х годах, когда вышли пять альбомов серии "Jacques Loussier Trio Play Bach", мгно​венно ставшие популярными сначала на ро​дине артиста — во Франции, а затем и во всём мире. Так было в период поисков и экс​периментов 70-80-х годов. Так продолжает​ся и по сей день. Джазмены (в особенности джазовые критики) отрицают его принад​лежность к джазовой музыке — имени Жака Луссье не найти ни в одной американской джазовой энциклопедии. Любители класси​ки при упоминании Жака Луссье обычно лишь презрительно фыркают. Для популяр​ной музыки он слишком сложен и элитарен. Несмотря на миллионные тиражи альбомов и всемирную популярность, Жаку Луссье не нашлось места ни в одном из стилей или на​правлений музыки: в первую очередь, благодаря музыкальным критикам. Даже орга​низаторы московских гастролей Jacques Loussier Trio не нашли ничего лучше, как по​местить на концертной афише подзаголовок "Изысканный китч" — определение, подхо​дящее Жаку Луссье и его музыке не более, чем какое-либо другое. Другой вопрос — на​шел ли сам Луссье своё место в музыке?
Попытка провести хоть какие-то коррект​ные аналогии тому, что делает трио Жака Луссье, приводят нас к творчеству именитых классических музыкантов начала века - Хейфица, Крейслера, Сарасате. Они тоже пред​почитали глубине трактовки излишнюю сен​тиментальность и надрыв, мало обращали внимания на изначальный смысл исполняе​мого произведения, да и на сам нотный текст. Можно также вспомнить обычных та​пёров — многие из них были прекрасными музыкантами с неудачно сложившейся судь​бой. С первыми Жака Луссье роднит слиш​ком вольное обращение с классикой, со вто​рыми — как ни странно — столь же сложная и противоречивая судьба и затянувшиеся творческие метания.
В 13 лет Жак Луссье уже прекрасно играет на гармонике. В 15 лет он продолжает обу​чение музыке по классу фортепиано у Ива Ната в Парижской консерватории. Но тем​перамент Жмака Луссье мало подходил для консерваторских занятий, и в 18 лет он бро​сает учёбу. Начиная с 18 лет, Жак непрерывно занимается тем, что обычно называют "поиски самого себя" — и поиски эти не закончились по сей день. С 1952 по 1960 год он посетил 32 страны мира — Куба, Иран, Бразилия, Израиль, Соединенные Штаты сме​няли друг друга, как картинки в калейдоско​пе. Жак играл в цыганском оркестре кабаре "Монсиньор", зарабатывая себе на жизнь. Он был известным аккомпаниатором, высту​пая с концертами и записывая пластинки с такими звёздами французской эстрады, как Катрин Саваж, Жаклин Франсуа, Лео Ферре. Вершиной его аккомпаниаторской деятель​ности стало долгое и плодотворное сотруд​ничество с Шарлем Азнавуром, благодаря которому Жак Луссье и приобрёл наконец-таки должную репутацию во Франции. Ре​путацию прекрасного аккомпаниатора и та​лантливого пианиста. При этом ещё не упо​мянуты работа в Телерадиокомпании Алжи​ра, запись "Rapsody In Blue" Гершвина и ещё много-много всякого разного.
Естественно, что столь разноцветная творческая биография (и география) не могла не отразиться на манере фортепианной иг​ры Жака Луссье, странным образом соеди​нившей в себе профессионализм и строгость академического стиля, цыганскую разухаби​стость, эстрадную лёгкость, не говоря уже о многочисленных наслоени​ях музыкальных культур, с которыми Жак по знакомился во время своих путешествий.
Первый альбом серии "Jacques Loussier Trio Play Bach, Vol. 1" вышел в 1959 году на леибле "Deсca" Ои был записан вместе с басистом Пьером Мишло и барабанщиком Кристианом Гарро: оба числились среди лучших джазмеиов Парижа. Для Жака Луссье запись произведений Баха в джазовой манере тогда была не более чем очередным экспериментом, попыткой сделать что-то такое, чего он раньше не делал. Однако именно этой записи, сделан​ной под сильным влиянием обработки Первой части баховского Кон​церта ре минор знаменитым гитаристом Джанго Рейнхартом, суж​дено было стать судьбоносной для Жака. Пластинка мгновенно ста​ла популярной сначала во Франции, затем — в Германии, затем — и в других странах. Судьба поставила жирную точку в творческих метаниях музыканта — отныне для всего мира он стал исполните​лем музыки Баха в джазовой манере. Луссье попытался было сде​лать вид, что ничего не произошло — уже в 1960 году он занялся совершенно другими делами: писал аранжировки для молодых французских бит-групп, одновременно сочинил музыку для театраль​ной постановки "Франк V" и самолично исполнял её в театре. Но с судьбой спорить было бесполезно. Вскоре была записана "Jacques Loussier Trio Play Bach, Vol. 2" и так далее вплоть до "Vol. 5", вышед​шей в 1965 году. Все пять частей серии раскупались, как пирожки на ярмарке, "Vol.4" даже получила титул лучшей пластинки Франции 1963 года. Состав трио и стиль игры оставались неизменными, ме​нялись только сами произведения Баха. Да ещё Луссье иногда пред​почитал роялю орган. Трио гастролировало по всему миру, пластин​ки издавались и переиздавались, успех был налицо. Лишь Америка, страна, для которой джаз стал не только символом национальной культуры, но и фактически американской классической музыкой, оставалась ко всему этому безучастной. Играя Баха, адаптируя его к формату джазового трио, Жак Луссье очень мало импровизировал. Из-за этого трио Жака Луссье в Соединенных Штатах никогда не вос​принимали всерьёз и не считали джазом. "Элитарное" искусство, каким стал джаз в 60-е годы, требовало прежде всего самовыраже​ния, демонстрации и даже навязывания публике собственной творческой индивидуальности. Быть может, консерваторские заня​тия не позволяли Луссье радикально корёжить гениальную музыку. Или, напротив, Луссье словно прятался за музыкой Баха, способной на любые метаморфозы. Как бы там ни было, но попытка сохра​нить разумный баланс между джазом и классикой, хотя и понрави​лась слушателям, сточки зрения музыкальных критиков казалась про​явлением желания усидеть на двух стульях. В 1965 году Луссье ре​шил было покончить с формулой "Jacques Loussier Trio Play Bach" — чтобы опять начать с нуля и возобновить свои метания. Но оказа​лось, что в ином качестве его уже никто всерьёз не воспринимает. Луссье сочинял музыку для театра и кино, построил прекрасную сту​дию (где, в частности, были записаны фрагменты альбома "The Wall" Pink Floyd), экспериментировал с электроникой, искал новые фор​мы в симфонической музыке, занимался ещё множеством самых разных дел — но для публики всё равно оставался и остаётся испол​нителем Баха. Академические музыканты по сей день считают Жака Луссье шутом, джазмены попросту не приняли его в свои ряды, а для популярных жанров он оказался слишком сложным. Даже сам себе Жак Луссье не угодил — не он выбрал себе дорогу, а публика приняла его в одной определённой роли. Впрочем, публика редко ошибается — она не знает стилевых различий и не озабочена про​блемой "форматов".

