Pop, Rock, Disco, Soul, Easy listening, etc.
Популярные обработки классики  см. в специальном разделе файла 'Classic' (в конце файла). Фольклор и фолк-рок см. в соответствующих этнических секциях каталога (напр. Euro-Folk); также в других секциях находятся: блюз / кейджун / зайдеко (Blues); кантри / рокабилли / рокнролл (Rocknroll); реггей / даб (Reggae); латина (Latina); рэп (Rap); электронная музыка (Synth); металл (Metal); всевозможная альтернатива (Alter); acid jazz / trip hop (Acid).
	ABAJI
	Paris-Beyrouth
	
	46:06
	chanson (на французском и арабском)

label: Fairplay / Kwark

Abaji – guitares 6 et 12 cordes, sitar, harmonica, chant

Francis Varis – accordeon

Farid Aouameur – basse acoustique

Sydney Thiam – percussions

+ Bernard Fellous [derbouka]; Suzan Ceret [voix].

	ACCORDIONS GO CRAZY
	Zombie Dancer
	1989
	46:29
	folk , весёлый, причудливые и зажигательные аранжировки.

label: Trikont (Munchen)  www.trikont.de 

Mike Adcock - accordion, guitar, lead vocal on 8
Clive Bell - accordion, flutes, khene, percussion, lead vocal on 1 and 6
Dean Speedwell Brodrick - accordion, piano, percussion, lead vocal on 3 and 7
Ann Day - drums, percussion
Sylvia Hallett - violin, concertina, mbira, trombone
Stuart Jones - bass guitar, trumpet, lead vocal on 10
Engineered by Nick Robbins and Charlie Llewellin at The Elephant Recording Studio, Wapping, London;
July 1989.
Produced by Charlie Llewellin. 

Can you imagine a parade of squeezeboxes of wheels riding through an animated countryside? Listen to sidewalk surfing Accordions Go Crazy. (-- Beach Boys lovers, please use the other side of the road!) The members of the Accordions converted from avantgarde to grass roots with a very specific sense of British humour. Squeeze to meetcha!

Можно в качестве бонуса дописать их трэк "Sidewalk Surfin'" (3:58) c фестивального диска "HEIMAT KLANGE" (label PIRANHA).

	Robby ACETO & David TORN
	Code
	1996
	57:30
	label: Alchemy Records (USA)

Produced, recoded and mixed by David Torn.

Robby Aceto [v, g, p, distressed p, b, ambient loops, blew up Torn’s Matchless amplifier]; David Torn (см.) [arrangement, cello bass, Hammond, d, abusive ambience, perc, piano moment, Connie’s Kotar angelharp]; Steve Jansen (см.) [d, drum loops]; Doug Wyatt [p]; Bill King [d, perc]; Gota Yashiki ‘Groove Activator’ [d loops].

  Слушая этот CD, можно вспомнить Japan и David Sylvian. А можно не вспоминать. Диск – мощный с начала до конца, в ассоциациях нужды нет.

	Salvatore  ADAMO
	“30 Ans”  [Comp.]
	1993
	67:51
	

	AEROSMITH
	Pump
	1989
	47:45
	

	AEROSMITH
	Get A Grip
	1993
	65:40
	

	AFRO  CELT  SOUND  SYSTEM
	Volume 1: “Sound Magic”
	1996
	65:51
	label: Realworld Rec  http://realwold.on.net/rwr 
Ronan Browne [uillean pipes, Bb Alto wood flute, Concert D wood flute, mandolin, harmonium]; James McNally [low whistle, bodhran, accordion]; Davy Spillane [uillean pipes, low whistle]; Myrdhin [celtic harp]; Iarla O’Lionaird [v]; Ayub Ogada [nyatiti, v]; Kauwding Cissokho [kora]; Masamba Diop [talking drum]; Simon Emmerson [main drum, g]; Jo Bruce [main drum, k]; Martin Russell [k]; Levon Minassian [doudouk]; Manu Katche [cymbals]; Simon Edwards [sintar]; Shooglenifty: Iain Mcleod [mandolin]; James Mcintosh [bongos]; Gary Finlayson [banjo]; Angus R Grant [fiddle]; Caroline Lavelle [cello]; Jocelin Pook [viola]; John Fortis [el b]; Zil [vocal drone]. (состав варьируется) Mixed by David Bottrill.

См. тж.  ниже аналогичный проект – BAKA BEYOND
1. a) Saor / Free,   b) News From Nowhere

2. Whirl-Y-Reel – 1

3. Inion / Daughter

4. a) Sure-As-Not,   b) Sure-As-Knot

5. Nil Cead Againn Dul Abhaile / We Cannot Go Home

6. Dark Moon, High Tide

7. Whirl-Y-Reel – 2

8. House Of The Ancestors

9. a) Eistigh Liomsa Sealad / Listen To Me,    b) Saor Reprise

	AFRO  CELT  SOUND  SYSTEM
	Volume 2: “Release”
	1999
	64:05
	label: Realworld Rec   http://realworld.on.net/afrocelts 

www.afrocelts.com 

The Afro Celt Sound System is...

Simon Emmerson • guitars, programming, keyboards

James McNally • keyboards, whistle, low whistle, bodhran, accordion

Iarla O Lionaird • vocals

Martin Russell • keyboards, programming, engineering

N'Faly Kouyate • vocals, kora, balafon

Myrdhin • Celtic harp

Moussa Sissokho • talking drum, djembe

Guest musicians:

Ron Asian • programming beats

Ronan Browne • uilleann pipes (tracks 2, 3, 4, 9)
Michael McGoldrick • uilleann pipes (tracks 1, 2, 5,10, 11), flute (track 5)
Sinead O'Connor • vocals (track 1)
Ashley Maher • vocals (track 8)
Johnny Kaisi • dhol drums, tablas

Nigel Eaton • hurdy gurdy (tracks 1,11)
Youth • bass (track 8)

1. Release

2. Lovers Of Light

3. Elreann

4. Urban Aire

5. Big Cat

6. Even In My Dreams

7. Amber

8. Hypnotica

9. Riding The Waves

10. I Think Of...

11. Release It (Instrumental)

ПРЕДСТАВЬТЕ СЕБЕ, ЧТО ВЫ СЛУШАЕТЕ ЗАПИСИ ОБРЯДОВЫХ ПЕСНОПЕНИЙ КАКОГО-ТО ДРЕВНЕГО, ПОЧТИ ПЕРВОБЫТНОГО ПЛЕМЕНИ — СКАЖЕМ, ИНДЕЙЦЕВ, И ВДРУГ В ОДНОЙ ИЗ ПЕСЕН ВЫ, РУССКИЙ ЧЕЛОВЕК, СЛЫШИТЕ МЕЛОДИЮ «ПОЛЮШКО — ПОЛЕ», В ДРУГОЙ — «ОЙ МОРОЗ, МОРОЗ». И ВСЕ ЭТО СПЕТО НА КАКОМ-НИБУДЬ ЯЗЫКЕ «СИУ» ПОД БУБЕН ИЗ БИЗОНЬЕЙ КОЖИ. И ВСЁ — КАК ПОЛАГАЕТСЯ. ФАНТАСТИКА? А ВОТ С АНГЛИЙСКИМ МУЗЫКАНТОМ, ПРОДЮСЕРОМ И ПРИЗНАННЫМ СПЕЦИАЛИСТОМ «WORLD MUSIC», САЙМОНОМ ЭММЕРСОНОМ, ДЕВЯТЬ ЛЕТ НАЗАД ПРОИЗОШЛА ПОХОЖАЯ ИСТОРИЯ.

Эммерсон прибыл в африканскую стра​ну Сенегал в 1992 году с целью продюсирования альбома местного музыкан​та по имени Бааба Маал [см. в ‘Africa’]. Во время работы продюсер, с головой погруженный в про​цесс, не может избавиться от навязчивого де​жа вю (или как это называется, когда речь идет о слухе, deja ecoutu?). Записываемый им сенегальский материал англичанин уже опредёленно где-то слышал. «Бааба на​чал петь традиционную сенегальскую песню, в которой отчётливо слышались интонации древнего «гаэльского плача». От произведе​ния веяло настоящим кельтским арома​том», — говорит он. Совпадение заинтриго​вало Эммерсона, но времени на культуро​логические изыскания нет—связанный кон​трактом со звукозаписывающим лейблом Саймон уезжает в Англию, чтобы закончить сведение этого странного творения. Мучи​мый сомнениями, он дает послушать записи волынщику Дэйви Спиллейну, который тоже сразу «узнаёт» в доселе неведомых африкан​ских напевах мелодии кельтов. Для провер​ки тождества ощущений Саймон возвраща​ется на север Сенегала, в родную деревню Маала, и... «Я дал Баабе и его местным кол​легам послушать что-то кельтское, с арфой, и они сказали: «Это же наше!»».

Ещё не до конца уверенный в жизненно​сти своей идеи, Эммерсон решает начать практическое изучение связей африканских и ирландских музык, для чего организовы​вает группу с «программным» названием Afro Celt Sound System, в которую вошли ир​ландцы Ирла О'Лионард (выступавший в на​шей стране в прошлом году), Джеймс Мак-Нелли (бывший участник The Pogues [см. в ‘Alternative’]) и Ронан Браун, а также африканцы Нфали Куятэ и Мусса Сиссоко. Объединившись, участни​ки проекта стараются сочинять пьесы, в ко​торых гармония, размер и голосоведение были бы характерны и для африканской, и для ирландской традиционной музыки одно​временно. Коллектив делает успехи, и про​зорливый до гениальности Питер Гэбриэл приглашает группу записываться на свой «Real World» -- главный фольклорный лейбл мира.

Идея Саймона, которую он называет «world fusion» (всемирный сплав), каза​лась настолько неисчерпаемой, что для вы​хода проекта сразу на несколько иной уро​вень руководство лейбла привлекло к запи​си именитых «special guests». Например, Шинейд О'Коннор, не говоря уж о самом «отце народов» Гэбриэле. Самое странное, что ни Саймон, ни остальные участники не сомне​вались тогда, что их сотрудничество носит ра​зовый характер. Но когда альбом «Volume 1: Sound Magic» вышел, он показал просто от​личные для «world music» продажи, а «афро-кельты» получили приглашения высту​пить чуть ли не на всех фольклорных фести​валях мира. Музыканты вспоминают, что только выступая перед огромными толпами народа на открытом воздухе, они почувст​вовали, как стали настоящей группой. А до этого были только „концепцией".

Идею привнесения фольклорных мотивов в поп-музыку Эммер​сон отвергает самым решительным обра​зом. «Проекты вроде Deep Forest или Sacred Spirit — это бизнес. Они делают с фолькло​ром, что хотят. А это уже проблема даже не творческого, а этического плана: для многих народов исполнение музыки и танцы явля​ются священным ритуалом, с помощью ко​торого вызвают дождь или излечивают бо​лезни. Sacred Spirit же кощунственно делают из культа и ритуала коммерческий танце​вальный продукт. Нельзя вообще вторгать​ся в чужую культуру, приходить и брать. Ес​ли ты в культуре, с людьми, то должен бе​режно относиться к их жизненному укладу, а не пытаться нагреть на нём руки».

Саймон знает, о чём говорит, ведь для не​го музыка имеет сакральное значение. «Я был в племени бушменов, которому 40 000 лет. Это же первые люди на Земле, они ещё, навер​ное, с Богом успели пообщаться! (смеется) Хотя сама музыка и есть прямое общение с Соз​дателем, без церквей и конфессий».

--- Play

	AFTER CRYING
	Megalazottak es megszomoritottak
	1992
	41:51
	Венгерский art-rock , не шумный, с очень интересными арражировками, состав включает струнную и духовую группы;  возможные ассоциации: EMERSON, LAKE & PALMER и Frank ZAPPA.

Gabor Egervari – flute, speaking 

Laszlo Gacs – drums, percussions 

Peter Pejtsik – cello, bass guitar, vocals 

Ferenc Torma – guitar, vocals 

Csaba Vedres – piano, synthesizer, vocals 

Balazs Winkler – trumpet, synthesizer, vocals

1. A Gadarai megszallott (The Fanatic Of Gadara) 

2. A kis hos (The Little Hero) 

3. Nokturn (Nocturn) 

4. Megalazottak es megszomoritottak (The insulted and Injured) 

 5. Vegul (In The End)

	AFTER CRYING
	De Profundis
	1996
	73:49
	Members:
Egervari Gabor – flute, lyrics, words and ideas, concert engineer. 
Gorgenyi Tamas – art director, lyrics, concepts and ideas; sometimes lead vocal. 

Pejtsik Peter – composer, cello, bass, lead vocal. 
Torma Ferenc – guitar, synthesizer, background vocal, composer. 
Winkler Balazs – keyboards, trumpet, background vocal, composer. 

Tracks: 
1. Bevezetes 3:39 

2. Modern idok 7:36 

3. Az ustokos 1:43 

4. Stalker 12:12 

5. Stonehenge 4:34 

6. Kulvarosi ej 3:34 

7. Manok tanca 5:00 

8. Kifulladasig 5:18 

9. De Profundis 11:29 

10. Jonas imaja 2:24 

11. Elveszett varos 1:56 

12. Kisvasut 2:03 

13. Eskuszegok 8:13 

14. 40 masodperc 0:40 

15. A vilag vegen 3:41


	AFTER CRYING
	"6"
	1997
	72:44
	label: Periferic Records (Budapest)  StereoPeriferic@mail.datanet.hu 

Egervari Gabor – words and ideas, flute, voice 

Gorgenyi Tamas – words and ideas, music, lead vocal 

Pejtsik Peter – music, ideas, cello bass, synthesizer, lead vocal, programming 

Torma Ferenc – music, ideas, electric, acoustic and bass guitars, programming 

Winkler Balazs – music, ideas, trumpet, keyboards, percussion, programming 

Szabo Ferenc – drums, percussion 

Andrejszki Judit – lead vocal 

Koos Laszlo – basso profundo 

Lengyel Zoltan – grand piano 

Makovecz Pal – trombone 

Borbely Mihaly – saxes 

Klenjan Csaba – baritone sax 

Erdei Peter – horn 

Szabo Monika – flute 

Racz Otto – oboe 

Ree Gyorgy – clarinet 

Horvath Vilmos – bassoon 
I. Save our Souls
1. Save our Souls 

II. Panem et Circenses 

2. Fun Fair Land Open 

3. Providence / Dance with the Sleep-Walker Marionettes 

4. Providence / Trash-Flow 

5. Sleepin' Chaplin 
6. Madrigal Love Part Four / Casanova 
7. Final / Big Evil Fun Fair Finale 
III. Intermezzo 

8. Intermezzo 
IV. Farewell to 20th Century 

9. Viaduct 

10. Salto mortale I / Helpless 

11. Enigma II 
12. Struggle for life / With a Pure Heart 

13. The Man and The Rock / American Express 
V. Conclusion 

14. Tribute to Keith Emerson 

	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 

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.

	Chava ALBERSTEIN – см. в файле 'Asia 1: Israel'
	
	
	
	

	Daevid  ALLEN
	Good Morning
	1976
	47:07
	Daevid  ALLEN – Основатель и лидер группы Gong (см.) и участник Soft Machine (см.)

	Daevid  ALLEN
	Now Is The Happiest Time Of Your Life
	1977
	45:38
	

	Daevid  ALLEN
	The Death Of Rock
	1965-82
	61:38
	label: Voiceprint Rec., 1992

with: William Burroughs, M.Kramer, E.Middleton.        

	Daevid  ALLEN
	Banana Moon
	1982
	38:36
	

	Daevid  ALLEN
	Invisible Opera Company Of Tibet
	1987
	58:09
	

	(Marc  ALMOND)
	SOFT  CELL:

“Non Stop Erotic Cabaret”
	1981
	40:39
	Marc  ALMOND – см. тж. с PSYCHIC TV (В ‘Alternative’)
Студент колледжа искусств Марк Алмонд и мастер элек​троники Марк Белл основали электронный дуэт Soft Cell в 1980 году. Вскоре был заключен контракт с независимым лейблом «Some Bizzare» и выпущен первый сингл «Tainted Love» и первый же альбом «Non-Stop Erotic Cabaret». Soft Cell в своих выступлениях всегда ориентировались на сценическое действие, и слушать музыку «Non-Stop Erotic Cabaret» без соответствующего сценического действия не совсем правильно. Тем не менее, и сингл, и альбом стали грандиозным успехом дуэта по обе стороны Атлантики.

1981-й— год, когда стало возможным делать популярную музыку исключительно средствами электроники. «Non-Stop Erotic Cabaret» в этом смысле— одна из «программных» работ. Музыкальные находки Марка Белла оказались по-настоящему новаторскими и копировались множеством последователей. Кроме известной всем «Tainted Love», в альбоме есть ещё множество замечательных песен, наме​кающих слушателю на дальнейшую карьеру Марка Алмонда— смесь «жёстокого романса» кабаре и холод​ной электроники.

---- Play

	Marc  ALMOND
	Torment And Toreros (Marc and The MAMBAS)
	1983
	45:48 42:51
	2 CD

	Marc  ALMOND
	Mother Fist And Her Five Daughters
	1986
	50:08
	

	Marc  ALMOND
	Jacques
	1989
	43:21
	

	Marc  ALMOND
	The French Album
	1993
	44:07
	

	Marc  ALMOND
	Fantastic Star
	1996
	36:04
	M.A. [voc, vocal percussion]; Mike Thorne [synth]; John Cale [p]; Chris Spedding [g]; David Johansen [harmonica]; Rick Shaffer [g]; a.o.

“Wolves love lambs like lovers love their loves” – Socrates

to my idols all fallen: Elvis, Bolan, Brel, Joe Meek, Thunders, Fury, Johnny Ray, Morrison, Dietrich, Garland and De Sade.

МАРК ЭЛМОНД — АРТИСТ ИЗ ПОРОДЫ ТЕХ, КОГО В АНГЛОГОВОРЯЩИХ СТРАНАХ НАЗЫВАЮТ EVERGREEN. ЧЕЛОВЕК ХОТЯ И НЕ ГЕНИАЛЬНЫЙ, НО КРАЙНЕ ТАЛАНТЛИВЫЙ. А ГЛАВНОЕ — ВСЕГДА АКТУАЛЬНЫЙ. ЕГО ТРАНСФОРМИРУЮЩАЯСЯ СО ВРЕМЕНЕМ, НО ВСЕГДА НЕИЗМЕННАЯ В ОСНОВЕ СМЕСЬ РОМАНТИЧЕСКОГО СИНТИ-ПОПА С ЭСТЕТИКОЙ КАБАРЕ И ВСЕГО, ЧТО С НИМ СВЯЗАНО — БЛЕСКА, ЯРКОГО И НЕЯРКОГО СВЕТА, НЕОПРЕДЕЛЕННОСТИ ПОЛОВОЙ

ИДЕНТИФИКАЦИИ — ПРИХОДИТСЯ КО ДВОРУ УЖЕ 20 ЛЕТ. С ТОЙ ПОРЫ, КАК ДВА СТУДЕНТА ХУДОЖЕСТВЕННОЙ ШКОЛЫ В ЛИДСЕ, МАРК ЭЛМОНД И ДЕЙВ БОЛЛ, ОРГАНИЗОВАЛИ ЭЛЕКТРОННЫЙ ДУЭТ SOFT CELL.
С тех пор утекло много воды. Распался Soft Cell, распались и две другие группы Элмонда — Marc And The Mambas и The Willing Sinners (в первой, кстати, с Элмондом играл лидер и единственный бессменный уча​стник The The (см.) Мэтт Джонсон). Элмонд выпус​кал то в год по две пластники, то делал пере​рывы на пять лет, издавал сборники стихов, был флагманом гей-культуры наряду с не​сколькими не столь талантливыми персона​жами — словом, у него за эти два десятиле​тия сложилась солидная артистическая карь​ера. Без особых падений, без особых драма​тических коллизий. И в какой-то её момент ему стало мало полусомнительного статуса клубной звезды с непременным привкусом узаконенного порока. Как говорится в та​ких случаях, он решил повзрослеть.

Взросление, следует заметить, мало кому в поп-культуре даётся безболезненно: мно​гие теряют на этом пути поклонников, иные же — и смысл творчества. Элмонду было про​ще: дитя гей-культуры, всегда стремившейся к респектабельности, невзирая на имидж культуры альтернативной и в некотором ро​де бунтарской, он просто убрал ряд наибо​лее радикальных атрибутов из своего твор​чества — чересчур нарочитую сентименталь​ность, вызывающую сексуальность и иногда прорывающийся дурной вкус кабареточного певца (или, скорее, певицы, что он и сам не раз любил подчёркивать). И вышел вари​ант «взрослого человека». Уважаемого му​зыканта с большими связями в мире ради​кальной богемы.

--- Play
->auktyon

	AMESTOY Trio
	Le Fil
	2003
	42:49
	retro – очень милые, даже очаровательные современные инструментальные арранжировки, вкусно исполнено.

"Popular music, but not hammered out. Like licking the sea without getting your face splashed."

label: Daqui (le label des Nuits Atypiques; Harmonia Mundi distribution) (France) www.nuitsatypiques.org
Jean-Luck Amestoy [accordeon]; Gilles Carles [g]; Nicolas Calvet [tuba].

Jean Luc, Gilles and a few pals.
It's about an album, an album for a second family, because Jean-Luc Amestoy has his fingers in every pie when it comes to music in Toulouse.  One day he's with Pradal, playing it Argentinian, the next he's gone all Andalusian with Sandoval, another he's off on the warpath with Les Motives and, yet another, he's Kabylian with 100% Collegues.
This is the album of a trio - accordion, guitar and tuba. Three utensils – three cooks – ten fingers each. A tuba like a heartbeat. A hint of guitar, Just a sprinkling rather than piled on by the ladle.
Sobriety itself.
This may all fee! strangely Mediterranean, bathed by that sea of all excess.
Well it ain't the notes, the touch and the arrangements are delicate. Stitched by hand, you could say, like a pullover, but with fingers instead of a needle - and carefully does it with the finish. The simplest gear, but tailored by couturiers who are only too pleased not to have to change the world. Just to make it a bit better to live in. Popular music, but not hammered out. Like licking the sea without getting your face splashed.
That's what this album is all about.

	Tori  AMOS
	Boys For Pele
	1996
	70:34
	

	Tori  AMOS
	From The Choirgirl Hotel
	1998
	54:11
	

	Tori  AMOS
	To Venus And Back
	1999
	47:50
	«Муза явно не обделяет Тори своим вниманием – ведь предпоследний, об​ласканный критикой, диск вышел у артистки не далее как год назад. Пусть сравнение мадемуазель Амос с незаб​венной Кейт Буш покажется банальным, но преемственность по части (да​лее всё читай с приставкой «супер») женственности, странности, экзальти​рованности, надменности и над-обыденности очевидна. Однако Тори, по​жалуй, ещё «чудесатее», чем достопоч​тенная Кейтбушка. Новый диск Амос получился очень личностным, его аура беззащитна и проницаема. Голос пе​вицы, столь камерный и принципиаль​но «неэстрадный», порой поддержива​ем лишь аккордами фортепиано. Здесь всё на полувздохе-полукрике, всё на​глухо неквадратно, нелогично, неудоб​но, сплошные «раздумья», «капризы» и «путешествия», никак не вписывающи​еся в телерадиоформаты. Во вступи​тельной сумрачной «Bliss» хрупкий во​кал то скрадывается, то акцентрируется глубинными синтезаторными звукошлейфами. В жёстко-компрессиро​ванной «Juarez» голос «окислен» элек​троникой, он звучит от имени всех женщин, когда-либо испытавших наси​лие. А в «Glory of The 80's» (опять 80-е!) мы видим Тори эйфорическую, па​рящую, несколько хиппиозную, на ускользающе-веселящий мотив воспева​ющую дурманно-разнотравную атмос​феру Лос-Анджелеса прошлого деся​тилетия. Психоделической тематике посвящена и пространная «Datura» – в ней речь идёт о мексиканском растении-галлюциногене, цветы которого, по словам Тори, словно прорастают через саму пластинку. Словом, хотите слетать до Венеры и обратно, не вста​вая с собственного кресла, -- слушай​те новый альбом Тори Амос. А окунув​шись во вторую, концертную часть аль​бома (которая содержит драйвовейшие live-записи всех старых хитов пе​вицы, сделанных во время недавнего тура «Plugged»), рискуете остаться на орбите навсегда.»

Майра Эллен Амос, дочь свя​щенника-методиста, урожен​ка Северной Калифорнии. «И все бы ничего, - пи​шет доброжелательно настроен​ный журнал Rolling Stone, - толь​ко вот Тори никак не может оп​ределиться, кем ей больше хо​чется быть: Лорой Найро или Диамандой Галас".

	AND  ONE
	Anguish
	1991
	53:44
	new romantics

	AND  ONE
	Flop!
	1992
	34:54
	

	AND  ONE
	Spot
	1994
	49:38
	

	AND  ONE
	J.S.T.e
	1994
	44:03
	

	Jon  ANDERSON
	Toltec
	1996
	47:26
	ex- YES

label: Windham Hill / High Street (Japan).  You can listen to song samples and get new release information on our Internet site at www.windham.com 

Jon Anderson with: Keith Richard Heffner [orchestration, k]; Luis Perez [perc]; Eduardo del Signore [b]; Freddy Ramos [g]; Otmaro Ruiz [solo k]; Charles Bisharet [vln]; Patricia Hood [harp]; Paul Haney [s]; Salo Loyo [k (#13)]; + vocals.

TOLTEC, CREATORS OF THE CIRCLES OF POWER, COLOR, PERFUME AND MUSIC HEALING DOMES,

  They traveled thousands of miles from Asia Minor to Tibet through China, Japan, the Bering Straits.......... Men, women and children learning, teaching. As they moved from one valley, to mountains, to rivers,  groups would settle and reap the rewards of the land. Many factions within the Toltec race knew exactly where they were headed. As the years passed, the High Councils instructed who, where and when the settlements would begin. They knew the Universal Law and still do. They are the weavers of pure magical earth dimensions. Creators of Healing Domes, using colors of the Sun Rays, in Tune and in Harmony with our physical Being, as to enable our Chakra points to live and breathe in unison with the Spirit and Power of all that is!!

The Toltec moved down to Central America to create Atlantis and Lemuria, becoming the

Noble Lords of the Earth Mother, and lived for thousands of years in harmony with themselves and with visitors from all the planetary systems.  Just over three thousand years ago, the Toltec went to the desert and disappeared from our known world, but carried on living in the Fourth Dimension.

So here we are, Beings of the Twentieth Century, about to embark on the remarkable Knowledge of moving toward the Fourth Dimension. Slowly we will begin to understand time and space travel...... that is our Destiny.

 Here in Sound and physical Color, we choose to create our own world through our mind’s eye. We are moving toward the pure world of Toltec, for as we move—as we surely will—into the Fourth Dimension, waiting to greet and help us uplift our Consciousness, will be the ancestors of all time, the Toltec.  The Toltec, our distant relations, will present us with the gifts to heal, and will help us remember who we really are and the Divine purpose of our Life on Earth.

	Ian  ANDERSON
	Divinities  (Twelve Dances With God)
	1995
	47:20
	ex- JETHRO TULL

	Laurie  ANDERSON
	Big Science
	1982
	38:58
	Laurie  ANDERSON – см. тж. с: Vinicius CANTUÁRIA

	Laurie  ANDERSON
	Mister Heartbreak
	1984
	40:18
	

	Laurie  ANDERSON
	Home Of The Brave
	1986
	34:51
	Feat.: Laurie Anderson [vocs, synclavier, keys, vln], Adrian Belew [g], David Van Tieghem [d, perc], Jimmy Bralower [d], Nile Rodgers [g, keys, synclavier], Bill Laswell [bass animals], Daniel Ponce [perc], a.o.

	Laurie  ANDERSON
	Strange Angels
	1989
	46:06
	Feat.: Laurie Anderson [vocs, keys, drum & perc programming, perc], Manolo Badrena [perc], Bobby McFerrin [vocs], Lenny Pickett [ts,horn arrangement], Peter Scherer [b, keys, drum programming], Alex Foster [as], Steve Gadd [d], Scott Johnson [g], Steve Turre [tb, conch shell], Cyro Baptista [perc], Joey Baron [d], Mark Dresser [b], Mark Egan [b], Anton Fier [d], Tony Levin [Chapman stick], Arto Lindsay [g], Chris Spedding [g], David Van Tieghem  [perc], Nana Vasconcelos [perc], a.o.

	Laurie  ANDERSON
	“Bright Red” / “Tightrope”
	1994
	52:31
	Produced by Brian Eno.

Laurie Anderson [v, violin, k]; Brian Eno [k, treatments]; Arto Lindsay [v]; Lou Reed [v]; Marc Ribot [g]; Adrian Belew [g]; Joey Baron [d]; Guy Klucevsek [accordion]; Greg Cohen [g, b]; Jamie West-Oram [g]; Gerry Leonard [g]; Peter Sherer [k]; Cyro Baptista [ceramic drum, tubes, tambourine, surdo, triangle, shaker].

	Laurie  ANDERSON
	In Our Sleep
	1995
	30:22
	remixes from ‘Bright Red’ + “The Ugly One With The Jewels”

produced by Brian Eno and Laurie Anderson

music by Laurie Anderson and Brian Eno

vocals by Laurie Anderson and Lou Reed

additional instruments for remixes: Lou Reed [guitars]; Laurie Anderson [vln]; Joe O’Carroll [bagpipes]; Ken Rich [b]; Fernando Sanders [b]; tomandandy [k].

Лори Андерсон, невысокую улыбчивую женщину, традиционно называют авангардисткой. Она реагирует на это фразой: «Если вы считаете меня авангардисткой, значит, вы не имеете никакого представления об авангарде». Уроженка Чикаго, Андерсон в разное время обу​чалась игре на скрипке, архитектуре, истории древних культур—в частности, египетской, при​чём во всех случаях довела образование до кон​ца. В 70-х годах она колесила по миру со своими перформансами, которые происходили в музе​ях и на улицах. Перформансы включали в себя самые разные элементы, но главным в них, по настоятельному утверждению Андерсон, было слово. Именно слово, как ни странно, а не му​зыка, и по сию пору является доминирующей со​ставляющей всего её творчества. Её характерная манера пения, представляющая собой полубе​седу-полумонолог с вкраплениями мелодиче​ских фраз, тематика её песен, напоминающих более всего зарисовки с натуры, — всё это осно​вано на сказанном слове, с него начинается и к нему стремится. По этой причине все её пластин​ки, какими бы разными они не были — от технократических утопий Big Science до клаустрофобических видений Bright Red, слушаются одним крайне цельным звуковым пейзажем. Который рисует урбанистическую культуру в мо​менты её наивысшей усталости, всё же оставляя при этом в эпицентре нечто человечное, мудрое и эмоциональное. Без лишнего пафоса, зато с потусторонним холодком между строк.

---- “PLAY”

	Laurie  ANDERSON
	Life On A String
	2001
	44:24
	label: Nonesuch (New York)  www.nonesuch.com 

Laurie Anderson [v, vln, k]; Bill Frisell (см.) [g]; Lou Reed (см.) [g]; Chris Speed [s]; Cuong Vu [tp]; Liheng [baritone banhu]; Eyvind Kang (см.) [vln]; Eric Friedlander [cello]; Mitchell Froom (см.) [k, claviola, mellotron]; Peter Sherer [k, perc]; Skuli Sverisson [b, little organ]; David Torn (см.) [open loop]; Greg Cohen (см. с Zorn) [ac b]; Joey Baron [perc]; Mino Cinelu [perc]; Hal Willner [tt, samples]; Danny Frankel [box-o-toys]; Vinicius Cantuaria (см.) [perc].

Produced by Hal Willner and Laurie Anderson.

Сайт zvuki.ru сообщил, что Лори Андерсон выпусти​ла новый альбом. Нет, ко​нечно, всё было не так. Я лежал на тёплой гальке, слушал плеск волн, и вдруг где-то в основании позвоночного столба появился звук. Посте​пенно звук оформился в нахаль​ное соло саксофона, с которого начинается «From the Air» - первая вещь с раннего и едва ли не лучшего альбома Лори Андерсон «Big Science». Саксо​фонное соло поселилось в голо​ве на ближайшую неделю, по​степенно к нему добавились по​тусторонние гармошечки, ритмические матрицы, цитаты из Берроуза – всё, чем так богаты другие альбомы чудесной Лори. Внезапная одержимость давно не слышанной музыкой – штука пугающая, хоть к психиатру иди. Нестерпимо хочется уз​нать: то ли в голове что-то сло​малось, то ли в судьбе объекта одержимости что-то стряслось. По счастью, я вернулся в Моск​ву, зашёл на сайт zvuki.ru, а там - «Лори Андерсон выпус​тила новый альбом». Спасибо, мне уже сообщили. Мысль о существовании нема​териального списка рассылки, посредством которого певица Лори общается с интересую​щимися людьми, почему-то не представляется мне бредом. Музыка Лори – при всей своей деликатности – действует на людей вполне иррациональ​ным образом: на манер Чужих из одноименной киноэпопеи. То есть впивается в уши, про​никает в мозг и начинает жить там своею жизнью. При том, что собственно музыка да и са​ма Лори далеки от всяческой мистики, как никто. При том, что собственно музыка – если верить американским колле​гам – в деятельности Лори Ан​дерсон играет служебную роль: она стала известна более всего благодаря своим перформансам, и альбомы её зачастую являют собой саундтреки к раз​ного рода артпроектам. Пер​вым проектом, кстати, было 12-часовое аудиовизуальное представление «Жизнь и вре​мя Иосифа Сталина» (1973). Как это было в 70-х, ещё можно представить благодаря сцене из фильма Славы Цукермана «Жидкое небо». Затянутая в ко​жу девица с чёрным ящиком на шее, гундосящая под нос един​ственную фразу: «Я и мой ритм-бокс» (девица с ритм-бок​сом на шее явно списана с Ло​ри и ей подобных). Как это происходит сейчас – можно только догадываться, домысли​вать, глядя на фотографии и псевдонаскальные рисунки в буклете нового диска: неза​долго до его выхода Лори про​ехалась по миру с мультимедийным шоу по мотивам «Моби Дика». Одна из песен диска яв​но «Моби Диком» инспириро​вана - «Pieces and Parts»: «Мы видим его только частями – фонтан, плавник, пятнышко на горизонте». Думается, что в этой фразе – ключ ко всему, что Лори Андерсон делала и сделает ещё.

Музыка Лори сильна именно деталями. Короткими акусти​ческими фрагментами, кото​рые врезаются в мозг. Точными интонациями. Афористичны​ми фразами. Её музыка всегда двигалась в русле нью-йоркско​го андеграунда – ныне солидно​го и остепенённого – где-то между Давидом Бирном и Лу Ридом. Но никто так не умел работать с деталями, за кото​рыми скрывается какая-то не​высказанная и страшно интри​гующая тайна. 

Внуши​тельный список музыкантов: от Лу Рида, бойфренда пятидесятичетырёхлетней Лори, до гитариста Билла Фризелла, незаметно и очень уместно озвучившего дождливую песню «Washington Street». Потрясаю​щие стихи. Стоит пробежать глазами хотя бы текст «Slip Away», несколько строк о том, каково это – смотреть, как тихо и спокойно умирает человек. Странные задумчивые песни, и скрипка самой Лори, и струнные почти что сонаты, сконструированные знатным аранжировщиком Ван Дайком Парксом, и бездна интеллигентности – всё, за что Лори Андерсон любима и почитаема. 

--- Афиша

	ANIMALS
	The Animals
	1964
	38:45
	label: EMI, remaster 1997

	ANIMALS
	Animal Tracks
	1965
	32:39
	label: EMI, remaster 1999

Animals and Talent have become one word, the magic these boys create is something only listening to their records can explain. From the sincerity of House Of The Rising Sun to the send-up way they do Let The Good Times Roll which is a track on this album.

I am responsible for recording the Animals and I get knocked out from the beginning to the end of a recording session, numbers like Worried Life Blues and Bright Lights Big City have become firm favourites of mine. Their interpretation of Hallelujah I Love Her So is another example of the jazz they have in them.

This was an exciting session with the boys going from one number to the next, hardly giving me time to get it on tape.

Eric Burdon, who sings with a blues feel equalled by nobody else in England-Alan Price’s tremendous organ phrases and Chas, Hilton and John’s solid rhythm section makes this an exciting album, all you have to do is play it. 

	ANNABOUBOULA
	In The Baths Of Constantinople
	1990
	40:54
	Greek folk / funk

label: Shanachie Records (USA)

   One of the most exciting blends of music is being created by Annabouboula (their music initially confused people in Greece, which befits their name — ‘Annabouboula’ is a Geek word for ‘all mixed up’), a group of three Greek-Americans — Anna Paidoussi, George Sempepos and Chris Lawrence — currently dividing their time between Athens and New York. “It started out as some sort of experiment in applied cultural anthropology... and it just got out of hand,” says Lawrence. “Everything we did wet our appetite to do more, and the project just took on a life of its own.”  What they did was take traditional belly dance and rembetiko music (smokey Greek blues) and electrify them, adding a funky rhythm and a wild psychedelic undertow to these dark and moody songs of passion and heartbreak. The band has both tapped into the power and the beauty of these old songs as well as the power of their own curiosity, and there is a constant sense of surprise in the music, the feeling of someone going through an old cupboard or closet and coming upon strange forgotten treasures.

   Popular music has always thrived on contradictions, on odd intersections of energy. Hillbilly music interesting with rhythm n’blues helped create rock n’roll. Jamaicans trying to play American soul music and mis-hearing the beat created reggae. There’s a classic field recording from the 1950’s in which a Zulu tribe, performing a number of tribal chants, poignantly and inexplicably begin to sing ‘Red River Valley’. While momets like this make ethnomusicologists tremble and shake, they make many others excited to see what’s around the next corner; for as the world grows smaller, the radio grows larger, creating new ways for us all to listen to each other.

	Dick ANNEGARN
	Adieu Verdure
	1999
	36:08
	label: Tot Ou Tard / Warner Music France

Dick Annegarn [paroles&musique, traditionnel-adaptation francaise, ac g, v]; Marc RIBOT (см.) [el g, solo g, slide g]; Olu DARA [cornet]; Jacques Peillon [cor]; Francois Thuillier [tuba]; Pascal Pallisco [accordion]; Christophe Cravero [p, fender rhodes]; Vincent Segal [cello]; Alonzo Gardner [b]; Larry Johnson [d];  Dominique Mahut and Coster Massamba [perc]. (#9 by Huddie Ledbetter).

1. Que Toi

2. Rosy

3. Katinga Tango

4. La Limonade

5. Boileau

6. Javer

7. Rhapsode

8. Gisele

9. Keep Your Hands of Her

10. Lille

->Khvost&A

	ANNEXUS  QUAM
	Beziehungen
	1972
	40:11
	psychedelic/jazz – импровизационный джазово-психоделический инструментальный проект.

label: Spalax Music (Paris), 1976, 1993

engineering by Dieter Dierks (Koln) – см. тж. с: The COSMIC JOKERS.

Uwe Bick [schlagzeug, v, perc]; Jurgen Jonuschies [b, v, perc]; Peter Werner [el g, v, perc]; Hans Kamper [posaune, spanish g, v, perc]; Ove Volquartz [sax]; Harald Klemm [fl, v, perc, luftpumpe].

Эта группа психоделического art-rock/jazz-rock’а образовалась в 1967 году (первоначальное название «Ambition of Music»). Первый диск «Osmose» вышел в 1970.

	ANUBIAN  LIGHTS                 
	The Eternal Sky
	1995
	71:12
	psychedelic
label: Hypnotic (Cleopatra) (USA)

musicians from HAWKWIND (см.)

	ARABESQUE
	Arabesque Deluxe 

(2 CD)
	
	74:19 70:36
	label: Victor (Tokyo, Japan), remaster 1995

40 songs

	AREA – см. в 'Alternative'
	
	
	
	

	ARIZONA DREAM – см. Goran  BREGOVIĆ
	
	
	
	

	ARNO
	Le Best of Arno
	2000
	77:33
	label: Delabel (France)

from recordings: 1986 – 2000.

Французский певец исполняющий помимо своих (в основном) песен, тж. Бреля и Адамо.

Не нужно быть музыкальным обозревателем, чтобы заявить: этот Арно здорово похож на Тома Уэйтса; не нужно обладать чрезмерной прозорливостью, дабы догадаться, что сравнение это - вполне в пользу обоих участников; наконец, не нужно быть специально чувствительным к музыке, чтобы осознать: Арно - это страстно, умно и круто. В самом деле, понять Арно легко, принять - и того легче. Опять хриплые откровенности, в очередной раз «пьяненькая печаль», снова шаткие и валкие гармонии типа «когда грешники маршируют». И слово «водка», акцентированное на последнем слоге, звучит, напоминая Горана Бреговича и музыку к фильму С.А.Соловьева «Нежный возраст» одновременно.

Певец, сочинитель и киноактер Арно записывает сольные альбомы с середины восьмидесятых (до того играл в группах Tjens Couter и ТС Matic), и он - недостающее звено между американским блюзом и французским шансоном. Самая искренняя дикость, помноженная на самое непритворное изящество, дает произведение самого современного искусства. Арно - это, в первую очередь, протяжный рокочущий голос, которым он, в отличие от Уэйтса, особенно не упивается и не бравирует. К звуку, кажется, он тоже относится без интересной уэйтсовской скрупулезности - играет как бог на душу положит. Наряду со своими песнями Арно перепевает Сальваторе Адамо и Жака Бреля, а на новейшей его пластинке мы обнаружим лучшую в мире кавер-версию стоунзовской «Mother's Little Helper». Арно сделал из беспардонного джаггеровского боевика заколдованный погребальный гимн, уменьшив скорость этой песни чуть не втрое, вычистив привычные инструменты и перенеся весь вес своего голоса на слово «mother». Что до собственных сочинений Арно, то это отличные, сильные, запоминающиеся с первого прослушивания песни. Даже странно, что столь нехитрая штука, как франкоязычный хрип немолодого мужчины под хорошо наэлектризованную гитару, до сих пор обладает способностью бросать слушателя в столь почтительную дрожь.

	Chet  ATKINS    and  Marc KNOPFLER
	Neck And Neck
	1990
	38:28
	country-rock

	Natasha  ATLAS
	Halim
	1997
	70:55
	label: Beggars Banquet Records (England)

Natasha ATLAS – см. тж. TRANSGLOBAL UNDERGROUND

Instruments: Dharabuka, Riqq, Ney, Saz, Duf, Mizmar, Oud, Dulcima, Accordion, Jazzride, cl, t s, viola, violin, cello, k, b, d.

1. Marifnaaash

2. Moustahil

3. Amulet

4. Leyli

5. Kidda

6. Sweet Than Any Sweets

7. Ya Weledi

8. Enogoom Wil Amar

9. Andeel

10. Gafsa

11. Ya Albi Ehda

12. Agib

	Natasha  ATLAS
	Gedida
	1998
	60:51
	label: Mantra Recordings (London / New York) http://www.beggars.com 

1. Mon Amie La Rose

2. Aqaba

3. Mistaneek

4. Bahlam

5. Ezzay

6. Bastet

7. The Righteous Path

8. Mahlabeya

9. Bilaadi

10. Kifaya

11. One Brief Moment

На всех своих альбомах, мало чем отличающихся друг от друга, певица из Каира Наташа Атлас уверен​но смешивает арабские национальные мелодии с современной популярной музыкой. У неё это получается достаточно хорошо для того, чтобы обеспечить себе внимание интеллектуалов от музыки во всём мире. Объективно её альбомы довольно интересны и во всяком случае доставят слуху не​обычные ощущения. Особенно рекомендуется слушателям, уставшим от европейского звукоря​да и размера четыре четверти с подчёркнутой третьей долей.

--- Play

	(Natasha  ATLAS)
	GHOSTLAND
	2000
	46:15
	ambient/trance с умеренным количеством вокала

Natasha Atlas & Sinead O’Connor (см.)

(Sinead O’Connor & Natasha Atlas -  см. тж. с: Abdel  Ali  SLIMANI в 'Asia – 1')

	Natasha  ATLAS
	The Remix Collection
	2000
	58:02
	label: Mantra (New York) beggars@beggars.com 

remixes by Banco de Gaya, Youth, Transglobal Underground, Sppoky, a.o.

Наташа Атлас  по-настоящему пришла в Россию в середине 1990-х вместе с модой на этни​ческую музыку с Востока, вместе с Халедом, Нусратом Фатех Али Ханом, вместе с Тарканом, на​конец. К тому времени она уже успела прославиться в Британии как гастролиру​ющая этническая вокалистка, удостоив​шаяся покровительства Джа Уоббла и вос​торгов Питера Гэбриела, и как исполни​тельница первой песни на арабском язы​ке в шоу Top of the Pops. Голос Наташи зву​чал на треках формации Trans-Global Underground, а также на записях воинов этноджихада Fun' Da' Mental. В 1995 году появился её сольный альбом «Diaspora», сочетавший мировой бит Trans-Global Underground с традиционной арабской музыкой тунисца Валида Руасси и египет​ского мастера игры на инструменте «уд» Эссама Рашада. С тех пор следить за новы​ми релизами Наташи Атлас становится всё более и более увлекательно.
Наташа Атлас исправно выдаёт по аль​бому в два года и активно сотрудничает с самыми выдающимися артистами как Востока, так и Запада. Одной из интриг её пластинок стали обработки мировых хи​тов в её фирменном, этнически окрашен​ном звучании, так, на пластинке «Ayesht-eni» 2001 года появились «I Put a Spell On You» и «Ne Me Quitte Pas», а в прошлом году на диске «Something Dangerous» была опубликована песня Джеймса Брауна «Man's World» — о том, что весь мир при​надлежит мужчинам, пела девушка, назы​вающая свою жизнь «культурным дуализмом», любимая как в мусульманских стра​нах, так и на «просвещенном» Западе.
... Долго прожившая в Лондоне певица решила переехать в Испанию. Она вообще тяготеет к Средиземноморью, старается регулярно бывать у родных в Егип​те, к тому же там тоже выходят её пластин​ки, правда вот недавно сорвался выпуск новой — у Наташи нашли еврейские кор​ни. Поэтому даже в интервью русскому журналисту она просит не акцентировать внимание на происхождении её отца, женившегося некогда на англичанке.

