	Country, Rockabilly, Rock’n’Roll

NEOSWING: 

VOODOO GLOW SKULLS; BIG BAD VOODOO DADDY; SWING CATS; ROYAL CROWN REVUE; The ATOMIC FIREBALLS; CHERRY POPPIN’ DADDIES; Big Rude JAKE; The JIVE  ACES; SQUIRREL  NUT  ZIPPERS (см. в “Jazz”); ROOMFUL OF BLUES (см. в “Jazz”); TORELLO’S JIVE BUGS; REVERENT HORTON HEAT; The BLUES SWINGERS; INDIGO SWING; BIG KAHUNA; Gerry ARLING & Richard CAMERON (см. в ‘Jazz’); The CHAZZ CATS; MARDI GRAS.BB;
Cajun / Zydeco (boogie/blues) / Tex-Mex – см. соответствующий раздел в секции ‘Blues’


	Hasil  ADKINS
	Achy Breaky Ha Ha Ha
	1994 
	53:05
	country

H.A. [vocals, guitar, vodka, harmonica and drums all at once]; Bob Hoffnar [pedal steel guitar, dobro] — on № 1, 6, 12.

“Country music like you see on TV and radio and all ain’t really nothing that I know as country. They took it every which way and back and they still don’t know where they’s going with it. To me, the way I see it, I wouldn’t be in music at all if there was no country music.” 

— H.A.

Hazil “Haze” Adkins, the one man band, was born and raised at Jack’s Branch, about 9 miles outside of Madison, West Virginia. He made his first guitar out of a bucket at the age of 7 and has never looked back. “I taught myself how to play and I change chords and beats whenever I think I should change... like for instance, you hit down on your strings and count 1 – 2 – 3 – 4, then change to another chord. Well, I don’t play that way.”  During the first 20 years of his career Hasil released 9 singles and in the last few years there have been at least 5 albums.

	Hasil  ADKINS
	What The Hell Was I Thinking
	1997
	36:48
	label: Fat Possum (USA) / Epitaph (Netherlands)

Оба диска представляют нам настоящий уличный «дикий» американский фольклор.

	ALABAMA
	Pass It On Down
	1990
	45:12
	country-rock

	ALABAMA
	Greatest Hits Vol. II, III      [2CD]
	
	43:28  38:42
	rec. 1978-94

	ALABAMA  3
	Exile On Coldharbour Lane
	1997
	62:43
	label: el-e-ment’al records (Virgin)

Worldwide Love: http://www.elemental.music.co.uk/alabama3 

Подобный acid-country проект см. тж.: REDNEX
Produced by Matthew (Boss Hog) Vaughan & The Ministers At Work. Recorded in London, 1997.

Alabama 3 are: Larry Love [v]; The Very Reverend Dr. D. Wayne Love (First Minister Of The First Presleyterian Church Of Elvis The Divine (UK)); The Mountain Of Love [analogue terrorism, harmonica, jaws harp, v]; Sir Real ‘Congaman’ Love L.S.D. O.P.T. [perc, ac g]; Mississippi Guitar Love [g]; L. B. Dope [d]; The Spirit [k]; The Book Of Love (Security); I.V. Lenin (Socialism In The Mainline); Lady Love and Little Eye Tie (D. Wayne’s Ladies).

The Gues List: The Street Angels (Debra, Milton, Ray, Charita) [Sweet, Pretty, Gospel Music]; Tim Bowden [banjo]; Chris McGoldrick [double bass]; B.J. Cole [pedal steel guitar]; DJ Manuel Dex & Shifta (Men With An Itch); Jason Mehrin [accordion]; John Smith [ac g]; Errol Thompson [chattering]; Brendan O’Connel [ac g]; Will Sneyd [fiddle]; Dave O’Hanlon [v]; + strings. Tracks contains elements from old blues&boogie and r’n’r songs.

When you woke up this morning everything you had was gone. By half past ten your head was going ding-dong. Ringing like a bell from your head down to your toes, like a voice telling you there was something you should know. Last night you were flying but today you’re so low – ain’t it times like these that make you wonder if you’ll ever know the meaning of things as they appear to the others; wives, mothers, fathers, sisters and brothers. Don’t you wish you didn’t function, wish you didn’t think beyond the next paycheck and the next little drink? Well you do so make up your mind to go on, ‘cos when you woke up this morning everything you had was gone.

Изобретательные англичане создали этот модернистский вариант кантри; всё здесь очень весело + насыщено талантливой студийной работой. Пусть вас не отпугнут элементы acid на этом CD: на самом деле, здесь столько тем и звуков, что и весь диск, и каждая вещь в отдельности представляют собой тонкое кружево. Всё сделано с большим вкусом и проникнуто мощной и грациозной энергией.

	AMERICAN YODELING
	American Yodeling 1911-1946
	1998
	76:47
	label: Trikont (Munchen)

1. J.E. Mainer's Mountaineers – "Yodeling' Mountaineer"

2. Callahan Brothers – "Gonna Quit My Rowdy Ways"

3. The DeZurik Sisters – "The Arizona Yodeler"

4. The Carter Family – "My Clinch Mountain Home"

5. Songs Of The Pioneers – "The Devil's Great Grandson"

6. Roy Rogers – "Cowboy Night Herd Song"

7. Tampa Red – "Worried Devil Blues"

8. Girls Of The Golden West – "Will There Be Any Yodelers In Heaven?"

9. Cliff Carlisle – "The Nasty Swing"

10. Three Tobacco Tags – "Yodeling Mule"

11. Lottie Kimbrough & Winston Holmes – "Lost Lover Blues"

12. Goebel Reeves (The Texas Drifter) – "The Yodelin' Teacher"

13. The Delmore Brothers – "Lonesome Yodel Blues"

14. The Guidry Brothers – "La Valse De Marriage"

15. Emmett Miller – "Lovesick Blues"

16. Patsy Montana – "I Wanna Be A Cowboy's Sweetheart"

17. Wilf Carter (Montana Slim) – "My Swiss Moonlight Lullaby"

18. Bill Monroe & His Blue Grass Boys – "Mule Skinner Blues"

19. Leake County Revelers – "Rockin' Yodel"

20. Mississippi Sheiks – "Yodeling Fiddling Blues"

21. Jimmie Rodgers – "Standin' On The Corner" (Blue Yodel No. 9)

22. Riley Puckett – "Sauerkraut"

23. Rambling Rod Foley – "Yodeling Radio Joe"

24. Bob Wolls And His Texas Playboys – "Blue Yodel No. 1"

25. Rex Griffin – "You Gotta To Go To Work"

26. George P. Watson – "Sleep, Baby, Sleep"

	AMERICAN  BANJO
	Three Fingers And Scruggs Style
	recd 1956
	63:13
	country

label: Smithsonian Folkways (Washington DC)  -- Folkways Records was one of the largest independent record company of the mid-twentieth century. The Smithsonian acquired Folkways in order to ensure that the sounds and the genius of the artists would continue to be available to future generations.

  Featuring: Smiley Hobbs (1-5); J.C.Sutphin (6-8); Junie Scruggs (9,10); Snuffy Jenkins (11-20); Oren Jenkins (21-27); Joe Stuart (28); Larry Richardson (29-33); Don Bryant (34-35); Pete Kuykendall (36); Eugene Cox (37); Veronica Stoneman Cox (38); Mike Seeger (39); Dick Rittler (40); Kenny Miller (41-42); Eric Weissberg (43).

  The banjo and its music had come over from Africa with the slaves, and as far as we know was played almost exclusively by African Americans until the early 1800s. During the mid 1800s, European and English American people became intrigued with the instrument The quiet, home-made gourd “banjer” evolved during the next 100 years and became a louder, European-style frame drum instrument, usually manufactured with hard wood and lots of metal. The music of the banjo changed a great deal too, as it became Americanized and spread throughout the country and to the cities in the late 1800s. In the rural South, the old African-based style of “rapping”(or “frailing”) the banjo, and possibly some picking styles, were learned from both Black south​erners and white minstrel-style musicians. As a result of this infor​mal transmission, a great variety of styles evolved in the South in the last half of the 19th century and the early 1900s. In the cities and especially in the North, banjo music was often written and styles seemed to have become more formalized. In the late 1800s, banjo-playing virtuosos played European style concert music on the banjo as well as ragtime, novelty and black face minstrel songs. Most of this was a finger-picking style of music that then fed back into rural southern tradition in the early 1900s and created a variety of folk styles of either chording or playing melodies within the framework of a two or three finger “roll,” or “arpeg-gio” (an arpeggio is the playing of the notes of a chord in rapid succession). It was the development of this tech​nique in a unique way in Earl Scruggs’ area of southwestern North Carolina that was the basis for his creation of a new banjo picking style.

The stylistic element shared by the 15 banjo pickers on this recording is that they play an arpeggiated three finger style using their thumb, index and middle fingers. The second, third and fourth players on the album are from the old-time or pre-Scruggs era and are presented here in more or less a progression from older home-style to a more modern professional style. They represent a time before the advent of radio and recording when there was a much greater variety of styles, when people had only the music of nearby players to learn from and were more stylistically self sufficient. Before 1920 there was virtually no possibility of professionalism with this kind of music. During the  fifteen year period from about 1930 to 1945, the 5-string banjo was not much used in commercial country music, and its use in general was at low ebb. In 1945, the hard-driving country mandolin player and singer, Bill Monroe and his band, the Bluegrass Boys, were joined by Earl Scruggs who was developing an exciting new three finger banjo picking style. [...]

	ASLEEP AT THE WHEEL
	Back to the Future Now (Live at “Arizona Charlie’s” Las Vegas)
	1997
	54:25
	Western swing (rockabilly-boogie)

label: Lucky Dog (New York)

Ray Benson [v, lead g]; Cindy Cashdollar [steel g]; Michael Francis [saxes]; David Miller [b]; Jason Roberts [fiddle, mandolin]; David Sanger [d]; Chris Booher [fiddle]; + Lucky Oceans [steel g]; Floyd Domino [p]; Tony Garnier [ac b]; The McGuire Sisters [v]; Tracy Byrd [v]; a. o.

1. Ain’t Nobody Here But Us Chickens

2. Miles And Miles Of Texas

3. Roly Poly

4. Ida Red

5. My Baby Thinks She’s A Train

6. The Letter That Johnny Walker Read

7. God Bless The Child

8. Fat Boy Rag

9. Cherokee Boogie

10. Hot Rod Lincoln

11. Boogie Back To Texas

12. House Of Blue Lights

Live from Las Vegas! The words are like magic to me! From Elvis to Sinatra and Sammy Davis, Jr., Las Vegas has always been a fantasy land of musical entertain​ment. Although we are not “Vegas” entertainers, for the last eight years we have played a regular gig during the national finals rodeo week at Arizona Charlie’s casino. We call Arizona Charlie’s the Las Vegas home of Asleep at the Wheel for good reason: After more than 50 shows there, we’ve really gotten to know the place, and owner Bruce Becker has been the greatest host a band could ask for in Las Vegas.

One night Bruce Becker suggested I speak with his friend Phyllis McGuire of the McGuire Sisters about joining us for a few numbers. Besides being one of my all-tine faves, the mcguires are the last of the great singing sister groups (like the Andrews, Boswell and Lennon Sisters), and I knew the combination of their sound and ours would be historic.

So as we now release the fourth live album of our career, the question might arise , “why another live record? “ I just want to say that as proud as I am of our many studio albums, our daily bread and butter and what many people say we do best is play live! I guess that’s why, after 27 years, we continue to play hundreds of dates a year on the road all over the world. So... here’s the new and certainly different live album that we hope is to your liking!

[...] The result is another classic Western swing record that we will be proud of for years to come. Having these young, talented and very popular country music stars of today doing real Western swing is further proof that Western  swing ain’t dead, it’s just Asleep at the Wheel!       --  Ray Benson

	Chet ATKINS
	The Other Chet Atkins
	1960
	29:01
	label: RCA Victor / BMG, edition 1995.

For many years Chet Atkins has been recognised as one of the leading guitarists in the world today. I have been priveleged to hear Chet play a different style, Spanish or nylon-stringed guitar, but until 'The Other Chet Atkins', not everyone has been so fortunate. Here is the Chet Atkins I have worked with and marveled at. Here is the Chet Atkins who knows all types of music and is completely compatible with any realm of music. As you listen to 'The Other Chet Atkins', you will hear the intristic sounds of a master at work. You have listened to and enjoyed Chet Atkins. This is the "other" Chet Atkins at the peak of all his musical endeavors. --- Jim Reeves

	Chet ATKINS
	Chet  ATKINS    and Marc KNOPFLER: “Neck And Neck”
	1990
	38:28
	country

Chet Atkins is a guitarist and, as he might say, a “music man” whose influence extends far beyond questions of genre to the way the instrument is made and played, and beyond that the way the music business works. Atkins’s distinct style of picking developed as an “upgrade” of the Merle Travis approach, involving the same sort of alternating finger-and-thumb picking but generally with three or four fingers in action rather than one or two. Atkins took an almost classical approach to his fingerpicking, carefully defining both the overall polyphonic texture and the counterpoint of individual lines. His style of playing, both on electric and the nylon string acoustics he often favors, has influenced legendary players across the musical spectrum, from rockabilly Scotty Moore to Beatle George Harrison to jazzman Lenny Breau to just about every guitarists in country music. [Equipment: Gretsch Country Gentleman; Gibson Chet Atkins CEC; Fender Deluxe Reverb; Standel amp.; Echoplex. — Guitar World.

	ATOMICS
	Fallen Like Her Angel
	1993
	34:16
	neo-rockabilly

	ATOMIC  FIREBALLS
	Torch This Place
	1999
	39:33
	blues&boogie.  Возможно также квалифицировать как neoswing. Самая подходящая аналогия для этого проекта – Screaming Jay Hawkins.
web:  www.atomicfireballs.com 

John Bunhley [v]; Randy Sly [p]; Duhe Kingins [g]; James Basteh [tp]; Eric Schabo [t s]; Tony Buccilli [trb];  Shawn Scaggs [double bass];  Geatt Kinde [d]. 

	Joan  BAEZ
	The Best                (early years)
	1977
	46:47
	country

So here, compressed into 12 songs, is the Joan Baez of those five years and six previous albums. For herself, it has been the most personally rewarding period in a career that has grown as restlessly as her regard for indifference to the plight of the less fortunate. Baes’s association with A&M Records, encompassing five years and, with this release, seven albums, has proven to be the most musically fruitful and personally gratifying segment of her extraordinary career. With the simultaneous advent of this decade and the departure of the turbulent ‘60s, Joan’s music began to change. The passionate commitment to human decency has never wavered, of course, but the romance with country music cooled and the message-songs yielded, at least in part, to a more personal expression. For the listener — for this listener — it is of interest less for what it represents than for what it is: As rich and electric a collection as has been released by one of the most gifted singers of our time, and an opportunity to hear the glorious, chilling, yet embracingly warm voice that has become an international symbol of beauty; beauty of sound and beauty of soul.

	Joan  BAEZ
	Play Me Backward
	1992
	36:36
	

	Joan  BAEZ
	Ring Them Bells
	1995
	64:28
	

	The BARELY WORKS
	The Big Beat
	1990
	47:10
	country – весёлый танцевальный проект

label: Cooking Vinyl (London)
Chris Thompson [banjo, v]; Sarah Allen [accordion, fl, whistle]; Keith Moore [tuba]; Mat Fox [hammer dulcimer, perc, v]; Richard Avison [trb, v]; Alison Jones [fiddle, v]; Walmsley [d].

1. The White Cockade / Bonaparte's Retreat / Flop-Eared Mule (trad)

2. Byker Hill (trad)

3. Big Old Road (Thompson)

4. Let's Go And Have A Good Time (Thompson)

5. Liberty / Blackberry Blossom / The Cuckoo's Nest (trad)

6. It's Not That Bad Anymore (trad)

7. The Inventor (Avison)

8. As A Thoiseach (Keep It Up) (trad)

9. Tropical Hot-Dog Night (D. van Vliet)

10. Growling Old Man And Old Woman (trad)

	Wild Willy  BARRETT
	Open Toed And Flapping
	1994
	49:56
	country

label: Park Records

	BATMOBILE
	Bamboo Land
	1987
	40:53
	rockabilly

	
	Bail Set At  6.000 000
	1988
	36:51
	

	BATMOBILE
	Amazons From Outer Space
	1989
	32:09
	

	BATMOBILE
	Sex Starved
	1990
	34:12
	

	BATMOBILE
	Hard Hammer Hits
	1992
	35:43
	

	BATMOBILE
	Welcome To Planet Cheese... Home Of Rot, Stench And...
	1997
	36:10
	label: Count Orlok Music

Dr. Sock; Capt. Smurk; Snootty

	Chuck  BERRY
	Golden Hits
	1967
	37:19
	R’n’R

“If you wanted to play rock and roll you would end up playing like Chuck, because there isn’t any other choice. He’s really laid the law down.” — Eric Clapton.

	Jello  BIAFRA  & Mojo  NIXON
	Praire Home Invasion
	1994
	54:34
	label: Alternative Tentacles Records (Virus).      

Пародийно- издевательский кантри-рок.
J. B. [wailin’, hollerin’ & testifyin’]; Mojo Bo-Dacious Nixon [more hollerin’, g, harmonica, banjo, tambourine Johnson]; Pete (Wet Dawg) Gordon [p, organ, accordion]; Sean (Weasel) McCarthy [b, sleeping]; Wid (The Jinx) Middleton [d, perc];  + Evan Johns[g]. 

(см. тж.: E. Chadbourne & Evan Johns)

1. Buy My Snake Oil

2. Where Are We Gonna Work

3. Convoy In The Sky

4. Atomic Power

5. Are You Drinkin’ With Me Jesus

6. Love Me, I’m A Liberal

7. Burgers Of Wrath

8. Nostalgia For An Age That Never Existed

9. Hamlet Chicken Plant Disaster

10. Mascot Mania

11. Let’s Go Burn Ole Nashville Down

12. Will The Fetus Be Aborted

13. Plastic Jesus

	The  BIG  BOPPER
	Chantilly Lace
	1958
	22:23
	rock-and-roll.

J. P. Richardson — known to his millions of fans as the Big Bopper —  had already carved out a major spot for himself in the history of rock-and-roll. Born October 24, 1932, in Sabine Pass, Texas, J. P. attended public schools in Beaumont and began working as a DJ while still in college. He quickly became the top DJ in the region, was named №1 Disc Jockey in the numerous surveys, and assumed the name “The Big Bopper” for his shows. Mercury Records released Chantilly Lace by The Big Bopper in August of 1958, and the record quickly became a national best seller. J. P. continued to write and record during the whirlwind days of his new-found stardom. His touring increased and it looked as if there was no stopping The Bopper. The Big Bopper was only twenty-seven years old when his career was cut tragically short by the legendary plane crash which also took the lives of Buddy Holly and Richie Valens.   The Big Bopper’s best known hits are included in this selection, but give a listen to some of his lesser known songs.

	BIG BAD VOODOO DADDY
	
	1998
	54:50
	boogie-swing
Scotty Morris [v, g]; Joshua Levy [p]; Glen ‘The Kid’ Marhevka [tp]; Karl Hunter [a&t&bar s, cl]; Andy ‘Lucious’ Rowley [bar s]; Jeff Harris [trb]; Dirk Shumaker [upright bass]; Kurt Sodergren [d, perc, gong].

	BIG BAD VOODOO DADDY
	This Beautiful Life
	1999
	52:04
	Scott Morris [v, g]; Kurt Sodergren [d, perc]; Dirk Schumaker [ac b, v]; Joshua Levy [p]; Glen ‘The Kid’ Marhevka [tp]; Karl Hunter [a&t s, cl, bass cl]; Andy ‘Lucious’ Rowley [bar s].

	BIG KAHUNA and the COPA CAT PACK
	Hawaiian Swing
	1999
	56:06
	neo-swing
(вслед за названиями вещей указаны солисты оркестра)

1. COME ON A MY HOUSE

(Ross & Adam Bagdasarian / William Saroyan) Matt Catingub - vocal / David Wells - tenor sax

2. A-TISKET A-TISKET

(Ella Fizgerald / Van Alexander) Matt Catingub - alto sax / Steve Moretti - drums

3. DON'T BE THAT WAY / STOMPIN’ AT THE SAVOY

(Benny Goodman / Edgar Sampson / Mitchell Parish) Matt Catingub - vocal & alto sax / Linda Harmon - vocal / David Wells - tenor sax

4. THE HUKILAU SONG

(Jack Owens) Matt Catingub - vocal & alto sax

5. PEARLY SHELLS

(Webley Edwards / Leon Rober) Matt Catingub - piano / David Wells - tenor sax / Mike Olmos - Flugelhorn

6. IN THE COPA ROOM

(Matt Catingub) Matt Catingub - vocal & alto sax

7. EVERY DAY I HAVE THE BLUES

("Memphis Slim" aka: Peter Chatman) Matt Gatingub - vocal & alto sax / David Wells - tenor sax

8. NIGHT IN TUNISIA

(Dizzy Gillespie / Frank Paparelli) Mike Olmos - trumpet

9. AFTER HOURS 

(Matt Catingub) Matt Catingub - vocal & alto sax

10. BLUE HAWAII 

(Ralph Rainger / Leo Robin) Matt Catingub – piano

11. LOVE YOU MADLY

(Duke Ellington) Linda Harmon - vocal / Matt Catingub - alto sax

12. THEM THERE EYES 

(William Tracey / Doris Tauber / Maceo Pincard) Matt Catingub - alto sax

13. SMILES / WHEN YOU ‘RE SMILIN’ 

(Lee S. Roberts / J. Will Callahan) Matt Catingub - vocal & alto sax / Linda Harmon - vocal

14. DON CHA GO 'WAY MAD 

(James Mundy / Al Stillman) Matt Catingub - vocal & piano

15. I' LL REMEMBER YOU 

(Johnny Mercer / Victor Schertzinger) Matt Catingub - vocal / Linda Harmon - vocal / David Wells - tenor sax

16. COME ON-A MY HOUSE (instrumental reprise) 

(Ross & Adam Bogdasarian / William Saroyan) Steve Moretti - drums

17. HAWAIIAN WAR CHANT 

(John Noble / Ralph Freed) Matt Catingub - vocal / Linda Harmon –background vocal

	Rory  BLOCK
	Mama’s Blues
	1991
	38:49
	country/ blues

   “Rory Block has been an inspiration to me since we started out years ago. Her guitar playing, singing and songwriting are some of the most soulful in traditional and modern blues.” — Bonnie Raitt.
  “I love it! I love it! She’s very simply the best there is.” — Taj Mahal.
  “At the age of 14 I spent all my time sitting in front of a beat-up old speaker listening to some of the most crackly and  staticky recordings ever to exist on vinyl. For two years it was my passion to transcribe the old songs as religiously accurately as possible, out of a deep reverence for the music and for what I later realized was an instinct for historic preservation.” — Rory Block.

	The  BLUE  RAGS
	Rag-N-Roll
	1997
	37:04
	label: Sub Pop Records (USA)  www.subpop.com 

Jake Hollifield [p, v]; ‘Woody’ [g, v]; Scott Sharpe [g, v]; Bill Reinolds [b]; Mike Rhodes [d]. Email: Blurags@aol.com 

Neo-Boogie (Веселейший огненный сплав буги, кантри и рок-н-ролла. Все вещи как на подбор. Настоящая Америка!)

	The BLUE CATS
	The Blue Cats
	1980
	37:37
	rockabilly

	The BLUE CATS
	Fight Back
	1991
	38:34
	

	The BLUE CATS
	The Tunnel
	1992
	36:29
	

	The BLUES SWINGERS
	Who’s Yo’ Daddy
	1999
	57:07
	neoswing  (Chicago)

Jim Donovan -- Trumpet 

Martin "Van" Kelly -- Alto Saxophone, Clarinet 

Dave Clark -- Tenor Saxophone 

Josh Sinton -- Baritone Saxophone 

Tim Barton -- Piano
Mark Wydra -- Guitar 

Chris Gorcik -- Bass 

Jeff Fortin -- Drums 

Jasen Schrock -- Vocals

	BUFFALO  BOP’

[Compilations: цикл R’n’R cборников]
	Horror Hop
	
	71:48
	Kip Tyler, Billy Sills, The Revels, Lou Chaney, Jack Hammer, Bobby Bare, Billy Taylor, Phil Carter and others.

	BUFFALO  BOP’

[Compilations: цикл R’n’R cборников]
	Monster Bop
	
	68:58
	Jimmy Dee, Bert Convy, Joe Wallace, The Keytones, Mike Fern, Joe Johnson, Cris Kevin and others.

	BUFFALO  BOP’

[Compilations: цикл R’n’R cборников]
	Teenage Doll !
	
	63:33
	[female vocal] Sara Lee, Patsy Cline, Ronnie Malone, Judy Layne, Kay Cee Jones, Sandy Lee and others

	B. BUMBLE & THE STINGERS
	Nut Rocker, Bumble Boogie, Apple Knocker and all the classics
	1961-63
	58:29
	boogie

label: Ace Records (London), 1995

with: Ernie Freeman [p]; Rene Hall [g]; Earl Palmer [d].

The hot instrumental group has two solid sides. On top is the old "Pinetop" Smith tune done to a rousing arrangement. The flip is the familiar Francis Craig tune. Either way here. – A Billboard Pick

"Bumble Boogie" – Rimsky-Korsakov's "Flight Of The Bumble Bee" becomes a romping honky-tonk-styled sessions. A good sounding instrumental with a bright-beat always present.

This unusual group recording on the Rendezvous label consists of B. Bumble, guitar; Ron Brady, drums, and Fred Richard, piano. Bumble, whose real name is William Bumble, shortened to Billy, shortened to B., comes from Ada, Okla. Brady and Richard, the Stingers, both come from California. Their birthdays: Bumble, July 11; Brady, June 11, and Richard, January 4.
Bumble's first interest in music was in his brother's small band which played local school dances. One night he sat in for the guitar player. Although he had never picked up the instrument, Bumble managed to keep the rhythm, and even impressed a young girl so well she asked him for his autograph. As a result, Bumble decided on a musical career and began to take lessons.
Soon after, B. Bumble formed the trio and, in July 1960, the group was discovered by Rod Pierce and Gordon Wolf of Rendezvous Records. Their initial release, "Bumble Boogie," was an immediate success, moving up rapidly on the "Hot 100."

