	Рекомендуем статьи на этномузыкальные темы

 – в файле ‘XTRA_ESSAYS’

Раздел 1:  LATINA   (Испания и Америка + Гаваи)

Испанский (и баскский) фольклорный раздел см. тж. в файле ‘Eurofolk’ (в конце файла); эстрада – см. в секции ‘Rock/Pop’.

Раздел 2:  AMERICAN  INDIANS
FLAMENKO:  см. -- Cante Flamenco (with vocal); Paco Pena (with vocal); Visente Amigo; Paco De Lucia; Egberto Gismonti; Martires del Compas (nuevo flamenco); Camaron; CHEB BALOWSKI; B-TRIBE ("Sensual Sensual":  Flamenco meets the artistry of Johann Sebastian Bach); GIPSY KINGS; Ottmar  LIEBERT; Carmen  LINARES; Manitas De PLATA; RADIO TARIFA; KETAMA; PERET; BAU; Juan Luis GUERRA (merengue);

GLOSSARY

balada cha a ballad played over a cha cha  cha rhythmic base.

bata a set of three hourglass-shaped drums  played by hand at both ends, traditionally  used during Lucumi rituals, with each drum  having specific rhythms assigned to it.  

bembe Lucumi ritual to honor and establish  communication with Yoruba deities of  Nigerian and Dahomeyan origins.

Boricua indigenous name for Puerto Rico.

cha cha cha a medium tempo music and dance form of the 1950s excerpted from the danzon and developed by the Cuban charangas.

charanga a Cuban dance ensemble with  flute, violins, vocals and piano playing over  bass, timbales and percussion; most associated with danzon and cha cha cha tunes.

chekere a large, globe-shaped, hand-held  percussion instrument made from a hollowed-out gourd, covered by a netting of  heads that produces a rattle sound when  slapped or shaken.

danzon a Cuban dance genre blending European court music with Afro-Cuban  rhythms.

descarga a Latin jazz "happening" characterized by improvised music; comparable to a  jam session in jazz.

guaguanco one of three types of rumba; a  seductive mid-tempo couple dance.  

guajira a Spanish-derived, slow-tempo music  genre originating in and expressing nostalgia  for rural Cuba that became popular among  urban Cubans who romanticized the simple  country life.

guaracha an up-tempo song and dance  genre of the Spanish-speaking Caribbean  and a major element of salsa along with  rumba and son.

mambo up-tempo, mostly instrumental, Afro-Cuban dance music which evolved from a repeating instrumental section of a song called the mambo or montuno. In Cuba, Orestes Lopez wrote a danzon which was the first tune called "Mambo" in 1938. Later the mambo was popularized internationally by Damaso Perez Prado.

rhumba or rumba a ballroom dance fad of  the 1930s, closer in sound to the son; popularized in Europe and the U. S. by Vernon  and Irene Castle as well as Xavier Cugat.

rumba Afro-Cuban urban party music with  drumming, singing and dancing. The three  main variations are columbia, guaguanco  and yambu.

son Afro-Cuban music genre originating at  the turn of the century in eastern Cuba; slow  to mid-tempo antecedent of today's salsa  music, and like ragtime, a blending of African  and European elements.

son montuno a slow to mid-tempo version  of the son, but more intense and driving,  made popular by Arsenio Rodriguez, the  father of modern-day salsa.
Afro-Cuban Jazz -- (also loosely referred to as Latin jazz) a fusion of bebop-rooted jazz improvisation with tropical rhythms of Afro-Cuban origin, as opposed to Brazilian, Argentine, Mexican, and other Latin American styles.

Bata -- a set of truncated, cone-shaped drums of Yoruba origin used primarily in Afro-Cuban religious music.

Bolero -- a slow-tempo, romantic ballad style of tropical music of Cuban origin.

Bongo -- small, double-headed drums played between the legs that provide a high-pitched counterpart to the conga drums in a variety of Afro-Cuban ensembles.

Cha cha cha -- a medium-tempo Cuban dance style from the 1950s that remains a popular rhythm for modern Latin-jazz groups.

Charanga -- a style of dance band that evolved in the early 20th century from a French dance form, in which flutes and violins are the primary voices.

Clave -- both the African-derived rhythmic patterns that are the signature of all Afro-Cuban music (and other Latin American styles as well), and the two wooden strikers used to pnoduce the distinctive sound.

Conga -- an essential part of any Afro-Cuban group, this waist-high drum of Congalese origin is played by a percussionist known as a conguero.

Conjunto -- term for a small Afro-Cuban band with rhythm section, vocalists, and four or fewer horns.

Cubop -- term associated with the first marriage of Cuban rhythms and modern jazz in the late 1940s.

Danzon -- a dance rhythm that evolved from the 18th-century French contradanse, performed today by charanga orchestras.

Descarga -- Cuban expression for a jam session or highly improvised song.

Mambo -- famous uptempo Cuban rhythm from the 1940s, popular with Latin-jazz groups and dance conjuntos.

Mambo section -- instrumental section of a salsa tune featuring layered horn parts and jazz-based solos.

Montuno -- both the syncopated vamp used by keyboardists in Afro-Cuban music and the call-and-response section of a typical salsa arrangement featuring the lead singer, the chorus, and instrumental soloists.

Rumba -- a festive, traditional Cuban dance style using drummers and vocalists. Although today, the word is often used to mean 'party', rumba represents a secular expression of dance, musk, and poetry with African origins.

Salsa -- disdained by some Afro-Cuban purists, the word has become an umbrella term for modern tropical dance music based on a variety of Afro-Cuban rhythmic styles, including son montuno and guaguanco. It was initially popularized by Puerto Ricans in New York City. 

Santeria -- an Afro-Cuban religious tradition based on Yoruba-derived rites, elements of which are being used more frequently today in secular forms like Latin jazz.

Son -- the basis for many Cuban musical forms, son evolved in Cuba's Oriente province in the late 19th-century as a blend of stringed instruments, Spanish-influenced poetry, and African-derived rhythms with an emphasis on vocal improvisation.

Timbales -- evolved from the timpani, these twin drums, along with congas and bongo, are a key part of a typical salsa or Latin-jazz rhythm section.

Tumbao -- a term used to describe the repetitive patterns used by both the conga drummer and bassist in most styles of salsa.


	ABDELLI
	New Moon
	1995
	45:50
	label: Real World Records (“This label has been established by the Real World and WOMAD to release a wide-ranging catalogue of music from the traditional to the very modern from all corners of the world. We have worked hard to build a special place for performance. Whatever the music, whatever the technology, great records come from great performances. I hope you get as much enjoyment from these records as we have had in making them.” — Peter Gabriel)

Abderrahmane Abdelli [lead voice, mandala]; Ariane de Bievre [transverse flutes, nay, quena]; Claudio Toro [cajon, tormento, bombo, maracas, tambourine, guiro, g]; Juan Antonio Caffiero [charango, cuadro, g]; Manolo Acuna [charango, s s]; Mdgidou [violin]; Saidi Abdelnour [darbukka, bendir]; Thierry Hercod [bandoura]; Thierry Van Roy [k, producer].

    ABDELLI, born in Behalil, Algeria, is Kabyl. The Kabyls, like the Chleuhs, the Mzabits and Tuaregs, are part of the Berber tribe, the original inhabitants of North Africa. Today they can be found from the Canary Islands to Egypt, from the Mediterranean to Nigeria. The Berbers could have landed on the American continent long before Christopher Columbus (names of towns with Berber roots are evidence of this). Among the ‘good guys’ Abdelli has met on his travels is Thierry Van Roy, a producer whose sensitive years allow him to discover his talents. Captivated by the beauty of the Kabyl singer’s voice, Thierry Van Roy searched for two years for the roots of this nomadic singer. On this album, ancient rhythms reflect the birth of a new  family. Differing from normal studio productions, Abdelli’s voice was recorded first so as to allow complete freedom for the rest of the arrangements.

   Chilean music is influenced by the music of the aboriginal Indians, the rhythms of the black slaves brought back by the conquistadores from Africa and the music imported by the Spanish. Kabyl and South American percussion have created new and colourful rhythms. The Kabyl goubahi and berpuali have been mixed with the Uruguayan candombe , the Venezuelan joropo, the Afro-Peruvian lando (traditional rhythm of the black slaves of Peru), the cueca (traditional Chilean dance), the Chilean rin and the Cuban rumba. The Kabyl quarter tone has combined with the equally tempered Western scale imported by the Spanish to South America. If one thinks of the Andalusian influences brought back to the Arabian conquests, it makes sense that Kabyl melodies are very close to European harmonies and that they combine so well with the Chilean sensibility. Kabyl music uses a medium range with hardly any low or high tones. South American music extends the range: for instance, the Argentinian bombo has deep tones while the maracas and tambourines supply the missing high tones.

   ALGERIA. Darbukka: A skinned percussion instrument very popular in North Africa. Bendir: A wooden frame drum (of about 50cm in diameter). A snare of 3 or 4 strings stretched under the skin gives a sound like a blown loudspeaker. This instrument is often used for religious music, especially to induce ecstatic frames of mind. Mandola: An instrument with metal strings that looks like a cross between a guitar and a flute. 

   SOUTH AMERICA. Cajon: A wooden box played by hand. The Spaniards had prohibited the use of drums made with skins in order to isolate slaves from their religious traditions and to stop communication over long distances. Subsequently, as wood was the only medium they were allowed, they invented the cajon. Tormento: A square drum whose upper panel is made of little wooden slats under which small tambourine cymbals are attached. Charango: A small guitar, whose body is usually made of animal shell, found in Argentina, Peru and Bolivia. Quena: A popular flute in South America. Cuadro: A stringed instrument whose size is between the charango and the guitar (four double strings).

   CENTRAL EUROPE. Bandoura: The national instrument of the Ukraine; a zither with approximately 50 strings.

	AFRO - CUBAN ALL  STARS with Ry COODER
	A Toda Cuba le Gusta
	1997
	55:46
	label: Nonesuch

Produced by Juan de Marcos Gonzales and Nick Gold.

Tres and leader – Juan de Marcos Gonzales.

Lead vocals: Ibrahim Ferrer, Pio Leyva, Manuel ‘Puntillita’ Licea, Paul Planas, Jose Antonio ‘Maceo’ Rodriguez, Felix Valoy.

Ruben Gonzalez (см. тж. ниже) [p]; Ry Cooder [slide guitar]; Orlando ‘Cachaito’ Lopez [b]; Luis Alemany, Manuel ‘Guajiro’ Mirabal, Daniel Ramos [tp]; Javier Zalba [bar s, fl]; Carlos ‘El Afrokan’ Alvarez, Demetrio Muniz [trb]; Barbarito Torres [laoud]; Miguel ‘Anga’ [congas]; Julienne Oviedo [timbales]; Carlos Gonzalez [bongos]; Alberto Virgilio Valdes [maracas]; Carlos Puisseaux [guiro].

Recorded at Egrem Studios, Habana, March 1996; mixed at Livingston Studios, London, 1997.

«This album is dedicated to Ruben Gonzalez, genius of Cuban piano» -- Juan de Marcos Gonzalez
Amor Verdadero (guajira-son)

Alto Songo (son montuno)

Habana Del Este (danzonete-cha)

A Toda Cuba Le Gusta (son)

Fiesta de la Rumba (guaguanco)

Los Sitio’ Asere (guaguanco son)

Pio Mentiroso (guaracha)

Maria Caracoles (mozambique)

Clasiqueando con Ruben (son)

Elube Chango (son afro)

	Vicente  AMIGO
	De mi Corason al Aire
	1991
	35:28
	flamenco
label: Sony Music 

V.A. [guit.]; Marcelo Fuentes [bajo]; Tito Duarte, Tino di Geraldo, Antonio Carmona [perc]; Javier La Torre [tacon].

	ANDES
	Fiebre De Amor… (Music from the Andes)
	1996
	47:37
	Peru

instruments: zamponas, toyos, quenas, antara, quenacho, charango, ac/el guitar, el bass, chacchas, synth.

Весёлые, энергичные ребята, безо всякой сентиментальщины. Можно сказать – ураган.

	ANTIBALAS
	Talkatif
	2001
	40:58
	jazz-latina band

label: Ninja Tune  www.ninjatune.net 

www.antibalas.com 

Jordan McLean [first tp & all tp solos]; Anda Szilagyl, Todd Simon [tp]; Michael Herbst [t s]; Martin Perna [bar s]; Stuart Bogle [a s]; Aaron Johnson [trb]; Ernesto Abreau [lead conguero]; Fernando Velez [congas, perc]; Duke Amayo [congas, perc, v]; Phil Ballman [drumset]; Giancarlo Luiggi [shekere]; Dylan Fusillo [stikers, perc, drumset]; Del Stibling [b]; Gabriel Roth [g]; Luke O'Malley [g]; Victor Axelrod [k].

	ANTIBALAS
	Liberation Afro Beat vol. 1
	2001
	66:26
	label: Ninja Tune

Antibalas is a diverse of music makers in Brooklyn, USA dedicated to making original revolutionary afrobeat music inspired by the chief priest Fela Anikulapo-Kuti as well as other visionary artists, musicians and thinkers.

Antibalas is more than just a band. It aims to be a movement in an era where the pursuit of money and fame has ruined the souls and work of our fellow humans.

	ARTANGO
	Tango Contemporain
	1993
	47:55
	label: Arion (France)

Musique, piano, accordeon: Fabrice Ravel-Chapuis et Jacques Trupin.

The tango irresistibly evokes the atmosphere of Buenos Aires, it’s

underworld, its smoky bars..., and although we have not sought to avoid these cultural references, they are only a part of the basis of our compositions. We are not from Argentina; for us this music is neither the representation of a myth, nor a social phenomenon, and therefore we preferred to turn our attention to its musical «form» in the classical sense of the term, rather than making an ethno-sociological study of the tango. In 1991, when we decided to form our piano/bandonion duo ARTANGO, we wished to work on the different rhythmic and harmonic components of the tango: on the one hand the omnipresence of a violent syncopated rhythmic element, creating the illusion of an intangible beat, which we have tried incessantly to deconstruct, and on the other hand a deep-coloured harmonic element which we have purposely made confusing by multiplying the tonalities and the chromatics.

These musical principles have been at the root of our common procedure. In following our research in the different areas of composition and performance, we have constructed, on the foundations of our own culture, a «tango» which belongs to us, in a way a reinvented issue.

The pieces which appear on this first album are representative of our present musical universe, which extends from the agressive tango in «Vague» or «Troubles» to the polytonal effects in «Cadences», including the play on rhythm (Saint-Cere I), and taking a light-hearted look at the traditional tango (Saint-Cere ll) and at the ballad (Amanini).
Fabrice RAVEL-CHAPUIS, Jacques TRUPIN

	ARTANGO
	Metropole
	1997
	57:49
	label: Virgin Classics Ltd.

Fabrice Ravel-Chapius [p]; Jacques Trupin [bandoneon]; + Quator a cordes: Cyril Garac & Nicolas Krassik [violons]; Francois Michaud [violoncelle].

Compositions de Fabrice Ravel-Chapius & Jacques Trupin (Arrangements Artango).

Live recording, 5-7.XII.1996.

«Our shared taste for popular, classical and contemporary music has brought us together to form the Artango duo.

For European musicians to write tangos may seem surprising...

However the music has forced itself upon us! Of Course, the tango has its origins in Latin America and it will always be bound up with the aura of Buenos Aires and the towns along the banks of the River Plate... But the spirit of the tango is to be found in any number of musical forms going way beyond those origins. It is there, for example, in certain African rhythms, in the habaneras of the last century, in romantic music, opera, cabaret, music-hall... In fact the tango is a musical form which cuts across categories and forms part of a universal culture: a violent and implacable rhythm which at times seems to hesitate, to reveal a fund of extreme gentleness... Nostalgia possibly, sensuality certainly.

And so the tango has become part and parcel of our music. The chosen marriage between our two instruments – piano and bandoneon – clearly made it inevitable that we should tackle this musical form.

For us to write tangos is to compose the music of today, ‘urban’ music. The town is part of our daily life: stations, departures, meetings punctuate our very existence as touring musicians. The pieces in this album are coloured by it.»

Metropole

Brumes matinales

Obsession

Gare centrale

Rendes-vous

Fleurs fanees (Astor Piazzolla)
Balle perdue

Aze 1

Valse mecanique

Braque-tango

Aze 2

Underground

Passager

Sur le fil

	ATAHUALPA
	Ritmo Andino
	1990
	49:02
	Peru 

label: ZYX Records

instruments: [charangos], [quenas], [zamponas], [guitarras], [arreglos], [keyboards], [voces].

	Susana  BACA
	Susana  Baca
	1997
	41:15
	PEROU - Canto Negro de las Americas

Down Beat 48th Annual Critics Poll: Beyond Artist Of The Year TWDR (2000)
label: Luaka Bop

Rec. at Amigos, Lima, Peru, June 1996; mixed in San Francisco.

Is it rhythm, merely rhythm, that moves my heart? Is it merely the rhythm of the words, the cadence of falling notes that floods me with longing, calling to me?
Does rhythm have memory, can it travel through time and make the old forever new? Can it tell us of other nights, caress us? Does it have a feeling, to make us dance alive in our skin?
All the songs that make up this record carry a life force flowing from the different rhythms comprising the rich and varied world of Peruvian culture. They are the ancestral rhythms of the grandparents who told us their stories, the mestizo rhythms of religious processions, the rhythms of cadence searching for words in poetry, and the eternal rhythm of the heart and celebration.
Our greatest challenge is to find the one true rhythm of freedom -something like the wind that allows a bird to fly; or a new language more powerful than speech, that holds you.
---- Susana Baca

	Susana  BACA
	Vestida de Vida
	1997
	57:27
	label: Kardum / Iris (Paris)

Благодаря “Vestida de Vida” Сусана Бака получила второй приз на фестивале Cuenca del Pacifico (Himene Patitifa), который проводился в 1991 году в Папеэте на Таити.
1- CANTO A ELEGGUA - Cuba / Afrique (Trad.) 3'47

2- JOSE LEONARDO – Venezuela (Ali Primeira) 4'42 

3- NEGRITO BONITO - Porto Rico
(Roy Brown) 5'16 

4- DOS DE FEBRERO – Colombie (Francisco Cobillas)
3'56

5- SUMMERTIME – USA (George Gershwin)
4'51

6- DONA SOLEDAD – Uruguay (Alfredo Zitarroza) 3'42 

7- PORTAL DEL COLOR – Brasil (Milton Nascimento / Ricardo Silveira) 4'05 

8- VESTIDA DE VIDA – Perou (Susana Baca / Francisco Basili) 5’08 

9- ZANCUDITO - Perou (dance de Noel) (Trad.) 4’09

10- BELEN COCHAMBRE
 - Perou (Complainte) (Trad.) 3’29 

11- SON DE LOS DIABLOS - Perou (Dance de Carnaval) (Trad.) 0'54 

12- DEJA YA DE PENSAR - Perou (Complalnte festive) (Nicomedes Santa Cruz) 2'57 

13- HORAS DE AMOR - Perou (Valse) (Felice Pintio) 3'36 

14- DE ESPANA NOS LLEGO CRISTO - Perou (ronde) (Cesar Calvo) 2'39 

15- BARTOLA - Perou (Marinera) (Alicia Maguina) 3'31

В 1990 году Сусана Бака выпустила этот альбом, который восстановил темы и песни, наиболее значительные в музыкальной продукции метисной Америки. Эта работа выделяется двумя фундаментальными элементами: ритмом, который происходит из Африки, и темами, порождёнными как конфронтацией, так и интеграцией между двумя культурами. Но здесь не идёт речь о ностальгическом возвращении к корням, но об обращении к истории и её мятежному духу.

Эта работа первоначально называлась “America... a Golpe de Tambor” (посредством барабана) и она является обозрением ряда популярных ритмов нашего континента, это мир мощных форм, мир чувств и слов с крепким вкусом жизни и страсти.

Но “Vestida de Vida” является также особым свидетельством музыкальных стилей, наиболее полно проявляющих вклад чёрных в формирование популярной музыки Перу. Это антология разнообразных стилей, которые позволяют нам открыть панораму афро-перуанской музыки, и она плавно переходит из традиционной музыки в музыку современную. Здесь задача творчества состоит просто-напросто в том, чтобы говорить то, что видишь, просто рассказывать о вещах, с которыми встречаешься.

Выражение “Vestida de Vida”, которое дало имя этому альбому, это призыв к гармонии с землёй предков и её надеждами.

Слушая этот альбом, мы принимаем участие в жизни и чувствах Сусаны Бака, и мы приближаемся к пониманию глубины влияния чернокожих на народную культуру Южной Америки.

--- Рикардо Перейра

«Я не училась музыке, она уже была частью моего мира ещё до моего рождения» рассказывает Сусана Бака. 

С самого раннего детства отец учил её петь и аккомпанировать на гитаре, а мать обучала её первым танцевальным па: swing, danzon, marinera, zamacueca, tango. Афро-перуанские ритмы и музыка были частью её повседневной жизни.

«Ещё будучи совсем маленькой, я ощущала свою принадлежность к тесному кругу лиц, чьи мечты и радости выражались через ритм.» Она и вырастала среди празднеств в народных кварталах Лимы. В этих кварталах культурное наследие рассматривается как семейная принадлежность, и оно хранится в памяти Сусаны Бака и становится лейтмотивом её работы.

«Однажды я ощутила, что мне недостаёт земли и традиции, и что я должна возродить народные аспекты нашей музыки.» И она начала собирать музыкальные материалы среди старых жителей чёрных кварталов и деревень.

«Я предложила возобновить связи с нашим прошлым и объединить культурное богатство наших предков: быть чёрным в Америке – не простое дело!» Через свой голос – нежный, глубокий и вибрирующий она передаёт радость, печаль и всю историю культуры африканцев, привезённых в качестве рабов в Перу с начала 16го века.

«Петь – это обнажать себя, ты как бы отваживаешься показать свою душу; позволяешь чтобы только время возвращало тебя в реальность. Песня – это всё!» Самоучка, Сусана Бака никогда не брала уроков музыки.

Она вдохновлялась композициями кубинских музыкантов, таких, как говорит Игнасио Вилла, «Bola de Nieve»; голосом «несовершенным, но волшебным» Луиса Армстронга; поэзией Пако Ибаньеса и песнями Билли Холидей, Эдит Пиаф и Марии Каллас. Но для неё самыми важными остаются удовольствия семейных праздников. «Для меня моими высшими учителями остаются мой отец, котрый играет на гитаре, мои тётки и женщины из нашего квартала, которые танцуют и поют при приготовлении блюд афро-перуанской кухни.»

Репертуар Сусаны Бака основан одновременно и на песнях традиционных и современных. Главное в них – связь с танцевальными ритмами, например, такими как festejo, lando, golpe o tierra, cumanana. Современные песни сочиняются наподобие вальса, marinera или zamacueca. Эти песни являются продолжением культурного наследия тех 500 лет чёрного присутствия на этом континенте, как это объясняет американский этно-музыковед William Tomkins: «Процесс афро-перуанской музыки идёт от радикальной дифференциации форм, ритмов и содержания, внесённых в интеркоммуникацию новыми рабами. Это и стало афро-перуанской музыкой, принадлежащей общему народному достоянию индейцев, чёрных, креолов и метисов.»

Для Сусаны Бака, этого чёрного ангела афро-перуанской песни, петь – это не просто искусство, но также и долг: «Я люблю отдавать в моём пении то, что я получила из вечного пения других.»

--- Mina Rad

	Susana  BACA
	Del Fuego Y Del Agua
	1999
	64:46
	label: Tonga / Elephant. Made in France (distribution: Night & Day).

Black Contribution to the Formation of Peruvian Popular Music.

Susana Baca
Susana Baca came to this world in the throbbing and sometimes chaotic metropolis of Lima. Her family moved from the popular district of Lince to Chorrillos a seafront district largely populated by fishermen. Her place of birth, more or less cuts in half the two areas of concentration of Black population, the northern and southern coasts. Both of her parents migrated to Lima from these opposing poles, her father, from the northern town of Nepena and her mother from the southern town of San Luis de Canete, home of the best chicharron peruano.
Despite the abundance of styles and the richness of Peruvian music, until very recently, the only music formally taught in academic circles concentrated exclusively on the European Classics. Therefore, Susana received her "formal" musical training from her family and from the jaranas retretas and from listening to a diversity of radio programs available on local airwaves. At the same time she pursued studies at the National Univertity of Education receiving her degree in 1968.
Under the auspices of the National Institute of Culture, Susana performs professionally, for the first time, in 1970. Since the appearance, her powerful and articulate voice, as well as her progressive edge to the musical traditions, earned her the respect and admiration of critics, colleagues and audiences.
Susana has traveled all corners of the world spreading the legacy of Afro-Peruvian folklore. In 1987, Susana was named Goodwill Ambassador by UNI-CEF and visited academic symposiums sponsored by UNESCO. She was honored to represent Peru in Seville's World Expo 92.

Jarana: a family or community musical gathering.
Retreta: a Sunday musical affair still popular in the Plazas of Peru.
Chicharron: deep fried pork meat.

DEL FUEGO Y DEL AGUA – Black Contribution to the Formation of Peruvian Popular Music
Nothing is as special as the immense task of creating,
In other words, to take,
transforming with illusion,
the old towards the new,
the forgotten towards the dreamed.

The desire to identity black contributions to the formation of Peruvian musical culture dates from many years back. There were moments in which the musical experiences of Blacks were understood as a deformed product of European culture and others which expressed an ardent need to rescue the African root and to minimise the Spanish influence. Until very recently, Andean culture appeared to be weakly related with coastal musical culture and particularly, with the music of the Black and mulatto communities.

In order to present this anthology, we have delved into an ancient but still current way of life. In it there is joy and sadness, poverty and exuberance, delicate lyricism and a burst of passions - fuego y agua (fire and water). The Black community in Peru is now a Peruvian community. It is tradition and a calling for modernity, recollection and creativity. We hope this to be apparent in the selected songs.
Susana Baca represents a major part of this collection. She is not only one of the greatest and most expressive performers of Afro Peruvian and Creole music, but also one of the most dedicated researchers of tradition. Through the efforts of Susana, along with those of Francisco Basili and Ricardo Pereira, this music has been documented, thus affirming the need to spread the word beyond the ancient land of the Incas.

The Arrival And Incorporation Of Blacks
In 1455, the Bull of Pope Nicholas II conceded to Alphonsus V, King of Portugal, the authorisation to reduce Saracens and the pagans to the status of servitude. However, reality preceded legislation. The Nubians effectively took part in the triumphs of Roman generals. There were black slaves in Byzantium as early as 1443, due to a cargo of 235 slaves which had entered Portugal. There is also some evidence that a number of Blacks were present in the Columbus expedition. 

In 1501, Queen Isabel of Castille and Fernando of Aragon gave Nicolas Obando, governor of Cuba, the authorisation to import Blacks born in Christian territories. These Blacks were called ladinos.
In 1510, Micer Giron took the first Blacks purchased in Spain to Puerto Rico. This act initiated the widespread Black population of the Caribbean and also triggered their displacement from domestic servitude to agricultural labour. In 1523, Blacks participated in Don Pedro de Alvarado's conquest of Guatemala. Then four years later Francisco Pizarro arrived in Tumbes, Peru. A Black man participated in this landing, causing astonishment among the native Indians who attempted to wash off his colour.

In 1529, after the Capitulation of Toledo, Queen Juana authorised Pizarro to take fifty Black slaves in his expedition, one third being females. This venture represents the origin of the legal presence of Blacks in Peru. There are differing accounts as to the position of these first immigrants. According to some, the Blacks were placed in the lowest of classes due to their slave condition, and others dispute that they enjoyed a higher esteem above that of the natives, often taking the role of foremen, having a strategic position within the military structure and the Black females raised the children of white masters. Moreover, 1540 saw the foundation of the first Black Cofradia, the religious version of the brotherhood of slaves, which provided a sort of nucleus of unity and community for the members.
Meanwhile the various forms of domestic coexistence led to developing relationships between the Blacks and native Creoles. The grace and beauty of Blacks was undeniably recognisable, but it was counterattacked with accusations of voluptuousness and unruliness. Blacks were admired for their culinary taste and for their knowledge of herbs used for curing common illnesses, but they were equally suspected of practising witchcraft. Blacks were acknowledged for being jovial, loving festivities and for having an innate aptitude for dancing, but simultaneously they were considered to be lazy. And yet, despite this acknowledgement of their dancing skills, a large amount of historic documents characterise Black dances as being 'indecent', 'immoral', 'obscene' and 'lascivious'. They were constantly prohibited during the colonial regime.

With the direct importation of African slaves, who were called bozales (Blacks of pure blood), the lineage or ethnic origin was a determining factor in the assignment of posts in these cofradias. Traders placed care in not bringing African nobles in order to reduce the chances of uprisings. They also tried to minimise the risk of rebellion by composing slave groups of different origin and nationality. Nevertheless, the cofradia gave them the opportunity to socialise and they were able to retain or syncretise dances and other practices of African origin which were otherwise considered as 'immoral' and were constantly prohibited during the colonial regime.
The importation of bozales in the early 1600s coincided with the establishment of the first haciendas. Rapidly Black slavery became primarily an urban institution with Lima serving as a base of operations. The ownership of slaves served as a status symbol for captains, clergymen and Indian nobles. One may be surprised to learn of the existence of native or indigenous nobility, but given the immensity of the territorial conquest and its sizeable population, the Spaniards had not other recourse than to recognise it. Indeed, the vast Inca empire had suffered the struggle for power between two brothers, Huascar and Atahualpa, who both wished to succeed their father, the Inca Huayna Capac. The latter, hearing of the Spanish arrival, ordered the death of his brother which in turn became a pretext for his execution. After Atahualpa's death, the Spanish encountered minimal resistance from the natives - they were protected by a tradition that told of the arrival of a bearded white god who would rise from the ocean. Moreover, the conquest was a masculine enterprise and the newcomers needed to find convenient mates. The native princesses were considered as ideal partners as they would contribute with their dowry and royal status.
The first haciendas were organised for the growing of spices of European origin. However, this activity took up little land in the first decades whereas gold and textiles offered the major source of wealth for the acquisition of goods in the metropolis. For this reason, the labour of Black slaves was basically used to fulfil domestic chores and other duties related to transportation, personal attaches or the military.
Later, many Blacks joined the artisan forces. Artisans were generally appreciated and worked in more liberated environments where they were allowed to retain an amount from their earnings for the eventual purchase of their own freedom. Soon, a number of Blacks were engaged in artistic occupations as musicians, dancers, choir and music teachers, a source for their education being the ecclesiastical teachers.
Then, there was the life around the ports, where groups of Blacks from the merchant ships, sailors and crooks could be found singing the popular tunes from other ports, re-inventing dances, tales and verses. From this stemmed the mighty diffusion of the diverse musical genres that would travel through colonial America in the centuries to come.
During the early XVII century sugar production was reaching a high in the American continent and thousands of pure bloods, destined to the Caribbean and Brazil were imported for this purpose. In Peru, the cultivation of sugarcane was also initiated and slaves, many being Creoles, were imported to the northern coast.
In the entire coast, the native population had greatly decreased, victims of imported European diseases. Lima was the most important city in South America and the number of Blacks grew to represent almost two thirds of its population. This triggered a process of ethnic mixing that established ethnic categories with corresponding social status. From the mix of a white-with an Indian, a mestizo was born, from the mix of a white with a Black, a mulatto was born and from the mix of a Black with an Indian a zambo was born.
One hundred and twenty years after the initiation of the conquest, traditions and styles of European origin were solidly established, and consumer goods for the privileged classes were brought almost exclusively from Europe. The encounter of worlds also resulted in a new style of fiestas, ceremonies and objects. The available records concerning public fiestas testify the early participation of Indians and Blacks, the latter being under the supervision of ecclesiastical authorities. Thus the preservation of some traditions and stylistic forms of African origin were made possible through their participation in public activities, but were hidden behind the guise of Catholic ceremonies.
However, the process of integration of Blacks cannot be understood without making reference to racism and abuse. In the XVII century, several types of spatial segregation existed. In agriculture, common dormitories known as barra-cones or galpones were enclosed and overcrowded and were used in order to separate the genders. Domestic slaves knew a different form of segregation formed by the layout of their masters' homes which had a succession of patios. The second patio space was occupied by artisan slaves, the preferred housekeepers and the mistresses whereas the third patio was shared by the nonspecialised servants. Segregation was also apparent in the location of ranches inhabited by the Blacks which were placed a certain distance from the city centre or from the hacienda house. Lower classes were equally housed in alleys, with small rooms arranged around a central patio, the inhabitants sharing common hygienic facilities. The original Afro-Peruvian culture, being neither African nor Spanish, flourished through these various spatial groupings
The XVIII century was marked by the excessive exploitation of haciendas which provoked a loss of fertility and the continuous increase in the number of slaves. The Blacks became victims of inefficient administration, the scarce reinvestment and the irrational model of cultivation. Bad treatment resulted in cimarrones, who escaped from the hacienda to encampments called palenques and whose clandestine lifestyle inevitably led them to rob and to pillage. Meanwhile, in the cities, the harmony of the society and its institutions was disturbed by the union of white masters and the fertile Black slaves. Paradoxically, the church defended the Black women and their illegitimate children, making the masters pay for the consequence for their infidelity.
In the last quarter of the XVIII century free slaves were present in society. Certain mulattos were allowed to benefit from an education and consequently develop a trade. The new reality was beginning to distance itself from the dogmatic justification of slavery and race inferiority.
Before the end of the century, Toussaint Louverture, had initiated a feat of emancipation in Haiti, with continental resonance.
The first half of the XIX century witnessed struggles for independence. Don Simon Bolivar, of Black descent and high status, was the leader in the epic liberation of Venezuela, Colombia, Ecuador and Peru. Regiments of soldiers, of different shades of skin, accompanied the Argentine Don Jose de San Martin in the liberation of Argentina, Chile and Peru.
In the second half of the XIX century, President Don Ramon Castilla mandated the abolition of slavery. By then, Blacks were a clear minority and their cultural presence had become significant in Lima and in some parts of the northern and southern coasts, especially through their music and dance manifestations. Indeed, the Blacks were truly recognised for their amusement and entertainment patterns. Blacks and mulattos developed the practice of jaranas (festive musical gatherings) which defined entertainment in Lima. Any occasion became an excuse for an owner to host a jarana reunion which lasted throughout the night. Towards the rise of the century, the musical interests of the mulattos came to be incorporated into popular Mestizo and Creole neighbourhoods. Another major change occurred in the second half of this century with the introduction of radiotelephony. Thanks to radios and albums, the quality of a voice, the sound of music and the love for musical interpretations became much more important than colour itself. A radio soap opera, 'El Derecho de Nacer' (The Right To Be Born) brought up themes of interracial bastardy to the modern-day melodrama. The music of Cuba and North American Blacks gained legitimacy among the higher classes. The time had come for the Andean musical movement to revive and blossom. For Blacks, it was time to proudly find their African roots and to recreate or reinstate those beliefs which were on the brink of extinction.
Today, Black neighbourhoods are not as easily identifiable as before because the Black families have found themselves integrated into the popular movements. Blacks have enriched the exchange of wisdom and blood through which nationalities were forged and life was either lamented or celebrated.

The Music, The Dances And The Instruments In Creole Peru 
In order to understand the musical genres created by Black Peruvians and to classify them within the Creole category one should first understand the cultural and racial intermixing in relationship to the group settlements in rural and urban areas.
Black settlements, which originated with the conquest and colonisation of Peru, were located primarily along the coast. The sudden growth of important economic urban centres also generated spaces for self-expression. In these centres, social power originated from prestigious Spanish and Creole families on one side and from the church on the other. The authority of both groups was extended to include the organisation of religious festivities and other calendar celebrations of popular appeal.

In the northern coast, slave importation provided labour for sugar farms, soap factories, alcohol and coal production. The huts or barracks became part of the hacienda landscape. Dances with songs and music were born, all sharing the same basic structure: Glosa, Dulce and Fuga. The glosa is the charismatic and humorous opening piece in the 'Zana' and has an enamouring effect in the Tondero'. The dulce is a preventive approach and the fuga is the closing section. The Zana or Lundero (Black dance) is a song of pagan and religious undertones, taking its name from the town where it originated. It is a choral chant with a lead vocal and a response chorus in the antiphonal form, a clear characteristic of the African chants. It was backed by an instrument called the checo and was sung in the 19th century.
The Tondero is a dance and a rural-urban chant of significant Black influence. The musical accompaniment is provided usually by two guitars, hand claps and the cajon. Today, the Tondero is danced in all popular festivals in the northern provinces of Piura, Lambayeque and La Libertad. To dance it, the woman wears a skirt and a blouse, the man wears rolled-up trousers; both dance barefoot. The Marinera Nortena can be confused with the Tondero. Nowadays the dance is backed by a band and comprises of three parts - the slow paseo, the careo and finally the joyous fuga. It is danced in the entire northern region. The Tonadas y Tonadillas are popular colonial dances of Spanish origin which were influenced by Blacks, Mulattos, Mestizos and Indians. The Pava was a dance used to celebrate the harvest, possibly linked Nto the liturgical rituals of fertility.
The Conga is of African origin and was backed up by a piano, guitar, a vihuela guitar and cajon.
Cantos o Versos Cantados are songs or sung verses. The Triste are verses expressing sadness and the pain in everyday life, accompanied by the guitar. The Decima consists of spoken verses again backed by a guitar. It is of Spanish origin but found a home among Black settlements. La Cumanana is sung poetry which offers the opportunity for two musician-poets to compete. As a musical form it has two origins, Indian and Black.
In the central coast the Black population overlapped into the urban textile industry rather early on. From the slavery on the hacienda they developed into domestic servitude which gave way for Black presence in the daily life of the city. The first Black neighbourhoods surfaced with the end of slavery which housed cultural intermixing.
Of the music with song and dance that flourished under the refuge of official Catholic festivities, the oldest in the 'Son de los Diablos'. In Lima it was danced by Blacks, wearing masks and extravagant costumes, but it was also said to have developed in the Andean region. The development of this processional dance has definitively been linked to Afro Peruvian expressions born in the brotherhoods and cofradias. It is interesting to note that the idea of 'el diablo' or the devil is a concept brought to the Americas by the Spaniards, by which Blacks found it to represent an aspect of their religion.
In the 18th century the Zamacueca appeared as a dance, musical style and song in both cities and rural regions. In 1879 its name was changed to the 'Marinera de Lima'. The Zamacueca is described as the luxurious dance of Blacks, often depicted in lithographs and water colours. Danced in both ballrooms and street alleys, it was accompanied with guitar, cajon, timbril and hand claps. Its des-cendent, the Marinera Limena is also called 'Jarana' is now rarely interpreted due to its complicated structure. It was often danced and played as an end to a fiesta.
Other genres of the central coast include the Pregones, the Waltz, the Creole tap dance of Lando, the Toro Mata, El torito Pinto, the Mozamala, Levantamelo Maria and la Resbaloza y el Agua e' Nieve.
In the southern coast Black presence was originally associated with the farming of cotton and grapevines. The thematic musical styles from this region were clearly tied to the rites of fertility, loving courtship and the competition between gentlemen.
The Yunza is still danced to this day during carnival period and is one of the few folkloric dances from the coast of Peru which is executed by an entire community. It gathers everyone: Indians, Blacks, Half-breeds and Mestizos. Another dance called the Toro Mata, which later disappeared can be found in XIX century literature. Other southern coast dances with music and song include 'Pallas', 'Panalivios', 'Serranitas', 'Agua e' Nieve', Torito Pinto', 'Lando' and 'Inga'.

Certain musical manifestations from Peru's coast demonstrate how popular singers and instrumentalists of this region have recovered and extended the experience of being Black in a strange land. And they have diversified and put rhythm into the human and divine, thus forming a collective memory of the nation.
The singing patterns and instruments along with the particular rhythm are the perceptible traits which identify this music. Today, the most widely used instruments are el Cajon llamador, el Cajon repicador, the Cajita, the Cowbell, the Quijada (jawbone), the Seeds, the Rattles, the Carrasaca, the Tablita and the matraca.
We may conclude that Black Peruvian music has a very distinct form of expression than in the rest of Latin America or Central America. Beyond that, it has many projections as Black music is being created today with instruments which are being adopted as their own and that are going to offer the artists of these regions many more possibilities and who will find their expression in Black music.

Songs
Copla
Copla de la O, Copla de la Luna, Copla de la Muerte
We were able to rescue a few coplas (couplets) which have been placed as bridges between songs in this collection. This music genre has now disappeared from the popular vernacular. There are still a few copleros around but their continuity is in danger.
Tonada
Tonada del Congo
Juan Baltazar Martinez de Companon y Bujanda, bishop from Trujillo (1735-1797) picked up this genre and transcribed Tonada del Congo, leaving a testimony that expressed the actual lifestyle of Blacks during that time period. The tonadas, during the beginning of the colonial period, existed as a group of popular dances, possibly of Hispanic origin. But in that time period, besides the Spaniards, there were Mulattos, Blacks, Mestizos and Indians interacting with each other and the dances and songs received contributions of the cultural heritage of all these groups, thus giving the music a particular character.
Hatajos
Hatajo de Negritos
The hatajos is a song and dance performed at Christmas time, practised in the
rural areas of the southern coast of Peru. It is a mixture between Spanish carols
and baroque music interpreted with an Andean' feeling and zapateo in the style
of Black Peruvians.
The preparation for the hatajo begins in October and lasts until 24th December.
The procession in the streets of the town praises the images of Baby Jesus.  It is
danced for three days during Christmas and also during the Feast for the Kings
on 6th January.
La Marinera 
La Veguera
This music and song of counterpoint is considered the national dance, especially in the last 100 years when it changed its ancient name from Zamacueca. Two types of Marineras remain in effect today : Limena and the Nortena. Nowadays, the Marinera Nortena, danced in the northern regions, is the most widespread among the masses. It is a 'dance of handkerchiefs' joined by a band of musicians. It has three sections : a slow, a picaresque and a vivacious part.
The Tondero 
El Guayacan
The tondero is a musical style consisting of song and dance from the urban and rural zones of the northern coast. It is generally picaresque because it expresses the joy of falling in love. The music consists of harps or guitars, tiple (guitar), mandolins, hand claps and cajon. The couples wear their 'Sunday attire' and bare-footed, they engage in a sensual dance. In the present anthology we have included a contemporary tondero which refers to one of the most famous religious sanctuaries in the north, a place for devotion and thankful praise.
Lundero O Zana 
Zana
This is a Black dance and a religiously profane song which takes its name from the town where it was born. As in the tondero it falls into three parts - the glosa, the dulce and the fuga. The lundero presented here is based on a musical version by the prestigious composer, Nicomedes Santa Cruz.
Zamba-Lando 
Lando
This genre is considered as one of the most influenced by the African styles, previously known as Zamba-Lando. Famous for its explosive happiness and marked by strong erotic elements, this genre was born among the peasants who inhabited the rural coast during the XVII century. It takes the character of a fertility dance. The lando selected here is the conjunction of a composition written by Augusto Ascuez, fragments collected from old lyrics and verses belonging to Francisco Basili. The lando is currently the most preferred genre among young composers for being one of the strongest rhythmic forces in Creole music.
Golpe E' Tierra 
Negros del Combo
This song depicts the incidents following the flooding caused by the Zana river in 1720. It was played in the northern coast and was based on the syncopated .singing of phrases at the beat of the checo, an instrument made from a hollow pumpkin, which is no longer used but which is believed to have been the first instrument available for Blacks living in haciendas. The song was transmitted from generation to generation, a hymn of solidarity among Blacks.
Pregon
Revolution Caliente
Pregon is how street vendors would announce their goods walking through the
streets of the big cities in Latin America.   Blacks, Indians and Mestizos were
among the pregoneros but some pregones are typically Afro-Peruvian, such as those about the watermelon vendor and the tamale vendor. Their appearance dates back to the XVIII century, popular tradition being its greatest exponent, but the genre is now almost extinct. The pregon in this anthology was sung and archived by the last survivor of this genre, who worked in Lima as a vendor of pastries.
El Vals 
Aparicion
The waltz became Peruvian in the XX century. Its European origin does not diminish the creative input given by Creoles, Whites, Mestizos and Mulattos. Out selection reveals a romantic and modern style waltz which enjoyed great success during the first half of the century.
Zamacueca 
Fuego y Aqua
This genre made its appearance around 1700 and many reckon it to be the most representative musical form of Black presence in Peru. However, no musical scores for Zamacuecas have been preserved. The cause for its disappearance is ignored, but we do know that by 1879 it had been replaced by the Marinera de Lima. Fuego y Agua presents events that pertain to Black women in Peru and then celebrates their presence in the history of the country. There are many historical testimonies that Bolivar was a great dancer of Zamacueca and that he danced it on repeated occasions during the festivities which were celebrated in his honour.
Toro Mata
Toro Mata
This song and dance arrived in Peru with the Conquest during the XVI century.
Originally from rural roots, it became urban and was performed by Blacks in
both environments. The themes of this genre are linked to the participation of
Blacks in bull fights. At the beginning of this century, the Toro Mata was almost forgotten, but new interest developed by the 1950s.
Festejo
Avelino Ciudad
The joyful Festejo, which exists in Peru since the XVI century, is danced whenever there is a celebration and is both rural and urban. The dance is one of dare and joy, yet the lyrical content deals with life during slavery and is expressed in short and picaresque verses. This collection includes a festejo with a rhythm of the 40s and with lyrics mentioning popular Blacks from Lima of today and always.
© Tonga & Groupe Fremeaux Colombini SA, 1999.

	Susana  BACA
	Eco De Sombras
	2000
	48:26
	label: Luaka Bop (USA)   www.luakabop.com 

Contact:  Sbaca@unired.net.pe   Susanabaca@yahoo.com 

SUSANA'S MUSICIANS: David Pinto: bass, backing vocals; Rafael Munoz: acoustic guitar, back​ing vocals; Hugo Bravo: congas, effects, quijada, checo, timpani, mesa, botijas, yembe, backing vocals; Juan Medrano Cotito: cajon, mesa, backing vocals.

SPECIAL GUESTS: Marc Ribot: electric guitar; David Byrne: electric guitar, charango; Greg Leisz: pedal steel; John Medeski: piano, organ; Rob Burger: accordion, organ; Greg Cohen: contra​bass; Cyro Baptista: berimbao, campanas, percussion. 

см. тж.: Medeski, Baptista – в секции ‘Jazz’; Ribot -- в секции ‘Alternative’; Byrne – в секции ‘Rock’; Cohen -- в секции ‘Alternative’: John ZORN/MASADA.

“It is said that passion intensifies with restraint; then the beautifully cool vocals of Susana Baca over her band’s deep Afro-Peruvian grooves is as emotional as it gets. On this collection of classic songs they move their deep traditions forward by collaborating with the cream of New York’s downtown musicians and producers. A visionary artist.”

— David Byrne
This time the music has brought together passion and joy, the lyrics flowing from many streams, and the rhythm has persisted with all the force of a heart beating.

"...Silent mirrors, saying it all and the small hands that can never cover the shadows that invade the bends. Mirrors that refuse to reflect only bodies, here is my entire story, pulsing like on echo in the midst of the shadows... ".

A house balanced on a steep slope, filled with rumors, calls out to producers and musicians, artisans of a new and strange skin, capturing singing and thus not murals nor borders can contain this woman, sea conch, register of calm and storm.

"Here are the corners of my soul, sharpened aristas, forged with the song of those who always grow quiet, the faraway sea, but I am all wave and I won't let you return... ".

Everything is rewritten when it comes to Susana Baca and ECO DE SOMBRAS. The words soon waltz and fly before our eyes, but we can't grasp them; Susana will take them in her fleeting skin, but she will never be complete.

	Susana  BACA
	Espiritu Vivo
	2002
	56:37
	label: Luaka Bop (USA)  www.luakabop.com 

Marc Ribot (см.) [ac&el g, loops]; John Medeski (см. в 'Jazz') [ac p, organ, melodica]; Sergio Valdes [ac g, backing voc]; David Pinto [b]; Hugo Bravo [perc]; Juan Medrano Cotito [cajon].

"four geological eras had to pass so that human beings would be able to outsing the birds and die for love."  -- Gabriel Garcia Marquez

[Susana Baca about #11 of this album -- "The Anchor Song" by Bjork]:

"Bjork is a voice of the modern age. She takes me back to my twenties.

I like that minimalist way of making music. I listen to it and enjoy it, it transports me and I feel it could be mine. That sea, that door to the house, it's a bridge…

I have sung this very freely. John and Marc played it that way, too. We all let ourselves be carried away by the initial melody. I think what we hear is just communion."

	Cyro  BAPTISTA
	Vira Loucos
	1997 
	45:16
	label: Avant (Japan)

plays the music of Villa LOBOS

Cyro Baptista [v, perc]; John Zorn (см.) [a s]; Marc Ribot (см.) [el g, ac g, banjo]; Greg Cohen [b]; Chango Spasiuk [accordion]; Romero Lubambo [ac g, cavaquinho]; Nana Vasconcelos (см.), Vanessa Fallabella [v].

Dansa ............................................ 3’ 32’’

Passion in the Basement .............. 3’ 31’’

Cantiga .......................................... 5’ 47’’

Ama / Teresinha de Jesus ............ 4’ 52’’

Complaint / Sabia ......................... 3’ 12’’

Choro / Trensinho Caipira ........... 6’ 40’’

Chronos Number 8 ........................ 3’ 51’’

Dansa do Indio Branco .................. 3’ 32’’

Ciranda ............................................ 5’ 09’’

Sapo Cururu ................................... 5’ 02’’

   «In the middle of the miserable winter of ’96, Michael Tilson Thomas invited me to Miami to prepare a program of Villa Lobos with the New World Symphony Orchestra. When I got there, I found him sitting in a swimming pool of musical sheets. He was having trouble with a complicated transition from violas to violins. There were so many notes written on the paper he showed me that it seemed as if thousands of dead flies were laying on the music sheet. My immediate reaction was to play the berimbau and sing the simple Brazilian folk melody that Villa Lobos had based his composition on, and so I had the idea of developing a work based on the sources Villa Lobos used in his music, exploring the various percussion elements predominant throughout his work. Only a man of strange appetites like John Zorn (may God keep him like that), could give me the courage to make this idea come alive. As for Villa, if he turns over in his grave and throws up dust, I’m sorry. I am a live idiot.»  -- Cyro Baptista

	Raul  BARBOZA
	Music From The Border
	1990
	45:10
	Argentina / Paraguay

Raul Barboza [accordion]; Ricardo Scofano [bandoneon]; Lincoln Almada [harp]; Vidal Rojas [g]; Roberto Tormo [b]; Martin Saint-Pierre [perc].

	Rodolfo ‘Nava’ BARRERA
	Nava
	2000
	45:45
	label: Palm Pictures (Ryko Palm, London), Series Ryko Latino.

Release date: 05th June 2000. Promotion copy.

NAVA is one of the top songwriters in Latin music, his hit compositions for salsa and merengue divas have sold millions. On his debut international release in his own right NAVA this unique artist brings his cosmic/carribean soul and poetry to jazz, salsa, hip-hop, reggae, plena, rock to create a seductive soundscape. 

l. La Vaquita (4:29) 2. Cuando Se Ama (3:19) 3. Tatuaje (4:26) 4. El Amor Los Tres (3:29) 5. Asi Na’ Ma (3:23) 6. Corazon Vioteto (4:03) 7. El Paraiso (3:45) 8. Aguo Bendita (3:47)  9. Mujer Bohcuo (3:16) 10. Vuilvel A Intentar (3:23) 11. Hey You (4:57) 12. Inevitablemente* (3:31)

	BAU
	Blimundo
	2000
	50:10
	label: BMG France – Lusafrica www.lusafrica.com  e-mail: lusafrica@aol.com 

Bau (см. тж. с: Cesaria EVORA) [violon, guitares]; Hermany Almedia [g]; Luis Ramos [g]; Jacinto Perreira [cavaquinho]; Jose Paris [guitare basse acoustique]; Djini [perc].

1 JOMBO 3'11 (Travadinha)

2 MELODIA D'ESPERANCA 6'28 (Paulino Vieira)

3 NOITE SERENA 4'14 (Rufino Almeida / Hernany Almeida]

4 TOY 4'09 (Trad. / Rufino Almeida)

5 BAU 3'51 (Hernany Almeida)

6 PAPA JUQUIM PARIS 4'18 (Trad. / Rufino Almeida)

7 BLIMUNDO 7'00 (Trad. / Rufino Almeida)

8 FOX LUMY 4'39 (Luis Rendall)

9 RONCO DI MAR 3'48 (B. Leza) 

10 REGRESSO 4'17 (Djak Monteiro) 

11 FLOR FORMOSA 3'51 (Djak de Carmo)

	BONGA
	Swinga Swinga
	1996
	64:33
	label: [pi’ra:nha]

В аналогичном стиле африканского варианта португальского fado см. тж. Cesaria  EVORA в секции ‘Latina’.

Bonga – lead vocals, dikaza, afoxe, conga, apito 

Costa Neto – guitar, vocals 

Tiao – guitar, cavaquinho, vocals 

Bruce Grant – saxophones, flute 

Fusica – keyboards

Alfredo – bass, vocals

Haraldo – congas, pandeiro, caxixi, apito, triangle, keixada, tambourine, pandeireta maracas, vocals 

Freddy – drums

Recorded l02% LIVE during the HeimatKlange Festival Berlin, August 1995; mixed 1996.

1. Mariquinha

2. Mukanji

3. Praca

4. Ungu-Dikanza / Galinha Kassafa

5. Avijota

6. Monakin’ gui xica

7. Olhos Molhados

8. Kisselengenha

9. Makongo

10. Mama Lala-Muadiakime

11. Jigonca

Bonga and LusoMania

Born in Dande (Angola) in 1942, Bonga is the ideal personification of "Lusophone" culture, that is to say, the culture of the Portuguese-speaking community. He grew up in Africa but launched his career in Europe, initially as an athlete with Benfica in Lisbon. Since the beginning of the seventies, however, it is as a singer that Bonga has won fame both in his native land and amongst the African living in Portugal. On his debut release, "Angola 72", recorded in Holland, Bonga denounced the continued presence of Portuguese colonial rulers in Africa in no uncertain terms. This cultural ambassador with his penchant for social criticism was granted political asylum in Holland and settled there in 1972. He then left that country for Paris where many Africans from ex-Portuguese colonies had taken up residence. It was in France that he formed "Batuki" with musicians from Angola, Brazil, the Cape Verde Islands, Sao Tome and Guinea Bissau. The name, which derived from the Portuguese word "batuque" drew attention to the message at the centre of the group's outlook and philosophy. The Portuguese gave the name "batuque" to the music played by colonised people, whether in Africa or South America, in the coloniser's eges this music was alwags considered "primitive". The musicians in Batuki not only shared a common Lusophone bond but also the fact that they all belonged to hitherto marginalised and downtrodden cultures. The Portuguese revolution in 1974 allowed Bonga to return to Portugal and even to Angola, where a large and faithful audience for his music exists up to the present day Bonga, who divides his time between Paris and Lisbon, has already released more than a dozen albums and is universally acknowledged as someone who possesses one of the "most beautiful voices in Africa".

There can be no doubt that Bonga's art is one of the best expressions of the cultural and geographic breadth of the Lusophone community. His Angolan musical outlook mixes with a Brazilian approach and a sentimentality that is very much Portuguese.

Semba, rebita and other elements of Angolan music, and particularly of that sung in the Kimbundu language, are the cornerstones of the popular music of that country. Bonga's first musical steps might have been taken to the tune of the rebita music which his father placed on the accordion but he also knew how to find his way from the Angolan semba dance to the Brazilian samba. The striking similarities between these two styles bear irrefutable witness to the common destiny of both countries. Even today many aspects of the music, dance and use of certain instruments of Angola and Brazil remain inseparable and intertwined. Moreover Bonga travelled to the only Portuguese speaking country in South America where he gave numerous performances with the poet of samba, Martinho da Vila. This type of samba typical of the Rio de Janeiro region has found its way into many of his songs, particularly in the rhythm of the cavaquinho, the small four stringed guitar. Furthermore the musical bow that Bonga plays often in his concerts is the perfect symbol of Lusophone homogeneity since it exists both in Africa and Brazil. What does it matter if the Angolan hungu is really a berimbau. The same goes for his 4 feet long scraper, his dikaza,  with which Bonga accompanies himself and gets his audience dancing, punctuating his music with "swinga, swinga" sounds. When this scraper teams up with the beat the resulting rhythmic mix is hard to resist.

The role of Angola's cultural ambassador has entailed decades of struggle for Bonga, against Portuguese colonial oppression, against the undeclared war in his home country and against the intolerable misery in which a large proportion of his fellow countrymen are forced to live. The task of stirring and moving his Angolan and Lusophone audience requires more than that, however Bonga's lyrics evoke the beauty and charm of his country, the humour of the people and the fidelity of his friends. “Amigo do amigo, amigo e” goes the song Avijota: "The friends of my friends are my friends”. The saudade, that melancholic quality so characteristic of Lusophone music is present in Praca, named after hometown main squares where the locals go to talk, stroll and pass the time of day. Olhos Molhados reminds the rest of the world that the Angolan people continue to have tears in their eyes: "Tem uma lagrima no canto do olho". However, despite war and repression, Bonga has never lost his confidence and his belief in a better future for Angola. “Mariquinha, come with me to Angola”, he sings, "look at my country and my people so that this war might finally end because, really, in our country we are all brothers". Bonga has always been a symbol of hope in the struggles, not only of Angola, but all Lusophone Africans the world over. His gruff, almost rasping voice which retains nevertheless its own particular warmth has become their “sonic symbol”. It is the expression of a musical aesthetic, held very dear in Africa, that a multitude of different sounds can be fused together in such a way that they complement each other. This is in direct contrast with the simplified and sanitised sound which may sound clear and correct to Europeans but which leaves Africans cold. The most striking examples of this approach are the thumb piano family of instruments equiped with vibrating rattles which buzz whenever a note is plaged, or the use of the cellophane which is fixed above the small holes in the calabash resonator of the xylophone so that it vibrates whenever the wooden key is struck or even the musical bows which are sounded with a rasp. All these sounds find their echo in the aural rainbow of Bonga’s voice, a voice which manages to convey the sound of Africa and which continues to fascinate listeners in every continent.

	BONGA
	Angola 72

(Soulful Roots Music from Angola’s Greatest Legend)
	1997
	42:50
	label: Tinder Records (CA, USA) (licensed from Lusafrica, Paris)

e-mail: tinder@worldmusic.com 

www: http://worldmusic.com/tinder 

Barcelo De Carvalho (Bonga): Vocals, Tumba & Dikanza • H. Bettencourt Santos: Viola Solo & Bass • M. Rui: Kissange & Viola.

Uengi Dia Ngola (Bonga) 4:07 • Balumukeno (Bonga) 4:45 • Ku Tando (Bonga) 3:30 • Mona Ki Ngi Xica (Bonga) 4:56 • Kilumba Dia Ngola (Bonga) 3:52 • Muadikime (Landa) 3:21 • Luanda Nbolo (Bonga) 4:19 • Mu Nhango (Traditional) 4:34 • Paxi Ni Ngongo (Traditional) 3:51 • Muimbo Ua Sabalu (Di Kamba) 5:00.

В аналогичном стиле африканского варианта португальского fado см. тж. Cesaria  EVORA.
People who know Bonga's music cherish it like a prized family heirloom. Inspired by the traditional rhythms and melodies of Angola, and borrowing from the sounds of Cape Verde and the other former Portuguese colonies of Africa, the music of this legendary figure is revolutionary in both style and content. If the raw emotion of Bonga's trademark raspy voice move you to tears, you certainly won't be the first to have his musk go straight to your heart. Like Cesaria Evora (см. в секции ‘Latina’), Bonga has a style that generates images of Portuguese fado (см. в секции ‘Latina’) and Brazilian samba, but is firmly African in its sentiment and intention.