В новой серии альбомов творческая манера Луссье и его трио претерпела мало из​менений. Разве что задиристость и настоящий свинг 60-х уступили место вдумчивости и строгости.

Есть такая старая формула жизни: каждый должен делать не то, что ему хочется, а то, что у него лучше всего получается. Лучше всего у Луссье получается играть классику в джазовой манере. И похоже, он наконец-таки искренне полюбил это занятие.

--- Play

	Jacques  LOUSSIER
	HANDEL: Water music & Royal Fireworks
	2002
	54:25
	label: Telarc

Jacques Loussier [p]; Benoit Dunover de Segonzac [b]; Andre Arpino [d].

	Joe  LOVANO
	Joe  LOVANO /                                Ed BLACKWELL /       Anthony COX: “Sounds Of Joy”
	1991 
	60:31
	Joe  LOVANO - см. тж. с: Paul  MOTIAN; Jim  HALL; John SCOFIELD “Time On My Hands”, “What We Do”; Yosuke  YAMASHITA;
label: Enja

Joe Lovano [ts, as, ss, alto cl], Anthony Cox [b](cм.), Ed Blackwell [d].

	Joe  LOVANO
	Universal Language
	1993
	65:54
	label: Blue Note

Joe Lovano [t&s&a s, a cl, wood fl, gongs, perc]; Tim Hagans [tp]; Kenny Werner [p]; Charlie Haden [b]; Steve Swallow [el b]; Jack DeJohnette [d]; Judi Silvano [soprano voice].

  There seem to be no limits to Joe Lovano’s musical horizons. Each new encounter with this remarkable player and composer – live or on record; in a big band or a small group – brings surprises, all of them pleasant. Impressive from the start (this listener first caught Joe, amazingly, some 20 years ago, with Woody Herman) his instrumental mastery continues to expand. And as composer (all but one of the pieces here are his) he is finding an identity that may become as unmistakable as the one he already has as a player. [...]

	Joe  LOVANO
	Tenor Legacy
	1994
	66:34
	Joe Lovano [saxes]; with: Joshua Redman, Mulgrew Miller, Christian McBride, Lewis Nash, Don Alias.

	Joe  LOVANO
	Rush Hour
	1994
	63:54
	composed, arr., and conducted by Gunther Schuller
«Джо Ловано, блестящий саксофонист, для многих любителей настоящего джаза является живым свидетельством того, что традиционный джаз жив. Но не следует думать, что творчество Джо Ловано ценно только потому, что великие джазовые музыканты, увы, уже покинули этот мир. Нет сомнений, что и в эпоху, когда джаз правил миром, Джо Ловано был бы таим же ярким и самобытным джазменом, как и теперь, когда джаз стал уделом избранных. И не только мэйнстрим в музыке Ловано: она не менее многогранна и по-хорошему эклектична, чем, скажем, музыка Мингуса. Элементы мэйнстрима и авангарда соседствуют подчас чуть ли не в соседних тактах одной пьесы!» -- Легионер

	Joe  LOVANO
	52nd Street Themes
	2000
	67:13
	label: Blue Note

Joe Lovano [tenor]; Steve Slagle [alto]; George Garzone [tenor]; Ralph Lalama [tenor]; Gary Smulyan [baritone]; Tim Hagans [tp]; Conrad Herwig [trb]; John Hicks [p]; Dennis Irwin [b]; Lewis Nash [d]; Willie ‘Face’ Smith [orchestrations].

В середине 90-х, впервые в ис​тории главного джазового журнала Down Beat, один и тот же музыкант был признан «артистом года» два раза подряд. Им, как вы догадыва​етесь, был саксофонист Джо Ловано, незадолго до этого сменивший место в разных биг-бэндах на амп​луа солиста небольших ансамблей, гораздо более новаторских по язы​ку, чем современный оркестровый свинг. То есть проделал эволюцию, обратную той, какой от него ожи​дали неоконсерваторы.

А к концу 90-х, когда «модерни​стов» окончательно победить не удалось, Ловано вроде бы неожи​данно начал движение вспять — к 50-м. Для простоты: новый Нонет Ловано – примерно то же, что и легендарный Capitol Nonet, запи​савший альбом «Birth of the Cool» под руководством Майлза Дэйвиса. Собственно, в клубах на 52-ой улице в Нью-Йорке рождался чуть ли не весь современный джаз, по​том переехавший на голливуд​ские хлеба и соответственно на​званный «весткоуст». Впрочем, с точки зрения нью-йоркца, Клив​ленд, откуда родом и сам Джо Ло​вано, и аранжировщик 50-х Тэдд Дэмерон, и современный после​дователь Дэмерона Вилли «Face» Смит, — почти что «Дикий запад». Музыка зато очень цивилизован​ная. Если ранний Майлз Дэйвис, саксофонист Ли Конитц и Герман Лукьянов вам по душе, то и на «Нонет» Джо Ловано советую об​ратить внимание. Уценять этот диск не будут ни при каких обсто​ятельствах.

--- Дмитрий Ухов, Салон AV
У саксофониста Джо Ловано в этом году, как и у фонда «Триумф», круглая дата - в декабре музыканту будет пятьдесят. Лова​но освоил практически весь джаз и сопредельные территории - от танцевально-ре​сторанной музычки до симфоджаза. Весёлый и общительный бонвиван, этакий джазовый Портос, Ловано легко устанав​ливает контакт с музыкантами любой творческой ориентации. В компании с ним неоконсерватор кажется революцио​нером, а авангардист - традиционалис​том. Ловано - единственный джазмен, два года подряд (в середине 90-х) удостаивав​шийся титула «Человек года», который присуждает международная команда кри​тиков старейшего и всё ещё авторитетно​го журнала Down Beat. He забыли Ловано и при распределении премий Грэмми в прошлом году - он получил свой «Золотой граммофон» за реставрацию кул-джаза 50-х в оркестровом варианте.

--- Дмитрий Ухов

	Gary LUCAS
	Busy Being Born
	1998
	49:19
	Gary  LUCAS – см. тж. с: Samm  BENNETT; HASIDIC NEW WAVE; CAPTAIN BEEFHEART; FUTURE  SOUND  OF LONDON;

label: Tzadik

Gary Lucas [ac&el&National steel guitars, v, arrangements]; John Zorn [a s]; Greg Cohen [ac b]; Jonathan Kane [d]; Misako Kano (см.) [p]; Kenny Hurwitz & Larry Fine [v (#2, 7, 12, 17)]. Produced by John Zorn.

“He not busy being born is busy dying” – Bob Dylan

Cuitarist, songwriter and composer Gary Lucas has played with Captain Beefheart, Leonard Bernstein, Jeff Buckley, Joan Osborne and many others. Here he offers his latest and what he considers his greatest project to date, an album for kids of all ages based on Jewish themes.

Combining madcap originals with soulful renditions of traditional classics and left field medlies of Popeye, Betty Boop and Marx Brothers tunes, Busy Being Born is brimming with whimsical ideas and treasures old and new.

Гитарист Гэри Лукас в начале 80-х играл в Magic Band Дона Ван Влиета, более известного как Captain Beefheart. Мало какой группе так идёт расхожее определение "культовый", а сам Капитан, хоть и забросил давным-давно музыку, остаётся одной из главных икон музыкального авангарда. Гэри Лукаса некоторые строгие критики считают недостаточно серьёзным. Иные – недостаточно легкомысленным. Но никто не спорит: он сокрушительно виртуозен, феноменально изобретателен и полностью непредсказуем. Как и подобает птенцу Капитанова гнезда. 