	Sam BUTERA
	The Capitol Recordings [from CD Box "Louis  PRIMA"]
	1956-62
	63:26 66:21
	jive (pre- rock'n'roll)

label: Bear Family Records, 1994

rec. 1956-62

	J. J.  CALE
	Really
	1972
	31:03
	country/blues/r’n’r

	J. J.  CALE
	Naturally
	1972
	32:16
	

	J. J.  CALE
	Okie
	1974
	29:10
	

	J. J.  CALE
	Cale-5
	1975
	38:02
	

	J. J.  CALE
	Troubadour
	1976
	36:29
	

	J. J.  CALE
	Shades
	1980
	33:23
	

	J. J.  CALE
	Grasshopper
	1982
	35:12
	

	J. J.  CALE
	J.J  Cale # 8
	1983
	30:02
	

	J. J.  CALE
	Number 10
	1992
	38:46
	

	J. J.  CALE
	Closer To You
	1994
	43:56
	

	J. J.  CALE
	Guitar Man
	1996
	38:19
	

	Howie CASEY & THE SENIORS
	Twist At The Top plus…
	1961-62
	75:33
	twist
label: Bear Family Records (Germany), 2002  www.bear-family.de 



	Johnny  CASH
	Greatest Hits Vol. I
	1967
	30:51
	country


	Johnny  CASH
	At Folsom Prison
	1968
	
	LP

	Johnny  CASH
	Johnny Cash
	
	
	2 – LP  CBS Collection 1973
Можно конечно сходить с ума от го​стящего у нас Браена Ферри или Галас, но, если музыка Кэша не тронет вас, то вы можете благополучно протягивать свои ноги (hang 'em boots). Ре​бята, нельзя всё время пить горькую и поклоняться ряженному дьякону, надо выглядывать на природу и копить энергию. Кэш дает эту возможность: какие здесь гитары, какой строй и какой вокал! Эти люди решительно умеют играть музыку, они знают корни и хотят идти вперёд. Их копировальщики и "последовате​ли" ни в коем случае не могут ничего такого. О генезисе Кэша: когда он на альбоме "A Thing Called Love" (1969, Sony/CBS/ Columbia) отошел от country stampede в пользу более интеллек​туальной формулы folk-ballad, это по всем законам должно было произвести переворот наподобие "Abbey Road "/The Beatles или нынешнего Toploader. За каждой строкой у Кэша вдруг появи​лись многозначительные прочтения, за каждой нотой -- исцеляю​щее шаманство, за каждым гитарным "твэнгом" — виолончель​ный трепет. Он стал петь о простом и дорогом, и в сочетании с известным сочным качеством американской "Колумбии" Кэш производил неизгладимое впечатление. Всё это он пронёс за де​сятилетия до нового тысячелетия и его голос и рука не дрогнут на своих партиях, как "магнум-44" в руке Клинта Иствуда. Его диски олицетворяют Америку героев, а не болванов.

HiFi Club

	Jo Ann CASTLE
	Queen of the Ragtime Piano
	
	38:08
	label: Dot Records (Paramount Pictures Corporation)
Виртуозная пианистка (+небольшой бэнд) исполняет не классику рэгтайма, но то, чем он всегда и занимался – обработки популярных мелодий. Здесь вы встретите не просто знакомые мелодии, но их чудесные воплощения в каких-то искрящихся вихрях. Рекомендуем!

	Eugene  CHADBOURNE     & Evan  JOHNS
	Terror Has Some Strange Kinfolk
	
	53:54
	label: Alternative Tentacles Rec.  

Mastered by Jello Biafra. 

Замечательное изделие старых насмешников в рамках рока и кантри. (см. тж. подобный проект – Biafra & Nixon)

См. тж. другие диски Chadbourne в секции ‘Alternative’.

E. C. [g, banjo, charango, v, electric rake]; E. J. [g, v, auto harp, C melody sax, steel percussion]; Buggs Coombs [b, g, v]; Mike Buck [d, perc].

1. Achey Rakey Heart

2. Redneck Jazz

3. Sail My Ship Alone

4. I Gotta Pee

5. I Cut The Wrong Man

6. George Bush’s Bones Jig

7. Desert Storm Chewing Gum

8. Let ‘Em Drink While They’re Young

9. Mister Jones

10. Missing Engineer

11. Killbillies

12. Got The Blues & Can’t Be Satisfied

13. Checkers Of Blood

14. There Was Gloom

15. Land Of Use To Be

16. Living In The Country

	The CHAZZ CATS
	E Swingus Vitus (No Known Cure)
	1999
	43:57
	label: Chazz Cat Productions

e-mail: chazzcats@aol.com   www.chazzcats.com  (California)

neoswing

Gerry Grosz – Vibes, 

Chad Clouse – Fiddle, 

Tom Whitehead - Piano 

Stefan Kuehn - Trumpet on Buona Sera 

Kristen Fairchild - whisper on Buona Sera 

John Cappabianco - Trumpet on Sugar in My Bowl 

The Monroe Sisters: Backing Vocals on Choo Choo Ch’Boogie

1. Thirteen Men (D. Thompson)

2. Choo Choo Ch'Boogie (D. Darling/M. Gabler/V. Horton)

3. Buona Sera (DeMichele/Dekose/Sigman)

4. Blue Room (C. Casey)

5. Swing Brother Swing (W.Bishop/I. Raymond/ C. Williams)

6. Need A Little Sugar In My Bowl (J. Brynn/ Small/C. Williams)
7. A Penny for Benny (C. Casey)

8. Swingin' &. Truckin' (Barlow/Dickerson/Farlow)

9. Why Don't You Do Right? (Barlow/Dickerson/Farlow)

10. Big Ten Inch Record (F. Weismantel)

11. Five Guys Named Moe
(JJ. Bresler/ LL.Wynn)

	CHE & RAY
	Boogie Party
	1991
	75:33
	boogie
label: Dino Music (Switzerland)

Che Peyer [schimmel-pianos, Roland-keyboards, Hammond-organ, blues-harps]; Ray Fein [schimmel-pianos, vocal]; and about 5000 musicians, singers, friends and guests.

Let's Boogie (-Woogie) 3'00
Tricky Bass Boogie 5'00
If you need me 3'30
C-C-Rider 5'40
Blue Piano 4'00
Piano Boog-a-Loo 3'30
Rhythm'n'Boogie 2'50
Ain't gonna let my Boogie roll on you 4'05
Pan Blues 5'40
Glory Hallelujah 4'05
Stagger Lee 4'05
Startin'68 335
Blow out the candle Blues 7'30
l Dust my Broom 4'30
Boogie-Sneekers 6'30
Boogie-Party 7'30

	CHE & RAY
	Che & Ray
	
	42:00
	

	Chubby  CHECKER
	Mister Twister
	
	47:07
	Compilation 1993

	CHERRY POPPIN’ DADDIES
	The Swingin’ Hits Of The ZOOT SUIT RIOT
	1997
	51:25
	neo-swing
Steve Perry (ex-Journey) [v, g]; Dan Schmid [b]; Dana Heitman [tp, trb]; Jason Moss [lead guitar]; Sean Flannery [t s]; Ian Early [a&t s]; Tim Donahue [d]; + with guests.

	CHERRY POPPIN’ DADDIES
	Soul Caddy
	
	43:18
	Steve Perry [v, g, k, stylophone]; Dan Schmid [b]; Dana Heitman [tp]; Jason Moss [lead guitar]; Sean Flannery [t s, bass cl]; Ian Early [a s, bass cl]; Tim Donahue [d]; Dustin Lanker [k]; Dewey Redman (см. тж. в ‘Jazz’) [t s]; Bryce Peltier [trb]; Carol Steel [perc].

Включает великолепно сделанные аллюзии на хиты рок-музыки.

	The  CHIEFTAINS
	Another Country
	1992
	51:50
	with: Chet Atkins, Emillou Harris, Colin James, Willie Nelson, Ricky Skaggs, Don Williams, Nitty Gritty Dirt Band.

  The concept of recording a Country album has been on my mind for several years; in fact, 30 years ago I presented a radio series based on the influence and relationship of Irish music to Country music. I decided to move forward with the idea shortly after the Cieftains performed a sellout show at Nashville’s Tennessee performing Arts Center. So, with the album really beginning to take shape, it was back to Nashville for possibly the most busy yet enjoyable week of recordings we have ever put in. At the end of a long week in the studio, we all decided to assemble for a grand finale session. With a lot of help from our friends, the music for this recording has truly surpassed our expectations. — Paddy Moloney.

	The COASTERS
	(2 CD set)
	1992
	68:35 64:19
	R'n'R (black)

label: 

CD 1: The Robins

CD 2: The Coasters

"YOU'VE GOT TO LEARN TO DO THE BOOGIE WITH YOUR BIG FOOT MAE."
We didn't write songs," Jerry Leiber and Mike Stoller are fond of saying. "We wrote records." And the records they wrote for The Coasters during the '50s and '60s, the records collected in this album, com​prise a singularly rich and exciting body of work.
Everyone knows the hits; "Searchin'," "Charlie Brown," "Yakety Yak," "Along Came Jones," "Poison Ivy," and "That Is Rock & Roll" were as integral to the quali​ty of life in the '50s as Elvis, Ed Sullivan, and Brylcreem. But not everyone under​stood that "Along Came Jones" exposed the banality and inherent racism of the Hollywood stereotypes it recalled so uproariously, or that "Poison Ivy" cleverly demolished the '50s truism that girls who "went all the way" were bound to be "unclean." And not everyone heard the Coasters records that didn't make the best-seller charts—"Run, Red, Run," which a leading literary light once seri​ously compared to William Styron's The Confessions of Nat Turner, or "Framed," the tale of an unfortunate black man at the mercy of a Jim Crow judge.

The Coasters' records are among everyone's favorite oldies, and this anthology will serve as a scintillating soundtrack for a trip down memory lane. But there's more, a lot more, hiding just under the surface of those bantering vocals and stuttering saxophone solos. Leiber and Stoller were the first rock 'n' roll auteurs to realize that rock 'n' roll records could have something substan​tial and vitally important to say about life in America. They saw that rock could retain the energy and enthusiasm that made the music so attractive in the first place while aspiring to something more— to being works of art, if you like.
The two men who wrote and produced these records were born in 1933; Mike Stoller in New York, Jerry Leiber in Balti​more. By the time they met in 1950, their families had moved to Los Angeles, and they had both developed a taste for blues and R&B, the black popular music of the period. Mike played blues, boogie, and a smattering of bebop on the piano, and Jerry jotted down original blues lyrics in a notebook in his spare time. They started hanging out together, going on double dates (they both had black girlfriends), and writing songs, and in 1951 they became professionals when they sold one of their ditties, "That's What The Good Book Says," to a black vocal group that recorded for the Modern label. The group was called The Robins.
During the next few years, Leiber and Stoller wrote songs for a number of the black artists who were making R&B records in Los Angeles, including Big Mama Thornton (who recorded their "Hound Dog"), Little Willie Littlefield (who recorded their "K.C. Loving," later retitled "Kansas City"), blues balladeer Charles Brown, and the young Ray Charles. Late in 1953 they went into partnership with a music business veteran named Lester Sill and started their own label, Spark Records. Among the artists they signed were The Robins, and the third Spark release, the first by The Robins, was an instant classic—"Riot In Cell Block #9."
The Robins also recorded "Framed" and "Smokey Joe's Cafe" for Spark, but the label suffered chronic distribution problems. In 1955 the Atlantic label bought the Spark catalog and signed Leiber and Stoller as independent pro​ducers—the first in the business, which had traditionally kept artists and reper​toire (A&R) men on staff for the express purpose of signing artists, finding suitable material for them, and producing their discs. The Atlantic deal split The Robins, some of whom signed with their manager's new label. Lead singer Carl Gardner and bass singer Bobby Nunn elected to stay with Leiber and Stoller, and with the addition of comedy singer Billy Guy and tenor Leon Hughes they became The Coasters, named for the West Coast.
The best of The Robins' records on Spark are included in this collection because they represent the first flower​ing of the style Leiber and Stoller and The Coasters developed together. There had never been anything quite like it. "Leiber and Stoller were making great R&B records," recalls Jerry Wexler of Atlantic, "very idiomatic records. Not only did the records have intelligent pro​duction, they were in tune, had a good beat, and were properly balanced. And the songs also had great penetration, social understanding. Their music had real roots."
Jerry Leiber, the team's lyricist, said he was writing about "just attitudes, the way you see something on the street." But perfectionism in the studio (rare enough in those days) and street smarts weren't the only things Leiber and Stoller had going for them. Leiber had at one time aspired to a career in the theater, and he brought to his songwriting some​thing of a dramatist's sensibility. He also loved listening to the dramatic shows that were still a staple of network radio in the '50s. Stoller combined his feel for black popular idioms with a grasp of modern jazz harmonies and con​siderable familiarity with contemporary classical music. He'd written an orchestral work that was per​formed by the Santa Monica Symphony, and in 1 962, when The Coasters were riding high, his classi​cal composition "Quartet" was per​formed in Max Pollikoff's "Music In Our Time" series in New York.
When these ambi​tious, restless, multi-talented, young men got together with The Robins, a unique combustion occurred.
The group had been around since the beginning of the '50s, recording for a number of West Coast labels, trying out most of the popular black vocal-group styles of the day without settling on a distinctive sound of their own. Bass singer Bobby Nunn had a flair for comedy and an incisive sense of tim​ing, and Carl Gardner was an expressive lead tenor. But neither of these featured vocalists was quite right for the role of the tough, swaggering convict who narrates "Riot In Cell Block #9," so Leiber and Stoller called on Richard Berry, author of the immortal "Louie, Louie," whose voice had the per​fect edge of menace.
"Riot" was a kind of blueprint for collab​orations to come. At rock bottom it was pure, traditional blues; that stop-time fig​ure the band plays was nicked from Muddy Waters, who was enjoying his greatest commercial success as an R&B singer in 1953 with a series of tough sin​gles on Chess. But nobody noticed the blues riffs because there was so much else going on. There was Richard Berry, cool as a cucumber as he told the story of a prison riot that was eventually quelled, but only for the time being. There were sirens, a tommy gun— enough sound effects to put the record in a "novelty" category if it hadn't been so gritty and streetwise. There was super-hard blues saxophone by Gil Bernal, who didn't just solo but functioned as a voice in the group, answering vocal phrases and commenting on the action with honks and shrieks, the way King Curtis would do on the later Coasters singles. And there were vocal-group harmonies that didn't sound anything like the barbershop harmony of "sweet" groups like The Ravens or the gospel harmony of harder vocal groups like Atlantic's Clovers. The harmonies were different because Stoller wrote them out, drawing on his knowl​edge of jazz and creating an entirely new vocal-group sound in the process.
The social protest in "Riot" was a little too overt for most disc jockeys, and the record didn't get played much. Neither did "Framed," sung with evident relish by Bobby Nunn, which was even more explicit in its account of a racist police and court system. Later generations of rock performers realized the importance of "Riot" and "Framed," but it wasn't until Leiber, Stoller, and The Robins came up with "Smokey Joe's Cafe" that they made the national R&B charts. Songs about black people fighting other black people weren't deemed as offensive as songs about implicitly racial conflicts, and besides, "Smokey Joe's Cafe" was musically brilliant, with superb, twangy guitar by jazz great Barney Kessell and a he-he-hesitating saxophone solo by the wonderful Gil Bernal that must have inspired King Curtis' st-st-stuttering entrances on later Coasters records.
Shortly after "Smokey Joe's" hit the charts, Atlantic scooped up Spark and The Robins split, Leiber and Stoller put Carl Gardner and Bobby Nunn together with newcomers Leon Hughes and Billy Guy, and The Coasters were born. Their first hit, "Down In Mexico," echoed Stoller's immersion in Los Angeles' Mexi​can-American culture with prominent Latin percussion and another superb vocal arrangement by Stoller. It was a fine record, but it could hardly have pre​pared anyone, including Leiber and Stoller, for the sudden pop success of "Searchin" / "Young Blood," the two-sided smash hit that stormed up the pop charts in the spring of 1957.
This one record made The Coasters pop stars in white America, along with Little Richard, Fats Domino, and a few other black artists who had managed to cross over. For many young whites, it was a first taste of the funky sensuality R&B had been purveying for so long. The brilliant Billy Guy sang Leiber's tribute to the pop heroes of the day—"Sgt. Friday, Charlie Chan, and Boston Blackie"—with dazzling panache on the disc's original A-side, "Searchin." The B-side, "Young Blood," was a little risky, since a "young blood" was an underage girl, or in '50s parlance, jailbait. But nobody seemed to notice, and the record used the four singers' individual voices in a round-robin dialogue that foreshadowed the develop-ment of the most distinctive of Leiber/Stoller song forms, the "playlet."
Perhaps the classic playlet, and anoth​er inspired bit of social commentary, was the 1960 hit "Shoppin' For Clothes." Billy Guy was doing the shopping, and Dub Jones was the oily, smooth-talking salesman. Anyone who's ever flunked a credit check in a large department store knows it can be one of the most humiliat​ing experiences of a lifetime, and for a ghetto black, shopping for status and a sense of self as well as for a piece of fab​ric, the humiliation could be devastating. "Pure herringbone," poor Billy Guy mut​tered. "That," answered Jones, "is a suit you'll never own."
"Shoppin' For Clothes" was something of an anomaly, because by 1960 Leiber and Stoller's Coasters material had begun to slip away from ghetto realities toward a broader teen appeal. "After we moved to New York," Leiber has noted, "the focus of our work began to shift toward a more universal rock 'n' roll style. It wasn't that we were looking for a larger audience. We were simply doing what we had always done: writing songs that appealed to us." The new material also appealed to a mass audience and espe​cially to the brand-new teenage market. What teenager could resist a record like "Charlie Brown," which celebrated the class goof-off with such infectious enthusiasm? Or "Yakety Yak," which good-naturedly thumbed its nose at parents and their killjoy insistence that you'd bet​ter, "Take out those papers and the trash/Or you don't get no spendin' cash"? Songs like "Poison Ivy" and "Three Cool Cats" even induced boys to laugh at their simultaneous attraction to/fear of sex and their anxieties that they might prove inadequate when they finally found a girl who would "go all the way."
These were perfect pop records, relentlessly rehearsed, the timing of each apparently off-the-cuff stutter plotted to the millisecond. Stoller, who was respon​sible for the musical arrangements, came up with some wonderfully off-the-wall touches. What was that banjo doing clat​tering away in a song called "That Is Rock & Roll"? And those stuttering King Curtis saxophone fills, witty comments on the action, announcements of scene changes, ironic asides—Stoller wrote most of them out, often on the backs of napkins at the sessions. Everything had to fit just so; the miracle is that the records sounded so lively and sponta​neous.
Classic as these teen-oriented Coast​ers hits are, the more black-oriented records tend to be more substantial. "Run, Red, Run" mines a rich vein of black American folk humor; it is the age-old trickster tale of the apparently docile slave (here impersonated by, of all things, a monkey) who cleverly turns the tables on Ole Massa. "Down Home Girl," which dated from the latter stages of The Coasters' career, is another evo​cation of black folk humor, this time hav​ing to do with the tendency of urban blacks to make fun of their country cousins. Apparently its outrageous humor was lost on Mick Jagger when he sang it at an early Rolling Stones ses​sion.
In "D.W. Washburn" a black wino tells a Salvation Army-type crusader the plain truth: "Why don't you go save somebody else? I got a bottle of wine, I'm feeling' fine...I believe I got it made." And "Idol With The Golden Head" is pure black back-country surrealism; when the gullible bumpkin asks his hoodoo idol what to do, the idol responds, "Hold on, Jim, gimme time to think."
These records—not songs, records— merit the closest study. On the other hand, why study them when you can slap them on your turntable and party the night away? The best course of action is. to follow the advice of that idol with the golden head: "You've got to learn to do the boogie with your Big Foot Mae." Amen.
—Robert Palmer

	Eddie  COCHRAN
	“Singin’ To Me Baby” 1957 / “Never To Be Forgotten” 1961
	
	50:32
	R’n’R

	Ry  COODER
	Into The Purple Valley
	1972
	37:48
	полностью его диски указаны в разделе ‘Rock’

	Ry  COODER
	Chicken Skin Music
	1976
	40:01
	

	Ry  COODER
	Ry Cooder Jazz
	1978
	38:31
	

	Ry  COODER
	The Long Rider
	1980
	35:43
	

	Ry  COODER
	The Slide Area
	1982
	39:20
	

	Ry  COODER
	Paris, Texas
	1985
	34:14
	

	Ry  COODER
	Crossroads
	1986
	37:47
	

	Ry  COODER
	Get Rythm
	1987
	40:55
	

	The  CRAMPS
	Stay Sick !
	1990
	
	LP      Rockabilly    [~ 40 min]

	CRAZY OTTO
	The Medleys
	1953-60
	78:31
	rags

label: Bear Family (Germany), 2000.   www.bear-family.de 

Crazy Otto = Fritz Schulz-Reichel (1949-1964) [p].

1. Die beschwipste Drahtkommode,  1/1 ©1953 3:25
2. Die beschwipste Drahtkommode,  1/2 © 1953 3:02
3. Red Sails In The Sunset,  2/1 1955 2:19
4. Die beschwipste Drahtkommode, 2/1 ® 1953 3:11
5. Die beschwipste Drahtkommode, 2/2 © 1953 3:11
6. My Melancholy Baby © 1955 2:53
7. Die beschwipste Drahtkommode, 3/1 © 1954 3:31
8. Die beschwipste Drahtkommode, 3/2 © 1954 3:13
9. Smiles © 1955 2:13
10. Die beschwipste Drahtkommode, 4/1 ® 1956 2:48
11. Die beschwipste Drahtkommode, 4/2© 1956 2:58
12. Rose Of Washington Square ® 1955 2:15
13. Lights Out © 1955 2:34
14. Glad Rag Doll © 1955 2:32
15. Paddlin' Madeleine Home © 1955 2:09
16. Die beschwipste Drahtkommode, 5/1 © 1956 2:49
17. Die beschwipste Drahtkommode, 5/2 ® 19562:54
18. Shine © 1955 2:21
19. Lena From Palesteena © 1955 2:18
20. The Darktown Strutter's Ball © 1955 2:22
21. If You Knew Susie © 1955 2:32
22. Die beschwipste Drahtkommode, 6/1 © 1958 2:42
23. Die beschwipste Drahtkommode, 6/2 ® 1958 2:37
24. Indiana © 1955 2:24
25. Oh Johnny, Oh Johnny, Oh © 1955 2:22
26. I'll Always Be In Love With You © 1955 2:23
27. Alabamy Bound © 1955 2:34
28. Die beschwipste Drahtkommode, 7/1 ® 1960 2:15
29. Die beschwipste Drahtkommode, 7/2 ©1960 2:47

	CROSBY,  STILLS &  NASH
	After The Storm
	1994
	46:16
	country-rock

	R. CRUMB and the Cheap Suit Serenaders
	Singing in the Bathtub
	1993
	42:07
	country

label: Shanachie

recorded and mastered in San Francisco

R. Crumb [banjo, v]; Robert Armstrong [g, v]; Bob Brozman [steel (Hawaiian) g]; Allan Dodge [ukelele, vln, viola]; Tom Marion [g, v, six-str banjo]; Terry Zwigoff [cello, mandolin]; with others.

	DANDO  SHAFT
	Shadows Across The Moon
	1989
	56:02
	country

	DEMENTED  ARE  GO
	The Day The Earth Spat Blood/Go Go Demented
	
	57:14
	neo-rockabilly

	DEMENTED  ARE  GO
	Orgasmic Nightmare
	1991
	52:42
	

	DEMENTED  ARE  GO
	Tangential Madness On A Pleasant Side Of Hell
	1993
	47:20
	Demented Are Go are:

Spark ‘Douche’ Retard – screaming and ranting

Antenormous ‘The Horse’ – death beat and keyboards

Lightning Lex Luther ‘Geetar’ – and distortions

Gray Boy ‘Get Off My Land’ Grant – big bass fiddle

Other guest musicians are:

Dr. Sex – harp

Big Daddy Rich – sax

Speedy Mouse Gondola – slide distortions

Jah Tufty – banjo and pinkness

Leggy Clare Tampax – fiddle

	DEMENTED  ARE  GO
	Live In Japan
	1993
	65:42
	

	Lonnie  DONEGAN
	The EP Collection
	1992
	68:36
	country

	DOPE & GLORY
	Reefer Songs from the 30th & 40th
	2002
	72:51 70:34
	label: Trikont (Munchen) / Indigo (USA)

SONGS OF DOPE & GLORY
»Close the windows and lock the door,
Take the rug up off the floor,
Hey, hey, let's all get gay,
The stuff is here.«
The »stuff« being referred to in the above verse, by Georgia White, is marijuana, other​wise known as »jive« and »roach«, »reefer« and »weed«, »golden leaf« and »Texas tea«. Colloquial usage had a whole raft of them, and many are found in the fifty vintage tracks featured here, each concerned with the theme of getting high on marijuana. Not that the per​formers refer to it by that name very often. In American society at large, as reflected in the output of the commercial recording companies at least, it was almost as taboo as sex. And just as sex was »disguised« in many songs under a wide variety of euphemisms - see Volume 3 in the »Flashbacks« series (Trikont US 0277) - so too the forbidden plant.
Hemp has been a cultivable crop with a dis​tinct market value, grown in temperate cli​mates for millennia. »You'll find what I mean in any old field, «sings the vocalist with Buster Bailey's Rhythm Busters. Used across the cen​turies for numerous purposes, from rope, sail and paper making to car paint, in numerous ancient and modern cultures various parts of the plant were also commonly ingested as a narcotic. Consumption induces a relaxed and peaceful state, in which reality perception is transformed.
»Everything will seem so funny, darkest days will seem so sunny«, observe The Cats and the Fiddle about their »Killin' jive«. Its effects are diametrically opposite to being deep in the blues. In »When I Get Low I Get High« Ella Fitzgerald has been left by her man, but she won't let it get her down as long as she's »still got a dollar« to buy that stuff. Yack Taylor too, like Ella, is »Knockin' Myself Out« because her man left her. She too knows the temporary remedy the weed will bring, but is far more depressed,
»I usta didn't blow gage, 

drink nothin' of the kind,
But my man quit me
and I changed my mind.
That's why I'm knockin' myself out.
Yes, I'm killing myself. 

I knock myself out, gradually by degrees«.
On a more positive note, »You alone can bring my lover back to me, even though I know it's just a fantasy«, sings Gertrude Michael, extol​ling the virtues of »Sweet Marijuana«. Meanwhile, Bea Foote proclaims herself the »Queen of Vipers«, and croons languorously about her »Weed«, which
»Puts my heart at ease, in sweet dream... 

All vipers love their mezzroll,
Love it good and strong. 

