	DAAU см.: DIE ANARCHISTISCHE ABENDUNTERHALTUNG
	
	
	
	

	Lesli DALABA
	Timelines
	2004
	49:27
	Lesli DALABA – см. тж. с: Elliott  SHARP (CARBON project);

label: Tzadik

Lesli Dalaba: Trumpet, Berimbau

Amy Denio (см.): Voice

Carla Kihlstedt (см.): Violin

Ikue Mori (см.): Electronics

Zeena Parkins (см.): Harp

Lesli Dalaba’s soulful trumpet has graced the bands of Wayne Horvitz, Zlatne Ustne, Elliott Sharp and Fred Frith. Here Lesli is joined by three stellar musicians, Carla Kihlstedt, Ikue Mori, and Zeena Parkins, and vocalist Amy Denio, for an ambitious musical rendering of five billion years of history. Ice ages, the beginnings of life, major extinctions, and much more are represented in accurate, relative time. With the pop-up guide included on the CD, we hear all of human history and its place in the evolution of our planet.

1. Prelude

2. Timeline 1: From the Birth of the Sun

3. Interlude

4. Timeline 2: Dinosaurs To Mammals

5. Interlude

6. Timeline 3: Homo Sapiens Sapiens

	Patricia DALLIO - см. её сольные проекты в списке ART ZOYD
	
	
	
	

	D'ARNELL – ANDREA -- см.: COLLECTION D'ARNELL - ANDREA
	
	
	
	

	The DAMAGE MANUAL
	>1
	2000
	31:58
	industrial 

Chris CONELLY (см. с MINISTRY; REVOLTING COCKS) – vocals

Jah WOBBLE (см. WOBBLE; с PUBLIC IMAGE) – bass

Geordie WALKER (KILLING JOKE) – guitar

Martin ATKINS (PIGFACE; см. с PUBLIC IMAGE) – drums 

with: 

Jesse De La PENA – scratching 

Lee FRASER – synths and tweaks

rec. in UK

“THE DAMAGE MANUAL is mandatory listening for smart music fans...” – Jason Pottygrew (Alternative Press)

1. Sunset Gun

2. Damage Addict

3. Scissor Quickstep

4. Blame and Demand

5. Leave The Ground

	DANGER IN  PARADISE
	General Strike
	1995
	47:58
	label: Piano (England)

Steve Beresford (см. тж. в ‘Jazz’ section: Beresford (+ John Zorn)) [b, p, farfisa, tp, fl h, euphonium, perc, glockenspiel, v, toy piano, melodica, drumkit, k]; David Toop (см.) [g, prepared g, b, perc, fl, alto fl, v]; David Cunningham (см. c: Pascal COMELADE) [producer, tape treatments]; guests: Lol Coxhill (см.) [t&s s]; Dawn Roberts [v]; Maartje Ten Hoorn [violin].

Забавный и весёлый (naive), мелодичный и, в то же время , изобретательный авангардно-минималистический проект.

Подобная музыка – см.: N.L.C.; KLIMPEREI; The BAD EXAMPLES; PENGUIN CAFE ORCHESTRA; TOUPIDEK LIMONADE; LÖDIG; MARIMBA PLUS; CURLEW; PASCALS; Pascal COMELADE;

1 my other body 3.49 

2 the fatal glass 2.43 

3 next day 1.24 

4 babycart to hell 2.36 

5 snowdrops 3.40 

6 the barkless dog 4.21 

7 parts of my body 3.04 

8 interplanetary music 3.40

9 bamboo house of dolls 3.25

10 interplanetary dub 3.00

11 we travel the spaceways 3.22

12 friendless animals 1.02

13 sea hunt 4.07

14 guided missiles 4.11

15 danger in paradise 3.10

	The DANUBIANS
	The Danubians
	2000
	47:26
	label: Cuneiform Records (USA) cuneiformrecords.com  

Amy Denio (см.) [accordion, a s, b, g, el g, v]; Pavel Fajt (см. тж. с: Anna HOMLER и с: Iva BITOVA в 'Jazz') [d, groove box]; Szaba Hajnoszy [el g, sampler, b]; Gabi Kenderesi [vln, v].

Проект с импровизационным вокализом и драйвовым инструментальным сопровождением.

Mirror

Hanana

Odpoledne

Heavy Heaven

Tebit

Karouselika

Palm Tree

One Train

Night Train

	Glenn  DANZIG
	« Danzig 4 »
	1994
	64:41
	Glenn names Elvis, Lou Reed, Jim Morrison, Black Sabbath, and old blues players like Muddy Waters and Howlin’ Wolf as influences and Nine Inch Nails, Lords of Acid, Godflesh, and Garbage as current favorites, but detests one particular trend: “I really hate the whole punk-pop thing. Punk was created to shake things up and it was a rebellion against Foreigner and Journey and all the corporate rock. The problem with punk now is it’s corporate rock. It doesn’t have the anger or intensity. If somebody told a punk band back then, ‘You have to change the title, you have to change the lyrics because it will offend too many people,’ they would’ve told them to fuck off. Now they go, ‘If you do that you’ll sell a million records,’ and they go, ‘Okay.’ That’s not punk to me. It might look like it, but it ain’t.”

[about “Danzig 4”]: “I wanted to fuck shit up. I wasn’t about to do a punk retro thing. I wanted to do something unique. I don’t follow trends, I just do what I like doing. Each record I try to shake it up a little and try and redefine what Danzig is. I don’t think I’ve ever been accepted by any musical genre. I like to blend lots of different stuff together and make something that’s original, and not imitate too many different people. What I wanted to do here was create something unique and I think I’ve done it. Most people who’ve heard it are blown away by it. I’m happy. And in the end that’s what matters. I did a good record. I’d be the first one to say I did a shitty record and I wouldn’t put it out.”

	DAS  ICH
	Die Propheten
	1991
	50:13
	industrial / darkwave
"Легендарный darkwave–дуэт, стоящий у самых истоков готского движения Германии." – "Play"

Дуэт Штефана Аккермана и Бруно Крамма известен боль​ше десяти лет. Как и положено готической группе, Das Ich любят мрачные истории про смерть и невыносимые страдания. Свой первый альбом они сочинили по мотивам книги Салмана Рушди «Сатанинские стихи». Кроме того, Аккермана вдохновляли Ниц​ше и Бодлер. Аккерман, кстати, раньше, чем Rammstein, начал сочинять для мощных индустри​альных баллад тексты на немец​ком языке. В музыке Das Ich со​единились тяжеловесный рок, инфернальная электроника и па​тетический симфонизм. Стиль, изобретенный дуэтом, стали на​зывать darkwave. Свои концерты Das Ich превращают в мрачные карнавальные представления. Профессиональный танцор Ак​керман устраивает на сцене эта​кие пляски смерти. Так что посе​тить выступление звезд готичес​кой сцены стоит не только ради му​зыки, но и пластичес​ких этюдов.

-- Еженедельный Журнал

	DAS  ICH
	Staub
	1994
	40:25
	

	DAS  ICH
	Feuer
	1995
	68:54
	

	DAS  ICH
	Die Liebe                        (feat. Atrosity’s)
	1995
	40:39
	

	DAS  ICH
	Das Innere Ich
	1996
	39:31
	Danse Macabre Records

http://ourworld.compuserve.com/homepages/das_ich/   and

http://www.spektracom.de/kultur/dasich/ 

	DAS  ICH
	Anti'christ
	2002
	65:21 +
	multimedia CD

label: Massacre http://www.dansemacabre.de
http://www.dasich.de  info@dasich.de 

	DEAD CAN  DANCE
	Dead Can Dance
	1984
	51:09
	world/ambient/experimental

аналогичные по направлению проекты – см. тж.: IMPRESSIONS OF WINTER; ORDO EQUITUM SOLIS; THE MOON LAY  HIDDEN BENEATH A CLOUD; DIVINE WORKS; PILGRIMAGE; Daniele SEPE; OPERATING  STRATEGIES; Helga POGATSCHAR; RONAN  QUAYS; IN GOWAN RING;

	DEAD CAN  DANCE
	Within The Realm Of The Dying Sun
	1987
	38:46
	

	DEAD CAN  DANCE
	The Serpent’s Egg
	1988
	36:18
	

	DEAD CAN  DANCE
	Aion
	1990
	36:13
	

	DEAD CAN  DANCE
	Spleen And Ideal
	1991
	38:10
	

	DEAD CAN  DANCE
	Into The Labyrinth
	1993
	55:26
	

	DEAD CAN  DANCE
	Toward The Within
	1994
	67:56
	

	DEAD CAN  DANCE
	Spiritchaser
	1996
	51:56
	All instruments performed by Brendan Perry & Lisa Gerrard except #3: Renaud Pion [turkish clarinet]; #1, 5: Peter Ulrich [perc]; Lance Hogan [perc]; Ronan O’Snodaigh [perc]; Robert Perry [perc]; Klaus Vormehr [engineering].

   In most musical instruments the resonator is made of wood while the actual sound generator is of animal origin. In cultures where music is still used as a magical force, the making of an instrument always involves the sacrifice of a living being. That being’s soul then becomes part of the instrument and in the tones that come forth, the ‘singing dead’, who are ever present with us, make themselves heard.

	(DEAD CAN  DANCE)
	Duality
	1998
	45:48
	label: 4AD (USA)  www.4ad.com 
Lisa Gerrard & Peter Bourke

	DEAD CAN  DANCE
	Eye Of The Hunter
	1998
	42:18
	

	DEAD CAN  DANCE
	Sevdance
	2001
	62:37
	label: 4AD

Brendan Perry [udu tabola, nogara, cymbals, frame drum, toms, gongs]; Asam Ali [voice, hammered dulcimer, janpura, frme drum].

	(DEAD CAN  DANCE)
	Lisa  GERARD: "The Mirror Pool"
	1995
	68:15
	L. G. --  ex-Dead Can Dance

	DEAD MAN RAY
	Berchem Trap
	2000
	76:17
	avant-rock

label: Virgin Belgium

www.deadmanray.com
Daan [v, el/ac g, protools, realistic moog, wurlitzer & farfisa organs, p, ansaphone, melodica, spring reverb, filterbank, xylophone, lapsteel, rebirth]; Rudy Trouve [el/ac g, casio, parlando, p, knife, VW engine, breathing]; Elko Blijweert [el/ac g]; Wouter van Belle [mix, oscar, realistic moog, p, synth, TR 909, filterbank, tape delay]; Herman Houbrechts / Karel de Backer [d]; + guests: Sigrid van Rosendaal [tp solo]; Froidecoeur NV/SA [caterpillar noise]; a.o.

	Elton DEAN
	Just Us
	1972
	65:51
	Elton DEAN – from SOFT MACHINE (см. в ‘Rock’); SOFT HEAP (см.); NATIONAL  HEALTH (см.)

label: Cuneiform (USA) 1998

http://cuneiformrecords.com/bandshtml/dean.html 

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.

Tracks 1-5 (1971, studio, London); tracks 6, 7 (1972, live).

English jazz saxophone legend Elton has been in the public eye for over 30 years, and has played in numerous acclaimed groups over the years, including most famously, the Keith Tippett Group, Soft Machine, Centipede, and many others. “Just Us” is the LONG awaited reissue on CD of Elton's very first solo album, recorded & released in 1971, while he was still a member of Soft Machine. In addition to the original 5 tracks on the album [which feature Marc Charig - cornet, Neville Whitehead - bass & Phil Howard - drums + guests Mike Ratledge - piano/organ & Roy Babbington - string bass on 2 tracks], we have added 25' of never heard bonus material, recorded live in 1972. The music on this release is a cross between the musical freedom that EIton's career would later take & more composed music comparable to Soft Machine's output.

"What makes the record is the great feeling of all involved being totally immersed in what's unfolding...[there] is a sense of enduring commitment. They may not look like angels...but their music sings." -- The Wire.

1. 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-impro 

Hugh Hopper (см. тж с: Pip Pyle) [b]; Elton Dean [a s, saxello]; Keith Tippett (см.) [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 (см.) [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. в 'Jazz') [p]; Paul Rogers [bass]; Tony Levin [drums].

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

	DEATH  IN  JUNE
	But, What Ends When The Symbols Shatter?
	1992
	46:19
	Tibet&Cashmore - см. тж.: CURRENT  93

All titles are by Douglas P. unless otherwise stated. Engineered and mixed by Ken Thomas, February-April, 1992, at Jacob's Studios Farnham and Alaska Studios, London. Produced by Ken Thomas and Douglas P.

Michael Cashmore -- lead guitar and keyboards track 8.

David Tibet -- lead vocals on tracks 5 and 10, backing vocals on tracks 7, 9 and 12 and the help offered in this project.

Simon Morris and James Mannex -- additional keyboards, percussion and vocals on tracks 5, 6 and 9.

Campbell Finley -- trumpet on tracks 3, 6 and 11.

All other instrumentation and vocals by Douglas P.

1. Death Is the Martyr of Beauty

2. He’s Disabled

3. The Mourner’s Bench

4. Because of Him

5. Daedalus Rising

6. Little Black Angel

7. The Golden Wedding of Sorrow

8. The Giddy Edge of Light

9. Ku Ku Ku

10. This Is Not Paradise

11. Hollows of Devotion

12. But, What Ends When The Symbols Shatter?

	DEATH  IN  JUNE
	Rose Clouds Of Holocaust
	1995
	38:48
	Подобны поздним Swans; холодная, но очень живая и плотная орнаментально- насыщенная пост-рок музыка с участием фольклорных инструментов.

	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.

	DEATH PRAXIS
	Mystery
	1998
	72:31
	label: Tzadik

Tenko (см.) [v]; Ikue Mori (см.) [sampler, el d]; + guests: Anthony Coleman (см.) [organ]; Eyvind Kang (см.) [violin]; Erik Friedlander (см.) [cello]. 

Produced by Death Praxis and John Zorn.

Over 70 minutes of modern Japanese music.

For over twenty years, Ikue Mori and Tenko have been on the forefront of new musk, both here and in Japan. Their newest collabora​tion is a tribute to the world's greatest writers of suspense stories. Mystery brings these two masters of musical suspense together with many special guests to create a new collection of sound compositions for voice and modern ensembles. Also included as bonus tracks: their first duo recording from 1990.

	DEATH CUBE K – см.: BUCKETHEAD
	
	
	
	

	DEBILE  MENTHOL
	Emile La Campagne / Battre Campagne
	1994 
	49:38 38:02
	параллельные проекты этих музыкантов см.: NIMAL; L'ENSEMBLE RAYE
label: ReR

CD I: «Emile Au Jardin Patrologique» 1981;  [batteries, percussion, claviers, basses, guitarres, clarinette, violon, sax, voix].

CD II:  «Battre Campagne» 1984;  [clavier, grattes, cordes, batteries, guitares, violon, sax, clarinette].

  Швейцарцы; очень интересные. Все навороты грамотные и вкусные. Даже не верится, что это – начало 80х: такое сочетание насыщенного и аккуратного саунда бывает присуще только матёрым 90м.

	DEBRIS
	Debris
	1996
	62:15
	label: Music & Arts (CA, USA)

Steve Norton [s&a&bar saxes, bass cl, crow call, ocarina]; Arthur Weinstein [g, hosaphones, bongophone, vibrators, barble box, toys]; Bob Ross [6-&8-&fretless basses, hosaphone]; Cort Newton [d, perc, xylophone, slide tp, kazoo, whistle].

Весёлые хулиганы.

«To find a form that accomodates the mess, that is the task of the artist now.»

Desk

Push Yourself Around

Behind A Rolling Ball Comes A Running Child

Piers From Heaven

No Time Like The Present

The Boots Of Ascension

Real Window Defogger

Thalidomide

Why Things Float

Desk

Observed In The Breach Rather Than In The Keeping

	DECIBEL
	Mensaje desde Fomalhault
	
	50:36
	avant-project с психоделическо-юмористическим уклоном (Мексика)

label: Discos Momia Guanabana (Mexico)

#1: grabado en radio unam, 1979

#2: estudio db, 1978

#3-6: primer festial de rock en oposicion, 1978

#7, 8: estudio 745, 1996

	DECIBEL
	Contranatura
	1992
	52:12
	label: Discos Momia Guanabana (Mexico)

Grabado en vivo Teatro de Arquitectura, 1978

	DECIBEL
	Fortuna Virilis
	2000
	49:20
	label: Discos Momia Guanabana (Mexico)

Alejandro Sanchez [vln, vln z, bajo, violectra baritono]; Carlos Robledo [p, synth, perc, loops]; Carlos Alvarado [s s, clarinete bajo, perc, synth]; Walter Schmidt [bajo, loops, perc, juguetes, v]; + Juan Carlos Ruiz [fagot]; Kimberly Beltran [v (#5)].

	DEEP  LISTENING  BAND – cм. P. OLIVEROS
	
	
	
	avant-ambient

	Sussan  DEIHIM
	Sussan  DEIHIM  &  Richard  HOROWITZ:

"Desert Equations: Azax Attra"
	1988
	41:19
	Sussan  DEIHIM - см. тж. с: Arto LINDSAY; Heiner GOEBBELS; Elliott  SHARP;
label: Crammed Discs, Made To Measure Vol. 8

Sussan Deihim [v]; Richard Horowitz [synth, ney, publison darbouka, 224x overtone splits]; Drem Bruinsma (см.) [Emulator]; Steve Shehan [b, Bali gongs, congas, perc]; Barne Keel [Fairlight]; Ben Mandelson [ghost bouzouki].

Sussan Deihim -- потрясающая вокалистка-импровизатор.

	Sussan  DEIHIM
	Shy Angels
	
	45:33
	label: Crammed Disc

Sussan Deihim: vocal
Abegasu Shiota: el piano

Karsh Kale: drums, tabla, progamming

Bill Laswell (см.): bass, synthesizer

Zakir Hussain (см.): tabla

Hamid Drake: drums, tabla

Aiyb Dieng (см.): chatan

Abdou Mboup: percussion

Richard Horowitz: strings & sample arrangement (2)

Reggie Workman: acoustic bass

Reza Derakhshani: tar, setar, kamanche, ney

Dawn Avery: cello

Glen Velez (см.): daf

Hearn Gadbois: zarb

Michael Harrison: tamboura

1 the candle and the moth

2 bade saba

3 daylaman

4 meykhaneh

5 navai

6 negara

7 gereyley

8 hamcho

	DEINE  LAKAIEN
	Dark Star Tour
	1992
	75:49
	label: Gymnastic

Ernst Horn [k]; Christian Komorowski [violin]; Michael Popp [drehleier, oud, fiedel, el g]; Alexander Veljanov [v].

Самый интересный, на наш взгляд, диск этого проекта; по музыке и вокалу он больше всего похож на Swans, но, конечно, со своим колоритом, более балладно-амбиентный и насыщенный мрачной красотой.

	DEISHOVIDA
	Fast Folk
	1994
	72:42
	fusion-funk / retro-folk

label: Pfundner&Schimpl

Kurt Bauer [violine]; Lothar Lasser [accordeon]; Matthias Loibner [drehleier, g]; Walter Pogantsch [el b, violoncello]. 

	DELAGO
	Didge Goes World
	1996
	43:30
	ambient-folk
label: Rough Trade

Composed, arranged and performed by Hermann Delago; all instruments played by Hermann Delago: Didgeridoo, overtone singing, analog synthesizer, keyboards, guitar, trumpet, percussion.

	DELERIUM
	Faces, Forms, and Illusions
	1989
	59:57
	dark ambient / noise-industrial

label: Dossier

all songs written and produced by Bill Leeb (см. тж. с: FRONT LINE ASSEMBLY) & Rhys Fulber

	DELERIUM
	Stone Tower
	1990
	60:26
	label: Dossier

	DELERIUM
	Syrophenikan
	1990
	51:19
	label: Dossier

	DELERIUM
	Spheres
	
	63:23
	label: Dossier

	DELERIUM
	Spheres II
	1994
	59:52
	label: Dossier

	DELERIUM
	Karma
	1995
	75:26
	label: Nettwerk (USA)  Web: www.nettwerk.com 

	DELERIUM
	Semantic Spaces
	
	77:28
	label: Nettwerk (Canada)

Ambient and rhythmic auditory sculpture – Bill Leeb & Rhys Fulber

Sonic Architecture – Greg Reely

Angelic Vocals – Kristy Thirsk

	DELERIUM
	Poem
	2000
	77:37
	label: Nettwerk Productions “

Половина канадского злобного киберпанкового дуэта Front Line Assembly Билл Лееб продолжает приятное времяпровождение под именем проекта Delerium в окружении томно и прозрачно звучащих акустичес​ких инструментов и, естественно, див с ангельскими голосами. Модернистская ипостась Билла представле​на на “Роеm” лишь весьма прихотливыми и на редкость органично связанными с могучими поп-амбиентными коллажами неспешными техно-ритмами. Местами же Билл отказывается даже от техно-наследия, в результате чего “Fallen Icons” и “А Poem For Byzantium” выглядят просто нормальными поп-песнями в необычной почти симфонической аранжировке. Как и любая работа такого рода, “Роеm” совершенно безупречен с точки зрения звучания — вырваться из звуковых объятий этого CD совершенно невозможно. Жаль только, что за счёт переполненно​сти рынка продуктами подобного рода Delerium так и остаётся известным лишь лицам, простирающим своё внимание далее тех отделов музыкальных магазинов, где представлена заметно уступающая творениям м-ра Лееба продукция фирм-мэйджоров.   --- Play
Ещё одно возрождение, которыми был так богат конец предыдущего года: на сей раз речь о Delerium (не путать с Delirium), ведомом теперь од​ним лишь Биллом Либом, расставшимся со своим давним соратником Русом Фалбером. Сам проект в духе этно-эмбиент-попа. задуманный двумя ком​позиторами-продюсерами (они же ответственны за Frontline Assembly и ряд других известных кон​цептов) ещё в 1986 году, является, таким образом, предшественником и во многом вдохновителем более знаменитых Enigma и тех же Deep Forest. Бо​лее знаменитых потому, что, в отличие от коллег из Delerium, Мишель Крету из Enigma, например, ни​когда не стремился к особому разнообразию, экс​плуатируя единожды найденную «фишку». Диски же Delerium, записываемые с участием многочис​ленных приглашённых вокалистов и других «жи​вых» музыкантов, — абсолютно разные, друг на друга непохожие, эксклюзивной, так сказать, вы​делки. Вот и сейчас, после четырехлетнего молча​ния, Delerium восхищают нас своей многопланово​стью: в их композициях органично сплелись этни​ческие ритуальные песнопения и григорианские хоралы, зажигательные пассажи испанской гита​ры фламенко и унылое побряцывание азиатского саза, танцевальный поп-бит, изломанные джангл-ритмы и эмбиентные саундскейпы, восточная ис​тома и европейский сплин. Альбом вновь радует созвездием замечательных голосов: Лея Нэш из Sixpence None The Richer, Джоанна Стивене, Крис​ти Хоуксшоу, Рэни Камал, Мэтью Свит – вносят в ис​полнение вокальных партий столько личного чув​ства, что безучастным остаться невозможно (прав​да, прилепленный к диску стикер обещает ещё и Лайзу Джеррард [см. GERRARD], но её вокал – сэмплированный). Интересно, что практически все певцы выступают ещё и как стихотворцы, исполняя песни на свои собственные тексты. Такая вот свобода творчества. Да, этот диск — настоящая поэма, достойная пе​ра хоть Блейка, хоть Хайяма.    ---- АВ Салон

	DELTA SAXOPHONE QUARTET
	Minimal Tendencies
	1998
	68:05
	label: Clarinet Classic

Delta Saxophone Quartet: Stephen Cottrell, Peter Whyman, Garet Brady, Chris Caldwell.

Steve REICH "New York Counterpoint" (11:04)

Philip GLASS "Mishima" (16:38)

Gavin BRYARS "Alaric I or II" (14:32)

Terry RILEY "Tread on the Trail" (7:29)

	Anthony  DEMARE
	Pianos And Voices     (music by Meredith Monk And John Cage)
	1992
	64:38
	A.D. [p, voice]

	Gitane DeMONE –см. CHRISTIAN  DEATH
	
	
	
	

	Amy DENIO
	Birthing Chair Blues
	1991
	60:09
	Amy DENIO – см. тж.: The DANUBIANS; The BILLY TIPTON MEMORIAL SAXOPHONE QUARTET; Tom CORA / Hans REICHEL "Angel Carver"; The (EC) NUDES; PALE NUDES; ONLY A MOTHER; (RESIDENTS): "A Stab at the Residents" (tribute to residents); The SCIENCE GROUP (with FRITH, CUTLER, DRAKE); TONE DOGS (with REICHEL, FRITH); CURLEW; тж. на EMIT SERIES: “Visions” (в 'Jazz'); Lesli DALABA;
Label: Knitting Factory

All music written, performed and produced by Amy Denio.

More than likely you'll notice: fretted and fretless bass, electric and slide guitar, voices galore, alto sax, harmonica, alto recorder, bass mbira, popping bass caloused thumb joint on PZM mic., dishwasher,  washing machine.

Featuring dB's great-grandmother wind-up stuffed Bear on Lullabye.

This is an intriguing, if bizarre, release. Over a period of a few months in 1991 (except for a couple numbers from June 1988) Amy Denio overdubbed herself on vocals, basses, guitars, alto sax, harmonica, alto recorder, bass mbira, organ, drum machine, and various household devices. The results are a sound collage that ranges from jazzy folk music to avant-garde sound explorations, with odd and barely understandable vocals punctuating the crowded ensembles. Overall it is a bit frivolous and self-indulgent — interesting in spots but not terribly listenable.

Birthing Chair Blues 

Apocalypso 

Dishwasher 

Palacinka 

Frank 

Nostrile Mittening 

Car Life 

Soundcheck 

(When George Bush Was Head of the) C.I.A. 

I Will Be Sad 

BUNT 

Gifts 

Something Brewing 

Lullabye 

Miss Em

	(Amy DENIO)
	FoMoFlo:

"Slug & Firearms"
	1996
	52:50
	label: More Music / distr.: God Mountain (Tokyo) / Megatalogo (Italy)

Amy Denio  - saxophones, bass, vocals; 

Dennis Gunn - guitars, vocals, banjo, mandolin; 

Tada Makio - drums; 

Honda Tatsuya -  bass; 

Hoppy Kamiyama - keyboards, tapes, trombone, violin, hose; 

with The Billy Tipton Memorial Saxophone Quartet (см.) (Amy Denio, Jessica Lurie, Barbara J. Marino, Maya Johnson).

Produced by Hoppy Kamiyama; recorded by Floyd Reitsma; mixed by Floyd Reitsma and FoMoFlo; mastered by Kondo Yoshiaki.

I heard a cut off this record in the car one morning, but had to get out before I found out what it was. After a few calls to the station yielded nothing, I finally dragged myself down to KCMU and asked the program director to dig through the logs looking for "some kind of big-band on acid with crazy electric guitar." "Oh," he says. "Must be FoMoFlo." I didn't know the half of it.  Slug & Firearms turns out to be the mother of all smorgasbords. Here. Let me give you a taste:

"D.P.W." - Flash Gordon crash lands on Dweezil Zappa's bar mitzvah. 

"Bad Doctor" - Leech therapy for the blues. 

"Fat Asses" - King Crimson beats up Diamanda Galas. 

"Lift & Separate" - Tim Burton's Klezmer-Circus-of-the-Damned. 

"Funeral Music" - Oom-pah, loom-pah, I'm choking on an Everlasting Gobstopper! 

"Eternal Sanctuary" - Shortwave rave. 

"Stick in the Needle" - Le Cabaret Lo Botomy. 

"Insomnia" - Don't even joke about playing this after 11. 

"Camel Surfer" - Bedouin Culture On The Beach. 

"Nobody's Listening" - Edgar Winter meets George Clinton in a china shop. 

"11 78" - Excruciatingly absurd hyper-gibberish. 

"Insomnia #9" - Just when you thought you were coming down?.

There you have it. I don't usually like to do it that way, but they left me no choice. There's not a prayer of summing this one up in less than a dissertation. They cover a ton of ground. The tunes and arrangements are contributed by band members in equal parts and reflect what's obviously a very, very deep pool of influences, musical knowledge and studio savvy. And did I mention Tada Makio's funkier-than-shit drumming?

The thing I find most interesting about this record is that for all the noise, and for all the complexity of the arrangements, it's very clear that there are people making these sounds. This is not random. Listen, and you'll hear some remarkable textures. One of my favorites is the patented Billy Tipton Memorial Saxophone quartet foghorn blast. This is about the richest sound imaginable - a freight train covered in molasses. There's plenty more where that came from, but you'll have to do the mining yourself. Unfortunately, this disc will be hard to find. I had to borrow a copy from Amy Denio's boyfriend. Take the time, though, and hunt it down. I'm willing to bet you own nothing quite like it. 

--  Jason Staczek

	Amy DENIO
	Greatest Hits
	1999
	72:18
	label: Unit Circle (Performances from the Emit Series)

rec. 1998

Amy Denio - Bass, Guitar, Accordion, Cymbals, Drums (Bass), Sax (Alto), Voices, Drums (Snare), Drum Programming, Drones

with:

Tom Cora (см.) - Cello, Voices

Chris Cutler (см.) - Percussion, Drums

Pippin Barnett - Drums, Voices

Matt Cameron - Bass, Drums, Voices

George Cartwright (см.) - Sax (Tenor), Voices

Marjorie DeMuynck - Sax (Tenor)

Will Dowd - Drums

Jessica Lurie - Sax (Alto)

Barbara J. Marino - Sax (Baritone)

Fred Chalenor - Percussion, Voices, Drums (Snare), Slide Bass

Michael Gerber - Bass, Voices

Pam Barger - Drums

Davey Williams - Guitar, Voices

Dennis Gunn - Banjo, Handclapping

Hoppy Kamiyama - Organ, Trombone, Tapes

Jeroen Visser - Organ, Voices

Wädi Gysi - Guitar

Tada Makio - Drums, Handclapping

Cathi Agilbut - Viola

Fredi Flakiger – Drums

The career overview of Greatest Hits (and there's an irony — the likelihood of Amy Denio ever scoring a hit is next to none) shows just what a range of music Denio has in her very individual vision, making one of the best avant-garde musicians around. Her work with the Tone Dogs in the late '80s and early '90s, represented here by four very different tracks, was challenging, but within a rock band context made it accessible to many. It's certainly a good entry point into Denio world, a strange place indeed, as her work with Curlew, FoMoFlo, and the Billy Tipton Memorial Saxophone Quartet illustrates, and tracks like Die Knodel's "Ambaraba CiCi Co Co" (a splendid, if sometimes annoying, bit of nonsense) shows a taste for the surreal. While the artist's collaborations with "Pale Nudes" adhere to somewhat more formal song structures, her utterly solo pieces, like "Birthing Chair Blues" and the very abstract "Czechered Pyjamas," have her at her most inventive. She can suck you in with melody and take you to some very strange places, as she does on "Secret Crush," a Tone Dogs piece that begins lushly, then aims for the bizarre in tiny steps, leading the listener along happily. It should be remembered, however, that although this is a representative selection of Denio's music, it's just the tip of the iceberg, only hinting at the huge body of work she has behind her. On top of that, it only covers the years 1987-1999, dolled out with a sense of humor and fierce intelligence. Denio is still at it, and getting better every year. How long before a volume two?
1. (When George Bush Was Head of the) C.I.A. - 4:20

2. Secret Crush - 4:00

3. Brave It - 4:35

4. Traffic Island Psycho - 3:41

5. What Is Free to a Good Home - 5:02

6. Exiles - 4:46

7. Birthing Chair Blues - 4:38

8. Sit Still - 3:04

9. Salvatore - 4:34

10. Dishwasher - 4:10

11. Czechered Pyjamas - 4:15

12. Psycho Marlboro - 1:06

13. Air Drone - 4:33

14. Axis - 5:07

15. Funeral Music - 3:45

16. You Never Call Me Anymore - 3:40

17. Hey Hey #3 - :36

18. Les Sons Se Répondent - 3:35

19. Ambaraba Ci Ci Co Co - 2:40

	Amy DENIO
	Die KNODEL with Amy DENIO:

"Non Lo So, Polo"
	1999
	43:01
	label: Make Up / Spoot Music (author's edition)

Denio's classical work, inspired by Italo Calvino, and performed by Austrian chamber octet Die Knodel (см.).

	Amy DENIO
	George CARTWRIGHT, Paul HAINES, Amy DENIO:

"The Memphis Years: Terminal Moraine"
	2000
	73:16
	avant-garde с элементами джазовой, симфонической и популярной музыки. По вокалу уместно сравнение с Dagmar  KRAUSE.
label: Cuneiform (USA)  www.cuneiformrecords.com
Amy Denio [v]; Paul Haines [words]; George Cartwright (см.) [music, production, a/t/s saxes]; Jim Spake [bar/t/s saxes]; Tom Clary [fl h]; Scott Thompson [tp]; Chris Parker [p]; Doug Garrison [d, perc]; Tim Goodwin [ac/el b]; Lawrence Miller [t s]; Kevin Sheehan [ac b].

Amy's vocals rec. at Wayne Horvitz's studio in lovely Seattle.

	Amy DENIO
	Amy DENIO & Eyvind KANG:

"Tasogare" (Twilight)
	2001
	45:00
	label: Spoot Music (author's edition)

Music for Tasogare (Twilight) – a dance by Yoko Murao (one-track recording)

Amy Denio: accordion

Eyvind Kang (см.): viola
Seattle-based composer, vocalist and multi-instrumentalist (proficient at accordion, saxophone, clarinet, bass, and guitar) Amy Denio has issued several albums as a solo artist, as well as a member of several other outfits. Born on June 9, 1961, Denio studied music at both Hampshire College in Amherst, Mass, and Colorado College during the early '80s, before forming her own label, Spoot Music, in 1986, and issuing a cassette-only debut, No Bones. Subsequently, Denio has performed and appeared on albums alongside countless artists, including the Billy Tipton Memorial Saxophone Quartet, the Tone Dogs (which included Soundgarden drummer Matt Cameron), (EC) Nudes, the Danubians, and Curlew, to name but a few. In addition to playing with others, Denio also continued to sporadically issue solo albums, including 1991's Birthing Chair Blues, 1999's Greatest Hits, and 2000's Tattoo (Pat Graney Dance Company, Soundtrack Series No. 1). Having performed throughout North America, as well as Europe, South America, Japan, and Bombay, Denio has also been commissioned to compose music for others, including Italian National Radio, David Dorfman Dance Company, Relache Ensemble, Berkeley Symphony, The New York Festival of Song, Die Knodel, and UMO Ensemble, among others. Denio has received numerous accolades for her cutting edge music, including being named one of "Rock's 10 Smartest, strongest women" by Elizabeth Vincentelli in Request Magazine.



Violinist Eyvind Kang is from Seattle, where he studied music at Cornish College for the Arts, in addition to studying violin with Michael White. In 1994, Kang received an Artist Support Program grant (by the Jack Straw Foundation) and used it to record the first seven of his series of musical compositions called "NADEs." This recording, 7 NADEs, was released on the Tzadik label in 1996, followed two years later by his Theater of Mineral Nades. Using structures similar to those of classical music, and conventions similar to those in jazz, Kang draws from a variety of traditional and popular styles. Besides composing and playing his own material (and occasionally playing the tuba), Kang has played violin in Bill Frisell's quartet, with John Zorn, the Sun City Girls, and in Wayne Horvitz' 4 + 1 Ensemble. In 1999, an album with clarinetist Francois Houle and drummer Dylan VanDerSchyff entitled Pieces of Time was released on the Canadian label Spool.

	Amy DENIO
	Chickenhawks Ought Not
	2002
	24:38
	label: Spoot Music (author's edition)

Amy Denio: voice & electronics

Seattle-based composer, vocalist and multi-instrumentalist (proficient at accordion, saxophone, clarinet, bass, and guitar) Amy Denio has issued several albums as a solo artist, as well as a member of several other outfits. Born on June 9, 1961, Denio studied music at both Hampshire College in Amherst, Mass, and Colorado College during the early '80s, before forming her own label, Spoot Music, in 1986, and issuing a cassette-only debut, No Bones. Subsequently, Denio has performed and appeared on albums alongside countless artists, including the Billy Tipton Memorial Saxophone Quartet, the Tone Dogs (which included Soundgarden drummer Matt Cameron), (EC) Nudes, the Danubians, and Curlew, to name but a few. In addition to playing with others, Denio also continued to sporadically issue solo albums, including 1991's Birthing Chair Blues, 1999's Greatest Hits, and 2000's Tattoo (Pat Graney Dance Company, Soundtrack Series No. 1). Having performed throughout North America, as well as Europe, South America, Japan, and Bombay, Denio has also been commissioned to compose music for others, including Italian National Radio, David Dorfman Dance Company, Relache Ensemble, Berkeley Symphony, The New York Festival of Song, Die Knodel, and UMO Ensemble, among others. Denio has received numerous accolades for her cutting edge music, including being named one of "Rock's 10 Smartest, strongest women" by Elizabeth Vincentelli in Request Magazine.

	Amy DENIO
	Amy DENIO & PETUNIA:

"To Lie Tenderly"
	2002
	44:33
	label: Spoot Music (author's edition)

Music for David Dorfman Dance 

Amy Denio (el. guitar, accordion, voice).

Hahn Rowe (el. violin)

David Dorfman (organ, baritone sax, accordion)

Jesse Manno (saz, bass, organ, voice)

Tobias Ralph (drums)

	Daniel  DENIS                       
	Sirius And The Ghosts
	1991
	45:45
	Daniel  DENIS (Belgium) --   см.тж. c: UNIVERS ZERO (D.D. -- лидер); PRESENT; ART ZOYD;

label: Cuneiform Records

http://cuneiformrecords.com/bandshtml/denis.html 

D.D. [k, d, perc]; others: [b]; [cello]; [s s, cl, b cl].

Очень артистичный, “музыкальный” авангард.

Denis was the co-founder, main composer and leader of Univers Zero. U.Z. fans will find much to rejoice in with these releases, as they build on the direction the band was heading toward with Uzed and Heatwave. Some of the players on one or both include Dirk Descheemaeker, Andy Kirk, Guy Segers, Jan Kuijken and others. Fans will not be dissapointed! 

"Impeccably played and produced...a glorious, tumultuous affair." -- i/e. 

"Denis is a compelling composer in a musical realm of his own creation." -- Players.

	Daniel  DENIS
	Les Eaux Troubles
	1993
	50:56
	label: Musea (France)

Daniel Denis [k, d, perc]; Andy Kirk [g, p]; Dirk Descheemaeker [s s, cl, bass cl]; Jan Kuijken [cello]; Michel Massot [bass tuba]; Guy Segers [b]; Bart Quartier [marimba]; Pierre Vervloesem [g].

	Edison DENISSOV
	Alfred SCHNITTKE:

"Hymns" / 

Edison DENISOV:

"Chamber Symphony"
	
	52:52
	Edison DENISSOV - см. тж. в исполнении PEKARSKY - PERCUSSION - ENSEMBLE

label: Gramzapis (Moscow)

rec. 1987

Alfred SCHNITTKE: "Hymns" for Chamber-Instrumental Ensemble (1974-79)

Edison DENISOV: "Chamber Symphony"

perf. by The USSR Bolshoy Theatre Soloists Ensemble

	Edison DENISSOV
	Percussions de Strasbourg
	1990
	66:14
	label: Pierre Verany (Provence, France)

1. Sonate

2. Nuages Noirs

3. Apparitions, Disparitions

4. Rayons des etoiles lointaines dans l’espace courbe

5.-7. Trois pieces pour piano a quatre mains

8. Concerto Piccolo

THE PERFORMERS:

LES PERCUSSIONS DE STRASBOURG / Director: Georges Van GUCHT

Jean-Paul BERNARD, Guillaume BLAISE, Christian HAMOUY, Keiko NAKAMURA-BAUR, Claire TALIBART, Vincent VERGNAIS.

This world-famous percussion ensemble, specialising in contem​porary music, has proved an inspiration to many composers of our time, whose music it performs world-wide.

CLAUDE DELANGLE, saxophone: international soloist and saxo​phone professor at the Paris Conservatoire.

ODILE DELANGLE, piano: professor at the Ecole Normale in Paris and chamber music specialist.

MADALENA SOVERAL, piano: international soloist, professor at the University of Porto, and member of the Tetra Quartet (together with Jean-Louis Haguenauer -- piano, Christian Hamouy, Georges Van Gucht -- percussion).

JEAN-LOUIS HAGUENAUER, piano: international soloist who combines a career as soloist (recordings, recitals, chamber music) with that of a pedagogue; pianist with the Tetra Ensemble.

Edison Denisov (born 1929) is among the most widely known of contemporary Soviet composers. He studied physics and mathematics at the University of Tomsk in Siberia before entering the Moscow Conser​vatoire as a student of piano and composition. He quickly acquired an international reputation, and his works began to be widely played abroad. Much inspired by French culture (Debussy and Boulez are his mentors), his music is notable for its controlled lyricism and for the conceptual strength of its textural sonority, often built around small intervals — from which it derives a mysterious and “nocturnal”  charm typical of its composer.

Dodecaphony, aleatory music, the use of instruments provided by modern technology, amplification, experimental techniques: these are the various stages which, for Denisov, have acted as signposts on the way to a progressive enrichment of the creative possibilities.

Denisov's work encompasses all musical genres: he has written numerous concertos for solo instrument and orchestra, much chamber and vocal music, ballets and opera ("L'Ecume des Jours", based on a novel by Boris Vian, dates from 1981).
Edison Denisov teaches orchestration and composition at the Moscow Conservatoire.
----- C. Van Gucht

INTERVIEW WITH DENISOV
Paris, 28 April 1990 Summarized by Georges Van Gucht, Director of Les Percussions de Strasbourg 

"I have nothing to say about my music". So began the interview which was intended to reveal the origins of the works chosen for the pre​sent recording of music by this unusual composer. 

As time went by, words began to flow, Denisov talked about the Sonata for saxophone and piano, written in 1970 and premiered that same year by the saxophonist Jean-Marie Londeix: "This is a very vir​tuoso piece. The first movement hints at a reference to jazz; the second, for saxophone solo (the piano intervenes only at the end), is an explosion of colour and timbre; the third uncovers the allusions of the first in a straighforwardly jazzy style."

The cycle of three works for percussion began with a commission from the Leipzig publishers Deutsch Verlag fur Musik for a piece for vibra​phone solo. This piece, Nuages Noirs, is thus the start of a cycle charac​terised by the poetic expression of the start of the work — both the suggestion of a soft-hued light and the clarity of its ending, intermixed with a powerful blend of sounds. The second piece of the cycle, ‘Appa​ritions & Disparitions’ is for unpitched percussion (wood, skin and metal), while the third. ‘Rayons des etoiles lointaines clans I'espace courbe’ owes more to the first — since the sound diffusion here results from the vibra​phone in conjunction with unpitched percussion and with gongs, bells and glockenspiel.

The Three Pieces for piano duet were commissioned by two English pianists (Susan Bradshaw and Richard Rodney Bennett, one-time com​position students of Pierre Boulez) and first performed in London. They are built from the same musical material — that is to say, melody, har​mony and rhythm; the three pieces are thus three aspects of an identi​cal structure.

The Concerto Piccolo was commissioned and first performed in 1979 by the saxophonist Jean-Marie Londeix and Les Percussions de Strasbourg (Jean Batigne, Gabriel Bouchet, Olivier Dejours, Jean-Paul Finkbeiner, Claude Ricou, Georges Van Gucht). Scored for 4 saxophones (a single player, as requested by Jean-Marie Londeix) and with important parts for six percussionists, it comprises a single 21-minute movement. The title was deliberately chosen to contrast with that of Concerto Crosso.