–Еженедельный Журнал

	Gary LUCAS
	Improve the Shining Hour – Rare Lumiere 1980-2000
	2000
	70:17
	label: Knitting Factory Records    www.knittingfactory.com 

featuring: Don Van Vliet (Captain Beefheart [см.]) [v]; Nick Cave (см.) [v]; David Johansen [v, harmonica]; Matt Johnson [tabla]; Robert Williams [d]; Eric Mingus [v]; Richard Barone [v]; Mary Margaret O'Hara [v]; DJ Spooky [tt, kalimba, sampler]; Jonathan Kane [d]; Kato Hideki [b]; a.o.

"His playing is undeniably original" – The New Yorker, 1/10/2000

"Man can play guitar!" -- four simple words about Gary Lucas and the overflowing worlds of color, technique and expressive possibility in his music — and you can hear them on this record, spoken with huge paternal awe by a man who knew what he was talking about: Don Van Vliet, a/k/a/ Captain Beefheart.

Two decades have passed since that night in December, 1980, a Magic Band show at Toad's Place in New Haven, Connecticut; Lucas has long since made another luminous life for himself on stage and record, as a solo artist and with a grand extended family of collaborators. But Beefheart was a pivotal figure in Lucas' birth and maturity as a guitarist — an inspiration, a mentor and, from 1980-82, a fiendishly demanding bandleader — and the previously unissued live version in this collection of "Flavor Bud Living," Lucas' showcase on Beefheart's 1980 release, Doc at the Radar Station, is a profound example of distinguished schooling and impending graduation, ferociously compressed into a minute's music.

The melody is Van Vliet's, but the attack, articulation and soul are all Lucas: an elegant cluster of agonized chording and plucked sunbursts, a dynamic knot of torture and euphoria, played as if every note was a religion unto itself. Which, as Lucas explained to me in 1988, was the whole idea. "It's like you play every note as if it has no relation to the note before or after it." he said. "So every note has the same amount of tension, like it's coming out of nowhere. And it's true — the music has that effect." The philosophy, again, was Beefheart's — his so-called "exploding note theory". But the emotion and animation, again, were all Lucas. Recorded two days before I saw Lucas play for the first time, with the Magic Band at Irving Plaza in New York, the New Haven "Flavor Bud Living" makes a fitting chronological introduction to this set (along with the rainy-day swing of "Her Eyes Are a Blue Million Miles", taped that same night). Lucas' three-year adventure with Beefheart remains a defining time in the guitarist's career (he also managed Van Vliet). Even now, few reviews of Lucas' own records and concerts go by without the phrase "ex-Beefheart". But Beefheart and those two, last Magic Band albums, Doc at the Radar Station and Ice Cream for Crow, were just a start​ing gate. Improve the Shining Hour tells a richer tale that runs even into the new century. The eighteen pieces are drawn from the whole of Lucas' canon and feature his wide circle of kindred singers and players. All but a handful of these tracks are previously unreleased. Most of the songs are written or co-written by Lucas.

And Lucas' notes don't just explode anymore.  His guitars — electric, acoustic, his National Steel Duolian, built in the 1920s — speak in a multi​plicity of tongues: howls and laugh​ter, cries and whispers, pledges of troth and declarations of armageddon. They are also sounds of gen​erosity. There is room for everything, and anyone, in Lucas' conception of the guitar: not just in the creation of a work, but in its reception.

"I really see a vacuum out there," Lucas told me in an interview for Britain's Melody Maker, published just a few months after he made his for​mal, solo-performance debut at the Knitting Factory in June, 1988.   "Most guitarists ... they've lost all the feeling you can get with the guitar, to make it talk. I know I can move crowds with my guitar. And I aim to stir things up. These kids out there, I want to drive them out of their shells - if not their minds. "I like the idea of viewing the history of music as an immense junkheap of material, refuse that I can recombine at will into something new," he declared. "Maybe that's an old art appropriation strategy. But people love it. There's something about hear​ing old melodies and fragments and then taking them out — but still maintaining a flavor of the original, so you get a resonance."

I have a cupboard full of cassettes that Lucas has generously given to me over the years — demos, live perfor​mances, experiments with his early restless permutations of the Gods and Monsters band. Those archive reels are rife with liberal homage: free-wheeling rescorings of sacred texts by Syd Barrett, Frank Zappa, Charles Mingus and Bernard Herrmann, among many others. Lucas' subse​quent solo records all have their gold​en moments of recombinant-guitar love. There is the nervy splicing of acid funk and trash punk.  Miles  Davis' "Jack Johnson" and Suicide's "Ghost Rider," on Gods and Monsters (1992); the traditional Jewish melodies, rewed up for children of all ages and creeds, on Busy Being Born (1998); the juxtapo​sition of Wagner, Blind Blake and Chinese love songs from the 1930s and '40s on the exquisite unplugged Evangeline (1997).  On this album, Bob Dylan, the German psychedelic muralist Florian Fricke of Popol Vuh, the Japanese car​toon hero Astro Boy and the eccentric, late American-folk archivist Harry Smith are all represented in some form of cheerful mutation.

Yet the way those redesigns sit, at once logically and provocativety, on Improve the Shining Hour — next to Lucas' own songs, those he's co-written with others, his TV soundtracks and the sponta​neous inven​tions with Nick Cave and DJ Spooky — says a great deal about   Lucas' notions of "resonance". The same goes for his coterie of singers here: Richard Barone of the Bongos, Hoboken, New Jersey's early-'80s gift to punk-pop; folk-blues auteur Peter Stampfel of the Holy Modal Rounders; Canadian vocal mystic Mary Margaret O'Hara; former New York Doll turned voodoo-soul poet, David Johansen. That list, like everything else about Lucas' music, runs a long bold gamut, from the sublime through the impish to the dirty-and-sweet. In his choice of voices, the way he shuffles and sculpts his instrumental settings and the eloquent, connective vocabulary of his instrument, Lucas is a die-hard populist, a guy in love with much that is not rock per se but who believes that all things, in their own way, can rock. Improve the Shining Hour is not a document of one man's life in the guitar avant-garde; it is a mainstream unto itself.

Lucas comes by his eclecticism hon​estly. As a teenager, he studied French horn as well as guitar. At Yale University, he gigged with the school marching band, cranking out the signature wah-wah riff in "Shaft" from the side​lines during football games. Lucas' major public debut as a guitarist was the 1973 European pre​miere, in Vienna, of Leonard Bernstein's sacred-rock symphony Mass, under the eye of the maestro himself. And Lucas' first appearance in a rock publication was not as a performer but as a fan. A few years ago, while leafing through some ancient, yellowing British music weeklies that a friend had passed on to me, I spotted a letter from Lucas in the August 7, 1971 issue of Disc and Music Echo. He wanted to know the whereabouts of David O'List, the orig​inal guitarist in English prog-rock band, the Nice.