‘Angola 72” was the first album Bonga recorded, and it is soaked with the political ambience of the early-Seventies. Angolans were uniting against Portuguese rule and facing the oppression and resistance of powers that did not want to lose their grip on the last of their African strongholds. Bonga’s music is filled with the power of this era, but it maintains a timeless quality that con​tains as much resonance today as it did when it was first recorded.

Bonga’s life and career trace an emblematic route across Africa and Bantu-speaking countries, with his loyalty to his Angolan roots as guide.

Bonga Keunza was born Barcelo de Carvalho in 1943 in Kipiri, Bengo, north of Luanda, to a Zairean mother and Angolan father. His family lived in a musseque, a working-class district of the Angolan capital. Here, popular music was at the center of a new craze, after having been despised and cast aside by the colonial powers. Bonga formed his group Kissueia, proudly proclaiming an Angolan identity at a time when independence movements were secretly being formed.

“We sang the hard facts of Angolan’s lives under colonial domina​tion,” says Bonga, “Poverty, shantytowns, how it was for the chil​dren. We sang the dreadful sordid facts of life under the colonial regime. We sang popular songs, passed on by word of mouth, or at baptisms and weddings. Then, as the movement grew stronger, the colonial powers could no longer tolerate such a situation.”

Bonga, however, had another card up his sleeve that shielded him from repressive action: he was a champion runner. Thus, in 1966 he joined the Lisbon Benfica team, going on to become a 400 meter champion and setting a record he would hold for ten years. Nevertheless, he kept in touch with the indepen​dence movement from Lisbon, a fact which the Portuguese authorities did not fail to notice.

He was forced into political exile in 1972, first living in Holland, where he recorded this album. Originally produced for the Morabeza label, “Angola 72” introduced the world to one of the greatest African artists of our time.

Following the Portuguese military coup of April 25, 1974, which led to the beginning of negotiations with the independence movements, Bonga was able to return to Portugal, and above all, to Angola. He has since recorded numerous albums and performed around the world. He now lives near Lisbon, Portugal and continues to produce and perform.

	BONGA
	Angola 74
	
	50:01
	Bonga = Jose Adelino Barcelo de Carvalho, born 1943.

Use is made of local instruments: the dikanzas; the big ngoma drum; the ungu musical bow, subsequently exported to Brazil as the berimbau; the puita, a stick pushed into a skin and used as a bass.

1. sodade (L. Norais / A. Cabral)

2. venda poro (Bonga)

3. kubangela (Fontinhas)

4. makongo (arr. Bonga)

5. roots (Jo Haka)

6. ghinawa (SR Perazzo)

7. marika (Bonga)

8. ngana ngonga (trad.)

9. ai-ue mama (trad.)

10. kinga kueta (trad., arr. Bonga)

	BRAZIL: FORRO
	Music For Maids And Taxi Drivers
	1989
	37:33
	Globe Style Records, series: Accordions That Shook The World.

См. тж.: JAIME Y LOS CHAMACOS... ‘Accordion Madness’.

  Forro is roots music, the unvarnished rock and roll of the Brazilian northeast. It has brothers-in-sentiment scattered throughout the globe, but most of all in the Louisiana zydeco of players like Buckwheat Zydeco, Clifton Chenier and the host of black musicians who grind out the foot-stomping, blues-drenched, accordion-driven fusion of African and European forms. [смотри этих исполнителей в разделе ‘Kajun/Zydeco’ в файле ‘Blues’]. As above the Equator, so below. Only, the Brazilian variety has some unique elements, say, a tad more Iberian and Indian to the French and African of zydeco. Forro is a generic term, a rubric for musical things Northeastern, played with driving rhythms on button accordions called sanfonas, or on European keyed variety, the acordeon. It’s as far as can be from the cool, sophisticated, jazz-inflected sensibilities of bossa-nova, the rich harmonies and moving subtleties of Brazil’s suddenly popular, popular music, or the joyous polyrhythmic festival of samba. It’s gritty, hard, harmonically straightforward and a blast. For forro the song forms are largely European with standard verse and chorus structure. The rhythmic sensibility, however, is predominantly Indian with an ever larger foray of African forms, especially in Bahian forro. Musical accents and distinctions are fuelled by this strikingly unusual mixture of forms. Take, for instance, the vocal slides ending many of the verses. They are a direct result of Indian singing styles, while the instrumental breaks and solos are a European innovation. Traditionally forro was played in trio, with an accordion or sanfona, a triangle and a shallow marching drum called, onomatopoetically, a zabumba, played with a mallet in one hand and a stick in the other. Forro is still the music of choice at weekend revels which break up the hard life of the workers. It is played everywhere they are, even at the weekly fairs held throughout Brazil, where displaced northeasterns, who have tried to flee the poverty and governmental neglect characteristic of their region, meet to buy wares and drink, eat and listen to music. And to drink. Duplos or singing country duos carry large handbound books of epic folklore which they set to music; or extemporaneously sing praises for local patrons and loose change. And on good day, a forro band will unpack its accordion and play for beers. These fairs skirt the dusty perimeters of towns and cities. They are oases of northeastern culture for the exiled. Arts and artifacts, song and tradition are kept alive amid rickety lean-tos offering the cheapest possible goods. So, too, do the poets write morality tales or machismo lambasts on the plight of men. Once again the titles tell all. There’s “The Man Who Traded His Wife For A Mule” who was not to be outdone by “The Man Who Sold The Souls Of His Family To The Devil”. “The Woman Who Tore Her Pillow and Tormented Her Husband Dreaming of Roberto Carlos” met her match in “The Woman Who Castrated Her Husband In Campina Grande”. The best of the lot were cut by the same fellow, Marcelo Soares. I thought, I’ve got to use this fellow for a CD cover. His vision so precisely caught the spirit of northeastern culture. Here you have it, in his deft rendering of a typical forro trio in native dress. Along with a taste of the music itself. Here’s one for all the maids and taxi drivers, with you and me along for the ride.

	B - TRIBE
	Fiesta Fatal!
	1994
	50:13
	аналогичныйые проекты acid-Latina – см.: SERGENT GARCIA; LOS AMIGOS INVISIBLES;

	B - TRIBE
	Suave
	1995
	59:31
	

	B - TRIBE
	Sensual Sensual
	1998
	58:45
	A bed made of sand and the sun. The sound of birds slowling dying away in the distance. The steady roar of the waves. Then the fog is slowly lifting away and opens up the view to an endless horizon. A cool breeze is gently caressing smooth skin and setting free sensual sensations. The music of  b-tribe is music you take with you on an island. And it is music that comes from an island.

«Sensual Sensual», the third album of b-tribe, interprets the eternal heartbeat of nature in an acoustic cinemascope format. Here, the power of Flamenco meets the artistry of Johann Sebastian Bach, the physicality of the dance community meets the spirituality of a magical world of sounds. The name is ambient music. Or mood music. And it is all about movement and emotions, all about the melting of the classical with the contemporary. It calls for a pause, it demands to relax, to trust the inner pulse which seems in increasing danger of getting lost. Because this, the old world, needs to discover a new perspective. Especially on an island.

After all, each man is an island.

	B - TRIBE
	Featuring Deborah Blando
	2001
	79:13
	label: Halahup Music

	BUENA VISTA SOCIAL CLUB
	
	1997
	60:08
	label: Nonesuch Records (Warner), N.Y.

Гитарный перебор, с которого начинается первая вещь «Chan Chan», - вирус, надолго остающийся в крови: после него кубинскую музыку нельзя не полюбить. Открытые Раем Кудером кубинские старики играли эту музыку еще при диктаторе Батисте - и в свои 70-80 дадут фору любому двадцатилетнему. В каждой песне -море и самая светлая на свете печаль.

--- Афиша
produced by Ry COODER (см. тж. ниже другие проекты Cooder'а с музыкантами из Buena Vista Social Club)
Ry Cooder [guitars, oud, mbira, bolon, floor slide, perc.]; Joachim Cooder [udu drum, dumbek]; Eliades Ochoa [lead voc, g]; Ibrahim Ferrer [lead voc, clave]; Manuel ‘Puntillita’ Licea [lead voc]; Omara Portuondo [voc]; Orlando ‘Cachaito’ Lopez [b]; Ruben Gonzalez [p]; Manuel ‘Guajiro’ Mirabal [tp]; Alberto Valdes [maracas]; Juan de Marcos Gonzalez, Lazaro Villa  [guiro]; Compay Segundo [g, congas]; Carlos Gonzalez [bongos]; Barbarito Torres [laoud]. (состав варьируется).

  Ry COODER: “The players and singers of the ‘son de Cuba’ have nurtured this very refined and deeply funky music in an atmosphere sealed off from the fall out of a hyper-organised and noisy world. In the time of about a hundred and fifty years, they have developed a beautiful ensemble concept that works like greased lightning. This album is blessed with some of the finest musicians in Cuba today — their dedication to the music and rapport with each other is unique in my experience. Working on this project was a joy and a great privilege. This music is alive in Cuba, not some remnant in a museum that we stumbled into. I felt that I had trained all my life for this and yet making this record was not what I expected in the 1990s. Music is a treasure hunt. You dig and dig and sometimes you find something. In Cuba the music flows like a river. It takes care of you and rebuilds you from the inside out. My deepest thanks to everybody who participated in this record.”

Havana Style. (by Josef Woodard, ‘Jazziz’)

Ry Cooder slide-guitar poet and worldly music lover; has always been something of a displaced person within whatever music zone he's func​tioning. His "pop career" on Warner Bros. found him veering to all extremes of what was normal or fashionable, from traditional jazz to inflections from Hawaiian, gospel, and Tex-Mex tra​ditions. As a film composer he's sidestepped convention to suit his own vision. And he has taken on musical styles from other parts of the world cautiously, showing respect and swapping riffs tastefully with players like V.M. Bhatt of India and Ali FarkaToure of Mali.

Maybe it was inevitable that Cooder would wind up in Cuba, a way station for music of displaced and culture-crossed conditions. The story of Cooder's arrival there, the odd detours that led to the making of the album Buena Vista Social Club, and the history it unravels are the latest in Cooder's personal quests for inspiration. And they take a further step in spreading Cuba's musical gospel.

One summer afternoon not long after his return, Cooder basks in another seeming paradox. Sitting in a Beverly Hills lawyer's office, in a boardroom lined with gold records and other shiny badges of commercial honor he sports a hat read​ing "Twang is good." It's a souvenir from the annual Pedal Steel Convention held in St. Louis every Labor Day, a gathering of subcultural American folklore. Cooder is a man ever in search of twang, what​ever the language.

"This country and its culture is so obso​lescent," he muses, "that, except for the occasional situation, there's just no con​text for anything. Whereas in Cuba, there really is. Music lives on and it's everywhere. That's the thing that you miss here — at least I do — and almost can't find anymore, unless you go to a steel-guitar convention, and then you think,'Aha! It's alive and well, sort of.'"

Back in the spring of 1996, Cooder got a call from Nick Gold, head of the London-based World Circuit label, to go to Cuba, and he jumped at the chance. Cooder had previously worked with Gold on his collaboration album with Ali Farka Toure, Talking Timbuktu.That album, and his 1994 duet with V.M. Bhatt, Meeting By The River, won Cooder Grammy Awards and effectively set off his current musical wanderlust.

As Cooder recalls, "Nick Gold called and said, 'Do you want to go down and work on a record with some West Africans — Malian highlife guys mostly — and Cuban campesino musicians?' We got down there and the Africans never showed up, thank goodness. Even though I think that's an interesting idea, I was more interested, archeologically speaking, in what we could dig up in Cuba."

So the creative process behind it all began as a fluke? "Essentially yeah," Cooder says, without a hint of apology. "Although musical experiences are there for you to follow your nose into." Once Cooder landed in Havana, sans Africans, the production quickly shifted gears. He began to gather players to build a project around resident-veteran heroes. The legendary musician Compay Segundo, then 89, became the nucleus of the album. "Compay struck me as a guy who is totally self-contained," Cooder says. "He's such a happy man. He's ecstatically happy to just be who he is, to just be there. He's got his cigar, he's got his hat, and he knows 10,000 songs and can tell you stories you wouldn't believe."

Cooder was particularly keen to pursue the Cuban son tradition that he had been exposed to in the 70s through obscure recordings obtained through friends and used-record stores. Dating back to the 19th century, the unique sound of Cuban son resulted from the combination of stringed instruments, Spanish-influenced poetry, and African-derived rhythms. "I've had the music in my head. I've got tapes and records. But these records are not easy to get Salsa went everywhere, Afro-Cuban music is some​thing we've heard for a long time, but this kind of son de Cuba — it seems like the old timers and their records really didn't get off the island so much, although you could have found them if you knew what to look for."

Whereas the foundation of son fed into other Cuban variations, including salsa of the slick New York ilk, the music here hails from a kinder gentler sensibilfty "With this music, as soon as you begin to listen, you can see how they thought about things. They thought a lot about things in 1910 when they made recordings. They put this chord here and that chord there, and then the African influences began to filter through starting in the '20s.You can listen to the development, see how this whole thing peaks with this tremendous powerful thing that is delicate and languid and tricky at the same time. Its amazing."

The project ended up being a loosely threaded reunion for a number of older Cuban musicians who, many years ago, would get together in Havana. Cooder pulled in Ibrahim Ferrer, a vocal sensation from the '50s, off the street, and called in Eliades Ochoa, and the bolero singer Omara Portuondo. Other players lured into the project include bassist Orlando "Cachaito" Lopez and trumpeter Manuel "Guajiro" Mirabal. All of these musicians hail from an earlier pre-salsa era in Cuban musical lineage.

Cooder explains, "Buena Vista Social Club was a music club of musicians who would get together in Havana, up in a nice neighborhood.They had a nice place, and that song was the theme song that the bass player's father wrote as the tune of the club. Instead of a mascot, they had a song. But now, it's kind of not possible, so somebody has to come there and say,'Lets get together.'"

Family links counted for something here, too. Orestes Lopez, Orlando’s father, was the brother of legendary bassist and band​leader Israel "Cachao" Lopez: In the 1930s, the two laid the groundwork for the advent of the mambo. In a setting of such his​torical weight, a bevy of songs dating back to the 1800s were brought to the table. The locale of the get-together added to its texture, as well. The old Egrem Studio, built by RCA in the '40s and now nestled in a Havana apartment building, makes up for in spir​it what it lacks in technical gleam.You can hear its open ambience on the tracks, recorded by engineer Jerry Boys.

"There's a little bar in the studio, ambient and great," Cooder says. "It's in an apartment building with this open veranda to the other parts of the building, like a honeycomb. The bougainvilleas are growing, and there are white puffy clouds. We did pretty well, considering the tape machine was broken every morning. We'd get it fixed by noon. We had to fly in parts from Mexico City and there was no tape. We found a reel of tape, but it was junk, mildewed or something." Cooder runs though a litany of technical challenges, finally muttering, "Man, they've got bad electricity."

Yet there was no shortage of artistic input. One of the real stars of the project is the pianist Ruben Gonzalez, who also has an album out on World Circuit. The pianist hadn't played for years and was rusty in the joints, but soon sprang back to life during the record​ing process. "I began to realize who this guy really was," Cooder says. "He was Arsenio Rodriguez's first piano player which means that he is like the Earl Hines of Cuban piano. Here's a guy who was conservatory-trained, so how many danzon pieces do you want to hear? There are thousands of them; all of them are good. It's sort of French-Spanish-Caribbean literature of piano music, right around the time that Gottschalk and Liszt were working. It reflects a 19th-century sensibility. To find it in this guy was amazing."

For his part, Cooder's guitar work on Buena Vista is subtle, woven into the fabric of the collective.    He inserts a few well-placed bottlenecking notes on the opening, and most hypnotic, tune, Segundo's recent composition "Chan Chan." He works up a frothier slide-guitar solo on Eliseo Silveira's tune "Orgullecida," and lends textural swoop throughout the tunes. But mostly his role is as a producer/facilitator. "You can't go down there with an authoritarian kind of attitude expecting to do this kind of stuff," he says. "You have to show these people that you have respect and understanding, and are willing to listen. I would just say,'Show me what you're doing because I don't know. Please teach me.' Compay was eager to do that. He'd take this guitar and play a beautiful part. I'd say 'OK, you play it.' He'd say 'Oh no, I don't play guitar.' He had this funny multi-stringed thing that he played [the armonica, a seven-stringed cross between a gui​tar and the tres, developed by Segundo]."

With that sense of humility, this is Cooder's valentine to Cuba. "The roads are so bad, the holes in the street are so big, you can sit down in them. There are these old Buicks tooling around. You walk down the street and, day and night, you hear music. I know how poor they are, and nobody deserves this, especially these people who have suf​fered too much. I'm not saying 'How groovy to have a round-trip tick​et,' but when you get off the airplane in Jose Marte airport, you feel good. It comes to you in seconds, actually. You suck it up, man. Wow.

"It's a Caribbean city, with the shutters and the wrought iron all falling down. I hear roosters crowing and a guy playing the trum​pet, and there's a pig squealing. To me, its heaven on earth."

Культовый кинорежиссёр Вим Вендерс снял псевдодокументальный фильм о ветеранах кубинской попсы, собирающихся вместе, чтобы "воссоздать" свой (реально никогда не существовавший) ансамбль Buena Vista Social Club.

	BUENA VISTA SOCIAL CLUB
	BUENA VISTA SOCIAL CLUB presents:

Ibrahim FERRER
	1999
	52:09
	label: Nonesuch Records (Warner), N.Y.

produced by Ry COODER (см. тж. ниже)
Ibrahim Ferrer [v]; Ry Cooder [g]; Joachim Cooder [udu drum, dumbek, d]; Ruben Gonzalez [p]; Orlando 'Cachaito' Lopez [b]; Roberto Garcia [bongos, guiro]; Angel Terry [congas]; Alberto 'Virgilio' Valdes [marakas]; a. o.

Большинство указанных исполнителей см. тж. с Omara PORTUONDO
This is the debut solo album by the Cuban singer Ibrahim Ferrer. His voice has long been treasured by musicians and aficionados on the island but it was not until bis appearance on the collective project 'Buena Vista Sodal Club' that Ibrabim Ferrer's extraordinary artistry received any wider recognition. With the release of this album, the world can bear the full extent of a talent only previously glimpsed at. Tbe album was recorded and mixed at Egrem studios in Havana by the same team that produced 'Buena Vista Sodal Club'. Other exceptional musicians have been added to the extraordinary group that created the music on that album. The result is a wider variety of settings for Ibrahim Ferrer's unique and very personal reading of the Cuban musical experience.

The album opens with 'Bruca Manigua', the first recorded composition by the legendary Arsenio Rodriguez. This version is inspired by Anselmo Sacasas' arrangement of the original 1937 recording by Casino De La Playa. Sung in a patois of Spanish and African-derived languages, the lyrics tell the story of a black slave who flees to the Manigua (mountains) to escape his suffering. A second Arsenio Rodriguez song, 'Mami Me Gusto', was first recorded by his mid-40s band and this new recording captures the spirit and power of that formidable group. Ruben Gonzalez, who was the group's pianist until 1944, takes the first solo, followed by Papi Oviedo on tres. There is a third Arsenic-related number: 'Cienfuegos Tiene Su Guaguanco'. When Arsenio left Havana for New York in the late 1940s, his trumpet soloist, Felix Chappotin, took over the band and continued to play in the son-guaguanco style popularised by Arsenio, updating the traditional rumbas played by local street bands. This song is dedicated to the rumba society of Cienfuegos. Ibrahim is joined here by Jose Antonio 'Maceo' Rodriguez of the son septet, Sierra Maestra.

'Herido de Sombras' and 'Nuestra Ultima Cita' were both popularised in the early 60s by the unique vocal quartet, Los Zafiros, who hailed from Ibrahim's neighbourhood, the Cayo Hueso barrio of Old Havana. Ibrahim sings the lead, originally performed by Eduardo 'El Chino' Hemandez, and both songs feature Los Zafiros' original guitarist and arranger, Manuel Galban. Vocal harmonies are by the young female quartet, Gema Cuatro, and the string and saxophone arrangements are by Demetrio Muniz, leader of the house band at Havana's Tropicana Cabaret.

Ibrahim was born at a dance in 1927 in Santiago, at the eastern tip of Cuba, and he lived there until he moved to Havana in 1959. 'Marieta' displays his wonderfully fluid skill as an improviser in Santiago's country-son tradition and is the most celebrated composition by Faustino 'El Guayabero' Oramas, who considers Ibrahim to be the greatest interpreter of his music. On this version he trades lead vocals with Teresa Garcia Caturla. Ibrahim's easy mastery of the country-son tradition is also displayed on 'Guateque Campesino', a typical Santiago-style guajira made famous by Guillermo Portabales.

For the majority of his career, Ibrahim's skill as an improviser on up-tempo numbers meant that his genius as a singer of romantic ballads and boleros was known only to his close friends. His heartfelt renditions of 'Silencio' and 'Aquellos Ojos Verdes' show what the world has been missing. The former is a duet with the great Omara Portuondo, accompanied by the strange and wonderful dual electric guitars of Ry Cooder and Manuel Galban.'Aquellos Ojos Verdes' (famous in it's English lyric version as 'Green Eyes'), with strings arranged by Demetrio Muniz, features Ruben Gonzalez on piano and the tenor saxophone of Gil Bernal, who is renowned for his session work with The Robbins and Duane Eddy.

Soon after moving to Havana, Ibrahim worked for a time as a backing vocalist with the legendary Benny More and his Banda Gigante. On this recording he finally fronts his own twenty-one-piece 'giant band'. More's original arranger and trombone player, the eighty-year-old Generoso Jimenez, conducts Benny's signature tune, the saxophone rifting 'Que Bueno Baila Usted' and Ernesto Duarte's masterpiece, the bolero 'Como Fue'.

	BUENA VISTA SOCIAL CLUB
	Ry COODER / Manuel GALBAN:

"Mambo Sinuendo"
	2002
	50:31
	label: Nonesuch

BUENA VISTA SOCIAL CLUB Series

Ry Cooder [g, organ, el b, el p, steel g]; Manuel Galban [g]; Jim Keltner [d]; Joachim Cooder [d]; Manuel 'Anga' Diaz [congas]; Orlando 'Cachaito' Lopez [b]; + Juliette & Carla Commagere [coro]; a.o. [bata drums].

	BUENA VISTA SOCIAL CLUB
	Buena Vista Social Club presents: Omara PORTUONDO
	2000
	40:51
	Omara Portuondo (см. тж. с Barbarito TORRES) [v]; Ibrahim Ferrer (см.) [v]; Ruben Gonzalez (см.) [p]; Eliades Ochoa (см.) [g]; Compay Segundo (см.) [g]; Manuel ‘Guajiro’ Mirabal [tp]; Roberto Garcia [guiro]; Alberto 'Virgilio' Valdes [marakas, clave]; a.o. (большое число участников)

Omara Portuondo, Ibrahim Ferrer, Manuel ‘Guajiro’ Mirabal -- см. тж. с Barbarito TORRES
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	BUENA VISTA SOCIAL CLUB: Compay  SEGUNDO "Antologia"

(2 CD)
	1999
	65:1455:29
	label: DRO East West S.A. 1996 / Warner 1999

Antologia de Francisco REPILADO "Compay Segundo".

Francisco Repilado, "Compay Segundo" (см. тж. с: Omara Portuondo) [voz segunda y guitarra solista]; Julio Fernandez [voz prima y maracas]; Benito Suarez [guitarra y voz tercera]; Salvador Repilado [contrabajo].

DISCO 1

Yo vengo aquí 
Macusa 

Sabroso 
Ahora me da pena 
Chicharrones 
Saludo Compay 
Mi calderito
Qien te bautizó (Vicenta) 
Pasaje para Holguin

Mi linda guajira 
Silencio 
Anita

Idilio
Como la Avellaneda

Se seco el arroyito
Chan chan 
A tus pies

DISCO 2
La bella cubana 

Huellas del pasado 

Orgullecida 

Mujeres de Mayari
Lula

La cleptómana

Te apartas de mí
Sigue el paso #1
Hey caramba

La perla marina
Virgen del Pino
La calabaza
Clarabella
La trova
Sarandonga
Fidelidad
Sigue el paso #2
Американский гитарист Рай Кудер участ​вовал ещё в первой записи роллинговской Honky Tonk Women, записывал за​мечательные сольные альбомы, играл... да с кем только не играл! Ещё он писал музыку для кино, в том числе к "Перекрестку" Уол​тера Хилла и к "Парижу, Техасу" Вима Вендерса. Этническая тропа тоже была им дав​ным-давно протоптана: на его счету работа с багамцем Джозефом Спенсом и мексикан​цем Флако Хименесом; позднее совместный альбом с малийцем Али Фарка Type "Talking Timbuktu" продержался в хит-параде боль​ше 25 недель. Африка и была одной из от​правных точек его работы, задуманной в 1996-м продюсером фирмы World Circuit Ником Голдом. Свести в одной студии музы​кантов из Западной Африки с традиционны​ми кубинскими музыкантами — вот в чём была идея Ника. Но африканцы, люди неор​ганизованные и безалаберные, на Кубу не попали: кто-то потерял паспорт, кто-то не явился в посольство, в общем, виз они не получили. Кудер и Голд узнали об этом только в Гаване. Что остаётся продюсеру, если по​ловина проекта накрылась медным тазом? Постараться сделать из второй нечто полно​ценное. Так Кудер с Голдом и поступили.
Задолго до этого Кудер уже побывал на Кубе в рамках негосударственного культур​ного обмена и привез ворох пластинок, ко​торые невозможно было купить в Америке. А ещё магнитофонную запись, сделанную не​известным музыкантом, игравшим на тради​ционной кубинской гитаре "трес" — никто так и не сказал Кудеру, кто же это.
Вместе с Голдом Кудер проводил звуко-пробы на гаванской студии Эгрем. Для ру​ководства пробами и последующей записи он пригласил Хуана де Маркоса Гонзалеса, одного из лучших тресистов Кубы. После то​го, как Кудер включил ему ту, старую запись, Гонзалес тихо спросил его: "Откуда у вас эта плёнка?" "Мне её подарили много лет на​зад", — ответил Кудер. "Это я играю, — ска​зал Гонзалес. — Тогда я был намного моложе... Я хорошо играю на трес, но есть один человек... я думаю, вам нужен именно он". Так одним из первых в студии появился Компай Сегундо.
Кудер и Голд сделали почти невозможное: собрав вместе немолодых уже музыкантов, в течение многих лет исполнявших музыку "сон", сальсу, ча-ча-ча, музыкантов разных и никогда не игравших таким составом — Се​гундо, Ибрахима Феррера, Рубена Гонзале​са, Омару Портуондо, Элиадеса Очоа, Качаито Лопеса, — они получили удивительно цельный продукт. Эта музыка буквально пах​ла улочками старой Гаваны, словно и не было всех этих лет, в течение которых Кастро строил социализм с латиноамериканским лицом. Но эта музыка оказалась ещё и уди​вительно естественной, невероятно откро​венной и открытой. "Мы тут, в Штатах, вы​росли в системе "звёзд", нами управляют масс-медиа, — говорил позже Кудер. — А на Кубе ничего такого нет. Нет структуры, от​торгающей человека от общества. Так что и аудитория, и музыкант близки друг другу — словно музыканта слушают его соседи, род​ственники, приятели. И это очень здорово".
Альбом Buena Vista Social Club получил Грэмми, стал самым популярным в мире альбомом world music и... самым ком​мерчески успешным проектом Рая Кудера.
На самом деле Компая Сегундо зовут Франсиско Репильядо. Он родился в 1907 го​ду в городке Сибоней, провинция Сантьяго, первую песню сочинил в пятнадцать лет, а играть на гитаре научился в 1928-м. Тогда же он отправился в Сантьяго, столицу про​винции.
"В Сантьяго меня научили играть на трес — но это не приносило денег. А в муни​ципальном оркестре была вакансия кларне​тиста. Когда руководитель оркестра, Энрике Буэно, узнал, что я не играю на кларнете, он сказал: "Не беда, научим". Так и вышло — он стал моим преподавателем".
В 1938-м в составе Cuarteto Hatuey музы​кант побывал на гастролях в Мексике. В 1939-м он получает ангажемент в состав Ми​геля Матамороса, основателя музыки "сон" — там он играет на кларнете, а днем работает в цирюльне. В 1942-м, подстригая музыканта Лоренцо Хьеррезуэло, Компай предлагает: "А почему бы нам не порабо​тать вместе?" Так рождается дуэт Los Compadres ("Приятели"). Его историю Компай и поныне вспоминает как лучший пери​од своей музыкальной карьеры. Собственно, там он и приобрёл свой псевдоним, ставший именем: певшего в дуэте вторым голосом Франсиско прозвали "приятель-второй". То есть "компай сегундо". В 1953-м друзья рас​стаются, и Компай начинает сольную карье​ру. Параллельно он сворачивает сигары на сигарной фабрике: песни песнями, а зара​боток артиста непостоянен.
Ту музыку, которую исполнял Компай, ак​компанируя себе на трес, назвали "сон". Собственно говоря, Компай Сегундо — ав​тор практически трети всех произведений этого жанра. А ещё он умудрился изобрести музыкальный инструмент, сочетающий в се​бе строй гитары и гармонии трес. Наверное, это единственная семиструнная гитара в ла​тиноамериканской музыке.

"Я называю ее "армонико", ещё её назы​вают "трилинья". Она в точности гитара, только третья струна сдвоенная. Это я её при​думал! Правда, кроме меня на таком инст​рументе никто не играет. Я бы мог научить кого-то... Впрочем, можно и по записям научиться".

В 1956-м Компай организует собственное трио, по нехитрой традиции названное Compay Segundo у sus Muchachos. Трио бы​стро становится квартетом. И не прекраща​ет своего существования поныне, даром что состав несколько раз менялся. Что вы там говорите про творческое долголетие Rolling Stones? Я не ослышался?.. Сегодня в составе квартета играют Бенито Суарес (гитара), Хуго Гарзон (вокал, маракасы), Сальвадор Репильядо — сын Компая (контрабас)... и сам Компай (второй голос, гармоника). Этот со​став называют самым ярким носителем тра​диций музыки "сон".

В 1994-м, после того, как Кастро, отлучен​ный от советской дойной коровы, решил за​рабатывать деньги и оттого ослабил кон​троль над деятелями культуры. Компая при​глашают на гастроли в Испанию. Собствен​но, ещё не на гастроли: "Это было в июле. Там проходило нечто вроде конгресса. Эта​кая встреча фламенко и музыки "сон". Мы играли с Раймундо Амадором, он прекрас​ный гитарист фламенко — и мы нашли об​щий язык. Я там со многими подружился. И они стали выпускать мои диски".

Это так: сначала его музыку выпускали не​большие независимые фирмы, а потом — испанское подразделение "Warner Bros.", фирма "DRO East West", подписала с Компаем контракт. Первый его диск, таким обра​зом, появился на Западе аж за три года до "Buena Vista Social Club" — так что Компая можно считать первопроходцем. Но к этому альбому Компай относится с нежностью. "Рай Кудер — прекрасный музыкант, у него очень хороший вкус. Он отлично подобрал песни. Я там пою три из них. Это отличный альбом. И фильм тоже получился". Это он о документальном фильме, который снял по следам альбома друг Кудера, культовый не​мец Вим Вендерс.

В 1998-м четвертый испанский альбом Се​гундо Lo Mejor De La Vida ("Лучшее в моей жизни") переиздаёт американский лейбл Nonesuch — так Компай дебютирует на рынке США. Он много гастролирует — как вместе с остальными буэновистовцами (по большей части успевшими также обзавестись сольными альбомами), так и сольно. Его ме​неджер и друг, Луис Лазаро, написал биогра​фию Компая — проникнутую нежностью и юмором книгу, в которой нашлось место и самым последним событиям в его жизни: встречам с Фиделем и с Папой, который не разрешал Компаю подниматься по лестнице из-за его возраста. Да, нашему герою уже за 90, а он продолжает сочинять песни — в са​молете Мюнхен — Рим, в гримерной, дома в Гаване. Его голос погрубел с годами, но не утратил той магической силы, того волшеб​ства, которое как мух на мёд притягивало га​ванских красоток в сороковые-пятидесятые. У Компая Сегундо двадцать внуков, несколь​ко правнуков и праправнуков. Но он не уны​вает: "Мою первую девушку звали Макуза. Я про неё песню сочинил. А на последнем дис​ке Las Flores De La Vida есть песня про мою нынешнюю подругу, Айдиту. Ей сорок лет. Я хочу, чтобы она родила мне ребенка!"

Когда в мае прошлого года Компай попал в больницу, многие предсказывали, что он бросит выступать. Всё-таки возраст. Вопре​ки скептикам, Сегундо не только оправился и вышел на сцену, но и сочинил музыкаль​ный спектакль, который был успешно постав​лен в Гаване.

Безусловно, он — живая легенда. Он вы​зывает уважение самим сочетанием возрас​та и творческой активности — международ​ные гастроли и съемки клипов в 95 — это, знаете, непросто! Но не это главное. На его песнях и под его музыку выросло не одно поколение кубинцев, для которых он навер​няка значит не меньше (а то, посмею сказать, и больше) чем другие кубинские легенды — автор Guantanamera Xoce Марти и даже сам бородатый команданте Фидель Кастро. Многая лета, Компай !
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"CACHAO" IS A LEGEND

The musical prodigy, Israel Lopez, or "Cachao" as he is known in the music world, was born in Havana, Cuba in 1918 and grew up in the same house where the independence movement lea​der and poet, Jose Marti was born. He was a composer and bass player who grew up surrounded by music; his sister Coralina and his brother Oreste were also musicians and his first teacher was his own mother, who was an exceptional guitar, piano and bass player in her own right. His grandfather, back in the nineteenth century, won the "Best Orchestra in the World" award at the International Music Festival in Boston, USA.

This musical genius began to play the bongo drums at the age of nine with Roberto Faz in an orchestra comprised of very young musicians, and at the age of twelve he was already playing the bass in the Havana Philarmonic Orchestra. Legend has it that the young boy had to stand on top of a box in order to reach the strings of the instrument. He continued to play with the Havana Philarmonic Orchestra for almost thirty years. It was around this time when he began to study piano, composition and harmony at the Conservatory with the famous organist, Luis Gonzalez.

He also studied the trumpet and the tres, but he never gave up on the bass despite the fact that he considered the piano a far easier instrument to play. He also played in some local bands and during one point in his career, he put music to the silent movies of the era with the group Bola de Nieve, until 1930 when the "talkies" took Cuba by storm.

The first radio station in Cuba was founded in 1931, and broadcasted from the top floor of the Telephone Company building. "Cachao" revealed in an interview that at that time, radio performances lasted for about an hour and were usually not paid, although occa​sionally one could earn about ten cents.

In 1937 he played for Fernando Collazos' Maravilla del Siglo Orchestra and in 1939 he played the bass for Arcano y sus Maravillas along with his brother Oreste, who played the piano, as well as Felix Reina and Antonio Arcano, among others. The group's motto was: "an ace in every instrument and together a winning hand." The three greats -- Arcano, Arsenio, and "Maravillas del Cuarenta" --  were always asked to perform at the parties of that time thus paying homage to the three greats of the world: Churchill, Stalin and Roosevelt.

At this time "Cachao" was also starting to compose music and, in conjunction with his brother Orestes, he carved out the roots of what would later be known as mambo. It was Perez Prado who in the nineteen fifties developed and transformed the original mambo, created by the Lopez brothers -- characterized by a very fast rhythm that was difficult for dancers to follow -- into its current and definitive form. And "Cachao" admits that "without Perez Prado, there would be no mambo." The songs composed at that time were by and large "new rhythm danzones"; in fact over three thousand of these songs were produ​ced, at a rate of about 25 a week. Also composing at that time were Felix Reina, Antonio Sanchez "musiquita", and Jorrin, but "Cachao" and his brother were by the far the most prolific composers.

During the time he played with Arcano y sus Maravitlas he never ceased to innovate and transform the music he played, fusing together the black ritual musical tradition with dance-hall music. In fact, "Cachao", having had the experience of playing with a symphonic Orchestra as well as with a variety of local groups had become heavi​ly influenced by both of these forms of Cuban culture, and thus went on to compose music with a special mes​tizo flavor. From that time we have danzones such as: "Se va el matancer", "Adelante", "Jovenes del ritmo", and "Candido," and "El billetero de la 33." Once, at a concert, "Cachao" congratulated the composer of this last song, momentarily forgetting that it was he who had composed the song!

The Arcano Orchestra disbanded in 1949 at which time Cachao began to play in musical revues. He later pined the Casino de la Playa Orchestra and from 1953 until the early sixties he played with Fajardo y sus Estrellas. This was the era of the Cha Cha Cha, and once again Cachao proved that he could adapt to the rhythms in vogue at any given time. His innate restlessness led him to musical ventures outside of the orchestras with which he played, ventures that were as innovative as they were successful.

In the late nineteen fifties he popularized the now famous "descargas", or "jam sessions", a completely new way to make music. Cachao managed to bring together the necessary musicians to record his jam sessions in the Parnat Studio. It was a difficult situation to say the least, as they could only record after four in the morning when the musicians finished their performances at the caba​rets and night-clubs; they would then record in the studio until about nine in the morning. The best musicians of that time participated in these recordings: Tata Guines drumming out his hot beat on the conga drums, Nino Rivera with his tres, Yeyo Iglesias with his bongo drums, Gustavo Tamayo with his "guiro" and Oreste -- Cachao's brother -- with his danzonero piano; also participating were Vivar on the trum​pet, Generoso Jimenez on the trombone, Emilio Penalver on the tenor sax, Virgilio Lizama on the baritone sax and Richard Egues playing the flute. They "jammed out" many sessions, and many albums.

On June 16, 1962 Cachao boarded a boat for Spain with a contract sent to him by direc​tor and composer, Emesto Duarte. However, what Cachao did not know at the time, was that the contract was only for three days! In Spain, Cachao was faced with the difficult task of adapting to the tastes of a new audience that, at first, was turned off by the slowness of his pasodobles. However, Cachao did manage to triumph in Spain and was offe​red various contracts all over the country and subsequently worked for Radio Madrid.

A year later, Cachao traveled to New York and played the bass with the likes of Charlie Parker, Pacheco, Tito Rodriguez and Machito. Due to economic difficulties he was even​tually forced to try his luck on the West coast where he worked for several years. It was not until the nineteen seventies, thirteen years after his arrival in the United States, that he was able to produce his first album.

With the rebirth of danzon, he recorded a variety of albums which included Son, old Son, and a "danza de Lacuona" accompanied only by Paquito Rivera's clarinet. The second Master Sessions album is comprised of a danzon performance, a jam session, some Obatala Guiro numbers sung by Lazaro Galarraga who was the director of a group of Afrocuban singers in Cuba, and a Elegua song (in Santaria, Saint Elegua is invoked at the beginning of each ceremony, and, thus, when an album is recorded it always opens with an Elegua song).

This CD testifies to just how extensive and varied Cachao's musical career was: Danzon, Jam Sessions, Son, Guaracha, Mambo, and however you want to refer to this great master's music, its rhythm is without a doubt, unparalleled. One can imagine this prodigy, on a typical Sunday morning for example, playing classical music with the Havana Philarmonic

Orchestra conducted by Erick Kleiber, and that same afternoon playing with the Arcano Orchestra in the famous Tropical Bar, to then perhaps, round out the day with an eve​ning of "descarga" or jam session of Afrocuban jazz. Easy enough, you only need to master your instmment and be Israel Lopez "Cachao" who, with his bass, controls the multiplicity of Cuban rhythms and that sea of instruments each with its own rhythmic pat​tern, stressing the melody or the harmony.

This is Edenway's latest find among the infinite variety and source of talent that is Cuban music. Cachao has

made an enormous contribution to Cuban music, which he has infused with his genius and his love, thus transforming his creation into a universal success... which we hope you too will enjoy.

1. KO-WO, KO-WO

(Julito Collazo) Israel "Cachao" Lopez - Wooden, Acoustic Bass • Julito Collazo - Lead Voice/Chekere/Conga • Totico - Chekere • Mario Munoz - Bell • Coro : Diane Cardona, Marcelino Guerra, Hector Hernandez, Zunny Lopez, Frankie Rodriguez, Fela Wiles.
2. JOVENES DEL RITMO
(Israel Lopez) Cachao - Wooden, Acoustic Bass • Julian Cabrera - Conga • Gonzalo Fernandez - Wooden Flute • Osvaldo "Chiguaya" Martinez - Timbales • Charlie Palmieri - Piano • Rolando Valdez - Guiro • Strings : Felix "Pupi" Langanetta – Violin, Alfredo De La Fe - Violin, Eddie Drennon - Violin, Yoko Matsuo - Violin, Carl Ector - Violin, Patricia Dixon - Cello.
3. CENTRO SAN AUGUSIN
(Israel Lopez) Cachao - Wooden, Acoustic Bass • Gonzalo Fernandez - Wooden Flute • Lino Frias - Piano • Nelson Gonzalez -Tres Guitar • Papaito - Perc. Pilas • Patato - 3 Congas • Alfredo "Chocolate" Armenteros - Trumpet • Alejandro "El Negro" Vivar - Trumpet • Rolando Valdez - Guiro • Coro : Rafael "Felo" Barrios, Rberto Torres.
4. TROMBON MELANCOLICO
(Israel Lopez) Cachao - Wooden, Acoustic Bass • Manny Oquendo -Timbales • Charlie Palmieri – Piano • Andy Gonzales - Campana • Milton Cardona, Gene Golden, Frankie Rodriguez - Percussion • Jose Rodriguez, Barry Rogers - Trombone • Coro : Rafael "Felo" Barrios, Roberta Torres.
5. CHAMBELONA
(Neri Cabrera) Cachao - Wooden, Acoustic Bass • Julito Collazo -Bombo • Lino Frias - Piano • Virgiiio Marti - Percussion • Osvaldo "Chiguagua" Martinez, Mario "Papaito" Munoz - Percussion • Coro : Eugenio “Totico” Arango, Rafael "Felo" Barrios, Roberto Torres.

->T.Sparks(‘As_1’)

	CACHAO
	Cuba Linda
	2000
	77:07
	Великолепный кубинский джаз-латина проект.

	Uri CAINE
	Rio
	2001
	69:06
	label: Winter & Winter

Uri Caine [p, teclado fender rhodes]; Paulo Braga [d, perc]; Jorge Helder [el/ac baixo]; Lula Galvao [viola]; Jair Oliveira [viola, v]; Humberto Cazes [perc]; Kacau Gomes / Cris Delanno [v].

	CAMARÓN   (El Camaron de la Isla, 1950-92)
	Con la colaboracion especial de Paco de LUCIA
	1969
	44:22
	flamenco - traditional

label: Polygram Iberica (Espana), 1997

Всё содержание вкладки только на испанском языке.

	CAMARÓN
	La leyenda del tiempo
	1979
	37:05
	label: Polygram Iberica (Madrid, Espana), impreso en Francia, 1997.

Настоящее фольклорное фламенко с великолепным вокалом.
Такое же натуральное фламенко см. тж.: CANTE FLAMENCO.
1. LA LEYENDA DEL TIEMPO 3:39 (Federico Ga Lorca / Ricardo Pachón)

2. ROMANCE DEL AMARGO 3:44 (Federico Ga Lorca / Ricardo Pachón)

3. HOMENAJE A FEDERICO 4:07 (Federico Ga Lorca / Ricardo Pachón / Veneno)

4. MI NIÑA SE FUE A LA MAR 3:03 (Federico Ga Lorca / Ricardo Pachón / Veneno)

5. LA TARARA 3:44 (Popular / Adapt: Ricardo Pachón)

6. VOLANDO VOY 3:23 (Veneno)

7. BAHÍA DE CÁDIZ 2:53 (Femando Villalón / Ricardo Pachón)

8. VIEJO MUNDO 2:44 (Omar Kayan / Veneno) 

9. TANGOS DE LA SULTANA 4:26 (Francisco Díaz Velázquez / Antonio de Casas / R. Pachón) 

10. NANA DEL CABALLO GRANDE 4:58 (Federico Ga Lorca / Adap. musical: R. Pachón)

	CAMARÓN
	Como el Agua
	1981
	28:55
	label: Polygram Iberica (Madrid, Espana), impreso en Francia, 1997.

Camaron de la Isla con Paco de Lucia (см.)

1. COMO EL AGUA [Tangos] 3:42 (Pepe de Lucia)

2. GITANA TE QUIERO [Bulerías] 3:45 (José Monje / Antonio Humanes)

3. PUEBLOS DE LA TIERRA MÍA [Alegrías] 3:07 (Pepe de Lucia)

4. QUIERO QUITARME ESTA PENA [Bulerías] 3:43 (Pepe de Lucía)

5. SENTAO EN EL VALLE [Fandangos de Huelva] 2:17 (Pepe de Lucia)

6. TU AMOR PARA MI NO ES FANTASÍA [Tangos] 4:17 (Pepe de Lucia)

7. EN TU PUERTA DA LA LUNA [Tarantos] 4:24 (Pepe de Lucia)

8. LA LUZ DE AQUELLA FAROLA [Bulerías] 3:22 (Pepe de Lucia / José Monje)

	CAMARÓN
	Calle Real
	1983
	32:24
	label: Polygram Iberica (Madrid, Espana), impreso en Francia, 1997.

Camaron de la Isla con Paco de Lucia

1. ROMANCE DE LA LUNA 4:05 (Letra: Federico G. Lorca / Música: Paco Ibáñez / Francisco Ortega)

2. ESCLAVO DE TUS BESOS 4:18 (José Monje / Antonio Humanes)

3.YO VIVO ENAMORAO 4:00 (José Monje / Antonio Humanes)
4. YO SOY EL VIENTO 3:23 (M.S. Melchor / José Monje / Antonio Humanes)
5. CALLE REAL 3:30 (José Monje / Ricardo Pachón)

6. NA ES ETERNO 5:34 (M.S. Melchor / José Soto)

7. CAMINANDO 3:03 (José Monje / Antonio Humanes) 

8. BULERIAS DE LA PERLA 4:18 (José Monje / Antonio Humanes)

Bajo eléctrico: Carlos Benavent 

Percusión: Rubén Dantas y Raimundo Amador

Arreglos de cuerda: Joan Albert Amargos. 

Dirección musical: Paco de Lucía.

	CANTE  FLAMENCO
	CHOCOLATE:  Corazon Gitano
	1992
	61:45
	label: Harmonia Mundi

Такое же натуральное фламенко см. тж.: CAMARON

Antonio Nunez Montoya (“Chocolate”) [voc]; Jose Luis Postigo [guit].

  Born in Jerez de la Frontera in 1931, Antonio Nunez Montoya, “Chocolate”, began life in the gipsy quarter, Santiago. At the age of six, he came to Seville where he was to learn all the basic styles of flamenco singing and later turn professional. He still lives there today. Chocolate is one of the very few singers able to amalgamate the harshness of his Jerez gipsy origins with the refinement of the Sevillian school’s musicality. He is the direct and undisputed heir of the greatest flamenco artists: Tomas Pavon, Manuel Torre, el “Loco Mateo”, el “Marruro”, and many others whose voices have been lost for posterity. In Chocolate, memory of the most ancient singing breathes afresh: he knows and masters every mystery, every secet. But is outstanding personality allows him to go even beyond this undying respect for tradition, recreating, inventing, bringing his own mark to each singing style, the music acquires larger, richer dimensions, becoming “Chocolate’s songs”.  His fandangos could not be more personal; he writes his own texts and when he sings traditional lyrics, a phrase, a word, a vocal inflection can be enough for him to create a new text. For Chocolate, “flamenco is so old, so deeply rooted in the past, that it is immemorial and modern at the same time. What matters above all is that the singer be intimately familiar with the tradition and, from there on, bring his own truth and originality.”  In love with his art, Cocolate does nothing but sing; yet, a true artist, he is forever dissatisfied, always searching for that unattainable perfection. His voice comes straight from the heart, from the very depths of his being. Chocolate’s voice is old as time itself. The pain of its cry is much older that his own: it is the pain of his gipsy people, of every man born into the world, our own. This harrowing, heart-rending, penetrating voice rivets us, old forgotten wounds are revived, secret sores are reopened. But this same voice, with its surprising wealth of nuances and tenderness, comforts, calms, consoles. At the age of sixty, Chocolate is still at the crossroads of force and fragility, of rebellion and wisdom. A man moving on, looking for other and for himself, asking questions. Delving into the hiddenmost regions of his profound art in search of a solution to the world’s enigma, looking for the light in his voice’s darkest shades. He has firsthand dealings, communicates directly with tragedy, with mystery. He possesses true knowledge, the kind that cannot be learnt.

  He knows... that’s all.

  Jose Luis Postigo was born in Seville in 1950. He has accompanied the greatest exponents of flamenco dance. He has recorded more than forty albums. In this recording, all his talent and his love of flamenco is put to the service of the most authentic style of singing.

	CANTE  FLAMENCO
	AGUJETAS  En Paris
	1991
	76:35
	Agujetas [voc]; Pedro Carrasco, Nino Jerez “Periquin” [guit].

  Agujetas, who came to Paris to record this, remembers everything for us and takes us on a trip through time in his own world, more flamenco, more gipsy than ever. His memory is like a spiral turning towards its centre, its point of departure: he takes us progressively through the more catchy styles (bulerias, alegrias, fandangos) to the more solemn ones (solea, seguiriyas) and finishes with the oldest songs, a capella (martinete, tona), songs that existed even before the birth of the guitar.

  Born in Jerez de la Frontera (in the province of Cadiz) sixty years ago, Agujetas was a blacksmith by trade. Agujetas is the latest revelation of the cante of Jerez, the cradle of flamenco and birth-place of Manuel Torre, one of the undisputed masters of that art and a friend of his father, Agujetas el Viejo. In fact, very soon he was awarded the national “Manuel Torre” singing prize, one of the most important in the country. Agujetas has left an indelible mark on Jerez song: young ‘cantaores’ of the region copy some of his sounds and especially his ‘letras’ (lyrics). He stands for a return to the roots of this song, with singing that is less technical but extraordinarily moving. He is today’s most unique performer of cante puro (traditional song), that raw, tragic song of the Gipsies of Jerez, a prototype of expressive purity. In Agujetas’ music one finds the old styles remembered, the most natural aspects of cante flamenco living on and above all a powerful and irresistible desire to bring his message across with his ‘causas’ (causes), moods and thoughts. It was this desire that led him to write his own ‘letras’, veritable poems of everyday life, his own in fact, lyrics wherein lie all his force, creative inspiration and truth. This is why, even though Agujetas features already in anthologies of cante flamenco and is considered as a monument in the field, we should be careful not to be misled: he is not a “fossil”, but alive and well with still more to say. Belonging both to the past and the present, he is a true living source of flamenco song. That’s what Agujetas is all about. He’s always the same no matter where he is, a rock, steady amidst the swiling waves of the flamenco’s inevitable evolution towards who knows what horizon? No one knows, and everyone is searching except him: he knows though, it’s as simple as that.

  Nino Jero, or Periquin, already has a long career as a guitarist. His guitar, typically flamenco with its combination of raw and nuanced sound, is impregnated with the ‘aire’, the colour and feeling of Jerez, while at the same time being very individual, organic and surprising in its blend of modern and traditional styles. Only a guitarist breathing the ‘aire’ of Jerez could accompany Agujetas so well, for in the field of flamenco, geography plays an important part, the same styles not being performed in the same way in different places. That’s how, backed up by Periquin’s accompaniment, Agujetas gives us the very best of himself.

	Vinicius CANTUÁRIA
	Tucumã
	
	46:43
	Vinicius CANTUÁRIA - см. тж. с Arto LINDSAY и с Uri CAINE в секции ‘Alternative’; c Bill FRISELL ('Jazz'); Ely GUERRA;

Vinicius Cantuaria [v, ac g, samples, perc, Indian wood flute, k]; Bill Frisell (см.) [el g]; Mark Feldman (см.) [vln]; Eric Friedlander (Feldman и Friedlander см. тж. с John Zorn (Masada), M. Ribot) [cello]; Laurie Anderson (см.) [vln, v]; Lois Martin [viola]; Arto Lindsay (см.: Lindsay; Los Amigos Invisibles) [el g]; Nana Vasconcelos (см.) [berimbau, panela]; Sean Lennon / Steve Cohen [b]; Joey Baron (см. тж. с John Zorn, Masada, Uri Caine) [d]; Michael Leonhard [tp]; Peter Apfelbaum [t s]; Josh Roseman (см.) [trb].

Звёзды современного джаза и альтернативы сделали этот праздник. Это нечто супер! Супер пряное, супер ароматное. С ярчайшей латина-музыкой и великолепным бразильским вокалом.

Pity the poor bossa nova — so lovely and vulnerable, so ripe for exploitation. From tacky, over-orchestrated takeoffs in the '60s, like Eydie Gorme's "Blame It on the Bossa Nova," to the recent surge of bombastic acid-jazz-, techno-, and pop-oriented flirtations, the beguiling Brazilian rhythm has been all but smothered by the affections of mis​guided suitors.

Singer/guitarist/composer Vinicius Cantuaria's music is a necessary reminder of the style, grace, simplicity, and melodic sophistication that denote bossa's unadulterated essence, qualities that have insured the music's classic stature.

Cantuaria's writing, as he eagerly acknowledges, is deeply rooted in the romanticism of the late Antonio Carlos Jobim, while his guitar comping echoes of Joao Gilberto, the singer whose off​beat strumming four decades ago for​ever cemented the seductive bossa groove. As a vocalist, the Amazonia native's cool, understated style pays homage to the reclusive Gilberto's hush-toned musings, while the buoy​ant, sunny vocal inflections he favors reflect the influence of frequent collab​orator Caetano Veloso.

Profound and at times as pronounced as they are, those influences don't hin​der Cantuaria's strong individual traits as a singer and songwriter. The album may have back-to-basics trappings, but Cantuaria and collaborator Ryuichi Sakamoto fill some of bossa's custom​arily spare nooks and crannies with enough judiciously employed ambient noise and electronic textures to define a '90s personality. This CD redefines the nonchalance and seductive qualities of pure bossa in a way that celebrates rather than simply mimics the genre's signature sound. —  Mark Holston, Wire

	Vinicius CANTUÁRIA
	Vinicius
	2001
	53:55
	label: Transparent Music (Columbia)  www.transparentmusic.com 

Vinicius Cantuaria [v, g, perc, k]; Website: www.vinicius.com 

with guests: Marc Ribot (см.) [g]; Bill Frisell (см.) [g]; David Byrne (см.) [v, g]; Caetano Veloso (см.) [v]; Brad Mehldau [p]; Marc Johnson (см.) [b]; Joey Baron [d]; Jenny Scheinman (см. тж. с Leni STERN) [vln]; Michael Leonhart [tp]; Peter Scherer [k].

"A quiet marvel." – "The Village Voice"

Brazil's most remarkable new singer-songwriter is joined by a stunning cast of international pop and jazz guest stars.

V.C.: thanks to Arto Lindsay, Herbie Hancock, Steve Cohen, Caetano Veloso [a.o.].

	Ana  CARAM
	The Other Side Of Jobim
	1992 
	51:19
	label: Chesky

A.C. [v, g]; Steve Sacks [s s, fl]; Erik Friedlander (см.) [cello]; Matthew Dine [oboe]; David Finck [b]; Jamey Haddad [perc]; Sergio Assad [12-str g];  prod. by David Chesky.

Recalling his first meeting with Ana some years ago, Jobim says, “I could see at once she was a very talented girl.” Since then, Ana’s artistry has blossomed, as has her career at home and abroad. How appropriate, seeing that she was encouraged so early by the composer considered one of Brazil’s living national treasures. How appropriate that she now pays tribute to him with “The Other Side Of Jobim”. Jobim was already well-known in Brazil as a songwriter by the time the bossa nova boom of the 1960’s brought him the international prominence he had long deserved. Despite (or perhaps because of) bossa nova’s huge success, some critics condemned this “new thing” as background music. Those who were willing to listen more carefully, however, could sense Jobim’s deep roots in American popular music, classical music (especially the work of his compatriot Heitor Villa-Lobos) and Brazilian popular styles such as samba and choro. Jobim’s musical roots, stimulated by his unique melodic, harmonic and poetic gifts, have continued to bear musical fruit just as rich and satisfying today as thirty years ago. Given the phenomenal skill and uncompromisingly distinctive personality evident in his work in many different styles, it is no wonder that Jobim has long been known as “the Gershwin of Brazil”. 

One cold winter evening in 1980, an attractive young singer-guitarist fresh off the plane from Brazil visited me at my Greenwich Village apartment. “Teach me harmony!” she pleaded, so we sat down and studied “Meditation”, one of Antonio Carlos Jobim’s bossa nova masterpieces. Then she started playing me her own compositions. After listening for a few minutes, I was ready to ask her for lessons. It’s now spring of 1992, and Ana Caram has already recorded many of those wonderful songs of hers for Chesky Records. So it is entirely fitting that she now returns to the repertoire of the aforementioned Mr. Jobim, by far the best-known and best-loved of all contemporary Brazilian popular composers.  —  Steve Sacks.
Босса-нова, бразильский вклад в джаз — му​зыка не виртуозная и не слишком импрови​зационная. Для этого у неё чрезмерно опреде​лённая форма и чрезмерно безмятежное на​строение. Кроме того, босса-нова сильно выиг​рывает от наличия вокальных партий; её рас​слабленный настрой так и просит, чтобы кто-ни​будь мурлыкал под характерные аккорды. 

Именно мурлыкал: в этом секрет исполнения босса-новы. Ана Карам, бразильская дива, сек​ретом этим владеет в полной мере: она поёт уже более десяти лет, год за годом выпуская пластин​ки с одними босса-новами. Давно уже под​мечено, что люди с небольшим голосом зачас​тую поют с большим вкусом и тактом, ибо они лишены искушения щегольнуть техникой. Во многом именно по этой причине Ана Карам производит на редкость благостное и, если мож​но так выразиться, аутентичное впечатление. Она выпевает слова, мешая голос и дыхание, и от этого песни становятся мягкими, очень жен​ственными и очень грустными. Хотя их гармо​ническая структура и тяготеет к мажору, на​строение у них не самое безоблачное. По сути дела, это совершенно особый повествователь​ный жанр: истории, рассказанные в ритме бос​са-новы, как-то сразу понятны — хоть на каком языке их пой.

--- "Play"

	Tonino CAROTONE
	Mondo Difficile
	2000
	48:35
	Tonino CAROTONE – см. тж. с: PERET (в ‘Latina’)

label: Virgin (Espana)   www.virgin-records.es 

Испанский певец. Подобен Челентано. Но если с дисков Челентано желательно делать сборник, то здесь – все вещи золотые. И песни, и исполнение, и арранжировки – идеальны.

For the young independent Spanish scene, Tonino is a refe​rence, a kind of untameable elder brother. His wild colorful band “Kojon Prieto y Los Huajolotes” left its mark on cons​ciences in Spain. In 1998, he moved to Barcelona where he made friends with Manu Chao (см.).

Тонино Каротоне – бескомпромиссный испанский певец, бывший панк и политзаключенный, отсидевший в тюрьме год за отказ служить в испанской армии, друг Ману Чао, раздолбай и алкоголик. […] Тонино дружит с Ману Чао, но его антиглобалистских убеждений не разделяет. Каротоне не воспевает преимущества буржуазного комфорта, но он считает себя нормальным артистом, которому нужны деньги и раскрутка. Если уж говорить совсем  откровенно, то стоит признать, что Каротоне как музыкант гораздо интереснее своего знаменитого приятеля. Достаточно послушать альбом   Mondo Dificile, чтобы убедиться, насколько песни Кароне обаятельнее и изобретательнее, чем песни Чао.

--- Еженедельный Журнал
Песни подземелья

Обаяние Тонино Каротоне не зависит от количества сангрии, выпитой на концерте.