	Elena DENISOVA
	13 Capricen
	1996
	75:55
	avant-garde

label: Talking Music (Germany)

Elena DENISOVA – violine solo

Rec. 1995 in Studio 3 by Bayerischen Rundfunks

(1) Valery Arzoumanov: Transformation  06' l3 

Caprice pour violon seul, gewidmet Elena Denisova
(2) Franz Hummel: Capriccio diabolico  04' 46
(3) Boudewijn Buckinx: „Kahk deeiah!"  07' 07 

für Elena Denisova
(4) Paul Kont: Cantata capricciosa  03' 14
für Elena Denisova
(5) Nikolaus Fheodoroff: Caprice  06' 16
für Elena Denisova
(6) Helmut Burkhardt: „Der Schrei" 03' 35 

Caprice für Violine Solo, gewidmet Elena Denisova
(7) Anthony Girard: „Partons, ö mon äme!" 10' 40 

für Elena Denisova
(8) Jo Sporck: Capriccio für Helena op.74b 06' 43
(9) Elemer Tarjan: Caprice hongrois 03' 47
(10) Giorgio Ferrari: „Recitativo-Capriccio"  06' 32
(11) Wolfgang Danzmayr: „Suona la corda"  09' 09 

Caprice für Violine Solo
(12) Mikhail Kollontay-Ermolaev: Caprice Nr. 7   03' 06 

aus dem Zyklus „10 caprices on destroying of the temple"
(13) Alexander Müllenbach: Capriccio  03' 40

Elena Denisova counts today among the most prominent personalities of the elite Russian violinists. Her musical maturity, her unique individual interpretation and her superior virtuosity are confirmed wherever she performs - both by the press and the public. Against the background of her musical career, all these super​latives appear to be a natural development, as documented by the abundantly well known picture book careers of many virtuosos. Elena Denisova, as is usual with such careers, has won competitions: e.g. the International Prague Radio Competition of 1976 when she was still a pupil at school, or the Zagreb Violin Competition of 1985, the jury of which was headed by Henryk Szeryng. She was trained by Valerij Klimov at the Moscow Conservatory and by Oleg Kagan, whose master courses she attended. She has had triumphant concert tours in numerous European countries, and has not only an effortless command of the complete violin concert literature from Baroque to modern music but also of the extensive range of chamber music.
The Moscow National Quartette - founded by her - in which she not only plays the first violin, has been aesthetically moulded by her relentless musical demands and her extremely high interpretational standards, which she places upon her fellow musicians, without having to sacrifice the pleasure or the spontaneity of playing. In the meantime, the excellent reputation she has achieved for her ensemble goes without saying.
Elena Denisova is possessed by her music. She is - and this is particularly impor​tant for a virtuoso in this day and age - not a retroposed all-in virtuoso who places her circus skills in the service of her personal success, instead she is above all a knowledgeable and attentive advocate of the music of our age, who knows how to perform the most complex and difficult pieces with the same self-evident truth and inner logic as if she were playing Brahms or Beethoven. The subtleness of dis​tinction, the effortlessness with which she masters each technical challenge, the power of expression and versatility of her sound and the extensive knowledge of the stylistics of all musical languages, which she always knows how to transport in a kindred spirit, are perhaps the most outstanding qualities in the psychogram of this unusual artist.
--- Franz Hummel

	Frank DENYER
	Fired City
	2002
	59:17
	avant-garde

label: Tzadik

performed by The Barton Workshop

Composer, theoretician, inventor and instrument builder Frank Denyer is a legendary figure in the Harry Partch / Scelsi tradition. His music is utterly unique and intensely personal, often requiring specialized new instruments of his own design and radical playing techniques.

Fired City presents six of his most dynamic compositions in definitive performances supervised by the composer himself.

The Barton Workshop is unsurpassed in this repertoire and performs it with pasion and a meticulous attention to detail.

Frank Denyer was born in London in 1943. …Since 1990 Denyer has made frequent visits to Amsterdam to perform as pianist with The Barton Workshop, recording the solo piano music and ensemble works of Morton Feldman, Galina Ustvolskaya, Christian Wolff and John Cage.

	Der bose Bub  Eugen
	Nimmerland
	1988
	
	LP          punk

	Jean DEROME
	Three Pieces Suite
	1987
	54:06
	Jean DEROME (Canada) – см. тж. с: Fred FRITH; Robert  M. LEPAGE; Rene LUSSIER; Guigou CHENEVIER;
label: ReR

Chris CUTLER (см.) [d, perc, el]; Jean DEROME  [v, fl, sax, k, game calls, el]; Rene LUSSIER (см.) [g, str bass, perc, whistling]; + Tom CORA (см.) [b].

All Arrangements by Lussier/Derome/Cutler/Cora. Most of the compositions were inspired by the suites for unaccompanied cello by J.S. Bach.

biography

One of the most visible figures of Montreal's musique actuelle (new music) scene, saxophonist, and composer Jean Derome is also one of the instigators of the music community represented by the Ambiances Magnétiques label he co-founded. The fact that he is a graduate of the College of Pataphysics and was the recipient of the prestigious Freddie Stone Award in 1992 goes a long way to explain the blend of absurd, childish fun and dead-serious avant-garde jazz found in his compositions. Born in the mid-'50s, Derome first studied flute at the Conservatoire de Musique du Québec in Montreal. He taught flute and music theory in various Montreal colleges from 1974 to 1983. In the meantime, he began to work as a multi-instrumentalist, adding alto and baritone saxophone. His ground-laying work in the new jazz trio Nébu (1973) and the free improv laboratory Ensemble de Musiques Improvisées de Montréal (or EMIM, started in 1978) led to the creation, in 1983, of the collective and record label Ambiances Magnétiques, together with René Lussier, André Duchesne, and Robert Marcel Lepage. 

Some of Derome's first widely available albums were mid-'80s duo recordings with improvisational Montreal guitarist René Lussier under the name les Granules. Derome and Lussier began collaborating in 1978 and both worked in a wide array of creative collaborations for many years following, becoming perhaps the best-recognized names and most-heard musicians of Montreal's strong avant-garde music community. Since the 1990s, his activities have been split between fun-ridden group projects (Je Me Souviens, les Dangereux Zhoms, Canot-Camping), jazz (the Thelonious Monk tribute trio Évidence), more serious music for theater and dance (La Bête, 3 Musiques Pour Ubu), and abstract free improv (Nous Perçons les Oreilles). Derome released his first solo album, Le Magasin de Tissu, in 2001.

	(Jean DEROME)
	EVIDENCE:

"Musique De Thelonious Monk"
	1993
	65:38
	label: Dame (Montreal)

[Импровизационная интерпрeтация. Очень интересный проект.]

Jean Derome [a s]; Pierre Tanguay [d]; Pierre Cartier [b].

  Evidence: something legally submitted to a tribunal to ascertain the truth of a matter.

  Evidence = “свидетельство”, “очевидность”, “явность”. Характерная особенность того, что захватывает душу с такой силой, что невозможно не свидетельствовать, не провозглашать истину, реальность. Трио Evidence посвятило себя исключительно музыке Телониуса Монка. Этот диск был создан и издан самими музыкантами и не получал никакой финансовой поддержки.

  Evidence — на любом языке (фр., англ., исп., итальянский — то же значение) это слово всегда прекрасно; — сильное, музыкальное, необходимое. Это слово необходимо, когда возникает влюблённость. Или когда говорят о музыке Телониуса Монка.

  Из всех великих музыкантов джаза (Паркер, Мингус, Колтрейн, Пеппер, Долфи, Конитц, Роллинс и все остальные поэты этого круга), Монк — самый “очевидный”. Это необъяснимый. Это — так. Просто-напросто. И всё, к чему он прикасается, становится музыкой музыкой Монка. От молчаний до диссонансов, Монк — в высшей степени композитор. Всё то, чего он хоть слегка касается, ему принадлежит: например, Tea For Two, и другие композиции Еллингтона (его единственный метр?), которые он встряхнул, истолок, затемнил, захватил силой. И весь Монк — несколько дюжин вещей, которые он написал — могут быть интерпретированы чередой друг за другом, как одна целая очень длинная вещь, необъятная, исполненная мистических тайников и источников небывалого счастья. Это и является замыслом настоящего проекта Cartier - Derome - Tanguay.  A l’evidence...

— Robert Daudelin, 1993. (пер. c французского)

	Jean DEROME
	Confitures de Gagaku
	1995
	52:00
	jazz / modern composition

label: Les Disques VICTO (Canada)

rec. 1988

All compositions by Jean Derome. Mixed by Rene Lussier.

Jean Derome [a s, fl, bass fl, v]; Robert Lepage (см.) [cl, bass cl]; Guillaume Dostaler [p, k]; Pierre Cartier [ac b]; Pierre Tanguay [d, perc]; Carol Bergeron [perc, egoine]; Karen Young [chant]; a.o.

NUISANCE

Leave off fine leaming! End the nuisance

Of saying yes to this and perhaps to that,

Distinctions with how little difference!

Categorical this, categorical that,

What slightest use are they!

--- Lao Tseu, "Tao-To-King"

"It was in July of 83, that I had the idea of doing something that stemmed from the Japanese Gagaku.

I was right in the middle of an intense period of production and was performing in concert each day. By the time I got home, in early hours of morning, I was drained, tense, at the same time unsatisfied and overstimulated; then, I listened for a good hour to the only Gagaku record I owned (I have since discovered better ones!). I felt like this music was soothing, making me believe everything still worthwhile.

Gagaku means elegant music. I wondered if I could, in my own way, create the equivalent of this noble and calm ceremonial. One of the slowest music on earth. So here are my very own CONFITURES DE GAGAKU! I have chosen this title because the Gagaku had for me more chances to bring to mind small fruit rather than a piece of music; and I really liked all of what the word "confitures" implies in terms of composition, preservation, tradition and improvisation. In English, you translate "confitures" by JAM (which also means to improvise) and by PRESERVE.

-- Jean Derome

Confitures de Gagaku ("Gagaku Jam" or "Gagaku Preserves") was Jean Derome's first album under his own name. The idea for this project, inspired by Japanese gagaku, magic squares, and haïkus, dates back to 1983. Over the next five years, Derome composed the 11 pieces that would come together on this album. Some, such as "Saturne" and "Oiseaux," were first recorded for his duo albums with René Lussier. Derome recorded Confitures de Gagaku in Winter 1988 with an 11-piece ensemble made of flutes, clarinets, saxophones, keyboards (piano and synthesizers), double bass, percussion, and vocals. Some names are regulars of the Ambiances Magnétiques stables: Pierre Cartier, Guillaume Dostaler, Robert M. Lepage, Jean-Denis Levasseur, Pierre Tanguay. Others are less usual contributors and one must point out the presence of jazz singer Karen Young who plays a central role in the project, delicately giving life to the haïkus. Confitures de Gagaku is not Japanese music and does not sound the least exotic for that matter. This is musique actuelle of the purest Montreal brand, only it is less frenetic than usual: slower pace, bigger place for silence, more meditative. But "Nouveaux Oiseaux" is a typical angular-bouncy Derome melody. Somewhere between jazz, contemporary classical, and Fred Frith's softer projects, Confitures de Gagaku, albeit occasional lengths ("Lonely Eye Can't See," for example), was a very strong debut, inhabited by a calm atmosphere one will rarely find again in Derome's works. The album was recorded direct to two digital tracks with one stereo microphone. Surprisingly, sound quality is very good.

tracks:

Beau  - Derome, Dubuffet

Nouveaux Oiseaux  - Derome, Lao Tseu

Nuisance  - Derome, Lao Tseu

Rouge Elephant  - Derome

Ouareau (Haikus)  - Anonymous Composer, Derome, Haikus

We Do Not Work Alone  - Derome

Work  - Derome, Kawai

Moon in Me  - Derome, Kawai

Immense Fatigue / Lonely Eye Can't See  - Derome, Kawai

Saturne [Nouvelle Version]  - Derome

Saturne [Nouvelle Version]  - Derome

	(Jean DEROME)
	BRUIRE:

"L'ame de l'objet"
	1995
	50:46
	free music / free funk

label: Dame (Canada)

Jean Derome [a/bar sax, fl, petits instruments]; Serge 'Golden' Boisvert [tp, v]; Claude Fradette [g, b]; Martin Tetreault [turntables]; Michel F. Cote [d].

	Jean DEROME
	Jean DEROME et les Dangereux Zhoms:

"Navre"
	1995
	58:11
	label: Dame (Canada)

Jean Derome [a/s/bar sax, fl, piccolo]; Tom Walsh [trb]; Rene Lussier (см.) [el g, daxophone]; Guillaume Dostaler [k]; Pierre Cartier [el b]; Pierre Tanguay [d].

"Navre" constitute la suite de "Carnets de voyage" le premier disque des Dangereux Zhoms. Toutes les pieces de ce disque ont ete composees en train, en avion ou en camion lors de tournees avec Keep The Dog, Looping Home Orchestra, Rene Lussier et le Tresor de la Langue, Les Granules et les Dangereux Zhoms.

	Jean DEROME
	Jean DEROME et les Dangereux Zhoms:

"Torticolis"
	1998
	60:26
	label: Dame

состав – как выше

	Jean DEROME
	Strand: Under The Dark Cloth
	1999
	38:11
	label: Dame (Canada)  dame_cd@cam.org  www.cam.org/~dame_cd/
A "Black & White Suite" by Jean Derome composed in 1988 for John Walker's film about the life and work of Paul Strand, the giant of American photography.

"The portrait of a person is one of the most difficult things to do because in order to do it, it means you must almost bring the presence of the person photographed to other people in such a way that they don't have to know that person personally in any way but they still are confronted with a human being that they won't forget, that the image of whom they will never forget. That's a portrait." – Paul Strand

Jean Derome [fl, tin whistle, a s, p, perc]; Rene Lussier (см.) [g, perc]; Pierre Tanguay [perc]; Robert Ellis [trb, tuba]; Ivanhoe Jolicoeur [fl h, tp]; Claude Maheu [hautbois, cor anglais]; Karen Young [v]; a.o.

	Jean DEROME
	Jean DEROME & Pierre TANGUAY:
"Plinc! Plonc!"
	2001
	54:11
	Pierre TANGUAY - см. тж. с: INTERFERENCE SARDINES
label: Dame www.actuellecd.com / Ambiances Manetiques, 2001

rec. 1997
Jean Derome [saxes, fl, small instruments, v]; Pierre Tanguay [d, perc, v].

A significant and essential testimony about improvised music and the joy Jean Derome and Pieere Tanguay experience when playing together. 

Live aux Soirees de musique fraiche (Quebec, 1997)

These two very talented and hard working Montreal-based musicians have been working together in many different groups since 1984 and have been touring extensively in Canada and Europe.
They have been part of: Les Patenteux du Quebec, Le Tresor de la langue, and are regular members of Reunion, Pierre Cartier's Ensemble, Joane Hetu's Castor et Compagnie, Jean Derome's Dangereux Zhoms and many others. With Pierre Cartier, they have formed Evidence, a trio that is devoted exclusively to the music of Thelonious Monk since 1985.
They are doing a lot of music for dance, theatre and film in Montreal. They have recorded numerous projects mostly on Ambiances Magnetiques' label including two albums with Evidence and three with Dangereux Zhoms.

They started working in duet in 1985 as the Final Notice Project playing their own compositions and improvisations as well as playing music of great jazz composers such as Charles Mingus, Billy Strayhorn, Grachan Moncur III, to name a few.
They recently started calling themselves Derome Tanguay Danse arguing that they would be taken more seriously if they would be considered as choreographers instead of improvising musicians.
They have recorded live shows for the Canadian Broadcasting Corporation and in 1999, they recorded a TV documentary about their music produced by Blue Train Productions in Toronto.
In September 2000 Derome and Tanguay have played with great success in Groningen, North of The Netherlands as part of the lovely Zomer Jazzfiest Tour where the audience travels by bike between the different venues.
Each of their concerts is an incredible improvisation experience covering a lot of ground from modern jazz to musique actuelle and imaginary folklore. They might as well sing, play jew's harp duets, play blues on invented instruments or even... dance! Not so many groups really have the potential to change your perception or even your life! So check this one out!

Saxophonist Jean Derome and percussionist Pierre Tanguay have been collaborating since the early '80s in various projects, including Les Patenteux du Québec (where all musicians play on invented instruments), Jean Derome et les Dangereux Zhoms, and the Thelonious Monk tribute trio Évidence. Plinc! Plonc! is their first recording as a duo and finally offers audible proof of their special affinities. It is taken from a concert given in Québec City on January 18, 1997. The set opens with a 17-minute free improvisation that takes Derome from flute to saxophone to his usual bird calls and small instruments. Tanguay works behind his drum set at first, but eventually moves to small percussion. Both musicians share an intuitive link and the fun they have crosses to the audience (we can hear them laugh when Derome takes out his bird calls). Another free improv, "Gueding! Guedong!," closes the set, this one entirely performed on Jew's Harps. Between the two are one composition by Tanguay and two by Derome, including "Zuripari," a favorite of the Dangereux Zhoms' repertoire, here given a punchy stripped-down treatment. The set is completed by Thelonious Monk's "Ba-Lue Bolivar Ba-Lues-Are." Throughout Plinc! Plonc! the music is light, funny, and effortlessly played, while remaining very much involved and challenging. This album reminds us that avant-garde music need not always be self-centered and serious. This night in Québec City must have been magical. Strongly recommended.

1. Plinc! Plonc! 
(Derome, Tanguay)

2. Djuni 
(Tanguay)

3. Casse-Cou 
(Derome)

4. Ba-Lue Bolivar Ba-Lues-Are  (Monk)

5. Zuripari  
(Derome)

6. Gueding! Guedong! 
(Derome, Tanguay)

	DESC
	Up Here In The Heat
	2001
	39:45
	avantgarde & noise project

label: Bowl of Frogs (SL Records)

written and produced by D Mutch

Helena MacGilp – violin, singing

+ Richard Anderson / Gordon McIntyre [v]; Pete Harvey [cello].

	dEUS
	Worst Case Scenario
	1994
	55:22
	label: Island, Bang!

Julle de Borgher [d, metallophone, gasheating, timpani, maracas, g, v]; Klaas Janzoons [violin, v]; Stef Kamil Carlens [b, v, el&ac g]; Rudy Trouve [el g, v, p, steel plate]; Tom Barman [v, el g, p].

 Парни из той же тусовки, что и Moondog Jr., Zita Swoon.

См. тж. преинтересный проект гитариста Rudy Trouve ---- KISS MY JAZZ (на лэйбле Knitting Factory).

	dEUS
	My Sister = My Clock
	1995
	25:45
	label: Island, Bang!

one-track recording

Jules de Borgher [d]; Klaas Janzoons [violin, p, perc]; Stef Kamil Carlens [b, el&ac g, p, bells, pipes]; Rudy Trouve [el g, v, p, k, b, toy-horns,matress,teeth, harp]; Tom Barman [v, el&ac g, p].

The horror partyjokes, is played by the moonband on the back of a pick up truck driving through a Ukrainian landscape. The truck has got little bells hanging underneath it. When the convoy reaches the city, Tommy joins them.

The middle wave is the middle wave and has always been that way.

Little ghost is for Maya.

"dEUS -- группа из Бельгии, где конвеерное производство музыки не налажено. Это страна штучных изделий, и они, надо признать, штучного качества. Можно вспомнить шансонье Жака Бреля, трогательную музыку Паскаля Комелада. dEUS продолжает достойный бельгийский ряд. Эта группа была замечена ещё со своим первым альбомом 'Worst Case Scenario' [...] У dEUS есть тот самый пятый элемент, без которого невыносимо скучно, а когда он есть, вполне можно поговорить о магии. Ещё одно тому доказательство -- то, что эта группа великолепна на концертах. Ребята регулярно заставляют слушать себя избалованную фестивальную публику, которой чуть что не так, будь то хоть Rolling Stones, сразу переходит к ближайшему пивному вагончику."

	dEUS
	The Ideal Crash
	1999
	56:01
	label: Island

	dEUS
	In A Bar, Under The Sea
	
	60:26
	dEUS: Tom Barman, Stef Kamil Carlens, Jules De Borgher, Klaas Janzoons, Craig Ward. With guests: Eric Drew Feldman [p, Hammond, perc], Scott McCloud [philosophy], Piet Jorens [p, gong], Bart Maris [tp], Rudy Trouve [g]; Didier Fontaine [v], The Smith Quartet [strings].

	dEUS
	No More Loud Music
	2002
	58:36
	label: Island

the singles

	DEUTSCH NEPAL
	Deflagration Of Hell
	1992
	42:41
	noise / dark wave

label: Cold Meat Industry

1. Deflagration Of Hell

2. Excursioner Angel

3. Glimpes of War, parts 1 & 2

4. Energy – not Orgasm

5. The Hierophants of Light

6. Holistix – links between God and Human

	DEUTSCH NEPAL
	DEUTSCH NEPAL & THE MOON LAY HIDDEN BENEATH A CLOUD:

"A Night In Fear"
	1996
	30:33
	label: Ouroubouros Publishing Ltd / Arthur's Round Table

THE MOON LAY HIDDEN BENEATH A CLOUD - см.

	DEUTSCH NEPAL
	DEUTSCH NEPAL & IN SLAUGHTER NATIVES:

"Mort Aux Vaches"
	
	74:22
	label: Staalplaat

1. IN SLAUGHTER NATIVES:

Awaking Sacred Worms

Pure Sacred Worms

To Mega Therion

Death Just Only Death

Skin Sore Eyes

2. DEUTSCH NEPAL:

Father

29 Needles

Horses Give Birth To Files

October Lund-Home

	DEUTSCH NEPAL
	A Silent Siege
	2003
	52:32
	label: Old Europa Café (Italy) oec@iol.it  http://Come.to//Old.Europa.Cafe
All music by Zyclon B Doll exc. Tintomara by Bonan Nilsen of Hazard.

Der Deutsch Nepalische Generalstab: http://user.tninet.se/~bsb015v
A Silent Siege (rec. 1991-2002) is the conclusion of over ten years of recording for the silencetriology. This triology had the theme of the right to remain silent… not having to say a word about anything, the freedom to judge over nothing and no one. To just be, without trying to influence or change, without suporting or taking part in the game, to place oneself apart from the standards working in this society, not because one is excluded… but of ones own will.

The monitoring activity of a Silent Siege in which I believe.

--- Der General

	DEVIL DOLL
	Dies Irae
	
	45:53
	label: Hurdy Gurdy Records (Italy)

www.devildoll.nl 

Представьте себе музыку, подобную "Super Star", а поёт везде Nina Hagen – это и будет "Dies Irae"

A concept, music and lyrics by Mr. Doctor. "Dies Irae" inspired by the life and music of George H. Bone.

Devil Doll: Mr. Doctor [vox]; Francesco Carta [p]; Sasha Olenjuk [vln]; Roman Ratej [d]; Bor Zultan [g]; Jani Hace [b]; Davor Clavic [k]; Michel Fantini Jesurum [organ].

Soprano – Norina Radovan

Accordion – Drago

The Slovenian Phil. Orchestra

	DEWAR’S  BAGPIPE  FESTIVAL
	Live at the Knitting Factory
	1993
	48:32
	~impro

label: Knitting Factory Works (NY)

1. George Balderose ‘Danny boy’ / ‘Amazing Grace’

2. George Balderose ‘Piobaireachd:The Lament for Alisdair Dearg

3. Samm Bennett ‘Gimme’ A Dram’

4. Tim Britton ‘Air’ / ‘Port na bPuca’: Reels

5. The Wax / David Watson ‘Pipeline’

6. Rawlins Cross ‘Long Night’

7. Andy Haas & Julie Brown ‘Sub Genius Lament’

8. Battlefield Band ‘Untitled’

This CD, recorded live at the Knit, features traditional piper George Balderose, Samm Bennett’s sampled bagpipes, Tim Britton with Irish Pipes and African percussion, and the Wax, a didgeridoo and bagpipe duo, plus many more.

	ДИЧЬ АВАНГАРДА: a cross-cultural compilation
	vol. 1
	2001
	79:19
	label: Insofar Vapor Bulk  com.eudoramail@eudoramail.com 

limited edition: 500 copies

All tracks recorded during summer-autumn 2001 exclusively for this compilation.
1. "Brumbrum au Tashkent" by Roughage, using sound material from IVB rec. archives.
2. "Dintoment  by Cisfinitum using original sounds from Maeror Tri's "Diving Into Monument". Composed by Voronovski.
3. "Amathodynamics" by The Haters. Text by GX Jupitter-Larsen. Russian translation and voice
fay Eugeny Voronovski. Post production by Scott Arford.
4. "Tabes" by Erinys. Using underlying samples from the 1963 recording of "The Sharp Drill"
by the Soviet Army Chorus and Band.
5. "Zil R-161 Soviet Communications Aggressor" by Stretcher, inspired by the artistry
of Soviet military hardware, and the artfullness of Soviet propaganda at fear-breeding in the West,
by creating the impression of military/technological arsenal far more advanced and threatening than, in reality, it was. 

6. "Нагая Степь" [j.t. 129]. Russian expedition by Kallabris. Moral support by Артём Весёлый.
7.  "Sea of Memory" by Arkkon and Membranoids.
8. "The Soya Bean" by Leif Elggren and Alexey Borisov.
9. "Баку просыпается" (Muslimgauze Memorial Edit) by E-Shak MMS.
10. "Rush-Amur " by De Fabriek. Inspired by Shostakovich and Tarkovski.
11. "Borisov MX 2" Kapotte Muziek recycle track "MX 1" by Alexei Borisov ("MX 1" was recorded using ultra Milkmaids' samples).
12. "Ritm  trek" by Ultra Milkmaids and Alexei Borisov. Final mix by y.
13. "Новгород" by Cotton Ferox. Composed by Carl Abrahamsson and Thomas Tibert.
14. "Пряха"  Russian folk song destructured by Nomuzic.
15. "World Peace Mix ". Nocturnal Emissions remix Psilocybeast. Decomposed and disarranged by Nigel Ayers in the World of Shelves, Samhain.
16."Death is just a beginning" by Vishuddha Kali.

Силуэт горошка, хворост в небе послеобеденном виден издалека или со дна желудка поднимается в ночь атмосфера стальная, гладкая, как поверхность масла. Дерево, покрытое тонким слоем скипидара, шкуркой отполированное до блеска - реальность дня, воспоминания молодости, или просто осколок разбитой вдребезги памяти. Холод стопроцентного успеха не позволяет мне двигаться вперед, навстречу солнцу молодому, слегка загрязненному пеплом. Смыслы, хор Пятницкого, пустоты в теле. Хрестоматийный коктейль, внебрачная свадьба легкоатлета и музыканта. До встречи в прошлом...

Aleksei BORISOV – см. тж. его проект "Волга" в файле 'Eurofolk'/Slavic' (Russia)

	Nick DIDKOVSKY
	BODY PARTS
	2002
	50:05
	Nick DIDKOVSKY - см. тж.: DOCTOR NERVE; FUKKEDUK; BONE; тж. с: Takashi KAZAMAKI & Kalle LAAR; Guigou CHENEVIER;
label: Vand' Oeuvre vdo@fr.st  http://vdo.fr.st
Nick Didkovsky [el g, v]; Guigou Chenevier (см.) [d, v].

Chenevier: inoui@club-internet.fr
Didkovsky: dnerve@ingress.com  http://www.ingress.com/~dnerve/bodyparts 

	DIE ANARCHISTISCHE ABENDUNTERHALTUNG (DAAU)
	We Need New Animals
	1998
	48:26
	label: Columbia

rec. 1997-98

1. No Rule 
DAAU 
4:34

2. Hot Shades (My Medina) 
DAAU 
5:17

3. Nix 
DAAU 
2:26

4. Broken 
Pierle 
4:52

5. Gin & Tonic 
DAAU 
6:39

6. Oliphant 
DAAU 
3:18

7. Waltz Delire 
Bovee 
3:27

8. Traag 
DAAU 
4:22

9. Dip 'N Dodge 
Willkie 
5:03

10. Lady Delay 
Bovee, Lenski 
2:46

11. Lost Souls 
DAAU 
5:11

	DIE ANARCHISTISCHE ABENDUNTERHALTUNG (DAAU)
	Life Transmission
	2001
	57:47
	label: Sony Music (Belgium) www.sonymusic.be
Buni Lenski [vln, cl]; Han Stubbe [cl, progr]; Roel van Camp [accordion]; Simon Lenski [cello]; Adrian Lenski [organ, elka, p]; + Phil Evans [thunder (#4)]; Angelique Willkie [v (#7)]; Big Beek Band (#5).

	DIE ANARCHISTISCHE ABENDUNTERHALTUNG (DAAU)
	Richard of York Gave Battle in Vain
	
	33:13
	label: PIAS

produced, recorded and mixed by Han Stubbe

all music by DAAU

Buni Lenski [vln, casio, v]; Han Stubbe [cl, casio, progr]; Roel van Camp [accordion]; Simon Lenski [cello, v]; Janek Kovalski [perc]; Adrian Lenski [p]; + Yamina Cheurfa [v].

	DIE FORM
	l'ame electrique
	1995
	58:02
	ambient-gothic, умеренно-мрачный, с волшебным женским вокалом; инструментал – клавишный.

label: Rough Trade – Hyperium

Composed, performed and recorded by Philippe Fichot / Die Form

1. Martyrium 2

2. Phenomena of Visitation

3. Rosa Aeterna

4. La Somnambule

5. The Hate

6. Le Reve 2

7. Martyrium 1

8. La Machine Moderne

9. Le Reve 1

10. Luminary

11. Hallucigenia

12. Unreal Cinema 1

	DIE HAUT
	Sweat
	1994
	61:07
	тяжёлый панк-рок
label: Triple X Records (Los Angeles, CA, USA)

Jochen Arbeit [g]; Christoph Dreher [b]; Rainer Lingk [g]; Thomas Wydler [d]; with vocals: Nick CAVE (см.), Lydia LUNCH (см.), Blixa BARGELD (см. с EINSTÜRZENDE  NEUBAUTEN), Alexander HACKE (см. с EINSTÜRZENDE  NEUBAUTEN), Kid Congo Powers.

1. Psycho 3'37

2. Truck Love 4'00 (voc./words: Nick Cave)

3. Anschlag 3'36

4. SHC 3'41

5. In The Heat of The Night (voc./words: Kid Congo Powers) 4’20

6. Angel Jesus (voc./ words: Kid Congo Powers) 2'44

7. Pleasure Is The Boss (voc./words Nick Cave) 2'48 

8. Sad Dark Eyes (voc. Nick Cave) 2'19

9. Aischa 3'35 

10. Victory  3'23 

11. Golden Gate (voc./words: Kid Congo Powers) 2'46

12. Parts Unknown 5'06 

( voc./words: Lydia Lunch / Kid Congo Powers) 

13. Excited (voc./words: Kid Congo Powers) 4'32

14. Another Ship In The Night 4'39 

15. Hand (voc: Alexander Hacke) 4'53       

16. Johnny Guitar (voc: Blixa Bargeld) 3’40

	Die  KRUPPS – см. на 'K'
	
	
	
	

	Die KNODEL -- см. на 'K'
	
	
	
	

	Die INTERPRETEN – см. на 'I'
	
	
	
	

	DIM SUM CLIP JOB
	Harmolodic Jeopardy
	1996
	43:54
	label: Avant

Robert Price [g]; Chris Cochrane [g]; Gordon Knauer [a s]; Jay Brown [b];  Laura Cromwel [d]. Produced by John Zorn.

Проект в духе KING CRIMSON – все вещи агрессивные, навороченые, очень-очень мощные. Но, в душе, если и не с явным юмором, но уж во всяком случае, с атомным зарядом игривости!

	The DIRTY THREE
	Dirty Three
	
	49:23
	impro-avant project

label: Touch and Go Records (licensed from Torn & Fray, Australia)

	The DIRTY THREE
	Horse Stories
	1996
	56:45
	label: Touch and Go Records (Chicago)

	The DIRTY THREE
	She Has No Strings Apollo
	2003
	47:18
	Warren Ellis [vln]; Mick Turner [g]; Jim White [d].

	DISCOTHEQUE BRUITISME
	
	
	73:13
	acid/noise

1. Vrag Naroda Erneverter PR

2. Relais

3. Ostinato

4. Stick

5. The Messenger Us El Stick

6. Cybermouse

7. Christoph De Babalon

8. Mouse on Mars

9. TBC

10. Reznicek

11. Hematic Sunsets

12. Greenland Orchester

13. Flash Gordon Bluesband

14. Jetzman Liquidski

	DISKAHOLICS ANONIMOUS TRIO
	
	2001
	66:22
	avant-noise

label: Crazy Wisdom

Mats Gustafsson  (cм. в 'Jazz': GUY-GUSTAFSSON-STRID) [tubax, t sax, French flageolet]; Jim O'Rourke [synth]; Thurston Moore (cм. тж. с: William HOOKER) [g]. Mix: Jim O'Rourke.

Rec. in Sweden.

1. Tree Collectors of Bird Note

2. Totally Gump (Gump Completist)

3. Yellow Label Silence
Чего можно ждать от диска под названием «Трио анонимных дискоголиков», который выпущен компанией звукозаписи «Безумная мудрость»? Особенно если учесть, что «Трио» состоит из основателя легендарной арт-панк-группы 80-х Sonic Youth гитариста Терстона Мура, нового участника этой же группы Джима О'Рурке, тоже гитариста, но умеющего извлекать звук из всего чего можно, в данном случае из компьютеров, и лидера шведского джазового авангарда саксофониста Матса Густафссона. «Трио анонимных дискоголиков» произвело три спонтанные коллективные импровизации, которые (уже после записи, разумеется) получили вот такие веселенькие названия: «Три собирателя птичьих нот», «Круглый идиот» (Totally Gump - отсылка к знаменитому фильму Forrest Gump) и «Молчание под желтой этикеткой». Если сравнивать их музыку с кино, то больше всего это похоже на альтернативную эстетику черно-белой «Ведьмы из Блэра». Как и этот фильм, диск «анонимных дискоголиков» уж точно искусство не для всех. А для тех, кто готов к монохромной звуковой палитре, состоящей из всех оттенков черного и белого. Точнее, к физическому белому шуму, из которого, привыкнув к мощному звуковому напору, подобно тому как глаза привыкают к темноте, можно попытаться вычленить то, что когда-то было музыкой. Причем музыкой очень хорошей - такой, что стоит дослушать этот диск до конца. 

--- ДМИТРИЙ Ухов

	DIVINATION – см. LASWELL
	
	
	
	

	DK 3
	Neutrons
	1997
	33:50
	funk / avant-garde. Эксперименталистский и импровизационный проект. Насыщен применением новых и необычных звучаний.
label: Quarterstick Records (Chicago, IL)

Duane Denison [g, b]; James Kimball [d, aquaharp]; Ken Vandermark [reeds]; Tom Bickley [recorder (#7)]. 

	Nick DMITRIEV
	In Memoriam
	2004
	76:50
	label: Solyd Records

rare and previously unreleased tracks

Я хочу выразить глубокую благодарность всем, кто помог в издании диска памяти нашего друга Коли Дмитриева. Прежде всего, это, конечно, музыканты, которых Коля издавал на своей фирме «Длинные руки». Они сразу поддержали идею, подавляющее большинство предоставленных ими записей выходит на этом компакте впервые.
Спасибо вам, Антон Батагов, Владимир Мартынов и Татьяна Гринденко, Алексей Любимов, Сергей Загний, Сайнхо Намчылак, Николай Судник, Елена Сергеева и Сергей Жирков, Вячеслав Гайворонский, Лев Гутовский, Александр Бакши, Терри Райли, Михаил Ходаревский, Михаил Жуков, Алексей Айги - и Анастасия Курёхина, разрешившая использовать запись Сергея Курёхина.
--- Андрей Гаврилов, Solyd Records

1
ENSEMBLE 4'33"
MUSIQUE SOLITAIRE
Alexei Aigui - violin, Glockenspiel
Denis Kalinsky - cello.
Music from the soundtrack to Petits Oiseaux et Grands Savants

(dir. - Catherine Garanger).
Recorded in March 2004 in the Tourne studio by Mikhail Spassky.

2
ALEXEI LUBIMOV
plays Mysterious Adventure for prepared piano (1947)
by John Cage.

3
SAINKHO NAMCHYLAK
RECOLLECTION
Part 1. Morning Raga (live)
Part 2. Train (live)
Part 3. Temptation (live)
Recorded live at the DOM 21.10.2001.

4
SERGEI ZAGNY
REQUIEM
Recorded 5.05.98 in Moscow.

5
NE TE
WANDERING SONG
Elena Sergeeva, Sergey Zhirkov
with Eduard Sivkov - saxophone
and Mikhail Yudenich - drums.
Recorded live in Vologda 25.06.1999.

6

VETROPHONIA
AUTORIKSHA
Nick Nick Sudnick
& Alexander Lebedev-Frontov - zvukosklestchivanie.
Recorded in November 1998.

7
ALEXANDER BAKSHI
WINTER IN MOSCOW. SLIPPERY... (1994)
Performed by the ensemble
OPUS POSTH / Tatiana Grindenko (violin).

8
FABERGE EGGS
KOLYA WHO BUILT THE DOM
Mikhail Khodarevsky, Dmitry Shumkov with Leonid Tishkov (harmonium).
Recorded in 1997, final mix by Mikhail Rezvan in 2004.

9
VYACHESLAV GUYVORONSKY
BALLAD #6

10
TERRY RILEY and VLADIMIR VOLKOV
RAGA
Recorded live at the DOM in 2000.

11
NEW ART ENSEMBLE
INTRODUCTION
Lev Gutovsky, Sergei Belov.
Recorded in 1999.

12
MIKHAIL ZHUKOV AND NIKOLAI OORZHAK
HOOMEY (fragment)

with Vlad Makarov (cello) and the Uneasy Music Orchestra.

Recorded live at the DOM 04.10.2000.

13
ANTON BATAGOV

ON THE WAY TO THE PURE LANDS (MUSIC FOR NICK DMITRIEV)

Composed, performed and recorded on April 20-21, 2004.
The voice of Geshe Thubten Tashi chanting "Mandala offering" and the fragment of "Lamas' dance" were recorded in Kopan Monastery, Nepal, in November, 2000.

14
SERGEI KURIOKHIN 

A PIECE FROM UNKNOWN SOUNDTRACK

The date of the recording unknown.

Recorded in Leningrad by Sergei Litviakov.

15
VLADIMIR MARTYNOV 

POST SCRIPTUM (from the unreleased album "ALTERNATIVA")
Vladimir Martynov - piano, Tatiana Grindenko - violin, Sergei Saveliev - syn​thesizer, Alexander Zakirov - bass guitar.

Recorded in 1985 by Yury Bogdanov.

Mastering: Anton   Silaev

	DOCTOR  NERVE
	“Armed Observation” [1987] / “Out To Bomb Fresh Kings” [1984]
	
	74:52
	avant-rock. Существенно авангардный, замысловатый, очень энергичный.  

Be shure to visit the Dr. Nerve Homepage

http://cuneiformrecords.com/bandshtml/drnerve.html 

http://doctornerve.org 

leader: Nick Didkovsky - см. тж.: Nick DIDKOVSKY; FUKKEDUK; BONE; тж. с: Takashi KAZAMAKI & Kalle LAAR; Guigou CHENEVIER;

label: Cuneiform (USA), 1991

Nothing else sounds like Doctor Nerve! 

"Guitarist/leader Nick Didkovsky loves building polyrythmic edifices out of odd rythmic figures played at breakneak tempos by his turn-on-a-dime ensemble...which he pushes to inhuman limits of virtuosity." -- Option. 

"Ambitious compositions and intricate arrangements... tightly executed by a crack eight-piece outfit...Gutsy, intelligent, vital." -- Pulse. 

"The music is brash, tricky, obnoxious, and proud of it.” -- The New York Times. 

"Magnificent.” -- The Wire. 

"A startling collision of post-metal guitar, avant-garde improvisation, and tight large-ensemble arrangments." -- Guitar Player.

  “After quitting a promising career as an actuary, I moved upstate to the Creative Music Studio, which seemed like a good place to compose music full time, explore new ideas, run the recording studio, and make a lot less money. [...] The ensuing proto-Nerve incarnations recorded some killing performances, which ended up on the first LP ‘Out To Bomb...’. The band’s identity coalesced later, giving birth to another LP: ‘Armed Observation’. I am exceedingly proud to see these first two LP’s released here on the CD. About the artwork: I recently saw some paintings by surrealist Victor Brauner at the museum of modern art in St. Etienne, France. I was particularly captivated by a nervous tubular man in one of the untitled paintings, and sketched him. When I got back to New York, I matted the resulting images against fractal graphics generated by my own software, and very happy with the results.”   — N. D.
The Musicians:

Samm Bennett - percussion (15)

Doug Brown - electric bass (20)

Anne Brudevold - violin (16, 22 - 25)

Lucian Burg - sax (20)

Brian Carter - drums (20)

Don Davis - tenor sax (17, 18, 21, 27)

Didkovsky  - guitars on everything, tiple

Dave Douglas (см. тж. в ‘Jazz’) - trumpet (1 - 4, 7, 14, 15,16), piano (16)

Yves Duboin - soprano sax (1 - 4, 6, 7, 9 - 11, 14 - 18, 21, 23 - 25, 27)

Brian Farmer - drums (22  - 25)

Mike Leslie - electric bass (1,2, 4, 15, 17, 18, 21, 27)

Bill Lippencott - sax (20)

Joachim Litty - sax (23 - 25)

Michael Lytle - bass clarinet (1 – 4, 6, 7, 14, 15, 16, 17, 18, 21,27)

Steve MacLean - electric bass (23 - 25}

James Mussen - drums (1 - 4, 6, 7, 14 - 19, 21, 27)

Kyle Sims - electric bass (3, 6, 7, 14, 16)

Marc Wagnon - vibraphone (1 - 4, 7, 14, 16 - 18, 21, 27), percussion (15), piano (6)

Chuck Verstraeten - trombone (23 - 25)

	DOCTOR  NERVE
	Did Sprinting Die?
	1990
	42:26
	label: Cuneiform

DOCTOR NERVE:

Greg Anderson - electric bass

Leo Ciesa - drums

Nick Didkovsky - electric guitar, vocals

Yves Duboin - soprano sax

Rob Henke - trumpet

Michael Lytle - bass clarinet

Marc Wagnon - KATmallet controller

Live concert material digitally recorded on the evening of June 14, 1989 at The Knitting Factory, NYC. Portions of this recording were broadcast from Tokyo the following day.

Armed Observation/Out To Bomb Fresh Kings is both of the first two lps that cemented Nerve's reputation as one of NYC's most fast 'n' furious bands. Hot NYC downtown fusion, “Did Sprinting Die?” is a live show from 6/14/89 captures all the fun and energy of a Nerve concert. “Beta 14 OK” and “Skin” contain SCREAMINGLY high energy performances of superbly convoluted compositions. On “Skin”, Nerve finds the unlikely meeting ground between heavy metal, thrashcore and artrock. The densest, heaviest, most intricately composed music you could ever imagine! “Every Screaming Ear” could be considered an overview & summation of the group's work to date, as it includes live reworkings of material from their previous recordings, as well as compositions, deconstructions & improvisations, all with excellent sonics. In addition, there are two amazing tracks by Nick Didkovsky with Japan's Isso Yukihiro group [from Nick's recent Japanese tour], a chamber orchestra performing a Nerve piece, & a new studio recording of Nerve with The Meridian Arts Ensemble performing Capt. Beefheart's "When It Blows It's Stacks".

	DOCTOR  NERVE
	Beta 14 ok
	1991
	49:26
	label: Cuneiform

Greg Anderson [el b]; Michael Lytle [contrabass, clarinet, v];  Marc Wagnon [vibes, p]; Nick Didkovsky [el g]; Dave Douglas (см. тж. в разделе ‘Jazz’) [tp]; Rob Henke [tp, v]; Yves Duboin [s s]; Leo Ciesa [d].

  ‘Beta 14 ok’ brings to completion three years of work. A fair share of this time was spent exploring form, particularly musical form, and the role of the composer in its determination. This program generated compositions orchestrated specifically for Doctor Nerve. It repeatedly dealt me severe aesthetic shocks and blows, which is of course a very good thing. On the far end of this blurred boundary lies ‘Fast Fourier Fugue’ (#16), a computer generated vibraphone piece which composes itself during the act of performance, each result being unique and outside of my control. Thanks to everyone who has supported and continues to support Doctor Nerve. Move forward, move fast, ‘Beta 14 ok’.

"There's lots here to mull over...have cerebral fun deciding whether to listen to it in one broad dramatic sweep or to single out individual tracks for closer scrutiny.” -- The Wire.

	DOCTOR  NERVE
	Skin
	1995
	53:39
	label: Cuneiform

Greg Anderson [el b]; Michael Lytle [contrabass, clarinet, v];  Marc Wagnon [vibes, samples]; Nick Didkovsky [el g]; Dave Douglas (см. тж. в разделе ‘Jazz’) [tp, barithone thing]; Rob Henke [tp, v]; Yves Duboin [s s]; Leo Ciesa [d]; Michael Lytle [bass cl, contrabass cl].

"Brash, tricky, obnoxious and proud of it." – New York Times

"Inhuman limits of virtuosity" – Option

"This CD will scare the hell outta ya!" – Drummer Dude

	DOCTOR  NERVE
	Every Screaming Ear
	1997
	52:04
	label: Cuneiform

All compositions by Nick Didkovsky except "Stacks" by Captain Beefheart

Nick Didkovsky [el g, screaming ear, splintered voice]; Greg Anderson [el b, subversive analog archives]; Leo Ciesa [d, binary excisions]; Dave Douglas (см. тж. в разделе ‘Jazz’) [tp, barithone thing, missing]; Yves Duboin [s s, screaming tongues]; Rob Henke [tp, big money rant, v]; Michael Lytle [bass cl]; Marc Wagnon [electromagnetic vibraphone]; + a.o.

	DOCTOR  NERVE
	Ereia
	2000
	54:59
	label: Cuneiform Records (USA) cuneiformrecords.com

drnerve@ingress.com
http://www.ingress.com/~drnerve 

Full score available, should you want to share a little knife with us. – Finis Coronat Opus
Produced by Nick Didkovsky

#1.-4. First

She Look Her Spit

Ereia, In No Mood

Fresh Comes Out

#5. Second

For Being Nice To The Wrong People

#6.-9. Third

For Away Scares Him

He Shares A Little Knife With His Sister

The Thorn Piercing His Coat

At Last The Hand, Shifting

Performed by DOCTOR NERVE and THE SIRIUS STRING QUARTET, as listed below:

Doctor Nerve

The following sonic criminals performed acts of unimaginable musical cruelty and luminosity on all three movements of this work:

Greg Anderson - bass, ears; Leo Ciesa - drums, oak splinters; Nick Didkovsky - electric guitar, claps, on Spit Yves Duboin - soprano sax, flute, splitting headache; Rob Henke - trumpet, dream drop; Michael Lytle - bass clarinet, fearless terrors; Kathleen Supove - piano, freak books, vinyl.