I was startled — but not surprised. Over the years, Lucas and I have talked often and at length about our mutual enthusiasms for bygone pop esoterica: the Incredible String Band, Magma, the Peter Green era of Fleetwood Mac. That may be one reason why I can't help hearing flashes of vintage U.K. folk — especially autumnal echoes of the Scottish gui​tarist John Martyn — at the very start of this album, in "Coming Clean." That may also be why, whenever I catch Lucas in power-trio gear with Gods and Monsters, I have visions of a 21st

Century Cream, three-way futurism with the blues changes turned inside out. The eruption of free crosstalk between Lucas, drummer Jonathan Kane and bassist Kato Hideki at the end of "Breath of Bones" is a piquant taste of that promise. See Gods and Monsters live for more of the same.

Actually, you should see Lucas in per​formance, whatever the occasion or for​mat. In the absence of hit records, he has spread his six-string gospel most effectively on stage; it is no accident that nearly half of this album is com​prised of live recordings, in some cases on-the-spot, look-ma-no-roadmap improvisations. It is a shame that there is scant, officially released evidence of the short-lived Gods and Monsters pro​ject that Lucas formed in 1991 with Jeff Buckley, the immensely talented son of the 60s folk prodigy Tim Buckley. The Lucas-Buckley partnership left behind only demos and concert tapes, along with a  teasing   new  band-to-watch press clip in  Rolling Stone, when Jeff abruptly went solo. (Lucas co wrote and played on two tracks of grace, -- the only studio album Buckley released before his premature death in a 1997 drowning accident.) Yet Lucas' ability to truly lis​ten to a partner while he plays — to work for the moment and the common good, not just the glory - is evident here in the excerpt from his 1991 appearance with Nick Cave, providing a National Steel soundtrack as Cave reads from the opening chapter of his extreme Southern Gothic novel, And the Ass Saw the Angel. While Cave turns on the hellfire, bellowing through the ugly marvel of Euchrid Eucrow's squalid birth — through the canal of a drunken-pig mother, next to a stillborn brother — Lucas zips like a scalded dog up and down the neck of his instrument, yelping in desola​tion. But when Cave's voice drops to a horrified growl as he describes the condition and circum​stance of these unfortunate infants, Lucas too falls into a dead calm, dripping silvery notes in sadness and memoriam.
I was in the audience at St. Ann's Church last November when Lucas and Eric Mingus — a bear-chested bass player, the son of Charles Mingus and a man with a voice as big and glorious as that room — tore like mad deacons through Sister Mary Nelson's hymn of warning, "Judgement." Mingus' boiler-room baritone shook with good news and stern promise; Lucas speared his part​ner's last mighty hallelujah with a dive-bombing run on his Strat that sounded like Jimi Hendrix had just bounded into the pulpit. Although he was on the bill, turntablist DJ Spooky did not play with Lucas that night. But the two found the time, eleven days later, to make magic together, creating the live, improvised "Golgotha" from Spooky's spaced-Africa digitalia and Lucas' sunrise riffs and sea gull cries.

The final piece in this set is also live, but in a differ​ent way: Lucas, a guitar and his armory of effects, in his living room one night in 1991, spinning new whole cloth from Popol Vuh's opening theme in Werner Herzog's Nosferatu. I have seen Lucas play like this on many nights — and it's still never enough. Anyone can play the guitar; the history of late 20th Century pop music tells us that. But few people can make the instrument sing and dance. Even fewer can give it the emotional weight of a human voice. Gary Lucas is one of them, and this album shows why. More than a collection of rare and marvelous recordings by a great player, Improve the Shining Hour is a portrait of the gui​tarist as poet and seeker — a solitary rider with a passion for communion; a master musician with a collaborator's soul. It's just like Beefneart said:
Man can play guitar.
-- David Fricke ["Rolling Stone" Senior Editor], New York City, February 1, 2000

	Gary LUCAS
	The Edge of Heaven
	2001
	38:46
	label: Label Bleu (France)

Gary Lucas plays mid-century Chinese pop (rec. 2000)

PRODUCED, ARRANGED AND PERFORMED BY GARY LUCAS
GARY LUCAS: ACOUSTIC AND ELECTRIC GUITARS, NATIONAL STEEL GUITAR, ELECTRONICS
CELEST CHONG: VOCALS (02,06,08)                                                                       GISBURG: VOCALS (04,09,11)
JONATHAN KANE: DRUMS (04,09,11,12)
ERNIE BROOKS: BASS (04,09,11,12)
RECORDED IN 2000 AT SOUND DIMENSIONS NYC, THE KNITTING FACTORY NYC, AND TIM POWELL STUDIOS NYC