Dreams come from my weed all day long«.
Almost invariably these melancholic feelings are voiced, in song at least, by women. »Light up these weeds, sister, and forget about everything«, advises Cab Calloway, a.k.a. »The Man From Harlem«. For men the drug makes them   »hip«   and   »cool«,   if  a   bit   scatty. »Sniffin', giggle, start to squirm and wiggle, I've just lit that reefer man«, sings Harlan Lattimore. Jivers might also become legendary for their sexual prowess and the fatal attrac​tion    they    hold over        women. Frankie        »Half Pint«  jaxon  tells of a   protagonist who »jives« everybody    (and here, I think, the use of the term is sexual) from crad​le to grave, and beyond, including the Devil and his imps     in     Hell.
When the »Man from Harlem« appears in a night club all the women »started heavin' sighs«. And when he starts gyrating and mug​ging on the dance floor, »Women watched him with amaze, each one said SHE'D have the Man from Harlem«. And with barely concealed admiration, and a hint of envy perhaps, Cab Calloway adds, »Can you blame 'em?«
There's a price to pay for all this, of course, but it's only money. As »Stuff« Smith declares, »You'll feel like a millionaire but not a dime in your jeans«.
Marijuana has had a checkered history in 2oth century American culture. Although hemp had been a major cash crop in the southern states for several centuries prior to the Civil War, it had long been supplanted by cotton when the first usage of the term »marijuana« is first recorded in 1895, in association with suppor​ters of Pancho Villa in Sonora, Mexico. A dozen years later its use was recorded across the border, in Texas, but still among Mexicans.
Around the same time there are reports of ree​fer smoking among African-Americans in the Storyville clubs of New Orleans, Louisiana. Much of the initial hostility towards the drug was motivated by racism. Paranoia reared up since, it was claimed, local white inhabitants were being influenced by these actions. Further reports of use by immigrant Hindus in San Francisco, California, compounded the perceived problem, leading to the banning of the drug by law in, first, Utah, then Texas and California, all during 1915. During the ensuing period use of the weed gained popularity in entertainment circles, and  in  particular be​came associated in the public consciousness with the loose morals of the jazz scene. The music, in fact, became the symbol of urban crime, feeble-mindedness, insanity and unre​strained  sex,  and came   under   con​stant attack in the press    from    the early   1920s    on. And yet its recrea​tional   use   remai​ned legal in most states, where mari​juana   clubs   were widely established and   tolerated   by the authorities be​cause the patrons, under the soothing influ​ence,   were   clearly   no   threat   to   either themselves or others. These clubs became know as »tea pads«, thereby popularising yet another colloquialism for the drug.
Paranoia    among middle class white American society increased during the 1920s and 30s, as immigrants from Mexico (many of them illegal) became an increasingly visible presence. Rumours,  almost  certainly  unfounded,  that members of this ethnic group became violent under the influence of the drug fuelled the irrational fear of the Anglo-Saxon establish​ment, so that by 1933 marijuana had been legally outlawed in thirty three states. Three years later the remain​der of the country fol​lowed suit, following extensive publicity that the nation's (white) children were being corrupted into the drug culture. »lt's the kind of stuff that dreams are made of, it's the stuff the white folks are afraid of«, observes Larry Adler, voicing popular fears of empowerment among immigrant society.
The extent of usage among jazz musicians is unknowable, but we may state with some con​fidence that it would have been pretty wide​spread. Two luminaries of the jazz world, one black, the other white (no possible accusation of racism there) became almost legendary jivers.
Louis Armstrong, arguably the finest trumpet player ever recorded, moved from his native New Orleans to Chicago, Illinois, during the mid-i92os, and then on to California in 1930. While playing an extended gig at Sebastian's New Cotton Club in Culver City, Armstrong was arrested (along with drummer Vic Berton and Frank Driggs) for smoking marijuana in the club parking lot, and spent nine days in jail. Unrepentant, he remained a daily devotee of the weed until the end of his days.
But it was Milton »Mezz« Mezzrow who came to  be  perceived  as the archetypal  »reefer man«. He was a troubled street youth on the north side of Chicago on the eve of the mass African-American   influx   from   the   southern states, which brought with   it  the  exciting musical forms of rural blues  (rapidly trans​formed  into a  more sophisticated   urban form)  and  hot  jazz. Already by the age of sixteen Mezzrow was in     reform    school, where he learned to play  the   instrument which forged his life's Louis Armstrong course. Embracing the jive culture wholeheart​edly he was lauded by his peers for his appar​ently inexhaustible supply of marijuana, so much so that his very name became synony​mous with the drug, as in Bea Foote's lyrics, cited above.
New Orleans may have been the original ree​fer city, but Harlem, an African-American area of New York City, came to typify the jive cul​ture, and by 1930 there were estimated to be twelve hundred hash bars in the city. Mezzrow had moved to the city the previous year and quickly established himself as a prolific dealer in the weed, claiming in his autobiography, »Overnight I was the most popular man in Harlem«. He was so prominent within the drug culture, in fact, that he attracted such sobri​quets as »The white mayor of Harlem« and »The man that hipped the world«.
During the spoken introduction to »Viper Drag« Thomas »Fats« Waller an​nounces, »Here we are in Harlem. Everybody's here but the police, and they'll be here any minute. It's HIGH TIME«. This is Waller's 1943 reworking of the common »lf You're a Viper« under Fats waller another title. His infectious scat and nonsense ejaculations are reminiscent of Frankie jaxon's numerous sexual skits. »l gotta be high be​fore I can swing. The sky is high and so am I, if you're a viper«. Two other versions are heard here, by Lorraine Walton, and Bob Howard and His Boys, both recorded in February 1938; and it was still current in the repertory of musical polyglots Martin, Bogan and Armstrong nearly half a century later. »Up in Harlem we go on a marijuana jag«, sings Larry Adler, like »Mezz« Mezzrow a white man adopting a black persona (and actually doing a pretty good job of it); while Cab Calloway is »waitin' for the man from Harlem« to bring that stuff with him and get the party going.
The recordings, within their short three mi​nute compass, reduce the colourful authentic characters who inhabited the jive scene to cul​tural stereotypes. Slim and Slam tell of »Dopey Joe from Baltimore, he's always on the go«; while Joe Thomas, fronting Barney Bigard's Sextet, chronicles the exploits of that dangerous vamp »Sweet Marijuana Brown«.
»She don't know where she's going,
she don't care where she's been.
But every time you take her out
she's bound to take you in.
Boy, that gal means trouble,
you ought to put her down.
Get hip, take care, look out,
beware, of Sweet Marijuana Brown«.
Almost inevitably, the reefer dealer is depicted as a sharpie, preying on the under-educated and mind-scrabbled users.
»Well look here Gates,
how much is your jive?«
»Three for a half.«
»Three for a HALF?«
don't make me laugh.«
»Well, four for a dollar.«
»Four for a dollar, whoa,
I'm gonna holler.«
Titles attached to some of the purely instru​mental numbers are evidently in-jokes or cue words aimed at those in the know. Some of these, at least, are likely to have been con​cocted in the recording studio, either for exis​ting tunes with no names, or those improvised on the spot. »Blue Reefer Blues«, built around a conventional blues chord progression, may be one such. Of course, for those jivers with the key to unlocking the knowledge it's as simple as ABC. »The man with the jive [is] known from coast to coast to every cat alive«, proclaims »Stuff« Smith, whose very nickname suggests just such an association. And such cats, even while breaking the law, are unre​pentant. As Tampa Red proudly proclaims, »lt ain't no need in no one trying to shame me«.
There is no vocal on »Sendin' the Vipers«, but the music, played by Mezz Mezzrow's musi​cians in a minor »blue« key, has an angular quality, suggestive of that reality distortion which comes from being high. The tune appro​priately then ends on a low-key, relaxing fade out. This form of angular ensemble playing is also heard to good effect on the Harlem Hamfats title »Weed Smokers Dream«, and, as a solo, in »Stuff« Smith's take-off during »Here Comes the Man With the Jive«. During »The Stuff is Here« the guitar takes a short break in 2/4 against a 4/4 backing, possibly in conscious imitation of those mellow effects, and we hear it again on »The Viper's Moan«, where the music is suitably laid back and lan​guorous.
Ironically, perhaps, it took a world war to regain the drug and its parent plant a degree of favour in the popular imagination. The »Hemp For Victory« appeal encouraged far​mers once more to grow the crop, in order to aid the war effort; and legitimate establish​ments such as the New York Academy of Medicine and the US Military Surgeon General confirmed its harmless effects.
But what do you do when you can't get that stuff any more? You can lament the fact, as in Cee Pee Johnson's 1945 recording of »The 'G' Man Got the 'T' Man«. »They've arrested my connection, so I can't find any more...All the jive is gone«, The title relies on a double pun. »G Man« (or 'Government Man') had long been colloquial for an agent of the FBI (formed in 1931). »T Man« was perhaps less common, but clearly puns on »Tea«, one of the slang terms for marijuana. Ironically, during that same year the influential magazine »Newsweek« reported the regular use of can-nabis by 100,000 Americans.
If the weed is no longer available you could alternatively revert to drinking alcohol (even during Prohibition), as suggested by Andy Kirk's vocalist Pha Terrell : »Come on in and drink some gin, 'cause all the jive is gone«. The same song advises taking to the import trail to get a fresh stash: »Rarin' to go to Mexico, all the jive is gone«.
But the jive never really went away. Its use certainly continued within the jazz culture, so much so that in 1947 an FBI directive stated »Dear Agent So-and-so, Please prepare all cases in your jurisdiction involving musicians in violation of the marijuana laws. We will have a great national round-up arrest of all such persons on a single day. I will let you know what day«. Yet despite extensive legal measures covert usage continued (Louis Armstrong being a prime example), and does so to this day.

The heyday of its most popular public face, however, was during the raucous »Jazz Age« and subsequent Depression. A fine represen​tative sample of contemporary recordings is presented here for your edification and delight. Kick back, mellow out and enjoy.
--- Keith Chandler
Published works by the following authors proved useful: Ernest L. Abel, Bruce Bastin, Robert M.W. Dixon, John Godrich & Howard W. Rye, Mike Leadbitter & Neil Slavin, Brian Rust, and Frank Tyrro. Thanks are due also to Bill Dean-Myatt and Ray Templeton.

BIOGRAPHIES […]

	Dr. FEELGOOD
	Malpractice
	1975
	37:30
	rockabilly
Lee Brilleaux [v, g, harmonica]; John B. Sparks [b]; Figure Martin [d]; Wilko Johnson (см.) [g, v].

	(Dr. FEELGOOD)
	Wilko JOHNSON:

«Pull The Cover»
	1984
	25:46
	label: SkyDog

Wilko Johnson [g, v]; Russel Strutter [b, v]; Buzz [d]; + Slim [accordion, p]; Henry Grecourt [spoons, forks]; Marc Z.

	Dr. FEELGOOD
	Brilleaux
	1989
	37:38
	

	Dr. FEELGOOD
	Chess Masters
	2000
	47:55
	

	Dr. FEELGOOD
	Sneakin’ Suspicion
	1977
	
	LP

	Dave  EDMUNDS
	Get It
	1977
	31:47
	D.E. [v, g, k, b, perc]; Nick Lowe [b]; Terry Williams [perc]; Bob Andrews [k];

	Dave  EDMUNDS
	D. E. 7th
	1982
	33:42
	D.E. [v, g]; Geraint Watkins [p](см.); Albert Lee [g](см.); Mickey Gee [g]; Dave Peacock [b, banjo]; Dave Charles [d]; 

	EXUMA
	II
	1993
	42:41
	label: TRC Records

Exuma [lead voc, g, ankle bells, sacred foot drum, mouth harp]; Daddy Ya Ya [production, bass voc, attar bells, elephant bells, marching drum]; Peppy, The Spyboy [high harmony, conga, cabassa sacred sand]; Lord Cherry [conga, whistles]; Yogi [junk bells]; Princess Diana [whistles, v]; Sally O’Brien [whistles, v]; Lord Wellington [conga].

«Moving through the air asf a flying thing, Exuma, the Obeath Man will come and ‘fix’ your hand.»

Damn Fool

Paul Simon Nontooth

Fire In The Hole

A Place Called Earth

We Got To Go

African Rhythm
Zandoo
   Очень весёлые и энергичные пародисты, в частности, на темы кантри.

	EXUMA
	Sneakin’ Suspicion
	1977
	
	LP

	Bela  FLECK
	The Bluegrass Sessions (Tales From The Acoustic Planet, Volume 2)
	1999
	75:46
	bluegrass

Bela Fleck (см. остальные его диски в ‘Jazz’ section) [banjo]; Tony Rice [g]; Sam Bush [mandolin]; Mark Schatz [bass fiddle]; Stuart Duncan [fiddle]; Jerry Douglas [dobro]; special guests: Earl Scruggs [banjo]; Vassar Clements [fiddle]; John Hartford [lead and bass volka, banjo]; Vince Gill [harmony volka]; Tim O’Brien [harmony volka]; Ricki Skaggs [harmony volka]; Da Polka Band: Joey Miskulin [accordion]; Larry Paxton [tuba]; Bob Mater [d].

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

Everything else we play is colored by that.

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

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

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

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

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

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

	FLATPICKING GUITAR  FESTIVAL
	
	1990
	54:01
	country / bluegrass

label: Shanachie (New Jersey)

When bluegrass music evolved during the 1940’s from its various sources to the form we know today, the role of the guitar was primarily subordinate. Instrumental leads were usually divided between fiddle, mandolin and 5-string banjo, while the guitar laid down the rhythm and added occasional bass-run fills. In fact, guitarists were often lead singers – tester Flatt, Carter Stanley, Jimmie Martin, Charlie Waller, etc. – who left the flash playing to other band members. Of course there were a few exceptions to this trend in the fifties, most notably George Shuffler’s work with the Stanley Brothers and Don Reno’s forays from 5- to 6-string land. But, before 1960, the guitar was definitely a second-class citizen in the Bluegrass hierarchy.

Things are very different nowadays. Flatpicking techniques have been refined, developed and, in some cases, invented, bringing the guitar more and more into the foreground of acoustic string music, whether bluegrass, old-timey or swing style.

Certainly a great catalyst in this change of events was Doc Watson, the North Carolina singer-guitarist-banjoist, who is by now a living legend. Doc’s impact when he hit the scene in 1960 was immediate and profound. Fingerstyle arrangements like DEEP RIVER BLUES, DOC’S GUITAR, and SITTIN’ ON TOP OF THE WORLD set a new standard for fingerpickers to emulate and his flatpicked fiddle tunes made an even greater impression. Is there a flatpicker alive who hasn’t tackled Doc’s classic rendition of BLACK MOUNTAIN RAG? I doubt it. Watson was the first flatpicker to work out a repertoire of fiddle tunes on the guitar, a practice so standard as to be taken for granted today. [...] 

  Hearing so much good music on a guitar with a flatpick just makes you want to go and try it yourself! Hope you enjoy the music.

--  Duck Baker

	FLY  RIGHT  TRIO
	Wild About You Baby
	1992
	38:11
	rockabilly

	John  FOGERTY
	Centerfield
	1985
	35:33
	country-rock 

J.Fogerty – from CREEDENCE  CLEARWATER  REVIVAL (см. в ‘Rock’) 

	John  FOGERTY
	The Blue Ridge Rangers
	1991
	36:48
	“A great rock and roll record has four elements: First and foremost, it has a great title. Number 2, it has a great sound. Number 3, it should have a great song. And Number 4, the best type of rock and roll record has a great guitar lick in it.” — John Fogerty.
  John Fogerty is rock guitar’s living embodiment of the expression “less is more.” As the dominant creative force in Creadence Clearwater Revival he ignored the various musical trends of the Sixties and early Seventies in favor of a hard-driving sound devoid of bombast and unnecessary adornment. And Fogerty’s guitar playing followed suit. Technically undemanding, clean and usually hummable, Fogerty’s solos and rhythm parts are understated and utterly memorable. While Fogerty himself acknowledges his debt to some pretty earthy predecessors — Scotty Moore (см. с: Presley), Pop Staples and Carl Perkins, among others —  his special genius is his ability to synthesize his influences into a very basic — and basically great — personal style.

	FREAKWATER
	Old Paint
	1995
	38:11
	country

Catherine Irwin [v, g]; Janet Beveridge Bean [v, g, perc]; Dave Gay [b]; Bob Egan [pedal steel, national guitar].

	Sue  GARNER
	To Run More Smoothly
	1997
	42:27
	urban folk / alternative

label: City Slang (New York)

Sue [v, g, b, perc, samples, organ]; Chris Stamey [b, g, harmonium]; Rick Brown [synth, perc, d]; Georgia Hubley [d]; Katie Gentile [violin]; Phillip Johnston [s].

	Sue  GARNER
	Shadyside
	2002
	44:51
	label: Thrill Jockey (Chicago)  www.thrilljockey.com
Sue Garner e-mail: sueag@earthlink.net
Sue [ac g, b, v, organ, kalimba, el p]; Marc Ribot [el g]; Jim O'Rourke (см.) [b, effects]; Doug Wieselman (см. c: KAMIKAZE GROUND CREW; John LURIE; SEX MOB) [bass cl, bass harmonica]; JD Foster [b, tenor g, tambourine, perc]; Rick Brown [d, perc, pulse].

	GIANT  SAND
	Valley Of Rain
	1985
	47:11
	progressive rock

label: Black Sand Records / Demon (England)

Howe Gelb [g, p, v]; Scott Garber [b, harmony]; Tom Larkins & Winston A.Watson [d];

Про большинство песен можно сказать: «Это как если бы Nick Cave освоил стихию кантри». На более поздних дисках можно встретить рок-авангардные композиции, отвязанные и навороченые в духе позднего Вэйтса.

	GIANT  SAND
	Giant Songs
	1989
	39:11
	label: Black Sand Records / Demon (England)

“Ballad Of A Thin Line Man” 1986

“Heartland” 1986

“Storm” 1988

Howe Gelb [g, p, v]; Scott Garber & Jacob Martinez [b, harmony]; Tom Larkins & Winston A.Watson [d]; Paula Jean Brown [g, b, v]; Rainer [slide work, dobro howling]; Neil Harry [pedal steel].

	GIANT  SAND
	The Love Songs
	1988
	39:18
	label: Black Sand Records / Demon (England)

Howe [v, g]; Paula [b]; Chris [p, organ, accordian]; John [d].

	GIANT  SAND
	Purge & Slouch
	1993
	77:45
	label: Amazing Black Sand Music / Bug Music (USA)

Howe Gelb [g, harp, v, little tiny plastic piano thing, samples, perc]; Neil Harry [pedal steel]; Al Perry [g]; Rainer Ptacek [dobro]; Loren Dircks [g]; Joey Burns [cello, b]; Malcolm Burn [b]; John Convertino [d]; Psycho Sisters [backs].

	GIANT  SAND
	Glum
	1994
	49:02
	label: Imago (USA)

Howe Gelb [g, v, p, k]; John Convertino [d]; Jory Burns [ac b]; Paula Jean Brown [el b].

“Pappy was human plutonium. After only sitting by his side, you would leave radiated. And this was a radiation that would grow within you. And you could never forget it. If you never stopped in Pioneertown to see him, then you are fortunate never knowing the pain of missing him. He was the greatest human being on Earth, as far as I know.”

	Gary  GLITTER
	C’ Mon... C’ Mon
	1987
	
	L P         ~ 55 min

	Robert  GORDON
	Is Red Hot!
	1977 –1983
	62:55
	rockabilly

label: Bear Family Records

Robert Gordon is a paradoxical artist. When asked how he related to the ‘60s he replied tersely that he did not. However, he also refused to be branded as a ‘50s revival act, pouring scorn on Sha-Na-Na and others who played music for those who simply wanted to Remember When. Robert Gordon saw himself — perhaps with some justification — as a contemporary performer whose style was rooted in ‘50s music. Robert Gordon’s reference points from the ‘50s were not the popular acts from the period but rather the proto-punk rockabillies such as Johnny Burnette, Billy Riley and Gene Vincent. It was the raw, visceral energy of a blind drunk Billy Riley hollering into the Arkansas night that Robert Gordon sought to emulate. Gordon was a product of the thriving Washington, D.C. scene that drew much of its energy from the hills of Virginia. He was born in 1947 and clearly remembers hearing ‘Heartbreak Hotel’ at the tender age of nine. By the age of 15 he had formed a group that played in and around D.C. and suburban Maryland. [...] Now sporting a revamped style, Gordon is even further from his rockabilly roots. However he consistently maintained that his music was not revival music. In truth, it was not. There was none of the band, misty eyed nostalgia for a forgotten era in his work. It had the spark of newness about it. It could not be construed as background music for a high school reunion when the Class of ’58 compare their pot bellies and bank balances. “Rockabilly was essentially rebellious music and we’re rebelling against the music that’s happening today”, asserted Gordon in 1978. If there was a nostalgia component to Gordon’s work, it was for the ‘50s as they should have been. In fact, it is the parable rawness in Gordon’s work that has enabled it to survive the tag of revivalism. He was simply making vibrant, starkly underproduced music with the rough edges intact. And that should be counted as a virtue in any era.   — Colin Escott.

	Robert  GORDON
	Black Slacks
	1977 – 1981
	65:44
	label: Bear Family Records

Include  Bruse Springsteen on «Fire» (#9). 

Оба диска (естественно) не пересекаются.

 When Robert Gordon burst onto the scene in late 1977 it seemed to presage a rockabilly revival. Perhaps more than anything else though, Gordon’s acceptance was a reaction to the sterility of pop music in the late ‘70s. In an era of overblown supergroups and nascent disco, it was profoundly refreshing to hear someone scream “My gal is red hot!” and catch the deathless refrain, “Your gal ain’t doodley squat!”  There never was a rockabilly revival — but then Gordon never was a rockabilly revivalist, although he certainly adopted some of the production values of early rock & roll: spontaneity, sparseness, visceral energy and absolute lack of pretension. The feel rather than precise re-creation was Gordon’s goal, and it is a mark of his success that his music still sounds fresh and vital a decade or more later. The essentials of Gordon’s career and his meeting with Link Wray were covered in the notes accompanying the first Bear Family retrospective of his work, ‘Red Hot’. “The first people who influenced me were Elvis Presley, Gene Vincent, Jack Scott, Wanda Jackson and Hank Williams.”  All of these artists, with the exception of Hank Williams, were very real to Link Wray who had worked with them or hung out with them. Thus the initial pairing of Gordon with Link Wray not only gave Gordon instant credibility but also a picker who was equally determined not to be cast simply as a revivalist. [...]  Gordon trod the fine line between copyism and originality with more success than the rockabilly revivalists who proliferated during the same period. His music had the essential fire of primal rock & roll, and the fact that he was aided and abetted by three of the most innovative guitarists from any period helped to ensure a good quotient of originality. Gordon’s good ear for songs values ensure that Robert Gordon’s recordings survive the tag of mere revivalism and stand easily upon their own merits.

	Robert  GORDON
	Live At Lone Star
	1989
	39:46
	label: New Rose Records (France)

	Jack HAMMER
	Best of…
	
	72:09
	twist

	Wayne  HANCOCK
	Thunderstorms And Neon Signs
	1995
	44:07
	country (hillbilly)

Wayne Hancock paints a picture of Hillbilly Heaven as perfect as can be painted. He puts neon around the Pearly Gates and teases his Angel’s hair. He signs as true as a well-balanced truck wheel. He can bring tears of loneliness and tears of love all in the same verse. He can rock the house and waltz out the door and you still hear his voice in the parking lot. Wayne wants to live in motels. He will. For Wayne ‘The Train’ is the real deal.  --  Joe Ely.

	Emmylou  HARRIS
	Songs Of The West
	
	35:16
	country

  «... Who knows why, for all these years, the plaintive sound of the cowboy – of endless stretches of open land and starry skies – has captured my imagination, never letting go, even after I discovered that right and wrong are not so easily distinguished by the color of one’s Resistol. Perhaps it’s just in the blood. Or maybe it’s the longing for some say in one’s destiny in a world that seems to conspire against us. Or, better still, perhaps it’s just the simple desire to have some part of our heart remain that of a child’s, one who doesn’t yet know that you can’t always reach the stars, or, at the very least, ride beneath them wherever you want to go.»  -- Emmilou Harris.

	Ronnie  HAWKINS
	The Roulette Years  - 2CD
	1959
	66:48 72:53
	R’n’R

This set collates all of Ronnie Hawkins’ Roulette recordings. In a nutshell this is the ultimate collection of Rompin’ Ronnie’s classic recordings.

 As the uncrowned King of Rock’n’Roll in Canada, it is sometimes easy to overlook the fact that he hails from prime rockabilly territory, Arkansas. [...] He will never be an international mega-star, but he will always remain a quality performer. This release, recorded at a time when Ronnie was on the brink of international stardom, is a truly superb collection of tough, hard, driving rock’n’roll. Rompin’ Ronnie’s Roulette Rock’n’Roll stands out as a proud page in the history book of rock’n’roll music. 

	The ‘Reverend Horton’  HEAT
	Smoke ‘em if You Got ‘em
	1991
	40:02
	psychobilly

label: Sub Pop Records (USA)

Jim ‘Reverend Horton’ Heat [g, lead v]; Jim Wallace [upright bass, v]; Patrick ‘Taz’ Bentley [d, v]; + (on ‘Love Whip’) Tim Alexander (Asleep at The Wheel) [p]; Hook Herrera (Hook and The Hitch-Hikers) [harmonica]; Psychic Plowboy Horn Section (Memphis, Tennessee).

There just ain’t no good can come outta being on the wrong side of God.

I was all of twenty-five years when I finally learned that truth. And let me tell you, it came to me in the darndest way.

Me and some of my buddies went to take in a music show by one Reverend Horton Heat. I hadn’t never seen a preacher who’d play music, so I figured I’d give it a gander.

We went to this clearing near the big road through town. There was bunches of people gathered for the event. Most of ‘em was under the tent whooping and hollering and making a wicked commotion. I guessed they were anxious to see the musical preacher. Some of the men stood a ways back smokin’ cigarettes. Little did they know they was about to get religion.

Shortly before sunset, the Reverend got up on the platform that had been put there. He wore just about the nicest suit of clothes I’d ever seen. And he had cowboy boots so shiny they looked like the dust blew the other way.

Reverend Heat’s service lasted nearly an hour and a half. I must say, I’d never seen anyone get so worked up about something like this preacher did. He was sermonizing and playing that guitar while his helpers Jimbo and Taz backed him up on the bass fiddle and drums.

Smack in the middle of things Jimbo got tired and layed down that big fiddle, and sure ‘nuff the Reverend stepped up top of it and kept right on playing. Right then I sure did feel strange. Reverend Horton Heat looked straight at me and it was like all the devilment was draining right outta my bones. And that’s when I knew I’d done been Saved. That preacher had climbed up a couple of feet closer to heaven and took all of us sinners with him.