Музыка в стиле, похожем на творчество группы «Ленинград», пользуется успехом у людей со вкусом и чувством юмора не толь​ко в России, но и в странах с более тёплым климатом. Испанец Тонино Каротоне (Tonino Carotone) — это усатый мачо в шляпе, лю​битель сангрии, исполнитель в стиле мек​сиканский панк и большой души человек. Его любит, уважает и иногда продюсирует небезызвестный Ману Чао (Manu Chao).

Сейчас Каротоне очень знаменит. Он выпустил диск «Mondo Dificile», который продаётся бешеными тиражами. На нём есть хит «Tu vuo fa l' Americano», который в чуть более убыстрённой версии поют в фильме «Талантливый мистер Рипли» (The Talanted Mr. Ripley) герои Мэтта Даймона (Matt Damon) и Джуда Лоу (Jude Law). А са​мая лучшая песня называется просто — «Tonino Carotone».

За всей внешней беззаботностью Тонино скрывается активная гражданская позиция (которая у всех любителей сангрии оборачи​вается большим весельем). Например, 11 лет назад, в самом начале своей карьеры, Каротоне спел песню под названием «Insumision». В ней говорилось об определённых недоработках в политике тогдашнего ис​панского правительства. Причем говори​лось настолько ярко и убедительно, что То​нино Каротоне на год посадили за решётку.

В тюрьме Каротоне в основном пел пес​ни. У него даже получилось что-то вроде турне, поскольку музыканта переводили из одной тюрьмы в другую. А потом, не без помощи Ману Чао, Тонино Каротоне учил​ся принципам антиглобализма и посте​пенно становился знаменитым.

--- "Коммерсантъ"

	CASA DE LA TROVA
	
	1999
	47:58
	Cuba

label: Erato (France)

Вокалисты и остав инструментов варьируются. Используются инструменты: requinto, tres, double bass, cuatro, 'coralito' guitar, trumpet, bongo, palmas, guitar, maracas, guijo, clave, soprano sax, laou, congas, cello.

"It's all the same to me if you deceived me, but you behaved lamentably..." The sisters Floricelda and Candida shout at each other, sing and laugh at the same time. Furtives memories. A slight whiff of rum. They hold each other by the hand. Their "little" nephew, well over fifty years old, claps out the clave rhythm. For these bards, now aged 50, 60 or 97, the serenade is a way of embellish life -- in verse.

Urgent, yet essentially simple, it is articulated around the "cinquillo" of the clave, the rhymic spinal column of the tempo which created an epoch, that of the Cuban "troubadours". This poetry of everyday life was born in the foothills of the Sierra Maestra, the first home of the revolution where, for more than three centuries. African as well as Spanish influences in the shape of the bolero have flirted and blended with a number of French styles. In Santiago, nobody forgets those poet-writer composers who forged the identity of the trova: from Pepe Sanchez to Daniel Castillo, the author of Misterio de tus ojos from Villalon to Almenares and right down to the Ferrin sisters and Zaida, high priestess of Santeria, who still sing every morning at the Casa de la Trova, one of the community centres which in each town since the Revolution built up a federation of these folk-singers.

The trova is essentially a family art and it has spread to Camaguey, Sancti Spirtu, Guantanamo and as far as Havana, where a whole series of troubadours emigrated on account of the work opportunities afforded by the capital. Some of them became stars, including Maria Teresa Vera in the 1930's and Los Compadres, who have as second voice Compay and who have gained an international reputation. Trovas are blends of styles. The "trovadores" created magnificent songs which they enriched with boleros, peasant genres (guajiras and criollas) often taking their inspiration from pregon, the traditional cries of pedlars. The classical colour of some of the orchestrations with the Camerata de Camaguey or the Orfeon Choir (Orfeon de Santiago) recall the fact that at one time, this street music inspired composers in the classical style such as Brindis de Sals, Moises Simons or Felix Caignet.

The present recording resulted from a search amongst the personal notebooks in which each "trovador" notes down his own serenades, built up over a period of twenty, thirty or even fifty years, for the trova, made up of a variety of melodies of local, known or unknown origin, snakes its way through the emotions engendered by ancient images of roses, doves or simply lost illusions and they are often looked upon as having sprung from the inspiration of the previous day. It therefore, emanates from a search into memories. It has nothing to do with the Cuban tourist industry, for it is directed towards the heart of the homestead and towards these nasal and even raucous voices. Here, where the tiniest inflexion is fought over, even if the singer has gone into retirement, the hermanas remind you that the trova never dies.

A couple of cigarettes and they launch into Flower of Vengeance. "You'll pay me for it? Why? Because you stole all my joy, dammit!" And your breath is taken away by such youth and freshness.

	CHEB BALOWSKI
	Bartzeloona
	2001
	55:52
	~spanish/ska

label: Propaganda

Большой состав; включает J. & I. Muguruza (см.) [acordeon / baix]

	CHEB BALOWSKI
	Potiner
	2003
	46:24
	label: Propaganda Pet Fet  www.propaganda-pet-fet.com
Фолковый проект на темы испанской (фламенко) и арабской музыки

	The CHIEFTAINS
	Santiago
	1996
	57:47
	Derek Bell [harp, tiompan, harpsichord]; Martin Fay [fiddle]; Sean Keane [fiddle]; Kevin Conneff [bodhran, v]; Matt Molloy [fl]; Paddy Moloney [Uillean pipes, tin whistle, arranger, producer]; with: Carlos Nunez [gaita, recorder, whistle, bombard]; Ry Cooder [mandola]; Linda Ronstadt & Los Lobos.

PILGRIMAGE TO SANTIAGO (#1-5)

1. Txalaparta                             1:16

2. Arku - Dantza / Arin-Arin           4:21

3. El Besu  (The Kiss)                       2:19
4. Nao vas ao mar, Toino   (Don't go to the sea, Toino)   2:02
5. Dum Paterfamilias/ Ad Honorem      3:13

6. DUELING CHANTERS               2:55

7. GALICIAN OVERTURE            11:01

8. GUADALUPE                            2:50

9. MINHO WALTZ                      3:21

10. SETTING SAIL / MUINEIRA DE FREXIDO   3:26

11. MANEO                                 3:28

12. SANTIAGO DE CUBA              3:37 

13. GALLEGUITA / TUTANKHAMEN   4:07

14. TEARS OE STONE                     2:40

15. DUBLIN IN VIGO                   7:07

a) Alborada Gallega

b) Miudino

c) Lola

d) Jackson’s Morning Brush

e) Muineira de Cabana

f) Muineira de Chantada
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CORRIDOS y TRAGEDIAS De La Frontera -- An INTRODUCTION by Chris Strachwitz
Corridos and Tragedias (ballads and trag​edies) have been sung for over 100 years in Mexico and especially along both sides of the Frontera, the border with the United States. Some of the corridos in this collection, although recorded in the USA, are Mexican in origin but are part of the common Mexican American heritage and tradition. Others are the result of the ongo​ing conflict which often results when the Mexican and Anglo civilizations come into contact. For these corridos the term "Bor​der" should be taken in its broadest pos​sible sense, extending often hundreds of miles from the actual line. These story songs range in content from factual newspaper-like accounts giving the date and place where a memorable event or tragedy took place, to purely fictional ones. Among the "true" corridos, are traditional stories from the last century as well as recent tales, often detailing heroic actions by brave individu​als who stood up to authority in defense of their rights. Fictional corridos, on the other hand, although perhaps based on true events, have been enhanced for broadest possible popular appeal and maximum commercial exploitation. They have in re​cent times frequently served as scripts or texts for popular movies or hit records for stars of the Mexican American music world.

Corridos , both old and new, true and fictional, constitute a significant element of the popular music and literature of the community. Some corridos about local events appeal mainly to hard core fans of the genre, usually men alone or gathered at socials or in cantinas, while others become widely popular, sung by famous singers and conjuntos. The men in the cantinas are passionate about what they love and enjoy, and will frequently hire and spend considerable sums for conjuntos or mariachis to sing their favorite ballads at their table. If you appreciate corridos or have ever witnessed such performances you know how these stories affect the lis​teners who by their gritos and singing along become active participants and relive these stories in a very personal way.

Old corridos about the heroes and events of the Mexican Revolution, the Mexi​can nineteenth century Robin Hood-like figure of "Heraclio Bernal," the ancient story of incest as told in "Delgadina," or the brave exploits of Texan "Gregorio Cortez" who in 1901 stood up to authorities to defend his rights and successfully evaded a huge posse of rinches cobardes, are all still popular evergreens with audiences and singers along the Frontera. Such old ballads may well alternate with more re​cent stories about famous race horses, ex​ploits of notorious drug lords, the tragic killings of the Archbishop of Guadalajara and Mexican presidential candidate Colosio, or perhaps the latest problems resulting from US immigration rulings.

True corridos tell the story of heroic events or tragedies as singers and compos​ers heard or perceived them and like all history, are very subjective. They must also be sung in the vernacular language of the people in order to be remembered. Al​though poetry has always been a popular literary form it has a very special appeal if put to music. As in the case of English ballads, the tunes are usually simple and basic. Most corridos were probably sung slowly in the past but the melodies were easily adapted to the up-tempo polka rhythms so popular in the dance halls of today. Although true ballads seem to be no longer a major element of English lan​guage popular music and culture, they certainly are alive and well along the Mexi​can American Border. One of the last time ballads from Texas in English which comes to mind is the story of plantation owner, "Tom Moore" whose treatment and ex​ploitation of his workers was the subject of a commercial record made by blues singer Lightning Hopkins in the late 1940s.

In spite of the old saying that truth is stranger than fiction, many of the most popular and widely circulated corridos sung and heard today are fiction. This brings us to the role which recordings, radio, and commercial exploitation of songs has had on the field of balladry. To protect the composer, singers, record company, and publisher from possible legal action for slander or libel, or the subjects from re​venge or prejudgment, and to freely ex​ploit the ballad commercially without prob​lems, the fictional corrido has come, with the growth of the music business since the 1930s, to the forefront and almost restricted true corridos to private gatherings and the cantinas. When I was in Guadalajara ask​ing for corridos about the recent Indian uprising in the state of Chiapas, I was told by musicians and shop owners that they had not heard of any, but that if one were to appear it would most likely not be the true story as the Indians saw it but one based only on official newspaper reports. In San Antonio, not many years ago, one of the major regional record companies was sued by the sheriff of Laredo because the firm had released a corrido about a jail break in his city, and unlike the newspaper report, had put some blame for it on the sheriff. Forced to pay large legal fees and to withdraw the recording from the mar​ket left the label's owner bitter about true or real corridos and he swore at the time not to record any more. The popularity of the genre however has since changed his mind. As the producer however he now prob​ably checks all details with newspaper and radio reports before letting his artists sing

or record such a ballad.

Some years ago when driving through Las Cruces, New Mexico, I inquired about local corridos. The gas station attendant who was filling my tank told me he had recently heard one on the local radio sta​tion about a killing in the area but had heard that the corrido had to be taken off the air because the family of the victim of the crime had objected to the public airing of such personal matters. Political censorship of corridos, especially in Mexico, is also a reality. When Jim Nicolopulos and I were recently visiting the conjunto Los Pinguinos Del Norte in Piedras Negras, Cohahuila, their new bass player, who came from Mexico City, told us about several edicts. In the early 1970s in the state of Guerrero during the insurgency led by Lucio Cabanas, the PRI government ordered the Musicians Union to prohibit its members from performing corridos favorable to the rebels. The Cabanas uprising was the last major outbreak of rural rebellion and gue​rilla warfare prior to the recent uprisings in the state of Chiapas. In spite of such efforts at censorship, many corridos of the Ca​banas revolt were not only sung widely but did appear on records. A similar edict was announced recently in the state of Sinaloa where the state government has prohib​ited the performance of corridos celebrat​ing the drug traffickers, but apparently with even less success.

In the days before records, radio, films, juke boxes, TV, or the invention of the amplifier, which have aided the massive commercial exploitation of songs, corridos were passed on and enjoyed on a more personal level. Singers entertained their audiences, as they had for hundreds of years, on the street, in restaurants, at small gatherings and celebrations, saloons, or at house parties. Until recordings (and some twenty years later the radio) suddenly brought voices from around the world di​rectly into people's homes at the beginning of the 20th century, corridos were circu​lated mainly by itinerant singers traveling from market place to market place, from street comer to street corner, or from ranch to ranch, singing their verses for anyone willing to listen and pay. Sometimes these corridistas or trovadores, would have the texts of popular stories printed along with a picture illustrating the ballad and offer such broadsides for sale as well.

This collection brings you the original historic recordings of 27 important combos from the Border. Many of these first com​mercial recordings, all made on the US side of the Border, are remarkably traditional, honest, uncensored, pure in their content, and complete. Many were originally is​sued in two parts, filling both sides of a 10" 78 rpm record, giving the singers just a little over 6 minutes to tell their story. The recordings were mainly made in the South-west by singers from the Border country during a short decade, which I like to call the "Golden Era of the Recorded Corrido": 1928 to 1937. The most interesting ones were recorded during a four year period, starting in 1928, two years after the general introduction of the electrical recording pro​cess, when the national record companies began semi-annual field trips to San Anto​nio and El Paso. An era when many singers and composers were still directly in touch with the living oral tradition. Competition, however was fierce from the start and as soon as one company had a record of a popular ballad, the other three firms would often record their own artists' version and

hope to overshadow the others by more imaginative marketing techniques or bet​ter distribution.

The apparent commercial success of many recorded corridos just prior to the Great Depression which brought the record business to its knees, gave impetus to sing​ers and composers to come up with more corridos as long as the public was respon​sive to their tales and bought the discs. Singers generally felt honored and de​lighted to be chosen to make records and the $25 to $50 fee per disc was at the time considered a nice reward for singing two parts of a song which might bring five or ten cents from a listener in the plaza.

During the first few years of record​ing regional musics in hotel rooms out in the hinterlands, away from the studios of New York or Los Angeles, the producers were apparently receptive to a wide range of material. The desire on the part of the record producers to find anything that would sell and the lack of understanding of the language of the repertoire they were recording probably kept the "record men" from attempting political correctness or censorship. Attempts were made however by several of the early Spanish-speaking intermediaries to "improve" some of the singers, whom they often considered to be of rather low class. The late Guadalupe Acosta of San Antonio was a professional musician and orchestra leader who also built and repaired musical instruments. He was hired to help in recording local musicians and once proudly told me that he helped several singers use proper Span​ish and improve their pronunciation be​fore making recordings!

Once voices could be heard clearly in homes emanating from a radio or phono​graph, it quickly became apparent that vocal duets with guitar accompaniment were the most popular recording combi​nation in the Mexican American music field. Duetos were also cheaper to record than a 20-piece orchestra. Duetos were also among the first recording combinations waxed in Mexico City around 1904 by Victor, Columbia and Edison's visiting en​gineers from New York, although only about forty corridos were documented on cylinders and discs at that time. During the drawn out years of turmoil of the Mexi​can Revolution, recording activities ceased in Mexico itself and were not resumed until 1926. They remained very limited until the early 1930s when Peerless became the first Mexican company to build record​ing and pressing facilities. "The Golden Era of the Recorded Corrido" was prima​rily documented in the US since the public in Mexico was either too poor to create a demand for such records or was not inter​ested in that type of repertoire.

By the mid 1930s and the continuing Great Depression, all US record companies introduced cheap 35 cent records (they had previously cost 75 cents) with the hope of selling recorded music even to the poor and rural masses. The demand for corridos, however almost disappeared as far as the record-buying public was concerned. The brief "Golden Era of the Recorded Corrido" was over.

In Mexico, the 1930s saw the develop​ment of the Mexican film industry which was quick to discover that film stars who were also ranchera singers or ranchera sing​ers who could also act in films, were a very popular commodity and the rural masses loved to see movies which featured new songs and new singers. Many of the big​gest ranchera recording stars such as Jorge Negrete and Pedro Infante became famous via the films they made. Movies also even​tually helped elevate rural mariachi music to become Mexico's national music. Dur​ing the late 1930s with the increased com​mercial exploitation of vernacular music, fictional corridos became increasingly popu​lar via films which used the stories and songs to appeal to the masses.

During World War II, the major labels in the US who controlled the record indus​try, just about gave up marketing regional musics because of the shellac shortage. With the end of the war in 1945 however, a resurgence of corridos on records began with an upswing in the economy, and the increased buying power of the masses. Local entrepreneurs filled the vacuum left by the major labels by starting small record companies all over the country. During the 1950s, 60s and 70s real corridos once again became popular especially on records. The death of President John F. Kennedy, who was perhaps the most popular America n president ever among Mexican Americans partially due to his Catholic minority status, gave cause for an amazing number of

corridos on records. These corridos were almost without exception homages (homenajes) which praised their hero for his stand on what he believed was right in​cluding rights for the poor. Dan Dickey collected about 24 of them in his book The Kennedy Corridos: A Study of the Ballads of a Mexican American Hero (Austin: University of Texas, Center for Mexican American Studies, 1978).

The 1960s saw powerful corridor of protest such as "Rinches De Texas" by Willie Lopez who produced the record on his ORO label in McAllen, Texas. It was a strong complaint against the then gover​nor of Texas, John Connally, who called out the hated Rangers (rinches) to put down a melon field workers' strike with brutal force. The 60s and 70s were also an era when pride in La Raza blossomed. It was also a time in the development of the re​cording business when you could, if I may paraphrase composer and record company owner, Salome Gutierrez: "write the corrido in the morning, record it that after​noon, take the lacquer master to the press​ing plant that evening and the next day have the 45s to take to the radio stations who would be playing the corrido within 24 hours of the event." Most corridos recorded since the 1950s however, were short and fitted on one side of a record. Unlike the late 1920s when people would listen to records on their player at home and gladly turn the disc over to listen to part 2, the juke box and the radio had now become the prime outlets. Most older juke boxes would only play one side of a record and radio stations were reluctant to play any record over two minutes and 45 seconds because it would encroach on their time for com​mercials.

Today, in the 1990s, there are still plenty of true corridos being sung and even recorded. You hear them primarily in the cantinas and in places where the so-called respectable people don't venture. After all, corridos are part of the literature of the common people and reflect their values which are often in opposition to the estab​lishment or the wealthy classes. Although the early pioneer recording directors on this side of the Border documented even strongly anti-Anglo corridos or protest songs, several of which are heard in this collection, the recording industry today, especially in Mexico, would be reluctant to release any anti-establishment corridos. Even fictional corridos are not without op​position. I've heard of citizens' groups here in California who would like to restrict the airing of any corridos glorifying the drug trade because they feel it reflects nega​tively on the Mexican American popula​tion and their culture. Popular singers, with some notable exceptions, are careful not to offend and are often reluctant to sing even traditional true corridos fearful of the wrath of wanna-be censors or the conser​vative elements in their audience. Yet some singers and conjuntos take great pride in being specialists in corridos and do not shy away from bringing their audience what they want to hear. Los Tigres Del Norte are perhaps the most enduring and hard core super stars of the corrido who have stayed on top of the charts ever since the 1970s when they recorded "Contrabando Y Traicion" and "La Banda De Carro Rojo" which became hit records and hit movies.

Today, in addition to conservatives' objections to many corridos, the medium or sound carrier itself has become problem​atic for the corrido composers and singers who require speedy release and distribu​tion. The cassette is the only cheap sound carrier in use today which can be quickly produced. But most radio stations will not broadcast cassettes, juke boxes can not play them, and besides, they can be easily cop​ied by anyone, thus taking away the poten​tial profit incentive. Perhaps the broadside will make a comeback as it did a few years ago when visitors from New York told me about hearing a man sing a corrido on the bridge between El Paso and Juarez about the tragedy of illegals who had suffocated in a railroad car just east of El Paso. He was selling a computer generated sheet of pa​per with the lyrics which he had just com​posed.

(Chris Strachwitz  - 1994)

The Singers

The singers heard on these historic discs, like the Carter Family in Country music, Joe Falcon in Cajun music, or Blind Lemon Jefferson in Blues, were among the pioneer recording artists in the field of Mexican American vernacular music. The fact that many were already popular performers in their community, brought them to the atten​tion of furniture and music shop owners who were used by the recording companies to act as talent scouts or intermediaries. In the plaza or in the street, singers had to be loud to be heard and survive. The public may have been boisterous but was also for​giving when they paid five or ten cents for a song delivered to them in person. However, when customers put down 75 hard earned cents for a phonograph record which they could play at home over and over and sud​denly hear every nuance of the voices and every word of the song, they became much more demanding. The duetos heard on these records were successful because they had the right combinations of voices and the right songs to please the tradition oriented ears and emotions of their listeners.

In most cases we know very little about these singers besides their names, what in​struments they played, where and when the record was made, what the catalog release number was, and perhaps the matrix num​ber as well. These details are known to us almost entirely due to the long, dedicated, and persevering work of discographer Dick Spottswood who spent years collecting this data from the files and catalogs of the record companies who originally produced the records. With only a small grant to keep him going, Dick Spottswood published his com​plete data in a seven volume set entitled: Ethnic Music On Records - A Discography of Ethnic Music produced in the United States, 1893 to 1943 (Urbana: University of Illinois Press, 1990).

The singers considered themselves fortu​nate to have their names appear on the record labels, in newspaper ads, on flyers, hand​bills, and catalogs. This publicity, especially if the records proved to be popular, could help focus the public's attention on them and perhaps lead to better paying personal appearances and further recordings. Since the companies who recorded Mexican American music at this time had strong national and even international distribution in the western hemisphere, the discs by San Anto​nio, El Paso, or Los Angeles based artists, were available not only on their home turf, but in most areas in the US with a substantial Spanish speaking population. […]

--- Chris Strachwitz, 1994

"Ballads are sung among people who are interested in hearing a story. It makes no difference if they have heard that story dozens of times before – it always comes back to them, just as fresh and entertaining as the first time." – Brownie McNeil

Corridos, the ballads of Mexicans and Mexican-Americans, are the product of oral tradition, although they may be pre​served and passed on via phonograph records, in cancioneros (song books) and/or on printed sheets (historically known as broadsides), ra​dio, or TV. They keep alive the memory of important events and heroes, and those verses or lasting appeal are passed on from genera​tion to generation, subject of course to changes and variants that may occur. The number of variants, incidentally, may well attest to the popularity of a given corrido's theme or sub​ject.

The term corrido comes from the Spanish verb correr, meaning "to run" or "to flow," hence a corrido is, in effect, a running account of a particular story, that is a narrative ballad usually colored by the amount of information the corrido maker has at hand, his political views, his feelings about circumstances sur​rounding a given incident, and his emotional attitude. Some emotional involvement is as​sumed and expected, otherwise the corrido maker would never have formulated the verses.

At the time of the conquest of Mexico in 1521, the romance was at its height in Spain. Many of these romances (and the Andalusian romances corridos) were brought over to the New World by the Spanish. Bernal Diaz del Castillo (1492-1581), the principal writer of the conquest of Mexico, tells of the popularity of the romances among the soldiers of the army of Cortez. These romances kept alive the spirit of the old country in the hearts of home​sick soldiers. Undoubtedly events in a new and strange land suggested new ballads. In time these romances became a part of the repertoire of the common people and through the course of time developed into the corrido.

The first true corridos probably date to the period of the struggle for independence (c. 1810-20). Nonetheless, we have very few texts that all authorities will agree display the characteristics of the modern corrido from before the decade of the 1860s.

The late Vicente T. Mendoza defined the effective life span of the Mexican corrido (as an independent form in Mexico) as falling into three distinct stages: a period of ascent from 1875 to 1910 during which time the ballad heroes are Robin Hood-like outlaws in rebel​lion against Porfirio Diaz; a culminating pe​riod from 1910 to 1930; the epic period of the Revolution; and a period of decadence from 1930 to the present.

Mendoza's view may apply to the corrido in central Mexico. Along the Border and fur​ther north into what is now the American Southwest, the development, impact, and sus​taining power of the corrido was and is some​what different. Probably the earliest narra​tive ballad to be collected in the Southwest is "La batalla de los tulares," collected by the late Aurelio M. Espinosa. Though the work is neither a romance nor a corrido, Espinosa des​ignates it by the title romance and explains that it dates from a battle in 1824 "when the Indians of Santa Barbara, California, rebelled against the Spanish government struggling with the soldiers of the Presidio."

Arthur L. Campa, the late distinguished New Mexico scholar, unearthed "El condenado a muerte" (To Be Condemned to Death), which he regards to be a true corridos (although not grouped in stanzas). It gives the date "Wednesday, the twentieth of July 1832." The author explains that on this date he will be taken to be executed, although he does not explain the crime and claims to free from guilt.

From Nuevo Leon, the earliest work appears to be the "Corrido de Leandro Rivera", dating from 1841 and collected in 1939 near Brownsville, Texas, by John and Ruby Lomax.

Americo Paredes, the noted Texas scholar speaks of "the corrido century," that is, that period from 1836 to the late 1930s as the life span of the corrido on the Lower Border. He places the starting point at 1836 as civil war, Indian raids, and the English-speaking invasion all began on the Border in that year.

Paredes feels that the favorite subjects in the ballads of the early part of this "corrido century" must have included the Indian raids, the struggle to establish a Republic of the Rio Grande, and the guerrilla warfare against Zachary Taylor's troops. He also feels that the Indian fighter, Antonio Zapata; Antonio Canales, a Federalist and guerrilla against Taylor; ranch​ers such as Bias Falcon; and Juan Nepomuceno Seguin, the disillusioned Texas patriot, as among the subjects of ballads. Paredes has talked with informants who, as children, remember hearing ballads about these situations and individuals.

Juan Nepomuceno Cortina was apparently the earliest Border corrido hero that we know of. In 1859 he shot the Brownsville, Texas, city marshal who had been mistreating a servant of Cortina's mother. Cortina and his followers occupied Brownsville briefly before being forced out. He fled across the Mexican Border establishing a pattern that would be followed by countless other corrido heroes for decades to come. […]

-- Philip Sonnichsen
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	CUBA
	El Camino de la Salsa
	1995
	65:20
	label: World Network

Cubans do not simply celebrate music. They live it. It is almost impossible to ima​gine any place in Havana where music is not being made or listened to: even during one of the frequent (and inter​minable) electricity failures, there will inva​riably be someone somewhere playing a transistor radio or beating out a rumba rhythm on an empty bottle. Cuba’s popular music is an explosive blend that reflects the country’s checkered social and cultural history. For centuries a melting pot see​thing with contradictions and conflicts, the traditional music of the Spanish settlers blended with the dances, songs and instruments of the slaves who met in secret societies and cabildos. The result, as the Cuban poet Nicolas Guillen once said is «Rum for the ears ...»
If that is true, then the strongest brand of that rum is undoubtedly Cuban rumba, the music of celebration, partying and dancing, the musical entertainment of the slave huts, the tenements and the suburbs. Black music, born of the will to survive amongst the African slaves shipped to Cuba, and nurtured by their descendants, who com​ment their daily lives on the island of sugar with wit and virtuoso drumming.

Rumba is, in Cuba, a generic term for three very different rhythms: yambu, columbia and guaguanco. Yambu is a dance for couples, which has fallen out of favour today, while columbia is a dance for men providing opportunities for them to show off their acrobatic prowess in complex choreographies. What is known in Europe as rumba is simply a watered down version of the Cuban guaguanco.
Older Black musicians on Cuba insist that guaguanco was originally not a dance at all, but primarily a song, something akin to an acoustic newspaper. The guaguanco singer entertained his audience with sung tales and anecdotes, commenting on political events and scandals with mordant    wit, caricaturing overseers, white masters and politicians or making fun of local gossip and the neighbourhood rumours of the bar​rio. It was not until the beginning of this century that a dance part was added to the guaguanco song, leading to its repeated intermittent prohibition. To say that the choreography of the guaguanco is highly suggestive is an understatement, for it can at times be downright pornographic: the woman and the man play the ancient game of delayed conquest, with the rooster circling the hen. The audience stands in a circle around the dancing couples, com​menting with rhythmic clapping, whistles, calls and laughter, on this choreographed gender war, which traditionally with ends with a teasing gesture of defeat by the woman: she permits the man to «vaccinate» her pelvis - vacunao is the Cuban word used here.

The Cuban writer and ethnologist Miguel Barnet chooses his words carefully when he says that «the choreography of the guaguanco describes unequivocally and impressively the symbiosis that has taken place in Cuban culture. We recognise the gestures and mimicry of the Flamenco, the dance steps of the little Abakua demon, the Manila shawl and the Cuban sandals. We hear the African rhythm and the pro​fundity of Andalusian cante jondo.»

Until the 1920s, music and dance were also an expression of ethnic identity: Afro-Cubans had their rumba, whites their danzon, a salon dance derived from the French contredance. Shortly after the Republic was declared in 1902 (bringing independence from Spain and the first US American military interventions) migrant workers from the southeast of Cuba brought a dance to Havana which united black and white – a Creole blend of Spanish and African traditions: son. The verses and stringed instruments are of Spanish origin, the percussion and syncopated rhythm adopted from the music of former slaves. «Son reflects the Cuban soul, it is musica mulata, a blend of Europe and Africa in Cuba», wrote Nicolas Guillen. «In its syn​copated rhythms and hammering repetitions, our soul is reflected.» The son soon became the hallmark of Creole culture, allowing white and black Cubans alike to identify with the same music for the first time. In the 20s, son spread throughout the island and its towns, and its lascivious syn​copation could be heard on every street corner. The musicians accompanied them​selves on small, light instruments: the tres (a smaller version of the Spanish guitar), bongo, maracas and claves (a wooden per​cussion instrument), while an empty bottle was generally used for the bass.

As son took the Cuban capital by storm, drawing capacity crowds to every dance hall, this instrumentation proved inadequate. Guitar, double bass and trumpet were added, thus creating the basic instrumental line-up of the innumerable Sextetos and Septetos in Havana in the 20s. The blind tres player Arsenio Rodriguez heralded a new phase of son in 1940: he added two trumpeters, two singers, a pianist and a Conga player to the traditional son septet, called the line-up a conjunto and produced a sound that is easily recognisable as a pre​cursor of New York salsa.

GRUPO AFROCUBA DE MATANZAS 
1. PALO YAYA              5:25

SEPTETO NACIONAL

2. ARROLLA CUBANO        4:42

3. NO JUEGUES CON LOS santos        4:29

4. BARDO                  4:45

CONJUNTO campesino CUYAGUATEJE

5. al VAIVEN DE MI CARRETA 4:58

6. MONTUNO VERDAD       4:35

7. MI QUERER                3:24

ORQUESTA SUBLIME

8. sabroso COMO EL GUARAPO     4:16

9. EL ESCRUPULOSO        2:24

sexteto ricoson 

10. HUELLAS DEL PASSADO    4:49

SEPTETO RAISON 

11. COMO FLOR Y COLIBRI     5:32

12. TÚ Y YO SI SOMOS SONEROS   5:22

13. MI SALSA cubana         3:53

GRUPO AFROCUBA DE MATANZAS

14. TRISTES LAMENTOS       6:28

	CUBA  NOW
	
	1998
	66:13
	label: Caribe Productions (EMI)

This disc captures the latest hits from the ongoing revolution in Cuban music that started in the late 1980s with the group NG La Banda, and is still flourishing. The label that the compilation is drawn from, Caribe Productions, run by a Spaniard, Federico Garcia, was in the right place at the right time, and it signed a good portion of the best bands in Havana. The bands, including NG La Banda, Los Van Van, El Medico de la Salsa and Adalberto Alvarez Y Su Son, were after a mixture of modern pop and funk from the United States, jazz of the fusion variety, and the great Cuban tradition. So what we hear is a beautiful mix of nationalities, colors and sensibilities.

The musical revolution was only possible because of the other revolution, the one run by Fidel. After he took over, the Cuban musical school system slowly opened its doors to what had previously been street music; jazz, European classical music and Afrocuban tradition mixed in the schools, producing extremely literate musicians.

And the Government sent the bands, whose musicians were employees, out to play for the people. During the day, the musicians practiced and rehearsed. At night they played for the dancing public, virtually every night of the week; the musicians played for the audience, which has a profound rhythmic knowledge, and the exchange of knowledge between the dancers and the musicians fostered rhythmic exploration.

As such, the new Havana bands have paralleled the rise of the big bands in the United States where the orchestras, highly educated, merged a street sensibility rife with the elegance of dance with an understanding of European music. And when tourism hit the island, the groups produced the background music for the hedonism that has turned many of the music spots in virtual brothels. Music is sex, but in this case it is also intelligence, musical excellence, sensuality, high level word play, political observation, a type of soul. It is one of the most important parts of our culture, one of our contributions to world culture, and we’re proud of it. These are the hits from the last few years, nothing but the hits from the best bands. Get ready... [...]

1 "El Trágico" -- NG La Banda

2 "Soy Todo" -- Los Van Van

3 "Somos Lo Máximo" -- Manolin, El Medico de la Salsa

4 "La Apretadora" -- NG La Banda

5 "La Bola" -- El Medico

6 "A Bailar El Toca Toca" -- Adalberto Alvarez

7 "Esto Te Pone La Cabeza Mala" -- Los Van Van

8 "Y Que To Quieres Que Te Den?" -- Adalberto Alvarez

9 "De Igual A Igual" -- Los Van Van

10 "Me Pase De Copas" -- El Medico

11 "El Baile Chino" -- NG La Banda

	Lila DOWNS
	Tree of Life
	2000
	52:04
	Mexico

Lila Downs [v]; Angel Chacon [g]; Chuco Mendoza [ac b]; Hilario Sanchez di Carpio [marimba]; Armando Montiel [congas, bongos, clay drums, djembe, seeds, gourd, tarahumara drum]; Carlos 'Poppis' Tovar [turtle shell, clay drum, seeds];  Aaron Cruz [clay pot, aneiro]; Aneiro Tano [perc, ocarina]; Cacho Duvanced [harmonica]; a.o.

Превосходная певица – интересная и разнообразная. Все песни на этом  CD – на темы древних индейских мифов. Рекомендуем!

	Lila DOWNS
	La Sandunga
	2003
	56:34
	label: Narada (Virgin) www.narada.com
www.liladowns.com
with musicians: El Gutierres [g]; "Hopalong" Chagoyan [upright bass]; Paul Cohen [t s, p, arrangements]; Eduardo Corzo [cl]; Dennis Hart [bar s]; Mauricio Celis [perc, sea shell].

#1-12: 1995, 97

#13-15: 1999
На этом диске есть и индейские легенды, и La Malaguena, и Besame Mucho.

This is a very special collection of songs. It's a concept album in that each and every song is written by composers from Oaxaca. But more importantly, this recording is a testimony to the diversity and wealth of music that exists in the state of Oaxaca. This CD carries with it hundreds of years of history of the indigenous, African, Spanish and Mestizo cultures.

"La Sandunga" has become one of her fans' favorite CDs, especially in Mexico.

	DUSMINGUET – см. в 'Rock'
	
	
	
	

	ECHOES  OF  INCAS
	Sacred Valley
	1996
	48:44
	Arturo Garcia Orozco [g, fl, samponas, perc, arrangements]; Gilberto Reyes, A. ‘Zarandonga’ [Peruvian box]; Gregorio Bobadilla [quena, samponas]; Kambiz Pakandam [g]; Long John Oliva [congas, bongos]; Cesar Hernandes [el b, sonajas].

	Eliane  ELIAS
	Sings Jobim
	1998
	51:16
	label: Blue Note

Eliane Elias [v, p]; Michael Brecker (см. в ‘Jazz’) [t s]; Oscar Castro-Neves [ac g]; Marc Johnson (см. в ‘Jazz’) [ac b]; Paulo Braga [d, bongos]; Cafe [perc].

Подобный альбом бразильской джазовой лирики см. тж. Michael FRANKS (где Elias участвует).

	ELOMAR (Elomar Figueira Mello)
	Dos Confins do Sertao
	1994
	38:00
	label: Trikont (Munchen) 1987/1994

Старик из Северной Бразилии поёт под гитару грустные народные песни (хотя, справедливости ради, надо сказать, что alle Stucke fon Elomar Figueira Mello, но, тем не менее, он вполне заслуживает право называться народным бардом).

Trikont – очень немецкий лейбл и liner notes (вполне объёмистые) здесь только на немецком языке.

	ENSEMBLE  NATIONAL — MALLKU  DE  LOS  ANDES
	Bolivie
	1991
	49:52
	label: WMD / 7 Productions, Planett series

Mallku (name of the biggest condor) is a group who played on many world tour with National Ensemble of Bolivia, considered in the country as the best one. Bolivia which no opening on the sea was colonized like all America, but cultural and musical half casting was not so important than in other countries. Principal instruments are always from Andin origin, and the first one, for Bolivians is flute of Pan (‘siku’ in Aymara language, ‘zampogna’ in Spanish). Seven or fourteen pieces of reeds of different lengths are tied up one by one on two lines. Its principal characteristic is to be played by pair. Quena is one of the oldest instruments of the world, its a simple flute with a bevelled opening to play at the end. The number of holes is different till no more than seven, and it is made in reed. Tarka is wood made, it’s a vertical flute used during carnivals (tarkeada) with a narrow pipe, the sound being soft. Charango is typically Bolivian, it’s a type of small guitare with five pair of strings, assembled on the shell of a tatoo. Most known percussion is bombo — big drum used by same player than zampogna.

	ESQUINA
	Esquina
	1994
	57:36
	label: Materiali Sonori

Cesar Stroscio [bandoneon]; Carlos Carlsen [b]; Claudio Enriquez [g]; Susanna Rizzi [v].

  Buenos Aires was also touched by the revolutionary winds of change prevalent in the sixties. Thereafter nothig was ever the same again. This original ensemble interpretes a very personal repertoire of Nuevo Tango where Candombe and Milonga are fused with contemporary poetry, gentle walzes and songs by Chico Buarque and Vinicio Caposella. And it is truly moving to discover old Tango alive and kicking in this highly sophisticated new form.

	Cesaria  EVORA
	La Diva aux Pieds Nus
	1988
	36:54
	Down Beat 48th Annual Critics Poll: Beyond Artist Of The Year (2000)
Cesaria  EVORA – см. тж. с: Salif KEITA (в 'Africa');

В аналогичном стиле африканского варианта португальского fado см. тж. BONGA; тж. см. сольный диск её гитариста: BAU.

Из подобной по настроению музыки можно порекомендовать – см.: Susana BACA; Rodolfo ‘Nava’ BARRERA; Marisa MONTE; LA FAMILIA VALERA MIRANDA; RADIO TARIFA; 

	Cesaria  EVORA
	Nova Sintra
	1990
	42:36
	rec. 1990 at Lisbon

	Cesaria  EVORA
	Distino Di Belita
	1990
	42:35
	label: Lusafrica, 1997

Many Cape Verdean artists come from Sao Vicente, one of the ten islands of the Atlantic archipelago. The former Portuguese colony is today independent and its nearest neighbour, Senegal, is around 500 kilometres away. "Cize", as all her friends in Cape Verde call her, is known as the "Queen of Morna", the island's original music and the pride of its population: compel​ling, sweet, melancholic, nostalgic, but above all suave. The greatest writer of Morna, B. Leza, was her great-uncle, cousin to her father, a celebrated violinist. But she hardly knew either man: they both died when she was a child. Cesaria sang the Master's compositions, as well as poems set to music by another poet-troubadour, Eugenio Tavares. Later, she flirted with another style of rhythm, the Coladera, an even more tropical kind of danse caled biguine. She began to find popu​lar success: at the time, she was paid 25 escudos (around 35 cents) for each song she performed. In her shows, she sometimes included well-known and loved Brazilian songs. As Cesaria has confided: "I would have liked to have been born in Brazil. At least over there you can earn a living from your art. For me, it's different: people like my voice, but that's not enough. I'm not money-hungry, but from time to time it helps...". For a very long time, Cesaria never left her island, nor even her town, Mindelo, the archipelago's major port. After several relationships, she decided that she would no longer "take in a man under her roof". "I know a lot of women who have no control over their lives. The husband gives the orders. That's why, now, I've decided to nip this 'evil' in the butt.." In the streets of "her" town, Cesaria walks heavily and often strolls around barefoot, gaining a reputation as the "barefoot diva". This is not provocation on her part, but a symbol of her independence and the freedom she praises, a sign for the women of her district (her'zona'). According to Cesaria, to paint her picture would imply showing life in Cape Verde, the insularity, the solitude of songs which some​times turn into a cry from the soul, the music of a female artist in these islands, which neither economics nor nature (with its cycles of drought) have smiled upon. Cesaria wants to link her des​tiny to the daily struggle of women from the poo​rest areas. Like many of the islanders, she remains attached to her land, her island, its time-consuming journeys. Cesaria's wanderings take her around town. Depending on the hour, she can be found in one bar or another. For her, bars are above all a place to shelter from the light of day which frightens her a little. Inside, Cesaria often settles in a corner. Bars -- a refuge from the day -- help Cesaria to hold on a little longer to her memory of the night and the world where she practises her art. In her 'bar-source', she finds daytime respite to prepare for the following night. At night, her music wells up. Her eyes tran​quil and closed, she sings Sao Vicente Morna: an artist's cry, clear-sighted and sometimes ironic, both towards the audience and herself. (Avner Perez, 1991)

	Cesaria  EVORA
	Mar Azul
	1991
	34:35
	label: Lusafrica

Mindelo, August 1991. The atmosphere had reached its peak in the smoky air of the Piano Bar. Chico Serra plays song after song on his piano. Friends, customers and drinkers: in turn each of them joins Chico in singing his favourite Morna.

At the end of the song, the little gathering all applaud the singer who is immediately replaced by another impromptu performer...

Glasses of whisky, grog or rum move from the bar through to the area where the performers sing: this is the Noite Caboverdiana, the Cape Verdean night.

Cesaria is sitting on a seat in the darkness near the door. Everyone has asked her to sing, but "Cize" has said she will only do so when all the others have sung.

A little later, we move outside for some air. The moon bathes Mindelo in soft light. A glass of whisky in her hand, "Cize" sits next to us and tells me with a wide smile, 'Today is my birth​day, I'm fifty...".

Later on that night, Cesaria will move to the piano. Everyone will be enthralled as she sings "O Mar, Mar Azul", one of B. Leza's most beautiful Mornas.

	Cesaria  EVORA
	Miss Perfumado
	1992
	63:20
	label: Nonesuch Records

more information about Cesaria Evora:

http://www.lusafrica.com 

NO ONE, AND FOR GOOD REASON, COULD IMAGINE ten bits of moonlike landscape, spread in a circle on the dark blue sea, 500 km west of the shores of Senegal. Volcanos have covered it with black lava, transforming it into rugged hills, with a few red dirt valleys where the inhabitants used to grow their food when rain was sufficient to make rivers flow. Now water is so scarce that the rainy days are waited upon like a special occasion.

With half of its male population working abroad, Cabo Verde is slowly becoming a ghost country; there are more Capeverdians living in Portugal, Mozambique, Holland and Massachusetts than in the islands, and this is one of the reasons why capeverdian music is now spreading to the rest of the world...

But Mindelo, birth place of Cesaria Evora, has a history of its own. When the Portuguese were ruling the seas, sending fleets to Japan, Brasil, or Angola, they used the bay of Mindelo, on Sao Vincente island, as a stopover on the way to Cape Town; at the end of nineteenth century Mindelo's warehouses were filled with food supplies and merchandise, and with the advent of steam ships it became an important coal storage town. The beginning of the twentieth century saw sailors, merchants, travellers of all nations mingling in Mindelo, a small city of colourful houses propped up against the ever blue sky with their green, pink and yellow facades. Mindelo, like any port, had an important night life; music wags everywhere, money was flowing and the blood of former african slaves were steadily mixing with the Portuguese, english, trench and dutch... turning it into a modern breed of golden eyed children who are typical of Sao Vincente. Music was everywhere, in clubs, in the streets, on the beach; unlike the musical styles that evolved in other islands, Mindelo's "Morna" was romantic, strongly influenced by portuguese "Fado"; "Coladera" on the other hand had a faster beat, and you could dance to it in a tight embrace. "Morna" was full of nostalgic feelings, the music of sailors longing for their land, of lovers longing for their beloved ones, of wives, mothers, sisters who had stayed behind while the men had to emigrate for work.

ONE OF THE MOST FAMOUS MORNA COMPOSERS was B. Leza, a paralytic man who was Cesaria's own uncle. B. Leza is considered one of the greatest poets in the capeverdian language, a portuguese "creole". His very name, ("beauty" in portuguese), ironically emphasizes the bitter side of the man. Cesaria remembers how he used to stay at home all by himself and write beautiful love songs on people's request. He already was famous at this time, but people would never pay for the songs requested; he died poor and lonely... Before he died he wrote a song describing his bitter condition, and Cesaria sings it on her last album "Miss Perfumado": "Lua nha testemunha", (Moon, solitary companion, who knows all of my life, all that I have suffered, from distance and from absence, the world plays with me, some kind of game of hide and seek, every turn it does,, it brings me new pain, that carries me closer to God). B. Leza died when Cesaria was about ten. She stills likes his Mornas the best, and people say she sings them in a way no-one can imitate. "I feel close to him", she says, simply. Cesaria’s father, a violin player, followed B. Leza to the heavenly skies a couple of years later, leaving his albino wife with seven children to feed. A good cook, she never lacked employment, and raised her children to be strong; most of them emigrated with the exception of Cesaria. "In Cabo Verde, she says, food is never a problem. We help each other. The real problem is men. They all go abroad to work, and the ones who stay have all the women they want, five, six, up to thirty if they have the money".

One can guess this was not to the taste of young Cesaria. Up at noon, she would drag her bare feet around the yard until the sun came down on the horizon -- she never used to like the hot hours anyway. Then, suddenly revived, she would go out and join the gang, half a dozen youngsters who owned a "cavaquinho" (a small four string guitar similar to a yukulele, which is used as a rhythm guitar). Sitting on the stone benches overlooking the bay, they would sing Mornas and Coladeras to the evening cool breeze; they would dream of the stars, of love, and faraway countries... Sometimes they would decide to go and play a serenade under the windows of someone they knew at the other end of town, and Cesaria would get home at dawn.

SHE SOON FELL IN LOVE WITH ONE OF THE MUSICIANS, and bore him a daughter. She was to have a son a few years later from another lover, but both affairs ended the same way: no support, no faithfulness whatsoever. "I will never have another man under my roof”, she states. But confiding woman to woman, she sometimes admits that she has dreamt of it: a man who would care, put her in a decent home, take the "Sodade" feeling out of her heart...

One day her mother was listening to the radio while working, and she heard her daughter's voice! " Everybody knew about me in Mindelo, ano radio people came from Praia and recorded some tunes with me. But I never told my mother..." In fact, the gift of Cesaria’s voice did not mean much socially: in Cabo Verde, musicians do not get paid; having a beautiful voice only brings you applause, sometimes a drink, never money. By this time Cesaria had given up the stone benches for nightclubs. There were many of them like the Piano Bar, Ophelia, Night and Day,... where a few musicians would gather and play the current tunes; anyone could come to the microphone and sing. This is called a "capeverdian night". This is one of the "capeverdian night's" original features: to fit into an improvised band, musicians may have to take up an instrument they are not familiar with; this gives the music a very free, very creative atmosphere, that you can still enjoy nowadays in the bars of Mindelo.

But for musicians, times were harder than ever. The harbour had started its long decline: coal was abandonned for fuel, modern ships did not need stopovers. The independance from Portugal in 1975 finished off and killed the trade, and the revolutionary government frightened foreign companies away. In bars and clubs customers have become scarce, and for the bar owners paying musicians was out of question. Cesaria says that she has to buy her own drinks...

Following the migrants, many musicians went to Portugal, where the capeverdian community was large and better-off. Amongst them the singer Bana, who invited Luis Morals, a famous composer and clarinet player and his band to perform in the club he owned in Lisboa. Morals could not make it, but his band, "Voz di Cabo Verde", went to perform for Bana under the direction of a twenty year old music genius, Paulino Vieira, (now Cesaria s piano player and arranger). It's through his recommendation that Bana brought Cesaria to Lisboa with the intention of making her do a few gigs and record an album. But Cesaria, not happy with the conditions, soon went home.

A FEW YEARS LATER, A YOUNG FRENCHMAN OF capeverdian origin, Jose Da Silva came to Mindelo to meet Cesaria. By then, she had almost resumed singing; but he had heard her magic voice on the radio and was under a spell. After several attempts, he finally managed to convince Cesaria to travel with him to Paris and record an album. In 1988 they did "La Diva aux Pieds nus", then "Distino di Belita" (90), "Mar Azul" (91) and "Miss Perfumado" (92).

Since her third album, "Mar Azul", one could sense that Cesaria Evora had found an audience in France, and could go further; “Miss Perfumado", the fourth album, had something magical in its sound and in the reaction it stirred, but the main reason for success, of course, is Cesaria's personality and voice. Even on tour, tired or a little tipsy (Cesaria has not lost her love for brandy), she never sings out of tune; every concert could be recorded live. Jazz lovers, rock fans, classical music addicts and even an easy listening audience, feels moved by her music; it has crossed all musical boundaries and touched a cord in everyone's heart. How can the simplicity of her singing be so heavenly, how can her nonchalent voice be so precise? The little girl of Mindelo could not tell you; it's a gift, she says...

JOSE DA SILVA, HER MANAGER, TOOK ME TO HER current place in central Mindelo, and here we were, standing at the foot of a green facade, looking up to the roof terrace and calling her at the top of our voices, "Cize! Cize!" After a few minutes, a head hung over the edge of the terrace, and immediately the front door opened by magic -- a piece of wire tied to the knob... We went up the shabby stairs; standing at the top, a baby girl was looking down at us with enormous green eyes and a smooth white face – Cesaria’s granddaughter. There was a sort of little cabin built on the terrace, Cesaria came out to greet us, and showed us the way inside. The albino grandma was sitting on a big iron bed, and she kept my hands in hers for a while, as to get a feeling of me that her blind eye could not provide. In a corner, on a wooden plank, cooking instruments where turned over to dry. At that moment I felt like a little girl in front of these two women with such an aura of wisdom and experience.

BUT I HAD COME IN VAIN. EXCEPT FOR THE biographical details and some technicalities that I already knew from her last visit in Paris, Cize did not have any advice to give the little girl that had come. "In my town, she said, women just do as they please. I never listen to anyone's advice, how can I tell anyone what to do? Even if I had advice to give, they would not listen to me anyway!". She said her biggest hope now, was to have a new home...

As the sun was going down and the street below us was beginning to buzz with voices; Cize was getting restless. Taking off the scarf covering her hair-do, she started pulling out the pins and undoing the rolls, reminding me that the time had come to get ready for the night that lay ahead. As usual, she would go to four or five different places, swearing she would not sing unless she got paid, singing all the same, and buying drinks for all those she knew... (could the tour money she made in Europe have a better use?) "When I had nothing those people bought me drinks ", she says as an excuse. And in those dark clubs, sitting alone with her old black bag and a Napoleon brandy, she would be the same Cize that Mindelo had watched everynight for the past forty years, surveying the scene from the corner of her eye, blurting out a sarcastic remark from time to time, and smoking cigarette after cigarette....

Mindelo, december 1992.

Cesaria Evora -- Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучший альбом в стиле World Music» за этот диск.

“Представьте себе аплодисменты, длящиеся по нескольку минут. Дикий рёв, из-за которого музыканты просто не могут начать играть. Бурю восторга, которой публика встречает каждую(!) новую песню. Представили? Нет, это не “Битлз” в 1964. Это Цезария Эвора в 1993. В парижской “Олимпии”. Её обычный титул в прессе —  “вторая Эдит Пиаф”. На самом деле Цезария —  с африканского острова Капо - Верде. На этом острове - курорте смешалось множество культур. И в песнях Цезарии соединились африканские ритмы, латинская простота и чувственность, французский шансон. Услышав её голос хотя бы один раз, забыть его невозможно. Я не знаю ничего более чистого, искреннего, свежего и, как ни странно, мудрого в современной музыке. Предупреждаю: эту запись опасно давать слушать женщинам любого возраста —  от 18 до 65. В лучшем случае вы лишитесь записи, в худшем —  вам придётся искать средства на авиабилет до Капо-Верде (и может быть —  обратно).” —   Д. Лилеев, Аудио Магазин.



	Cesaria  EVORA
	Cesaria
	1995
	58:03
	  “Душевный голос Сезарии, поющей свои песни — “морна” на креольском диалекте португальского, напоминает то вокалисток джазово-бразильской ориентации, то в композициях слышится что-то от испано-португальского фольклора. Песни Сезарии существуют вне времени. Певица — профессионал и знаток музыки, стилистически безукоризненный во всём. Возможно, поэтому любому в её песнях послышится что-то родное. А русскому — отзвуки тех странно-изящных песен, которые были популярны в салонах и ресторанах двух столиц в первые десятилетия века.” — М. Тимофеев, “Неделя”

	Cesaria  EVORA
	Cabo Verde
	1997
	62:51
	«Если вы уже поняли, что помимо хауса и рока на свете существует и другая музы​ка и что она отнюдь не всегда англоязыч​ная, то обязательно купите себе этот альбом Сезарии Эворы с далекого аф​риканского острова Кабо Верде. До​вольно трудно описать жанр, в котором выступает эта чернокожая певица. У нее на родине он называется «орна» что яв​ляется аналогом слову «люз» но только в лингвистическом смысле, а в музыкаль​ном -–это скорее смесь португальского «адо» с бразильской самбой. Счастли​вый случай в лице португальского импре​сарио помог открыть миру ни на кого не похожую певицу в том возрасте (48 лет), когда ее коллеги в Европе и США начи​нают задумываться о завершении карье​ры. За прошедшие с того момента семь лет Сезария успела многое: переехала во Францию и стала там любимицей интеллектуальной публики, увлекающейся блюзом и джазом, выпустила около десяти альбомов, один из которых был номинирован на премию «Grammy» по категории «World Music», выступила в лучших концертных залах мира. таких, как па​рижская «Олимпия», «Квин Элизабет Холл» в Лондоне и «Линкольн-центр» в Нью-Йорке. Во время последних очень успешных гастролей по США Сезария записала один из треков этого диска –«Coragem Irmon» – вместе с одним из луч​ших саксофонистов современности Джеймсом Картером. Да и вообще, на этом альбоме все вещи как на подбор хороши. А для знатоков творчества Сеза​рии Эворы замечу, что он не уступает по качеству её диску 1992 года «Miss Perfumado», считавшемуся до сих пор вершиной творчества певицы.»

Hi-Fi Music, #6, 1997

	Cesaria  EVORA
	Cafe Atlantico
	1999
	58:21
	Сезария Эвора (Cesaria Evora), выдающа​яся певица из Кабо-Верде, в прошлом — островов Зе​лёного Мыса. Бабушке Сезарии сейчас 62 года. До 1988 года она пела по ка​бакам у себя на родине, очень любила пропус​тить рюмочку, пока судь​ба не занесла её в Европу. В Европе люди просто ос​толбенели, услышав го​лос Эворы. Контракты были подписаны момен​тально, на место кабаков пришли самые престиж​ные залы мира и с рюмочками пришлось завя​зать. Сказать, что голос у Сезарии чувственный, — это просто ничего не ска​зать. За душу берёт так, что мало не покажется. Стиль, в котором поёт Эвора, называется морна. Чтобы не углубляться в его дебри, «Besame Mucho» в её репертуаре тоже имеется.

--- Коммерсантъ

	Cesaria  EVORA
	Sao Vicente Di Longe
	2000
	63:41
	СЕГОДНЯ, ПОЧТИ ЧЕРЕЗ ПЯТЬ ЛЕТ ПОСЛЕ ТРИУМ​ФАЛЬНОГО ДЕБЮТА, ЦЕСАРИЯ ЭВОРА ТАК И НЕ СТАЛА "ФОРМАТНОЙ" ПЕВИЦЕЙ. ЕЁ ПЕСЕН НЕ УСЛЫШИШЬ ПО РАДИО, О НЕЙ ПО-ПРЕЖНЕМУ НЕ ПИШУТ БОЛЬШИХ СТА​ТЕЙ. НО В ТО ЖЕ ВРЕМЯ ЗА ЭТИ ГОДЫ, БЛАГОДАРЯ ВЫПУЩЕННЫМ АЛЬБОМАМ, ЕЁ ГОЛОС И ЕЁ ПЕСНИ СТАЛИ ЧАСТЬЮ ОБРАЗА ЖИЗНИ, ПРОНИКЛИ В ДУШИ МНОГИХ И МНОГИХ ЛЮДЕЙ ВО ВСЕМ МИРЕ.

Эта статья хороша была бы в середине 90-х, когда имя Цесарии Эворы прак​тически ничего никому не говорило, когда во Франции вышел её первый аль​бом, и первые концерты буквально оше​ломляли как знакомых с её творчеством по​клонников, так и случайно зашедших слуша​телей.

Язык не поворачивается применять к этой исполнительнице стандартные термины вро​де "популярность", "культовый статус" и прочее. Хотя всё это у неё, конечно же, есть. Цесария Эвора, пожалуй, смогла стала уни​версальным голосом конца 20-го века, на​помнившим о простых и вечных ценностях. Как оказалось, ценности эти одни и те же — что в Америке, что во Франции, что в Рос​сии или Японии.

Феномен успеха Цесарии Эворы сложно понять, если не принять во внимание разноголосицу её родины — острова Кабо-Верде (точнее, архипелага) недалеко от по​бережья Сенегала, в Африке. Кабо-Верде со​временная социология считает транснацио​нальным государством, не отдавая предпоч​тения какой-либо нации или народности. Пять сотен лет этот архипелаг был Португальской колонией, пока не обрел независимость в 1975 году. Все эти пять сотен лет здесь, как в котле, варились вместе самые различные культуры.

Кабо-Верде исторически был курортным городом — сюда съезжались отдохнуть жи​тели из самых разных африканских стран. В порт постоянно заходили не только порту​гальские, но и французские, английские, ис​панские корабли. В 20-м веке это вавилонс​кое столпотворение усилилось на порядок. И из такого столпотворения, прямо по биб​лейскому предсказанию, возник уникальный и универсальный музыкальный язык. В ко​тором и африканец, и француз, и америка​нец, и испанец, и японец, и русский найдет что-то своё, родное. "Почему так случилось? Это для меня загадка, — комментирует свой успех сама исполнительница. — Когда я рос​ла в Mindelo (город в Кабо-Верде), я слышала музыку из самых разных мест. Билли Холидей, Нэт Кинг Коул, Амалия Родригес, Эдит Пиаф, Шарль Азнавур, Каэтано Велосо и Анжела Мария из Брази​лии — это некоторые из моих самых больших любимцев. Я была просто счастлива петь с Каэтано в Бразилии".

Пожалуй, один из главных секретов её ус​пеха состоит в том, что она за всё это время совершенно не изменилась — перед много​тысячной аудиторией "Олимпии" она пела так же, как пела перед дюжиной посетите​лей "Piano-Bar" в Кабо-Верде. 

На новом альбоме Цесарии Эворы Sao Vicente Di Longe гордо красуется лейбл "BMG", одной из пяти крупнейших мировых звукозаписывающих компаний, который взялся за дистрибуцию диска. Что само по себе достойно удивления: так называемая "world music" в чистом виде, без продюсерских усилий по приближению этой музыки к народным массам, редко привлекает внима​ние крупных акул музыкального бизнеса. Цесария Эвора оказалась счастливым исключе​нием. На новом альбоме Цесария в очеред​ной раз немного поменяла свой стиль. До​бавилась духовая секция, но все главное, что составляет основу притягательности Эворы, осталось. Особенно интересны дуэты певи​цы, впервые появившиеся именно на Sao Vicente Di Longe. С Педро Гуэрра, с Каэтано Велосо и совсем уж неожиданный — с Бонни Райт. Внимательный слушатель различит в композиции „Медие" игру великого джа​зового пианиста Чучо Вальдеса. С джазменами, впрочем, Эвора дружит давно — на её альбоме "Cabo Verde" в нескольких компо​зициях играл сам Джеймс Картер. 