GARY LUCAS
LINER NOTES
Hearing the music of Chow Hsuan and Bai Kwong for the first time was like a gift from the Goddesses...
Cut to Taipei, summer 76. While my peers in the States are doing the Bicentennial Twist, I'm in the midst of a torrid affair with my Chinese girlfriend, a knockout hellion from Singapore by way of the Sorbonne named Ling-Ling. I'm in Taiwan on the lam from my last love affair, the first real love of my life, a messy live-in relationship in NYC with a 56 year-old Italian American named Anna Maria, my therapist, my confessor, my inamorata... and after rescuing me from the lip of the abyss (post-Yale graduation suicidal depression) and nursing me back to relative mental health, she declares that she wants to marry me! I'm just 22 and I don't mind dyin'... but marrying is another thing altogether.
So, extricated and free-wheeling it up in Taipei, ostensibly working the import/export biz for my Dad and uncle but actually having the time of my life in the nonstop hothouse carnival that was the Republic of China, I managed a truly picaresque couple years there replete with numerous adventures and follies which I shall relate to y'all at another, more appropriate time. Suffice to say that the first day I arrived in Taipei was like the beginning of my life all over again, (to mark it, I distinctly remember hearing the news of Tim Buckley's OD over the Armed Forces Radio on that first morning I awoke in Asia... the end of one era and the start of another). And I began to realty play the guitar then, working assiduously in clubs like the Idea House and the Scarecrow in Taipei and the Go-Down in Kowloon, Hong Kong, both solo and with my fellow ex-pat Hank Frisch on blues harp, and eventually with my pan-Asian/American/European aggregation, the legendary O-Bay-Gone Band (check my album "Street of Lost Brothers" for a taste).
And it was in the midst of my burgeoning musical career there (club and university dates, jingles, TV appearances, collaborating and, uh, consorting with famous Taiwanese drop-dead gorgeous movie actress Hu Yin Mung) that I first heard the magical voices and songs of Chow Hsuan and Bai Kwong.
Ling-Ling had a cassette of their music, I think she carried it with her all the way from Singapore to Paris and then to Taiwan when she arrived in Taipei to study Peking Opera (Nixon hadn't opened the gate to the Mainland yet). And in the midst of that golden Eastern summer 76, she played me this tape when we were alone late at night-after the ecstasy of gigging with my rock band, after the midnight Hot Pot feasting, after the Thai stick meltdown, the iconic voices of the 2 Chinese divas took up permanent residence in my aborning musical consciousness.
Everything about this music-the exquisite vocalizing (Chow Hsuan with her little-girlish soprano, Bai Kwong with her throaty, low contralto), the incredibly detailed arrangements which fused big band and swing music with traditional Chinese instrumentation and melodies, the supercharged emotions released in these sad and joyous songs-everything alerted me to the fact that I had stumbled upon a rare treasure trove of lost musical beauty that transcended ethnic boundaries. This music spoke to me like almost no other music I had ever heard before, like the first time I heard the deep ache of Billie Holiday, or the moment I encountered the happy zaniness of the Betty Boop soundtracks to her 30's cartoons. Come to think of it, this sounded like a cross between the music of those other 2 divas, but with a decidedly Chinese flavour. (I urge you to seek out the original recordings of both Bai Kwong and Chow Hsuan, sung in Mandarin and originally recorded in Shanghai in the 30's, 40's and 50's for the Pathe label, which have been beautifully repackaged in boxed CD sets by EMI Southeast Asia and can usually be found in any Chinatown music emporium round the world).
Anyway, it stayed with me, this music, through my marriage to Ling-Ling and eventual breakup (we turned Don Van Vliet onto it and he became a big fan... I remember opening each Captain Beefheart show on our American and European tour in 1980 with a selection of Chow Hsuan songs over the P.A.). It truly haunted me, and I relished exposing friends onto it as often as possible over the ensuing years.
In 1996, my best friend Kenny Hurwitz (of Kenny and Larry fame - check out my Tzadik albums) decided to marry his longtime Chinese sweetheart Mi-Ling Tsui, and they asked me to work up some Chow Hsuan and Bai Kwong songs on acoustic guitar for their big wedding ceremony in New York's Chinatown. I happily complied, diligently arranging the music by ear and discovering how fresh and bluesy these songs sounded in the various open tunings I favor, and sure enough, they went down a treat during the marriage banquet in one of those opulently decorated Chinatown party palaces, wowing both the Chinese patriarchs and matriarchs present and guests like Lee Ranaldo, who complimented my performance (I also did Wagner's "Wedding March" that memorable day).
The next step was to place a couple of these tunes on my solo acoustic album "Evangeline", which the critics here and abroad raved over (David Fricke in Rolling Stone most prominently praised my arrangement of "The Wall", in a review which rated "Evangeline" one of the Best Albums of 1997). I began performing these songs in my concerts all over the world, raising a smile everywhere from an outdoor festival stage in Palermo to a blues club in downtown Tokyo to my favorite venue in Europe, the old church known as the Paradiso in Amsterdam, where a live version of "Songstress on the Edge of Heaven" was recorded to later grace my '98 EP "Gary Lucas@Paradiso". That same year I finally caught the 1937 Chinese film "The Angel on the Street", starring the young Chow Hsuan, looking like an Oriental Giullietta Masina, wherein she performs "Songstress" with the lyrics appearing superimposed on the screen with a bouncing ball highlighting them-just like an American Depression-era musical short subject. What a thrill it was to finally catch a glimpse of the elusive gamin-like beauty behind her incredible recordings! (I wonder if footage exists of Bai Kwong...)
Which brings you to this album, a full scale tribute to the music of these mid-century Chinese Goddesses, arranged in my own style and fleshed out with my band Gods and Monsters (the excellent Jonathan Kane and Ernie Brooks) and the talents of two xceptional vocalists, Celest Chong and Gisburg. Celest is a native Singaporean who is quite famous there as a television star, and she of course, like many Chinese, knows this music from her girlhood. Gisburg is from Salzburg originally, a student of Mandarin, and an avant-garde composer/performer of note - I was delighted to learn she was already a fan of Chow Hsuan (I later turned her onto Bai Kwong's music).
So - enjoy! And spread the word about these wonderful singers. It seems they're in a bit of a revival now, at least in China - this year I caught two new Chinese films which featured Chow Hsuan on the soundtrack (Wong Kar-Wai's "In the Mood For Love" is one of them). I don't pretend to be an expert on midcentury Chinese music, I cant hide behind a scrim of world musicological scholarship here - all I know is that I dug this music from the get-go (those languid golden evenings in Taipei...), and that everywhere I've performed these songs I have gotten an incredibly warm buzz back from unsuspecting audiences hearing it for the first time, who enjoy it as pure music, without the benefit of scholarly footnotes (and before I put my foot further in mouth, I'll sign off now...)
Gary Lucas / NYC / 05.01.2001
Visit Gary's web site at www.garylucas.com  

e-mail: gary@garylucas.com 

	Paco  de LUCIA – см. на 'D'
	
	
	
	

	LUCIOUS  JACKSON
	Natural Ingredients
	1994
	45:15
	punk / funk / soul project,  весёлый и энергичный.

label: Capitol / Grand Royal (USA)

LUCIOUS  JACKSON (4 девчонки) is: Jill Cunniff [b,v]; Gabrielle Glaser [g,v]; Kate Schellenbach [d]; Vivian Trimble [k, Fender Rhodes, p, wah perc, v].

	Werner  LUDI
	Werner  LUDI / Burhan OCAL:

"Grand Bazar"
	1988 
	40:55
	Werner  LUDI – см. тж. с: FREEFORM ARKESTRA;

Werner  LUDI & Burhan OCAL – см. тж. с: CREATIVE WORKS ORCHESTRA; 

OCAL: Jamaaladeen TACUMA & Burhan OCAL;

label: Creative Work

Werner Ludi [a s], Burhan Ocal [darbuka drumset (specially made for him), small darbuka, kettledrum, dawul, tanbur, gongs, bells].

    Дуэт импровизационного джаза, основанного на турецкой ритмике и мелодике.

    Kettledrum: Original made of hand-forged copper. The kettledrum was used a campaigns to uplift troops’ morale. Hundreds of elephants, camels and horses carried them in a combination of two and they were played by the riding warriors.

    Darbuka: The most frequently played rhythm instrument. Goatskin on copperframe. For this instrument a cpecial finger-, hand- and sticktechnique was developed.

   Dawul (hanging drum): The oldest Turkish rhythm instrument (ca. 4000 years). Goatskin on wooden frame. The hanging drum is played by a thin stick (left) and a thicker stick (right).

   Tanbur: The oldest Turkish string instrument (ca. 4000 years). The long neck has seven movable frets, which the musician can move according to the Makam (in the piece #4  the Nihavent Makam was played) that he wants to play in. Makam : modal system; each mode is (among other factors) determined by the following elements:  a) A scale of which each step is fixed according to the scale of 25 tones within the octave.    b)  Two notes of special meaning that build the structural frame of the mode, the tonic and the principal tone.

	Werner  LUDI
	Peter  BR(TZMANN & Werner LUDI:

"Wie das Leben so Spielt"
	1990
	70:01
	label: FMP  (CD 22)

PB (см.) (cl, bcl, as, ts, tarogato),

Werner Ludi (as).

Recorded live by Jost Gebers on September 27, 1989 during 'Free Concert' at the Rathaus Charlottenburg in Berlin.

Those who listen to this music for the first time may find it hard to believe that it is the spontaneous recording of a concert, an unmanipulated live process. This record enables us to share the fundamental experience of two musicians at a particular moment in time and state of consciousness. It is a document of their immediate creative ideas which are just as valid now as they were at the time of playing. 

Both WERNER LUDI, born in Poschiavo, in the South of Switzerland in 1936, and PETER BROTZMANN from Remscheid, who was born in 1941, are founders of what was, in the sixties, to become the last rebellion of an avant-garde striving to escape from the dead-end routine of the theme-solo-theme. 