At the end of the sermon, Reverend Heat made an altar call. That’s where all the folks come up to the front to accept Jesus. Boy, you shoulda seen the people clamoring to get right up on the risers with Him and him and his helpers. They looked like fish jumpin’ up a fish ladder.

Afterward, the Reverend told me he travelled all around the country, preachin’ every night. He said that was what was called a revival. I asked him why he used that guitar to preach with and he told me that it helped him to get into folk’s heads. Reverend said he called his music “psycho-billy.”

I can’t tell you how much this record might change your life. The Reverend sure changed mine. In fact, his music inspired me to visit his place near Dallas. He took me down to the Trinity River for an open water baptism. I bet he’d do you too if you asked him.

It’s like the Reverend Heat told me one time. . .

“The wages of sin is death. Don’t put God off.”    

Carson Langtry Haviland, Kansas
1. Bullet

2. I’m Mad

3. Bad Reputation

4. It’s A Dark Day

5. Big Dwarf Rodeo

6. Psychobilly Freakout

7. Put It To Me Straight

8. Marijuana

9. Baby, You Know Who

10. Eat Steak

11. “D” For Dangerous

13. Love Whip

	The ‘Reverend Horton’  HEAT
	Liquor In The Front Poker In The Rear
	1994
	35:51
	Jim ‘Reverend Horton’ Heat [g, lead v]; Patrick ‘Taz’ Bentley [d, v]; Jimbo Wallace [b, v]; + add.: Tim Alexander [accordion, k]

	HILLBILLY HEADHUNTERS
	Down Death Row
	1993
	18:22
	rockabilly [psycho-billy] – ураган!

label: Kix 4 U Records

	Michael HURLEY
	Sweetkorn
	2002
	47:33
	bar-country

label: Trikont (Munchen)  www.trikont.de 

Michael Hurley [v, g, banjo]; Scott Shelter [horns, mandolin, engineering]; Kevin Maul [dobro guitar]; Olga Kuznetsova [vln]; Mickey Bones [d]; The Celestials: Jill Gross [v]; Dana Kletter [p, v].

Rec. 2001 in Portsmouth OH & Boston MA.

MAKING SWEETKORN 

Sweetkorn was recorded by the Bellemeade Phonics remote unit, beginning in May '01 and ending in August. Most of the recording was done in Brighton, MA, which is one of the burgs of Boston, reachable by that city's rapid transit train system. Snog stayed in that area for 2 months, with the album the project. He dwelled in the burgs of Arlington, Brighton, Cambridge, and Somerville respec​tively. Respectively. The banjo instrumental, "Edinburgh Lag" was recorded at Snog's flat in Ohio before he came east to work with Scott Shetler and Jill Gross. They are husband and wife and dwell in Brighton, which is a pretty lively place and also features some pretty nice breakfast spas. Snog tried a lot of the breakfast joints while he was in Brighton, but recurred most at The Mirror, where they had the politest people who ran it. There were also more than a couuple of Irish pubs where Irish is spoken. You can get good Chi​nese and Thai food there as well. A recording studio was installed in Scott and Jill's living room and pals and associates were invited in to help. The rock group, "The Celestials" was assembled with a chorus of Jill Gross and Dana Kletter singing, the horn work of Scott, the violin work of Olga Kouznetsova, and a couple of different bass players, Mitch Nelin and One String Robbie Phillips. So Jill some​times cooked some food for different groups who were there, or they made a run to some "to go" place, or Snog would just go out and roam the restaurants of Brighton's "strip", or he would immerse himself in a pub. Some​times Scott and Snog and Robbie would all be together at this one pub, The Castle Bar. They would work out their differences but mostly what these guys had was an easy har​monic and they shined everywhere. Finding Olga Kouznetsova, the violinist, was a stroke of luck. Kevin Maul plays Dobro on "The End of the Road" and the Tom T. Hall song, "Nega​tory Romance." Kevin is also heard on Snog's album "Weatherhole" and has performed live with Snog at Tonic in New York City as well as other venues. Snog picked songs that suited the people he was recording with and some​times had the musicians hoose the songs they liked to play on, rather than assigning them to the songs.

	INDIGO SWING
	Red Light!
	
	47:49
	neoswing

Johnny Boyd [v]; Baron Shul [t&a&bar s, fl]; William Beatty [p]; Josh Workman [g]; Vance ‘Romance’ Ehlers [string bass]; ‘Big Jim’ Overton [d].

	Alan  JACKSON
	Here In The Real World
	1989
	29:12
	сountry

	Wanda  JACKSON
	Rockin’ in The Country
	1957 –70
	43:03 30:51
	rockabilly
сборник не пересекающихся по названиям вещей с 4 CD Ванды >> 2 CDR: 73:49 + 60:33.

label: Rhyno

CD 1:

1. LETS HAVE A PARTY

2. HONEY BOP

3. BABY LOVES HIM

4. HOT DOG! THAT MADE HIM MAD

5. MEAN MEAN MAN

6. COOL LOVE

7. RIOT IN CELL BLOCK #9

8. FUJIYAMA MAMA

9. SAVIN' MY LOVE

10. WHY I'M WALKIN'

11. RIGHT OR WRONG

12. TEARS WILL BE THE CHASER FOR YOUR WINE

13. IN THE MIDDLE OF A HEARTACHE

14. FANCY SATIN PILLOWS

15. MY BIG IRON SKILLET

16. THE BOX IT CAME IN

17. A GIRL DON'T HAVE TO DRINK TO HAVE FUN

18. MAKING BELIEVE
CD 2 (bonus tracks):

1. Baby, Baby, Bye Bye

2. Candy Man

3. I Wanna Waltz

4. It Doesn't Matter Anymore

5. Let My Love Walk In

6. Lonely Weekends

7. Makin' Believe*

8. Searchin'

9. These Empty Arms

10. Yakety Yak

	Wanda  JACKSON
	Rockin’ With Wanda
	1996
	52:54 53:04
	label: Marginal Records (Brussels)

Digitally remastered and noise cedarized: SABAM 1996

CD 1,2:

1. WHIRLPOOL
(Wilkin-Burch)

2. FUNNEL OF LOVE
(Me Coy-Westbury)

3. FEVER
(Davenport-Cooley)

4. STUPID CUPID
(Sedaka-Greenfield)

5. I'D BE ASHAMED
(Jackson)

6. I NEED YOU NOW
(Crane-Jacobs)

7. SYMPATHY
(Bare-Williams)

8. SAVIN' MY LOVE
(Jackson)

9. YOU'RE THE ONE FOR ME
(Rowland)

10. LETS HAVE A PARTY
(Robinson)

11. MONEY HONEY
(Stone)

12. LONG TALL SALLY
(Johnson-Blackwell)

13. MEAN MEAN MAN
(Jackson)

14. ROCK YOUR BABY
(Jackson)

15. FALUN'
(Sedaka-Greenfield)

16. HARD HEADED WOMAN
(Demetrius)

17. BABY LOVES HIM
(Jackson)

18. HONEY BOP
(Reeves-Durden-Axton)

19. COOL LOVE
(Jackson)

20. FUJIYAMA MAMA
(Burrows)

21. RIOT IN CELL BLOCK
(Leiber-Stoller)

22. TONGUE TIED
(Berry-Covay-Lewis)

23. THERE'S A PARTY GOIN'ON (Berry-Covay)

24. MAN WE HAD A PARTY
(Robinson)

25. SUPPIN'AND SUDIN'
(Collins-Smith)

26. WHO SHOT SAM?
(Jackson-Jones)

27. MY BABY LEFT ME
(Orudup)

28. STICKS AND STONES
(Turner)

29. HOT DOG! THAT MADE HIM MAO (Barker-Raye)

30. RIP IT UP
(Blackwell)

31. HONEY DON'T
(Perkins)

32. RIGHT OR WRONG
(Jackson)

33. A LITTLE BITTY TEAR
(Cockran)

34. WHOLE LOTTA SHAKIN' GOIN' ON

35. DON'A WON'A

36. KANSAS CITY

37. TWEEDLE DEE

38. LOST WEEKEND

39. BROWN EYED HANDSOME MAN 

40. I WANNA WALTZ

41. BABY, BABY, BYE BYE 

42. IT DOESN'T MATER ANYMORE

43. LONELY WEEKENDS

44. LET MY LOVE WALK IN

45. THESE EMPTY ARMS

	The  JAILBIRDS
	Don’t You Cry
	1997
	37:37
	rockabilly

label: Tombstone Rec.

Певучее рокабилли a’ la Elvis.

	Big Rude JAKE
	Big Rude Jake
	1999
	46:14
	neoswing
THE MUSICIANS:

Big Rude Jake:  vocals, acoustic guitars, added percussion 

Dylan Fusillo:    drums 

Jay Brunca:       bass 

Jeremy Wilms:   guitars 

Jeff Pierce:        trumpet, cornet 

James Stager:    trombone 
Rob Fenton:       baritone and tenor saxophone 

Wally Jericho:   trumpet and alto saxophone 

Michelle Joseph: percussion 

Tyier Yarema:    piano, hammond organ 

Jessie Barksdale: guitar, tenor, banjo 

Julie Michaels:   back-up vocals, scat singing 

Peter Hudson:    guitar 

David Baxter:     guitars, 6 string bass, percussion

Ron Burman, Ormond Jobin, Erik Krallisch:    extra percussion

  1 GOTHAM CITY SERENADE

  2 QUEER FOR CAT
  3 MERCY FOR THE MONKEY MAN

  4 BUSTER BOY (WALK TALL)

  5 SONG FOR LILLY CHRISTINE

  6 BLUE PARIAH # 1

  7 SPEAK EASY

  8 DINNER WITH THE DEVIL

  9 EAST SIDE JIVE

10 LET’S KILL ALL THE ROCK STARS

11 ANDY’S REQUIEM

	Colin  JAMES
	Colin James And The Little Big Band
	1993
	47:04
	rockabily

label: EMI

	Waylon  JENNINGS                    & Willie  NELSON
	Weylon & Willie
	1978
	33:17
	country

	JETS
	Session Out
	
	34:29
	rockabilly

	The JIVE  ACES
	Planet Jive
	1998
	46:34
	neo-swing
Ian Clarkson [lead voc, tp]; John Fordham [t&bar sax]; Alex Douglas [trb]; Vince Hurley [p]; Ken Smith [string bass]; Peter ‘Bilky’ Howel [d].

Come on dancers, dig the beat. Come on hepcats, on your feet!

	Casey  JOHNES
	Casey’s Rock’n’Roll Show
	1991
	32:33
	R’n’R

	Wilko JOHNSON
	Pull The Cover
	1984
	25:48
	rockabilly 

label: SkyDog

Wilko Johnson (см. тж. с: Dr. FEELGOOD) [g, v]; Russell Strutter [b, v]; Buzz [d]; + Slim [accordeon, p]; Henry Grecourt [spoons and forks].

	KLINGONZ
	Ghastly Things
	
	42:50
	psychobilly (punk-rockabilly)
label: Rumble Records / Fury Records

	Cub KODA & The POINTS
	Noise Monkeys
	1999
	43:35
	psychobilly
rec.: June 1999 in Detroit, Michigan & Ohio.

Cub Koda [v, g]; Guitar Joey Gaydos [g];  Petey Bankert [b]; Cool Fred Schmidt [d].

20 years after releasing their debut album, Cub KODA & The POINTS reunite for another musical thrill ride where blues, rockabilly and Dee-Troit Rock’n’Roll attitude all meet in a head-on assault of the senses; a place when Hound Dog Taylor meets the MC5 at the end of a dark alley. Crank it up and revel. In the mind-numbing rush of it all... They didn’t come all this way to shoot pool.

	Leo KOTTKE
	Guitar Music
	1981
	34:48
	label: Beat Goes On Records (England)

Rec. 1980.

Remastered at Sound Recording Technology, Cambridge 1995.

Guitar solos.

Leo Kottke has released around 20 albums since 1968, which is no minor achievement. Nine of his dozen albums released during the 1970s reached the US album chart, another feat which only household names can match, yet Kottke remains a mystery to the general British public, and an enigma to his devoted fans in this country, not least because his European visits have been few and far between in recent times. To describe him as a master  guitarist  is accurate, but incomplete, as it ignores his distinctive vocal style, which he once self-deprecatingty likened to "geese farts on a muggy day". However, it is his dazzling and unique command of the guitar which has made his name legendary among admirers of fretboard artistry and virtuosity the world over, Kottke was born in the currently ultra-hip city of Athens, Georgia, on September 11, 1945, although his fathers job as a hospital administrator kept the family on the move -- Georgia, California, Minnesota, Washington state, Michigan, Wyoming, Oklahoma, Virginia, Washington DC. Kottke thinks he was first attracted to the guitar when the family lived in the small town of Cheyenne, Oklahoma, not far from the Texas border. He became interested in traditional musk, bluegrass and country (hillbilly), in Virginia, and was first exposed to the blues through seeing such legendary figures as Mississippi John Hurt and Skip James in Washington DC during the mid-1960s. A few years later, by which time he was already performing himself, he became hooked when he saw Son House and Mississippi Fred McDowell. Kottke avoided Vietnam by chance – he had joined the submarine reserve while at high school because, he says, he enjoyed swimming under water!

On his discharge from the services (due, he says, to hearing loss caused by firing practice), he went to college in Minnesota and also began playing clubs. He made his first album, 'Circle Round The Sun' (sometimes referred to as "2 String Blues") on the amazingly obscure (and aptly-named) Oblivion label in 1968, and a few months later re-recorded it for the equally small Symposium label. However, when he was urged by a friend to send tapes of his work to legendary guitar guru John Fahey, who eventually commissioned and financed Kottke's first real album, "6 & 12 String Guitar", released in the US on Fahey's own Takoma label (and in Europe on Sonet), his career began in earnest. For several years, his name and Fancy's were effectively bracketed since both are acknowledged as extraordinary players, and also because Kottke worked for Fahey packing records. Ultimately they were also both managed during much of me 1970s by the same man, Denny Bruce…

Through Bruce, Kottke was offered a major recording deal with Capitol Records in 1977. …

	Fred  LANE
	“From the One That Cut You” / “Car Radio Jerome”
	comp. 1983
	64:30
	label: Shimmy Disc (New York)

Один из самых замечательных безумцев-весельчаков рок-н-ролла (сейчас таких не делают!). Представьте себе изобретательность этого замечательного пародиста Spike Jones (см. ‘Jazz’) (с его оркестром), добавьте безумствующую отвязанность Captain Beefheart, плюс вокальные приколы Scr. J. Hawkins’а (в пересчёте на белый вокал) – и получите Fred Lane – море удовольствия и, вдобавок, в отличие от вышеупомянутых персон, совершенно свежего для нашего слуха (единственное издание, редкий диск) исполнителя.

	K. D.  LANG                                   & The  RECLINES
	Angel With The Lariat
	1987
	31:08
	country

	Vincent Laurentis – см.: VINCENT
	
	
	
	

	Brenda  LEE
	Little Miss Dynamit
	
	46:48
	R’n’R.     Comp. 1993

	The  LEGENDARY  RAW DEAL
	Well If You Don”t Like The Way I Rock
	
	28:46
	rockabilly

	Jerry Lee  LEWIS
	Up Through The Years
	1956 -63
	57:59
	rockabilly 

label: Sun Recordings (Bear Family)

	Jerry Lee  LEWIS
	Killer Vol. I
	1963 -68
	62:29
	The Mercury Years

	Jerry Lee  LEWIS
	Killer Vol. II
	1969 -72
	63:37
	

	Jerry Lee  LEWIS
	Killer Vol. III
	1973 -77
	72:28
	

	Jerry Lee  LEWIS
	Live At The Star-Club Hamburg
	1964
	40:19
	

	LITTLE  RICHARD
	Greatest Hits
	
	42:22
	R’n’R

	LONG  TALL TEXANS
	Aces & Eights
	1994
	35:26
	neo-rockabilly

label: Anagram (London)

Mark Carew [slap bass, voc]; Paul Mumford [sax]; Theo [d]; + additional guitarists: Doug Shepard, Mark Denman.

	MAD MONGOLS
	The Best Of
	1997
	37:55
	Японское psychobilly 
label: Go Cat Go Records (Tokyo)

Masato (Mad Mongols): Mad ‘Cripple Satan’ Masato [slap bass]; Mad ‘Spastic’ Toshi [screaming]; Mad ‘Animal’ Sou [mongol beat]; Mad ‘Maniac’ Toru [g]; guests: Mad ‘Skelton’ K [g, k].

Produced by Toshi Nakamura

1. Blood Of Dracula’s Castle

2. Crazy Japanese Yellow Monkey

3. Wizard Of Gore

4. Two Faces Of God

5. Silent Madness

6. Bruce Fukin’ Lee

7. Head Of Country Trouble

8. Cord Name 666

9. Satan’s Power

10. Machinery Transplant

11. Salem’s Lot

12. Attack Of Vampire

13. Indian Slap Shot

14. Helter Skelter

	MARDI GRAS. BB
	Supersmell
	2000
	45:25
	neo-swing
label: Universal Jazz (Germany)

This CD-Extra contains an interactive partition running on your PC or Mac.

www.mardigrasbb.com
www.jazzecho.de
All songs composed and arranged by Jochen Wenz

MARDI GRAS BRASS BAND – это весёлое хулиганство с использованием ретро-мелодий. Идут в ход и кантри и блюз, а первая вещь на диске и вовсе by The Residents. Состав музыкантов – примущественно немцы. Большая секция духовых. Прикольный вокал (Doktor Wenz). Формально можно отнести к неосвингу, но по сути, всё-таки, -- альтернатива.
1. Psychoflute

2. Tijuana 65

3. Dreamtime in Memphis

4. Erotic city

5. Baby elephant walk

6. The cape and the crown (Sha la la)

7. One more try

8. Under control

9. No 9

10. Meeting Isaac (for your love)

11. Glass tiger

12. Riders on the storm

13. Draw me something, Mr Jack Brewer

14. Sphincterludi

15. Let it shine

	MARDI GRAS. BB
	Zen Rodeo
	
	44:37
	rec. in Frankfurt

	MARDI GRAS. BB
	Heat
	2002
	42:53
	

	MARDI GRAS. BB
	Alligator Soup
	
	53:44
	1. Down Down Down

2. Jungle Telegraph

3. Poo!

4. Munster's Theme

5. Let that River Flow

6. Herb Cooky

7. Bittersweat

8. Funkin' Up Your MardiGras

9. Apache

10. One Before Munster's Theme

11. Gues What!

12. Bye Bye Babylon

13. Da Big Warm Up Y'all

14. Prescription Blues

15. Blue Gospel

16. More Funkin'

17. More

18. More Cookies

	MATCHBOX
	Riders In The Sky
	1976
	65:21
	rockabilly

	MATCHBOX
	Rockabilly Rebels
	
	45:18
	

	MATCHBOX
	Going Down Town
	1994
	37:08
	Dick Callan [el&ac g, t s, v]; Graham Fenton [lead v]; Brian Hodgson [b, el&ac g, v]; Gerry Hogan [steel g, el&ac g, v]; Jimmy Redhead [d, perc, v]; + guests: Mike Bell [p, k]; Geoff Cook [t s]; Julian Dawson [harmonica, v]; Pete Kircher [v].

	MELANIE
	Look What They've Done
	1991
	43:59
	country

label: Royal Collection, edition 1991

	The  METEORS
	Teenagers From Outers Space
	1982 -89
	45:55
	psychobilly

The Meteors were formed in 1978 by Nigel Lewis (slap bass) and P Paul Fenech (lead guitar) with drummer Mark Robertson joining some time afterwards. The band finally split in 1982 with P Paul keeping the name The Meteors while Nigel went on to The Escalators, The Tall Boys and lately The Johnson Family, where he is joined by ex-Meteors drummer Woody.

	The  METEORS
	«Live» / «Live II»
	1985
	73:25
	

	
	«Sewertime Blues» (1986) and «Don’t Touch The Bang Bang Fruit» (1987)
	1989
	73:15
	

	The  METEORS
	Madman Roll
	1991
	40:04
	

	The  METEORS
	The Best
	1993 
	77:53
	[на 73:19 не пересекается с “Teenagers...”; с «Sewertime...» – 2 вещи в других версиях]

	The  METEORS
	No Surrender
	1994
	45:59
	

	The  METEORS
	Live, Leary And Fucking Loud!
	1995
	51:13
	

	The  METEORS
	International Wreckers 1
	1992
	44:13
	

	The  METEORS
	International Wreckers 2 (The lost tapes of Zorch)
	1996
	47:34
	Taking the energy and excitement of late 70's Punk Rock and crossing it with the raw basics of late 50's Rockabilly -- that's what Meteors vocalist/guitahst P. Paul Fenech did in 1979 as he came up with a new musical genre -- Psychobilly -- and for nearly twenty years now and with an ever revolving array of personnel (you could almost start a Meteors football club with the number of past members!) he has continued to spread the word of The Meteors' in all four corners of the world, inspiring in the process a whole host of imitators but no equals -- after all, only The Meteors are pure Psychobilly.

With lyrics about graveyards, vampires and beings from other planets The Meteors almost 'comic book horror world' has seen them snap up a large and loyal following -- The Wreckin' Crew -- who, covered in tattoo's and with arms flying in all directions, presented an awesome and exciting sight at every live performance. A Meteors show was not one you took your granny to! And as for the records well, with a haul of over twenty albums and singles to their name it would be safe to say that the band have had a prolific recorded output with material ranging from Fenech penned classics like "Mutant Rock", "Stampede" and "Graveyard Stomp" through to choice covers like John Leyton's "Johnny Remember Me" (a Top 75 hit in 1982), the Stranglers "Go Buddy Go" or Credence Clearwater Revival's "Bad Moon Rising", all were performed with a healthy dose of The Meteors own vibrant Psychobilly style. Albums such as "In Heaven". "Wreckin' Crew" and "Stampede" still to this day stand as classics of the Psychobitly genre whilst nearly all of their 45's have soared in value amongst serious collectors.

Regular jaunts to Europe and more recently America have kept The Meteors profile constantly in the 'underground' press, their gigs attracting not just devoted Psycho's but a healthy sprinkling of Punks as well. proof of the enduring cross over potential of the band's material. And with Fenech so obviously still enjoying himself after all these years who's to say he won't be here for another 20 years, because for him Psychobilly is not a fashion it's a way of life and he more than anyone walks it like he talks it -- all hail to The Meteors, the true Kings Of Psychobilly.

	The  METEORS
	Welcome To The Wreckin' Pit  (Live)
	1996
	55:58
	

	The  METEORS
	In Heaven
	1981
	
	LP          ~35 min 

	The  MOOCHERS
	Outta Shape
	1996
	42:01
	rockabilly

label: Klate Records

Mat Walklate [v, harmonica]; Andy Pyatt [g]; Jon Thorne [double bass]; Andy Treacey [d]; + John Ellis [k (#2, 10, 11)].

  The inspirations, the style and the feel of this band comes straight from the 1950’s, but this is no ‘dead’ music, trapped in amber. They use the building blocks of the great urban blues styles to create strong original songs of contemporary value and cover gems from the past as passionately as if they were newly forged.

  Настолько весёлая живая и энергичная команда, что они вызывают правомерную ассоциацию: рокабилли в блюзе.

	MOUNTAIN  MUSIC
	Blue Grass Style
	1959
	56:32
	bluegrass compilation.

label: Smithsonian Folkways (Washington DC)

 Featuring: Bob Baker and the Pike County Boys (Smiley Hobbs, Tex Logan, Don Stover), Bea Lilly & Chubby Anthony, Jerry Stuart, Smiley Hobbs, Pete Kuykendall & Tom Gray -- Earl Taylor and the Stoney Mountain Boys (Yellin, Seeger & Weissberg).

        1990 Introduction to the Album By Mike Seeger

This collection of recordings was made in late 1958 and early 1959 with several things in mind. At that time there were a number of very good bluegrass bands that had little chance to record. This was because there were few independent record companies and there was less demand for bluegrass as a result of rock and roll, television, urbanization and so forth. Those bands that were recording rarely chose to record the older songs in their repertoire, such as those on this collection, in part to emphasize their originality and to develop or maintain an identity separate from oldtime or hillbilly music. Furthermore, until the release of this recording there had been no written description of bluegrass music. The purpose of this recording, then, was to provide for the first time an overview of this music and to present a few of the previously unrecorded groups performing their more traditional repertoire. Since these were the early days of the so-called "folk music revival," I wanted to present this kind of music as an extension of the rural string band / folk music tradition with the hope that this might broaden the appreciation of bluegrass music throughout the United States. 

Much has happened in bluegrass since 1959. Many sub-styles have developed as bluegrass has mixed with other genres of music such as rock, country, jazz, contemporary folk, popular, avant-garde. and others, some of which were suggested in traditional bluegrass, some not, It is amazing how broad and flexible the style can be, No doubt this has contributed to its continuing vitality.

This 1990 version of  "Mountain Music Bluegrass Style" is remastered from the original tapes. Four previously unissued songs or instrumentals from the 1958 and 1959 sessions have been added. I have edited the original introduction and performer notes slightly but have not updated them. We have had to delete the song notes and appendix from the 1959 LP due to the space limitations on cassette inserts. The appendix to the original notes included a listing of bluegrass, pre-bluegrass, and nearly bluegrass groups, radio stations featuring country music, the most desirable instruments and so forth. For such further information I suggest using the publications and mail order companies listed below.

Bluegrass, the term, came into use in the mid-1950s, originally referring to the music of Bill Monroe—from Kentucky, the Bluegrass State—and his Bluegrass Boys, a group that for twenty years has appeared on the Grand Ole Opry in Nashville and has recorded for RCA Victor, Columbia, and Decca. Bluegrass describes a specific vocal and instrumental treatment of a certain type of traditional or folk-composed song.

Vocally, the style is characterized by strong, high pitched singing. In duets, Monroe's high tenor voice is dominant in volume and interest, in harmony above the lead part using unorthodox, often "modal" and minor sounding intervals. Often a third, or baritone, part is added, usually below the lead voice, and in gospel songs there is often a bass singer. Harmony in parallel thirds, popular in more formal music, is rarely used and Monroe's tenor harmony often seems to be a separate and superior melody. Monroe's music is largely influenced by the traditional oldtime country music of  his native western Kentucky, as well as by the singing of early country music artists such as the Carter Family, Jimmie Rodgers and members of various southern string bands.