[...] Всякая объективность пропадает с пер​вых же звуков музыки — хочется просто слу​шать её песни. И радоваться новой встрече с той, которая выходит на сцену босиком, ку​рит кубинские сигары... И знает о жизни что-то такое, чего никогда не узнать нам, таким культурным и цивилизованным.

--- Play
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	1992
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Remastered by Charlie Crump from the collections of Nigel Gallop at the National Sound Archives.

The broadly accepted recipe for the classic Fado embraces elements of African, Brazilian and Moorish muisical influence, woven, with a gypsy flourish, around a long Portuguese tradition of literature and poetry, both academic and folk.

In Lisbon, where the Fado became the property of an underclass, the lyrical content has always tended to concern itself with life's realities. Themes of unrequited love and the consequences of bad luck are common, as are narratives about Maria Severa (the first Fadista to reach public attention) and poignant celebrations of local areas such as the Alfama, Bairro Alto and Mouraria.

The Fado of Academic Coimbra, ancient university city of Portugal, is arguably a hybrid of such singular pedigree that it could be declared literally unique.

"At Coimbra the Fado has a very different character. Here is is no longer the song of the common people" wrote Rodney Gallop in 1936. Rather, it belonged to "the students who wander along the banks of the Mondego, among the poplars of the Choupal, dreamily singing to their silvery guitars. Their warm, clear tenor voices give the song a character that is more refined, more sentimental, in a word, more aristocratic". If this description sounds overly romantic, there is plenty of evidence from other sources to suggest that Rodney Gallop did not overstate the case. Indeed, it was the students themselves who preserved their medieval traditions and ideals. Gallop comments; "It is the song of those who retain and cherish their illusions, not of those who have irretrievably lost them."

Thus the Fado, in Lisbon an urban proletariat folk music, in Coimbra is claimed by an educated and essentially privileged group of romantic young men and their professors. Not only is the claim justified within the parameters of Portuguese history and culture, but in using the Fado to express their aspirations, longings and illusions, they are adhering to one of the true purposes of folk music.

The Coimbra Fado avoids the pitfalls of becoming lost in the mire of self-consciousness. Stylistically, it is able to refine it's own folk heritage without destroying meaning or relevance. In short, the Coimbra Fado stands close to the ideals of art-music while retaining it's foothold in the traditional root.

The artists represented here were almost certainly all associated with one another. Paradela D'Oliveira, a medical student who graduated in 1926, is probably typical of the young men Rodney Gallop describes. Along with many of his generation, he came under the influence of a group of professors led by Dr. Antonio Menano and Dr. Edmundo De Bettancourt. These men, and others within their circle, were the first to explore the medium of the gramophone to document their tradition.

Ors. Menano and De Bettancourt both recorded fairly extensively, wrote and arranged new Fados within the traditional framework and also worked at extending the Fado as a living tradition. They were not revivalists, for the Fado needed no revival. Clear and overwhelming evidence allows us to see that for at least a century prior to their activities the Fado had been an integral component of Academic life in Coimbra.

The importance of the Menano-De Bettancourt group was that they took full advantage of the new medium, not only to document the Fado but also to offer interpretations of traditional rural songs.

De Bettancourfs "Cancao De Beira Baixa" and "Cancao Do Alentejo", both included here, are prime examples of their efforts in this direction; so too are the guitarra (NOTE: guitarra = a long-necked instrument related to the lute; and a viola – known outside Portugal as the guitar) instrumentals by Artur Paredes and Jose Joaquim Cavalheiro Jr. Based on peasant dance themes from the Minho region, just northeast of Coimbra, they are carefully plotted showcases of virtuosity.

Contemporary Portuguese music journals are reported to have aired vigorously opposing views of these activities. Certainly, any academic reading of rural folk music is likely to evoke some purist objection. However, viewed with more than half a century of hindsight, the very act of sympathetic interpretation, at a time when no known field recordings were taking place, is cause for gratitude on the part of today's audience.

How the recording industry was operated in Portugal during this period is recounted more fully on Fado De Lisboa, Harlequin HQ CD 14. The first major session to involve Coimbra artists occurred in May 1927 for H.M.V. in Lisbon. In a roughly two week period, the owners of Grand Bazaar Do Porto, then Portuguese agents for H.M.V. product, recorded Jose Paradela D'Oliveira, Artur Paredes and several other important singers. Some nine months earlier. Dr. Antonio Batoque had become the premier Coimbra Fadista on record, but the May 1927 session produced the first significant catalogue of the Coimbra style available to the Portuguese public.

Dr. De Bettancourt recorded the following year, while Dr. Menano contributed a significant quantity of titles to the German-owned Odeon catalogue. As evidenced by sales figures that have survived from this period, their records proved to be commercially successful, and the bulk of both men's recordings remained in catalogue until at least the late 1940's. Artur Paredes also found a steady market for his guitarra playing. As composer of his own titles, he received 1/2 an Escudo per side sold. A royalty statement for January 1930 reveals that he earned 1565 Escudos for the last six months of 1929, which simply means that 1565 copies of his records changed hands during that period. Six years later, with no new records issued, he was still receiving regular amounts and a 1947 catalogue lists three of his releases as being available.

Dr. Lucas Junot's "Fado de Coimbra" and "Fado De Santa Clara" are mentioned by Rodney Gallop in a review for the 'Gramophone' in October 1931. He describes "students in their black gowns wandering through the dim white streets" at night, singing and playing guitarras. He adds that the records of Dr. Junot "remain a permanent memory of one such experience". Junot was a doctor of law who appears to have acquired his degree at about the same time he made these contributions to Fado's recorded legacy. If Junot is representative of his time (and all available evidence suggests he is), then one may begin to see more clearly the essential uniqueness of the Coimbra Fado within the context of early ethnic recordings.

By early 1930 it was possible to purchase some 100 or more examples of the Coimbra style. Little wonder that Rodney Gallop noted that while "the tunes to which authentic Fados are sung have never, to my knowledge, been taken down . . . there are excellent gramophone records of many of them."

Lawton McCawl, the American author who gave us the valuable contemporary account of Armandinho on Fado De Lisboa, HQ CD 14, extended his musical experience a few days after that event; "Dr. De Serra arrives for lunch even later than either of us. He apologizes, with a sigh, that he has 'so much business'. Yet, such is Portuguese cordiality that he has felt the strangers he rescued at Mafra station needed further looking out for. He has squandered time on us, taken us places and been to no end of trouble on our behalf. The other day I asked him if he would to so kind as to tell me the titles of some good Fados, as we'd like to get gramophone records of them. Immediately he offered to accompany us to the shop. So we had only to sit and listen while, at his command, the latest and most fascinating numbers were played for us.

"Aha! This is the best!" he commented when a Fado of Coimbra was put on. "It is sung by Dr. De Fonseca, one of my BIG friends!" "A doctor of music?" "No, a doctor of laws. We in our profession like to think we have the best singers and guitar players, and I believe you will find this is true. This next one . . . is by another BIG friend of mine, a judge of the municipal court. A good singer, isn't he?".

No denying it, his honour rendered beyond exception. By the time we had picked our Bouquet of Troubadorings we were indebted to Dr. De Serra for an acquaintance with the Portuguese Bar. Even the guitar duets we chose, by our own personal preference as much by guidance, were found to be strictly legal.

World-wide depression bit into the Portuguese economy early. From June 1930 to mid 1936 there was no recording activity, and the single (though massive) 1936 session featured no artists from Coimbra. The tradition remained unbroken, as it has to this day, but either public taste or industry interest excluded the Coimbra style until well after the end of the 1939-45 war.

The selection presented here, therefore, provides the listener with a nutshell view of a specific group's activities within a short but significant period. It is a remarkable body of music that has quietly laid in wait of discovery for over 60 years.

--- PAUL VERNON

Portugal - A Book of Folkways, Rodney Gallop (Cambridge UP, 1936). Gallop was a folklorist and, as a British diplomat, was resident in Portugal from March 1931 to September 1933.

1. Dr. Edmundo De Bettancourt -- Senhora Do Almotao E Senhora De Povoa

2. José Paradela D'Oliveira -- Fado De Se Velha

3. Artur Paredes -- Variacoes Em Re Menor

4. Dr. Edmundo De Bettancourt -- Samaratina

5. Dr. Lucas Rodrigues Junot -- Fado De Santa Clara

6. Dr. Edmundo De Bettancourt -- Crucificado-Fado

7. José Joaquim Cavalheiro Jr. -- Ramaldeira

8. Dr. Edmundo De Bettancourt -- Fado Da Sugestao

9. Dr. Lucas Rodrigues Junot -- Fado Sepulveda

10. Dr. Edmundo De Bettancourt -- Fado Da Santa Cruz

11. Dr. Antonio Batoque -- Fado De Coimbra No. 6

12. Dr. Edmundo De Bettancourt -- Saudadinha

13. Artur Paredes -- Bailados Do Minho

14. Dr. Edmundo De Bettancourt -- Mar Alto

15. Dr. Lucas Rodrigues Junot -- Fado De Coimbra

16. Dr. Edmundo De Bettancourt -- Cancao Do Alentejo

17. José Paradela D'Oliveira -- Fado De Santa Cruz

18. Dr. Edmundo De Bettancourt -- Menina E Moca

19. Dr. Lucas Rodrigues Junot -- Fado Dos Passarinhos

20. José Joaquim Cavalheiro Jr. -- Fado Maior

21. Dr. Edmundo De Bettancourt -- Cancao Da Beira Baixa
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OBRIGADO: Yuka, Mario Caldato, Marco, Ricardo, Tchiky al Dente, M. Zero, Kassin, Seu Jorge, Bertrand do Farofa, Nina Novello, Marcelinho da Lua, Lucas Blasty, Armando et Adriana Pittigliani.

Сборник этой команды включает разные варианты состава. Помимо традиционной латины на диске присутствует хит "16 Tolenadas" ("Sixteen Tons").
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Release date: 05th June 2000. Promotion copy.

Salsa violonist extraordinaire, Cuban-born Alfredo De La Fe is a tornado of energy, the first to introduce electric violin to salsa and a featured soloist with many of the greats of Latin music and jazz including Celia Cruz, Santana, Tipica 73, Chick Corea, Eddie Palmieri (см.), Fania All Stars.

LATITUDES: from Cuban classical roots to urban New York to the modern face of Latin music embracing worldwide elements including samba, jazz, and wild, free descarga. Alfredo's incredible journey through the history of salsa.

1. Asomate a la Ventana (4:37)  2. Somos El Nuevo Milenio (6:02) 3. Sandra Mora (4:45) 4. Hilda (4:55) 5. Descarga Melao (4:24) 6. Que Manera (4:38) 7. Batusalsa (4:38)

	Ibrahim FERRER
	Que Bueno Esta!
	
	39:54
	Cuba

Ibrahim FERRER -  см. тж. с: SIERRA MAESTRA; BUENA VISTA SOCIAL CLUB;
It was in the township of San Luis in the untamed region of the province of Oriente where he was born on the 20th of February 1927, Ibrahim Ferrer Planas was also known as "Vivin". From very young he resided in Santiago de Cuba where, in the course of time, he came into contact not only with old troubadours but also with young musicians who were trying to give an impulse to the son from Oriente. Ibrahim soon stood out for his brilliant and strong voice, coupled with his ability to quickly learn to play many percussion instruments such as the maracas, the claves, the guiro, the guija and the cencerro. At popular fiestas and private occasions he would present himself in this way.

And it was that way that he performed for the first time in 1941 with the "Jovenes del Son", and later with the "Jovenes Unidos"and the "Conjunto de Wilson". A few years followed with changes of personnel, then in 1953 he became part of Pacho Alonso's conjunto until 1955. In accordance with his increasing popularity he joined the Orquesta "Chepin-Choven", recording the son-montuno "El Platanal de Bartolo", Ibrahim's biggest hit of all time throughout his entire career, and listened to by the whole world.

After the Revolution's triumph, Electo Rosell organized his own formation "Chepin y su Orquesta Oriental", with the singers who were already part of the "Chepin-Choven" orchestra -- Ibrahim, Roberto Napoles and Isidro Correa. In 1961 Carlos Quintana replaced Ibrahim who again joined Pacho Alonso's conjunto and with whom he made various tours abroad: "Fiesta de Humanitex", France, Czechoslovakia, Estonia and Russia among others. The group was dissolved when it returned from the tour in 1966, the time when Pacho formed the conjunto "Los Bocucos" in which Ibrahim remained until his retirement from music, but Ibrahim's spirit never died and in the decade of the Nineties it returned to the recording studios with the same freshness and Cuban essence that had made it so popular throughout his artistic life.

«Я — Ибрагим Феррер Лана. Я родился в маленьком го​родке Сан-Луис недалеко от Сантьяго де Куба. Я сын Аурелии Феррер, ее родной, единственный сын». Это говорит старик с пронзительно живыми глазами, в кепи на седой голове. Так выглядит первый монолог кубинского певца Ибрагима Феррера в фильме Вима Вендерса «Buena Vista Social Club». Несколькими минутами раньше на экране была овация, устроенная певцу в Ам​стердаме на концерте легенд кубинской му​зыки. Теперь Феррер проводит для зрителя экскурсию по своей маленькой квартирке в районе Havana Vieja — Старая Гавана. Ста​рик указывает на фигурку в «красном» углу: «Вот святой Лазарь. Это очень сильный свя​той. Я задабриваю его — то кладу цветы, то наливаю рома, то зажигаю свечку. Мы, ку​бинцы, больше любим благодарить, чем принимать благодарности».
Прошло шесть лет с тех пор, как гитарист Рай Кудер сделал возрожденный ансамбль Buena Vista Social Club «новой большой вещью» шоу-бизнеса, а Вим Вендерс снял об этом кино. Фильм «Buena Vista Social Club» — история о том, как люди, давно ушедшие на покой и фактически готовящиеся к неиз​бежному концу, вдруг оказываются всем нужны. Нужны концертным промоутерам, нужны кубинской диаспоре в Майами, нуж​ны рекорд-индустрии, нужны интеллекту​альной публике, которой на самом деле, как и людям с улицы, требуется простая и мело​дичная музыка, но такая, которую не крутят по радио и MTV, чтобы не терять ощущения собственной избранности.
Но самое интересное во втором пришес​твии кубинских эстрадных королей, что и оно стало историей. С той поры, как моло​дые модники полюбили архивную песню «Chan Chan», популярность которой никог​да ранее не перехлестывала за пределы Ос​трова свободы, случилось много чего. В воз​расте 95 лет скончался один из главных пер​сонажей «Клуба „Прекрасная жизнь"», гита​рист и певец Компай Сегундо. На 85-м году жизни умер пианист Рубен Гонзалес. Певи​ца Омара Портуондо, с которой Феррер так трогательно пел в фильме Вендерса, успела отменить из-за терактов концерт в Москве. Продюсера Рая Кудера в США объявили чуть ли не предателем и оштрафовали на $100 тыс. за сотрудничество с Кубой. При этом в тех же США Ибрагиму Ферреру прису​дили Grammy за альбом «Buenos Hermanos».
Buena Vista Social Club перестали быть модной штукой, их диски заняли положен​ное место на полках магазинов, рядом с Сезарией Эворой, Ману Чао и Паоло Конте. Тем прекрасней будет слушать в Театре эстрады единственного добравшегося до России участника проекта — он предстанет перед нами без шелухи «актуальности», просто споет свои песни, а подыграют гитарист Ма​нуэль Гальбан, участник Buena Vista, запи​савший в прошлом году прекрасный аль​бом все с тем же Раем Кудером, и басист Качаито Лопес. Феррер приезжает в Россию в рамках большого европейского турне в под​держку «Buenos Hermanos». О том, насколь​ко тяжело в 77 лет ездить по миру с концер​тами и давать интервью, знает только он сам и еще святой Лазарь.

	Luis  FRANK y su Tradicional Habana
	Viva Cuba
	1999
	72:00
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label: Universal Jazz

Замечательная фольклорная Кубинская группа.

	FUERZA!
	Lo Mejor de la Musica Latina Alternativa
	2000
	69:28
	label: Virgin (France)

Some songs make a lasting impression and leave their marks on people’s minds for long. Coming from everywhere, from here and there, they’re a medley of sounds brought back from distant travels or from the pub at the street corner. They’re nurtured on images from elsewhere as well as on bits and fragments from daily life. Well defined by the following words: genuineness. identity, energy, independence. “Fuerza” is featuring a handful of titles combining these qualities. We already knew MANU CHAO, LES NEGRESSES VERTES, SERGENT GARCIA and LA MANO NEGRA. Other more underground bans, less well known by the general public as yet, are also featured here. Influences are varied.

Lokal folklores give coherence to the whole, for these bands do not forget what their roots are and where they come from. Genuineness and fusion of styles are in the air, and Latin music isn’t behind. We’re miles away from Latino hits and their unstoppable choreographies that left their marks on our summes a sometime ago. No artifice, just life as backdrop, music and the street, from Paris to Barcelona through the Basque country, from New York to La Havana after a brief stop over in the North of Mexico. Most of the bands or artists featured on “Fuerza!” are driven by an incredible energy. Most of them crossed swords with live audiences before recording their first album, coming from the audience for the audience with strength [fuerza].

1. Tonino Carotone (см.) & Manu Chao (см.) “La Trampa”

2. Tonino Carotone “Me Cago En El Amor

3. Sergent Garcia (см.) “Amor Pa’ Mi”

4. Orishas “A Lo Cubano” 

This is the name given to the Gods of the Afro-Cuban religion Santeria. These are four and come from La Havana. An explosi​ve and efficient combination of traditional Cuban styles of music and modern sounds, Orishas draws its inspiration from the roots of rumba, rap and “son”. Daily life is at the basis of their cutting lyrics revealing their sense of humour and will to live.

5. Color Humano “H.I.V.?”

Color Humano is defined as an Afro-Latin band, based in Barcelona, composed of French and Spanish members grouped around Jose [singer & lyrics-writer] and Steph [harmonica and general atmosphere]. The songs of Color Humano speak about serious matters [such as injustice, pollution, racism, or deceitful propaganda] carried by the kind of music that irresistibly conveys movement and jubilation.

6. King Mafrundi “Hasta Siempre”

In 1996, the band released its first album on the Basque label Esan Ozenki, based in Irrun on the French border. The same as Negu Gorriak’s and Fermin Muguruza's. King Mafrundi's music perfectly mixes reggae with Afro-Cuban and Caribbean rhythms. Its last album "Diah" was released in 1998.

7. Macaco “La Raiz”

Rap and ragga [reggae] echoes resounding in the air, a touch of dub melodies and the drums start off". Macaco is formed of eight musicians, three of them are Spanish, two Argentinean and one Brazilian. Their first album, just released, "El Mono en el Ojo del Tigre," is a mix of the most diverse influences [tribal, ethnic, dub, electro, funk...].

8. Dusminguet (см.) “Le Cha Cha Cha”

9. Eliades Ochoa (см.) “Que Humanidad?”

10. Mano Negra (см.) “Peligro”

11. El Gran Silencio “Decadencia”

From 1993 onwards, the audiences have been carried away by the stage performances of the Mexican band. Their traditional acoustic instruments have ceased to be the mark of poverty to become emblematic of their identity. Mixing folk rock, hip hop, ska, polka or cumbia influences in a few years, El Gran Silencio has emerged as one of the most important bands of the new South American independent scene.

12. Fermin Muguruza “Urrun”

Basque singer and unclassifiable independent artist, Fermin Muguruza started his carrier in 1984 with Kortatu (см.) before founding Negu Gorriak [a band he stayed with for 6 year] in 1990. Now solo, he’s carrying on with the same will and integrity which, today, enable us to discover ‘Brigadistak Sound System’, his excellent new album from which “Urrun” [“far away” in Basque] is extracted.

13. Les Negresses Vertes (см.) “Hasta Llegar”

14. Anouk “Hi Hello”

Anouk doesn’t say much about herself. She grew up in France listening first to Reggiani then to Marley. The only female presence on some of the most intimate titles of La Mano Negra, she has learnt that writing is as secret a desire as it is imperious. Then, in 1997, came her album “Automatik Kalamity”, a collection of strikingly cruel tales and of little dramas studded with flashes of humor.

15. Amparanoia “El Destino”

The band is first of all the project of Amparo Sanchez, a singer from Granada with a black sensuous voice. In her last album “Feria Furiosa”, in which Manu Chao took part, she mixes bluesy and jazzy songs to other influences ranging from salsa and other Cuban rhythms, to punk and rock through ranchera and bolero.

16. P 18 “Kid Chocolate”

Five years and as many return flights to La Havana were necessary to Tom Darnal, former member of La Mano Negra, to acheve his dream. Tom followed the path of the French independent rock before it went cross country, the back tracks of electronic music and, above all, the alleyways of La Havana before eventually reaching the finishing straight. Tom is from the 18th district of Paris.

	FUENTES
	Garam Masala
	1998
	57:15
	afro-latina со значительной долей современного импровизационного free-fusion джаза в духе позднего Miles Davis.
label: Materiali Sonori http://www.matson.it  matinfo@matson.it 

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

	GALLIANO & PORTAL
	Blow Up
	1997
	52:39
	label: Disques Dreyfus (Sony Music France)

Richard Galliano [accordeon, p (#7)]; Michel Portal [bass cl (#1, 9), bandoneon (#2, 4), cl: si bemol (#3, 6, 10), s s (#5, 8), jazzophone (#7)].

Plays compositions by Portal (#1,4,10), Galliano (#3,7,8), Piazzolla (#2,5), Hermeto Pascoal (#6,9).

	Stan  GETZ /   Joao  GILBERTO     Featuring    Antonio Carlos JOBIM
	Getz / Gilberto 1
	1964
	33:25
	S.G. [t s]; A.C. Jobim [p]; Joao Gilberto [g, v]; Tommy Williams [b]; Milton Banana [d]; Astrud Gilberto [v].

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

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

	GIBSON  BROTHERS
	The Very Best
	1993
	75:42 16:28
	disco - latina

	Joao  GILBERTO
	Joao
	
	50:24
	Compilation 1991.

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

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

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

	Astrud  GILBERTO
	Beach Samba
	1967
	44:10
	

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

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

--- Афиша 

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

	GIPSY KINGS
	Love & Liberte
	1993
	54:14
	Most people consider gypsies to be no more than travelling thieves, blessed with some vague musical talent. The domesticated world has never accepted gypsies. They have remained a community of nomads, scattered throughout Europe, and a continual object of persecution.

Gipsy Kings were founded in the seventies by the Reyes brothers (sons of the flamenco singer Jose Reyes) and their Baliardo cousins (nephews of Manilas de Plata). The group origi​nally made a living performing in the streets, at gypsy weddings, local fairs, and St. Tropez parties in need of a steamy exotic touch, a caravan park on the outskirts of Aries, a small town in the South of France, was the setting of their humble and family oriented life.

The fairy tale took its first dramatic turn in 1986 when they met producer Claude Martinez. Martinez was won over by the daring of those who have never had to learn, and immediately recognized the potential appeal of such passionate music. Nicolas Reyes' vibrating voice, and Tonino Baliardo's precision on the lead guitar are the ingredients of an explosive musical cocktail. The summer of 1987 marked the release of Djobi Djoba on an independent label, and rapidly became a blockbuster single in France. Shortly after the band were signed to Sony Music. They then went on to conquer the rest of Europe and musically protectionist England. Having seduced the hip London club scene the Gipsy Kings played for a full house at the Royal Albert Hall. A number of superstars such as Eric Clapton, Elton John, George Michael, queued up for the show. It was not long before the Gipsy tidal wave, reached the shores of America. Following an appearance at the New Music Seminar in New York, the Gipsy Kings landed an American contract. Their first album Gipsy Kings went gold in the U.S. in November of 1989.

Six years later, having sold over ten million records worldwide, the band has recorded Love & Liberte. This album captures the magic of flamenco, incorporating such far away influ​ences as Arabic and Latin sounds, rai, and rock & roll. The Gipsy King's unquenchable thirst to perform and celebrate with their audience is revealed on these thirteen tracks.

	GIPSY KINGS
	Luna De Fuego
	1990
	37:33
	Gipsy Kings начинали в конце 70-х как бро​дячая группа с севера Франции, играю​щая фламенко на свадьбах. В перерывах они записывали альбомы, не пользовавшиеся ус​пехом. Так было до 86-го года, пока они не встретили продюсера, сделавшего из них су​пергруппу мирового масштаба. После запи​си в 87-м году песен Djobi Djoba и Bamboleo весь мир лежал у их ног. За успех, правда, пришлось заплатить отказом от классичес​кого фламенко и привнесением в него эле​ментов поп-музыки.
В России Gipsy Kings пользуется, судя по эфирам радиостанций, большим почетом, особенно у старшего поколения. Для них це​ломудренная музыка Gipsy Kings - предел ди​кой испанской страстности и раскованнос​ти. Кроме того, Gipsy Kings мелодичны, голо​систы и лихо играют на акустических гита​рах, издали похожих на те шестиструнные страшилища из елки, бренчанием на кото​рых добрая половина населения страны ба​ловалась в юности.

-- Еженедельный Журнал

	GIPSY KINGS
	Allegria
	1990
	38:52
	ВОПРЕКИ РАСХОЖЕМУ МНЕНИЮ, ФЛАМЕНКО — НЕ ИСПАНСКАЯ, А ЦЫГАНСКАЯ МУЗЫКА. ЦЫГАНЕ, ПРИБЫВШИЕ ИЗ ИНДИИ В АНДАЛУЗИЮ – ЮЖНУЮ ЧАСТЬ ИСПАНИИ – В XIV ВЕКЕ, ПРИНЕСЛИ С СОБОЙ ВОСТОЧНЫЕ ПЕСЕННЫЕ МОТИВЫ. ОНИ И ДО СИХ ПОР СЛЫШНЫ В СОВРЕМЕННЫХ КОМПОЗЦИЯХ ФЛАМЕНКО. ВЕЧНО ГОНИМЫЙ  НАРЯДУ С ЕВРЕЯМИ — ЦЫГАНСКИЙ НАРОД ПЕЛ НЕРВНЫЕ ПЕСНИ О СВОИХ НЕВЗГОДАХ. ПЕЛ СОЛЬНО, ИБО НА МУЗЫКАЛЬНЫЕ ИНСТРУМЕНТЫ У ПОСТОЯННО ОБЪЯВЛЯЕМЫХ ВНЕ ЗАКОНА ЛЮДЕЙ НЕ ХВАТАЛО СРЕДСТВ.

Постепенно ассимилировавшись с тради​ционными испанскими танцевальны​ми формами — в первую очередь, с фанданго, — фламенко становилось всё ме​нее цыганским и всё более популярным жан​ром. Цыгане играли его по-прежнему, разу​меется, — но никто уже не ассоциировал с ними их же музыку. Так было до недавнего времени. А точнее — до 1987 года, когда мир услышал песню Bamboleo в исполнении се​мерых цыганских музыкантов, объединив​шихся под вполне нескромным названием Gipsy Kings.

Груп​па состоит из братьев Рейес — детей зна​менитого певца Хосе Рейеса, и братьев Бальярдо, приходящихся Рейесам братьями двоюродными, — племянников не менее знаменитого музыканта Манитас де Плата. Во всей этой сложной генеалогии нет ниче​го удивительного: по сию пору в архаичном цыганском сообществе главными связями являются связи родственные. Вместе Gipsy Kings собрались в 1970 году на своей роди​не в городе Арле, что на юге Франции, и на​звались тогда Los Reyes — чтобы играть на свадьбах и похоронах, как и водится среди цыганских оркестров. Обладая таким заме​чательным певцом, как Николае Рейес, и ги​таристом, как Тонино Бальярдо, они доволь​но быстро выделились среди себе подобных. Легенда гласит, что на одном из празднеств, где играли музыканты, присутствовали Бриджит Бардо и Чарли Чаплин — и престарелый актёр плакал, слушая их.

Музыка, которую играли Los Reyes — эст​радно ориентированная поп-версия фламенко — в Испании именовалась «севиллиана» и считалась вполне серьёзным заняти​ем. Хотя многие поклонники чистоты жан​ра отрицали вообще всякую возможность об​работок фламенко — они желали видеть эту музыку в её самом чистом аутентичном ва​рианте и никак иначе. Однако мир жаждал подобной музыки — и совсем не в народ​ной её форме, ибо в том виде она практи​чески была лишена запоминающихся мело​дий и очень сложна ритмически. Ибо люди всегда хотят чего-то архаичного, однако со​вершенно не хотят трудиться при прослуши​вании. И в этом — их право: право на полу​чение удовольствий, не связанных со специ​альной подготовкой.

Такую возможность миру предоставили братья-цыгане, переименовавшиеся в Gipsy Kings и нашедшие себе продюсера — знаме​нитого Клода Мартинеца, немедленно уви​девшего в группе коммерческий потенциал.

Он помог братьям установить кое-какие рит​мические изменения, вывел в их музыке на первый план вечно актуальную латиноаме​риканскую составляющую, отчего впоследст​вии их музыка получила название «румба фламенка», добавил им чисто рок-н-ролльной энергии и записал с ними два сингла: упоминавшуюся уже Bamboleo и Djobi Djoba. Песни вышли на независимом лейбле и мгновенно стали хитами во Франции. Так началась их всемирная слава, которая в итоге сделала их самым успешным, в ком​мерческом смысле, неанглоязычным музы​кальным проектом.

«Неанглоязычным» — это слабо сказано. Gipsy Kings поют на диалекте французских цыган, предсказуемо именуемом «житан», в котором смешаны испанские, французские и арабские корни. Всё вместе это создает доволь​но занятное ощущение вавилонского смеше​ния. В принципе, братья записывают пла​стинки по одному и тому же опробованно​му рецепту — собственно, за это их и любит столько людей. Самими автора​ми предполагается, что человек, купивший их альбом, будет прослушивать его от нача​ла до конца с одной целью — набраться хо​рошего настроения. Поэтому здесь присут​ствуют подходящие к любому душевному со​стоянию композиции — от эстрадных баллад в среднем темпе, до настоящей румбы. В принципе, ма​нера пения Николаев Рейеса, экстатическая и горловая, весьма близка к популярным ны​не образцам ориенталистского вокала таких певцов, как Чеб Мами. 

И пусть всё это не слишком напоминает народную музыку — народ, в конце концов, пел песни для увеселения себя и себе подоб​ных. A Gipsy Kings с этой миссией справля​ются куда как хорошо. Кроме того, они — цыгане. То есть изначальные владельцы фла​менко. Так что, скорее всего, им виднее.

---- Play

	Egberto GISMONTI
	Duas Vozes
	1984
	48:17
	Egberto Gismonti [g], Nana Vasconcelos (см.) [perc].

	Egberto GISMONTI
	Danca dos Escravos
	1989
	47:15
	E.G. [solo guit]

Guitars used on the album:

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

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

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

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

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

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

Yves d'Evreux

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

Metraux, A., A Religiao dos Tupinambas

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

Pero Vaz de Caminha, Carta

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

Abade Raynal, The Revolution in America (1781)

	Egberto GISMONTI
	ZigZag
	1996 
	54:35
	label: ECM

Egberto Gismonti [10- and 14-str g, p]; Nando Carneiro [g, synth]; Zeca Assumpcao [double-bass].

	Ruben GONZALEZ
	Introducing... Ruben Gonzalez
	1997
	46:02
	label: Nonesuch

Don Ruben Gonzalez -- см. тж.  в: 'Afro Cuban All Stars'

Ruben Gonzalez [piano]; Orlando 'Cachaito' Lopez [bass]; Manuel 'Guajiro' Mirabal [trumpet]; Amadito Valdes [timbales]; Roberto Garcia [bongos, guiro, cowbell]; Carlos Gonzalez [congas]; Alberto 'Virgilio' Valdes [maracas];  Carlos Puisseaux [guiro]; Richard Egues [flute on #3].

1. La Enganadora (cha cha cha)  2'33''

2. Cumbanchero (guaracha)  4'35''

3. Tres Lindas Cubanas (danzon)  5'22''

4. Melodia Del Rio (bolero)  4'43''

5. Mandinga (guaracha / son)   8'28''

6. Siboney (cancion / afro)  2'33''

7. Almendra (danzon)  9'53''

8. Tumbao (son montuno / tumbao)  5'12''

9. Como Siento Yo (cancion)  2'41''

"The greatest piano soloist I have ever heard in my life. A Cuban cross between Thelonious Monk and Felix the Cat." -- Ry Cooder

This is the debut album by one of Cuba's national treasures. Made over fifty years after his first classic recordings with the great Arsenio Rodriguez, it was recorded 'live' with no overdubs in two days at Egrem studios in Havana. In a dazzling and spontaneous display of inspired piano playing, Ruben is accompanied by a group including Orlando 'Cachaito' Lopez, bass; Amadito Valdes, timbales; Roberto Garcia, bongos; Carlos Gonzalez, congas and 'Guajiro' Mirabal on trumpet.

These two superb sessions, both record​ed in Havana, present traditional Cuban salsa in its most vibrant, pre-commercial form, performed with sincerity and con​viction by some of the style's most revered practitioners. The All-Star ses​sion, fortified by the presence of six horns, captures the big-band ambiance and flavor of the idiom's storied heyday in the 1940s and '50s. A veritable sum​mit of Cuban instrumental and vocal tal​ent, the date features young emerging stars like timbalero Julienne Oviedo, alongside veterans tike octogenarian flutist Richard Egues. Seventy-nine-year-old pianist Ruben Gonzalez and a pared-down group drawn mostly from the Afro-Cuban All-Star session cover Cuban classics like "Cumbanchero" and Ernesto Lecuona’s "Siboney" with earthy elegance on introducing Ruben Gonzalez. Cacharto, the son of famed bandleader Israel "Cachao" Lopez, is featured on bass.
Ruben Gonzalez has waited more than half a century to make this album. One of the legends of Cuban piano, he first entered a recording studio with Arsenio Rodriguez' classic band in the early 1940s and has spent a lifetime playing alongside the greatest names in Cuban music. Long overdue and hugely welcome he finally got to record this, his first ever solo album, last year. When he finally did so, the entire album took just two days, recorded live with no overdubs. The music poured out of him and the result is both fresh and spontaneous and at the same time deeply rooted in the Cuban tradition.

In March I visited Ruben at his home, about fifteen minutes drive from the centre of Havana. We turned up in a 1928 Chevrolet and seeing the car outside Ruben suggested that we went back to the hotel to talk. "The electricity always goes off in this part of town at six o'clock every Monday night", he explained.

And so it did, but I suspected there was another reason. Since his last instrument fell apart due to the ravages of age and woodworm, Ruben no longer owns a piano. Yet he remains a man who lives to play and he is constantly on the alert for any piano which he can borrow for an hour or two. He invariably inspires all those fortunate enough to be within earshot -- and he knew that Havana's Hotel Inglaterra on the Parque Central had an instrument in the dining room.

When we sat down in the hotel bar and began to talk, I could see Ruben was constantly looking over my shoulder. He answered all my questions politely but all he really wanted to do was get on that piano. After a word with the hotel manager Ruben was soon seated. A few limbering up exercises to ease the pain in his arthritic fingers and he was off, playing an extraordinary selection of son, danzon and guaracha rhythms, sprinkled with whatever else took his fancy. If the tourists in the bar took not much notice, the staff certainly did. Pretty soon all work had ground to a halt as waiters, bar staff and cleaners stood and listened in astonishment. Cuba is a musical nation and its people recognise and respect genius when they hear it. An hour and a half later and we had literally to drag Ruben off the piano and take him to another appointment. He looked crestfallen. When he plays the music takes over and he has no notion of the passage of time.

This album was made at the end of World Circuit's three week recording trip at Egrem Studios in Havana in March 1996. Buben had retired from music some five years earlier yet no-one with music coursing so strongly through his veins ever really retires and Ruben still loved to play. Every morning during the recording of Juan De Marcos Gonzalez' "Afro-Cuban All Stars" album, Buben could be found waiting for the studio doors to be unlocked and once inside he would rush to the piano and play. This scene was repeated throughout the recording of the Ry Cooder produced "Buena Vista Social Club".

After the two albums had been completed Ruben was still at the piano. "It was such a beautiful piano and I had to play it. They were all my friends around so I went and started playing a tumbao. Then Cachaito joined me on the bass, then the rhythm started to play and it was good. But then someone turned up the lights. I thought they wanted me to stop because I was interrupting. Then I saw Nick put his thumb up and they asked me to stay."

Not only was he asked to stay but he was invited to record his own album; to choose his own repertoire and musicians and to play for as long as he wanted. After almost two weeks recording Ruben's playing was on fire and with virtually no rehearsal the band stretched out over this collection of classic Cuban tunes, descarga style (Cuban Jam session) and this remarkable album is the result.

Nigel Williamson 1997
"... It marked the whole era, the cha cha cha. Just as there'd been a period of guaracha, then danzon, the cha cha cha had its moment, and it was huge. We went on playing other styles, but everyone had to play that one. That's how it is in Cuba.

The record came about like this. I don't have a piano at home any more, so when I saw the one at Egrem studio, I went straight for it and it seems like they noticed what I did. I was playing with the lights off and then they turned them on and I thought they wanted me to stop. But they asked me to keep playing so I said to Cachao, "O.K. let's go for it! What we did is all Cuban music. There are two pieces of mine (though I'm not really a composer)."

From an interview with Ruben Gonzalez

	Ruben GONZALEZ
	Chanchullo
	2000
	51:12
	Ruben Gonzalez [p]; Ry Cooder (см. Buena Vista SC) [tres]; Eliades Ochoa (см.) [g]; Ibrahim Ferrer (см.) [v]; Joachim Cooder [d]; Orlando ‘Cachaito’ Lopez [b]; Manuel ‘Guajiro’ Mirabal [tp]; Jesus ‘Aguaje’ Ramos [trb, v]; Javier Zaiba [bar s]; Richard Egues [fl]; Lazaro Ordonez Enriquez [vln]; Amadito Valdes [timbales]; Miguel ‘Anga’ Diaz [congas]; Roberto Garcia [bongos, cowbell, guiro]; Alberto ‘Virgilio’ Valdes [maracas]; Alejandro Pichardo Perez [guiro, clave].

	GOTAN PROJECT
	La Revancha Del Tango
	2001
	58:49
	acid-tango

label: Ya Basta (Paris, France)  yabastarecords@noos.fr 

Eduardo Makaroff [ac g]; Philippe Cohen Solal [k, b, sounds & dub fx]; Christoph H. Muller [beat progr, b, k]; Nini Flores [bandoneon]; Cristina Villalonga [v]; Gustavo Beytelmann [p]; Line Kruse [vln]; Fabrizio Fenoglietto [double bass]; Willy Crook [mc]; Edi Tomassi [perc].
Gotan на французском сленге означает «танго», поэтому не​трудно догадаться, какую музыку играет группа Gotan Project. Ее организовал известный француз​ский электронщик Филипп Коен-Солал. К нему присоединились Эдуардо Макароф и Кристоф Мюллер. Им удалось создать до​вольно удачный гибрид двух тан​цевальных традиций, модной электронной и классической ар​гентинской. Группа использует сэмплы и настоящие инструмен​ты: бандонеон, скрипку, форте​пиано, гитару. К трем основным участникам группы на концертах часто присоединяется целый ан​самбль из семи музыкантов. Кро​ме того, Коен-Солал придумыва​ет для представлений какое-ни​будь занятное визуальное сопро​вождение. Музыка его проекта скорее всего покажется москов​ской публике знакомой: La Revancha del Tango - первая и пока единственная попавшая на моcковский рынок пластинка Gotan Project - растиражирована радио​станциями, звучит в рекламе, на танцполах и в модных кафе.
Для очень и очень многих жителей российской столицы музыка с первого и пока единственного альбома Gotan Project — «La Revancha del Tango» — стала самым желанным жизненным фоном в этом году. Если говорить коротко, Gotan Project комбинируют в своем творчестве электронику и аргентинскую музыку, получая на выходе смесь, которую слушать не только приятно, но еще и очень модно. Из электроники берется отчасти даб и трип-хоп, отчасти легкий хаус. А от аргентинской музыки присваивается, разумеется, танго. Чтобы далеко не ходить за примерами, авторство одной из песен на «La Revancha del Tango» принадлежит самому Астору Пьяцолле. Кроме того, в записи пластинки использовались не только сэмплы и электроника, но и принимали участие живые музыканты, причем в своем деле одни из лучших. В частности, один из них играет на бандонеоне, обязательном для настоящего танго инструменте. Есть и другие, не столь важные, но зато приятные, подробности. Gotan Project — это интернациональное трио, которое составляют Филипп Коэн Солал, Кристоф Мюллер и человек с интригующим именем Эдуардо Макарьефф. Все они не новички. У господина Солала, в частности, за плечами проекты Boys from Brazil и Stereo Action Unlimited, которые знатокам известны с наилучшей стороны. A Gotan Project известны куда большему числу людей. Месяц назад коллектив выступал в парижской Olympia, более привычной для артистов вроде Мирей Матье, Патрисии Каас или Брайана Ферри. Причиной этому то, о чем говорят на своем сайте сами музыканты: «Наше шоу включает в себя видеоперформанс, а еще наши технические навыки позволяют с успехом совмещать в одном концерте живых исполнителей наряду со всякими там разными сложными машинами».

	Eddy  GRANT
	Paintings Of The Soul
	1992
	52:36
	Born in Guyana, educated in England, living in Barbados and besotted with Trinidad, Eddy Grant is now examining his musical roots and shooting out some new ones as he breathes life into the unspoilt musical diamonds of classic Calypso and what he regards as the most important contemporary Soca titles. Now repolished with love and care into gems of the kind he dubbed Kaisoul back in the Sixties and found reinvented as Soca, a decade later.

	Eddy  GRANT
	Soca Baptism
	1993
	63:36
	Calypso

This album is both a tribute and a guide to the uninitiated of the glories of Calypso / Soca music that has been written by past greatest and future possibilities. It also includes some notable entrepreneurs who have contributed to Calypso and Soca including the Steelband Movement. It is from these inspirations and origins compounded with the influences of Western music that Eddy Grant believes the next major musical trend will sweep America and Europe. Just remember he was first to let them in on the moment ...again.

	Eddy  GRANT
	Ra - Ti - Ray
	1993
	
	4 mixes

	Ely GUERRA
	Lotofire
	2002
	49:23
	pop-latina

label: EMI Mexico / www.higheroctave.com
Elizabeth Guerra [v, ac/el g, p, music&words]; Marc Ribot (см.) [g, baritone g, dobro]; Greg Cohen [el/ac b]; Eyvind Kang (см.) [vln]; Vinicius Cantuaria (см.) [pandeiro, surdo]; Steve Barber [farfisa, wurlitzer]; Melvin Gibbs [b]; Larry Mullins [d, perc, tabla, vibes]; a.o.

"Her songs confess to desire and passion, to a wounded heart and an inner world she longs to share. Yet while her words are obsessive, her music is poised. Within backdrops that change with every song – steadfast rock, hypnotic electronica, a twitchy drum-and-bass beat – her voice hovers, airy and introspective, until suddenly it sharpens to a siren wail about lonely nights." – The New York Times

	Juan Luis GUERRA
	Fogarate!
	1990
	46:13
	merengue – весёлое (очень) / лиричное (очень)

label: Karen Music (Madrid), 1990/1994

Juan Luis Guerra [g, v]; with musicians: Francisco Ulloa (см.) [accordion, v]; a.o.

	Juan Luis GUERRA
	4 40
	1996
	70:46
	label: Karen Music (Madrid)

	HAWAIIAN MUSIC
	Honolulu – Hollywood – Nashville 1927-1944

(2CD Set)
	1995
	53:18 50:47
	label: Fremeaux Associes (France)

**** -- "Disques de l'Annee" / "Disques D'Or" – Le Guide Du CD
"Disque Selectionne" – La Grande Encyclopedia Du Blues"

Hawaiian music as played by Hawaiian musicians in early 20th-century America exerted a conside​rable influence on all American popular music then in gestation. Indeed, the genre enjoyed im​mense success worldwide right up until the out​break of war in 1939. Such remarkable and talen​ted artists as Sol Hoopii, King Benny Nawahi and Frank Ferera – no doubt the greatest slide-guitarists of all time – are today virtually unknown to the public at large, whereas not only were they once hugely popular figures, but they also left their indelible mark on country-music and blues. This anthology sets out to take the listener on a musical excursion across the Pacific Ocean from Honolulu to California, Texas, Nashville and New York, swept along by music that is replete with vita​lity, virtuosity and swing.

HAWAII, FROM CAPTAIN COOK TO ANNEXATION BY AMERICA

Separated from all other land masses by thousands of miles of ocean, and peopled by waves of Polyne​sian explorers arrived some 2,500 years earlier from the Marquesas Islands and Tahiti, the Ha​waiian Islands existed in total isolation until the ar​rival of British explorer Captain James Cook in Ja​nuary 1774. This discovery of the last uncharted inhabited territory of any significant size triggered a slow collapse of the primitive Hawaiian civilisation, as imported diseases against which the natives bore no immunity mercilessly slashed the local popula​tion by a half.

In 1820, American Protestant missionaries from Boston, led by Hiram Bingham, arrived in Honolulu to "convert the pagans". Blind, intolerant evangelism gradually imposed a rigid Christianity, backed up by an "American way of life" straight out of New England. The missionaries strove, fortuna​tely with only partial success, to stifle all manifesta​tions of native culture, from carnivals and national costumes to traditional Hawaiian music. Despite vigorous resistance, the real of the evange​lists eventually paid off, and they succeeded in converting the entire population. Of greater signifi​cance for the future, numerous ministers and their wives settled in Hawaii, acquiring vast domains and introducing the cultivation of sugar-cane, pineapples and coffee. During the 19th century, their children and grandchildren gradually gained an economic stranglehold over the whole archipelago, hence amassing enormous wealth and power. Chi​nese, Japanese and Filipino labour was imported en masse, while Portuguese from the Azores and Madeira were brought in to act as overseers. Fur​thermore, faced by the uncontrolled growth of a cattle population first introduced as recently as 1794, by 1830 the king of Hawaii was recruiting bands of Mexican vaqueros to take charge of the herds. These immigrant Mexicans taught the locals horse-riding, to such good effect that some of the finest cowboys in the West originated from Hawaii. Soon, native Hawaiians would be a minority in their own territory, and the concept of extending the American Empire right into the heart of the Pacific took hold. Under the pretext that the Hawaiian monarchy was totalitarian, settlers formed a militia of "liberation" that they called the Hawaiian League. With the help of the American Navy, which bombarded Honolulu, they deposed Queen Liliuo-kalani in 1894 and proclaimed the Republic of Ha​waii. By 1898, the fledgling republic was reques​ting, and being granted,  annexation by the United States of America. This Territory of Hawaii was de​clared the 50th State of the Union in 1959.

HAWAIIAN MUSIC

Original Hawaiian music was composed essentially of poems and narratives sung either solo, with ex​tensive use of falsetto, or by choirs. The only ins​truments were shark-skin drums and various makeshift percussion devices. This early Hawaiian music can be heard here on CD1 in two recrea​tions by the Kalama Quartet: the poignant Kawika Liliu E and Heeia. As Hawaii was opened up to the outside world, its music inevitably underwent radical change. The missionaries introduced European hymns and choirs, formats to which the Hawaiians brought their own natural talents. The Portuguese middle-classes introduced their traditional braguinha, forerunner of the ukulele. But it was the Mexican vaqueros who would cause the greatest upheaval, when in 1830 they introduced the guitar. Hawaiian musicians quickly took to this new ins​trument, but lost no time in adapting it to their own ends. By raising the nut and tensioning the strings well above the finger-board, they found they could play with the guitar laid flat across their knees or on a table, and slide a bottle or metal tube up and down the strings. This totally original technique, reputedly developed by a Honolulu musician called Joseph Kekuku, was surely no matter of chance, for the resultant glissando effects corresponded exactly to traditional Hawaiian singing. Singing styles, too, evolved during the latter half of the 19th century, as an alternation of natural pitch and falsetto develo​ped into the characteristic Hawaiian yodel so much in evidence in this collection, but nowhere more tellingly than on the Rose Moe rendering of E Mama Ea.

When Hawaii was finally annexed by the United States, its music swept the entire archipelago, and a whole new generation of musicians emerged – guitarists in particular -, their scintillating virtuosity now set to dazzle the world.

THE HAWAIIAN CRAZE HITS NEW YORK

The American annexation of Hawaii inspired a new American dream, a satiated population captivated by visions of these far-off, exotic lands. A show cal​led "Birds Of Paradise", staged in New York in 1904, was all it would take to set off a veritable Hawaiian craze.

At the various Universal Expositions organised during the early decades of the 20th century, Hawaiian pavilions attracted huge crowds, while Hawaiian troupes criss-crossed the United States the year round, setting up their tents in even the remotest comers of the Deep South. Worldwide, Hawaiian guitarists were astounding audiences and critics alike, and by 1913 Frank Ferera - heard here on Maui and Honolulu March – initiated a series of personal recordings that within a matter of years would pass the thousand mark. Indeed, of all records sold in the United States prior to 1925, by far the greatest number featured Hawaiian music.

Numerous young guitarists from Hawaii were thus motivated to launch themselves upon careers in America. Despite their immense success, they were nevertheless considered "colored artists", and frequently even billed as Redskins! Which certainly did not prevent them from adapting with remarkable ease to American music of the period, while at the same time injecting numerous elements drawn from their own musical culture. Their most striking attribute, however, was – and remains to this day – their incomparable instrumental dexterity. 

The extraordinary Sol Hoopii (1902-1953), probably the finest slide-guitarist of the century, enjoyed an immense reputation, selling literally mil​lions of records and appearing in numerous films and revues. He even turned up on soundtracks of Betty Boop cartoons. You can hear him here on four of his masterpieces, among them the famous Farewell Blues, Hula Girl and Hula Blues. 

King Benny Nawahi (1899-1985) was Hoopii's biggest rival in America, but had more modest commercial success. He nevertheless played a key role in the spread of the Hawaiian style into black American music, and during the 1930s even played with swing groups. His Tickling The Strings remains one of the essential masterpieces of slide guitar, often imitated but rarely equalled. 

Several other names belong among the pantheon of Hawaiian musicians of this rich era. Jim & Bob, the "Genial Hawaiians", formed a formidable gui​tar-duo, heard here on a fine version of Saint Louis Blues. Sam Ku West, who died in Paris in the 1930s, reveals much older influences with his Hawaiian Hula. Sol K. Bright, for long second guitarist with Sol Hoopii, went on to become a star in his own right, enjoying considerable success with his humorous Hawaiian Cowboy. In the late 1920s, the eccentric David Kane recorded a number of vaudeville-style hits,                  while Rodney Rodgers found his Spanish Shawl being released as part of Mexican music catalogue, which in a sense meant Hawaiian guitar had now come full circle. In contrast, little or nothing is known about the husband-and-wife team of Kanui & Lula, yet the handful of titles they recorded in Paris – among them Tomi Tomi and Oua Oua – are considered classics of the Hawaiian style. 

THE HAWAIIAN INFLUENCE ON AMERICAN POPULAR MUSIC

The huge popularity of Hawaiian artists, and more especially their immense talent, had a profound in​fluence on American music in general, an influence largely illustrated by the music on CD2. Many Hawaiian instrumentalists and bands quickly got involved with the jazz scene, particularly swing. Sol Hoopii's I Like You is a brilliant piece in the jazz vein, while Sam Koki and The Polynesians prove excellent partners for Louis Armstrong on the nostalgic Coconut Island. 

American variety produced lots of semi-Hawaiian melodies, opening the way to fruitful careers for numerous artists from the Islands. Especially in​teresting is guitarist Danny Stewart, who sings partly in French (to avoid censorship problems) on the savoury Les Femmes d'Amerique, a ballad that originated in Tahiti.

But Sol Hoopii, Benny Nawahi and Frank Ferera inspired many budding American guitarists, among them a Roy Smeck as prolific as he was brilliant. A veritable one-man-band, this New York guitarist never performed better than on Hawaiian guitar, which he learned to play after going to a Sol Hoopii concerts. Three of his instrumental tour-de-force are on display here: Twelfth Street Rag, Limehouse Blues and Bugle Call Rag. It was in country music, however, that the Hawaiian influence was most marked. The Hawaiian guitar, played on the flat, became a vital component of the various Nashville and Western Swing bands. In the present volume we can hear Cousin Jody (Clell Summey), steel-guitarist with Roy Acuff, on two superb instrumentals, one of them the classic Steel Guitar Blues. Leon McAuliffe draws his inspiration from Sol Hoopii and King Benny Nawahi for the Steel Guitar Rag and Steel Guitar Stomp recorded by the Bob Wills band. Jenks "Tex" Carman, of Cherokee origin, also offers us an important work with his unjustly neglected Hillbilly Hula. All these players would in turn influence a whole new generation of country-music musicians keen to explore the Ha​waiian style.

Jimmie Rodgers, the "father" of commercial country music, began his professional career in a Hawaiian troupe. His famous yodelling quite evidently stems from Hawaiian influences, as does the very structure of some of his work, witness the two tides recorded in the company of Hawaiian guitarists Joe Kaipo and Charles Kama.

Hawaiian guitarists also had an immense influence on American bluesmen practising the bottleneck-guitar style. The major bottleneck players of pre-war years – Tampa Red, Blind Willie McTell, Oscar Woods and so on – quite evidently picked up the basics of their playing from Sol Hoopii, Benny Nawahi and Frank Ferera. Hardly surprising when one considers that American popular music was a veritable kaleidoscope of miscellaneous cultural elements. Certainly, the Hawaiian influence is par​ticularly noticeable in the playing of black blues-man Casey Bill Weldon, the self-proclaimed "Hawaiian Guitar Wizard" who brings this antho​logy to such a worthy close.

	Joe  HENDERSON
	Double Rainbow (The Music Of Antonio Carlos Jobim)
	1995
	62:41
	Feat.: Herbie Hancock [p], Christian McBride [b],Jack DeJohnette [d], Eliane Elias [p], a.o.

	HUAYNOS  &  HUAYLAS
	The Real Music Of Peru
	1979-86
	47:42
	

	Julio  IGLESIAS
	Crazy
	1994
	41:44
	

	Julio  IGLESIAS
	La Carretera
	1995
	38:20
	

	ILLAPU
	Sereno
	1997
	50:02
	CHILE

label: Hemisphere (EMI)

"What Illapu offer is delirium, a phenomenon that goes well beyond the musical plane" – Diario El Mercurio, Chile.

"Among the most important artists on the local musical scene are Illapu, experimental musicians, whose shows are among the most exciting in all Chile." – Billboard

1 Cariquima (Roberto Márquez)
2 Sol de Maíz (Roberto Márquez)
3 Condorcanqui (Roberto Márquez)
4 Sereno (Andrés Márquez)
5 Chilhuanos (José Miguel Márquez /  Roberto Márquez)
6 Paso de Mulata (José Miguel Márquez)
7 Bailando en Isluga (Roberto Márquez)
8 Sipassy (José Miguel Márquez /  Roberto Márquez)
9 Canción de Octubre (Roberto Márquez)
10 Arauco de Pie (Roberto Márquez)
11 Labradores (Roberto Márquez)
12 Población La Victoria (Roberto Márquez)
13 Waylas de Cala Cala (J. Flores Luza)
14 Baila Caporal (Roberto Márquez)

THE GROUP

Roberto Márquez Bugueño: Charango, 12-stringed guitar, tiple, Venezuelan cuatro, zampona, conga, Peruvian cajón, percussion, voice.
Andrés Márquez Bugueño: Guitar, Venezuelan cuatro, voice.
Eric Maluenda González: Zampona, Sicura, trutruca, congas, bongo, Peruvian cajón, bombo, tom tom, percussion, voice.
José Miguel Márquez Bugueño: Quena, quenacho, zampona, sicura, guitar, Peruvian cajón, percussion, voice.
Carlos Elgueta Diaz: Electric bass, percussion, voice.
Luís Enrique Galdames Sandoval: Alto and soprano sax, flute, quena, zampona

ILLAPU: DELIRIUM
In Chile they are a phenomenon like no other. In the 25 years of their existence, each release sells more than tne last, with the most recent topping seven-times platinum. Their shows are attended by tens of thousands. The nation's Diario El Mercurio goes so far as to claim that what they offer "is delirium, a phenomenon that goes well beyond the musical plane."

And it is a delirium that has spread to other nations, first throughout Latin America and now their international tours are reaching ever farther shores. In Australia one newspaper hailed their performance the "musical show of the year."
ROOTS
The group is led by Roberto Marquez Bugueno, who writes or co-writes many of their songs and produced all of their albums. Illapu means "lightning" in the quechua language. For the Meso-american cultures, Illapu was the third deity, in importance placed just after the sun and moon.
Their music deftly combines modern flourishes with deep roots in Andean music and culture. Without resorting to fleeting trendiness, these modern touches give a contemporary feel to their music and are something of a testament to how tradition can remain relevant in a modern age.
It is Illapu's complete immersion in Andean and, by extension, Chilean culture that goes some way towards explaining their popularity.  Ruben Nouzeilles, who in the 1960s signed to EMI and nurtured many of the Andean groups like Inti-lllimani and Quilapayun that fuelled the first modern revival of Andean music, explains Illapu's importance this way: "One of the main battle flags Illapu has raised in recent times is the defense of Chilean and, generally speaking, South American identity, which in these times of almighty modern communications is being destroyed by the heavy influence of foreign cultures -- and, paradoxically, through the extreme facility with which our population absorb them." What Illapu represents, Ruben emphasizes, "is an energetic cry of revolt to rescue our roots and culture, which are, apparently, just about to collapse."
BEGINNINGS
Illapu released their first album in 1972, consciously setting out to sustain an Andean musical revival. They didn't intend to accomplish this only by rerecording the already-famous songs of the genre but by composing and arranging their own material based upon folkloric traditions. Right from the start they mixed old and new into a unique and captivating mixture.
As their popularity grew, their proud championing of their traditions ran afoul of the military dictatorship. As with many artists who began their careers in the Universities, they lived in exile for awhile, an experience which paradoxically brought them closer still to their own roots.
Upon their return to Chile in 1981, their popularity continued to soar with their concerts having to be held in ever-larger halls, then stadiums, and with their international tours taking them ever farther afield.
TRADITION AND CHANGE
Illapu create a music that is steeped in tradition and takes full advantage of the broad range of instruments distinct to the Andes. But they also bring to it instruments and accents from other cultures. From their own background there is foremost what has incorrectly come to be called panpipes. These are in fact, zampona, a series of cane tubes or pipes in graduated sizes that are tuned to different notes in the pentaton-ic scale. Zampona oome in all shapes and sizes, from small to quite large, the deepest of which can sound like melodic wind whistling through the mountains. There are other wind instruments as well such as the quena, quenacho and sicura. A type of horn, the trutruca, is actually from the Mapuche Indian peoples of Southern Chile. In structure it is closer to an Alpine horn than any Andean instrument. Nearly 2 meters in length, it's bell rests on the ground while being played.
Added to this are the stringed instruments indigenous to the region and to neighbouring Spanish cultures: the guitar, cuatro and tiple, and an instrument unique to And's culture, the small-bodied charango.
For percussion, some drums are native, though Illapu has even incorporated a cajon, a drum linked to the African slaves in the New World and now most at home in the Afro music of Peru. This is a simple box or chest of wood similar to those once made from packing crates for apples. The percussionist sits atop the box and plays the way a bongo player would, hitting the wooden slats with his fingers and the open palms of his hands.
Finally, they bring to it all a subtle, tasteful, contemporary feel with their inclusion of electric bass, saxes, and a broad variety of percussion instruments to compliment the traditional ones.
As Ruben Nouzeilles explains, "Illapu don't want to be called 'folklorists.' This also explains why they have developed a richer musical language in playing so many instruments so as to demonstrate that our culture can permeate every sensibility, no matter who is listening and from where. But behind their musical message there is another, rated a cajon, a drum linked to the African slaves in the New World and now most at home in the Afro music of Peru. This is a simple box or chest of wood similar to those once made from packing crates for apples. The percussionist sits atop the box and plays the way a bongo player would, hitting the wooden slats with his fingers and the open palms of his hands.
Finally, they bring to it all a subtle, tasteful, contemporary feel with their inclusion of electric bass, saxes, and a broad variety of percussion instruments to compliment the traditional ones.
As Ruben Nouzeilles explains, "Illapu don't want to be called 'folklorists.' This also explains why they have developed a richer musical language in playing so many instruments so as to demonstrate that our culture can permeate every sensibility, no matter who is listening and from where. But behind their musical message there is another, subliminal manifesto which tries to demonstrate that our roots and traditions are strongly alive and that these must recover their important role in the world, now, at the end of the millennium."
Illapu's music is simultaneously timeless and contemporary, rhythmic and serene. They are, as Argentina's Diario Clarfn in Buenos Aires noted, truly a "Chilean miracle. Illapu is the name of the protagonists of a musical phenomenon second-to-none in all Latin America."
-- Gerald Seligman
With additional information on Instruments supplied by Ruben Nouzeilles

	Arco  IRIS
	Sudamerica. O El Regreso A La Aurora
	1972
	
	2 LP set.

Opera en dos actos; libro y musica de Gustavo Santaolalla. Uruguay / Argentina.