-- Weekend

	Lydie AUVRAY
	Tango Terrible
	1994
	39:04
	L.A. [accordion, v]; + [p]; [g]; [b]; [d].      

инструментальные (в основном) композиции, близкие к фолклору.

	Lydie AUVRAY
	Octavons
	1995
	47:42
	

	Lydie AUVRAY
	Bonjour Soleil
	1997
	48:51
	

	AZIZA (Aziza MUSTAFA  ZADEH)
	Jazziza
	1997
	66:26
	folk-pop-jazz

Aziza Mustafa Zadeh [p, v]; Philip Catherine [g]; Toots Thielemans [harmonica]; Eduardo Contrera [perc].

	B – TRIBE
	Fiesta Fatal!
	1994
	50:13
	acid-latina 

см. тж. аналогичные проекты –  LOS AMIGOS INVISIBLES; DE – PHAZZ; SERGENT GARSIA;

	B – TRIBE
	Suave
	1995
	59:31
	

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

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

After all, each man is an island.

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

	Burt BACHARACH – см. в 'Alternative': GREAT JEWISH MUSIC: Burt BUCHARACH
	
	
	
	

	BAD  MANNERS
	“Greatest Hits Live”
	1991
	48:59
	label: Dojo Limited (Canterbury, Kent, England)

Настоящий ЖИВОЙ концерт, каким он и должен быть. При том, исполняются все действительно самые лучшие вещи с первых альбомов.

	BAD  MANNERS
	The Height
	1983
	
	LP   label: Telstar/Magnet Rec. (London)

	Joan  BAEZ
	The Best
	1977
	46:47
	

	Joan  BAEZ
	Play Me Backwards
	1992
	36:36
	

	Joan  BAEZ
	Ring Them Bells
	1995
	64:28
	

	BAKA  BEYOND
	The Meeting Pool
	1995
	51:14
	cross-folk project (типа Afro-Celt Sound System, Deep Forest etc. [см.])

Deep in the forests of Cameroon the Baka play music that is at the same time energetic and relaxing, simple parts creating a complex whole, music that brings together those that play it – in harmony with itself and the world around. Beyond the forest is a cacophony of different tribes, nations and cultures. Baka Beyond attempt to create a small moment of order out of this chaos. The Meeting Pool is where different musicians, ideas and styles of music come together. Celtic melodies meet African rhythms. Acoustic instruments meet electronic. Ancient meets modern. Just as the music has its inspiration from different places and countries, so too Baka Beyond brings musicians together from across the globe. On this album Martin Cradick is again joined by Paddy le Mercier from France. He brings his own style of fiddle playing, blending Celtic, Cajun and gypsy jazz styles with touches of Arabic music and hints of Jimi Hendrix, as he did on Spirit of the Forest (HNCD 1377) and Outback’s Dance The Devil Away (HNCD 1369). Also from Outback is Sagar N’Gom. Sagar is descended from the famous Griots (storytellers and musicians) from the Casamance region of southern Senegal, renowned for its rich music and arts. He has been playing with Martin since 1989 and introduces West African percussion to some of these songs. Tom Green played in a band with Martin in the early 1980s but then went his own way, working on a number of projects including ‘The Orb’ (he co-wrote Star 6 & 7, 8, 9 amongst others). Their mutual appreciation of the Baka’s music brought them back together and Tom’s very organic approach to electronic sounds aids the cross-over between acoustic and electronic instruments. Tom has taken time out from his solo project, “Another Fine Day,’ to remix ambient dance versions of some Baka Beyond tunes (e.g. track 8) and to play live with the band. In order to perform songs from Spirit of the Forest live, Su Hart needed a singing partner. This role was expertly filled by Kate Budd who sings in an a capella group with Su. She also brings gallic and swahili influences to the band, learned from her Scottish mother who lived in Tanzania. Baka Beyond ‘live’ is completed by Sam Pope on drums who here plays the bodhran on track 2, and Mark Pinto who brings a London/Caribbean roots, jazz influence on the bass. John Ssekitoleko Ssempeke from Uganda met Baka Beyond while touring the UK with his father playing traditional Ugandan xylophone music. He performed with the band at the 1994 WOMAD festival and was an instant hit with the crowd but unfortunately could only be present at one short recording session before returning home. Also touring the UK last summer was Mark Robson with his band, Kangaroo Moon. He guested on ‘Ohureo’ at the WOMAD festival and was able to fit in a recording session with Martin just before returning to Australia. Due to the large geographical distances between the musicians involved in Baka Beyond we have always had to rely on spontaneity and chance both in live work and recording. The songs on this album have grown out of a series of recording sessions towards the end of 1994, where each musician put their ideas into the musical pot and Martin organised it into this resulting stew. If you see Baka Beyond don’t expect it to be exactly like the album. Each concert and each audience is different and we aim to keep the music alive and evolving. On this album the music is frozen in time by the recording process like a snapshot of an ever changing scene. When live expect the unexpected.

1 Woosi
6.40

2 Ancestor’s Voice
5.50

3 Lupe
5.43

4 Ohureo
6.50

5 Meeting Of Tribes
5.56

6 Journey
6.05

7 Ndaweh’s Dream
5.06

8 Booma Lena
8.48

Martin Cradick – guitar (tracks 1-8), kora (2 & 3), mandolin (6), balafon (4 & 6), vocal (3), percussion (1, 2, 4, 5 & 6), ngombi (7)

Paddy Lc Mercier – violin (1, 2, 4, 5, 6 & 8), dzourna (5), flute (6)

Tom Green – keyboards and samples (1, 2, 3, 7 & 8), rhythm programming (8)

Su Hart – vocals (1, 2, 3, 4, 6 & 7) 

Kate Budd – vocals (1, 2, 3, 4, 6 & 7)

Sagar N’Gom – djembe (1 & 6), m’balax (2 & 3), n’doun n’doun (1), sabar (6)

Mark Pinto – electric bass (1, 3 & 4), double bass (2)

Sam Pope – bodhran (2)

John Ssekitoleko Ssempeke – skin drums (2), shaker (3 & 7)

Mark Robson – didgeridoo (4. 5 & 6) 

Ne-ne and Nahwia – waterdrums (2) 

Baka Forest People – bwambwa drums (5), vocals (8)

	Long John  BALDRY
	It Still Ain’t Easy
	1992
	54:38
	white blues / blues-rock

label: Stony Plain Records / Hypertension-Music

L.J.B. [v, g]; Lucky Peterson (см. ‘Blues’) [g]; Colin James [g]; Butch Coulter [harmonica]; Bill Runge [b, s]; Russell Jackson [b]; Tony Coleman [d]; a.o.

	Long John  BALDRY
	Welcome To Club Casablanca
	1976
	
	LP   label: Casablanca Rec. (USA)

	Long John  BALDRY
	On Stage Tonight – Baldry’s Out!
	1993
	69:40
	label: Stony Plain Records / Hypertension-Music

L. J. B. [v, 12str g]; Papa John King [g, v]; Butch Coulter [harmonica, ac g, v]; John Lee Sanders [sax, v, k]; Eric Webster [p, Hammond]; Tom Knowles [b]; Al Webster [d]; Kathi McDonald [v].

  Legendary British blues cornerstone Long John Baldry has a long history of leading amazing bands and putting on incredible ‘live’ shows.

	The BARELY WORKS
	The Big Beat
	1990
	47:10
	folk-rock - Весёлый шотландский фолк-рок
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)

	The BARRY SISTERS
	Yiddish Hits
	
	60:48 58:42
	Compilation 1997.

	The BARRY SISTERS
	"We Belong Together" + "Side by Side"
	
	75:21
	label: Marginal Records (Brussels), 1998

digitally remastered and cedarized original recordings

limited edition

1) AROUND THE WORLD  (Young)
2) CRY ME A RIVER  (Hamilton)
3) WHY DON'T YOU DO RIGHT?  (McCoy)
4) CIAO CIAO BAMBINO  (Parish-Madugno-Verdi)
5) WHO'S SORRY NOW  (Kalmar-Ruby-Snyder)
6) I'M A FOOL TO WANT YOU  (Wolf-Herron-Sinatra)
7) BILL BAILEY, WON'T YOU PLEASE COME HOME  (Smith)
8) AUTUMN LEAVES  (Mercer-Kosma)
9) FASCINATION  (Marchetti-Manning)
10) IT'S ALRIGHT WITH ME  (Porter)
11) WITHOUT A SONG  (Ruse-Eliscu)
12) YOU GOTTA SEE BABY TONIGHT  (Stock-James)
13) YOU'RE NOBODY 'TIL SOMEBODY LOVES YOU  (Morgan-Stock)
14) NEVER ON SUNDAY  (Towne)
15) CARINA  (Pratt-Poes)
16) WE BELONG TOGETHER  (Dennis-Lodice)
17) WHEN I FALL IN LOVE  (Young-Heyman)
18) NEVERTHELESS  (Kalmar-Ruby)
19) WAIT 'TILL YOU SEE HIM  (Rodgers-Hart)
20) SEMPRE TU (ALWAYS YOU)  (Toto-Mario-Gary)
21) IN OTHER WORDS (FLY ME TO THE MOON)  (Howard)
22) CCH-CHA JOE  (Deane)
23) BABY, COME A LITTLE CLOSER  (Rogers-Cussak)
24) I'LL WAIT  (Hoffman-Manning-Fields)
25) MATCHMAKER – MATCHMAKER  (Bock-Hannick)
26) OUR LOVE IS GROWING STRONGER  (Nader-Brown)
27) WHO DO YOU BELONG TO  (Crewe-Brown)

	BASKQUE REVOLUTION MUSIC – см.: Fermin MUGURUZA
	
	
	
	

	The BEAT & The SELECTER
	Ska!
	1999
	73:10
	label: Proper Records

The Ultimate Two-Tone Ska Album:

#1-10: The International Beat

#11-20: Selecter

The story of ska is a tale of two countries. The one - Jamaica - gave rise to ska in the 1950s, while the other - Great Britain - welcomed ska in the 1960s and subsequently generated a variety of musical styles based on the Jamaican original. In a way, ska allowed Jamaicans to enjoy the sweet revenge of reverse-colonization, as Jamaican music came to dominate the English popular music scene.

Ska grew out of a Jamaican song form called mento, which is still performed on the island today. Mento was essentially a kind of light topical song, something like Trinidadian calypso, and it was the popular music of choice in Jamaica until American rhythm-and-blues (R&B) hit the island in the 1950s. At that point, mobile sound systems grew to dominate the musical market, as more and more people sought the imported sounds of their favorite American bands.

The first ska recordings were essentially made in response to the immense popularity of R&B and the growing need among sound system operators for fresh material. From the very outset, then, ska was a form of music that was produced in studios for distribution on record, rather than one that was meant to be played in public by flesh-and-blood musicians. Its insistent shuffle beat (reminiscent of American boogie woogie) was ideally suited to dancing, and it was most often played by a standard R&B line-up that included piano, guitar, bass and horns. Some of the early sound system operators, like the colorfully titled Prince Buster, Sir Coxsone and Duke Reid, eventually founded their own studios and went on to exert a powerful influence on both Jamaican and British popular music.

When the political and economic climate in Jamaica took a turn for the worse in the late 1960s, the complexion of ska changed as well. Shorn of some of its rhythmic density, its punchy horns and its frenetic energy, ska evolved into rock steady, the music favored by that class of disaffected urban youths known as "rudeboys". And rock steady, in turn, helped pave the way for the development of reggae.

Ska was hardly down for the count, however. From the start, it had been enthusiastically received by the large Jamaican community in Great Britain, where imported records were played on local sound systems just as they were back home. In addition, ska was taken up in the 60s by those young Britons known as "Mods", who called it bluebeat (after the Bluebeat record label). Eventually, as occurred in Jamaica, ska came to be replaced by rocksteady and reggae. In the late 1970s, however, a ska revival of sorts occurred. Multiracial bands began combining reggae and punk with elements of both ska and rocksteady, resulting in an appealing combination of both old and new sounds called two-tone. Two-tone was both the name of the first label devoted to such music, and an apt description of a musical movement that drew together black and white performers at a time of substantial racial tension in the U.K. Groups like The Beat and The Selecter featured both British and Jamaican-born musicians, some of whom had rather aristocratic ska pedigrees - like The Selecter's redoubtable trombonist, Rico Rodriguez, who had been a founding member of the seminal ska group, The Skatalites.

Two-tone itself went on to inspire a bewildering array of musical styles. As a result, the characteristic syncopations of ska - a music born in Jamaica during the 50s - have been wedded to everything from Celtic music to contemporary jazz.

---- Alexander Gelfand

	The  BEATLES 
	Please Please Me
	1963
	32:46
	The  BEATLES – см.тж.: Lennon; McCartney; 

label: EMI / Odeon (Japan) 

тж. Beatles в исполнении: Sarah Vaughan (‘Jazz’); Downtown Does The Beatles (‘Alternative’); FSK; Mike WESTBROOK Band ('Jazz') "Off Abbey Road";

	The  BEATLES
	With The Beatles
	1963
	33:24
	label: Parlophone / Toshiba-EMI (Japan)

	The  BEATLES
	A Hard Day’s Night
	1964
	30:32
	

	The  BEATLES
	Rubber Soul
	1965
	35:50
	

	The  BEATLES
	Revolver
	1966
	34:59
	label: Parlophone / Toshiba-EMI (Japan)

	The  BEATLES
	Sgt. Pepper’s Lonely Hearts Club Band
	1967
	39:52
	

	The  BEATLES
	Magical Mystery Tour
	1967
	36:52
	

	The  BEATLES
	White Album
	1968
	46:24 47:16
	

	The  BEATLES
	Yellow Submarine
	1969
	40:15
	

	The  BEATLES
	Abbey Road
	1969
	47:26
	

	The  BEATLES
	Let It Be
	1970
	35:13
	

	Jeff  BECK
	Wired
	1976
	37:23
	with: Jan Hammer [k]; Max Middleton [clavinette, rhodes, d]; Narada Michael Walden [d, p]; Wilbur Wascomb [d]; Richard Bailey [d]; Ed Green [d].

Jeff Beck прославился как блюзовый  гитарист с Yardbirds и со своей Jeff Beck Group. С середины 70-х он записывает инструментальные роковые альбомы, сотрудничает с Jan Hammer [ex-Mahavishnu].

	Jeff  BECK
	Flash
	1985
	41:16
	

	Jeff  BECK
	Jeff Beck’s Guitar Shop With Terry Bozzio And Tony Hymas
	1989
	39:58
	Барабанщик Terry Bozzio работал с Frank Zappa, UK, с собственной группой Missing Persons, записался с David Torn [см.]. Tony Hymas и Terry  Bozzio – участники группы The Lonely Bears [см.].

	Lou  BEGA
	A Little Bit Of Mambo
	1999
	43:36
	http://www.loubega.de 

funky dance

	Adrian  BELEW
	Desire Caught By The All
	1986
	33:15
	Adrian BELEW – см. тж. с: KING CRIMSON; JAPAN 

instrumental music for guitar and percussion composed and performed by Adrian Belew

	Adrian  BELEW
	The Acoustic Adrian Belew
	
	35:37
	Performed and Produced by Adrian Belew

the naked song. late nights in beds I have twisted and turned it over in my head. and now adorn it in only an occasional harmony for your earsake. it is part old hat, part new invention, a bear and a king. and to this simple outline I’ve added shadows from the masters; the sad Roy voice; the ironic Lennon. and hope you will not be unkind to this vulnerable thing...the naked song.

adrian belew
Один из самых интересных проектов в акустическом роке.

	Adrian  BELEW
	Belewprints

(The Acoustic Adrian Belew, Vol. II)
	
	48:14
	label: Discipline (UK), www.discipline.co.uk 

instruments and vocals by Adrian Belew


	Adrian  BELEW
	Mr. Music Head
	1989
	45:44
	Adrian Belew – all instruments and vocals, with Audie Belew and Mike Barnett.

all songs written by Adrian Belew

	Adrian  BELEW
	Young Lions
	1990
	38:21
	A.B. – all instruments and vocals

with: David Bowie (#10, 2, 5); Van Kampen [perc. (#1)]; Mike Barnett [b (#9)].

	Adrian  BELEW
	Inner Revolution
	1992
	39:59
	Adrian Belew [all instruments and vocals] with: String quartet (#4); Mike Barnett [string bass (#2)]; Chris Arduser [d (#2,3,11,12)].

All songs by Adrian Belew. Тем не менее – экскурсы в старый арт-рок.

	Adrian  BELEW
	The Experimental Guitar Series: “The Guitar As Orchestra”
	1995
	57:05
	Modern Classical pieces presented as an orchestra in concert composed and performed entirely on electric guitar by Adrian Belew.

	Adrian  BELEW
	Op Zop Too Wah
	1996
	56:02
	Adrian Belew – all instruments and vocals

	BELLA CIAO (Il nuovo canzoniere italiano – Chansons du peuple en Italie) - см. в 'Eurofolk': Italia
	
	
	
	

	БЕЛЫЙ ОСТРОГ
	Two Siberians
	2004
	55:38
	Артём Якушенко – скрипка

Юра Матвеев – гитара

Дуэт мпровизационной инструментальной музыки.

	Oscar  BENTON
	Best Part Of My Life
	1994
	44:48
	label: MMS / SilenZ

recorded 1993

	Oscar  BENTON
	Greatest Hits
	1997
	61:04
	с ‘Best Part...’ не пересекается

	Loredana  BERTE
	Compilation
	1974-82
	63:00
	Итальянская New Wave – певица

edition 1993

	Loredana  BERTE
	Ingresso Libero
	1994
	68:15
	

	BIRDSONGS  OF THE  MESOZOIC
	Faultline
	1989
	57:31
	progrock
label: Cuneiform Records (USA)

Steve Adams [t&a s, synth, bass cl, perc]; Martin Swope [g, samples]; Ken Field [a&s saxes, perc]; Michael Bierylo [g, perc]; Erik Lindgren [tp, samples, p]; Rick Scott [p, synth, perc]; Willie Loco Alexander [perc (#9,10)].

4. I Don't Need No Crystal Ball 3:20
5. Chariots Of Fire 2:46
6. Magic Fingers (25¢) 6:08
7. Faultline 4:41
8. On The Street Where You Live 4:05
9. Maybe I Will 6:08
10. There Is No One 3:44
11. Slo-Boy 4:26
12. Pteropold 4:30
13. Just Say Yes 5:13

	BIRDSONGS  OF THE  MESOZOIC
	Dancing On A’A
	1995
	52:31
	label: Cuneiform Records (USA)

Ken Field [a&s saxes, fl, perc, synth, King Cleveland Slide Saxoprano]; Michael Bierylo [g, perc]; Erik Lindgren [p, synth, samples, perc]; Rick Scott [abbreviated clarinet, synth, perc]; + Jim Hagerty [b]; Jim Doherty [d, perc].

“[Birdsongs] ...sounds like a party in a Cubist Roadhouse” –N.Y.Times

“Birdsongs Of The Mesozoic has found a common ground amoung garage band rock, classical, minimalism, British progressive rock, and it’s own favorite noises.” – The New York Times. 

“...fantastically innovative music.” – Exposure. 

“This group knows the value of light and shade, agression and calm.” – Facelift.

Birdsongs Of The Mesozoic are a superb instrumental four piece (multi-keyboards, guitar, electronic percussion, and sax) who combine equal parts progressive rock, pulse, classical, and more into an instantly recognizable whole; no rock band uses interlocking parts as brilliantly as these guys. 

Visit the Birdsongs Of The Mesozoic’s own homepage: http://cuneiformrecords.com/bandshtml/birdsongs.html  

По энергетике можно сравнить с самыми мощными композициями King Crimson.

	Jane BIRKIN
	Arabesque
	2002
	73:57
	chanson

label: Kachalou, lic.: EMI Music France

	BIRTH  CONTROL
	Operation
	1970
	61:56
	label: Repertoire Records 1997

Bonus Tracks #7 – 11: Single Versions from 1971-72

hard rock типа  Deep Purple и ранних ELP.  Очень крутой! — рекомендуем познакомиться.

	BIRTH  CONTROL
	Hoodoo Man
	1972
	
	LP ~ 42min.   label: CBS



	(BJÖRK)

(Björk GUDMUNDSDOTTIR)
	The  SUGARCUBES:

“Lifes Too Good”
	1988
	33:20
	punk-rock

The  SUGARCUBES – группа Bjork

Подобные пост-панк проекты см.: FREE KITTEN (в секции ‘Alternative’)

Бьорк – одна из самых интересных, оригинальных и экс​травагантных певиц рубежа веков. «Бьорк — очень чувствительное сущест​во. Она уникальна во всех проявлениях. Её родители были хиппи, дочку об​разованием не утруждали, не навязывали ей никаких взглядов. Ко всему, что она знает, переживает, Бьорк пришла сама. Поэтому наблюдать за ней, узнавать её очень интересно». Эти слова принадлежат Катрин Денёв.


	(BJÖRK)
	The  SUGARCUBES:

“Here Today, Tomorrow Next Week”
	1989
	51:48
	

	(BJÖRK)
	The  SUGARCUBES:

“Stick Around For Joy”
	1992
	37:45
	

	BJÖRK
	Gling-Glo
	1990
	51:10
	джазовый диск этой певицы

label: Smekkleysa (Iceland)

rec.: Sept. 1990

Bjork with trio Gudmundar Ingolffsonar:

Gudmundur Ingolfsson • Piano og tamborina 

Gudmundur Steingrimsson • Trommur, marakas, hreindyrabjöllur

Pordur Högnason • Bassi 

Björk Gudmundsdottir • Söngur og munnharpa

1. GLING GLO

Lag: Alfred Clausen – Texti: Kristin Engilbertsdottir
2. LUKTAR-GVENDUR 

Lag: Nät Simon – Texti: Eirikur K. Eiriksson
3. KATA ROKKAR 

Lag og texti: Theodor Einarsson
4. PABBI MINN 

Lag: P. Burkhard – Texti: Porsteinn Sveinsson
5. BRESTIR OG BRAK 

Lag: Jon Muli Arnason – Texti: Jonas Arnason
6. ASTARTÖFRAR 

Lag og texti: Valdimar Audunsson
7. BELLA SIMAMAER

Lag: Mark Fontenoy – Texti: Loftur Gudmundsson
8. LITLI TONLISTARMADURINN 

Lag og texti: 12. September
9. PAD SEST EKKI SAETARI MEY 

Lag: Rogers and Hammerstein – Texti: Loftur Gudmundsson
10. BILAVISUR

Lag: Holmes – Texti: Jon Sigurdsson
11. TONDELEYO

Lag: Sigfus Halldorsson – Texti: Tomas Gudmundsson
12. EG VEIT EI HVAD SKAL SEGJA

Lag: Coleman, Darion og Gimbel – Texti: Loftur Gudmundsson
13. I DANSI MED PER 

Lag: Pablo Beltrani Ruiz – Texti: Porsteinn Sveinsson
14. BÖRNIN VID TJÖRNINA 

Lag og texti: Jenni Jonsson
15. RUBY BABY 

(J. Leiber / M. Stolter)
16. I CAN’T HELP LOVING THAT MAN

(Oscar Hammerstein II / Jerome Kern)

	BJÖRK
	Debut
	1993
	48:26
	

	BJÖRK
	Unplugged
	1994
	41:41
	label: Venus Music, Limited Edition

Rec. live on tour USA Nov. '94.

1) Human Behaviour 4:09

2) One Day 6:16

3) Come To Me 3:43

4) Big Time Sensuality 5:09

5) Aeroplane 4:11

6) Like Someone In Love 4:03

7) Crying  4:13

8) The Anchor Song 3:24

9) Violently Happy 6:19

	BJÖRK
	Post
	1995
	46:17
	

	BJÖRK
	Telegram
	1996
	47:23
	

	BJÖRK
	Homogenic
	1997
	43:35
	Бьорк Гудмундсдоттир живёт в основном в Англии. Но она обратилась к правительтву Исландии с просьбой продать или сдать в аренду остров Эллидей, расположенный в живописном фьорде Брейда в четырёх миля от материка. Этот необитаемый островок по форме напоминает подкову и протянулся в длину примерно на милю. Правительство Исландии решило не продавать и не сдавать Эллидей Бьорк в аренду, а... подарить. Выступая на заседании исландского парламента, премьер-министр Дэвид Оддсон сказал: «Мы должны сделать для Бьорк всё возможное. Она прославила нашу страну. Я не знаю другого исландца, который сделал бы для своей родины больше, чем она.»

	BJÖRK
	Vespertine
	2001
	55:43
	label: One Little Indian

Тихий парад девушки Гудмунсдоттир: двенадцать деликатнейшим образом записанных композиций, каждая из которых - на грани между сном и явью. Эльфийская натура Бьорк проявлена здесь в наивысшей степени: из писка электронных устройств и седой пелены исландских туманов она конструирует мир, пахнущий вечностью.

--- Афиша
Материал для этого альбома создавался достаточ​но долго: частично он возник ещё во время съёмок фильма "Танцующая в темноте", частично — сразу после, в Исландии, в полном уединении. Записы​вать же альбом певица отправилась в Нью-Йорк. И здесь впервые Бьорк сделала спокойную пластинку лишённую агрес​сивных шумов и скре​жета, но тем не менее в целом альбом звучит весьма привычно и не выходит за рамки од​нажды выбранного пе​вицей электронного стиля. Как отмечают многие критики, "Vespertine"— очень личная, даже интимная запись взрослой, умудрённой жизненным опытом женщины. Мы со​гласны с ними, но от себя добавим, что сама Бьорк относится к такой перемене в себе скорее как к периоду, нежели как к окончательному становле​нию. Просто в то время, находясь в сильнейшем шоке после работы с Ларсом фон Триером, певи​ца искала определённого состояния и нашла его в созерцании природы, чтении умных, спокойных книг, минимальном общении с людьми... Её зада​чей было написать именно свой альбом и снова стать Бьорк после Сельмы с её "Selma Songs".

--- АудиоМагазин
Исландия — страна маленькая. Но будоражащая воображе​ние. Расположенная рядом с Полярным кругом, покрытая сне​гом и ледниками, населённая потомками викингов — выход​цев с территории современной Норвегии, она замечательна своим совершенно непригодным для жизни климатом.

Русскому человеку должно быть особен​но приятно сознавать, что где-то есть стра​на, в самом тёплом углу которой среднесу​точная летняя температура — 11 градусов. Соответственно, население острова не дотя​гивает до 300 тысяч человек — числа жите​лей какого-нибудь не самого большого мос​ковского района. Фактически — захолустье.

Характерно, что ныне об этом захолустье знают все. Хотя еще 10 лет назад ничего, кро​ме исландской селёдки в винном соусе, при упоминании этой страны никому на ум не приходило. Один из исландских кинорежис​сёров того времени говорил: «У нас нет ни толковой истории, ни толковой культуры. У нас — одна природа». Теперь все в Ислан​дии есть — благодаря маленькой раскосой женщине по имени Бьорк, экзотическая внешность которой, кстати, вопреки расхо​жему мнению, не имеет ничего общего с на​циональными исландскими чертами. Девоч​ку за её глаза ещё в школе дразнили «кита​янкой». Так что если благодарные исландцы когда-нибудь соберутся поставить памятник той, из-за которой ими заинтересовался мир, с национальной идентификацией могут воз​никнуть серьёзные проблемы.

КОММУНАЛЬНОЕ ДЕТСТВО
Непроизносимую фамилию Бьорк — Гудмундсдоттир — легко осилить, если понять, что состоит она из двух слов: имени отца «Гудмунд» (или Гудмундур) и приставленно​го к нему слова «доттир» — «дочь». Гудмундсдоттир — «дочь Гудмунда», Гудмундовна по-нашему. Нормальная исландская практика образования фамилий. Народ ма​ленький, всякий исландец знает любого сво​его соотечественника в лицо. О ребёнке достаточно иметь представление, чей он. Как в деревне.

Гудмунд и Хилдур познакомились, когда им обоим было по 14 лет. Однако после ро​ждения первого же ребенка — а им и была Бьорк, появившаяся на свет 21 ноября 1965 года в Рейкьявике, — не прожили вместе и года. Мать девочки не могла перенести су​рового характера мужа, который часто её бил, а главное — требовал, чтобы она сде​лалась домохозяйкой. Хилдур была стран​ной женщиной: чуть ли не единственным врачом-гомеопатом во всей Исландии, при​чём врачом-любителем. К тому же она изу​чала боевые искусства и имела весьма смут​ное представление о частной собственно​сти. Разведясь с первым мужем и тотчас выйдя замуж за второго, Саевара Анрасона, гитариста знаменитой в Исландии груп​пы Pops, которого называли «исландским Джими Хендриксом», она открыла двери своего дома для всех друзей мужа, так что вместе с Бьорк в нём жило до 14 человек одновременно.

Не то, чтобы это была чисто хипстерская коммуна — все эти люди ходили на регулярную работу и были вполне добропорядоч​ными гражданами. Вставали каждый день за​темно, отправлялись на службу, вечером встречались в пабах, выпивали и рано ло​жились спать: говорят, что все исландцы — трудоголики. Среди них были самые зауряд​ные по профессии люди: водопроводчики, каменщики, швеи. Девочку баловали: мать — в первую очередь. Не запрещая ей видеться с отцом, она, однако, словно назло его дес​потической натуре, позволяла ребёнку аб​солютно всё. Может быть, впрочем, и без умысла, просто по чудаковатости характера. Бьорк вспоминает, что в возрасте 3 лет она переводила маму через дорогу, поскольку та была крайне рассеянна. Она не готовила де​тям еду, не гладила им одежду, не меняла им обувь; спустя много-много лет она влю​билась в настоящего американского индей​ца и отправилась жить в типи в горах Кали​форнии. Это кажется очень логичным для неё.

Кое-что Бьорк от матери унаследовала. Так, она могла идти по улицам и петь с за​крытыми глазами; иногда она даже бегала таким образом. Однажды со всего размаху она налетела на фонарный столб и разбила руку — на правой ладони у неё до сих пор шрам. Другой раз она вышвырнула в окно многоэтажного дома кошку — просто чтобы посмотреть, сможет та догнать птичек по воздуху или нет. О судьбе кошки история умалчивает.

Подобно всем такого рода особам, Бьорк считается классическим вундеркиндом: её мать вспоминает, что она начала петь рань​ше, чем говорить. Трудно, впрочем, предста​вить мать, которая не вспоминала бы чего-то аналогичного о своем ребёнке. Как бы то ни было, в возрасте 5 лет девочку отдали в музыкальную школу изучать игру на флейте (хотели учить гобою, но на гобой не хватило денег). Говорят, Бьорк оказалась первым человеком во всей исландской системе обуче​ния классической музыке, который отходил в школу все положенные 10 лет. Дело это, од​нако, ей не очень нравилось: „Я не желала играть ностальгическую музыку, сочинённую мёртвыми немецкими композиторами", — впоследствии вспоминала она. Поп-музыка Бьорк, как и всякому подростку, была куда ближе.

В возрасте 11 лет она записала свой пер​вый диск, названный, как водится, «Bjork». Ей сильно помогло то, что она была приём​ной дочерью «исландского Джими Хендрикса»: он составил репертуар и сделал обра​ботки на исландском языке песен The Beatles и Стиви Уандера. На пластинке была и одна вещь, сочинённая самой Бьорк — песня, по​свящённая знаменитому исландскому живо​писцу Иоханнесу Кьярвалу. Диск разошёлся тиражом в 7000 экземпляров, что для Ислан​дии достаточно, чтобы быть объявленным «золотым». Началась слава.

ПАНК-РОК ПО-ИСЛАНДСКИ
Слава выглядела так: если Бьорк садилась в школьном автобусе на переднее место, на неё показывали пальцами и говорили: «Ага, она воображает, что лучше нас, раз сидит на переднем сиденье». Если она садилась на заднее, история повторялась, но уже с упо​минанием заднего сиденья. Такая слава Бьорк не понравилась. Заодно ей не понра​вилась и музыка, которую её заставляли де​лать: она с детства терпеть не могла Джими Хендрикса (спасибо отчиму) и Дженис Джоплин, гитарный рок и эстетику «детей цветов». Её все это настолько раздражало, что услы​шав ехидную поп-музыку в исполнении груп​пы Sparks, она пошла и купила свой первый диск—Sparks, разумеется. Она была поклон​ницей Рассела Маэля довольно долго, пока тот в одном из интервью не сказал, что боль​ше всего в жизни он ненавидит детей и жи​вотных. «Это разбило мне сердце», — жалу​ется Бьорк.

А потом наступила эра панк-рока. К 1978 году Бьорк было 13, и она сразу стала пан​ком. С подругой они организовали радикаль​ную феминистскую группу: подруга играла на машине для изготовления поп-корна, Бьорк — на барабанах. Группа называлась Spit And Snot и исполняла песни о ненавис​ти к мужчинам. Скоро, однако, тема стала неактуальной: с мальчиками оказалось при​ятнее заниматься сексом, чем ненавидеть их. О своём первом сексуальном опыте Бьорк вспоминает с умилением. «В Исландии, — объясняет она, — подросткам ходить особо некуда. Так что вы напяливаете лыжные кос​тюмы, смотрите на улицу — нет ли снежной бури, если есть — каждый выпивает по бу​тылке водки, вы встречаетесь на полпути ме​жду домами и трахаетесь».

Разговор о сексе по-исландски неразделим с разговором о выпивке: у Бьорк довольно прямое отношение к этому вопросу. «Я ро​дом из страны, где с 15 лет ты выпиваешь каждую пятницу по литру водки прямо из горла. Это нечто вроде культуры. Мы не це​дим выпивку, мы пьём её. Ты либо пьёшь, либо ты ханжа. В первую очередь это связа​но с погодой. Нет места промежуточным ва​риантам». Словом, в стране с таким отно​шением к жизни панк не мог не прижиться. Он и прижился, и даже вылился в целое дви​жение с лёгким леворадикальным уклоном. После Spit And Snot Бьорк стала петь в груп​пах Exodus и Tappi Tikaaras (перевод абсо​лютно нецензурный). Последняя группа ис​полняла мелодичный пост-панк и рассмат​ривалась как исландский вариант The Cure. Группы выпускали по синглу и растворялись в небытии.

В 1983 году Бьорк познакомилась с кол​лективом поэтов и артистов под названием «Medusa»; впоследствии из него вышла од​на из самых знаменитых в Исландии панк-групп KUKL, а Бьорк встретилась там с То​ром Элдоном, от которого вскоре забереме​нела. Беременность не прервала ее актив​ности. С KUKL она записывала песни на лейбле левацкой группы Crass — «Crass Records»: смесь готики, панка и джазовых гармоний. KUKL были уже довольно профессиональ​ным продуктом и гастролировали по Евро​пе: их известность была столь велика, что ис​ландское телевидение сделало посвящённое им телешоу; на него Бьорк явилась, будучи на седьмом месяце беременности, в юбке и бюстгальтере, с торчащим животом и выбри​тыми бровями. Это был шок на всю страну: говорят, у одной из телезрительниц даже слу​чился сердечный приступ. Так что Бьорк впо​следствии для успокоения души выясняла её судьбу. К счастью, оказалось, что женщина выжила.

KUKL были единственной группой на всём «Crass Records», которая записала более чем одну пластинку: точнее говоря, она записа​ла их две. После чего распалась. Перезнакомившиеся в процессе её жизнедеятельности люди организовали компанию под названи​ем «Smekkleysa» («Дурной вкус»). Компания ставила своей целью повсеместное распро​странение дурного вкуса и оппонирование вкусу хорошему: всяким пижонам, жлобам и массовой культуре. Члены её были настоль​ко социально озабоченными и одержимы​ми идеями политкорректности, что на не​винную просьбу какого-нибудь поклонника об автографе могли, по воспоминаниям Бьорк, устроить настоящее представление: окружить несчастного и требовать, чтобы тот объяснил, как же это он настолько себя не уважает, что так унижается прямо на глазах у другого человека. Ибо все люди равны, и нет ни знаменитостей, ни толпы. Все уни​кальны, все неповторимы.

Бьорк к тому времени уже была гордой матерью сына по имени Синдри Элдон Торссон. Как нетрудно заметить, фамилия маль​чика взялась из имени отца и прибавленно​го к нему слова «сын».

THE SUGARCUBES 
В ноябре 1986 года свет увидел первый сингл побочного продукта деятельности компании «Дурной вкус» — Sykurmolarnir; некоторое время спустя группа, созданная для смеха, получила признание у публики за пределами Исландии, и её название почли за благо перевести на английский. Так ро​дилась группа The Sugarcubes. Первый пол​ноценный исландский коллектив, вызывавший пристальный интерес в Европе, не распавший​ся после первой, в крайнем случае — второй пластинки, и исполняющий зрелую и вполне самостоятельную музыку. Забавно, что созда​лась группа изначально на деньги, выручен​ные от продажи компанией «Дурной вкус» от​крыток, на которых были изображены Рейган и Горбачёв на саммите в Рейкьявике.

Отступая немного в сторону, следует за​метить, что связь Бьорк с Россией не исчер​пывается этим курьёзным фактом. Трудно не заметить сходство в ментальности жите​лей двух северных стран — особенно в час​ти, касающейся выпивки. Есть и социальные предпосылки: вплоть до 80-х годов в Ислан​дии телевизионное вещание покрывало не более трёх часов в сутки. И наконец, есть сов​падение совсем уж личное: в списке любимых книг Бьорк, состоящем из двух номина​лов, числится «Мастер и Маргарита». Второй книгой в нём упоминается эротический ро​ман Жоржа Баталия «История глаза». Такой вот винегрет.

Итак, Бьорк была молодой матерью и со​листкой набирающей обороты группы. Кста​ти, славой своей The Sugarcubes строго обя​заны обозревателю “The Melody Maker», ко​торый включил сингл до той поры никому не интересного коллектива в список синглов недели. Началось паломничество в Исландию представителей рекорд-лейблов. Деньги предлагались немалые, но The Sugarcubes всё ещё были панками в душе и выбрали се​бе независимый лейбл «One Little Indian». Поначалу они были выгодным вложением для компании: их первый диск «Life's Too Good», появившийся в мае 1988 года, собрал хорошую прессу и продался тиражом более миллиона. Но участники группы вовсю занимались сольными проек​тами: Бьорк, в частности, записывалась с джа​зовым трио. Во время своего последнего ту​ра The Sugarcubes даже были приглашены на разогрев к U2, однако дело всё-таки шло к логическому завершению.

ДЕБЮТ
В 1992 году The Sugarcubes распались. А спустя год, в июле 1993-го, вышел первый сольный альбом Бьорк, названный «Debut». Те, кто знал Бьорк по долгим годам пребы​вания на музыкальной сцене, были непри​ятно поражены названием пластинки. Бьорк пришлось объясниться: «Debut» для меня — это способ самовыражения девственницы, — говорила она в интервью. — Я имею в виду, девственницы в музыкальном плане». Определение всё равно не слишком корректное, поскольку чем-чем, а неопытностью на пла​стинке и не пахло. В отличие от довольно традиционной музыки The Sugarcubes, в сольном проекте Бьорк занялась тем, что ус​ловно называется музыкой клубной. В слу​чае с нею этот термин не объясняет совер​шенно ничего, ибо композиции певицы име​ют мало отношения к ди-джейской культу​ре — они пишутся совсем по-другому. В соз​нании Бьорк из всех составляющих музыки главное место занимает звук: она была кол​лекционером звуков еще со времён Spit And Snot. Как одно из самых восхитительных пе​реживаний в своей жизни она называет зем​летрясение в Лос-Анджелесе, которое она ощутила, находясь в отеле на бульваре Сансет. Она вспоминает, как скакала на крова​ти и визжала от восторга. «От сотрясения ро​дился такой чудесный звук, — объясняет она. — Это был самый глубокий бас, какой я слышала когда-либо в жизни». Когда всё кон​чилось, она вышла на улицу. На улице стояли участники группы The Black Crowes и, подыг​рывая себе на акустической гитаре, пели пес​ню «It's The End Of The World As We Know It». Бьорк подумала: «О нет. Только не это».

ПОЧТА 
Её признали как звезду. На неё посыпались награды. В 1994 году на «Brit Awards» она по​лучила приз как лучшая певица года и как от​крытие года; её видео на «Human Behavior» выиграло премию «Грэмми». Её стали разрывать на части газетчики. Она не любила да​вать интервью: «Давать интервью по всему миру значит для меня одно и то же — каж​дый раз с вежливой улыбкой говорить: «Нет, у меня в ванной не сидит белый медведь». Что гораздо хуже — у неё появилась целая армия поклонников.

В 1995 году вышел её второй сольный аль​бом «Post». Спустя год, в сентябре 1996-го, 21-летний житель Майами Рикардо Лопез со​брал посылку, которая, будучи открытой по​лучателем, должна была направить ему в ли​цо струю кислоты; получателем на ней зна​чилась Бьорк. Процесс создания бомбы Лопез снимал на видеокамеру; саундтреком к этому мрачному действу служила песня Бьорк «I Miss You». Затем Рикардо Лопез раз​мозжил себе голову выстрелом из пистоле​та; видеокамера зафиксировала и это. По​сылка отправилась в Лондон; туда же из Май​ами, где она проживала со своим тогдашним другом Голди, буквально в нескольких квар​талах от самоубийцы, направилась и сама Бьорк. К счастью, полиция, расследовавшая инцидент, оперативно связалась с лондон​ским почтовым отделением; посылку пере​хватили. «Я являюсь домой, — вспоминала Бьорк, — а на доме у меня висят сорок га​зетчиков, и даже к моему туалетному сиде​нью приделана камера. Мне такое гостеприимство совсем не показалось тёплым».

Другая история, случившаяся в том же го​ду, касалась уже непосредственно журнали​стов. Во время тура в Бангкоке в аэропорту Бьорк напала на телекорреспондентку, не желавшую оставить в покое сына артистки, и стала её бить. Впоследствии Бьорк неод​нократно прилюдно извинялась за то про​исшествие, объясняя всё расшатанными нер​вами и происхождением. «Это вам я кажусь безумной истеричкой, — рассказывала она. — Уверяю вас, у себя в Исландии я — одна из тишайших».

С выходом в сентябре 1997 года третьей пластинки «Homogenic» пресса заговорила о взрослении певицы. В отличие от преды​дущих дисков, достаточно эклектичных и разноплановых по звуковому наполнению и структуре песен, здесь в постоянном взаимо​действии находились три основных состав​ляющих: вокал, ритмы, частью индустриаль​ные, частью синтетические, и струнная сек​ция. Струнные Бьорк аранжировала практи​чески в одиночку и, пожалуй, впервые в жиз​ни ощутила смысл в том, что десять лет хо​дила в музыкальную школу и играла пьесы «мёртвых немецких композиторов».

ПЕРЕЖИВАЮЩАЯ В ТЕМНОТЕ
Теоретически, она могла бы продолжать писать хорошие пластинки и подтверждать свой звёздный статус, однако по законам шоу-бизнеса такой эксцентричной особе тре​бовалось сделать что-то из ряда вон выходя​щее. И она снялась в фильме Ларса фон Триера «Танцующая в темноте» в роли слеп​нущей женщины Сельмы. За эту роль на Кан​нском фестивале в 2000 году ей был вручён приз как лучшей актрисе года.

Первоначально фон Триер, задумавший снять в рамках «Догмы» альтернативный мюзикл, просил Бьорк только написать ему песни, но потом решил, что лучше актрисы ему не найти. В связи с чем перед ним вста​ли две проблемы: певица Бьорк банально не умела играть, а актриса Катрин Денёв, ко​торая была по фильму подругой Бьорк и пе​ла с ней дуэтом, не умела петь. Обе сложно​сти он с успехом обошёл: вокал Денёв соста​вили по кускам в студии, Бьорк же было велено не играть, а «переживать». Бьорк на​шла, что переживать у неё получается лучше, да так увлеклась этим мероприятием, что измотала всю съёмочную группу своими ис​териками. А однажды и вовсе пропала со съё​мочной площадки.

Как бы то ни было, все остались от этой истории в выигрыше: Бьорк, в частности, по​пала отныне и во все киноэнциклопедии. Тем не менее она заявила, что повторять данный опыт не собирается. «Мне кажется, что в мире слишком много дантистов, кото​рые хотят быть автогонщиками, и автогон​щиков, которые хотят быть дантистами, — объясняет она. — Временами, снимаяь в ки​но, я чувствовала себя «грязной», как будто у меня появилась интрижка на стороне от музыки». Впрочем, музыка от этого выигра​ла тоже, ибо саундтрек к фильму, под назва​нием «Selmasongs», оказался вполне полно​ценным новым альбомом Бьорк, хотя и не​сколько необычным для неё.