Sirius String Quartet 1999

The formation contemporary with this release consists of the following guardians of sonic fury, who recorded the first and third movements in a lavish studio environment, spurning its comforts entirely:

Joyce Hammann - violin, double stop razors; Mary Whitaker - violin, unflappable quintuplet jet stream; Ron Lawrence ~ viola, big room; Tomas Ulrich - 'cello, heavy mettle.

Sirius String Quartet 1997

The formation that premiered Ereia consisted of the following trustees of intractable virtuosity, whose live performance of the second movement is delivered here to your ears:

Todd Reynolds - violin, solo on The Thorn Piercing His Coat; Liz Knowles - violin, radiance; Ron Lawrence - viola, big vision; Mary Wooten - 'cello, a little knife.

In 1993, Ben Neill booked Doctor Nerve at The Kitchen for the Gruppen Festival. I invited the Soldier String Quartet to share a set of conducted improvisations with Nerve, and a sound was launched that screamed for a future. We performed a similar set a year later at The Knitting Factory, this time with the Sirius String Quartet, which intensified the scream. In 1996, commissioning funds supporting the creation of a new piece for Doctor Nerve and The Sirius String Quartet arrived, and with it the challenge of tunneling limitless possibilities into a single cohesive work.

I decided that I could both maximize my freedom and focus the composition by splitting it into three movements. The first movement would be for string quartet only. The third movement would be a through composed movement for the full ensemble. The second would act as a kind of morphological bridge between the first and third, being a conducted improvisation that incorporates material from these two movements. And so it is realized here, with the second movement captured live in concert, and the others movements recorded in the studio.

Composing, performing, and recording Ereia has been one of the most intense creative experiences of my life. The piece has made it its business to push as many of my limits as it can: creative, musical, technical, emotional, interpersonal, physical... Ereia will for the rest of my life provide a model for how I maintained a musical current while discovering my role as a new father, itself a creative act at least an order of magnitude more demanding than uny music I will ever compose, record, or perform. Still, Ereia should kick your ass.

-- Nick Didkovsky, 2-1-00, NYC

	Sally DOHERTY
	Empire of Death
	1999
	37:00
	lyrical dark wave / ac. ambient w/ fem. vocalise

label: World Serpent website: www.worldserpent.com
website: www.sallydoherty.com 
Sally Doherty (v, fl, k, progr) / Liz Hanks (cello) / Liz Lipscombe (vln) / Karen Burland (cl) / Freya Bailes (oboe) – the Sumac girls

rec. 1999

	Cristina DONA
	Nido
	1999
	43:28
	avant-rock с очаровательным женским вокалом на итальянском языке.
label: Mescal (Italia)  onmescal@tin.it 

http://members.tripod.com/cristinadona/cricover.htm 

Cristina DONA – [автор музыки и слов, вокал, акустическая гитара] в сопровождении итальянского рок-состава; вкладка на итальянском языке.

	Dave  DOUGLAS – см. ‘Jazz’ section
	
	
	
	

	DOUSID3
	Empties
	2000
	47:14
	драйвовый noise-fusion , местами изрядно гипнотический, особенно, когда с вокалом (женским).

label: Tzadik

Yutaka Kawana [g, v]; Sayoko [b, v]; Buz [d].

Powerful and hypnotic, dousid3 has created a unique mix combining club music with heavy rock riffs, dub studio techniques, noise and sexy vocals. Based in New Yourk City these three young musicians take the classic format of guitar, bass and drums to a whole new level with the aid of sampling triggers and outboard effects.

Influenced by a wide variety of music, "empties", their debut recording is a multifaceted peek into a trippy new world of sound.

	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 Вэйтса. Или обоих сразу. Не пропустите!

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.

	DOWNTOWN  DOES  THE  BEATLES
	Live at the Knitting Factory
	1992
	47:25
	label: Knitting Factory Works / BlackJack records

1. Les Miserables Brass Band "Being For The Benefit of Mr. Kite" 2:36
(J. Lennon/P. McCartney) Maclen Music, BMI

Marcus Rojas - tuba, Frank London (см. тж. с: KLEZMATICS) - trumpet, Jeanne Snodgrass - trumpet, Matt Darriau - alto saxophone, David Harris - trombone, Vinnie Nobile-trombone, W. Marshall Sealy - french horn, Takaaki Masuko - drums; recorded by Bob Appel

2. Defunkt "Come Together" 5:56
(J. Lennon/P. McCartney) Maclen Music, BMI

Joe Bowie - trombone, vocals; Bill Bickford - guitar, vocals; Kim Clarke - bass, vocals; Kenny Martin - drums, vocals, John Mulkerin - trumpet, vocals; Marcus Persiani - keyboards; recorded by Bob Appel

3. Alex Chilton "I Wanna Hold Your Hand" 2:23
(J. Lennon/P. McCartney) Dutchess Music/Northern Songs, BMI Alex Chilton - gultar, vocals; recorded by Bob Appel

4. Lydia Lunch "Why Don't We Do It In The Road" 3:31
(J. Lennon/P. McCartney) Maclen Music, BMI

Lydia Lunch - vocals, Clint Ruin - music; engineered by Clint Ruin

5. Eugene Chadbourne "Day In The Life" 4:40
Lennon/P. McCartney) Maclen Music, BMI

 Eugene Chadbourne - guitar, vocals; recorded by Jonathan Nelson

6. Samm Bennett and Chunk "Dear Prudence" 4:40
(J. Lennon/P. McCartney) Maclen Music, BMI

Samm Bennett - electronic trumpads,vocals; Oren Bloedow - bass, vocals, the dog-guitar; Billy Martin - drums;

recorded by Bob Appel

7. King Missile "We Can Work It Out" 2:13
(J. Lennon/P. McCartney) Maclen Music, BMI

John S. Hall - vocals, Dave Rick - guitars, Chris Xeafos - bass, Dave Ramirez - drums;  recorded by Bob Appel

8. Fred Lonberg-Holm "Taxman" 5:54
(G. Harrison) Maclen Music, BMI

Fred Lonberg-Holm - cello, Evan Gallagher - Ace Tone 5, Ace TONE 10; Robert Cimino - tabla, Kevin Norton - drums; recorded by James McLean

9. Buddha Pest "Blue Jay Way" 5:30
(George Harrison) Comet Music Corp., ASCAP

Stephen Marsh - guitar, vocals; Yuval Gabay - drums, Tony Maimone - bass, Catherine Bent - cello; recorded by James McLean

10. Arto Lindsay/Mark Ribot/Syd Straw/Joey Baron/Greg Cohn "Don't Let Me Down" 3:35
(J. Lennon/P. McCartney) Maclen Music, BMI

Arto Lindsay - guitar, vocals, Marc Ribot - guitar, walkman, Syd Straw - vocals, Joey Baron - drums, Greg Cohn - bass;

recorded by Bob Appel

11. Kurt Hoffman's Band of Weeds "Revolution #9" 2:54
(J. Lennon/P. McCartney) Maclen Music, BMI 

arranged by K. Horfman

Iian Crawford - double bass, Anne DeMarinis - accordian, Dickie Dworkin - drums, Kurt Hoffman - clarinet, Richard

Keene - tenor sax, Frank London - trumpet, David Strauss - tenor banjo, Fritz Van Orden - alto sax, Garo Yellin - cello;

recorded and mixed by Paul Special

12. Les Miserables Brass Band (см. на HEIMAT KLANGE) "Eleanor Rigby" 5:30
(J. Lennon/P. McCartney) Maclen Music, BMI 

Executive Producer: Michael Dorf. All songs recorded live at the Knitting Factory (NYC) 1992 

	Bob  DRAKE
	Little Black Train
	1996 
	41:56
	Bob DRAKE -- см. тж. THINKING PLAGUE; тж. с: Chris CUTLER «The (EC) Nudes»; HAMSTER THEATRE; The SCIENCE GROUP; 5uu's (на "F");
label: ReR

performed, recorded and mixed by Bob Drake.

Превосходный проект гитарной альтернативы.

	Bob  DRAKE
	Medallion Animal Carpet
	1999
	44:11
	label: ReR www.megacorp.u-net.com
http://www.bdrak.com
BD [b, d, vln, v, synth, etc.]; + Chris Cutler (см.) [d]; Mark Fuller [d, perc]; Jason Dumars [s]; Tim Gadd [ac g]; Stevan Tickmayer [k].

Produced, engineered, mixed by BD

	Bob  DRAKE
	The Skull Mailbox
	2002
	43:58
	label: ReR / Locus Solus (Japan)

All instruments, voices, recording and mixing by BD.

With: Eveline Ketterings – gravel shovelling

Maria Moran – modified Speak and Spell

The dogs are Hank and Ollie

	Bob  DRAKE
	13 Songs and a Thing
	2003
	50:38
	label: ReR / Locus Solus (Japan)

Recording, mixing, mastering and cover art by BD

All instruments voices and music (exc.*) by BD

All barking by Hank and Ollie

With: Doron Silashi [tp]; Mark Bradford [organ]; Olivier Tejedor [mellotron]; Anna Williams [p]; Geoffrey Landers [glasses, tapes and other noises].

	(Bob  DRAKE)
	The SCIENCE GROUP:

“…A Mere Coincidence”
	
	52:57
	label: ReR (Cuneiform / Locus Solus)

www.megacorp.u-net.com 

rec. 1999

Chris Cutler – texts

Stevan Tickmayer – music

recorded, mixed and produced by Bob Drake

Chris Cutler (см.) – drums, electronics

Amy Denio (см.) – vocal

Bob Drake– bass, vocal, guitar, drums

Fred Frith (см.) – guitar

Claudio Puntin – clarinet, bass clarinet

Stevan Tickmayer – piano, keyboard, zither, violin, sampler

	(Bob  DRAKE)
	Spoors
	
	56:32
	avant-project – авангард (в основном) / авант-рок (без вокала)
label: ReR Megacorp

Stevan Kovacs Tickmayer [k, sampler]; Bob Drake (см.) [b, g, organ, engineering, mix]; Chris Cutler (см.) [d, electrified kit]; Mike Johnson [g].

All titles composed by Stevan Kovacs Tickmayer

	DREAM SYNDICATE – см. FAUST
	
	
	
	

	Mark  DRESSER – см. в секции ‘Jazz’           
	
	
	
	

	Arnold  DREYBLATT
	Animal Magnetism
	1994
	36:21
	label: Tzadik

Produced by: A. Dreyblatt, John Zorn

A.Dreyblatt [bontempi]; with his The Orchestra Of Excited Strings: Jan Schade [cello, tuba, el bass]; Dirk Lebahn [bass violin]; Silvia Ocougne [el g, Basque string drum]; Chico Mello [cimbalom]; Werner Durand [s&t sax]; Pierre Berthet [perc]; + Paul Brody [tp]; Uwe Langer [trb].

1. Point Rotation

2. Next Slide

3. Animal Magnetism

4. Group Velocity

5. Slide Band

6. Flashbulb History

7. Epilogue

Arnold Dreyblatt is a composer and artist who was born in New York City in 1953. He has been based in Europe since 1984 and is presently living in Berlin. Dreyblatt studied... Music Composition with Pauline Oliveros (см.), La Monte Young and with Alvin Lucier... Since 1979 he has been director and composer for his music ensemble, “ The Orchestra Of Excited Strings”... 

“The musicians of “The Orchestra of Excited Strings" come from vastly varied musuical backgrounds and interests. In common is a sensitivity for an approach to music making, sonority and hearing which I have been developing together with musicians over me last fifteen years. All the members of the ensemble contribute to this music with their own ideas and performance techniques, gradually forming an individual musical role within the ensemble dynamic. Just as this music essentially exists only in performance, so the combined acoustic effect results from a sum which is greater than its parts.

Some of these pieces were originally composed for my opera, "Who's Who in Central & East Europe 1933" in which Shelley Hirsch also appeared as vocalist. An instrumental concert version followed, and the music has been in continual development, appearing here in new arrangements with a full horn section.

THE INSTRUMENTS AND TUNING:

The "cimbalom" is a rebuilt and restrung pre-war Chinese children's piano which is played here horizontally with hand held hammers. The electric guitar has built-in magnetic driver-sustainers for each string and new frets have been installed in a just intonation. The "Basque string drum" is an acoustic guitar outfitted with snares and which is played percussively with sticks. It is functionally a copy of a traditional Basque instrument. The bass violin is adapted with unwound steel wire (the "excited strings") and is beaten with a bass bow. These instruments, along with the traditional string and wind instruments, perform in the just intoned microtonal scale derived from the overtone series with which I have composed since the late seventies.” – A. D.

	The  DRUM  FONDU
	It’s Late
	1993
	20:32
	Немецкий панк-рок.

	André DUCHESNE
	Le temps des bombes
	1996
	40:12
	André DUCHESNE – см. тж. с: LES 4 GUITARISTES DE L' APOCALIPSO-BAR;
avant/art-rock
label: Dame (Canada)

rec.: 1984 (Montreal)

Andre Duchesne [el g, k, v]; Rene Lussier (см.) [ac/el g, bass cl, d, perc]; Jean Derome (см.) [saxes, bass fl, k]; Pierre Cartier [double bass]; Bernard Cormier [cello]; Jean Corriveau [k]; Michel Dupire [perc].

"Une chose est sure c'est qu'un dictateur dur ne peut mourir que d'une mort sure, et s'il survit il trouvera bien sur:

un scorpion dans sa chaussure,

du poison dans sa saumure,

du curare dans son nectar,

et des murmures dans sa culture."

	André DUCHESNE
	L'ou'L
	1990
	70:22
	avant-rock

label: Les Disques VICTO (Canada)

rec. (live): 1989 (at 7ieme Festival International

Duchesne [composition, production, v, g, k] + 16 musicians [strings, saxes, g, b, d, perc].

	André DUCHESNE
	Le Royaume Ou L'Asile
	1991
	45:34
	label: Ambiances Magnetiques (Canada)

rec. 1990

composed, arranged and produced by Andre Duchesne

	André DUCHESNE
	Polaroide
	2001
	55:53
	avant-garde

Andre Duchesne [ac g]; Jean Rene [viola]; Pierre Tanguay [d].

	(André DUCHESNE)
	LOCOMOTIVE
	
	58:03
	avant-rock

label: Dame (Canada)

Andre Duchesne [el g, v]; Claude Fradette [el g, b]; Francis Grandmont [el g, b]; Remi Leclerc (см. тж. с: LES PROJECTIONNISTES; ) [d].

	Marc DUCRET
	Un Certain Malaise
	1998
	48:25
	Marc DUCRET  - см. тж. с: Tim  BERNE (в ‘Jazz’);

improv/avant-garde
label: Screw Gun (New York), Screwgun website: http://home.sprynet.com/sprynet/ssmith36/mainpage.htm
Marc Ducret – solo electric guitar

DE PAIN   former une boule de pate elastique avec: 1.5 kg. de farine, 30 g de levure fraiche diluee, 90 cl. d'eau tiede et presque 2 cuillerees a soupe de sel. laisser lever 2 heures au chaud dans le noir. diviser la pate en 2, petrir chaque boule en la frappant coutre le plan de travail. laisser reposer 15 min, recommencer puis laisser reposer 50 min. entailler les miches avant de les mettre 50 min a four chaud (thermostat 8). elles sont cuites lorsque' elles sonnent sous le doigt. recipe, Marc Ducret.   mastered at Current Sound Nyc. drawings by (that) Jonathon Rosen. printed in a timely fashion by fireproof Press. Character assasination by Steve Byram. untouched by Tim Bryn. from a story by David Blankenship.

Please don't talk during the bass solo: "that fucker Jeff, I knew he'd pinch that pen while I was out."

	Iancu DUMITRESCU
	ED MN 1001
	
	76:49
	avantgarde

label: Editions Salabert (Paris) & Edition Modern

The music of Iancu Dumitrescu explores the ultimate sense of sound guiding the listener through new spheres of sonic adventure, a kind of cryptical music. Based on the idea of "acousmatique" a socratic term meaning the intimate exploration of sonic phenomenon, his music takes its formal models from the very structure of sound, with a perfect relationship between micro - and macro-structure, this phenomenological approach to the act of composing implies at the same time a very good confidence in the intuitive dimention of discovery. The young generation of romanian composers headed by Iancu Dumitrescu have a unique position through their development of the "spectral sound" music, using almost only acousmatical instruments. 

-- Robert ZANK "Edition RZ", Berlin, 1988

Iancu Dumitrescu is Romanian, an extraordinary composer by anyone's standards, he's indeed out on a limb in his homeland. Each LP side features one lengthy work. "Ursa Mare" is exceptionally stunning and to say the least extraordinary. Performed by a small ensemble and expertly handled magnetic tape. This music oozes and flowes, shimmers, glides and cascades in a most fascinating way. I often recall such works as Cluster circa 71, Organum at their most cosmic, yet this is far stranger and surreal. "Aulodie Mioritica" features the same ensemble (this time using more percussion ) with fascinating contrabassist F.Grillo. This is a far more demanding work, weirder and more extreme, with Grillo's odd gratings, whirrs and clunks, and lots of well placed percussive attacks.There's not much music I like in this area of the avant-garde, but this certainly succeeds. The other LP, released in co-operation with P16 D4's label Selektion features Grillo more exclusively. "Medium III" is for contrabass alone, though one wouldn't belive it with such a baffling array of sounds, it pales Tom Cora's experiments of this nature considerably. "Cogito" strikes more of a balance between the classical avant-garde of say Stockhausen's Mikrophonie I. The grating percussives and metallic screeches twist and dive against a strange array of contrabass sounds and prepared piano, a spectacularly aggressive yet pleasing sound tapestry.
-- Nigel   HARRIS "AUDION ", Nov. 1988, Leicester. ( England )

It's hard to imagine a more imaginative, creative, colorful, and for that matter, better composition for solo bass than Dumitrescu's "Medium III". The composer is one whose concerns are timbre and texture rather than form and structure (though the latter two are, indeed, well conceived ). The mood and atmosphere varies, ranging from restrained, even tender at times, to more frenetic, though never chaotic, outbursts. The sonority of the contrabass is extended and expanded by unorthodox playing techniques, as well as electronic manipulation, with colors that brilliant, metallic, and perhaps brittle. However, this is no gimmicky piece. Dumitrescu extracts a full spectrum of sound from the bass in a very musical way. "Cogito" is even more radiant and spectral, with instrumentation that includes two contrabasses, prepared piano, Javanese gong, crystals and metal objects. Though purely acoustic, the work sounds electronic much of the time. Again, dynamics are low and the textures spare, and there's a mysterious aura. A superior album by an excellent new composer.

--- Dean SUZUKI, "OPTION" 1986,  LOS ANGELES.

A major step forward in his realisation of truly bombastic sonic disintegration was realised by the co-operation of the experimental bassist F. Grillo, who seems capable of coaxing the most impossible sounds out of his instrument. The work "Cogito" is an excellent example of this in a more atmospheric Stockhausen-like manner, whereas "Medium III" features same of the most awesome brain-numbing sonic effects I've heard. Many of the works from this era came to light via releases on the German Edition RZ label, revealing to the world a sonic creator of unique talent. As a creator of radical music that breaks convention, riding on the edge of the classical avant-garde onto realms more closely associated with the likes of Nurse With Wound, Iancu Dumitrescu has the talent to lure you in, mystify and startle with unnerving furiousity...

--- Alan FREEMAN "AUDION", Leicester, (England ) March 1993
... Il n'existe certes guère de personnalité plus radicale, plus audacieusement novatrice, que Iancu Dumitrescu. Pour être hardiment projeté vers le futur, pour nous proposer un univers sonore pleinement inouï, l'art de Iancu Dumitrescu n'en est pas moins fermement enraciné dans une tradition, nourrie des sucs fécondants de la terre roumaine. Il représente de manière exemplaire cette École à ce jour unique au monde, qui a trouvé les chemins de la plus exaltante aventure en retournant aux sources les plus ancestrales. Grâce à quoi il naît une musique absolument neuve, et pourtant accessible, compréhensible, aux antipodes de toute spéculation abstraite et de toute expérience de laboratoire. Il est d'ailleurs remarquable que ces sonorités si nouvelles soient obtenues par des moyens essentiellement simples et "naturels", sans recourir jamais à une technologie "lourde". Cette musique qui sans cesse déborde le système tempéré et se sert des microintervalles les plus ténus ne sonne pourtant jamais de manière "dissonante": c'est qu'elle se base sur l'exploration très poussée des harmoniques les plus éloignées dans le spectre. La jeune École roumaine, Iancu Dumitrescu en tête, n'est certes pas la seule qui situe actuellement ses recherches dans la direction d'une telle musique "spectrale" - hyperconsonante, hyperharmonique au vrai sens du terme! (...) Mais les Roumains, travaillant d'ailleurs longtemps a l'écart et dans un relatif isolement, peuvent revendiquer une certaine antériorité, dans cette démarche qui aboutit, singulièrement avec Iancu Dumitrescu, à une véritable analyse spectrale de l'intérieur du son, équivalent à une sorte de fission nucléaire...
--- Harry HALBREICH , Editions SAIABERT - Paris 1989
1. MEDIUM III    [1982] 23'10" pour contrebasse; soliste: Fernando Grillo.
2. COGITO /TROMPE L'OEIL [1982] 20'10" pour piano préparé, deux contrebasses, gong giavanese, cristaux et objets métalliques; Fernando Grillo, Iancu Dumitrescu, Cristian Valean, Horia Surianu, Ion Ghita.
3. AULODIE MIORITICA (gamma) [1984] 15'8" pour contrebasse et orchestre; soliste: Fernando Grillo. Ensemble HYPERION, direction: Yves Prin.
4. PERSPECTIVES AU MOVEMUR [1978] 9'24" pour quatuor à cordes; quatuor SERIOSO.
5. APOGEUM [1972] 8'21" pour 22 instruments à vent et 3 groupes de percussion. ORCHESTRE NATIONAL DE ROUMANIE [RTV] direction: Iosif Conta.

	Iancu DUMITRESCU
	DUMITRESCU, AVRAM, CUTLER, HODGKINSON, with The HYPERION Ens.:

"Musique Action '98"
	1999
	49:55
	label: ReR Megacorp

Iancu Dumitrescu, Ana Maria Avram, Chris Cutler (см.), Hodgkinson (см.), Hyperion Ensemble



Musique Action 98 showcases the various experimental approaches one finds at the edgiest festivals of the '90s. In fact, the album title is the name of the French music festival that these recordings are drawn from. The four compositions result from very different approaches and techniques. The durations of the sections in "Life on Earth" were determined by the length of burning candles. "New Meteors and Pulsars" is an electro-acoustic composition inspired by a meteor sighting. "Black Death and Errors in Construction" is a modern composition with cues for improvisation and rhythmic shifts dispersed throughout. "Novelle Axe" is described as "an exploration of string and sound technique." This CD's whole emphasis, in fact, is on technique and form. The compositions are the results of exploring approaches to performance, underlying structures, and concepts of composition. It is magnified mental music -- theoretically intriguing -- and all the abstract, sparse experimentation you can be dared to enjoy.

tracks:

1. 
New Meterors and Pulsars 
 
14:19

Composed by:
 Dumitrescu

2. 
Nouvelle Axe 
 12:26

Composed by:
 Avram


3. 
Life on Earth 
 
13:32

Composed by:
 Cutler


4. 

Black Death and Errors in Construction 
9:35



Composed by:

 Hodgkinson

	The  DURUTTI  COLUMN
	Dry
	1991
	55:20
	The  DURUTTI  COLUMN – см. тж. в: AI CONFINI – INTERZONE

soft-experimental 

label: Materiali Sonori (Warner Music Italia)

John Metcalfe, Vini Reilly, Bruce Mitchell.

Инструментальная импровизационно-психоделическая музыка с ясным привкусом знаменитой английской меланхолии. По настроению близка к направлениям  ambient, soft electric folk, minimalism.

	The  DURUTTI  COLUMN
	Red Shoes
	1992
	50:04
	label: Materiali Sonori (Warner Music Italia)

	The DUST BROTHERS
	Fight Club
	1999
	64:15
	industrial

label: Restless Records  www.restless.com 

Original Motion Picture Score Composed, Arranged, Performed and Produced by The Dust Brothers (Michael Simpson and John King). Featured musicians: Tyler Durden, Art Hodge, Charles Goodan. 

	Henri  DUTILLEUX
	The Shadows of Time
	1998
	21:46
	label: Erato (Paris)

Boston Symphony Orchestra, conductor Seiji Ozawa

HENRI DUTILLEUX: SPACE AND SILENCE 

ROYAL S. BROWN

For Dutilleux, the unifying principle that dominates the entire composition (and, one might add, the composers work in general) is that of time and space (when asked a number of years ago what artists had the greatest influence on his work, his immediate answer was Shakespeare and Proust). For this reason, there is, at the beginning and ending of The Shadows of Time, a musical allusion to the movement of clockwork. But this is not the optimistic recreation of lost time one finds in Proust. Instead, the dominating climate of The Shadows of Time is, as Dutilleux describes it, both "tense and tragic," reflecting a kind of "metaphysical disquiet." The Ariel of the second movement, for instance, is not the merry and useful sprite of Shakespeare's The Tempest but rather the evil spirit of Milton's Paradise Lost. Further, as Dutilleux was starting on the work, the world was occupied with the 50th anniversary of the death of Anne Frank, and it is to this heroic young Jewish girl that Dutilleux briefly alludes in the third episode, which bears the subtitle "Pour Anne Frank, et pour tons les enfants du monde, innocents" -- (or Ann Frank, and for all the children in the world, the innocents. It is in this episode that the child's voice makes its sole and lonely appearance. The enigmatic final title has several points of reference. The "dominant" could be the C# the pervades much of the episode, a frequent device in Dutilleuxs music, which often seems to take form out of silence into a single note. Both the color blue and the question mark, on the other hand, reflect the composers dark view of existence: "My 'Blue Dominant' is stained with pessimism. I have my doubts. I doubt that man is improving his situation on Earth as much as he thinks. There are so many things that lead you to believe that man has not evolved all that much, with a few major exceptions. Of course, this is philosophy, and philosophy and music do not always go well together. But this represents the essence of my thoughts on the subject." Although there are no unusual instruments in The Shadows of Time, such as the Cimbalom that appears in Mystere de l'instant, Dutilleux does treat the various instruments in series of privileged groups, a frequent practice in his music. The first part, for instance, offers what the composer describes as a "homogeneous group of brass as well as a wind ensemble creating long expanses of sound." Further on, the double basses are at one point divided into three sub-groups. The work is also marked throughout by "an abundance of swarming timbres with occasional bursts of violence."

THE SHADOWS OF TIME

HENRI DUTILLEUX

Throughout the five linked episodes that make up The Shadows of Time, I have remained true to the principle of unity -- the unity of time and place -- that dominates most of my works and that takes the form of allusions to timeless images or distant events whose intensity, in spite of the imprint of time, has never ceased to haunt me.

"The Hours", "Evil Ariel", "Memory of Shadows", "Waves of Light" and "Blue Dominant?" are the subtitles of the individual sections of the score, at whose heart -- following the third episode -- is an interlude that includes the fleeting appearance of three children's voices. Headed "Memory of Shadows", this episode is punctuated by the simple words "Why us? Why the star?" -- an allusion to the tragedy of Anne Frank. This section of the score is dedicated "to all the worlds children, in all their innocence". Following the episode headed "Waves of Light" -- a long development starting out in the lowest register of the lower strings and climaxing in the metallic glare of the wind instruments -- the work moves towards its conclusion, an ending that turns out to be false and in which I have attempted to bring out the sense of questioning and doubt implied by the subtitle "Blue Dominant?". The less densely textured orchestral writing is thus rent anew by fresh outbursts of violence, before the implacable clockwork movement first heard in the scores opening sections returns once again on a much more subconscious level.

I wrote this piece for Seiji Ozawa, who commissioned it and who is also its dedicatee. As a result I was keen to take advantage of the vast resources offered by so large a body of players, an aim that I achieved not only by treating the woodwind, brass and string families as homogeneous masses but also by having them alternate with groups of soloists in the spirit of a chamber music work. I have long felt a deep attachment to the Boston Symphony Orchestra and last October spent many exhilarating hours in the citys famous Symphony Hall with the brilliant Seiji, under whose guiding hand the piece s first performance was lovingly prepared in the course of a series of rehearsals that lasted almost a week.

	The (EC) NUDES
	Vanishing Point
	1994
	53:09
	label: ReR

Chris Cutler (см.) [d, electrics]; Wadi Gysi [g]; Amy Denio (см.) [b, a sax, accordion, v]; + Bob Drake (см.) [vln, b (#11)]. 

Engineer –Bill Gillonis. 

All songs mixed and rearranged by Bob Drake –fifth (EC) Nude.

Amy DENIO – см. тж. : Amy DENIO; The BILLY TIPTON MEMORIAL SAXOPHONE QUARTET; Tom CORA / Hans REICHEL "Angel Carver"; DANUBIANS; ONLY A MOTHER; The SCIENCE GROUP; TONE DOGS (with REICHEL, FRITH);

	Rinde  ECKERT
	Finding My Way Home
	1992 
	55:44
	label: DIW

R. E. [v, p, organ, k, accordion, pipe]; Bill Frisell (см.) [el&ac&slide g, b]; Will Bernard [g]; Clark Suprynowicz [el&ac b]; Suzy Thompson [violin]; Jerry Granelli [d, perc]; Jim Kassis [d].

Роскошный колоритный вокалист; псевдо-ретро / фолк стиль.

	Terry EDWARDS and the SCAPEGOATS
	I Didn’t Get Where I Am Today
	1997
	43:28
	funky grotesque
label: Wiiija Records (London),  email: wiiija@dircon.co.uk 

Нечто супер-интересное; весьма рекомендуем. Весёлые экскурсы от пародийного стёба до стилизаций, сделанных с каким-то нахальствующим темпераментом; с использованием материалов от  ретро хитов типа Кукарача и старого джаза, до включения noise, industrial и thrash элементов. При том, эта наглая гипер-компиляция не только не рассыпается на части, но увлекает вас как энергетический смерч, в течение всего диска, благодаря мощнейшему драйву и энергетике исполнителей.

Последняя композиция (№12), это ноиз-авангард a la John Zorn, но даже она выглядит как замечательная пародия.

Terry Edwards [saxes, tp, g, Hammond, p, v]; Jem Moore [b]; Ian R. Watson [g, tp]; Ian White [d, perc]; + James Johnston [harmonica].

Recorded and mixed in London.

1
THE KING OF THE CHEAP THING
2.17

2
BOOTS OFF!!           
3.14

3
I LIKE MY LOW-LIFE LOW  
5.41

4
ASTHMA                   
3.57

5
THE LURCH             
2.03

6
DITCH                       
1.29

7
GOOD-TIME-STRANGE-THING
2.12

8
OUT OF THE CLEAR               
4.15

9
EVENING FALLS    
7.45

10
TALLIS'S CANON    
2.09

11
DOG FOOD               
3.27

12
I DIDN'T GET WHERE I AM TODAY
4.33

	EINSTÜRZENDE  NEUBAUTEN
	Strategien Gegen Architekturen
	1980-83
	41:46
	avant-garde / industrial
Этот CD – industrial в точном смысле этого слова, т.е. к музыке это имеет мало отношения, разве только – к concrete music.  Дальше будет легче (постепенно).

Хотя ныне это уже известно всем, однако может быть небесполезным повторение то​го, что Einsturzende Neubauten переводится как "разрушающиеся новостройки". У них и название, у них и представление: представление о том, что та​кое вся эта романтика современной архитекту​ры, современных районов, современной город​ской жизни. Романтика безо всякой лишней сен​тиментальности и дешёвой театральщины. Музыкой этих людей в прямом смысле дышит то, в чём, на первый взгляд, нет никакой поэзии: рай​оны новостроек, безликие, безразмерные и су​губо функциональные. Кто ни разу не ощущал их фантастической красоты, тому, возможно, дан​ная запись ничего не скажет. Но, возможно, она и этим людям будет способна раскрыть глаза — ибо она полна всесокрушающего трагизма, без​надежного одиночества и бесконечного техно​кратического восторга.

--- Play

	EINSTÜRZENDE  NEUBAUTEN
	Drawings of Patient O.T.
	1983
	53:15
	

	EINSTÜRZENDE  NEUBAUTEN
	Halbern Mensch
	1985
	48:30
	

	EINSTÜRZENDE  NEUBAUTEN
	Haus Der Luege
	1989
	34:54
	Blixa Bargeld (см. тж. с: DIE HAUT), Mark Chung, F.M. Einheit (см. ниже его отдельный проект; тж. в: VLADIMIR  ESTRAGON), N.U. Unruh, Alexander Hacke (см. тж. с: DIE HAUT).

	EINSTÜRZENDE  NEUBAUTEN
	Strategies Against Architecture II
	1991
	40:14  52:07
	2 CD set

	EINSTÜRZENDE  NEUBAUTEN
	Tabula Rasa
	1993
	45:32
	

	EINSTÜRZENDE  NEUBAUTEN
	“Prometheus” / “Lear”
	1993
	52:54
	label: Rough Trade Records

featuring Diamanda GALAS (см.)

#1.-9.: Prometheus Suite

#10.-24.: Lear Suite

	EINSTÜRZENDE  NEUBAUTEN
	“Faustmusic” / “Die Hamletmaschine”
	1995
	72:02
	label: Rough Trade Records

#1.-9.: Musik fur Faust (39:55)

Music by Einsturzende Neubauten: Blixa Bargeld, Mark Chung, FM Einheit, Alex Hacke, N.U. Unruh.

Voices: Thomas Thieme (Faust), Blixa Bargeld (Mephisto), Gunter Ruger (Busho / Regieanweisungen), Gabriele Volsch (Margarethen), a.o.

#10.: Die Hamletmaschine von Heiner Muller (32:43)

Music by Einsturzende Neubauten (как выше).

Voices: Blixa Bargeld (Hamlet), Gudrun Gut (Ophelia), Hans-Werner Kroesinger (Kapitel), Heiner Muller (Regieanweisungen).

	EINSTÜRZENDE  NEUBAUTEN
	Ende Neu
	1996
	41:55
	label: Mute

Blixa Bargeld [v, air compressor]; Alex Hacke [g, b, wood]; Andrew Chudy [amplified wires, pythagorean tube bells, motor, leather belts, microphone percussion, i.e.]; F. M. Einheit [brushes, tank, metal perc, bass drum, metal plate, plastic canisters]; Roland Wolf [hammond, b]; + others.

ENDE NEU (#6)

Written on April 1st 1996 -- the 16th anniversary of Einsturzende Neubauten --  Blixa Bargeld's lyrics to the meaning of Time for a Band whose very name speaks against false starts and fake endings. Wrought from the innards of Einsturzende Neubauten, the title signifies a group pared back to its bare bones, fundamently three Berliners summoning the original spirit that drove them simultaneously to destroy and create back in 1980. The lines "We've known each other for ages / The Phoenix and I" sums up the recurring theme of fire in the Neubauten scheme. Its all consuming flames cleanse as they burn, and the beast rises from the ashes, leaner and stronger. The theme of transformation is continued through a complex musical structure, in which the verses lose a bar in length every round, on a sliding scale from seven to one, before starting again at the top. The song is performed on amplified wires of varying sizes and an air compressor pistol played through the mouth, while P.M. Einheit's plastic cannister pecussion matches the verses' odd-even  beat emphases,  and  a dis/orientated string section compounds the track's awry beauty.

DIE EXPLOSION IM FESTSPIELHAUS (#3)

In Blixa' s whisper and, latterly, the hushed contributions of a female celestial choir, the Big Band is recalled as an erotic encounter between rogue creative urges and an insensate,  ungiving  nothingness.The outcome: Cosmic cumshots splattered Pollock-style across a strolling bass and brushed rhythm figure, the whole bound by a Hammond organ played by the late Roland Wolf. 

[...]

	EINSTÜRZENDE  NEUBAUTEN
	Silence Is Sexy
	2000
	72:02
	ambient
label: Rough Trade     http://www.zomba.de 

Этот альбом, быть может, один из самых меланхоличных релизов группы. Загружает мощно, но нежно. Почти даже и не замечаешь как. Особенно интересно, как "Einsturzende Neubauten" соединяют три, казалось бы, трудно совместимые вещи — традиционный рок, аку​стический джаз и невероятные сэмплерные или синтезированные звуки.

В результате и получается неповторимая атмосфе​ра музыки, которая если уж понравиться — то надолго.  --- Play

->bonus: OLD

	EINSTÜRZENDE  NEUBAUTEN
	An Sich
	
	79:56
	label: Mute

	EINSTÜRZENDE  NEUBAUTEN
	Berlin Babylon
	2002
	37:37
	label: Zomba Records (2001) / EGO Berlin

E.N.: www.neubauten.freibank.com 

Musik fur den Film "Berlin Babylon" von Hubertus Siegert.

www.berlinbabylon.de 

	EINSTÜRZENDE  NEUBAUTEN
	Perpetuum Mobile
	2004
	67:18
	

	(EINSTÜRZENDE  NEUBAUTEN)
	FM EINHEIT:
STEIN
	1990
	45:03
	1. EDUCACAO 

ES BEGANN ALLES GANZ HARMLOS MIT EIN PAAR LEHMKLUMPEN DIE WIR NACHTS VOM FELD GEKLAUBT HATTEN, UM SIE DANN ZWEI TAGE BEI SCHWACHER HITZE IM BACKOFEN ZU BACKEN. DARAUS WURDE EINE GESCHICHTE VON BIENEN, WÖLFEN UND GUT ERZOGENEN JUNGEN MÄNNERN UND DER ERINNE​RUNG DARAN UND WIE NUR NOCH EIN SENTIMENTALES GEFÜHL ZURÜCK BLEIBT.

KATHARINA FRANCK – STIMME

ULRIKE HAAGE – BASS, STEINE 

VOOV -- STEINE, BESEN

FM – STEINE

2. NONNENTANZ 

AUS DER BALLETTMUSIK "MARIE ANTOINETE -- MORDERIN MARIE" AUFTRAGSKOMPOSITION DES TANZTHEATER SKORONEL

3. HYMNE (WITCH BURN) (GALAS, EINHEIT, BRÖTZMANN) 

EIGENTLICH GEPLANT ALS BEITRAG FÜR DEN SAMPLER "FAHNEN UND HYMNEN" DER GALERIE STATION ROSE ENTWICKELTE DAS STÜCK SCHNELL EINE ZIEMLICHE EIGENDYNAMIK.

DIAMANDA GALAS -- STIMME 

CASPAR BRÖTZMANN – GITARR

4. MOGADISCHU
WIEDER AUS DEM BALLETT "MARIE ANTOINETE -- MÖRDERIN MARIE". DER DEUTSCHE HERBST ‘76. KOMMENTAR ERÜBRIGT SICH. 

SCHMIDT, KOHL UND VIELE ANDERE – STIMME

5. HAFEN 

AUS DER BÜHNENMUSIKB "SLADEK ODER DIE SCHWARZE ARMEE". DIE BRAUNE REVOLTE IST GESCHEITERT; IN DER FERNE ERKLINGT DAS SOLIDARITÄTSLIED UND DER MITLÄUFER SLADEK TRÄUMT SEINEN TRAUM VON FREIHEIT UND VENEZUELA. 

ULRIKE HAAGE -- AKKORDION 

FM, VOOV -- HAFEN, STRUDEL, WALE

6. HOMELESS 
BLIXA KAM GERADE VON SEINEM JAPANISCH-KURS, DESHALB: "NEIN, ICH BIN KEIN ANGESTELLTER! ICH BIN MUSIKER."

BLIXA BARGELD – STIMME

7. TRIBUTE TO CHEB MAMI 

DIE OUVERTÜRE DER BÜHNENMUSIK "NATHAN DER WEISE". LESSING FORDERT TOLERANZ VON DEN DREI VERFEINDETEN RELIGIONEN JUDENTUM, ISLAM UND CHRISTENTUM.

DAS ENDE EINER DISKUSSION
SUITE AUS DEN BUHNENMUSIKEN "SLADEK ODER DIE SCHWARZE ARMEE", "FRÜHLINGSERWACHEN", "NATHAN DER WEISE", "JIM DER KÜHNE". WIR BEFINDEN UNS IM HAUPTQUARTIER DER SCHWARZEN ARMEE, EIN FEUCHTER BUNKERIRGENDWO IN DER ALTEN REICHSHAUPTSTADT DIE VERSCHIEDENEN MOTIVE DER STÜCKE LAUFEN VORBEI WIE EIN FILM.

8. DAS ENDE EINER DISKUSSION 
OUVERTÜRE ZU "SLADEK ODER DIE SCHWARZE ARMEE". "IN DER NATUR WIRD GEMORDET, DAS ÄNDERT SICH NICHT." DIE SZENE IST IN ASCHFAHLES LICHT GETAUCHT UND UNTER DEM FANATISCHEN HEIL -- CEBRÜLL DER DISKUSSIONSTEILNEHMER WIRD DER JUDISCHE JOURNALIST FRANZ AUF DIE BÜHNE GETRETEN. BEDROHLICH WIE DAMPFRAMMEN WALZEN SCHWERE DRUCKMASCHINEN DER TAGESPRESSE DIE NEUEN BOTSCHAFTEN ÜBER DAS REICH. SLADEK IST JUNG UND VERFÜHRBAR. SEIN GERECHTIGKEIT​SSINN ENDET BEI "DER STÄRKERE FRISST DEN SCHWACHEREN". ER GERAT UNTER DEN EINFLUSS DER SCHWARZEN ARMEE, AN DIE ER SOCIAR SEINE MÜTTERLICHE FREUNDIN ANNA VERRÄT UND IHRE HINRICHTUNG ZULÄSST. 

ULRIKE HAAGE -- BLÄSER UND DRUCKMASCHINEN

9. KORREKTIONSANSTALT 
AUS "FRUHLINGSERWACHEN" VON FRANK WEDEKIND. "ICH HÖRE DEIN HERZ SCHLAGEN", TEENAGER UM DIE JAHRHUNDERTWENDE ENTDECKEN IHRE SEXUALITÄT. WIE EIN ALGENTEPPICH ERSTICKEN DIE KONSERVATIVEN MORALVORSTELLUNCEN IHRER ELTERN IHRE FRUHLINGSGEFÜHLE. MELCHIOR GARBOR HATWENDLA BERGMANN GESCHWANGERT. ER WIRD DER SCHULE VERWIESEN UND IN DIE KORREKTIONSANSTAIT GESTECKT.

10. ANNA 

AUS "SLADEK ODER DIE SCHWARZE ARMEE". DIE ERMORDETE ANNA ERSCHEINT SLADEK ALS WAHRSAGERIN AUF DEM RUMMELPLATZ.

JAN SCHADE – CELLO

11. HAMMERMÖRDER 
ABGELEHNTE MUSIK ZU EINEM KINOFILM. -- EIN KLEINER POLIZIST TRÄUMT DEN TRAUM VOM LEBEMANN UND ELNER BESSEREN ZUKUNFT FÜR SEINE KINDER. ER LEBT ÜBER SEINE VERHÄLTNISSE. UM GELD ZU BESCHAFFEN ÜBERFALLT ER BANKEN DIE FLUCHTWAGEN BESORGT ER SICH, INDEM ER DIE BESITZER MIT EINEM SCHWEREN VORSCHLAGHAMMER ERSCHLAGT. DER HAMMERMORDER. ALEX HACKE – GITARRE

12. FRIEDHOFSMAUER 
AUS "FRUHLINGSERWACHEN". -- MELCHIOR GARBOR IST GEFLOHEN UND ERREICHTGEHETZT DEN FRIEDHOFAUF DEM SEIN FREUND MORITZ STIEFEL, DER UNTER DER LAST SEINER SCHULISCHEN PROBLEME SELBSTMORD BEGING, BEGRABEN IST. ER TRIFFT AUF MORITZ, VERMODERT UND SEINEN KOPF UNTER DEM ARM, DER IHN INS TOTENREICH ZIEHEN WILL UNO DEN VERMUMMTEN HERRN DER IHN, VIELLEICHT NOCH SCHLIMMER, ZURÜCKFUH​REN WILL INS LEBEN.

13. DERZORN GOTTES 

AUS "NATHAN DER WEISE". -- DIE OBERSTE CHRISTLICHE INSTANZ WIRD BEFRAGT. WIE DENN EIN JUDE BESTRAFT WIRD, DER EIN CHRISTLICHES KIND IM JÜDISCHEN GLAUBEN AUFZIEHT. "DER JUDE WIRD VERBRANNT"!

14. BATMAN BRÄT FISCHE 
OUVERTÜRE ZU "JIM DER KÜHNE". DER JUDE JIM ARBEITET IN DEM SARKASTISCHEN STÜCK VON RENE KALISKY ALPTRAUMARTIG DIE DEUTSCHE GESCHICHTE DES 3. REICHS AUF. UM IHN HERUM TURNEN HITLER, SEINE FREUNDIN EVA BRAUN, SEINE NICHTE GELI, HIMMLER, SEIN LEIBARZT UND ANDERE MYSTIKER UND GEHEIMBÜNDLER DES 3. REICHS. DAS GANZE ERSCHEINT MEHR WIE EINE SEIFENOPER A LA "TRAUMSCHIFF" ODER "DIE SCHWARZWALDKLINIK" ALS DIE ÜBLICHEN ERNSTEN AUSEINA​NDERSETZUNGEN MIT DER NSZEIT. 