  Ara Tokatlian [flauta traversa, saxos soprano & alto & tenor y alto y tenor simultaneamente, teclados, erke, erkencho, sicuri, quena, pincuyos, perc.]; Gustavo Santaolalla [guitarras acusticas, de doce cuerdas, guitarra electrica, charango armonica, perc.]; Guillermo Bordarampe [bajo, contrabajo, perc.]; Horacio Gianello [bateria, perc.].

	JAIME Y LOS CHAMACOS,  POTENTE,  INTOCABLE
	Accordion Madness
	1995
	38:59
	label: Freddie Records

На уровне лучших вещей Los Lobos – настоящая супер-задорная латина.

	Victor JARA
	Te Recuerdo, Amanda
	
	46:07
	Chile

label: Disques DOM

Chile sings and struggles

Знаменитый чилийский певец народного сопротивления

	Flaco JIMENEZ with LOS CAMINATES
	Flaco's First!
	1995
	76:43
	Tex-Mex

label: Arhoolie (El Cerrito, CA, USA)

Los Caminatos: Leonardo 'Flaco' Jimenez [accordion, v]; Henry Zimmerle [bajo sexto, v]; Roberto Cadena [v]; Roger Herrera [d]; Mike Garza [b].

These 30 selections represent the best half of FLACO JIMENEZ's first recordings as a teenager in chronological order, made in San Antonio between mid-1956 and May 1958. Unfortunately, considerable distortion is evident on many of these selections. The performances however, are delightful examples of this once regional, but now world famous Grammy winning artist and they show off Flaco's already fluid and distinctive accordion style as well as his soulful vocal duets with the even younger song writer and bajo sexto player, Henry Zimmerle.

A NOTE ABOUT THE RECORDINGS:
The selections on this CD represent the best of Flaco Jimenez's very first recordings made when he was only sixteen years old and are of both musical and historical interest to those of us who admire this great regional GRAMMY winning artist. These old recordings are not of the best audio quality and considerable distortion is evident. The original acetates and tapes were lost by the processing company. Only 45 rpm stampers survived and the items heard here were dubbed from 78 and 45 rpm pressings.
All selections were originally recorded and produced by Hymie Wolf for his RIO label in San Antonio, Tx., between mid-1956 and May 1958. The rights to all RIO masters were purchased by Arhoolie Records in 1991 from Mr. Wolfs widow, Jenie Wolf Mieri.
Flaco Jimenez had alerted me to the fact that most of the 78 rpm releases of his RIO recordings, sounded "speeded up" to him and were not in the right keys. So I asked Dix Bruce to join me with his guitar at my variable speed turntable as we checked each disc from which these masters had to be dubbed. Flaco told me that the first cut was in the key of G and the second in the key of C and he gave us the correct keys for several other selections. With those facts as a guide we quickly found that his claim was correct and that many selections were about one half step too fast. At first I had been skeptical of Flaco's claim but as I mentioned this possibility to several people familiar with mastering techniques in the 1950s, I was told that the masters of several Fats Domino records were apparently slowed down while cutting the acetate in order to make the resulting records play faster when heard on a standard 78 rpm turntable. All selections slowed down in the initial mastering process have been readjusted in the remastering process by George Morrow to achieve almost perfect pitch. Most of the 45 rpm releases (or test pressings) from which I dubbed several selections, turned out to be at the correct speed.
(Chris Strachwitz)
During the mid-1950s San Antonio's Mexican American community was in transition. It was a cultural and economic boom period with servicemen from all over the country stationed at Lackland and other Air Force bases. The service industry connected with the military had become a major employer. Job opportunities were abundant and there was plenty of work for musicians to play at dances and private parties for almost every level of society.
During the busy Christmas season of 1955 bass player Mike Garza and drummer Richard Herrera had a number of engagements and dances lined up for their band which went under the name of Melodias Alegres. As popular as the group was, they had just once again lost both their accordionist and guitar player, rather essential members of any San Antonio dance band of the 1950s. Accordionist Emilio Martinez, who used to be the group's leader, suddenly decided to leave town. Mike and Richard, who had contracted most of the jobs, soon found Raul Moreno to take Emilio's place. Raul, however, soon left for greener pastures with Los Tres Reyes, a very popular group under the leadership of composer, singer, and guitarist Daniel Garces. Accordionist Luis Calderon was then recruited by the luckless Mike and Richard. However he soon got married and at his wife's insistence, refused to work on the all-important weekends! For the next six months a man named Joe Martinez filled the accordion chair joined by Willie Conseco on guitar and they played the dances as well as the weekly radio program over KCOR, San Antonio's biggest Spanish language radio station. Just before Christmas, Joe Martinez as well as the guitarist suddenly vanished! In December of 1955, once again, eagerly looking for replacements, Mike and Richard went to El Centre Mercantil, an upstairs establishment, better known as the Radio Club, on Delarosa Street and also known as a hang out for musicians. There they met two young boys who according to one of them "were just hangin' out." Mike and Richard had heard that these two were good on the accordion and the bajo sexto although they had neither heard them in person nor broadcasting over KEXX where the boys were beginning to make a name for themselves as "Leonardo Jimenez y su Caporales." Leonardo and his buddy, Henry Zimmerle were shy young boys who not only played sitting down but also in an older "pure conjunto" style with a repertoire of mainly polkas, rancheras and waltzes. They were however hired on the spot and on that day 16 year old Leonardo "Flaco" Jimenez and 15 year old Henry Zimmerle became professional musicians.
One of the jobs during that first weekend with the band now known as Los Caminantes, was at the Las Vegas Nightclub in San Antonio where the group had been playing regularly on Sunday afternoons, following their 12:30 to 1 PM radio program over KCOR. The club attracted a well-dressed crowd and featured a full orchestra in the evenings. The manager of the club did not approve of the way two of the members of Los Caminantes presented themselves. As Leonardo and Richard remember it: "the whole band got fired because we looked and dressed like Pachucos with baggy pants, big 'straight legs' shoes, T-shirts and wild hairdos. Mike and Richard refused to fire the new young members as the manager had requested and told him that the whole band would rather quit."
Mike Garza and Richard Herrera had been professional musicians for some time who noticed the remarkable energy and talent developing in the two youngsters whom they had just hired. They took the boys under their wing and taught them how to dress nice and even showed them how to tie the knot in their ties. They also told the two boys to stand up when playing, in contrast to their previous jobs where they would sit down in the older, rural manner.
Roberto Cadena hailed from Alton, Texas, and was stationed in the Air Force not far from Laredo. He would often sit in and sing with Los Caminantes at the Mexican restaurant in Breckenridge Park where they played every Sunday afternoon. Roberto had a good voice and was very popular with the crowds and was soon asked to join Los Caminantes as their regular vocalist. Flaco remembers him as a sharp dresser and especially good with the increasingly popular boleros. Flaco and Henry had never played boleros before but quickly learned as their musical education went into high gear.
On May 2, 1956, Los Caminantes, with 17-year old Leonardo Jimenez and Henry Zimmerle as permanent members, made their first recordings for Hymie Wolfs RIO label which he operated out of the back room of his record shop on West Commerce Street. About the same time Los Caminantes were asked to appear every Thursday on Channel 41, KCOR-TV, from 8:30 to 9:30 PM. During the next two years Los Caminantes became the #1 group in San Antonio and their popularity encouraged Mr. Wolf to sometimes keep them in his little studio for days. Flaco recalls: "Wolf wanted a new record out almost every day. We each were paid $8 per song, for a total of $50 per side. The first ones were cut directly to disc/acetate and were only 78s." Soon, in the mid-1950s, the 45 rpm record replaced the 78 and someplace along this time Mr. Wolf purchased a tape recorder. Unfortunately very few tapes of his recordings have survived since they were apparently never returned by the pressing plant who cut the master and processed and pressed the records.
Every Tuesday Los Caminantes would record for RIO—usually just two songs. Sometimes Mr. Wolfwould pickthe songs but usually the guys in the conjunto would select and rehearse them on Mondays. Slowly Henry began to write songs on his own and harmonize with Flaco but they were shy about it. It seemed Roberto was the popular singer with his strong solo voice, especially with the more upscale audiences. Both Henry and Flaco's fathers encouraged the boys to stay with Mike and Richard and learn to become professionals.
Flaco could never remember what tie to wear each night and would therefore hang all his ties from the mirror of his '49 Mercury Ford. It wasn't easy to become a pro and often even embarrassing. One 16th of September, when they were booked to play a fiesta at Salon Torres, just south of San Antonio, they were required to wear dark pants, bow tie and a white coat. Flaco had sent his white coat to a cleaner and picked it up on the way to the gig only to discover that it had shrunk when he tried to put it on! A friend named Joe who happened to be wearing a white coat, came to Flaco's rescue!
These, Flaco's first recordings, show what a remarkably fluid and accomplished accordionist he already was as a teenager. Out of sixty sides recorded for RIO between May of 1956 and May of 1958, when Flaco left Los Caminantes, six were polka instrumentals by Flaco, thirty six songs featured Roberto Cadena, sixteen were sung by Flaco and Henry Zimmerle, and two songs were solo vocals by Henry.
Roberto Cadena was the group's prime vocalist. He also made several records under his own name with other conjuntos accompanying. He was a handsome urban singer with a good solo voice and he overshadowed the two shy young boys who began to harmonize in a more rural tradition. In August of 1956 Flaco and Henry recorded their first vocal duet ("Mis Penas") but had to wait until mid-November to record another one ("Me Siento Abandonado"). Henry Zimmerle composed the songs and he soon became recognized not only as a fine bajo sexto player, but singer and song writer as well.

By May of 1958 Flaco Jimenez had left Los Caminantes because, as he put it, "the other companies were paying better and had better distribution." Flaco had obviously realized that he could make it on his own. He started to record for Manuel Rangel's Corona label who were also marketing his father's (Santiago Jimenez Sr.) music. No one had exclusive contracts however, and Flaco also was soon recording for Jose Morante's Sombrero and Lyra labels (the best of which can be heard on Arhoolie CD/C 396: "Un Mojado Sin Licencia").
From then on Flaco Jimenez's recorded legacy became remarkably prolific. He had become a star in San Antonio. Lack of distribution, however, for most of the labels for which he recorded, contributed to Flaco's relatively unknown status outside the Alamo City. Another factor may have been lack of that magic second voice which was and still is essential to becoming a star on the Norteno or Conjunto scene.
Henry Zimmerle was a natural duet for Flaco but he went solo soon after they both left Los Caminantes. Toby Torres was at times a good second voice—and even better was Fred Ojeda much later. But that magic, perfect, complimentary voice never came around.
Flaco eventually made his markby sheer perseverance and instrumental virtuosity and his incredible talent to fit in with other types of music and reach out to other audiences who may be surprised by these, his first raw, but 100% pure Tejano roots recordings!
(Chris Strachwitz - 1995)

	Maria  JOAO
	Looking For Love
	1988 
	57:23
	label: enja

Maria Joao [v]; Aki Takase [p].

	Maria  JOAO
	Sol
	1991 
	52:02
	label: enja
Весьма энергичная и колоритная певица нового поколения.

 Maria Joao was born in Lisbon, Portugal, where she started her musical career in 1982 at the Jazz School of the Hot Club of Lisbon. In 1987 Maria also started to work in duo with Japanese pianist Aki Takase and performed at most of the major festivals, and she also toured Canada, Japan and the United States.  “Sol” shows jazz vocalist Maria Joao exhibiting her roots — the music of Portugal. It is the first time that she records with her all-Portuguese group, aptly named Cal Viva, the Portuguese name for the unslaked lime with which houses are regularly white-washed. Maria decided to try that songs form to close to the Portuguese heart and in expressiveness related to the blues in jazz — the fado. “Sol” is a beautiful example how a native musical tradition can be transformed into contemporary expression through the language of jazz.

	Maria  JOAO
	Dancas
	1994
	59:32
	label: Verve

Maria Joao [v]; Mario Laginha [grand piano].

  It could be a portuguese sidewalk, with its black and white stone arabesques directioning the steps of the unwary walker through unknown alleys and unexpected belvederes, always surprising us and, sometimes, almost alarming us. What is that? It could be old memories of other times and other places, stamped in the skin memory. Something we run after but never catch – always escaping from the chains or labels, always running away from being classified, always evading from the drawers of the definitive things. What could it be? It could be so many things! Two rivers playing with their margins, with no rest, no place – but expecting a outfall and certain of the sea. It’s just like this, this voice’s run in the edge of a piano. Maria Joao. Body, soul and voice. A waving sidewalk, a memory, a river without margins which decided to become a sea. With Mario Laginha, a partner of other dances, Maria Joao is here all we don’t expect, but all we always know it would be. Surprising? Yes. Wrapping? With no doubt. Maria Joao preserve the emotions of a collective memory that her voice turns richer with the strong colours of an amazing talent. What’s this album? It could be much more than words can tell – just everything the notes of Mario Laginha encircle and the voice of Maria Joao paints in colours. A timeless water-colour.   ------ Rosa Matos Bento.

	KETAMA / DIABATE / THOMPSON
	Songhai
	1988
	34:00
	label: Hannibal Records.

KETAMA: Juan Carmona [g], Jose Soto [g, v], Antonio Carmona [g, perc], Jose Miguel Carmona [g, perc]; with: Toumani Diabate [kora, v]; Danny Thompson [b].

    Ketama are one of Spain’s leading groups, draving on traditional flamenco forms, popular rhumbas, Latin rhythms and new Spanish virtuoso instrumental styles as well as their own original songwriting and composing. The Carmona cousins are part of a great Spanish musical family and have played around the world with the most renowned flamenco companies, groups and singers. Singer and songwriter Jose Soto also comes from a flamenco family — his great uncle was the famous singer Manuel Torre and his father, El Sordera, is likewise a singer in the Jeres tradition.

    Toumani Diabate. His father, Sidiki Diabate, is one of the great kora players of Mali, as were generations of Diabates before him. Toumani has perplexed his peers in Africa through his interest in other types of music and his ceaseless quest for new challenges for the kora. His technique is pure but the influences of jazz, flamenco and other types off music can be heard in his playing. Toumani had often playing the kora with non-traditional combinations of musicians, but the mixture had never been totally successful until that.

   Danny Thompson has explored every conceivable challenge in his long career — from John McLaughlin and Pentangle in the ‘60s — to Elvis Costello, Dagmar Krause, David Sylvian and Indian Classical music in the ‘80s.

  The musicians were constantly regarding each other with surprise, delight and mutual admiration.

	LA FAMILIA VALERA MIRANDA
	A Cutiño
	1999
	66:05
	Cuba

label: Auvidis / Naive (France)

На этом promo-диске (раритет) – настоящий деревенский кубинский фольклор превосходного качества и исполнения, и записи. К сожалению, ноль дополнительной информации к этой роскоши.

	LA NOCHE CUBANA
	Compilacion de Salsa Para Gozar
	
	65:58
	label: Margarita Records (Ala Bianca Group) (Italy)

Joe Arroyo  -- Rebelion 

Los Titanes  -- Lluvia

Los Titanes – Sobredosis

Joe Arroyo -- En Barranquilla me quedo

Tupamaros Orquesta -- Un amor asi

Oscar Rizo y Conjunto Barroco -- Ese atrevimento

Los Hices -- Que es lo que tiene cali
Oscar Rizo y Conjunto Barroco -- Me pongo celoso

Galileo y Su Banda -- Cali Pachanguero

Oscar Rizo y Conjunto Barroco -- Negra rumbera

Fruko y Sus Tesos -- Barranauillero arrebatao

Joe Arroyo y La Verdad – Yamulemau
Oscar Rizo y Conjunto Barroco -- El sonero del Barrio

Los Titanes -- Ven devorame otra vez

	LAMBADA Compilation
	Lambada Brasileiras
	1989
	67:48
	label: Fonit Cetra (Italy)

очень хороший фольклорный сборник с этого диска: =27’34’’

	Bill  LASWELL
	Imaginary Cuba
	1999
	57:24
	Cuba
label: Wicklow (RCA, USA)   www.wicklow.com 

A groove-based journey into the heart Cuba.

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

	LHASA
	La Llorona
	1997
	44:20
	label: Tot Ou Tard (Warner France)

Lhasa De Sela [voix]; musiciens: Yves Desrosiers [g, ‘Lap Steel’ 6&8 cordes, ‘Lap Steel’ basse, scie musicale, accordeon, banjo, perc]; Mario Legare [basse semi-accoustique, contrebasse]; Francois Lalonde [perc, batterie, enchantillonage]; Didier Dumoutier [accordeon]; Mara Tremblay [violon (1,7)]; Jean Sabourin [sousaphone (7)]; Duane ‘Nervous Norman’ Larson [cl (2,6)].

	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.”

	Carmen  LINARES
	Desde El Alma
	1994
	55:59
	Flamenco

label: Network (Frankfurt)

Carmen Linares [v]; Paco Cortes [g]; Miguel Angel Cortes [g]; Jesus Heredia [perc].

THE PASSION OF FLAMENCO

Although the origins of Flamenco singing remain obscure, it appears to have originated in southern Andalusia (Cadiz and province) and in the poverty-stricken barrio de Triana, the gypsy quarter of Sevilla, in the mid 18th century. At first, Flamenco was no more than a pastime, performed at family gatherings or at the evening markets thronged by travellers, smugglers, gamblers, seamen, muleteers and traders of all kinds. The enor​mous popularity enjoyed by its performers, however, meant that Flamenco rapidly devel​oped into a professional art. Celebrations were no longer improvised, but organised. Market traders and landlords alike commis​sioned the most famous cantaores (singers) who accompanied themselves on the lyre or guitar as in the first cantaor «El Planeta».

It was around 1825 that Flamenco perfor​mances were witnessed by the first tourists, mainly from England, France and Italy, who then reported in their travel journals on what they saw as picturesque and folkloric customs.

Towards the mid 19th century, cafes with musical entertainment became fashionable throughout much of Europe. Andalusia profit​ed from the growing interest in folk singing and folk dance, and commercialised them in its cafes cantantes. The first such cafe («Los Lombardos») was opened in Sevilla in 1847. Here, Flamenco was only one of many items on the programme, alternating with comedi​ans, short theatrical acts or zarzuelas (a type of satirical operetta), circus or, by the end of the century, movies. Throughout Spain, there were some 300 cafes cantantes, of which the foremost were those in Sevilla, Madrid, Cadiz, Malaga, Jerez, La Union (Murcia) and Barcelona. Apart from the cafes cantantes, public performances were also given by students and professional dancers at the dance academies where Spanish and Andalusian dances were taught.

From 1922 onwards, with the cante jondo competition in Granada, Flamenco began to take hold throughout the country. Entre​preneurs with business acumen soon re​cognised the opportunity of marketing this art on a grand scale and duly organised concerts in theatres and even in bullrings. The success of the gramophone, the talking film, advertising and radio further contri​buted towards spreading the popularity of Flamenco. The most famous artists of the era were the singers Vallejo, Nina de los Peines, Marchena, El Pinto and Caracol, the dancers La Argentinita, Escudero, Carmen Amaya, Pilar Lopez and Antonio, and the guitarists Montoya, Manolo el de Huelva, Nino Ricardo and Sabicas.

In the 50s, the LP «Antologia Hispavox» was released in France, the tablaos flamencos began to replace the cafes cantantes and a national competition (Concurso Nacional de Cante Flamenco) was organised in Cordoba from 1956.

In the mid 70s, the era of what Agustin Gomez called «neoclassical Flamenco» came to an end. Form and content, sound and dance underwent a spectacular renewal. Without breaking away from the traditions and the essence of original Flamenco, a whole new dimension of sound emerged: Flamenco became more universal, more open and more free. This trend is represented by such per​formers as Paco and Pepe de Lucia, Morente, El Camaron, El Lebrijano, El Portugues, Pansequito, Lola y Manuel, Sanlucar, Gades, Mario Maya, Manuela Vargas, Cristina Hoyos, Salvador Tavora, Carlos Saura, Ortiz Nuevo, whose creativity has enriched Flamenco with a more contemporary sound and a highly personal interpretation.

One of the initiators of this latest phase is the cantaora Carmen Linares. Born Carmen Pacheco Rodriguez, daughter of the popu​lar guitarist Antonio P.Segura in Linares (province Jaen), she began performing as a small child. Her innumerable tours have brought her international renown. As the guardian of the traditional Flamenco herit​age and an artist of undisputed accomplish​ment, and is held in particularly high esteem amongst today'’ generation of Flamenco singers, and is widely regarded as a key figure in this form of song. She masters many different styles, adding to each her own very personal touch, from festive songs to the profound authenticity of the cante jondos. Regarding her art as more than mere repetition, she is constantly in pursuit of innovation, interpreting both content and form with enormous sensitivity. From the rich low notes to the electrifying high notes, her wide-ranging and magnificently expressive voice imbues her music with warmth and feeling. Her sense of harmony and lyrical sensitivity create a deeply impressive artistic unity. Hers is a voice of subtle chiaroscuro and musicality, a voice of true passion. It is a voice that echoes the infinite richness of Flamenco today.

	LOS  AMIGOS  INVISIBLES
	The New Sound of the Venezuelan Gozadera
	1998
	69:27
	acid/funk latina (VENEZUELA)

аналогичные acid-latina проекты – см. SERGENT GARCIA; B-TRIBE; DE – PHAZZ;

label: Luaka Bop Inc. (Warner, USA) e-mail: gozadera@truevision.net 

luakabop@aol.com   www.luakabop.com
Armando Figueredo [k]; Juan Manuel Roura [d]; Julio Briceno [v]; Jose Luis Pardo [g]; Jose Rafael Torres [b]; Mauricio Arcas [per]; with: Bill Ware (см.) [vib]; Arto Lindsay (см. в ‘Alternative’ sect.) [distorted 12-str. el. g.]; Andres Levin [sax]; Todd Hornton [tp]; Franklim Ferrer [guira]; Kenji Shimoda [v]; Franklin Ferrer [guira]; Fernando De Freitas [guarura]; Alberto Cabello [clave, bell bongo]; a.o.

	LOS  AMIGOS  INVISIBLES
	Arepa 3000

(A Venezuelan Journey Into Space)
	2000
	66:18
	label: Luaka Bop

www.amigosinvisibles.com 

arepa3000@amigosinvisibles.com 

Recorded in California

1. Intro 0:35 

2. Arepa 3000 2:35

3. La Vecina 4:19 

4. Que Rico 4:00

5. Cuchi-Cuchi 3:44 

6. Si Estuvieras Aqui 4:11

7. Masturbation Session 4:53 

8. Mami Te Extrano 3:21

9. Mujer Policia 4:14 

10. No Le Metas Mano 0:34

11. Amor 4:10 

12. Pipi 2:11 

13. El Barro 2:21 

14. Domingo Echao 2:35 

15. Piazo e' Perra 3:28 

16. El Baile del Sobon 3:28 

17. Fonnovo 4:07 

18. Caliente 6:57

19. Llegaste Tarde 4:41

	LOS DE ABAJO
	Los de Abajo
	1998
	43:11
	TRINIDAD
label: Luaka Bop   www.luakabop.com 

LOS DE ABAJO: Liber Teran [lead voc, el&ac g, fl]; Vladimir Garnica [el&ac g]; Damian Portugal [t s]; Carlos Cuevas [p, k, accordion]; Carlos Cortes [b]; Yocupitzio Arellano [d, timbales]; Gabriel Elias [congas, guira, cencerro, quijada]; 

Special guests: Daniel Vallejo [a s]; Hugo Leyva [t s]; Canek Cabrera [tp]; Miguel Gonzalez [tp]; Javier Zuniga [batas, guira].

losdeabajo@nova.net.mx 

Produced by David BYRNE

1. Pepepez

2. Cabanas

3. Son De La Liberacion

4. Tiempos Muertos

5. El Emigrado

6. Depresiones

7. Acerina

8. Suenos Anejos

9. La Ironia Se Acabo

	LOS DE ABAJO
	Cybertropic Chilango Power
	2002
	40:16
	1 De a cinco (STREET VENDORS AT THE PLAZA DEL ZOCALO) 0:15
2 Qué Mala Suerte 4:29
3 El Loco 4:05
4 Cuidao' (AMBULANCE AT THE PLAZA DEL ZÓCALO) 0:07
5 Si Existe Ese Lugar 2:39
6 Mal' Ame Soleil (TRAPEZE ARTIST AT THE FARO DE ORIENTE) 0:32 

7 Sr. Judas 5:02
8 Mátame Amor 3:17

9 El Indio 3:45
10 Pa' Huitzilopochtli (CONGHEROS DANCE TO THE AZTEC GOD) 0:25
11 Anda Levanta 1:32
12 Joder 3:36
13 Mamouchka (MUSICIANS AT THE FARO DE ORIENTE) 0:16 

14 Vuelvo A Comenzar 4:35
15 Nada 3:46 

16 Sin Titulo (MUSICIANS AT THE FARO DE ORIENTE) 1:22

	LOS  LOBOS


	La Pistola I el Corazon
	
	25:11
	L.L. -- победитель “DownBeat readers/critics poll winners” в категории: Beyond Group (1993/2000)

latina
label: Slash Records

	LOS  LOBOS
	Collection
	
	73:20
	latina & rock

label: Slash Records / Polidor (Japan)

Не пересекается с  “La Pistola” на 67:37

	LOS  LOBOS
	Just Another BAND From East L.A.
	1993
	72:05   75:01
	latina & rock

label: Slash Records

Не пересекается с остальными на 99:24

	LOS MUNEQUITOS  DE  MATANZAS 
	Cantar Maravilloso
	1990
	55:41
	Cuba
label: Ace Records (United Kingdom), 'Globe Style' series. The Rumba originals.

Cuban Rumba
The town of Matanzas, capital of Matanzas province, is a two-hour drive east of Havana on Cuba's Atlantic coast. Its charms are many. The immaculately kept hilly streets are lined with brilliantly flowering bushes; highly polished, vintage Chevrolets and Dodges are the main form of transport. One-story clapboard houses, painted pastel shades of green, pink, yellow, or blue, with elaborate wrought-iron, Andalucian-style window bars, and breezy porches where much of Matanzas' social life takes place, contribute to an almost idyllic setting. But behind the delicious tranquility of this former colonial Spanish port lies one of the strongest traditions of African culture in the Carib​bean. Matanzas was a place where slaves of Yoruba, Calabar, and Congo descent maintained with rigorous pride and purity their language, their religion and their music. Today, Matanzas is most famous for two things -- the rumba, and the Munequitos de Matanzas.

The rumba and the son are Cuba's two main musical genres. Son, from Oriente in the south-eastern end of the island, is traditionally accompanied  on  string instruments, claves and bongos; the singing is measured, and the rhythm is leisurely. Rumba, on the other hand comes from Matanzas in the west, and with its brilliant drumming, its driving pace, its free-wheeling, at times almost pained, vocal improvisations, and its solistic dances, is one of the most spectacular of the Afro-Cuban traditions. Both son and rumba are underpinned by the claves (percussion sticks) in a 12 - 123 rhythm, but the rumba clave is more syncopated, less conducive to the regular footwork patterns usually associated with Latin music.

Rumba first made headlines in the 30s and 40s with a "Rumba craze" in the USA, and from there it went on to make an im​pact around the world. But was it really the rumba? The dance hits by groups like Septeto Habanero, and Don Azpiazu and his orchestra, with songs like "The Peanut Vendor" recorded for RCA Victor, although labelled "rumba" for marketing purposes, were in fact SON. "Rumba" was probably chosen because of its African ring (like mambo and samba) and because the word "son" could so easily be confused with a number of English words including of course Song. So outside Cuba, rumba meant son right up until the 60s when it was finally replaced by "salsa".

Meanwhile, what was happening to the real rumba?

Until the 50s, back in Cuba, the rumba was essentially a private, informal affair -- a kind of jam session. The Munequitos were the first group to change all that: for nearly 40 years they have set the trends for all the young rumba groups in Cuba. But with only two records in existence, both on Cuba's state label Areito, their music has been hard to come by. Repeat​ed efforts to invite the Munequitos abroad were unsuccessful until, in July '89, they made their first trip ever outside Cuba to take part in the Suave Suave Festival at the Institute of Contemporary Arts in London. This was the first opportunity for British audiences to see the real rumba, unchoreographed, untheatrical, raw and spontaneous. Every night the Munequitos performed exactly as if they were at a fiesta in Cuba; the singers grouped around a single microphone, eyes closed, one hand cupped over an ear, the drummers giving it everything they had, the incredi​ble virtuosic improvised solos of Jesus on the quinto conga drum with its rich, ring​ing tone; the young dancers -- aged 17 and 19 -- with perfect grace and control, taking the movements to their limit. The legendary Munequitos were indeed stars.

Munequitos' oldest members: Gregorio Diaz, Ricardo Cane and Israel Berriel, talked about their music in an interview just before they returned to Cuba:

"The Rumba is a purely Cuban kind of music: it was born in the province of Matanzas during times of slavery, out of African and Spanish traditions. In the real, traditional Rumba there is only percussion and singing, and three kinds of dance: the yambu, the Colum​bia and the guaguanco.

"Everyone in Matanzas is a rumbero. Any fiesta you go to there -- weddings, saint days, birthdays, or an ordinary party — as the evening goes on, and the atmosphere is getting hot, some​one will start up the rumba rhythm: they clap their hands or play on a pair of claves or a substitute, like wooden spoons; others will pick up the beat on a table or box; someone else starts singing "Belebele" signalling a vocal solo, then they're into the Montuno (chorus), and, boom, they're playing rumba! We even say goodbye to the dead with the rumba. The rumba is in our soul.

"Rumba was the music of the poor, of the people of colour in Matanzas. It was a very sensual dance, with a lot of pelvic gestures; when men and women danced together the idea was for the man to try somehow to touch the woman's pelvis. This is called "vacu-nado" and you can see this in the GUAGUANCO which is the most popular of the three rumba dances. For the poor black people of the countryside, the rumba was the way in which they could express their anger and protest at their situation, as well as distract themselves from the misery of their work. It could also get quite violent. In the COLUMBIA, danced only by men, the dancers might carry knives or other weapons, sometimes they would balance glasses of beer on their head; all in all the rumba was considered either too erotic or else too dangerous and in any case too lower class. So before Castro's revolution it was highly discriminated against.

"Nowadays there are literally hundreds of rumba groups all over Cuba, but back in the 50s, we were one of the first: the only other one in existence at that time was a group based in Havana called "Vive Bien", led by Roberto Maza. Our group was formed on the 9th October 1952 in the house of Florencio Calle, in Matanzas. Other founder members included Juan Mesa, Angel Pellado, Esteban Vega ("Chacha") and Gregorio Diaz, who's the only one still with the group. Our intention was to be an informal ensemble that would play at fiestas, and our original name was "Guaguanco Matancero" [guaguanco from Matanzas]. But our first big hit, for the record label Puchito, was called "Munequitos de Matanzas" [the little dolls of Matanzas] and it was such a success that everywhere we went people would chant "Munequitos, Munequitos" until it stuck as a name.

"Since then our music has stayed pretty much the same; we maintain a pure tradition -- we're not a show or theat​rical group like some of the other rumba groups that are going around now. We are a tight unit with close family connections — fathers, sons and daughters. In-laws, cousins -- and we only recruit the very best rumberos. Our trademark is our singing in har​mony, which is a style we made popular in the rumba, and also our drumming, for instance we combine conga drums with the traditional cajones [boxes].

"Why do we use boxes as well as drums? Well, you know in the old days, when the rumba first started up, the slaves had no materials or means of making proper drums, and anyway they would not have been allowed to play them. So they used boxes instead. There were three boxes and they fulfilled the roles of the three conga drums — high, middle, and bass. Now​adays everybody plays the tumbadoras (congas) instead, but for the YAMBU, which is the oldest, slowest and "deepest" of the rumba dances, you have to use boxes to get the right feel. We've perfected the art of making these boxes so that each box has its own timbre and pitch.

"Apart from the claves -- which always lead the rumba -- and the three congas or else three boxes, the only other in​struments we use for the rumba are the cata and the maruga. The cata is a wooden tube with a silt and it's played with two sticks, always using the same rhythm; we also call it the "Guagua" (bus) because it "drives" the rumba. The maruga is an iron shaker and we have our own special kind with three "heads", normally there are only two. Then for the religious fiestas we play bata drums [three double-skinned drums of Yoruba origin horizontally across the knees].

"Most of our repertoire is composed or arranged by members of the group and we sing a lot of songs by founder mem​bers like Juan Mesa. I should say that even though we often sing about the orishas (deities of the Afro-Cuban religion), this doesn't mean that rumba is a religious genre, it's purely secular. We also do some religious songs, but they're not rumbas. "

The songs: [...]

	LOS  PANCHOS
	Trio Los Panchos
	
	34:55
	label: CTA (Japan)

The music of the trio Los Panchos is gentle and sinuous, or bright and lively, depending on their mood, and their moods are as varied and expressive as anyone could wish. Whether the listener knows 'cielo' from 'nada' is unimportant; the lan​guage of the trio is in its rhythms and melodies, not in its words.

The collections heard here represent some of their best and most ingratiating music, a group of twelve favourites from their repertoire that shows as clearly as anything the tightly-woven of their arrangements, the soft attraction of their voices and the delightful authenticity of their styles.

Two Mexicans, Chucho Navarro and Alfredo Gil, and one Puerto Rican, Julio Rodriguez form the trio Los Panchos on this compact disc. All three of them left their native countries to find work in New York, and, meeting there, determined to join forces.

In 1944 they made their debut and were so successful that they went on to appear in theatres and nightclubs throughout North and Latin America. They found that the records travel​led ahead of them, creating a waiting public for their deli​cious melodies. Since their debut, the artists had many broadcasts for special beaming to Latin American receivers, and gained a popularity that covered the whole hemisphere.

The history of Latin American music can not be told without Los Panchos. It was a trio for which people tipped their hats and it appeared at the right moment to remind all South Americans of what had been half forgotten, namely all one can do with a guitar in one's arms and an immense love of his part of the world in one's heart.

For many decades the world has enjoyed the unequalled artistry of the trio Los Panchos great singing. The group became a part of all our lives, its warm, caressing music brought the best songs, new and old, in films, on television, in clubs and theatres -- and in recordings issued with dependable frequency throughout the years.

Now, listening to a new compilation of the best songs Los Panchos performed, one realizes afresh, and poignantly, what a miracle was this trio.

	LOS PLENEROS DE LA 21  &  CONJUNTO MELODIA TROPICAL
	Puerto Rico, Puerto Rico, Mi Tierra Natal
	1989
	39:44
	label: Shanachie Records (NJ, USA)

Los Pleneros De La 21: # 1-5
Instruments: v, coro, pandereta requinto & segundo & seguidor, bomba subidor & buleador, maraca, melodica, ac & baby bass, guiro, segunda de plena.

Conjunto Melodia Tropical: # 6-10

Instruments: v, coro, guiro, cuatro, guitar, bongos.

  Comments for instruments:

CORO — chorus that ‘answers’ lead singer.

CUATRO — a small guitar of Spanish origin that in its present form has ten strings arranged in 5 pairs and is played with a plectrum, or pick.

BONGOS — the familiar small, double-headed drums of Afro-Cuban origin.

BOMBA instruments:

FUA — resonant surface such as a block of wood struck with stick.

BOMBA — large barrel-shaped drum.

MARACA — a seed-filled gourd.

PLENA instruments:

PANDERETA — a handheld frame drum that resembles a tambourine without jingles.

GUIRO — a hollow serrated gourd played with a scraper.

PLENA ensembles often include one of a variety of melody instruments such as an accordion or harmonica. Los Pleneros have incorporated a quatro and a melodica in their performances, in addition to an electric or string bass.

	Paco de  LUCIA
	Plays De Falla
	1978
	30:08
	См. тж. с: CAMARON
[solo guit.]

	Paco de  LUCIA
	One Summer Night -  Live
	1984
	41:10
	[sextet]

	Paco de  LUCIA
	Siroco
	1987
	36:22
	[solo guit.]

	Paco de  LUCIA
	Zyryab
	1990
	42:20
	[solo guit.]

	Paco de  LUCIA
	In America -  Live
	1993
	60:36
	[sextet]

	Paco de  LUCIA
	Friday Night In  San Francisco
	1981
	41:14
	DeLucia / Di Meola / McLaughlin

	Paco de  LUCIA
	Passion Grace And Fire
	1983
	31:53
	состав как выше (студийное продолжение проекта).

	Paco de  LUCIA
	The Guitar Trio
	1996
	53:06
	состав как выше (дальнейшее продолжение проекта).

	Paco de  LUCIA
	Luzia
	1998
	46:01
	состав варьируется; инструменты: g, b, panderos, tablas, cajon, congas, yembe, mandola, pies, palmas.

Every Paco de Lucia recording is an event in itself. And so does is one. Every new project is a surprise. And this one is something more: ‘Luzia’ is unbelievable; it leaves us exhausted and amazed. Everybody has limitations, even geniuses. For years we had thought that Paco de Lucia’s genius had reached its peak in ‘Sirocco’. It wasn’t so. In ‘Luzia’ the music’s deeper, more expressive and more flamenco than in that memorable recording. ‘Sirocco’ was the work of a tempestuous artist; ‘Luzia’ is the work of an artist in full command of the power of the power of serenity, solitude and sorrow. ‘Sirocco’ moved us to joy and tears; ‘Luzia’ tell us to discover sadness in joy, and teaches us the comfort of tears. ‘Sirocco’ was composed by a master of flamenco creativity; ‘Luzia’ has been written by a human being aware of his own mortality; in ‘Sirocco’ the music established a dialogue with Andalousian history; in ‘Luzia’ there’s also a dialogue with the terror of our finite lifespans. ‘Sirocco’ was a tour de force. ‘Luzia’ is a culmination. [...]  Paco de Lucia’s technique is still astounding, but it communicates pure intimacy now. His ability has grown inward; it no longer celebrates itself, it evokes radical emotions. Paco de Lucia’s technicalities might have seemed arrogant in the past; in ‘Luzia’ he’s become out brother. His prodigious technique no longer seeks to amaze; it has an even more ambitious goal: it takes us by the hand, and leads us to the core of flamenco, and to the core of our own lives. In other Paco de Lucia recordings we shared a celebration; now we attend a ceremony. We were enriched. Now we are true. His music spells out our name. We used to listen to his music from the uncertainty of our short, fleeting, lives; in ‘Luzia’ we listen to flamenco music from the enigmatic kingdom of our forefathers. This record helps us conquer our own ancient past. And therefore, to be more enduring. [...]  Now the harmonic architecture is not only rich; it’s determined to be essential; the harmonies are not merely linked to the melodies. They are inextricably tied to them and generate added densities. The scales do not follow the usual tonalities, they spill over the phrasing; they’re not an exhibition, more like a service. [...] ‘Luzia’, music written with a burning coherence, is not only the highest peak in Flamenco’s range; it is a milestone in contemporary music history.   --  Felix Grande.

	MACACO
	Rumbo Submarino
	2001
	67:19
	label: Edel Records www.edel.com
www.macaco.to
rec. in Barcelona, 2001

Macaco el Mono Loco [v, perc, music, production, p, tp box, beat box]; Martin Fucks [perc, g]; Sandro Lustosa [perc]; Marc Artis [p, Hammond, clavinet, teclados]; Sebi Suarez [b, baby bass]; Beto Bedoya [perc]; Carlos Jaramillo [perc, g, synth, sound]; Mato [d]; + Roy Paci [tp]; Vesko Kunchev [viola]; Panko [scratches].

Весёлая и чрезвычайно затейливая и навороченая латина. Рекомендуем!

	MACACO
	Entre Raices Y Antenas
	2004
	64:28
	label: Mundo Zurdo / EMI Music Spain

Macaco el Mono Loco [v, perc, production, p, organ, clavinet, Rhodes]; J.A. Mato [d, perc]; Jules Bikoko [g, b, v, perc, production]; Sandro Lustosa 'El caiman de la Amazonia' [congas, bongos, berimbau, tambourin, guiro, octapad]; DJ Tillo [scratches, v]; Paul de Swardt [v, perc, beat box]; ReyUl [v]; Macaco el Mono Loco [k, trompetilla box, beat box, v, production].

	MADREDEUS – см. в секции ‘Pop/Rock’
	
	
	
	

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

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

Arrangements by Olivier Manoury.
Ojos Negros
- Vicente Greco 3'58

Recuerdo
- Osvaldo Pugliese 3'40

Que nadie sepa mi sufrir
- Jose Cabral 3'33

Primavera portena
- Astor Piazzolla 4'31

Four for Tango
- Astor Piazzolla 5'10

Loving
- Astor Piazzolla 5'00

Fear
- Astor Piazzolla 3'57

Corralera
- Anselmo Aieta 2'52

Tangolive                 
- Olivier Manoury 4'16

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

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

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

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

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

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

	MANU CHAO: cм. в секции ‘Rock’
	
	
	
	

	MARIACHI SOL
	Cu-cu-rru-cu-cu Paloma
	1992
	39:37
	label: ARC Music (United Kingdom)

instruments: harp, gitarron, violin, guitar, voc., trumpet, Vihuela, Jarana huasteca, requinto Jarocha, Jarana Veracruzana.

  ‘Mariachi’ is the name for traditional Mexican street music. The style has developed continously during it’s history. While in earlier times only the violin (vihuela) and the gitarron (big bass guitar) were used, and sometimes also the harp, one finds today that a lot of instruments are involved in this music. The trumpet joined in at the end of the fifties and gave a new characteristic sound to the Mariachi music and sometimes a small flute (flautin) was also used. Mariachi music is lively and full of joy as well as romantic. Therefore it is very well suitable for public festivals and weddings. Young men sometimes serenade their beloved with Mariachi music.

  The Jarocha music (a specialized variation of Mariachi) was originally played on the Requinto Veracruzano (guitar from Veracruz) and on the jaranas (small guitar). These guitars are manufactured in six different sizes. Later on, the harp became involved, which probably originated in the area of Jalisco. The Jarocha music on this record is typical for the dockworkers of Veracruz. It is very suitable for dancing, because its rhythms goes ‘into the legs’. The titles here come from the milieu of the harbour of Veracruz.

  Guerrero music (another kind of Mariachi music) is real farmers music. It presents the dances of the farmers, as well as of the cowboys (Ganaderos). The different kinds of Guerrero music, which one can hear on this record, are Chilenas, Sones de Tarina de Tixtia and Sones de Tierra Caliente.

  The group ‘Mariachi Sol’ has made it as their task, to present the diverse kinds of Mexican folklore. They see to it that they always keep up the Mariachi style which is so typical of Mexico. Members of ‘Mariachi Sol’ — all come from Mexico and are all professional musicians. The group performs regularly in Mexico and tours through the world, to promote Mexican folklore.

	MARTIRES  DEL COMPAS
	Mordiendo El Duende
	1999
	42:27
	nuevo flamenco
label: Erato Disques – Detour (Paris)   www.erato-detour.com 

martires@fundamento.com 

MÁRTIRES DEL COMPÁS SON:

“El Enterreitor" Jesús Díaz Benjumea, al bajo, 

"El Noli" Manuel Soto a la sonanta, 

"El Judi" Manuel Alberto Álvarez con el cajón billy, 

"El Intiritante" Julio Revilla a la guitarra, 

"El Enano Repelente" Chico Ocaña... La voz

CON LA COLABORACION DE:

“La Martiresa" Rocío Vázquez, con "El Judi", "El I ñútante" y "El Enano Repelente" en los coros. 

La guitarra fla​menca o sonanta en 2 y 11 de Rafael Rodríguez "El Cabeza", 

Las palmas, jaleos, y zapateos de "El Cabeza", "El Flamenquito de siempre" Paco El Del Compás, Mártires y La Martiresa.

Grabado en estudios Tabalet de Alboraya, VALENCIA durante Agosto y Septiembre del 1999.

In BITING THE DUENDE we return to the roots that nourished MARTIRES beginning... What started out as a chimera within Flamenco becomes a sonic reality with a "South to South" identity. In these ten cantes with songs and a secret lies the mixture of our every day influences: the daily routines of music, the images we recycle with stories we shape into Flamenco.

3'15
Tu hielo

5'27
Soleares del tetabrí

3'10
El tangáo

4'27
Pañuelos blancos

2'49
Rigui Mártir

4'23
Maltratada

3'08
Oye el libro

2'32
Peluqueros

3'15
La lava tóxica

2'32
Por el centro

	MAU MAU
	Carnevalera
	1997
	54:05
	label: EMI (Italy); series: Originale Tutta Un’Altra Musica

Несмотря на толстую вкладку, никакой информации по диску не содержится, даже ни слова об исполнителях. В списке из 13 вещей можно увидеть, что все они – авторские. Тем не менее, здесь мы встречаем настоящую яростную карнавальную музыку, с великолепным энергичным мужским вокалом, массой «правильных» инструментов. Блестящее огненное исполнение и превосходное качество записи. Рекомендуем этот CD всем без исключения.

Ещё один проект таких же весёлых итальянцев – см. YO YO MUNDI (в 'Rock')

Другие диски этой группы см. в секции 'Rock'

	Al  Di MEOLA
	Casino
	1978
	38:35
	jazz-latina

label: Sony Music (Japan) 1998

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

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

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

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

	Lisandro MEZA
	Lisandro's Cumbia
	1991
	56:04
	label: World Circuit (London) ; orginally released by Sonolux in Colombia 1983.

Lisandro Meza – Sabanero King of Colombia

Lisandro Meza is amongst the great stars of Colombian music and is recognised as one of the great cumbia stylists. His natural vocal delivery and highly individual accordion style - spare and beautifully timed with unexpected changes in register - is superbly backed by his regular band's rolling rock-steady rhythm. At the top for over three decades, he retains an enormous loyal following while attracting new young fans every day. This selection, taken from his most recent golden period, will show you why.
PEPE EL SABROSO (Leónidas Plaza)
TAPIZ DE RETAZOS (Lisandro Meza)
CUMBIA P'A ORIENTE (Lisandro Meza)
LAS AFRICANAS (Leónidas Plaza)
LOS LAMENTOS (Demetrio 'Pipe' Guarin)
MAMANDO GALLO (Antonio Merlando)
LAS CARA LINDAS (Ismael Rivera)
TU SERAS MI CUMBIA Y YO TU MAPALE (Leónidas Plaza)
AMOR LINDO (Lisandro Meza)
Y DE PLATA QUE? (Lisandro Meza)
CHAPEADA Y MORENA (Remerto Martínez)
EL AMOR (Ramón Chaverra)
CORAZÓN CONTENTO (Palito Ortega)
CUMBIA DE LOS LOCOS (Leónidas Plaza)
EL PASADO YA PASO (Lisandro Meza)
OTRA VEZ CONTIGO (Lisandro Meza)

	Lisandro MEZA
	Cumbias Colombinas
	1994
	62:32
	label: Tumi (England)

LISANDRO MEZA
A master of the accordion with a superb voice, Lisandro Meza secured his long held title, King of Cumbia, when his 1991 hit single, Amor Lindo, swept through Latin America. It features on his first Tumi album of the same name (TUMI 017). Lisandro Meza was born in 1939 in Corozal, Sucre, Colombia. From 1966 to 1978 he played with the outstanding Corralejos de Majagual and won gold five times at the internationally famous Carnaval de Barranquilla. In 1979 he formed his own band Los Hijos de la Nina Luz and immediately won gold again at the 1980 'Carnaval' with his first recording, Las Tapas. A prolific recording artist, he has made 41 albums with Corralejos de Majagual and 44 with his own band. He has won 56 gold records and 75 trophies from countries around the world. If it's cumbia you want, you can't do better than the King of Cumbia! This album features over an hour of his best music.
When exiled Puerto Rican and Cuban musicians emigrated to America in the 1950s, they introduced their infectious dance rhythms to Harlem's steamy clubs and bars. Here, cha-cha-cha and rumba met jazz to produce a sizzling dance mix which New Yorkers called salsa.
Today, salsa - meaning sauce - is used as an umbrella name for a fusion of son (Cuba's indigenous dance music) and Central American and Caribbean rhythms. The emphasis is on hot tropical dance and the mood is energetically up-tempo. With the bass making a solid foundation for searing trumpet solos and seesawing piano, the lead singer improvises against a backing chorus and an uninhibited blend of percussionists on bongos, congas, timbales and cow bells.
Cumbia, Colombia's compelling dance music, is also influenced by upbeat Indo-Hispanic themes but its roots are in African rhythms. The thumping bass lines of cumbia are legacies of Afro-Caribbean slave dances. Cumbia's mix of Spanish brass, mandolins, guitar, bass and marimbas, inspires the sexy, synchronised dancing seen all over Latin America.
Merengue - another exciting Latin American hybrid played chiefly in Colombia, Venezuela, Haiti and Dominica - is a rich blend of cumbia and salsa, typified by vocal call-and-response patterns.
Tumi Latin American Crafts, started in 1978 when founder Mo Fini returned to Britain from Peru with a sackful of sweaters. Tumi Music began just as simply in 1983 when he encountered Bolivian band Rumillajta in the streets of La Paz. Rumillajta's successful UK tours, organised by Tumi, inspired the burgeoning Tumi music collection which now encompasses rhythms from the high Andes to the Caribbean tropics. Tumi's overall philosophy of protecting indigenous Latin American culture and traditions by bringing them to the attention of a wider, international audience, is extended to its musical imports. 

	Airto  MOREIRA
	Seeds On The Ground
	1971
	76:54
	jazz-latina 

label: Buddah Records / One Way Records (NY)

M. [d, perc, berimbau, v]; Flora Purim (см) [v]; Hermeto Pascoal [harpsichord, fl, violao, japanese sapho, p, k]; Ron Carter [b, cello, cello bass]; Severino De Oliveira [viola, viola caipira, accordian, organ]; Sivuca [accordian]; Dom Um Romao [perc]. 

	Marisa MONTE
	Mais
	1991
	40:54
	BRAZIL

label: World Pacific (A Blue Note Label) / EMI Odeon Brazil

Production by Arto Lindsay

Marisa Monte [v]; John Zorn [a s]; Marc Ribot [g, violao]; Arto Lindsay [g, v]; Marty Ehrlich [t s]; Ryuichi Sakamoto [teclados]; Bernie Worrell [teclados]; Dougie Bowne [d]; Melvin Gibbs [baixo]; Nana Vasconcelos [perc]; Armando Marcal [perc, cuica]; Carol Emmanuel [harpa]; Criancada [coro];

Arto Lindsay, John Zorn, Marc Ribot, Ryuichi Sakamoto -- см. тж. в ‘Alternative’

Marty Ehrlich, Bernie Worrell, Dougie Bowne -- см. тж. в ‘Jazz’

1. Beija Eu

2. Volte Para O Seu Lar (Go Back To Your Home)

3. Ainda Lenbro (I Still Remember)

4. De Noite Na Cama (A Night In Bed)

5. Rosa

6. Borboleta (Butterfly)

7. Ensaboa (Soap It Up – The Washer Woman’s Lament)

8. Eu Nao Sou Da Sua Rua (I Don’t Live On Your Street)

9. Diariamente (Daily)

10. Eu Sei (I Know)

11. Tudo Pela Netade (Everything Halfway)

12. Mustapha

	Marisa MONTE
	Memories, Chronicles and Declarations of Love
	2000
	41:30
	label: EMI Odeon, Brazil

Produced by Arto Lindsay (см.)

Marisa Monte [v, ac/el g]; Arto Lindsay (см.) [g]; Greg Cohen / Melvin Gibbs [cellos]; Peter Sherer [k]; a.o.

	Juan-Jose  MOSALINI
	One Man’s Tango
	1998
	62:33
	label: Shanachie Rec.

The expansive romantic music known as tango has captivated listeners and dancers alike for many decades. Juan Jose Mosalini, like his mentor Astor Piazzolla, explores all facets of tango on this dazzling collection of his most memorable recordings.

«Look, we all know that the same instrument is a different instrument depending on the space in which it’s being played. A set of congas is one instrument if played in an apartment with plaster walls, another if played in a room with chipped sheetrock walls, another if played in the street, another if played 16 inches from an expensive mike, and another if played six feet from a cheap mike. Mosalini’s is a different bandoneon because it’s played in Paris, and it’s beautiful. It’s also the beauty of what more resonant space the player can take the instru​ment to. In the case of Piazzolla, it was taking the bandoneon and tango into the Twentieth Century and Modernism (although Astor would claim it was the Twenty-First Century, and strike the «Modernism»). In the case of Salluzzi, it’s tak​ing the bandoneon and Argentine country music, not tango, into the same restless calm as Coltrane. In the case of Mosalini, it'’ taking the bandoneon into a gorgeous description of an Argentina that probably never existed. It'’ an accurate descrip​tion (not an invention), woven by Argentine exiles (especially in Paris). It'’ not just for foreigners, but primarily for fellow Argentines. And it'’ so fucking seductive. And it'’ a better bet that it'’ closer to the truth than photos of Huenos Aircs or papers about economic growth in the country since the beginning of the Menern fraud. But it'’ off the point to understand Mosalini'’ art, like Cortazar'’, as being a product of Argentina. They really are a product of Argentina in Paris. The tone of the instrument, even transformed by Argentina in Paris, is pure Argentine. The way Pane'’ tone is light, and Binelli'’ tone is dense, Mosalini'’ is so rich; you really can hear his teacher Fredrico'’ touch taken further into sweetness. And there'’ that Argentine swing that lets the imaginary beat anticipate the entrance. Yeah. Ut'’ides the location of the instrument, that might be the most truthful description.»   -- Kip Hanrahan, 1997. (K. H. Is a poet and composer who has produced albums for Astor Piazzolla and many others.)

	Gerry  MULLIGAN & Jane DUBOC
	Paraiso  (Jazz Brasil)
	1993 
	59:56
	label: Telarc
Gerry Mulligan [bar s, p]; Jane Duboc [voc]; Emanuel Moreira [g]; Waltinho Anastacio [perc]; + Charlie Ernst [p]; Leo Traversa [b]; Peter Grant [d]; a. o.

  Jane Duboc was born in the city of Belem do Para in northern Brazil. [...] Ms. Duboc has recorded nine albums, some of which feature guest appearances by such greats as Djvan, Gilberto Gil and Caetano Veloso. [...] The sweetness of her voice is unanimously praised. She blends artistic sensitivity beautifully with her technical ability.

	NICARAGUA PRESENTE!
	Music from Nicaragua Libre
	1989
	79:59
	label: Rounder Records Corp. (USA)

Nicaragua is a very small country. Barely the size of the state of Wisconsin, it has not quite three million people. Its per capita income is well under $ 1000 a year. Yet this small, poor nation has been given a tremendous amount of attention on the world stage in the last ten years. Two things might explain that. First, is the United States' government's "anti-communist" purges abroad during the 1980's. Nicaragua, they say, is the fountainhead of Marxist revo​lution in this hemisphere. And second, is a daring popular revolution that overthrew an entrenched US-supported dictatorship. The challenge of this popular revolution is the ideal​ism of its purpose: to blend fervent Nicaraguan nationalism, with its undeniable religious heri​tage, and a new brand of Marxist economic philosophy not built on the notion of a state-controlled marketplace. This is a country that challenges our notions of the political black and white we are used to being given. It is a country alive with change and creativity. It is a country of hard history and a fragile future. And it is a country with a lot to say about itself.

I was invited to visit Nicaragua by the national artists' union, the Association of Sandinista Cultural Workers, in 1986. After several trips to that country it became apparent to me that the most convincing and eloquent statements would not be constructed in the editing room of a North American recording studio or in impassioned pleas at some rally or by any of the obvious means artists have at their disposal. They would come, rather, from Nicaraguans themselves. Since the instigation of the US trade embargo against Nicaragua, the very people who have the power to turn back the Reagan doctrine have had precious little opportunity to hear anything at all from everyday Nicaraguans, people just like themselves. The embargo has stymied more than the economy. It has robbed two neighbors of the most direct means of learning about one another and expanding one another's growth and goodness.

We cannot undo history. The habits of geo​political relations are difficult to unlearn ... the big take from the small, the smallest become mere terrain upon which the most powerful play out their struggles. The rest of us wonder what's going on. In Nicaragua there is ample opportunity to hear what is going on. You can hear it on the radio. On the bus. It is shouted at the baseball game. It is sung at the religious fes​tival. It is in the cool night breeze in the moun​tains and in the sweltering heat of the coffee picker's noon meal. Some of it, too, found its way onto this recording. All of the different kinds of music here are, in their own way, love songs: songs of a peoples' love for their own courage and vision, tempered with all the bold​ness and caution of any honest love song. It is that audacity, that abandon that makes love one of the most truly revolutionary forces in our world. It is what makes music one of the most vivid windows into a culture's life.

The musicians included in this collection are only a fraction of those I encountered on my visits to Nicaragua. No attempt was made to assemble the definitive recording of music from Nicaragua. Indeed, that would be an incredibly ambitious task, for Nicaragua is a culturally rich nation. From the far north where the fiddle is found, to the eastern coast with its English-speaking Caribbean and Creole influences, to the northeast's rich Miskito traditions, to the marimba bands of Monimbo, there is much to hear. Neither are these musicians on the profes​sional "cutting edge" of the modest Nicaraguan music industry. Rather, the vast majority of those here are amateurs. They are tailors and janitors and housewives and soldiers and chil​dren. They are those who farmed the land, who fought in the jungles, who cradled babies at home and those who were cradled. But, to a person, they are those who are celebrating a newfound voice in Nicaragua. For Nicaragua, in many ways, is a nation unleashed. Song pours from the schoolhouses and the barracks. From the cantinas and the kitchens. From the coffee groves and the factories. Song teaches people to read in Nicaragua. It teaches people history. It offers information. It inspires hope. And, little by little, it might teach the rest of the world some of the most revealing things of all about this small country.

Produced by John McCutcheon

Recorded by John McCutcheon, Paul Reisler, & Bill Nowlin

Mixed by Bill McElroy & John McCutcheon at Bias Studios, Springfield, VA

	Eliades OCHOA
	CUARTETO PATRIA 1965-81
	2000
	72:21
	label: Virgin (Espana), 2000

Sonora Cubana

lider: Eliades OCHOA (см.)

Записи сделаны на Кубе; первые несколько песен (неиболее ранний период), понятное дело, качеством записи не блещут, что называется – архивное качество. Затем – более приемлемое. Но, по состоянию души и энергетике, это уникальный материал, такому имя – КРИТЕРИЙ.