«VESPERTINE»
Невзирая на это, уже во время съёмок фильма она говорила в интервью, что ра​ботает над своей следующей пластинкой — тогда она именовалась «Domestika». Назва​ние сменилось, и альбом «Vespertine» выхо​дит в свет в августе этого года. Альбом со​вершенно характерный для Бьорк, мастер​ски сделанный, чуть более идиллический, не​жели «Homogenic» и гораздо более мудрый, нежели «Debut» или «Post».

И слушая его, окончательно понимаешь, В ЧЁМ УНИКАЛЬНОСТЬ БЬОРК: ОНА — В ЕЁ СТРАННОМ, КРАЙНЕ ЛИЧНОМ ЧУВСТВЕ РИТМА. ВСЁ ОСТАЛЬНОЕ — ГАРМОНИЧЕСКОЕ И МЕЛОДИЧЕСКОЕ СВОЕОБРАЗИЕ, НЕОБЫЧНЫЕ ЗВУКИ, ПСЕВДОФОЛЬКЛОР И ВОКАЛЬНУЮ НЕПОХОЖЕСТЬ МОЖНО ОБЪЯСНИТЬ, ПРОСЧИТАТЬ И СКОПИРОВАТЬ. НО ВОТ ТА СВОБОДА, С КОТОРОЙ ОНА В РАМКАХ ОДНОЙ РИТМИЧЕСКОЙ СХЕМЫ БРОДИТ МЕЖ СИЛЬНЫХ И СЛАБЫХ ДОЛЕЙ, НЕ ОПИРАЯСЬ ТОЛКОМ НИ НА КАКУЮ ИЗ НИХ, А ОСТАВАЯСЬ, ЧТО НАЗЫВАЕТСЯ, «IN BETWEEN» — ИМЕННО ЭТА СВОБОДА ПРИДАЕТ ЕЁ МУЗЫКЕ ТУ САМУЮ «ИЗЛОМАННОСТЬ», ПЕРЕРАСТАЮЩУЮ В ИЗЫСКАННОСТЬ. ИЗ-ЗА ЧЕГО СЛУШАТЬ БЬОРК СЧИТАЕТСЯ ПО МЕНЬШЕЙ МЕРЕ ПРЕСТИЖНЫМ. 

Трудно сказать, откуда у неё этот дар, эта любовь к звуку собственного голоса, одно​временно почти истеричного и эмоциональ​но отстранённого. Вернее всего, что от хо​лода — ибо только холод способен прими​рить истерику и бесчувствие. «Я пою из жи​вота, — объясняет она. — Большинству звукоинженеров довольно трудно иметь со мной дело. В конце концов, почти все они вынуждены устанавливаться для меня в студии микрофон с большой мембраной, который обычно ис​пользуется при записи контрабаса».

А что ещё можно противопоставить мо​розу? Только глубокое дыхание. Глубокое и горячее.

--- «Play»

	BLACK  OAK  ARKANSAS
	Hot & Nasty
	1972-77
	70:15
	label: Rhino

BOA served up wild-ass hillbilly metal.   Black Oak’s cocky, boisterous brand of boogie metal made them one of the biggest draws on the mid-70s concert trail.

	BLACK  SABBATH
	Paranoid
	1970
	42:07
	Remaster 1996

	BLACK  SABBATH
	Volume 4
	1972
	43:21
	Remaster 1996

	BLACK  SABBATH
	Sabotage
	1975
	43:44
	label: Teichiku Records (Japan), Remaster 1998

	BLACK  SABBATH
	Technical Ecstasy
	1976
	40:38
	Remaster 1996

	BLACK  SABBATH
	Black Sabbath
	1976
	42:58
	label: Teichiku Records (Japan), remaster

bonus track: “Wicked World”

	BLACKFOOT
	Rattlesnake Rock’N’Roll
	
	75:45
	hard blues-rock

label: Rhino Records, comp. 1994.

Rick ‘Rattlesnake’ Medlocke [g, v]; Charlie Hargrett [g]; Greg T. Walker [b]; Jakson ‘Thunderfoot’ Spires [d, perc]; Neal Casal [g (#17, 18)]; Rikki Mayr [b (#17, 18)]; Gunner Ross [d, perc (#17, 18)]; + Cub Coda [harmonica (#4)]; Shorty Medlocke [banjo (#13)].

 “Rick is one of the best musicians / songwriters / singers / drummers / pickers I’ve ever had the honor to play with. I love him like a brother and he’s one of the best friends I could ever dream of having. So I guess I won, and so will you if you just listen.”  — Gary Rossington, ‘Lynyrd Skynyrd’ (см. ‘Blues’ section).

  “We were always looked upon as the black sheep of the Southern bands,” notes Rickey Medlocke, founding member of guitar-slingin’ blues rockers Blackfoot. That’s a reputation Medlocke says he “didn’t mind at all.”  It was the band’s unorthodox approach to the genre that allowed it to become one of the select few Dixie-bred groups to transcend that ‘Southern rock’ label and grasp the golden ring of album-rock success in the 1970s and early ‘80s. “We were still hit with that [regional] stigma,” Medlocke admits, “but I always just thought we were a rock band that just happened to be from the South. Even in the earlier days, Blackfoot was a much heavier band than anyone of that caliber that were supposed to be ‘Southern bands’. We were a lot more high-energy, a lot more up-tempo, not so much boogie-oriented; but we still had that bluesiness.” [...]

	BLACKMORE’S  NIGHT
	Shadow Of The Moon
	1997
	62:56
	Ritchie Blackmore (см. тж. с Green Bullfrog) [el&ac g, b, mandolin, drum, tambourine]; Candice Night [lead v]; Pat Regan [k]; Ian Anderson [fl]; + The Minstrel Hall Consort: Gerald Flashman [recorders, tp, fr h]; Tom Brown [cello]; Lady Green [viola, violins].

Shadow Of The Moon

The Clock Ticks On

Be Mine Tonight

Play Minstrel Play

Ocean Gypsy

Minstrel Hall

Magical World

Writing On The Wall

Renaissance Faire

Memmingen

No Second Chance

Mond Tanz

Spirit Of The Sea

Greensleeves

Wish You Were Here

	BLINK
	A Map Of The Universe By Blink
	1994
	50:35
	Современный сложный hard-rock.

produced / remixed and reworked by Steve Hillage (from GONG) (см)

	BLUE MAN GROUP
	Audio
	1999
	57:39
	label: Blue Man Group Records (Virgin) www.virginrecords.com www.blueman.com
The music in Blue Man Group's theatrical productions is shaped by the action that takes place on stage and by space constrains in the theatres. On "Audio", these limitations are gone; this recording is designed to stand on its own and features a much larger band as well as many of Blue Man Group's latest instrument inventions. Rather than being a show recording. "Audio" extends the listener's experience into new parts of Blue Man Group's world.

Группа из трёх барабанщиков (основной состав) изобретает и использует массу ударных инструментов. Присутствуют так же и гитара, и вокал (редко), и клавишные.

	BLUE MAN GROUP
	The Complex
	2003
	58:51 +
	multimedia CD

label: Blue Man Group Records

"A sensation!" – Time Magazine
"A postmodern masterpiece" – Las Vegas Review Journal
"Hysterically funny." – San Francisco Examiner
"We laughed so hard we almost had to be hospitalized!" – New York Newsday
"You'll have so much fun, you'll lose your mind!" – Boston Globe
"Gloriously surprising… The kind of laughter that makes you look straight into the eyes of the guy in the next row and howl." – Chicago Reader
"The perfect entertainment… So much fun it must be experienced to be believed." – Chicago Tribune
"One of the most dynamic, innovative, exciting, intelligent and deliciously entertaining shows of the century. The experience might, perhaps, change your life." – Eco TV, Mexico
"An absolutely ecstatic experience… The most inventive theater to come along in ages…" – USA Today
"The funniest, craziest, most original, most sophisticated show." – Maariv, Israel
"Great fun! The Blue Man is a pure character, like a newborn baby." – Switch Magazine, Japan
"It's a remarkable show; a combination of mind-bending feats, heart-stopping rhythms and side-splitting comedy… Blue Man Group is what every live performance aspires to be… I love these guys!" -- E! Entertainment News

	Marc BOLAN – см. T-REX
	
	
	
	

	The BOLLYWOOD BRASS BAND
	s/n
	1999
	42:37
	label: EEA (Emergency Exit Arts) (England)

Уличный брасс-бэнд; состоит из английских индусов. Соответствующий уличному бэнду репертуар содержит изрядно английского юмора (не смотри, что индусы).

1. Loay Loay Aaja Mahi

2. Gur Nalon Ishk Mitha

3. Kehma Hi Kya

4. (Ek Ho Gaye) Hum Aur Tum

5. Hawa Hawa

6. Pardesi Pardesi

7. Mehndi Laga Ke Rakha

8. Gur Nalon Ishk Mitha (remix)

9. Kehma Hi Kya (remix)

	Dietmar BONNEN
	You Can't Judge A Record By It's Cover
	2000
	54:14
	label: OBST

music: Dietmar Bonnen, Jack Bruce, Frank Zappa, John Cage, Willie Dixon, Robert Johnson, George Harrison, Annie Lennox, Eric Clapton.

Пародийные арранжировки: от рок- блюз- и прочих звёзд типа Заппы – до Джона Кейджа
Dietmar Bonnen [v, p, prepared piano, closed piano, accordion]; Peters Burghaus [bar sax, cl, samples, g]; Deistler [g, p, organ b, v, cymbals]; Soriano [v]; Gaida-Hartmann [p, samples, guitar loops, mellotron]; Hans-Martin Muller [flute break].

	The  BONZO DOG  BAND
	Vol. 1. The Intro
	1967
	72:53
	3 CD Box – Antology.

См.тж.: Neil  INNES; Kevin Koyne & Siren; Monty Python.

Эти англичане являются классиками жанра рок-пародии.

	The  BONZO DOG  BAND
	Vol. 2. The Outro
	1968
	74:08
	

	The  BONZO DOG  BAND
	Vol. 3. Dog Ends
	1972-74
	77:02
	

	BOOM
	One Hour Talisman
	1997
	48:09
	label: Cuneiform Records (USA)

http://cuneiformrecords.com/bandshtml/boom.htm 

BOOM start from the most basic of rock line-ups, but they add the power of freedom to the power trio format.

“Boom’s expressive range runs both wide and deep... over a variety of moods and genres, from hallucinogenic drones to free jazz wigout.” – The Penn
“Anthony Curtis plays with conviction and a rare technical command” – Guitar Player
Guitarist Anthony Curtis, bassist Greg LaBudde & drummer Pippin Barnett [Curlew (см.), Nimal, No Safety (см.), etc.] serve up a “power trio” record that goes WAY beyond the normal conventions of that lineup. Pippin’s idiosyncratic & incredible drumming shows why his work is held in such high regard, while Greg plays the John Entwhistle role, anchoring the band, but still having a large sonic role. Anthony is a Richmond-area guitar legend, of whom famed jazz guitarist Pat Martino said: “Anthony’s virtuosity is tremendous. He IS new music.” Anthony’s smeary, fractured, “bad-acid” wah-wah work puts a noisey, post-psychedelic slant on top of the solid, sometimes Massacre-like rhythm section.

	David  BOWIE
	Ziggy Stardust
	1972
	56:10
	

	David  BOWIE
	Aladdin Sane
	1973
	41:34
	

	David  BOWIE
	Pin Ups
	1973
	40:48
	

	David  BOWIE
	Diamond Dog
	1974
	46:28
	

	David  BOWIE
	Station To Station
	1976
	52:04
	

	David  BOWIE
	Lodger
	1979
	46:06
	

	David  BOWIE
	Scary Monsters
	1980
	60:51
	

	David  BOWIE
	Outside
	1995
	74:53
	Music & Production by David Bowie and Brian Eno

Bowie [v, s, g, k]; Brian Eno [synth, treatments&strategies]; Mike Garson [grand piano]; Carlos Alomar [rh g]; Joey Barron [d]; Yossy Fine [b]; a.o.

	Terry  BOZZIO,  Tony LEVIN, Steve  STEVENS
	Black Light Syndrome
	1997
	67:09
	Terry  BOZZIO - см. тж. c: The LONELY BEARS

Tony LEVIN - см. тж. LEVIN; тж. c: KING CRIMSON; Bill BRUFORD

label: Magna Carta (New York)

T.B. [d]; T.L. [basses & stick]; S.S. [all guitars].

Импровизационный современный джаз-рок, сильно в духе King Crimson.

«[...] Not only did he [Steve] have the «rock name» but demonstrated a profound sense of melody, harmony, virtuoso technique, stylistic sensibility and philosophical tendencies which immediately revealed to me this was going to be much more than a commercially-driven «studio project.» This, in turn, created the problem of finding a very special bass player (not just a «rock name») but someone who would bring the same creative, individualistic expression to the project Steve and I could bring. In making a «dream» list for Pete to research, Tony Levin was put at the top almost half-heartily because we never thought he would be interested and if by remote chance he was—he probably would be so busy with Peter Gabriel, King Crimson, solo projects and/or session work he wouldn’t be able to do it anyway. Well, guess what? He not only was very interested but he could squeeze four days out of his busy schedule January 26-30 to do the record! Steve and I had spoken about the process of this project—unconditional acceptance of all members’ ideas—to spontaneously compose in an improvisational manner and use editing or overdubbing to flesh out the basic tracks—we even got together and jammed at my home in Austin to make sure the playing chemistry between us was going to happen (and in the process we structured the forms and sections of the five or six jams we did just to have something to Fall back on if we got in trouble improvising in the studio), But four days?!!? I had done a Lonely Bears album in 10 days. But only after a week of rehearsals and a live gig under our belts. I did a Polytown album in three weeks where we went in the studio with no preconceived musical ideas. But four days, with three guys who had never played together before was dangerous at the very least, if not suicidal.

So the big day comes. We go in the studio, deal with typical set-up and equipment problems, sat down or assumed the position, rolled tape and just played. The rest of the tracks came one of two ways: either mapping out a few sections as signposts, or with very little discussion and then allowing the muses to use us as they would. [...]» Terry Bozzio in L.A., February, 1997

	Terry  BOZZIO,  Tony LEVIN, Steve  STEVENS
	Situation Dangerous
	2000
	48:17
	Terry Bozzio plays Drum Workshop drums and pedals and hardware, “TB Piccolo Toms” & “ TB Sound Enhancers”, Sabian “Radia” cymbals, bells & gongs, Attack “TB Signature Drumheads”, Vie Firth “Terry Bozzio Signature Phase I & II” sticks & mallets, AKG Microphones.

For all things Bozzio log on to http://www.terrybozzio.com   email: slambozzio@aol.com 

Tony Levin plays Music Man basses, the NS Electric Upright and cello, the Chapman Stick, and was recorded through Trace Elliot Amplifier.

Tony may be contacted through http://www.papabear.com 
Steve Stevens plays Godin Guitars, Ernie Ball Strings & Guitars, Vaccaro Guitars, Fultone Effects, Emagic Software.

1974 Dangerous
2. Endless

3. Crash

4. Spiral

5. Melt

6. Tragic

7. Tziganne

8. Lost

Диск инструментальной музыки в духе King Crimson (за исключением №7 – фламенко).

В этом инструментальном супер​трио, выпускающем уже второй альбом, объединили свои усилия барабанщик Терри Боззио (UK, Jeff Beck, The Knack), басист/стикист Тони Левин (Dire Straits, Pink Floyd, Peter Gabriel, King Crimson) и гита​рист Стив Стивенс (Billy Idol, Steve Stevens' Atomic Playboy, Vince Neil Band). Их союз — пример удачного взаимодействия «звёздных» инди​видуальностей, дающего на выходе «живой» продукт, а не священные консервы. Музыка трио программ​на. Названия композиций — слов​но эстетические категории: «Опас​ное», «Бесконечное», «Грохочущее», «Духовное», «Мягчительное», «Тра​гическое», «Цыганское», «Потерян​ное». Каждая вещь – не только своё настроение, но собственное жанрово-стилевое «наклонение»: от хард-рока и ритм-блюза до арта и баллады, от фанка и фламенко до восточноазиатских мотивов. Са​мая жёсткая и тревожная, естест​венно, «Dangerous», своими хрома​тическими прогрессиями и бру​тальными октавными риффами «отсылающая» и к Led Zeppelin, и к King Crimson. А самая зажигатель​ная — фламенковая «Tziganne», ку​да для исполнения сверхвиртуоз​ных партий на акустической гита​ре приглашён новый Пако де Лусия, Маркус Нанд, хотя и Стивенс на акустике в «Spiral» весьма не​плох. Не обошлось без фокусов. Пальцы Левина превращаются в барабанные палочки (в букваль​ном смысле, за счёт специальных деревянных «удлиннителей», кото​рыми басист стучит по струнам) и тут же переключаются на виолон​чельный смычок. Боззио в своих соло эпизодах заставляет свои перкуссии «говорить» почти человеческим языком. При всём при этом кон​цепция представляется очень цельной, лишённой базарной пест​роты и неофитского восторга. Хороший фьюжн для слушания, не для посторонних занятий.

--- Салон AV

	Goran BREGOVIĆ
	Underground
	1995
	44:35
	Music composed, arranged and produced by Goran Bregovic.

Music inspired and taken from “Underground”, a film by Emir Kusturica (см.). Palme d’Or Festival de Cannes.

Performers: 

The Tzigane brass orchestras from Slobodan Salijevic and from Boban Markovic interpreted traditional dances from the region called ‘Cocek’ (Tcho-Tchek). These recordings have been made ‘at home’ in Prekodolce, their original village.

Cesaria Evora performs ‘Ausencia’ (#2).

Also participating on this album the soloists: Zorz Gruic [cow horn, gajde, kaval]; Bora Dugic [frule]; Nenad Jelic & Ogi Radivojevic [d]; Zdravko Colic [singer]; Girl Singers Danjela; + Chorus and RT Beograd Orchestra.

	Goran BREGOVIĆ
	Goran BREGOVI( & George DALARAS:

“With Two Canvas Shoes”
	1997
	42:57
	

	Goran BREGOVIĆ
	Ederlezi  (Song For Wedding & Funerals)
	1998
	72:52
	La Nuit

Ederlezi (scena durdevdana na rijeci)

Mesecina / Moonlight

TV Screen (featuring Iggy Pop)

7/8 & 11/8

Ausencia (featuring Cesaria Evora)

Cajesukarije Cocek

Kalasnjikov

Elo Hi [canto nero] (featuring Ofra Haza)

Death

Dreams

American Dreamers (featuring Johnny Depp)

Talijanska

Man From Reno (featuring Scott Walker)

Lullabye

Undergroud Tango

Ederlezi

   Born to a Croat father and a Serbian mother in Sarajevo, Goran Bregovic is the most eminent composer in the Balkans. He studied the violon, then at the age of sixteen founded Ownite Buttono, a cult rock group which triumphed in Yugoslavia from 1974 to 1989, producing 13 memorable albums. [...]

   Goran has based his work around a fusion of all types of music to create a genuinely universal music, at once symphonic and intimate, lyrically unbridled and wonderfully precise. After producing music for a dozen feature films, Goran decided to perform his work in concert with the Wedding And Funerals Orchestra, backed by a Philarmonic ensemble and a choir.

   With this album, Goran Bregovic offers a glimpse of his great talents as a composer, arranger and producer, working on a mixture of not only every different musical genre in the influences that have swept the region. Goran Bregovicos music blends bulgarian polyphony, tango, brass band and pop songs: with an infinite delicacy, this fusion of electronics, traditional instruments and voices brightens the traditional nostalgia of the eternal slavonic soul.

	Goran BREGOVIĆ
	“Kayah, Bregovic” / “Czas Gyganow”
	1999
	74:01
	label: Ederlezi

2. Scena Pojavljivanja Majke

3. Scena Perhanove Pogibije

4. Kustino Oro

5. Borino Oro

6. Glavina Tema

7. Tango

8. Pjesma

9. Talijanska

10. Ederlezi

11. Spij Kochanie, Spij

12. To Nie Ptak

13. 100 Lat Mlodej Parze

14. Bylam Roza

15. Trudno Kochac

16. Prawy Do Lewego

17. Ta-Bakiera

18. Caje Sukarije

19. Jesli Bog Istnieje

20. Nie Ma, Nie Ma Ciebie

	Goran BREGOVIĆ
	“Arizona Dream” / “Queen Margot”
	1999
	73:49
	“Some of the tracks from this album are not  included in the final version of the movie, but I felt that the audience should hear them. Very special thanks to the Macedonian Band ‘Leb I Sol’ for their extremely inspirative influences.” – Goran Bregovic

“Queen Margot” = 29:47

	Goran BREGOVIĆ
	Black Cat – White Cat
	2000
	80:10
	soundtrack for a film by Emir Kusturica

Musique – Goran Bregovic

Kayah-chant; Ashik Cygan – violons; Pink Evolution – mixed; Dr. Nelle Karajlic – claviers, chant; Vojislav Aralica – claviers, guitare; Dejan Sparavalo – violons, chant; Dejan Manigodic – tuba; Zoran Milosevic – accordeon; Cakija – guitare; Miki ‘zube’ – chant.

	Jacques BREL
	Brel
	1992
	59:03
	label: ITM

Jacques Brel [v]; Tom Mega [v]; Phil Minton [v]; Lydie Auvray (см.) [accordion]; Gina Sbu [accordion]; Harry Beckett [tp]; Heinz Becker [tp]; Wolfgang Schmidtke [reeds]; Mal Waldron [p]; Joachim Kuhn (см. в 'Jazz') [p]; Django Bates (см. в 'Jazz') [p]; Veryan Weston [p]; Jan Kazda (см. в 'Jazz') [b, g]; J.-F. Jenny-Clark (см. в 'Jazz') [b].

Though born in Brussels (Belgium) Jacques Brel mainly lived and worked in France. Unfortunately he died to soon after a long and painfull illness. As such Brel's existence was a continuous struggle against this physical torture which he tried to sublimate by every imaginable desire. Jacques Brel even bought an island to seclude himself from the world in order to find peace and cure. Since his health failed to improve however he finally asked after medical treatment which brought him everything but healing. Brel died as a young man before even reaching fifty.

As an artist Jacques Brel was admired and loved by many. His influence on other performers was tremendous. David Bowie, Nick Cave, Iggy Pop among others have performed many of his songs. Recently, singers like Phil Minton and Tom Mega have added Brel's compositions to their own repertoire. Interpreting Brel's songs in their own particular way both Minton and Mega, as documented on this Compact Disc, pay high tribute to Brel's spirit in every respect. Indeed, this is a fine homage to a brilliant artist.

1 tom mega Les Vieux 3.03 

2 phil minton Song For Old Lovers 4.21

3 PHIL MINTON Who's Next 3.08
4 GINA SBU On N'oublie Rien 2.53 

5 tom mega Grand Jacques 3.42

6 HARRY BECKETT / DJANGO BATES Les Jardins Du Casino 9.04
7 TOM mega / mal waldron Amsterdam 6.03 

8 tom mega Les Deux Enfants 3.06

9 GINA SBU Vesoul 3.15 

10 JACQUES BREL Les Toros 2.27
11 JACQUES BREL Tango Funebre 2.45

12 JACQUES BREL Le Plat Pays 3.21
13 joachim kuhn Amsterdam 11.49

	Sarah  BRIGHTMAN
	Sara Brightman &Anrew Lloyd Webber «Surrender»
	1995
	68:40
	“The trees they grow so high”

Sarah Brightman is both stylish and multi-talented. She combines pop, musical and classical and yet performs the rare artistic feat of doing justice to all the genres. In Japan she has long been celebrated as an opera star; in England she is famous for her work in musicals; in Germany she is known as a singer who harmoniously fuses classical and pop music.

Having made her theatrical debut at the age of thirteen in I and Albert at the Piccadilly Theatre in London. Sarah became a member of the dance groups Pan’s People and Hot Gossip, and then appeared in the original cast of Cats at the New London Theatre. In 1985 she premiered Andrew Lloyd Webber’s Requiem in New York and London, receiving a Grammy nomination as Best New Classical Artist for her EMI recording of the work. She created the role of Christine in Andrew Lloyd Webber’s The Phantom of the Opera at Her Majesty’s Theatre, London in 1986 and was nominated for a Drama Desk Award when she premiered the same role on Broadway two years later. In 1990 she played the part of Rose Vibert in Lloyd Webber’s Aspects of Love in London and on Broadway, and in 1992-94 played in Trelawny of the Wells, Relative Values, Dangerous Obsession and The Innocents in repertory and in the West End. She performs concerts in major opera houses, concert venues, theatres and arenas all over America, Canada, Europe and Japan and has worked with many of the world’s most renowned conductors and orchestras. She sang the 1992 Olympic Games theme song with Jose Carreras in Barcelona and has performed classical concerts in Japan with Placido Domingo.

As a highly successful recording artist, Sarah has had several UK top ten singles and two number one albums (Requiem and Phantom of the Opera). She has appeared on the recordings of Charles Strouse’s children’s opera The Nightingale, Song & Dance and Carousel and released the much-acclaimed solo albums The Songs That Got Away and Surrender, The Unexpected Songs (produced by Andrew Lloyd Webber), and her latest, Time To Say Goodbye, made at the legendary Abbey Road Studios in London. For two of the songs on the album she was joined by Jose Cura, the most sought-after newcomer on the opera scene, while the hypnotic ballad “Time To Say Goodbye”, performed as a duet with Italian star tenor Andrea Bocelli, has already captured the hearts of millions and is the biggest-selling single of all time in Germany.

“When I sing, I close my eyes. If I see a feather, everything is fine. Without this image in my mind, the sound is not ‘truthful’ enough and I must begin again. I have to. I first had this feeling, this instinct with Phantom Of The Opera and since then have always listened to it.”

“It really is strange the way I work for success but when I get there cannot appreciate it. I enjoy the road to success and the struggle – even when it gets hard. But when I achieve my goal, I feel suddenly and totally stressed. Only in retrospect can I begin to enjoy the moment and admit just how great it was.”

“In the past, I always used to be looking for answers. Today, I know there are only questions. So I just live.”

---- Sarah Brightman

	Sarah  BRIGHTMAN
	Timeless
	1997
	52:27
	Sara  Brightman [v] with The London Symphony Orchestra

sings Mozart, Orff, Puccini, J. Rodrigo, Gipsy Kings,  and oth.

	Sarah  BRIGHTMAN
	Eden
	1998
	59:31
	edition 1999, Australia; additional bonus track: “The Last Words You Said” (#16)

Она вышла замуж в 1984-м развелась в 1990-м. Такое случается: ну да, не сошлись характерами. Вот только не каждой девушке уда​ется выйти замуж за Эндрю Ллойда Уэббера (тогда еще не сэра, но уже автора «Cats» и «Jesus Christ Superstar»), а впоследствии с Уэббером же развестись. А потом выждать несколько лет, выпустить две сольные пластинки и продать их тиражом в пять миллионов. Да уж, не каждой. Сара Брайтман познакомилась с Уэббером как раз во время первой по​становки мюзикла «Cats» (ей было тогда чуть за 20, нетрудно предста​вить, какого рода шутки по поводу этой, с позволения сказать, кошечки отпускали коллеги по репетиционному процессу). Потом была партия Кристины в «Phantom of the Opera» (та самая, в которой чуть ли не ультразвуком нужно петь: «Зе фа-а-антом оф зе опера из дед!!!»). А потом – девичья фамилия и сольная карьера, ставшая образцом для всех николаев басковых этого мира. Хитрую штуку выкинула эта Сара. Обладая вполне оперного качества голосом и вполне модельным экстерьером, она нашла верный способ использовать данные: вместо (пусть даже) ве​дущих партий на (пусть даже) лучших сценах – пластинки, где с равным успехом исполняются рок-баллады, вроде «Who Wants to Live Forever», классические стандарты вроде «Ave Maria», и всё прочее, что соответ​ствует среднестатистическим представлениям о прекрасном. И вот ре​зультат: стотысячные гонорары, миллионные тиражи и концерт в Боль​шом, куда она приезжает в компании Хосе Каррераса прямиком с цере​монии открытия стадиона Toyota в Токио. Вот каких блестящих резуль​татов можно девушке добиться, если правильно выйти замуж и вовремя развестись.

--- Афиша

	Sarah  BRIGHTMAN
	The Trees They Grow So High
	1998
	52:52
	label: EMI http://www.emiclassics.com 
The revival – it was almost the discovery – of British folksong in the early years of the twentieth century, initiated by Cecil Sharp, had a huge impact on the generation of composers after Elgar. Holst and Vaughan Williams in particular were able to free themselves from the all-pervasive influence of Wagner, and chose instead the path that folksong suggested to them. Later composers followed their lead, and Benjamin Britten, born with an innate sense of direction, was able to absorb the folk idiom without effort, seemingly reproducing its directness and simplicity in his own music.

Britten’s six published volumes of folksong arrangements, containing 43 songs, appeared between 1943 and 1961 (a further set of eight for voice and harp were written in 1976, the year of his death). Volumes 1, 3 and 5 consist of songs from the British Isles, no. 2 is a set of French songs, no. 4 is of ‘Moore’s Irish Melodies’, while Volume 6 consists of English songs arranged for voice and guitar. It was in the early 1940s that Britten had made the first of these arrangements for his recitals with the tenor Peter Pears in the USA. A letter of October 1941 says that ‘they have been a “wow” wherever performed so far’ and they surely reflect the homesickness and nostalgia for England which were to bring the two men back from America in the spring of 1942.
Britten’s folksong arrangements, far from being simple ‘tunes with accompaniment’, are, rather, compositions in their own right. He never commented directly on what folksong meant to him, but, in another context, he stated his desire to ‘restore to the musical setting of the English language a brilliance, freedom, and vitality that have been curiously rare since the death of Purcell’: an aim remarkably appropriate to these arrangements. 

©colin matthews, 1998

	Wally BRILL
	The Covenant
	1997
	51:37
	label: Six Degrees (Island)  (CA, USA) e: *@sixdegreesrecords.com 

acid/pop/Jewish folk  Обработки старинных мелодий сделаны с юмором, но и с уважением к музыкальному материалу.

Produced, engineered and mixed by Wally Brill

E-mail Wally Brill at: covenant@sirius.com 

Wally Brill  [k]; David Torn (см.) / Joe Goldring [g]; Jim Dvorak [tp]; Ari Langer [vln]; Stephen Kent [didgeridoo]; John Loose / Geoffrey Gordon [perc]; Mark London Sims [b]; Paul Comaskey / Tim Mooney [d]; Rob Laufer [organ, charango, bouzouki]; Simon Colley [double bass]; + the voices.

SACRED MUSIC FOR THE 58TH CENTURY

Much of my favorite music and art reflects the artist’s desire to contact that which he or she holds sacred: God, The Supreme, the Divine.
Singers  as diverse as Salif Keita, Aretha Franklin, Yossele Rosenblatt, Bob Marley, Mavis Staples, Nusrat Fateh Ali Khan, Catholic monks, Buddhist monks, dervishes, rastas and cantors all transcend the limits of their earthly humanity by contacting that which they hold Highest.

A year ago, my friend Dr. David Neiman introduced me to his wonderful cottection of 78 rpm recordings of cantors (Jewish liturgrcal singers). The cantors, who came from Europe in the early part of this century, performed outside of  their synagogues in theaters and on recordings. These extraordinary performances, mostly from the first half of this century, were the inspiration and source material for this first cd entitled The Covenant.
We’ve sampled these early cantoral recordings and, with love, respect, and reverential sense of humor, moved them on to new experimental musical contexts. This parallels the way the carntors themselves moved the prayers from the synagogue to the theater and opera house with what were in those days, bold new arrangements and instrumentation.

Kiddush Le-Shabbat (6:10). Cantor Ben Zion Kapov-Kagen sings the traditional Friday night blessing over the wine. Ari Langer echoes Kapov-Kagen’s voice with his lyrical violin.
A Typical Day (5:29). Auschwitz survivor Helen Lazar describes a typical day for her at age 12. Cantor Samuel Malavsky calls out "Ribon Ho-Olomim (Lord of the Universe)" from a prayer asking for forgiveness after the destruction of the Holy Temple by the Romans.

A Loop in Time (5:41). The remarkable Samuel Malavsky sings “Ve-al Avodekho Ha-Nevi-im” in which the covenant between God and man is reconfirmed... and yes, a guy in a bar in Tel Aviv really did describe how Jews from the future...  
The Universe (2:54). Ralph recites the words of Deepak Chopra. A different kind of prayer.
The Secret of the Sabbath (5:57). This is Cantor Pierre Pinchik, in a dreamlike rendition of the Aramaic prayer Roso D'Shabbos. English actor Dudley Sutton (The Devils, Orlando, Lovejoy) who also happens to be my brother (and mother really like him best), reads Dr. David Neiman’s translation of a portion of the prayer.

Rubadubatavo (Israel Ital Mix) (4:32). Cantor Pinchik gives thanks and praise singing the prayer Ohno Tavo (Oh God and God of our fathers, may our payers come before thee).
Ritzeh (We Pray) (5:30). There is much evidence to suggest that the early Hebrews invented what is now called Punk Rock, therefore this neo-tradftionalist rendition of Rtzeh (We Pray) as sung by the incomparable Cantor Gershon Sirota seems fairly accurate in its historical context.

Double יח (Double Ch’ai Five) (4:31). There’s no cantor on this one, just a 10/8 groove and some beautiful solos by Jim and Mark. Pure indulgence.

New Wildest Dream (5:56). Geoffrey Gordon’s frame drum and Ari Langer’s violin open the third and last of the Malavski pieces, a prayer of the martyrs of the Jewish people.

All the Worlds (3:42). Here is the traditional New Year’s blowing of the shofar (ram’s horn) by Rabbi Neiman followed by more of the translation of Rozo D’Shabbos. Geoffrey Gordon’s Tibetan bowls drone a healing chorus throughout the piece.

	Arthur  BROWN
	Kingdom Come Journey
	1972
	62:33
	art-rock

	Arthur  BROWN
	Dance
	1975
	47:00
	rec. in London

Arthur Brown – vocal

with

guitars – Andy Dalby, Ranche McLean 

drums – Charlie Charles,Charlie Dunbar 

bass – Steve Yorke, Lee Robinson, Lloyd Parks, James Morgan 

keyboards – Pete Solley, Ken Elliott 

piano – Keith Tippet (см.), Errol Nelson 

saxes – George Kahn

tablas & congas – Drachen Theaker, Pat Lewis, Malcolm Flynn 

castanets – Enrico Smith 

violins – Stuart Gordon

1974 WE’VE GOTTA GET OUT OF THIS PLACE- 3.26

2. HELEN WITH THE SUN – 7.28

3. TAKE A CHANCE – 5.13

4. CRAZY – 2.15

5. HEARTS & MINDS – 3.13

6. DANCE – 5.36

7. OUT OF TIME – 3.35

8. QUIETLY WITH FACT – 4.24

9. SOUL GARDEN – 4.45

10. THE LORD WILL FIND A WAY – 4.14 

11. IS THERE NOTHING BEYOND GOD – 2.24

	Arthur  BROWN
	Requiem
	1982
	59:25
	

	Arthur  BROWN
	Brown, Black & Blue
	1988
	36:37
	блюзовый диск
Arthur BROWN – vocal 

Jimmy Carl BLACK (ex- Geronimo/ Mothers of Invention/ Grandmothers) – drums 

Mike Francis, Bob Corbett – sax 

Gary Primich – harmonica, guitar 

Gill Hartman – guitar 

John Viehweg – guitar in "Monkey Walk" 

Frank Meyer – bass

Harold McMillan – bass on "The Right Time" 

Leland Parks – bass on "Stand By Me" 

Bruce Hughes – bass on "Monkey Walk" 

Nick Fajardo – percussion 

1. Fever (E.Cooley – J. Daveport) 3.10

2. Monkey Walk (Paul Braun) 3:46
3. Unchain My Heart (R. Sharpe – T. Powell) 3:14
4. Got My Mojo Working (P. Foster) 5:12
5. Smokestack Lightnin' (C. Burnett) 4:12
6. Hound Dog (Leiber – Stoller) 2.14

7. Help Me (S.P. Williams) 3:27

8. The Right Time (Brown – Cadena – Herman) 3:55

9. Stand By Me (King – Leiber – Stoller) 3:55

10. The Lord Is My Friend 2:31

	Arthur  BROWN
	Speak No Tech
	1993
	65:13
	

	Arthur  BROWN
	Tantric Lover
	2000
	72:30
	The Crazy World of Arthur Brown:

Arthur Brown [v, ac g]; Rick Patten & Chris Kenny [organ, g]; Stan Adder [cello, b]; Malcolm Mortimore [d]; John Claydon [s]; Ravi [kora]; Derek Austin [organ]; Paul Eschaleby & Gordon Campbell [trb].

	James  BROWN
	Funky People. p.II
	1988
	58:52
	compilation

	James  BROWN
	I Am Real
	1988
	44:18
	with Full Force

	James  BROWN
	Universal James
	1992
	49:29
	Charles Brown virtually invented the sophisticated “black the blues” style on the late 1940s. He was a giant R&B star then, and he’s never stopped recording and touring.

	Bill  BRUFORD
	Bill  BRUFORD,  Patrick  MORAZ:

“Flags”
	1985
	40:48
	label: EG

Patrick Moraz [Steinway D Concert Grand, Kurzweil 250]; Bill Bruford [d, perc].

	Bill  BRUFORD
	Bill  BRUFORD,  Tony  LEVIN,  Chris BOTTI,  David  TORN:

“Upper Extremities”
	1998
	56:01
	fusion

MULTI-MEDIA CD (music: 56:01)

label: Papa Bear Records
Bruford (см. тж. с King Crimson) [d, perc, derelict piano]; 

Levin (см. тж. с: 1). T. Bozzio/Levin/Stevens; 2).Gorn/Levin/Marotta; 3). King Crimson) [b, NS bass, stick, v]; 

Torn (см. тж. Torn  в секции ‘Jazz’) [barking g, baby acoustic g, wack g, bubbleslid g, guitar sphere, hysterium, slicer, squoze-cat, e-bow, noir, throat & moat loops, brokenbird, shattered el bouzouki, high atmos, light industry dementia, big vile winged things]; 

Botti [tp].

	(Bill  BRUFORD)
	UPPER EXTREMITIES:

“BLUE – Nights”
	2000
	48:02 58:57
	live in concert

Bill Bruford [d]; Chris Botti [tp]; David Torn [g, loops, oud]; Tony Levin [b, stick].

	Solomon BURKE
	The Definition of Soul
	1996
	53:05
	soul

label: Virgin

This work represents so much that is important and real. The journey through life is rarely an easy one. There is unending hurt, loss, fear, and anger, burning needs that are never fulfilled, and the constant search for perfect love. Everyone has heard of these emotions. …Solomon feels more, feels deeper, than you and I. He loves more, hurts deeper, laughs louder, cries harder, tries and tries and tries. He is both blessed and burdened. He is not a superficial performer. He is not a superficial person. He understands the journey of live, and travels fearlessly.

Solomon has jumped into the pool of endless emotion. He has experienced these emotions, as far as each could be taken, in the purest forms. The result of Solomon's journey is this album. Listen.

	Kate  BUSH
	Lionheart
	1978
	36:58
	

	Kate  BUSH
	The Kick Inside
	1978
	43:14
	

	Kate  BUSH
	The Dreaming
	1982
	43:29
	

	Kate  BUSH
	The Sensual World
	1989
	45:57
	

	Sam BUTERA – см. в секции 'Rocknroll'
	
	
	
	

	David  BYRNE
	My Life In The Bush Of Ghosts
	1981
	39:43
	David  BYRNE – см. тж. c Talking Heads; Susana  BACA (в секции ‘Latina’); Vinicius CANTUÁRIA (в секции ‘Latina’);

with B.Eno
В 1981 году два рок-интеллектуала Брайан Ино и Дэвид Бирн сделали коллаж из экзотических песен, танцев и евангелических проповедей - так сказать, рок-версию «Телемузыки» Штокхаузена - и дали ей «магическое» название My Life in the Bush of Ghosts (в русском переводе - «Моя жизнь в лесу духов») - по книге африканца Амоса Тутуолы.

	David  BYRNE
	David Byrne
	1994
	51:13
	

	C + C  MUSIC  FACTORY
	Ultimate
	1995
	73:35
	disco-funk-hip hop
«Роберт Сивилле и Дэвид Коул (С+С) были главной движущей силой этого андеграундного танцевального проекта. В конце 90-х годов «Музыкальная фаб​рика» заслужила репутацию одного из лучших производителей танцевальной музыки и ремиксов, при этом избежав слащавости и одиозной славы многих своих коллег.»

	J.J.  CALE
	Really
	1972
	31:03
	country / blues

	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
	

	John  CALE
	Guts
	1977
	38:17
	J.C. – см. тж. с: The VELVET UNDERGROUND

	John  CALE
	Church Of Anthrax
	1971
	33:51
	Terry Riley (см. тж. в разделе ‘Alternative’) [p, organ, s sax]; John Cale [b, harpsichord, p, g, viola, organ]. Produced by John Cale and John McClure.

CARICATURE

Upon the centre stood a green a lazy floor that froze as it grew into our feet. And at this, somewhere up at the North Pole hung the tarantula of love out of the sky without hope  searching the earth for disaster  wreaking foul pleasure in the name of the Sun harassing travellers on the way to market   polluting the streams and rivers with sanguine taste the poor light of day to call forth in haste the brigade that lingered in the shade waiting waiting and a little longer waiting as the moon appeared an ambulance was lost, in the problem of identity between the accomplishment and the failure. Yet, the season broke its hold on the land and farmland lay strewn with the greedy waste of animals too sick to calve the groaning spread for miles, up and down, from the gate to the valley and searching was made more and more difficult by the dense fog that poured out of the ground where the independent feeling of the day held court on the masterful art of nature. There were seasons of abandonment and some of distrust to simplify the difference between them. As there were no holidays in theory assumptions were made regarding the full significance and purpose of work and death their relationship interdependence benefit plans and the rest. All were veterans of love. They sang at the streams as they wasted time in the meantime. Nothing was left to the imagination. Most of our sympathies lay with the wives and strangers. Philip the Good lived here his life in dire poverty and best of health may his mother be his witness. What one century had lacked another gained and each held a marauding grasp on the grim future of men and women in the struggle for compatibility. There were several possibilities for salvation none deserving responsibility and all demanding attention. The savage tale was told at last. Not one proprietary glance was seen imminent as the stability of parallel interests took a turn for the worse.

As often as not there was nothing to talk about   the sun was not out the air was fit not to breathe and everywhere could be seen the radiant glow of fear on the waxen countryside. Colors rang true and strong the rain diminished nothing a hand grenade would not have done and the chapters of our ancestral strain glass ecstasy assumed the military strength of electricity along the breadth and width of Christendom. The people were ready for revolt and sabotage inspired by the futility of hate. Concomitant atrocities came hurtling out of the past in self defense and exhilaration at the first sign of derisive similarity the perversion of uniqueness as it was called in vol. 2 chap 3 vs 7-29. The skin of armies lay in its yellow ochre rumple next to the fire extinguisher with plasma so much for the color there what-ever.
As soon as the time came to go, the dramatic sequence of obliteration took its toll on the landscape; the sky was immune. Gone.

             ----------  John Cale

	John  CALE
	Dance Music               (Music for Nico, the ballet choreographed by Ed Wubbe / Scapino Ballet Rotterdam)
	1998
	67:30
	Intro

New York Underground

Night Club Theme

Modelling

Out of China

Death Camp

Ari Sleepy Too

Iceberg I

Jim

Iceberg II

Espana

Nibelungen

When one is asked to write music for an abstract concept such as a choreographed Dance Work it invariably invites comparisons with known elements in the real world with which we can expect to

understand the Work in fuller terms. In this case we have many strands of history with which we can add our own impressions of a Life – if that were the intention. It is not.

Biography is best left to historians. Ballet to visionaries.

In the movements of this piece the Titles live closer to reality than the music. As a friend of Nico’s I was touched by Ed Wubbe’s suggestion to write music to a choreography of his, and hoped to throw some light on what elements of Nice’s psyche drove a woman so successfully captured by the world of Modelling, to abandon it to pursue a creative life in poetry and song. The name Jim Morrison comes readily to mind. Yet that may not leave every stone unturned.

As Art does not comfortably imitate life in the world of Ballet I was happy with the freedoms Ed gave me in the choice of topics and moods. In many ways an empty space would be the quintessential Nico Ballet.

One remembers the many occasions she spoke of wanting to be a nothing. Zero.

Luckily, she went about it the wrong way.

It is enough to speak of the respect, a certain awe, and concern for Beauty that we find in her work.

Even so it feels as if it were not enough.

    -----------   John Cale

I took my inspiration for this production from Nico’s music and poetry. Because I did not know her personally, John Cale was the only one who could tell me more about her through his music. His music gave me the feeling that, with every movement I made, Nico was looking over my shoulder... to see that it was right. During the creative proces, John and I scarcely mentioned her. We wanted to celebrate Nico as a great artist purely in music and dance; on the stage, the place where she lived.

     ------------  Ed Wubbe

	CAN
	Delay
	1968
	35:50
	CAN - см. тж.: Holger  CZUKAY; Irmin  SCHMIDT; Jaki  LIEBEZEIT; Jah WOBBLE; PHEW (в 'Alternative');

label: Mute / Spoon

1. Butterfly

2. Pnoom

3. Nineteen Centrum Man

4. Thief

5. Man Named Joe

6. Uphill

7. Little Star of Bethlehem

	CAN
	Monster Movie
	1969
	37:52
	label: Mute / Spoon

1. Father Cannot Yell

2. Mary, Mary So Contrary

3. Outside My Door

4. Yoo Doo Right

	CAN
	Soundtracks
	1970
	35:18
	label: Mute / Spoon

	CAN
	Tago Mago
	1971
	73:21
	Holger Czukay [b]; Michael Karoli [g]; Jaki Liebezeit [d]; Damo Suzuki [v]; Irmin Schmidt [k].