Instrumentaliy, bluegrass music is a direct outgrowth of traditional hill music styles, its two most distinctive features being that it has no electrified instruments and that it uses a 5-string banjo for lead or background in nearly all songs. The guitar player, most commonly also the lead singer, supplies the band with an open (not "slap" style) chord background, much like the Carter Family style, with a few melodic runs such as Lester Flatt's famous "G" run, but rarely takes an instrumental lead. The 5-string banjo is played in a style like that of Earl Scruggs, who introduced his new style on Monroe's early Columbia records. (See Smithsonian/Folkways recording "' American Banjo, Three Finger and Scruggs Style" SF 40037 for more on this style of banjo picking.) The fiddle player uses a variety of fast runs, double stops and slides which include elements of oldtime southern fiddling, country blues and western swing, a smooth style influenced largely by the Florida fiddler, Chubby Wise, also on the early Monroe Columbia records. Monroe's mandolin playing is driving and syncopated and, like the fiddling, is influenced by both blues and breakdown styles. The string bass supports the guitar by picking primarily on the downbeat with an occasional lead or "break," and the bass player is often dressed in a country "rube" costume. providing the comedy skits and songs. The instrumentalists are also the singers.

The songs themselves are mostly built on traditional patterns, with a 4-line verse, 3 or 4 chords and in simple 2/4 or 3/4 time; instrumentals are usually in a breakneck 2/4 time and like the songs, are performed with great skill. Often new songs are made from the old by means of a change of words, harmony, treatment, or pace. The subject matter is most usually unsuccessful love but also covers home, mother, catastrophes, religion and so forth. Monroe has written a large number of his own songs, as do many other artists,

Bluegrass is directly related to the old cornshucking party banjo and fiddle music as well as to the ballads, songs and religious music of the southern mountains. With the influx of the guitar, mandolin and string bass from the cities of the deep South in the early 1900s, mountain people such as the Carter Family, the Blue Sky Boys, and especially in this case, Bill and Charlie, the Monroe Brothers, began adapting old songs previously sung unaccompanied or with banjo and fiddle, to a guitar and/or mandolin oriented string band, with likewise new singing styles, thus making the songs seem fresh and more acceptable in public performance. There were several other important groups during this era in the 1930s that could also be called pre-bluegrass: the Mainers with their four piece band and (sometimes) smooth singing, and Byron Parker, who even had a banjo picker. Snuffy Jenkins, who played a three finger style pre-dating Earl Scruggs and came from the same area in North Carolina.

By about 1953, bluegrass music had reached its height of popularity, with no less than ten different bands on commercial records. Many smaller amateur bands sprang up through the South as bluegrass became the main style in which informal players of rural music played homemade music. With competition and with advanced recording techniques bluegrass changed more quickly. "Bluegrass" became more a means of distinguishing any type of traditional sounding acoustic music from the run-of-the-mill performance by the steel guitars and violins of the "Nashville, Philharmonic," and later, hillbilly rock'n'roll. Bands are now called bluegrass that contain one element of the original style, for example, the Louvin Brothers' singing and playing (but not their electric and Hawaiian style guitars) or Charlie Monroes singing (despite his electrified band members) or any number of combinations of less than the five main instruments such as a banjo-fiddle duel, two guitars, a bass and a banjo duet, etc., etc...as long as they are played more or less in the style found in a bluegrass group and are acoustic.

Bluegrass, like other types of music, is constantly changing as musicians and writers search for sounds that will give them something new and put them a step ahead of the competing groups. Flan and Scruggs now include in their band a Dobro guitar, fretted Hawaiian style with a steel bar, unelectrified and often played like a banjo. Their band style is also different, as are their songs, which are generally lighter than the pensive Monroe compositions. Other bands have experimented with such innovations as duets on instrumentals and instrumental breaks by adding mouth harps, pianos, organs, tipple, or accordion, but so far only the Dobro and instrumental duets have been accepted into the style. The trend in singing is away from the early Monroe intensity and the country twang towards smoother, more widely acceptable vocal quality and harmony. One of the greatest changes brought about in bluegrass is the new method of "hi-fi" recording and the use of the echo chamber which gives it the full orchestra-hall sound, which would not be found at a public performance, on the radio, or around home.

Also changing is the bluegrass audience. Oldtime hill music has always appealed to the more individualistic mountain people since it is deeply rooted in their traditions, and they feel that it is an expression of their preserving that tradition. But during the nineteen fifties many have come to prefer the more citified music of the commercial country music bands, or rock 'n' roll. Bluegrass is largely a musician's music and is appreciated as a style of country music and a source of good songs by many commercial musicians, such as Elvis Presley, whose first release was Bill Monroe's composition, "Blue Moon of Kentucky." Recently, many city-bred people have been listening to recordings and attending shows by bluegrass artists, and some have started playing the music too, as part of the urban interest in the revival of traditional folk music.

The main outlets for the six or so larger bands are on television, radio, in theatres, school auditoriums, barn dances, at summer amusement parks (such as New River Ranch and Sunset Park, both located on the Maryland/Pennsylvania border, south of Philadelphia), country music jamborees like the Grand Old Opry and the Wheeling, West Virginia Jamboree, through their records, and on the many disc jockey shows on small radio stations throughout the South. The most successful of these touring bands, Flatt and Scruggs, can draw huge crowds of up to several thousand as far north as New York City, as well as having a contract for daily radio and TV, shows with a large dependable sponsor that even provides for them a bus that carries them thousands of miles weekly on well organized tours. Their record sales, like other bluegrass bands, though not of  "hit" proportions, are long and steady and many people are still buying their records that were issued five or ten years ago.

Despite all this to the contrary, bluegrass does not appear to be slowing down at all and probably won't in the near future. It will certainly change, become smoother and technically more difficult, but young people will continue to play and sing, and make up songs for fun, and some will hope for the day that they might go professional.

Not all of the selections on this album are strictly bluegrass since they may omit several instruments or treat a song differently than Bill Monroe might have. But they are all in the stylistic area presently agreed to be called "bluegrass," which to some means  "not old-time, not commercial country, but somewhere in between."

This recording is not representative of the repertoire of these groups, as it concentrates on their more traditional material. In a tavern or other similar performance you would hear many songs as recorded by the influential bluegrass style groups (Monroe, the Stanleys, Flatt & Scruggs, etc.), some current commercial country songs, older songs such as on this recording and a few of the more traditional sounding rock'n'roll songs such as "That's Alright, Mama". And on a few occasions you might hear a novelty song such as Earl Taylor and his group doing "Purple People Eater".

With the exception of Tex Logan's tunes, all of these songs were recorded in kitchens, living rooms, boarding house rooms, and recreation rooms, so that they are definitely in a field recording class. The tape recorder used was a Tandberg  Model 3 with one Electrovoice 654 microphone. Another Tandberg (with no mixer) was added for the double recordings or over-dubs.

	MUNGO  JERRY
	In The Summertime
	1970
	56:07
	country-rock

	MUNGO  JERRY
	“Mungo Jerry” / “Electronically Tested”
	1970 -71
	78:54
	

	MUNGO  JERRY
	The Early Years
	
	59:01
	Compilation, не пересекается с номерными на  28:12 

	MUNGO  JERRY
	You Don’t Have To Be In The Army
	1971
	43:22
	

	MUNGO  JERRY
	Boot Power
	1972
	47:18
	

	MUNGO  JERRY
	Impala Saga
	1976
	54:17
	

	MUNGO  JERRY
	Snake Bite
	1990
	43:55
	

	NEKROMANTIX
	Curse Of The Coffin
	1991
	50:28
	neo rockabilly  [psycho-]

	Willie  NELSON
	The Best
	1965 -75
	55:23
	country

	Willie  NELSON
	Weylon & Willie
	1978
	33:17
	Waylon Jennings & Willie Nelson

	Mike NESS
	Cheating At Solitaire
	1999
	59:10
	Mike NESS - см. тж. с: Social Distortion в секции ‘Alternative’

psycho (punk)-blues-billy
label: Time Bomb Recordings (CA, USA)  www.timebombrecordings.com 

website: www.mikeness.com 

e-mail: mikeness@timebombrecordings.com 

Mike Ness: Vocals, Les Paul and Acoustic Guitars

James Saez: Slide, Gretsch, Acoustic Guitars, Percussion ano Keyboards

Josh Freese: Drums

Daniel Glass: Drums on "You Win Again" & "Long Black Veil"

Veikko Lepisto: Electric and Upright Bass.

Chris Lawrence: Pedal Steel and Tele Guitar

Tom Gorbett: Mandolin

Mando Dorame: Tenor Sax

Jamie Muhoberac: Keys & B3 Organ

Brian Setzer (см.): Gretsch on "Crime Don't Pay"

Billy Zoom: Gretsch Silverjet on "Dope Fiend Blues"

Bruce Springsteen: Vocals & Guitar on "Misery Loves Company"

The Devil In Miss Jones 

Don't Think Twice 

Misery Loves Company 

Crime Don't Pay 

Rest Of Our Lives 

You Win Again 

Cheating At Solitaire 

No Man’s Friend 

Charmed Life 

Dope Fiend Blues 

Ballad Of A Lonely Man 

I'm In Love w/My Car 

If You Leave Before Me 

Long Black Veil 

Send Her Back

All Mike Ness remembers as a boy is that his role models were not presidents and athletes; they were gangsters and junkie guitar players. Hence his bad attitude and hard edge sound. But long before he heard the Ramones, Clash or Sex Pistols he grew up listening to the Stones, Johnny Cash, Creedence and yes, even 70's glitter. Cheating At Solitaire is a new collection of songs by the longtime Social Distortion leader. Recording alone for the first time in nearly twenty years, Ness has brought a wide palette of influences to this album. The roots flavor that has always been threaded through his music is explored in depth on Cheating At Solitaire, with Ness blurring the boundaries that separate some of American music’s oldest forms. This record displays his love for traditional country and bluegrass, you will hear his passion for old blues and rockabilly, and you will feel the punk edge and attitude that has enabled him to express his inner conflicts and feelings throughout the years.

	Mike NESS
	Under The Influence
	1999
	41:17
	label: Time Bomb Recordings

Music... the most ungodly vice of them all!

Mike Ness: Vocals, Les Paul and Acoustic Guitars 

James Saez: Gretsch and Acoustic Guitars, Percussion

Charlie Quintana: Drums 

Brent Harding: Upright and Electric Bass 

Chris Lawrence: Pedal Steel and Telecaster

Sean Greaves: Electric Guitar and Banjo 

Mando Dorame: Tenor Sax 

Brantley Kearns: Fiddle

"A Thief In The Night" by Harlan Howard
"One More Time" by Howard (1959)   

"Once A Day" by Bill Andersen

"House Of Gold" by Hank Williams
"Big Iron" by Marty Robbins 

"All I Can Do Is Cry" by Wayne Walker

"Let The Jukebox Keep On Playing" by Carl Perkins, 

"I Fought The Law" by Sonny Curtis

"Six More Miles" by Hank Williams

"Gamblin' Man" by Martin Rainwater

"Wildwood Flower" by A P Carter. 

"Funnel Of Love" by Charlie McCoy and Kent Nestberry

"Ball and Chain (Honky Tonk)" by Mike Ness

	The  NOTTING HILLBILLIES
	Missing... Presumed Having A Good Time
	1991
	40:46
	country

M. Knopfler, Guy Fletcher, etc.

	ONE NIGHT STANDS
	Hug
	1994
	35:36
	rockabilly на японском языке

label: Go Cat Go Records (Tokyo)

Kimihiro [g, v]; Peeman [b]; Gun Gun [d, perc]; + guest musicians: Ichiro [National slide guitar]; Satoshi Hara [banjo]; Kohki Tsuji [blues harp].

No way to give away our coolest spirits of the Rock’n’Roll. You just come out and touch it. So being with us.

1. Hold On Me

2. Rock’n Bazooka

3. Billy Boy

4. It’s so Good

5. Kids March

6. Oh! My God

7. Midnight

8. Razzle-Dazzle

9. Love Sick Night

10. Don’t Worry Baby

->KLETKA R. ‘H’        

	Eric-Jan  OVERBEEK  / Andre   WALKERING                 
	Boogie Woogie Special
	1993
	48:58
	boogie for two pianos, bass and drums.

Два виртуозных пианиста обрушивают бурю буги.

     Writing something about two great Boogie Woogie piano players is not easy because they are clearly among the best in their field of music. Both A.V. and E.-J. O. Are big fans of the originals of Boogie Woogie from the 1930’s and 40’s like Albert Ammons and Pete Johnson to name two of the most important ones. Just think ... two Boogie Woogie pianists each with his own piano on the stage. A unique Boogie Woogie battle. The idea is not completely new as the two abowe mentioned originals, Ammons and Johnson played this way too on a number of concerts. Both Overbeek and Valkering met at a Jazz Festival a number of years ago and, as they like each others style of playing, the idea came up to play together. First on one piano and later, on two pianos. Both guarantee a spranklin’ performance also because of the perfect harmony when playing together. They push each other to high standards time after time. The musical feeling and inspiration that both artists show when performing brings the public to a state of ecstasy everytime they play. I am glad to present a sample of their work on this CD release.

	The  Andy  OWENS  Project
	Real Music
	1993
	43:13
	country

	The  PALADINS
	The Paladins
	1987
	35:57
	rockabilly

	The  PALADINS
	Years Since Yesterday
	1988
	32:20
	boogie/ blues/ rockabilly
«Sizzling roots rock... gut-bucket power... no-holds-barred excitement.»  -- Billboard

	Carl  PERKINS
	Up Through The Years (Remastered)
	1954-57
	61:08
	label: Bear Family Rec.

This disc contains the ultimate in Rockabilly music. That is, hillbilly music played with a rock and roll rhythm. Here are 24 songs recorded for Sun Records in Memphis, Tennessee between October 1954 and the summer of 1957. Songs which rocked before the world quite knew  what rock and roll was. Songs which combined the best of hillbilly sentiment and teenage sensibilities with a jumping rhythm and blues feel, and guitar solos so sharp they might cut through sheet metal.  Ultimately, there was Blue Suede Shoes, the first song ever to conquer the American popular, country, and rhythm and blues charts at one and the same time. Sun label boss, Sam Phillips, heard in Carl Perkins: “A voice that could have revolutionised the world of country music, if his guitar playing hadn’t revolutionised rock and roll first.” Sam knew that he had gained a unique acquisition. A young man who could sing either ballads or rockers while playing his own searing lead guitar licks. A man whose background in gospel, country and blues music up in Lake Country, Tennessee was so uniquely moulded in his own style that an entirely new form of Southern music resulted. The fact that he is a living rock and roll legend should not be allowed to obscure Carl Perkins’  contribution to the world of country music. He recalled: “My daddy would say, don’t play so fast, son, you’ll never amount to nothing playing like that. But I said, daddy, that’s the only way I like to play. That’s the way I feel. Later on, Sam Phillips told me that was what was important, to play what you feel. And I believe it’s true today.” The first recording session for Sun came a bare three months after Elvis Presley had joined the label, and it yielded a fully-developed rockabilly sound, hillbilly songs with the Perkins rhythm. Country roots, an untutored but memorable gift for storytelling, and a ‘pushing’ rhythm. Carl Perkins played shows throughout 1955 with Elvis Presley, Johnny Cash and other Sun artists, and he began to develop a firm foothold on the country music circuit. Then, at the end of 1955, Carl wrote and recorded Blue Suede Shoes, the song that would push both Sun Records and Carl Perkins into the limelight. The song was written at a time when Bill Haley had only just emerged with Rock Around The Clock and no-one was really sure what rock and roll was and whether it would last. Elvis Presley had just left Sun for RCA Victor but had not yet had a record on the popular charts. In the early weeks of 1956, the concept of specifically ‘teenage’ lifestyle was still fairly ill-defined. Somehow, though, Carl’s message about the sanctity of a young man’s blue suede shoes sparked first the Djs, then the younger element in the record buying public. Blue Suede Shoes made a lasting impression on all three charts. It was the first genuine crossover hit. Rockabilly had arrived. Through 1956, Carl Perkins continued to lay down the definitive statements of the rockabilly era. However, a severe car crash (that was journey via Chrysler Imperial limousine) in March 1956 while on his way to New York to perform on the Perry Como TV show nipped in the bud Carl’s main chance of superstardom. He continued to register minor pop hits. Unable to regain the success of Blue Suede Shoes, however, and with the emergence of Jerry Lee Lewis as the new star at Sun, Carl left the label at the end of 1957. Carl held nothing back at Sun, because he sang what he felt, that he left this wonderful legacy of truly individualistic recordings. Country music come no purer than this. Rockabilly was never more clearly defined. Since he left Sun, Carl Perkins’  career has continued to be artistically satisfying but commercially low-key. Nevertheless, his contribution to popular music has been recognised by friends and admirers in the music business. Ricky Nelson always wanted to be Carl Perkins, George Harrison once changed his name to Carl, and Johnny Cash befriended Carl in the ‘60s when he needed it most. Carl worked for a long time with Cash before re-emerging as a solo act, and he has recently recorded with Willie Nelson and Paul McCartney, to name but two of his fans. It has been a long rocky road from Lake Country, Tennessee to Willie Nelson’s country club and to visiting with the McCartney’s in Monserrat. Very few dirt poor Tennessee farm boys would have contemplated the international career Carl has had, but then Carl has a dedication to his music and purity and enthusiasm that enthralled Sam Phillips back in 1954, just as these Sun recordings will continue to enthrall the listener today. —  Martin Hawkins, 1986.

	Carl  PERKINS
	Jive After Five
	1958-78
	45:18
	этот и предыдущий CD представляют собой комплект 1954 - 1978.

The biggest problem with being a legend is that you wind up being surrounded by lies. You get the attention and compensation you deserve, but the truths of your life are almost always cast aside for simpler, easier presumptions. As many astute observers (among them ace annotator Colin Escott) have pointed out, the biggest lie of Carl Perkins’  career is that his work fell apart when he left Sun Records. On Jive After Five: 1958-1978, we expose that lie. In the three decades since the master of rockabilly left the tutelage of Sam Phillips, Perkins has released many strong, vibrant recordings, most of which have been buried in indifferently chosen collections. Here, for the first time in one place, are Perkins’  finest post-Sun performances (this is not to underestimate the groundbreaking brilliance of Perkins’  work at Sun). —  Jimmy Guterman.

	Carl  PERKINS
	A Portrait of Carl Perkins
	2000
	59:10
	label: Snapper Music   www.snappermusic.com 



	PLASMATICS
	New Hope For The Wretched
	1980
	45:36
	psychobilly

label: Repertoire Records

	Buster  POINDEXTER
	Buster Poindexter
	1987
	40:49
	contemporary R’n’R  (Отменный кабацкий рок-н-ролл & ретро!)

Buster Poindexter’s BANSHEES OF BLUE are: Joe Delia [p, organ]; Tony Machine [d]; Brian Koonin [el&ac g, sitar, banjo, mandolin]; Tony “Antoine Fats” Garnier [b]; Fred Wolcott [perc]; THE UPTOWN HORNS are: ...; Larry Poindexter [accordion].

1. Smack Dab In The Middle

2. Bad Boy

3. Hot Hot Hot

4. Are You Lonely For Me Baby

5. Screwy Music

6. Good Morning Judge

7. Oh Me Oh My (I’m A Fool For You Baby)

8. Whadaya Want

9. House Of The Rising Sun

10. Cannibal

11. Heart Of Gold

	Buster  POINDEXTER
	Buster’s Happy Hour
	1994
	52:43
	“I want to thank the makers of this record for allowing me to warn listeners about the nature of this album. Many of the songs contain references to alcohol, which I believe has caused more suffering to humanity than anything else, except maybe bigotry. (Although it is my suspiction that alcoholism was the cause of bigotry — in some way, I’m not sure how.) Anyway, the references to alcohol are a shame because otherwise I found the music very lively and celebratory, basically fun!!! And we all deserve some fun!!! Just not with alcohol.” —   Stuart Smalley.

	Buster  POINDEXTER
	Buster’s Spanish RocketShip
	1997
	53:06
	label: Island

B.P. [v]; The Spanish RocketShip: Fred Walcott, Ismael ‘Bongo’ Bruno, Mike Jacobson [perc]; Tony Machine [d]; Andy Gonzales [b]; Brian Koonin [g, cuatro]; Charley Giordano [accordion, p]; + Uptown Horns; + add. wind section; + add. voc.

	The  POLECATS
	Won’t Die!
	1989
	42:11
	rockabilly

	The  POLECATS
	Cult Heroes
	1991
	28:36
	[with Robin Scott]

	The  POLECATS
	Nine
	1992
	30:39
	

	The  PIRATES
	Don’t Munchen It !
	
	76:03
	rockabilly

live 77 / 78

	The  PIRATES
	Skull Wars
	1978
	
	LP

	The  PIRATES
	Hard Ride
	1979
	
	LP

	The  PIRATES
	A Fistfull Of Duloons
	1981
	28:51
	

	The  PIRATES
	Live In Japan
	1988
	52:03
	

	Perez "Prez"  PRADO
	Twisting Perez Prado
	
	46:52
	Другие диски PRADO см. в секции 'Latina'

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!

	The  PREACHERS
	That’s All
	1994
	32:43
	rockabilly

	Elvis PRESLEY
	G.I. Blues
	1960
	46:09
	remaster 1997

Plus 9 alternate masters and outtakes

	Elvis PRESLEY
	Pot Luck
	1962
	28:50
	“You’ve gotta hear Scotty More on Elvis Pesley’s Sun Sessions. He was truly amazing, and he was making it all up right there.” — Brian Setzer.

In Memphis’s Sun Studios in 1954, guitarist Scotty Moore, bassist Bill Black and hillbilly crooner Elvis Presley took chunks of Nashville country music, heaps of Mississippi blues and small doses of  various other American musical styles such as bluegrass and Western swing and created rock and roll. Moore’s Travis-picked rhythms, bluesy leads and boogie runs became the blueprint of rock and roll for the millions of guitarists who followed in his footsteps, including Jeff Beck, Jimmy Page, George Harrison and John Fogerty. His playing shared the spotlight with Presley’s vocals, establishing the electric guitar as the definitive rock and roll instrument as well as a symbol of youth and rebellion. — Guitar World

	Elvis PRESLEY
	Golden Records Vol I
	1956 -57
	33:41
	

	Elvis PRESLEY
	Golden Records Vol III
	1963
	29:41
	

	Elvis PRESLEY
	Golden Records Vol IV
	1962 -66
	30:04
	

	Elvis PRESLEY
	“Easy Come, Easy Go” / “Speedway”
	1967
	46:19
	

	Elvis PRESLEY
	Tomorrow Is A Long Time
	1966 - 68
	51:19
	remaster 1999

	Elvis PRESLEY
	Forever In Love              [2 CD]
	57-76
	66:29 67:08
	сборник баллад

	Louis  PRIMA
	Just A Gigolo
	
	45:55
	compilation 1994, remaster
Sam BUTERA – см.

	Louis  PRIMA
	Greatesr Hits
	
	48:19
	Не пересекается на 20:18 c “J.A J.” Суммарное время обоих дисков = 66 мин.

	PUNISHERS
	Beat Me
	1992
	37:23
	neo-rockabilly (psycho-)

	The  QUAKES
	The Quakes
	1992
	35:12
	rockabilly

	The  QUAKES
	Voice Of America
	1990
	41:02
	

	RADIO  ACTIVE  CATS
	
	1991
	47:00
	neo-rockabilly

	RADIUM  CATS
	Other World
	1992
	41:01
	rockabilly

	Marvin  RAINWATER
	Whole Lotta Woman
	1958 -81
	58:42
	country / rockabilly

label: Bear Family Records

ROCKIN’ ROLLIN’ RAINWATER

Marvin was born in Wichita, Kansas, on July 2. 1925, one of five children.

  It was something you couldn't get away with in the politically correct and hypersensitive '90s, but back in the mid-'50s a quarter-Cherokee called Marvin Kariton Rainwater got his career off the ground by trading off his part-Indian pedigree. Today's critics would argue that he was reinforcing the media stereotype of First Nations. His fanclub journal back then was called the Tommahawk Smoke Signal' ("We hope you have heap'um Merry Christmas. We do our best to pleasum you, "said the Christmas '55 issue). Marvin didn't seem entirely comfortable with his image, but he fostered it nonetheless with a tassled buckskin jacket, and the occasional headband. He knew that he needed something to make him stand out from the pack -- and as a gimmick this looked as good as any.

  Beneath all the hype there was a very real talent. Marvin was -- and is -- one of those oddball performers who have a different slant on it all. With talent, it's easy to make good music: it's harder to make different music -- and that's what Marvin Rainwater accomplished. [...]

  The truth, of course, is that the world rarely falls into anyone's lap to stay. The best that most entertainers can hope for is to savour that moment when, as Marvin puts it, Lady Luck says 'I love you'. Marvin had those moments, too. They were more fleeting than he might have wished, but thirty-five years later people are still listening to his music, and in the age of disposability that's a little triumph itself.

COLIN ESCOTT Toronto. April 1994.

	Bonnie  RAITT
	Collection
	1990
	76:01
	country

Bonnie Raitt was born in Burbank, California, and was picking out folk songs on a guitar before she hit her teens. Although inspired and influenced early on by Joan Baez and Bob Dylan, one listen to the blues and bottleneck guitar playing of Mississipi John Hurt, John Hammond, and John Lee Hooker on the “Blues at Newport” album and she was hooked. In 1967, she headed to college in Cambridge, Mass. By her junior year, Bonnie was a familiar fixture on the folk and coffee-house circuit up and down the East coast. She connected with legendary blues promoter / manager Dick Waterman, who designed an off-campus major in the hallowed world of blues players and folk clubs. Bonnie opened for giants like Arthur “Big Boy” Crudup, Mississipi Fred McDowell, Junior Wells and Buddy Guy. Although always exhibited versatility and a willingness to explore different types of music, Bonnie has steadfastly maintained a firm toehold in the blues and R&B that first sparked her sound. From day one, she has constantly championed artists she felt deserved wider recognition — whether they were older blues innovators or promising new songwriters. She’s known for her ability to pick a great song and enhance it with her personal approach.

	The  RATTLERS
	Gangsters’n’Loose Women
	1991
	42:13
	rockabilly

	The  RAVENS
	Long Live Rock’n’Roll
	1991
	45:19
	rockabilly

	The  RAZORBACKS
	I’m On Fire
	1993
	43:45
	rockabilly

	Leon  REDBONE
	Sugar
	1990
	35:33
	retro songs (USA)

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

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

“From Branch To Branch” – 1981 

	Leon  REDBONE
	Whistling In The Wind
	1994
	36:18
	L. R. [National guitar, harmonica, voc., Maccaferri plastic, arrangements]; with: Ringo Starr [voc]; John Ely [steel guit]; Stanley Schwartz [p]; Vince Giordano [b, banjo, bass sax, sousaphone]; Frank Vignola [guit, mandolin]; Cyndi Cashdollar [dobro]; Joe Ferrante [tp]; John Gunther, Dave Brandom [sax, clar]; John Meyers [d]; and oth.