1 SI YO FUERA COMO TÚ   Bolero.

2 MALDITA TIMIDEZ   Bolero.

3 TE VI EN MI JARDIN   Bolero.

4 QUIÉREME MUCHO   Criolla bolero.
5 DULCE REALIDAD   Bolero.

6 A TU RETRATO   Bolero.
7 SI YO FUERA COMO TÚ   Bolero.

8 PREGÓN SANTIAGUERO   Guaracha.
9 YA LLEGARON LOS COMPADRES   Son montuno.

10 EL MANISERO   Son pregón.
11 LE DIJE A UNA ROSA   Bolero.

12 LLORA MI NENA   Son montuno
11 TEJE QUE TEJE   Guaracha. 

14 CRISTINITA   Bolero.
15 LA GIOCONDA   Son.
16 A UNA COQUETA   Bolero. 

17 CUANDO EL RÍO SUENA   Son montuno.
18 EN CASA DE PEDRO EL COJO   Son. 

19 LA OLLA DE ELSA   Son.     

	Eliades OCHOA
	Eliades OCHOA y El Cuarteto Patria:

“Sublime Illusion”
	
	65:22
	label: Virgin Records Espana,  edition with two bonus tracks.

Eliades Ochoa (см. тж. с: Omara Portuondo) [lead voc, first g]; Humberto Ochoa [second g]; Eglis Ochoa [clave, maracas]; William Calderon [double bass]; Roberto Torres [perc, bongoes, congas]; + Ry Cooder [g]; David Hidalgo [g]; Charlie Musselwhite [harmonica]; Joachim Cooder [d, perc]; Luis Gonzalez [horns].

As institution in the East of Cuba, El Cuarteto Patria is the champion of traditional Cuban music. It is headed by Eliades Ochoa, the mythical guitarist and singer, a living encyclopaedia of the best of tropical music.

One of the masters of Cuban son, guaracha and bolero, Eliades Ochoa presents the passionate sounds of old Cuba as they’ve seldom been heard before. The Grammy winning guitarist/vocalist Eliades Ochoa is one of the key members of The Buena Vista Social Club (см. выше), welcomes guest appearances by Ry Cooder, Charlie Musselwhite (см. в ‘Jazz’ sect.) and David Hidalgo.

“Guajiro-style music in Cuba today rests with Eliades Ochoa, but he is more than the standard bearer of tradition. If you listen to what he is doing, you will hear a lyric quality that seems to be a mix of Cuban, flamenco and Mexican style threaded through bis music. How rare is this kind of artistry in traditional music!

Eliades was an important soloist in Buena Vista Social Club and I’ve had a great time working with him.”

-- RY COODER

“I first heard of Eliades Ochoa’s music via the Buena Vista sessions. Having heard so many positive things about Eliades’ playing from other notable guitar players, I was excited about meeting and working with him. Eliades is in complete control of his music, understanding the traditional roots, but taking them to place where other guitar players only dream. When I had the chance to work with him closely in the studio, I got to hear playing that was way beyond his other solo recordings, and the challenge was to see how far we could stretch the boundaries of his musical expertise. I feel on this album, we have captured performances that had not been  heard before, even by his existing audience. Eliades is a true innovative talent, that is taking Cuban music to a new level and to new audiences. I thank him for the chance to be part of it...”
-- JOHN WOOLER

A corner in Santiago de Cuba, on a Epiphany day. A guitar and a little cap have been laid on the ground as a jarana or bonche (a joke or prank). Someone walks by and drops a medio into the cap. Five cents: a respectable amount for the boy who is singing, Eliades Ochoa, who at that time, was only eleven years old. The young boy is not aware of the fact that that corner would become his very first stage; that bewildered pedestrian, his first audience; and that coin, his first wages.
The performances continued at other corners and small bars, not only in the Mexiquito quarter but a little farther away and then farther away still. When Eliades Ochoa created his first trio group, all of Santiago had already heard his guarachas. In 1963, he began to work at a radio station devoted mainly to guajiras, Trinchera Agraria, which he left nine years later. From then on he was a regular at the heart of the cuban musical establishment, the Casa de la Trova, first as a member of the Quinteto Oriente and later as part of the Septeto Tipico. Eventually, Eliades had become, despite his youth, an experienced singer and musician. His unique harmonic-guitar, which could sound like a tres or like an orthodox guitar, was a trademark. Another was his Guajiro hat, a substitute for that first little cap and the embodiment of the peasant spirit of his music and of his character.
Everything in Cuba today has been marked by the Revolution. So is the history of a quartet created in 1939, which two decades later would be baptized Patria because that was the name used in secrecy by one of its founders, the rebel Emilia Garcia, Patria Emilia. Her companions Rigoberto Echeverria Maduro, Reinaldo Hierrezuelo (later a member of Los Compadres, La Sonora Matancera and Vieja Trova Santiaguera) and Francisco Pancho Cobas (founder of Vieja Trova Santiaguera) set the bases for a primitive son - harmonic-guitar, maracas, double bass and guitar - which came to define the style of the Patria group.
From the moment Pancho Cobas first saw Eliades Ochoa play he knew that he was the one to assume the musical direction of the Cuarteto Patria. In defense of Eliades' technique as an instrumentalist and his capacity to produce stirring emotions with his voice, Pancho was even capable of overlooking the festive tendency of Eliades. Ochoa ended up giving in to Coba's plea and assumed the leadership in 1978. The innovations came with the choice of repertoire: the sonorous horizon of the Patria transcended the criollas, guarachas and boleros and began to take in the son montuno, the changui, the instrumentals... The renovation also developed its rhythmic mold towards the model which is heard here: guitar, bongos, cowbells, maracas, clave.
If the collective record "Buena Vista Social Club", orchestrated by Ry Cooder, revealed to the world the marvelous essence of traditional cuban music; the same source yields "Sublime llusion" (Sublime Illusion), a work which directly reflects the inspiration of one of the most worthy recipients of the Grammy award. There are fifteen songs belonging to different periods, but each one is equally revealing of the musical refinement of its performers, who have been preserving the traditional sound of Santiago de Cuba for decades. In fact, that old corner at which Eliades Ochoa first performed as a troubadour is still there. But something has changed: it has opened up to the entire world now.
-- Bruno Galindo (Madrid, March 1999)

	Eliades OCHOA
	Tributo al Cuarteto Patria
	2000
	63:05
	label: Virgin (Espana)

PRESENTATION

At the age of six, Eliades Ochoa has his first artistic experiences after discovering his abiding affinity for the guitar. Today, at fifty-three, he is a standarct-bearer for Cuban music and has a shining career behind him. This santiaguero (native of Santiago de Cuba) cowboy had his test album, Sublime Illusion, nominated for a Grammy in the category of Best Traditional Tropical and Latin Performance.

His successful tours in the United States and throughout the European continent have won the praise of the public and critics alike, marking the beginning of a new phase in the life and career of Eliades Ochoa and the Cuarteto Patria. Considered a living legend of Cuban son, his name enjoys international recognition and his vocals and guitar playing are in great demand for big projects by top-name artists in Cuba, Spain, America, and Italy.

In celebration of the 60th anniversary of the group that he leads, Eliades Ochoa has recorded this current album, aided by a few spe​cial guest artists: musician and composer, Faustino Oramas “El Guayabero”; songstress of traditional music, Maria Ochoa; double-bass player, Armando Machado; ex-member of “Cuarteto Patria,” tresero (guitarist) Rey Cabrera; trumpet player, Anibal Pacheco; and percussionist Joaquin Solorzano. This illustrious group of artists have joined with Cuarteto Patria to put together a fitting tribute to the founders of Cuarteto Patria, a salute to all those who have been a part of Patria over these past 60 years.

Eliades Ochoa, Master of traditional Cuban music, we await you and your guitar Tres to take us back in time and surround us with the magical sounds of the Cuban countryside. We join you in celebrating your achievements and we accompany you to your fiesta. The fiesta of son, guaracha, and bolero.

TRIBUTO AL CUARTETO PATRIA is a much-deserved recognition of Pancho Cobas and the rest who kept the flame alive when there was no Buena Vista Social Club. But more than that, it is truly a love-letter to Cuban Music.

Portions are recorded during days off in Madrid, headquarters for the group during its European tours. 

It is fitting to stress here the fact that Cuarteto Patria is a living and breathing cre​ature, one that demands new blood, not content to simply recite the traditional formulas. And there’s another secret: never losing the African element. “Witbout the African ingredient, the Cuban genre loses its verve,” assures Eliades, who upped the percussion component when he took the reins of Patria. And thus the miracle of “TRIBUTO...” Music that is traditional, yet has drive. A sound that is unsophisticated and at the same time imaginative. A songbook that goes from romance to realism. Music a la Eliades Ochoa, world traveller who is taken for a Texas cowboy when spotted in his hat and boots. No. Eliades is pure Guajiro. Guajiro from the East, my friends.

	ORCHESTRE NATIONAL DE BARBES
	En Concert
	1996
	43:54
	Down Beat 48th Annual Critics Poll: TDWR Beyond group Of The Year (2000)
label: BMG (Spain) / Nonesuch (USA)

Orchestre National de Barbes, the music of the moment. This widely applauded album presents a live set up-beat Jazzy Rai and traditional Arabic melodies, formulated and performed in Barbes, the Arabic quartier of Paris. (--- “Folk Roots”, 1998)
Тем не менее, по сути, это есть латина.

	The Gabby PAHINUI Hawaiian Band
	The Gabby Pahinui Hawaiian Band & Ry Cooder
	1975
	41:20
	label: Edsel (Demon) Records (England), 1987

The rebuilding ot strong islandwide ethnic identity is one of the most important tasks that the young generation of Hawaiians has before them. This identity is a crucial first step in working to solve some of the problems that are now facing the Hawaiian community in today's rapidly changing environment.

Traditional as well ds modern avenues or cultural expression are being explored by the growing number ot young people who hope to encourage more communication within the Hawaiian community. Keli'i Tau'a, a recent recipient of a Master's degree from the Pacific Islands Program at the University of Hawaii, is one of these people, and Gabby and the band are honored to have him share some of his knowledge and feeling on this record.

After some thought, Keli'i decided to record an oli komo, or entrance chant, that was passed on to him through the auspices at Kaui Zuttermeister, one of the few remaining master hula instructors. Keli'i has also studied hula and chant under Maiki Aiu Lake and Winona Beamer. In all its form and variation, chant was a fundamental and essential part ot the pre-contact Hawaiian culture, and can be considered the tree from which grew the branch called modern Hawaiian music.

Keli’i also assumed the role of the teacher, as he and Gabby learned a short Hawaiian conversation to emphasize the importance of the native language. There are many things about the Hawaiian culture that can only be understood in the terms of its original language, and it should be considered Hawaii's most meaningful ethnic tradition. Those who learn and teach the Hawaiian language are well rewarded tor their efforts, as their sensitivity for the beauty and feeling of these islands increases with this knowledge.

Although the oli komo and conversation are heard before the last song on the album, their purpose is to symbolize a beginning or reaffirmation of modern Hawaii's love, appreciation, and support of the ongoing Hawaiian culture, its native language and traditions.

This aibum was recorded at a very serene and remote group of houses in the North Kona district on the island of Hawaii. Between August 31st and September 11th, 1974, seventeen people and 10.000 pounds of equipment remained at the location, isolated from any outside distraction. Musicians, producers and recording engineers worked in an inspirationai setting, free to devote their total energy toward the 20 songs that were recorded.

Due to the lack of electricity at the location, generators were brought from Honolulu to supply the power required by the 16-track recording equipment. The recording was superbly engineered by Wally Heider Recording's top remote crew, who flew from Los Angeles with equipment to tape these unique sessions. The pahoehoe lava walls of the main living room provided excellent acoustics and a natural recording environment for both engineers and musicians.

[...] While in Honolulu for a concert date in April 1974, Ry and Gabby had a chance to play together in Waimanalo and as a gesture of appreciation for the Pahinui sound. Ry agreed to join the band for their recording sessions.

This album reveals previousiy unapproached standards of musicianship and recording technique in the field of Hawaiian music. Above all, however, is the feeling that is communicated through the music: it is our sincere hope that this feeling be positive and uplifting.

	Eddie  PALMIERI
	Palmas
	1994
	51:36
	Big Band - Latina

	Paco  PEÑA
	Flamenco Puro ‘Live’
	1971
	49:15
	flamenco

label: Decca Record 1996

Paco Pena & his Group: Barrilito, Manuel Sota ‘El Sordera’, Faiquillo de Cordoba, Margarita.

 Flamenco is one of the greatest musical expressions of raw human emotion in any of the world’s traditional cultures. Like the Portuguese facto, Afro-American blues or the keening laments of Celtic traditions, flamenco has an ability to transcend the limits of the culture from which it springs and provoke an instinctive response in audiences the world over.

Andalusia in southern Spain is the home of the flamenco tradition, and there exist various theories as to the origins of the term. Flanders is often suggested as a source of the word, whether in reference to the gypsies who came to Spain from Flanders in the first half of the sixteenth century, or to the noisome behaviour of Flemish courtiers who were transferred to Spain. An Arabic source for the music is often acknowledged, although it is not known whether this travelled first to Flanders, or arrived directly in Spain — whereby flamenco could be understood as a corruption of two Arabic words meaning ‘fugitive peasant’. Whatever the truth of the origins of the term and the music, Andalusia was unquestionably an ideal location for the blending of immigrant and native cultures which gave rise to flamenco. The city of Cordoba was a centre of Persian music and poetry from the eighth century onwards, and while poetry fluorished there for hundreds of years in the works of Jewish and Muslim writers, the music from these traditions would also have taken hold. It was not long before the expulsion of the Jews and Muslims from Spain in 1492 that gypsies began to arrive in the country, bringing their own musical traditions; out of this potent mix, flamenco was born.

The practitioners of flamenco have traditionally been on the margins of society, and it is their expression of pain and alienation that has marked the style. During this century, however, there has been a real growth in flamenco performance among non-gypsies, although arguments may rage over which is the more authentic. As with other traditional forms of music, the broadcasting boom and the vogue for Anglo-American pop music in the decades after the Second World War threatened the very existence of flamenco, but a reaction set in during the 1970s: while traditional artists explored different musical styles and absorbed them into flamenco, a fashion arose for the music in its purest state. As a result the style has acquired a new strength and a new audience.

Paco Pena was born in 1942 and studied in Cordoba. He first began performing flamenco at the age of 12, and at the beginning of the 1970s, when the present recording was made, he formed his own flamenco company. The success of his live appearances and recordings made him a household name, for many synonymous with flamenco itself. In 1981 he founded a Flamenco Centre in Cordoba.   --  Kenneth Chalmers.

	Paco  PEÑA
	Fabulous Flamenco!
	1972
	69:10
	Flamenco music is known throughout the world now, and is regarded popularly as a colourful, enjoyable and traditional part of Spanish life. However, it is also a very serious art form which gives expression to me most basic emotions of human feeling.

H is not particularly ancient – probably going back only a couple of centuries – but its roots regress considerably further, to the time when wandering bands of gypsies travelled to the Moors-occupied Andalucian region of southern Spain, an area the latter had dominated for eight centuries.

Naturally, the Moors had stamped their own trademarks on Andalucian music during that time, imbuing what was already a pot pourri of styles with Oriental qualities, and the arrival of the gypsies, with their wonderful facility for music and rhythm, added the final ingredient for Flamenco. That and intervention of the hand of fate...

After Ferdinand and Isabella finally ousted the Moors from Spain in 1492, they promptly forbad the gypsies to leave Andalucia. Through the subsequent years of their enforced restraint, the former nomads assimilated the music of the locale and developed their own dances and methods of virtuosity, Arabic sounds, the Gregorian chant of the Catholic Church and the folk of the peasants all coming together in glorious union.

As far as can be ascertained, originally Flamenco was danced unaccompanied and was the exclusive preserve of the gypsies and poor people of Andalucia until around 1860. Then, over the following fifty years, gradually there emerged the Cafes Cantantes – special establishments whose entertainment was the performance of Flamenco music – and the national instrument of Spain, the guitar, was introduced to augment and enhance the vocal interjections which thus-far had been all-dominant.

Whilst both the guitar and the dancing in Flamenco music derive their inspiration from the Cante Jondo, which is the singing and the purest expression of Andalucian endeavour, it is in fact the six-stringed instrument which has had the most influence in spreading Flamenco’s message to a wider audience, but the sound of the true Flamenco guitar differs to that of its standard Spanish counterpart. Its undeniably ‘bright’ emissions are the resuft of its construction, being lightly built with a thin sound board of spruce and the back and sides carved from cypress, an insubstantial, brittle wood. The rounder, heavier qualities of the later palosanto or jacaranda-based machines were incapable of competing with the volume of singing, dancing and clapping inherent to Flamenco.

Although initially restricted to accompaniment and occasional, brief insertions of solo activity, the guitar now dominates Flamenco, and few exponents of the manifestation since the legendary Ramon Montoya, the pioneer of guitar as a solo instrument in Flamenco, have equalled the prowess of Paco Pena.

Born on June 1st 1942 in Corboda. where he began playing professionally aged 12, Paco acted as an accompanist for various groups in Spain until journeying to London in 1963 to acquaint himself with the English language. For the next three years he alternated his time between England and Spain until commencing his widely-acclaimed career as a concert guitarist, since when he has been heard throughout Europe, Japan, Hong Kong, Australia and elsewhere.    ---  John Tracy, London, 1991

	PERET
	King of The Gipsy Rumba
	2000
	59:55
	label: Virgin

Peret sings with: David Byrne, Sergento Garcia (см.), Dusminguet (см.), Tonino Carotone (см.) & Mastretta, Macaco & Ojos de Brujo, Fermin Muguruza, Professor Angel Dust, Amparanoia, Manuel Malou & Nilo, El Gran Silencio, Jarabe de Palo, Jean.

peReT MixeD flamEnco with peRez pRado’s mambo and Elvis Presley’s ROCK’N ROLL, HE TOOK IT FOR A WALK THROUGH THE CUBAN ‘RUMBA’ AND ‘SON’, THROUGH NEW YORK ‘SALSA’ AND PUERTO RICAN ‘PLENAS’, ADDING COLUMBIAN AND ARGENTINIAN RYTHMS. OUT OF THIS ‘POTAJE GITANO’ (GYPSY STEW) HE MADE PURe POP SONGS THAT FORM PART OF THE SPANISH COLLECTIVe MeMORY OF THe siXTies AND seveNTies.

BORN PEDRO PUBILL CALAF (MATARO, BARCELONA 1935), PERET INVENTED A STYLE OF GUITAR PLAYING CAlLeD “EL VENTILADOr” (THe eLeCTRIC FAN), WHICH COMBINED MeLODY, HARMONY AND RYTHM, BUT HIS TRADEMARK WAS A SPeCTACULAR MANNeR OF MANOUVERING THe GUITAR AS A PERCUSSION INSTRUMENT THAT WOULD FLY IN HIS HANDS LIKE TWO MARACAS.

HIS FIRST RECORDING DATES BACK TO 1957. SiNCE HIS EARLY ReCORDINGS HE SHOWED AN OUTSTANDING CAPACITY TO ADAPT THE LATIN-AMERICAN RePeirTOIRe, SPeCIALLY CARIBBEAN, SPICING IT UP WITH HIS OWN COMPOSITIONS. IN A WAY HE CAN BE CONSIDEReD A PRECUSSOR OF THE GLOBAL MUSICAL MELTING POT. THIS CAPACITY TO SYNTHESIZe THE CUBAN RUMBA (AND OTHER CARIBBeAN RYTHMS) WITH eLEMeNTS OF FLAMENCO ReSULTED IN A MUSICAL STYLE (THE CATALAN RUMBA) THAT HAS THE eFFICieNCY OF THE MOST DIRECT POP MUSIC WITHOUT LOOSING THe FLAVOUR OF ITS ORIGINAL INGREDIENTS. IN 1974 HE TOOK PART IN THE EUROVISION SONG CONTEST AND TOURED EXTeNSIVELY THROUGHOUT EUROPE AND LATIN AMeRICA. IN THE SEVeNTieS PERET AMASSED AN ALMOST INFINITE COLLECTION OF HITS, THEN ReTIRiNG FOR ALMOST A DECADE FOR ReLIGIOUS REASONS. HE MADE A COMEBACK AT THe BeGINNING OF THE NINeTIeS WITH NEW COMPOSITIONS AND PLAYED AT THE CLOSING CEREMONY OF THE 92 OLYMPICS.

IN THIS ALBUM PEReT REVieWS THe GREATEST HITS OF HIS CAREER FROM “BORRITQUITO COMO TU”, “SABOREANDO”, “UNA LAGRIMA”, “qUE SUeRTe”..., SONGS THAT HAVe BEEN HITS AROUND THE WORLD... IN THe ReCORD YOU ARE HOLDING IN YOUR HANDS PeRET MEASUReS HiMSELF WITH 14 ARTISTS THAT RePReseNT DIFFeRENT CURReNTS OF LATIN ROCK, FReeSTYLE AND eLeCTRONIC MUSIC. SOMe OF THESe ARTISTS HAVE SOLD THOUSANDS OF ReCORDS, OTHERS HAVE NEVeR REACHeD THE MASS MeDiA, KEEPING THeMSELVeS MORE UNDeRGROUND, BUT All HAVE IN COMMON A FeeLING OF ReSPECT TOWARDS THe FIGURE OF PEReT AND THe AUDACITY ENOUGH TO UPDATe HIS SONGS. SO PEReT HAS TRUSTeD THEM, TRAVELLING TO STUDIOS ALL OVER THE WORLD MAKING THE SOLEMN PROMISE THAT HIS NeXT PROJECT WOULD BE TO DO COVeRS OF HIS OWN SONGS. 

	Music From  PERU
	Tarkeada En El Altiplano
	1998
	42:09
	label: Mariposa / Trubach.  www.trubach-digital.de 

Recorded in Cuzco City, Peru.

#1 – 12: Cojunto La Comunidad Indigena, Nuevo Amanecer Titihue

#13 – 15: Inka Kena

The Tarka is an Indian instrument from the Andes of South America (called wind flute). Coming from the Andino Plateau, it is made from wood like a flute, but more gross and in square form it has diffe​rent sizes with holes and a mouth piece which produces the characteristic, gutural, keen-edged sound. Sounds of a mystic ceremony between the space and the earth like a close encounter. The Tarkeada is played by dozens of musicians with different Tarka size: In a simultaneous form, the same melody in the mystic celebrations of the people from the South American plateau who live there today; Aymaras, Quechuas, Uros and others who developed like waves around the Titicaca Lake in the fourth territorial devision made by the Inka. This album has been recorded by the new rising Indian community from Titihue of Huancane in the south of Peru. They show the musical patrimony of this community which grew from generation to generation by the instruments and the memory during the centuries.

In addition the Inka Kenas group plays the themes Pinquillos, Tarkeada and Kayranis with Pinquillos (small and thin flutes), Tarkas and Kayranis (small and thin flutes in two lines of six tubes minimum), all Indian instruments as well. This album was porduced by Edgar Zamudio, himself a descendant of the Inka Nation, being one of South America's best specialists for Indio music. Edgar Zamudio has received awards for his work from the Instituto Nadonal De Cultura in Lima, as well he is acknowledged as an outstanding musician himself not only in Peru, but in other South American countries, like e.g. Bolivia, Paraguay, The Dominican Republic, etc. He received several Gold Discs, too. Tarkeadas En El Altiplano is the first album of a series with authentic South American Indio music, each one an ethnic document of the musical history of the South American Indio Nations. 

	Marc  PERRONE
	Jacaranda
	1995
	76:08
	Marc Perrone [accordeons diatoniques, voix]; Marie-Odile Chantran [vielle a roue]; Jaques Di Donato [clarinette]; Bernard Lubat [melodica]; Jean-Louis Mechali [batterie]; Andre Minvielle [perc, voix]; Raphael Sanchez [synth].

	Astor  PIAZZOLA
	Original Tangos From Argentina Vol. I
	
	38:22

39:12
	Argentina

1961 - 1982

	Astor  PIAZZOLA
	Original Tangos From Argentina Vol. II
	
	44:14

46:38
	1970 - 1972



	Astor  PIAZZOLA
	Muerte Del Angel
	1973
	42:12
	Milan Music 1997

Astor Piazzolla : Conductor y Bandoneón 

Osvaldo Tarantino : Piano 

Antonio Agri : Violín 

Horacio Malvicino : Guitarra 

Kicho Díaz : Contrabajo

Odeon Theatre. The year is 1973, a cold July night in a melancholy and passionate Buenos Aires.

There it is, challenging as always, Astor and his Quintet. An Astor possessed by demons and angels who inhabit a city to which he gives a different, rebellious rhythm of his own. A musician, Astor, who provokes and fascinates. An Astor who is an emotional part of Buenos Aires. A world-class Astor who set mediocrity on fire.

These days, the Odeon is a desolate parking lot. Despite that, and the fact that Buenos Aires lost Astor Piazzolla in a cold July morning, his bandoneon, like a possessed demon, remains the heart and soul of a city that still loves him.

------ Diana Piazzolla June, 1997

The Sound of Style

This record has two qualities. One is the possibility it gives to explore Piazzolla's sound, and the other is to put us in contact with a live concert recording of Piazzolla's first Quintet.

The personal mannerisms Piazzolla introduced to tango as of 1955, when he founded the Buenos Aires Octet, are superbly exemplified here. At that time, Piazzolla not only abandoned the "orquesta tipica" format definitively in favor of a smaller instrumental lineup, but also chose an aesthetic line. What he had begun with the Octet becomes, with the Quintet, a chamber music treatment of instrumentation, a constant rotation of soloists, an over-emphasis of counterpoint in the instrumental dialogue and his final farewell to orchestral approaches -- not only to the tango bands, but also to his own works before 1955.

This translates into a gain in sound, one of the most decisive features in Piazzolla's work. For him, sound is much more than a phenomenon or the implementation of the score. We could almost compare it to the importance that (sound) has in jazz, since the history of jazz is more closely linked to performers than to composers.

Piazzolla wants to get to the core of the instruments, as evidenced in "Verano Porteno" or in this unique version of "Otono Porteno". Let's divert our attention for a minute from the global form of the work and concentrate on his unusual concept of timbre.

Piazzolla builds up a constellation of little noises - buzzes, scratching, percussion without percussion instruments. Also, because he gives performers a fundamental role and makes each one of them a soloist, he is able to introduce improvisation into tango. They aren't merely those liberties the "tangueros" took when they set themselves apart from the score -- that is, when they played "a la parrilla". Improvisation, for Piazzolla, is not a way to save himself from following the score, but a new way to deepen it, and to expand what is not written on it.

For those reasons, "Otono Porteno" becomes the core of this record. What makes it so exceptional is not only the left hand solo of Astor and Antonio Agri's violin, but Osvaldo Tarantino's rare improvisation, in a dialogue with Horacio Malvicino's guitar, which seems to show that it is possible to conceive an improvisation without making it merely a jazz ornament. (It is also appropriate to note that this is the only evidence of Tarantino's participation in Piazzolla's Quintet. His other recordings were all with the Conjunto 9.)

What makes this a historic recording is the presence of musicians like Antonio Agri and Kicho Diaz, who were members of the first Piazzolla Quintet (1960-1970), plus the circumstance that they reunited for this concert in 1973, and the fact that it gives us an opportunity to judge the profound relationship between style, composition and performance. It makes us perceive which versions the second Quintet (1978-1988) had kept, their performances, what the composer extracted from his musicians, and the changes he made in arrangements as well as in climates and mannerisms.

It should also be noted that in this concert, the classic repertoire -- "Milonga del Angel", "Muerte del Angel", "Adios Nonino", "Otono Porteno", and "Verano Porteno" -- has two previously unreleased additions: "Los poseidos" of 1961 and "Retrato de Milton", a more complex work he had previously recorded as "Retrato de mi mismo", (This work later became the basis for one of Piazzolla's last compositions for the 1989 Sextet, called "Luna").

In sum, I believe this recording of a concert held on a cold night of July, 1973, at the Odeon Theatre in Buenos Aires, where Astor Piazzolla shared the stage with the orchestra of master tango bandleader Osvaldo Pugliese, gives us enough reasons to consider it an exceptional piece in the Piazzolla catalog.

---- Carlos Kuri, (Author of the book "Piazzolla, la Musica Limite")

	Astor  PIAZZOLA
	Tres Minutos Con La Realidad
	1989
	52:17
	Milan Music 1997

El Sexteto Nuevo Tango en Club Italiano (Buenos Aires) Abril de 1989.

Astor Piazzolla y Julio Pane: Bandoneones 

José Bragato: Violoncelo 

Gerardo Gandini: Piano 

Horacio Malvicino: Guitarra eléctrica 

Héctor Consolé: Contrabajo

The Sextet: Splendor of a Buenos Aires Requiem

The Sexteto Nuevo Tango was Astor Piazzolla's last group, that is, the last of those instrumental formations -- the Quintet, the Buenos Aires Octet, the Conjunto 9, et cetera -- with which Piazzolla built up his most defined style. With it, he played a music that had both the passionate climate of tango and a scholarly severity in its scores.
Although it was short-lived -- it lasted only a year -- the Sextet added important contributions in timbre, composition and improvisation to Piazzolla's work. Modeled upon the historic shape of the previous Quintet, Piazzolla achieved with it a rare timbre innovation. He replaced the violin with a cello and incorporated a second bandoneon -- which deepened the left-hand harmonies -- and brought into it a trend towards bass sounds.
Somber effects were thus added to a feverish excitement, in order to explore "tango's blackness". There is an ambiguity in sound by using minor keys, especially in the works written specifically for the Sextet, such as "Sextet", "Preludio y Fuga" and "Luna".
The group's musicality is primarily due to Jose Bragatois cello solos. There is a different logic, as the other instruments seem to prepare for his entrances or to set the stage for his exits. Although the same could be said of any other solo in the Quintet, the remarkable aspect here is the cut-off, almost isolated character of the bandoneon parts.
In these duos -- which are played here, unlike other recordings, with Julio Pane -- there seems to be a desire by Piazzolla to make this other bandoneon a sort of alter ego, an extension of his own fingers and style, which ends up making it all a dialogue with himself. Piazzolla wanted more a duplicate than a duo and, at times, this translates into a tension, a conflict more than a dialogue, a struggle within an impossible shape.
This desire to turn harmony into something more than a technical matter may remind us of his Buenos Aires Octet. Precisely that is what allowed Piazzolla to recover an old and important work, the Tango Ballet, which was originally written for the Octet. The Tango Ballet is the exact transition point, a preparation for what became a prolific composition period for Piazzolla in the 1960s. No other work from that era develops so much the academic way of treating forms in a cohesive unity with strong tango motifs.
The Sextet gave him the opportunity to rescue it due to its compositional features, its bandoneon duos and the participation of cello and electric guitar -- played by Horacio Malvicino and Jose Bragato, who had also performed in the original version.
The importance of pianist Gerardo Gandini in this Sextet is not merely that of his ability as an instrumentalist, which allowed Piazzolla to rescue yet another old work, "Tres minutos con la realidad", of 1957, when he was struggling to get Bela Bartok into tango. What Gandini brings in is much more -- the improvisation he incorporated gradually into the Sextet and his performing abilities, which were exemplified in his very popular interpretations of George Gershwin.
In its short life span, the Sextet leaves us a posthumous enigma -- what could have been the aesthetic volume of this group. This recording is the beginning of Astor Piazzolla's farewell. It was made in the intimate environment of a rehearsal at the Club Italiano in Buenos Aires, in April of 1989. This began the last stages of his music.
It was a farewell that, in his own words, evoked the bandoneon duos of 1930s tango greats such as Pedro Mario Maffia and Pedro Laurenz. Our own ears remember Piazzolla's coupling with Leopoldo Federico in the 1955 Octet. This ceremonial goodbye is dominated by the seriousness of the cello and the double bass, by an organ-like atmosphere created by the two bandoneons and the sober comments of the guitar, all of it enveloped by the dissonance and unusual colors of the piano.
The Piazzollean style evokes a precise, somber tango tradition, that of the Buenos Aires requiem. Piazzolla's excitement and ostinatos grab that old darkness of tango and give us a new, mighty mournful chant.
----- Carlos Kuri, (Author of the book "Piazzolla, la Musica Limite")

	Astor  PIAZZOLA
	The Lausanne Concert
	1989
	78:03
	A. Piazzola [bandoneon solo]; Daniel Binelli [bandoneon]; Gerardo Gandini [p]; Horacio Malvicino [g]; Angel Ridolfi [contrebasse]; Carlos Nozzi [violoncelle].

	Astor  PIAZZOLA
	Five Tango Sensations
	1991
	26:50
	Astor  PIAZZOLLA with KRONOS  QUARTET

	Astor  PIAZZOLA
	Homage A Piazzolla
	1996
	71:54
	Gidon Kremer [violin]   with: Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double bass]    and: Michel Portal (см.) [clarinet]; Elisabeth Chojnacka [harpsichord]; Friedrich Lips [bajan]; Svjatoslav Lips [p]; Paul Meyer [clarinet]; Mark Pekarsky [perk]; Vladimir Tonkha [cello].

Диски Пиаццолы см. В секции ‘Jazz’

           ASTOR PIAZZOLLA: A Note by John Adams.

  Like Maler, like Brecht, his soul is vast and imperfect. Astor Piazzolla’s art came into our Northern Hemisphere consciousness at roughly the same time as that of Neruda, Marquez, Vargas Llosa, Borges and as the many other startling Latin American literary voices began to penetrate our normally insular ways to viewing the world. Their work shocked us with its mixture of brutality, magic, sensuality and humane honesty. The vitality of their expressive world, its emotional range, its unblinking vision of the human condition, its humor in the face of crushing economic and political weights, gave us a shock like a brilliant, life-giving jab of pain. In the musical world alone, the discovery of Piazzolla was like the finding of some exotic and dangerous potency drug, a drug that could bring with it the double-edged sword of ecstasy and the bitterest of remorse. 

  It is a rare musical mind that can elevate a single small musical form like the tango into an expressive vehicle of such depth and range. The impression we take away from experiencing these tangos is of a complete and indigenous native voice, one whose roots were as innately Buenos Aireian as Tchaikovsky’s were Muscovite. We then learn with amazement that Piazzolla was far from being the homegrown phenomenon that his persona might suggest, but rather a highly cultured musician, a student of the great French pedagogue, Nadia Boulanger (teacher of Aaron Copland and friend of Stravinsky), and a long-time resident of New York City. Piazzolla was a highly cultured composer of instrumental music possessing a secure grasp of musical theory and the practical technique to realize his ideas. But for him, composing and performing were inextricably woven together. One thinks of Bach and of Ellington for models of a creative musician who saw little or no separation between improvising, composing and performing. The joy for us is that Piazzolla’s music makes the transition to other realizations, to other performers, as it does here in these extraordinary versions by Gidon Kremer.

  The more time one spends with his music, the more the music’s startling little perversities begin to reveal themselves. A loose, spontaneous tango will suddenly engage in a passage of carefully strategized counterpoint that brings with it an ambience of controlled rigor to a music of otherwise boldly erotic lyricism. Piazzolla shares with the Brazilian Heitor Villa-Lobos a strong affinity for the sequential harmonic movement of Johann Sebastian Bach. These harmonic sequences have a sense of inevitability in the way they pull inexorably toward the cadence, and it is the core of Piazzolla’s art to arrange — or to postpone — these arrivals in the most wrenchingly bittersweet of ways. It is as much as saying that you have finally arrived home, but home is no longer the same. Your house has been razed, and strangers now live in the neghborhood where you once played as a child. Piazzolla’s music is fundamentally a tragic statement. Coming at a time when so much contemporary music has drifted either into irrelevant formalism or else toward a hectic romance with commercialism, these tangos speak to us with the authority of genuine feeling. Their roots lie in Buenos Aires’s jumble of colliding cultures: Spanish, German, Jewish, Native American, Italian. It is a true ‘multy-culture’ yet to be smoothed out and neutered by self-consciousness. It is a discovery like the best of all discoveries: unexpected, multy-faceted, volatile, generous.

	Astor  PIAZZOLA
	El Tango
	1997
	50:29
	label: Nonesuch Records

The Astor Quartet: Gidon Kremer [violin]; Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double bass]; with guest artists: Odair Assad [g]; Milva [v]; Caetano Veloso [narrator].

  Gidon Kremer: “When we speak of beauty of architecture, of art, of people, and of love, we must also invoke Astor Piazzolla’s music. I believe in it because it evokes a better world through the language of nostalgia. All of that — in one single tango. [...] When I play his music, I try to understand it from within in order to create a unity with the composer; after all, playing someone’s music involves bringing together completely different thought structures and temperaments. Today I am fully aware of all of Piazzolla’s great recordings. One inevitably enters into some sort of competition with him, which is not possible with, say, Mozart, Schubert, or Tschaikovsky, simply because we no longer know how they played their music. And although a legend like Niccolo Paganini survives because his style has been tirelessly copied from one generation to the next for almost two hundred years, in truth nobody knows what he really sounded like either. Not so with Piazzolla. It is a challenge end, at the same time, a risky undertaking to penetrate Astor’s world without ever having met him, especially in my case, because my mentality would not automatically connect with a person from the southern hemisphere. [...] Not too long ago I traveled to the southernmost part of Argentina, to Patagonia, and to Tierra del Fuego. I realized how beautiful this southern part of the world is — its expanses, its colors, its character. In some respects the barrenness of this region does not differ all that much from its northern counterpart. The world is round, and the tango is everywhere — generating passion, as it were. Perhaps I carry some of it in my genes after all. [...] In my view Astor’s music represents an enormous playing field in which the most divergent emotions are expressed in highly artistic yet simple ways. Piazzolla was daring, honest, and uncomplicated, all at the same time. He did not hold back his feelings, a fact that occasionally earned him the enmity of intellectual snobs. Piazzolla was a musician with the highest expectations, and excellent and unique composer, who succeeded in linking ideas of the past to the present. He followed the advice of his teacher, Nadia Boulanger, not to become just any composer, but to assume the mantle of his heritage — the tango. Nowadays only a few composers truly succeed in reaching the public, their audience, with their music. Modern compositions frequently exist for their own sake and have no effect whatsoever on the outside world. This is not to say that none of these works are valuable, on the contrary. The composer worked on them for months, if not years. Yet I fear that a lot of music will gather dust in desk drawers or libraries precisely because the compositions are so demanding itellectually that they are incapable of stirring a listener’s heart. As Maurizio Kagel put it: “Works composed by composers for composers.” Perhaps Astor Piazzola’s music is rooted in a certain simplicity, but it is anything but vulgar. [...] I have played just about everything, from Marcello to Vivaldi, all the way to the most recent compositions of Alfred Schnittke, John Adams, and Luigi Nono — but I have fallen in love with the music of Piazzolla. Because it is something very special indeed. It allows me to forget all routine, all disappointments. My love for Astor’s music gives me the opportunity to explore an aspect of contemporary music that really speaks to the audience instead of being experienced as a lecture in music appreciation. I believe that Astor Piazzolla’s work provides a perfect example of how deep contemporary music can be. Some of my colleagues say that Piazzolla wrote the same thing, over and over again. But isn’t that true of Vivaldi as well, or even Schubert? Though all their compositions resemble one another, I tend to think nonetheless that they are also different from one another. Genius is what makes the difference. Piazzolla belongs to the line of great composers who express highly personal thoughts in their music.

	Astor  PIAZZOLA
	Maria de Buenos Aires (Tango Operita)
	1998
	48:41 45:45
	label: Teldec

Gidon Kremer [vln]; Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Porsch [double b]; Maria Fedotova [fl]; Ula Zebriunaite [vl]; Marta Sudraba [cello]; Peter Sadlo [perc]; + vocals and chorus.
Десять лет назад, 27 апреля 1992 года, ушел из жизни французский композитор Оливье Мессиан. Спустя два месяца - 5 июля - умер создатель «нового танго» аргентинец Астор Пьяццолла. А еще через пять недель - 12 августа - не стало самого радикального из всех авангардистов своего времени - американского композитора-концептуалиста Джона Кейджа.
Эксперименты Кейджа над музыкой до сих пор считаются радикальными. Но и Мессиан и Пьяццолла тоже экспериментировали, если не «над», то «с» музыкой, и их творчество встречало не меньшее сопротивление. Хотя Мессиана еще при жизни сравнивали с самим Дебюсси и признавали крупнейшим в XX веке автором и исполнителем духовной музыки, в 1945 году после премьеры «Трех маленьких литургий божественного присутствия» композитора обвинили в богохульстве. И не столько из-за того, что сочинение культового жанра было исполнено в концертном зале, а из-за откровенно чувственного тембра электромузыкального инструмента «волны Мартено» (типа нашего терменвокса). Прославленный композитор и педагог до конца жизни продолжал служить органистом в церкви св. Троицы в Париже...
Астор Пьяццолла в течение 40 лет сочинял и исполнял свои «танго для ушей, а не для ног« (по его собственному определению) с самыми знаменитыми музыкантами мира - от джазиста Джерри Маллигана до струнного квартета «Кронос». Он играл на прижившейся в Аргентине гармошке под названием «бандонеон». Но на родине его признали всего лишь за пять-семь лет до смерти.
Три смерти в течение трех с половиной месяцев «с какой-то пронзительной очевидностью дали понять, что безвозвратно ушла в прошлое целая музыкальная эпоха». В кавычках - цитата из статьи-некролога, которую я тогда же написал. Но опубликовать смог только год спустя, да и то после того, как, пойдя на поводу у одного редактора («Танго?! Рядом с Мессианом?!»), самолично убрал из статьи все, что касалось Пьяццоллы.
Соответственно «за кадром» осталась самая главная мысль: время европоцентриз-ма позади. По крайней мере искусство Старого Света осознало, что старушка Европа уже не пуп земли.
Дзен-буддистская «Музыка перемен» Кейджа, индийские ритмы и индейские напевы у Мессиана и «новое танго» Пьяццоллы - свидетельства того, что музыка XXI века будет «всемирной музыкой», синтезом всего перечисленного и европейской классики.
И еще: «новому танго» удалось сделать то, что в течение всего XX века (без особого, впрочем, успеха) пытались сделать симфоджаз и артрок - создать поистине демократичное искусство, для которого деления на «легкое» и «серьезное» просто не существует.
Кроме того, всеобщая мода на танго Пьяццоллы - еще одно доказательство того, что новое теперь в той музыке, которая не хочет зависеть от научно-технического прогресса, в первую очередь должно быть хорошо забытым старым. «Свежо в аккордах все, что обветшало» - как написал в своем стихотворении о танго земляк Пьяццоллы Хорхе Луис Борхес...
Буквально через год после смерти аргентинского бандонеониста скрипач Гидон Кре-мер сколотил международную команду для записи первого из целой серии своих дисков с аргентинскими и русскими танго. На Пьяццоллу нацелились и филармонические знаменитости - виолончелисты Мстислав Ростропович и Йо-Йо Ма и звезды популярного джаза - от гитариста Эла ди Меолы до эстетского Венского арторкестра. В общем, во всем мире, а не только у нас, как писал поэт, «так уважают мертвых, что хоть ложись да помирай».
На днях я рассказал обо всем этом нашему Льву Рубинштейну. «Ну да, - прокомментировал Лев Семенович, - а теперь тебе скажут: про Кейджа и Мессиана лучше не надо, пиши про одного Пьяццоллу». И правда: через пару дней я говорил по телефону с музыкальным обозревателем одной из крупных столичных газет. «Лето, ну совсем не о чем писать», - дежурно посетовала моя собеседница. А я, естественно, тут же вспомнил наш с Рубинштейном разговор: «Ну как же, вот 90-летие Джона Кейджа на носу». Никакой реакции не последовало, и я продолжил: «И вообще десять лет со дня его смерти. И еще Мессиана и Пьяццоллы».
Ответ моей собеседницы вы уже знаете. Надо ли его здесь повторять?

--- Дмитрий Ухов

	Astor  PIAZZOLA
	Tango Ballet
	1999
	53:51
	label: Teldec

Gidon Kremer [vln];  Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double b]; Ula Zebriunaite [vl]; Marta Sudraba [cello].

"Gidon Kremer, who masters his instrument with a striking brilliance, makes it sing, and above all, makes it speak. He is the enlighted shaman since he literally circles the music, extracting from it its most discreet secrets." (Neue Zurcher Zeitung)
"Gidon Kremer is an especially extraordinary and brilliant violinist.... Mr. Kremer is the most interesting violinist of his time. Both a virtuoso and an intellectual, he is the champion of unfamiliar scores." (The Wall Street Journal)
"Gidon Kremer's personality unites transitional periods of this century's history of music, integrating the geography of styles into a contradictory whole in a most individual way." (neue musikzeitung)

Biography KREMERata BALTICA

Although the KREMERata BALTICA has been in existence for only two years, it is already much in demand internationally, and has made guest appearances at, among others, the festivals in Lockenhaus, Dubrovnik, Gstaad, Salzburg and Moscow. In 1998 the ensemble undertook several European tours as well as its first visit to the USA. In February 1999 the KremerATA Baltica sets out for Asia to give concerts in Taiwan, Hong Kong and Japan. Preparations for the ensemble's concerts take place mostly during intensive phases of rehearsal in one of the Baltic countries. As director and soloist of the KremerATA Baltica, Gidon Kremer accompanies all the ensemble's concerts. Not infrequently he also joins in as an ensemble player in the orchestra. Kremer also sees a main focus of his work with the musicans of the KremerATA Baltica in chamber music playing in smaller formations. Trios, quartets, sextets and octets often supplement the KremerATA Baltica's programes, and its independent formations are a regular component in Gidon Kremer's touring plans. The extremely varied repertoire of the ensemble bears Gidon Kremer's signature, for it embraces not only the well-known -- for example Vivaldi or Mozart -- but equally includes numerous contemporary works, in which compositions by Baltic artists occupy a special place. The ensemble's repertoire also includes some compositions dedicated to the KremerATA Baltica, like the violin concerto Tala gaisma (Distant light) by the Latvia composer Peteris Vasks, given its first performance at the Salzburg Festival, and the dramatic Hamlet concerto by the Russian Alexander Bakshi. The CD "Tango Ballet" represents the KremerATA Baltica's first CD; and what would suggest itself more than Astor Piazzolla, the composer who lies particularly close to the heart of the ensemble's tireless director? "In Piazzolla I simply find the material for so many strata of musical emotions that are not necessarily to be identified only with the tango. It is simply splendid music", says Gidon Kremer. Like the Astor Quartet, some members of the KremerATA Baltica also took part in the recording of Piazzolla's tango operita Maria de Buenos Aires, the latest in Gidon Kremer's Piazzolla revelations, which Teldec released in the summer of 1998. Together with the musicians of the Astor Quartet, the Norwegian bandoneon-player Per Arne Glorvigen, the Russian pianist Vadim Sakharov and the Austrian bass-player Alois Posch, Gidon Kremer has rediscovered and performed numerous works by Piazzolla.

	PINAREÑO
	From The Tobacco Road Of Cuba (Music for Cigar Aficionados and Workers)
	1997
	61:18
	Cuba

label: [pi’ra:nha]

Smoke a cigar andand enjoy the original Bolero, Danzon, Son, Guaracha, Punto, Controversia and Rumba from the Tobacco Road of Cuba.

A group of Cuban (Centro de Investigacion y Desarrollo de la Musica Cubana) and Finnish (the Global Music Centre) musicologists went on an expedition to Pinar del Rio. This is just some of the music recorded during the trip.

Go to Cuba. Step off the plane. Do not go to La Habana, Matanzas or Santiago de Cuba, the places many know as centres of Cuban Music. Instead, take a deep breath through both nostrils and your olfactory system, if in good working order, will inevitably take you to a laid- back provincial city surrounded by millions and millions of tobacco plants that is home to 700,000 people who aren't afraid of very fast balls coming at them in wickedly curving life -- threatening trajectories. So where are you? Pinar del Rio, Source of the famous Cuban Cigar & Purveyor of Baseball Stars to the Major League. AND MUSIC.

You will not hear one singer in one group in one style, but the specific sound of a whole province that is perhaps both rootsier and more classic in the sense that the musicians have been cooking in their own "provicial" soup, which in Cuba means to have a direct deeper link to African ele​ments and other "antiques". Apart from covering many of the main genres of Cuban popular music in both traditional and modern forms and also the variety of the different line-ups in Cuban music -- vocal and instrumental soloists, duos, trios, quartets, quintets, orquesta tipicas, choirs and conjuntos -- this record presents the Pinareno sound produced by over 100 professional musicians.

	Manitas De PLATA
	Flaming Flamenco
	1994
	30:39 38:05
	label: Madacy Music Group

CD I
Gypsy Theme

Espana Mia

Sol De Mi Tierra

Al Son De Mi Guitarra

Sentimento

Asi Se Toca

Tierra Andaluza

CD II
Soleares

El No-No

Por Alegrias

Danse De Manitas

Una Torentas

Guitarra De Camarque

Rumbas Gitanas

Boulerias

Ay Que Te Quiero

Castagna

Rumba D’Espana

	PORTUGAL
	The Story of Fado
	1997
	65:56
	label: hEMIsphere

В подобном стиле см. тж. BONGA в разделе ‘Africa’

THE STORY OF FADO

Ask me of Fado: I know it
So begins a song by Carlos Ramos. And why ask as much? After so many experts, after even the most dedicated amateurs rehearsed responses, why still insist in asking?

Anibal Nazare tried out a definition that Amalia Rodrigues sang:

Defeated souls 

Lost nights,

 Strange shadows...

Love, jealousy, 

Ash and flame 

Pain and sin...

Fado is all this 

But she began by confessing:

You asked me another day 

If I knew what Fado was;

I say that I didn't know, 

Yet you admired me!

From the look of it, there's confusion in the air.

In the song "Biografia do Fado," composer Frederico de Brito claims:

It was a drunkard, a vagabond That ambled in Mouraria... 

That is, it was regal 

And walked with nobility.

And Britinho concludes with the right intuition:

But I;

I know well where it was born That it didn't pass from a commoner 

Always pushing for vanity.

I know more:

I know that Fado is one of those sons 

Who doesn't know his parents

Nor quite know his age.

The Fados here are at turns common and noble. Some, beginning in the '40s and '50s, tell simple stories of love and domestic tragedy that held their listeners just as raptly in the age of radio as soap operas do today on television. Others, in rare moments, strive for the heavens and reach them in the creative nobility of their greatest interpreters.

It was God...

Clearly The Story of Fado can't offer a definitive antholo​gy — living songs won't surrender to them. It is simply speaks of Fado, knowing it, adapted from notes by David Ferreira

THE FORM

Fado means fate in Portuguese, a definition that should come as a surprise to no one who listens to the music. As Paul Vernon so succinctly and eloquently puts it in the Rough Guide to World Music, "The fado speaks with a quiet dignity born of the realization that any mortal desire or plan is at risk of destruction by powers beyond individual control". (Penguin Books, UK)

THE INSTRUMENTS

Besides the mournful, soulful voice, the second-most distinguishing characteristic of fado is the unique guitarra, the Portuguese Guitar. Comprised of 6 sets of doubled strings, it provides the musical foundation for fado music. It is often accompanied by the viola, an acoustic "classical" guitar, and a viola-baixo, an acoustic bass.

	Omara PORTUONDO
	Buena Vista Social Club presents: Omara Portuondo
	2000
	40:51
	Omara Portuondo (см. тж. с Barbarito TORRES) [v]; Ibrahim Ferrer (см.) [v]; Ruben Gonzalez (см.) [p]; Eliades Ochoa (см.) [g]; Compay Segundo (см.) [g]; Manuel ‘Guajiro’ Mirabal [tp]; Roberto Garcia [guiro]; Alberto 'Virgilio' Valdes [marakas, clave]; a.o. (большое число участников)

Omara Portuondo, Ibrahim Ferrer, Manuel ‘Guajiro’ Mirabal -- см. тж. с Barbarito TORRES

	Sally POTTER
	The Tango Lesson
	1997
	53:23
	label: Sony Classical     www.sonyclassical.com 

Soundtrack: a film by Sally Potter  ‘The Tango Lesson’

WHY TANGO?

The last decade has seen a world-wide explosion of interest in the Argentinean tango. Tango clubs are springing up in the most unlikely places. In London you can tango every night of the week; in tiny towns in Holland, Germany, even Finland, tango aficionados gather together night after night. Japan has its own tango sub-culture. Tango shows play to packed houses on Broadway, in Paris, London, Berlin and Tokyo. Why?

Social dance forms arise out of a profound physical need to create a language in which people can speak to each other without words. But since the sixties, most social dancing in Western culture has been essentially a solo activity. People did their own thing, unencumbered by the needs of another body, unencumbered by rules and conventions. But during the last decade, there has been a huge revival of interest in ballroom dancing: the waltz, the quickstep, the Latin dances such as the salsa and rumba, and various forms of jive.

But the Argentinean tango holds a unique place in couple dancing. The body is closer, more intimate than in any other dance form. And yet the legs move faster and with more deadly accuracy than in any other comparable dance. It is this combination of sensual, meditative, relaxed contact in the upper body and swift, almost martial arts-like repartee in the lower body that gives the tango its unique identity.

Add to this vibrant mix the music -- melancholy, ecstatic, growling, predatory, soaring, seeking, heartbreakingly beautiful (especially compared to the insipid kitsch that most ballroom dancing music has become) -- and you have the ingredients for something more than a craze. You have a genuine participatory art form which can express the most profound and complex longings that people can have about their lives, about each other, about the nature of existence itself.

"The tango is a direct expression of something that poets have often tried to state in words: the belief that a fight may be a celebration." --- Jorge Luis Borges

Controversy surrounds the origins of the tango. However, most researchers agree that the earliest tangos were danced in the streets, bars and brothels of Buenos Aires around the 1800s. The vocabulary of the dance and rhythms of the music that accompanied it echoed the ethnic origins of its proponents. In fact, one of the earliest meanings of the word "tango" is "a place where black people gather to dance."

African slaves in Argentina had brought with them the rhythmic patterns of the candombe and later black Cubans brought the habanera to Buenos Aires. A new dance evolved based on the steps of the candombe, the habanera, together with the polka and the mazurka and became known at the time as a milonga. (Milonga is now a term used to describe both a variant of the tango and also, somewhat confusingly, a dance hall.) Before long, this new dance had been taken up by the new European immigrants and the tango as we now know it was born. If you add kicks and flicks of the legs (that resemble some of the footwork of African dance) to the simple walks and turns of European folk dance and a close embrace that may have originated in the brothels, you have the basic vocabulary of the tango. Small improvising bands, usually guitar, violin and flute, accompanied the early tangos. Around 1910, the bandoneon (a larger, more expressive version of the accordion, probably brought to Argentina by the earliest immigrants from Germany) became the key instrument and identifiable sound of the tango.

At the turn of the century it was common for the sons of wealthy European immigrants to frequent the bars and brothels of the barrios (districts) of Buenos Aires. Here, they learnt to dance. Their wealth enabled them to travel outside Argentina, and they took the tango with them, introducing this dance to "polite" society in Europe and America. After its initial scandalous reception in about 1913 the first wave of tango fever swept the world.

In the twenties, in Buenos Aires, classically trained musicians, such as Julio de Caro, who formed one of the earliest tango sextets, started to take the tango into new areas of subtlety and complexity. The improvising abilities of individual musicians were now held within a more formal musical framework. Meanwhile the tango cancion (song) started to become a subculture of the tango world in its own right. Carlos Gardel, arguably the greatest singer of them all, became the beloved voice and adored icon of the people.

In the thirties (in effect, the "swing era" of tango) came the first big band sounds. Juan D'Arienzo (the "King of Rhythm") and Anibal Troilo created full orchestrated versions of such tunes as "La Cumparsita" that became internationally recognisable tangos.

In the aftermath of World War II, under the Peronist government, Argentina started to become politically isolated from the rest of the world. Several decades followed in which the tango developed under a series of political crises. Osvaldo Pugliese, one of the great band leaders of this period, was one of many who were blacklisted or imprisoned for their beliefs.

By the sixties, rock 'n' roll had eclipsed all other popular music world-wide, and then Argentina fell to a military dictatorship. But despite laws forbidding groups of more than three to gather together, the tango did not die. And by the eighties (partly under the influence of the great dance teachers, Antonio Todaro and Pepito Avellaneda), the tango had been revived as a form for the stage. Audiences around the world (through such shows as Tango Argentine) started to become familiar with the musical vocabulary of the tango, and with a theatricalised version of the dance. To dance tango on stage the couple moved further apart, and the moves became more athletic, balletic, and spectacular. A split developed between the stage style (imitated, poorly, around the world by tango novices) and the milonguero close-hold style danced in the clubs and dance halls of Buenos Aires by people for whom tango was a way of life.

A healthy debate began to rage in the tango world about what was the "real" tango. Meanwhile, a parallel argument about what constituted "real" tango music had been sparked by the emergence of "modern" tango, spearheaded by Astor Piazzola, whose tango compositions were reaching concert hall audiences around the world.

As a new millennium approaches, the tango is evidently, once again, a living art form, with Buenos Aires the epicenter of a cultural phenomenon. The tango remains essentially a popular musical form, rooted in the visceral sense of its dance, combining melodic, lyrical beauty with its unmistakable rhythmic drive. Heady and passionate, sensual and meditative, melancholic and joyful, it is identifiably Argentinean and yet, clearly, is universally accessible. The tango is as complex as its own roots and as simple as the primal impulse for two human beings to move as one.

"The soul is not really united unless all the bodily energies, all the limbs of the body, are united." ---- Martin Buber

Sally Potter

Sally Potter started making films when she was a teenager.

After training as a dancer and choreographer in the seventies and making several short films, Sally went on to become an award-winning performance artist and theatre director with a reputation for work that managed to be both challenging and entertaining, with shows such as Mounting, Death and the Maiden, and Berlin (with Rose English). In addition, she worked as a lyricist and singer, performing widely in various improvised music bands and collaborating with composer Lindsay Cooper on the song cycle Oh Moscow [см. в разделе ‘Alternative’].

Sally's short film Thriller (1979), based on Puccini's opera La Boheme, was a cult hit on the international festival circuit. This was followed by her first feature film, The Gold Diggers (1983), starring Julie Christie; then The London Story (1986); a documen​tary series for Channel 4, Tears, Laughter, Fears and Rage (1986); and a film on women in Soviet cinema, I Am an Ox, I Am a Horse, I Am a Man. I Am a Woman (1988).

Sally then wrote and directed the internationally acclaimed Orlando (1992), based on Virginia Woolf's classic novel and starring Tilda Swinton. Sally co-composed the score for Orlando with David Motion. In addition to two Academy Award nominations, Orlando has won more than 25 international awards, including the "Felix" awarded by the European Film Academy for the best Young European Film.

1. MILONGA TRISTE   Hugo Diaz

2. NOW   Thomas Bloch, Fred Frith & Sally Potter

3. QUEJAS DE BANDONEON   Anibal Troilo y su Orquesta Tipica 

4. RED, YELLOW, BLUE   Bloch & Frith 

5. MI BUENOS AIRES QUERIDO   Carlos Gardel

6. EL FLETE   Juan D'Arienzo y su Orquesta Tipica

7. RAGE   Bloch, Frith & Potter

8. ZUM   Osvaldo Pugliese y su Orquesta

9. AMOR Y CELOS   D'Arienzo

10. DOYNA   The Klezmatics

11. DANSE DE CUISINE   Bloch, Frith & Potrer 

12. PENSALO BIEN   D'Arienzo

13. LA YUMBA   Pugliese

14. JACOB AND THE ANGEL   Bloch, Frith & Potter

15. MILONGA DE MIS AMORES   D’Arienzo

16. GALLO CIEGO   Pugliese
17. LIBERTANGO   Astor Piazzolla

18. BAHIA BLANCA   Carlos Di Sarli y su Orquesta Tipica

19. I AM YOU   Sally Potter, Yo-Yo Ma, Nestor E. Marconi, Antonio Agri, Leonardo D. Marconi & Horacio Malvicino 

20. LIBERTANGO (reprise)   Ma, Agri, Marconi, Malvicino

Fred Frith – см. тж. в разделе “Alternative”; The Klezmatics -- в разделе “Asia I”

	Perez “Prez” PRADO
	“Mambo Mania” / “Havana 3 A.M.”
	19551956
	75:32
	label: Bear Family Records

1-12 -- 1955,   13-24 -- 1956.     2 original LP on 1 CD.