	CAN
	Ege Bamyasi Okraschotem
	1972
	40:08
	

	CAN
	Future Days
	1973
	41:01
	

	CAN
	Soon Over Babaluma
	1974
	38:55
	

	CAN
	Landed
	1975
	40:24
	

	CAN
	Flow Motion
	1976
	38:15
	

	CAN
	Saw Delight
	1977
	38:02
	

	CAN
	Out of Reach
	1978
	36:27
	

	CAN
	Can
	1978
	39:38
	

	CAN
	Deluge
	1984
	55:24
	Michael Karoli [g, v, violins, t sax, k, flutes, harmonica, perc, b] & Polly Eltes [v].

	CAN
	Rite Time
	1989
	41:56
	

	CANNED  HEAT
	Historical Figures & Ancient Heads
	1971
	36:40
	blues-rock (белый блюз)

	CANNED  HEAT
	The New Age
	1973
	36:38
	

	CANNED  HEAT
	One More River To Cross
	1973
	37:03
	label: Atlantic, 1998; transferred from Analog Souce with original LP sound.

Bob ‘The Bear’ Hite [v, harmonica]; James Shane [v, rh g, b]; Richard Hite [v, b, rh g]; Henry Vestine [lead g]; Ed Beyer [k]; Adolfo ‘Fito’ De La Parra [d, perc]; horns: Harrison Calloway [tp]; Charles Rose [trb]; Ronnie Eades [bar s]; Harvey Thompson [t s].

From 1969 to 1971, Canned Heat was the most popular group blues’ n’ boogie band in the USA and in Europe.

	CANNED  HEAT
	Canned Heat Blues Band
	1997
	50:11
	Check out Canned Heat’s e-mail adress at: BOOGIE@UTECH.NET 
Celebrating 30 years of existance playing Blues & Boogie music throughout the world, the Canned Heat Blues Band now presents this CD featuring the three original band members still alive, along with some of the most talented and renowned blues musicians of our time. We had a great time making this CD, and hope the listeners will get as much pleasure grooving with this music that brings us all together in the brotherhood of the boogie.

	CANNED  HEAT
	Boogie 2000
	1999
	44:43
	Robert Lucas [v, harmonica, slide guitar]; Adolfo ‘Fito’ De La Parra [d, perc]; Larry ‘The Mole’ Taylor [rh&lead g, v]; Greg Kage [b, v].

	CAPTAIN  BEEFHEART & His MAGIC BAND
	The Legendary                   A & M Sessions
	1965
	11:45
	Если интересно что-то в том же духе, рекомендуем проект ENCORE + GRANDE (label: Gazul) (с учётом разницы поколений: аражировка, мелодика и, сами понимаете, - навороты). Или LOTHAR and the HAND PEOPLE (rec. 1968-69).
label:  A&M (1984) and  Edsel/Demon (1986)

Van Vliet used the long pauses inbetween record productions to secure his reputation as an acknowledged and cultivated artist. In the meantime he retreated with his wife to the Mojave Desert, living in a luxurious mobile-home. His old company brought out the ‘Legendary A&M Sessions’ in ’84. Live performances appear very rarely on his agenda.
  This re-issue of Captain Beefheart’s legendary A & M recordings should delight his followers and fans of 60s music alike. Beefheart (Don Van Vliet), considered by many as one of the greatest white blues singers ever, is also one of music’s most celebrated eccentrics.

   An acclaimed painter and poet as well as musician, hi’s worked with everyone from Frank Zappa to David Gates, the leader of soft rock group Bread and unlikely producer of these, Beefheart’s first ever session. The songs herein have their seeds in Lancaster, California, where Beefheart first encountered the teenage Frank Zappa at the high school they attended together. Beefheart followed Zappa to nearby Cucamonga (where he was producing and scoring extremely low budget movies), and together they hatched plans to put together a band named the ‘Soots’ and make a film called ‘Captain Beefheart Meets the Grunt People’. Alas, nothing came of this and eventually Zappa went to Los Angeles and put together the first Mothers of Invention, while Beefheart backtracked to Lancaster to gather up a band of “desert musicians”. Early in ’64, the first ‘Magic Band’ began playing local teen dances, where, according to Beefheart, they “were often mistaken for an English R & B group”. Their first big break came at the 1965 teenage fair at the Hollywood Palladium, where, according to a magazine article of the time, they “made such an impact on the audience that numerous fan clubs sprouted up before they even had a recording contract!”  In addition to Beefheart, the 1965 band featured Alex St. Clair (guitar) and Jerry Handley (bass), both of whom resurfaced in later incarnations, as well as Doug Moon and Paul Blakeley (guitar and drums, respectively). A biography cites their influences as “such giants as ‘Howlin’ Wolf’, Jimmy Reed, Sonny Boy Williamson, Lightnin’ Hopkins and Johnny ‘Guitar’ Watson, and mentioned that Beefheart’s tastes “run the gamut from good brandy to falconry with sparrows, from the fine cuisine to a National Geographic”. Eventually the group was signed to a two-single deal with A & M Records, who were just getting into the emerging rock scene, and four of the songs on the disc you hold were the result. The fifth, ‘Here I am, I always am’, is a previously unreleased gem from the same era. It should be noted that original copies of Beefheart’s A & M 45’s, highly praised by critics and collectors alike, regularly fetch upward of $35 each. The first A & M single was a cover of Bo Diddley’s hit ‘Diddy Wah Diddy’, backed by a Beefheart original.  ‘Who Do You Think You’re Fooling’, which he critically commented was “about the government, using the statue of Liberty as a symbol”. ‘Diddy Wah Diddy’ was done at the same time by ‘Boston’s Remains’, and though both versions failed to crack the Billboard Top 100, each group scored a hometown hit. The ‘Magic Band’ version was by far the most exciting, with a raw yet somehow riveting attack that forces the listeners attention — and today, some eighteen years later, it is still considered the definitive rock treatment of this classic. A second single ‘Moonchild’ backed by ‘Frying Pan’ (both originals), was released later in the year, and though both the songs and performances were as innovative and exciting as the first, it failed to garner any appreciable air play. About ‘Moonchild’, Beefheart said “It’s about the lighter and darker sides of light, I guess”. The fifth track here, the never-before available ‘Here I am, I always am’, is perhaps the most interesting. Recorded at the same time as ‘Moonchild’, it languished for nearly two decades in on A & M tape vault before being discovered. Only rumored to have existed, it proves well worth the wait. While musically as impressive as the others, it was the first real hint of the lyrical excursions Beefheart would take in the future. Failing to come up with a definitive hit, Beefheart and A & M went their separate ways. A few years later he resurfaced on Buddah with Ry Cooder joining the band for the revolutionary ‘Safe as Milk’ album, and, as they say, the rest is history. To many these tracks will prove critical in understanding the man’s later work. In any case, they are certainly one of the most auspicious and formidable debuts in modern rock. — Jeffrey Gold, 1984.

	CAPTAIN  BEEFHEART
	I May Be Hungry But I Sure Ain’t Weird                             (The Alternate Cpt. Beefheart)
	1967-68
	54:15
	label: Sequel Records (England), 1992.

All titles recorded between October 1967 and May 1968; previously unissued alternate takes.

  Как и в случае аналогичного собрания “Alternate takes of Screamin’ Jay Hawkins” (см. ‘Blues’ section), продюсеры фирм грамзаписи, в своё время отобрали для издания наиболее “пристойные” (с их точки зрения) варианты, отбросив самые оголтелые и хулиганские. Сами понимаете, — они-то для нас теперь, как раз, наиболее интересны. На этом CD вышел замечательный набор блюзовых трэков.

  Few careers in rock have been so shrouded in mystery as that of Captain Beefheart’s. Since his earliest visits to Europe in ’68, interested journalists and fans have been trying to piece together the man’s history and at the same time come to terms with his undeniably eccentric approach to his music and life. The ‘history’ has always been dogged by the Captain’s notorious memory lapses and his colourful and abstract verbal outpourings have amused and confounded those attempting to analyse his work. Whether the Captain set out to be an enigma is ultimately irrelevant — the fascination with the enigma has been almost inevitable. Thus over the years articles have appeared ‘to set the record straight’ — new facts are added, more speculation entered into and old myths and inaccuracies corrected or reiterated. This piece is no exception. As a sleeve note its primary function is to inform the reader of the music on offer on this CD, but the temptation is too great to take the opportunity to add the odd fact and conjecture. Thus some of the following is well known (and probably true) some is ‘new’ and some parts are guess-work based on probability. And why not? — however unlikely something might seem, with the Captain, anything was (and is) possible! [...] In the end all that really needs to be said is that no-one has ever sung quite like Beefheart and no band has ever sounded remotely like the ’68 Magic Band and to hear them as they should have been heard at the time is nothing less than a revelation.

	CAPTAIN  BEEFHEART
	Safe As Milk
	1967
	33:53
	label: Repertoire Records

  Under the philosophy that “life is art and art is life” (‘Cream’), Don Van Vliet alias Captain Beefheart went down as one of the most dazzling personalities in rock history. This stubborn musician, painter and sculptor, whose voice ranged seven and a half octaves, allowed his extraordinary creativity run totally free, to the extent that categorisation attempts of any kind simply bounced off his productive genius. “Delta blues, avantgarde jazz and rock&roll” (‘Rolling Stone’) entwined themselves to become a twentieth-century music style that had lasting influences on american bands such as The Residents, Pere Ubu (см.), and Devo. Beefheart’s chaotic Magic Band, members being recruited from the millieu of schooltime friend Frank Zappa, stereotyped to none and his records were far from being commercial. Van Vliet remained a figure for the intellectual scene, who in the end made more money with his painting than with his music.

Born on 15th January 1941 in Glendale, California, this individualistic artist was as a child already influenced and encouraged by Portuguese sculptor Augustino Rodriguez, when at the age of thirteen his family moved to Lancaster, California, where he first met Frank Zappa. It was the blues that first turned VAN VLIET into music, with which he taught himself harmonica and soprano sax, and played with regional bands like «The Omens» and «The Blackouts» before visiting the «Antelope Valley College» for one semester in’59. In due course he found himself in the californian Cucamongo where he and Zappa formed «The Soots» with the intention of shooting the film «Captain Beefheart Meets The Grunt People». Both projects ammounted to nothing, but VAN VLIET had at least found a suitable pseudonym. Zappa went to Los Angeles and the CAPTAIN returned to Lancaster. [...]

	CAPTAIN  BEEFHEART
	Mirror Man
	1968
	59:21
	

	CAPTAIN  BEEFHEART
	Trout Mask Replica
	1969
	79:08
	Produced by Frank Zappa.

“Хотя легендарный авангардист блюза и буги [Beefheart] с товарищем Раем Кудером отливал бесценные золотые чурки в студии А&М, наследием завла​дел Warner/Chappell, где и вышли центровые аль​бомы дискографии – бешеный ревущий шизофренический “Trout Mask Replica” и “Mirror Man”. Всё время до них Бифхарт высмеивал Джона Ли Хукера, после них — занимался музыкальным пост-экспрессионизмом.” –HiFi Club

	(CAPTAIN  BEEFHEART)
	Hot Rats
	1970
	47:16
	Zappa / Beefheart

	CAPTAIN  BEEFHEART
	Lick My Decals Off, Baby
	1970
	38:53
	

	CAPTAIN  BEEFHEART
	“The Spotlight Kid” / “Clear Spot”
	19711972
	73:18
	

	CAPTAIN  BEEFHEART
	Unconditionally Guaranteed
	1974
	31:20
	Captain Beefheart is Don Van Vliet [v, harmonica]; The Magic Band: Zoot Horn Rollo [g]; Glass Finger [g]; Art Tripp [d, perc]; Rockette Morton [b]; Mark Marcellino [k]; Alex Saint Claire [g]. + Andy DiMartino [ac g]; Del Simmons [t s, fl]. Produced by Andy DiMartino.

	CAPTAIN  BEEFHEART
	Blue Jeans And Moon Beams
	1974
	36:56
	

	(CAPTAIN  BEEFHEART)
	Bongo Fury
	1974
	41:08
	Zappa / Beefheart

	CAPTAIN  BEEFHEART
	Shiny Beast (Bat Chain Puller)
	1979
	47:24
	

	CAPTAIN  BEEFHEART
	Doc At The Radar Station
	1980
	38:59
	[…] Gary Lucas [g] – см. в 'Alternative'

	CAPTAIN  BEEFHEART
	Ice Cream For Crow
	1982
	37:35
	

	(CAPTAIN  BEEFHEART)
	MAGIC BAND:

"Back to the Front"
	2003
	55:43
	All songs by Van Vliet

Gary Lucas [g]; Mark Boston [b]; John French [harmonica, d, v, producer]; Denny Walley [g].

	(CAPTAIN  BEEFHEART)
	Denny WALLEY: 

“THE MUSIC OF  CAPTAIN  BEEFHEART”

(Live)
	1996
	58:35
	All words and music by Don Van Vliet.

New sensational release! Denny Walley, legendary slide guitarist with Frank Zappa for many years (‘Bongo Fury’, Joe’s Garage’, ‘You Are What You Is’, etc.), will now pick up his guitar (and clear up his throat) for his first full I release ever featuring original material. Scheduled for release February 1997.

	(CAPTAIN  BEEFHEART)
	tribute to CAPTAIN  BEEFHEART:

The Jack And Jim Show: Pachuco Cadaver
	2002
	72:10
	label: author's edition (Eugene Chadbourne)

Eugene Chadbourne & Jimmy Carlblack

All Songs by Captain Beefheart (Don Van Vliet)

Eugene Chadbourne [v, g, banjo, bass banjo, prepared piano, perc, personal effects]; Jimmy Carl Black [v, d]; + guests: Brian Ritchie [didjiridoo]; Chris Turner [harmonica]; Leslie Ross [bassoon]; Ashwin Batish [sitar]; a.o.

Pachuco Cadaver, la programma:

note, some of the titles segue together as suites, but we perform in this order:

Buggy Boogie Woogie / Willie the Pimp / Dropout Boogie / Sure ‘Nuff an’ Yes I Do / Clear Spot / Steal Softly Through Sunshine / The Past is Tense / Veteran’s Day Poppy / I’m Gonna Booglarize You Baby / Pachuco Cadaver / The Dust Blows Forward and the Dust Blows Back.

	Renato CAROSONE
	Whisky & Soda & Rock'n'Roll
	1956-59
	76:38
	label: EMI Music Italy

Digitally Remastered: 2001

Итальянский эстрадный певец.

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

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

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

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

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

--- Еженедельный Журнал
Песни подземелья

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

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

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

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

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

--- "Коммерсантъ"

	CARTE  DE  SEJOUR
	Ramsa
	
	51:06
	Carte De Sejour = Permit To Stay

Ramsa = Five

label: [pi’ra:nha] Music

folk-rock

Instruments: Oud (traditional Arab stringed instr.), Gibson (electric guitar), Darbouka (desert drum), Rock drum kit, Youyou (women only heavy drum),  El. bass, Banjo, Bendir (Moroccan percussion of sheepskin), Tounbour (Moroccan percussion), Congas, Synth.

The Roots:  Living in the Minguettes of Lyon, the concrete suburbs, and wishing to make a lot of noise called Rock and Roll. The singer loved by 500 millions of Arabs. Her name is Om Kalsoum. Our secret name is Collective Memory. We are aristocrats building castles of memory. Our music is oral history in the tradition of African griots. We talk and sing in Sabir. It is the ancient language of the Mediterranean Sea and its ports. The words are Arab, English, Spanish, French, African...  In France today Sabir is Rhorho. You take words from everywhere.  ...The Gnava trance music of the Man Who Do Not Talk. They stay south of the Maghreb Mountains where guitars are made of tortoises. ...The Gesbah flute played to herd sheep. If you interrupt, the sheep will panic. ...Chaabi Music from the Casbah of Algiers, the first pop music of the Maghreb created by El-Anka after World War II. The Cheikhattes Orchestras made of women. If men were admitted in the group they took on androgyn behaviour. Islamic fundamentalists are scandalized by the liberties taken by the Arab Soul Rebels. They cannot understand how we are able to play such a kind of “non-Arab” music. ...Playing for the Zaamettes, the girls of Arabian descendency living in France...

	CARTOON
	Sortie
	1994
	76:10
	label: Twelve Tone / Cuneiform (USA)

http://cuneiformrecords.com/bandshtml/cartoon.htm 

Scott Brazieal [k]; Mark Innocenti [g, b]; Gary Parra [perc]; + Herbert Diamant [woodwinds]; Craig Fry [vln, fr h].

In the very darkest days of progressive music, Cartoon were one of the very brightest stars of U.S. classical/progressive rock. Originally a trio (keyboards, guitar, drums), and expanding to a quintet for their 2nd lp (add reeds and violin), they used classical form and influences along with more avant prog influences like Zamla and Univers Zero. This is both their lps (minus one track that wouldn’t fit) directly off the masters, and includes a 12 page book with photos and a band history.

“Their music is just as amazing now as it was ten years ago, not being dated or outmoded in any way.” – Background. 

“...one of the hidden gems of American progressive rock.” – Laser’s Edge

Unable to apply “standard formulas,” the music biz stuffed Cartoon into some very unlikely pigeonholes.

•^ Befuddled album merchants filed our records under rock, jazz, imports, independents and once alongside comedian George Carlin.

•^ Radio DJs programmed Cartoon along with Miles Davis, The Dead Kennedys or Kitaro.

These incongruities were further exaggerated when we played live. 

•^Suburban teenyboppers who came to see techno-pop act A Flock of Seagulls looked to one another for clues as to how to react to the opening act.

•^ As one of the first electric bands to play the San Francisco Conservatory’s recital hall, we had to shatter its formal atmosphere, overcoming the tension left by years of juries and judgment.

•^ Our Sunday afternoon concert, at the Golden Gate park band shell where municipal bands play Sousa marches, was heartily applauded by a wide range of passers-by.

Instead of retreating as “misunderstood artists”, we embraced these awkward situations, fanatically performing whenever and wherever we could. Triumphs over the conventional reinforced our youthful arrogance with an illusion of invincibility that would later prove to be our downfall.

Cartoons beginnings can be traced back to Camelback High School in Phoenix, AZ., where Scott and Mark shared a fascination with music that pushed the boundaries of convention; progressive rock, modern classical, free jazz and especially the incidental music from afternoon cartoons. After graduation, their musical collaboration came to fruition in coping with the malaise of the 9-to-5 world. The regimen began with musical discussion over Mexican food at the Tee Pee Tap Room which would later be applied to guitars and keyboards into the wee hours of the morning. Cartoon’s first pieces, Shredded Wheat (track 7), Apathy in America (track 5) and Shark (track 1), emerged after several months of playing and reworking. In contrast, Scott used his classical training to score Ptomaine Poisoning (track 2) and Anemic Bolero (track 3), which rely on precise, thematic material and structured development. [...]

With distribution ranging from San Francisco to Paris, U.S. reviews were generally positive with an occasional warning to the conventional listener. European critics noted us as an American band following in the footsteps of such European greats as Magma, Henry Cow and Univers Zero.

Cartoon initially performed to sparse audiences at small Bay Area establishments such as The Hotel Utah and Sleeping Lady I. Amidst anti-disciplined punk and the heavy dance beat of the early 80s, most people were hearing this unusual music for the first time. Undaunted by empty seats, we continued to play energetic shows. Our patience was rewarded one night when one of the spectators was KPFA’s program director, Mary Tilson. The resulting live broadcast from the station’s studio reached new fans. This performance was later released on cassette as “Boot-Legged”, the first recording of the quintet. A loyal following gradually amassed as news spread of Cartoon’s unusual and captivating perfor​mances. With this support, we graduated to larger venues, opening for local new music acts such as Snakefinger, Negativland and Rova Saxophone Quartet. Impressed by our perseverance and professionalism, Rod McDonald of The Stone gambled by scheduling us to open for national acts, including Allan Holdsworth, Renaissance and Fred Frith, peaking with over 1000 witnessing a memorable show opening for Jon Anderson’s Animation.

A confident Cartoon returned to Synchestra with an orchestral sound and compositional approach different from the first album. The pieces on “Music from Left Field” are improvised within a preconceived form or song structure. Each song was assembled in the studio based on a predetermined sketch of moods, motifs and transitions, growing in complexity as each musicians overdub was added. This approach tapped into the spontaneity and interplay between improvising musicians that often disappears with the search for perfection in the studio. Classical sonata form defined the overall structure of side two (tracks 9-12): Bedlam was improvised within the traditional form of a Sonata-Allegro movement. Light in August, the only scored composition, is the Adagio movement. Scherzo was improvised in the same form as a Scherzo and Bottom of the Ninth as a Rondo. Quotes [track 8] is the harvest from an improvisation carefully tended over 8 months of rehearsals and shows. European reviews for “Music from Left Field” extended beyond the reliably supportive alternative press, appearing in national music magazines and the popular press. Personally more satisfying were the invitations to perform at universities in Czechoslovakia, Hungary and Yugoslavia. These financially-forlorn, logistically-unlikely appeals piqued our quixotic ideals, making dreams of a European tour irresistible. Our applications to two prestigious new music festivals in France were accepted, thanks to help from contact and friend Bernard Gueffier.

In May of ‘84 we embarked on this small European tour, shipping instruments by boat, renting larger items such as the piano, mixing console and amps in Amsterdam. The support crew included sound engineer Mike Aiken, long-time ally Kriss Grigg who would record the shows on a brand new multitrack deck, and the dedicated, unheralded girlfriends who handled concessions and a multitude of miscellaneous tasks. Transporting this unwieldy entourage required a truck, a van, two automobiles, and a large measure of patience. The French festival line-ups were magnificent: In Nancy/Vandoevre, Cartoon joined Cassiber, Camberwell Now and Lol Coxhill among others. In Reims: Zamla, Skeleton Crew, Christian Vander, John Greaves, etc... Cartoon’s showmanship was at its peak. Themes from Rocky & Bullwinkle, Peabody & Sherman, and dramatic covers of Webern, Stravinsky and Bartok String Quartets bridged a concise selection of our most powerful compositions. We were in heaven: dinner and ales with Lars Hollmer and Zamla, jamming back stage with Univers Zero, privy to a hearing of the unreleased Art Zoyd ballet. The effect was intoxicating. We felt unstoppable.

Arriving the next afternoon in Paris, the entourage split up. One half settled into a Champs Elysees hotel, with the others maneuvering the equipment van towards a friends house in Clichy, a poor Paris suburb. After enjoying a pleasant evening of Paris coffee houses and cathedrals, we returned to Clichy to discover that the van and everything in it had been stolen. Instruments owned for 20 years, audio gear, clothes, LPs, even the recording of the previous evening’s concert; Everything was gone. Shocked by the quick turn of events, we alternated between desperate searches and the comforts of a potent Belgian Ale, Chimay. All frantic efforts of recovery, including posting rewards, contacting the police, pleading with the American Embassy, plying the media, and scanning pawn shops, went for naught. A disoriented, disgruntled and depressed entourage limped back home never to play as Cartoon again. To add insult to injury, the French government billed Cartoon for import taxes on the equipment “sold” while in France. Although instruments could be replaced, Cartoon would never recover its bold spirit. Mark and Craig left to pursue other musical directions. Scott, Gary and Herb regrouped as PFS, further exploring music improvised on preconceived forms. 

“Th...Th...Th....     ...That’s All Folks!”

	CARMEL
	Everybody’s Got A Little Soul
	1987
	
	LP

	Nick CAVE – см. в разделе ‘Alternative’
	
	
	
	

	Adriano  CELENTANO
	Best of
	
	79:50
	Сборник действительно самых лучших вещей с дисков:

“Azzurro / Una Carezza In Un Pugno” 1969; “Er Piu’ (Storia D’Amore E Di Coltello)” 1971; “I Mali Del Secolo” 1982; “Il Re Degli Ignoranti” 1991; “Io Mon So Parlar D’Amore” 1999.

1974 L’Angelo Custode

2. Canzone

3. Eravamo In 100.000

4. Tre Passi Avanti

5. Un Bimbo Sul Leone

6. Buonasera Signorina

7. Una Storia Come Questa

8. Er Piu’

9. Una Storia D’Amore E Di Costello

10. Ready Teddy

11. L’Albero Di Trenta Piani

12. La Ballata Di Pinocchio

13. Quel Signore Del Piano Di Sopra (in lingua celentana)

14. Quel Signore Del Piano Di Sopra (in lingua italiana)

15. L’Uomo Di Bagdad Il Cow-Boy E Lo Zar

16. La Piu Migliore

17. La Terza Guerra Mondiale

18. Buono Come Il Pane

19. Una Rosa Pericolosa

20. Sarai Uno Straccio

	CHANNEL  LIGHT VESSEL
	Automatic
	1994
	40:56
	Roger Eno, a.o.

	CHANNEL  LIGHT VESSEL
	Excellent Spirits
	2000
	50:27
	Bill Nelson (см. в ‘Synth’) [v, g, d, p, synth]; Roger Eno [k]; Kate St John [v, oboe, saxes, p]; Laraaji (см. в ‘Synth’) [v, kalimba, zither, g]; + Ian Leese [b]; John Spence [d]; Mayumi Tachibana [cello].

Стилистически это что-то типа new wave / progressive. Но в любом случае – всё очень красиво и грамотно во всех отношениях.

	Manu CHAO
	Clandestino
	1998
	46:36
	Manu CHAO – см. тж. с: Fermin MUGURUZA; Wagner PA;

Подобные проекты см. тж.: DUSMINGUET, COMPAGNIE LUBAT DE GASCONHA, LES NEGRESSES VERTES, MANO  NEGRA, MAU MAU, FUERZA (в ‘Acid’), Wagner PA,

label: Virgin (France)

"From each voyage to Brazil, to Barcelona, to Senegal or to the street corner, I brought back bits and pieces: sounds stolen from TV programs, images from the street, exchanges, ideas. And curiously enough the slower songs, those I'm more personally linked to, are what people often tend to remember better. It is this particular atmosphere that I felt like reproducing in the album ‘Clandestino’, once in stu​dio."

Сольный альбом лидера фран​цузской анархистской группы MANO NEGRA (см.) превыше всех похвал. Если указанная команда так и осталась известной в узких кругах, то «Clandestino» определенно ждёт иная судьба — альбомы подобного качества появляются не так часто (тем более в Европе). Он записан в модном ныне жанре «этнического шансона», самыми яркими пред​ставителями которого являются Кесария Эвора с Островов Зелёно​го Мыса и Ибрахим Ферейр с Ку​бы. Но если они, несмотря на весь свой могучий талант, люди в возра​сте, то Ману Чау очень даже молод. Как оказалось, именно прививки раздолбайства и анархии не хватало этому шансонье, чтобы родить по-настоящему яркий альбом. Раздолбайства на «Clandestine» хвата​ет с лихвой, а песни хороши все как на подбор. С первого прослу​шивания сразу запоминается бес​подобное англоязычное регги «Bongo Bong», продолжающееся на следующем треке, но уже на фран​цузском языке, под названием «Je Ne T'Aime Plus». По мере прослу​шивания становится ясно, что пла​стинка просто не имеет слабых мест. Возмутительная небрежность вокала, зажигательные «испан​ские» гитары, трубы, дудки, колокольцы и постоянные реверансы в сторону регги создают атмосферу стихийного праздника, который могли бы закатить цветные эмиг​ранты на центральной площади какой-нибудь европейской столи​цы. В этом альбоме более чем в лю​бой другой известной записи, во​плотился синкретизм рубежа ве​ков: основным языком диска явля​ется испанский, несколько песен на английском и французском.

--- Салон AV
Ману Чао в прошлом году пел в Генуе — перед пятьюдесятью тысячами антиглобалистов, при​ехавших в Италию показать «большой восьмерке», чего на самом деле хочет простой народ от нынешнего мироустройства. Люди вскидывали вверх руки со сжатыми кулаками, а со сцены им пели про марихуану, и время от времени включали фрагмен​ты речей мексиканских борцов за свободу, сторонников самых жестких методов.
Ману Чао сорок лет, он ро​дился в Париже, родители — ис​панцы, а первой любовью в му​зыке были британские панки The Clash, которые хоть и играли панк-рок, но обладали проявив​шимся впоследствии тонким му​зыкальным вкусом. Испанское происхождение, французская культура и антибуржуазный нас​трой у Ману Чао тесно перепле​лись. Он занялся музыкой, и сна​чала это была команда Les Hot Pants, которая играла отвязное рокабилли, но больших успехов не добилась. На ее осколках по​явился Mano Negro, коллектив, названный в честь анархистской организации из Испании. Легко догадаться, что музыка Маnо Negro состояла из панка, латин​ских мотивов и хорошего нас​троения, которую сами музыканты назвали словом patchanka — на испанском сленге это музыка для танцев. Была и дебютная пластинка «Puta's Fever», что на том же сленге означает ЗППП (заболевание, передающееся половым путем), полученное от девушки легкого поведения.
Два полюса пятилетней исто​рии Mano Negro — это контракт с пластиночным гигантом Virgin и тур на лодке по Латинской Америке, неформальную под​держку которому оказывали местные незаконные и иногда даже вооруженные формирования. Потом Mano Negro саморас​пустились, и ставший работать самостоятельно Ману Чао стал еще более известен — вплоть до того, что его глупый хит «Bongo Bong» забрали в глупый фильм «The Next Big Thing» с участием Мадонны. Огромный успех, прес​тижные музыкальные премии и хороший контракт с фирмой грамзаписи для Ману Чао не по​меха — свое революционное настроение он сохранил.
Никто не застав​лял промоутеров с такой силой рвать волосы, как этот неприхот​ливый исполнитель. У Ману Чао есть требования, и это — не тра​диционные «в гримерке должно быть три бутылки красного вина, крекеры и дюжина чистых поло​тенец, номер в отеле не ниже ка​тегории „люкс"». Условия выс​тупления у певца совсем другого рода. Билеты не дороже десяти долларов. Если у концерта и мо​гут быть спонсоры, то никаких крупных корпораций и респекта​бельных изданий. На пресс-кон​ференции — в основном только бесплатные издания, дацзыбао, газеты для бездомных, самиздат. Не хотите так — Ману Чао не бу​дет петь вообще.

--- Коммерсантъ

	Manu CHAO
	Proxima Extancion: ESPERANZA
	2001
	45:41
	В САМОМ КОНЦЕ ВЕСНЫ, 28 МАЯ, АВТОР НЕЗАБЫВАЕМОЙ «BONGO BONG» ПОДАРИЛ НАМ СВОЙ НОВЫЙ, ДОЛГОЖДАННЫЙ СТУДИЙ​НЫЙ АЛЬБОМ. ПЛАСТИНКА, ОЗАГЛАВЛЕННАЯ «PROXIMA ESTACION: ESPERANZA», ТОЧНО СТАНЕТ ХИТОМ ЭТОГО ЛЕТА. И НЕ ПОТОМУ, ЧТО МЫ ЖДАЛИ ЕЁ ЦЕЛЫХ ТРИ ГОДА, А ПОТОМУ, ЧТО МАНУ ЧАО, ПОЖАЛУЙ, ЕДИНСТВЕННЫЙ НА СЕГОДНЯ «НЕЗАВИСИМЫЙ» АР​ТИСТ, ЧЬИ ПЕСНИ ТАК ЛЮБИМЫ ВО ВСЁМ МИРЕ.

А ведь об этой музыке никто и понятия не имел ещё совсем недавно. Если бы не вышеупомянутая Bongo Bong, ко​торая буквально взорвала хит-парады и радиоэфиры в прошлом году, о существовании Ману Чао по-прежнему знали бы только его немногочисленные почитатели. Но вот она, воля случая! А всё — Мадонна, ведь именно на саундтреке к последнему фильму с её уча​стием (Next Best Thing) эта веселая летняя песенка увидела свет в Европе и Америке! Тот успех, которого музыкант «хватил» за по​следние месяцы, ничуть не изменил его от​ношения к жизни (ну, по крайней мере, он сам на этом настаивает). И когда говорят, что даже во времена Mano Negra (группы, лиде​ром которой Ману был долгое время) он не был так популярен, Ману предпочитает молчаливо смотреть в стену. О чём же он думает?

«Чаще всего, всех тех, кто меня до смерти достал, я просто посылаю. Я вообще не за​циклен на всеобщем мнении обо мне». По словам нашего героя, все те, кто думает, что наличие денег и какого бы то ни было стату​са портит музыканта, сами искалеченные жизнью лицемеры. И тот восторг, который вызвал у публики его предыдущий диск Clandestine, Ману склонен оценивать очень философски. «Все его хвалили, назы​вали лучшим альбомом года, и в то же вре​мя намекали, мол, давай, пиши следующий. Мол, этот устареет, набьет оскомину, и тебя все забудут. А я лично вообще не понимаю, как та или иная пластинка может устареть. В моём понимании, каждый альбом — это ре​бёнок. Ты его делаешь, наблюдаешь за первыми шагами, а уже потом следишь за ним всю оставшуюся жизнь. Не то, чтобы я останавливаюсь на сделанном, просто я считаю, что к ка​ждому своему творению нужно подходить очень и очень серьёзно».

Повторять заслуги «первенца» Ману не собирается. Миллионные тиражи Clandestine — это так, чистая случайность, заранее не пла​нируемая, поэтому простительная. «Единственное, за что я благо​дарен этому альбому, — говорит Ману, — так это за возможность наконец поставить чемоданы в шкаф. Я купил себе небольшую квар​тирку в Барселоне, со спальней, гостиной и маленькой уютной сту​дией. За окнами небольшой скверик, тихие улочки... Всё рядом, всё замечательно».

Подумывать о второй пластинке герой нашего рассказа начал в середине прошлого года. Главным вдохновением для написания но​вых песен послужили, конечно же, его впечатления от бесконечных путешествий (за последнее время Ману чуть ли не весь мир объез​дил). Италия, Испания, Аргентина, Боливия, Африка, Южная Аме​рика... «Моя музыка так или иначе связана с дорогой. Общение с людьми, что я считаю главным в жизни, находит отражение в каж​дой песне. Большей частью Proxima Extancion: ESPERANZA — это отголосок моих концертов в странах Южной Америки. Альбом пря​мо-таки дышит той атмосферой...».

Продолжая рассказывать о новом альбоме, Ману Чао замечает, что к работе над ним он подошёл с явной долей иронии (именно это, наверное, объясняет то, что сразу в нескольких новых песнях использована главная музыкальная тема из Bongo Bong). Иначе и быть не могло. Преданные поклонники Ману помнят его поистине гурманские выходки, будь то исполнение чужих песен на разных языках, или перепевки своих же композиций во всевозможных фор​мах — от попурри до откровеннейшего стёба. «Это следствие не лег​комыслия, — улыбаясь, произносит Ману, — просто именно так я вижу музыку. Да и потом, что есть музыка, если не новое прочте​ние всего того, что было тобой увидено и услышано?» Давая Proxima... общую характеристику, Ману придерживается сказан​ного выше: «В каком-то роде, эта пластинка — продолжение Clandestine, да и всего того, что я делал раньше. Она вобрала в себя всё самое лучшее, что было замечено мною за последние 20 лет. Конечно, есть на ней и новые влияния. Но по большому счёту, Proxima Estacion: ESPERANZA — это антология, энциклопедия, ес​ли хотите, мировой музыки» (world music).

Послушав альбом, с Ману нельзя не согласиться. Если бы автор сей статьи решил отвлечься от конкретного повествования и отдал пару строк под свою критику, то его слова почти ничем не отлича​лись бы от слов критикуемого. Вторая сольная пластинка бывшего лидера Mano Negra настолько искренне и профессионально сдела​на, что говорить о ней хочется только самое приятное. Настроение, ровно балансирующее между солнечным/беззаботным и безысход​ным/депрессивным (есть на Proxima... и гитары), передаётся слу​шателю и не оставляет его (что самое главное) и после того, как отыграет последняя песня. Это — особый шарм, которым обладает музыка Ману Чао. Собрав на одном диске чуть ли не все самые глав​ные моменты музыкальной истории, он, без преувеличения будет сказано, достиг вершины.

Ну а если вернуться собственно к основному рассказу (а его уже пора заканчивать), то как не остановиться на словах Ману Чао о по​сыле Proxima Estancion: ESPERANZA: «Мы все пытаемся убедить себя в том, что мир катится в пропасть, и что у нас нет надежды. Но она есть. Можно долбить лбом стену, можно раскачивать горы, пыта​ясь это понять... Мои песни — и весёлые, и грустные. Как вся наша жизнь. Но надо всегда знать, что последняя остановка, это всё равно — НАДЕЖ​ДА. Её нельзя терять. Иначе быть беде...».

---- “PLAY”
Ману Чао в прошлом году пел в Генуе — перед пятьюдесятью тысячами антиглобалистов, приехавших в Италию показать «большой восьмерке», чего на самом деле хочет простой народ от нынешнего мироустройства. Люди вскидывали вверх руки со сжатыми кулаками, а со сцены им пели про марихуану, и время от времени включали фрагменты речей мексиканских борцов за свободу, сторонников самых жестких методов.
Ману Чао сорок лет, он родился в Париже, родители — испанцы, а первой любовью в музыке были британские панки The Clash, которые хоть и играли панк-рок, но обладали проявившимся впоследствии тонким музыкальным вкусом. Испанское происхождение, французская культура и антибуржуазный настрой у Ману Чао тесно переплелись. Он занялся музыкой, и сначала это была команда Les Hot Pants, которая играла отвязное рокабилли, но больших успехов не добилась. На ее осколках появился Mano Negro, коллектив, названный в честь анархистской организации из Испании. Легко догадаться, что музыка Маnо Negro состояла из панка, латинских мотивов и хорошего настроения, которую сами музыканты назвали словом patchanka — на испанском сленге это музыка для танцев. Была и дебютная пластинка «Puta's Fever», что на том же сленге означает ЗППП (заболевание, передающееся половым путем), полученное от девушки легкого поведения.
Два полюса пятилетней истории Mano Negro — это контракт с пластиночным гигантом Virgin и тур на лодке по Латинской Америке, неформальную поддержку которому оказывали местные незаконные и иногда даже вооруженные формирования. Потом Mano Negro самораспустились, и ставший работать самостоятельно Ману Чао стал еще более известен — вплоть до того, что его глупый хит «Bongo Bong» забрали в глупый фильм «The Next Big Thing» с участием Мадонны. Огромный успех, престижные музыкальные премии и хороший контракт с фирмой грамзаписи для Ману Чао не помеха — свое революционное настроение он сохранил.

-- Коммерсантъ

	Manu CHAO
	Radio Bemba Sound System
	2002
	64:42
	label: Virgin France

	Roger  CHAPMAN
	Red Card
	1976
	41:13
	& STREETWALKERS

	Roger  CHAPMAN
	Vicious But Fair
	1977
	56:07
	& STREETWALKERS

‘Vicious But Fair’ (1977)          № 1 – 8

+ ‘Downtown Flyers’ (1975)     № 9 – 12

	Roger  CHAPMAN
	He Was... She Was... You Was... We Was...
	1982
	46:33 42:48
	& The SHORTLIST 

	Roger  CHAPMAN
	Mango Crazy
	1983
	46:42
	

	Roger  CHAPMAN
	The Shadow Knows
	1984
	42:50
	

	Roger  CHAPMAN
	Chappo
	1986
	47:58
	

	Roger  CHAPMAN
	Mail Order Magic
	1986
	41:45
	

	Roger  CHAPMAN
	Techno-Prisoners
	1987
	49:13
	

	Roger  CHAPMAN
	Walking The Cat
	1989
	43:59
	

	Roger  CHAPMAN
	Under No Obligation
	1992
	60:20
	

	CHEB BALOWSKI
	Bartzeloona
	2001
	55:52
	arabic/ska
label: Propaganda
Большой состав; включает J. & I. Muguruza (см.) [acordeon / baix]

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

Neurostamos

A lo putiné

City durmiendo

[arabic]

La bonica

Rumba califa

Lila

Mal temps

Cuentos de barras

Maresmer

Heptumbao

[arabic]

	CHICAGO  -- см. в ‘Jazz’ section
	
	
	
	

	The  CHIEFTAINS   см. секцию «Ethnic- Europe»
	
	
	
	

	Toni CHILDS
	The Woman’s Boat
	1994
	64:14
	label: Geffen (UK)

Toni [synth]; Peter Gabriel [v]; Robert Fripp [g, frippertronics] Trey Gunn [stick]; Ron Reeves [didgeridoo]; Martin Tillman [cello]; Sundar [moorsing, mridangam, tavil]; Pandit Ron Dinesh [tabla, v]; David Rhodes [g]; Nemo Jones [g]; Ayub Ogada [v, nyatti]; Nitya Mohan [tamboura]; Ustad Sultan Khan [sarangi]; Lee Harris [perc]; Pape Dieng [d]; Zap Mama [voices]; Jimmy Smith [b, synth].

	CHLANG DAN
	SK 77
	2000
	54:27
	label: SK Productions (USA)

Песни старой эстрады (в числе прочих – в стиле Cha Cha Cha, Jerk, Bolero) на камбоджийском языке. Информация на вкладке – на нём же.

Поп-песни этого региона (и ~периода) см. тж на CD: IRON CROSS; THAILAND; RAMLEE & SALOMA;

	CHOCOLATE GENIUS – см. в 'Alternative'
	
	
	
	

	Eric  CLAPTON
	From The Cradle
	1994
	60:20
	

	Eric  CLAPTON
	Pilgrim
	1998
	75:42
	with: Steve Gadd [d]; Greg Phillinganes [k]; Paul Brady [tin whistle]; Paul Carrack [hammond, wurlitzer]; Joe Sample [p]; Nathan East, Pino Paladino [b]; Paul Waller [d progr].

	The  CLASH
	London Calling
	1979
	65:58
	punk-rock  (аналогичные варианты: The STYRENES, Jan DURY)

	The  CLASH
	Sandinista!
	1980
	70:44 76:46
	1 января 1977 года на открытии клуба Roxy в лондонском районе Ковент-Гарден играли The Clash, не выпустившие к тому моменту ни одной пластинки. А уже ровно через три месяца их безымянный альбом стоял на 12 месте английского хит-парада.

После появления панк-рока музыкальный мир уже не мог оставаться прежним. Новые революционеры в лице групп Sex Pistols и The Clash так замутили воду в чистеньком на тот момент водоеме рок- и поп-музыки, что все казавшиеся до того разнообразными стили стали выглядеть одинаковым мейнстримом. Первенец The Clash быст​ро стал примером для подражания. А эталон-то получился таким привлекательным, можно сказать, случайно — студийный режиссер группы Мики Фут, привередливо отобранный среди уймы кандидатов... не имел опыта рабо​ты в студии! И в результате звук получился грязнее некуда, но неслыханной мощи. Взять хотя бы панк-марши Remote Controle и Clash City Rockers или рок-н-роллы I'm So Bored With U.S.A. и White Riot. На первом плане пребывают молотильные барабаны Ники Хидона, гитара и басовка Мика Джонса и Пола Саймонона пытаются перекричать их, а уже за всем этим ураганом слышен хриплый голос Джо Страммера (урожденный Джон Меллорс). В отличие от маловразумительных звуковых пассажей появившихся вместе с The Clash групп The Slits, The Saints и прочих, квартет с площади Шеферда Буша играл так уверенно, как будто эти парни одни только знали, как надо делать панк.

При всём своём присутствии в авангарде движения, The Clash, с точки зрения быстро возникших канонов жанра, были какими-то "недопанками" — мало того, что ни тебе ирокезов, ни булавок, так ведь и куражу маловато — никогда на сцене не рыгнут, не пукнут. Слишком хорошо для эстетики мусорных баков умели играть, слишком много значения придавали собственно музыке. Может, именно благодаря этим "недостаткам" The Clash и оказался столь живуч этот стиль.

--- Play

	David  CLAYTON-THOMAS
	
	
	
	LP     blues & funk
label: Decca Rec. (USA)

	Coralie CLEMENT
	Salle des pas Perdus
	2002
	39:55
	label: Nettwerk
Французская певица. Но – какая певица! – очаровательная. Если вдруг захочется французскаой эстрады, то это -- то самое. При прослушивании возникает мысль о воплощении идеала.

Coralie Clement

Sounding more like such classic '60s French pop vocalists as Jane Birkin and Francoise Hardy - distilled with the breathy bossa nova of Astrud Gilberto — than her contemporaries, Coralie Clément released her first album in 2002, Salle des Pas Perdus. The record is a collaborative effort between her and author / composer / performer - and Coralie's brother - Benjamin Biolay, who wrote and arranged all of the 12 songs. Born into a musical family in Villefranche-sur-Saone, France, Coralie could identify all of the instruments of the orchestra by the age of three, studied musical theory at five, and at six, she took up the violin. She never considered herself to be a singer, though. She spent much of her adolescent years listening to the records of Serge Gainsbourg, Birkin, Hardy, the Beatles, and, oddly, Vanessa Paradis. Calling herself a "groupie" of her brother's, she learned all of his compositions, and she began to reinterpret his songs, imbuing his poetic ballads with both a sensual melancholy and playfulness. It wasn't until a much later Paris visit with Biolay that he found this out, when she began to sing his songs back to him as he strummed. He recorded this informal session, and her first record ensued. 