AMANDA KÖNIG -- STIMME

	(EINSTÜRZENDE  NEUBAUTEN)
	STEIN:

“Königzucker”
	1994
	40:03
	label: Our Choice (a division of Rough Trade)

Einheit [stimme, steine, schlagwerk, fliegenfalle, japaner, schlagzeug, holzpfahle]; 

Franck [gesang, zuckerguss, stimme]; 

Haage [klavier, trommeln, verzerrter flugel, mellotron, zuckerrohr, sturm, akkordeon, gitarre, vibraphon, orgel].

1. Rosettas Tanz

2. Camilla (Musik nach ‘Rosemaries Baby’ von C. Komeda. Arr. Haage / Einheit)

3. Berlin den 13.6.94

4. Dandy McCabe

5. Konig Zucker

6. Y (Musik K. Weill / Arr. Haage)

7. Maria Ninguem (Musik / Text: Carlos Lyra)

8. Volkshetze

9. Das Lied Der Grisette Marion

10. Nintendoo

11. Trouble Man (Musik K. Weill / Arr. Haage)

12. Ein Engel Geht Durchs Zimmer

13. Chloroformglocken (Musik: Hans Henny Jahnn / Arr. Einheit)

14. In Jungen Tagen Ich Lieben Tat Das Dunkte Mir So Suss

15. Camilla Reprise

	(EINSTÜRZENDE  NEUBAUTEN)
	F.M. EINHEIT & Caspar BRÖTZMANN:

“Merry Christmas”
	1994
	52:08
	avant-garde
label: Rough Trade Records / Blast First (London)

Совместный проект гитариста Caspar BROTZMANN (см.)  (сын гения фри-джаза – Peter’а Brotzmann’а (см. ‘Jazz’ section)) и мастера всевозможных ударных инструментов и саундов -- F.M. EINHEIT. Очень тонкая, прозрачная работа, с феерверком всевозможных саундов и исполнительских эффектов. Можно даже сказать – энциклопедическая работа в этом плане.

1. Panzer Kette

2. Nizzary

3. Das 5 Federn Fuckhouse

4. Merry Christmas

5. Kowa Axis

6. Solingen

7. Park Der Lowen

8. Headhunter Song

9. Stuck Frau Das Uhrspiel

10. Panzer Ketten

	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?

	EKSTASIS – см. LASWELL
	
	
	
	

	ELASTICA
	Elastica
	1995
	40:29
	girl’s punk
Justine Frischmann [vox, g]; Donna Matthews [vox, g]; Annie Holland [b]; Justin Welch [d].

	ELASTICA
	The Menace
	2000
	38:47
	www.atlantic-records.com 

	ELECTRO SUN
	Ubik
	2001
	38:50
	experimental

label: (p) Edition Stora/Freibank © Storage Secret Sounds www.stora.de
electro Sun:

gesang: Pia Burnette

orgel: Kathrin Kuhrau

kontrabass: Thomas Jung

schlagzeug/trompete: Bruno Maier

Интереснейшая студийная работа. Не шумная – ближе к эмбиенту по настроению. Вокал и все эффекты сделаны очень осмысленно и оригинально.

Другие проекты на этом лэйбле (полностью они представлены в 'Acid'): Helgoland; Augsburger Tafelconfect; A*Class; тж. сборники: PLAY; KORSIKA KOLLEKTION;

	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 ilja, 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.

	ELIJAH'S MANTLE
	Breath of Lazarus
	2002
	49:54
	experimental

label: World Serpent website: www.worldserpent.com
www.elijahsmantle.com
Recorded/produced in Ireland

Written, directed and produced by Mark St. John Ellis

Sung voices by Mark St. John Ellis with: Brendan Perry, Conor O’Reilly, Bruno Breathnach.

	ELIXIR
	Don't Be Scared
	2002
	39:30
	industrial

label: Quatermass  www.quatermass.net 

All tracks written and produced by Stovey / Jones / Pushong

	ELYSIAN FIELDS
	Dreams That Breathe Your Name
	2003
	50:00
	Oren BLOEDOW with Jennifer Charles - см. BLOEDOW
post-punk alternative (типа N. Cave, но с женским вокалом)

label: Diluvian Inc. [PIAS] (France) www.pias.com
www.elysianmusic.com
Jennifer Charles: v, farfisa

Oren Bloedow: v, g, b, k, vibes, sitar, bulbul terang, cumbus, accordion, rebab

with:

Doug Wieselman: bar sax

Ben Perowsky (см. тж. с: BADAWI в 'Jazz'): d, vibes

James Genus: upright&el b

Charles Burnham: vln

Cyro Baptista (см. в 'Jazz'): perc

Chris Kelly: tambourine

Deep Singh: tablas

Glenn Patscha: p, k

Markus Miller: turntables

a.o.

	EMF
	Cha Cha Cha
	1995
	57:36
	punk-rock

	Performances from the EMIT series
	Visions
	
	70:50
	label: EMIT

Performances from the EMIT Series:
1.  Confluence 

performed by Sam Rivers / Evan Parker - 7:08
2.  Number 3 

performed by Pamela Z. - 5:26
3.  Stars 

performed by Day & Taxi - 7:09
4.  Water 

performed by Chris Brown / Philip Gelb - 8:22
5.  Locution 

performed by Derek Bailey / Jim Stewart - 7:01
6.  Catorze 

performed by David Manson - 3:04
7.  Discovery of America 

performed by Saturnalia - 6:51
8.  Blessed Beasts 

performed by Davey Williams / David Manson - 3:19
9.  Torsion 

performed by Peter Kowald - 10:19
10.  Gdye Damskaya Parikhmakirskaya 

performed by Amy Denio - 5:49
11.  Uddamsa 

performed by Eugene Chadbourne / SHIM – 6:

	EN  NIHIL
	Death Keeps
	
	58:11
	ambient noise 

label: Red Stream

	ENCORE + GRANDE
	Total Bliss
	1987
	38:25
	avant-jazz-rock – хулиганский проект с богатой импровизационной музыкой и прикольным вокалом. Можно сравнить с CAPTAIN BEEFHEART (с учётом разницы поколений).

К этому диску весьма подходит по музыке и вокалу другой (короткий же – 36:03) CD: Tim BUCKLEY "Starsailor".

label: Gazul (France)

rec.: Dec. 1986

Guy Sapin – g, b, voc

Guigou Ghenevier (см.)  - d, perc, t sax

Han Buhrs – v, slide g

+ Tim Hodgkinson (см.), Frank von Berkel.

	ENDVRA
	Black Eden
	1996
	48:38
	инфернальный dark ambient
Endura: Stephen Pennick & Christopher Walton

In these last days the Psychic War is joined, beware the sword you cannot see.

“...Strange Trees still grow on the other side of Eden...” 

– Liber Endura

	ENSEMBLE 4'33'' 
	Falls
	1997
	63:15
	label: Long Arms

Ensemble 4’33’’: Alexey Aigui (см.) [vln, conductor]; Andrey Raev [cl, bass cl]; Pavel Karmanov [k]; Maxim Ivanenko [g]; Sergey Nikolsky [b]; 

NeTe: (см. в 'Eurofolk') Lena Sergeeva [v]; Sergey Zhirkov [v, gusli, balalaika, vladimir’s horn, kugikly, kalyuka, ocarina]; DJ Anton Kubikov [t-tables, loops, samples].

Брать Зимний было одиноко. Тогда матрос отправился к Керенскому. Но к тому времени Керенский уже обернулся барышней, словно лягушка – белым лебедем и, умножив ряд исторических фикций, благополучно утек. (Так родилась стратегия ускользания.) Матрос взял из кабинета картину. Она называлась «Бетховен», хотя её персонажами были совершенно другие люди. Правда, на одной стене картинного пространства художник изобразил посмертную маску Бетховена. Матросу были глубоко чужды идеи Бодрийара о симулякрах – копиях без оригинала – и он не понял, зачем ему картина про посмертную маску – копию с того, чего нет. Он обменял полотно у проходивших мимо Зимнего интеллигентов на что-то более однозначное. Историкам пока так и не удалось выяснить, на что. А в это время композиторы «Могучей кучки» придумывали профессию «ди-джей». Они поняли, что первым русским ди-джеем был Глинка, только он сам себя так не называл. Как одержимые, Балакирев с друзьями стали подкладывать европейское культурненькое «ум-ца-ум-ца» под варварские русские мелодии, микшировать культуру и архаику. Однако настоящего диджейства у кучкистов не получилось – две составляющие их незатейливых миксов ещё были слишком живой традицией. Прошло время. Фольклорные певцы, носители фольклорного сознания в постиндустриальном времени обернулись (словно лягушки – белыми лебедями) частями воображаемой речи, слепками с того, чего нет. «Ум-ца-ум-ца» забыла о собственной функциональности, умерла как аккомпанемент и сама стала самодостаточной песней. Академический музыкант осознал себя отпечатком с фигуры Паганини, которого нет, частью речи почувствовал себя композитор. Ди-джей – тот же фольклорный человек. Оба – носители. Оба – в измененном состоянии сознания. Оба – странные: если им хочется самовыразиться, они микшируют готовые объекты, обрывки форм, отпечатки содержаний, куски речи, фрагменты сознании, сегменты канона. Музыкант (бывший Паганини), ди-джей (бывший «генерал-бас»), фольклорный человек (бывший Боян), композитор (бывший Бетховен) – посмертные маски. У каждой из них есть только незатейливая радость собственного существования и способность вместе с другими посмертными масками водить посмертные чудесные хороводы (3), ускользать (8), укачивать общих беспокойных посмертных младенцев (5), провожать гостей домой плачем (6). 

Ю.Б.

	ENSEMBLE 4'33''
	Sister Grimm Tales
	1997
	57:02
	label: Solid Records

All lyrics – traditional

4' 33'': Alexey Aigui [vln]; Andrey Raev [cl, bass cl]; Ioulia Bederova [k, second kalimba]; Maxim Ivanenko [g]; Sergey Nikolsky [b]; Nikolai Lgovski [perc];

NeTe: Lena Sergeeva [v]; Sergey Zhirkov [v, Russian zither, balalaika, vladimir’s horn, kalyuka].

	ENSEMBLE 4'33''
	Hearts Of 4’33’’
	1998
	58:38
	label: Solid Records

Alexey Aigui [vln, thundersheet]; Andrey Raev [cl, bass cl]; Erkin Yusoupov [trb, euphonium]; Pavel Karmanov [p, synth]; Yulia Bederova [p, synth, thundersheet]; Maxim Ivanenko [g]; Sergey ‘Biggie Mot’ Nikolsky [b]; Nikolai Lgovski [d, anvil, vibes, woodblocks, tuned pipes, Indian slight bell, glass chimes].

All compositions by Alexei Aigui, except #1 (by Bela Bartok). A Frank Zappa theme is used in #3.

	ENSEMBLE 4'33''
	One Second Hand
	1999
	42:37
	label: Solid Records

Alexei Aigui [vln]; Erkin Yusoupov [trb]; Pavel Karmanov [p]; Sergei Nikolsky [b]; Kirill Denisov [d, perc].

Приятнее музыки не сыщешь – доступна, мелодична, изобретательна. Айги и его ансамбль – авангард для всех: для неприхотливых масс и для взыскательной элиты. Достаточно понятен для неискушенных, достаточно остроумен для продвинутых. Следы минимализма в композициях не так уж отчетливы, но тем не менее заметны. Устойчивая ассоциация – 4'33" и минимализм – безусловно, греет душу музыкантов. Однако постепенно ансамбль дрейфует в сторону кукольной музыки и начинает напоминать «Бельканто оркестр» Паскаля Комелада, только в более экспрессивном варианте. Не зря же Айги записал пластинку вместе с соратником Комелада Пьером Бастьеном (см.).
--- Еженедельный Журнал

	ENSEMBLE 4'33''
	Taxidermy
	1999
	48:12
	label: Solid Records

Alexei Aigui [vln, synth, noises]; Andrei Goncharov [tp]; Erkin Yusoupov [trb, v (#5)]; Maxim Ivanenko [g]; Dmitry Chestnykh [b]; Nikolai Lgovsky [d, perc].

Your comments: aigui@mail.ru ,  solydrecords@hotmail.com 

Have you ever tried to find a way to accelerate your fleshing time?

How long did you drain the skin until it appeared to be thirsty?

Did you make the cuts out and holes so that they would receive the head unit?

Странное дитя моды на минима​лизм, ансамбль «4'33» вырос практически на пустом месте. То есть на месте тишины, которая в беззвучной пьесе «4'33» культо​вого минималиста Кейджа озна​чает ни много ни мало — музыку. Сегодня, после славного саундтрека к «Стране глухих», забой​ных live-фонограмм к фильмам Макса Эрнста, Гриффита, Протазанова и прочих выступлений, в невнятное прошлое ансамбля ве​рится с трудом.

С точки зрения организации, группа «4'33» всегда казалась субтильной. Лидер Алексей Айги не похож на лидера — всем улыбается, разговаривает тихо. Прочие музыканты тоже какие-то очень уж сдержанные. О пла​нах суеверно помалкивают. На фильмы с собственной музыкой зовут, волнуясь и особо не нажи​мая. «Придешь? — Ладно». После этого тащишься как миленький.

Свои первые шаги ансамбль делал на «Альтернативе». Одна​ко широко известен стал после того, как Алексей Айги сочинил музыку к фильму Тодоровского-младшего «Страна глухих». За​бавно, что положительные в це​лом отзывы на картину никак не затрагивали её музыкальной темы. В глухонемом сюжете му​зыка играла наравне с актера​ми. Роль музыки была очень сложной — в силу её идеальности. Слу​шать такое и верить во что-то гадкое невозможно. В результа​те фильм, где всех мочат и пыта​ют-избивают, получился жи​вым и радостным.

Этой-то детской счастливости у группы «4'33» — как ни у ко​го другого. Возможно, кто-то сочтёт, что ниша, занятая наивны​ми красавцами и хулиганами из «4'33», вот-вот разрушится. Но кто же тогда будет поливать публику очередями наращивае​мого, как культуристские муску​лы, звука, гонять адреналин зубодробиловкой ритмов современной Москвы и атлетической увёртливостью всемирного пост-авангарда? Нет, группу «4'33» уже не сбросить с парохода сов​ременности. Она — наш Майкл Найман, наш Филипп Гласс, наш Джон Кейдж. Все в одном флаконе с надписью «Русский минимализм».

--- «Коммерсантъ»

	ENSEMBLE 4'33''
	Happiness, Fame and Fortune
	2002
	50:54
	label: Solyd Records

Alexei Aigui [vln]; Denis Kalinsky [cello]; Andrei Goncharov [tp]; Erkin Yussupov [trb, v (12)]; Sergei Nikolsky [b, v (12)]; Nikolai Lgovsky [perc (3,5,6,10), d (3,6)]; Andrei Romanika [d (1,2,4,8,9,11,12)].

Music by Aigui

Arranged by Aigui & 4'33

	ENSEMBLE 4'33''
	Mix
	2003
	50:08
	label: Solyd Records www.solydrecords.com
Alexei Aigui [vln]; Denis Kalinsky [cello]; Andrei Goncharov [tp, fl h]; Erkin Yussupov [trb]; Sergei Nikolsky [b]; Andrei Romanika [d]; Arkady Marto [synth, p, kalimba]; Mikhail Spassky [k]; with: Mina Agossi [v];  Phil Reptil [g];  Alexandre Hiele [double bass].

www.aigui.com
rec. 2003

1. Why don’t you do right

2. Petit matin

3. Marakaraka

4. Les Robots favoris de Louis XIV

5. Finistere

6. Nextango

7. Goutte de miel

8. Why Me ?

9. Post

	ENSEMBLE MODERN 
	Heiner GOEBBELS  /

ENSEMBLE MODERN
	1993
	65:49
	ENSEMBLE MODERN – в их исполнении см. тж.: John CAGE "The Piano Concertos";
label: ECM (New Series)

1. La Jalousie

2. Red Run (9 songs for 11 instruments)

3. Herakles 2

4. Befreiung

Ensemble Modern:

Dietmar Wiesner
flute

Catherine Milliken
oboe

Wolfgang Stryi
bass clarinet, saxophone

Noriko Shimada
bassoon

Franck Ollu
trench horn, narrator in La Jalousie
William Forman,

Bruce Nockles
trumpets

Uwe Dierksen
trombone

Gerard Buguet
tuba, contra bass trombone

Rainer Romer
percussion

Hermann Kretzschmar,

Ueli Wiget
piano, sampler

Klaus Obermaier
electric guitar

MathiasTacke
violin

Michael Klier
viola

Eva Bocker
cello

Thomas Fichter
double-bass, electric bass

Peter Rundel         conductor 

Christoph Anders  -   narrator (совсем немного на французском в №1, и на немецком прилично в №4 [можно исключить])

After just one hearing, it is apparent: the fascination of these four pieces -- Befreiung, Red Run, Herakles 2 and La Jalousie -- lies in their decisiveness. No one but Heiner Goebbels could have composed them. And perhaps no other group but the Ensemble Modern -- who put all their virtuosity at the service of the music -- could present and perform these pieces. But only Heiner Goebbels could have imagined them.

It is all so logical, so distinctly perceptible to the ear, espe​cially here, especially now: the edginess of the brass group that carries the name Sogenanntes Linksradikales Blasorchester (So-called Radical-left Brass Ensemble) in mocking self-stigmatization; the dialectic of Goebbels's duo work with Alfred Harth; the early montages of original recorded sound; the melding of his music with spoken words -- an act of renewal, proof that Theatre is not dead after all; the ability to laugh at himself and thereby make others laugh while luring them to Beijing, Aschenfeld, Moscow; the investigation of avant-garde forms of rock with his group Cassiber; and finally Horstucke whose influence on contemporary radio cannot yet be evaluated. All of this represents the development of a unique form of expres​sion. The moment we hear it, we know: this can only have been written by Heiner Goebbels.

We recognize his signature, we can talk of his decisiveness -- not because he keeps doing the same things, but because he is always doing something new, without forgetting what has gone before. His courage to change is the only constant: heterogeneity the unifying element. Paradise and purgatory can be one and the same venue.

Thus the pieces, realized live and in the studio with the Ensemble Modern, are a compelling continuation of his auto​biography, self-knowledge become sound, compositional pal​impsests documenting the process of enlightenment. They demonstrate something rare in music today: the ability to do the right thing at the right time, intentionally and with assurance.

Like all works that have depth and meaning, these composi​tions can be understood in a variety of ways. Certainly, Red Run is the concert version of a 1988 work written for ballet, but it can also be heard as a brilliantly constructed and realized piece of pop music at the very dividing line between two separate worlds of music. Such attempts at crossover are usually re​ceived in embarrassed silence. But there is nothing embarrass​ing here, the connection is self-evident.

The same is true of Herakles 2: Certainly the music deliber​ately follows the text structures of Heiner Muller, turning brass, percussion and sampler into tools of language analysis. But anyone who doesn't know -- or does not want to know -- how strongly committed Goebbels is to Heiner Muller's work can simply swallow the hook of the heroic title and assume that there are programmatic references to certain Italian or Holly​wood film versions of the Hercules legend.

The very title, La Jalousie -- noises from a Novel  based on Robbe-Grillet, shows that even the unequivocal can have more than one meaning: 'jalousie' is French for both jealousy and window shade. The rhythmic noises in this piece hark back to Goebbels's Horstucke and point up the fact that, especially in the realm of media, evocations of bygone days, the conventions of yesterday, no longer work. And what is so admirable: not one note, not one sound is dispensable, is mere effect.

The way Goebbels deals with Rainald Goetz's text is crucial: most editors and directors are torn between feeling attracted to this author because of his relevance and threatened by the power of his texts. They like to impose their own wishful think​ing, their taboos and secret desires on this author's words, to shape and interpret them to death, manifesting a liberal cowar​dice in the face of a mind that does not flinch from horror. If I had misgivings that even the Ensemble Modern and Heiner Goebbels might not do justice to Goetz's text in the concert performance of Befreiung, they have all but disappeared. The studio production of Befreiung nearly accomplishes the im​possible: a true audio-realization of these "Heidegger" and "Stammheimer" fragments. A risky undertaking, an intelligent shipwreck, a courageous experiment-who could ask for more?

---- Karl Bruckmaier

La Jalousie

noises from a novel

La Jalousie, for 16 musicians, is, despite its relatively large instrumental forces, a rather quiet and cinematic piece. In French, "jalousie" has a double meaning referring both to an adjustable sun-shade, transparent from one side only, but it also means "jealousy". This differentiation is the theme of the "nouveau Roman" of the same name by French writer Alain Robbe-Grillet whom many will know as the scriptwriter of the cult film Last Year at Marienbad. "La Jalousie" revolves around the jealousy of the husband-narrator who never actively partici​pates in the tale, an unspoken, unacknowledged jealousy. It is the conditions and constellations, the manic perceptions and suppressions of this emotion that are minutely described and traumatically conveyed to the reader.

"She went to the port with Franck, to make some necessary purchases. She has not said what they were. Once the bedroom is empty, there is no reason not to open the blinds, which fill all three windows instead of glass panes. The three windows are similar, each devided into four equal rectangles, that is, four series of slats, each window-frame composing two sets hung one on top of another. The twelve series ..."

In Robbe-Grillefs autobiography I found a comment on this:

"... an utterly indescribable world, built from the sounds around the house. How is it that so little has been said about the importance of hearing in this novel ...?" This I attempted in my composition, commissioned in 1991 by the Frankfurt Jazz Festival for the Ensemble Modern.

Red Run

nine songs for eleven instruments

Red Run is the concertante version of a piece for ballet, written in 1988 in close cooperation with the musicians of the Ensemble Modern, the dancers of William Forsythe's Frankfurt Ballet Company, and the choreographer Amanda Miller. This was also my first encounter with the Ensemble Modern. The musicians played Red Run live on stage and were integrated into the choreography.

For the concertante version, I shortened slightly the original composition and used only the more rhythmically-accentuated parts. Even though everything is notated, there are still pas​sages developed in improvisation. In Red Run, unlike the later composed pieces here, I still tried to write "songs" and "solos" for the participating musicians -- instrumental songs for eleven instruments. It all begins rather innocently...

Herakles 2

for five brass players, drums and sampler

This is the newest composition, commissioned by the Ensem​ble Intercontemporain of Paris who premiered the piece in January 1992 at the Musee d'Art Moderne. The title was taken from a prose text in Heiner Muller's play Zement which de​scribes Hercules' second task, his struggle with the Hydra, and the fighter's gradual transformation into his adversary, a fight​ing machine.

"For a long time, he believed he was still walking through the woods, in the stupefying hot winds that seemed to blow from all directions, making the trees twist like serpents in the immutable dusk, following a barely visible spoor of blood on the steadily shifting ground, alone in his battle with the beast..."

In recent years I have worked almost exclusively with texts by Heiner Muller, particularly in pieces for radio. An important pre​requisite was, of course, my interest in the content of his texts. However, the decisive factor for my work is the way in which the structural power, the syntax, and the timbre of his texts are always open for interpretation and imply forms that the music may take. In Herakles 2, not a single sentence is spoken -- the structure of the music is inspired by the architecture of the text.

Befreiung (Liberation) 

concertante scene for narrator and ensemble

In 1989 the Frankfurt Alte Oper asked me to write a composition for the "Frankfurter Feste" celebrating the 200th anniversary of the French Revolution. I hesitated for a long time because the hackneyed revolutionary vocabulary seemed to render a differ​entiated historical treatment impossible, particularly at that time (before the end of the GDR, Romania etc). Every furniture company appropriated it ("The revolution is -- Franz!"). I changed my mind when I rediscovered the anti-liberal, polemic tirade from Rainald Goetz's dramatic trilogy Krieg.
I took out the texts of two characters -- ..Stammheimer" and "Heidegger" -- from Scenes Two (Disintegration) and Three (Organisation) and tried to give them form by musical means. I do not intend, then, to resolve for the audience the political tension contained in these texts but unleash it for individual confrontation.

The piece also opposes theatrical convention which usually treats Rainald Goetz's rhythmic language merely naturalistically, deeming it necessary to give the characters a personality to provide psychological motives for good and evil, where, in fact, this serves only to protect us from establishing this distin​ction for ourselves.

---- HeinerGoebbels

Heiner Goebbels «Ensemble Modern» «ECM Records» (1993). 

Тут, что называется, шутки в сторону. Весь этот альбом напоминает фильмы Ларса фон Триера, в которых изысканный европейский декаданс, нарочитое ремесленничество, скрывающее, на самом деле, вершинное мастерство, сбитая перспектива и формальная многовариантность сливаются в некое зрительное полифоничное пространство, схожее с Зоной из «Сталкера» — каждый шаг может стать последним, а все наличные феномены никоим образом не связаны друг с другом и друг друга не обуславливают.

 Собственно, заглавная композиция альбома «La Jalousie (Gerausche aus einem Roman)» так и называется в подзаголовке — «Шумы из романа», скорее всего, из гангстерского. Хочется открыть глаза и увидеть все то, о чем идет здесь речь — темный сырой лес, сверчки, совы, хруст шагов, голоса, заводящиеся и уезжающие авто. Это может быть что угодно, но скорее всего — крестные отцы мафии, казнив в лесу засланного полицией агента, разъезжаются по домам. Представляется, что это одна, если не самая, из лучших композиций альбома, сочетающая в себе смелое эксперементаторство с выверенной сюжетной линией. Эту линию еще надо разгадать, но если это удается — то все встает на свои места.
Затем начинается композиция «Red Ran» — чистый Хичкок. В принципе это хорошо, но легко узнаваемо, потому довольно банально — городские шумы, ничем не обусловленные всплески музыкальных созвучий и проходящие через всю композицию звуки женских каблучков по асфальту. Маньяк преследует свою жертву. Саспенс нарастает, но под конец растворяется в, как сказал бы товарищ Жданов, сумбуре вместо музыки.
Забудем про это и послушаем, что там дальше...
А дальше идет композиция «Herakles 2», которую вполне можно проинтерпретировать в качестве «джазовой каторги для большого симфонического оркестра». Над каждым из музыкантов стоит, как кажется, надсмотрщик с кнутом и заставляет, под угрозой порки, играть то, что должно быть джазом. Получается нечто судорожное и раскаленное, вроде прыгающих на сковородке каштанов — они сгорают, дымятся и иногда выстреливают, попадая то в бровь, а то и в глаз...
Выдержать это очень трудно, но надо, а не то какой же ты ценитель...
Завершается альбом «концертной сценой для оратора и ансамбля» «Освобождение» («Befreiung». Konzertante Szene fur Spracher und Ensemble). Это — пример довольно специфического жанра, который по-немецки называется «Schpraechgesang», а по-русски часто не совсем точно переводится как «радиотеатр». Главное действующее лицо здесь — немецкий язык как таковой. Особенно хорошо это ложится на русское ухо, для которого немецкий — это язык исключительно воинственный и грубый (при этом забывают, что он еще язык философии и романтизма, но речь не об этом). Собственно, знать перевод всех выкрикиваемых обрывков фраз совершенно не обязательно, как не обязательно переводить французские вставки из первых двух композиций альбома. Главное, что создается впечатление какого-то сумасшедшего робота, который перемешал у себя в памяти лозунги 1917-го и 1968-го годов и принялся играть с ними в неведомую лингво-политическую игру, финал у которой принципиально отсутствует. Зато теперь не надо, как в фильме А. Тарковского «Ностальгия», залезать на статую, полчаса надрываться, а потом сгорать заживо. Все это можно поручить роботу. Типичный музыкальный постмодерн, который интересен исключительно философам, увлекающимся авангардной музыкой и продвинутым кино. Много ли таких найдется?

-- "man's Music"

	ENSEMBLE MODERN
	John  CAGE:

"16 Dances"
	1994
	49:32
	Ensemble Modern исполняет сочинение John’a Cage’a (см.) «Sixteen Dances for Soloist and Company of 3».

Rec. 1992

   ‘Sixteen Dances’, begun at the very end of 1950 and completed just after New Year’s 1951, was the last work that Cage composed before he began using chance operations. It was written to accompany an evening-long dance program choreographed by Merce Cunningham for himself and his company of three dancers. Cage and Cunningham had worked together since about 1940; Cage had composed percussion and prepared piano accompaniments for several of Cunningham’s solo dances, and, in 1947, he wrote the orchestral score for Cunningham’s ballet ‘The Seasons’. The titles of the individual dances are Cunningham’s. He took as his subject the “permanent emotions” of Hindu aesthetics: anger, sorrow, the odious, fear, humor, the heroic, the wondrous, and the erotic. A ninth emotion, tranquillity, is represented in the final movement and also pervades the seven interludes that alternate with the dances depicting the more specific emotional states. Cage composed his ‘Sixteen Dances’ using a sound chart, a table of 64 different sounds — single notes, chords, trills, etc., always played at fixed pitches and with fixed scoring — arranged into eight rows of eight columns each. He used this device to deliberately limit his compositional choices: at any point in the piece only one of the 64 sounds could appear, and composition thus became a matter of moving around on the chart, stringing one sound after another. To ensure variety, Cage added a twist to this system: over the course of the 16 movements the contents of the chart change, so that the sounds heard in the final dance are completely different from those of the opening. While the technique may appear dry and pedantic Cage used it quite freely, and in his hands it became a formidable musical tool. By various means — rhythm, dynamics, pacing, silences — he was able to mold the raw materials of the chart into expressions of the various emotions. The chart thus produces music which is in turn panic-stricken (fear), light-footed and quirky (humor), crabbed and ugly (the odious), bleak (sorrow), sensual and lithe (the erotic), and so on. Remarkable effects are produced in the interludes as well: Cage is able to draw forth from the chart an innocent folk-like melody for the twelfth dance and even a blues number for the tenth. Each of the sounds he had created for the ‘Sixteen Dances’ was interesting in itself and could be combined in limitless ways with the other 63, rather like the shapes and colors of a kaleidoscope. The fourteenth dance is a perfect example of this kind of chart music: enigmatic and imperturbable, its souds proceed one after the other with no apparent connection. Something of Cage’s character is revealed in that two of the “emotional” movements — the heroic and tranquillity — are also set in this latter style, where the geometry of the chart is allowed to create the continuity of sounds. Cage’s vision of heroism was not one of powerful action, but was instead the heroism of acceptance, of relinquishing control and allowing things to express themselves. The finale of ‘Sixteen Dances’ stems from this world view, and is the most strikingly dramatic of the dances: the impassive continuity of the chart music unfolds over the constant sound of distant gongs.

    The Ensemble Modern is known primarily for the interpretation of 20th-century classics and for the performance of works by contemporary composers. Ensemble has premiered over 100 new compositions, and has worked directly with such composers as Hans Werner Henze, John Adams, Gyorgy Ligeti, Frank Zappa, and such jazz greats as Ornette Coleman and Antony Braxton.

	(ENSEMBLE MODERN)
	Heinz  HOLLIGER:

“Scardanelli – Zyklus”
	1993
	68:57 70:31
	HOLLIGER – см.

label: ECM New Series

Performed by Ensemble Modern & London Voices; solo flute – Aurele Nicolet.

Roman Brotbeck: Ivory Tower of Congealment

Just about the entire repertoire of enigmatic concepts brought to music criticism's attention since Adorno for describing the highly complex, the bewilderingly arcane, the marginal and the fractured has been applied to Heinz Holliger's Scardanelli Cycle since its premiere in Donaueschingen in 1985. This reaction may well have been stirred not only by Holliger's virtuoso performances on the oboe that transcend all barriers, but also by the labyrinthine eloquence of works such as The Magic Dancer (1963/65) or Seven-song (1967), which have consolidated his international renown as a composer.

Actually the reaction is surprising in view of the fact that the arcane and the labyrinthine, both hallmark features of the eighties, are virtually absent in the Scardanelli Cycle, and the buzzword "fractured" simply does not apply. On the contrary, almost all of the parts of the Scardanelli Cycle have been composed with such clarity and simplicity that – much like the cultured Germanist's erstwhile view of Holderlin's late period – the "knowledge​able" music connoisseur might suspect that the composer had taken the easy way out.

With the exception of Ostinato Funebre and Bruchstucke (Fragments), nothing is obscured so that even the slightest breath seems to be bathed in searing light. This can result in another extreme, in overexposure, as in Winter III. where three glasses played as a glass harmonica underscore an icy sweetness of sound. The chords have to be sung as evenly as possible and with pure intonation, producing an atmosphere so rarefied that it leads to the light-flooded rigidity and deathly stillness so precisely pinpointed by Holderlin at the beginning of the poem with his disturbing combination of "pallid snow" and "lustrous shine."

Even the titles of the single parts within the Scardanelli Cycle are clearcut and unambi​guous. The Schaufelrad (Paddlewheel), for instance, really functions like a perfectly ordinary paddlewheel with its two chords revolving around themselves; there is no hint of a critique of the simple revolution, as composed by Alban Berg for the captain singing the "Mill Wheel" with the orchestra in Wozzeck. Even Ad Marginem – this title is perhaps the most likely candidate for the aesthetics of the fractured and fragmentary addressed above – does not capture those often cited margins of language, but rather demonstrates the extent to which instrumentalists are condemned to playing and living (surviving) in the middle. If they gravitate from the middle toward the marginal frequencies of the tape, they fade. Yet thanks only to these marginal frequencies is it even possible to locate the middle in Ad Marginem. Other parts of the Scardanelli Cycle do not have this spatial orientation; instead, the music stands isolated in a "nonspace" that precludes all movement, and all experience as well, restricting the possibility of orien​tation to self-reference alone: the music, thrown back upon itself, is so self-enclosed that it has even lost the vision of a margin.

This self-reference marks all the layers of the Scardanelli Cycle – and in its most extreme form, it leads to expressionlessness and rigidity, even to movement frozen in a pure ivory tower of congealment. This self-reference finds expression in the musical texture, in the severe reduction and redundancy of the musical means. Entire sections make do with a few, ceaselessly repeated chords or sequences of notes. Within the larger formal context, modifications between the sections are so minor that one could imagine hearing the same thing. As a soloist, Holliger has expanded the oboe into one of the most versatile concert instruments. A piece like Spiral by Karlheinz Stockhausen, with a score consisting of little more than five variant reactions, becomes a multicolored solo cadence, in which the original inventions literally tumble head over heels. As a com​poser, Holliger restricts himself in the Scardanelli Cycle to simple canon techniques and homophonic, choral-like sections. The musical devices seemed to be plugged into their own embryonic ur-state. Little is audibly manifest of the great achievements of new music. Even when Holliger distorts the sound, one would still have to accuse him of lacking subtlety from a traditional avant-garde point of view since entire passages are scored with one single, uniform distorting effect. In Winter II, for example, he calls for the "straw bass" register throughout, which means stretching the voice to the point where it is barely possible to make a statement. The composer makes no effort what​soever to clarify the formal structure of this section through variations in vocal distortion. This is all the more conspicuous because in Winter II Holliger unites the two most impor​tant elements of the cycle – the canon and the chorale – by composing a four-part chorale as a four-part canon. But the introversion of the sound, generated when even the high voices use the "straw bass" register, is much more important to Holliger than fleshing out the piece according to traditional techniques of composition. On the level of performance. introversion surfaces most clearly in those parts – above all in Summer I to III and the Stretto that is related to Summer II – in which the musicians, no longer able to rely on the conductor for orientation, must rely on themselves. In the three Summer songs, the singers, using their own pulse as the beat, are compelled to turn their ears inwards in order to weave their way through the canon. Another kind of introversion, literally breathtaking and bordering on suffocation, is imposed upon the singers in Fruhling I (Spring I), where they are instructed to sing while inhaling as if to suck what they have sung (the no longer singable) back into their own bodies.

Here, the traditional task of the author, namely the production of messages about life, has atrophied to the point of autism, to terminally composed preliminary stages of death. This autism can come to the fore in the detail of the single chord. In Der ferne Klang (The Distant Sound), Holliger requires, as in the corresponding song in Winter III, the pure intonation of the major chords, i.e. the perfect fifth 3/2 is divided into a perfect major (5/4) and a perfect minor (6/5) third, which leads to a statically tranquil sound that needs no other sound. But Holliger's score intensifies the statics even more: he shifts the fifth (3/2) by an octave to the duodecimo 3/1, thus heightening the consonantal character and producing a slack interval similar to the perfect octave. In addition, Holliger "consonantizes" the major third of the chord as well, by transposing several octaves up (2/1), which simplifies the third 5/4 to intervals 5/1, 10/1 or 20/1 with much less tension (cf. the equation: 5/4 + 2/1 = 5/4 x 2/1 = 5/2, etc.). In this way all tonal energy is withdrawn from the chord which now radiates only exhausted tranquillity. No intention can be extracted from such sound at the beginning of a piece and the only remaining compositorial device is iteration. The work's title is precise in this case as well: one single, distant sound, whereby "distant" stands more for the nonlocalized quality of the music than for romantic transcendence.

What is it then that makes one listen enthralled for two and a half hours to this scored hypothermia – a composition devoid of a consistent, overarching formal idea, apart from simple alternation between vocal and instrumental sections, and marked by almost exclusively familiar, and even regressive, structures?

I suspect it has to do with the highly charged energy household of the cycle. On the one hand, the greatest effort is made to deprive the musical structures of energy in order to generate a sound vacuum and a kind of echoless space. On the other hand, with almost violent relentlessness, a minimum of energy is still squeezed out of the few, modest shapes in this vacuum.

This is illustrated by the ruthless canon technique, as in Summer Canon. The erotic, tactile moment of the canon where the voices follow each other, become interwoven, and liberate each other's energies, has been subverted. Instead of communicating, the voices are cornered and contact is thwarted. Contact becomes possible only through an intervalic compression of the sort that Mexican composer Julian Carrillo already dreamed of in the twenties when he suggested compressing the semitone works of music history – at least the well-known pieces – into third-tone to semiquaver versions. In Holliger's Summer Canon, the canons appear simultaneously in a whole tone, semitone, and quarter-tone version. A few drops of relational energy are squeezed out only through this compression, which might be considered outwardly forceful inasmuch as Holliger shows little interest in the individual character of quarter-tone intervals as such. The effect of this compressive energy is even more introverted in the two Chorales where compression is placed in the middle of the sound.

Energy is produced through a maximum similarity of the shapes; the differences are small and restricted mostly to one or two parameters. In some sections one might almost speak of a slightly jarred unisono sound, e.g. in Summer I, where energy is generated by the tiniest shifts in the pulse of the singers and a waxing porosity of the series. Analogous power production in physics would be Nicola Tesla's ultra-shortwave energy where the tension is so high that glass bodies subjected to electric current light up without filaments, while the glass remains cool to the touch because the waves are so short that they do not even penetrate the outermost layers of the skin.

Two parts of the Scardanelli Cycle must clearly be excepted from the above remarks: Bruchstucke and Ostinato Funebre. They are enigmatic, gloomy pieces in the bathetic vein of New Music. Dissolute shapes haunt the Ostinato Funebre leaving behind a trail of spectral sounds; the effect is like a coda to the scene in the Wolf's Glen in Weber's Der Freischutz (The Fatal Marksman). These are the only sections in which one could, perhaps, speak of fractured and marginal experience but this would do justice neither to the aesthetic of the dissolute with its slightly antiquated effect in comparison to the other parts, nor to the important overarching, formal function of these two parts. Set off against the congealed atmosphere of the rest of the cycle, they are like two heating plants where life is not yet frozen, where sounds can still at least die away, and where in Bruchstucke even explosions – though ultimately destructive – are possible. The emotionality of these two parts also ties in with the Glocken-Alphabet (Bell-Alphabet) and (t)air(e), which come closest within the Scardanelli-Cycle, to something like the Utopia of a different linguistic competence. In (t)air(e), the conditions of musical and linguistic competence are drained to their ultimate sources, until Air becomes but a function of silence, and life metaphorically reveals its existence in death's embrace – underscoring once again the precision of Holliger's titles.

Glocken-Alphabet shows a near tenderness of contact in the relationship between the solo flute and the chamber orchestra, although in musical terms they seem to have nothing to do with each other, and the solo flute plays independently of the "alphabetization" of the temple bells. The Glocken-Alphabet is the only part of the cycle in which divorced aspects in the sense of traditional composition have been united. Thus the solo flute has a twofold function in the Scardanelli Cycle on the one hand, it is a hypostasis of the autism which governs virtually all of the musical structures; on the other, it demonstrates that this autism is probably the only means of developing and justifying speech in a society in which communication has been multiplied to the point of suffocation.

Not until the voice cracks over the excessiveness of a word like "mankind" – as in Fruhling I (Spring 1), where only the "M" is audible while the rest of the word struggles to be articulated in a closed mouth – does a perspective even begin to open up for those whom Holderlin in his tower may have meant by the word "mankind". Thus, there is a moment of profound social criticism in the Scardanelli Cycle, by fleeing from the warmth of any kind of societal nest, this music demands settlement of those autistic-existential claims that society tries to gloss over with all of the devious garrulity at its command.

	ENSEMBLE MODERN
	ENSEMBLE MODERN & Fred FRITH:

"Traffic Continues"
	2000
	64:13
	avant-garde

label: Winter & Winter (Munchen)

Composed by Fred Frith.

Fred Frith (см.): guitar, music director 

Franck Ollu: conductor (1-8)

Ikue Mori: drum machines (9-21)

Zeena Parkins: harp, el harp (9-21)

Ensemble Modern:

Uwe Dierksen: trombone

Roland Diry: clarinet

Thomas Fichter: double bass, el bass

Heinz Huber: accordion (9-21)

Michael M Kasper: cello

Freya Kirby: violin

Susan Knight: viola

Hermann Kretzschmar: piano, sampler

Catherine Milliken: oboe, bass oboe, english horn

Bruce Nockles: trumpet

Rumi Ogawa-Helferich: percussion, cymbalom

Franck Ollu: horn

Rainer Romer: percussion

Noriko Shimada: bassoon, contrabassoon

Wolfgang Stryi: saxophone, contrabass clarinet

Hilary Sturt: violin

Dietmar Wiesner: flute, bass flute, piccolo
Traffic Continues consists of a number of cells of composed music which can be juxtaposed with improvisation of various kinds. The structure and precise content are determined spontaneously by the conductor with the help of the players, during the course of each performance.

Traffic Continues:

1 Inadvertent Introduction

2 First Riddle

3 Traffic II

4 Third Riddle

5 Lourdement Gai

6 Traffic III / Traffic I

7 Freeway / Shadow of a Tree on Sand

8 Fragile Finale

Traffic Continues II: Gusto (for Tom Cora)

9 Introduction: Limbo

10 Adage a/at Your Earliest Hesitation

11 Gyrate / Adage b

12 Not if I See You First

13 Any Other World

14 A Good Top Tongue

15 Nose at Nose

16 Will Cast Some Light On

17 Adage d / Neither Fire nor Place

18 Monkey Lens Dipthong String

19 Howdywhoola

20 No Convenient Time

21 One Never Knows Do One? / Adage Coda / Long Fade

	ENSEMBLE MODERN
	Heiner GOEBBELS & ENSEMBLE MODERN:

"Eislermaterial"
	2002
	63:20
	label: ECM   www.ecmrecords.com
ENSEMBLE MODERN - см. в: 'Alternative'

recorded live at Hebbel-Theater, Berlin, 1998

Performed by:
Heiner Goebbels, Ensemble Modern, Josef Bierbichler

1. 

Children's Anthem 
[Brecht] 
7:02


2. 

Allegro assai-aus: Kleine Sinfonie / Moment musical 
[Eisler-Goebbels] 
4:05

3. 

Andante - aus: Suite Für Septett Nr. 1 
[Eisler, Goebbels] 
2:01

4. 

And I Shall Never Again See 
[Brecht] 
2:49


5. 

Four Lullabies for Working Mothers, Pt. 1 
[Brecht] 
1:55


6. 

Four Lullabies for Working Mothers, Pt. 2 
[Brecht] 
1:27


7. 

Four Lullabies for Working Mothers, Pt. 3 
[Brecht] 
1:40


8. 

Four Lullabies for Working Mothers, Pt. 4 
[Brecht] 
3:35


9. 

Audio Drama I 
[Ensemble Modern, Josef Bierbichler] 
4:36

10. 

The Grey Goose 
[Brecht] 
2:52

11. 

Mother Beimlein 
[Brecht] 
1:56

12. 

Of Sprinkling the Garden 
[Brecht] 
3:39

13. 

Ballade Von Der Haltbaren Graugans 
[Ensemble Modern, Josef Bierbichler] 
3:15

14. 

Horatios Monolog/Bericht Vom 1. Mai 
[Eisler-Brecht] 
2:56


15. 

Audio Drama II 
[Ensemble Modern, Josef Bierbichler] 
3:30

16. 

Kileine Passacaglia-Aus: Fünf Orchesterstücke 
[Eisler-Goebbels] 
0:53


17. 

Finale: Improvisation-Aus: Fünf Orchesterstücke 
[Ensemble Modern, Josef Bierbichler] 
3:29

18. 

On Suicide 
[Brecht] 
2:54

19. 

War Song 
[Brecht] 
1:27

20. 

Die Fabriken-Aus: Orchestersuite No. 3/Streichquartett-Fragment 
[Ensemble Modern, Josef Bierbichler] 
5:44


21. 

Eventually 
[Altenberg] 
1:23

	ENSEMBLE MODERN
	ENSEMBLE MODERN plays FRANK ZAPPA:

"Greggery Peccary & Other Persuasions"
	2004
	61:05
	rec. 2002

Ensemble Modern with: David Moss (см.) [v]; Omar Ebrahim [v].