  There are two basic elements in Cuban music: the Spanish and the African. The first prevails strongly in the countryside; the second, origin of the type of music known as Afro-Cuban, is predominant in the cities. With the passing of time, a blend came of both elements, and at the contact with the rich earth, with the warmth of the jovial tropical sun, with the stimulus of the soft Caribbean breeze, the aboriginal Cuban music — lively and nostalgic, so full of atavic reminiscences and at the same time so modern, so strong, so original — was born in the soul of the Cuban people. This music was soon to travel by itself over the whole world... to remain and live in all of it! Cuban music has invaded all countries and all climates.

  It is interesting to observe that Prado’s versions, of his own works as well as those of the other composers represented here, while they are so modern, so much a part of our complicated and fleeting time, are far from being overarranged as one might expect, but instead are rather simple. Perez Prado conveys his feelings through the plainest mediums; and whether it is a vocal excerpt or an instrumental piece, he manages to give us the true, direct, engaging and nostalgic impression of a night in Havana... of HAVANA, 3 A.M.

  [...] This set goes much farther and offers, in addition, a glimpse of another side of Prado — that of the experimenter who used the entire range of Latin music to forge a new music for the people. Gifted, eccentric artists of this caliber come along only once a while, and they invariably leave the world a better, happier place than they found it.

	Perez “Prez” PRADO
	“Voodoo Suite” / “Exotic Suite”
	19551962
	67:28
	label: Bear Family Records

1-7 -- 1955,       8-14 -- 1962.    Two original LP on 1 CD.

   It is generally agreed that necessity is the mother of invention, but at least on the basis of the music contained in this album it seems very probable that the word ‘necessity’ should be deleted, and ‘inspiration’ substituted in its place. For the Voodoo Suite, herein recorded, is easily one of the outstanding contemporary examples of spontaneous genius, the end-product of a few hours of idea-development-fruition which might be said to have almost miraculously resulted in the exciting music so immediately evident in this recording. It is a well-known fact that creative work undertaken on the spur of the moment often emerges not only with greater freshness, but with distinctly more flavor and import than something which may have been worked on over a period of weeks or months. Prado prepare an orchestral work that would depict the marriage of primitive rhythms to American jazz — a sort of tone poem in which the African, the mambo and the basic aspects of jazz would be united in such a way as to show their true relationship. As soon as the idea was formulated, Prado expressed a wild and uncontained enthusiasm — so, amidst really frantic preparations, while Diaz and Lewis coralled the necessary musicians, Prado retired to write and arrange the music. [...]

	Perez “Prez” PRADO
	“Prez”
	1957
	45:12
	label: RCA Victor

  The Prado-Band was a first-rate Latin-Dance Band but it had quite some Jazz-qualities and when its first recordings were heard in the US some critics hailed Prado as the greatest new Jazz Big Band in years. To many aficinados “Prez” belongs to the best of all Prado-LPs, and we are glad to have it now on CD.

	Perez “Prez” PRADO
	King Of Mambo
	1959-67
	37:41
	не пересекается с другими

label: RCA Victor

1959, 61, 65, 67.

  To make himself a little younger, the Cuban Domase Perez Prado liked to conceal his exact date of birth. When he died, as the result of a stroke, on 14 September 1989 in Mexico City his real age of 72 became public. [...]

	Perez “Prez” PRADO
	Twisting Perez Prado
	
	46:52
	label: RCA Victor. Original LPs: RCA Victor LSP-2524, RCA Victor LPM-2610

An exciting "first" in this album! Prado introduces the "bongoson" – a marriage of the twist and the Cuban "son". ("Our man in Latin America")

And it's new, excitingly different – it's the Twist with a twist! If you think it was frantic fun before, listen to it now. It positively jumps for joy.

And who is there greater to carry this biggest new dance craze in twenty years to its next logical – or illogical – development? The nonpareil Prado, undisputed King of the Latin beat, that's who.

Actually, if you listen real close to the next Twist you hear, you'll discover something else. The Twist is Latin, its roots are down in the same super-heated South American soil that gave us the Cha Cha, Pachanga, Samba, Mambo, Conga, Chunga and what have you.

Twisters! You're in for a thrilling, new experience – not another word, liten to the Latin Twist, arranged, conducted, and with interpolated ughs!! by the King. Go!

	RADIO TARIFA
	Temporal
	1996
	43:55
	label: BMG Spain

Rec. in Madrid, 1996

Fain S. Duenas [derbukas, tar, riq, banjo, jembe, chiquitsi, buzuqui, pandero, dolak, guitarra espanola, guitarra baja, tabila, bajo electro, plato, maraca, teclado]; Vincent Molino [nay, cromornos, oboe del Poitou]; Ramiro Amusategui [ud]; Wafir Sh. Gibril [acordeon, vln]; Alberto Jambrina [zanfona]; Sebastian Rubio [bongo, cajon]; Jaime Muela [s&t s]; Benjamin Escoriza [voz, jaleos]; Joaquin Ruiz [baile flamenco]; Rafael Jimenez ‘Falo’ [voz, palmas].

“Surprising, inspiring, throbbing with percussion and sweeping the listener with Arabic instrumentation and Andalucian voices”. 

---- **** ‘The Guardian’

Radio Tarifa plays Spanish Music with tastes of the different cultures that have influenced Spain, from medieval and Arab music to flamenco, to rock and jazz. The use traditional instruments  alongside modern instruments like the sax and the el. bass. The result is a stunningly different, original contemporary sound.

Записано в Мадриде. Но с первого гитарного аккорда в уши бьет Андалузия. Ни с чем не спутаешь этот взлет, эту резкость, этот надсадный, с трещиной (местами - сплошная трещина) - вокал. Похоже на Ajuetas, только не столь радикально. Ловлю себя на мысли - может оно и к лучшему, что не столь радикально. Записано в Мадриде - и стало быть одной Андалузией не обошлось: галисийская волынка, кастильская флейта, международный сакс и испанская страсть.

	RADIO TARIFA
	Cruzando El Rio
	2001
	36:16
	Benjamin Escoriza [v]; Vincent Molino [winds, k]; Fain S. Duenas [g, strings, b, perc]; guests: Mercho Trujilllo [v, gaita]; Joaquin Ruiz [tap perc]; a.o. [chorus].

	RAICES  INCAS
	El Condor Pasa                [2 CD Set]
	1978-83
	38:17

38:39
	

	Mario  RASKIN & Oscar MILANI
	Astor Piazzolla: Tangos for 2 Harpsichords
	1989
	65:52
	label: Pierre Verani (France)

TANGOS FOR TWO HARPSICHORDS

Both Oscar Milani and I have played the harpsichord since earliest childhood in Argentina. We devoted all our energies to the interpretation of the major works of the repertoire and have always taken the utmost care to give faithful renderings of the scores of Bach, Rameau, Scarlatti, Couperin and the rest. We appear separately, as soloists, and together, as a harp​sichord duet, as well as with various ensembles as chamber music players.

But we have always been haunted by the spectre of the tango. We made every attempt to prevent its influence on our music and throughout our student years we denied its existence. Until the day when we found our​selves forced to accept that this music of our city of Buenos Aires was a reality so present (and pressing) that it finally made us submit.

More than fifteen years ago in Buenos Aires, at a competition for harpsichord interpretation, Oscar and I had each of us to perform a work by an Argentinian composer. Given the restricted choice offered by the Argen​tinian harpsichord repertoire, I decided to write my own work, two pieces inspired by Bartok and Stravinsky. As for Oscar, he proposed transcribing a tango by the greatest living master of the genre Astor Piazzolla, originally written for his own instrument, the bandonion. I remember being struck by this decision, but I did not then imagine the extent to which his idea was to penetrate my subconscious and to develop there throughout the years fol​lowing this initial incident. Shortly afterwards, I left Argentina for France, at the same time as Oscar arrived in Germany.

Wherever concerts led me in Europe and North-America, I was sub​jected to the same pressure by my entourage. At the end of each concert, devoted to the works of the German, French, Italian or Spanish masters, my friends would call for a tango, appealing to my Argentinian origins. I therefore yielded to their request and, half irritated, half amused, returned to the harpsichord in order to grant their wishes. This was how I impercept​ibly worked out a repertoire of classical Argentinian tangos.

The first problem we faced was that of selecting the works suitable for harpsichord transcription, and the way we should treat the musical mate​rial in terms of an instrument so far removed from the sound of the bandonion? Several trips to and from Buenos Aires were needed in order to choose the scores from amongst Piazzolla's rich and varied output, followed by numerous rehearsals (during which we were more than once to demolish what we had taken so much trouble to construct the day before) and by months of reflection in order to arrive at a satisfactory way of using the registers of the harpsichord -- not only in terms of the acoustic of a concert hall but of the requirements of a recording studio. And, most importantly, the preparation of the musical text, with the fundamental concern to remain faithful to Piazzolla's interpretative spirit, both free and rhythmically pre​cise, with a characteristic ornamentation. And this despite our inevitable remoteness from the sound of the bandonion.

In all, almost two years were to pass between the birth of the project and the completion of this disc.

THE TRANSCRIPTION

Following an initial analysis of a large part of Piazzolla's published output, two kinds of writing emerged. In the first, the bandonion develops freely over a strict rhythmic and harmonic structure involving other instru​ments. Most of Piazzolla's output took the form of quintets in which the bandonion is accompanied by piano, guitar, double bass and violin: Libertango, Meditango, Violentango, and Vardarito (in homage to Elvino Vardaro, a player in one of Piazzolla's first ensembles during the fifties). In order to respect this principle, each of the harpsichords alternately assumes something of the role of Piazzolla himself -- freely ornamenting the melody while the other develops the bass underlying the "soloist".

The second kind concerns pieces of which it can generally be said that counterpoint and polyphony prevail over single melodic lines; here, each voice is an integral part of the others and it is impossible to isolate the ele​ments of the musical discourse : Fuga 9, Mar del Plata 70 (Piazzolla's birth​place), Amelitango (in remembrance of Amelita Baltar, a vocal interpreter of the composer's tangos). Here, the natural transparency of the harpsi​chord allows for the complex thread of the writing to be displayed to the full, with the performance stressing articulation in particular.

In the slow pieces (Coral), the use of registration goes way beyond customary harpsichord practice: the innovatory use of the lute stop and of "echo" effects are far removed from the Baroque notion of performance.

The bandonion has a range of 142 notes, the harpsichord, all regis​ters included, has 183 (8 foot I = 61, 8 foot II = 61, 4 foot = 61). While not seeking to imitate the sound of the original instrument, in order to repro​duce the colour and the timbre of Piazzolla's music the semibreves sustain​ed by the bandonion (an Argentinian type of accordion) draw upon the oldest of the harpsichord's resources and become accelerating repeated notes ending in trills -- like the diminutions common in 16th century Italian music.

The perceptible effects of crescendo and diminuendo are the result of exploiting the ressources of the different harpsichord registers and are not the outcome of electronic manipulation -- with the exception of the end of Undertango, where the composer's indication "dissolvendo" requires the progressive disappearance of the sound by means other than those produc​ed by the instrument.

Lastly, Adios Nonino and La muerte del angel have been the subject of a particular treatment. Their harpsichord interpretation required the them​atic elements to be developed by means of a contrapuntal elaboration.

Mario RASKIN

	REBEL  SOCA
	When The Time Comes       [Various; Trinidad & Tobago]
	1988
	50:24
	label: Shanachie Records.

Rebel Soca — the Calypso tradition.

     “Rebel Soca” brings together some of the finest soca tracks of the last fifteen years. Some of the artists are obscure, others have triumphed at Carnival but all are rebels in one or more ways. Their music often fuses pan-African elements — reggae, traditional African rhythms, even funk — with soca basics. And sometimes even their image or lifestyle stands as a challenge to the mainstream. In any case, “Rebel Soca” offers the best of two worlds — a delightfully dangerous combinations.

    What is soca, anyway? Literally, the term abbreviates ‘soul calypso’ and came into currency during the 1970’s when the calypso was streamlined in response to the disco-dance juggernaut spreading over the world from the States and Europe. Calypso, of course, has had a long and venerable history in the Caribbean, with variants in nearly all English-speaking and some French-speaking islands. One can easily trace its origins to the 18th Century but its roots stretch back to Africa; in fact, the accepted root-term for calypso is ‘kaiso’, a corruption of a Hausa meaning, roughly, ‘bravo’. In many West-African societies singers and poets have traditionaly been not only historians but also mouthpieces for the people. They speak, obliquely, through satire and parables and commentary (the time of slavery and colonialism) to the post-Independence era. Then, too, calypso rhythm is more subtle and languid, allowing a lot more room for creative vocalizing. It’s not hard to nominate soca as the ultimate party music; just go to, say, a Trinidadian party anywhere in the world and observe a dance-floor teeming with revelers who, hands in the air, gyrate ecstatically to a relentless yet liquid pulse generated by a throbbing, hypnotic bass and on-the-fours bass drum countered with off-center percussion accents. Racheting rhythm guitar and stabbing horns supercharge the beat even further, making hip-shaking, belly-rolling, waist-winding almost an involuntary act. Professional waist-winders go on for hours, fueled only by cold drinks and hot rhythm. And yet, soca music has been known to topple governments!

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

Rec. in NY

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

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

1. Simbi

2. Rara

3. Prelude #2

HAITIAN SUITE

4. Petro

5. Yanvalloux

6. Mascaron

7. Coumbite (Merci Bon Dieu)

8. Prelude #1

9. Merengue

10. Improvisation

11. Chanson

12. Congo

13. Dance (On Sunday)

14. Serenade Lointaine

15. Valse

16. Untitled

17. Romance

18. Dance Of The Hounsies

19. Romance 1978

	Marc & Greg  RIBOT
	Marc Ribot Y Los Cubanos Postizos  (The Prosthetic Cubans)
	1998
	46:48
	Marc RIBOT (New York session guitarist to the stars and big-time Cubaphile) -  см. тж. с: SIERRA MAESTRA

Marc Ribot (см. тж. в 'Jazz' section) [g, tp]; John Medeski (см. в 'Jazz') [organ]; Gregory Ribot [bar sax]; Brad Jones [b]; EJ Rodrigues [perc]; Robert J Rodrigues [d, perc].

Life Is A Dream

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

-------- Arsenio Rodrigues

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

	Marc RIBOT
	MARC RIBOT Y LOS CUBANOS POSTIZOS:

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

Website: www.marcribot.com 

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

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

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

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

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

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

	Marc & Greg  RIBOT
	The INTERNATIONAL CONSPIRACI:

“Cumbia Del Norte”
	1999
	70:20
	Columbia: Cumbia

label: Cathexis Records  website: cathexisrecords.com 

rec. in New York City

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

Marc Ribot -- electric guitar 

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

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

Ben Brown -- bass 

Roland Guerrero -- congas 

Hector Zarzuela -- trumpet 

Luis Lopez -- trombone 

Lionel Sanders -- bambo, chaj-chajs 

Larry Viveros -- charango 

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

1. Cumbia Lyla (5:51) 

2. Cumbia Macho (5:03) 

3. Hot in the Shade (5:08) 

4. Cowboy Cumbia (4:46) 

5. Cumbia del Norte (3:42)

6. Late Night Express (4:31) 

7. Last Boat Leaving (6:39) 

8. La Cumbia Loca (4:48) 

9. Stars Beneath My Feet (3:25) 

10. The Snakehandler (4:39) 

11. Cool Flame Cumbia (6:19) 

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

13. Coalminers Cumbia (3:51) 

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

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

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

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

— Greg Ribot
Лёгкая ажурная музыка знаменитой колумбийской Cumbia + великолепные музыканты = идеальное воздействие для создания хорошего настроения (как у самих снобов, так и у всех окружающих). По теме колумбийской музыки можно также порекомендовать (в дописку):

Joseph Julian GONZALEZ (from ‘Curdled’ – motion picture) [09:21]:

1. Cumbia de Surf

2. Guajira de Gabriela

3. Mambo de Muerte

4. Danza Macabra Suite

->Braxton/Parker

	Luis  RIZZO
	Tristesse
	1995
	54:42
	Luis Rizzo [g]; Cesar Stroscio [bandoneon]; Susanna Rizzi [v]; Adrian Politi [g]; Carlos Carlsen [b].

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

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

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

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

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

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

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

- JOSE MARTI

ROBERTO Luis RODRIGUEZ trompeta

DAVID KRAKAUER (см.) clarinete

MATT DARRIAU (см.) clarinete, trompeta china

PETER APFELBAUM soprano sax

MARK FELDMAN (см.) violin

JANE SCARPANTONI cello

MARCUS ROJAS tuba, bombardino

TED REICHMAN acordeon

CRAIG TABORN piano

BRAD JONES bajo

SUSIE IBARRA (см. в ‘Alternative’) percusion

ROBERTO JUAN RODRIGUEZ percusion

	SARGENTO GARCIA – см.: SERGENT GARCIA
	
	
	
	

	Compay  SEGUNDO
	BUENA VISTA SOCIAL CLUB Album: "Antologia"

(2 CD)
	1999
	65:1455:29
	Cuba

label: DRO East West S.A. 1996 / Warner 1999

Antologia de Francisco REPILADO "Compay Segundo".

Francisco Repilado, "Compay Segundo" (см. тж. с: Omara Portuondo) [voz segunda y guitarra solista]; Julio Fernandez [voz prima y maracas]; Benito Suarez [guitarra y voz tercera]; Salvador Repilado [contrabajo].

DISCO 1

Yo vengo aquí 
Macusa 

Sabroso 
Ahora me da pena 
Chicharrones 
Saludo Compay 
Mi calderito
Qien te bautizó (Vicenta) 
Pasaje para Holguin

Mi linda guajira 
Silencio 
Anita

Idilio
Como la Avellaneda

Se seco el arroyito
Chan chan 
A tus pies

DISCO 2
La bella cubana 

Huellas del pasado 

Orgullecida 

Mujeres de Mayari
Lula

La cleptómana

Te apartas de mí
Sigue el paso #1
Hey caramba

La perla marina
Virgen del Pino
La calabaza
Clarabella
La trova
Sarandonga
Fidelidad
Sigue el paso #2
Американский гитарист Рай Кудер участ​вовал ещё в первой записи роллинговской Honky Tonk Women, записывал за​мечательные сольные альбомы, играл... да с кем только не играл! Ещё он писал музыку для кино, в том числе к "Перекрестку" Уол​тера Хилла и к "Парижу, Техасу" Вима Вендерса. Этническая тропа тоже была им дав​ным-давно протоптана: на его счету работа с багамцем Джозефом Спенсом и мексикан​цем Флако Хименесом; позднее совместный альбом с малийцем Али Фарка Type "Talking Timbuktu" продержался в хит-параде боль​ше 25 недель. Африка и была одной из от​правных точек его работы, задуманной в 1996-м продюсером фирмы World Circuit Ником Голдом. Свести в одной студии музы​кантов из Западной Африки с традиционны​ми кубинскими музыкантами — вот в чём была идея Ника. Но африканцы, люди неор​ганизованные и безалаберные, на Кубу не попали: кто-то потерял паспорт, кто-то не явился в посольство, в общем, виз они не получили. Кудер и Голд узнали об этом только в Гаване. Что остаётся продюсеру, если по​ловина проекта накрылась медным тазом? Постараться сделать из второй нечто полно​ценное. Так Кудер с Голдом и поступили.
Задолго до этого Кудер уже побывал на Кубе в рамках негосударственного культур​ного обмена и привез ворох пластинок, ко​торые невозможно было купить в Америке. А ещё магнитофонную запись, сделанную не​известным музыкантом, игравшим на тради​ционной кубинской гитаре "трес" — никто так и не сказал Кудеру, кто же это.
Вместе с Голдом Кудер проводил звуко-пробы на гаванской студии Эгрем. Для ру​ководства пробами и последующей записи он пригласил Хуана де Маркоса Гонзалеса, одного из лучших тресистов Кубы. После то​го, как Кудер включил ему ту, старую запись, Гонзалес тихо спросил его: "Откуда у вас эта плёнка?" "Мне её подарили много лет на​зад", — ответил Кудер. "Это я играю, — ска​зал Гонзалес. — Тогда я был намного моложе... Я хорошо играю на трес, но есть один человек... я думаю, вам нужен именно он". Так одним из первых в студии появился Компай Сегундо.
Кудер и Голд сделали почти невозможное: собрав вместе немолодых уже музыкантов, в течение многих лет исполнявших музыку "сон", сальсу, ча-ча-ча, музыкантов разных и никогда не игравших таким составом — Се​гундо, Ибрахима Феррера, Рубена Гонзале​са, Омару Портуондо, Элиадеса Очоа, Качаито Лопеса, — они получили удивительно цельный продукт. Эта музыка буквально пах​ла улочками старой Гаваны, словно и не было всех этих лет, в течение которых Кастро строил социализм с латиноамериканским лицом. Но эта музыка оказалась ещё и уди​вительно естественной, невероятно откро​венной и открытой. "Мы тут, в Штатах, вы​росли в системе "звёзд", нами управляют масс-медиа, — говорил позже Кудер. — А на Кубе ничего такого нет. Нет структуры, от​торгающей человека от общества. Так что и аудитория, и музыкант близки друг другу — словно музыканта слушают его соседи, род​ственники, приятели. И это очень здорово".
Альбом Buena Vista Social Club получил Грэмми, стал самым популярным в мире альбомом world music и... самым ком​мерчески успешным проектом Рая Кудера.
На самом деле Компая Сегундо зовут Франсиско Репильядо. Он родился в 1907 го​ду в городке Сибоней, провинция Сантьяго, первую песню сочинил в пятнадцать лет, а играть на гитаре научился в 1928-м. Тогда же он отправился в Сантьяго, столицу про​винции.
"В Сантьяго меня научили играть на трес — но это не приносило денег. А в муни​ципальном оркестре была вакансия кларне​тиста. Когда руководитель оркестра, Энрике Буэно, узнал, что я не играю на кларнете, он сказал: "Не беда, научим". Так и вышло — он стал моим преподавателем".
В 1938-м в составе Cuarteto Hatuey музы​кант побывал на гастролях в Мексике. В 1939-м он получает ангажемент в состав Ми​геля Матамороса, основателя музыки "сон" — там он играет на кларнете, а днем работает в цирюльне. В 1942-м, подстригая музыканта Лоренцо Хьеррезуэло, Компай предлагает: "А почему бы нам не порабо​тать вместе?" Так рождается дуэт Los Compadres ("Приятели"). Его историю Компай и поныне вспоминает как лучший пери​од своей музыкальной карьеры. Собственно, там он и приобрёл свой псевдоним, ставший именем: певшего в дуэте вторым голосом Франсиско прозвали "приятель-второй". То есть "компай сегундо". В 1953-м друзья рас​стаются, и Компай начинает сольную карье​ру. Параллельно он сворачивает сигары на сигарной фабрике: песни песнями, а зара​боток артиста непостоянен.
Ту музыку, которую исполнял Компай, ак​компанируя себе на трес, назвали "сон". Собственно говоря, Компай Сегундо — ав​тор практически трети всех произведений этого жанра. А ещё он умудрился изобрести музыкальный инструмент, сочетающий в се​бе строй гитары и гармонии трес. Наверное, это единственная семиструнная гитара в ла​тиноамериканской музыке.

"Я называю ее "армонико", ещё её назы​вают "трилинья". Она в точности гитара, только третья струна сдвоенная. Это я её при​думал! Правда, кроме меня на таком инст​рументе никто не играет. Я бы мог научить кого-то... Впрочем, можно и по записям научиться".

В 1956-м Компай организует собственное трио, по нехитрой традиции названное Compay Segundo у sus Muchachos. Трио бы​стро становится квартетом. И не прекраща​ет своего существования поныне, даром что состав несколько раз менялся. Что вы там говорите про творческое долголетие Rolling Stones? Я не ослышался?.. Сегодня в составе квартета играют Бенито Суарес (гитара), Хуго Гарзон (вокал, маракасы), Сальвадор Репильядо — сын Компая (контрабас)... и сам Компай (второй голос, гармоника). Этот со​став называют самым ярким носителем тра​диций музыки "сон".

В 1994-м, после того, как Кастро, отлучен​ный от советской дойной коровы, решил за​рабатывать деньги и оттого ослабил кон​троль над деятелями культуры. Компая при​глашают на гастроли в Испанию. Собствен​но, ещё не на гастроли: "Это было в июле. Там проходило нечто вроде конгресса. Эта​кая встреча фламенко и музыки "сон". Мы играли с Раймундо Амадором, он прекрас​ный гитарист фламенко — и мы нашли об​щий язык. Я там со многими подружился. И они стали выпускать мои диски".

Это так: сначала его музыку выпускали не​большие независимые фирмы, а потом — испанское подразделение "Warner Bros.", фирма "DRO East West", подписала с Компаем контракт. Первый его диск, таким обра​зом, появился на Западе аж за три года до "Buena Vista Social Club" — так что Компая можно считать первопроходцем. Но к этому альбому Компай относится с нежностью. "Рай Кудер — прекрасный музыкант, у него очень хороший вкус. Он отлично подобрал песни. Я там пою три из них. Это отличный альбом. И фильм тоже получился". Это он о документальном фильме, который снял по следам альбома друг Кудера, культовый не​мец Вим Вендерс.

В 1998-м четвертый испанский альбом Се​гундо Lo Mejor De La Vida ("Лучшее в моей жизни") переиздаёт американский лейбл Nonesuch — так Компай дебютирует на рынке США. Он много гастролирует — как вместе с остальными буэновистовцами (по большей части успевшими также обзавестись сольными альбомами), так и сольно. Его ме​неджер и друг, Луис Лазаро, написал биогра​фию Компая — проникнутую нежностью и юмором книгу, в которой нашлось место и самым последним событиям в его жизни: встречам с Фиделем и с Папой, который не разрешал Компаю подниматься по лестнице из-за его возраста. Да, нашему герою уже за 90, а он продолжает сочинять песни — в са​молете Мюнхен — Рим, в гримерной, дома в Гаване. Его голос погрубел с годами, но не утратил той магической силы, того волшеб​ства, которое как мух на мёд притягивало га​ванских красоток в сороковые-пятидесятые. У Компая Сегундо двадцать внуков, несколь​ко правнуков и праправнуков. Но он не уны​вает: "Мою первую девушку звали Макуза. Я про неё песню сочинил. А на последнем дис​ке Las Flores De La Vida есть песня про мою нынешнюю подругу, Айдиту. Ей сорок лет. Я хочу, чтобы она родила мне ребенка!"

Когда в мае прошлого года Компай попал в больницу, многие предсказывали, что он бросит выступать. Всё-таки возраст. Вопре​ки скептикам, Сегундо не только оправился и вышел на сцену, но и сочинил музыкаль​ный спектакль, который был успешно постав​лен в Гаване.

Безусловно, он — живая легенда. Он вы​зывает уважение самим сочетанием возрас​та и творческой активности — международ​ные гастроли и съемки клипов в 95 — это, знаете, непросто! Но не это главное. На его песнях и под его музыку выросло не одно поколение кубинцев, для которых он навер​няка значит не меньше (а то, посмею сказать, и больше) чем другие кубинские легенды — автор Guantanamera Xoce Марти и даже сам бородатый команданте Фидель Кастро. Многая лета, Компай !

--- Play

	SERGENT  GARCIA
	Viva El Sargento!
	1997
	47:06
	Bruno “sargento” GARCIA – см. тж. с: MAU MAU (в ‘Rock’); PERET;

acid Latina (Caribbean) /ska
см. тж. аналогичные проекты – LOS AMIGOS INVISIBLES; B-TRIBE; DE – PHAZZ;

	SERGENT  GARCIA
	Un Poquito Quema’o
	1999
	51:17
	label: Higher Octave World / Labels – Virgin France S.A.

www.higheroctave.com   www.labels.tm.fr 

From ‘Tropical Paris’, a bursting fusion of Afro-Cuban groove, Salsa, Son, Reggae, Ska, and Hip-Hop.
The story began in the middle of the 90's when Bruno Garcia decided to mix raggamuffin and Salsa. “My Latin roots caught up with the urban background of my life,” he said. From 97 on, gigs after gigs, Sergent Garcia and his band, Los Locos del Barrio, became known as a stage phenomenon, getting everybody jumping in the air. The recording of the album "Un Poquito Quema'o" came as a deserved consecration.
Los Locos Del Barrio: El Sargento Garcia [v, g], El Vince [b, bajo], Hermano Soafo [congas, timbales, djembe, bongos, batas, perc], Don Toto Ostro [congas, timbales, tama, pandero, perc], Julian “El Galo” [drum set, octapad], Pedrito [k], El Senor Livan “El Flaco” [navajero mui peligroso], El primo David [k, fl, teclados, karkabous], + Los Mariachis: Simon Andrieu [trb], Gilles Garin [tp], Michel Feugeres [tuba], + Invitados a la fiesta: La Capitana [v], Fabrice Colombani [tambores batas], Mr. Cho [scratch]. + Sub-Comandante Marcos [v].

	SERGENT  GARCIA
	Sin Fronteras
	2001
	68:28
	

	SERGENT  GARCIA
	La Semilla Escondida
	2003
	63:20
	

	SEXTETO  MAYOR
	Quejas De Bandoneon
	1991
	68:43
	label: World Network (Frankfurt)

Sexteto Mayor: Jose Libertella [bandoneon]; Luis Stazo [bandoneon]; Mario Abramovich [violin]; Eduardo Walczak [violin]; Oscar Palermo [piano]; Osvaldo Aulicino [double-bass].

«I want to make my heart drunk, so I can toast to the frustration of love» – Enrique Cadicamo, 1936, from the tango lyric.

   «The tango has more often been pronounced dead, than its vitality has ever been questioned. No other phenomenon to date has been able to illustrate the development of Buenos Aires so clearly as this musical drama; in its melodies, its themes, and the origin of its devotees.»  -- Mempo Giardinelli, 1994.
  [...] The now famous remark by Enrique Santos Discepalos: "Tango -- a mournful thought one can dance to," has made the rounds through all the periodicals and recent books about tango. This mourning, however, is often erroneously described as being 'elegiac' and 'melodramatic' -- a statement which reflects the growing tendency to mask one's own inability to cope with sor​row. Sorrow in itself, is and never was, the stuff of classical tango. It was never meant to be a vehicle to express a maudlin or all-pervasive disillusionment with the world at large. "The sadness one feels in the tango is by no means numbing or depressing. It's a sadness or sorrow about something tangible and concrete; the loss of a lover, the decline of a formerly beautiful part of a city, disillusionment with one or another form of moral integrity", (Dieter Reichart, ‘in Tango’, 1987.) Its function is much more a public process of dealing with sorrow and recycl​ing it into lifegiving energy. It must also be mentioned here, that many Argentinean tangos were anything but vague in their poignant criticism of the ruling class.

Quite apart from the tremendous virtuosity of its individual musicians, the secret to the profound success of Sexteto Mayor lies in the fact that despite all attempts at modernization, this group embodies the life and soul of classical tango. For the most part, their repertoire consists of new arrangements of pieces stemming from the first three decades of this century in Argentina -- the time during which tango developed the specific forms and structures of the Guardia Nueva. "In 1915 the Tango underwent a rhythmic transformation from 2/4 time laid down by the Habanera with its extended eighth, six/tenth and two/eighth notes, to a steady syncopated 4/8 time. Depending upon the orchestras style this could be varied by changing the accents and altering the speed of the tempo". (Dieter Reichart.)

The Habanera found its origins in the, so cal​led, Contre-Dance which stems from the Rococo period, it was brought to Cuba by French settlers and their slaves fleeing the revolt in Haiti. The Contradanza -- later, Danza de Habanna -- or in its shortest form, Habanera, was subjected to a rapid process of assimilation whereby it was heavily in​fluenced by African melodies and rhythmical techniques.

The Habanera reached Argentina and Uruguay via two different routes. During the latter part of the 19th century Cuba was one of the main importers of the most thriving export article of La Platas: pickled hering; a cheap and durable staple bought to feed the slaves. The music was introduced by the many black Cuban sailors who regularly put to port in Buenos Aires and Montevideo.

The second route can be traced to Cadiz, Spain's gateway to the world. Here, the Habanera was quickly incorporated into the Zarzuela, a Spanish song-game-theater variation dubbed Tango Americano. The Zarzuela-Craze reached Argentina in the latter part of the 19th century, where its rhymed Habanera couplets were eventually pulled from their theatrical context alto​gether and returned to form the basis for short satirical and humorous songs: the backbone of popular culture -- the circus, bars and street performers. It was only recently that some of these "earliest tangos" were discovered .

The massive demographic shifts to the cen​ters of La Plata, which took place at the end of the 19th century, also played a crucial role in the development of the tango. Between 1865 and 1914 the population of Buenos Aires swelled from 150,000 to 1.5 million. The bulk of this contingent was made up of "new Argentineans": i.e. immigrants from Europe, Italy in particular. These newcomers were lured by the prospect of cheap land. Such hopes were quickly dashed, however, when the speculative schemes of the Argentine government drove land prices through the roof. Furthermore, the seem​ingly endless tracts of free land had already fallen into the hands of large farming inter​ests. This sparked a mass exodus back to the urban centers of La Plata. Those who remained behind were absorbed by the booming industrial growth of the region which offered, however minimal, a prospect for survival. The ranks of these newly dis​placed immigrants were swollen by the growing numbers of the indigenous popu​lation such as the native Creoles, disillu​sioned Gringos and other disaffected lum​pen elements, to storm the wretched slums and shanty towns which rapidly grew to encircle the entire city of Buenos Aires. These shantytowns also housed a thriving industry known to all large port cities, name​ly, the red light district. It was precisely this emotionally charged and seething conglo​merate of peoples from different back​grounds and origins that provided the seed and soil for tango - a medium through which these downtrodden slum dwellers could forge their own form of cultural expression.

Practically a third of this population was Black. For the tango, it was undoubtedly this segment whose contribution was the most profound- Most musicologists agree that the stylistic influence of the orquestitas des negros, was responsible for the varied use of syncopation and the strong ragtime flavor of the early tangos. Oral documents and eyewitness reports collected through​out the years shed light upon the amazing similarity between Afro-American instru​mental formations and the first generation of tango orchestras. These African musical elements served to expand rhythmic possi​bilities by driving basic and melodic rhythms more forcefully against each other.

For Victorian standards the tango dance was nothing short of revolutionary consider​ing the fact that it was performed by a couple. The moral pillars of society were literally knocked off their socks. To make matters even worse the influence of Black dance traditions brought bodies even closer together and the gyrating pronuncia​tion of their hip movements elevated the tango to the open heights of eroticism. The epithet, El Negro, can be traced back to the fact that many of the early tango musicians were Black. While the Habanera settled neatly into the salons of middle-class society, the tango was forced to find its economic salvation in society's other half -- in the shadowy institutions deemed immoral and unfit for middle-class virtues -- at least, until after dark.

The bludgeoning influx of immigrants from the South and East of Europe during the end of the 19th century all but drove the Afro-American population out of Buenos Aires. In 1888, when the tango was an established musical genre, they made up roughly 20 % of the total population. At the close of the century this figure had dwindled to 2%. This was largely due to the fact that Italian immigrants had closed in on their corner of the market, driving the Afro-Americans out of their traditional means of work: street peddling, dock work etc. The Italians also coveted the tango -- which may have been their only source of consolation after their thwarted attempt to find a new identity.

European dominance, however strong, was unable to penetrate the tango with its alien tonal and harmonic concepts. And despite the radical changes it underwent during the first 20 years of this century, the somewhat stiffer Habanera rhythms remained in the background and the extended eighth notes at the beginning of the beat were avoided. Tango -- the music of the seething slums of Arrabal, reigned supreme in the wealthiest centers of the city. The instrumentation had also changed. The piano replaced the guitar, the flute disappeared altogether and the contrabass, a popular instrument among Black musicians, was added to create the classical sexteto formation: 2 bandoneons, 2 violins, contrabass and piano. Although there was an increasing emphasis on perfection and highly polished arrangements, the tango remained true to its rebellious roots: utter disregard for melodious pleasantry, the searing, oc​casionally painful tones of the violin, the narrative power of the bandoneon solo, the almost cool polyphony, continual rhythmic variation, dynamic accents and seemingly illogical progressions.

[...] The evolutionary changes specific to this period are the springboard used by Sexteto Mayor to develop and refine these pieces with new rhythmical surprizes. The contrapuntal arrangement of individual elements is stronger and more dynamic, creating a harmonic and extremely imaginative bridge between harsh, expressive elements and gentle melodies.

	SIERRA MAESTRA
	Dundunbanza !
	1994
	42:35
	Cuba

Alberto 'Virgilio' Valdes [v, maracas]; Jose Antonio Rodriguez [v, g]; Luis Bargaza [v]; Juan de Marcos Gonzalez [tres, v]; Jesus Alemany [tp]; Eduardo Himely [b]; Carlos Gonzalez [bongos, bata drums]; Carlos Puisseauz [guiro]; Alejandro Suarez [claves]. + guests

rec. in London, 1994

	SIERRA MAESTRA
	Rumbero Soy
	2002
	56:04
	label: Riverboat Records / World Music Network (Great Britain) website: www.worldmusic.net
Великолепная кубинская этника, with Marc RIBOT (см.): clean guitar / guitar solos / introduction guitar effects; vocals: Omara Portuondo, Jose Antonio 'Maceo' Rodriguez, Ibrahim Ferrer (см.), Luis Barzaga, Alberto Virgilio Valdes; a.o.

Recorded in the southwest of France, deep in Bordeaux wine country at producer Chris Birkett's home and studio, this innovative new album marks Sierra Maestra's first full band recording for newer members Oslen, Emilio and Niquito. each fresh from the Cuban talent factory. A sweltering hot August fortnight, spectacularly punctuated one night by a lightning storm worthy of Havana itself, was spent shuttling between the studio in the chateau and the band's lodgings across the road. From the outset, the idea was to include some new elements and ambience to the usual Cuban son sound, and to produce an album that would resemble the band's dynamic on-stage performances.
Throughout the two weeks, while the air-conditioning unit struggled to combat the heavy weather, Himely (the band's musical director) and Chris sweated twelve-to-fifteen hour days, or until their ears gave out for the night Some diversion was available to those during the times when they were not recording their own parts: Luis and Niquito took to the bicycles in their own mini Tours de France", Puisseaux jogged short distances and then checked his cardiovascular status, Oslen arranged nonstop on the piano, Maceo practised continually, and six o'clock sundown was marked by a round of Alex's patent mojitos - a traditional Cuban drink made with rum. Supper - an ever-changing menu but heavy on the white rice please, we're Cubans - was outdoors, floodlit by a motion-sensitive security lamp that had to be continually switched back on by the sort of furious arm-waving used by a castaway hailing a passing aeroplane. We all took turns with this, some miraculously having the 'gift' and others having to put a little more effort into it and actually get to their feet Marc Ribot (New York session guitarist to the stars and big-time Cubaphile) joined the throng during the second week, and his three-day visit was just enough time for him to teach Emilio his tricky arrangement of 'Misty' - Cubans still have a great appetite for old American standards.

Final recording, including that of guest vocalists Ibrahim Ferrer and Omara Portuondo and other musicians, was completed in the new EGREM studio in Havana in similarly hot conditions -although the air conditioning had the upper hand in this instance, almost to the point of being a touch chilly.
This album marks twenty-five years in the life of Sierra Maestra - a landmark worthy of celebration. To many, twenty-five years might seem a long time and to the musicians themselves (veterans of a thousand gigs and a catalogue of recordings) it surely must And, when their videos and album sleeves of the late 1970s and early 1980s reveal the stupendous selection of flares, heels and Afro hair structures of those times, we are all reminded that nothing distances us from our early years so greatly as long-lost fashions.
On the other hand, when you consider other Cuban groups who are still going strong - many of the great son septets and nonets that originally inspired Sierra Maestra (some established back in the 1920s and 1930s heyday), the seminal figures from Cuba's nueva trova period in the 1970s and the figures who have recently reached global fame in their 80s and 90s - it does not seem quite so glib to look ahead to the next quarter-century.
Sierra Maestra have played an astonishing variety of countries over the years and, mainly due to geopolitics, some of these have been off the usual touring tracks. A peculiarity of Cuba was that from the 1960s to the late 1980s all touring was organised for Cuban groups by the state agencies. So visits to Russia, Eastern Europe and Moscow-friendly African states were just as frequent as those to western Europe or Japan. The USA, of course, was out of the question (except on cultural exchanges) whereas Canada was always a welcoming contrast and air-junction. The compendium of strange and wonderful stories resulting from all this travel, always related in typically hilarious Cuban style, would make for a terrific book.
Wherever they have played in the world Sierra Maestra have benefited most from two things in particular: the immense legacy of the rich and elegant tradition of son, the music style that dominated Cuba in the first quarter of the twentieth century and which they themselves first revived for a new generation; and their happy marriage of the vigorous Cuban character to an unfailing ability to rouse and entertain an audience.
For twenty-five years they have refreshed and revitalised son music... and for that they remain unequalled.

	Mersedes SOSA
	Escondido en mi pais
	1996
	54:28
	Темпераментная, чисто фолковая певица.

	Mersedes SOSA
	Al Despertar
	1998
	58:39
	

	Yma SUMAC
	Mambo!
	
	30:39
	Mambo! (edition 1996)

Produced for reissue on the right stuff by Tom Cartwright. Mastering: David McEowen.

1. BO MAMBO  3:17

2. TAKI RARI  1:47

3. GOPHER  2:14 

4. CHICKEN TALK  3:03

5. GOOMBA BOOMBA  4:12

6. MALAMBO #1   2:53 

7. FIVE BOTTLES MAMBO  2:49

8. INDIAN CARNIVAL  2:04

9. CHA CHA GITANO  3:48

10. JUNGLA  2:25 

11. CARNAVALITO BOLIVIANO  2:05

MAMBO! – as full of color and as exotic as it is – becomes infinitely more colorful and exotic when interpreted by the voice of Yma Sumac.

The incredible talent of this young woman is internationally renowned. From festivals in her native village of Ichochan, high in the Peruvian Andes, to con​cert stages in the world's most cosmopolitan centers, audiences have acclaimed her voice as it soars and plunges dramatically through its fabulous range.

In this album of mambos the stirring voice of Yma Sumac creates melodic patterns as colorful and varied as the selections she sings – selections written for her by the talented South American composer Moises Vivanco, and Billy May, who arranged and conducted the brilliant orchestral settings.

The mambo's excitement emerges from the amazingly infectious character of its beat – a rhythm so full of fascination that it has even been known to lure large groups of people from their daily responsi​bilities. And if the mambo beat alone is an exot​ic community hazard, there's no telling what, its effect will be when heard as recorded here by Yma Sumac. 

	Yma SUMAC
	The Ultimate Collection
	
	57:24
	"The Ultimate Collection" 

contains the previously unreleased songs
1. Taita Inty (Virgin Of The Sun God) (1) (3:05)

(M.Vivanco)
2. Najala's Lament (2) (3:15)

(Harburg, Fain; Adapt. M. Vivanco)
3. Ataypura (High Andes) (1) (3:00)

(M.Vivanco)
4. Kuyaway (Inca Love Song) (4) (2:43)

(M. Vivanco)
5.Tumpa (Earthquake) (1) (3:17)

(M Vivanco)
6. Chuncho (The Forest Creatures) (5) (3:37)

(M.Vivanco)
7. Monos (Monkeys) (1) (2:38)

(M. Vivanco)
8. Suray Surita (4) (3:16)

(M. Vivanco)
9. Wanka (The Seven Winds) (6) (3:02)

(M. Vivanco)
10. Negrito Filomino* (2:12)

(Unknown)
11. Huayno* (2:49)

(M. Vivanco)

12. Inca Waltz* (3:08)

(M. Vivanco)

13. Babalu (2:47)

(M. Lecuona; Arranged by M. Vivanco)

14. Wimoweh (2:39

(Arranged by P. Campbell)

15. Xtabay (Lure Of The Unknown Love) (1) (3:17)

(L. Baxter, J. Rose)

16. La Molina (7) (3:23)

(F. Ballesteros)

17. Llora Corazon (7) (2:58)

(Traditional; Arranged by M. Vivanco)

18. La Pampa Y La Puna (7) (3:07)

(R. Stubbs, C. Vaiderrama)

19. Virgenes Del Sol (7) (2:49)

(J. Bravo De Rueda)

* previously unreleased

From the original albums:

1) Voice of the Xtabay; 2) Flahooley; 4) Legend of the Sun Virgin (#4,8); 5) Inca Taqui; 6) Legend of the Jivaro; 7) Fuego del Ande.


	Yma SUMAC
	Amor Indio
	1994
	48:26
	label: Saludos Amigos / Sarabandas

	Yma SUMAC
	Legend of the Sun Virgin
	1996
	34:53
	label: The Right Stuff (EMI, USA)

Music by Maises Vivanaa

Этот альбом скорее меланхоличный по настроению, не такой экзальтированно-искрящийся и экзотичный, как остальные три.

	TAJ MAHAL and The HULA BLUES BAND
	 “Sacred Island”
	1998
	45:22
	label: Private (a unit of The Windham Hill Group) (New York). You can listen to song samples and get new release information at www.windham.com 

Taj Mahal [vocals, national dobro guitar, harmonica]; Pancho Graham [acoustic bass]; Kester Smith [drums, cowbell]; Pat Cockett [liliu ukulele]; Michael Barretto [baritone ukulele]; Wayne Jacintho [tenor ukulele]; Carlos Andrade [tenor ukulele, slack-key guitar, v]; Fred Lunt [Hawaiian steel guitar]; Rudy Costa [alto sax, kalimba, curved soprano, pan pipe, Three Star clarinet, C-melody sax, zither, flute]. Recorded at Hawaii, mixed in San Francisco.

www.taj-mo-roots.com    email: taj@hawaiian.net 

1. The Calypsonians

2. Coconut Man

3. Sacred Island (Moku La’a)

4. Betty and Dupree

5. The New Hula Blues

6. No Na Mamo

7. Mailbox Blues

8. Kanikapila

This "Hula Blues Project" is the beginning of a lifelong wish to learn the music of and interface (record, perform, rehearse and socially hang out -- not necessarily in that order) with Hawaiian music and musicians. Having lived in Hawaii on the island of Kauai for twelve years, I was fortunate to experience and enjoy the tranquil ease, at which these musicians go about theirl daily life and play music.

Hawaii has possibly the greatest density of musicians per square mile with the exception of perhaps the Caribbean islands of Jamaica and Trinidad/Tobago and it's just wonderful!

As a small child and as an adult, music was and is my top of the list favorite. When I heard the sound of Hawaiian music, I immediately wanted to see why I felt this music so deeply in my spirit.

Well, all that's past and here we are in 1998 with the "Hula Blues."

The musicians who appear with me are veterans from the International Messengers Band (Kester Smith and Rudy Costa). Pat Cockett, Pancho Graham, Carlos Andrade and Fred Lunt have their own group, "Napali." Wayne Jacintho and Michael Barretto have also been a part of for​mal and informal groups over the years. Together, we all have played at each other's houses, recorded, toured and in general, enjoyed each others company whenever possible. It's always been easy to come up with any excuse to cook, eat, tune up and play. I will not take up your time with when and where but just know that I love these men like my brothers, and that each musician brings unique and spe​cial gifts to this musical banquet. This CD or tape or maybe even vinyl, is a tribute to our long standing relationship throughout the trials and tribulations of very real lives. The songs here are showcasin’[ what can happen when like-minded people from different backgrounds (we have Afro-Caribbean, Afro-American, Pacific Islander, Portuguese and other European ancestries) create a cultural blend full of joy, love and harmony. At its very core, it is the exciting universal language of music. Some songs are new and written with the group in mind and others are songs you've heard in the southern blues style. These are the words, now listen and if you will, please enjoy the music. Peace and Good Vibes.

TAJ MAHAL

	TEX MEX
	Tex-Mex Fiesta
	1994
	64:33
	Texas / Northern Mexico

label: Arhoolie Records (California) / Ace Records (UK)

INTRODUCTION:

Arhoolie Records is a true champion of the bewildering array of downhome musics of the American people – especially blues, Cajun, zydeco, Tejano/Norteno/Mexican, country, and jazz. Arhoolie was formed by the Californian-based Chris Strachwitz in 1960. Thanks to Strachwitz's commitment, artists such as Lightnin' Hopkins, Clifton Chenier, Fred McDowell and Flaco Jimenez have earned lasting recognition amongst an international audience. In the months ahead our Ace series of Arhoolie recordings, prepared in conjunction with Chris Strachwitz, will feature the major artists and musical styles that have made Arhoolie famous. We start with "Tex-Mex Fiesta".

When World War II ended there had been hardly any recording since 1943, and in the interval the major companies had lost touch with the working class music that had been a significant part of their catalogues in pre-war days. Blues and Cajun music accordingly became the domain of small, hungry, independent operators, ready to record almost anything in the hope that it would sell; and the same thing happened with the music enjoyed by Tejanos (Mexicans domiciled in Texas) and tlie Nortenos of northern Mexico.

Among the most successful of the Texan record companies was Ideal, started in 1946 by Armando Marroquinn with recordings by Carmen y Laura, respectively his wife and her sister, who were representatives of the great duet vocal tradition. He also recorded the first and greatest female star of Tejano music, Lydia Mendoza as well as Narciso Martinez. As the operation expanded and produced many hits, Marroquin and his partner, Paco Betancourt, found the talent of South Texas beating a path to their door. Many years later, in 1990, Arhoolie's Chris Strachwitz, who'd been fascinated by the music for many years, purchased Ideal from its then owner, John Phillips. As Chris remembers: "I felt Mexican music had that country sound, that haunting sound. They did something with the accordion that no Lawrence Welk ever attempted. It was a totally different sound from what Europeans evolved the accordion into; it has such lilting rhythms, and it had that south-west feel all over it. And then that two voice singing – I just find it hauntingly appealing."

Among the artists recorded by Arhoolie was Flaco Jimenez, the biggest Tejano name among Angles, thanks to Ry Cooder, and to Peter Rowan and Los Lobos, whose, version of ''Ay Te Dejo En San Antonio" has featured in two movies. [The song was composed by Flaco's father, Santiago Jimenez, and Los Lobos learned it from the Senior Jimenez version on Arhoolie.] He's never been quite so big among his own people. Strachwitz notes that "Flaco's music was always very local, and I think the reason for it is that he didn't have the right duetto, the right second voice, and that's the key to all conjuntos."

It's all relative though; if Flaco's not the best, think how good the best must be!

This CD samples some of the best conjuntos recorded by Arhoolie and some of Ideal's greatest stars, among them early artists like saxophonists Beto Villa and Isidro Lopez ('El Indio') making the transition from orquesta tipica to conjunto, and killer duettists Los Pavos Reales (The Peacocks). Freddy Fender translates the blues into Spanish, and shows why his stardom in both Mexican and Country music couldn't be thwarted, even by three years in the pen for possession of a couple of joints. Steve Jordan, still a star today, is here stunningly partnered by his then wife, Virginia. The music blends the sounds of Mexico with the influence of other Texans: Anglo-and-Afro-Americans, and those of German, Italian and Czech descent. (The accordion, trademark of conjunto, came from the Germans in the nineteenth century.) Latin-America, Cuba, big band swing, country and western ('ranchera' means a cowboy song), K&B – all these and more are in the mix, along with the dances of the New World and the Old – guarachas and polkas, redovas and a very South American cumbia from the great innovator Valerio Longoria. There are few musics better suited to having a good time; few, too are better at the expression of deep emotion, as on Los Pinguinos del Norte's corrido of homesickness, 'El Desesperado'. That way, the bad times become the good times; pour another tequila, and prepare to experience one of the world's great blue collar sounds.

CHRIS SMITH 1994

Quotes from Chris Strachwitz interview by John Broven, April 1994

	The TANGO  KINGS
	
	1995
	59:56
	label: Big World Music (New York)

Compositions by Astor Piazzolla, Django Reihardt, Egberto Gismonti, Pat Metheny, Iiro Rantala.

Produced by Gil Goldstein and Neil Weiss.

Iiro Rantala [p]; Gil Goldstein [accordion]; Mark Feldman (см. тж. с John Zorn в 'Alternative' section) [vln]; Toninho Horta [g, v (#12)]; Adam Rogers [g]; Mike Richmond [b]; + Charley Drayton [snare]; Romero Lubambo [g]; Bireli Lagrene [g]; Jodok (an African grey parrot) [v (#4)].

Iiro's musical background combines classical, jazz and tango influences. Raised in Finland, he was exposed to the strong tango culture in that country; different, yet strong​ly inspired by Argentinian tango. The rest of us have brought our individual experiences together to contribute to the overall sound and feeling of The Tango Kings. We all share a mutual love for tango, and in particular, for the great master of the bandoneon and com​poser, Astor Piazzolla.

One particular guest on this recording requires special mention. He is an African grey parrot, named Jodok, and is the prize possession of two friends, Garance and Wadoo Werthmuller. I was amazed when I first observed his reactions to my music. When particular pieces are played in his presence, he responds by improvising melodies and rhythms of his own invention. He doesn't merely imitate, but literally responds to phrases and rhythms he hears with subtly modulated pitches and carefully placed rhythms. In the tradition of antiphonal call and response music, he has a remarkable musical instinct an sensitivity to continue and finish a melodic phrase, and the ability to know when to respond and when to leave space. Aware of his unique talent, I decided to try to add him to our version of Egberto Gismonti's composition, 'Loro' (#4), which is Portugese for parrot. Bob Ward, an engineer who had the sensitivity and technical know-how to accomplish this, agreed to bring his recording equipment to Jodok's home. Jodok's performance included whistling, percus​sive clicking sounds, speaking, and other sounds that are indescribable. Nothing in his performance was sampled, placed rhythmically in a different place, or tuned differently from the way that Jodok actually performed it.

My particular thanks goes to Neil Weiss for contributing every ounce of his energy to record this project, for encouraging the highest level from everyone involved and for always keeping his eye on the music.

-- Gil Goldstein

	Barbarito TORRES
	Havana Cafe
	1999
	63:30
	label: Havana Caliente / Atlantic

Barbarito Torres -- Laud, acoustic guitar 

Victor Villa -- Lead vocal, contrabass, background vocals
Conchita Torres -- Lead vocal, background vocals 

Nilso Arias -- Lead vocal, guitar, background vocals 

Onelio Arias -- Tres 

Pedro Vargas Oliva -- Timbales, tumbadora, bongo, guiro, maracas, clave, cajon, tumba
Sonia Perez Cassola -- Background vocals

This recording consists of a well-thought-out selection of songs from the repertoire of Barbarito Torres, the premier laud player of Cuba and beyond. Barbarito has been an invited guest on albums by the Buena Vista Social Club, Afro-Cuban All Stars, Compay Segundo and Ibrahim Ferrer to name a few. Of these songs some are Cuban traditional, some are standards, some are favorites. Some are played with a profound respect to tradition, while others simply for the joy they inspire. All are performed with genuine Cuban musicianship and undeniable spirit.

Barbarito plays with a freedom, an ease, and an understanding that requires a lifetime to master. His ability to play in the song and not over it is a quality often lost in virtuosity. It is this masterfulness that has gained him respect from his peers.

Barbarito's piquete de amigos y familia (his sister and wife sing on the album) are joined by some close friends, including the likes of 82 year-old sonero Pio Leyva and 73 year-old crooner Ibrahim Ferrer [см.]  (Barbarito rediscovered him in Maloja). The great Guajiro Mirabal’s trumpet tell stories here with few words spoken. Singer Omara Portuondo [см.] puts her signature on one of the standards. La "Flauta de Cuba''' Richard Egues is featured here, as is tumbador extraordinaire Panga. Frank Emilio Flynn’s playful piano also dances on a couple of numbers.

	Francisco  ULLOA
	!Merengue!
	1985
	53:33
	Francisco  ULLOA – см. тж. с: Juan Luis GUERRA

label: Globe Style Records.

Dominican Republic (Accordion, voc., etc.)

	Francisco  ULLOA
	!Ultramerengue!
	1992
	53:44
	A typical merengue band from the country districts will consist, ‘guayo’ (a metal scaper named after a kitchen implement used for grating yucca) and ‘tambora’. The tambora is small double-headed drum which is slung on the player’s shoulder. One head is beaten with a stick while the other is muted with the hand to produce a wide range of pitch and timbre. In earlier years a bass lamellophone (thumb-piano) of African origin called ‘marimba’ or ‘marimbula’ was commonly used, but its presence now is less usual and the bass guitar has generally taken its place. It is the interplay of guayo and tambora that provides much of the unique drive of merengue, not to mention the sense of danger. Much larger orchestras which augmented this basic unit with piano, brass and three or four voice ‘coro’ developed in the large towns during the forties, and it was this highly arranged urban sound that was responsible for the merengue boom at the end of the fifties and is currently enjoying massive popularity among the Latin population of the United States. Francisco Ulloa’s conjunto falls somewhere between these two extremes, frequently using a saxophone, occasionally adding trombone and always striking a balance between ‘informal’ and arranged sections without lapsing into either incoherence or overly sophisticated polish.

    Dominican merengue is essentially a couple dance in 2/4 time which has replaced earlier line dances of European origin such as ‘danza’, ‘contradanca’ and ‘mangalia’, although it has been claimed that the latter may still be met with in remote districts. It shares its name and probably some of its history with the far more relaxed merengue of neighbouring Haiti, but is related to that of Colombia and Venezuela in name only. The merengue of these mainland countries, a 6/8 rhythm making great use of the hemiola, evidently has different roots and development from that found in Santo Domingo. It is intriguing that the Colombian rhythm most closely related to the Dominican merengue is known as the ‘tambora’. The musical content of merengue is highly idiosyncratic: frantic arpeggios from accordion and saxophone (probably developed from a guitar style, as the accordion replaced the guitar in the late nineteenth century), ostinato bass patterns noteworthy for their relative freedom in terms of Latin music and their strong inflection in triple time — both aspects possibly a result of the bass guitar’s role as a substitute for the marimbula — and the indispensable throb of the tambora, whether playing the straightforward merengue abierto or the more driving ‘merengue a pambichao’. The use of these patterns as a structural device can be clearly heard in most of the songs on this records. The form of the “ideal” present-day merengue is tripartite. The introductory ‘paseo’ (promenade) is followed by a set of coplas, four-line verses, while the piece is completed by a section of call-and-responce between solo singer and chorus known as ‘estribillos’. It is interesting that this technique of African descent is described by a term derived from Spanish Renaissance church music, where the estribillo was an imitative polyphonic section which enclosed one or more homophonic solo sections, the ‘coplas’. As with most ideals, naturally, this form is rarely, if ever, actually met.

    But let us not concentrate on form at the expense of function. This CD, with its songs ranging in subject from stolen kisses to what is virtually an obituary via the unlikely story of Lucas and Radhames, contains some of the hottest dance music around performed by one of the hottest bands to play it. Merengue is a product of over four and a half centuries, three continents and innumerable people. Use it. — Kim Burton.

	UP, BUSTLE AND OUT
	UP, BUSTLE AND OUT & Richard EGÜES:

"Master Sessions 1 / 2"
	
	55:03 59:32
	label: Ninja Tune   www.ninjatune.net 

Up, Bustle and Out presents Rebel Radio with Richard EGÜES – Cuba's Number 1 Flautist: Master Sessions 1, Calle 23, Havana.

rebel.radio@cableinet.co.uk 

"Master Sessions 2" – MULTIMEDIA CD

Up, Bustle and Out - одна из лучших групп с одного из самых популяр​ных здесь лейблов. Не секрет, что в по​следнее время английское трио Up, Bustle and Out окончательно помешалось на Кубе: сидит там и активно пишет тамошнюю ау​тентичную музыку при участии местных аутентичных вокали​стов, а также аутентичного чудо-флейтиста Ричарда Эгуеса. Ку​бизм Up, Bustle and Out делается следующим образом: бристольский трип-хоповый саунд обвола​кивает латинские ритмы, обвола​кивает их, значит... ещё обволакивает... так вот обволакивает... тут, значит, у нас народ поёт, а вот здесь уже гипнотические бараба​ны пошли. Даже самые огневые румбы звучат, будто под покровом ночи. Но в результате получается хорошая тонкая музыка - где-то на диво натуральная, где-то впол​не колонизаторская. Странная, но отлично звучащая смесь анг​лийской электроники и кубин​ской ритмической душевности достигает высочайшей точки в очаровательной, посвященной Грэму Грину вещице «Sane Men Surround». Вещица бравирует чу​десной губной гармоникой - в лучших традициях старого The Orb и последнего Dub Syndicate.