The music played by this duo gives me hope fort he future. It is, as it were, the ultimate proof of just how stupid the present mania for aping youth is. In their musical dialogue, BROTZMANN and LUDI create an art which incorporates familiarity, knowledge and experience (and I do not just mean self-knowledge). Both of them, each in his own way, have retained the passion which set the signals at that time. In addition, this recording combines great intensity with an astonishing awareness of form. Form which has been neither calculated nor copied, not even borrowed from their own reserves. 

This music portrays anger, opposition, persistance. It consists of a mass of single combats, conflicts and personal victories. That too. BROTZMANN/LUDI do not forget their roots. Their music is, however, often very gently, yes, even tender. - A music of contrasts (Е) and a performance of brothers. 

-- Peter Ruedi

1. Wenn Mann nicht ist das Profil Weg

 2. Broken Fingers

 3. Zound

 4. Big Dig

 5. Rat-Fink

 6. We Find Our Way to Get Lost

 7. Rubbel die Katz

 8. Slow Smoke

 9. How Nice ist is Tto be a Pig

 10. Per la Santa Degil Ubriachi

 11. You Poor Old Sausage

 12. Sei Kein Froschmann, ich Geh' Seelisch Zugrunde

 13. Animal Rhapsody

 14. The Divine Monosyllable

 15. Berlin Bow-Job

 16. Es Juuzli

 17. We are in Schlemozzle

 18. The Everlasting Knock

 19. Wie das Leben so Spielt

	John  LURIE
	«Stranger Than Paradise»  /  «The Resurrection Of Albert Ayler»
	1985
	35:33
	John  LURIE -- the leader of The LOUNGE LIZARDS (см.)

label: Crammed Discs (Made To Measure, vol. 7)

«Stranger Than Paradise» -- performed by Paradise Quartet: Jill Jaffe [viola], Eugene Moye [cello], Mary Rowell [violin], Kay Stern [violin]; produced by John Lurie; orchestrated by Evan Lurie.

«The Resurrection Of Albert Ayler» -- performed by: John Lurie [a&s s]; Curtis Fowlkes [trb]; Arto Lindsay (см.) [g]; Jill Jafee [violin]; Mary Rowell [violin]; Tony Garner [b]; E.J. Rodriguez [perc]; Toni Nogueira [perc]; Douglas B. Bowne (см.) [d].

Stranger Than Paradise / The Resurrection of Albert Ayler -- Contains John Lune's first film score , the much admired music from the underground classic "Stranger Than Paradise" (in which Lurie also co-stars), directed by Jim Jarmusch. Written entirely for string quartet, this music has been described as "cooly restrained and enticing, with nods to minimalism, blues, and early twentieth centu​ry styles."

	John  LURIE
	«Down By Law» / «Variety»
	1987
	35:15
	label: Crammed  (Made To Measure, vol. 14)

«Down By Law»: John Lurie [a s, harmonica]; Curtis Fowlkes [trb]; Mark Ribot (см.) [g, tp, banjo]; Arto ‘Guitar’ Lindsay (см.) [g]; Tony Garnier [b]; Nana Vascon [celos perc]; E. J. Rodrigues [perc]; Douglas B. Bowne (см.) [d].

«Variety»: John Lurie [a s]; Evan Lurie [p]; Anders Gaardmand [t&bar sax]; Paul McGovern [a s]; Peter Zummo [trb, tp]; Tony Garnier [b]; Douglas B. Bowne (см.) [d].

“John Lurie has always been first and foremost a brilliant jazz musi​cian.” -- Time Out London

	John  LURIE
	Mystery Train
	1989
	39:50
	label: Milan (manufactured in the USA), 1994.

Original Soundtrack Recording "Mystery Train" – a film by Jim JARMUSH; Original Music by John LURIE.

John Lurie [g, harmonica]; Marc Ribot (см.) [g, banjo]; Tony Garnier [b]; Douglas Bowne (см.) [d]; with: Tom Waits (см.), Screamin' Jay Hawkins (см.), a.o.

	John  LURIE
	Men With Sticks
	1993
	49:27
	label: Crammed Discs (Made To Measure, vol. 34)

J. L. [s&a s]; B. Martin [perc]; C. Weston [d].                  

	John  LURIE
	“African Swim” / “Manny & Lo”
	1998
	41:18
	label: Strange & Beautiful Music (New York) www.strangeandbeautiful.com 

“...John Lurie proves he is the best composer in the business right now.” – Tme Out New York

Music by John Lurie. Conducting and Transcription by Steven Bernstein (см. BERNSTEIN).

John Lurie [s s, g, banjo, harmonica, sampling keyboard, lead v, vocal whoops]; Marc Ribot (см.) [g, banjo]; John Medeski (см.) [k, v]; Bill Ware (см.) [marimba, vibes, v]; Doug Wieselman (см. c KAMIKADZE GROUD CREW; Sue  GARNER; SEX MOB;) [cl]; Steven Bernstein (см.) [tp]; Chris Wood, Tony Garnier [b]; Calvin Weston [d]; Mauro Refosco [perc, talking drum]; Billy Martin [perc, d]; Mary L. Rowell,  Laura Seaton [vln]; Ron Lawrence [viola]; Mary Wooten [cello].

“I’d love a bite of your sandwich.”

African Swim

Main Titles

Al Al Al

Big Trouble

Men Working

Teddy Bears Nik Pop

Sex With Al

Gun Dance

Tomato Fight

As Is Hated

Vibe Whoops

Goodbye To Peach

African Swim (End Titles)

Manny & Lo

Manny & Lo (Main Titles)

Tiffany's Bedroom

Driving into Country

Manny With Lunchbox

She's Not A Nurse

Manny Leaves Lo

Monster Trucks

Lo Crawls Through Window

Wild Bill

Dream Elaine Driving

Kidnapping Elaine

Hypnotize the Lizard

Manny & Lo (End Titles)

	John  LURIE
	Fishing With John
	1998
	42:46
	label: Strange & Beautiful Music (New York)

Fishing With John -- Latest soundtrack, from the composer of the film “Get Shorty”, of the comedy series Fishing with John on the Independent Film Channel. “Life is so beautiful. Every breath... everyday of our lives... ahhh... fishing.” John Lurie knows absolutely nothing about fishing, but that doesn’t stop him from taking you on the adventure of a lifetime.

"Lurie's magic is a perfect blend of stage magic and spiritual magic" – Artforum

"Make no mistake, John Lurie is cool... His musik is cool, too... His newest efforts, 'Queen Of All Ears'..and 'Fishing With John', are two of his very best." – Esquire

"...the series sounds better than any fish deserves." -- New York Times

"It takes wild courage to play this music; it takes even more to listen to it."  -- Tom Waits

All songs written by John Lurie and Tom Waits.

John Lurie [s s, g, harmonica, v, casio]; Tom Waits (см.) [v]; Steven Bernstein (см.) [tp, v]; Michael Blake [t s, v]; Marcus Rojas [tuba]; David Tronzo (см. в ‘Alternative’) [slide g]; Doug Wieselman (см. c KAMIKADZE GROUD CREW; Sue  GARNER; SEX MOB;) [g]; Evan Lurie (см.) [p, k, v]; Bart Feller [fl]; Michael Blake [t s]; Erik Sanko [b, tambura]; Calvin Weston [d]; Nana Vasconcelos [jug, perc]; Bryan Carrott [vibes]; Billy Martin [perc, twirlybird, cymbals]; Muneko Otani, Laura Goldberg [vln]; Michiko Oshima [viola]; Anna Cholakian [cello].