Director: Jonathan Stockhammer

Arrangements and transcriptions: Ali N. Askin

Synclavier transcriptions: Todd Yvega

	L'Ensemble RAYE – см.: L'ENSEMBLE RAYE (на 'L')
	
	
	
	

	ESE
	Gack!
	1999
	55:17
	vocal impro

label: (P) Jazzland (Norway), (C) EmArcy / Universal Music (Norway).

ESE: Eldbjorg Raknes, Sidsel Endresen, Elin Rosseland. (Вокальное трио импровизационной музыки).

I am proud to present the vocal group ESE as the first release on our new label KEMISTRI.

In my opinion, this album is an "ahead of its time" journey through new ways of making music and a new approach to voice treatment and to the "vocal-group" concept.

The material on this album is totally improvised, and the listener has a unique opportunity to share in the development of the different parts together with ESE .
After listening through the album a couple of times, I started to recognize the songs in a completely different way than I've been used to with music. Check it out, and you will know what I mean!

The album is done by three of the finest singers in jazz today, and I am impressed by their courage and their willingness to "move on" as musicians.

GACK!! Will undoubtedly become a "classic". KEMISTRI will continue to release music "on the edge", music making use of new inputs. Hopefully we will be able to keep up with the high standard of this first release.

Bugge Wesseltoft

	ESTAMPIE
	Ludus Danielis
	1994
	51:12
	label: Christophorus (Heidelberg)

Chor und instrumentalisten: Michael Popp [conzeption und leitung; ud, flote, schalmei, fidel]; Ernst Schwindl [portativ, drehleier, organistrum, glocken]; Johann Bengen [percussion, santouri]; Anja Gurke [fidel]; Marie-Katherin Melnitzky [harfe]; Tobias Schlierf [fidel, schalmei].

  Michael Popp is a member of the avant-garde pop group Deine Lakaien (см.). In 1991 he formed the medieval-techno-group Qntal together with Ernst Horn (their first CD ‘Qntal’ appeared in 1993). Popp also works as a composer and live stage musician. The ensemble Estampie has so far produced the following recordings: «A Chantar» (minnesongs); «Ave Maris Stella» (veneration of the Virgin Mary in the Middle Ages).

  Of all the musical works from the Middle Ages the ‘Ludus Danielis’ occupies a rather special position. In many respects it represents the most interesting example of a genre referred to at the time as ordo, ludus, versus, historia, or miraculum. It was no less than the first attempt in the Christian culture at uniting drama with music – the invention of opera in medieval times as it were. [...]

  The whole spectrum of one-line music of the Middle Ages is employed – free-following, Gregorian sounding melodies, simple folk style strophic songs and rhythmically accentuated variation song forms, which are closely connected to dance-like instrumental music. Simple recitatives carry on the plot and place a dramatic counterpoint to the variety of melodies and forms. In accordance with the medieval conception of music, Estampie has allocated certain instruments to the leading roles. [...]

	ESPLENDOR  GEOMETRICO
	80’s Tracks
	1980 - 88
	49:40
	noise. Агрессивный, колючий, не-амбиентный.

label: Apocalyptic Vision

Composed by Arturo Lanz, Gabriel Riaza, Juan Carlos Sastre

	ETHNICA MUSIC PROJECT + MOX
	Omut
	2004
	52:32
	электронная авангардно-клубная музыка с женским вокалом на темы русского фольклора

Netlenka - vocal

Mikhail Salnikov - programming, bass (2,6,8)

Omut

Thus the raven have told

Weeping bride

Frozen river

The abysm

Blue

I was not sleeping, was not slumbering

Lullaby

	ETRON  FOU  LELOUBLAN
	Etron Fou Leloublan

[3 CD Set]
	
	73:51 68:48 60:18
	avant-rock

label: Musea (France)

Produced by Fred Frith. 

Очень качественный impro-avant-rock французских музыкантов. Иногда с вокалом.

Подобные проекты (из той же компании) – см.: CAMIZOLE; Lol COXHILL; L. COOPER; HERBE ROUGE; VOLAPUK; Guigou CHENEVIER;

ETRON ... band from the French underground, member of the collective Rock In Opposition, shows a deep sense of humour and derision on a music with complex rhythms, strongly influenced by CAPTAIN BEEFHEART.

	ETRON  FOU  LELOUBLAN
	En Public Aux Etats Unis d'Amerique
	1998
	49:37
	label: Musea (France)  http://www.id-net.fr/musea 
Bernard Mathieu [saxes]; Fred Frith (cм.) [g]; Ferdinand Richard (cм.) [b, v]; Guigou Chenevier (cм. CHENEVIER; тж. его проект VOLAPUK) [d, v]; + Jo Thirion [k]. Lyrics by Boris Vian.

Tracks 1 - 9: rec. live 1979

Track 10: rec. 1985

Track 11: rec. 1986

	EVIDENCE
	Musique De Thelonious Monk
	1993
	65:38
	label: Dame 

[Импровизационная интерпрeтация. Очень интересный проект.]

Jean Derome (см.) [a s]; Pierre Tanguay [d]; Pierre Cartier [b].

  Evidence: something legally submitted to a tribunal to ascertain the truth of a matter.

  Evidence = “свидетельство”, “очевидность”, “явность”. Характерная особенность того, что захватывает душу с такой силой, что невозможно не свидетельствовать, не провозглашать истину, реальность. Трио Evidence посвятило себя исключительно музыке Телониуса Монка. Этот диск был создан и издан самими музыкантами и не получал никакой финансовой поддержки.

  Evidence — на любом языке (фр., англ., исп., итальянский — то же значение) это слово всегда прекрасно; — сильное, музыкальное, необходимое. Это слово необходимо, когда возникает влюблённость. Или когда говорят о музыке Телониуса Монка.

  Из всех великих музыкантов джаза (Паркер, Мингус, Колтрейн, Пеппер, Долфи, Конитц, Роллинс и все остальные поэты этого круга), Монк — самый “очевидный”. Это необъяснимый. Это — так. Просто-напросто. И всё, к чему он прикасается, становится музыкой музыкой Монка. От молчаний до диссонансов, Монк — в высшей степени композитор. Всё то, чего он хоть слегка касается, ему принадлежит: например, Tea For Two, и другие композиции Еллингтона (его единственный метр?), которые он встряхнул, истолок, затемнил, захватил силой. И весь Монк — несколько дюжин вещей, которые он написал — могут быть интерпретированы чередой друг за другом, как одна целая очень длинная вещь, необъятная, исполненная мистических тайников и источников небывалого счастья. Это и является смыслом настоящего проекта Cartier - Derome - Tanguay.  A l’evidence...

                  — Robert Daudelin, 1993. (пер. с французского)

1. Hackensack

2. Light Blue

3. Evidence

4. ‘Round Midnight

5. Misterioso

6. Introspection

7. Ugly Beauty

8. Criss-Cross

9. Well You Needn’t

10. Boo Boo’s Birthday

	The  EX
	1936 – CNT FAI (The Spanish Revolution)
	1986
	14:40
	Luc Ex – см. тж. с: ROOF (w/ Tom Cora, Phil Minton); 4WALLS (на "F"; w/ Phil Minton)

Один из интереснейших рок-авангардных проектов (с большой долей авангарда), энергичный и изобретательный. 

label: Originally released as a book with two 7" singles in June 1986 in co-operation with Ron Johnson Records. Re-released (this time with two 3" CDs) in October 1997 by Ex Records / Ravijn and AK Press.

rec. 1986 in Amsterdam

Luc [b, g]; Katrin [d]; Terrie [g]; G.W. Sok [v]; John [v]; Dolf [g].

	The  EX
	Joggers & Smoggers

[2 CD]
	1989
	45:47 46:46
	label: Fist Puppet / Cargo Records

Recorded: June 8 – 25,  1989

The Ex + guests: Tom Cora (см.), Han Bennink (см. в 'Jazz'), Sonic Youth, Chumbawamba, Red Rat, a. o.

All worrds by The Ex, except: #2 – based on Franz Kafka; #11 – based on Vladimir Vysotsky; #26 – based on Bertolt Brecht; #32 – Jacques Prevert.

См. тж. другой проект by Andy Ex  – KLETKA  RED

#5:

MORNING STAR (5)... Birds coughing?... Whistling kettle whistles water boils, she pours it out (I smell coffee), says good morning, slept well? Nod yes quite okay, but cat near head all the time, purring in ear pushed away to foot-end, and so light so early... A wash, toilet, clothes on, take blankets of couch fold them up, replace cushion. Soft radio soundscape, decorates room. Breakfast, we chat... pour her another coffee. Search my mind for an excuse, to say her how much I... (but I know that you... Damn, if you don't believe in love at first sight, look again, again again)... well I know it doesn't have a chance this time... and I guess that's how things goes... But still, this is precious, I... take a bite take a sip, she tells a little joke, and makes me smile...

"Forward. In all directions". (Three Mustaphas Three)

Long queue, on the corner, all waiting patiently... something being rationed or...? Western perestroika science-fiction friction? right round the corner... and another corner! Can't be everybody lining up for a trashcan, can it? Not us! (unless there is something for free in it, innit?) or... ah, of course, a curse occurs — pilgrimage to the automat, wait an hour and! you can buy... MONEY!

Pom pom into museum shffhiss shamble crowd, paintings all over the place full house mumble muse... Sigh, well Real Art huh take a look: dear... And even dearer: Realler-Than-Really-Real Art! Smart talk right trend right place good investment, cool hobby, do-the-artistrick lobby YEAH... the an is to sell... oh well, a million or two, such an impressive expression! Oh! But... Fake? Ugly, bad, trip, worthless (although still the same picture or what???)... I'd say I Chairman of the board! why in the office of your stinkfactory for millions of culture... and smog signals over housing-estate? Turn it over, if there's still something Human about you, clear the air... exhale stone tables billboards, your ten commandments to buy buy buy (continues, how? with seven more guesses)...

	The  EX
	The EX & Tom CORA:

"Scrabbling at the Lock"
	1991
	51:29
	label: RecRec

Tom CORA – см.

	The  EX
	The EX + Tom CORA:

“And The Weathermen Shrug Their Shoulders”
	1993
	57:14
	label: Cargo Records (USA)

Rec. 1993 in Amsterdam.

All words and music by The Ex & Tom Cora, except #1 – traditional; #15 – composed with Catherine Jauniaux.

The EX + Tom CORA: Katrin, Terrie, Luc, G.W. Sok, Andy, Tom.

Instruments: d, g, b, v, steeldrum, vln, cello.

Guests: Johannes [v]; Dolf [g].

Progress's present is a one-way travel, with a dis​count ticket from a passed station; a trip into the future with no turning back. We go step by step by step by step by step by step by step by step... (And one fine day at the new clear plant one of us will ask to him- or herself: where is everybody?)

	The  EX
	Mudbird Shivers
	1995 
	49:31
	Дадаистическая концепция.

label: RecRec Music (Switzerland)

The Ex are: Luc, Katrin, Terrie, Han, Andy, G.W. Sok. 

Instruments: b, d, g, viola, mouth-harp, panlids, grater, sax, voices.

	The  EX
	Starters Alternators
	1998
	53:23
	label: Touch and Go Records (Chicago). Rec. in Chicago.

The Ex are: Katrin [d, v]; Terrie [g]; Andy [g]; Luc [b]; G.W. Sok [v].

In memoriam Tom Cora († 1998).

	The  EX
	Tortoise + The Ex
	1999
	22:48
	label: Konkurrent Independent Music (Amsterdam) / North American distribution: Touch and Go Records (Chicago). Fish 5 CD.

Tortex are: Dan Bitney, Douglas McCombs, John McEntire, John Herndon, Rob Mazurek, Jeff Parker, Andy Ex, Luc Ex, Katrin Ex, Terrie Ex, GW Sok.

All music writen by The Ex and Tortiose. Rec. 1998.

“In The Fishtank” is a project of Konkurrent Onafhankelijk Musiekbedrijt. In this collection of short-length CDs Konkurrent invites bands to whom they are strongly related, to record while touring in Holland. These bands are given two days to put down on 24-track 20 to 30 minutes of whatever they like: regular songs, funny versions, improvised pieces... The Fishtank offers a space for expression and experimentation.

1. The Lawn of The Limp

2. Pooh Song (Christopher Robin’s nightbear)

3. Central Heating (inspiring by the song “Kachel” (“stove”) from Misha Mengelberg [см. в ‘Jazz’])

4. Pleasure As Usual

5. Did You Comb?

6. Huge Hidden Spaces

For our fifth "In The Fishtank", Konkurrent invited Tortoise from Chicago to contribute some of their hypnotic, catchy instrumental pieces to our series. They gladly accepted and asked The Ex to join them. Both bands begin from very different points when constructing songs. The Ex work with dynamics and tension building while Tortoise work at a more introspective and subdued level, adding layers and texture to their sound. Where they meet is in how they work with repetition and introduce very specific atmospheres into their songs. They also both possess an intuitive approach to their music and an openness to allow things the time they need to take shape. The music was slow to emerge not realty fully forming till late on the second day of recording, but as John from Tortoise commented, "all good things take time". An unlikely combination you might think, which is why we liked the idea so much.

	The  EX
	Dizzy Spells
	2001
	59:29
	label: Ex Records (Amsterdam)

ex@theex.nl   www.theex.nl 

rec. in France

The Ex are: Terrie, Andy, Luc, Katrin, G.W. Sok [g, b, d, perc, v].

	D.J. EXISTENCE
	Ракета II
	
	74:24
	умеренно-ритмичный ambient-noise 

label: promo copy; info: existence@fromru.com 

	EXPERIMENTAL AUDIO COLLABORATION – см.: WA-ON
	
	
	
	

	The  EXPLOITED
	Death Before Dishonor
	1988
	68:25
	punk-metal 

label: Rough Justice (London)

	The  EXPLOITED
	Beat The Bastards
	1996
	51:38
	label: Rough Justice (London)

Willie Buchan [d, b]; Jim Gray [b]; Jamie Buchan [g]; Wattie [v].

	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.

	EYEHATEGOD
	Take As Needed For Pain
	1993
	50:02
	punk- metal
label: CenturyMedia

	EYEHATEGOD
	Dopesick
	1996
	38:58
	label: CenturyMedia

	FAITHLESS – см. в разделе ‘Acid’
	
	
	
	

	The  FALL
	Extricate
	1990
	
	 LP     post-punk

	David  FANSHAWE
	African Sanctus
	
	76:02
	Simpho-fantazia
rec. 1973, c 1989

Это единое произведение представляет собой чередование колоритных эпизодов из вокальной католической и африканской (как аборигенской, так и мусульманской) музыки, затем перерастающее в синтез внутри авангардистских этно-интроспекций. Чудо заключается в том, насколько легко и без особой надуманности все это звучит, создавая даже более захватывающее впечатление, чем “Carmina Burana” в арранжировке Glass/Manzarek (см.) Инструментальное сопровождение создаётся средствами африканских инструментов.

	FANTOMAS
	Amenaza al Mundo
	1998
	42:46
	noise / industrial / alternative
label: Ipecac (CA, USA) ipecacrec@aol.com 

Mike Patton (см. PATTON; тж. с: MR. BUNGLE; MELVINS); Dave Lombardo (см. тж. в разделе ‘Clasics: обработки классики’ в конце файла: Lorenzo ARRUGA & Dave LOMBARDO: “Vivaldi: The Meeting”); Buzz Osborne; Trevor Dunn (см. тж. с: MR. BUNGLE).

All music and production by Mike Patton.

Названия вещей: Book 1: Pages 1 – 30. [#13 (0’04’’) + #14 идут слитно).

Fantomas:

Group Members: 
Trevor Dunn, Dave Lombardo, Mike Patton, Buzz Osborne

Styles: Experimental Rock, Alternative Metal

Tones: Difficult, Raucous, Rambunctious, Gloomy, Malevolent, Manic, Aggressive, Volatile

Labels: Ipecac Recordings

Similar Artists: U.S. Maple, Born Against, Disco Inferno, Blind Idiot God (см.), Creedle, Karp, Downset, Hate Dept., Excuse 17, Uz Jsme Doma (см.)

Roots and Influences: Pigface, Henry Rollins (см.), Front 242 (см.)

Formal Connections: Mr. Bungle (см.), Slayer (см.)

So named in honor of the anti-hero of a series of legendary French crime novels, Fantomas was formed by singer Mike Patton in the wake of the break-up of his previous band, Faith No More. After cutting a rough demo in early 1998, Patton recruited Melvins guitarist Buzz Osbourne, Mr. Bungle bassist Trevor Dunn and Slayer drummer Dave Lombardo to flesh out the recording; the group then played their debut show in San Francisco in mid-June of that year, as the group's record debut was a cacophonic cover of T. Rex's "Chariot Choogle" for the compilation 'Great Jewish Music: Marc Bolan' in 1998 (issued on John Zorn's Tzadik label), and toured throughout he summer. 

The spring of 1999 saw the release of Fantomas' self-titled debut album (the very first release on Patton's newly formed record label, Ipecac), which was followed by more touring. By tour's end, Fantomas was briefly put on hold as its members returned to their other bands, but by early 2001, the quartet had recorded their second album. Titled 'The Director's Cut,' the album featured re-worked covers of movie themes, including "The Godfather," "Cape Fear," and "Rosemary's Baby," among others (the band planned on including a version of "What A Feeling" from 'Flashdance,' but had to cut it at the last second due to legal problems). The band spent the remainder of 2001 touring behind the album, as Patton hinted that the group may go directly back into the studio by year's end to work on an album of all new material. 

-- Jason Ankeny & Greg Prato

	FANTOMAS
	The Director’s Cut
	2001
	38:55
	label: Ipecac (CA, USA) url: www.ipecac.com e: info@ipecac.com 

All tunes adapted, arranged & produced by Mike PATTON

Starring: Mike Patton, Dave Lombardo, Buzz Osborne, Trevor Dunn.

“THE GODFATHER” - NINO ROTA, 1972;

“DER GOLEM” -  KARL ERNST SASSE, 1977;

“EXPERIMENT IN TERROR” - HENRY MANCINI 1962; 

“ONE STEP BEYOND” - HARRY LUBIN, 1958;

“NIGHT OF THE HUNTER” (REMIX) - WALTER SCHUMANN, 1955;

 “CAPE FEAR” - BERNARO HERRMANN, 1962;

“ROSEMARY'S BABY” - CHRISTOPHER KOMEDA, 1968;

“THE DEVIL RIDES OUT” (REMIX) - JAMES BERNARD, 1968;

“SPIDBl BABY” - RONALD STEIN, 1964;

“THE OMEN (AVE SATANI)” - JERRY GOLDSMITH, 1977;

“HENRY: PORTRAIT OF A SERIAL KILLER” - ROBERT McNAUGHTON, 1991; 

“VENDETTA” - JOHN BARRY, 1972;

“INVESTIGATION OF A CITIZEN ABOVE SUSPICION” - ENNIO MORRICONE, 1969;

“TWIN PEAKS: FIRE WALK WITH ME” - ANGELO BADALAMENTI, 1992;

“CHARADE” - HENRY MANCHINI, 1963;

SPECIAL THANKS TO ALL THE ABOVE COMPOSERS.

Tones: Difficult, Raucous, Witty, Aggressive, Stylish, Volatile
Styles: Experimental Rock, Film Music, Alternative Metal
AMG EXPERT REVIEW: Fantomas stand with their feet planted horizontally across the soft dimensions of your face, warping the shape of your skull and shoulders with their off-color explosions. With expectations withering on the floor, leaving a viscous stink, nothing in their hands is concrete. As a follow-up to their 30-song debut, throughout which vocalist Mike Patton never formed a single actual word, Fantomas offer these 16 new creations, all realigned versions of film soundtracks, ranging from the notorious theme to Rosemary's Baby to the obscure and peculiar wank of Henry: Portrait of a Serial Killer. While there are many similarities to the dispersed flip-flopping styles of their earlier work, The Director's Cut breaks new ground with a thick jagged axe. First, most noticeably, are the even more varied vocal stylings; Patton's sweet croon on "Experiment in Terror" is nothing you've heard before from him on a Fantomas recording, along with many of the other croaking, spitting, pissing, screaming noises he excretes. Yet another testament to the unabashed genius of Mike Patton and his co-conspirators, leaving those caught up in the rapture with mouths even more full with thick drool. 

-- Blake Butler

	FANTOMAS
	MELVINS + FANTOMAS:

"Millenium Monsterwork"
	2002
	40:41
	label: Ipecac Recordings

Rec.: Dec. 31st 2000

DALE CROVER - DRUMS, VOCALS

TREVOR DUNN - BASS

KING BUZZO - GUITAR, VOCALS

DAVE LOMBARDO - DRUMS

MIKE PATTON - VOCALS, SAMPLES, ELECTRONICS

KEVIN RUTMANIS - BASS

DAVE STONE - GUITAR, ELECTRONICS

1. GOOD MORNING SLAVES

2. NIGHT GOAT

3. THE OMEN

4. CHOLO CHARLIE

5. WHITE MEN ARE THE VERMIN OF THE EARTH

6. TERPULATIVE GUNS & DRUGS

7. OL' BLACK STOOGES

8. RIPPING CHICKEN MEAT

9. THE BIT

10. MUSTHING WITH THE PHUNTS

11. ME AND THE FLAMER

12. SHE'S A PUKER

13. THE TURKEY DOCTOR

14. HOOCH

15. MOMBIUS HIBACHI

16. LIQUORTON GOOKSBURG

17. SKIN HORSE

18. CAPE FEAR

	FANTOMAS
	The FANTOMAS / MELVINS Big Band:

"Millenium Monsterwork"
	2002
	40:41
	MELVINS – см.

label: Ipecac Recordings (USA)  www.ipecac.com 

Mike Patton [v, samples, electroncs]; Dave Lombardo [d]; Trevor Dunn [b]; Kevin Rumanis [b]; Dave Stone [g]; King Buzzo [g, v]; Dale Crover [d, v].

	FANTOMAS
	Delirium Cordia
	2003
	74:19
	Mike Patton; Buzz Osborne; Dave Lombardo; Trevor Dunn

Surgical sound specimens from the museum of skin.

	FAR CORNER 
	Far Corner
	2004
	71:08
	avant-project – бурные авант-роковые композиции чередуются с чисто авангардными и минималистичными (все без вокала)

label: Cuneiform

William Kopecky [el basses]; Dan Maske [p, Hammond, synth, add. perc]; Angela Schmidt [ac/el cello]; Craig Walkner [perc].

	Kalte  FARBEN
	Trust
	1994
	46:39
	industrial 

label: Danse Macabre

	FARMERS MARKET
	Farmers Market
	
	55:30
	label: Winter & Winter
Норвежско-болгарский фольклорный тандем импровизирует на темы народной музыки (в основном – славяно-балканские).

Personnel (Farmers Market):

Stian Carstensen -- guitar, accordion, midi accordion, banjo & tamboura;

Finn Guttormsen -- electric bass, double bass;

Nils Olav Johansen -- guitars, vocals;

Trifon Trifonov -- saxophone, clarinet;

Jarle Vespestad – drums.

(Guest Musicians):

Georgi Andreev – gadulka;

Ivan Atanassov – tapan;

Krassimir Kondoff – gaida;

Nedjalko Nedjalkov – kaval;

Jai Shankar – tablas;

Filip Simeonov -- trumpet & clarinet.

(Choir):

Tsonka Dimitrova, Darina Miteva, Radka Stefanova, Diana Velichkova.

Track listing:
1) Ramadan's Slow Song & Dance

2) A Young Girl Made A Crown Of Forest Flowers

3) Graovo Dance

4) Monkey ' s Dance

5) Les Paul, More John

6) New Smeseno

7) Some Fag Rag

8) Jog Trot

9) Jabber

10) The Straight One

11) Ornamental Boogie

12) Old Slow Melody

13) Trifonov's 5th

	FAT BOY SLIM – см. в разделе ‘Acid’
	
	
	
	

	FAUST
	Inside The DREAM SYNDICATE, vol. 1:

"Day of Niagara"
	1965
	30:54
	FAUST – см. тж. с: SLAPP HAPPY

avant/minimal
label: Table of The Elements (San Francisco), 2000

info@tableoftheelements.com  www.tableoftheelements.com
John Cale [viola]; Tony Conrad [vln]; Angus MacLise [perc]; La Monte Young [v]; Marian Zazeela [v]. 

Rec. 1965 in New York City.

"In the beginning there was the Drone, the primordial, mind-splitting hum generated by the strings and revolutionary lost-chord Zeitgeist of 1960's group the Dream Syndicate." – Rolling Stone

"These recordings are (part of) a library of effort that represented, for Tony and I at least, a labour of love. The power and majesty that was in that music is still on these tapes." – John Cale

From 1962 through 1965 John Cale, Tony Conrad, Angus MacLise, La Monte Young and Marian Zazeela participated in a collaborative ensemble that articulated the Big Bang of "minimalism". Utilizing long duration and precise pitch, they forged an aggressively mesmerizing "Dream Music" – denying the activity of composition and elaborating shared ideas of performance and improvisation. However, the many rehearsal and performance recordings from this period were repressed, and remained inaccessibly buried until this moment. With the recent discovery of an additional cache of tapes, now restored and digitally remastered, the world can step inside the Dream Syndicate for the very first time.

	FAUST
	Faust
	1971
	34:19
	Performed by Werner Diermaier, Jean-Herve Peron, Rudolf Sosna, Joachim Irmler, Arnulf Meifert, Gunther Wusthoff, Kurt Graupner, Andy Hertel.

1. Why Don’t You Eat Carrots

2. Meadow Meal

3. Miss Fortune

	FAUST
	BBC Sessions +
	1972
	48:33
	label: ReR Megacorp www.megacorp.u-net.com
remastered from original tapes by Bob Drake

Performed by Werner Diermaier, Jean-Herve Peron, Rudolf Sosna, Joachim Irmler, Arnulf Meifert, Gunther Wusthoff.

#1: BBC 1972

#5: 1986

#6: 1988

other tracks are previously unreleased selections, recently unearthed

	FAUST
	Outside The DREAM SYNDICATE
	1972
	73:10
	label: Table of The Elements (San Francisco)

Performed by Tony Conrad, Werner Diermaier, Jean-Herve Peron, Rudolf Sosna.

All compositions by Tony Conrad.

Produced by Uwe Nettelbeck.

Engineered by Kurt Graupner, recorded at Wumme, West Germany, October 1972.

Digitally remastered, Buffalo, New York, October 1993.

OUTSIDE THE DREAM SYNDICATE
«There are many languages that do not have a single word for what in English is meant by the word music.»

Kofi Agawu
«Our music is, like Indian music, droningly monotonal, not even being built on a scale at all, but out of a single chord or cluster of more or less tonically related partials. This does not only commute dissonance, but introduces a synchronous pulse-beat that is the first coherent usage of rhythm-pitches or microtonal intervals outside of isolated electronic pieces.»

Tony Conrad, "Inside the Dream Syndicate", Film Culture 41, Summer 1966, p. 7.
The origins of this music lie in a collaboration among a group of composer/performers in New York between 1962 and 1965. Each participant brought much to the "dream music," as they called it at the time: Marian Zazeela had an arts discipline and background; La Monte Young came out of jazz improvisation and a neo-dada formalist compositional approach; Angus MacLise delivered an undisciplinable poetics of the spirit; John Cale vaulted from the complete discipline of a classical violist to the vitriolic iconoclasm of the Velvet Underground; and Tony Conrad brought the sus​tained sound of slow performance, fine tuning, and the technology of harmonic frequency relation​ships.

It was the grating throb, the striding constrained violence, in the conflagration of sonance between Conrad's amplified violin and Cale's electric viola that branded the direction in which "dream music" drifted. Much later, after the group disintegrated in the mid-sixties, Young attempted vari​ous regroupings with assortments of instruments, calling this the "Theater of Eternal Music."  Meanwhile, as Young suppressed the recordings from all of the influential concerts and sessions of the original group, "dream music" receded in memory from those who had heard it, and became just that—dream music—an influential imaginary among the few composers and artists whose cir​cles it had crossed.

A succession of "minimal" composers (including Terry Riley—an occasional participant in the original "dream music" group—and Arnold Dreiblatt, Charlemagne Palestine, and many others) have revitalized microtonality and just intonation, drawing directly or indirectly from Conrad's work with harmonic structure.

In the mid 1950s Conrad had been a student of violinist Ronald Knudsen. Seeing no concert future in the teenager, Knudsen devoted many of his lessons to acoustics, harmonic theory, and intona​tion. He assigned scales and contrapuntal pieces, always to be played as slowly and exquisitely in-tune as possible. In the "dream music" group Conrad's violin playing started with the customary "drone" tones of Indian music, but over the course of the first whole year, by adding one precisely adjudicated note after another, he gradually extended the group's use of a select vocabulary of interrelated harmonic intervals. Some of these notes are very common, others far less so, as heard in the present recordings. As in Indian music, there is always a continuous tonic background tone.

«At least one aspect of the new-music scene is in fact a direct result of the shrinking world of jet-age travel and global telecasts: the introduction of eth​nic music to the West. If not really new, the traditions of Asian and African music are certainly  "new sounds" to many ears. Elements of Indian, Indonesian, Japanese, and Near Eastern music have been common sources of inspiration and material for many contemporary composers...» — John Schaefer
As world music began to become generally accessible in New York, the "dream" musicians found sustenance in their increasing contact with important non-Western traditions of serious music that did not incorporate the Western model of the composer. The group began to use exotic costuming in performance. However, though he accepted "ethnic music" (sic) influences as instructive of the mutuality of musical concerns within diverse cultural contexts, Conrad never did adopt the perva​sive orientalism of some 1960s composers.

The elusive perception of consonance (as some sort of "universal" that however varies in detail as to which specific musical intervals may from time to time or place to place be heard as "conso​nant") does have to do with number; theorists, from Pythagoras to Helmholtz (and even now), associate consonance with idealized (that is, exact) small-number frequency ratios. Conrad's view is unusual—

«The most careful listening (and playing) will reveal that "accurate" conso​nant intonation should not be regarded as identical with a "perfect" ratio of "whole" numbers -- a Platonic Ideal. Instead, "in-tune-ness" is ALWAYS the product of a self-correcting  process of successive approximations, a homeostatic process.

One might apologize that this is necessary because of the chaotic nature of rational numbers—or, technically speaking, because the rationals are "dense." However, my preference is instead to dispense entirely with ideal "whole" numbers—to understand "whole" numbers themselves as processes, approximations, and self-corrective understandings. This way the experience of consonance becomes an erotic engagement with an imaginary, the cloud of processes that circulate (almost probabilistically) within "fixed"-frequency tones; and the thrill of consonance lies in hearing one interval as another.

In my music these relationships touch down on some tones that will be familiar (unison, second) and others that are unusual (the 11th and 49th har​monics, for example). Of course, very few musicians are at first inclined to regard frequency ratios such as 49/48 or 28/27 (both of which occur here) as consonances...»

Just as the Western idea of mathematical proof originated in Thales' measurement of the pyramids, so the idea of exactitude—the idealism of Number—flows from Pythagoras. This conception of Number has been the most infrangible part of western mathematics; even proof itself may be cast in doubt, but not the exactitude of Number. The notion of number as NEVER exact is however there to be discerned, Conrad suggests, at Pythagoras' same source of conception: music. Verum ipsum factum —true is what is done (G. B. Vico).

«The history of scales and intonation is a history of approximations. Elsewhere, I have suggested—though not performed—more exotic approxi​mations than have ever been heard—

       ?     2       13         13         4

1 = 13 x 7 x (3/2) x ((7 /8 ) x (3/2))»
"Outside the Dream Syndicate" was the only recording released under Conrad's direction. In sum​mer 1972 he rejoined Young in Europe for a series of unique performances at the Munich Olympics and the huge international art festival Documenta 5. Uwe Nettelbeck, the visionary pro​ducer of Faust (one of the earliest European avant-rock groups), invited Conrad to the Faust recording studio to work with the band.

«In 1972 it was still very unexpected when a pop record jumped the groove; the Beatles' Revolution #9 was as far off the track as one expected to see. I had heard a few German psychedelic groups, but I was caught completely off guard by the unusual albums Uwe Nettelbeck had produced with Anthony Moore and with Faust... Though it was difficult, on the road in Europe, I kept up my violin at youth hostels and crash pads until October, when I went to Hamburg to meet Uwe and record with the band.»

Faust was cloistered at Wuemme, a rambling farm in a remote North German district, a good drive from the nearest village. Their transport (to the airport, for groceries, to anywhere) made the group members dependent on Nettelbeck's car; overall, the set was for The Story of O. In the upper reaches of the house bandmember Rudolf Sosna, the phantom of the opera, wandered amid endless mountains of sound, the "operas" he carved out on his early synth.

There was a recording studio in an outbuilding, awash in a cloud of good smoke. The only food was in the house, fifty yards away—a stretch inhabited by Pauli, a huge and diabolical black "hund" who bit and snapped with leaps and bounds each time the alien musician sprinted across his sward.

Those three rustic days with Faust at Wuemme oddly echoed Conrad's urban experiences with the Velvet Underground almost a decade earlier. The VU grew out of a playful band, the Primitives, that Conrad had "covered" with Lou Reed, John Cale and Walter De Maria. The bridled violence that became VU's trademark was inherited in part from the conviction Conrad and Cale shared in the power of pure sound. Stanley Aronowitz observes in Roll Over Beethoven that the Velvets "incorporated, through John Cale, Lament Young's (sic) eerie minimalism, suggesting, in the com​bination with rock, a new polyglot genre in which the categories of high and low are simply exploded."

"Dream music," though, did not have as "high" a birth as Aronowitz implies; it owed more to snarling strength and spiritual tension than to the formal preoccupations which came to be its repu​tation under Young's suasion. Conrad traces the "dream music" sound to the tense harmony and social alacrity bluegrass can deliver—as in the "high lonesome sound" of Bill Monroe.

The 1967 special issue of Look magazine on The American Man that introduced Tony Conrad as "The Social Dropout" ("an important specimen" in public awareness of sixties social division, Barbara Ehrenreich opines in The Hearts of Men ) lacked the tools or stamina to picture (within the mass media) the extent of his cultural alienation; this in itself might possibly have suggested the fate of Conrad's work when thrust into the even less hospitable climate of early 70s disco cul​ture. Outside the Dream Syndicate met jarring disapproval from the pop music press and rapidly went out of print. It was to be another five years before artists influenced by this music, like Chatham and Branca, could release pop label disks.

There are no other records of this music. In 1985 Tony Conrad began composing and producing a series of compositions, ‘Early Minimalism’, which reconstitute and reconfigure the lost "dream syndicate" of 1963-5.                                                   October, 1993

	FAUST
	“71 Minutes Of.. The Last LP”
	1971 -75
	71:43
	label: ReR CD

Edition: The LP “Munic & Elsewhere / Return Of A Legend”,  plus The Unreleased LP “Faust Party Three” (parts of which appeared previously only as limited edition collectors EP’s and singles),  plus Two previously unreleased tracks.

	FAUST
	Faust IV
	1973
	44:22
	label: Virgin

until THE PROGRESSIVE BOOM OF THE LATE 1960’S CAME AND SHOOK THE STATUS QUO, ROCK MUSIC FROM MAINLAND europe WAS OF LITTLE CONSEQUENCE. caught IN AN anglo-american STRANGLEHOLD, THE MAJORITY OF euro ROCKERS OFFERED UP NOTHING MORE THAN PALE IMITATIONS OF THE STYLES DEVELOPED BY MUSICIANS FROM BOTH SIDES OF THE atlantic, COMPLETE WITH english LYRICS, and IT WASN'T JUST WHAT THEY HAD PICKED UP FROM RECORDS -- IN germany THE SITUATION WAS COMPOUNDED BY THE MANY british BANDS (the beatles, MOST FAMOUSLY) WHO USED THE BARS AND CLUBS IN MAJOR PORTS OF CALL SUCH AS hamburg TO BREAK THEMSELVES IN BEFORE RETURNING HOME TO STORM THE COMMERCIAL BARRICADES.

formed IN 1971, faust WERE NOT THE FIRST german BAND TO ASSERT THEIR OWN VOICE ON THE INTERNATIONAL STAGE, BUT THEY WERE BY FAR THE MOST RADICAL. holed UP IN THE STUDIOS WITH AN ENLIGHTENED AND ENCOURAGING PRODUCER, uwe nettlebeck, AND A CACHE OF NEW TECH, THEY PRODUCED ELECTRO-ACOUSTIC EXPERIMENTS THAT WERE SAVAGE AND UNCOMPROMISING, AND WITH PRECIOUS FEW REFERENCE POINTS TO ROCK MUSIC FROM EITHER SIDE OF THE atlantic. the velvet underground MAY HAVE PROVIDED SOME INITIAL INSPIRATION, BUT THEY JUNKED THEIR APPRECIATION OF NOISE-AS-AESTHETIC AFTER john cale LEFT THEM IN 1968. faust's THIRD ALBUM, "the faust tapes" (THEIR FIRST FOR virgin), COMPILED FROM THE BAND'S LIBRARY OF PRIVATE TAPES MAY ALSO HAVE ALLUDED TU zappa WITH ITS BRUSQUE COLLAGE EFFECTS, BUT THE LINK IS TENUOUS AT BEST.

the PIECES ON "faust IV", LIKE THE BANDS' FIRST TWO ALBUMS FOR polydor ("faust" AND "faust SO far") ARE ALLOWED THE TIME AND SPACE TO DEVELOP FULLY AS STREAMS-OF-CONSCIOUSNESS. it WOULD BE PUSHING THINGS TO CALL THEM "SONGFORMS" ALTHOUGH faust WERE HAPPY TO UTILISE POPULAR FORMS: THE PRE-DUB EXPERIMENTS ON "faust SO far" GIVE WAY HERE TO A MORE CONVENTIONAL, JOCULAR STAB AT REGGAE WITH ''the sad skinhead", WHILST "it's A bit of pain" IS A LYRICAL ACOUSTIC NUMBER RUDELY THROWN OFF BALANCE BY RETCHING ELECTRONIC SOUNDS. contrast THESE WITH THE OPENER, "krautrock", WITH ITS TRANCE RHYTHMS AND SEARING ELECTRONIC NOISE NODDING IN THE DIRECTION OF THE POST-JOHN cage GENERATION OF "SYSTEMS" COMPOSERS (ESPECIALLY philip glass). calculatingly, faust's INFLUENCE ON CONTEMPORARY MUSIC IS FAR EASIER. british AVANT-ROCKERS henry COW AND THE LATER this heat, WHO SIMILARLY TESTED THE DEFINITION OF ROCK MUSIC TO NEAR BREAKING POINT, OWE THEM A SIZEABLE DEBT, WHILST THE GENERATION OF INDUSTRIALISTS WHICH FOLLOWED -- EVERYONE FROM throbbing gristle TO controlled bleeding -- WOULD HAVE BEEN MUCH THE POORER WITHOUT faust's TRAILBLAZING INVENTIONS. "faust IV" WAS NOT AS RUTHLESSLY AVANT-GARDE AS ITS PREDECESSORS, ALTHOUGH AS A MORE CONVENTIONALLY POLISHED PRODUCT IT'S PROBABLY THE BEST PLACE FOR THE UNINITIATED TO START. it WASN'T THE LAST RECORDING THEY MADE, ALTHOUGH IT WAS THE LAST TO BE RELEASED DURING THE BAND'S LIFETIME. by 1975 IT WAS ALL OVER -- OR SO WE THOUGHT. during THE LATE 1980'S, THE AVANT-GARDE INDIE LABEL rer megacorp SCOOPED UP PREVIOUSLY UNISSUED MATERIAL FOR INCLUSION IN TWO POSTHUMOUS RELEASES ("munic and elsewhere" AND "the last LP"), AND EARLIER THIS YEAR THERE EMERGED THE LONG-AWAITED EVIDENCE OF faust's MUCH RUMOURED REFORMATION (A BRIEF LIVE RECORDING FEATURED AS PART OF A GIVEAWAY SINGLE WITH vol 2 /3 OF THE american MUSIC QUARTERLY, "chemical imbalance").

the LAST OF THEIR ALBUMS TO MAKE IT ON TO CD, "faust IV" IS SIMPLY ONE CHAPTER IN THE LIFE OF AN EXTRAORDINARY GROUP. pop IT INTO YOUR CD PLAYER, CRANK THE VOLUME UP TO MAXIMUM AND LET THIS CLASSIC MUSIC ROAR INTO YOUR HEAD.

DAVID ILIC, september 1992.

	FAUST
	The Faust Tapes
	1973
	43:46
	1-track recording with 26 passages digitally indexed

Rec. between 1971-73

Appearing: Werner Diermaier, Joachim Irmler, Jean-Herve Peron, Rudolf Sosna, Gunther Wusthoff.

This was the release that "broke" Faust to a British audience, mostly because of a marketing gimmick whereby the then-infant Virgin label sold it in shops for half a pound. Still, it's no mean feat to sell 50, 000 copies of rock this avant-garde, no matter what the cost. A continuous 43-minute piece with about 26 discrete passages (which makes it hell to zero in on a specific bit on CD), it roams from crash'n'mash drums and fierce art-rock jamming to rather pretty, if inscrutable, bits of folk-rock and spoken word, with odd shards of melody sticking out like glass in a tire. There are rough reference points to Zappa in the torrid editing and British Canterbury bands in the goofier, more rock-driven parts, but this is even less immediately accessible, taking a few plays to get a grip on, though most pop-oriented listeners won't get that far.
— Richie Unterberger

	FAUST
	So Far
	
	40:42
	label: Polydor (Japan)

Werner Diermaier, Hans-Joachim Irmler, Jean-Herve Peron, Rudolf Sosna, Gunter Wusthoff.

	FAUST
	Ravvivando
	1999
	56:08
	label: Hans Joachim Irmler klangbad

klangbad/faust mailorder: faust-klangbad@gmx.de http://andyw.zinc.co.uk/faust 

Faust: Zappi Diermaier, Ulrike Helmholz, Hans Joachim Irmler, Steven Wray Lobdell, Lars Paukstat, Michael Stoll.

Ravvivando II + III ambience remixes, release 1999

stille 

der zikadenlärm 

dringt ein in die felsen

an einem abend im herbst 

ist es nicht leicht 

mensch zu sein

mond und blumen 

ach, neunundvierzig jahre umhergegangen 

und die zeit vertan

japanische Haikus
Faust, together with bands like Can, Neu!, Kraftwerk, Amon Duul  and Ash Ra Tempel, were all exponents of a style of music which was stamped "Krautrock" by English music journalists. The name was coined more out of desperation, than any accurate description of a genre.

The majority of the bands from this time either no longer exist today, or if they do they have given up the pioneer spirit of the early days. Nearly thirty years after rock music briefly flirted with the avant garde, Faust have remained true to the spirit of their early incarnation. Faust also remain switched in to contemporary musical culture, and if the word 'retro' can be applied to them, it is in the good sense of the word; they have not sullied the memory of their former glories by indulging in musical banalities, like so many other veterans of seventies music. Faust is still Faust, and 'Ravvivando' is sound proof of this.

'Ravvivando' is the result of over a year's work in studios. Live Studio Sessions and compositions in Faust-like manner serve as raw material to be constantly reworked, 'Ravvivando' is a term from European creative music and means growing faster, giving life. This music could not be better named. 

Giving life, cleansing, deconstructing, playing with tradition and modernity, seriousness and humour. Structures are broken down and built up again. Acoustic, electronic, music, noise, harmony, sounds -- these terms play no part in Faust's universe. Everything melts together. Everything is one. One great river forges its path recklessly and unfalteringly through a wide, open landscape of sounds. A soundscape that opens countless possibilities for the experimenting musicians and listeners alike.

The atmospheric intensity, the radical expression and the startling cacophony of 'Ravvivando', is not unlike the music on the original album, 'Faust', from the seventies. Is Faust 'retro' after all?

No, this music is timeless. As long as Faust remains ahead of other bands, their influence on future generations of musicians will remain intact and for this reason alone, Faust is more up-to-date today than ever before.

Albert Koch
THERE WAS SPECULATION THAT WHEN Jean-Herve Peron left in 1996 Faust were on the brink of returning to the shadows. Not so. Hans-Joachim Irmler, Werner 'Zappi' Diermaier and cohorts have moved forward with confidence. The improvised score to the silent classic Nosferatu was a successful experiment in musical daring. Despite Peron's absence, live performances remain visual, noisy and challenging. Now, Ravvivando, to my mind the most cohesive Faust recording since their long vampiric slumber. Predominantly a studio LP, it combines a trademark of extreme sonic possibilities with rhythmic musical drive. For example, the opening track ‘Ein Neuer Tag’ is gritty and throbbing. It segues into ‘Carousel’ with its dominating fairground organ. A wonderful contrast. Cinematic and totally Faust. 

‘Wir Brauchen Dich #6’ is a brutal slab of sound with a high octave bass part that sounds as if New Order's Peter Hook stumbled into the studio halfway through the recording. ‘Four plus Seven Means Eleven’ and ‘Livin' Tokyo’ are dominated by thunder drums, sheet iron sounds, a hypnotic collage of driving rhythm and wonderful squarky guitar. ‘T-Electronique’ blends synthesisers into a dirty pulsating beat. There is a contemporary feel about Ravvivando, a focus that was somewhat lacking on ‘You Know Faust’. Comparisons? Try classic Faust. Try Primal Scream's ‘Vanishing Point’. Yes, really. That same restless shifting focus of textured sound. Faust simply dispense with vocal dominance. Hardcore devotees and new believers will both enjoy Ravvivando. 