--- Афиша

	UP, BUSTLE AND OUT
	Light 'Em Up, Blow 'Em Out
	1997
	75:13
	label: Ninja Tune

	UP, BUSTLE AND OUT
	One Colour Just Reflects Another
	
	78:08
	label: Ninja Tune

	UP, BUSTLE AND OUT
	Urban Evacuation
	2003
	50:36
	latina-dub project

label: Unique Records

	V.A. CubaniSimo
	
	1998
	71:06
	label: [pi’ra:nha] e-mail: records@piranha.de internet: www.piranha.de 

rec. 1997

“Dictators, imperialists, revolutions, embargos, capitalism, socialism, death, no one, no one can stop this music.” --- Enrique Fernandez

The history of Cuban music is ample and diverse. The diversity almost forces you to become a scholar in the various styles. This indeed is quite a challenging task to accomplish considering the subtlety amongst the different rhythms and patterns you will find within the manifold expressions of individual interpretation. If we were to write about literature we might develop a propensity towards the interpretation of these elaborate texts marked by a structure and content which are rigidly adhered to. As far as music is con​cerned, Cuban music in particular, we will feel this same interpretative zest, but of a higher, musical identity. This musical trait became increasingly manifest on the national and international scene ever since the Son began its down-hill descent at the end of the 19th century eventually settling in Santiago de Cuba.

Inaudi Paisan, musical director of the «Estudiantina Invasora», assures us that the Son has its birth with the tres, a guitar with three double strings producing a very special sound, almost metallic-like, typical of the string setting used. The tres eventually comes down the hill of Baracoa in 1890 heading for the City of Guantanamo brought along by Nene Manfugas, the great composer and master of the tres. A few years later that instrument makes its entry into San​tiago de Cuba where it is embraced by the bards of that metropolis generally known as trou​badours. Manfugas leaves for the countryside at Malte mingling the sound of the tres with that of the troubadours’ guitars, thus giving birth to the sound known today as the sound par excellence, i.e. the Son.

The bands represented here constitute a caesura between the more traditional style, such as the SON interpreted by one of the most veteran orchestras of the island, LA ESTUDIANTINA INVASORA, established in 1927, or such as the folkloric sound of the RUMBA with respect to its three variations, theYambu, the Guaguanco and the Columbia, represented by the Guaguanco Matancero band, better known by its later name of LOS MUNEQUITOS DE MATANZAS, founded in 1952. This is one of the most prestigious bands in and out of Cuba.

Anchored in the tradition, yet with a strong leaning towards the progressive, young and experi​mental Cuban music, is the Havana-based group called BAMBOLEO where we may appreciate the works of Leonel Limonta in the band’s charismatic singers and interpreters. Along with the arrangements of its musical direc​tor Lazaro Valdez they form the innovating themes of what we may call the Bamboleo sound of SON-FUSION.

The members of the VOCAL SAMPLING band certainly do not lack in originality about the way they interpret a genre until now sparsely cultivated in the history of Cuban music. Those six virtuoso youngsters, graduates first from the Amadeo Roldan Conservatory and later on from the University of Havana, have created the basis for a new musical style hitherto not cherished in Cuba: the SON-A-CAPELLA (SalsAcapella).

CANDIDO FABRE, the «sonero» (impromptu Son interpreter) from the Oriente (region in eastern Cuba) claims that on one hand he is the very unique interpreter (of that sound) and on the other hand he has the key for it. Such powerful claims go well hand in hand with this great popular artist. His way of performing the role of sonero is humble while at the same time it emanate greatness through the themes developed in his songs. Some have even got to the point of comparing him to the legendary Beny More. The SON interpreted by Candido Fabre is a kind of music different from the traditional Son. This way of playing was mistakenly termed Charanga, even though in the actual musical scene a beat called charanga doesn’t exist. There is, however, an ensemble called Charanga, hence the potential confusion. Charanga is an instrumental grouping that interprets the Son, the Cha Cha Cha, the Danzonetes, and so forth. In the instrumental repertoire you will find the actual instruments played by the French Charangas (military brass band), such as the violin, the viola, the contrabass, the piano, the flute, and the percussion, along with some modern, contemporary ones, from which the modern Charanga takes its name giving it a more modern-day sound.

The opening and the closing session of the Heimatklange 97 «CubaniSimo» festival was conducted by two bands whose musical directors were members of the Sierra Maestra band, Jesus Alemany and his band project CUBANISMO, as well as Juan de Marcos Gonzalez and his AFRO-CUBAN ALL STARS. Cubanismo and Afro-Cuban All Stars are not just musical projects as such. They give contour to the Cuban sense of cultural identification as manifested in their music which aims at the recovery of some roots almost lost. This new movement may be considered the beginning of a new Cuban musical revolution, a new Cuban musical wave.

Jesus Alemany invited Federico Aristides Soto to participate in this project. Soto is a great Cuban percussionist who wrote history in the development of the percussion in Cuba. This rumbero (Rumba interpreter) is better known in the world by his pen-name Tata Guines.

«The first guitar I had in my life was a gift from Compay Segundo (famous Cuban musician) because we were door-to-door neighbors and he just gave it to me.» This little episode would change the life of a young kid with the name of Juan de Marcos Gonzales who today is the musical director and co-founder of another great Cuban musical project triggered by the strong desire to recover the «great» music of Cuba («la musica ‘grande’»). He has put together all the big names of the different styles and epochs which came to be one of the finest assemblies of young and old masters, all driven to give evidence of the superior quality of their art: The Afro Cuban All Stars.

So go ahead, appreciate and admire this (musical) masterpiece conceived for anyone anxious to stay close to the dance-floor and keep in mind that this message goes from the head to the hips and from there to the feet. This is music for dancing, the party has started, let’s enjoy it!

	Chavela VARGAS
	Chavela Vargas
	1996
	55:44
	label: Warner Music Mexico 1994 / Tropical Music 1996.    Rec. 1993-4

Preis Der Deutschen Schallplatten Kritik – JAHRESPREIS 1997 (Диск Года по оценкам немецких критиков)

Дисков под названием Chavela Vargas выходило по меньшей мере три. Вот я и подчеркиваю: речь идет о релизе 1996 года, вышедшем на студии Tropicale. Потому что его открывает потрясающая La Llorona. Под звуки этой песни хочется выйти в соседнюю комнату и застрелиться. Именно выйти - чтобы громким хлопком не испортить совершенное творение. Именно в соседнюю комнату - чтобы до конца не отпускать от себя этот негромкий романс, исполненный чудовищной красоты и боли. И все-таки лучше задержаться - хотя бы для того, чтобы дослушать весь диск. Дальше будут вещи полегче и попроще. Стиль - латина, конкретнее - ранчерос, Мексика. Голос и гитара. Амор и корасон. Эстрелла и ла Луна. Вроде ничего особенного. Только вдруг ловишь себя на том, что самозабвенно, на полном серьезе голосишь в унисон с певицей. Что еще сказать об исполнительском масштабе?.. Цезария Евора против Чавелы Варгас - все равно, что Анжелика Варум против Людмилы Зыкиной. Варгас подает себя не просто как певицу, но как драматическую - точнее трагическую - актрису. Порой она скрежещет как Марианна Фэйтфул. Иногда декламирует как Александр Вертинский. Изредка прорывается в непостижимые пространства Диаманды Галас. Как и Марианна Фэйтфул, Чавела Варгас лечилась от алкоголизма Как Александр Вертинский прошла через эмиграцию. Как и Диаманда Галас, она - лесбиянка. 
Обозреваемый диск записан певицей в 76-летнем возрасте. Голос ее не назовешь старческим, но годы наложили свой отпечаток; Варгас едва ли может потягаться с такими феноменально сохранившимися вокалистами как Ибрагим Феррер (Buena Vista Social Club) или Николае Неяску(Taraf de Haidouks). Но штука в том, что свежесть звучания Чавеле Варгас совершенно не нужна и даже противопоказана. Ее артистическая харизма - это патина времени, это трещины и сколы, это старые раны и тяжкий груз пережитого. Хоть и не располагаю материалом для сравнения, совершенно уверен, что в 30 лет певица Варгас была куда менее интересна, чем в 76. Размышляя подобным образом, я наткнулся в Сети на любопытную статью, в которой нашел подтверждение своим догадкам. Привожу ее полностью в собственном посильном переводе. Я имел дело с английским текстом, однако подозреваю, что оригинал был написан по-испански. Но и при двойном переводе не может укрыться очевидная истина: жизнь Чавелы Варгас трудно назвать обыкновенной. Не мыльные сериалы напоминает она и даже не фильмы Педро Альмодовара, который принял деятельное участие в судьбе артистки. Жизнь "мексиканской Билли Холлидэй" кажется романом, который - представим себе немыслимую ситуацию - изготовили в соавторстве Чарлз Буковски и Марио Варгас Льоса.
-- А. Носков
ЧАВЕЛА РАСШИФРОВЫВАЕТСЯ 
На 82-м году жизни легендарная мексиканская певица Чавела Варгас, кумир нескольких поколений лесбиянок Латинской Америки окончательно раскрыла свой секрет Полишинеля. То, о чем и так знали весь Мехико и весь Юг, теперь объявлено официально: Чавела - "розовая". Новостью, собственно, является лишь то, что певица гордится своей ориентацией. 
Чавела, недавно получившая высшую испанскую награду - Большой Католический Крест Изабеллы сказала в интервью газете "Эль Паис": "Мне приходилось бороться за право быть собой, за уважение к себе. Я горжусь тем, что ношу это клеймо и меня называют лесбиянкой. Я этим не похваляюсь, не выставляю напоказ, но я не отрицаю этого. Я противостояла обществу и церкви, которые наложили проклятие на гомосексуальность. Это абсурд. Как можно судить человека за то, что он родился таким? Я ведь не посещала школы для лесбиянок. Меня вообще никто не учил этому. Я такая с рождения, с того момента, как мои глаза увидели свет. Я никогда не спала с мужчиной. Никогда. Это чистая правда; мне нечего стыдиться. Я создана такой" 
Своенравная дочь коста-риканского фермера, Чавела сбежала в Мехико в 14 лет. Там она стала уличной певицей, крутила любовь с Фридой Кало[легендарная персона; художница, подруга Диего Риверы и Льва Троцкого - А.Н.], приобрела известность в 50-х. Жизнь на всю катушку, пьянство и распуство… Чавела теперь и сама не упомнит сколько раз, скатываясь на самое дно она возвращалась на поверхность. 
"В пятницу я покупала новое авто, а в понедельник у меня уже не было ни копья; я напивалась и отправлялась петь на улицу, опаздывая на собственное шоу. Пила в основном текилу. Я всё пропивала, потому что ничего другого мне не оставалось" - говорит Чавела, вспоминая свою жизнь в Мехико, увенчавшуюся пятнадцатилетним запоем. В эту пору она редко выступала. 
Несколько лет назад испанский кинорежисер Педро Альмодовар вычислил ее в каком-то неприглядном баре, в пригороде Мехико-сити. Он помог ей начать новую жизнь, убедил вернуться на сцену. В апреле нынешнего года Чавела, которая теперь живет в Испании и совершенно не пьет дала триумфальный концерт в Мехико перед двадцатью тысячами зрителей на главной городской площади, Плаза Сокало. 
Чавела до сих пор питает слабость к пистолетам. При этом настаивает, что история о том, будто она похитила женщину, угрожая ей оружием - чистый вымысел. Еще говорят, что она слегка прихрамывает потому, что однажды выпрыгнула из окна, разочарованная предательством подруги. 
А вот этого Чавела не отрицает. 
-- Хуан Перес Кабрал 11.12.2000

	Nana  VASCONCELOS
	Saudades
	1980
	44:18
	Down Beat 48th Annual Critics Poll: Percussion Of The Year (2000)
Nana VASCONCELOS - см. тж. с: Egberto Gismonti, Pat Metheny, Jan Garbarek, Don Cherry, John Zorn, Woody Shaw, в трио Codona (см. C. Walcott), Vinicius CANTUÁRIA, Laurie  ANDERSON, Cyro  BAPTISTA;

jazz-latina

label: ECM

Nana Vasconcelos [berimbau, perc,  voice,  gongs], Egberto Gismonti (см.) [g], members  of  Radio  Symphony Orchestra Stuttgart, conducted by Mladen Gutesha.

	Caetano VELOSO
	Estrangeiro
	1989
	39:15
	label: Universal Music do Brasil

Caetano Veloso [voz, violao]; Bill Frisell (см.) [guitarra]; Marc Ribot (см.) [guitarra]; Arto Lindsay (см.) [guitarra e fala]; Tony Lewis [bateria]; Nana Vasconcelos [percussao e voz]; Peter Sherer [teclados]; Tevinho Fialho [baixo]; Carlinhos Brown [percussao]; Toni Costa [violao (#10)].

	Caetano VELOSO
	Circulado
	1991
	40:04
	label: PolyGram (Brazil)

with: Marc Ribot (см.) [g]; Arto Lindsay (см.) [g]; Riyuichi Sakamoto (см.) [k, samples]; Melvin Gibbs [ac b]; Tony Lewis [d]; Nana Vasconcelos [perc]; Gilberto Gil [violao convidado]; Oswaldinho [accordion]; a.o.

	Caetano VELOSO
	Livro
	1997
	54:14
	label: Nonesuch (USA)

http://www.caetanoveloso.com.br 

C.V. with musicians (супер-известные музыканты на этом диске не участвуют)

...American influence on Brazilian culture did not begin with rock 'n' roll. The older generation of my family and its circle of friends had been raised with Francophile literary tastes. But American movies and pop music - a strong presence in Brazilian life since the twenties - began to dominate the scene in the forties. And if American pop music always ran into stiff competition from the Cuban rumba, the Argentine tango, the Portuguese fado, as well as, above all, Brazilian music itself, which was never beaten in the national market by any import, Hollywood films met with almost no national resistance, and fearlessly coexisted with European and Mexican productions. I was learning some English at school and its only practical use was that it enabled us to sing bits of American songs. We all knew that, throughout the world, Frank Sinatra had been - and still was - the undisputed star, and Nat King Cole even seemed, for a while, a bigger star than Sinatra himself. Besides, next to the successful artists who produced (sometimes extraordinarily well conceived) music typical of various regions of Brazil (people like, for instance, Luiz Gonzaga, Jackson do Pandeiro, and Pedro Raimundo), there was also room for someone like Bob Nelson who, dressed like a cowboy and displaying his great talent for yodeling (which came to be known as "tir'o leite" ("milk 'em"), an ingenious adaptation that reproduced the sound effect while at the same time alluding to the typically rural activity of milking cows), sang Portuguese versions of songs from the American West, or locally composed imitations. Santo Amaro was no exception in a world where the American cowboy was a kind of uncon-tested mythic hero. But we were especially entranced by the great MGM musicals. We would return home after the movies imitating dances of Gene Kelly and Cyd Charisse. So when Elvis Presley's fans appeared, they seemed to be simply the representatives of a move towards modernization, part of our process of keeping up with American mass culture. But they were definitely not recruited initially among those who shared with me the same interests or judgment.

It may seem that the great Hollywood studios had plenty of reasons not to fear European competition for the film distribution market in Brazil, but to my friends and me, this undisputed market logic was not obvious. I do remember a curious joke very much in vogue in Santo Amaro towards the end of the forties, calling the interlocutor's attention to a (non-existent) bit of lint on his lapel, thus forcing him to twist his face somewhat uncomfortably in the direction of his shoulder, bringing his chin close to the shoulder blade while lowering his upper eyelids. At that point, the person who had initiated the joke would suddenly change his tone of voice and say, as if he had caught the interlocutor in the act of trying to imitate a seductive gesture of Rita Hayworth's "Look like Gilda..." If this were a man, naturally the comic effect would increase. And Minha Daia, whom we at home called Bette Davis, could be heard repeating to herself sometimes, as if she were thinking out loud: "There never was a woman like Gilda." It would have been incredible to have known then, as I know now, that, as Marilyn Monroe was growing into a mythical figure, hardly any Americans even knew who Francoise Arnou or Martine Carol were. It was similarly unimaginable to us that anyone, anywhere in the world, would not know them.

French and Italian films were regularly exhibited in Santo Amaro. So were Mexican films. And if, in spite of Maria Felix's extraordinary beauty, we could infer a certain inferiority in the Olympus of Pelmex - Peliculas Mexicanas, the major Mexican studio - we did not, nor imagined that anyone would, see any difference in quality or importance between American and European stars. Early in our adolescence, what attracted us to French cinema was the exposure of erotic intimacy: a woman's breast, a couple lying on the same iron bed, the indubitable indication that the characters had a sex life, the things that could not be seen in an American film were offered in French films quite naturally. And we were lucky not to have, at that time, any kind of age restriction, since there wasn't as yet any government office with jurisdiction over minors in Santo Amaro. But as we grew older, what increasingly interested us was Italian cinema because of its "seriousness": neo-realism and its offshoots were offered to us commercially and we reacted to those films with emotion as we recognized the outlines of daily reality in the gigantic, brilliant images of the screen. One of the most remarkable events in my personal development was seeing Fellini's La strada one Sunday morning at the Cine Subae (there were morning shows on Sundays, and this was the best theater in town - the only one that ever had cinemascope - of the three in Santo Amaro). I wept for the rest of the day and I couldn't eat anything for lunch - and from then on we called Minha Daia Giulietta Massina. Mr. Agnelo Rato Grosso, a stocky, illiterate mulatto who was a butcher and played trombone in the Lira dos Artistas (one of the two music bands in the city - the other was called Filhos de Apolo), was caught by surprise when Chico Motta, Dasinho and I found him weeping as we left the movie theater after seeing / vitelloni, also by Fellini. Somewhat embarrassed, he offered this as an excuse, as he wiped his nose on his shirt collar: "That movie is our life!" I remember Nicinha, my oldest sister, commenting that when the actors in American films spoke near a table where a meal was served, the cut would always occur before they were seen putting anything in their mouths and chewing, whereas in Italian films people ate - and sometimes even talked with their mouths full.

This is how European beauties Hollywood later put under contract and introduced to the American public, like Sophia Loren and Gina Lollobrigida, had arrived on our shores directly and - like others who were barely noticed in the United States, such as Silvana Pampanini, Silvana Mangano, Rossana Podesta - were adored among us like goddesses. As a matter of fact, back then we saw more to regret than to celebrate when Italian actresses went to Hollywood: these simple, gorgeous girls who seemed to have been found in the streets of Naples now looked like country bumpkins who, once in the big city, had been given a makeover that did not suit them. (In the provinces, to the extent that there is criticism, it tends to be more critical of provincialism than anything one might hear in the metropolis). In any event, nothing could induce us to think that Brigitte Bardot might be the slightest bit inferior to Marilyn in the number of admirers, in box-office attraction, or in her ability to represent the Zeitgeist. The names I chose to include in the songs I composed in the sixties (which, in tune with the pop aesthetic, introduced the names of celebrities) were those of European stars like Claudia Cardinale, Brigitte Bardot, Alain Delon, Jean-Paul Belmondo. Not only that, but at the end of the fifties, I had interrupted my abstract blots to do a portrait of Sophia Loren based on a still from the film La donna del Po, a sub-product of neo-realism. As for Marilyn Monroe, even though her role as beauty goddess did not seem convincing to us, and even though we were unaware that her being American was a necessary condition for being a global celebrity, we saw her as a vulgar commercial imposition. If we wanted to renew our cast of divas and find substitutes for Ava Gardner or Elizabeth Taylor, Jane Russell or Ingrid Bergman, we were more naturally inclined to look for them among the Italians. When the image of Marilyn Monroe started gaining importance for me in the sixties, as part of a broader interest in mass culture, she was above all the star of Andy Warhol's silkscreens.

But even that came to me second hand. As I say, it was Warhol's Marilyn - and, I could almost add, "Warhol's Elvis" - that seemed to me a figure with some aesthetic and cultural interest because it provided a reevaluation of the icons of wide popular consumption. The tendency to turn them into new information, as if the raw images were commenting on the world, and not us on them, was something I began to sense in the frivolous conversations with friends and frivolous newspaper articles at the turn of the fifties to the sixties, which coincided with my moving from Santo Amaro to Salvador. But at the dawn of that crazy decade, I had no knowledge of what was happening in the art world in New York. In other words, the person who gave those trends a clear meaning - who eventually made the series of portraits of Marilyn (and Elvis) - was Andy Warhol. That is why, though I hadn't yet heard his name, I credit him with a kind of perception that I later developed - but only up to a point, since, when all of this later came to the fore, some of my friends had already gone much further. It is as if Marilyn had existed only to be a character in Warhol's world. We could even say, paraphrasing Oscar Wilde on Balzac, that the twentieth century, such as we know it, is a creation of Andy Warhol's. Of course, after a certain point, without even knowing who they were, I was already being indirectly influenced by American pop artists through what I read and saw - and even heard in conversations - about Brazilian artists and writers who were better and more broadly informed than I. That, however, only happened during the second half of the sixties. It is enough to say that the type of discrimination and judgment that eventually established an imaginary world akin to the pop one was still, at the beginning of the decade, too early in its development to determine my choices and judgments. It would be better to emphasize how subordinated it was to other spiritual movements by which it was irresistibly stimulated. In fact, there were other reasons for me, as for the majority of other Brazilian youths my age (since rock fans were not a minority in Santo Amaro alone), why the American myths of the fifties did not produce considerable impact. And, in fact, very good reasons...

Excerpt from VERDADE TROPICAL (Tropical Truth) by Caetano Veloso

	Caetano VELOSO
	Prenda Minha
	1998
	70:10
	Down Beat 48th Annual Critics Poll: Beyond Artist / Beyond Album Of The Year (2000)
label: PolyGram do Brazil

Этот диск знаменитого Бразильского певца Caetano VELOSO получил высшие оценки журнала Downbeat по многим категориям, включая «лучший джазовый состав».

banda: 

jaques morelenbaum -- regencia, cello e vocais

luiz brazil -- violóes, guitarras, berimbau e vocais

jorge helder -- baixos acústico, elétrico e vocais

ronaldo silva – bateria

joatan nascimento -- trómpete e flugel

rowney scott – saxofones

roberto silva -- trombone e trombone baixo

marcio victor – percussáo

orlando costa -- percussáo (tabla ein terra)

eduardo josino -- percussáo (solo de bacurinha em luz de tieta)

josino eduardo – percussáo

participacáo especial: moreno veloso -- percussáo em luz de tieta, atrás da verde-e-rosa so nao vai quem já morreu, vida boa e nao enche.


MUSIC OF THE AMERICAN INDIANS

	ALUX
	Hun Maya
	
	52:16
	label: Correo Caracol / ProdisC Mexico  cesart@iwm.com.mx 

A. Roel – бесчисленные народные ударные инструменты, голос

Raul Cesar – клавишные, голос

musicos invitados – флейты, голос
Вслед за J. Reyes'ом (см. ниже) индейцы Мексики раскапывают свои корни. И, хотя не обошлось без участия клавишных (ведь, в реставрации музыки древних майя всё равно есть известная доля фантазии), но чувствуется, что дух старины поднимает голову, и перед нами проект, представляющий собой нечто другое, чем обычная продукция World Music.

ALUX, pronunciado Alush, es una palabra Maya que significa Duende. Los Mayas creían en unos seres pequeños que se caracterizan por ser jugetones, amigables y muy traviesos. Son sumamente queridos por los Mayas. En nuestros días, existen lugares de la zona Maya en los que las comunidades que siguen la tradición Maya, fabrican estatuillas de piedra dentro de las cuales ponen ofrendas. Estas estatuas Alux tienen las ma el corazón para recibir las pequeñas ofrendas. Nosotros saber Aluxitos cuidan la flora y la fauna de nuestras casas.

La Música y letra de HUN MAYA está inspirada en: El legado cultural de los mayas y la cosmovisión de los pueblos autóctonos que nos ha inspirado a componer esta obra en la que se intermezclan los sonidos de la madre tierra y su creación, los ritmos autóctonos, los lenguajes electrónicos y evocando a las mas de 30 lenguajes que se consideran descendientes del Proto-Maya y a la magia de la raza humana.

1. Cal Tun Ika

2. Zazil

3. Kanto In La Ho

4. Ma Kalak

5. Ha'ab

6. Popol Vuh

7. Tzolkin

8. Pok Ta Pok

9. Hun'a R'za

10. Kin Vinah

11. Urix Esah

12. Tsi Ik Bal Tunkul

13. Hun Maya

	Jon  ANDERSON
	Toltec
	1996
	47:26
	ex- YES

label: Windham Hill / High Street (Japan).  You can listen to song samples and get new release information on our Internet site at www.windham.com 

Jon Anderson with: Keith Richard Heffner [orchestration, k]; Luis Perez [perc]; Eduardo del Signore [b]; Freddy Ramos [g]; Otmaro Ruiz [solo k]; Charles Bisharet [vln]; Patricia Hood [harp]; Paul Haney [s]; Salo Loyo [k (#13)]; + vocals.

TOLTEC, CREATORS OF THE CIRCLES OF POWER, COLOR, PERFUME AND MUSIC HEALING DOMES,

  They traveled thousands of miles from Asia Minor to Tibet through China, Japan, the Bering Straits.......... Men, women and children learning, teaching. As they moved from one valley, to mountains, to rivers,  groups would settle and reap the rewards of the land. Many factions within the Toltec race knew exactly where they were headed. As the years passed, the High Councils instructed who, where and when the settlements would begin. They knew the Universal Law and still do. They are the weavers of pure magical earth dimensions. Creators of Healing Domes, using colors of the Sun Rays, in Tune and in Harmony with our physical Being, as to enable our Chakra points to live and breathe in unison with the Spirit and Power of all that is!!

The Toltec moved down to Central America to create Atlantis and Lemuria, becoming the

Noble Lords of the Earth Mother, and lived for thousands of years in harmony with themselves and with visitors from all the planetary systems.  Just over three thousand years ago, the Toltec went to the desert and disappeared from our known world, but carried on living in the Fourth Dimension.

So here we are, Beings of the Twentieth Century, about to embark on the remarkable Knowledge of moving toward the Fourth Dimension. Slowly we will begin to understand time and space travel...... that is our Destiny.

 Here in Sound and physical Color, we choose to create our own world through our mind's eye. We are moving toward the pure world of Toltec, for as we move—as we surely will—into the Fourth Dimension, waiting to greet and help us uplift our Consciousness, will be the ancestors of all time, the Toltec.  The Toltec, our distant relations, will present us with the gifts to heal, and will help us remember who we really are and the Divine purpose of our Life on Earth.

Мощный и очень красивый new age’вый проект. Но эта музыка скорее посвящена индейцам, чем имеет достаточные этнические корни.

	CEREMONIAL  AND  WAR  DANCES
	
	1995
	46:47
	label: Delta Music (CA, USA)

Tribes: Navahoe, Tewa, Apache, Sioux, Papago, Paiute, Ponca, Taos, Kiova, Arikara.

The northern tribes, both east and west of the Mississippi, gave reverence to the calumet or sacred pipe. These pipes were used in many rituals. For instance, they served as passports for messengers, in special dances. A pipe dressed with red feathers signified war and white feathers meant peace.

In the southeast, there was a hierarchy among men. In order to establish rank, men had to prove their courage by ending in wars. As a result of these wars, there were enemy deaths. Not only did they kill their enemies, they had to prove it by collecting physical evidence. The courage that these men displayed did not stop there. The greatest act of courage a man could show was to lay his bare hands upon an armed enemy especially one accompanies by his comrades. Killing from ambush was not honored; killing of any kind, in fact, was secondary to proving bravery.

All Native Americans possessed elaborate, formal ceremonies based upon a great body of sacred myths. Most of their dances, which are dramatized prayer are strictly disciplined. Every step every gesture, is exactly rehearsed. There is little room for the individual star; what counts is the ported performance in union by all concerned. The music consists of human voic​es accompanied by drums and the songs arranged in complex variations of rhythms according to the sequence of the particular dance. The qual​ity of their performances is not at all wild, and is mudh more than mere​ly picturesque. Visitors today throng to see certain of the major public ones, not only the tourists who happen to be there at the time, but artists, musicians, dancers from all over the United States.

	Lila DOWNS
	Tree of Life
	2000
	52:04
	Mexico

Lila Downs [v]; Angel Chacon [g]; Chuco Mendoza [ac b]; Hilario Sanchez di Carpio [marimba]; Armando Montiel [congas, bongos, clay drums, djembe, seeds, gourd, tarahumara drum]; Carlos 'Poppis' Tovar [turtle shell, clay drum, seeds];  Aaron Cruz [clay pot, aneiro]; Aneiro Tano [perc, ocarina]; Cacho Duvanced [harmonica]; a.o.
Превосходная певица – интересная и разнообразная. Все песни – на темы древних индейских мифов. Рекомендуем!

	Lila DOWNS
	La Sandunga
	2003
	56:34
	label: Narada (Virgin) www.narada.com
www.liladowns.com
with musicians: El Gutierres [g]; "Hopalong" Chagoyan [upright bass]; Paul Cohen [t s, p, arrangements]; Eduardo Corzo [cl]; Dennis Hart [bar s]; Mauricio Celis [perc, sea shell].

На этом диске есть и индейские легенды, и La Malaguena, и Besame Mucho.

#1-12: 1995, 97

#13-15: 1999

This is a very special collection of songs. It's a concept album in that each and every song is written by composers from Oaxaca. But more importantly, this recording is a testimony to the diversity and wealth of music that exists in the state of Oaxaca. This CD carries with it hundreds of years of history of the indigenous, African, Spanish and Mestizo cultures.

"La Sandunga" has become one of her fans' favorite CDs, especially in Mexico.

	HUAYNOS  &  HUAYLAS
	The Real Music Of Peru
	1979-86
	47:42
	

	INDIGO
	Tribal Chants And Rhythms
	1996
	54:14
	Очень похоже на Deep Forest; использованы песнопения диких индейцев Амазонки.

Produced and arranged by Kenny Young and Franco Lautieri; all songs written by Indigo People.

This project is indorset by United Nations as an album for the International Decade of Indigenous Peoples. All the songs are credited to the Indigenous Peoples themselves. A portion of the proceeds from this album is donated to help Indigenous Peoples maintain their invaluable and irreplaceable cultures through local community based projects.

«We know that all living things are related, that the web of life is woven together, and that injury to one part does injury to the whole. This is our world view, the sacred map that guides us through life.»  -- William Means. International Indian Treaty Council, adressing the United Nations.

Today we know that native peoples can teach us how to sustainably manage and conserve biodiversity. Their ancient knowledge developed through millenia of experience, observation, and experiment, is central to the survival of the planet. Traditional communities know how to utilize and conserve the forest, which is currently being destroyed, in part, for lack of knowledge about its vast diversity of medicines, foods, natural fertilizers and pesticides, oils and essences, Indigenous People can teach us how to give greater value to the living tropical forest but only if they survive and we can learn to give them equal status in the future of this planet.

	MEDICINE  DRUM
	Ontario Pow Wow Groups
	1998
	55:08
	label: Mariposa

Original Indian Pow Wow Groups from Ontario.

POW WOW DANCING

The Men's Fancy Dance originated in Oklahoma. These dancers are noted for their fast footwork, athletic ability and originality. The large double bustles of brilliant coloured feathers distin​guish these dancers from other types. Their regalia includes angora anklets with sheep bells fastened above them, ribbon shirt, beaded yoke, belt, arm bands, cuffs, and headband. These dancers also wear a porcupine roach on their heads which has one or two feathers attached to them in a spinner.

Grass Dancers wear yokes, breech cloths and anklets covered with strands of brightly colou​red yarn. On their heads they wear either bandana of a porcupine roach. The Grass Dance is noted for its fluid movements and sliding steps.

The Traditional  Northern  Style dance represents a warrior scouting before a battle. Their regalia includes a singe bustle, usually of eagle feathers, a porcupine roach with a single eagle feather, ribbon shirt, bone hair pipe choker and breastplate, breech cloth, leggings, short angora anklets with sheep bells above them, beaded cuffs, belt, arm bands, and moccasins. The dancer carries a dance staff and a fan usually made from the wing of an eagle. Everyone should stand, and men should remove their head coverings unless it has an eagle feather, during this dance out of res​pect to the dancers and the eagle feathers they wear.

The Southern Style of Straight Dancer is easily distinguished by the otter skin trailer decorated with mirrors, beadwork, or ribbon-work which hangs down the back. These dancers also wear long sleeved shirts, breech cloth, and leggins that are trimmed with ribbonwork. Bone hair pipe and bead bandoleers, finger-woven yarn gar​ters and slide tabs, a choker of German silver or beads, a wide loomed beaded belt, and a procupine roach with a single eagle feather and plus an eagle feather fan complete the Straight Dancer's regalia.

Woman's Fancy or Shawl Dancers wear dresses made of a light weight shiny fabric like taffeta. Their leggins are made from the same fabric or from buckskin. Beaded belt, burettes and hair ties finish the apparel. Most important is the shawl which is worn over the shoulders and held out as the dancer steps and twirls. The legend behind the Shawl dance is of a butterfly who lost her mate in battle. Grieving, she went into her coco​on (shawl) and travelled the world over stepping on each stone until she found beauty in one and was able to begin her life anew. The Shawl Dance is noted for its fancy footwork and fluid movements.

The Jingle Dance comes from the Ojibwa Nation. It was popular from 1920 to 1950 and is currently experiencing a strong revival across the nation. The Jingle Dress is made from a fabric such as cotton or taffeta and has numerous "jingles" attached to it. These jingles are made from snuff can lid. The distinctive sound they make represents waves of water or thunder and is good luck becau​se it scares it scares away evil spirits. Moccasins. leggins, beaded or concho belts, neck scarf, bag and an eagle tail or wing fan completes the regalia. Jingle Dancers are judged on their grace and tra​ditional footwork.

There are two types of Women's Traditional Dresses: buckskin and cloth. Buckskin dresses are usually heavily beaded across the yoke and have long fringe on the sleeves and along the bottom. This fringe represents a water​fall, continuosly flowing, giving life and preserwing like an Indian Mother. The cloth dresses are enhanced with beaded moccasins, leggins, beaded belt or concho belt, headed hair barrettes, hair ties, and otter skin hair wraps. The Traditional Woman dan​cer carries a beaded bag, an eagle feather fan and a shawl folded over her arm. There are two types of Woman's Traditional Dance. One, sometimes referred to as Southern Style, is danced clockwise around the Arbor. The other, Northern Style, is dan​ced in one spot. 

Pow Pow: The Word "Pow Wow" comes from the Algonquin word "Pau Wau" which was used to describe medicine man and spiritual leaders. Early Europeans thought the word referred to the entire event. As Indian tribes learned English, they accep​ted the definition.

The original dances were held by members of elite warrior societies. They were frequently called Grass Dances and were held for the benefit of tri​bal members. There were a variety of names used by different tribes for these dances. Among them are Omaha Dance used by the Sioux, Hot Dance used by the Crow, Dakota Dance by the Cree and Wolf Dance from the Shoshone and Arapaho.

The Grass Dance gradually evolved into the Pow Wow. As Indians began to live on reservations they had more time to devote to nonsurvival activities and dancing became increasingly important. These celebrations were strictly social events until the 1920's when "Contest" dancing became popular.

	MEDICINE  DRUM
	Talking Stick
	2000
	70:37
	label: CyberOctave

Written and produced by Chris Deckker + oth.

Chris Deckker – см. тж. его прект ANAHATA в файле 'Synth'

tribal trance – шаманический драйвовый транс.

Like the sacred Talking Stick of Native Americans which is passed around during special ceremony, the Medicine Drum tribal sound was passed around to some of the top Dance Music producers throughout the world. Chris Deckker, founder of Medicine Drum, worked with each artist to create a unique album of "tribal trance electronica", an evolu​tionary realm where organic meets digital and... like the sacred Talking Stick, where ancient meets the future.

1. WRITTEN IN STONE  8:44

2. QUEEN OF CUPS 7:09

3. SKIN UP  8:41

4. RATTLESNAKE  7:54

5. TRIBAL HEART  8:20

6. TRUSTAFARI  6:51

7. MINARET  8:12

8. BEYOND THE THRESHOLD  7:04

9. SKELETON CREW  7:24

	R. Carlos NAKAI with WIND TRAVELIN’ BAND, Shonosuke OHKURA, Oki KANO
	Island Of Bows
	1994
	48:01
	label: Canyon Rec. (Phoenix, Arizona)

  Recorded in Kyoto’s Hounji Temple, ‘Island Of Bows’ brings together the world’s leading performer of the Native American flute (traditional cedar wood flute) R. Carlos Nakai (of Navajo-Ute heritage) with the Wind Travelin’ Band (Japanese instrumentalists performing the traditional Shakuhachi, Shamizen, Koto, Yan Chin, Er-Hu), Shonosuke Ohkura on the Kortsuzumi (a drum that provides basic patterns for three other instruments used in music to accompany Noh performances), and Oki Kano on the Kontori (nearly extinct Ainu [native Japanese tribal group] string instrument).

  The Wind Travellin’ Band operates in the Kyoto, Osaka and rest of the Kansai area. The group has been inspired by the harmony between nature and acoustic instruments, percussion and non-Western folk music.

	Jorge  REYES
	Comala
	1986
	39:17
	label: Paraiso (Mexico)

J. Reyes: Prehispanic music of American Indians.

Performed by J. Reyes (см. тж. с S. ROACH), Arturo Meza, Humberto Alvarez, La Tribu, Mana Sabina, Saide Sesin.

	Jorge  REYES
	A La Izquierda Del Colibri
	1986
	35:54
	label: Paraiso (Mexico)

Jorge Reyes [g, ocarina, fl, perc,tubo musical,  k, fl transversal]; Antonio Zepeda [silbato de viento, flautas amazonicas, teponaztlis, silbatos, tambor, cantaros, perc, caracol, tenabaris, caparazon de tortuga, palo de lluvia].

	Jorge  REYES
	Ek-Tunkul
	1987
	40:27
	label: Paraiso (Mexico) – Arte Del Ruido

Jorge Reyes [g, vln, fl, bajo, tambour, vocoder, k, caracol, v, botellas, bongoes, silbatos, atmosferas]; Eduardo Medina [perc]; Arturo Meza [g, botellas, perc, mandolina].

	Jorge  REYES
	Nierika
	1989
	49:49
	label: Silent (San Francisco, USA)

A nierika is usually a little tablet, square or round, with a hole in the center. It is covered with wax on one or both sides with shapes of threads or yarn pressed into the wax. Nierikas are found in temples, shrines, caves and teyopanis (ancient Catholic churches where the Huichols warship certain Christian saints). When the Huichols journey to Real de Catorce, among the offerings they take with them are nierikas to ask for rain and / or the protection of the gods. In its ritual use, the word nierika means a countenance, a face, a visage, the outward and characteristic appearance of a thing. As the Huichol Jose Benitez once said: “A nierika is the face of a person, it is the face of a thing. A nierika can represent the face of the sun, the face of the earth, the face of a deer, the face of the wind, the face of fire, peyote, or the man who makes the offering. A nierika is a mirror (rikura) of two faces.”  For this reason the Huichols often cover both sides with yarn, or in the hole  in the middle, also considered a mirror, they put a tiny real mirror with glass on both sides. This hole is a kind of magical eye through which God sees man and man sees God. Nierika means the luminous eye that allows one to see the inside of darkness. For the Huichols the essence is behind the surface, and only the shamans and wise men, as well as the artists who made those paintings, have the gift to see through the appearances in order to discover the transpersonal, the collective unconscious behind the self.

	Jorge  REYES
	The Flayed God
	1990
	37:54
	label: SACM (Mexico) / Staalplaat (Holland/USA)

rec. 1990; remixed 1994 by Steve Roach (см.)

Song of Xipe Totec Iouallauan.

Xipe Totec Iouallauan is one of the ancient hymns preserved in Sahagun’s Codex Matritensis and in its Florentine Codex. It was sung at the Tlacaxipehualiztli festival before sowing time to beseech of the God a rich harvest.

Xipe Totec, “Our Lord The Flayed One”, although clearly a complex and multivocal symbolic entity, it is most fundamentally an embodiment of the concept of renewal and the promise of regeneration.

He is depicted with his face covered by a mask made from the taut skin of sacrificial victim, a mask through which we can see the wearer’s own living eyes and mouth, and he also wears the skin of The Flayed One as a garment over a large part of his body.

In a special ritual a priest donned the skin of a victim, representing in this sense the dead covering of the earth in the dry season of winter before the new vegetation bursts forth in spring.

Xipe Totec was the divine embodiment of life emerging from The Dead Land, of the new plant sprouting from the “dead seed”, death is not an end, but always a beginning.

The cyclical pattern of all life, promising the rebirth of man and man’s sustenance, the corn, but requiring sacrificial death for the accomplishment of that rebirth.

The power of this hymn to The Flayed God comes from neither its function nor its structure; what lies behind these words is the ancient power of centuries of belief in the cyclical nature of reality and its promise not only of the coming harvest but also of the certainty of rebirth.

	Jorge  REYES
	El Costumbre
	1993
	42:36
	label: Paraiso (Mexico)

1. El Costumbre. Cancion Medicinal: Steve Roach [synth]; Jorge Reyes [voces, silbatos, percusion distante]; Huicholes [narrando suenos, grabacion in situ por J.R. en la Sierra Madre Occidental]. La Barrida: S. R. [Roach drums, synth]; J.R. [perc., Caparazon de Tortuga, Cantaros de Oaxaca, Flauta de Carrizo, Voces, Troncos, Percusion Vocal]; Mick Franke [g]. Adivinacion: Juan Carlos Lopez [agua]; J.R. [Silbato de Viento, piano, Ocarinas y Silbatos, Voz, Tambor Tarahumara, Chicahuastle (Palo de Lluvia)]; S. R. [Roach Drums].

2. Omeoyocan, Lugar 2.  J.R. [Rondator, Perc., Ocarinas, Percusion Corporal].

3. El Huarachito.  J.C.Lopez [Macetas]; J.R. [Macetas, Sonidos Metalicos, Voces, Tambor Tarahumara]; Regina Quintero [Zapateado Final].

4. Peyote - Venado - Maiz.  La Boca De Los Muertos: S.R. [Drone]; J.C.Lopez [Tambor, Sonajas]; J.R. [Silbato de Viento, Ocarinas y Flautas de Barro, synth., Trompeta Maya]; Alejandro Velasco [synth.]; Huicholes [Narrando Suenos]. Viaje Sagrado A Virikuta: J.R. [Caracol de Mar, synth.,  Macetas]; S.R. [Drone]. La Busqueda: J.C.Lopez [Sonajas, Tambor, Cantaros de Oaxaca]; J.R. [Roach Drums, synth., Percusion Corporal, Voz, Cantaros, Percusion Vocal].

5. Danza De Los Voladores.  J.R. [Loop, Gong, Ocarinas Aztecas, Ambientes, Trompeta Maya, Cantaros]; Porfirio [Tamborcito de Papantla y Flauta de carrizo, grabado por J.R. en la Piramide de los Nichos, en el Tajin]; Mick Franke [g].

6. El Despedimento.  J.R. [Silbato, Dijeridu, Perc. Corporal, Voces]; Elmar Shulte [synth.]

	Jorge  REYES
	Mexican Music. Prehispanic Music For The Forgotten Spirit
	1994
	39:00
	label: Paramusica (Mexico)

mix: Steve Roach and Jorge Reyes; executive production: Jorge Reyes and Art Of Noise; digital masterization: Jorge Reyes.

1. TONAMI.  Instrumentation: Rattles, human voices.

The first instrument human beings used to play music was their voices and articulate speech, a gift the Gods gave to no other animal. This is the purest offering humanity can make to the Deities. It is a salm to the body cosmic.

2.  OBSIDIAN BUTTERFLY. Instrumentation: Spirit catcher, scrapes, flower pots, Mayan tunkul, Nahua Teponaztli, seed rattles, clay pitchers from Oaxaca.

There was a goddess made completely of obsidian stone. She was called “The Obsidian Butterfly”, a terrorific being who caused men to panic at her sight while falling simultaneously in love with this fateful beauty. She signifies all the dark feelings of our inner selves.

3.  SUDDENLY WE WERE OUT OF THE DREAM.   Instrumentation: Nahua wind whistle, stones, fossil rocks from Tepeji del Rio, onyx crystals, Tepehuan arc (rubbed), voice, distant flute, Tarahumaran drum, Yaki rattle, Chontal drum.

The original spirits are gone, their task is ended and we are left alone to face our fate by ourselves. There is excitement and expectation with a lingering nostalgia that wrings our hearts. The Gods have given us fire, will we know how to live with this sacred element?

4.  DANCE OF THE RED TEZCATUPOCA. Instrumentation: Drums, clay pithers from Oaxaca, fossil stones, tenabaris (coccoon rattles), Mayan tunkul, voice, Nahua teponaztli, chicahuaztle (rain stick), prehispanic clay flutes, Nahua wind whistle.

During the month of September there was a  feast to receive all the Gods on earth. A time of magic and esoteric rites on top of the pyramids. There the priests lay a covering of flour and waited for the print of a foot to appear. This was the sign that Tezcatlipoca the Red had arrived leading the other Gods. The footprint recalled that the God lost one foot  when he wrenched the Earth Monster out of the primeval waters.

5.   OMEYOTL  (The Divine Essence). Instrumentation: Ocarinas, Mayan kayum, conch shells,  prehispanic clay flutes. This is the mixture that gave us life and a differentiated sex. The single God Ometeotl, Two-Lord, allowed his two manifestations to mingle, the product of the male and female elements produced life as we know it. It is felt from the inner earth to the stars of heaven. This magic is the life of people, animals, plants, rivers, mountains and the planet itself. Omeyotl is what we are made of.

6.   SMOKING MIRROR, THE LORD OF DUALITY.   Instrumentation: Mayan rattles, Yaki rattles, voice, Mayan trumpets, seeds, seed pods, Mayan kayum.

The smoking mirror is a magic mirror made of obsidian and it represents the inner secrets of humanity. Every culture has a way to defend its inmost secrets, this mirror also assumed symbolic possibilities and limitations of the human psychis. It is only fateful in the sense that it is hidden from ignorant eyes.

7.   SEVEN SERPENT.  Instrumentation: Nahua teponaztli, Mayan tunkul, turtle shells, conch shells, Tarahumaran drum, prehispanic ocarinas, double clay flutes, clay flutes and whistles. (The rain and coyote background was taped in the desert of Arizona, Jan., 1993)

During the feasts for the maize crop, a strange woman carrying ripe corn husks appeared before the people. Her face was radiant and her proximity brought joy and hope to the human hearts. Seven Serpent was the name given to the process of producing the principal corn harvest of the year. The lady Seven Serpent was not a young girl but a grown woman who gave humanity mature corn.

8.   FEAST IN THE MOUNTAIN. Instrumentation: Tarahumaran flute, Tarahumaran drum, chicahuaztle (rain stick), Yaki rattles, Chontal drum.

During the November feasts, when thunderstorms were expected bringing the promised rain, there was a special feast for the rain gods. The people arrived at the top of the mountains to help the rain gods find the rain drops humanity hungered for. There was a symbolic “return to nature” element involved. This was a noisy feast as befits the thunder gods, but part of the uproar was also a cry of fear at being so exposed to the elements. A cleansing ceremony if you survived!

Music for the Forgotten Spirits.

Imagine yourself nowhere, in the midst of notime. This is the time before Time, before the Gods, before the existence of our puny minds. So where are you? Who are these Spirits that haven’t yet imagined our creation?  In Aztec times they said the Supreme Essence was named  Ometeotl,  Two-God, who was divided into one female and one male origin, called respectively Omecihuatl and Ometecuhtli (Two-female and Two-male), although they are one and only One.

These were the Spirits that thought Creation into existence, and for the first time light was separated from darkness, life split from death, and all the known Gods that we can still remember were but figments of the Divine imagination and were themselves brought into existence exclusively for the purpose of undertaking the practical tasks of Creation.

Let us remember them with music and songs. Let us offer our voices and creativity to let them know they are not truly forgotten. We must sing in praise of Huehueteotl, the Old God, which every culture has recognized, for it is the God of Fire, the element that has allowed us to rise over our brethen, the animals of the air, the land and the waters, of the plants that feed and cure us, and of the rocks and caves that have given their strength to build our houses. 

We want to sing about Coatlicue, our Great Mother who so lovingly allows us to live on top of her, permitting us the use of her very body to feed ourselves and make out tools from her mineral bones and blood. The skin she wears is made out of serpents that symbolize the eternal change of skin that takes place on earth through the cycle of the seasons. Four deities were created by her to help her produce the miracle of the changing seasons: Ehecatl, the Wind God, is in charge of moving the seeds through the land to guarantee our food and sustenance; Tlaloc, the Rain God ensures the growth and development of these plants; and Tonatiuh, the Sun God gives us warmth and allows the greeness to cover our land. As a result of the effect of the sun and the inner fire of the earth, a cosmic energy is produced, generating the essence of duality, the source from which springs the life giving manna of Omeyotl.

Four is a sacred number in the Aztec world. Four winds give us a sense of direction. Four eras heralded the Fifth Sun, the time when the Cosmic Race finally reached maturity. A fundamental philosophical concept in the Aztec civilization was Nahui-Ollin, or Four Movement, where art, science, religion and philosophy are seen as a single concept, for nonecan exist without each other. This concept is symbolized by the four offspring of Ome-Cihuatl and Ome-Tecuhtli: each one was in charge of the creation of the heavens, the stars, the planet Earth and humanity.

We are talking about Tezcatlipoca the Dark One, who through the smoking mirror gives rise to our secret self. Then we have Tezcatlipoca Blue, whose name is Huitzilopochtli in charge of the continuity of day and night, and the food needed by the Sun to continue its cycle. The Food was human blood, and the hearts taken during the human sacrifices symbolized the Red flower of human life. In contrast, another Tezcatlipoca, called Quetzalcoatl brought foth the true soul of humanity, which is the use of the mind to liberate the people and who denounced human sacrifices as a remnant of the dark and ignorant times. It is said Quetzalcoatl taught humans the use of fire, metals, the creation of corn, a plant fabricated by man which cannot thrive without the help of a hand that opens the husk that contains its seeds. The fourth son was Tezcatlipoca Red, venerator of life and the interdependency of creation, one of the clearest examples of the ecological consciousness in Mesoamerica.

These are the forgotten spirits, the Ones Who Thought Their Existence Into Being, Moyocoyani; the Ones That Created Every Being, Teyocoyani, their abode is Omeyocan, the place of the dual essence which conforms us all. Our songs and music are the offerings that prove these spirits have not totally been forgotten!

	Jorge  REYES
	Tonami
	1995
	38:35
	Produced by Jorge Reyes & Steve Roach.

Recorded by Steve Roach in the Time Room Studio, Arizona, USA.

Mix: Jorge Reyes & Steve Roach.

1. Tonami (The Singer)

2. Obsidian Butterfly

3. Suddenly we were out of The Dream

4. Dance of The Red Tezcatlipoca

5. Omeyotl (The Dual Essence)

6. Smoking Mirror, The Lord of Duality

7. Seven Serpent

8. Feast in The Mountain

	Steve  ROACH & Jorge  REYES
	Origins
	1993
	68:51
	label: Fortuna Records (California) / Celestial Harmonies

Steve Roach [analog and digital synthesizers, perc., chanting and gravel voices, didgeridoos (keys: e-flat, d, b-flat), Northern Sonoran dreampipe, Oaxaca water pots, rain sticks, bullroarer, spiritcatcher, native American flute, stones, kalimba, ocarinas]; Jorge Reyes [prehispanic flutes, Aztec log drums, intro voice, perc., Oaxaca water pots, Mayan trumpet, Aztec log drums]; Suso Saiz [hypnotics guitar]; Linda Kohanov [frame drum].

1. Artifacts

2. Connected Underground

3. Clay, Wood, Bone, Dirt

4. In The Eyes Of The Spirit

5. The Face In The Fire

6. Dreaming Now, Then

      ARTIFACTS & ORIGINS.  Storms come up suddenly where the desert meets the sea. The sky turns inside out and clouds emerge from nowhere, churning between grey and purple, moaning and crackling as electric spikes rip through the heart of the tempest. I can see it in the distance, a black hole carved into the cliffs above. I scramble up the rocks as heavy drops glaze the landscape and steam rises once again from fields of frozen lava. A cold, empty draft swells from the center of the darkness; there’s no telling how far this cave goes back. So I huddle near the entrance, smelling wet creosote, tasting dirt mixed with blood drawn from jagged edges, wounds stinging from the sweat of heat and desperation. The onslaught is overhead now, and lightning sweeps across the mountain, scorching the boulders outside. Each strike hisses through the cavern, flashing hints of others who were here before: crude images on the walls, bones piled in the center, offerings scattered about, voices hidden in the rhythm of the rain. A savage blast of thunder reverberates through solid stone, shaking loose fragments of conversation buried in the dust, incantations in languages that no longer exist, tales of heroes whose bodies nourish the soil. Their spirits linger in the wind. An old man holds a snake. Another shakes a rattle. Sardonic laughter dissolves into cries of existential longing. A weathered music maker smears himself with white powder and blows into a hollow tree branch, droning the sounds of dreams and origins. A coal-haired wraith slaps the beat on two clay pots, his black eyes dilated, his sinuous movements propelled by the thrust of a relentless trance. Flames burst from the medicine bundle and suddenly no one can hide in the shadows. We gaze at each other through veils of smoke as sparks fly in all directions and time spirals in on itself, momentarily unwound by the rage of a summer storm. Am I delirious? Or are they dreaming of now, then? Can they really see me, clinging to the walls of the cave, face reflecting in the fire, a specter in torn hiking shorts slipping in and out of focus through their own blurry visions of the future? Am I the one who has been conjured up by some strange primeval rite? Foolish thoughts, I say to myself as the sky opens up. Coyotes howl a brutal serenade across the land of extremes. The sun melts silently into the ocean. A crescent moon gathers strength from the last traces of blood and lavender on the horizon. I stare beyond the bold sliver of light, transfixed by the etherial outline of a fuller moon, hovering in secrecy. The air is thick and charged. I take a deep breath and begin my descent, feeling for strongholds in the rocks on my way back to more familiar territory. Maybe it wasn’t just my imagination. Maybe, just maybe, the earth has a memory — and we are all connected underground.

	Steve  ROACH & Jorge  REYES
	Forgotten Gods
	1993
	64:03
	label: Hearts Of Space (SF, CA, USA)

Steve Roach [analog and dig synth, sampled perc, v, didgeridoo, distant perc, Lakota plans flute]; Jorge Reyes [clay water pots, prehispanic clay flutes and ocarinas, bamboo flute, whistles, v, various drums and perc, stones, turtle shell, rainstick]; Suso Saiz [el g, distant perc].

	Steve  ROACH & Jorge  REYES
	SUSPENDED MEMORIES:

“Earth Island”
	1994
	56:08
	label: Hearts Of Space (SF, CA, USA)

Steve ROACH -- synths, sampler, d-progr, didgeridoo, hybrid percussion sampling, melting keyboards, ratchet perc, breathy ocarina, heart beat perc.

Jorge REYES -- Mayan trumpet, v, clay pots, shakers, Native American flute, perc, prehispanic whistle-flute, claps, conch shell, log drums, ocarinas, stones, water pot, distant perc, circle dance foot sounds.

Suso SAIZ – g, melting g, hypnotics, circle dance foot sounds.

It’s midnight and Madrid is raging. The dubs are filled to capacity, and people are spilling out onto the sidewalks, laughing and shouting at lines of cars circling the block. The churning fumes of exhaust, garbage on wet pavement and millions of burning cigarettes whirl through the city and up toward the sky, casting a protective shadow over the civilization that feeds this madness. The moon hides behind an imposing stone monument still standing in the center of the square, and the stars can't compete with the street lights. But the studio is quiet. The lights are low. The faint smell of burning incense mingles with traces of tequila. Three musicians are waiting in silence for the dick of the tape machine.

The carnal magic and serenity of the desert Nourished the trio's first recording. Ail that seems so far away now. The gods here are buried under thousands of years of architecture, etiquette, industry and complacency. Still, the most potent musical travels are fueled by extreme conditions. Inspiration maybe suffocating under layers of concrete, glass and hostile psychological debris, but those who dig deeply and desperately enough eventually hit the Source, and it comes gushing out with a ferocity that can't be ignored. The musicians are counting on this. The adrenaline is already flowing from their European concert tour, yet expectations are suspended. The only thing they can do is trust in the moment.

Jorge raises a Mayan trumpet to his lips and wails into the microphone. The ancient cry cuts through the confusion of city and threatens to wake the dead. Steve touches the keyboard and waves of primordial sound rush in. Suso's guitar conjures up swirling apparitions. The crack between worlds is open once again.

Suso switches on his short wave radio, and conversations from around the world displace time and space. Steve's didgeridoo blasts a hole through the Dreamtime and out the other side. The hollow log growls and resonates with alien tone colors synthesized in a parallel universe. Other, more distant signals bleed through from the past. Field recordings Jorge made during travels through Mexico mingle with the spontaneous mythology of pure improvisation. The curandera sings her mushroom song and teaches it to Suso. The guitar sustains the promise of this sweet hallucination. The First Man disintegrates and becomes food for fertility rites. Jorge recites the legend in rhythm. The Huichol shaman chants his peyote blessing, and the revelations are spun into yam and solidified in beeswax. Steve carves the feeling in sound. The ritual continues.

The group flies to Germany to perform at the Klang Art new music festival. Spirits are high after the concert, and the recording session moves nearby to a 200-year-old stone barn converted into a studio. The surrounding countryside is lush, green and civilized. The musicians map out places in between and outside Old World decorum. They turn up a fragment of Huichol folk tune and stomp through the studio in their own, jubilant circle dance of defiance, their steps processed to replicate the hazy pallor of an old field recording. For in the midst of their synthesizers and digital tape machines, the members of Suspended Memories are only too aware that someday this ecstatic moment will also fade and be claimed by time.

Everything is melting now. There are no boundaries, only waves of sound splashing against this big island we call earth, washing some distant clan onto new shores, eroding the conventions of the present and carrying the remains out to the sea.

linda kohanov
The Sky Opens 4:16 

Earth Island 8:17 

Curandera 7:53 

Melting World 8:10 

First Man (Watakame) 4:33 

Places Inbetween 11:42 

First Blessing  7:35

El Minote 3:35

	SACRED  SPIRIT
	Indians
	1994
	54:37
	folk-pop / new age  типа DEEP FOREST,  Anne DUDLEY, DADAWA (см. их диски в секции ‘Rock / Pop’), etc.

“Вы любите тайны потусторонней жизни? Тогда это для вас. Вы окунётесь в мир призрачного и ирреального, таинственного и непознанного. Ритуальные песнопения американских индейцев, поданные в лёгкой нью-эйджевой обработке. Эта пластинка, записанная в 1994 году, до сих пор на российской территории остаётся незаслуженно “в тени”. Думаю, что на волне моды на этническую музыку и этот диск попадёт в вашу коллекцию. Тем более что, на мой взгляд, эта музыка будет интересной даже тогда, когда мода на неё пройдёт. Из одиннадцати композиций, представленных на этом диске, девять —  настоящие народные песни коренных американских индейцев. И две написаны и аранжированы Питером Кадером по мотивам их творчества.  Сведён же, аранжирован и спродьюсирован этот диск коллективом “The Fearsome Brave”. Послушайте “Sacred Spirit” и, быть может, вы будете тем человеком, кто услышит в этой музыке нечто большее, чем голос, распевающий древние строки.” —  Hi-Fi & Music