Salle des Pas Perdus is a soundtrack for a film that doesn't exist, but if it did, Coralie Clément says that the movie could be Jean-Luc Godard's 1959 A Bout de Souffle. And just as in the movie, Clément's debut record deftly moves between high art and pop culture, from classical arrangements to lushly orchestrated pop to bossa nova, all the while making winks toward '60s French pop. Coralie, in fact, sounds like a young Jane Birkin.

1.  Salle des Pas Perdu  Biolay, Zeidel  2:51  

2.  L' Ombre et la Lumiére  Biolay  4:08  

3.  Ça Valait la Peine  Biolay  1:51  

4.  La Contradiction  Biolay  2:54  

5.  La Mer Opale  Biolay  2:47  

6.  À l'Occasion Tu Souris  Biolay  3:20  

7.  Samba de Mon Coeur Qui Bat  Biolay  3:54  

8.  Ces Matins d'Été  Baehrel, Manganas  2:52  

9.  Le Dernier Train  Biolay  2:46  

10.  Lou  Le Gall  2:34  

11.  Le Jazz et le Gin  Biolay  3:20  

12.  Bientôt  Biolay  2:32  

13.  Mes Fenêtres Donnent Sur la Cour  Biolay  3:42  

	COCKNEY REBEL – см. Steve HARLEY
	
	
	
	

	Leonard  COHEN
	Various Positions
	1984
	35:31
	Канадский бард Коэн достиг апогея в своей эксплуатации интеллигентно-животного секса и романтического вуайеризма. Скоростные акустические переборы, прессованные клавиши и одинокий голос человека, который лежит в пустой квартире с пока не опустевшей бутылкой и вспоминает, как он еще недавно занимался любовью с той, чье тело стало легендой.

--- Афиша
Среди подобных вокалистов см. тж.: RUE DE LA MUETTE (на французском); Johnny DOWD; Paolo CONTE; Oscar BENTON (в 'Blues'); Sarah-Jane MORRIS (поёт песни Коэна, Вэйтса и др.; с Марком Рибо);

	Leonard  COHEN
	I’m Your Man
	1988
	40:59
	

	Leonard  COHEN
	The Future
	1992
	59:43
	

	Leonard  COHEN
	Live
	1994
	71:58
	

	Leonard  COHEN
	Ten New Songs
	2001
	52:49
	www.columbiarecords.com 

www.leonardcohen.com 

www.leonardcohenfiles.com 

www.leonardcohensite.com 

	Leonard  COHEN
	Jennifer WARNES  [the songs of L.COHEN, with him]:

Famous Blue Raincoat
	1987
	41:32
	label: Cypress Records

Jenny sings Lenny: Jennifer WARNES  sings the songs of Leonard COHEN

musicians: Stevie Ray Vaughn [g]; Robben Ford [g]; David Lindley [lap steel guitar]; Van Dyke Parks [synth, accordion]; William ‘Smitty’ Smith [Hammond]; Russell Ferrante [k]; Joe Calderon [b]; Vinnie Colaiuta [d]; a.o.

	Holly COLE
	Temptation
	1995
	61:45
	label: Metro Blue (Capitol Rec.)

All songs written by Tom WAITS

Holly Cole [v (fem)]; Aaron Davis [p]; David Piltch [ac b]; Dougie Bowne (см. в 'Jazz') [d]; Cyro Baptista (см. в 'Jazz') [perc]; Howard Levy [harmonica]; + horns: The Canadian Brass.

	COLLECTION D'ARNELL-ANDREA – см. в 'Alternative'
	
	
	
	

	COMBUSTIBLE  EDISON
	Schizophonic!
	1996
	38:27
	label: Bungalow / Sub Pop

Combustible Edison is: Miss Lily Banquette, Nicholas Cudahy, Peter Dixon, The Millionaire, Aaron Oppenheimer.

Combustible Edison Information Empire: http://www.subpop.com (Cambridge, MA, USA).

Лаунж. Ретро-мелодии в несколько (умеренно) пародийном ключе. Всё сделано с исключительным чувством вкуса.

	COMPAGNIE LUBAT DE GASCONHA
	Scatrap Jazzcogne
	1994
	55:56
	label: Tilleul / Labeluz

Французский scat / acid jazz , как и заявлено в названии диска. Очень боевой и навороченый проект на французском языке.

	COMUS
	First Utterance
	1971
	49:17
	avant-art-psychedelic rock – мощный во всех отношениях; подобен одновременно и Gong, и Genesis.

Colin Pearson – violin

Roger Wootton – guitar, vocals

Rob Young – percussion

Bobby Watson – percussion, vocals

	Paolo CONTE
	Boogie
	1998
	63:39
	label: BMG-Ariola (Belgium) / AMC

Compilation

1. BOOGIE

2. UN GELATO AL LIMON

3. LA RICOSTRUZIONE DEL MOCAMBO

4. VIA CON ME

5. TANGO

6. ALLE PRESE CON UNA VERDE MILONGA

7. SUD AMERICA

8. LUNA DI MARMELLATA

9. BARTALI

10. L'ULTIMA DONNA

11. GENOVA PER NOI

12. ARTE

13. BLUE TANGOS

14. CHI SIAMO NOI

15. DAL LOGGIONE

16. PRETEND

	The CONVENT
	Tales From The Frozen Forest
	1994
	50:07
	post-punk типа The Cure

label: Strange Ways Records

	Ry  COODER
	Into The Purple Valley
	1972
	37:48
	

	Ry  COODER
	The Gabby Pahinui Hawaiian Band & Ry Cooder
	1975
	41:20
	

	Ry  COODER
	Chicken Skin Music
	1976
	40:01
	

	Ry  COODER
	Jazz
	1978
	38:31
	

	Ry  COODER
	Bop Till You Drop
	1979
	40:14
	Ry Cooder [g, v]; David Lindley [g]; Tim Drummond [b]; Jim Keltner [d]; Milt Holland [perc]; Chaka Khan, Bobby King [backs]; a.o.

Белый блюз.

	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
	

	Ry  COODER
	Trespass
	1992
	37:38
	

	Ry  COODER
	Vishwa Mohan  BHATT  &  Ry COODER:

“A Meeting By The River”
	1993
	43:24
	label: Water Lily Acoustics (Santa Barbara, CA, USA)

Ry Cooder [bottleneck guitar]; V. M. Bhatt [Mohan vina]; Sukhvinder Singh Namdhari [tabla]; Joahim Cooder [dumbek].

  “Let the beauty we love be what we do. There are hundreds of ways to kneel and kiss the ground.” — Jelaluddin Rumi.

    Vishwa Mohan Bhatt is an outstanding young instrumentalist from Jaipur who plays Hindustani (North Indian Classical) music on an instrument of his own design. [...] Inspiring Bhatt’s effort was a North Indian instrument known as the Vichitra vina, which has a wide unfretted neck, two large resonating gourds, six main strings, and twelve sympathetic strings. It is played with plectra fixed to the fingers of one hand and stopped with a glass ball held in the other. The Indian tradition is the only classical music in the world having plucked instruments that are stopped with an object rather than the fingertips. It is quite possible that the technique of using a ‘slide’ on the guitar, as was first done in Hawaii and later by the Delta bluesmen, could perhaps be an Indian influence, with either the North Indian Vichitra vina or the South Indian (Carnatic) Gottuvadyam serving as the model. Bhatt, who had studied with his father Pandit Manmohan Bhatt and with Pandit Ravi Shankar, started his musical career as a student of the sitar. The micro-tonal nature of Indian classical music — derived by sliding and slurring between the notes — convinced him that the most effective way of playing this instrument would be with a ‘slide’. The rich tonal fabric of sustained tones obtained from the main strings and the overtones created by the sympathetic strings of Indian instruments prompted Bhatt to strive for a similar sound. Thus was born the Mohan vina, which Bhatt plays with all the skill and fire a virtuoso. Constructed of very thin wood and strung with a combination of sitar and guitar strings, the Mohan vina has a lively sound that projects with great clarity over a long distance.

  When luthier and pickup designer Rick Turner heard my recording of Vishwa Mohan Bhatt, he suggested that we bring it to Ry’s attention. Ry expressed a desire to play with Bhatt, with perhaps me recording the outcome. In the presence of Franciscan monks in woolen habits, on a Persian rug by the altar of a Catholic church (Christ the King Chapel), two streams merged to form a river. The rhythm of this river was Sukhvinder’s tabla and the dumbek played by Joachim.

  Outside of our passionate interest in musical styles, traditions, and their histories, there was one other factor that established a link between Ry and me — the thirteenth century Persian Sufi mystic Jelaluddin Rumi and his poetry. We both found the translations of Coleman Barks to be the best yet in the English language, conveying the wisdom and immediacy of Rumi. Although this recording was unplanned and unrehearsed, Ry felt that we should give it a framework through which it could speak its own poetry. Thus he came up with the idea of using a poem of Rumi as the theme for this work. The poem he chose is from Rumi’s masterpiece, the “Mathnawi”, and is a parable of a frog and a mouse who meet on a river bank to converse in a language unhindered by the rules of grammar. Rumi’s poems are intuitive, spontaneous outpourings from the deep within. The compositions recorded here were unrehearsed and are the spontaneous expressions of two musicians, one from California, and the other from Rajasthan, who met on a river bank and saw reflected in the water, things as they are... 

— K. Alexander
  “The God-Messenger, Khidr, touches a roasted fish. It leaps off the grill back into the water.”

 — Jelaluddin Rumi

	Ry  COODER
	Talking Timbuktu
	1994
	60:06
	Альбом-победитель “DownBeat critics poll winners” в категории: Beyond Album Of The Year.

label: Rykodisc World Circuit (USA)

A. F. Toure’s Groupe ASCO with Ray Cooder & special guests: Clarence ‘Gatemouth’ Brown, Jim Keltner, John Patitucci.

Timbuktu: region of Mali, West Africa.

     Toure’s music is inspired by the enormous wealth of musical traditions of Mali and he sings in eleven languages (this album contains songs in Songhai, Bambara, Peul and Tamasheck). With Ry Cooder producing, language was merely a difference, not a barrier. That indefinable spark which ignites a special session was lit and recording was completed in three days.

   “For some people, when you say ‘Timbuktu’ it is like the end of the world, but that is not true. I am from Timbuktu, and I can tell you we are right at the heart of the world.” — A. F. Toure.

	Ry  COODER
	Buena Vista Social Club
	1997
	60:08
	Статьи к этому диску см. на него же в секции ‘Latina’

	Ry  COODER
	The End of Violence
	1998
	58:22
	Music for a film by Wim Wenders.

ALL TRACKS PERFORMED AND WRITTEN BY RY COODER with SCORE MUSICIANS: 

HOWIE B. (см. в 'Acid'): MIXING;  

GIL BERNAL: TENOR SAX; 

JOACHIM COODER: DRUMS, PERCUSSION AND PROGRAMMING; 

RY COODER: GUITAR AND PIANO; 

RICK COX: PREPARED GUITAR, BASS SAX AND SAMPLES;

SUNNY D.: PROGRAMMING AND SAMPLING; 

MARK HUNEL-ADRIAN: GUITAR;  

FLACO JIMENEZ: ACCORDION; 

JIM KELTNER: DRUMS AND PROGRAMMING; 

TONYA RIDGELY: FLUTE;  

WILLIAM 'SMITTY' SMITH: ORGAN;  

JACKY TERRASSON: PIANO; 

JAMES 'BLOOD' ULMER (см. в 'Jazz'): GUITAR; 

AMIR YAGHMAI: GUITAR; 

JON HASSELL (см. в 'Alternative'): TRUMPET SOLOS.

'SIX BY NUMBERS' AND 'DON'T EVEN KNOW SHE GOT ONE' (ECHOPLEX MIX) PERFORMED BY HOWIE B., WRITTEN BY HOWIE B. AND NICHOLAS KLEIN.

	(Ry  COODER)
	Jon  HASSELL:

“Fascinoma”
	1999
	60:36
	label: Waterlily Acoustics

rec. 1998

Jon Hassell (см.): trumpet

Ry Cooder: guitar 3,4,5,6

Jacky Terrasson: piano 3,5,7,9,10

Ronu Majumdar: flute 1,4,6,8

Rick Cox: guitar, bass clarinet, samples 3,4,5,6,7,8

Jamie Muhoberac: zendrum 4,6,8

Rick Masterson: tambura 2,3

Rose Okada: tambura 2,3

"With this record, I locate myself squarely within that aspect of music which is fundamental and irreducible: the beauty of the sound," states Jon Hassell in the liner notes for Fascinoma. Hassell, of course, has spent his career emphasizing the beauty of sound and how recordings capture that better than any other medium. The difference is, with Fascinoma, he weaves unique interpretations of standards like "Nature Boy" and "Caravan" into his own sonic tapestry. Hassell has intended the album as a tribute to the "musical exotica" he heard as a child "on the radio or in movie scores," and his statement unlocks many doors to his music. Echoes of early exotica and evocative jazz can be heard throughout the album, but Hassell pieces it together in an odd, original fashion. Since the record is so quiet, some listeners may dismiss it as mere mood music. This is a valid point; the album creates its own unique, wide open aural vistas. But listen closer and there's some truly startling interplay and ideas, not only from Hassell but from his supporting musicians (who include Ry Cooder and Jacky Terrasson). At times, the gauzy recording can be a little impenetrable, as can the challenging minimalism of the compositions and arrangements themselves. But if the music intrigues you, it's hard not to get swept up in it.
  
  
1. 

Nature Boy 
- Ahbez 
2:45

  
  
2. 

Datura - 
Hassell 
4:31

  
  
3. 

Caravanesque 
- Ellington, Mills, Tizol 
7:18

  
  
4. 

Wide Sky 
- Cooder, Cox, Hassell, Majumdar 
6:35

  
  
5. 

Mevlana Duke 
- Hassell, Terrasson 
6:16

  
  
6. 

Secretely Happy 
- Hassell, Majumdar, Muhoberac 
6:33

  
  
7. 

Poinciana 
- Bernier, Simon 
4:28

  
  
8. 

Sensuendo 
- Hassell, Majumdar 
5:15

  
  
9. 

Suite de Caravan 
- Ellington, Mills, Tizol 
12:09

  
  
10. 

Estate (Summer) 
- Brighetti, Martino 
4:40

	Ry  COODER
	Ry COODER / Manuel GALBAN:

"Mambo Sinuendo"
	2002
	50:31
	label: Nonesuch

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

	Julian  COPE
	Peggy Suicide
	1991
	76:05
	Cope [el & ac 12-str wa-wa guit]; Donald Ross Donn-eye Skinner [Fender bass, k]; Rooster Cosby [d, perc].

“Ignorance of your culture is not considered cool” —  The RESIDENTS.

In the summer of 1990, I had a vision of the world. In that vision I saw the Mother Earth —  an enormous goddess standing upright and proud, but throwing her head back in pain and confusion at the treatment that Mankind has chosen to mete out to her. The goddess’s hair was the wind around the world and her left arm was outstretched, the moon spinning on the index finger of her left hand. She was bruised from chemical dumping, and her expression one of ecstatic and religious / spiritual sadness. There were rays of blazing light piercing the centre of her cranium as the ozone hole causes sunlight to pierce the North Pole. This classic mythical image of “enlightenment” of the soul ironically mirrored the supposed death of the world through the Greenhouse Effect. It was a beautiful and absurd double-edged sword. This enormous Mother Earth was standing at the very edge of the highest cliff of Infinity —  and was about to leap off... I had to make this record about the crazy situation. Nowadays I call Mother Earth “Peggy Suicide”. 

—  Julian Cope.

	Carlo CORDARA 
	The Best Of CORDARA ORCHESTRA
	1997
	54:45
	label: IRMA / La Douce (Italy)  www.irmagroup.com
file under easy listening
в этой же серии см. тж.: MARCHESELLI PRODUZIONI; MARC 4;

All tracks composed by Carlo Cordara.

Carlo Cordara [el&ac piano]; Marco Ratti [b]; Carlo Russo [g]; Giancarlo Barigozzi [a&t sax]; Hugo Heredia [t s, flute in C]; Nando Nebuloni [t s, flute in G]; Astor Pittana [tp, fl h].

Carlo Cordara represents a classic example of the strength and quality of the Italian Easy Listening scene in the 60's and 70's. He studied music and, still very young, he obtained his diploma in the piano and as conductor of an orchestra. For many years he accompained singers of light music and with his orchestra he practically toured the globe (tours in America, Canada, Argentina, Brazil, Australia etc.). He regularly filled Italian dance floors and nightclubs, in particular those enshrined in legend on the Roman "Dolce Vita" and the Adriatic Riviera scenes. Playing in the USA he was one of the first Italian composers who mixed jazz sounds with rhythm and blues and black music, thus obtaining an explosive formula for lovers of dance. Cordara worked regulary on the production of music used in documentaries, television news and radio programmes. In the early 70's he was also the star on a programme on the Italian state RAI radio station which aired every morning. It specialised in " facile ascolto" (easy listening) and was called "Buon giorno con Carlo Cordara" (Good morning with Carlo Cordara). This incredible composers always declared himself as part of the avant-garde and experimented in a wide range of musical forms. What is so special about all the tracks on this precious record is that these compositions were recorded in the studio with absolutely no artistic or stylistic restrictions, in complete freedom, something which is almost unthinkable today. It is probable that the musicians and composers who were making records at that time were better trained and they clearly enjoyed the buzz of continuously trying new styles while at the same time playing with other professionals (Barigozzi, Heredia, Nebuloni, Ratti etc...). In order to get as much of his music as possible on to the radio, Carlo Cordara recorded several tracks using the pseudonym of Me Carl. 

Cordara was a good friend of Giovanni Fenati ( a.k.a Mirageman) and so it is especially fitting that records by both of them should be reissued more than twenty years after they were first recorded thanks to the undying dedication of the Easy Listening "dream team" of SMART- IRMA who are working to bring you some of the best music from the Italian Easy Listening scene of the 60's and 70's. Carlo Cordara, a composer of enormus talent but above all a man who loved and con​tinues to love and enjoy playing his special music. 

	Edson  CORDEIRO
	Edson Cordeiro
	1993
	36:35
	label: Sony/Columbia (Brazil)

Виртуозный оперный испанский певец исполняет произведения различных жанров, на разных языках, в роковых и популярных арранжировках. Его голосу доступен самый широкий диапазон, вплоть до исполнения женских вокальных партий (и тогда его можно сравнить с Klaus NOMI; TIGER LILLIES; (см.)).

1. Creole Love Call (Duke Ellington)

2. La Seguedille – Aria Da Opera «Carmen» (G. Bizet)

3. Baioque (Chico Buarque), Baiao (Luiz Gonzaga)

4. Naturtrane (Nina Hagen)

5. Sometimes I Feel Like A Motherless Child (V.Morrison)

6. A Rainha Da Noite – Da Opera «A Flauta Magica» (Wolfgang Amadeus Mozart), I Can’t Get No Satisfaction (Mick Jagger / Keith Richard)

7. Kiss (Prince)

8. A Lua E Um Balao – Moon Is Made Of Gold (Richard L. Jones / R. Wasserman, vers. Geraldo Carneiro)

9. Mercedes Benz (Janis Joplin)

10. Down Em Mim (Cazuza)

11. Voz De Mulher (Sueli Costa), Fascination (Marchetti)

	CORNELIUS
	Fantasma
	1997
	50:11
	label: Matador (NYC, USA)   www.matador.recs.com 

All songs Written, Arranged, Performed, Mixed and Produced by Keigo Oyamada and the Orangu-Tang Clan.

Студийный проект с массой разнообразных иструментов и сэмплов. Музыка весёлая и навороченая во всех отношениях, в том числе и по студийной работе. Можно сравнить с проектом Les RITA MITSUOKA, но CORNELIUS, будучи не-французским, как и следовало ожидать, -- менее сентиментален, более насыщен и основателен. А по сравнению с YELLO, он более бурно-экпрессивный. Можно также сравнить с SUKIA. Название “Fantasma” очень удачно для этого диска – другое стилистическое определение было бы подобрать затруднительно. Можно так же сказать, что по вокалу и мелодике многие композиции напоминают экспериментирующих BEATLES эпохи “Yellow Submarine”. Другие композиции имеют явно пародийный характер. Короче говоря, диск настолько незаурядно-равлекателен, что его можно рекомендовать вниманию любителей самой разнообразной музыки.

Корнелиус - это Кейго Оямада, один из главнейших сегодня поп-сочинителей Японии, ум​ник и, наверное, гений. Я вам так скажу: если составлять двадцатку лучших поп-альбомов девяностых, то без умопомрачительной корнелиусовской пластинки «Фантазма» никак будет нельзя обойтись. Корнелиус довольно долго с тех пор (1998) ничего не записы​вал, ограничивался ремиксами на эту самую «Фантазму» (которых выпустил аж две пластинки).

--- Афиша

Японский неолаунж дал миру дюжину милых, пяток блестящих и одну гениальную пластинку. Ее записал маленький энергичный поп-рокер Кейго Оямада. Взяв себе заокеанский кинопсевдоним, он столь же самонадеянно и с сугубо японской кривизной переработал англоговорящие поп-достижения последних 30 лет. Англия и Америка оценили - и назначили мальчика звездой-фантазмой.

	The COSMIC  JOKERS
	“Cosmic Jokers”
	1973
	42:11
	psychedelic 

label: Spalax Music (Paris)

Klaus Schulze, Dieter Dierks, Harald Grosskopf, Manuel Gottsching, Jurgen Dollase.

	The COSMIC  JOKERS
	Planeten Sit-In
	1974
	35:23
	psychedelic 

Klaus Schulze, Dieter Dierks, Harald Grosskopf, Manuel Gottsching, Jurgen Dollase, Gille.

	The COSMIC  JOKERS
	Gilles Zeitschiff
	1974
	47:11
	psychedelic
label: Spalax Music (Paris), 1974 / reissue by Tempel, 1994

Klaus SCHULZE & GILLE: Ash Ra TEMPEL, B. BARRITT, T. LEARY, L. ELLIOT, G. LETTMANN, featuring  Manuel GOTTSCHING

all compositions by: Schulze, Ash Ra Temple, T. Leary, a.o.

The sound of The COSMIC COURIERS

My spaceship
Come in. We are flying to America. We’ve met Tim. the Sci Fi Courier. And with him, more than 30 millions young people. Then, the C.I.A. steps in. Tim is arrested. He flies to Algier. To Switzerland. Arrested again. Friends showed up. Lord Krishna from Switzerland. He’s also a Cosmic Courier. Hartmut. Rolf and I went to see Tim at home on the lake. Tim is Joy. Tim is busy making the LP. Seven Up. His first SciFi Rock LP. I Am The Changer. This is his second one. The four big adventures of our life. Here. On earth. And when we are flying, we meet the Cosmic Courier «Bon Chance» Brian Barritt. He explains us, why he and Tim and a lot of other Cosmic Couriers are with us. We are flying to Basel. Walter Wegmulter. The Cosmic Painter. We played Tarot together. Is Tim a Wizzard? Mr. Tarot gives us the answer. And we have already stepped into TIME. TIME is the new dimen​sion. In it grows the Cosmic Music. TIME contains three big experiences. They make you fly to the Queen of Sunshine. Love is in TIME. Flight in Joy. Gille

	The COSMIC  JOKERS
	Galactic Supermarket
	
	38:31
	psychedelic 

reissue 1994

Klaus Schulze, Dieter Dierks (см. тж. с: ANNEXUS QUAM), Harald Grosskopf, Manuel Gottsching, Jurgen Dollase, Gille & Rosi.

Kinder Des Alls .............. 18’ 54’’

Galactic Supermarket .... 19’ 24’’

	COSMIC  COURIERS  1
	Other Places 
	1998
	59:44
	label: Think Progressive

Dieter Moebius (ex-Cluster) (см. тж. в разделе ‘Synth’) [k]; Mani Neumeier (ex-Guru-Guru) [d, perc]; Jurgen Engler (ex-Die Krupps) [k].

rec. 1996

  Электронный авангард (типа COIL), очень колоритный и живой; создан знаменитым клавишником Moebius --  участником проектов Tangerine Dream и Brian Eno, известным фри-джазовым барабанщиком Mani Neumeier,  в числе прочих игравшим с Peter Brotzmann (см. ‘Jazz’) и Guru Guru, и клавишником из группы Die Krupps (см.) – Jurgen Engler.

	Elvis COSTELLO – см. в секции ‘Alternative’
	
	
	
	

	Bruno COULAIS
	Bruno COULAIS – A  FILETTA:

Bande originale du film DON JUAN de Jacques Weber
	1998
	43:57
	label: Auvidis 1998 / Naïve 2002 (France) www.naïve.fr
Ensemble A FILETTA [vocal group] (см. в ‘Eurofolk’): Jean-Claude Acquaviva, Jose Filippi, Jean-Luc Geronimi, Paul Giansily, Jean Sicurani, Maxime Villamier.

with: Marie Kobayashi [mezzo soprano]; Serge Krichewsky [cor anglais]; Gerard Berlioz [cymbalum]; Jose Souc [g]; Slim Pezin [g, b]; Raoul Duflot Verez [orgue]; Jean-Paul Batailley [perc].

Composed and orchestred by Bruno Coulais.

Songs written by Jean-Claude Acquaviva.

Народный корсиканский хоровой вокал (похож на грузинский) просто расцвёл этой музыке, которую можно уподобить Philip GLASS Koyaanisqatsi, но даже более интересной и насыщенной. Рекомендуем всем! – Чудесная работа, способная удовлетворить и любителей альтернативы, и фольклора, и просто хорошей музыки.
Bitter, savage music

In full agreement with Jacques Weber, I did not want the music for the film to be “costume music”. Very soon, I hit on the idea of building the music around choruses sung by the ensemble A Filetta, whose work I greatly admired – an idea that was all the more interesting in that we now know that the historical character Don Juan was probably of Corsican origin.

What I like about Don Juan is his insolence and rebelliousness. From the moment of his revolt, Death summons him, and from then on remains constantly by his side. His whole being is determined by that death wish, whence the very rhythmic character of my music. I wanted music that was bitter and very visceral, by which nevertheless expressed a certain Merditerranean sensuality. A Filetta’s singing expresses that better than any other instrument or any other voice.

I have enormous esteem for A Filetta’s approach, which I knew through their recordings and concerts. For their own creations they draw on the Corsican oral tradition, but without allowing it to have a dominating influence. Over-strict respect for tradition strikes me as being rather vain. After all, tradition would never have existed without creativity in the first place.

In A Filetta I found a group of musicians who put everything they had into this adventure. Their interpretation, which is so strong, so moving, was beyond my wildest dreams, and, over and above the musical aspect, the experience was for me a unique and unforgettable source or enrichment.

-- Bruno Coulais

	Bruno COULAIS
	HIMALAYA – L'enfance d'un Chef
	1999
	74:27
	soundtrack

label: Virgin France

Musique originale de Bruno Coulais.

Изящная и насыщенная музыка включает и хоры тибетских монахов и фольклорные инструменты.

****  -- Play
Отдельно изданная музыка к документаль​ным фильмам — вещь сверхредкая. Никто ею серьёзно не занимается, разве что Филипп Глас — но он это делал скорее по идеологичес​ким мотивам. Неизвестно, какими соображениями руководствовался композитор Брюно Колэ, сочиняя музыку для научно-популярных фильмов "Гималаи" и "Микрокосмос". Но по​лучилось очень убедительно.

-- Play

	Bruno COULAIS
	Travelling Birds
	2001
	45:28
	soundtrack

www.brunocoulais.net   www.peuplemigrateur.com  www.travellingbirds.com 

label: Virgin France

Original music composed by Bruno Coulais

with:

Nick CAVE (см. в 'Alternative'), Robert WYATT (см.), A FILETTA (см. в 'Eurofolk'), BULGARKA JR QUARTETTE.

"IN OUR NEXT LIVES. WE'LL REMEMBER

NOT TO BE HUMAN. 

WE'LL BE A PAIR OF WILD GEESE,
FLYING HIGH  INTO THE SKY.
AND FROM THAT DISTANCE. WE'LL LOOK DOWN ON 

THE WORLD'S BLINDING SNOWS,

ITS OCEANS, WATERS. HILLS,
CLOUDS AND RED DUST.
AS IF WE HAD NEVER FALLEN."
-- N'GUYEN-KHAC-HIEU (VIETNAMESE POET)

BRUNO COULAIS, THE COMPOSER:
DEBUSSY SAID THAT IF YOU WANTED TO LEARN TO COMPOSE IT WAS BETTER TO WATCH A SUNSET THAN TO LISTEN TO A BEETHOVEN SYMPHONY. BUT DURING THE MONTHS THAT I SPENT DREAMING OVER THE SCENES IN "TRAVELLING BIRDS", THEIR MAGNIFICENT SPECTACLE INDUCED MORE QUIET CONTEMPLATION IN ME THAN MUSICAL COMPOSITION.
HOW COULD A MERE 12 SOUNDS EXPRESS THE BLISS OF THAT FIRST TAKEOFF, THE UNEXPECTED FREEDOM OF FLIGHT, THE EXHAUSTING BATTLE OF MIGRATION OR NATURE'S MAD FANCY?

I HAVE NO ANSWER TO THAT QUESTION, ONLY A FEW PERSONAL - MAYBE PRECARIOUS - BUT SINCERE, PER​SONAL SUGGESTIONS.
I THOUGHT FIRST OF ROBERT WYATT'S VOICE; ITS FRAGILITY AND STRANGENESS MOVES US EMOTIONALLY, ROCKS US INTO THE SUPERNATURAL, FAR AWAY FROM THE FEEL OF THE FILM; AND I THOUGHT OF CHILDREN'S VOICES, CONJURING UP FAIRY TALES, MARVELS, AND SO ON.
AND I THOUGHT OF NICK CAVE FOR THE CREDITS. HIS SINGING IS SO HEAR​TRENDING AND HIS LYRICS ARE WITHOUT EQUAL. I THOUGHT OF GABRIEL YACOUB WHO SORES UPWARDS, WITHOUT REGARD TO TIME OR FASHION; OF THE VOICES OF A FlLETTA FOR THEIR EMOTION AND THE WAY THEY PLAY WITH THEIR BREATHING TECHNIQUES, SOMEWHAT REMINISCENT OF THE INUIT; OF THE QUARTET BULGARKA FOR ITS PAULTLESS VIRTUOSITY; OF ORTHODOX BASS CHOIRS THAT SEEM TO SHAKE THE EARTH; AND, FINALLY, I THOUGHT OF EVERYTHING THAT MAKES MUSIC - FROM ORCHESTRAS TO CHILDREN'S TOYS AND TO STRING AND WIND QUINTETS, FOR A MORE NATURAL-SOUNDING MUSIC TO BLEND INTO THE SOUNDTRACK. AS WELL AS BIRD SONGS AND RHYTHMIC WING BEATS TO BE MIXED IN WITH THE ORCHESTRATIONS.
FOR ME, FILM MUSIC - WHEN IT SUCCEEDS - HAS NO MEANING APART FROM VIBRA​TING NATURALLY LIKE LIGHT, CAPTURING A LITTLE OF THE SECRET, INVISIBLE WORLD OF THE FILM OR SIMPLY STIRRING OUR EMOTIONS.
HERE, I TRIED TO ADOPT THE AURAL VANTAGE POINT OF THE BIRDS WHILE TRYING, AS HARD AS POSSIBLE, TO AVOID EXPLICATING SHOW AND PSYCHOLOGY. WHEN YOU THINK ABOUT WATCHING BIRDS, IT'S REALLY THE BIRDS WHO WATCH US - PRIVILEGED SPECTATORS OF HUMAN FOLLY AND THE BEAUTY OF LANDS VIEWED FROM ON HIGH.

JACQUES PERRIN, THE DIRECTOR:
WHEN WE STARTED MAKING THE FILM, WATCHING THE BIRDS FLYING OVERHEAD WE FELT PINNED DOWN. WE HAD TO GO BEYOND, GO HIGHER, NEARER THE BIRDS - CLOSE TO THE STARS.
WHAT COULD WE DO? MAN HAS DREAMED OF FLYING LIKE A BIRD SINCE THE BEGINNING OF TIME. HOW COULD WE IMAGINE THAT WE WOULD BE AMONG THE VERY FIRST TO MAKE THIS AGE - OLD DREAM COME TRUE?
I STILL REMEMBER THE FIRST TIME WE DID...
THE CAMERAMAN WAS TRACKING THE BRENT GEESE WHILE THE ASSISTANT WAVED AWAY THOSE THAT MOVED TOO CLOSE TO THE CAMERA; THEY SHOT THE ENTIRE REEL.
THEY TURNED TO ME, BEAMING, TEARS IN THEIR EYES, SPEE​CHLESS.
THEY GAVE NO SIGN. THE SKILL, THE TECHNICAL RESULT WAS UNIMPORTANT; THEY HAD GAINED THE BIRDS' TRUST AS THEY FLEW.
IMAGINE IF, WITHIN THE SPACE OF A YEAR, WE STOPPED WAITING FOR THE CHANGE OF SEASONS AND UNDERTOOK THE MOST FAN​TASTIC VOYAGE IMAGINABLE, AND IF, LEAVING OUR CITIES AND FIELDS BEHIND FOR THE FIRST TIME, WE TRAVELED THE GLOBE?
AND IMAGINE IF WE CAME TO SEE THAT THERE - WERE NO BOR​DERS, THAT THE EARTH WAS JUST ONE UNDIVIDED PLACE AND IF WE COULD LEARN TO BE AS FREE AS A BIRD?

	Kevin  COYNE
	SIREN & KEVIN COYNE:

“Rabbits”
	1971
	68:02
	label: DJC Records (UK), 1994.

1969 (№ 1,2), 1971 (№ 3-20)

SIREN is essentially Kevin Coyne [v, harmonica, guitar], Dave Clague [b, g] and Nick Cudworth [p, g], augmented from time to time by a drummer and lead guitar.

KEVIN COYNE is co-writer of all the many songs of the group. His vocal are strange ever changing flights of imagination, sometimes hard, cynical and edgy, sometimes soft and gentle and often good time rocking fun. His talent is rare and impossible to classify.

NICK CUDWORTH plays mainly piano that stomps and rocks and reminds you that music can still be joyous. He co-writes much of the group’s material and designs album covers for the group and other artists.

DAVE CLAGUE plays bass and guitar and produces the group’s albums. He is the quiet business head of Siren and gained a considerable chunk of his experience on the road with the infamous BONZO DOG BAND (см.). Dave is the third writer of the group.

SIREN’S first album was ecstatically received by Rolling Stone, International Times, Jack Holzman of Elektra Records and John Peel. Their second, STRANGE LOCOMOTION, was released on the Dandelion label in 1971. The RABBITS album has waited until 1994. It presents previously unreleased tracks featuring Kevin Koyne’s outstanding vocals as well as the original two Dandelion singles from 1969, “Stride” and “Mandy Lee”. We hope you like it.

	Kevin  COYNE
	SIREN & Kevin COYNE:

"The Club Rondo"
	
	66:27
	label: DJC Records (UK), 1995.

 This CD is the third release on DJC label featuring the talent of Kevin Coyne recorded in the Siren years, from 1969 to 1971. None of the material has been available previously (reading prose and ad-libbing on a theme were not ‘the thing’ at the time), but the band performed and recorded them anyway. [...]

	Kevin  COYNE
	Marjory Razorblade
	1973
	78:42
	label: Virgin Records, 1990

Includes two extra tracks, originally released as a single

	Kevin  COYNE
	Kevin COYNE & Dagmar KRAUSE:

"Babble"
	1979
	46:31
	label: Virgin Records

	The CRAZY PEOPLE
	Bedlam With The Crazy People
	1968
	37:24
	psychedelic
1. Parade At The Funny Farm

2. Head Amusement

3. Raunchy Boog-A-Loo

4. After Six

5. The Truth

6. Head Games And Other Assorted Crap

7. Head Job

8. Happy Academy

9. Trans Luv Airlines

10. Let's Split

	Papa John CREACH
	Papa John Creach
	
	39:09
	funk

label: One Way Records, 1997

Papa John Creach [violin, v]; Carlos Santana [g]; Gregg Rolie [organ]; Jerry Garcia [g]; Greg Adams [tp]; Jack Bonus [s]; John Cipollina [g]; Joey Covington [d, congas]; Mic Gillette [trb]; Mike Lipskin [organ]; Peter Sears [b]; Stan Monteiro [cl]; Jack Casady [b]; Jorma Kaukonen [g]; Art Hillery [p]; Tony Smith [d]; and oth.

	Papa John CREACH
	Filthy!
	1972
	
	LP          funk
Papa John Creach [violin, voc]; Big Joe Turner [voc]; Harmonica Fats [harmonica];  ZULU: Carl Byrd [d]; Kevin Moore [g]; John Parker [k]; Sam Williams [b]; Holden “Hoagy” Raphael [perc, Jew’s harp]; with horn section and backs.

	Papa John CREACH
	Playing My Fiddle For You
	1974
	
	LP   как выше

	Papa John CREACH
	Rock Father
	1976
	34:59
	label: Buddah Rec. / One Way Records, 1997

Papa John Creach [violin, v]; John Lewis Parker [p, organ, clavinet, Arp Odissey, v]; Kevin Moore [el&ac g, v]; Holden Raphael [congas, perc, harp, v]; Brian Tilford [b, v]; Mark Leon [d, v].

	CREAM
	Wheels of Fire
	1968
	36:06 44:18
	CD One: “In The Studio”

CD Two: “Live at the Fillmore”

	CREEDENCE  CLEARWATER  REVIVAL
	Bayou Country
	1969
	34:00
	

	CREEDENCE  CLEARWATER  REVIVAL
	Mardi Grass
	1972
	28:57
	

	CREEDENCE  CLEARWATER  REVIVAL
	Live in Europe
	1973
	51:29
	label: Victor (Japan), 1998;  20 bit K2 Mastering

	(CREEDENCE  CLEARWATER  REVIVAL)
	John FOGERTY:

“Centerfield”
	1985
	35:33
	J.Fogerty – from C.C.R.

	(CREEDENCE  CLEARWATER  REVIVAL)
	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.

	Julee  CRUISE
	The Voice Of Love
	1993
	51:53
	composed by Badalamenti

	CUISINE NON-STOP
	New French Generation
	2002
	57:37
	label: Luaka Bop  for Hi-res. downloadable photos, covers, & biographies of any Luaka Bop artist go to: www.luakabop.com/photobio 

COMPILED BY DAVID BYRNE

ADVANCE CD FOR PROMOTION ONLY, NOT FOR SALE.

CUISINE NON-STOP: INTRODUCTION TO THE FRENCH NOUVELLE GENERATION IS THE LATEST GEN REDEFINING COMPILATION FROM LUAKA BOP, THE LABEL THAT INTRODUCED THE WORLD TO BRAZILIAN POP AND AFRO-PERUVIAN GROOVE. SAY BONJOUR TO A HOTBED OF ECCENTRIC SUB POP EXPERIMENTATION -- A BUSY BLEND OF FRENCH CHANSON, POP, ROCK, PUNK, DUB AND FOLK MUSIC WITH AFRICAN, ARABIC, LATIN AND GYPSY FLAVORS. A NEW GENERATION OF REALISTS WHO SEE THEMSELVES AS THE HEIRS TO PIAF, BREL & GAINSBOURG, WITH A MULTI-KULTI-POST-WORLD-CUP-VICTORY-TWlST. CUISINE NON-STOP: IT'S ALL ABOUT BEING ALTERNATIVE, ORIGINAL, AND DEFIANTLY GALLIC!.

1 LO'JO: BAJI  LARABAT
3:43

2 TETES RAIDES: UN P'TIT AIR
3:53

3 LOUISE ATTAQUE: DU NORD AU SUD
4:58

4 ARTHUR H: NAIVE DERVICHE
7:35

5 JAVA: AU BANQUET AU CHAUSSEURS
3:50

6 IGNATUS:   LA POLITIQUE
5:01

7 LA TORDUE: RENE  BOUTEILLE
3:07

8 LA TORDUE: LES LOLOS
3:41

9 DUPAIN: FEM REN
5:53

10 MICKEY 3D: GOODBYE GREEN DAY
3:04

11 LO'JO: BRULE  LA MECHE
5:37

12 CQMD: HORSES
3:51

13 LES PIRES (см.): DANCING WITH JEAN-MAURICE      2:56

	The  CURE
	Boys Don’t Cry
	1979
	33:42
	типа The  CURE – см.: The CONVENT

	The  CURE
	Seventeen Seconds
	1980
	35:38
	

	The  CURE
	Pornography
	1982
	43:22
	

	The  CURE
	The Top
	1984
	40:55
	

	The  CURE
	The Head On The Door
	1985
	37:47
	

	The  CURE
	Staring At The Sea [The Singles]
	1986
	62:00
	

	The  CURE
	Kiss Me, Kiss Me, Kiss Me
	1987
	72:09
	

	The  CURE
	Mixed Up
	1990
	73:04
	

	Mark  CURRY
	Let The Wretched Come Home
	1994
	44:56
	rock (USA)

Hell’s House Band: Mark Curry [ac&el g, dobro, organ, voc]; Tommy Andrews [el g]; Kenny Lyon [el&ac b, el&ac g]; Paul Roessler [Hammond B-3, p, accordion]; El Hefe [g]; Shaun Mitchell [d]; Greg Ellis [d, perc]; + Joe Sublet [s].

Превосходный рок (в духе Rolling Stones) с прекрасным вокалом и отличными арранжировками – конфетка!

	The CZARS
	Before… But Longer
	2000
	53:28
	label: Bella Union (UK)  www.bellaunion.com
John Grant [v, p]; Andy Monley [g]; Chris Pearson [b]; Jeff Linsenmaier [d, g].

prog-rock с пост-панковым колоритом.

	The CZARS
	The Ugly People – vs – The Beautiful People
	2001
	60:39
	label: Bella Union (UK)

www.theczars.net 

John Grant [v, p]; Roger Green [g, grooveology]; Andy Monley [g]; Chris Pearson [b]; Jeff Linsenmaier [d].

Этот диск ближе к традиционным рок-балладам. Но всё очень даже не скучно.

	CZERKINSKY
	Czerkinsky
	1998
	45:13
	французский шансон с элементами acid&easy
label: Le Village Vert  (France) / Bungalow  http://www.snafu.de/LHI/bungalow 

Czerkinsky [guitare, batterie, piano electrique, orgue, percussions, synthesizers, tones, noises, choeurs]; Matthieu Geoffroy-Dechaume [basse, guitare, tambour]; Peter Mandereau [flute]; Philippe Slominsky [trompette]; Henri Graetz [violons]; Julien Liberte [harmonica, synth, piano electrique]; Bertrand Burgalat [basse].

1. Czerkinsky 

2. Natacha 

3. I’m hot 

4. Le monde entier 

5. Princesse de cire 

6. Les sacs en plastic 

7. Les ances [ne pleurez pas] 

8. J' aime les animaux 

9. Miss Caraïbes 

10. Redonne moi la nuit 

11. Pour être aimé, faut être aimable

	Holger  CZUKAY
	Canaxis
	1969
	40:14
	Holger  CZUKAY [ex “CAN”] – см. тж. с: David  SYLVIAN & Robert  FRIPP "Approaching Silence"; David  SYLVIAN "Briliant Trees";

HOLGER CZUKAY – участник революционной немецкой группы CAN, выведшей восприятие рок-музыки на совершенно сумасшедшую орбиту. CAN - это продукт 70-х, и их корни следует искать в культовых импровизациях и одержимости прогрессом. Музыка создавалась минимальными средствами, практически из ничего. Это не имело ничего общего с классическим сочинительством.
Holger Czukay & Rolf Dammers. And featuring two unknown traditional singers from Vietnam on “Boat-Woman-Song.”

1. Boat-Woman-Song   17’26”

2. Canaxis    19’37”

3. Mellow Out    2’08”

A few months after the foundation of CAN, Holger Czukay recorded his first solo-album, CANAXIS. The music has its origin in different parts of the world. It was arranged with the intuition of exploring and preserving the genuine character and beauty in an ambient context. Here, for the first time, Holger employed the idea of “sampling.”

For this release, BOAT-WOMAN-SONG and CANAXIS were remixed from the original 1968 tapes. The additional MELLOW OUT was his first piece of music performed for an audience in 1960 on German radio. Straight from the broadcast, the piece was cut into vinyl by a small recording studio. Four units for the band members only!

	Holger  CZUKAY
	On The Way To The Peak Of Normal
	
	36:51
	

	Holger  CZUKAY
	Movies
	1979
	40:00
	label: Spoon

http://www.czukay.de
Composed, recorded, mixed, edited and produced by Holger Czukay.

Czukay [words, v, g, k, b]; Liebezeit [d, congas]; Karoli [g]; Schmidt [grandpiano]; Reebop Kwaku Baah [chicken organ].

	Holger  CZUKAY
	Full Circle
	1982
	40:54
	

	Holger  CZUKAY
	“Rome Remains Rome” / “Der Osten Ist Rot (The East Is Red)”
	1987
	68:07
	“Rome Remains Rome”: H.C. [g, organ, abs-bass, french horn, v, k]; Michael Karoli [g]; Jah Wobble [v, b]; Jaki Liebezeit [d, perc, tp, p]; Olli Marland [g, p]; Sheldon (Kelly) Ancel [v].

“Der Osten Ist Rot”: H.C. [v, g, b, organ]; Jaki Liebezeit [d, harmonium, tp, p, organ]; Conny Plank [Emu, synth]; Gandhi [news]; Michy [v, organ].