------ IAN SHIRLEY, Resonance (UK)
1
ein neuer tag

2
carousel  II

3
wir brauchen dich  #6

4
four plus seven means eleven

5
take care

6
spiel

7
Dr' Hansl

8
apokalypse

9
D. I. G.

10
du weiBt schon

11
livin’ Tokyo

12
t-electronique

	FAUST
	Freispiel
	2002
	73:31
	label: Klangbad   www.klangbad.de 

Remixes: all titles taken from the original Faust album 'Ravvivando'.

www.faust-pages.com 

TRACK l: T-ELECTRONIQUE -- REMIXED BY MATHIAS SCHAFFHAUSER
TRACK 2: WIR BRAUCHEN DICH #6 -- REMIXED BY GEL: DAVE BALL (SOFT CELL) & INGO VAUK
TRACK 3: MELTDOWN OF T-ELECTRONIQUE & APOCALYPSE -- REMIXED BY SOFA SURFERS
TRACK 4: D. I. G. -- REMIXED BY SURGEON
TRACK 5: DU WElBT SCHON -- REMIXED BY FUNKSTORUNG
TRACK 6: D.I.G. -- REMIXED BY KREIDLER
TRACK 7: CAROUSEL II -- REMIXED BY ADRIANO LANZI & OMAR SODANO
TRACK 8: CAROUSEL II -- REMIXED BY TRILLIAN
TRACK 9: FOUR PLUS SEVEN MEANS ELEVEN -- REMIXED BY HOWIE B.
TRACK 10: CAROUSEL II -- REMIXED BY SUNROOF (DANIEL MILLER & GARETH JONES)
TRACK 11: T-ELECTRONIQUE -- REMIXED BY THE RESIDENTS
TRACK 12: FOUR PLUS SEVEN MEANS ELEVEN -- REMIXED BY DAX & PIEPER
TRACK 13: DU WEIST SCHON -- REMIXED BY DEAD VOICES ON AIR
DAVE BALL AND INGO VAUK: I HAVE, ALAS! DONE PHILOSOPHY, MEDICINE, LAW TOO, AN' FOR ALL THE GOOD IT DONE ME, THEOLOGY, AN' LET ME TELL YOU MY SON, NOT WITHOUT A LOT OF HARD GRAFT. SO I'M STANDING 'ERE LIKE A RIGHT HERBERT, DONE THE KNOWLEDGE AND NONE THE WISER. ALL PROFESSOR THIS 'AN DOCTOR THAT, ON MY LIFE, AN' FOR THE LAST 10 YEARS ALREADY I'VE BEEN LEADING THESE KNOW IT ALL STUDENT TYPES UP THE GARDEN PATH AND ROUND THE HOUSES, WHEN IT DAWNED ON ME THAT I KNOW SWEET F.A. THE THING IS, WHAT REALLY BUGS ME, AN' NOT A WORD OF LIE, I'M MUCH MORE CLUED UP THAN ALL THESE CLEVER SORTS, YER KNOW, LIKE YER PROFESSOR AND YER QUACK TYPES, YER PADRES, YER VICARS, YER PEN PUSHERS AND SUCH LIKE.
I'VE GOT NO WORRIES, I AIN'T SCARED OF OLD NICK OR THE OTHER PLACE. BUT ON THE OTHER HAND I AIN'T GETTING NO ENJOYMENT OUT OF IT NEITHER, I AIN'T GONNA BULLSHIT YER, CAUSE I SHOULD KNOW BETTER,   BUT I DON'T BELIEVE ALL THIS TEACHING MALARKEY IS GONNA MAKE THE WORLD A BETTER PLACE.  I AIN'T GOT DIDDLEY-SQUAT AN' TO TELL THE TRUTH I'M TOTALLY BRASSICK,  I'VE GOT
NO PONCEY TITLES AN' I AIN'T EXACTLY MR. SUCCESSFUL, IN FACT I GOT VERY LITTLE TO LARF ABOUT, INNIT, I MEAN WHO'D WANNA BE IN MY SHOES IN A DUMP LIKE THIS.
SO  I'M  GONNA GIVE THE  OLD MAGIC A GO...

A LONDON TAXI DRIVER
NOTES:  DAVE  AND  INGO  FIRST GOT INTO FAUST WHEN THEY HEARD  "THE  FAUST TAPES"  IN THE 70'S WHICH LEAD THEM TO GET INTO MANY OF THE BANDS FROM THE GERMAN EXPERIMENTAL SCENE.

ADRIANO LANZI & OMAR SODANO: WHEN JOACHIM ASKED FOR A PIECE, WE WERE ENTHUSISASTIC AND HONOURED AT FIRST, THEN WE GOT UPSET A LITTLE BIT SINCE WE FELT THAT WORKING ON A FAUST TRACK, ON ORDINARY REMIX APPROACH WAS IMPROPER FOR THE OCCASION, OR NOT FAUSTIAN ENOUGH "IN THE SPIRIT". SO WE SETTLED FOR THE HARD WAY, TOOK THE ONLY NON-GROUP TRACK FROM RAVVIVANDO, AND ASSEMBLED A NEW SONG OVERLAYING AND JUXTAPOSING A SERIES OF FAR-OUT HARMONIC FILTERS AND SHORT LOOPS. THUS, EVERY SOUND YOU HEAR IS GENERATED BY JOCHEN'S FUZZED ORGAN, THE SOLE AUDIO SOURCE THROUGHOUT, VARIOUSLY PROCESSED. IN A WAY, EVERY SOUND YOU HEAR STILL IS JOCHEN'S ORGAN, CAUGHT AT DIFFERENT STAGES OF OUR SURGERY. BUT THEN, IT'S A NEW SONG. NOISY, FULL OF UNFAMILIAR PEAKS IN THE FREQUENCY SPECTRUM, IT SHOWS SOME OF THE MICROSCOPIC LIFEFORMS HIDING INSIDE A 30 YEARS OLD CUSTOM-MADE KEYBOARD. WE LIKE IT. WE HOPE YOU'LL LIKE IT TOO. YOURS, ADRIANO.

FAUST . FREISPIEL
WHEN FAUST FIRST EMERGED IN 1970/71, THE ROCK LANDSCAPE WASN'T YET ELECTRIFIED. IT WAS,  HOWEVER,  DOMINATED BY IS YEARS OF ANGLO-AMERICAN BUILD-UP. WORKING IN PARRLLEL WITH, YET QUITE SEPARATELY FROM,   "KRAUTROCK" CONTEMPORARIES LIKE CAN,  FAUST CLOISTERED THEMSELVES AWAY AND SET ABOUT IMPROVISING AND RECONSTRUCTING MODERN MUSIC AS IF FROM NOTHING. WITH THEIR HUGE,  PRIMORDIAL RIFFS THEY SEEMED TO BE TOPPING INTO THE MOLTEN LAVA OF SOME PREHISTORIC ROCK ERA; SIMULTANEOUSLY, THEIR USE OF SYNTHESIZERS,  EDDYING IN HUGE,  BLACK SUSTAINED WAVES OF INTENSITY,  POINTED TO A FUTURE THAT WE HAVE PERHAPS STILL TO ARRIVE AT.

FAUST'S MUSIC EXISTS OUTSIDE THE SMALL TIMESCALE OF ROCK / POP / ELECTRONICA, ABOVE AND BEYOND ITS SHIFTING TRENDS AND DIALECTICAL MOTIONS. SO WHEN THEY REFORMED IN THE NINETIES, THIS WASN'T THE USUAL COSE OF DIMINISHED RETURNS TO FORMER GLORIES. THEY PICKED UP WHERE THEY LEFT OFF, SPRAYING OFF AT IMPROVISATIONAL TANGENTS, RUMBLING AND RIFFING WITH ALL THE NATURAL, TORRENTIAL FORCE OF AN UNDERGROUND RIVER OF BASS.  IT'S AS IF THE ENERGY OF FAUST HAS ALWAYS BEEN WITH US,  EVEN WHEN THEY PERSONALLY WERE NOT.
THIS WAS MOST IN EVIDENCE ON 1999'S RAVVIVANDO (A WORD WHICH MEANS REVIVING, QUICKENING PACE). AND NOW IN 2002, WITH THE MUSIC LANDSCAPE FULLY ELECTRIFIED, THE MYRIAD PROGENY OF FAUST PAY TRIBUTE TO ONE OF THE GREAT SOURCES OF AVANT-GARDE ROCK WITH FREISPIEL, AN ALBUM OF REMIXES.  MANY OF THE REMIXERS ARE THEMSELVES DOYENS OF A NEW AVANT-GARDE. MANY ARE EUROPEAN,  STILL PREFERRING TO WORK AWAY FROM THE ANGLO-AMERICAN MAINSTREAM. THERE'S MATHIAS SCHAFFHAUSER, WHOSE REWORKING OF "T-ELECTRONIQUE" IS A MODERN REMINDER OF THE STRANGELY OBSESSIVE REPETITION OF "IT'S A RAINY DAY,  SUNSHINE GIRL".  OR FUNKSTORUNG, WHOSE TAKE ON "DU WElST SCHON" IS FAST-MOVING AND KALEIDOSCOPIC.  OR KREIDLER AND SURGEON, REFURBISHING "D.I.G." INTO SLEEK,  STATE-OF-THE-ART ELECTRONICA.

THESE REMIXES COME AT FAUST FROM ALL ANGLES. ADRIANO LANZI AND OMAR SODANO ELEGANTLY CUT UP THE SUBLIMELY NOSTALGIC WHIRL OF "CAROUSEL II" INTO PIECES, REASSEMBLING IT INTO A MOSAIC OF ITS OWN FRAGMENTS. TRILLION, MEANWHILE, OPTS TO EXPLORE THE TRACK AT SUB-ATOMIC LEVEL, WHILE SUNROOF'S TAKE IS MORE LIKE AERIAL PHOTOGRAPHY. SIMILARLY, WHILE HOWIE B.'S TAKE ON "FOUR PLUS SEVEN MEANS ELEVEN" SOUNDS DESERTED AND RADIOACTIVE, DAX & PIEPER'S VERSION INJECTS FRESH VOLTAGE. THE RESIDENTS LEND THEIR OWN BLEAK BEAUTY TO "T-ELECTRONIQUE". DEAD VOICES ON AIR, MEANWHILE, CONCLUDE FREISPIEL ON LYRICAL NOTE A LA "MEADOW MEAL", A RAINBOW AFTER AN ELECTRIC STORM.
THEN, THERE'S DAVE BALL AND INGO VAUK'S SUPERB REVAMP OF "WIR BRAUCHEN DICH", WHICH REMINDS OF NEU!, NEW ORDER BEFORE RISING TORNADO LIKE TO AN ACID PITCH OF FRENZY. ANYONE WHO SAW BALL, VAUK AND FAUST CLIMAX THE ROYAL FESTIVAL HALL SHOW OF 2001 COULD NOT FAIL TO BE SWEPT UP IN THE SYNERGY OF FAUST + TECHNO PRESENT DAY.
FAUST ARE PAST AND FUTURE - FREISPIEL IS THE HEIGHT OF NOW.
--- DAVID STUBBS

	(FAUST)
	Michael STOLL:

"From Faust" (live in Moscow)
	2002
	60:25
	label: Long Arms.  e-mail: longarms@avantart.com 

Michael Stoll (ex- FAUST) - double bass, flute, voice and other sounds.

Rec. 2001

One-track recording + bonus track

"Faust" – tragedy dedication (from Johann Wolfgang von Goethe)

	FAX “Compilation II” – см.: Pete NAMLOOK
	
	
	
	

	FE-MAIL
	Syklubb Fra Hælvete
	2003
	59:27
	avant-noise, очень навороченый, experimental

label: TV5

all tracks composed and performed by Fe-Mail & Sindre Andersen

Fe-Mail: Maja Solveig Kjelstrup Ratkje (см.) & Hild Sofie Tafjord

Together, Maja Ratkje and Hild Sofie Tafjord represent the electronic half of the all-female improv quartet Spunk — even though the former is also a singer and the latter plays French horn, among other instruments. Their duo, Fe-Mail, could be described as a female answer to Jazzkammer. Besides Norwegian origins, the two units share a taste for noise constructions and a subtle, dry sense of humor. Syklubb fra Haelvete is released by the label TV5 as a pink-colored vinyl LP. The calendar-type swimsuit picture on the cover offers another example of Ratkje's fondness for mischievous misleading and contrasts. If anything, the seductive, over-feminine photograph doesn't prepare you for the aural assault it wraps up. The pair produces harsh noise out of samplers and electronics, adding occasional voice, harmonica, and miscellaneous acoustic instruments whenever they feel like it. "Modogin" and "Water Music" feature rare vocals from Ratkje. The latter track is the LP's highlight; relatively quiet, it is made of processed water sounds (or what sounds like it), feedback, a couple of chords plucked on a zither (or maybe directly on the strings of a piano), sampled voice, and slabs of noise. Through its extremes it reaches a beautiful yet fragile balance happily destroyed by the onslaught of "A Merry Day in the Woods," a track that overshadows Merzbow's early-2000s material. "Nincompoop" includes an innocent-sounding track of harmonica that gets blown out of proportion and splattered across the walls. This album is very different from Spunk's delicate improvisations, but if you liked Ratkje's solo debut, Voice, Syklubb fra Haelvete is something you will most likely enjoy.

Jacob's Toy 

Syklubb Fra Hælvete 

Modogin 

Nincompoop 

Gossip 

Residents 

Water Music 

A Merry Day in the Woods 

Virus Attachment 1 

Virus Attachment 2

	Leonid FEDOROV (Леонид ФЁДОРОВ)
	Зимы Не Будет
	2000
	33:00
	Леонид ФЁДОРОВ см. тж. c: -- АУКЦЫОН; VOLKOV (в ‘Jazz’); Leonid SOYBELMAN;

label: Manchester Files
Леонид Фёдоров - пение, гитара, перкуссия

Владимир Волков - контрабас, виола да гамба, перкуссия 

Святослав Курашов - гитара, перкуссия

Сергей Старостин (см. в 'Eurofolk': Slavic) - вокал (3), жалейка (2, 12), флейта (2, 12)

Юрий Парфёнов - труба (3)

Хор "Сирин" (1)

1. Курсивин

2. Жидоголонога

3. Жаба

4. Стало

5. Ягода

6. Пусть

7. Что-нибудь такое

8. Католики

9. Далеко

10. Голова-нога

11. Зимы не будет

12. Минус один

...акустический «отрыв» Фёдорова, отстранённая «энергия музыкального заблуждения» Волкова... всё и вся погружается в «пучину постджазовых импровизаций».

->messer fur

	Leonid FEDOROV
	Анабэна
	2001
	62:24
	label: Улитка  ulitka@mail.ru 

www.leonidfedorov.ru   www.auktyon.ru 

Леонид ФЁДОРОВ -- голос, ак. гитара, перкуссия

В. Волков (см. в ‘Jazz’) – контрабас, перкуссия, виола да гамба

С. Курашов – эл. и ак. гитара, перкуссия

Л. Сойбельман (см.) – голос, ак. и эл. гитара

С. Старостин (см. в ‘Eurofolk’) – пение, флейты, жалейка

Ю. Парфёнов – труба

М. Коловский – туба

А. Маркин – тромбон

В. Бондарик – бас

Б. Шавейников – барабаны, тумба, тумбочка

П. Литвинов – большой барабан

П. Лабутин и В. Гаккель – виолончель

Н. Рубанов – клавиши

Каждый концерт Федорова неповторим и непредсказуем. Правда, некоторые закономерности все же наблюдаются. Он начинает петь нечеловеческим голосом, будит в себе и в окружающих каких-то темных духов, выкладывается до изнеможения, закатывает глаза, буквально заходясь в экстазе. Но вот очередная песня кончается - и его глаза потухают, словно их выключили. Федоров деловито ставит новые струны на место порванных. Вытирает пот со лба. Глядит исподлобья в зал, а потом снова заводит очередную мрачную и дурманящую песню.

-- Еженедельный Журнал

	Leonid FEDOROV
	Лиловый День
	2003
	48:26
	label: Геометрия / Улитка

участвуют: Андрей Котов (колёсная лира) и Виктор Бондарик (бас)

	Leonid FEDOROV
	Anri Volohonsky / Vladimir Volkov / Leonid Fedorov:

"Joyce"
	2004
	61:34
	label: Ulitka Records

Анри Волохонский читает

Владимир Волков и Леонид Фёдоров играют

www.leonidfedorov.ru 

part 1

part 2

part 3

part 4

part 5

part 6

	Leonid FEDOROV
	Anri Volohonsky / Leonid Fedorov / Dmitry Osersky / Igor Voloshin:

"Mountains and Rivers"
	2004
	33:35
	label: Ulitka Records
Анри Волхонский, Владимир Волков, Леонид Фёдоров «Джойс». Волхонский, Фёдоров, Озёрский, Волошин «Горы и реки».
Первым делом с дисками начинает знакомиться ваше осязание. Берете их в руки, словно горчични​ки, какой-то волглый кар​тон, в случае первого аль​бома обложка ещё и пронзена верёвочной петлёй, из-за которой дос​тать CD почти невозмож​но, но все-таки стоит. Па​рижский филолог Анри Волхонский, известный по большей части как ос​новной автор слов песни «Под небом голубым» из репертуара Б. Гребенщи​кова, читает текст, выжа​тый из шестисот страниц «Поминок по Финнегану» Джеймса Джойса. На то, чтобы создать это перело​жение (Волхонский соз​нательно избегает терми​на «перевод»), ушло пять лет. И всё равно в его чте​нии можно встретить та​кое, например, предло​жение: «Перкодхаскурун-барггруауйагокгорлайор-громгреммитгхундхер-труматхунарадидилли-файтитиллибумуллунук-кунун!»
То, что читает Волхон​ский, настолько тесно связано с филологией, что слова будто бы дей​ствительно чувствуешь подушечками пальцев. Голос Волхонского полон интонаций мастеров-чте​цов прошлого. Ну как вам, например, покажет​ся сравнение с Сергеем Мартинсоном, читаю​щим самую абсурдную из проз под глубоководный эмбиент и тянучие контрабасовы запилы? Что касается «Гор и рек», то это дальше от театра и ближе к spoken word, хотя театроведы здесь могут всласть пос​порить о терминах. Заг​лавное произведение не противопоказано де​тям, думаю, они будут заинтригованы. На вто​ром плане есть челове​ческий голос, не решусь сказать, что это голос участника обоих проек​тов, лидера группы «Аукцыон» Леонида Фё​дорова. Возможно, Фё​доров извлёк его из ка​кой-то древней плас​тинки, как он делал на своем последнем соль​ном альбоме «Лиловый день». Нет, всё же Фёдо​ров. На прочих треках Волхонский читает свои стихи и заметки, мелодекламирует с лёг​ким малотеатральным пафосом, Фёдоров щип​лет струны, голосит жа​лобно или рьяно, а ещё там есть воздух, кото​рый Einsturzende Neubauten на послед​нем альбоме добывали при помощи воздуш​ных компрессоров, а ав​торы «Гор и рек» залучи​ли в компакт-диск неве​домо как. Ближе к кон​цу, в «Песне чингисхановой матери», в тылу появляется робкий ги​тарный перебор, но на переднем плане всё рав​но остается задеваю​щий за живое разговор с самим собой. Не удер​жусь от цитаты: «Воз​можно, основным заня​тием человека должно быть не искусство. Но только что?»

-- Weekend

	The FEEL TRIO – см.: Cecil TAYLOR
	
	
	
	

	Dror FEILER
	What is the point of Paris?
	1996
	72:16
	free improvisational avant-garde
label: Fylkingen Records (Stockholm, Sweden)

1. Alka (26’23’’)

2. Op For (17’45’’)

3. DiaMat (27’51’’)

Dror Feiler & The Too Much Too Soon Orchestra:

Dror Feiler -- sopranino, alto and tenor saxophones, clarinet, contrabass clarinet, melodica, grinding machine, chain saw, jackhammer, sledgehammer; 

Tommy Bjork — drums, percussion; 

Raymond King -- electric cello; 

Mats Lindstrom -- zither, synthesizers, home-made electronics, face-grinding machine, electric drill, electric razor, jackhammer, sledgehammer; 

Paul Pignon (track 2) – clarinets; 

Soren Runolf -- electric guitar, synthesizer, melodica, electric drill, face-grinding machine.

	(Dror FEILER)
	LOKOMOTIV  KONKRET:

“Kein Aber”
	1995 
	73:46
	label: Leo

Lokomotiv Konkret has existed since 1975 and is the catalist of new wave of free improvised music; L. K. presents the ultimate concept of free music without compromise.

Dror Feiler (см.) [sopranino&soprano&alto&tenor saxes, contrabass clarinet, perc]. Composer, improviser, one of the most original and innovative composers and saxophone players. Performs with several groups and solo. Collaborations with Anthony Braxton, Henry Kaiser, Fred Frith, Tom Cora, Phil Minton, Vladimir Tarasov, Derek Bailey, Charles Morrow, Willem Breuker. Plays sopranino, soprano, alto and tenor saxophones, B-flat clarinet, basset horn, contra bass clarinet, and live electronics.

Tommy Bjork [d, perc]. One of the most original and advanced drummers. Collaborations with Phil Minton, Anthony Braxton, Charles Morrow, Willem Breuker.

Soren Runolf [el g, cello, small perc, k]. Sweden’s foremost innovator of the electric guitar playing. Works with ‘The Too Much Too Soon Orchestra’. Collaborations with Chris Cutler, David Thomas, Henry Kaiser, Phil Minton, Derek Bailey, Charles Morrow.

Our Locomotive ..................... 7’ 05’’

Make Noise Not War ........... 13’ 11’’

Like Lon ................................ 13’ 23’’

VII / Causa Sui ...................... 15’ 49’’

The Heisenberg Paradox ...... 24’ 04’’

	Morton FELDMAN

[1926-87]
	Triadic Memories
	1990
	74:25
	label: Unclassical Sub Rosa Rec.

Jean-Luc Fafchamps [Bosendorfer piano] исполняет сочинение Morton’a Feldman’a «Triadic Memories».

   At the end of the forties, when young American composers, John Cage, Earle Brown, David Tudor and Morton Feldman among them, decided to act upon the ramifications of the dissolution of the tonal system, they embarked upon an entirely different course than the European composers. The later, set on redefining a syntactic system that would allow the re-ligitimation of a structural approach, ushered in total serialism, a new step towards the purely abstract in the evolution of music. For the heirs of Ives and Varese, the history of music had reached a watershed. Starting with a sound newly liberated from traditional cultural constructs, they turned to the elaboration of graphic or literary scores. Their experiments with the indeterminacy of certain parameters and with the integration of the principles of chance into the process of composition, gave ascendancy to the immediacy of sound — to its autonomous existence independent of the casual relationships of a given structure — by calling into question the relationship between composer, interpreter and auditor. And yet it is not easy to dismantle form. It supposes a profound evaluation of the auditive memory; for the smallest recurrence or the slightest accidental alteration of a leading note will revive our structural expectations, creating an impression of dynamic forethought, short-circuiting that free-fall within the instant crucial to our perception of a music of free association. Using a form of notation ever more precise, Morton Feldman began to develop writing procedures designed to utterly confuse the formal consciousness of the auditor and his perception of duration. His aesthetic, stark in the extreme, considered ‘minimalist’ by many, avoids any acoustical anecdote likely to orient the auditive memory.

   ‘Triadic Memories’ for piano solo is an exemplary work among his compositions. Completed on July 23, 1981, and dedicated to Aki Takahashi and Roger Woodward, the piece is Feldman’s longest composition for piano: it comprises more than 1100 measures, a good third of which are graced with repeat marks. But, more to the point, this is a piece which reflects his most methodical meditation upon the disorientation of memory, as he himself explains. The entire score is written in triple piano, at times even quintuple piano — a veritable record, even for Feldman who only exceptionally indicates any nuances greater than piano. The whole piece is bathed in the filtered resonance of the soft pedal. The rhythm is rendered in quadruplets of quarter notes in measures of 3/8. The harmonic universe, built entirely on intervals of seconds, sevenths and augmented fourths, is in no way polarized. These elements, which rule out dynamic, rhythmic or harmonic accentuation, combine to form an acoustical continuum in perpetual movement, and a perfect suspension of time. [...] 

  This is music that has no conclusion. It is simply reclaimed by the silence from whence it is issue. And when it does, it due course, fade away, we are left there, listening to the minute rustlings of the instant... Unless, deaf for an hour to the beauty of this poetry without a story, to this abstract painting of time, to this recognition of the bankruptcy of progress, one refuses to be won-over by the discrete demands of this contemplative creator. — Jean-Luc Fafchamps, 1990.

  Morton Feldman, ‘Crippled Symmetry’ (Cambridge, 1982): “The question of scale, for me, precludes any concept of symmetry or assimmetry from offering the eventual length of my music. As a composer I am involved with the contradiction in not having the sum of  parts equal to the whole. The scale of what is actually being represented, whether it be of the whole or of the part, is a phenomenon unto itself. This reciprocity inherent in scale, in fact, has made me realize that musical forms and related processes are essentially omly methods of arranging material and serve no other function than to aid one’s memory. What Western musical forms have become is a paraphrase of memory. But memory could operate otherwise as well. In ‘Triadic Memories’, there is a section of different types of chords where each chord is slowly repeated. One chord might be repeated three times, another, seven or eight — depending on how long I felt it should go on. Quite soon into a new chord I would forget the reiterated chord before it. I have reconstructed the entire section: rearranging its earlier progression and changing the number of times a particular chord was repeated. This way of working was a conscious attempt at formalizing a disorientation of memory. Chords are heard without any discernible pattern. In this regularity there is a suggestion that what we hear is functional and directional, but we soon realize that this is an illusion; a bit like walking the streets of Berlin — where all the buildings look alike, even if they are not.”

	Morton FELDMAN 
	Piano And String Quartet (1985)
	1993
	79:33
	label: Electra Nonesuch Records (USA)

KRONOS QUARTET with Aki TAKAHASHI  исполняют одночастное сочинение  Morton’a Feldman’a «Piano and String Quartet».

  Morton Feldman:
“What I tried to bring into my music are just a very few essential things that I need.”

“All I ask is that composers wash out their ears before they sit down to compose.”

“There is a suggestion that what we hear is functional and directional, but we soon realize that this is an illusion; a bit like walking the streets of Berlin — where all the buildings look alike, even if they’re not.”

“I prefer never knowing when you are gonna hear something, when you are gonna see something.”

“As a teacher of composition the most important thing I can convey to the young composer is an awareness of what exactly is the material.”

“Pitch is a gorgeous thing... the magic is to make sounds out of pitches.”

“What I am after is somewhat like Mondrian not wanting to paint bouquets, but a single flower.”

“Art is a crucial, dangerous operation we perform on ourselves. Unless we take a chance, we die in art.”

“My music is hand made, so I’m like a taylor. I make my button holes by hand. The suit fits better.”

“I can’t hear a note unless I know its instrument.”

“We [New Yorkers] are arch-modernists with no feeling whatsoever for modernity.”

     The Minimalists have diminished harmonic activity and rhythmic hyperactivity that had been accelerating in density through some ten centuries of Western music. Performances of traditional classical music, too, have been regularly slowing down, every aspect of their expressions amplified. And it may be no coincidence that Feldman, whose reputation has greatly increased in the years since his death, is now seen less as an extremist and anti-traditionalist than as a prophet.

  Morton Feldman seemed one of music’s great paradoxes. He was a big, garrulous, friendly man with a raucous sense of humor. He had an inexhaustible supply of ideas and theories — some brilliantly illuminating, some hilariously off-the-wall — about music, about art, about philosophy, about life. He was an occasionally gruff and always overpowering presence who spoke with a memorably thick New York accent. Yet he wrote a music of refined, exquisite, prismatic beauty unlike any other, a music of floating tone and mesmeric harmony and gorgeous sounds, surrounded by eloquent, mysterious silences. He was a man often short of breath who wrote, in his later years, the longest-breathed phrases in all music, pieces that can go on, unbroken, for hours.

  ‘Piano and String Quartet’, which was composed in 1985, two years before Feldman’s death, is one of those late, otherworldly pieces. It absorbs well over an hour’s worth of time to perform even though it contains very few musical elements. The piano is devoted to isolated arpeggiated chords. The strings play primarily sustained chords. [...] However few and easily recognizable the elements of ‘Piano and String Quartet’, no road map of it, or more aptly star chart of it, is easily drawn; and if one could be, it would not be of much interest to the ear. This is music very carefully constructed to keep the listener always surprised. Chords never appear the same way twice; repetitions of motives are always subtly altered in rhythm; the sonic character is always varied, if only slightly. This is music where reiteration is always changing and things that change always seem the same. Feldman’s is ultimately an art that celebrates the act of discovery, of finding and experiencing the sheer physicality of sound. He sets up an environment whereby sounds, beatifully made and realized, are allowed to be viewed from all perspectives, as if suspended in space. An individual chord, an individual pitch, a single instrumental effect can appear amplified into its own world.

   Morton Feldman was a composer always concerned with musical tradition yet always working outside it, a composer who spent his life sustaining music’s mysteriousness in his composing, his essays and his teaching at the State University of New York. Feldman met John Cage in 1949 and was immediately drawn into his circle. Describing the first time he showed Cage a piece, Feldman once wrote that Cage had asked him how he made it. “In a very weak voice I answered John, ‘I don’t know how I made it.’ The response to this was startling. John jumped up and down and, with a kind of high monkey squeal, screeched, ‘Isn’t that marvelous. Isn’t that wonderful. It’s so beautiful, and he doesn’t know how he made it.’”  Through Cage, Feldman met the painters and poets of the New York School in the 1950s. He found himself more attracted to the way painters worked than the way most musicians did. He became friends with Philip Guston, Franz Kline, Mark Rothko and Jackson Pollock. “The new painting,” he wrote “made me desirous of a sound world more direct, more immediate, more physical than anything that had existed before.”  He became known for his short, spare, graphically notated and indeterminate music as mystically hushed as a Rothko painting. In the 1970s, Feldman began what seemed a radical change, writing fully determined pieces of very long durations. But these piece were, in fact, a new way to better continue what he was always done in his music: break the domination of form over the immediacy of sound. “Up to an hour you think about form, but after an hour and a half, it’s scale,” Feldman explained. “You have to have control of the piece — it requires a heightened kind of concentration. Before, my pieces were like objects, now, they’re like evolving things.”  Feldman also liked to compare his long pieces to Asian rugs, for which he had a passion. Finding that the most interesting were irregular in their symmetries, he kept his patterns of chords, notes, motives or sounds carefully arranged so that their repetitions would be recognizable as repetitions, their patterns not discernible, the memory disoriented. The way the sounds, themselves, might always seem new and compelling. The time that Feldman’s piece consume, however, has been their most daunting aspect to many harried modern listeners, dependent upon the modern world’s excess of stimuli. Yet Feldman’s music also comes from an era that has witnessed a profound slowing down of music making.

   Those sounds, and his profound devotion to them, became, perhaps, the glory of Feldman’s late, long work. As he did with all his late music, Feldman wrote ‘Piano and String Quartet’, which was commissioned for the 1985 New Music America Festival in Los Angeles, with the aural image of specific players. Aki Takahashi had been a dedicatee of Feldman’s 1981 solo piano Triadic Memories; Kronos premiered Feldman’s legendary 1983 five-hour String Quartet II, and has thus far been the only ensemble to attempt it. So relying on the crystalline clarity of Takahashi’s playing and the passionate intensity of Kronos, he exploited their individual potentials: the explosive sparkling of the arpeggiated piano and its vaporous resonances vs. The tactile lushness of the string sounds. But as a long piece, ‘Piano and String Quartet’ also allows the listener enough time to become sensitive to the inner worlds of these sounds, time to get to know their different and subtly varied environments, time to hear what deeper characteristic they share.

	(Morton  FELDMAN)
	Ensemble Recherche, edition 1
	1994
	60:26
	label: Auvidis Montaigne (France)

Morton Feldman performed by Ensemble Recherche (см. тж. в их исполнении: Younghi PAGH-PAAN).

1. Routine Investigations [1976] (oboe, trompet, piano, viola, cello, double-bass)

2. The Viola In My Life II [1970] (viola, flute, clarinet, percussion, celesta, violin, cello)

3. For Frank O’Hara [1973] (flute, clarinet, 2 percussionists, piano, violin, cello)

4. The Viola In My Life I [1970] (viola, flute, percussion, piano, violin, cello)

5. I Met Heine On The Rue Furstenberg [1971] 

ENSEMBLE RECHERCHE: flute, clarinets, percussion, piano, mezzo-soprano, violin, cello.

[...] The pieces on the present disc were written in the years immediately after that turning point. What they promised, as they quitely ushered in a new era, was the return of intuition. The serialism of Boulez and Stockhausen and the chance methods of Cage (and of Feldman’s earliest music) both evinced a distrust of human subjectivity, a willingness to turn over musical decisions to either scientific method or random nature. That objectivist attitude pervaded the ‘60s and ‘70s. No music was taken seriously that didn’t have a system or veritable method behind it. In his works of the early ‘70s, however, Feldman worked daringly without system, and without tradition as well; he balanced sonorities intuitively, wrote simple melodies, and paced the flow of time with an exquisite inner ear (He claimed that, at Darmstadt, Stockhausen had followed him around demanding, «What’s your system?». Feldman rescued subjectivity from bad faith. His middle period, still neglected, offers aspects of his delicate ear not as apparent in the later music, notably a wonderful balancing act between unique sonority and repetition. In the works recorded here, he began notating rhythm with utmost precision, and with constant changes of meter. The continuity in these works sounds free, tentative, unmeasured, but the rhythms are calculated with a finesse that imparts an underlying rhythmic-motivic unity to each work. While Feldman’s genius for instrumentation is universally acknowledged, his rhythmic inventiveness has been widely underrated. Feldman explicitly aimed at creating a «flat surface» in evocation of the expressionist New York painters he socialized with at the Cedar Bar. Such a surface required new formal strategies, of which he developed several, refining them in one piece after another. A favorite strategy of his late works is to bring in, near the end of an abstract flow of pointillist gestures, a regular melody or repeated pattern, granting the ear a point of repose at the last moment. [...]

	Morton FELDMAN
	Piano, Violin, Viola, Cello (1987)
	1995 
	75:50
	label: HAT HUT

perf. By IVES Ensemble (в их исполнении см тж. диски John Cage)

  Virtually from the beginning of his career as a composer, Morton Feldman had transformed the music of his most direct examples, Anton Webern and Edgar Varese, into, in Feldman’s words, “a sound world more direct, more immediate, more physical than anything that had existed heretofore.”  Having composed over 150 works for a wide variety of media — although instrumental works predominate, — Feldman has achieved this transformation by using instruments in a non-idiomatic way, since having them played very softly and with a minimum of attack is in noticeable contrast with their nature. The emphasis on the physical quality of the sounds seems to be reflected in the composer’s choice of titles, often being mere enumerations of the instrumentation. Beyond that, several titles suggest functions of the instruments within an ensemble. The antithesis between piano and strings in much of ‘Piano and string quartet’ (см. Выше) of 1985, for instance, contrasts with the functional analogy of the instruments in ‘Piano, violin, viola, cello’ of 1987. This work has been composed from a limited number of motifs or, as the composer — in reference to Frances A. Yates’s book ‘The art of memory’ — preferred to call it, ‘images’, musical figures carefully constructed to be imprinted in memory. With few exceptions, the string trio as well as the piano play sustained chords. In spite of the musical idiom — Feldman wrote essentially chromatic music — the instruments often share pitches at the level of the unison or even the octave. In addition, the piano uses the damper pedal throughout the work, producing a continual haze of resonance which creates harmonic continuity within the silences. The reduction of the number of motifs — and even single chords or pitches can be considered motifs in Feldman’s music — seems to be in inverse ratio to the expansion into the domain of time that characterizes most of Feldman’s chamber music since the late 1970s. These works are in a single movement and have performance durations well beyond conventional concert pieces. And if functional continuity in the work under discussion is an illusion — the music doing without extended repetitions creating familiar patterns of putative form, — the composition assumes form by the continual interplay of recollective and predictive self-reference. Motifs are subjected to a sophisticated process of variation of one or more of their characteristics, or occasionally they are unexpectedly left unvaried. This compositional method was a conscious attempt at ‘formalizing’ a disorientation of memory. Many of Feldman’s variation techniques — the transposition, octave displacement and re-orchestration of pitches or chords, for instance — are familiar devices in the music of not only Webern and Varese, but also of the composers of his generation writing serial music. What distinguishes Feldman’s work, however, is the importance he attributed to the visual qualities of musical notation as a compositional means throughout his career, even if the notation itself was conventional in all of his work from 1970. The score on this CD comprises thirty-four pages, each having three systems, each system having nine notated measures. The regularity of  this grid on the paper was undermined by the choice of different time signatures on the one hand, and by the bringing into action of repetition signs on the other. The choice of meter or the length of the passage to be repeated was constantly varied, thus causing variations in harmonic rhythm. Even the use and placement of specific note values, rests as well as various irregular rhythmic groupings within the measure — the durations are not only audible, but also visible ‘images’ — could become part of a compositional strategy. To give the last word to the composer, the  ‘degree to which a music’s notation is responsible for much of the composition itself, is one of History’s best kept secrets.’

	Dino FELIPE
	Xanaconversex
	2002
	25:55
	avant-noise – вполне себе весёленький (для такой музыки)

label: Schematic Music Company

info: http://www.forcedexposure.com/artists/felipe.dino 

http://www.pitchforkmedia.com/record-reviews/f/felipe_dino/xanaconversex 

New release for Schematic from Dino Felipe De la Vega. A nine track mini album organized through erotic dreams fed directly through the composer's PC. Jaunty, IDM with poppier elements and the usual crunch and crack miami glitch festing.

This is a quirky EP. At first I wasn't sure what to make of its nine short tracks; however, on further listeniing, I discovered little melodies buried here and there. For instance "Slutt Petal (2 Crunch)" has a simple tune intertwined with its echoey beat and stutters of noise. While some of the tracks are downright difficult to listen to, with grating screeches and atonal beeps, other compositions reveal a nostalgic 8-bit aesthetic. Think of malfunctioning arcade games. (The joysticks in the cover art suggest the same.) And there are moments of real beauty, like the atmospheric "Sexual Boats (Guitars Float)." It's an intriguing release, and one that demands repeated listens.

	FENN O'BERG
	The Return of Fenn O'Berg
	2002
	41:53
	noise
label: Mago

FENN O'BERG is: Christian FENNesz, Jim O'Rourke (см.), Peter RehBERG.
While music's migration from stereos to computers is continually treated as a business story, loads of artists have been scrambling to give the trend an aesthetic subtext. From the recent spate of newly omnivorous mixologists (DJ /rupture, Soulwax) to the slap-happy juxtapositions of "bootleg" culture ("A Stroke Of Genius," "Smells Like Booty"), a good bit of electronic music has sidestepped talk of gadgets and business models to focus on what it means when music shifts toward the realm of boundlessly malleable data. No stranger to such semiotic concerns, the laptop trio of Christian Fennesz, Jim O'Rourke, and Peter Rehberg—collectively known as Fenn O'Berg—chimes in on the issue by guiding a tour through the internal workings and external appearances of an immense medium being squeezed into seemingly devalued sound files. The group's second album, The Return Of Fenn O'Berg, opens with a series of melodic ambient riffs overlaid with aural muck poured on in drips and waves. Glad-handing the tenets of musique concréte with software designed to mix and match, the trio makes a game of covering as much ground as possible, patching string sections, player-piano rolls, and caustic shards of sound into a collage as moving as it is abstruse. In the middle of the 14-minute "A Viennese Tragedy," a breathless orchestra sample swells and crumples as Fenn O'Berg buzzes around its core like a microscope circling a double-helix twisted with strands of old and new. Over the course of four long tracks, the album stays rooted in similar moments of disorienting beauty, playing like a celebration and a requiem for a medium unsure of its own standing. As the group venerates and destroys snippets of steel drums, Asian lutes, and timeless ragtime riffs, The Return Of Fenn O'Berg invokes the sound of conditioned musical trust grappling with a blank-slate environment in which boundaries of any kind are a thing of the past. 

—Andy Battaglia
When we last left off, I was ranting and raving about the perils of that strange creation known as the “double compact disc”. Now I am presented with the task of reviewing a trio whose mere composition represents another tricky and oft-disappointing creation: the super group. I suppose I could go on and on about my theories on music that’s created as a result of “too many cooks in the kitchen”, but a quick rundown of the pedigree involved in the electronic improv monster known simply as Fenn O’Berg will dispel any misgivings. On paper and in practice the combination of the talents and creativity of avant garde/indie rock Renaissance man Jim O’Rourke, Mego founder/proprietor and man about electronic music town Peter Rehberg (known to some as Pita and one-half of Rehberg and Bauer), and Viennese guitar-cum-Powerbook whiz (Christian) Fennesz are a musical force with which to be reckoned. And that, my friends, is a textbook case of “putting it mildly.” 

Following upon their impressive maiden voyage "The Magic Sound of Fenn O'Berg", PowerBook mavens Christian Fennesz, Jim O'Rourke, and Peter Rehberg return for a second  tour, this time anchoring in Vienna and Paris for the four tracks comprising "The Return of Fenn O'Berg". A similar graphic approach courtesy of Chicks On Speed adorns both releases, suggesting that this latest effort might not deviate too much in spirit from the first. To what degree, then, does the sound of the second one differ? Well, not much, to be honest, though that's not a bad thing necessarily. One could imagine the two releases packaged as a single 2-cd set and it would stand up easily as a cohesive whole. As before, our heroes indulge in no shortage of tomfoolery, wielding their laptops like sabers and improvising fearlessly. It's remarkable, really, that the trio manages to achieve such coherent results when the compositional outcomes remain so unpredictable. While they do improvise (and the meandering trajectories of the four  pieces suggest that this is so), they complement one another to an incredible degree. Because they exercise restraint in not overpowering one another, the result is, in spite of its busyness, rather subtle and at times nuanced, especially in the occasional quieter passages. Thus anyone misguidedly anticipating a relentless, abrasive onslaught of Merzbow-like noise will be disappointed. Typically, a section appears, is elaborated upon, and then replaced quickly by another, so that the pieces never collapse into stasis but constantly unfold into unexpected directions. Given the distinctive character of their respective releases, one might imagine that it would be easy to identify which individual is responsible for the component sounds. One might expect, for example, to be bombarded by some signature Pita-like shards or bedazzled by guitar treatments like those heard on Fennesz's "Endless Summer". But those expectations are largely thwarted as the three seem more interested in channeling their energies to create a cohesive group sound, rather than merely generating individual bits that happen to be overlaid on top of one another in some collage-like manner. A more detailed description of one of the pieces offers a representative example of the overall sound. "Viennese Tragedy" begins with screeching and buzzing that is soon replaced by bowed stuttering and orchestral string oscillations; plucking and hammering  noises segue into a languid interlude punctuated by a tinkling piano and  whirring tones, which is ultimately followed by a closing orchestral section accompanied by all manner of chattering static. In a recent interview, O'Rourke waxed enthusiastically about this second release by the trio and decreed it the better one. Frankly, I'm not so sure that I agree, given the stunning caliber of their debut, but it would be quibbling, really, to consider one the lesser of the two when both are such superior examples of laptop improvisation. This second release manages to be sufficiently different from the first yet still sounds like a natural complement to it. While not a significant advancement to the debut, it's certainly no diminishment either. 

This trio first surfaced a couple of years back with their awe-inspiring debut The Magic Sound of Fenn O’Berg. That record reveled in little bits and pieces of each constituent’s realm of expertise: Rehberg’s crushing digital noise and darkness, Fennesz’s slight melodies and subtle digital ambience, and O’Rourke’s ability to…well, be Jim O’Rourke, and contribute to a project in ways that are barely identifiable, but at the same time utterly necessary. Marking a welcome return to the home audio format, the three-piece now arrive with their second long player, The Return of Fenn O’Berg. Simply put, this is the best electronic record that has come out this year. But more than that, it could also be the best improv record you’ll here in this calendar year as well. Culled from two different live performances in Vienna and Paris, The Return of Fenn O’Berg isn’t just a confident sophomore release. Rather, it’s the sound of three wildly talented and creative individuals making music that is borne out of an almost innate mastery of communication.

In an instance such as this, when three heavyweights sit in the same space to work on tracks, it can seem a bit inevitable that much of the work will come out sounding like a mess, the obvious result of three highly accomplished players trying to leave their mark all over the session. This trio, however, has a higher goal in mind: achieving a singular voice and vision. In the end, the four tracks gathered here don’t sound like recognizable material from any of the three musicians. They sound like the work of one wholly separate entity. The album begins with “Floating My Boat”, a lithe little number wound around brief rhythms and slowly undulating waves of texture. The trio toy with obvious melodies here, making them more obtuse and abstract, thus leaving a lot of the listening up to the imagination. There’s more digital pops, hisses, whirs, clicks, and whizzes than you can shake a stick at here, all clamoring for space in the track, none of them sounding crowded or out of place as all three players work their way through some bit mining and carefully placed melodic sampling. 