	RED  VELVET  TRIO
	Let’s Dance
	1992
	37:32
	rockabilly

	RED  VELVET  TRIO
	Million Tears
	1992
	33:00
	

	REDNEX
	Sex & Violins
	1995
	47:06
	acid country 

Подобный acid-country проект см. тж.: ALABAMA 3.

	REDNEX
	...Farm Out!
	2000
	45:20
	www.rednex.fanglobe.com 

www.rednex.se 

www.rednex.se/fanclub.htm 

mail to the band members:

bobbysue@rednex.se , reverendstiff@rednex.se , billyray@rednex.se , whippy@rednex.se 

	RESTLESS
	After Midnight
	1986
	46:21
	rockabilly 

label: The Madhouse Rec. 

	The  REVEREND  HORTON  HEAT
	Smoke 'em if You Got 'em
	1991
	40:02
	psychobilly; практически -- весёлый и ураганный punk-rock / boogie.

label: Sub Pop Records (USA)

Jim ‘Reverend Horton’ Heat [g, lead v]; Jim Wallace [upright bass, v]; Patrick 'Taz' Bentley [d, v]; + (on 'Love Whip') Tim Alexander (Asleep at The Wheel) [p]; Hook Herrera (Hook and The Hitch-Hikers) [harmonica]; Psychic Plowboy Horn Section (Memphis, Tennessee).

There just ain't no good can come outta being on the wrong side of God.

I was all of twenty-five years when I finally learned that truth. And let me tell you, it came to me in the darndest way.

Me and some of my buddies went to take in a music show by one Reverend Horton Heat. I hadn't never seen a preacher who'd play music, so I figured I'd give it a gander.

We went to this clearing near the big road through town. There was bunches of people gathered for the event. Most of 'em was under the tent whooping and hollering and making a wicked commotion. I guessed they were anxious to see the musical preacher. Some of the men stood a ways back smokin' cigarettes. Little did they know they was about to get religion.

Shortly before sunset, the Reverend got up on the platform that had been put there. He wore just about the nicest suit of clothes I'd ever seen. And he had cowboy boots so shiny they looked like the dust blew the other way.

Reverend Heat's service lasted nearly an hour and a half. I must say, I'd never seen anyone get so worked up about something like this preacher did. He was sermonizing and playing that guitar while his helpers Jimbo and Taz backed him up on the bass fiddle and drums.

Smack in the middle of things Jimbo got tired and layed down that big fiddle, and sure 'nuff the Reverend stepped up top of it and kept right on playing. Right then I sure did feel strange. Reverend Horton Heat looked straight at me and it was like all the devilment was draining right outta my bones. And that's when I knew I'd done been Saved. That preacher had climbed up a couple of feet closer to heaven and took all of us sinners with him.

At the end of the sermon, Reverend Heat made an altar call. That's where all the folks come up to the front to accept Jesus. Boy, you shoulda seen the people clamoring to get right up on the risers with Him and him and his helpers. They looked like fish jumpin' up a fish ladder.

Afterward, the Reverend told me he travelled all around the country, preachin' every night. He said that was what was called a revival. I asked him why he used that guitar to preach with and he told me that it helped him to get into folk's heads. Reverend said he called his music "psycho-billy."

I can't tell you how much this record might change your life. The Reverend sure changed mine. In fact, his music inspired me to visit his place near Dallas. He took me down to the Trinity River for an open water baptism. I bet he'd do you too if you asked him.

It's like the Reverend Heat told me one time. . .

"The wages of sin is death. Don't put God off."    

Carson Langtry Haviland, Kansas
1. Bullet

2. I'm Mad

3. Bad Reputation

4. It's A Dark Day

5. Big Dwarf Rodeo

6. Psychobilly Freakout

7. Put It To Me Straight

8. Marijuana

9. Baby, You Know Who

10. Eat Steak

11. "D" For Dangerous

13. Love Whip

	The  REVEREND  HORTON  HEAT
	Liquor In The Front Poker In The Rear
	1994
	35:51
	Jim ‘Reverend Horton’ Heat [g, lead v]; Patrick ‘Taz’ Bentley [d, v]; Jimbo Wallace [b, v]; + add.: Tim Alexander [accordion, k]

	The  REZILLOS
	Can’t Stand
	1978
	
	LP    Rockabilly    [~35 min]

	Johnny  RIVERS
	«At The Whisky A Go Go» / «Here We A Go Go Again»
	1964
	75:24
	country / western / r ‘n’ r
label: BGO Records, remaster 1994

   Twenty-two year old Johnny Rivers, although one of America's new stars, is certainly no newcomer to beat music. At the age of sixteen, he wrote a song called I’ll Make Believe -- and that was good enough to make a Rick Nelson record. His name, however, became a by-word among all the fans of the more driving type of pop music, when his exciting version of Memphis hit the heights of the Top Hundred in America earlier this year.

His appearance: dark, handsome, and with a brooding expression, together with that exciting musical presence, packed the Whisky a Go-Go Club on Sunset Strip in Hollywood, every night he appeared there. It was at the Club that this LP (and his Memphis single) were recorded, and the reaction of his audience gives some indication of his rating as a 'live performer'. Let's hope he soon makes it over to Britain!

 --- for «At The Whisky A Go Go».

 The greatest compliment that can be paid to a performer is to be looked upon as a performer's performer. What is a performer's performer? What do enterfainers do tor entertainment? Where do dancers go to dance? Where do singers go to sing along?

All these questions can be answered in the phrase "Johnny Rivers at the Whiskey A Go Go" at least so far as America is concerned. For if you looked closely within this crowd gathered around the young man from Louisiana, there is a good chance you would find some of your favourite recording, motion picture, or television personalities, because on any given night of the week that's where they, along with a good portion of the population of Southern California, go to literally "let themselves go". Johnny Rivers, a handsome, serious, twenty-two year old guitar-and-harmonica playing soul singer, has captured the heart, ears and feet of not only the public, but also his fellow entertainers. His magnetic personality, poise and showmanship have made him the most sought-after American performer to come along since another Southern boy started shakin' his hips in Memphis eight years ago. For us here across the Atlantic it is not exactly easy to get to this, perhaps the world's most exciting and popular club, located on Hollywood's Sunset Strip, but we can hear this great "in concert" recording and enjoy, even at secondhand, some of the infectious spirit of this performers' Mecca -- and this performer's performer. 

 -- for «Here We A Go Go Again!»

	Johnny  RIVERS
	Rocks The Folk
	1965
	35:10
	label: BGO Records, remaster 1995

Folk are traditionally the people from the soil whose songs have become a heritage of this nation. Recently, a new movement has emerged – the contemporary folk whose plaintive cry can be heard anywhere from a college campus in San Francisco to the twilight world of Greenwich Village. Rock is the frenetic rhythm which emanates from the soul of Johnny Rivers; whenever he plays, wherever he plays, and most important of all, WHATEVER he plays. In this album Johnny Rivers rocks the folk. His sunburned, southern voice, hallmarked with a verve and excitement strongly evident on "Tom Dooley", "It I Had A Hammer" and "Blowrin' In The Wind", can suddenly become soft, almost wistful and sometimes lonely as he moves through such unforgettable songs as '500 Miles', 'Catch The Wind' and Dylan's haunting 'Mr Tambourine Man'.
These are the great hits of the folk-rock and yet it is impossible to categorise when writing of a Johnny Rivers album. For be it a live album, a pop album or a folk album like this one, it remains essentially a Rivers album.

And to all those who dug "Memphis" and all the other followers he has picked up along the route,

that is sufficient. If folk should be rocked, then Rivers should rock it. 

--  Andy Wickham 1965

	Johnny  RIVERS
	Meanwhile Back At The Whisky A Go Go
	1965
	40:15
	label: BGO Records, remaster 1995

featuring Mickey Jones [d] and Joe Osborn [b].

      I've always wondered who reads liner notes. When do they read them: before or after they buy the album, or on lonely nights when there aren't any magazines around?

If it was possible to know these answers, the liner could better serve its purpose. For example, if it was before, we'd say, 'Buy this album, it's great' -- and it would be the truth. For Johnny Rivers has been crowned 'King of the Go-Go Sixties'. His soulful rhythmic voice and guitar have people singing and dancing to his music all over the world.

If it were true that people read liner notes after listening to the album, we could let them write their own; that is, if they could stop dancing long enough to find a pencil. For then you would know the excitement of a Johnny Rivers live recording. 

If you're a girl and read liner notes on a lonely evening when you have no other reading material, we could tell you that Johnny Rivers is a very handsome, dark and sensitive young bachelor, 23 years old.

If you're a man who reads liner notes on lonely evenings, your in a lot of trouble. We suggest you don't use this album . . . because it's definitely for swingers only!

-- LOU ADLER

	Lee ROCKER – см. рядом со STRAY CATS
	
	
	
	

	ROCKABILLY PSYCHOSIS  &  THE GARAGE  DISEASE
	Not Suitable For CD Or Children
	
	40:26
	rockabilly Live Compilation: The Meteors, Link Wray, Hasil Adkins, The Trashmen, The Gun Club, Jimmy Dickinson & The Cramps, The Milkshakers, The Geesers, The Sting-Rays, The Guana Batz, The Novas, Legendary Stardust Cowboy.

	The Songs Of Jimmie RODGERS -- A Tribute
	
	1997
	52:46
	featuring: Van Morrison, Bob Dylan, Steve Earle, John Mellencamp, Willie Nelson, Aaron Neville, Bono, Jerry Garcia, a. o.

JIMMIE RODGERS OF COURSE IS ONE OF THE GUIDING LIGHTS OF THE TWENTIETH CENTURY WHOSE WAY WITH SONG HAS ALWAYS BEEN AN INSPIRATION TO THOSE OF US who have followed the path. A BLAZING STAR WHOSE SOUND WAS AND REMAINS THE RAW ESSENCE OF INDIVIDUALITY in a sea of conformity, par EXCELLENCE WITH NO EQUAL. though HE IS CLAIMED AS THE FATHER OF COUNTRY MUSIC, THE TITLE IS LIMITING AND DECEIVING IN LIGHT OF TODAY'S COUNTRY MUSIC AND HE WOULDN'T HAVE UNDERSTOOD IT. in his time, HE WAS BETTER KNOWN AS "the singing brakeman" OR "blue yodeler" AND HENCE IN SOME CIRCLES, HE HAS COME TO BE KNOWN AS "the man who started it all" WHICH IS MORE TO THE TRUTH FOR HE WAS A PERFORMER OF FORCE WITHOUT PRECEDENT WITH A SOUND AS MYSTICAL AS IT WAS DYNAMIC. his VOICE GIVES HOPE TO THE VANQUISHED AND HUMILITY TO THE MIGHTY. INDEED, HE SINGS NOT ONLY AMONG HIS BAWDY, UPBEAT BLUES AND RAILROADING SONGS, BUT ALSO TIN PAN ALLEY TRASH AND CROONER LULLABIES AS WELL. he MAKES EVERYTHING UNMISTAKABLY HIS OWN AND DOES IT WITH PIERCING CHARM. jerry lee lewis ONCE SAID THAT THERE ARE ONLY FOUR STYLISTS -- JIMMIE, AL JOLSON, hank williams AND HIMSELF. jerry lee DOESN'T GIVE OUT COMPLIMENTS LIGHTLY. if WE LOOK BACK FAR ENOUGH, jimmie MAY VERY WELL BE "THE MAN WHO STARTED IT ALL" for we have no antecedent to compare him. his refined style, an AMALGAMATION OF SOURCES UNKNOWN, IS TOO CRYPTIC TO PIN DOWN. his IS A-THOUSAND-AND-ONE TONGUES YET SINGULARLY HIS OWN.

THE ARTISTS ON THIS COMPILATION, AS DIVERSE AS EVER, ALL HAVE ONE THING IN COMMON -- ALL HAVE BEEN ENORMOUSLY AFFECTED BY jimmie LIKE NO OTHER. why? because jimmie WAS ALIVE IN A WAY THAT OTHERS WERE NOT AND ARE NOT. his MESSAGE IS ALL BETWEEN THE LINES AND HE DELIVERS IT LIKE NECTAR that can drill through steel. he gets somehow into the mystery of life and DEATH WITHOUT SAYING TOO MUCH, HAS SOME KIND OF UNCANNY ABILITY TO TRANSLATE IT -- HE'S LIKE THE SMELL OF FLOWERS. he STOOD OVER THERE FAR APART, THIS IS SO OBVIOUS. no SUPPORTING ACTOR IN A MELODRAMA OR A SCREW IN A MACHINE, NOT A TEAM PLAYER, NO OLD LINER OR STICK IN THE MUD, HE IS THE RINGMASTER GENERAL AND IS, AS IN THE warren smith BALLAD, THE MAN WHO "...HELD YOUR HAND AND SANG YOU A SONG." what more could he do?

we LOVE THE MAN and we love what he did in the short time he was here and we know THAT HE ROSE ABOVE INSURMOUNTABLE ODDS IN GIVING OF HIMSELF WITH herculean EFFORT TO ACHIEVE IT; THAT HE WORKED AGAINST TIME WITH A DISEASE THAT WAS A QUICK ASSIGNMENT TO THE CEMETERY. WE DON'T SALUTE OURSELVES IN MAKING THIS RECORD BUT WE POINT YOU BACK THERE SO YOU CAN FEEL IT FOR YOURSELF AND SEE HOW FAR OFF THE PATH WE'VE COME. times CHANGE AND DON'T CHANGE. THE NATURE OF HUMANITY HAS STAYED THE SAME. jimmie IS AT THE HEART OF IT ALL WITH A SERIOUSNESS AND HUMOR THAT IS BEFUDDLING, NOTWITHSTANDING THAT INFAMOUS BLUE YODEL THAT DEFIES CONJECTURE. his IS THE VOICE IN THE WILDERNESS OF YOUR HEAD... ONLY IN TURNING UP THE VOLUME CAN WE DETERMINE OUR OWN DESTINY.

BOB DYLAN, 1996

	Kenny  ROGERS
	Love Is Strange
	1990
	38:25
	country

	Jimmy  ROY’s                                    5  STAR  HILLBILLIES
	Star Hop
	1993
	70:20
	country-rock

	ROYAL  CROWN  REVUE
	Walk On Fire
	1995
	40:57
	rockabilly/boogie/neo-swing
Royal Crown Revue (Калифорнийцы), Web Site: http://www.rcr.com 

e-mail: info@rcr.com
Produced, recorded and mixed by Mike Napolitano (см. тж. его работу с SQUIRREL NUT ZIPPERS: Andrew Bird’s Bowl of Fire в секции ‘Jazz’).

This album is dedicated to Sam Butera.

1. She Walks On Fire

2. Watts Local

3. Trapped (In the Web of Love)

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

5. Besamo Mija (Baille Para Qui)

6. The Stranger

7. Hey Sonny (Where’d You Go?)

8. A Bronx Hello

9. Beware

10. One Eyed Cat

11. Take A Long Drink For Me

12. Mr. Meschugge

	ROYAL  CROWN  REVUE
	Mugzy's Move
	1996
	50:21
	 

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

	ROYAL  CROWN  REVUE
	The Contender
	1998
	43:27
	label: Warner Bros. Rec.

Eddie Nichols [v]; James Achor [g]; Mando Dorame [t s]; Bill Ungerman [bar s]; Scott Steen [tp]; Dave Rollicke [trb]; Veikko Lepisto [b]; Daniel Glass [d, perc].

	Mitch  RYDER
	Breakout...!!!
	1966
	38:10
	rock'n'roll

label: Sundazed Music (NY) 1993

Mitch Ryder and The Detroit Wheels: M.R. [v]; James McCarty [lead g]; Joe Kubert [rhythm g]; Earl Elliot [b]; Johnny Bee [d].

You have had it. Everything has gone wrong. There's only one thing on your mind... breakout. You feel that you're running for the border and there's a rifle trained on your back, but that doesn't stop you. You run. That's breakout!

In Mitch Ryder & The Detroit Wheels latest album, the theme is just that... breakout. The feeling that everything is too much and you can't fight anymore. You have taken all you're going to take.

Mitch Ryder & The Detroit Wheels have emerged as the most exciting group. They are powerful, hard and beautiful. Mitch Ryder himself, is unbelievable. He seems beyond endurance. On stage he is the consummate performer going into some fantastic dimension where a man is stripped of all the phoney coverings of civilization and is faced with the inescapable truth about love and pain. It is one of the great mysteries of art that so much that is painful and brutal can occasion things which are beautiful and exciting. Mitch is pre-eminently able to show this terrible beauty in love. He has the ability to show a man down but not defeated and still reaching for the intangible things which make love worth white.

His is the music of the soul played through the very nerve ends and, in this album, we have Mitch in top form. [...]

There is then only one thing left and it's in your hands...breakout!

- Written in 1966 by: CONNIE de NAVE

	SALTY  DOG
	Steel To Steel
	
	49:08
	country

Steve Plater [steel body dobro, ac g, slide g, mandolin]; Ian Phillips [v, washboard, perc]; Marion Turner [v, harmonica]; + guests: tuba, fiddle, a.o.

[записано, судя по превосходному качеству студийной работы, в 90-х]

	Jack  SCOTT
	Live With The Class Of ‘58
	1995
	46:19
	label: Rockhouse Rec.

Rock’n’Roll в духе Добрых Старых Времён (плюс несколько типичных баллад того времени) исполняет седобородый Jack Scott. Очаровательное путешествие на машине времени с гидом-туземцем.

	The  SCREAMING  KIDS
	Don’t Get Down
	1990
	38:54
	neo-rockabilly

	SCREAMING  LORD  SUTCH
	Hands Of Jack The Ripper
	1971
	39:27
	R’n’R 

label: Line Records. Live in London.

Lord Sutch and Heavy Friends: Keith Moon, Ritchie Blackmore, Noel Redding, Sid Phillips, Matthew Fisher, Victor Brox, Brian Keith, Annette Brox.

1. Gotta Keep A-Rocking.

2. Roll Over Beethoven

3. Country Club

4. Hands Of Jack The Ripper

5. Good Golly Miss Molly

6. Great Balls Of Fire

7. Bye Bye Johnny / Johnny B. Goode

8. Medley: Long Tall Sally; Jenny Jenny; Keep A-Knockin’; Jenny Jenny; Tutti Frutti.

   Lord David Sutch (the fifth Earl of Harrow) is without question an incredible figure in the cosmic history of rock and roll — however, many of us Americans are ignorant of the situation, or at least we were at one time. One of the  few real “stars” of the English Rock scene, Lord Sutch was, like The Pretty Things, Mersey Beats, and Cliff Richard, among the very few to achieve super stardom in Britain and escape it in America during the sixties. This was the cause until 1970. Perhaps David’s anonymity in the States was for the best as real rock and roll (what he does best) was not appreciated until recent times. Yes, America took a sharp right turn in 1961 and began to neuter (separate the balls from) rock and roll. They gimmicked it, syruped it, and ruined it. It’s true, the US may have lost track of the rudiments of rock at one point, but Lord Sutch retained the rawness, vulgarity, brutality and fun; ‘Good Golly Miss Molly’, ‘Rip It Up’, and ‘Roll Over Beethoven’ were still the songs as far as David was concerned — and the English and Germans loved him for it! Lord Sutch ruled the school of rock and roll in Britain. Jimmy Page, Nicky Hopkins, Ritchie Blackmore, Jeff Beck and John Bonham were all graduates Lord Sutch style. The greatest rock and rollers of England were all at one time members or admirers of “Lord Sutch and The Savages”, as David and his group were known in the beginning. What is there about this legend that keeps him evergreen? Probably the most important factor in his success would be Lord Sutch’s incredible live shows. “My act is vaudeville, but put into a rock and roll perspective. I don’t just do out and out ‘58 rock because they’ll see you once and that will be the end of it. I employ good musicians and make damn sure I’ve got them (the audience).” Humbly dubbing Jimmy Page, Nicky Hopkins and Noel Redding ‘good musicians’ is indeed an astronomical understatement. But, fear not, David is aware of exactly how great these people are. The talents he collaborates with are constantly changing, which means David’s musical adventures are changing as well. The personnel on “Lord Sutch and Heavy Friends” (David’s first Cotillion album) included Jimmy Page, John Bonham, Jeff Beck, Noel Redding and Nicky Hopkins all playing with David. All the incentive necessary was provided and the album shot high up into the top 200 (#52) in just a matter of weeks. But that’s  just the beginning folks. “Hands of Jack The Ripper” is mainly a rock and roll album (no cutsie, intellectual boredom here). It features virtuoso performances by Keith Moon (The Who), Victor Brox, Brian Keith and Anette Brox (Jesus Christ Superstar), Nick Simpler, Ritchie Blackmore (Deep Purple), Noel Redding (Jimi Hendrix Experience), Matthew Fisher (Procol Harum), and others that we were not allowed to list for legal reasons (as if those named were not enough). Lord Sutch’s commitment to this album is vividly demonstrated. Without analizing it cut for cut, let us just say that if you like rock and roll, you’ll love Lord David Sutch’s “Hands of Jack The Ripper”. — Martin Robert Cerf,   Editor, Phonograph Record Mag.

	SCREAMING  LORD  SUTCH
	Rock And Horror
	1981-82
	30:32
	label: Ace Records 

feat.: Sid Philips, Lou Martin, Freddie “Fingers” Lee, and oth.

	SCREAMING  LORD  SUTCH
	Murder In The Graveyard
	1990
	50:34
	label: Fury Records. 

Screaming Lord Sutch and The Undertakers

	SCUM  RATS
	Let Me Be Bad
	
	18:33
	rockabilly [psycho-]

	SCUM  RATS
	Live At The Big Rumble
	
	49:50
	

	Ronnie  SELF
	Bop A Lena
	1959  -90
	68:54
	rockabilly в духе J.L. Lewis’а и R. Gordon’а.  (см.)

label: Bear Family Records (original Columbia recordings)

  Self was born in Tin Town, Missouri, some thirty miles north of Springfield, on July 5, 1938. If, as some have surmised, there is a link between talent and instability then Ronnie Self was an exemplar. Blessed with an undeniable ability to write and perform music convincingly in a variety of styles, he appeared to self-destruct several times just as success seemed to be within his grasp. “He was a perfectionist. He wanted to do it all. He was like the guy who hires an artist then tells him how to paint the picture. Nobody could get real close to him.”  “He’d start at the far back of the stage, throw his guitar over his back and run out to the mike,, grab the mike stang and go right down on the floor with it and sing the first song. That was how he’d start. He’d never stop moving on stage. He’d turn around with his back to the audience and face the band — but he never stood still. He’d never talk to the crowd, just went from one song to another but the band never knew what it was gonna be. He did  ‘Roll Over Beethoven’ and he rocked up some stuff that was country, like Hank Williams, and his own tunes.”  Self had a unique and tortuous career in the music business. He eventually gained a fairly steady income from his songwriting but, with the exception of ‘Bop A Lena’, he was unable to translate his ability as a singer into a career. Self was capable of much more than the larinx-searing ‘Bop A Lena’, though, and could move with ease from country to pop and onto R&B, leaving his imprint on it all. However, a mixture of problems and sheer bad luck conspired to keep his name no more than a by-word among a few. [...]

  This programme has been transferred from vintage analogue tapes which may contain inherent defects such as tape hiss and distortion. In the remastering process our engineers [Bear Family] go to great lengths to minimize such anomalies. However, it is sometimes impossible to eliminate these defects entirely without losing much of the clarity and presence of the recording. As we prefer to preserve the vitality and excitement of the original masters, we feel sure that the overall quality will more than compensate for the occasional trace of hiss or distortion. We personally supervise all digital transfers from the original session tapes to ensure that later generation copies are never used unless unavoidable.

	Brian  SETZER
	The Knife Feels Like Justice
	1986
	41:48
	Brian  SETZER – см. тж. c:  STRAY CATS; Mike NESS; и в секции ‘Jazz’ – Rickie Lee JONES; Dan HICKS;
rockabilly     

label: EMI

Setzer’s first post-Stray Cats and pre-swing solo album.

Brian Setzer [g, lead voc]; Tommy Byknes [g]; Kenny Aaronson [b]; Chuck Leavell [k]; Kenny Aronoff [d, perc]; + Steve Jordan [d]; Mike Campbell [12-str g]; a.o.

	Brian  SETZER
	Live Nude Guitars
	1988
	42:46
	label: EMI (Japan)

B.Setzer [g, banjo, v]; Gary Setzer [g, v].

“Brian Setzer is one of the foremost guitar players of the last half of this century. He’s taken everything from jazz and blues to country and rock and roll and put it all together.” — R. H. Heat

	Brian  SETZER
	Rockin’ By Myself.  Live Deluxe.
	1993
	69:48
	label: EMI (Japan)

rockabilly (рокабилли-состав без оркестра)

	Brian  SETZER
	Guitar Slinger
	1996
	43:42
	label: Interscope

with The Brian Setzer Orchestra.

	Brian  SETZER
	The Dirty Boogie
	1998
	49:42
	label: Interscope

rockabilly

with The Brian Setzer Orchestra.

In the early Eighties, when synth-dominated music ruled the airwaves, Brian Setzer and the Stray Cats spearheaded an unlikely rockabilly revival that rocketed the Long Island band to the top of the charts. Taking the music of Eddie Cochran, Gene Vincent and Buddy Holly and injecting it with a punk attitude and burning guitar solos that made even metalheads take notice, the Stray Cats resuscitated a genre that had been dormant since the late Fifties. No mere revivalist, Setzer played with a sophistication and technique that rivaled that of the most esteemed rock guitar virtuosos. His solos are distinguished by fluent jazz chops, intricate fingerpicked arpeggios and runs, and raunchy double stops, while his rhythm work reveals his deep knowledge of chord melody. Setzer is combining the swing sensibilities of big band music with the power of rock and roll in his current band, The Brian Setzer Orchestra.  Equipment: Gretsch 6120; early-Sixties Fender Bassman; Roland RE-301 Space-Echo. —  Guitar World.

	Brian  SETZER
	Vavoom!
	2000
	43:27
	retro / rockabilly

label: Interscope

with The Brian Setzer Orchestra.

www.briansetzer.com 

Кроме B. Setzer [g, v], здесь -- бас, барабаны и большая духовая секция.