	Holger  CZUKAY
	Plight & Premonition
	1988
	34:55
	label: Virgin

with David Sylvian, Jaki Liebezeit, Karl Lippergaus

produced and mixed by Holger Czukay

rec. at Can Studio Cologne

	Holger  CZUKAY
	Flux And Mutability
	1989
	37:59
	with David Sylvian

	Holger  CZUKAY
	Moving Pictures
	1993
	44:52
	

	Holger  CZUKAY
	Good Morning Story
	1999
	46:32
	label: Tone Casualties [A Division of Klasky Csupo Inc.] (Hollywood, CA, USA) www.tonecasualties.com  / A Never Records Group Experience (NY, USA)  e-mail: info@nevprop.com    www.neverrecords.com 

Holger Czukay [g, b, v (#1-4), forged ethno samples, short waves, trumpet mouthpiece, synth VS 60] http://www.czukay.de ;

with: Irmin Schmidt [sampled Alpha 77]; Jah Wobble [b]; Jaki Liebezeit [d, perc]; Michael Karoli [sampled guitar]; Sheldon Ancel [v (#1)]; U-She [v (#1-3)].

№1-4: как будто бы старые CAN’овские вещи задумали воплотить YELLO в свои лучшие времена, и у них это превосходно получилось.

№5-6: Holger  CZUKAY – один. В двух словах и не опишешь... Эстетское сочетание гедонизма с садо-мазохизмом. Сквозь пелену амбиент-ноиза (в №5 ещё и дырявого, к тому же) проступают обрывки неопознаваемых, но ностальгических мелодий. Всё это имеет вызывающий характер мягких кошачьих лапок с когтями. И щекочет, и уносит... Хочется слушать бесконечно.

	Holger  CZUKAY
	La Luna
	2000
	54:26
	noise

label: Tone Casualties www.tonecasualties.com / A Never Records Group www.neverrecords.com
one-track live recording

voice: U-She

	Holger  CZUKAY
	"Linear City" (Internet Audio Collabs vol. I)
	2001
	62:05
	label: Dignose Records  www.dignose.com
www.czukay.de
Initiated, composed and produced by Holger Czukay

featuring: U-She, Susanne Drescher, Darren B. Dunn, Tom Hamlyn, Haki, a.o.

	Holger  CZUKAY
	Holger  CZUKAY & U-SHE:

"The New Millenium"
	2003
	57:36
	label: Funfundvierzig (Germany)  45@fuenfundvierzig.com  www.fuenfundvierzig.com
Holger Czukay – music, production, all instruments, vocals (#2,4)

U-She – lyrics, vocals

	DADAWA
	Sister Drum
	1995
	43:55
	folk (Tibetan) - pop, 

folk-pop / world / tribal techno – см. тж. этого же типа: DEEP FOREST, SACRED SPIRIT, Anne DUDLEY,  PANGEA, INDIGO, QUINN, DIVINE WORKS, ULTRABASS,

label: UFO Group (Warner)

Thoughts on music. The melodies and spiritual nature of Sister Drum, inspired by Tibetan culture and created by ordinary musicians, destroys the old image of Chinese music as rigid and repetitious. Tibet has long been famous for its richly colourful people and lifestyles, as well as its isolation from the outside world. This, together with the religion and Buddhist philosophy of the people, is brought out in the music. Sounds resonate and roll, underpinned by a calm, steady beat. [...] (дальше об этом проекте можно прочитать в разделе ‘Acid’)

	DADAWA
	Voices from the Sky
	1997
	42:10
	label: UFO Group (Warner)

	DALIDA
	Les Enfants du Piree
	1960
	67:44
	vol. 4 from Box, 1991

	DALIDA
	Le Petit Gonzales
	1961-62
	70:20
	vol. 5 from Box, 1991

	DARK
	Tamna Voda
	1988
	42:38
	progressive. Очень насыщенный джаз-рок / авангард; похож на King Crimson  70-х.

label: CMP

Mark Nauseef [d, perc, key], Leonice Shinneman [perc], Mark London Sims [b, organ], Miroslav Tadic [el & ac g-s];  with L. Shankar [double-violin] & David Torn [g, guitarloops]. 

	DEAD  CAN  DANCE  -- cм. в секции «Alternative».
	
	
	
	

	DEAD  OR  ALIVE
	Youthquake
	1985
	37:02
	new romantics - Один из лучших и самых “густых” дисков в этом стиле.

	DEATH  IN  VEGAS
	Dead Elvis
	1997
	70:52
	dub/ambient/industrial/…
label: Concrete Recordings / Pinnacle / Deconstruction (London)

Richard Fearless & Steve Hellier with: Seamus Beaghen [fender rhodes, hammond]; Andy Visser [sax, flute, harmonica]; Paul Rutherford [trb]; Anthony Anderson [g]; Nick ‘Avin It, Mat Flint [b]; Tim Weller [d]. 

«Почти уверен, что эта пластиночка станет одной из самых модных в этом сезоне у аккуратно и равномерно «клубящейся» молодёжи. Мне кажется, она этого впол​не заслуживает. Изюминка дебютного альбома Death In Vegas – это, конечно, его эклектичность. В самом широком и приятном смысле этого слова, Noise music и «отмороженный» соул, нало​женные на кислотные ритмы, в результа​те дают гремучую смесь, слушая кото​рую хочется лишь одного – «закинуться» и улететь куда подальше, Death In Vegas – это ди-джей Ричард Фиарлесс (обожа​ющий играть по ночам в гольф и коллек​ционирующий пластиковые джанк-игрушки) и его партнёр Стив Хиллаэр.»  -- Hi-Fi Music, #6 1997

Мы привели здесь этот легковесный комментарий, но, на самом деле, музыка на этом диске гораздо интереснее, чем можно судить по этому отзыву.

	DEATH  IN  VEGAS
	Scorpio Rising
	2002
	49:57
	label: BMG UK / Concrete

Известный электронный дуэт Death in Vegas за пять лет проделал довольно неожиданную и очень удачную эволюцию. Сначала был успех с легкомысленными и дурашливыми вещами, вроде замешанных на рэгги, даб и рагах хитов «Dirt» и «Opium Shuffle», которые вошли в удачный дебютный альбом «Dead Elvis». Ко второму диску, «The Contino Sessions», Death in Vegas на что-то сильно обозлились, по собственной оригинальной технологии дополнили электронику панком и хард-роком, в довершение всего пригласив в числе прочих специальных гостей Игги Попа (Iggy Pop), который вдохновенно исполнил прекрасную и злую композицию «Aisha». Названный в честь одноименного фильма Кеннета Энджера (Kenneth Anger) новейший диск «Scorpio Rising» тоже больше похож на рок, чем на что-то танцевальное. Игги Попа тут нет, зато есть Лайам Галлахер (Liam Gallagher) из Oasis, недавно выпустивший очередной сольный диск знаменитый мод Пол Уэллер (Paul Weller), экс-солистка неплохой американской группы Mazzy Star Хоуп Сандовал (Hope Sandoval) и некоторые люди рангом пониже. Все они совсем не смотрятся свадебными генералами, как это обычно бывает в подобных ситуациях, а скорее поют в свое удовольствие в нетипичной для себя звуковой обстановке. Это касается рока. Самая же лучшая композиция на новом диске Death in Vegas к этому стилю не относится, а балансирует на подзабытой в наше время грани между синти-попом и пост-панком, имеет при этом отличное название «Hands around My Throat» (Руки у меня на горле) и явно тянет на звание одной из самых изобретательных поп-песен года. А в целом Ричард Фиарлес (Richard Fearless) и Тим Холмс (Tim Holmes), составляющие из себя Death in Vegas, производят очень приятное впечатление, особенно по сравнению с прочими электронными дуэтами, не проявляющими таких остроумия и изобретательности, вроде Chemical Brothers или Future Sound of London.

-- Коммерсантъ

	Chris  DE BURGH
	Man On The Line
	1984
	41:14
	label: A&M Records

	Chris  DE BURGH
	Into The Light
	1986
	50:35
	

	Chris  DE BURGH
	Spark To A Flame
	1989
	68:40
	Compilation.

	Elton DEAN
	Just Us
	1972
	65:51
	Elton DEAN – from SOFT MACHINE. Cм. тж. с: SOFT HEAP; NATIONAL  HEALTH; Pip PYLE (в ‘Jazz’); Keith TIPPETT (в ‘Jazz’); TOWERING INFERNO (см. в ‘Alternative’);
art-jazz-rock

label: Cuneiform (USA) 1998
Elton Dean [a s, saxello, el p]; Mark Charig [cornet]; Neville Whitehead [el b]; Phil Howard [d]; Mike Ratledge [organ, el p]; Roy Babbington [str. bass]; Nick Evans [trb]; Jeff Green [6-str. el bass, g]; Luis Moholo [d].

All tracks composed by Elton Dean.

Почти все присутсвующие здесь музыканты, см. тж. в ‘Jazz’: Keith TIPPETT “Dedicated To You, But You Weren’t Listening” (1971)
Tracks 1-5 (1971, studio, London); tracks 6, 7 (1972, live).

The long unavailable first solo album by British sax legend Elton Dean, recorded while he was a member of Soft Machine. Never before on CD. Includes 25’ of bonus material.

1974 Ooglenovastrome

2. Something Passed Me By

3. Blind Badger

4. Neo-Caliban Grides

5. Part: The Last

6. Banking On Bishopsgate

7. Fun Cup

	Elton DEAN
	HOPPER / DEAN / TIPPETT / GALLIVAN: “Cruel But Fair”
	1976
	41:49
	free-jazz 

Hugh Hopper (см. тж. с Pip Pyle) [b]; Elton Dean [a s, saxello]; Keith Tippett (см. тж. в “Jazz”) [p]; Joe Gallivan [d, perc, synth].



	Elton DEAN
	Two’s and Three’s
	1994
	63:28
	Elton Dean [a s, saxello]; duets and trios with: Mark Hewins [g]; Paul Rogers [b]; John Etheridge [g]; Howard Riley [p]; Marcio Mattos [b]; Keith Tippett [p]; Paul Dunmall [t]; Tony Levin [d].

	Elton DEAN
	Bladik
	1997
	61:10
	free impro

label: Cuneiform

rec. 1996, London

Elton Dean [saxes]; Paul Dunmall [saxes]; Roswell Rudd [trombone]; Keith Tippett (см.) [p]; Paul Rogers [bass]; Tony Levin [drums].

Composed by Dean/Dunmall/Lewis/Rogers/Rudd/Tippett

	DEEP  FOREST
	World Mix
	1992
	76:38
	folk-pop / new age; этого же типа проекты: SACRED SPIRIT (см.),  Anne DUDLEY (см.),  DADAWA (см.),  PANGEA (см.), INDIGO (см.), QUINN (см.), DIVINE WORKS (см.), ULTRABASS (см.), AFRO-CELT SOUND SYSTEM

	DEEP  FOREST
	Boheme
	1995
	42:46 48:02
	Australian edition with CD II: 8 bonus tracks 

	DEEP  FOREST
	Comparsa
	1997
	57:06
	label: Sony Music (Japan) 

edition:  + 2 bonus track

	DEEP  FOREST
	Made In Japan
	1999
	65:36
	Deep Forest are: Michael Sanchez [k, accordeon, p]; Eric Mouquet [k, vocoder, zendrum]; + guests: Didier Cresson [b]; Neil Conti [d]; Fred Savinien-Caprais [perc]; + vocals.

Live in Tokyo

	(DEEP  FOREST)
	Michel SANCHEZ:

“Windows”
	1994
	58:37
	Michel  SANCHEZ – ex-Deep Forest

	(DEEP  FOREST)
	WES (Wes MADIKO):

“Welenga”
	1996
	51:01
	«I would particularly like to thank Michel Sanchez of the group ‘Deep Forest’ who composed all the music and arranged and produced Welenga.» 

 -- Wes

Wes Madiko [singer, songwriter]; Michel Sanchez [composition, arrangement, production, recording and mixing]; Marco Papazian [g]; + backs.

   With Deep Forest, Sanchez has demonstrated that state-of-the-art technology can be used in a vast auditorium to convey the essence of ancestral traditions without betraying their essence.

   The irrational Wes and the virtuoso Michel, was a fusion of the fire and water, the meeting of a wild but fertile root and tyhe gifted loving caretaker of a musical garden where Wes could fluorish. [...]

    Wes, for his part, sang of the land of his forefathers accompanied only by a Sanza, a delicate African traditional instrument. Wes was also a storyteller working in the schools of the North, travelling from town to town telling people about an initiation he had received as a child from his grandfather who was an Animist Griot: He would tell how his illustrious grandfather would sit on a stone and teach him to observe the ants to understand more about the ways of men, to decode the language of tree bark and to communicate with his ancestors. He was the firstborn of his family and, as he demonstrated a penchant to become a Griot, he was baptized Wes Madiko, which in Bantou means root from the land of the ancestors. Therapy by music would be one of his missions in the land of men. Having written his first traditional album (which only appeared in the USA), Wes was wary of facile and over-artificial associations, a form of white-gloved slavery that is at the heart of too many fashionable cross-cultural projects. He was, however, reassured by the sincere passion of Michel Sanchez, who for three years gave Wes his time and his know-how. The combination of the two spirits, the irrational Wes and the virtuoso Michel, was a fusion of fire and water, the meeting of a wild but fertile root and the gifted loving caretaker of a musical garden where Wes could flourish. This was, of course, a powerful mixture. Each song became an unchanging ritual as Wes improvised long musical laments a capella in Bafoun, one of the last languages spoken by the Bantou tribe in the Cameroon. Only then did Michel allow his sorcerer’s secrets to unfold, wrapping these fragile melodies in the finest of delicate musical arrangements. To do this, he would not hesitate, however, to brush aside certain well-worn cliches about how tradition should be treated. The beauty of Wes’ voice lends itself to accompaniment in virtually any style, with an electric guitar, an accordion, a funky feel or an enve​loping wave of synthesizers, he important thing was to preserve the natural pristine quality of the simple words and their innocent serenity, an intoxicating blend of melancholy and hope. What results from this can be appreciated as a hymn. However, this is music for dancing, with the heart transported to the great fertile land of the ancestors and the mind spinning amidst an orgy of stars.

	DEEP  PURPLE
	In Rock
	1970
	43:32
	label: Warner (Japan)

Гловер: «Стиль появляется из содержания музыки и поэтому стиль является содержанием того, что играют музыканты.»

	DEEP  PURPLE
	Made In Japan
	1972
	76:46
	

	Martin DENNY 
	Afro – Desia
	1959
	33:35
	label: Liberty Records, 1959 (stereo, 20-20k) / Scamp Records (distr.: Caroline)  (New York), 1995 (remaster)

Фантазия на темы африканской музыки. См. тж. другие подобные экзотические и сверкающие китчевые проекты: в той же серии “The Exotic Sound of...”  этого лэйбла – Arthur LYMAN, который работал также вместе с Дэнни и, конечно, таких звёзд как Fred LANE, Spike JONES и Juan Garcia ESQUIVEL. 

What's the measure of a man's reputation? The Martin Denny scorecard: progenitor of the Exotica sound; 37 albums released; 4 million copies sold; a #4 single with "Quiet Village" in 1959; a five-weeks-at-#1 album of the same name. What does it earn you?
Ten pages in volume one of Incredibly Strange Music (Re/Search Publications).
There's nothing incredibly strange about Martin Denny's music. It's brilliant, evocative, and the perfect antidote for modern stress. Just slip on some Denny, light the luau, stir a Singapore Sling, and hit the hammock. If more folks listened to Martin Denny, there'd be fewer prescriptions for Prozac.
Having explored the magic of the South Pacific on his previous LPs (Exotica, Forbidden Island, Primitiva), Denny made a musical foray into the mountains and tribal villages of Africa. The result, Afro-Desia, was one of his most striking expressions of tropical beauty. The album features the usual Denny battery of percussion: marimba, vibes, bongos, congas, timbales—just about anything a stick could be shaken at. Add a buzzing tsetse fly, spring-shower piano, primitive flutes, and distant after-echoes of the rainforest, and you've been transported to a mysterious continent of thatched huts, devil-masks, and stone gods. Without using up a single frequent flyer mile.
Accompanying Denny's plectral/percussive crew on safari were an ensemble of vocal acrobats, the Randy Van Home Singers. Besides recording their own albums for RCA, the RVH Singers backed Mel Torme, Bob Thompson, Nat 'King' Cole, Lou Rawls, and—coolest of all—the Space Age Bachelor Monarch, Juan Garcia Esquivel. Van Home's chorus also recorded the original Flintstones theme, intros for Magilla Gorilla, Wally Gator, and The Jetsons, and the 1962 Nixon for Governor campaign song. On Afro-Desia, the Van Home Singers contributed a startling array of hums, hoots, and howls; trills, birdcalls and monkey screeches; tribal chants, wordless crooning, and the occasional Ya-Ya-Ya. The overall effect turns any bachelor flat into the Tonga Room.
Credit for much of the Exotica trend's success belongs to composer-conductor Les Baxter, who wrote "Quiet Village," along with dozens of other faux-polynesian soundscapes covered by Denny. Although the two shared a repertoire, their styles were dramatically different. Where Baxter saturated his arrangements with lush strings (often venturing perilously close to the sleepy outposts of Mantovaniville), Denny preferred a simpler, elemental approach. He generally worked in a quartet setting, accompanied by Julius Wechter (mallet percussion), Augie Colon (hand percussion and birdcalls), and Harvey Ragsdale (string bass and marimbula), with occasional guest sidemen, such as Tak Shindo, Roy Hart and John Frigo. (Arthur Lyman was a charter member of the ensemble, later replaced by Wechter.)
This lagoon-tinged music apparently made a deep impression on, for one, Brian Wilson. His compositions, "Let's Go Away For Awhile," on Pet Sounds, and "Diamond Head," on Friends, are unabashed Exotica. And there are Denny references galore in Steeley Dan.
Muzakologist Joseph Lanza, in his must-have Elevator Music (Picador paperback), observes the supreme irony of this music's popularity. "In the 1950s," notes Lanza, "when conservatives and fundamentalists fought against rock-and-roll's 'jungle' influences, the hypnotic beats of 'real' tom​toms entertained many a cocktail lounge enthusiast, with nary an eyebrow raised."
Denny himself downplayed the alleged authenticity of his art. "My music is a combination of the South Pacific and the Orient, what a lot of people imagined the islands to be like," he stressed in Incredibly Strange Music Vol. 1. "It's pure fantasy, though. A lot of tourists have listened to my records, and when they come to Hawaii they expect some kind of romantic setting like James A. Michener conjured up in South Pacific" Denny's influences actually extend beyond the region. He grew up in New York, where he studied classical, and later traveled through South America, absorbing Latin rhythms. "If you take Hawaiian music alone," he explains, "it lulls you to sleep—whereas Latin has exciting rhythms; it has a beatl."
Ours is an age of easy access to World Music— we can glimpse distant cultures at the flip of a remote switch or at the click of a mouse. But 35 years ago, such exposure was uncommon. The recordings of Denny and Baxter were musical postcards from the islands to the states. Assimilating global influences and organizing them in a unique fashion takes imagination and risk. "Most people," Denny reflects, "live their lives content with a banana split: strawberry, chocolate and vanilla ice cream topped by some nuts and a banana. And they think that's just fine. I don't know if you've ever done this, but try putting a scoop of passion fruit sherbet on half a papaya. You'll end up with an unusual, exotic taste that will take you to another world."
--- Irwin Chusid 

Original liner notes:

Having explored so successfully the exotic reaches of the Pacific in his previous musical excursions, (EXOTICA, Volumes I and II, FORBIDDEN ISLAND, PRIMITIVA and HYPNOTIQUE), the Martin Denny sound now turns to that richest storehouse on earth, Africa, for its latest inspiration.
Taking the various native idioms and translating them into breathtakingly ear-appealing vignettes, once again Mr. Denny stimulates the jaded palate of everyday civilization with music that is pure escape.
Listening to the subtle blendings of rhythms and voices both human (the Randy Van Horne singers) and instrumental, in AFRO-DESIA, one feels that he is being allowed that rare glimpse into other cultures...other rooms. We become armchair travelers with our magic carpet, our hi-fi (or stereo) equipment and this album. We see and feel the searing veldt...the moody reaches of the jungle...a tribal initiation fete and sheer encompassing beauty.
Here, in all honesty, has been recreated that marvelous lost universe of fantasy - completely appealing, impeccable in its taste and typically Martin Denny!

SIDE ONE:
TSETSE FLY / MA'CHUMBA / JUNGLE DRUMS / CUBANO CHANT / BAIA / SWAMP FIRE
SIDE TWO:
TEMPTATION / SIMBA / MUMBA / AKU AKU / RAFTERO / SIBONEY
Use of authentic collection of instruments courtesy of Drum City, Hollywood, Calif.

Music Consultant: Hal Johnson 

Vocals by the Randy Van Horne Singers

	DE – PHAZZ – см. в 'Acid'
	
	
	
	

	DEPECHE  MODE
	Music For The Masses
	1987
	62:46
	contains four extra songs

	Алёша ДИМИТРИЕВИЧ
	Золотые Россыпи Романса
	
	73:25
	label: Восток

1. Эх, раз, еще раз (Старинный романс)
2. Вы просите песен, - их нет у меня (Саша Макаров)
3. Звездочка полуночная (Старинный романс)
4. Ты больная с постели вставала (Старинный романс)
5. Скучно мне (Старинный романс)
6. Панама (А.Александрова)
7. Раньше я курил махорку (Цыганская песня)
8. Спускалась ночная прохлада (С.Садовников)
9. Колечки, браслеты... (Старинная цыганская песня)
10. Что делать, сердце, мне с тобой (Старинный романс)
11. Помню, помню, помню я (Песня каторжан)
12. Спускается солнце за степью (Старинный романс А.К. Толстого)
13. Доля горемычная (Старинная цыганская песня)
14. Цветы (Старинный романс)
15. Одесская любовь (Старинная песня городских окраин)
16. Последнее письмо Есенина (С.Есенин)
17. Окончен путь (Старинный романс)
18. Не сердись, не ревнуй (Старинный романс)
19. Соколовская гитара (Цыганский романс)
20. Две гитары (Старинный романс/А.Григорьев)
21. Ребята, послушайте меня (Песни городских окраин)
22. Плакучие ивы (Б.Барон/А.Тимофеев)
23. Судьба (Старинный романс)

	DIRE  STRAITS
	Dire Straits
	1978
	41:28
	blues-rock

См. тж. Mark  KNOPFLER “Sailing To Philadelphia” (2000) – прекрасный диск в духе лучших вещей Dire Straits.

Аналогичные варианты белого блюза см.: Peter GREEN; Doug MacLEOD; John MOONEY; J.J. CALE; Colin  JAMES; Long John BALDRY;

	DIRE  STRAITS
	Communique
	1979
	41:59
	

	DIRE  STRAITS
	Brothers In Arms
	1985
	55:13
	

	DIRE  STRAITS
	On Every Street
	1996
	60:35
	remaster

	DISSIDENTEN
	Live In New York
	1991
	56:01
	Arabian funk-dance

label: Exil Music (Germany)

	DISSIDENTEN
	The Jungle Book
	1993
	51:37
	Arabian funk-dance

	(DISSIDENTEN)
	Hamid BAROUDI:

“City No Mad”
	1994
	46:42
	Arabian funk-dance

label: Barraka el Farnatshi -- Barbarity (Basel, Switzerland)

Hamid BAROUDI of DISSIDENTEN

	DIVINE WORKS
	Soundtrack to the New Millenium
	1997
	46:20
	label: Virgin

A fusion of medieval chant, contemporary sounds and heavenly vocals – where Ancient spirits meet nineties spirituality.

The music of Hildegard von Bingen & Meredith Monk. All tracks written, arranged and produced by “The Brave”.

Музыка типа 'Enigma'.

	DOGTROEP
	4
	1999
	59:55
	Довольно спокойная, но яркая и сочная музыка для сопровождения выступлений голландской цирковой труппы. О том, что музыка здесь задумана как вполне самостоятельный участник шоу, говорит тот факт, что у этого проекта вышло уже три диска. Да и по самой музыке это ясно – она богатая и необычная, совершенно не похожая на то, что мы ожидаем услышать от цирковой музыки, обычно пестрящей набором банальностей. Рекомендуем всем.

1. Isisheli
2. Paal 8

3. Cuba Red

4. 2 Brothers 2

5. Homo Invisible

6. Adder Zonder Gras

7. Last Post

8. Moving Fourth

9. Glas

10. Deinen

11. Yazoube

12. Nuevo Ano

13. Pronto Gego

14. Bila Labut

15. Matchbox

16. Duif

17. Potvis

18. Kulhavy Tango

19. Dynamo Mundi

	Thomas  DOLBY
	The Flat Earth
	1984
	37:28
	

	Thomas  DOLBY
	Aliens Ate My Buick
	1988
	
	LP

	Joe  DOLCE
	Shaddap You Face
	1981
	
	LP

	Andrea DONATI
	Le Ciel de ma Memoire
	1995
	46:21
	label: Amiata Records, New Music Series (в этой серии изданы так же Steve Reich и Terry Riley)

Andrea Donati [ac b, stick, ac bass guitar]; Roberta Gambarini [all voices]; Gianni Coscia [accordion]; Silvio Binello [s s]; Carlo Virzi [d]; Federico Sanesi [tabla, perc].

I dedicate the music on this disc to Marcel Proust. His fine sensitivity, his singular genius and the particular attention he gives to the smallest shades of the emotive universe of the human race are very dear to me and have since​rely inspired me during the com​position and realisation of this work. It is this sentiment of affec​tion and gratitude that links me to this writer, in a manner similar to that in which, sometimes, the works of the great artists say things we hadn't known, or perhaps had only partially known, leaving the personal dimension of the individual that has made it become the communal wealth of a greater rank of person.

—  Andrea Donati
easy с вокализом (без слов)

Очаровательное ретро. Вспомните французскую музыку с вокализом из к/ф «Мужчина и Женщина», вытряхните из неё излишнюю сентиментальность и снарядите джазовым драйвом. В результате получим спектр настроений от музыки для сиесты (№4) до лёгкой и ажурной, слегка иронической меланхолии (остальные композиции). И вся эта нео-романтическая идея воплощена здесь блестяще.

	The  DOORS
	The Doors
	1967
	44:31
	Doors website    http://www.thedoors.com 

См. тж. вещи Doors в интерпретации -- Nigel KENNEDY в секции "Jazz".

	The  DOORS
	Strange Days
	1967
	35:17
	

	The  DOORS
	Waiting For The Sun
	1968
	33:14
	

	The  DOORS
	Absolutely Live
	1969 – 70
	77:18
	The album was complited from live performances recorded in cities throughout the United States between August 1969 and June 1970.

remaser 1996

	The  DOORS
	Morrison Hotel
	1970
	37:28
	

	The  DOORS
	L.A.Woman
	1971
	48:48
	

	The  DOORS
	Other Voices
	1971
	39:48
	remaster 1999

	The  DOORS
	Full Circle
	1972
	40:39
	remaster 1999

	The  DOORS
	The Soft Parade
	1975
	33:53
	

	Bob DOROUGH
	Too Much Coffee Man
	2000
	53:53
	retro

label: Blue Note / Capitol (Hollywood, USA)

Bob Dorough [v, p, el p, whistling]; Phil Woods [a s]; Ray Drummond [b]; Billy Hart [d]; Mark Holen [perc]; Ken Brader III [tp, fl h]; Rick Chamberlain [trb]; Jim Daniels [bass trb, tuba]; Steve Gilmore [b]; Bill Goodwin [d, perc]; Tony Marino [b, el b, stick b]; Jamey Haddad [d, Hagimi drum, perc]; Joe Cohn [g solo]; Craig Kastelnik [Hammond B-3]; Hui Cox [g]; + vocal trio (#12) --  Lois Brownsey, Craig Kastelnik, Pat Flaherty.

www.toomuchcoffeeman.com 

Near the end of 1999, a homemade postcard came from Bob Dorough announcing two one-nighters at Deanna’s, one of the countless joints where he has played and sung his happy tunes since the ‘40s. I didn’t know Deanna’s or its downtown New York location (Rivington Street), but the card said to bear east on Houston Street, and I did — for blocks and blocks and blocks, until I almost gave up. Finally, on a dark, deserted street near the Bowery, I found Deanna’s, a loud yuppie restaurant full of girls in retro cocktail dresses and boys in Versace-type suits, smoking cigarettes and trying to act sophisticated.

In one corner, a cluster of loyal fans cheered on Bob — a grinning, ponytailed guy from Arkansas, just shy of 76. For two sets, he drawled his beboppy love songs in a husky bullfrog voice while jabbing out hip chords on the piano. Tunes he had recorded with Miles Davis, Blossom Dearie, and Art Farmer, three of his admirers, brought no glimmer of recognition from the youngsters present. But they snapped to attention when he announced his “hit”: “Conjunction Junction,” which he wrote for the ABC-TV cartoon series Schoolhouse Rock. Suddenly they were on their feet dancing and singing:

“Conjunction junction, what’s your function?”

“It’s great that I reach across the age lines a little bit,” he later said modestly.

Bob is used to getting his rewards slowly, and in surprising places. Blue Note startled him in 1997 by signing him for his first major-label album, Right On My Way Home. People liked it so much that he has now made this follow-up, another look through his skewed lens at eternal and aborted love, the march of time, and the morning after. Bob retains his “special gift of bringing joy even to the jaded,” as Down Beat put it. But his quirky phrase lengths and rhythms and his sometimes manic glee hint at the bumpy road behind him.

Several of his distinguished friends join him here, including saxophonist Phil Woods and guitarist Joe Cohn. But no one can replace his musical other half, bassist Bill Takas, who died shortly before these sessions. Bill played on his 1956 debut album for Bethlehem (Devil May Care) and on Right On My Way Home, thereby framing a substantial part of Bob’s life. He misses “just having a guy who would travel with me anywhere, really like a brother. Didn’t matter if I said, ‘We’re not gonna make much money but would you like to go to Seattle?’ He’d say, ‘When?’ ‘Sure!’ Besides that, he knew all my music. I could just do whatever popped into my head.”

His tribute to Bill lies in the title song. “Bill drank coffee from morn ‘till night, hot or cold, fresh or old. He would startle and puzzle a French waiter in a fine restaurant by saying, simply, ‘Coffee.’ ‘Cafe? Maintenant?’ A nod. ‘Before dee-nair?’ Another nod.” Bob had written “Too Much Coffee Man” for an unsold animated pilot based on an underground comic book of the same name. (The cover and other illustrations in this album are the work of Shannon Wheeler, the character’s creator.) The salute to Bill continues with a frantic samba version of “The Coffee Song” (Frank Sinatra’s 1946 hit) that suggests a severe case of the caffeine jitters. Bob added a new chorus of his own.

Several songs offer glimpses into his past. “Oklahoma Toad,” written by his peer and pal Dave Frishberg, is a rural scene that Bob knew well as a child. “Fish For Supper” takes him back to his days as a bright-eyed young soldier in 1944. That’s when he saw this tune performed by its author, band​leader-trumpeter Cootie Williams, in Hot Springs, Arkansas. In 1961, Bob’s attempt to write “a really hip love song with a kind of jazz feel” led to “I’ve Got Just About Everything,” a tune that sounds like a dizzying sax solo with words. It became the title song of a 1966 album, Bob’s first since “Devil May Care” and his last for ten more years. “Wake Up, Sally, It’s Saturday” was born on Valentine’s Day 1989, after his wife Sally had left for work. “By the time she got home at four-thirty it was all written down on a big messy piece of manuscript paper, music, chords, and words, which I performed rather sloppily for her as a valentine.” he says. He wrote one of his sweetest ballads, “There’s Never Been A Day,” from the perspective of “a musician who finally finds commitment to a woman, then has to go on the road.”

The mood darkens in the album’s second half. “Yesterday (I Made Your Breakfast)” is a bleak episode from 1952, when his first marriage was crumbling. “Where Is The Song?” depicts a desperate race against time to find “the song that I must sing to bring eternal spring.” The words of “Marilyn, Queen Of Lies” come from the oftentimes acid pen of Fran Landesman, the beat-era Dorothy Parker and Bob’s frequent collaborator. In 1965, Bob wrote a set of pop-art tunes (musical settings of a laundry ticket, a weather report, and more) with Dan Greenburg and Monte Ghertler. For “Love (Webster’s Definition)” he turns to the dictionary for the true meaning of love, and only compounds the confusion.

Which leads him to “Late In The Century,” Bob’s thoughts on how to straighten things out. “With cur​rent, unthinkable events and the Y2K syndrome.” he notes, “I just had to say something — ‘nuff said!”

— James Gavin. New York. 2000

[James Gavin’s work has appeared in the New York Times and the Village Voice. Knopf will publish his forthcoming biography of Chef Baker]

1974 The Coffee Song

2. Wake Up Sally, It’s Saturday

3. There’s Never Been A Day

4. I’ve Got Just About Everything

5. Oklahoma Toad

6. Too Much Coffee Man

7. Fish For Supper

8. Marilyn, Queen Of Lies

9. Yesterday, I Made Your Breakfast

10. Where Is The Song?

11. Love (Webster’s Definition)

12. Late In The Century

	Johnny DOWD
	Pictures from Life's Other Side
	1999
	54:12
	label: Glitterhouse Records (Germany) info@glitterhouse.com 

Этот CD – для тех, кто любит белый punk-blues Ника Кейва или Тома Уэйтса. Или обоих сразу. Не пропустите! (Из подобных проектов см. тж. LES HURLEMENTS D'LEO)

www.johnnydowd.com (for lyrics and more)

Johnny Dowd [g, v]; Brian Wilson [d]; Mike Edmondson [k, p, banjo, xylorimba, g]; Kim Sherwood-Caso [v]; + add. musicians: Matthew Saccucci Morano [k, add. drums]; Hank Roberts [cello]; Dave Hinkle [harmonica].

	Johnny DOWD
	Temporary Shelter
	2000
	56:57
	label: Seven-shooter Music (marketed by Munich Records  www.munichrecords.com )

JOHNNY DOWD - Guitar, vocals

KIM SHERWOOD-CASO - Vocals
BRIAN WILSON - Drums, Moog Taurus pedals
JUSTIN ASHER - Keyboards
Produced by Johnny Dowd
Engineered, mixed, and mastered by Alex Perialis at Pyramid Sound, Ithaca, New York.
All songs written by Johnny Dowd ©2000 
1. Stumble and Fall
2. Vengeance is Mine
3. Cradle to the Grave
4. Big Wave
5. Hell or High Water
6. Angel Eyes
7. Golden Rule
8. Hideaway
9. Sky Above, Mud Below
10. Planet Happiness
11. Death Comes Knocking
Johnny Dowd can be reached at dalton@clarityconnect.com 
For lyrics, tour dates, and more, visit www.johnnydowd.com 

	Johnny DOWD
	The Pawnbroker's Wife
	2002
	45:16
	label: Glitterhouse Records info@glitterhouse.com 

1. I Love You (1:16) 

Johnny Dowd: vocals, guitar; Kim Sherwood-Caso: vocals; Brian Wilson: drums; Justin Asher: guitar, bass
2. Rose Tattoo (4:12)
Dowd: vocals; Wilson: drums, bass pedals, synth, tambourine; Asher: guitar, organ
3. Monkey Run (4:09)
Dowd: vocals, guitar; Sherwood-Caso: vocals, cowbell; Wilson: drums, bass pedals, organ; Asher: vocals, guitar
4. On Shakey Ground We Stand (2:38)
Dowd: vocals, guitar; Sherwood-Caso: vocals; Wilson: drums, bass pedals; Asher: guitar
5. Billy Blu (3:05)
Dowd: vocals, guitar, keyboard, sitar; Wilson: space drum
6. Virginia Beach (3:28)
Dowd: vocals, guitar; Sherwood-Caso: vocals; Wilson: bass pedals, bass drum, cabasa; Asher: guitar, bass, melodica
7. Judgment Day (5:07) 

Dowd: vocals; Sherwood-Caso: vocals; Wilson: drums, bass pedals, Rhodes piano, cowbell; Asher: vocals, guitar
8. Jingle Bells (2:38)
Written by J. Pierpont; Dowd: vocals; Sherwood-Caso: vocals; Wilson: drums, synth, bongos; Asher: guitar, bass, conga, cowbell, jingle bells, drill gun
9. Separate Beds (3:23)
Dowd: vocals, guitar; Sherwood-Caso: vocals; Wilson: drums; Asher: vocals, guitar, bass, melodica
10. Sweeter Than Honey (2:02)
Dowd: vocals, guitar; Sherwood-Caso: vocals, tambourine; Wilson: drums, bass pedals, synth; Asher: vocals, guitar
11. King of Emptiness (3:22)
Dowd: vocals, guitar; Jade Dowd-Hinkle, Emily Dowd, Lindsey Brous, Chelsea Brous: vocals; Wilson: drums, organ; Asher: guitar, lap steel, synth, tambourine; Dave Hinkle: bass
12. Woody Guthrie Blues (2:09) 

Dowd: vocals, guitar, organ; Sherwood-Caso: vocals; Wilson: drums, synth, tambourine
13. True Love (4:20)
Dowd: vocals, guitar; Jade Dowd-Hinkle, Emily Dowd, Lindsey Brous, Chelsea Brous: vocals; Sherwood-Caso: vocals; Wilson: drums, gongs, organ; Asher: bass, sitar
14. Sleeping in the Grass (3:18) 

Written by Lee Hazelwood; Dowd: vocals, guitar; Sherwood-Caso: vocals; Wilson: drums, Rhodes piano; Asher: guitar, bass, organ, synth, tin whistle

Produced and mixed by Johnny Dowd and Justin Asher.
Recorded and mixed at The Shop, Willseyville, New York.
Unless otherwise noted, songs were written by Johnny Dowd, ©2002
Johnny Dowd can be reached at dalton@clarityconnect.com
For lyrics, tour dates, and more, visit www.johnnydowd.com

	Johnny DOWD
	Wire Flowers: More Songs from the "Wrong Side of Mempis"
	2003
	47:11
	label: Seven-shooter Music (Munich Records) www.munichrecords.com
for lyrics visit www.johnnydowd.com 

rec.: 1996

All vocals and instrumentals by Johnny Dowd + guest musicians.

"Many of those recordings found a home on my first album, "Wrong Side of Memphis". The rest are here. Different versions of some of these songs are on [next] albulms – but what you'll find here are the original bad seeds.

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

	Dr. FEELGOOD
	Brilleaux
	1989
	37:38
	

	Dr. FEELGOOD
	Chess Masters
	2000
	47:55
	

	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
	Sneakin’ Suspicion
	1977
	
	LP

	DOCTOR HOOK  & THE MEDICINE SHOW
	Sylvia’s Mother
	1972
	33:28
	rock

label: CBS

Dennis Locorriere [lead v, rh g, b]; George Cummings [steel g, lead g]; Ray Sawyer [lead v, g]; Bill Francis [k]; Jay David [d].

	DOCTOR HOOK  & THE MEDICINE SHOW
	Take The Bait
	1978-82
	45:32
	

	DOCTOR HOOK  & THE MEDICINE SHOW
	Revisited
	1986
	
	LP

	Dr. CALYPSO
	Toxic Sons
	1996
	36:42
	ska  в духе Bad Manners / Madness на испанском языке.

label: Operative Productions (Barcelona, Spain)

Dr. Calypso Fan Club: http://www.ilimit.com/calypso 

Sergi ‘Sheriff’ Monlleo [v]; Luis ‘Luismi’ Lopez [v]; Jordi ‘Maniac’ Manya [g]; Fernando ‘Damned’ Poza [g]; Inaki Alvarez [b]; Alcides ‘Cidon’ Trindade [d, perc]; Sergi ‘Lisergic’ Porter [p, org, synth];  Jordi ‘Jorgito’ Romiro [tp]; Enric ‘Xato’ Grau [trb]; Raul Lazaro [s&t s, v].

->los de abajo (latina)

	Dr. JOHN – см. в разделе ‘Blues’
	
	
	
	

	The  DRAMATICS
	A Dramatic Experience
	1973
	38:02
	funk
mastering: 1990

The Dramatics: Ron Banks, Larry ‘Squirrel’ Demps, Willie Ford, Lenny Mayes, L.J.Reynolds. (USA)

	DSCHINGHIS  KHAN
	Genghis Khan
	
	51:42
	disco
best hits

	DUCKS  DELUXE
	Ducks Deluxe [1973] / Taxi To The Terminal Zone [1974]
	
	75:00
	pub rock

  Pub Rock was not a strictly defined sound or hairstyle, unlike say Punk Rock or Heavy Rock. It was more the atmosphere of drinkable danceable rock’n’roll played in hot sweaty overcrowded pubs, such as The Cock and Lord Nelson in Holloway, The Hope And Anchor in Islington, and The Kensington in Olympia.

  [...] Ken Whaley left to become a journalist, so enter Nick Garvey with his Epiphone Rivoli bass guitar and a handful of songs. We continued to play three or four pubs a week, along with the odd college or nightclub gig. In 1973 Dai Davies, our smooth talking Welsh manager, got us a deal with RCA to record two albums over the next eighteen months. We recorded our first album ‘Ducks Deluxe’ at a studio in Worthing with Dave Bloxham producing; it was probably the better received of the two. ‘Taxi To The Terminal Zone’ was the Chuck Berry-inspired title of our second album, which featured tthe recently recruited Andy McMasters on keyboards. Recorded at Rockfield Studios in Wales, it was produced by Dave Edmunds.

  1974 saw us gigging incessantly in pubs, colleges and clubs up and down the motorways of Britain, with occasional forays into Holland, France, Belgium and Germany. We supported Lou Reed on a tour of concert halls, but always felt more at home in the smaller venues. Nick and Andy left at the end of the year, to emerge some time later with The Motors and enjoy the commercial success they never had in Ducks Deluxe. [...] Like the other ‘Pub Rock’ bands (apart from Ace and Dr. Feelgood), the Ducks had no commercial success. It was however, good training for the bands that emerged from the ashes of the pub rockers. Elvis Costello and The Attractions, Graham Parker and The Rumour, Ian Dury and The Blockheads, Nick Lowe and others all found fame and/or fortune in the latter half of the 70’s and the 80’s. And most of them still play rock’n’roll for a living. I do!  — Martin Belmont.

	Anne  DUDLEY  & Jaz COLEMAN
	Songs From The Victorious City
	1990
	40:21
	folk-pop, аналогичен  DEEP FOREST,   INDIANS,  DADAWA,  etc.

	Anne  DUDLEY  & Jaz COLEMAN
	Ziggarats Of Cinnamon
	1991
	22:47
	миксы к предыдущему диску; рекомендуемая дописка к нему: 17’ 21’’.

	Anne  DUDLEY
	Ancient And Modern
	1995
	53:29
	English carols, psalms, etc.

	DULCIMER
	Room For Thought
	1971
	43:12
	folk-rock 

label: Background (England), 1992

Pete Hodge [v, strings]; Dave Eaves [v, strings]; Jem North [b, perc]. 

	The DURUTTI  COLUMN
	Dry
	1991
	55:20
	new psychedelic

	Jan  DURY 
	New Boots And Panties!
	1977
	53:36
	label: Repertoire Rec. 1996 (+ 5 bonus tracks)

Стиль супер-веселого и энергичного Dury, это pub-rock в своем развитии: с элементами new wave / disco / punk.

в подобном роде см. тж. The STYRENES

	Jan  DURY
	Do It Yourself
	1979
	69:29
	label: Repertoire Rec. 1996. (+ 7 bonus tracks)

	Jan  DURY
	The Bus Driver’s Player & Other Stories
	1992
	46:23
	

	Jan  DURY
	Laughter
	1980
	
	LP

	Jan  DURY
	Lord Upminster
	1981
	
	LP

	DUSMINGUET
	Vasalungo
	1998
	57:04
	DUSMINGUET – см. тж. с: PERET (в ‘Latina’)

urban folk 

label: Virgin (Espana)

Joan Garriga [acordio, veu]; Daniel Calabrita [guitarra, veu]; Marti Showarma [bateria, veu]; + Carlos Rivolta [baix]; Marti Perramon [percussions]; Francesc Capella [teclats]; Pere Enguix (Petete) [trombo]; Pep Pascual [saxo]; Dani Gallostra [trompeta]; David Parras [tuba]. 

Marti, Dani and Joan are the only remaining members from the original band. They were joined by Tomas Arroyos, formerly a member of ‘La Mano Negra’ (см. MANO NEGRA), and a few friends to record their first album ‘Vafalungo’, a fusion of highly colorful styles of music inspired by the folklore of their land, mixed to more modern sounds.
Такой же отъявленно-весёлый беспредел улично-балаганно-кабацкой музычки, как, скажем, MANO NEGRA (см.), LES NEGRESSES VERTES (см.), COMPAGNIE LUBAT DE GASCONHA (см.), Manu CHAO (см.), MAU MAU (см.), FUERZA (в ‘Acid’),

	DUSMINGUET
	Postrof
	2001
	70:34
	label: Virgin Espana

1. Nass – la Garriga

2. Sopeton

3. Ritmo Americano

4. Mi Arte

5. Decimero

6. Manketu

7. La Dansa de l’Imbecil

8. La Rumba del Solteron

9. Carretera del Miedo

10. Son del Campesino

11. Rumbeta Bona

12. Gran Dubta

13. El Teu Amor

14. Cumbia Bruja

15. La Recepta

16. San Cristobal

17. La Muralla

18. Plegant Veles

	DUSMINGUET
	Go >
	2002
	76:33
	multimedia CD (2 sessions)

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

www.dusminguet.to
Joan Garriga [veu, acordio, harmonica, teclats, guitarra, samples]; Daniel Calabrita [guitarres, veu, banjo]; Marti 'Showarma' Vilardebo [bateria, veu]; Tomas Arroyos [teclats, veus, samplers]; Oscar Dominguez [percussions, veus]; Maria Roch [baix, veus]; + guests.