An extraordinary blend of music ranging from jungle harmonica to string quartets to choral music with insane librettos.

	(John  LURIE)
	the legendary MARVIN PONTIAC greatest hits
	1999
	51:47
	label: Strange & Beautiful Music (New York)  www.strangeandbeautiful.com 

Студийный альбом Джона Лури, на котором он фигурирует (a.k.a.) как MARVIN PONTIAC.

"A dazzling collection! It strikes me that Pontiac was so uncontainably prescient that one might think that these tracks had been assembled today."     ----- David Bowie

"A Revelation."      ----- Leonard Cohen

"This record has changed my life."      ---- John Lurie
"Marvin would kick your ass for nothing. A true genius, Marvin was a pure original."      ---- Iggy Pop

MARVIN PONTIAC [John LURIE] [a s, g, harmonica, casio, wah wah g, banjo, sitar, k, ac g]; Evan Lurie [p]; Marc Ribot (см.) [g]; Bill Ware (см.) [marimba]; Art Baron [trb]; John Medeski (см.) [organ, clavinet, mellotron]; Danny Blume [g]; Tony Scherr [b]; Kenny Wollesen [d]; Michael Blake [t s]; Doug "The Hank" Wieselman [bar s, ocarina]; Mauro Refosco [perc, gong]; Calvin Weston [murds, disco drums, balaphone]; Erik Sanko [b, d, chairs]; Steven Bernstein (см.) [melophone]; + vocals: Steven Bernstein, Angelique Kidjo, Liz Riley a.o.

All songs written by MARVIN PONTIAC.

Легендарный Марвин Понтиак родился в 1930 год в Детройте. Сын еврейки из Нью-Йорка и негра из Мали, звучной автомобильной фамилией он был обязан представлению своего отца (урожденного Туре) о паспортных данных настоящего американца. Будучи подростком Марвин провел несколько лет на земле предков, в Бамако. Там он постиг основы древней музыкальной культуры своего народа и усвоил его традиционные верования (например, до конца дней не подпускал к себе фотографов, будучи убежден, что фотоснимок — это простейший способ похитить душу человека).
Вернувшись в Штаты, Понтиак осел в Чикаго, откуда в конце 40-х был фактически изгнан местным блюзовым авторитетом, который не давал способному юноше проходу, обвиняя его в злостном плагиате. Марвин перебрался в Техас, где нанялся в ученики к водопроводчику. К 1952 году относятся его первые профессиональные записи. Блюз I'm doggy попал в хит-парады. А наибольший успех выпал на долю песни Pancakes("Блинчики"). У Понтиака появились поклонники — не столь многочисленные, сколь преданные. Одним из них был знаменитый художник-абстракционист Джексон Поллок, приславший в дар Понтиаку несколько своих работ. Марвину картины не понравились и он их выбросил. Он вообще был человеком, мягко говоря, эксцентричным. В середине 50-х, на пике популярности Понтиак неожиданно пропал с горизонта и предстал перед широкой публикой только в 1970-м, заявив, что все эти годы находился в плену у пришельцев. Поведение ожившей легенды становилось все менее адекватным. После того как Марвин Понтиак учинил разгром в представительстве Международного Блинного Дома (International House Of Pancakes), его поместили в психиатрическую больницу (Mental Institute) Эсмерельды. Именно там утратившего бдительность Понтиака удалось сфотографировать одному из постоянных пациентов. Эти изображения ужасающего качества впоследствии использовались при оформлении диска Greatest Hits: других просто не было. А в 1977 году жизнь культового музыканта трагически оборвалась: он попал под автобус.

Диск The Legendary Marvin Pontiac Greatest Hits был издан в 2000 году благодаря подвижническим усилиям Джона Лури и произвел настоящую сенсацию. В самых восторженных тонах о творчестве Понтиака отозвались Игги Поп, Дэвид Боуи, Леонард Коэн.... Greatest Hits — это 14 великолепных песен, стиль которых можно определить как ритм-энд-блюз с солидной примесью фанка и афропопа. Марвину Понтиаку (вокал, губная гармошка ) аккомпанировали, в частности, такие известные музыканты как гитарист Марк Рибо, органист Джон Медески, перкуссионист Билли Мартин. Нельзя не восхититься прозорливостью полоумного гения, разглядевшего в неоперившихся юнцах завтрашнюю… нет, даже послезавтрашнюю музыкальную элиту. Впрочем, у людей дотошных это восхищение быстро переходит в недоумение: Джону Медески в год трагической гибели Марвина Понтиака исполнилось всего 12 лет, Билли Мартину и того меньше… Чтобы разобраться с этой нестыковкой, придется поподробнее рассказать о крестном отце обозреваемого альбома.

Джон Лури — композитор, саксофонист, один из основателей постмодернистского джаза: возглавляемый им ансамбль Lounge Lizards занял соответствующую нишу еще в 1978 году. Один из наиболее удачных дисков коллектива назывался No Pain For Cakes (в приблизительном переводе - "Нет муки для блинчиков"). Музыка Лури — холодноватая, но заводная; авангардистская — но не абстрактная. В ней присутствует некая созидательная ирония. На костях пафосных штампов (скажем, сумрачная миниатюра Bella by Barlight отсылает к романтическому стандарту Stella by Starlight) Лури взращивает новый контекст — менее пафосный, но вполне романтический. Не будем, кстати, забывать, что людям доброй воли Джон Лури известен прежде всего как исполнитель главных ролей в лентах культового Джима Джармуша "Strange Than Paradise" и "Down The Law". Едва ли широкой общественности столь же известно, что в ранней юности будущий авангардист-постмодернист напропалую слушал ритм-энд-блюз и усиленно осваивал губную гармошку, мечтая в один прекрасный день занять место в составе группы Джона Ли Хукера. Собственно, вот уже полвека начиная с Элвиса Пресли белые музыканты пытаются в той или иной степени имитировать черных. Чаша сия не миновала и Джона Лури. Опытный постмодернист подошел к решению творческой задачи оптимальным для себя образом: он выстроил новый контекст и в нем укрылся. Он использовал прием, многократно применявшийся в литературе и куда реже в музыке. Он измыслил дикий, по-гоголевски реалистичный образ и вошел в этот образ, неплотно прикрыв за собой дверь. В размытых очертаниях Марвина Понтиака при желании можно различить черты Марвина Гэя, Скримин Джей Хокинса и многих многих других. Автору этих строк остается только пожалеть, что его инородность(как языковая так и музыкальная) не позволяет ему оценить в полной мере весь букет пародий и аллюзий которыми почти наверняка насыщен каждый из двенадцати легендарных хитов. Тем не менее не следует воспринимать понтиаковский проект как набор гэгов. Прежде всего это совершенно роскошная музыка. На заезженных ритм-энд-блюзовых колеях Джон Лури сотоварищи выстраивают немыслимые развязки и перебрасывают диковинные мосты во все стороны света, не забывая уснащать путь-дорогу причудливыми миражами.