“A Viennese Tragedy” is a stirring fourteen-minute composition. It begins with a careful build to all out digital noise assault. Gradually, string samples that have been distorted and altered in other ways work themselves into the mix before giving way to more crushing noise and harsh computer ambience. The tension breaks quickly, giving way to more odd samples – a bit of typewriter, maybe something that sounds slightly like a fly buzzing around your ears, chopped up drum beats. It’s an aural collage, and like the best ones of the visual nature, this one takes its constituent parts and transforms them into something wholly new and exciting. Some hacked-up guitars subtly work their way in as well, allowing more space to be given to melody and the gloriously glitched sounds of a piano. This is, of course, all before whole-scale industrial sounds tear the piece apart. The wondrous melodies still manage to work their ways into the composition, however, gradually coming back as the track builds up again. The string samples work themselves into a frenzy as the track builds into another chaotic climax built around sheer levels of noise and melody, before dropping and allowing a long violin to waltz off, gracefully. 

“Riding Again” begins with what sounds like Fennesz’s trademark melodic laptop trickery, the same sort that he worked to brilliant ends on last year’s Endless Summer. There are multiple distinctive levels of oscillating textures here, some melodic, some just noise, all of which work well together to create an intriguing series of sounds and juxtapositions. The tone shifts at points, but the overall thrust and emphasis of the track manages to remain the same. The album concludes with “We Will Diffuse You”, another ten-plus minute piece that boldly attempts to explore multiple textures, tones, and sounds within its framework. By and large, as with the rest of the album, it’s rather successful in this aim. As with a lot of the other sounds the trio work with on this record, a lot of it ends up being indescribable – sounds mined for hard drives or samples mutated beyond the point of recognition. It all ends up colliding together into one beautiful, chaotic mess – equal parts atmosphere, aggression, and simplistic melody that never seem to grate against each other. 

As I was working on this review, I kept hitting walls because I just couldn’t think of words adequate enough to describe a lot of what was going on here. And that is part of the genius of this record. It’s an experimental electronic record that resists stereotypes, all the while embodying the genre’s best elements. Make no mistake about it – Christian Fennesz, Peter Rehberg, and Jim O’Rourke are three of the most talented musicians working today. This collaboration is everything you hoped these three could do in unison. Their ability to work as one harmonious unit and to collaborate and play off each other in such amazingly complementary ways makes my head spin. Simply put, this record is beautiful, amazing, frightening, outstanding, and incredible. This trio has raised the bar for experimental electronics right here, and at this point that bar is high enough that it makes me wonder what it will take to get exceed it.

	FERDINAND – см.: Ferdinand RICHARD
	
	
	
	Ferdinand RICHARD – см. тж. с: ETRON  FOU  LELOUBLAN

	Anton  FIER
	«Blind Light» / «The Absence Of Time»
	1994
	65:05
	Anton  FIER – см. тж. с: Lounge Lizards, Material, Golden Palominos; Bill LASWELL;

label: ALDA

Anton Fier [d, samples, effects, production]; Bill Laswell (см.) [b, production]; Nicky Skopelitis [6&12-str el g]; Knox Chandler [g]; Aiyb Dieng (см.) [perc]; Lori Carson [wordless v]; Lydia Kavanagh [wordless v]; Phew [voice].

Mix engineers: Robert Musso (см.: Musso; Laswell), Bruce Calder.

	FILLE  QUI MOUSSE
	Trixie Stapleton 291
	1972
	35:14
	progressive / avant-garde
label: Spalax Misic (France), 1998

Психоделический (+хиппово-раздолбайский) ноиз/инструментальный авангард.

Подобные проекты на этом же лэйбле – см.: CAMIZOLE
All compositions, design & artwork by Henri-Jean ENU. Recorded during Spring / Summer 1972.

1. CANTATE DISPARATE
5:44

2. TRANSCRIPTION INTERROMPUE   0:55

3. FRAÎCHEUR ET AMALGAME
2:00

4. ESPLANADE
8:10

5. RÉSISTANCE INSTINCTIVE
2:32

6. QUATRIEME ÉPISODE
1:02

7. TRANSPLANTATION
3:05

8. ANTINOMIQUE
3:04

9. L'EAU ÉTAIT VITALE
8:27

FILLE QUI MOUSSE est dès sa naissance un groupe qui s'inscrit dans une trajectoire située à l'opposé d'une démarche musicale. L'une de ses caractéristiques est d’etre un groupe illusoire, c'est-à-dire éphémère dans une tradition qu'il faut rechercher du côté des Arts plastiques. En effet, la conception musicale s'est beaucoup inspirée d'un livre blanc, d'un ouvrage ne portant aucune mention ni sur la couverture, ni sur la quatrième de couverture, ni sur la tranche et qu’ecrivit Pierre RESTANY. A la manière d'une bouteille à la mér. Et tout cela pour  exprimer le décalage qui existe entre ce que perçoit une société donnée et la volonté qu'expriment certains etres en créant, en créant dans un environnement qui nie a la création artistique l'essence meme de son existence. Et tout cela aussi constitue le devenir de FILLE QUI MOUSSE.

FILLE QUI MOUSSE (разъярённая девица) – с самого начала стала группой, которая не вписывается в общую траекторию музыкальных демаршей. Одна из её характерных черт – стремление быть иллюзорной группой, т.е. эфемерной, обретающейся в традиции, которую следует искать ближе к пластическим искусствам. Фактически, данная музыкальная концепция во многом вдохновляется «белой книгой», произведением, не имеющем названия ни на обложке, ни на корешке, и которую написал Pierre RESTANY. В манере бутылки, брошенной в морские волны. И всё это для того, чтобы выразить дистанцию между тем, что пробивает себе дорогу в данном обществе, и волей, которую проявляют определённые творческие сущности, действующие в окружении, которое отвергает не только суть художественного творчества, но и само его существование. И всё это только часть самовыражения FILLE QUI MOUSSE.

	FINAL  CUT
	Consumed
	1992
	53:15
	industrial.         Мрачный, злобный -- всё как надо. Черти -- от зависти сдохнут!

	FINITRIBE
	Grossing 10 K
	1989
	
	 LP  

industrial. Интересный, “навороченый”

label: One Little Indian Rec.

	FIRE + ICE
	Seasons of Ice
	1998
	60:00
	All tracks previously unreleased*; recorded: 1994-98.

Ian Read [v]; Michael Cashmore (см. тж. с: CURRENT  93)  [g]; Matthew Butler [k, perc]; Katherina [v]; a.o.

	Graham  FITKIN
	HOOK - MESH - STUB - CUD
	1993 
	42:01
	avant-garde

label: Argo

This recording of music for instrumental ensembles by Graham Fitkin features pieces that were written between Autumn 1991 and Spring 1992 and are performed by the groups that commissioned them.  HOOK perversely demonstrates Fitkin’s genuine affinity with uniform timbre. Considerable colouristic resources were placed at his disposal when he was asked to write a piece for the percussion quartet Ensemble Bash. Fitkin eschews this variety by asking each performer to play only marimba and rototoms, with three also playing bass drum. He manipulates a block structure which presents a unison / polyphony polarity. The piece reaches a plateau a short while later with a reiterated rhythm which threatens to shoot off in different directions; instead the resolution is to a recapitulation of two of the original ideas. Hook is a deft and skilful piece of music: its lightness and throwaway nature are balanced by characteristic structural discipline and attention to detail.  MESH and CUD are written for larger ensembles with more mixing of colours. MESH is scored for three saxophones, electric guitar, bass guitar, two flutes (one doubling piccolo) and three keyboards. Again, Fitkin’s treatment of instrumental groups is austere and rigorous; the three saxophones work together as a single unit, as do the flutes, and each keyboard has a specific function within the texture. There are five thematic ideas in MESH: the first, the sustained saxophone chords of the opening, acts as a central point of reference of the whole structure, functioning like up-beats to the other sections. This is the only idea that consistently increases in duration on each reappearance. The other four are similar in character but have their own time signatures which are nevertheless unified by a single unchanging pulse. The structuring of MESH is in blocks which remain strictly self-contained, while at the same time sounding fresh and dynamic. The instrumentation of CUD is, for Fitkin, positively extravagant. The scoring is for nineteen players and includes electric guitar, bass guitar, synth., piano, perc., and an ensemble of woodwind and brass. Much has been made of Fitkin’s debt to jazz, and it is certainly the case that in his earlier works he consciously borrows from the harmonic and rhythmic language of jazz. It is a mistake, however, to assume that this constitutes an attempt to forge a soft-centered compromise between two musical worlds. In fact one of the fundamentals of jazz —  its improvisatory nature —  is worlds away from Fitkin’s concern with structure and his need to control every aspect of his music. Essentially a classicist, Fitkin achieves in his music a finely judged balance between disciplined structures and fertility of invention. The fact that he allows neither element to dominate is one of the pleasures of his music, nowhere more so than in CUD where an infectious rhythmic vitality and harmonic richness are kept in check by a strict number system which operates at all the different architectural levels of the piece. Some of the material is certainly ‘jazzy’ but CUD seems to be sending up the world of big-band jazz. The composer admits to finding the piece hysterically funny. In STUB the single timbre is provided by a quartet of saxophones. The piece consists of a single movement divided into three main sections in which the composer exploits a polarity between poliphony and rhythmic unison. This unison material is gradually undermined by three contrasting melodic ideas which take on an increasingly polyphonic function. STUB is a model of restraint with only a brief coda introducing semiquaver motion into the proceedings. The composer appears to be shifting the music up a gear when he simply cuts the piece off.

	5uu's
	Point of Views
	1984
	73:31
	avant-project, очень живой и изобретательный. Параллельные проекты музыкантов: U TOTEM (см.); PRESENT.

label: Cuneiform

Jon Beck [b]; Randy Coleman [g]; David Kerman [d, p]; Curt Wilson [v]; with: Lynn Johnston [woodwinds]; The MOTOR TOTEMIST GUILD (см.).

	5uu's
	Hunger's Teeth
	1994
	43:54
	label: ReR (USA)

Sanjay Kumar [k]; David Kerman [d, g, k]; Bob Drake (см.) [v, b, g, vln]; with: James Grigsby [g, b, vibes]; Susanne Lewis [v]; Thomas Dimuzio [electronics]; Michelle Bos [utensils, penny fountain, skydiving ocarinas, metal tables, creaks, blue rocks].

	5uu's
	Crisis In Clay
	1997
	51:17
	label: Recommended Records (ReR)

Sanjay Kumar [k]; David Kerman [d]; Bob Drake (см.) [v, b, g, vln]; with: Thomas Dimuzio [electronics]; Scott Brazieal [vibes].

	5uu's
	Regarding Purgatories
	2000
	55:43
	label: Cuneiform

Dave Kerman: Guitars, Keyboards, Drums, Percussion, Occasional Bass & Vocals, Tapes, Noises, etc.
Deborah Perry: Vocals
Keith Macksoud: Bass
Mark McCoin: Exotic Percussion, Unconventional Soloing
Sanjay Kumar: Additional Keyboards
Charles Turner: Piano Solos

Recorded & mixed in Denver, Colorado

1. Meteora 7:31
2. Pinwheel 5:12
3. Below And Beyond 5:14
4. To Fall On Deaf Ears (Part One) 4:51
5. Half-Akin To Gladsome 1:44
6. Drachma 4:28
7. First Person Jocular 4:36
8. String Of Hey-Days 2:40
9. Day 29 2:18
10. Gordion Knot 4:44
11. Stand On Ceremony 1:43
12. To Fall On Deaf Ears (Part Two) 10:35

Inspired by the European "Rock In Opposition"(RIO) movement's uncompromising stance, in 1984 drummer/composer David Kerman formed the band 5uu's. Based in Los Angeles, home of the mainstream American music industry, the 5uu's defiantly derived its name from "found art": gang graffiti spray-painted on LA buildings. 

In 1984, the 5uu's recorded and self-released its first lp, Bel Marduk & Tiamat. The album's thematic/conceptual complexity - Babylonian cosmology used to describe the birth of intangibility - set it apart from most other early 80's American releases. This aspect of the music, combined with its experimental nature and complex rhythmic schemes, established the band's reputation as mavericks.

In 1985, the 5uu's recorded a 7" single, Bar Code. The group began playing concerts in the LA area and soon met a like-minded band led by James Grigsby, The Motor Totemist Guild, based in nearby Orange County, CA. The two groups decided to collaborate, and The Motor Totemist Guild appeared as guests on the 5uu's second lp, Elements (1988). As a result of the classical arrangements Grigsby contributed for woodwinds and strings, Elements was a more formally composed work than 5uu's earlier recordings. Not long after Element's release, the 5uu's and The Motor Totemist Guild formally merged. The new group became U Totem, and released two CDs on Cuneiform: U Totem (1990) and Strange Attractors (1994). 

The 5uu's pre-U Totem lp recordings were reissued by Cuneiform in 1996 on one CD, entitled Point Of Views. Reviewing it, Progression described the 5uu's sound as "a unique hybrid of early Gentle Giant, The Residents, and a smattering of King Crimson, Nice, adventurous stuff." The British magazine Face lift said that "Hopefully, this release will open a few more ears to what is genuinely progressive in the USA".

In 1994, Kerman reformed the 5uu's with different personnel. The new lineup recorded two well-received releases on the ReR label: Hunger's Teeth (1994) and Crisis In Clay (1997). Progression called Crisis in Clay "a tumultuous and wonderful monstrosity that might be the perfect soundtrack for your next waking nightmare or the next David Lynch film' This is maniacally offbeat stuff, an absolute joy to adventurous ears' Highly recommended." 

Regarding Purgatories, a dark and intense work, debuts the newest version of the 5uu's. The CD features music and lyrics written and composed by Kerman, and performed by some of today's best avant/progressive players including vocalist Deborah Perry [of Thinking Plague], bassist Keith Macksoud [of Present], keyboardists Charles Turner [5uu's] and Sanjay Kumar [U Totem], and Kerman on drums.

Besides his work with the 5uu's, Kerman is internationally reknowned for his skills as a drummer. Capable of handling complex and demanding music with ease, Kerman is one of the most in-demand drummers in the world of progressive rock. During the '90's he simultaneously served as a member of several bands in addition to the 5uu's, including Thinking Plague (US), Present (Belgium) and Blast (The Netherlands), appearing on numerous CDs and earning himself a reputation as "the man who must be prog's most prolific drummer" (Music Uncovered).

	5uu's
	Abandonship
	2002
	48:39
	label: Cuneiform

Dave Kerman [compositions, lyrics, instruments]; Udi Koomran [sound]; Deborah Perry [singing]; with: Avi Belleli [singing (3)]; MichalEzrony [speaking (1,2,6]; Aviv Barak [hand perc (3)]; Yoram Fogel [wind-up toy monkey (1)]; Zahi Patish [tap-dance (2)].

	FLAT EARTH SOCIETY
	Bonk
	2000
	58:19
	Бельгийский avant-jazz, местами очень даже весёленький (обратите тж. внимание на авторство #10, 11).

Другой проект музыкантов этого коллектива – см.: X-LEGGED SALLY
label: Zonk; CD: Zonk 001

Luc van Lieshout - Trumpet
Danny Van Hoeck - Percussion
Peter Vermeersch - Clarinet, Arranger, Composer
David Bovee - Guitar, Composer
Michel Mast - Saxophone
Bart Maris - Trumpet
Peter Vandenberghe - Composer, Keyboards
Thierry Mondelaers - Lyricist
Stefaan Blancke - Trombone
Benjamin Boutreur - Saxophone
Jan De Backer - Trombone
Leonaar De Graeve - Tuba

Anja Kowalski - Keyboards, Vocals
Eric Morel - Saxophone
Roel Poriau - Percussion
Kristof Roseeuw - Double Bass
Wim Willaert - Accordion
Tom Wouters - Clarinet, Percussion

1. Today's Yeasting for Tomorrow (Anthem) (Vermeersch) - 2:32
2. Cruisin' for the Bruisin' (Vermeersch) - 4:36
3. Prepare for First Landing on Klinton (Vermeersch) - 5:52
4. Black Snow (Vandenberghe) - 4:42
5. Eggs & Ashes (Vermeersch) - 9:49
6. Pune (Traditional) - 4:58
7. Sharia Orabi (Bovee) - 4:46
8. Lavementlied (Vermeersch) - 9:02
9. February-March (Vermeersch) - 4:45
10. Skinny (The Residents) - 2:55
11. The Electrocutioner (The Residents) - 4:14

	FLAT EARTH SOCIETY
	Minoes
	2001
	36:08
	label: Zonk Records

	FLAT EARTH SOCIETY
	Trap
	2002
	49:07
	label: Zonk Records

	FLAT EARTH SOCIETY
	Armstrong Mutations
	2003
	69:09
	label: Zonk Records

Peter Vermeersch [cl]; Danny Van Hoek [perc]; Stefaan Blancke [trb]; Benjamin Boutreur [sax]; David Bovee [g]; Lenaar De Graeve [tuba]; Anja Kowalski [k, v]; Peter Lamotte [bass trb]; Bart Maris [tp]; Michel Mast [s]; Eric Morel [s]; Marc Meeuwissen [trb]; Kristof Roseeuw [double b]; Peter Vanderberghe [k]; Luc Van Leishout [tp]; Teun Verbruggen [perc]; Wim Willaert [accordian, v]; Tom Wouters [cl, xylophone, v].

	The  FLESH  QUARTET
	Goodbye Sweden
	1990
	54:00
	драйвовый ёрнический kitch
label: Mistlur Records (Sweden)

Mattias Hellde'n [cello]; Morgan Agren [d]; Freddie Wadling [v]; Orjan Hogberg [viola]; Johan Soderberg [perc]; Sebastian Oberg [cello]; Jonas Lindgren [violin].

1. Hey Bombay  3'46 

2. The Battle is on  4'25 

3. Goodbye (Featuring Greta G.)  4'23 

4. Stomp your feet and clap your head  3'25 

5. I am missing you / Krsna  6'04 

6. I can dig you when I smoke my cigarette  4 '26 (A tribute to don van Vliet) 

7. Miss you  4 '04 

8. Det mest fantastiska  0'55 

9. Flesh'n proud  5'11 

10. Pigsmack  2'40 

11. So long bleeding  5'23 

12. White Christ  3'51 (Backing vocals by the Beginners) 

13. I am the Walrus  5'05

	FLUX – cм.: James  PLOTKIN
	
	
	
	

	The FLYING LUTTENBACHERS
	Alptraum
	2000
	50:26
	free improvisation (ураган)

label: Pandemonium Records http://www.pandemoniumrecords.com 

Michael Colligan [reeds]; Weasel Walter [d]; Kurt Johnson [contrabass]; Fred Lonberg-Holm [cello].

Recorded live at Chicago, Jan. 2000.

1. I stood up and screamed (6:19) 

2. swarming cats (6:03) 

3. deathlike coincidences (10:20)

4. bleeding in bed (4:30)

5. the green glow (23:13)

I remember being really hot in the room and uncomfortable in that the atmosphere felt really close in there: still, stuffy and oppressive. I didn't sleep well (because I was coughing so damn bad) but got groggy enough to slip into that weird in-between state for awhile. I don't remember too much about the dream -- all I remember is being savagely hacked and ripped to bits.

I didn't feel any fear, realty, and the dream didn't make me wake me up, but the next morning I remember that the room really creeped me out. The dream sort of reminded me of shamanic legends about being ripped apart and put back together again, or the Tibetan Buddhist practice of Chod, wherein the meditator offers his fear and body to demons, who rip it apart and eat it. None of that occurred to me while it was happening. I just felt there was something not right about that room. I of course also wondered about the old theory that it isn't good to die in your dream, but, even after I was chopped and torn up, I didn't think (or dream) of myself as 'dead'. 

– KJ

Reviews 

  The Wire/Issue 2000, October 2000
The Flying Luttenbachers whip up a frenzied energy storm on what is -- apparently -- their eighth release. These extracts from recent live dates in hometown Chicago see sax player Michael Colligan staining at the upper register, splitting notes and squealing like a stunt double for Alan Wilkinson, while Weasel Walter furiously rolls, tumbles and crashes his way round the kit. The presence of cellist Fred Lonberg-Holm encourages the more introspective side of the group with the double bass player Kurt Johnson entwining his lines with Fred's, but the drummer keeps things buoyant. On the final track Fred's cello is fed through some electronics, pushing the group towards a glorious Borbetomagus-style noisefest. 

-- Phil England

  Supersphere.com/Winter 2000
"'Alptraum' is German for 'nightmare'. I wouldn't exactly say that Alptraum is a nightmare, but I would definitely say it is a beautiful, dense hell of free jazz chaos. The Luttenbachers' 8th album Alptraum, recorded live around Chicago from 1999 to 2000, proves that Walter has exceeded his initial free jazz skills, after passing through an uncompromisingly difficult period persuing free-metal/death-jazz/blackmetal-modal-improv (or whatever you want to call it), and then toying around with remnants of those ideas on ...The Truth is a Fucking Lie... Alptraum is nothing short of a fantastic reassesment of the strengths that the Luttenbachers have always been based on (speed, agility, complexity, uncompromising attitude), and a reintegration of both a sense of honesty and ferocious dedication in their pieces. It is however, not ironic, that when such a stunning free jazz band finally succeeds in making such a sharp incision in the face of modern free jazz, no one would seem to be paying attention anymore. Certainly one of the biggest problems with jazz music, particularly free jazz, is its level of marketability and small fan base. For years, despite the general level of interest around Chicago and Europe in the output of Weasel Walter, it may have resulted in point of saturation for the amount of interest people could hold in the Luttenbachers, probably at an all time high with 98's Gods of Chaos. Sure the Luttenbachers were at a peak in torturing the ideas of black metal, pushing them to intersect with free jazz, and people were wide open for the effects of one guitar-based music style dissecting another. But for many, the novelty of it all wore off. Now, all the ferocity and solipsism of the Luttenbachers' foray into black metal has been distilled down into the hellish squealing and squonking of sax, the pounding and driving drumming, the painful screams of cello, and the dumbing blur of contrabass. Ironically Alptraum in all its maddening glory owes a bit more to Walter's recent Tribute to Masayuki Takayanagi, than to anything the Luttenbachers have done over the last 5 years. The shrill instability of Alptraum sounds a lot more like the hostile, sonic excretions in tribute to the free guitar playing of the semi-legendary Takayanagi, than the groaning, plundering, raping and pillaging nature of Revenge or Gods of Chaos. If this is where the Luttenbachers are once again headed, or if it is merely a stop-over on a journey further into the outer limits of what a jazz audience will or won't embrace, it is an excellent place for them to be (even if we can hear Walter laughing in the background of certain tracks.)" 

-- Reverend Cobalt

  Signal To Noise/#20, Winter 2000
"Chicago-based drummer and musical provocateur extaordinaire Weasel Walter has terrorized audiences around the globe with an unstable compound of punk, metal, free jazz, and sheer in you-FUCKING-face noise for nearly a decade. A glance at Alptraum's teutonic title might steel you for another death-metal onslaught, but this record pays tribute to another brand of Germanic intensity. These five performances, which were recorded live in various hometown venues, erupt with lava flows of Peter Brotzmann-inspired free jazz. Audiences familiar with the dry ice evaporations that multi-reedist Michael Colligan contributes to Pillow may be knocked into the next room the first time they hear his sternum-cracking, staccato saxophonics here. Fred Lonberg-Holm's cello and Kurt Johnson's contrabass emit groans as anguished as those of souls being scoured by the devil's harshest cleanser, and Weasel's drumming lashes the combo as mercilessly as the chariot drivers in Ben Hur drove their teams. Still, this is no one-dimensional blow-out. These guys know that intensity is not synonymous with volume, so while they're quite willing to wail, they also shape their improvisations with careful ears and enhance each others assaults with well considered accents and strategically deployed silences."

 - Bill Meyer

  Fakejazz.com/Spring 2001
" The delightfully hard-to-listen-to (ninth? tenth? umpteenth? eighth, actually) album by Chicago's Flying Luttenbachers is a refreshing retreat to the jazz side of the band (as opposed to the death metal side). Fred Lomberg-Holm kicks it on the cello, with Kurt Johnson on contrabassoon and Michael Collins on various reeds. And of course, Weasel Walter freaks out all over his drum kit. It's hard to say what sort of advances this record makes over their other work--I haven't listened to Destroy All Music! in a few years, but I can't remember it sounding much different than this despite the different instrumentation. There may be some musical maturity here but it's so blindingly fast that I can't really tell. It's nice how Walter keeps his drum sound fairly underpowering in this lineup--some more reverb and it could really sound excessive. The closing piece is a 24 minute jam that left absolutely no lasting impression on me (and you know that you'll never listen to it more than once yourself). These guys rock!" 

- John Fail

  Jazz Institute of Chicago Jazzgram/Jan. 2001
"Under the leadership of drummer Weasel Walter, the Flying Luttenbachers (FL) have known frequent personnel changes since the band's inception in 1992. With Alptraum (German for nightmare), a series of live Chicago recordings, the FL are taking a new direction with the welcome addition of cellist Fred Lonberg-Holm (featured on 2 tracks). His impressive technique and skillful use of distortion can be heard on "The Green Glow" and on "Deathlike Coincidences." He, reedist Michael Colligan and bassist Kurt Johnson achieve a real unity and take the listener along for a journey in the subconscious. Michael Colligan impresses by the control he has of his instrument, especially when he sustains high-pitch notes, and his playing can be reminiscent of Albert Ayler ("Swarming Cats"). The NRG Ensemble also comes to mind while listening to this boisterous collection ("I Stood Up and Screamed"). However, the FL have also a very distinctive sound thanks to Weasel Walter's unorthodox drumming. His drum kit features an unusual combination of toms (no snare drum, for instance) creating a real dichotomy of toms/cymbals. Playing such a kit can be very demanding, but this allows Weasel Walter to be as energetic as he wants without drowning the other band members. The FL have a double cd of studio recordings coming up and I am looking forward to it." 

—Alain Drouot 

  Pipeline/Number 5, Spring 2001

From their first live release, Live at WNUR, released in 1992, the Flying Luttenbachers have changed their line-up and style of music like other bands change guitar strings. The only things that have remained constant are their adamant refusal to bow to "jazz," and the definitions and conventions that go along with the term, and the man with the hair-horns behind the drum kit, Weasel Walter. It's Weasel who orchestrates the line-up changes, mixing and matching musicians to find the optimal group with which to realize his current vision of jazz destruction. Weasel Walter's fickle and always changing taste has taken the band from the early days of Ayler-covering avant-jazz with Hal Russell to Destroy All Music's punk-jazz enslaught to the metal-influenced grind of Revenge, and we've been calling it jazz the whole time, which is one of the beauties of the group. Now, in a sense, it's all come full-circle. Alptraum, a live compilation spanning seven months and three line-ups, shows a new kind of Luttenbachers (a line-up, incidentally, that's already been dismantled to make way for a new FLs trio), a group whose improvised attacks contain strains of aesthetic elements from nearly every Luttenbachers era. Throughout much of Alptraum, the music is steered by the clatter and clamor of Weasel's drum kit, full of small drums and broken cymbals, the sound of which is oddly reminiscient of his work on the group's debut. Michael Colligan's reed work is a bombardment of industrial clangs, scrapes, and squeals that a very fitting accompaniment to Weasel's drumming. Though the group always includes at least one other musician (mostly Kurt Johnson on contrabass, but also Fred Lonborg-Holm on cello), much of Alptraum sounds like duets between Walter and Colligan, as the strings, though amplified and distorted, are hard to hear, and, especially in the frantic back-and-forth bowing of Johnson, seem almost unable in many places to keep up with the others. The group as a whole sounds somewhat disorganized, not in a way that demands more practice, but in a way that's more the result of some sort of musical personality clash. The all-important unstated and undefined group repore that can make or break improvisation is often missing here, resulting in a lot of sounds that never quite gel. That isn't to say that Alptraum lacks great moments. Instead, many of Weasel's "everyting but the kitchen sink" drum solos, whether sparse or clamarous, are usually quite good, and the single-note call-and-response between the bass and sax near the middle of "Swarming Cats" is one of Johnson's best moments. Colligan shines as well on the prementioned track, full of sputterings and squeals that build up like a pig being tortured until, after a moment or silence, Colligan glides into a restrained and almost meditative line, that, before long, develops into the squealing calls that it arose from. Each of the musicians featured on the album have a wide range of musical weapons, but all seem to rely on one or two too often, and, on the disc's first four tracks, moments at which it all comes together are slightly less frequent than the moments at which it doesn't. But, the disc's last track, the twenty-minute "Green Glow," faetures Walter, Colligan, and Lonborg-Holm in a trio that seems tp finally tap into the potential of Alptraum's aesthetic. Weasel's drumming is in apolcalyptic top-form, Lonborg-Holm's cello torture is finally a voice to be reckoned with, and though Colligan's work here isn't his best on the disc, it seems well-suited with the playing of the others. The production of this track is rich and fuller than before, and the song's twenty minutes work better on the whole than the twenty-six that have come before them. This last cut is a redemption of sorts for Alptraum, and though it's less-than-perfect, brings the album to a close on a good note. Perhaps the upcoming, limited-edition Trauma Lp will be a better representation of the power that this now-disbanded line-up could sometimes summon, but, if not, we're left with Alptraum's hit-and-miss documentation of an era now gone." 

- Adam Strohm

  Heimdallr online magazine (Austria)/July 2000

"At the beginning of the year the Americans of the Flying Luttenbachers gave a set of furious concerts in Chicago. Alptraum " is their 8th album, constituted of excerpts of this tour of the clubs. Although having an ear exercised to the jazz sounds, I must sometimes confess some pain with some sounds of the free jazz. But this album has got a rare intrinsic wild strength. Certainly listening to this album can be laborious on the length, but the music of these masters of the improvisation conceals innumerable rhythmic and convulsive qualities. A layman will find there only infamous noise jumble, too bad for him, because we have to notice the incomparable power of these talented musicians of free jazz whose punk mind is evident in all its original strength. The sounds voluntarily agitated , free and without attachment. The violence is not vain, it wins itself in sweat and blood, and that's where is located the music of the Flying Luttenbachers, filled of human energy. The battery only offers itself very rarely a short respite, the saxophone explodes of scattered notes, the cello flames, the bass tears itself, and all look for to continue without joining themselves ever. And then we're very surprised to notice that we appreciate these painful sounds. If the first two tracks are difficult of access, the continuation offers itself all in squeaky, marvelously experimental and scratch restraint, as the excellent and great " Deathlike Coincidences ". A joyful experience." 

- Stephane Fivaz 

  Chicago Tribune/Sunday October 8, 2000

"Drummer Weasel Walter, the Chicago underground's enfant terrible, is a connoisseur of extremity in any form. He's scourged stages for years with an unstable amalgam of thrashing punk, screaming metal, and howling free jazz. For "Alptraum" he assembled a small strings and reeds combo and narrowed his focus to the latter style, but despite the absence of heavy guitars the energy never flags. As anyone who has experienced a boiler explosion knows, when you restrict a force, its release is even more destructive -- the music on this CD explodes more satisfyingly than every building ever immolated in a "Die Hard" movie."

-- Bill Meyer

  Blow Up (Italy)/Issue , Fall 2000

(translated by Pietro Fuccio -- thanks.)

Recorded in three Chicago clubs May '99 to January 2000... Alptraum is the second proper live record of the FLs (after their debut album Live at WNUR 2-6-92). It contains disordered and feverish free jazz, substantially similar to the material they presented during their Italian shows. A sort of return to the beginnings of the band -- when led by old Hal Russell Luttenbacher from NRG Ensemble -- where it took its first steps towards a muscular updating of the free [music] language and didn't yet bear signs of 'mutant metal'. Unstoppable Weasel moves frantically with 1000 hands and an unexpected lightness (those who have seen him know what I am talking about), Colligan waves and fills the empty spaces, Johnson and Lonberg-Holm (really matterlike in the superlong "The Green Glow," which closes the album with a more avant tone) retouch, slide, blink and abandon themselves. This is not an album to change the fate of jazz or even the band themselves (who branded the '90s with the fire of a synthesis of extreme materials you won't necessarily find here). Still it is an album of remarkable quality, music heard before maybe, but nonetheless vital. 7/10 

--Stefano Bianchi
Существует мнение, что о музыке нельзя писать. Конечно, мне, прилежному производителю околомузыкальной писанины, не след с этим соглашаться. Но о диске Alptraum действительно нельзя писать. Хотя кое-что я все-таки расскажу. 

В далекую уже пору ранней молодости мной овладело желание приобщиться к музыке, которая была бы по-настоящему бешеной. Я искал неистовства у Джимми Хендрикса и Led Zeppelin. Я экспериментировал со Sepultura и Accept. Вдумчиво слушал Sex Pistols. И даже - не помню с какого перепуга - включил в круг своих своих изысканий Motley Crue. Всё напрасно. 

Дело сдвинулось с мертвой точки лишь тогда, когда я познакомился с "Song X" Орнетта Коулмана и Пата Мэтини. Потом были и другие образчики, но, как я уже дал понять выше, с тех пор прошло много лет. 

А сейчас поэтика ураганного авангарда... ну в общем, как говаривал герой Вен. Ерофеева "черная похоть перестала быть моей жизненной доминантой". Меня теперь привлекают не столь экстремальные формы импровизации - тот же "Long Understood...", например. 

Но знаете, порою нестерпимо хочется закрыть все окна и двери, предварительно выставив из комнаты женщин, слабонервных... ну и детей, пожалуй - у них, у детей все равно всё еще впереди. Так вот, выставить, закрыть, и врубить, и... 

Нет, я не собираюсь разворачивать тут поэму экстаза. Скажу только, что наслушавшись Flying Luttenbachers, я решил поставить небольшой эксперимент с целью выяснить, как на фоне этой не слишком известной чикагской группы будут звучать записи, чья принадлежность к каноническому авангарду не вызывает сомнений. 

Докладываю результаты. 

На фоне Alptraum колтрейновский Interstellar Space кажется филармоническим мэйнстримом. 

The Shape Of Jazz Орнетта Коулмана - набором легковесных шлягеров. 

The Sign Of 4 Дерека Бэйли - музычкой для релаксации, прикупленной в магазине "Путь к себе". 

Короче говоря, любезный читатель, коль мысли черные к тебе придут - ты знаешь что делать. Главное - проветрить сознание. Надо открыть форточку восприятия, распахнуть окно, снять крышу - чтобы с невозможной и разреженной высоты легко и лихо спикировала реактивная стая летающих Латтенбахеров.

-- А.Н.

	FOETUS CORRUPTUS
	Rife
	
	78:56
	punk; Отчаянный, “чернушный” панк.

	FoMoFlo
	Slug & Firearms
	1996
	52:50
	label: More Music / distr.: God Mountain (Tokyo) / Megatalogo (Italy)

Amy Denio (см.) - saxophones, bass, vocals; 

Dennis Gunn - guitars, vocals, banjo, mandolin; 
Tada Makio - drums; 
Honda Tatsuya - bass; 

Hoppy Kamiyama - keyboards, tapes, trombone, violin, hose; 

with The Billy Tipton Memorial Saxophone Quartet (см.) (Amy Denio, Jessica Lurie, Barbara J. Marino, Maya Johnson).

Produced by Hoppy Kamiyama; recorded by Floyd Reitsma; mixed by Floyd Reitsma and FoMoFlo; mastered by Kondo Yoshiaki.
I heard a cut off this record in the car one morning, but had to get out before I found out what it was. After a few calls to the station yielded nothing, I finally dragged myself down to KCMU and asked the program director to dig through the logs looking for "some kind of big-band on acid with crazy electric guitar." "Oh," he says. "Must be FoMoFlo." I didn't know the half of it.  Slug & Firearms turns out to be the mother of all smorgasbords. Here. Let me give you a taste:

"D.P.W." - Flash Gordon crash lands on Dweezil Zappa's bar mitzvah. 

"Bad Doctor" - Leech therapy for the blues. 

"Fat Asses" - King Crimson beats up Diamanda Galas. 

"Lift & Separate" - Tim Burton's Klezmer-Circus-of-the-Damned. 

"Funeral Music" - Oom-pah, loom-pah, I'm choking on an Everlasting Gobstopper! 

"Eternal Sanctuary" - Shortwave rave. 

"Stick in the Needle" - Le Cabaret Lo Botomy. 

"Insomnia" - Don't even joke about playing this after 11. 

"Camel Surfer" - Bedouin Culture On The Beach. 

"Nobody's Listening" - Edgar Winter meets George Clinton in a China shop. 

"11 78" - Excruciatingly absurd hyper-gibberish. 

"Insomnia #9" - Just when you thought you were coming down?.

There you have it. I don't usually like to do it that way, but they left me no choice. There's not a prayer of summing this one up in less than a dissertation. They cover a ton of ground. The tunes and arrangements are contributed by band members in equal parts and reflect what's obviously a very, very deep pool of influences, musical knowledge and studio savvy. And did I mention Tada Makio's funkier-than-shit drumming?

The thing I find most interesting about this record is that for all the noise, and for all the complexity of the arrangements, it's very clear that there are people making these sounds. This is not random. Listen, and you'll hear some remarkable textures. One of my favorites is the patented Billy Tipton Memorial Saxophone quartet foghorn blast. This is about the richest sound imaginable - a freight train covered in molasses. There's plenty more where that came from, but you'll have to do the mining yourself. Unfortunately, this disc will be hard to find. I had to borrow a copy from Amy Denio's boyfriend. Take the time, though, and hunt it down. I'm willing to bet you own nothing quite like it. 

--  Jason Staczek
Bill Kuhn says... A lot of this is Zappaesque (to use a word on the verge of being dictionarized). Without the sophomoric lyrics, thank you very much.

	FOREVER EINSTEIN
	Opportunity Crosses the Bridge
	1992
	50:51
	"A genuinely individual voice: simple and complex at once" 

– Chris Cutler

"This brainy instrumental trio plays it smart crammed with spiky Euro-rock melodies, bouncy echoes of Afro-beat guitar and punky rhythmic spirit."

– Roling Stone

Какие бы там ярлыки ни навешивал Roling Stone, ценность этого проета в том, что всё играется очень просто, но ОЧЕНЬ от души!

	FOREVER EINSTEIN
	One Thing After Another
	1998
	56:40
	label: Cuneiform

John Roulat [d, perc, golden finger]; Jack Vees [el b]; C.W. Vrtacek [Fender Telecaster]. 

	FORGIVENESS
	תוחילק
	1995
	77:29
	experimental/noise/ethno

label: Rawkus Primitive (Broadway, NYC)  www.rawkus.com 

Forgiveness was recorded in 1995 at Sinewave Studios, Brooklyn. All songs was performed, produced, recorded and mixed by Alon Cohen and Rea Mochiach.

Concept and curation of traditional material by Alon Cohen.

This album is an attempt to combine traditional Jewish prayers with contemporary experimental electronic music. The songs are based on Sephardic cantorial melodies from the Yom Kippur and Rosh Hashanah services, of the first Temple period (Over 2000 years ago). These very same songs are still in use today.

	4WALLS
	And the World Ain't Square
	2001
	30:37
	Phil Minton & Veryan Weston - см. тж. в: Phil MINTON

label: Orkhestra (ORK 001)

4Walls are: Luc Ex (см. The EX) [ac. bass]; Phil Minton (см.) [v]; Michael Vatcher [d]; Veryan Weston (см. c: Phil Minton) [p].

With this first album 4 Walls follow the job they started with Roof. Changing the cello (played by late Tom Cora) for the piano of Veryan Weston, the music remains of the same kind: avant-garde jazz. Phil Minton continues his singing poems (by E.E. Cummings, Ho Chi Minn) alternate with vocal experimentations that give a strong identity to the band. If sometimes the piano melodies seem "conventional" (especially for the introduction of the first track of the album, starting like a cabaret song) compared to the cello parts of Roof, it is also giving a better lead-in to the music that you will lose in the destructurated passages. Drummer Michael Vatcher and bass player Luc Ex (member of the Dutch experimental rock band the Ex) still manhandle the conventional institutional jazz rules and open new horizons to the genre.

  
  
1 
  
The Anarchist's Anthem 
- 4Walls, Minton, Weston 
4:05

  
  
2 
  
Pliers 
- 4Walls 
4:35

  
  
3 
  
Hinged - 
4Walls 
1:25

  
  
4 
  
Advertising Salesman 
- 4Walls, Minton, Weston 
2:03

  
  
5 
  
Bits of Five 
- 4Walls 
3:23

  
  
6 
  
Fine Weather - 
4Walls, Minton, Weston 
3:40

  
  
7 
  
Night in Siberia 
- 4Walls 
2:15

  
  
8 
  
Rain or Hail and ‘Sluggo' 
- 4Walls 
4:15

  
  
9 
  
Grisly 
- 4Walls 
2:30

  
  
10 
  
Girder 
- 4Walls 
2:05

	4WALLS
	Which Side Are You On
	2004
	40:09
	label: Orkhestra

Luc Ex [ac. bass]; Phil Minton [v]; Michael Vatcher [d]; Veryan Weston [p, v].

	FREE FORM
	Me Shape
	1999
	68:39
	experimental/acid

label: Sprawl Imprint (England)  sprawl@livspace.demon.co.uk 

www.dfuse.com/sprawl/ 

compiled, created & executed by Simon Pyke

	FREE FORM
	AUDIOTURISM. ORIGINAL MUSIC: Vietnam, China
	2001
	53:25
	Драйвовый фьюжн, созданный из Вьетнамских и Китайских экзотических музыкальных инструментов и мелодий. То, что с ними было проделано для создания этих драйвовых композиций, - большая работа. Результат настолько захватывающий, что даже трудно с чем-то сравнить. Обозвать это музыкальное путешествие ethno-noise или experimental – это ничего не сказать, потому что не будет учтён замечательный ненавязчивый и многообразный драйв, как на крыльях несущий вас через весь CD.

label: Quatermass  www.quatermass.net  fred@quatermass.com 

Collection, written and produced by Simon Pyke from 5th June 2000 to 26th May 2001.

www.freefarm.co.uk  us@freefarm.co.uk 

Instruments: Khen, Dan Bau, Phach Dizi, Suona, Tam Thap Luc, T'rung, Singing Bowl, Dung Chen, Guanzi, Co'ng, Po, Shell Horn.

Titles:

1. Phu Quoc

2. Lijiang

3. Saigon

4. Mekong Delta

5. Lugu Lake

6. Hanoi

7. Crosstalk

8. Terminal

As tourists the idea was to source snapshots of life. Sounds of the lashing monsoon, the serenity of Lugu Lake, the intense song of cicadas and the chatter of Saigon. (Armed with a minidisk, portable sampler and camera every experience, however small and quiet, was recorded.)

Collected sounds and instruments unique to the environment was the chrysalis for a spontaneous musical dialogue. A conversation between Western and newly acquired Asian influence.

This album is the result of two months exploring the backstreets of Vietnam and the Yunnan province, China as Audio Tourists.

	FREEFORM ARKESTRA
	Metamorphosis
	
	58:57
	label: Straight Ahead Recordings - info@straightaheadrec.com
Composed and performed by Freeform Arkestra (from Zurich): Nico Canzoniere [e-piano, synth, perc, prog, arr. (#5), mix (#8)]; Dario De Nicola [ arr., mix, e-piano, synth, drummodul]; ; Werner Ludi (см. в ‘Jazz') [a/bar sax]; Robert Morgenthaler [trb]; Fabian Gisler [ac b]; Marcin Baehr [el b]; Vincent Teuscher [g]; a.o.

	FREE KITTEN
	Sentimental Education
	1997
	58:54
	punk (пост-панк); проект подобен BJORK (см. в ‘Rock’), но более живой и современный по духу.

label: Wiiija Rec. Ltd. (London) E-MAIL: wiiija@dircon.co.uk 

Free Kitten is: Kim Gordon, Julie Cafritz, Yoshimi and Mark. Add. drumming by Mr. Dave Nuss.

Mixed by DJ Spooky and We.

	FREE  MUSIC  QUINTET
	Free Music 1 &  2
	1968
	37:35
	free music

label: ESP Disk / ZYX

Pierre Courbois [perc]; Peter van der Locht [s&t s, piccolo fl, perc]; Boy Raaymakers [tp, bugle, perc]; Erwin Somer [violin, vibes, perc]; Ferdy Rikkers [b, perc].

Liner notes см. в ‘Jazz’ section. Квинтет настолько ‘FREE’, что с джазом может и не ассоциироваться.

	FRENCH TV
	Virtue in Futility
	1994
	55:17
	prog-rock авангардно-джазового направления (типа King Krimson) инструментальный.

label: Pretentious Dinosaur Records, CD 001 (Louisville, KY, USA)

Rec. in Louisville, 1987-90

Produced, written, arranged by Mike Sary

Mike Sary [b]; Fenner Castner / Bob Douglas [d]; Paul Nevitt [k]; Dean Zigoris [g]; Reid Jahn [WX7 wind synth, s]; Gretchen Wilcoks [vln]; Jon Encifer [p]; Bruce Krohmer [s, cl]; Richard Brooner [tp]; Howie [scream]; a.o. & featuring The Drunken Viking Chorus.

	FRENCH TV
	Yoo-Hoo !!!
	1997
	69:41
	label: Pretentious Dinosaur Records, CD 003

Mike 'Papa Smurf' Sary [Samick 5-str bass, Rhinosaurus charging]; John 'Jokey Smurf' Robinson [k, German conjugation]; Dean 'Brainy Smurf' Zigoris [g, guit synth, Peter Pan outbursts, Dr. Seuss hand gestures]; Bob 'Gargamel' Douglas [d, perc, tru-value hardware chains].