Laietana y cierra Manu Chao (см.).

Samples i idees variades extretes de Lee Perry (см.), Taraf de Haidouks (см.), [a.o.]

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

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

	EKOVA
	Space Lullabies and Other Fantasmagore
	2000
	61:10
	Ekova, Lisa Germano (см.) [vln]; Andrew Scheps [fl h]; Julien Lourau [s s]; Jamie Muhodberac [synth]; Chris Bruce [b]; Carmen Rizzo [el rhythms]; Cyril Dufay / Jea-Pierre Smadja [prog]; Pierre Bouscheron [birds and beeps].

Весьма интересный проект 4AD-шных музыкантов. Хороший фольклорный контекст. Кстати, как бы вам понравилось такое определение: avant-pop?.. А почему бы и нет, по аналогии со всеми остальными avant-'ами?

	ELASTICA
	Elastica
	1995
	40:29
	girl’s punk-rock

	ELASTICA
	In On The Off Beat
	1983
	
	LP

	ELBOW
	Asleep in the Back
	2001
	57:09
	label: V2 Music Limited www.v2music.com
www.elbow.co.uk
Guy Garvey [v, ac/el g, perc, analogue synth, wine glasses, harmonica, wybercron]; Mark Potter [el/ac g]; Craig Potter [p, organ, k, perc]; Pete Turner [b, synth]; Jupp [d, perc]; + additional musicians [brass, woodwinds, cor anglais, perc].

Rec. in Liverpool

art-rock. Местами вспоминаются балладные композиции Genesis, местами – пожёстче. Но проект по-своему вполне интересен, даже без всяких ассоциаций.

	ELBOW
	Cast of Thousands
	2003
	50:14
	label: V2 Music Limited

	ELEMENT OF CRIME
	Romantik
	
	44:00
	produziert von david young / aufgenommen von david young im tritonus-tonstudio (berlin) & von rene tinner im can-studio (weilerswist) / abgemischt von david young im tritonus-tonstudio (berlin) / überspielt von david young im sound mastering (london) / aufnahmeassistenz: thorsten otto & marco birkner sven regener, gesang gitarre trompete tasteninstrumente / jakob illja, gitarre mandoline tasteninstrumente / christian hartje, bass / richard pappik, schlagzeug percussion mundharmonika / david young. gitarre tasteninstrumente / geige auf wann kommt der wind: christian komorowski / akkordeon auf warte auf mich: ekki busch / streicher auf es regnet, narzissen und kakteen, alle vier minuten: nicola barsche, violine, tassilo kaiser, violine, sabrina briscik, viola / orchester auf seit der himmel. fallende blatter filmorchester babelsberg / streicher-und orchesterarrangements: sven regener / chor auf wann kommt der wind: ed csupkay, alexander brommage, paul bonin, ekki busch, richard pappik, jakob ilja, christian hartje alle songs: text sven regener, musik element of crime / außer warte auf mich; text sven regener, musik komorowski gürke beesten / und gelohnt hat es sich nicht; text und musik sven regener fotografie: tina winkhaus-kuhn / gestaltung: rike weiger
На этом диске мы имеем что-то вроде шлягеров на немецком языке.

	EMBRYO – см. в 'Jazz'
	
	
	
	

	EMERSON,  LAKE  & PALMER
	Emerson, Lake & Palmer
	1970
	41:27
	

	EMERSON,  LAKE  & PALMER
	Tarkus
	1971
	38:54
	

	EMERSON,  LAKE  & PALMER
	Pictures At An Exhibition
	1972
	38:01
	

	EMERSON,  LAKE  & PALMER
	Trilogy
	1972
	42:07
	Victor (Japan);  20 bit K2 Mastering

	EMERSON,  LAKE  & PALMER
	Brain Salad Surgery
	1973
	45:00
	

	EMF
	Cha Cha Cha
	1995
	57:36
	

	ENIGMA
	MXMCX
	1990
	40:09
	типа 'ENIGMA' (pop/acid gothic) см. тж.: DIVINE WORKS; PILGRIMAGE; Daniele SEPE; IMPRESSIONS OF WINTER (ближе к DEAD CAN DANCE; см. в разделе ‘Alternative); THE  MOON  LAY  HIDDEN  BENEATH  A  CLOUD (см. в разделе ‘Alternative);

Сначала было мало кому известное трио Arabesque. Затем трио распалось и одна из его участниц — Сандра — начала сольную карьеру под руководством продюсера и аранжировщика Майкла Крету.

Немецкие музыкальные проекты не очень-то любят в Анг​лии и США. Но Майкла Крету не оставляла мысль прогре​меть на весь мир, снискать уважение в Лондоне и Нью-Йор​ке. К концу 80-х стало очевидно, что с Сандрой этого не получится. Тогда Майкл Крету и приступил к разработке плана под названием „Enigma".

Соединив таинственные грегорианские хоралы, модный хип-хоповый ритм и красивые инструментальные пассажи в стиле нью-эйдж, Майкл Крету создал нечто большее, чем простую сумму вышеперечисленных компонентов. Он создал Стиль, на который впоследствии ориентировались множест​во аранжировшиков и почти все нью-эйджевые электронщики.

Благодаря своему хиту и видео 1991 года „Sadness, Part I" Enigma мгновенно завоевала себе место под солнцем среди музыкальных новаторов, а альбом „МСМХС A.D". несколько лет не вылезал из списков самых продаваемых. Его успех ещё более удивителен потому, что инструментальные ком​позиции очень редко становятся популярными, и ещё реже попадают в лидеры продаж.

Прошло десять лет, но альбом по-прежнему производит впечатление — ни музыка, ни звучание не кажутся архаич​ными.

Диск „МСМХС A.D." проложил дорогу целому направлению в музыке.

--- Play, 2001

	ENIGMA
	The Cross Of Changes
	1993
	44:16
	

	ENIGMA
	Sadeness
	1990
	17:30
	mixes — очень разные и все хорошие

	ENIGMA
	Le Roi Est Mort, Vive Le Roi!
	1996
	45:38
	http://www.enigma.de 
Music and lyrics by Michael Cretu; produced and engineered by Michael Cretu; female voices by Sandra Cretu and Louisa Stanley.

	ENIGMA
	Metamorphosis
	1998
	68:30
	with bonus track

	ENIGMA
	Dream On
	1999
	73:47
	Full Version: with remixes

	ENIGMA
	The Screen Behind The Mirror
	1999
	43:32
	Ми​шель Крету, творец и единовластный по​велитель таинственной «Энигмы», в своём новом (четвёртом по счету) опусе в качестве лейтмотива, связующего все треки, использовал легендарный хор «О, Фортуна» из «Кармины Бураны» К. Орфа. Расчленив знаменитое сочине​ние (в оригинальном исполнении) на ча​сти, магистр медитации вмонтировал его отрывки в фоновые пласты звучания своих композиций. В хитовой «Gravity Of Love», например, мощный «глас наро​да» слышится в припеве. Возникающие словно из небытия, сэмплы восприни​маются как некие «знаки» прошлого, как напоминание свыше о минувших днях гнева и потерь. Название диска сам г-н Крету объясняет следующим об​разом: «Глядя в зеркало, люди видят себя такими, какими они хотели бы себя видеть. Но между тем, какими мы себя считаем и тем, какие мы есть на самом деле — стена лжи». Разбить это лжи​вое отражение, преодолеть границы, стать самим собой — задача каждого. В целом рассматриваемое творение впол​не традиционно для «Энигмы» — всё те же засасывающие, обвивающие, словно удав шею, кольца ритмических паттернов, всё те же охи-вздохи, наме​кающие на ту сторону человеческой жизнедеятельности, что требует особой ритмичности, плюс фирменная элек​тронно-«атмосферная» аура, сочетае​мая с элементами этники и яркими во​кальными поп-мелодиями. Основная часть последних исполнена Рут Энн (из​вестной по её собственному танцеваль​ному проекту Olive). В общем, ничего принци​пиально нового (а зачем?); техническая же реализация материала по-прежнему безупречна.

--- Салон AV

	ENYA
	Shepherd Moons
	1991
	43:33
	Music composed and performed by Enya.

Подобный проект – см. MADREDEUS

	ENYA
	The Memory Of Trees
	1995
	43:53
	

	Ethiopiques, vol. 9: Alemayehu ESHETE
	
	1969-74
	70:32
	На эфиопском языке, с местным же колоритом певец Alemayehu Eshete исполняет песни (с эфиопскими же названиями) в духе западной поп-эстрады, рок-н-ролла и рока того времени.

Певец – потрясающий, качество записи – вполне хорошее.

	Juan Garcia ESQUIVEL
	See It In Sound
	1999
	39:08
	оркестровый инструментал
В том же роде см. – Martin DENNY; Spike JONES; Arthur LYMAN; Fred LANE;

label: BMG

Zounds! – Lost Sounds

Juan Garcia Esquivel is the undisputed king of space age bachelor pad music. He is a pop avant-gardist who, while embraced by fans of lounge music, is certainty not 'easy listening.' Unlike the composers of his day, Esquivel did not run a troupe of muzak induced zombies through mollycoddled blue-hair standards. His was not just a big band supped up with channel-splitting shin-diggery. He was pushing the outer limits of stereo. This was sonorama, music as mind enthralling as a journey to Mars or a perilous plunge to the depths of the bottom the ocean. Esquivel took the listener to the dizzying heights of musical passion. He was, recalled producer Johnny Camacho, "the one arranger who writes for stereophonic sound."

Esquivel is the bon vivant of today's revived cocktail nation. A cadre of youngsters who weren't even alive when Esquivel released his last album, Esquivel 1968!, are raising a collective martini in his honor. The plum of the lounge revival from Combustible Edison to Pizzicato Five, all name check him relentlessly as a musical inspiration. How did the man known as the Mexican Duke Ellington, whose albums never reached the Billboard Top 200 leave such a lasting impression today?

Stereo. Esquivel didn't invent stereo, but stereo might as well have been invented for him. Throughout the '50s and '60s he arranged and recorded a cavalcade of records that defined the ping-ponging, hi-fidellty generation. Latin-esque, Infinity in Sound - Volumes 1 & 2, Strings Aflame and Exploring New Sounds in Stereo were records that indisputably showcased the power of stereo. Trumpets would blare forth like Judgment Day, buzzimbas and ondiolines bounce from speaker to speaker like jetsetting playboys, while The Randy Van Horne Singers recited his trademark wordless 'zu-zus' with sexy atomic-peppered glee. It's no wonder that Esquivel had a exclamation point after his name. The Esquivel sound was so big, so spec​tacular, that there was no other way to do it justice.

Esquivel's sound was so unique, so different from that of his bachelor-pad contemporaries because his musical lineage was so extreme. He had more in common with musical absurdists Spike Jones and Carl Stalling, than EZ favorites Les Baxter or Hugo Montenegro. Where most composers (i.e. Henry Mancini) were groomed within the context of the big band farm system, Esquivel's early sound took an entirely different path.

The earmarks that would become Esquivel's unmistakable sound developed south of the border. Born in Tampico, Tamaulipas in Mexico at the close of World War 1 on January 20, 1918, Esquivel found himself resettled in cosmopolitan Mexico City at the tender age of 10. His stereophonic experiments owe a legacy to his schooling as an engineer. But it was at XEW, the largest radio station in Mexico City, that Esquivel would develop his knack for quirky compositions and exaggerated arrangements. While still in his teens he was arranging and composing for radio. It was while working with Mexican radio comedian Panesco, that he developed 'descriptive sounds' – music to help listeners visualize oddball cues. He would cook up a musical melange like a Russian muzette for a cue of "a Frenchman walking in Russia." This skill would serve him well. He could take the sound of any nationality (i.e. the boogie-woogie, swing, etc..) and make it his own. Esquivel became known for his uncanny ability to contort any arrangement into a dance num​ber for his Mexican fans. Later he would bring his unique Latin arrangements to the world stage, but for Esquivel it was at XEW when the world's music went Latin.

In the late '50s, Tropical and Latin sounds were nothing new to American ears. Oresta Lopez composed the first mambo danzion back in 1938. The rumba was a ballroom fad for much of '30s. Cole Porter popu​larized the sound of the French Antilles with Begin the Beguine. The samba was so entrenched in pop cul​ture that even Walt Disney used it as a soundtrack to Donald Duck's adventures in Watercolor of Brazil. Perez Prado, Xavier Cugat, and Carmen Miranda were cherished members of every families record collec​tion. It was party music for a cocktail-swinging nation enjoying the good life. America had gone 'south of the border.' It was time for Esquivel to head north.

By 1958, Esquivel was a star. He had won numerous awards as the best piano player in all of Mexico. Juan started asking himself what challenges he had left. The answer came in a new sound – sonorama. It was a deft wordplay on the word 'panorama' – something that goes out past the limits – and it perfectly described Esquivel's new sound. Esquivel was using traditional instruments, yet creating drastically different sounds. When RCA Records and stereo came knocking, he was ready.

Stereo was introduced to a skeptical record buying public in 1958. It was viewed as dubious gimmick to increase record sales. This changed with the success of Enoch Light's Persuasive Percussion. The album was an immediate best-seller, and like greedy pan-handlers at a gold rush, the record companies started a stereo stampede. Esquivel was summoned by the RCA brass to christen its Living Stereo moniker with an album of his sonorama arrangements. When he replied that it would take him a year to whip his Mexican musicians into shape, he was quickly relocated to New York.

The best musicians in the world were located in the Big Apple. Esquivel's sounds were influenced and exe​cuted by them. Among them were Alvino Rey (king of the space guitar), Luarindo Almeida (The hi-fi bossa nova session superstar), Pete Rugolo (Stan Kenton's arranger), and Billy May (Frank Sinatra's trumpeter). They were so precise that it only took 3 hours for Esquivel to record his RCA stereo debut Other Worlds, Other Sounds, It took even less time to record the follow-up Four Corners of the World.
A dizzying array of albums soon followed. But it was Latin-esque that would be his sonic statement. Created as a stereo demonstration record for RCA's new 'Stereo Action' series it was designed to push the boundaries of sound. It was an audiophiliac's orgy. Esquivel had become the ringleader of an aural circus. His baton would direct the listener to his acrobats – the all too willing vertigo inducing notes on the staff.

Although each Esquivel record was spectacular, his sessions were becoming more and more expensive, culminating with Latin-esque. Esquivel pushed the boundaries of stereo separation by actually hiring two dif​ferent orchestras to record the album. One orchestra would record the left channef in Studio A, the other, the right channel in Studio B. They all played to a click track while Esquivel conducted over closed-circuit TV system. This method – while technically superior – wasn't exactly cheap. Even more alarming to the RCA boardroom was that the spiraling costs had still failed to produce a hit. In fact, no Esquivel record even made the Billboard charts. By 1961, only three years after his RCA debut, Juan Garcia Esquivel's recording career at RCA was nearing its premature end.

Recorded the following year, More of Other Worlds, Other Sounds was reportedly rejected by RCA. Bill Stewart's Albums Inc. Production Company shopped it to other labels eventually finding a home at Frank Sinatra's Reprise Records (Sinatra was a huge fan – and later often booked Esquivel at his Vegas casinos).

Which brings us to Esquivel' lost masterpiece – See it in Sound. The title is a wordplay on the Stereo Action moniker – 'sound your eyes could follow'. The theory was that the music was so visceral, so vibrant that you could actually watch the sound travel from speaker to speaker. The Stereo Action series was an audiophile's dream. With their die-cut sleeves, and sexy outer space imagery -- they are some of the most sought after (and expensive) easy listening records today.

In 1960, Esquivel decided to record a big band FX laden record. It was in the tradition of record collector favorites Zounds! What Sounds!, Shock and La Dolce Hencke. It was heavily influenced by musical visionary Spike Jones. Esquivel for the first time began to incorporate the sounds of the real world into his arrangements. The sounds were not simply added into the arrangements as if they were an afterthought or souped up hi-tech Band-Aids. The new 'real world' sounds were integral to the texture of the piece. It was revolutionary, it was genius – and it was just way too bizarre for the brass of RCA. Citing it as too weird, they rejected the second Esquivel album in a row. And although Esquivel claims, quite truthfully, that he was to busy working on his live show The Sights and Sounds of Esquivel to make another record, it was probably RCA's rejection of See It In Sound that was the main reason he didn't record another album for three years. Time though, would prove Esquivel's marriage of music and effects as visionary. Within just a few years, The Mystic Moods Orchestra scored a hit with One Stormy Night, an album which utilized the exact same techniques that Esquivel pioneered on See It In Sound, One Stormy Night uses the rhythm and sounds of a freak Los Angeles thunderstorm to create an electrifying album of musical selections played simultaneously with recorded sound effects. It spawned a whole new genre known as 'beautiful music.'

In truth, See It In Sound was not really that radical of a departure from the patented Esquivel sound and process. It was a mix of standards (so the listener could marvel at his arrangements) and his own origi​nals. It was supped up Latin textures viewed through 3-D glasses. Recorded in just a few short weeks in May of 1960 in Hollywood, with producer Neely numb, See It In Sound would never see commercial release – that is – until now!

See It In Sound is a musical odyssey. It is a gentlemanlike volley between uptown sophistication and trop​ical adventurism. The journey commences with The Peanut Vendor (El Manisero). Starting with Arthur Gleghorn's lone flute wafting over the sounds of an urban sprawl, we travel through a light Latin shuffle. It is also in The Peanut Vendor that we get first taste of how different See It In Sound will be, as we hear woodpeckers peck, horses clip-clop by, and clocktowers chime.

Amazon Paddle Boat is one of Leon Pober's four contributions (along with Latingo, Inca's Dream, and Walk To The Bull Ping) to See It In Sound. Pober's compositions are Esquivel's closest flirtation to the sound of Exotica. Hawaiian Martin Denny had recently topped the pop charts with Exotica, and including these numbers -- if intentional – was Esquivel's most calculated commercial move in his career. The departing horn of Amazon Paddle Boat bids us welcome to South America. Exotic marimba, sultry saxo​phone, and chirping birds take us for a journey down the world's longest river – The Amazon.

A film begins to run at the start of Honky Tonky Cha-Cha, Esquivel's lone original composition on the album. One of Esquivel's signatures is his ability to blend different cultures and sounds into a musical gumbo. Here he effortlessly mixes a honky tonk Frontier barroom piano with a cha-cha tempo.

Without comprehensive explanation from Esquivel, we are sometimes left to surmise the maestro's inten​tions. On Cumana a ringleader introduces the "fabulous and elegant Fernando and Lupita" to a cheering crowd. Are they dancing bears at a circus or a stylish couple demonstrating the latest European dance steps?

The indisputable centerpiece of See It In Sounds a riveting six minute Brazil. In this version Esquivel's jetsetter visits a variety of downtown nightclubs – where each band is playing an entirely different ver​sion of the samba standard Brazil. We hear our barhopper hailing taxis, entering illicit speakeasies, dancing with giggling girls, clinking ice-cubes in his Scotch, and finally being involved in a barroom brawl. Each club our tour guide visits is playing Brazil – at a different tempo and rhythm. It is perhaps Esquivel's finest moment as an arranger.

Mystic Moods' Leo Kulka and Brad Miller must have heard this thrilling rendition of Chubasco as the parallels between this Flamenco thunderstorm deluge and Mystic Moods hit album One Stormy Night are too similar to just be coincidence. Guitarist Luarindo Almeida (a star his own right with The Bossa Nova All-Stars) opens the track with a Flamenco guitar flourish that would make any woman weak in the knees. As the storm builds Esquivel whips his orchestra into frenzy complete with castanets. As the storm subsides we are left with a soft exotic vibes, waking parrots, and the lolling surf.

Esquivel chose to continue his Spanish journey with Walk to the Bull Ring. A marching band (and lone yipping dog) herald the arrival of Spain's greatest matador. We follow his path as he enters the bullring where cheering crowds enthusiastically greet a Sunday afternoon bullfight.

With Aurora we see Esquivel selecting a popular standard to showcase his arrangements. It was com​mon tactic which Esquivel likened to copying the painting of a master. He loved for his listeners to mar​vel at his skills. In Aurora, Esquivel reworks an old chestnut by accentuating playful vibes with drag rac​ing cars.

Esquivel's enchantment with supposed Incan Sun God Yma Sumac is apparent on Simitau. Is this a warrior's dream? Do we hear ancient murmurs and war chants as we wind like a snake down an imagi​nary mud-entrenched river towards a hidden temple?

Inca's Dream, possibly the shortest Esquivel track ever at one minute and 27 seconds, features the pan flute as we listen to the gunfire of an approaching army from our mountainous hideout in the sacred mountains.

Originally titled Tropica – Latingo uses some of the same elements found on Pober's earlier composi​tions – the paddle boat, the birds of South America, the lolling waves... With cascading harps and play​ful waterfowl it could be a vintage Les Baxter or Martin Denny track. It is as if we have found the lost soundtrack to Disney's Jungle Cruise.
We can only surmise why See It In Sound has remained buried in a vast RCA library for so many years. It is the lounge generation's Smile or The Black Album. It is his lost masterpiece. We are only left to guess what might have been had RCA released this classic in a timely manner. Would Esquivel have eschewed Vegas for even more daring arrangements? We will never know. Even now, as Esquivel enjoys a sleepy retirement at his brother Sergio's villa outside of Mexico City, we can only dream of the return of the king of space age bachelor pad music.

Sam Wick - Lounge Magazine
1.The Peanut Vendor [El Manisero] (Moises Simons) Serial #: L2PB 0408   Recording date: 5/19/60
2. Amazon Paddle Boat (Leon Pober) L2P&0413   6/1/60
3. Honky Tonky Cha-Cha (Juan Esquivel) L2P&0414   6/1/60
4. Cumana (Barclay Allen) L2PB0411   6/1/60
5. Brazil (Ary Barroso) L2PB0405   5/18/60
6. Chubasco (Luarindo Almeida, George Fields) L2P&0410   6/1/60
7. Walk To The Bull Ring (Leon Pober) L2PB-0407   5/19/60
8. Aurora (Mario Lago, Roberto Roberti) L2PB0412   6/1/60
9. Similau (Harry Coleman, Arden Clar) L2PB 0404   5/18/60
10. Inca’s Dream (Leon Pober) L2PB-0409   5/19/60
11. Latingo (Leon Pober) L2PB-0406   5/18/60
All selections were recorded at RCA Studio 1, Hollywood, CA

All selections are previously unreleased.

	EURYTHMICS
	Sweet Dreams Are Made Of This
	1982-83
	42:36
	new wave

	EURYTHMICS
	Be Yourself Tonight
	1985
	43:37
	

	Cesaria  EVORA
	La Diva aux Pieds Nus
	1988
	36:54
	В аналогичном стиле африканского варианта португальского fado см. тж. BONGA
Из подобной по настроению музыки можно порекомендовать – см.: Susana BACA; Rodolfo ‘Nava’ BARRERA; Marisa MONTE; LA FAMILIA VALERA MIRANDA; RADIO TARIFA;

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

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

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

	Cesaria  EVORA
	Mar Azul
	1991
	34:35
	label: Lusafrica

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

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

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

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

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

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

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

more information about Cesaria Evora:

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Mindelo, december 1992.

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

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



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

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

Hi-Fi Music, #6, 1997

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

--- Коммерсантъ

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

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

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

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

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

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

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

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

--- Play

	EXUMA
	Exuma II
	1970
	42:41
	label: TRC Records, 1993

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

All compositions written by Exuma, 1970 Firesky / Inagua.

   Очень весёлые и энергичные парни; можно охарактеризовать как рок-сатиру.

	The  FABULOUS  THUNDERBIRDS
	Roll Of The Dice
	1995
	50:16
	blues-rock  -- один из лучших проектов в Белом Блюзе.

label: Private (LA, CA, USA)

Kim Wilson [v, harp]; Danny Kortchmar [rh g]; Kid Ramos [g]; David Grissom [g]; Gene Taylor [k]; Harvey Brooks [b]; Fran Christina [d].

“Feels like the devil when you lose that cruisin’ level”

“You’ve got to walk like a big dog”

	Marianne  FAITHFULL
	Broken English
	1979
	37:42
	Marianne  FAITHFULL – см. тж. с: OXBOW (в  ‘Alternative’); FRIGG ('Jazz');

Подобные вокалисты – см.: Sarah-Jane MORRIS; Leonard COHEN, Dagmar KRAUSE; Angelique IONATOS;

label: Island

Faithfull with: Steve Winwood, Guy Humphries, Barry Reynolds, Darryl Way, Steve York, a.o.

	Marianne  FAITHFULL
	Dangerous Acquaintances
	1981
	37:18
	label: Island

M.F. with: Steve Winwood, Mel Collins, Barry Reynolds, Steve York, Neil Hubbard, a.o.

	Marianne  FAITHFULL
	Strange Weather
	1987
	38:12
	label: Island

M.F. with: Bill Frisell [el/ac g]; Robert Quine [el g]; Sharon Freeman [p]; Mac Rebennack [el p]; Lew Soloff [tp]; Fernando Saunders [b]; J.T. Lewis [d]; a.o.

Boulevard of Broken Dreams

I walk along the sreet of sorrow

The boulevard of Broken Dreams

Where Gigolo and Gigolette

Can take a kiss without regret

So they forget their broken dreams

You laugh tonight and cry tomorrow

When you behold your shattered schemes

And Gigolo and Gigolette

Wake up to find their eyes are wet

With tears that tell of broken dreams

Here is where you’ll always find me

Always walking up and down

But I left my soul behind me

In an old cathedral town

The joy that you find here you borrow

You cannot keep it long it seems

But Gigolo and Gigolette

Still sing a song and dance along

The boulevard of Broken Dreams

	Marianne  FAITHFULL
	Faithless
	1988
	41:50
	label: Castle Classics

	Marianne  FAITHFULL
	A Secret Life
	1995
	35:23
	label: Island

M.F. with: Angelo Badalamenti [k]; Vinnie Bell [g, mandolin]; Rufus Reid, Mark Egan [b]; Gordon Gottlieb [d, perc]; a.o.

	Marianne  FAITHFULL
	20th Century Blues
	1996
	54:02
	label: BMG
Marianne Faithfull's new album, 20th Century Blues, is the first for the RCA Victor label, and the fulfillment of a long-held ambition - 20th Century Blues is a celebration of the works of Kurt Weill, complemented by other songs which recall the time and texture of the Weimar Republic.
The roots of this album can be traced to 1985 and the release of Lost In The Stars, an exploration - masterminded by producer Hal Willner - of Kurt Weill songs by such diverse artists as Sting, Lou Reed, Tom Waits and Van Dyke Parks. Marianne Faithfull's contribution was Ballad Of The Soldier's Wife, performed as a duet with guitarist Chris Spedding.
It was the start of an abiding fascination with the works of Weill, one of the most remarkable popular composers of the Twentieth Century. Weill's music came to articulate the spirit of the Weimar Republic which, although born from the catastrophic consequences of Germany's defeat in The Great War, came to be the centre of an extraordinary blossoming of the imagination, a fertile source of artistic experiment upon which contemporary Western culture still draws.
During the fifteen years of the Weimar Republic - which died with the disaster of Adolf Hitler's rise to power in 1933 - Weill's collaborations with such lyricists as Bertolt Brecht essentially redefined the potential of popular music. Using elements of classical opera, together with jazz and folk, Weill's work expanded the popular vocabulary through such masterpieces as The Threepenny Opera, Rise and Fall of the City of Mahagonny and The Seven Deadly Sins and on to his classic Broadway scores for One Touch of Venus and Lost In The Stars.
Weill died in 1950, yet the sheer relevance of his work - witness, for instance, the Doors' remarkable interpretation of Alabama Song - has endured in the succeeding decades. Marianne Faithfull became absorbed in the dramatic feel and mood of Weill's work, qualities which were evident on her 1987 album, Strange Weather. Although none of the tracks was by Weill, his pervading influence was etched across the timbre of the album.
That same year Marianne Faithfull and her long-time collaborator Barry Reynolds, together with Willner, were invited by the poet Allen Ginsberg to the Jack Kerouac School of Disembodied Poetics, a two-week summer school in Boulder, Colorado. Midway through their stay, Willner played Ms. Faithfull the full recording of The Seven Deadly Sins. It was a defining moment in her obsession with Kurt Weill, the point at which Marianne's interest in his music became focused as an ambition.
Two years later, at St. Ann's in Brooklyn, Marianne Faithfull gave two performances of The Seven Deadly Sins. The concerts drew enormous critical applause, confirming that Marianne had the presence and authority to convincingly interpret the music of Kurt Weill. She became determined to record an album of his work, an idea which was to percolate for another six years.
In 1992, Dublin's esteemed Gate Theatre staged a production of The Threepenny Opera in which Marianne Faithfull took the role of Pirate Jenny. Again, her performances drew rave notices; it was clearly evident Marianne Faithfull had an extraordinary affinity with, and feel for, the music.
Her love affair with Kurt Weill was properly consummated in 1994, however, when Marianne was introduced to Maurice Edwardes and Joe Horowitz, the directors of the Brooklyn Philharmonic. They invited her to perform at A Weekend Of Decadent Twentieth Century Music - three nights of Mahler, Hindemith and Weill at the Brooklyn Academy Of Music.
Marianne went into six weeks of intensive rehearsals, accompanied by the pianist Paul Trueblood, who has subsequently become a mainstay of her Weimar ambitions. The concerts were finally staged on the nights of 7, 8 and 9 April 1995; and on the Sunday afternoon of the final programme, Marianne and Trueblood unveiled An Evening in the Weimar Republic. The performance combined selections from Weill with other songs chosen because of their resonance with the mood and times of the Weimar.
The overwhelming success of An Evening in the Weimar Republic, quite apart from the amount of time Marianne and Trueblood had invested in the show, led to a West Coast tour later in the year. They played what were ostensibly rock 'n' roll clubs in such cities as Seattle, San Francisco, Los Angeles and San Diego. The repertoire, of course, was completely different from the songs normally associated with Marianne Faithfull, yet she drew packed houses and critical acclaim for the new show.
In the autumn of 1995 Marianne and Trueblood played a two-week season at ART in Cambridge, Massachusetts. The shows tried to combine An Evening in the Weimar Republic - the first half of each show - with a more orthodox band performance. It proved an uneasy alliance and, by the time Marianne toured Europe in the winter, she was concentrating entirely on An Evening in the Weimar Republic. Among the highlights of that tour were Marianne's performance at the Berliner Ensemble - the theatre in former East Berlin famously associated, during the immediate post-War years, with Bertolt Brecht - and the New Morning Club in Paris. The latter performance was recorded and Marianne Faithfull finally achieved her ambition: the music from that show is now available on 20th Century Blues.

ALABAMA SONG
written by Kurt Weill and his most famous collaborator, the poet and lyricist Bertolt Brecht, for Rise and Fall of the City of Mahagonny;
WANT TO BUY SOME ILLUSIONS
a song written by the German composer Friedrich Hollaender for Billy Wilder's 1948 film A Foreign Affair. Illusions was originally performed by Marlene Dietrich;
PIRATE JENNY
a Kurt Weill / Bertolt Brecht song from The Threepenny Opera: Marianne Faithfull played the role of Pirate Jenny in the Irish stage production at Dublin's Gate Theatre. The version on this album features a fresh English translation of the lyrics by Frank McGuinness;
SALOMON SONG
another song from The Threepenny Opera with Brecht's lyrics translated by Frank McGuinness;
BOULEVARD OF BROKEN DREAMS
a Thirties' show tune by Al Dubin and Harry Warren, Boulevard was first recorded by Marianne Faithfull for her 1987 Strange Weather album;
COMPLAINTE DE LA SEINE
following Adolf Hitler's rise to power, Kurt Weill was forced into exile. During his time in Paris he wrote Complainte de la Seine with the famous French lyricist Maurice Magre;
THE BALLAD OF THE SOLDIERS WIFE
in many ways, The Ballad of the Soldier's Wife is the most compassionate and understanding song ever composed by Weill and Brecht. It was written when both were exiled in America during the Second World War and came as a response to the battle of Stalingrad;
MON AMI, MY FRIEND
a Weill / Brecht song from Johnny Johnson, which virtually re-defined American musical theatre when it premiered on Broadway in 1936;
FALLING IN LOVE AGAIN
one of the most romantic and enduring popular melodies of the Twentieth Century. Falling In Love Again was written by Friedrich Hollaender for Josef von Sternberg's 1930 film, The Blue Angel, in which the song is performed by Marlene Dietrich;
MACK THE KNIFE
perhaps the best-known and most-loved song by Kurt Weill and Bertolt Brecht, Mack The Knife was originally written for The Threepenny Opera in 1928;
20th CENTURY BLUES
written by Sir Noel Coward for his Cavalcade, 20th Century Blues has been chosen by Marianne Faithfull because it fits the overall mood of the Weimar show while revealing her sense of Englishness. She first performed 20th Century Blues for an American television show, recorded at London's Marquee Club in 1974;
DON'T FORGET ME
Marianne wanted one song by a contemporary writer and this Harry Nilsson composition matches the flavour of An Evening in the Weimar Republic;
SURABAYA JOHNNY
the Weill / Brecht song from Happy End;
STREET SINGERS FAREWELL
a song originally written by Kurt Weill and Bertolt Brecht for The Threepenny Opera.

	Marianne  FAITHFULL
	Vagabond Ways
	1998
	43:03
	label: BMG/RCA

M.F. with: Daniel Lanois [music, g, organ, b, d, perc, loops]; Roger Waters [b-synth]; Barry Reynolds [g, b]; Glen Patsha [p, synth, vibes, Moog, Wurlitzer]; Christopher Thomas [b, double b, fuzz-b]; Novi Novog [viola]; Stephanie File [cello]; Brian Blade [d]; Emmilou Harris (см.), Daryl Johnson [backs].

	Marianne  FAITHFULL
	The Seven Deadly Sins
	1998
	50:46
	label: BMG/RCA

#1-9: Kurt WEILL "The Seven Deadly Sins" (lyrics: Berrt Brecht)

#10-13: Kurt WEILL Songs

Performed by Marianne FAITHFULL with Vienna Radio Symphony Orchestra conducted by Dennis Russel Davies.

	FAITHLESS
	Reverence
	1996
	52:51 47:55
	acid-jazz / trip-hop

label: Cheeky Records

Maxi Jazz (black artist) [v]; Jamie Catto [v (#2,5)]; Sister Bliss [k]; Dido [v (#8)]; Paulie [g]; Aubrey Nunn [b]; Matt Benbrook [d]; Vince DeCicco [accordion]; Rollo [progr, production]. Written by Maxi Jazz & Co.

Maxi Jazz (the grand oral disseminator): In 1983, Maxi found hip-hop. In 1984 he founded ‘The Soul Food Cafe Sound System’. Over 5 years, ‘The Soul Food Cafe Band’ was picked up by Tam Tam Records, which was followed by a spell at Acid Jazz. Maxi Jazz started his own label in ’92. [...] Throughout this busy time Maxi had been touring the band around the world: with Jamiroquai in Amsterdam, Soul II Soul in Barcelona, Galliano in Switzerland and Jason Rebello in Brazil. On his own he covered France, Norway and the UK, and took out time to collaborate with Jah Wobble. Enlightening conversations bore the fruit of intense and challenging lyrics dipped in the dark hue of Maxi’s life and rediscovered in the music of Faithless. As a Nicheren Shoshu Buddhist, Maxi’s strong beliefs and the band’s own strong individual beliefs, lead to the name Faithless. [...]

	FAITHLESS
	Sunday 8 PM
	1998
	57:31
	

	FAUST – см. в разделе ‘Alternative’
	
	
	
	

	Bryan FERRY
	Taxi
	1993
	40:00
	см.тж. Roxy Music

	Bryan FERRY
	Mamouna
	1994
	45:37
	

	FISHBONE
	Fishbone
	1985
	26:33
	ska

	FISHBONE
	The Reality Of My Surroundings
	1991
	59:40
	Полистилистический neo-progressive. С 1991 возникает доля hard'n'heavy. Эта чисто негритьянская команда свои залёты из ska делает великолепно. Тем не менее, мы предлагаем сделать сборник самых замечательных вещей (по нашей выборке) с этих двух дисков (1991, 93) на ~ 60 минут.

	FISHBONE
	Give A Monkey A Brain
	1993
	64:47
	

	The  FIXX
	Reach The Beach
	1983
	41:22
	new wave

Cy Curnin [v]; Adam Woods [d, perc]; Jamie West-Oram [g]; Rupert Greenall [k].

	FLASH FEARLESS
	Flash Fearless
	1975
	41:29
	What, you may well ask, are ELKIE BROOKS, ALICE COOPER, JOHN ENTWISTLE, MUDDY PRIOR and the rest of an unlikely all star cast doing together on this album? The answer is easy -- saving Earth from invasion by the inhabitants of Planet Zorg!

A long-lost and gripping concept album, we can all now thrill once more to the exploits of our space hero FLASH FEARLESS (vocalised by Alice Cooper) as he battles to free himself (and his crew) from the evil clutches of the Zorg Women.

Recorded in 1975, this unusual set features guest appearances by just about anyone who was anyone in the rock business at that time. The concept is a tongue-in-cheek homage to the Saturday morning cinema cliff hangers and pulp comics of the fourties and fifties, and in case anyone missed the point, the producers thoughtfully included a comic book with the original LP -- which rpm have lovingly recreated in CD size on this reissue. Together with a previously unissued track and sleeve notes detailing the project, all you need are your Dan Dare ray-gun and Scott Tracy play-suit for an evening of sci-fi entertainment you'll never forget!

Only one question remains -- whatever happened to Parts 1 to 4...??!

also staring: MICK GRABHAM – guitar; CARMINE APPICE – drums; NICKY HOPKINS – piano; BILL BRUFORD – drums; KENNY JONES – drums; JUSTIN HAYWARD – guitar; KEITH MOON - Long John Silver; CHICK CHURCHILL – organ; a.o.

	FLEETWOOD  MAC
	The Blues Years
	1967 -71
	55:20 56:25 58:06
	3 CD Box - antology, with Peter GREEN (см. тж.) only

	FLEETWOOD  MAC
	English Rose
	1968
	40:20
	не пересекается с “The Blues Years” на 12 мин.

	FLEETWOOD  MAC
	The Biggest Thing Since Colossus
	1969
	40:10
	FLEETWOOD  MAC with Otis SPANN

Recorded at Tempo Sound Studios New York, January 1969.

Otis Spann [v, p]; Peter Green [g]; Danny Kirwan [g]; John McVie [b]; S. P. Leary [d].

	FLEETWOOD  MAC
	Blues Jam in Chicago   [2 CD]
	1969
	53:29 50:03
	label: Sony – Rewind (The Collector’s Series)

FLEETWOOD  MAC with Otis SPANN, Willie DIXON and oth.

Recorded in the Chess Ter-Mar Studios, Chicago, January 1969

Peter Green [v, g]; Danny Kirwan [v (II #1,2), g]; John McVie [b]; Mick Fleetwood [d]; Walter ‘Shakey’ Horton [v (I #12), harmonica]; J. T. Brown [v (II #6), t s]; Jeremy Spencer [v (I #10; II #8), slide g]; Willie Dixon [string bass]; S. P. Leary [d]; Guitar Buddy [g (I #6)]; Honey Boy Edwards [g (I #6)]; Otis Spann [v (II #5), p].

When I look back on my involvement with Fleetwood Mac I have many fond memories. I cannot recall any real "down" moments although losing the band to Immediate Records did gag in the throat at the time. There were certainly many "high" moments not least of which was to see "Albatross" No.1 on the singles charts! There were never any truly desperate times and thankfully many happy events upon which now to reflect. Certainly one of the more memorable would be the visit to Chess Ter-Mar Studios in Chicago to record with some of the blues giants from the Windy City. I had muted the idea of the band recording with some of the lead​ing US bluesmen late in 1968. I didn't have a specific plan in mind at that time only that I thought it would be a neat idea. I was certain it would be an enjoyable exercise and most likely would also pro​duce some good music. The opportunity presented itself when the band were booked for a short US trip over the New Year period '68/'69. One of our American partners -- Seymour Stein put me directly in touch with Marshall Chess. The Chess family had been running their own Chicago-based Blues company for many years and could boast of having signed and recorded most of the greats in this field. Names like Muddy Waters, Howlin' Wolf, Bo Diddley, Chuck Berry, Little Walter -- the list was almost endless. Marshall suggested that we should use Willie Dixon as a catalyst for putting together the "star" names for any possible sessions. I had met Willie some years earlier when he had toured Europe with one of the famed Folk Blues Festivals run by German promot​ers Lippman & Rau. This choice was a good one. Not only did Willie know everyone but he could also add his expertise on upright baas where appropriate. Unfortunately many of the really famous local musicians would not be available. They were either on the road with their own bands or suspicious of being involved in a project where the use of their names might cause problems with their respective record labels. Whatever the reasons and following much consultation with Fleetwood Mac members and Willie Dixon a short list was drawn up. That list comprised Otis Spann, Walter "Shakey" Horton, S.P. Leary, J.T. Brown, Buddy Guy (masquerading under the pseudonym of Guitar Buddy), David "Honeyboy" Edwards and of course, Dixon himself. Peter was very excited in particular about working with Otis Spann whom he had admred for some time via his work on record with his half-brother Muddy Waters. Jeremy was on "cloud nine" as we had succeeded in getting Elmore James' own tenor player J.T. Brown into the sam room (let alone studio) with the diminutive Midlander. Mick, John and newest Mac recruit Danny Kirwan were just happy to be involved.

 01-480527-10

Memories of these sessions are quite vivid to this day. Of course, having some pictorial evidence helps (that's me in the striped foot​ball jersey!) The whole event took place over a two day period in the dead of winter. Now if you've never experienced The Hawk and its teeth it is not to recommend I can tell you! The weather was freezing; heavy snowfalls didn't help and getting around was quite an effort. Thankfully, everyone who was supposed to turn up did. Marshall Chess and I took charge of affairs and left engineer Stu Black to take care of the "sounds". I figured if he couldn't get a sound at Ter-Mar then nobody could. After all he had recorded everyone from Muddy to Sonny Boy. There was no real sense of urgency. When everyone had decided what to record next we just got on with it. In Jeremy's case it was easy -- he picked a bunch of his favourite Elmore James songs that he had not already recorded and let rip. You should have seen the look of astonishment on J.T. Brown's face the first time he heard that bottleneck hit the strings! When Jeremy opened his mouth to sing the look of surprise on J.T.'s face was complete. They got on like a house on fire! Otis Spann was in very good form as was Shakey Horton, one of the unsung heroes of the Chicago Blues scene. Spann's "Hungry Country Girl" is certainly one of the stand-out tracks on this collection and acts as a fine introduction to the "Biggest Thing Since Colossus" recording made later that year -- again with Fleetwood Mac and drummer S.P. Leary. There's a love​ly version by Danny of Jimmy Rogers' "World In A Tangle" and everytime I hear this it takes me back to the days when he lead his own band, The Boilerhouse. There's also a rare appearance of J.T. Brown's vocal abilities on his own composition "Black Jack Blues". The only disappointments for me were the cuts made with one-time Robert Johnson side-kick David "Honeyboy" Edwards and the all too fleeting visit of Buddy Guy. I had really hoped to get some​thing special from this true master but it was not to be. He appeared, stayed but a very short time; jammed on one instru​mental and departed saying that he had other commitments and needed to get away. A pity -- who knows what might have been if he had stayed a little longer.

A few alternative "takes" and some rejected items still exist some​where but the real meat of the matter is right here. At the time it did not seem that important in the general picture of things but in hindsight it has proven to be a significant historical document. Nothing quite like it has been achieved since. And finally, I have one question. What is J.T. Brown doing with a clarinet in his hand?

MIKE VERNON August, 1993. 

	FOCUS
	Mother Focus
	1975
	37:13
	Jan Akkerman, Thijs Van Leer, Bert Ruiter, David Kemper, Colin Allen.

	John FOGERTY – см. CREEDENCE  CLEARWATER  REVIVAL
	
	
	
	

	FOLKABBESTIA!
	Folkabbestia!
	2000
	43:52
	folk-rock – весёлый ураган в духе Dusminguet, Manu Chao, etc.

label: uprfolkrock/Peones (Italia) www.uprfolkrock.com  uprpeones@tiscalinet.it 

www.folkabbestia.com 

Le Bestie: Lorenzo Mannarini [voce, chitarra]; Michele Sansone [fisarmonica]; Fabio Losito [violino]; Giuseppe Porsia [flauti]; Francesco Fiore [basso]; Nicola De Liso [batteria].

	FRAUNHOFER  SAITENMUSIC
	‘96
	1996
	48:49
	traditional European dances & melodies

Richard Kurlander [harfe, hackbretter, Ungarische hirtenzither]; Heidi Zink [hackbrett, blockfloten]; Gerhard Zink [kontrabass]; Michael Klein [gitarre].

Очаровательная (и чисто инструментальная) прогулка по европейскому фольклору. Открытием здесь является, конечно, не сама народная танцевальная музыка, а то, как вкусно она сделана этими немецкими энтузиастами.

	The FREAK SCENE / The DEVIL'S ANVIL
	The FREAK SCENE "Psychedelic Psoul" / The DEVIL'S ANVIL "Hard Rock From The Middle East"
	1998
	68:50
	label: Sony Music Special Products: Collectables Records www.oldies.com , edition 1998

THE FREAK SCENE (originally released in 1967 as Columbia-9456)

- By Rusty Evans, the soul behind The Freak Scene 
It was 1962 and Greenwich Village was buzzing with creative energy. It was a renaissance of folk singers looking for something new, something that was not on AM radio.