	Evan  LURIE
	Il Mostro (The Monster)
	1994
	43:51
	Evan  LURIE - см. тж. с: LOUNGE LIZARDS; Seigen ONO;

label: CAM Production (Italy)

Music composed, orchestrated and conducted by Evan Lurie, for a film by Roberto Benigni. Evan Lurie's music skillfully accompanies the funny and eccentric film scenes.

	Evan  LURIE
	How I Spent My Vacation
	1998
	50:42
	label: Tzadik (NY)

Evan Lurie [p, k]; with: Steve Elson [cl, b cl, t s]; Steve Bernstein (см.) [tp, slide tp]; Art Baron [trb, euphonium]; Aaron Heick [oboe]; Laura Seaton [vln]; Eileen Folsom [cello]; Mark Thrasher [bassoon]; Alfredo Pedernera [bandoneon]; Greg Cohen [b]; Douglas Bowne (см.) [d, perc].

A veteran of New York’s downtown scene, founding member of the infamous Lounge Lizards and a gifted composer, arranger and pianist, Evan Lurie has been the composer of choice for dozens of directors over the past ten years.

Sensuous chamber music, a swinging suite for Jazz septet and two gorgeous pieces for solo piano. Modern, lyrical and heartfelt.

	Arthur  LYMAN
	The Arthur Lyman Group: “Taboo” & “Yellow Bird”
	
	75:29
	exotic music

label: DCC Compact Classics, 1991

Produced and recorded by Richard Vaughn for his Hi-Fi Records label, 1957-64.

Compiled by Steve Hoffman with help from Arthur Lyman, Harold Chang and Jerry Tolmich.

Recorded in Hawaii at the Henry J. Kaiser Aluminium Dome.

В этой же серии “The Exotic Sound of...” cм. тж. Martin DENNY, с которым также работал и Arthur LYMAN. См. тж. другие подобные экзотические и сверкающие китчевые проекты: Fred LANE и Spike JONES.

The Exotic Sounds of Arthur Lyman

Picture yourself on a beautiful south pacific Island. Now, you're in a jazz bar on the mainland. Combine the two moods into one great sound and you have The Arthur Lyman Group.

The exotic and jazzy styles of Arthur Lyman take us back to the 1950's when all things "island" were in vogue. Yes, you are about to hear a relic of a bygone era. But since this type of music is making a terrific comeback at the moment, and younger music lovers are discovering it as well, no one could ask for a more exciting or noteworthy package!

Arthur was born on the beautiful island of Kauai in 1936, the youngest of eight children. When just a small boy his family moved to Honolulu. Here he became interested in the records of Benny Goodman and Lionel Hampton; in fact, with a toy marimba he played right along with these great jazz men. Arthur also told us that the great Trummy Young was an almost mystical influence on him.

By the time Arthur was fourteen, he was good enough to join a combo in a local jazz cellar. For a while he played with Martin Denny (см.). In 1957 he decided to go out on his own. The result was the new "Arthur Lyman Group".

At this time, the best selling "mood music" artist was Les Baxter. His records on Capitol sold in the millions. Poor People Of Paris was a #1 smash in 1956. Les wrote and conducted many exotic tunes, thereby helping to usher in the new "island" awareness. He always used a large orchestra. The crucial difference with Arthur Lyman was that he could make his four-piece band sound like a large orchestra.

Lyman's first recordings for Richard Vaughn's HI-FI label sold like crazy and established Arthur's reputation as a multi-talented musician. Proud new phonograph owners used the Lyman records as demonstration discs. Almost everyone we have talked to about the old days of hi-fi sound systems can still lay their hands on an old Arthur Lyman record. Rod McKuen, who loaned us all his Lyman originals, was actually sorry to see them leave the walls of his huge collection. I think he misses them!

Arthur's first LP was Taboo. This record stayed on the LP charts forever. His three top singles Taboo, Yellow Bird and Love For Sale sold a million copies. Of course, when the fifties really ended (November 22, 1963), this type of music started to go out as the Beatles were coming in. But now, it is back! Just listen to some of the new age-type music on the radio and certain TV show themes (Pee Wee's Playhouse for example). Do they sound familiar? They will after you listen to this compact disc.

This is special music. It can relax you if you so desire, or it can uplift you (or both). Exotic music is making a long hoped for comeback and Arthur Lyman (along with Martin Denny and others) is back, too.

A note on the recording process.

As you will no doubt notice, these recordings sound great for their age. They were all recorded live by Richard Vaughn on portable equipment in the Henry J. Kaiser Aluminum Dome, outside the Hawaiian Village Hotel in Honolulu. To quote Vaughn from I958:

"The Dome is a half sphere, seating about 1500 persons and is used for live entertainment and movie showings. We chose this place for our recordings because the half sphere shape has no peaks and allows a pleasing, easy sound reproduction with natural room acoustical three second reverberation. Perfect sound reproduction was achieved with three AKG Austrian microphones and a custom built Ampex portable three-track one-half inch magnetic tape recorder."

These above-mentioned tapes were transferred to our digital compact disc master with no steps in between. What you hear is the exact sound of the original tape. Kevin Gray and myself have never had such an easy mastering job. Enjoy it!

Steve Hoffman, February, 1991.

ARTHUR LYMAN: 4-mallet vibes, guitar, percussions of all kinds 

JOHN KRAMER: Bass, ukulele, guitar, flute, clarinet and percussion 

ALAN SOARES: Piano, celeste, guitar, glockenspiel, chimes, clavietta and percussion 

HAROLD CHANG: Percussion virtuoso

Several tracks also feature CHEW HOON CHANG on flute and moon harp

1. TABOO (1957) (Lacuona)

2. CHINA CLIPPER (1957) (Conrad)

3. FIRE DOWN BELOW (1959) (Washington-Lee)

4. CUBANA CHANT (1959) (Bryant)

5. KINKAJOU (1959) (Baxter)

6. FASCINATION (1958) (Marchetti)

7. YE LAI SIAN (1958) (Traditional)

8. YELLOW BIRD (1961) (Luboff-Keith-Bergman)

9. JUNGLE DRUMS (1963) (Lacuona-O'Flynn-Lombardo)

10. LOVE FOR SALE (1963) (Porter) 

11. OTOME SAN (Japanese Drinking Song) (1958) (Tokuchi)

12. QUIET VILLAGE (1959) (Baxter)

13. TROPICAL (1960) (Gould)

14. BUSY PORT (1960) (Baxter)

15. BWANA A (1957) (Lyman-Kramer)

16. MOON OVER A RUINED CASTLE (1957) (Traditional)

17. ARRIVE DERCE ROMA (1961) (Pascao)

18. MARCH OF THE SIAMESE CHILDREN (1962) (Rodgers)

19. BLUE HAWAII (1961) (Robins-Rainger)

20. BRAZILLEROS (1964) (Milhaud)

21. DAHIL SAYO (1957) (Traditional)

22. LEIS OF JAZZ (1959) (Conrad)

23. ANNA (1962) (Vatro)

24. HAVA NAGILA (1961) (Traditional)

25. HAWAIIAN WEDDING SONG (Ke Kali Ne Au) (1957) (King)