	Brian  SETZER
	BRIAN SETZER ’68 COMEBACK SPECIAL:

“Ignition!”
	2001
	48:26
	label: Surfdog

****  “Play” рекомендует:

Брайан Зетцер, экс-гитарист легендарного рокабилли-трио Stray Cats, больше 10 лет пытался убежать от призраков прошлого, скрываясь в недрах своего собственного блистательного  «Оркестра».  Скрывался удачно— тому доказательством попадание в американский Тор-10 в 1998-м с хитом Jump, Jive An' Wail и получение премии «Грэмми» за альбом 1999-го Vavoom!. Впрочем, можно уй​ти из трио, но вот выгнать трио из собственного нутра, похоже, Зетцеру так и не удалось. Пото​му-то, видимо, и вышел в свет альбом зетцеровского сайд-проекта с длинным названием. Про​чие участники нового трио — участники «Орке​стра», так что долгой притирки не потребова​лось. Верни Дрезель барабанит не хуже Слим Джима Фантома, а Марк Винчестер слэпует на контрабасе, пожалуй, получше Ли Рокера. Но здесь не найти аналогов ни Rock This Town, ни Stray Cat Strut. Почему? Да потому, что Зетцер повзрослел, и этого не спрячешь. Есть на диске песни про быстрые хот-роды (Blue Cafe и Ignition) и заводных барышень (Hot Rod Girl и Santa Rosa Rita), но Зетцер явно чувствует се​бя куда удобнее в музыке, более соответствую​щей его возрасту — вроде кантриобразной песенки 8 Track. Да он и не скрывает своих лет, более того — педалирует собственный возраст в композиции '59, признаваясь в любви к ги​тарам, машинам и девушкам, популярным в год его рождения. Есть и любопытные сюрпризы, вроде вполне убедительного пения Винчестера (Rooster Rock) и соавторства Джо Страммера из The Clash в песне Who Would Love This Car But Me. А Зетцер, как всегда, делает то, для чего он более всего приспособлен: виртуозно солирует на твэнгующей гитаре и искрит метафорами в текстах; а то, что делает он это не совсем так, как 15 лет тому назад, на качестве работы не сказывается: оно всё так же высоко. Просто это иной Зетцер, по​взрослевший, умудренный жизненным опытом и, похоже, поумневший.

	Sgt. FURY
	The Overcooked, The Poisoned, And The Raw
	1994
	49:16
	rockabilly

Sgt. Fury — the best kept secret of the rockin’ scene? Well, maybe, but that could be about to change. Hailing from the Isle of Wight, famous for some wild rallies a few years back and not a lot else, Fury are beginning to build an appreciative following further afield. Formed in 1989, originally as a four piece, Fury are now settled with a line-up of Mick Couch [g, v], Rog Hillier [b] and Terry Cooke [d]. After playing regularly on the island, to a small but loyal crowd, the band have for the last year or so decided to concentrate on mainland, one-off gigs. A four track E.P. and an album —  “The Overcooked...” are planned for release in the next few months. These releases and more live work should help to raise the band’s profile on the scene to a new level. The Rockabilly and Psychobilly roots of the band are still to the fore in the new songs, but a diverse list of influences are blended in — Kingmaker, Gallon Drunk, Paul Weller and Gene Vincent being just a few. The inspiration behind the songs falls pretty neatly into two categories. The first is a passion for 50’s B-movies, Marvel comics, and that ultimate in Aussie dramas —  Prisoner Cell Block H, which has helped to produce numbers like “Bea Smith Meets The Rektro Man” etc. The latter is a song showing a new direction for Fury —  typically rocking but with a Ska / Reggae feel. Mix that with lyrics that are a rollercoaster ride through the good, the bad and the downright wierd characters that inhabit Mick’s imagination and it all gets pretty interesting. As for the rest of the songs, Mick cites “getting pissed, getting pissed off and just looking at what’s going on around us”. This has shaped songs with real attitude and something to say. A band from the Isle of Wight —  Don’t Let It Get You Down!   —  Liner notes by Steve Sheath; originally published in “Scootering” magazine.

	SHANANA
	Greatest Hits
	
	
	LP

	Rocky  SHARPE
	So Hard To Laugh
	1975
	33:43
	rockabilly

	Rocky  SHARPE
	Stop Please Stop
	1983
	
	LP       [~ 43 min]

	Rocky  SHARPE
	Let’s Go
	1981
	
	LP       [~ 40 min]

	SHAVER
	Tramp on Your Street
	1993
	48:22
	country

label: Praxis / Zoo (NY, USA)

Billy Joe Shaver [v]; Eddy Shaver [g]; Keith Christopher [b, rh g]; Danny Thorpe [rh g]; Greg Morrow [d, perc]; Al Kooper [p, Hammond B3, Wurlitzer]; guests: Waylon Jennings [v]; Bill Miller [native American flute]; Jim Hoke [harmonica, lapsteel, cl]; a. o.

TRAMP ON YOUR STREET came about when I was just a young boy. It was back in Corsicana, Texas. I walked... this one night I walked five miles to town and five mites back on a railroad track 'cause I wanted to see these people that were playing and picking down at the Wonder Bread Company up there in Corsicana. And it... I remember getting I liked to got beat half to death by my grandma when I got back because I wasn't suppose to be doing stuff like that, 'cause I was just a kid. I remember I was barefooted and had on those old overalls that... no shirt, just one of those suspenders was working and I recalled when I got there it was the Light Crust Doughboys was playing, Homer and Jethro and they didn't have a thing out there saying Hank Williams but Hank Williams was with the group. I guess it was before he got very popular because they let me in because I was just a kid. I remember I had a hard time keeping people from stepping on my feet, being barefoot like that. There's a lot of bootleggers there and stuff. Corsicana's dry. I remember seeing a lot of bootlegging and things like that, people with whisky bottles in their boot and stuff. Kids see a lot of things down on the ground like that. I got up against this post because that way I could keep people from running over me or stepping on me and at that particular time Homer and Jethro was playing and then they introduced Hank Williams. They said, "There's a new guy around. I want you to listen to him. " He got up and just sang one song. I can't remember what the song was but it wasn't anybody paying attention to him and of course I was. And he noticed that and he looked down at me and he sang that song to me because it wasn't anybody else paying any attention. And it really touched me. I never did forget it. The... that's how "Tramp on Your Street" came about and I guess that's somehows what he said to me. Anyway, I'm a big Hank Williams fan.        -- BILLY JOE SHAVER

	SHAVER
	Highway Of Life
	1996
	43:32
	country

label: Justice Records (Houston, TX, USA)

Billy Joe Shaver [v, ac g]; Eddy Shaver [el&ac g, baritone g, dobro, slide g]; Brantley Kearns [fiddle, mandolin]; Steve Bailey [upright b, el b, various other basses]; David Crockett [d].

«Much like its prototype, ‘The Red Headed Stranger’, this album tells the story of a life and the highway it has traveled. The songs are vignettes, windows for passers by to catch a glimpse of a world that is both beautiful and painful. Those that understand need no explanation. Those that do not are the lucky ones. There are no exit ramps on the highway of life. There is only the beginning and the end, with life providing the landscape. This is Billy’s highway, and these songs are simply mile markers along the way.  While I was sitting in the control room listening to Billy sing his songs, I felt privileged to share the space and time with such a great poet. Without knowing who they were, I felt a kinship to those people that recorded the pioneer cowboy poets. Billy Joe Shaver is our modern day Jimmie Rogers and his music is Texas Soul.»   --  Randall Jamail, producer.

  Яркое воплощение духа country. А этот старикан Shaver – замечательный и колоритный вокалист (я бы даже сказал – дизайнер).

	SIMON & GARFUNKEL
	The Concert In Central Park
	1982
	75:25
	country-rock

	SQUIRREL  NUT  ZIPPERS – см. в секции ‘Jazz’
	
	
	
	

	The  STRAY  CATS
	The Story Of The Stray Cats    [2CD]
	
	62:14 44:19
	rockabilly

см. тж. Brian Setzer; Lee Rocker (ниже)
«Всё началось в середине пятидесятых, и вряд ли нужно в сотый раз пере​сказывать исторические факты, став​шие уже хрестоматийными. Элвис Пресли, Эдди Кокрейн, Билл Хейли, рок-н-ролльная революция, отмена расовой сегрегации в американских школах, новая молодёжная субкультура, как вирус, заразившая весь по​слевоенный мир. Рокабилли — самый ран​ний, самый чистый рок-н-ролл, музыка, по​явившаяся сразу после того, как в белую яйцеклетку угодил чёрный сперматозоид. В результате слияния этих ядер высвободилось огромное количество энергии, которая по-прежнему питает всю современную му​зыку. И хотя в те же 50-е годы в рок-н-ролле существовало как минимум 5 направлений — это и ритм-н-блюз в духе Литл Ричарда и Фэтса Домино, и Ду-Вап, как у Плэттерс, и латинизированный рок-н-ролл, как у Ричи Валенса, рокабилли оказалось самым живу​чим и вполне здравствует по сию пору.

Центр современного рокабилли-движения оторвался от своих американских кор​ней и находится в Европе. В Старом Свете эта музыка прижилась. Поклонники рока​билли есть во многих странах и образуют так называемое Rockabilly Community, объе​диняющее людей, увлеченных культурой «Fifties» (50-е годы). Рокабилли исполняется на английском языке, родном для этой му​зыки, что позволяет не замыкаться в нацио​нальных рамках. Есть, разумеется, коллекти​вы, исполняющие рокабилли на националь​ных языках, это и немецкий, и француз​ский. и русский с украинским, и финский, но языком рокабилли традиционно остаёт​ся английский. 

Вторая волна рокабилли связана с груп​пой Stray Cats. Эта молодая команда в нача​ле 80-х попала на высшие строчки европей​ских хит-парадов, породив волну интереса как к музыке 50-х годов, так и к молодёж​ной культуре тех лет. Благодаря им рокабил​ли вновь вошло в моду. Stray Cats ответст​венны за рождение нового музыкального течения — неорокабилли. Звучание неорокабилли приближено к современному, эта музыка менее консервативна в плане гар​моний и выразительных средств, нежели традиционный стиль.»

--- Play

	(The  STRAY  CATS)
	Lee ROCKER:

“Live”
	
	35:09
	Lee ROCKER - from STRAY CATS (см. тж. с SWING  CATS)

	(The  STRAY  CATS)
	Swing Cats – см. ниже
	
	
	

	SWING  CATS
	Swing Cats
	1999
	49:15
	Neo-swing (Rockabilly-like)

label: Victor (Japan)

Swing Cats: Lee Rocker (см. тж.: STRAY CATS; Lee ROCKER) [b]; Danny B Harvey [g]; Slim Jim Phantom [d]. Featuring guest musicians: Chris Mostert [sax]; Mark Ritter [p, vibes]; vocals: Jamie James, Tim Polecat, Claudia Cummings.

Исполняются композиции таких авторов, как Carl Perkins, Louis Jordan, Dale Hawkins и Hank Williams, до джазовых Benny Goodman, Charlie Christian и Gershwin.

Изящные ретро-стилизации. По количеству вложенных дизайнерских мыслей и тонкому юмору можно смело рекомендовать как "музыку для музыкантов", в ряду прочей продукции этого рода.

	SWING  CATS
	A Special Tribute To Elvis
	1999
	49:03
	Исполняются композиции понятно кого, в большинстве вещей (кроме №6,7,14) – в тяжёлой манере.

	The  TAGGY  TONES
	Viking Attack
	1992
	43:43
	rockabilly

	TALKIN' TRASH! LOOKEY DOOKEY
	78 Minutes of Non-Stop R&B Romp' N' Stomp 1956 - 1964
	
	76:44
	rock'n'roll

label: EFA (Germany)

INSTRUCTIONS:

1. prepare drinks

2. take phone off the hook

3. turn the lights down

4. strip down to yo' skivvies

5. pop this disc on

and…

6. wail, daddy, wail!

EEEYOW !
OH YEAH, DADDY – HOWLIN' THINGS OFF TO A START HERE BE THE MAJESTIC HOLLERIN' O' NONE OTHER THAN MR. SCREECH HIMSELF, BUNKER HILL !
YOU KNOW YER IN FOR PARTY-TIME SUPREME WHEN ALLA YER TIMID NEIGHBOURS AUTOMATICALLY START DIALING THE LOCAL FUZZ, AGITATED FROM THE HONK'N'HOOT EMANATIN' FROM YO'  REKKID MOSHEEN AND THE CLINK AND SLURP NOISES O' YOUR MULTIPLE HIGHBALLS IS UP TO 180 db AWREADY ! ... FUCK'EM, THOUGH – JES' LET THIS BABY WAIL - CAUZ' BOUT HALFWAY IN (APPROX CUT # 14) THINGS BEGIN TO "MELLOW OUT", THE TEMPO COOLS, AND FRANTICITY IS REPLACED BY SOME SMOOTH, GREASY AND HUMOROUS JIVE-TALK, BRAGADACCIO - HECK, RELIGION EVEN ! ...OOP ! WHAZZAT ?! OH... THE ROCKIN' IS BACK, BABY - CUTS # 25 TO 34 GONNA WHIP YO' ASS UP OFFA THAT LOVESEAT AND HAVE YA POUNDIN' THE FLOOR - SO ROCK, BABY, ROCK !

1. BUNKER HILL - The Girl Can't Dance  2. GUITAR CRUSHER - The Monkey 3. REX GARVIN - Oh Yeah!  4. CONTINENTALS - Don't Do It Baby  5. KING COLEMAN - Lookey Dookey 6. LC. McKINLEY - Nit Wit 7. LOUIS JONES - Rock'n'Roll Bells  8. PREMIERS -Run Along Baby  9. SAMMY FITZHUGH - Sadie Mae  10. NIGHTRIDERS - Lookin' For My Baby  11. BOBBY LOUIS - Fire Of Love  12. BOBBY LONG & HIS SATELITES - Mojo Workout  13. BIG JAY MERCER - Bermudas  14. OLYMPICS - Talkin' Trash  15. PIGMEAT MARKHAM - Your Wire's Been Tapped  16. KING COLEMAN - Alley Rat  17. EVELYN FRE​EMAN - Didn't It Rain  18. MR. WIGGLES - Homeboy  19. MORINE &THEZERCONS - Let A Woman Through  20. JOHN TEE - Roll Dem Bones  21. REVEREND LOFTON & HIS HOLY TRAVELLERS - Look To Jesus  22. MORINE & THE ZERCONS - Show Me Where It's At  23. MELVIN SMITH - Ugly George  24. CLAUDE CLOUD – Hobo  25. RUDY RAY MOORE - Step It Up And Go  26. ROYAL JOKERS - You Tickle Me Baby  27. McKINLEY MITCHELL - Rock Everybody Rock  28. WAILIN BILL DELL - You Gotta Be Loose  29. LITTLE CAMERON - She's Leaving  30. VOLCANOES - Oh Oh Mojo  31. PORTUGUESE JOE - Teenage Riot  32. BILL JOHNSON - You Better Dig It  33. BILLY LAMONT - Hear Me Now  34. EMMET LORD – Women

	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

	THAT’LL  FLAT  GIT IT!    Vol. 6
	Rockabilly From The Vaults Of US Decca
	
	69:25
	Rockabilly  rarities.

label: Bear Family Records, Compilation 1994, 

    This CD contains 30 tracks from ‘Rare Rockabilly’ Volumes One to Four, the British MCA series issued between 1975 and 1978. The sounds which emerged from Owen Bradley’s Nashville studio still reside at the core of this collection and most of the tracks bear the stamp of Grady Martin, the unsung de facto producer and major architect of the rockabilly guitar. Overall, however, there are wider parameters here. As well as Nashville, there are tracks from Los Angeles, Alabama, upstate New York and even Times Square. For the younger singers E.A. Presley defined a style that overcame regional variation but there’s an uncalculated and febrile edge to most of their mimicry. Older C&W musicians preserved the effervescence of pre-rock styles including western swing and hillbilly boogie; their relaxed, experience-laced voices add an extra dimension to a maniacally exhausting music. Unlike its predecessor, not all the tracks here can be bandied about in the same sentence as classic but every ingredient of the rockabilly stew is present and there is still a great deal to enjoy.

	THE THE
	Hanky Panky
	1995
	33:38
	For on-line users The The can be reached at THETHEXXX@aol.com (California).

All songs written by Hank Williams Sr.

Arranged/Re-arranged by Matt Johnson & D.C. Collard.

Matt Johnson [el g, v, tambourine]; Eric Schermerhorn [el, ac & slide g]; Gentleman Jim Fitting [harmonica]; D.C. Collard [p, organ, harmonium, teated melodica, vox continental]; 'Hollywood' Dorsey [b]; Reverend MacLeod [d].

There are few songwriters this century who have expressed the deep ache of loneliness & the longing for love as darkly & sweetly as Hank Williams. He was one of those rare talents (in any art form) to either transcend or change the course of their genre. Dead by the age of 29, he'd already achieved in a recording career of under 6 years what most artists would be proud to accomplish in a lifetime.
Though not a formally educated man, Williams was articulate in the language of the heart & one senses a weird kind of alchemy at work as he transformed pure, undiluted pain into simple songs of such profound truth & beauty that they touched & uplifted (and continue to touch & uplift) the souls of millions.

The choice of songs here may, or may not, surprise people but after many, many months of both listening to virtually everything he ever recorded & reading every published lyric I could find, I decided to follow my instinct & interpret the ones which moved me the most on a raw emotional level. This meant leaving out some of his better known titles, including ; "Hey, Good Lookin'," "Jambalaya," "You Win Again" & even the beautiful "I m So Lonesome I Could Cry."
Ultimately, though, while the band and myself have attempted to The The-ize his music & stretch & twist it around a bit, we've also tried to stay true to the emotional essence at the core of Hank Williams' work.
--- Matt Johnson.

	Hank  THOMPSON
	‘On Tap, In The Can, Or In The Bottle
	
	
	LP    country

	George  THOROGOOD
	George Thorogood & The Destroyers
	1977
	47:29
	rockabilly, blues & boogie

	George  THOROGOOD
	Move It On Over
	1978
	40:54
	

	George  THOROGOOD
	More George Thorogood & The Destroyers
	1980
	35:02
	

	George  THOROGOOD
	Bad To The Bone
	1982
	41:45
	

	George  THOROGOOD
	Maverick
	1985
	43:41
	

	George  THOROGOOD
	Live
	1986
	54:08
	

	George  THOROGOOD
	Born To Be Bad
	1988
	39:13
	

	George  THOROGOOD
	Boogie People
	1991
	39:38
	

	George  THOROGOOD
	Haircut
	1993
	43:19
	

	George  THOROGOOD
	Let’s Work Together  (Live)
	1995
	78:59
	“…For these guys, the music has always come first. The difference between the Destroyers and a lot of other bands is like the difference between rock and pop. Both are considered music, but only one will really kick ass. These guys are players, not posers, and therein lies the essence of this extraordinary band.

Without glitz or gimmicks, George Thorogood & The Destroyers revel in the pure glory of making music. And in doing so, they resonate a joyful noise within us all. These guys play the blues – songs of life penned by those who lived it – and to do this music justice, you have to live it too.

This brings us to a word that you seldom hear in connection with rock ‘n’ rollers (especially snakeskin wearin’, beer drinkin’ guitar players), and that word is respect. Whenever I’ve interviewed George Thorogood on the radio and tried to get him to discuss the contribution he’s made, he will invariably change the subject. According to George, he ain’t bad. “Willie Dixon was bad. Muddy Waters was bad. And Howling Wolf, now that guy was bad.” George has always been more comfortable talking about his heroes than talking about himself.

This new album, “Let’s Work Together,” captures George Thorogood & The Destroyers in their element – on stage. When it comes to live performances, the Destroyers seem to have more fun than any other band I know. I once asked George what he liked best about playing live. He told me it’s the guy who comes to the concert, sticks his head in the PA and yells, “Put the wolume on maximum!”

And that’s really the best thing I can tell you about this new live album. Just stick your head into the speakers, and put the volume on maximum.”

--- Jim Ladd, Radio Personality / Author

	George  THOROGOOD
	Rockin’ My Life Away
	1997
	44:49
	

	George  THOROGOOD
	Half A Boy, Half A Man
	1998
	43:15
	Web Page: http://www.destroyers.com 

George Thorogood [g, v]; Hank Carter [sax, k, g, v]; Bill Blough [b]; Jeff Simon [d, perc].

	TIMBUK  3
	Eden Alley
	1988
	38:48
	label: I.R.S. (U.S. of A.)

country  с элементами new wave в арранжировках инструментальных партий. Eden Alley – самый лучший диск этого проекта, мощный, красивый.

	TORELLO’S JIVE BUGS
	Fools Never Change
	1995
	47:13
	neoswing
Mr Animal Torello (vocal) -- Bert Rijs 

Marcello Bordello (guitar) -- Marcel Wernsen 

Stretch the Lips (trumpet) -- Reel Smit 

Long Horn Silver (baritone sax) -- Quinten Kray 

Rattlesnake Jolly Jumper (tenor sax) -- Rob Toorenburg 

Eddy2Stick McBee (drums) -- Edwin Baay 

Satchmo Willie Torello (piano) -- Michel Ruys 

King George II (double-bass) -- George van Lingen

It's cold and wet in the streets of Amsterdam. 1995. A few people are out. The rain is pelting down on my hat. I have nothing to do all day and spend my time loafing aimlessly about. Most people don't dare to go out these days, The empty streets are caused by the feud which has broken out between the big Italian families. Only one family has managed to dissociate itself from the vendetta: that of Godfather Animal Torello. For the past few years this family has devoted itself solely to the production of music, the music of the Fifties.

After another half hours' stroll, I find myself in front of cafe RIX, one of the few remaining Rock’n Roll cafes in Amsterdam. On entering, I am immediately struck by the swing the band is producing, a swing unmistakably originating in times long gone. It seems that I have the good luck to be in the presence of Torello's Jive Bugs, the notorious Italian Family, consisting of eight enthusiastic musicians who thoroughly understand the presentation of Jive and R&R music. Jive is a music genre which originated in the black ghettos of the Slates and which was replaced by Rock 'n Roll in the mid-Fifties.

The loud and rather harsh voice of Mr. Animal Torello splits my eardrums. Looking at the marvelous wide suits and the fantastic Stetson hats which adorn the Torello's, I imagine myself back in those years, so important for me. The years of my youth. "Besides the music", says Mr. Torello, "we find the visual aspects of our show very important. We do all we can to revive those dynamic, musical years."

The number "I hate to sleep alone", a cover of the Blue Moon Special, percolates into the Filled room. After a few beats people push through to the dance floor. The squeal of Marcello Bordello's guitar inflames (he public to such an extent that a number of dancers have lo leave the floor for the next number. The stayers, hot and sticky dance on to the next number: "Hey baba Rebop" by the old master Lonel Hampton, to which the public sing along heartily. The brass section, consisting of Rattlesnake Jolly Jumper on tenor sax, Long Horn Silver on baritone sax and Mr. Stretch on trumpet, provides ripping solos and taut melodic riffs. What strikes me most at this moment is the energy and enthusiasm of the band. During the number "The last laugh" by Ray Brown I notice how important the rhythm section is for Torello's Jive Bugs, King George II, on double-bass, makes use not only of the swinging '"walking bass" technique in many numbers, but also of the "slap" technique. He and drummer Eddy2Stick McBee together determine the rhythm and beat. Later that evening I witness a drum solo by Eddy, during which the whole band claps and swings. In one of the last numbers, "Morning, Noon and Night", the importance of the pianist is emphasized: Satchmo Willie Torello hits the right key in every number, but now he really demonstrates the jazzy boogie-woogie rhythm, one of the most important ingredients of Jive. At the end of their one and a half hour's gig, the Torello's take leave of an enthusiastic audience which has thoroughly enjoyed their final number, "Feelin' Happy" by Big Joe Turner. The light goes up and I'm back in 1995.

Forty years afler its development, Amsterdam rediscovers the inheritance of Rhythm & Blues and Jive of the black musicians in America's ghettos. At present I know no better Jive band in the Netherlands who can interpret those numbers by Wynonie Harris, Ray Brown, Big Joe Turner, Bullmoose Jackson, etc. etc. etc. in such a stunning manner as Torello's Jive Bugs.

I walk back home through a deserted Amsterdam. Putting the key in the keyhole, I think back on a wonderful evening. The new edition of Boppin' Around, Holland's only general Rock'n Roll magazine, lies on my doormat, complete with a photograph of Torello's Jive Bugs on the cover, I read the review of their performance in Paradise and agree completely with the reviewer: "A Jive band for every rocker or: Jive with balls" (F. van Dongen). I lie down and enjoy listening to their first cd.

Birdy Jones

	The  TRACTORS
	The Tractors
	1994
	47:16
	country-rock

	Dave  TRAVIS
	Jukebox Cadillac
	
	
	LP    rockabilly                              

	Merle  TRAVIS
	Merle Travis
	1946 -69
	78:05
	“Merle Travis has been the continuing influence in everything I’ve tried to do. I’d probably be looking at the rear end of a mule if it weren’t for Merle. Merle Travis and I taught this country to play fingerstyle guitar, and I want credit for that sometime.” — Chet Atkins

   Known as a classic songwriter, singer and occasional actor in Hollywood westerns, Merle Travis will be forever celebrated among guitarists for creating and perfecting the picking style that bears his name: playing with the thumb and first finger in a quick, syncopated alternation. In 1947, he collaborated with inventor Paul Bigsby on the design of what is considered the first modern solidbody electric guitar, as well as the Bigsby vibrato bar. The guitarist was active as a musician right up to his death in 1983. — Guitar World.

	Gene  VINCENT
	Into The Seventies
	1971
	69:16
	R’n’R

The material on this CD brings together the last official studio recordings to be cut by Gene in the States. Recorded at the Sound Factory in Los Angeles in the Spring and Autumn of 1970 the results were issued by Kama Sutra/Buddah in this country as «If You Could See Me Today» and «The Day The World Turned Blue». [...] Significantly, this compilation is the first re-issue of Gene Vincent’s Kama Sutra material, either here in the UK or the US since it first saw the light of day in the early Seventies. [...]