I got Bobby Dylan a tryout at the Cafe Ratio. The sound was too strange for the owner, Von Ehmson. I told Bob I was about to record an album of railroad songs and he said he'd like to play harmonica on it.

Months later, when I had the record in hand, I played it for Felix, a new kid on the block. Yes, Felix Pappalardi, who went on to produce Cream and The Youngbloods and to perform with Leslie West and Mountain, and later to record with his own group, The Devil's Anvil. Felix really responded to the lead guitar on the cut "Freight Train". "Who's doing that amazing finger picking?" he asked. "That's the great Gene Mitchell," I replied, "and he can sing harmonies too." "Yeah? I'd like to meet him," said Felix.

Not more than a week later, the three of us were singing and playing together like there was no tomorrow. These were the best three-part harmony vocals I'd ever heard (if I allow my subjective ego to make this evaluation). Felix with his buzzy tenor, me with my mid-range baritone and Gene with his basso profundo. On guitar, I played this driving rhythm, and Felix, with his classical background, picked out these wonderful bass patterns. Then Gene, squeezing those acoustic steel strings, blended the best of country, blues, rock and folk. He was the only folk guitarist who played lead as if he were backing Elvis or Buddy or Jerry Lee. Definitely a poor man's Chet Atkins.

Felix, with his voracious appetite for exploring the scene to its fullest, would not be content with this ensemble for long. In the months to follow, you can see Felix with this big Mexican bass guitar backing folk blues artist Fred Neil.

Felix was a phenomenal musician, absorbing the best riffs the scene had to offer at Cafe Wha?, The Gaslight and The Bitter End. Gene and Felix landed together in another group, Casey Anderson & The Realists. Felix, Gene and I did record a project called "Live At Gerde's Folk City". I loved the raspy sound of Felix's voice and it was always a comfort to rely on his impeccable musicianship.

We each went our separate ways into the world of rock, branching out into producing other artists. I had lost touch with Felix by 1967, when I performed with and produced The Freak Scene's Psychedelic Psoul. I was into music without boundaries and first wrote, sang and produced The Deep's Psychedelic Moods for Cameo-Parkway, utilizing the talents of guitarist David Bromberg, with whom I had often played in Greenwich Village.

When I recruited the personnel for The Freak Scene, my debut album for CBS, Bromberg was my first selection. His pulsating rhythms, Middle-Eastern licks and undulating ragas added so much flavor. I had just convinced executive producer David Rubinson at CBS that this was a project that would fly, and it did. Bromberg also played on my recordings of "1983" and "The Subway Train That Came To Life".

1967 was an eventful year, for me as well as the country. I wrote "Five Years Ahead Of My Time" and produced The Third Bardo's recording of the song, which 30 years later was included in the Rock 'N' Roll Hall Of Fame's Psychedelic Top 100.

Seeing The Freak Scene come alive again in this re-release is a very special thrill for me. Especially being coupled on this CD with my old buddy Felix Pappalardi. What goes around comes around, and it feels particularly satisfying to have our independent creative efforts joined together on this compilation.

THE DEVIL'S ANVIL (originally released in 1967 as Columbia-9464)

The Devil's Anvil was a New York City rock band that had the distinction of working with one of rock 'n' roll's best-known pro​ducers, Felix Pappalardi, who did his best to capture their dynamic sound on vinyl.

The band grew out of a mid-'60s music scene at Feejon, a popular Greenwich Village coffeehouse that featured the talents of then-newcomers like Ritchie Havens, John Sebastian, Fred Neil and Cass Elliot. Feejon also featured music by artists

from the Middle East, who produced a unique sound that fascinated Pappalardi.

"I began to play with them, forming a loose sort of house band," Pappalardi told Circus magazine in a 1972 interview. He used his connections to score a contract for the band (by then known as The Devil's Anvil) with Columbia Records. Pappalardi produced their album, "Hard Rock From The Middle East", which came out in summer of 1967.

Besides his production duties, Pappalardi played bass guitar and percussion with the band. He also took the lead vocal on the song "Miserlou", a pop classic credited to writer Nicholas Roubanis. It's been done by numerous other rock bands, including Dick Dale, whose wild surf guitar version was featured on the soundtrack of the Quentin Tarantino film "Pulp Fiction".

During The Devil's Anvil sessions, Pappalardi traded off bass and guitar playing with Steve Knight, who would later work with Pappalardi as keyboardist in Mountain, an extremely successful band that featured the guitar pyrotechnics of Leslie West.

Other members of The Devil's Anvil included Eliezer Adoram, accordion; Jerry Satpir, lead vocals and guitar; and Kareem Issaq, vocals. Their studio sound was rounded out by professionals like Mike Mohel and drummers Bobby Gregg and Herb Lovelle.

Blending the sounds of hard rock with the complicated rhythms of the Middle East may have been a daunting task for some producers, but not for the eclectic Pappalardi. The son of a Bronx doctor (born in 1939 in New York City), he was a classically trained musician who studied at the University of Michigan. After college, he sought work as a classical conductor in New York City before gravitating to the vibrant Greenwich Village folk scene in the early '60s.

A skilled arranger, Pappalardi was soon working with a varied group of performers that included Tim Hardin, The Youngbloods, lan and Sylvia and Tom Rush. He also worked with The Mugwumps, a seminal quartet of folk-rockers that included Cass Elliot and Denny Doherty, later of The Mamas And Papas.

Pappalardi developed an international reputation when he was signed to produce Cream's second album, "Disraeli Gears," a million-seller in 1967. He also worked on their "Wheels Of Fire" and "Goodbye" albums. He played viola on the track "White Room" and piano on "Badge" and co-wrote the '67 Cream hit "Strange Brew".

After Cream, Pappalardi formed Mountain with West, a former member of The Vagrants. Their roaring hard rock sound resulted in gold albums like "Mountain Climbing!" and "Nantucket Sleighride" and the hit single "Mississippi Queen", all issued on Pappalardi's own Windfall label. With Pappalardi's bass driving West's guitar, the group was also a huge favorite on the concert trail, especially on the East Coast.

In 1974, Pappalardi left Mountain to form a new Japanese heavy metal group called Creation. In 1979, he issued the solo album "Don't Worry, Ma."

While he still enjoyed touring, Pappalardi was finally forced to cut back on his road work because of hearing problems he associated with the thunderous volume of his Mountain days. He continued in music, however, producing and writing songs with his wife, Gail Collins. In 1983, they were also working on an animated children's film and a Broadway musical.

Pappalardi's life ended tragically on the morning of April 17, 1983, when he was shot and killed by a bullet from a .38-caliber Derringer, allegedly fired by his wife. She later claimed the shooting was an accident.

Pappalardi, 44 at the time of his death, left a legacy of creative and often brilliant music, all marked by his deft touch in the studio.

And what about his relatively obscure Devil's Anvil project, for years remembered only as a rare vinyl collectors' item? "We look back on that with fondness and a certain sense of humor," Steve Knight told Circus magazine of the album that featured a cover photo of the band dressed in colorful Arab robes. "The day of its release, as we were taking it around to the New York radio stations, we got word of the onset of the Israeli-Arab War. No one would touch the album!"

A victim of bad timing, The Devil's Anvil debut quickly disappeared, until now, as Collectables issues it for the first time on compact disc.
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Riding on the Dynamic of Disaster

An Interview with Robert Fripp by Allan Jones  (Melody Maker -- April 28, 1979) 

As part of his plan for The Drive To 1981, Robert Fripp is undertaking a world tour of record shops. Allan Jones meets the world's most rational rock star. 

Fripp is at the station to welcome me to Bournemouth with a keen handshake and an eager smile. 

Fripp is small and neat and enormously polite. He might have been designed and manufactured by the Japanese as the world's first transistorized small, mobile, intelligent unit. He suggests lunch, ushers me quickly toward the green Volvo. His conversation is brisk; ideas flip up and flash by like addresses on a rotarex card index. 

The Volvo pulls away from the station. My ears are already punch drunk. 

Fripp takes the motor car carefully through the lunchtime traffic, around the one-way system to the town centre. 

"Funny old place," he says affectionately of Bournemouth, his Dorset accent joining together the dots of his conversation. "You wouldn't believe how it's changed. They even have muggers here, now." 

Fripp has lived the for the last two years in New York, in an apartment just off the Bowery. "A very different kind of place to Bournemouth," he adds, deadpan. He has, however, retained his cottage in Wimbourne, a small village 10 miles outside Bournemouth. Fripp is spending the weekend there, preparing himself for what he describes as his return to the marketplace. 

This week his first solo album, the exciting and novel "Exposure," is released. It's five years since he announced the dissolution of King Crimson to pursue - as he declared at the time - a career as "a small mobile, intelligent unit." He seems, as Michael Watts remarked last week in his review of "Exposure," to have been away for an age. 

He has not been idle, of course. He has recorded with Peter Gabriel, Brian Eno and David Bowie; he as produced albums by Darryl Hall and Gabriel. He has involved himself generally in a disparate variety of musical activities in New York, guesting with everyone from Blondie (whose guitarist, Chris Stein, is a close friend) to the Screamers. 

His decision to return to the marketplace is nothing if not neatly timed. Ten years ago to this very month, King Crimson made their debut at the Speakeasy in London. Coincidence or symmetry, I ask Fripp over lunch. 

"A bit of both I suspect," he replies, tucking into some kind of nut cutlet. "But let's not talk about me - what about you?" 

Oh-oh, I think: the Mike Oldfield treatment. 

"What have you been up to recently? Where do you live now? Are you married?" I knock back my apple juice and wit for opening time. 

An hour later Fripp parks us in a convenient pub. 

It's still crowded with lunchtime drinkers: office workers planning the weekend over halves of bitter, secretaries filing their nails to dry martinis, supermarket supervisors with blue-dos sipping gins and complaining of varicose veins, young managers of boutiques with kipper ties and Kevin Keegan perms dripping DD down their shirt-fronts. 

Fripp plants me at a table opposite two chaps who look like the kind of salesman you find selling glass ashtrays to foreign tourists in overpriced gift shops on the seafront. Fripp returns with the drinks. 

The salesmen look at us suspiciously as I set up the tape recorder. 

Fripp has decided that he would like to preface the interview(should I have no objection) with a short speech outlining his present plans and his schedule for the immediate future. 

I have no objections. 

"Thank you so much," he says and begins to speak. He speaks directly into the microphone, as if delivering a carefully rehearsed address to a public meeting. 

"Last summer" he stars, "after having considered for a couple of years what I should do with myself, I decided to undertake a three-year campaign, characterised by the title, The Drive To 1981. For three years I shall be engaged in activities in the marketplace, although I shall not be confined by the normal values of the marketplace. In other words, I'm committed to hustling and working very hard for a period of three years in a very public situation." He pauses. He continues. 

"Now - the first thrust in The Drive To 1981, which culminates in September 1981, is a trio of albums - 'Exposure', 'Frippertronics' and 'Discotronics.'" 

"The first album, 'Exposure,' is just about to be released. The second album, 'Frippertronics,' is completed and just has to be assembled. It will be released around September or October this year. I'm currently writing 'Discotronics' which will probably be released sometime around September 1980." 

"'Exposure' deals with tweaking the vocabulary of, for want of a better word, 'rock' music. It investigates the vocabulary and, hopefully, expands the possibilities of expression and introduces a more sophisticated emotional dynamic than one would normally find within 'rock.'" 

"'Frippertronics' deals with expanding the vocabulary and emotional dynamic of that form of music normally referred to as Muzak -- but a better term for it would be Eno's term, ambient music. 

"The third album expands the possibilities of disco music as a vehicle for carrying a wider range of propositions than normally one would expect. 'Discotronics' is officially defined as the musical experience resulting at the interstice of disco and Frippertronics." 

"This will be the first thrust. That's not all that will happen on The Drive To 1981 - just the first thrust." 

This concludes Fripp's opening statement. He looks at me. 

I'm speechless, momentarily overwhelmed. 

"ONE LANCASHIRE HOTPOT AND A CHEESE FLAN - THANK YEWWWWW!" bellows the barman over the heads of the crowd. 

I sense an opening and jump for it - what provoked the decision to commit to his three year campaign, I ask. 

"Well" says Fripp off again, "when I withdrew from the music business to official retirement in 1974, I had no intention of returning at all. I thought it unlikely. But when I went to America in February 1977, to join Peter Gabriel, I was in a sense putting my elbow in the water and finding out whether this was a world in which I could receive an appropriate education. As I became more busy, producing Darryl Hall and Peter Gabriel, it occurred to me - probably around the Spring of 1978 - that I was in no way officially retired." 

"Now, when I was 18 and I planned my life for the next 12 years, one of the aims was to retire at the age of thirty. Which I did. But in the Spring of 1978, I realized I was no longer retired. I was working, if you like, as a professional musician and, yes, it was possible for me to use my job as an education. It was also a valid occupation in itself." 

"So, rather tan tap about, and knowing that the devil uses idle hands, I thought I might as well keep my hands busy. There were other considerations which we can go into later - a side aspect of The Drive To 1981 is to help finance a number of interests and ventures outside the music business." 

Fripp pauses, waits, it seems for the next question. 

I ask whether, when he declared the Crimson experiment to be over, he had in mind any specific collaborations or projects to pursue. 

"No," he says firmly. "At the time Crimson dissolved, although there was a forthcoming Fripp and Eno tour in Europe - which was, in effect, an archetypal small, mobile, and intelligent tour - I had no plans whatsoever. Other, that is, than to spend a year winding up my affairs so I could go to Sherbourne and participate in the Fifth Basic Course at the International Academy For Continuous Education. That would constitute my activities for the second year." 

The two salesmen exchange puzzled looks. 

"And the third year?" I inquire. 

"That," says Fripp, "would be spent recovering from the second year. There was a three-year block, you see: preparation, withdrawal, recovery. I didn't wind up Crimson so I could do something else in a purely musical sense. In terms of Crimson it simply became apparent to me on a night in July, 1974, that I would have to leave - even though the following day we were to begin recording 'Red.'" 

"Can you tell me why you suddenly realised you had to leave?" I ask, anxiously. The supermarket supervisor with the blue rinse, who's sitting behind Fripp cranes her neck over her shoulder, clearly intrigued. 

"It was a very, very strong personal experience," Fripp says solemnly. 

"Which you want to remain personal?" 

"Not especially," Fripp replies. "It's just difficult to explain without sounding like a pompous air-head and making claims that would sound more appropriate coming from a vacuous egocentric. I was a very strong personal experience - I had a glimpse of something." 

The two salesmen knock back their drinks quickly. 

"The last interviews I did, when Crimson broke up, I didn't know how to explain it" Fripp continues. "The top of my head blew off. That's the easiest way of describing it. And for a period of three to six months it was impossible for me to function. In a different world, with a different set of responsibilities, I would have been incapable." 

"My ego went. I lost my ego for three months. We were recording 'Red' and Bill Bruford would say, 'Bob - what do you think?' And I'd say, 'Well - 'and inside I'd be thinking how can I know anything? Who am I to express an opinion? And I'd say - 'Whatever you think, Bill. Yes, whatever you like.'" 

"You realise, that in our normal view of ourselves we think we're justified in having an opinion, and the simplest expression of that it can provide day-to-day friction necessary to generate any kind of activity. For instance, if I had said to you 'Allan, what do you think about the weather?' and you said to me, 'I'm a nonentity. I have no right to express a personal value judgement on the weather,' well, I'd say 'oh fine' - and walk off. You wouldn't be worth talking to. And that was roughly my situation. It took me three to six months before a particular kind of Fripp personality grew back to the degree that I could participate in the normal day-to-day business of hustling." 

Fripp looks fleetingly grave at this memory. 

"ONE CHEESE FLAN AND A COTTAGE PIE - THANK YEWWWWW!" bellows the barman over the heads of the crowd. 

This personal crisis clearly contributed to - though it did not alone provoke - his decision to retreat to Sherbourne, where he was to remain for ten months. Sherbourne, it should be explained, was an institution founded by J.G. Bennett, a disciple of Gurdjieff and Ouspensky and based, in fact on Gurdjieff's Institute For The Harmonious Development Of Man. 

Fripp's reasons for entering Sherbourne are multiple and complex, too involved, really, to prйcis conveniently here. It would do no justice to his motives to offer a garbled, abbreviated account of the psychological and emotional confusion that lead him to Sherbourne. 

We might, however, say hat he sought at Sherbourne to strip say the affections of the fame he had enjoyed as a rock star; it returned him to a more reasoned perspective of the world and his involvement in it. 

"That was part of the general reason," he says. I remember just before I went to Sherbourne, I went to the Reading Festival in August, 1975. A band came on stage who were actually friends of mine. Anyway, we'd been waiting an hour-and-a-half while their laser show was being set up. I went out to the front. It began to rain. I was standing in six inches of mud. It was drizzling. A man over here on my right began to vomit. And a man over here on my left puled open his flies and began to urinate on my leg." 

"Behind me there were some 50,000 people who maybe for two or three evenings a week, for amusement or recreation, would participate in this imaginary world of rock'n'roll. Then I looked at the group on stage - their lasers shooing off ineffectually into the night, locked into this same dream. Except they're in it for 24 hours a day, seven days a week for the rest of their lives." 

Fripp says that the course he attended at Sherbourne helped return to his life a sense of purpose and direction; it relieved him of a feeling of uselessness that had haunted him for years. The course involved the study of cosmological, religious and philosophical beliefs and most specifically those propagated by Gurdjieff, but Fripp is keen to attest to the practical nature of the course. It was certainly no holiday camp for intellectuals. 

"There ere 100 people living in the house," he says. "They'd come from all different walks of life, from different countries. Their ages ranged from 18 65 in my year. And in that year we lost 2- per cent of the pupils. Three of them to the asylum." 

"Sounds pretty grim," I reflect. 

"It was very hard going," he replies. "When I went to do my interview to see if I was worthy material, the man said to me - 'It's physically uncomfortable, psychologically uncomfortable and spiritually daunting.' And it WAS one of the most uncomfortable physical experiences of my life. It was always horribly cold. Everyone who went there, more than anything will probably remember the cold. And it wasn't just the physical cold." 

"The was a kind of cold that at times could chill the soul." 

"ONE SAUSAGE EGG AND BEANS AND A CHEESE FLAN - THANK YEWWWWWW!" bellows the barman over the heads of the crowd. 

" I shared a dormitory with five other men," Fripp continues. One from Alaska, two Americans, an Irishman, a Polish American and an Italian." 

("Heard it!" I'm tempted to interrupt.) 

"The Italian," Fripp goes on "would wake up most mornings at 3 a.m. and fart sufficiently loudly to wake me up, although he would be able to turn over and go back to sleep. The Alaskan had his bed next to mine. He was always rather depressed and unhappy. His head was hunched into his shoulders like this." 

Fripp impersonates a deformed Alaskan. People begin to move away from us. 

We usually got up at six, unless we were doing the breakfast service and ten we were up at half-past-four." 

"This really sounds horrendous," is all I can say. 

"It was wonderful," Fripp declares. "So funky, so down-to-earth. Bennett used to say - 'Spirituality is above all a practical thing.' The whole idea was to remind us of that. 

"One of my favorite memories is of being in a trench digging for a water main." 

Oh yes? 

"There I was at the bottom of an eight-foot trench, which has taken two days to dig, with 28 other people, all of whom without distinction I detest - suddenly it begins to rain. And then a cheerful voice at the top of this trench as one looks up says, 'HELLO! We're digging in the wrong place! The water main is over here! We'll have to start again.' How, at that moment, can you find some way of hanging on to these bright ideas? That was the test. And it was marvelous to have your lofty ideas deflated. I mean I think everyone who went to Sherbourne thought that God had selected them uniquely and specifically to same the universe, so it was a very, very useful deflation." 

"Oh yes. Certainly. I thought I was special. And besides, I was a rock star." 

I'm beginning to wonder whether I should ask one of the salesmen to keep Fripp talking while I phone for an ambulance, but the feeling passes. I ask Fripp what plans he had for life after Sherbourne. 

"My idea was that I would be ordained as a minister," he answers calmly. "But I wanted to continue to function within the rock world. I would have been a rock guitarist and a priest simultaneously." 

"Church of England?" I enquire weakly. 

Fripp's first step back to total involvement in music came with his work on the first Peter Gabriel album, produced in Toronto by Bob Ezrin. 

"It was a very demoralizing and a depressing experience," he recalls. 

"I found it difficult to work with the producer. I liked him as a man, but I couldn't express myself fully in the circumstances. Neither could Peter. It wasn't Robert Fripp on that album. It wasn't until the end of July 1977 - when I went off to do 'Heroes' with Bowie in Berlin - that Fripp was able to be Fripp. There were no limitation on Fripp in that experience." 

"I actually said to Peter when he asked me to play on the album, 'I'll come along and make the record on the sole proviso that if it's not appropriate for me to do it I can leave after three days.' Peter agreed. But after three days, having discovered it wasn't appropriate, I didn't want to leave. I didn't ant to leave my friends to be ravaged." 

'LASSSS ORDURRRRRS LAYZANGENMENN - TANK YEWWWWWWWW!" bellows the barman over the heads of the crowd. 

Fripp returned to England after his sessions for 'Gabriel I.' He worked on the editing, publishing and marketing of the tapes of J. G. Bennett's speeches at Sherbourne. There are 23 titles so far available, and Fripp hoes hat the profits from The Drive To 1981 campaign will finance the production and release of the remaining tapes. 

He returned to America to tour with Gabriel in February, 1977, and decided "to use New York as a centre of gravity." 

"I felt it to be the right decision for a number of reasons," he says. "It was a means of buying time while I released myself from internalized psychological archetypes." 

It was during this period in New York that Fripp renewed his friendship with Darryl Hall. They had met originally in September, 1974, when Hall had flown Fripp to Toronto to see Hall & Oats. Hall was interested in Fripp producing the duo. The idea, Fripp says, appealed to him, but wasn't at the time "appropriate." 

However, in 1977 Hall was recording his solo album, 'Sacred Songs.' Fripp was invited to play guitar. The first day he appeared in the studio he was promoted to producer. The album was completed on November 2, 1977. RCA immediately shelved it. 

"It terrified the record company" Fripp says. "Terrified them. Their official description of the record was 'strange.' They simply refused to release it. The record scared off the company and his manager." 

"It was a beautiful working experience, though. It contains some excellent music, some of the best work Hall's ever done. Certainly some of the most honest and personally revealing. I think the people around him were disturbed by what he'd done. One of the things that has become evident is that Darryl doesn't have the freedom he thought he had." 

The kind of conflict that occurred between RCA and Hall at that time was sparked off again because of his involvement with Fripp on 'Exposure.' Hall was originally the principal vocalist - "I just couldn't keep him out of the studio," Fripp says - and appeared on some 17 minutes of the album. 'Exposure' was completed in August 1978, and Fripp returned to England to master the album in September. Then, because of the contractual problems that arose over Hall's involvement, the original metal-work of Fripp's album had to be smashed. He was left with 30 per cent of the album to rework. 

"I was thoroughly demoralized and depressed. My life was completely knocked askew," he recalls. 

He was allowed to use Hall on two tracks, and set about looking for suitable vocalists for the remainder of the album. Peter Hammill had been a friend for about nine years. Fripp telephoned him and asked if he'd appear on his album. He flew out to New York from his home in Wiltshire almost immediately. 

"He came into the studio dressed in a rather svelte and smooth fashion, took off his nice cloths and got into a smelly dressing-gown, poured himself liberal dose from the bottle of cognac he'd brought with him, and went in there and started delivering the goods. Great man. Very nice an. He said that wen he began singing he wanted to be the vocal equivalent of Hendrix. Conceptually, he was right on the beam. And he delivers, I think." 

The contractual difficulties precipitated by Hall's participation wee repeated when Fripp asked Chrysalis for Blondie to play on a version of a Donna Summer song (the title of which escapes Fripp completely). 

Chrysalis' refused to allow Blondie permission to appear. 

"The kind of decision that prevented Blondie from appearing on my album represents a value system I'm not prepared to work with. It's a value judgement which belongs to an old world. It's not a world 'm any longer involved in," he says. 

"DRRRINKUPPP PLEEZE LAYZANGENMEN - THANK YEWWWWW!" bellows the barman over the heads of he crowd. 

We leave the pub to continue the conversation elsewhere. 

Fripp takes a seat in the corner by the window, in the Salad Centre. We're talking about David Bowie's 'Heroes.' 

When I did that album I was completely out of my brain. I didn't know whether I was coming or going. I hadn't played as Robert Fripp for three years. I had no idea what I was going to do, no preconceptions. I just went in and did it." 

"I said to Mr. B, 'Look, I haven't played for three years. I don't know what I play like.' And he said, 'Well, do you think you can play some hairy rock'n'roll?' I said, 'I don't know. I 'spect so. I'll try.' So I went in to listen to what they'd been doing and they said, 'Well you might as well plug in.' 'I suppose I might,' I said. And the very first thing they did was put up 'Beauty And The Beast.' And I played straight over it. This is the way I did the rest of the album. They'd put up a track and 'd play. I wouldn't bother rehearsing it. I'd just play." 

This, he says, is the way he prefers to work; responding completely intuitively to the unexpected. This was the manner in which he and Eno recorded 'No Pussyfooting,' the first side of which he has long considered his finest work. 

"Bowie told me that it was one of his great influences; which to me means that it was his one heavy influence. He's right of course. A man of sound taste, is Mr. B. I like him immensely. I don't know him that well, though. In the same way I would consider Brian to be a friend, I think Brian is a friend of David. I find him a very attractive man, but I don't share that intimacy with him that Brian does." 

"I think though, that there are similarities between the three of us. We're all about the same age, with more or less working-class backgrounds. We're all part of that breed of keen self-publicists, self-promoters. Each of us accept the responsibility of having feelings. So we tend to work toward cerebration and bodily involvement rather than exposure of one's feelings." 

"The three of us are very sensitive, and at the same time have the capacity to be as cold and hard as a polished diamond. In the way a diamond has many facets and can be very useful, we're multi-faceted, we can glitter, we can look very nice. But we can also be very cutting." 

"Have you finished these cups, dear?" asks the waitress, clearing the table. 

'Exposure,' according to Fripp's elaborate sleeve-note, was originally intended as the final installment of a trilogy of albums; the other two being 'Sacred Songs' and 'Peter Gabriel 2.' Because of the delay in the production of his own album and he rejection by RCA of 'Sacred Songs,' the trilogy was abandoned in favour of the one that will now contain 'Exposure' and its successors. 

"What I was trying to do in the original trilogy" Fripp explains, "was to investigate the 'pop song' as a means of expression. I think it's an incredibly good way of putting forward ideas. I think it's a supreme discipline to know that you have three- to four minutes to get together all your lost emotions and find words of one syllable or less to put forward all you ideas. It's a discipline of form that I don't think is cheap or shoddy." 

This all sounds jolly spiffing and neatly expressed (though hardly a novel thesis). But I couldn't contain my skepticism: "You don't think you were trying to impose a structure on three disparate records for the sake of it, to suggest a larger, more important statement?" I asked. 

I could have bitten my tongue out immediately. 

"It's all interlocking," Fripp begins. "As Eno would say, in a complex system one can never accurately forecast al the possible outcomes. So one takes a decision and rides on the dynamics generated by that. I would express that in the phrase, 'riding the dynamic of disaster.'" 

"One very concise way of expressing that would be to say - since everything fucks up, you might as well learn to bodge it." 

Why the hell not? 

"And this bodging, which is the universal hazard, is a creative ongoing process. It's the active hand that does the bodging and the mind which tries to find an order within it. They're not separate elements. Hey go on simultaneously. And having made a simple decision to make a record, everything proceeds from there. What I do is make the record and ten discover what I'm doing. The assumption being that there's a part of me that knows what I'm doing and my mind has to discover it. There's an innate order, you know. People aren't turkeys. If you listen to yourself, you might find out what you're saying." 

But I wonder, on a more mundane level, how highly he regards 'Exposure?' 

"I understand," he says, "from a journalistic point of view that it would be nice to get a good hot quote from me." 

You don't think he's going to dry up now, do you? 

"It continues to surprise me," he begins immediately alleviating such apprehensions "in the sense that it's so good I'm familiar now with the more superficial nuances. But more than that, it continues to surprise me that it works so completely. As a whole it's so good. So good." 

"I think probably, in terms of the genre, it's conceivably the best record in the past five years, perhaps longer. I don't think of it as a 'progressive' rock album. I think in a sense it rises above ALL categories. In a sense it's a compendium, none of the components are in themselves innovatory, but nothing is dated." 

Fripp will be promoting his new album with a five-month world tour. 

The venues will consist mostly of record shops and the offices of record companies around the world. 

"Anyone who wants to see me in London," he says "should go along to the Pizza Express on Wednesday night, where they'll hear Music for Restaurants." 

He will also be playing at a Virgin Records shop in Oxford Street. 

The motto of the tour is human contact, he says. 

"I'll simply go along as one human being and make contact with other human beings who are, coincidentally, selling my records. The key phrase here is 'a qualitive leap inwards expands outwards in all directions.' You see, if I go along to play in a record company office, as I intend to do next week, and say, 'Look - here you are, I've made a record which I have considerable faith in and I'd like to persuade you to play it' then human contact in itself will do the rest. 

"That one act will work on a number of different levels. Part of the act works on a promotion level, and another part seeks to validate some of my more personally held beliefs about small, mobile and intelligent units. Although it's feasible that I could form a band and go around playing 3,000 seaters that doesn't seem appropriate to me." 

"It would introduce its own restrictions. It seems far better for me to go around playing in record shops. So I have a tour of the world playing in record shops. Clear away the records in the middle of the shop, set me up at the end of the shop, and anyone who wants to come in can buy my record at the counter - which gives the shop and the record company the incentive - and anyone who comes in gets a concert in a very human and direct way, along with an excellent record for the price of either." 

"I have the opportunity to play, to meet people, and to sell records. Perfect. I have so much faith in simple ideas. It's so obviously one of the ways to go. Elvis Costello could take a guitar into a record shop, plug in and play his songs. Peter Gabriel could walk in, set up a Fender Rhodes and do it." 

"You see, it's not necessary to fill in the details. You just go along and say 'Hi - I'm Robert Fripp, I'd like to play in your shop!' And you play and that's all that matters. Gurdjieff said, 'Speak roughly, it's only necessary to indicate the sense.' And it's true." 

It's decided that I shall catch the 6:00 p.m. train back to London. 

Fripp drives me to the station. 

"I'm working on a new theory," he says as we pull up outside the ticket office. 

"Oh yeah?" I say, opening the door to the Volvo. 

"Yes," he says, "I'm working on the theory that Christ spent the missing 12 years of his life in Wimbourne." 

I slam the door of the Volvo and run for the train. 

END.

другие интересные интервью вы можете найти по адресу: http://elephant-talk.com/intervws.htm 

	Robert FRIPP
	The League Of Gentlemen: 

"Thrang Thrang Gozinbulx" (Live)
	1980
	57:52
	Live 1980

Robert Fripp [g]; Barry Andrews [organ]; Sara Lee [b]; Johnny Toobad [d].  Digital editor and mastering engineer (SADiE): David Singleton.

	Robert FRIPP
	God Save The King
	1985
	43:55
	Robert Fripp & The League Of Gentlemen

All tracks on this current record re-mixed by Robert Fripp and Brad Davies to Sony Digital Stereo System at Marcus Studios, London.

This album is a revised version of the ‘Under Heavy Manners’ / ‘God Save The Queen’ album of 1980 and ‘The League Of Gentlemen’ (1981). ‘God Save The King’ was released in its original form as ‘The Zero of the Signified’; the Frippertronics were improvised in Concert at Madame Wong’s, Los Angeles, on July 25th 1979. [...] David Byrne added vocals to ‘Under Heavy Manners’ at Island Studios, London in November 1979. The League of Gentlemen began rehearsing on March 19th 1980 in a 14th century hunting Lodge ajacent to Badbury Rings, near Wimborne, Dorset. The personnel were Barry Andrews (organ), Robert Fripp (guitar), Sara Lee (bass guitar) and Johnny Toobad (drums). [...] R.F.

	Robert FRIPP
	Bewitched
	1984 
	
	LP  ~ 42 min

label: EG 

Andy Summers [k, g, perc]; Robert Fripp [g, k, perc]; Chris Childs [b]; Chris Winter [s]; Paul Beavis [d]; Jesse Lota [tablas].

	Robert FRIPP
	SUNDAY ALL OVER THE WORLD:          Kneeling At The Shrine
	1991
	43:43
	В состав этой группы Robert'a Fripp'a вошли: его жена - певица Toyah Willcox, басист Trey Gunn [см.] [участвовавший также в проекте The League Of Crafty Guitarists] и барабанщик Paul Beavis. Музыка - рок с элементами минимализма.

	Robert FRIPP
	Intergalactic Boogie Express
	1991
	57:13
	Robert Fripp & The League of Crafty Guitarists

	Robert FRIPP
	Kan-non-Power
	1992
	71:19
	Live at TFM Hall, Tokyo, November 11th, 1992

Robert Fripp [g]; Trey Gunn [stick]; Bert Lams [g]; Paul Richards [g]; Hedeyo Moriya [g].

	Robert FRIPP
	The Bridge Between
	1993
	48:21
	The Robert  FRIPP String Quintet

	Robert FRIPP
	FFWD >> FFWD >>
	1994
	57:51
	produced by The Orb & Thomas Fehlmann

guitar & treatments – Robert Fripp

electronics by Kris Weston & Thomas Fehlmann

ambient treatments – d.a.r. Paterson

percussion – Hasson Ramsey

	Robert FRIPP
	Soundscapes in Argentina
	1994
	57:46
	Live in Argentina 1994, edition 1999

Robert Fripp [g] -- solo

	Robert FRIPP
	Robert FRIPP & FLEA featuring Cheikha RIMITTI
	1995
	51:40
	Robert Fripp [guitars, frippertronics]; Flea [b]; Cheikha Rimitti [v, gallal]; Houari Talbi [saxes, k]; Bruce Fowler [trb]; Walter Fowler [tp, fl h]; Dan Fornero [soprano tp]; Bill Rhea [vln, mandoline]; Hamid Ahssani [darbouka]; Aziz [tahreja]; Josaph Berardi [d]; Hakim Ouazad [g]; JBV [sounds, guit&horn surgery, el perc]; Geza X [samples, el perc]; Sonia [tambourine].

	Robert FRIPP
	That Which Passes
	1995
	43:23
	Soundscapes: live vol. 3

	Robert FRIPP
	A Blessing Of Tears
	1995
	51:57
	Live in California. Robert Fripp solo.

	Robert FRIPP
	Radiophonics
	1996
	57:10
	Live in Argentina. Robert Fripp solo.

	Robert FRIPP
	November Suite
	1997
	63:56
	SOUNDSCAPES – Live at Green Park Station

Robert Fripp – guitarist & soundscaper

David Singleton – quadrophonic sound engineer & digital composer (SADiE)

	Robert FRIPP
	The Gates of Paradise
	1997
	59:34
	Robert Fripp – guitarist & soundscaper

David Singleton – digital compositor (SADiE)

	Robert FRIPP
	FAYMAN & FRIPP:

“A Temle In The Clouds”
	2000
	54:30
	label: FaymanaFortuna & Crimson Music (Chicago)

http://www.tranceportation.com     http://www.projekt.com 

question@projekt.com 

All Music Composed & Produced by Jeffrey Fayman & Robert Fripp.

This recording is dedicated to the Spirit which moves all men to extraordinary deeds.

A Special ‘Thank You’ to Steve Roach (см.) ... and one who shall remain nameless.

1. The Pillars of Hercules

2. The Sky Below

3. A Temple In The Clouds

4. The Stars Below

	FRIPP & ENO
	Evening Star
	1975
	48:15
	

	FRIPP & ENO
	London 79 + Paris 75
	
	38:06
	Live

	FRIPP & ENO
	The Essential Fripp And Eno
	1994
	75:34
	Входят:  целиком: "No Pussyfooting" 1973 (39:38); и "Healthy Colours I - IV" 1994 (22:37)

	FRIPP & SYLVIAN
	The Day Before
	1992
	77:00
	label: All Of Us

Fripp [g]; Sylvian [v, k]; Trey Gunn [stick]; + Hidney o Moriya [g]; Paul Richards [g]; Bert Lamas [g].

	FRIPP & SYLVIAN
	The First Day
	1993
	63:31
	label: Virgin

Sylvian [g, k, v]; Fripp [g, frippertronics]; Trey Gunn [grand and tenor sticks, v]; David Bottrill [treatments, sampled perc]; Jerry Marotta [d, perc]; Marc Anderson [perc]; Ingrid Chavez [v].

	FRIPP & SYLVIAN
	Darshan
	1993
	43:40
	label: Virgin

composed by Sylvian/Fripp/Gunn/Bottrill

	FRIPP & SYLVIAN
	Kings
	1993
	75:50
	David Sylvian [v, k, g]; Robert Fripp [g]; Trey Gunn [stick].

	FRIPP & SYLVIAN
	Damage
	1994
	72:01
	label: Virgin

David Sylvian [v, k, g]; Robert Fripp [g, frippertronics]; Trey Gunn [Chapman stick, v]; Michael Brook [infinite g]; Pat Mastelotto [d].

	FRIPP & SYLVIAN
	Approaching Silence
	1999
	73:46
	mixed: 1999

a multi-media installation by David  SYLVIAN & Robert  FRIPP

1. The Beekeeper’s Apprentice (rec. 1990)  32’52’’

2. Epiphany (rec. 1990)  2’24’’

3. Approaching Silence (rec. 1994)  38’17’’

David Sylvian [g, synth, shortware, samples]; Frank Perry [noan bells, bowed gong, finger bells]; Robert Fripp [frippertronics, v, curation]; Holger Czukay [sample material].

	FRIPP & SYLVIAN
	Kings – Second Chapter
	2000
	75:29
	David Sylvian [v, k, g]; Robert Fripp [g]; Trey Gunn [stick]; Michael Brook [d].

	FSK  (Freiwillige SelbstKontrolle)
	The Peel Sessions

(BBC Archives)
	1989
	33:55
	label: BBC Enterprises Ltd. / Strange Fruit Records, 1989; re-edition: Castle 1991.

tracks 1-4 rec. 1986:

Michaela Melian - Vocals, Bass, Casiotone; Thomas Meinecke - Vocals, Guitar, Drums, Cornet; Wilfred Petzi - Vocals, Guitar, Trombone, Tambourine; Justin Hoffman - Vocal, Guitar, Cabasa.
tracks 5-8 rec. 1987:

Michaela Melian - Bass, Vocals, Keyboards; Thomas Meinecke - Cornet, Guitar, Vocals, Drums; Wilfred Petzi - Trombone, Guitar, Vocals; Justin Hoffman - Piano, Guitar, Organ, Vocals.

1. "I WISH I COULD 'SPRECHEN SIE DEUTSCH" 4.35

2. "DIE MUSIK FINDET IMMER NACH HAUS" 5.22

3. "DR. ARNOLD FANCK" 4.22

4. "AM TAFELBERG VON KAPSTADT" 5.08

5. "KOMM GIB MIR DEINE HAND" 3.37

6. "GIRL" 2.58

7. "BIRTHDAY" 3.16

8. "DON'T PASS ME BY" 4.15

Ретро-шлягерный проект на немецком языке. Если сравнить эту группу с TRIO (см.) / S. Remmler (см.),  то FSK окажутся более отъявленно-китчевыми и экзотичными. А, соответственно, TRIO – более живыми.

Подобные немецкие проекты – см. IDEAL; PAUL DIMMER BAND ('Alternative');
->les halmas

	FSK  (Freiwillige SelbstKontrolle)
	Son Of Kraut
	1991
	60:12
	label: Sub-Up Records

rec. in USA

FSK (Munich, Bavaria, Germany; founded in 1980): Josh Camp [accordion]; Justin Hoffman [accordion, el g, organ]; David Lowery [ac g, v]; Thomas Meinecke [cornet, steel g, v]; Michaela Melian [b]; Carl Oesterhelt [d]; Wilfried Petzi [trb, g, mandolin, v]; Paul Watson [tp, alto horn].

with friends: Mark Linkous [banjo]; John Morand [perc]; David van Deventer [fiddle]; Phil Woddail [harmonica, yodels]; Johnny Hickman [v, yodels, harmonica, mandolin]; a.o.
  «The Bavarian eccentrics of FSK blew minds with their anarchic hybrid of beer hall bonhomie and Camper Van Beethoven-style avant-folk sport. Deliciously typical of their worlds collide charm were the doleful waltz ‘When It Rains in Texas, It Snows on the Rhine’, written by ex-Camper David Lowery (who also played with the band), and ‘Sonny Sharrock’s Splectrum’, a duffy, Cajun-flavored bow to the esteemed free-jazz guitarist.» – David Fricke, ‘Rolling Stone’, 1992.
  «Country and beerhall music. Together again.»  -- Ed Miller
  «One of my personal favorites, FSK, from Munich are a folk-rock band who look at America looking at Germany, performing C&W chestnuts like ‘Fraulein’ as well as songs dealing with their impressions of America and traditional tunes from German-American communities in the U.S.»  -- Ed Ward
  «Heavy on the bawdy brass and the stomping, stein-slamming Germanic beat, FSK reunite the roots of rock and hillbilly with the stomping Bavarian oompah and yodelling that preceded them... some of the most brilliant music to emerge from the European continent this decade.»  -- James Lien.
  American press says: FSK «... continue to refine their laughing ‘fold spindle and mutilate’ philosophy toward American musical culture. These folks have the chops, arrangement savvy, and that restraint born of confidence in the vision that permits the full realization of it. ...drags Texas to Bavaria... replaces most existing essays on the relationship of rock to hillbilly music... the passion of ironic minds obsessed with the phrasing and time of their enduring jests. It thinks, it kicks, it sings, it remembers the face of its mother before she was born: the perfect beast.»  -- Mark Rhodes

	FSK  (Freiwillige SelbstKontrolle)
	The Sound Of Music
	1993
	62:14
	label: Sub-Up Records;    rec. in USA

  «The Bavarian eccentrics of FSK blew minds with their anarchic hybrid of beer hall bonhomie and Camper Van Beethoven-style avant-folk sport. Deliciously typical of their worlds collide charm were the doleful waltz ‘When It Rains in Texas, It Snows on the Rhine’, written by ex-Camper David Lowery (who also played with the band), and ‘Sonny Sharrock’s Splectrum’, a duffy, Cajun-flavored bow to the esteemed free-jazz guitarist.» – David Fricke, ‘Rolling Stone’, 1992.
  «Country and beerhall music. Together again.»  -- Ed Miller
  «One of my personal favorites, FSK, from Munich are a folk-rock band who look at America looking at Germany, performing C&W chestnuts like ‘Fraulein’ as well as songs dealing with their impressions of America and traditional tunes from German-American communities in the U.S.»  -- Ed Ward
  «Heavy on the bawdy brass and the stomping, stein-slamming Germanic beat, FSK reunite the roots of rock and hillbilly with the stomping Bavarian oompah and yodelling that preceded them... some of the most brilliant music to emerge from the European continent this decade.»  -- James Lien.
  American press says: FSK «... continue to refine their laughing ‘fold spindle and mutilate’ philosophy toward American musical culture. These folks have the chops, arrangement savvy, and that restraint born of confidence in the vision that permits the full realization of it. ...drags Texas to Bavaria... replaces most existing essays on the relationship of rock to hillbilly music... the passion of ironic minds obsessed with the phrasing and time of their enduring jests. It thinks, it kicks, it sings, it remembers the face of its mother before she was born: the perfect beast.»  -- Mark Rhodes

	FSK  (Freiwillige SelbstKontrolle)
	International (Half Past Germany)
	1996
	66:14
	label: Sub-Up Records

rec. in USA

Conceived and played by: Justin Hoffman; Thomas Meinecke; Michaela Melian; Carl Oesternhelt; Wilfried Petzi; with: David Lowery and Josh Camp, Carson Huggins, Juno Meinecke, John Morand, Paul Watson.

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

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

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

1. Tonino Carotone (см. в ‘Rock’) & Manu Chao (см. в ‘Rock’) “La Trampa”

2. Tonino Carotone “Me Cago En El Amor

3. Sergent Garcia (см.) “Amor Pa’ Mi”

4. Orishas “A Lo Cubano” 

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

5. Color Humano “H.I.V.?”

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

6. King Mafrundi “Hasta Siempre”

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

7. Macaco “La Raiz”

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

8. Dusminguet (см.) “Le Cha Cha Cha”

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

10. Mano Negra (см.) “Peligro”

11. El Gran Silencio “Decadencia”

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

12. Fermin Muguruza (см. в 'Rock': MUGURUZA; KORTATU) “Urrun”

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

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

14. Anouk “Hi Hello”

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

15. Amparanoia “El Destino”

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

16. P 18 “Kid Chocolate”

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

	FUNKADELIC
	Funkadelic
	1970
	46:52
	funk

label: Nine Records (1970) / Ace Records (1989) / Westbound Records (UK)

Ed Hazel [lead g, v]; Bill Nelson [b, v]; Tawl Ross [g]; Tiki Fulwood [d, v]; Mickey Atkins [organ].

Produced by George Clinton (см. тж. с: Bernie WORRELL)

	FUNKADELIC
	Free Your Mind And Your Ass Will Follow
	1970
	31:19
	label: Nine / Westbound

Produced by George Clinton – “A Parliafunkadelicment Thang”