	VINCENT (Vincent Laurentis)
	Rockin' Vincent
	1986
	39:31
	honky-tonk  - заводной виртуозный пианист (+вокал, +ещё стучит в бочку, один, где-то в баре. И всё? Нет: +и для вас, мы надеемся, он станет человеком №1 в этой музыке, и не благодаря отточеному мастерству, но – врождённому таланту в сочетании с замечательным от природы голосом и фантастическим чувством ритма)
label: Collector Records

Now here's the guy who can handle any piano. No matter what kind you've got stashed away somewhere in your piano-bar, he can handle it. Before he cuts loose, before you let in his audience for the night, he sits down and plays (uncharacteristically unloud) some sort of totally unrelated tune (like the 'Hill Street Blues' theme) to find out what kind of instrument it is really like. The result is never short of amazing. So when he sat down in front of this second-hand, worn-down, far-toomellow-sounding Wurlizter I had in my very first studio ever (actually, it wasn't much more than a glorified living-room, overdosed on hi-fi) to make some basic tracks for a fake livecassette, I wasn't expecting much. Boy, I was wrong. […]

	VOODOO  GLOW SKULLS
	The Band Geek Mafia
	1998
	44:15
	neoswing -- фьюжн из элементов направлений psychobilly (punk-rockabilly) + ska + подклад из тяжёлых металлических гитар – удачный и поразительный симбиоз.

label: Epitaph  e-mail: hotrodmonster@epitaph.com 

Frank ‘Potatohead’ Casillas [v]; Eddie ‘Cheddar’ Casillas [g]; Jorge ‘Fingers’ Casillas [b]; Jerry ‘Sapo’ O’Neill [d]; Joe ‘Lil Veterano’ Hernandes [sax]; Joe ‘Rockhead’ McNally [tp]; Brodie ‘Broadie Johnson’ Johnson [trb]; Mark ‘O’ Otero [does the website]; additional musicians: ‘Hammond’ Sam Avila [organ]; Andy Kaulkin [p]; Ray Solis [perc]; Kristo Panos [theremin]. 

www.voodooglowskulls.com    www.epitaph.com 

	Geraint  WATKINS                  & The  DOMINATORS  
	
	1979
	
	LP     [ ~ 34:30 ]       contemporary Rock’n’Roll project.

см. тж. с: Dave  EDMUNDS; WILLIE  And The  POOR BOYS;

	Eric  WEISSBERG /           Steve  MANDELL      
	Dueling Banjos
	1973
	35:03
	country,   дуэт виртуозных банжистов 

	WEST COAST JIVE
	
	1945 - 46
	52:40
	label: Delmark, Apollo Series. (Chicago, IL), 1992.

Cee Pee Johnson -- #1, 5, 8, 12, 15, 18.

Duke Henderson -- #2, 14.

Al ‘Stomp’ Russell Trio -- #3, 10, 13.

Wynonie Harris -- #4, 7, 11.

Frank Haywood -- #6, 16.

Jive, blues and jazz worked hand in hand and enjoyed considerable popularity well into the ‘40s. This was Central Avenue’s heyday when club after club opened during the tremendous build up of war-time industries in California. Here’s an entertaining and always musically viable picture of West Coast Jive during its creative peak.

JIVE has been with us since jazz and blues were born.

It has been enjoyed by audiences right to the present day, although it's jazz association faded in the post-war years. Comedy songs, mugging, uninhibited movement on and off the bandstand helped bring in the crowds and got them to spend money satisfying the hard-eyed club owners. From Louis Armstrong and Bessie Smith, Lonnie Johnson and Victoria Spivey, Cab Galloway, Slim and Slam, Stuff Smith, the Nat King Cole Trio to blues men like Joe Turner, Wynonie Harris, Eddie Vinson and T-Bone Walker -- jive, blues and jazz worked hand in hand and enjoyed considerable popularity well into the forties (and in the hands of major artists like Louis Armstrong, Lionel Hampton and Louis Jordan, well beyond those years).

Central Avenue's nightlife began before World War I when Jelly Roll Morton, Bricktop and others entertained at the Cadillac Cafe on 6th Street. Composer Reb Spikes opened the Dreamland Cafe on 4th Street right after World War I. Curtis Mosby's Apex Club and later Club Alabam on 42nd and Central, were also part of the center of nightlife. However, one went all the way to Watts on Central Avenue to hear T-Bone Walker at the Last Word.

Central Avenue's heyday was the forties when club after club opened as full employment resulted during the tremendous buildup of war​time industries in California. Here is where Nat King Cole and his trio began their road to stardom and brought along in their wake, such talented trios as Al "Stomp" Russell's. Where Russell, Frank Haywood and Duke Henderson came from and what happened to them after the post-war slump of greatly diminished nightlife on the West Coast is unknown at present.

CEE PEE JOHNSON was a teenager in Dallas and the younger brother of veteran trombonist Bert Johnson. Bert's Sharps and Flats band was going on the road in 1933 so Bert took Cee Pee along as a front man. They barnstormed throughout the Southwest for the next two years, joining Ida Cox's show or Irvin C. Miller's Brown Skin Models.
Cee Fee's personality enabled him to take over an established combo and by 1936 he had become the first major star on Central Avenue and enjoyed considerable fame for the next ten years or more. His group appeared in several films including Topper and Tom, Dick and Harry and most of the best West Coast musicians including Marshall and Ernie Royal, Teddy Buckner, Jack McVea and others played in his bands. Cee Pee Johnson's sides feature plenty of Teddy Buckner's Armstrong-inspired trumpet playing, and good tenor work by Buddy Banks. On The "G" Man Got The "T" Man Johnson outlines the perils of the dope dealer, and has a fine time with Miss Jiveola Brown on which the group gets a groove going. Johnson was a frantic, zany performer whose work could never be clearly defined, and with the post​war slump and increasing unemployment, Johnson's career slowly faded away. He pas​sed away some years ago.

WYNONIE "MR. BLUES" HARRIS was a well liked singer and dancer in Omaha where he was born in 1913 and came to Los Angeles driving a car for the Munch auto dealers in 1936 like T-Bone Walker. By 1940 he was a legend along Central Avenue, his battles of the blues with T-Bone drawing turnaway crowds. Both men joined forces with big bands, Walker with Les Hite in 1940 and Harris with Lucky Millinder in 1944 with whom he had his first hit records. Wynonie's work is a joy to hear, his passion for the moment, his uninhibited expressions match​ing the obscene lyrics on Somebody Changed The Lock can only be visualized.
AL "STOMP" RUSSELL easily filled the void left by the constantly rising career of Nat King Cole. This is not to say he was Cole's equal, but that he was a good solid pianist with a smoothly integrated trio of guitar and bass and his work is worth listening to.
FRANK HAYWOOD, who is backed on two sides by the equally obscure pianist Monroe Tucker and an otherwise unidentified group, handled his blues with aplomb. His ability was better than average, and his success, however long it lasted, was due to the widespread and renewed popularity of the blues as carved out by Joe Turner, Eddie Vinson and T-Bone Walker. Nothing is known of Haywood's career or background.
DUKE HENDERSON was not big enough to make a national breakthrough, but well enough thought of to be recorded by Capitol, as well as Apollo, and he benefits from having very strong backing by Lucky Thompson and trumpeter Karl George, both with Count Basie's band at that moment.   Both Duke and Wynonie recorded enough material for Apollo so that they will each have their own full albums soon.
This is an entertaining and always musically viable picture of West Coast Jive during its creative peak.
--- Frank Driggs

	Joy Linn  WHITE
	Wild Love
	1994
	32:34
	country-rock

	Onie  WHEELER
	Onie’s Bop
	1954 -86
	76:15
	country

label: Bear Family Records

   Sometimes an artist will define a little sidebar to the music, bearing an ob​vious debt to no-one, yet influencing few. Onie Wheeler was like that; he had a quirky individualistic style, but never achieved much recognition. To those who live by 'Billboard' chart statistics alone, Onie had one hit, John's Been Shucking My Corn. which climbed up to number 53 among the Top 75 Country Singles, early in 1973. But there was much more to Onie than that solitary hit; there was a career that began in the mid-'40s, and ended tragical​ly when he collapsed and died on-stage at the Opry house early on the morn​ing of May 26,1984. In between, there was some stellar music.

Onie's career bisected that of Roy Acuff, George Jones, Elvis Presley, Hank Snow and others; yet a mixture of stubbomess, uncommercial attitude and possibly sheer bad luck kept his name no more than a by-word.

	WILD & FRANTIC
	
	1995
	59:41
	rock'n'roll

label: The Official Record Company (Danmark)

26 black killer dillers with a heavy beat competing with Little Richard's trained tonsils…

Digitally remastered from the original single releases for authentic high quality sound – we have proven it!

1. HUM-BABY - Little Jerry Williams
2. CANT STOP ME - George Young
3. NEW HOUND DOG - Frank Motley
4. SHE'S SO DEVINE - Little Jerry Williams
5. OH BABY - Bobby Jackson
6. YOUR LINE WAS BUSY - Big Bob
7. TRUE FINE MAMA - Little Julian Herrera
8. DO THE ROCK AND ROLL - Fox Hall
9. SAPPHIRE - Big Danny Oliver
10. SHE CAN ROCK - Little Ike
11. YOU BETTER DIG IT - Bill Johnson
12. JUICY FRUIT - Rudy Greene
13. SO LONELY - Salty Sunday
14. DOUBLE ROCK - Bobby & The Bengals
15. YOU STOLE MY HEART - Phil Flowers
16. PEEK-A-BOO MARY LOU - Ricky Ricardo
17. "OH MOM" - The Daylighters
18. ROCK THIS MORNING - Lowell Fulson
19. ROCK AND ROLL DEACON - Screamin' Joe Neal
20. WAIL BABY WAIL - Tommy Louis
21. 24 BOY FRIENDS - Dee Clark
22. YOU LITTLE BABY FACE THING - Joe Tex
23. UNCLE JOHN - Wild Child Gibson
24. ROCKYN' UP - Ronnie Molleen
25. ROCK AND ROLL IN THE GROOVE - Cledus Harrison
26. JACK RABBIT - Icky Renrut

	Hank WILLIAMS
	Hank Williams revisited:

"I'll Never Get Out Of This World Alive"
	1998
	73:59
	label: Trikont (Munchen)

»I asked Hank Williams
how loneley can it get
Hank Williams has'nt answered yet.«
--- »Tower Of Song« Leonhard Cohen

HAWK WILLIAMS revisited by:
1 BEASTS OF BOURBON Ramblin' Man
2 HASIL ADKINS You Win Again
3 CHARLIE FEATHERS Lonesome Whistle
4 THE BURNING RUBBER DOLLS Weary Blues From Waitin'
5 FREDDY FENDER I Can't Help It (If I'm Still In Love With You)
6 AL GREEN I'm So Lonesome I Could Cry
7 ISAAC HAYES I Can't Help It (If I'm Still In Love With You)
8 CHARLIE RICH You Win Again
9 JOE PATEK May You Never Be Alone Like Me
10 TOWNES VAN ZANDT Lost Highway
11 BEDLAM ROVERS Lonesome Whistle
12 SKEETER DAVIS & NRBQ May You Never Be Alone Like Me
13 BUCKWHEAT ZYDECO & DWIGHT YOAKAM Hey Good Lookin'
14 ALFRED A. ALFA Your Cheatin' Heart
15 JAD FAIR Jambalaya
16 LINK WRAY I Can't Help It (If I'm Still In Love With You)
17 STEPHAN EICHER I'm So Lonesome I Could Cry

18 KILLDOZER I Saw The Light
19 MEKONS Alone & Forsaken
20 APC ALLSTARS Jambalaya
21 THE BARTLEBEES Nobodys Lonesome For Me
22 THE RESIDENTS Ramblin' Man
23 TEENAGE LARVAE I'm So Lonesome I Could Cry
The Story of King Hiram
as told by Franz Dobler
Herman E Willis was the first real big star of country music. In those days country was the music of the people who probably still believed that the Earth was flat. He turned coun​try music upside down and tore down its bor​ders. And most of those, who really have some​thing to say about this music, insist that he was in every respect the number one of all times.
We're down in the deep South, born in Georgia in 1923. His fat years lasted from 1949 till 1952. He ruled the charts just like Jesse James and his band did with the railroad compa​nies earlier. Nearly every new song was imme​diately passed on to other artists, who con​quered the pop charts with their coverversions. These polished recordings, unlike his own, often delighted him. Frequently when he checked into a hotel, Hiram King Williams, called Hank, re​gistered as Herman P. Willis, because he needed some peace - but there wasn't any; neither in him, nor around him. In his band, Herman R Willis simply was the name for a guy who could never do anything right.
Hiram King grew up poor and, very early on, had to do things like selling roasted peanuts or polishing shoes and even the few bucks he made were needed badly for the meagre family budget. Ma rented rooms out, she was ingenious and always got by somehow. If there ever should have been anything like a brothel, it is never mentioned in the books as anything more than a rumor. Pa was an insecure head of the fami​ly, but when he did manage to get a job, he drove a train hauling trees out of Alabama's forests and was proud to be working »from can to cain't«. The King hadn't gone far when his Ma kicked out all the dead wood.
Isn't it somehow strange how much Hank & Elvis & Jerry Lee have in common? A weak unreliable father with an affinity to alco​hol, who is hardly available to these immensely talented, prematured boys and the strong sup​portive mother that remains important through​out their entire lives. His eyes fixed on the liquor bottle and the bible in his hand, that sums it up quite well. By the way, I pinched all this from Escott, Tosches and Flippo. In the end the King and his newly wed wife moved back in with the woman that had supported him so much when he got his first guitar 20 years back.

He wasn't even a real teenager when he had already developed an intimate relationship to his guitar, which became the basis of his songs. When he got fed up with selling peanuts, his Ma barked at him, for thinking it was really cool to »lollygag around niggertown all day?!« But that's exactly what he did for the next ten years until he left Montgomery for Nashville. »He used to go out and drive around and pick up black men and go to niggertown with them and listen to nigger singers there.« He inhaled the songs that swept those streets, the Shakespeare of the ordinary folks, as Flippo calls him, their sound, their rhythm, the stories they told and the way they told them. That was his capital for the. rest of his life and these were the songs that always resonated in his music. They were all roaming the streets. His big teacher was Rufus Payne called Tee-Tot and Williams public​ly stated how much he owed this man, but the day he wanted to really honour him, nobody knew where to find the blues singer. Back in those days a black man's death wasn't necessari​ly registered. Thus Tee-Tot died »about 1950«. Maybe we should just picture Tee-Tot for a moment standing in a bar, suddenly hearing the voice of his little friend from the old days play​ing in the jukebox. And then he tells his buddies: Listen guys, this new superstar, you know what? - Would there be a William's song playing in a jukebox of a black bar? Good question. His fune​ral, however, was truely extraordinary. Not just because the sheer number of people attending was immense, including a whole lot of celebri​ties, but because everybody was there: blacks and whites, women and men, the old and the young, the rich and the poor, hillbillies and soldiers in uniforms, even the young guys in leather-jackets, that should kick off their thing a few years later and the girls who knew he wasn't talking about the art of cooking when he sang his song 'Hey Good Looking'.
He seems to have sensed that he didn't have much time, for he was in such a hurry. He was thirteen, when he told his cousin: "I will sing my songs and make more money than all of you together." He didn't have the health for the normal hillbilly jobs anyway and the backache, that would trouble him much later on, was already there. He played on the streets in front of the local radio station and had his own show long before he even knew what his voice could do to lonely women listening to him on the radio. His Ma kept him working, organised and sold the tickets for his concerts. The time they landed in the Normandy to finally do away with those stone-age men called Krauts, he rounded up the first line up of his 'Drifting Cowboys'. The first thing he did was take them to an arms dealer and buy them each a brass knuckle explaining, that where they were going they'd need one of those. Success just didn't come and at times it seemed as if his career was never going to take off, playing in these dirty dives, that just wasn't enough, Hank was looking for more. Then Audrey came and got them going. She had the ambition he lacked, a kind of look-out-here-I-come presence. Audrey wanted to sing in the band, but soon it was apparent that it just didn't work. And that's the way it always seems to be, everybody knew except Audrey. So King Hiram had to drag the problem around on his aching back. It took years until he managed to say the mean but inevitable »no« to her. In case anybody wants to know my opinion, that was the crucial issue at stake in his maritial row. He wanted a home and an orderly family and she wanted to be on the show, especially when the bastard started going big-time. At the end of their honeymoon late in 1944, they got into drinking and brawling, Audrey called the cops and Hank was thrown into jail: »If ever some​one could not handle alcohol, Hank was the guy,« Chet Flippo remarks. Country music was turned upside down, because this guy told his audience about all these things. And the way he sang about them, you just had to believe him when he said »I«. He rolled around on the ground crying, he didn't care whether he was on stage or not - anyone could understand his feelings. One time, backstage, just before he kicked off his show, he told someone: »I wanna see at least half of 'em crying.«
In 1946 they decided to go to Nashville, because there was no other way to the top: »Wannabillies« was the common greeting for these people. In those days Nashville was not yet the country capital of the US. There weren't even any professional studios and musicians in town. The Grand Ole Opry live radio broadcast wasn't that important either, only as a reference and the upper class didn't like the way these guys were hassling around town to make a living with their backward music, slowly gaining a reputa​tion. Hillbilly was a swearword. The Opry-bosses had already heard that this guy called Hank was a local hero back home, but they rejected him: »in a business with a whole bunch of troublesome drinkers his reputation was among the worst.«
He just couldn't get across that fucking line down in Nashville. He got so des​perate and broke that he »sold a folder with songs for $25« to Lynn Davis. Fortunately, Davis was a good guy and the next day he undid the deal, ashamedly, and informed Hank that his songs were a »goldmine«. He didn't even want his money back. The poor sinner had spent it all on drink anyway. Hank had just turned 23. Goldmine? Others weren't deaf either. Fred Rose a publisher who worked together with Roy Acuff, a guy Hank adored a great deal, invited him to his studio. And a little later Rose had four songs including all the rights for $82.50. These were the good old days, where you could record four complete songs in an afternoon! From then on things started moving for him. Rose got him a deal with a small independent label in New York. The first of his four singles was released in January 1947. Then Acuff-Rose cut a deal with the newly-founded records-department of MGM. Things really picked up for all of them. During this time Nashville's country explosion started to take off. This is the phase of his career where finally the odds were no longer against him. A few years later a guy like him probably wouldn't have had a chance in this booming business with its cut-throat rules. Williams' first MGM single 'Move It On Over' was released in May 1947. The song went num​ber four in the hillbilly charts.
On one of these Very best of records', where the liner notes are never shocking and the names of the musicians playing can hardly ever be found, somebody made an attempt to describe the man: »his trademarks were a fast style of living and a Stetson hat.« Other characteristics were his elegant predomi-nantely white stage outfit and, also important, his distinct »cracky guitar sound«, this unmistakable sharp boom-chacka-boom, or whatever you want to call it, that resurfaces in the music of young Johnny Cash. The gentle​men that ran the show at the Grand Ole Opry didn't want any drums in their performances (that didn't go together with their homemade ideals of country music, that weren't any more 'authentic' than the stuff they sold as »cowboy music«). I kind of like the idea that Hank deci​ded to bring in the boom-chacka-boom anyway. This might be one of the reasons why Williams "triggered somewhat of a revolution in country music" (Ed Ward). On stage he had the well-matching dance movements as well. His hips and legs played along and Nick Tosches calls his 1947 number 'Roote Toote' »proto-rockabilly«.
Turned down by the Opry, he was successful in the second largest show, the Louisiana Hayride in Shreveport, where quite a number of artists were first recognized, inclu​ding Elvis. Late in 1948 he presented 'Lovesick Blues' to his audience. Fred Rose tried to stop the recording of this song, because for him it was »the worst thing he'd ever heard«. Usually they were good partners and Rose was quite important when it came to giving King's unfinished material a suitable form. Hank used to follow his advice, but this time he fought his way through. In January 1949 'Lovesick Blues' was released ('Never Again Will I Knock On Your Door' on the flip side). On June fourth he again topped the hillbilly charts. A week later the Opry bosses gave in. (another week later the charts got a new name: Country & Western).
The guys from the Opry only opened their doors for the man with the bad reputation, when they couldn't get around it any longer. Jerry River who played the fiddle with the Drifting Cowboys after that hit, asserts the opposite. He thinks they welcomed Hank right from the start. I believe that in a scene where the 'official' standard was the well-behaved, clean, orderly (and white) man, details like these are important.
Williams was the epitome of a per​son where people would try to establish their story of what kind of a guy he was after he died. Wasn't it easier for women and manager alike to assert Hiram was a good-natured upright coun​try boy, if one wanted to keep using the gold​mine after his death? Maybe it was good for the Opry that it had initially blocked the road to success for everybodies darling? The most superb of all credible rumors can be found with the wonderful Nick Tosches: »There is persis​tent rumor, that Hank Williams left behind a tape of r&b performances, but that it's been sup​pressed in the interests of his image.« Lollygag around niggertown - there were and are better advertising slogans in countrybiz.
There were 440.000 jukeboxes that belonged to 5.500 men, (whom these men belonged to isn't known), ready to play his 'Lovesick Blues'. At the same time the first 45 rpm records entered the market. Everything became easier, playing the music and buying it. Behind Hank and Acuff-Rose MGM's pressing plants were working full speed. Almost every Williams song made it into the charts, a new one every two months. This was the time when he was sitting in the car more than anywhere else. That was good for his aching back and didn't matter much, because he was able to write songs no matter where he was. His pockets were always full with little scraps of paper and if a line in a song was missing one of the Drifting Cowboys might fill in the gap. Occasionally people have written that one or the other song is - excuse me - pinched or imitated. For instance his version of 'Lovesick Blues' is said to be un​imaginable without the one that brought Emmett Miller some success in 1928, but when I first heard it (on the 'American Yodeling' CD also published by Trikont), I was actually more amazed to hear how different the two versions sound. Country, blues and countryblues aren't artificial styles, they are the music of the streets, naturally packed with its traditions and Williams took great care to stick with them. 'I Saw The Light' is also a gospel tune - with a melody, »for which a guy called Albert Brumley could have brought a suit against him«, writes Escott. But please don't ask me where Brumley got the song. These were the times when Hiram was stuffing his money in a suitcase, while his wife Audrey filled their new house with oriental fur​niture. All that money they had never had be​fore, now they spent it lavishly, but that didn't make them feel much better. Hank's hounds of hell were still after him all the more. What kind of a chance does anyone have who travels a few thousand miles every week, to be celebrated by a few thousand fans each night, while his greatest desire is to have a good old-fashioned family life, to be a good husband and father and a good son to his Ma? And Audrey, who wanted to be on stage that badly, now also had to take care of Hank Jr. On the recordings Hank made under the pseudonym 'Luke The Drifter', (which was no secret), she was occasionally allowed to par​ticipate - but the stuff they did there was church music. They accompanied the preacher while he was preaching, damn, that wasn't showtime. Dearly beloved Hank, however, was one of the few great stars, that didn't change his music after hitting it big-time. Why should he? - his perso​nal problems didn't get any better and they for​med the basis of his songs - only he dressed them up in a way that people could move their hips. And that was the thing.
This might sound as if Hank and his boys didn't have that much fun touring, hey, they even made it to the Krauts with the Opry-show in '49, demanded by the popular AFN program 'Hillbilly Gasthaus'. He wasn't just one of those tear-jerkers - quite the con​trary. One time the cops picked up the arms collector and lover from a bar, because he had fired at a painting of a battleship. He told them the battleship had fired at him first. Anyway, this MGM movie they made in 1964 didn't have much of this stuff in it, which comes as no sur​prise, since they had hired Audrey as a technical assistant. Hank Jr. recorded his dad's songs, Anthony Perkins finally didn't get to play the main part and Hank's second wife Billie Jean had the film banned shortly after its release. Due to their eagerness, they hadn't even realised that there was an ex-wife and a wife.
MGM's bosses had also looked after him during his lifetime. They were after their share of the cake that the MGM record depart​ment had gotten hold of. They wanted to talk him into a four year contract, one movie each year, four weeks on the set, $5.000 a week, plus another $10.000 for each movie - but Hank didn't want to have anything to do with them. On one of their meetings he refused to take off his Stetson hat, said nothing, didn't want to try on a toupet and declined to read the texts they gave him. He didn't like these people or the thought of having to go from a to b, merely because someone said so, or to learn a script by heart. The common people's Shakespeare hardly read anything else but the bible, comics and a few magazines. He knew they would take him for a ride, simply because he was just a stupid hill​billy, who lived in an altogether different world. Unlike Elvis, who was eaten up by the filmbiz, his refusal only initially helped him avoid the hassle. His superiors, however, didn't give in and "the pressure mounted mercilessly", and in the end they got their catch. In October 1951 he signs the contract and smiles into the cameras. But too late, the general »attention, that the public showed, worried him deeply and brought about constraints that contributed a great deal to his decline in 1952.«
The 'Hey days' were over, his descen​ding speed was fast, fueled by a wild and deadly mix of psychologically and physically catastro​phic relationships. Shows were cancelled and fans often only got the mere drunken shadow of the King. Musicians and friends left him, often after having endured a great deal. 'Jambalaya (On the Bayou)' went number one and for the first time his own version of the song was a "minor pop sensation". But he didn't have a management, barely any jobs and couldn't manage to get a band together. Was this a guy for the Grand Ole Opry? In the end he went back to the Louisiana Hayride in Shreveport, and there one of the men in charge went on stage to rebuke the crowd for not show​ing enough respect for the guy that was a bit off form, but had given them so many pleasant hours. There were still highlights too and in the very end there was one concert where the people said the shattered King had played better than ever, every​thing he knew and a lot of gospel, in a show that lasted for three hours. […]

	WILLIE  And                          The  POOR BOYS
	Willie And The Poor Boys
	1985
	36:38
	contemporary Rock’n’Roll project (rockabilly)
Bill Wyman, Jimmy Page, Paul Rogers, Geraint Watkins, Charlie Watts, Andy Fairweather, Chris Rea, Kenney Jones.     

 Звезды собрались в этом проекте поиграть  Rock-N-Roll и повеселиться.

	WILLIE  And                          The  POOR BOYS
	Live
	1994
	54:43
	Bill Wyman, Gary Brooker, Andy Fairweather, Graham Broad, Jimmy Henderson, Terry Taylor.

	Boxcar  WILLIE
	King of The Hoboes  [2 CD]
	
	28:03 28:03
	country
label: Madacy (Canada) 1992

Великолепный альбом; всё, что может быть нужно от кантри, здесь есть.

	Johnny  WINTER
	Serious Business
	1985
	44:24
	label: Alligator Records

J. Winter [g, v]; Ken Saydak [p]; Johnny B. Gayden [b]; Casey Jones [d]; Jon Paris [harmonica].

	Johnny  WINTER
	A Rock N’Roll Collection [2 CD]
	1994
	55:50 51:54
	label: Warner

From editions:  1973, 76, 77, 80, 94. (С диском 'Serious Business' не пересекается)

Texas soul, rock n’roll, and Delta blues – Johnny Winter’s scorching signature imprinted itself on many veins of American roots music as an innovative interpreter of everyone from Robert Johnson to Bob Dylan. This 22-track collection is the cream of Winter’s material from 1969-1980. Featuring six live tracks, an unreleased version of ‘Thirty Days’, an unreleased version of ‘Come On In My Kitchen’, plus 14 other great musical gems for your enjoyment.