Rec. live

	FRENCH TV
	Pardon Our French!
	2004
	60:15
	label: Pretentious Dinosaur Records, CD 007

Mike Sary [k, b, hollerin']; Chris Smith [el/ac g, el/ac vln, cello; mandolin, banjo]; Warren Dale [accordion, b, k, saxello, cl, samplers, saxes, flutes, recorders, bass harmonica, whirling tube, perc]; Jeff Gard [d, perc]; with guest musicians.

Jeff Gard, French TV's latest drummer, stared at the concentric circles in his coffee cup created by his random thwap on his 16" torn. He sat perched behind his bronze Yamaha Stage Custom model drum kit and drifted in and out of listening to French TV's bassist/propagandist Mike Sary, who was on yet another excited rant about his latest big plans and big ideas on FTV's fortunes.
Of late, Jeff had begun to internally question FTV's existence and its place in the world: specifically the alleged Progressive Music world that Mike hyped constantly. On one hand, Jeff couldn't deny it was fun to help write and shape tunes that structurally shared little with anything on the radio for the last 20+ years, as they didn't seem to obey any musical laws or restrictions. He found this tremendously liberating and more than a little amusing [judging from his involuntary laughter at many of the ideas], given the many dull projects he'd been roped into in the past.
But it seemed that there ought to be a second step in the process: that of this material being performed for audiences and cds being played for admiring friends and curious strangers. This step was passionately alluded to by Mike, but to date there wasn't much evidence of it being a concrete goal. There was continual talk of a tour, or "special" gigs, but still it remained "talk". The idea of this being yet another one of those projects in which a band rehearses for months and months until everyone's interest dissipates and the rehearsals gradually evaporate looked unappealingly imminent.
The band French TV itself appeared to have no local presence in Louisville - no radio play, no gigs, and Jeff had yet to met anyone who had either heard of or had played in French TV previously. Mike joked now and then about being Louisville's "best-kept secret", but something has to actually exist in order to be a secret. Right?
Another nagging mystery for Jeff was the much-rumored "other band members" who supposedly resided in San Diego. Again, there was no evidence of a Warren Dale [a keyboardist/winds player] and/or Chris Smith [a guitarist/violinist] at hand. Mike would periodically exclaim how "the guys" would be knocked out by the latest drafts of Demo One & Two, or, with that typical far-away look in his eye, reminisce about something Warren or Chris said or did during last year's tour. As Jeff had never met or corresponded with these people, he had to wonder whether these faceless names from the previous cd were a figment of Mike's imagination - Pixies, perhaps?
Mike also babbled occasionally about some sort of "progressive underground" - festivals, vendors, websites [Jeff had investigated a few that Mike had recommended - they seemed legit, but for all Jeff knew the numbers were on the same level as a "Marmaduke" newsgroup - possibly smaller]. Was this more evidence that Mike was delusional?
All these questions were but subsets of the bigger issue: Was this "French TV" business all a big con job by Mike in order to string Jeff along long enough to squeeze another FTV CD into existence? Were people actually BUYING this stuff, or did Mike actually BELIEVE in this elaborate fantasy - were the CDs merely some sort of vanity project? Was Mike trying to do all this because it fed some sort of internal longing to feel a part of a musical phenomenon that became extinct in 1979? In Jeff's most paranoid moments, he imagined Mike furtively shrink - wrapping a small pile of professional-looking CD-Rs of his pretend - band's latest creations and forging foreign interviews and reviews to inflate FTV's profile.
Back to the matter at hand. Mike was back to playing bass again-stumbling through some sort of convoluted riff with varying degrees of proficiency. Jeff began playing a straight shuffle culminating in a double kick on the high hat. Mike stopped playing briefly and then went into what sounded like AC/DC's "Back in Black". He sipped his booze-ladden coffee and mumbled "boy, I remember this gig we did in Baltimore - our old guitarist Dean Zigoris went into this tune during some improv we were jamming on, and..."

	Gavin  FRIDAY
	Each Man Kills The Thing He Loves
	1989
	59:43
	Gavin  FRIDAY - cм. тж. с: COIL; HOWIE  B (в 'Acid')
Gavin Friday [v]; Marc Ribot (см.) [g, banjo]; Bill Frisell (см.) [g]; Man Seezer (см. тж. с HOWIE  B) [p, organ, k]; Hank Roberts [cello]; Fernando Saunders [b]; Michael Blair [d, perc].

Можно сравнить с Peter Hamill и Tom Waits.

	Erik FRIEDLANDER
	The Watchman
	1996
	45:56
	Erik FRIEDLANDER – см. тж. с: John ZORN: "Red Bird"; Frank LONDON (KLEZMATICS) (в 'Jazz'); Ikue MORI; Mark  DRESSER (в 'Jazz'); Marty EHRLICH (his DARK  WOODS  ENSEMBLE) (в 'Jazz'); Ana  CARAM (в 'Latina'); Sylvie COURVOISER (в 'Jazz'); David  SHEA; Uri  CAINE; Ellery  ESKELIN (в 'Jazz');
label: Tzadik

Andrew D'Angelo: Bass Clarinet 

Erik Friedlander: Cello 

Drew Gress: Bass 

Chris Speed: Clarinet

1. The Watchman 

2. Elisha 

3. The Silver Bracelet, Theme 

4. Najime 

5. The Silver Bracelet 

6. Variations On The Watchman 

7. Silver Like Dust 

8. The Watchman

	Erik FRIEDLANDER
	Topaz
	1999
	56:29
	label: SIAM Records (New York)

rec. 1997

Erik Friedlander [cello]; Andy Laster [a s]; Stomu Takeishi [b]; Satoshi Takeishi [perc].

Cello players are abundant in classical music, but in jazz, they've been a rarity. One jazzman who made the cello his primary instrument in the '90s was Erik Friedlander. Even if the New Yorker used his cello for nothing but straight bebop tunes, standards and Charlie Parker classics, he would be doing something unusual because there isn't a lot of history of bop being played on the cello. But Friedlander is no retro-bopper -- his music is challenging, cerebral avant-garde jazz that favors an inside/outside approach and sometimes incorporates funk and Middle Eastern elements. Joined by alto saxophonist Andy Laster, electric bassist Stomu Takeishi and percussionist Satoshi Takeishi, Friedlander takes his share of chances on Topaz. When his cohesive quartet embraces the angular "Three Desperate Men," the quirky "Verdine" (which was presumably named after Verdine White of Earth, Wind & Fire, a band he admires) and the abstract "Hat And Beard," you're hearing a group that isn't confining itself to jazz's mainstream. Topaz, like a lot of avant-garde jazz, isn't easy to absorb on the first listen. But the more times you listen, the more you realize how much this left-of-center CD has going for it.

1. 

Verdine 
- Friedlander 
5:37


2. 

November 
- Friedlander 
4:20


3. 

Shining 
- Friedlander 
6:10

4. 

Straw Dogs 
- Friedlander 
7:29


5. 

Topaz 
- Friedlander 
2:49



6. 

Three Desperate Men 
- Friedlander 
3:31


7. 

Tout de Suite 
- Davis 
8:29

8. 

Hat and Beard - Dolphy 
4:45


9. 

Something Sweet, Something Tender / Cienega - Dolphy 
6:59

10. 

Agon 
- Friedlander 
5:56

	Erik FRIEDLANDER
	Skin
	2000
	53:43
	label: SIAM Records (New York)

rec. 1999

Erik Friedlander [cello]; Andy Laster [a s]; Stomu Takeishi [b]; Satoshi Takeishi [perc].

Cellist Friedlander continues to explore new vistas of expression in the progressive modern jazz idiom. In alto saxophonist Andy Laster he has a partner with whom to contrast stylistically, while electric bass guitarist Stomu Takeishi and percussionist brother Satoshi create a rhythmic foundation that lives and breathes on its own. The Atlas Cello Quartet is also featured on most of this program. There are five "standards" of the 11 compositions that Friedlander interprets. Henry Mancini's "Susan" is serene and beautiful, with slight Afro-Cuban spice and melody similar to "Invitation." The title track "Skin I" is written by Julius Hemphill with Laster assimilating the writer's signature outcry over kinetic, almost industrial percussion and a 4/4 Afro-groove. "Sahel Va Danya" is a creative raga; "Eclipse" the Charles Mingus moody bell ringer, features Laster again wailing; and a solo cello version of "Golden Dawn" takes the Carlos Santana piece into very different sonic areas from the original. The rest are Friedlander's originals. Balkan measures of 7/4 and 4/4 collapse into no time. Slight snippets of cello, bass, and percussion lead to harder, then deliberate swing with harmonic bass overtones on "Split Screen," Friedlander's most involved writing. There's the urban landscape funk of "Fekunk," and the 6/8 Afro-groove "Life In-Line." The total string package is most prevalent on the pensive "Reflections" and more 20th century, contemporary-natured on "White Mountain." The ensemble is at its darkest during "Doomwatcher," replete with free emotional exchanges. Because Friedlander explores many avenues of improvisation and composition, he can't be pegged; his work doesn't fit into a definable bag. You could call it great modern music, and that would be enough. The sounds are challenging, eminently accessible, and definitely compelling, marking more progress in this marvelous musician's burgeoning career. Highly recommended, and a step beyond his previous CD, Topaz.

1. 

Split Screen 
- Friedlander 
6:27

2. 

Susan 
- Mancini 
3:16


3. 

Life, in-Line 
- Friedlander 
3:35

4. 

Skin 1 
- Hemphill 
6:41

5. 

Sahel Va Danya 
- Googoosh 
4:58

6. 

Reflections 
- Friedlander 
3:46

7. 

Fekunk 
- Friedlander 
6:23


8. 

White Mountain 
- Friedlander 
5:08


9. 

Doomwatcher 
- Friedlander 
6:00


10. 

Eclipse 
- Mingus 
3:42

11. 

Golden Dawn - 
Santana 
3:42

	Erik FRIEDLANDER
	Grains of Paradise
	2001
	49:53
	avantgarde
label: Tzadik

Erik Friedlander [cello]; Trevor Dunn [b]; Satoshi Takeishi [perc]; Bryce Dessner [g]; Joyce Hammann / Karen Milne / Peter Rovit [vln].

The aroma of spices was a breath wafted from Paradise over the human world.

-- W.Shivelbusch

	Erik FRIEDLANDER
	Maldoror
	2002
	40:28
	label: Brass Land (France)

Erik Friedlander  - cello

Erik Friedlander



Biography


Cellist Erik Friedlander grew up exposed to R&B and jazz since his father photographed many album covers for Atlantic during the '50s and '60s. During his childhood and high school years, Friedlander was involved in chamber groups, his school orchestra, and a local rock band. He enrolled at Columbia University in 1978 to pursue a music degree, but it wasn't until a year later, upon hearing and speaking with bassist Harvie Swartz, that Friedlander decided to become a professional musician. Shortly thereafter, he joined Swartz's quintet, and the group released Underneath It All on Gramavision. His idea of what role a cello could play in jazz and modern music changed when he heard Hank Roberts in the string trio Arcado. Not too long after this, Friedlander began working with saxophonists John Zorn and Marty Ehrlich and trumpeter Dave Douglas. He performs on Douglas' 1993 release on Soul Note entitled Parallel Worlds. The next year, he formed his own group, Chimera, a quartet with clarinetists Chris Speed and Andrew D'Angelo and bassist Drew Gress; the group has two CDs out on Zorn's labels, Avant and Tzadik. Friedlander still performs classical music -- he has been principal cellist with Marin Alsop's Concordia, for instance -- but is focusing more on composition and improvisation; he's toured the U.S. and Europe with Joe Lovano, Myra Melford, John Zorn, and more. Friedlander has made appearances in the pop realm, too, having contributed parts to CDs by Maxwell and Dar Williams; he even performed on MTV with Courtney Love's Hole. In 1996, he formed the group Topaz -- originally to accompany a dance recital his wife choreographed -- which brought together Andy Laster and the rhythm section of brothers Satoshi and Stomu Takeishi; they recorded a self-titled album (which Siam released) the end of that year. Besides being busy with Topaz, the close of the '90s found Friedlander playing in a new quartet inspired by the work of Balthus, called the Game of Patience, with Ikue Mori; Skin followed in early 2000.
1. May it please heaven

2. One should let one's fingernails grow

3. The wind groans

4. O stern mathematics

5. The palace of pleasures

6. Here comes the madwoman

7. I am filthy

8. Flights of starlings

9. He contemplates the moon

10. A sewing-machine and an umbrella

	Erik FRIEDLANDER
	Quake
	2003
	62:26
	label: Cripto Grammophon

Erik - cello

Andy Laster - alto sax

Stomu Takeishi - bass guitar

Satoshi Takeishi – percussion

  1. Consternation

  2. After Hours

  3. Bedlam

  4. Gol Gham

  5. Wire

  6. Beauty Beauty

  7. Quake

  8. Sainted

  9. Glass Bell

10. Biscuits

11. Aap Ki

12. Fig

	Burnt FRIEDMAN
	Con Ritmo
	1999
	45:14
	naïve / acid / experimental
label: Nonplace

burnt@nonplace.de 

1. Los Corraleros

2. Demolition Derby

3. Octirahebal Spherical Caffufle

4. Platin Tundra

5. Escape The Night

6. Destination Unknown

7. Das Wesen Aus Der Milchstrasse

8. Gondel

Composed by B. Friedman. Performed by The Disposable Rhythm Section. + Joseph Suchy [g]; Atom Heart [moog].

	Burnt FRIEDMAN
	Plays Love Songs
	2001
	43:14
	label: Nonplace   www.nonplace.de 

Composed and produced by B. F.

Samples / Sound sources

Stefaan Decostere "Travelogue" (Sex Working Class), vertabrae sound Victoria Hut, Melbourne (Body Language), voice Shelley Hirsch "What's New Pussycat" Great Jewish Music: Burt Bacharach (Sex Working Class), Michael Vorfeld "Vorfeld " Cal Tjader "Triste" (It Hurts!), Lennie Tristano "Requiem" (Conjoined), handclaps Mike Patton "Adult Themes For Voice" (I Go With You), Electronic Art Ensemble "Iniqutetude" (Sex Working Class/Body Language), Sun Ra "Concert For The Comet Kohoutek", crowd at the Intervention Performance Festivai Paris 1988, voice of Henry Lee Lucas / interview voice Capital Punishment ("Sex Is Not Right!"), 1978 Rubberband recordings / Rubberbox (Fucking Long Time), drums and cymbals Dale Cotton, Auckland and Marcus Schmickler, Cologne (Tracks 1, 2, 4, 6, 9).

Field Recordings

"Ganges Early Morn On Boat" (Body Language), "One morning I hired a boat and went out to watch the sun come up – this is small section of the boat ride as I am approaching a hindu temple" David Franzke

"Prince Henri's Hospital Boom" (Conjoined), "…one of Melbourne's biggest hospitals was demolished to make way for the development of Inner City houses/flats. There was a lot of opposition! I went down to the site early one saturday morning when the hospital was scheduled to be blown up. Lots of protesters, drunk guys, people with film and video cameras..." David Franzke

	FRIENDS OF DEAN MARTINEZ
	Atardecer (Surface Analysis)
	1998
	38:16
	label: Knitting Factory Records (NYC)

“Eerie and romantic, all at once” – LA New Times (Los Angeles)

“With plenty of lounge music and desert country guitar twang thrown in, ...Bill Elm’s keening steel guitar at the forefront and occasional insertions of found sound and experimental bits, they evoke open, dusty landscapes with wit and, one suspects, a bit of tongue-in-cheek irony.” – All Music Guide

“...one of the most truly listenable instrumental discs in recent memory... ranging in mood from film-noir swagger to cocktail-jazz swoon...” – Pulse

“Owing much to composers like Angelo Badalamenti, their spooky, moody sound makes for great rainy day road trip music. Nice for making out, too.” – Entertainment Weekly

Bill Elm [steel, moog, organ, theremin, bass, perc, nylon and electric and space phone guit, harmonium, engineering]; Dave Lachance [d, perc, organ]; Andrew Linares [b]; John Bookout [efx, snare]; James Schneider [b]; Stewart Cochran [arp, organ]; Laurel Elm [dopler].

1. Quickening

2. Ethchlorvynol

3. La Fin De L’Ete

4. Otra Vez

5. Inner Sanctum

6. Casa Mila

7. Atardecer

8. Twilight Sleep

9. Contact

10. Spoonie (Dark Side of The Sppon)

11. Coppertone 

Подобные по музыке проекты см.: MESSER FÜR FRAU MÜLLER

(НОЖ ДЛЯ FRAU MÜLLER); MESSER CHUPS; YELLO;

	FRIENDS OF DEAN MARTINEZ
	A Place In The Sun
	2000
	60:04
	label: Knitting Factory Records (NYC) www.knittingfactory.com 

Bill Elm [steel, theremin, bass, perc, nylon and electric and baritone guit, harmonium, engineering]; Mike Semple [g]; Graham Reynolds [organ, p]; Dave Lachance [d]; Tom Larkins [perc]; Terry Oubre; + Tosca String Quartet (#10).

contact: fodm@aol.com 

Fresh from Sub Pop, “evocative, experimental moodscapes, occasionally kissed by feedback and tasteful electronics.” --- CMJ New Music Report
 “The Friends sound like the house band in a ghost-town saloon, lacing slow jams with the parched twang of landlocked surf music and the creamy scream of Bill Elm’s slightly fuzzed pedal steel.” --- Rolling Stone
Галлюцинации на темы старых мелодий: от насыщенной нежным юмором лирики до саркастических нот и до мрачноватых амбиент-ноизовых пассажей. Эта музыка не столько для поклонников ретро-интроспекций, сколько для любителей собственно альтернативы. Потому что здесь мы встречаем утрированность в чистом виде. Применяющуюся к разным музыкальным направлениям. Плюс – великолепное чувство вкуса и баланса. И весь этот супер-стёб в духе Zorn’а я бы назвал прикладным авангардом (по аналогии с прикладным исусством). Под такую категорию много кто ещё может подпасть, но этот проект совершает такой экскурс с полным блеском. 

	FRIGG – см. в 'Jazz'
	
	
	
	

	Robert FRIPP 
	Exposure
	1979
	43:49
	Remixed to Sony digital stereo system by Robert Fripp and Brad Davies; Re-mastered by Robert Fripp, 1989.

Robert Fripp, Brian Eno, Peter Gabriel, Peter Hamill, Tony Levin, Jerry Marotta, Sid McGinnis, Phil Collins, Daryl Hall, Terre Roche, Narada Michael Walden.

Robert FRIPP – см. тж. с: King Crimson; King Crimson: Projects One – Four; Toni Childs

	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 
	
	label: EG 

LP

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 Wilcox, 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
	Rimitti – Cheikha
	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

	Robert FRIPP
	Evening Star
	1975
	48:15
	FRIPP & ENO

	Robert FRIPP
	London 79 + Paris 75
	
	38:06
	FRIPP & ENO

live

	Robert FRIPP
	The Essential Fripp And Eno
	1994
	75:34
	FRIPP & ENO

Входят:  целиком No Pussyfooting 1973 (39:38) и Healthy Colours I – IV 1994 (22:37)

	Robert FRIPP
	The Day Before      (live)
	1992
	77:00
	FRIPP  &  SYLVIAN

	Robert FRIPP
	The First Day
	1993
	63:31
	FRIPP  &  SYLVIAN

	Robert FRIPP
	Darshan
	1993
	43:40
	FRIPP  &  SYLVIAN

	Robert FRIPP
	Kings
	1993
	75:50
	FRIPP  &  SYLVIAN

David Sylvian [v, k, g]; Robert Fripp [g]; Trey Gunn [stick].

	Robert FRIPP
	Damage
	1994
	72:01
	FRIPP  &  SYLVIAN

	Robert FRIPP
	Approaching Silence
	1999
	73:46
	FRIPP  &  SYLVIAN
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].

	Robert FRIPP
	Kings – Second Chapter
	2000
	75:29
	FRIPP  &  SYLVIAN
David Sylvian [v, k, g]; Robert Fripp [g]; Trey Gunn [stick]; Michael Brook [d].

	Bill FRISELL – см. в секции ‘Jazz’
	
	
	
	

	Fred  FRITH
	Speechless
	1980 
	58:58
	Fred  FRITH – см. тж. с: The RESIDENTS; John ZORN; Lindsay COOPER; Sally POTTER (в разделе ‘Latina’); J. ZORN / Michihiro “Rodan”; ZAZOU/ Bikaye/ CY1 “Noir Et Blanc”; GOLDEN PALOMINOS; SKELETON CREW; AKSAK MABOUL; HENRY COW; ART BEARS; The MUFFINS; Bill LASWELL “Meridiem”, “Baselines”; LOOPIN HOME ORCHESTRA; SWANS; тж. в исполнении ROVA Saxophone Quartet (в 'Jazz'); Robert WYATT (в 'Rock'); CURLEW; Heiner GOEBBELS; The SCIENCE GROUP; Lars HOLLMER; Brian  ENO; Tom CORA; Rene LUSSIER; THINKING PLAGUE; Michel  WINTSCH (см. в 'Jazz'); TONE DOGS; Bob OSTERTAG; ANGELICA; David  MOSS; Christian WOLFF; MATERIAL; Sato  MICHIHIRO; Aki  TAKASE (см. в 'Jazz');

“When people try to rewrite the history of jazz for example, and to fix the rules, they ignore the fact that it was a music created in just such a continuous process of cultural cross-fertilisation, and that the process has continued and will continue. The whole history of human culture is one of exchange, of borrowing, stealihg, trading, sharing, and that this process is unstoppable, and ultimately enriching.

I didn't want to produce the kind of music that is typical of the "loose structure" variety, because I think it tends to fall into the same sonic territory all the time -- I wanted to have access to certain kinds of precision as well as looseness.” --- Fred Frith
FRED FRITH, composer, improviser and multi-instrumentalist, has been a fixture for more than twenty-five years in the area where rock music and new music meet. Co-founder of the British underground band Henry Cow (1968-78), he moved to New York in the late Seventies and came into contact with many of the musicians with whom tie's since been associated, including John Zorn, Ikue Mori, Tom Cora, Zeena Parkins and Bob Ostertag. In the Eighties he began to write for dance, film and the​ater, and this in turn has led to his composing for Rova Saxopone Quartet, Ensemble Modern, Asko Ensemble and a number of other groups, including his own critically acclaimed Guitar Quartet. Best known world-wide as an improvising guitarist, Frith has also performed in a variety of other contexts, playing bass in John Zorn's Naked City, violin in Lars Hollmer's Looping Home Orchestra and guitar on recordings ranging from The Residents and Rene Lussier to Brian Eno and Amy Denio. Frith is the subject to Nicolas Humbert and Werner Penzel's award-winning documentary film Step Across the Border. He is on the faculty or Mills College and lives in Oakland with photographer Heike Liss and their children, Finn and Lucia.
label: ReR 

ReR Website: http://dspace.dial.pipex.com/town/estate/jf23 

Fred Frith [g, vln, p, xylophone]

Fred Frith, composer and multi-instrumentalist, was a co-founder of the legendary British underground band Henry Cow (1968-78). He moved to New York in the late seventies and worked with musicians including John Zorn, Ikue Mori, Tom Cora, Bob Ostertag, and formed groups such as Massacre (with Bill Laswell and Fred Maher), Skeleton Crew (with Cora and Zeena Parkins), and Keep the Dog (a sextet performing an extensive repertoire of Frith's compositions). These groups also provided a fertile environment for his unique skills as an improvisor.

In the eighties Frith began to write extensively for dance, film, and theatre. Recent examples include Freedom in Fragments for ROVA Sax Quartet, Pacific for the twenty-piece Ensemble Eva Kant in Bologna, Tense Serenity for trombone and string trio, and Impur, a work for 70 musicians and mobile audience that resulted from a two-year residency at l'Ecole Nationale de Musique in Villeurbanne, France.

Frith has continued to perform in a variety of contexts, playing bass in John Zorn's Naked City, violin in Lars Hollmer's Looping Home Orchestra, and guitar on recordings ranging from The Residents and Rene Lussier to Chris Cutler and Amy Denio. Current projects include The Guitar Quartet, "Traffic Continues" (a collaboration with the Ensemble Moderne), and music for dance. He is the subject of an award-winning documentary film, "Step Across the Border."

 В 1968 г. Вместе с Tim’ом Hodgkinson’ом Frith основал авангардную рок-группу Henry Cow. Одновременно с участием в Henry Cow, Frith с 1974 г. записывает альбомы как лидер. На последнем диске Henry Cow [«Western Culture», 1978] Frith исполнил все партии бас-гитары вместо ушедшего John’a Greaves’a, с тех пор Frith часто записывается как бас-гитарист (исключительно в этом качестве он выступает в составе группы John’a Zorn’a Naked City, это его основная функция в проекте French Frith Kaiser Thompson). После распада Henry Cow в 1978 г., Frith с Chris’ом Cutler’ом и Darmar Krause  организует проект Art Bears, просуществовавший до 1981 г. и выпустивший 3 альбома. В 80-х годах Frith активно работает соло, записывается с бывшими коллегами по Henry Cow -- Cutler’ом (они выступали и в Москве) и Hodgkinson’ом,  а также с Bob’ом Ostertag’ом, Phil’ом Minton’ом, Henry Kaiser’ом, Rene Lussier, Lol’ом Coxhill’ом, занимается продюсерской работой, организует группы Massacre (с Bill’ом Laswell’ом и Fred’ом Maher’ом, -- записали 1 альбом), Skeleton Crew (с Tom’ом Cora, -- записали 2 альбома), French, Frith, Kaiser, Thompson. Записывается на альбомах John’a Zorn’a и входит в состав его группы Naked City (5 альбомов).

	Fred  FRITH
	Gravity
	1981 
	69:36
	label: ReR

tracks #1 - 6:

Fred Frith [b, g, violin]; Marc Hollander [a s, cl]; Lars Hollmer (см.) [accordion, p, organ]; Eino Haapala [g, mandolin]; Hans Bruniusson [d]; Chris Cutler (см.) [snaredrum, maraccas]; Catherine Jauniaux [whirling, clapping]; Etienne Conod [golden scissors]; Olivia Bruynhooghe [tap dancing]. Recorded in 1979.

tracks #7 - 13:
Fred Frith [b, g, violin, k, d]; Marc Hollander [a s, bass cl]; Dave Newhouse [a s, organ]; Tom Scott [soprano sax]; Paul Sears [d]; Aqsak Maboul [backwards]; with oth. Recorded in 1979.

tracks #14 - 19:
Fred Frith [b, g, violin, k, drone]; Lindsay Cooper (см.) [bassoon, oboe]; Chris Cutler [d]; Tim Hodgkinson (см.) [a s, k]; Anne-Marie Roelofs [trb]; Dagmar Krause (см.) [v (#16)]; Denis van Hecke [cello]; Tom Cora (см.) [b, d]. Recorded in 1978 - 88.

    In 1937 Curt Sachs wrote of dance, that it represented  «the victory over gravity, over all that weighs down and oppresses, the change of body into spirit, the elevation of creature into creator, the merging with the infinite, the divine»   which may not have a whole lot to do with this record, but it seemed like a good place to start. And in 1980, on moving to an apartment in Loisaida, New York, we found the following written indelibly on the kitchen wall: «No apaguen el fuego del espiritu.»

	Fred  FRITH
	Fred FRITH, Bob OSTERTAG, Phil MINTON:

"Voice of America"
	1981
	38:22
	label: ReR

Part I: New York, Jan. '81 (Frith / Ostertag)

Part II: London, Aug. '81 (Frith / Ostertag / Minton (см.)) 

	Fred  FRITH
	Cheap At Half The Price
	1983 
	44:17
	label: ReR

Fred Frith [g, 6-str b, violin, xylophone, k, v, home-mades], with: Bill Laswell (см.) [b], Aksak Maboul (см.) [clapping], Tina Curran [b].



	Fred  FRITH
	“The Technology Of Tears” And Other Music For Dance
	1987 
	60:23
	label: ReR

Fred Frith [instruments and voices] with: John Zorn (см.) [a s], Tenko (см. тж. с: Zeena Parkins / Tenko “La Legende de la Pluie”) [v], Christian Marclay (см.) [turntables], Jim Staley [trb]. Involved: Tom Cora (см.), Zeena Parkins (см.), Rene Lussier (см.), Bob Ostertag, Amy Denio (см.).

1. Sadness, its bones bleached behind us

2. You Are What You Eat

3. The Palace of Laughter, The Technology of Tears

4. Jigsaw

5. Jigsaw Coda

FROM THE TECHNOLOGY OF TEARS

“In our present state of knowledge only false tears

are suitable for treatment and regular production.

Genuine tears are hot, for which reason it is very

difficult to remove them from the face. After their

reduction to a solid state, they have proved

to be extremely fragile. The problem of commercially

exploiting genuine tears is a real headache for

technologists. False tears before being quickfrozen

are submitted to a process of distillation,

since they are by nature impure, and they are reduced

to a state in which, with respect to purity,

they are hardly inferior to genuine tears.

They are very hard, very durable and thus suitable

not only for ornamentation but also for cutting glass.”

	Fred  FRITH
	With Enemies Like These, Who Needs Friends?
	1987 
	71:00
	label: SST (CA, USA)

Fred Frith [g, b, violin, k, Linn drums, v, marimba]; Henry Kaiser (см Kaiser; тж. c: La 1919; Second Sight)  [g, b, k, Linn drums].

THIS MAXIMUM-LENGTH CD ONLY RELEASE CONSISTS OF SELEC​TIONS FROM AN UNRELEASED LIVE ALBUM BY FRITH AND KAISER (1984) COMBINED WITH "GREATEST HITS" FROM THEIR TWO OUT-OF-PRINT DUO ALBUMS: “WITH FRIENDS LIKE THESE” (1979) AND “WHO NEED ENEMIES?” (1983).

1 THE TRACE (2:52)

2 THREE LANGUAGES (9:30)

3 LOVE IN HELL (5:37)

4 TWISTED MEMORIES GIVE WAY TO THE ANGRY PLEASANT (3:50)

5 ONE OF NATURE'S MISTAKES (2:06)

6 ROY ROGERS (5:00)

7 IT SINGS (5:40)

8 DROWSY MAGGIE (4:40)

9 THE KIRGHIZ LIGHT (4:55)

10 THE GOLDEN EIGHTIES (5:42)

11 OBJECTS EVERYDAY (3:16)

12 THE CHANGING OF NAMES (5:45)

13 IT MOVES... (2:00)

14 ONE-EYED THEATER (3:15)

15 DOG PUPPET BORN OUT OF A SOCK (3:21)

16 HARD TIME KILLIN' FLOOR BLUES (3:30)

	Fred  FRITH
	French Gigs
	
	60:13
	music: free improvisation 

label: AYAA (France)

Lol Coxhill (см. тж. в 'Jazz' section) [s s]; Fred Frith [g].

Re-edition of 1983 LP + track #5 -- 1991

1. Reims

2. Limoges 1

3. Poitiers

4. Limoges 2

5. Munchen/London

	Fred  FRITH
	FRENCH, FRITH, KAISER, THOMPSON:

“Live, Love, Larf & Loaf”
	1987
	54:59
	John French - барабанщик, работавший с Captain Beefheart (см). Richard Thompson - гитарист, играл в Fairpot Convention, и  в Golden Palominos (см). Henry Kaiser (см) - noise-гитарист много записывающийся соло, участвовал в Golden Palominos и Material (см).

	Fred  FRITH
	Fred FRITH & Ferdinand RICHARD:

"Dropera"
	1989
	46:17
	label: RecRec 1989/91

Fred Frith [g, vln, k, v, composition]; Ferdinand Richard (см.) [b, v, lyr]; with Raymund van Santen [a s, cl, flageolet].

	Fred  FRITH
	FRENCH, FRITH, KAISER, THOMPSON:

“Invisible Means”
	1990
	68:59
	

	Fred  FRITH
	Fred FRITH & John ZORN:

"Step Across The Border"
	1990
	74:30
	Music for the film by Nicolas Humbert and Werner Penzel.

Fred Frith with: IVA BITTOVA (см.) , HANS BRUNIUSSON, TOM CORA (см.), TINA CURRAN, JEAN DEROME (см.), PAVEL FAJT (см. c: BITTOVA), EINO HAAPALA, HACO (см.), EITETSU HAYASHI, TIM HODGKINSON (см.), LARSE HOLLMER (см.), BILL LASWELL (см.), RENE LUSSIER (см.), FRED MAHER, KEVIN NORTON, BOB OSTERTAG, ZEENA PARKINS (см.), JOHN ZORN (см.).

	Fred  FRITH
	Guitar Solos
	1991 
	74:30
	label: ReR

	Fred  FRITH
	Helter Skelter
	1992
	55:34
	label: RecRec (Zurich)

Большой состав.

  For those who haven’t seen Pesenti’s opera ‘Helter Skelter’ but who would anyway like to know something about it, the most telling reference is to Hieronymous Bosch and his painting ‘The Ship of Fools’. In this visionary allegory, passengers and crew, delirious and disturbing, are embarked on an endless and hopeless voyage – no future even then – towards Judgement Day; towards some mad, shitty, ridiculous apocalypse of now. And to lend cadence to this crawling, to transcend joy and suffering, to inspire erections and cracks and to cut grooves of Rimbaudian enlightenment, we have the music of Fred Frith, as interpreted beyond all ordinary habits and rules by a group of kids from Marceille, crazy rock fans fed on everyday banalities, with hardened shells, it seems, and hearts ready to beat, to open up, to give. [...] A music thoroughly attached to its urban compost, a music where rawness seems to reign without division. A music that speaks of oozing fear, of gnawing despair, of loitering violence, and of death looming out of the darkness. But if you listen carefully and if you heart hasn’t been numbed by distilled hate and cunning dread of otherness, you will hear the hearts of these young musicians beating. A thousand beats louder than anguish, louder than hate, louder than death.  --  Gabriel Vialle, 1992.

	Fred  FRITH
	Fred FRITH & Rene LUSSIER:

"Nous Autres"
	1992
	52:34
	label: Les Disques VICTO (Canada)

Frith [g, b, cello, p, d, v]; Lussier (см.) [g, perc, b, v]; with: Tenko (см.) [v]; Christoph Anders [v]; Genevieve Letarte [v]; Chris Cutler (см.) [objects].

	Fred  FRITH
	Chris CUTLER & Fred FRITH:

"Live, vol. I & II"
	1994
	72:46 67:02
	label: ReR / Cuneiform

Cutler: [d, electrics, flotsam]; Frith [g, b, vln, jetsam].

vol. I: "Live in Moscow, Prague & Washington"

vol. II: "Live in Trondheim, Berlin, Limoges"

	Fred  FRITH
	John ZORN & Fred FRITH:

"Art of Memory"
	1994
	46:00
	label: Incus Records

John Zorn – alto

Fred Frith – guitar

All music improvised live by John Zorn and Fred Frith

Recorded by Fred Frith and John Zorn for Incus Records

Based upon the ancient Roman methodology for remembering architectural sites and the meanings built into their structures, guitarist Fred Frith and saxophonist John Zorn pull out all the stops in creating a body of improvisation that does not rely on symbolic invitations or responses, but is instead a collaboration that builds an imposing musical structure from forgotten trends, hidden sonic languages, and metaphorical tonal construction. From the opening moments of "The Combiner," where Frith twines his guitar from the table into a rope with Zorn's microphonics and multivalent scalar invention, you can hear a sort of communication being authored just beyond your reach. That the dynamics of the collaboration match so perfectly, offering glimpses of both restraint and tension before obliterating them with humor and pure aggression, should be no surprise -- the pair sought to do this from the outset. In "The Ladder," Frith moves himself into a corner with funky soul chords and splattered arpeggios that Zorn picks up and transforms into a mutant vanguard swing. The tempo is dizzying as Frith rips open his chords for their found sonic elements and Zorn goes in to shore up the idea, flipping it over and turning it inside out as only a master improviser can do. By the time you reach "The Fountain and the Mirror," the players have switched roles many times, each playing support and leader, turning what were merely notions for collaborating along a certain path into audible bodies with their own pulses, minds, and blood. This is a revelatory album, and a near matchless collaboration.
1. The Combiner  4:46

2. The Ladder  5:25

3. The Chain  4:55

4. The Field  7:58

5. The Table  8:44

6. The Interpreter  5:07

7. The Tree  4:20

8. The Fountain & The Mirror  4:26

	Fred  FRITH
	Quartets
	1994
	52:31
	label: RecRec (Switzerland). Recorded in 1992.

1. Lelekovice (for Iva Bittova (см.)) – String Quartet No. 1 (1991); performed by Violet Wires: Ann Morfee [violin], Abigail Brown [violin], Phil D’Arcy [viola], Liz Parker [cello].

2. The As Usual Dance Towards The Other Flight To What Is Not – Electric Guitar Quartet (1989); performed by: Fred Frith, Nick Didkovsky, Mark Howell, Rene Lussier (см.).

Iva Bittova [см.] is an extraodinary Czech violinist, singer and performer. Lelekovice is the name of the village in Moravia where she lives.

The piece #2 has eight sections which can be played in any order. For this version the sequence is D-B-C-G-H-F-A-E. The title appeared, exactly as it is, in a letter from Anne Hemenway. This recording is for her, with love.

	(Fred  FRITH)
	SUBSONIC 1: 

“Sounds of A Distant Episode”
	1994
	46:43
	ambient
label: Sub Rosa

 “SUBSONIC 2” – см. LASWELL

Marc RIBOT:

1. –3. Lobster Claw Symphoniette (8:17)

4. Minotaur (3:46)

5. The Rise and The Fall of... (10:32)

Composed by Marc Ribot, Performed by SHREK: Marc Ribot [g, simultaneous g & Eb horn (#4)]; J. D. Foster [g]; Chris Wood [b]; Christine Bard & Jim Pugliese [d].

Fred FRITH:

6. Solo Acoustic Guitar (5:55)

7. Second Nature (18:45)

Composed, Performed & Produced by Fred Frith

	Fred  FRITH
	Middle Of The Moment (A Journey By Fred Frith)
	1995 
	60:44
	label: ReR

Fred Frith [g, b, violin, k, perc]; Tim Hodgkinson (см.) [cl, bass cl, a s]; Fabrizio Appelius [accordion (#15)]; Mikaela Dietl [accordion (#2, 15, 19)]; Johann le Guillerm [accordion (#3)]; Bernard Duval [Tibetan rattles (#3)]; Atilla Zombori [d, perc, guimbarde]; women from the Kel Iforas tribe [singing and drumming (#6, 12, 16)]; and oth. 

	Fred  FRITH
	Allies (Music For Dance, Vol. II)
	1996 
	40:42
	label: ReR

Joey Baron [d]; George Cartwright [a s]; Tom Cora (см.) [cello]; Fred Frith [other instruments].

	Fred  FRITH
	The Previous Evening
	1997 
	55:33
	label: ReR (UK) / Cunieform (USA) / Locus Solus (Japan)

Fred Frith [v (#1), instruments & manipulations]; Christian Kaya [cl (#1)]; Claudio Puntin [cl (#2,3)]; Heike Liss [perc (#1)]; Bernd Settelmeyer [perc (#2,3)]; Bernd Weber [v (#1)].

1. Homage To John Cage (‘Homunculi’)

2. Homage To Morton Feldman (‘Antique’)

3. Homage To Earle Brown (‘Trip To The Moon’)

     Fragments of text heard in #1 were taken at random from John Cage’s book ‘Silence’. Tape editing, the structure of events, and dynamic markings in this section were also determined using chance methods.

    The birdcalls in #3 were recorded early in the morning at Etienne Conod’s farm in Goongerah, SE Australia.

	Fred  FRITH
	Ayaya Moses
	1997
	54:29
	Fred Frith [el g]; Rene Lussier (см.) [el g]; Nick Didkovsky [el g]; Mark Stewart [el g].

Recorded & mixed in Montreal at Radio-Canada's studio 72, July & November 1996.

1. Ayaya Moses [10:42] (Lussier, 1994)
2. 3. & 4. The Stinky Boy Suite [0:57] [0:45] [0:57] (FFGQ, 1996)
5. Geco Rettite Mialgico [2:12] (Olivia Bignardi, 1995)
6. Blind Date [1:05] (FFGQ, 1996) 

7. Pulau Dewata [13:40] (Claude Vivier, 1977, air. R. Lussier & Jean Rene)
8. Trummings [8:01] (Stewart, 1989, arr. FFGQ)
9. Freedom Is Your Friends II [5:00] (Frith, 1994)
10. 11. & 12. The Why Me Suite [1:01] [1:02] [1:03] (FFGQ, 1996)
13. She Closes Her Sister With Heavy Bones [3:57] (Didkovsky, 1995)
14. Uruk's Tablets [3:55] (Olivia Bignardi, 1995)
Some of the material in the piece "Ayaya Moses" was composed for Bernard Hemond's "La Maniere des Blancs", a 1993 movie produced by A. X. P. A. V. Montreal.

"Freedom Is Your Friends II" is one of 21 pieces forming a suite called "Freedom In Fragments" that was commissioned by the ROVA sax quartet with funds provided by the Meet the Composer commissioning program.
The theme of "The Closes Her Sister With Heavy Bones" is taken from "Their Eyes Bulged With Sparkling Pockets", a piece for chamber orchestra commissioned by Eric Grunin for the Crosstown Ensemble.
Claude Vivier (1948-1983) was a Quebecois composer whose work is characterized by a totally personal style incorporating an invented syllabic language, an almost total lack of counterpoint, the influence of Balfnese, Japanese and Persian classical music, the extended use of homorhythms, and a very strong and an unusual melodic sense.
Olivia Bignardi, clarinettist and composer, is member of Fastilio, the Laboratorio di Musica e Immagine and the Ensemble Eva Kant.

	Fred  FRITH
	Pacifica
	1998
	49:09
	label: Tzadik (New York)

Composition by Fred Frith. Produced by Fred Frith and John Zorn. Performed by the ensemble Eva Kant.

Pacifica is a major new composition by the world-famous guitarist, improviser and composer, Fred Frith. Over an hour in lengh an composed for a large ensemble of winds, strings and percussion, Pacifica sets the poetry of Pablo Neruda into a seductivem and hypnotizing sound world. Lyrical written passages, inspired improvisations, sensual vocals and provocative sound effects all come together into a fascinating whole --  one of Fred Frith’s most brilliant orchestral creations.

“[...] Every composition comes from some kind of impetus, and it's not always important to know what it is, better just to listen, and to feel. 

Pacifica represents the most developed version of a composing method that I’ve used since the mid-eighties. I call it "melody extraction," and it's an attempt to base every aspect of a piece, or section of a piece, on a single melody line. I don't mean notes being inverted or retrograded or treated to other tenets of serialism, just a simple sequence that provides all the melodic, harmonic and rhythmic information in a linear, chronological continuum. Shortly before I started on Pacifica  had written a trio for piano, violin and marimba (Elegy for Elias, commissioned by the Abel/Steinberg/Winant trio) which had explored this terrain quite successfully. Now I wanted to see if I could apply the idea to something on a bigger scale, the main focus of interest being the contradiction between that which is apparently constantly changing and yet in another sense is always the same.

The piece is in three parts. The first is an exploration of melodic aspects of the basic sequence. The second is a notated version of my graphic score Firewood, in which musicians must repeat a phrase over and over again while making a continuous and evenly paced decrescendo from fortissimo to pianissimo over a period of several min​utes. In the third part the original sequence returns with rhythmic variations, and is gradually stripped away until only one note remains, still heard in its correct chronology and supported by the voice and the 'breath' of, the accordion bellows.” FF

	Fred  FRITH
	Upbeat
	1998
	55:21
	FREDFRITHGUITARQUARTET: Fred Frith, Nick Didkovsky, Mark Stewart (см.), Rene Lussier (см.).

	Fred  FRITH
	Meridiem
	1998
	53:47
	avant-rock
label: Materiali Sonori (Italy)  matinfo@matson.it 

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

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

Meridiem is generated and produced by Percy Howard III.

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

	Fred  FRITH
	Mark DRESSER, Fred FRITH, Ikue MORI:

"Later…"
	2000
	41:43
	label: Victo  www.victo.qc.ca
Mark DRESSER: contrebasse

Fred FRITH: guitare, guitare de table, violon, piano, orgue

Ikue MORI: percussion elecronique

Enregistre au Studio Mobius de San Francisco les 26 et 27 avril 1994; + #8: en public au Great American Music Hall de San Francisco le 27 avril 1994.

	Fred  FRITH
	ENSEMBLE MODERN & Fred FRITH:

"Traffic Continues"
	2000
	64:13
	avant-garde

label: Winter & Winter (Munchen)

Composed by Fred Frith.

Fred Frith: guitar, music director 

Franck Ollu: conductor (1-8)

Ikue Mori: drum machines (9-21)

Zeena Parkins: harp, el harp (9-21)

Ensemble Modern (см.):

Uwe Dierksen: trombone

Roland Diry: clarinet

Thomas Fichter: double bass, el bass

Heinz Huber: accordion (9-21)

Michael M Kasper: cello

Freya Kirby: violin

Susan Knight: viola

Hermann Kretzschmar: piano, sampler

Catherine Milliken: oboe, bass oboe, english horn

Bruce Nockles: trumpet

Rumi Ogawa-Helferich: percussion, cymbalom

Franck Ollu: horn

Rainer Romer: percussion

Noriko Shimada: bassoon, contrabassoon

Wolfgang Stryi: saxophone, contrabass clarinet

Hilary Sturt: violin

Dietmar Wiesner: flute, bass flute, piccolo
Traffic Continues consists of a number of cells of composed music which can be juxtaposed with improvisation of various kinds. The structure and precise content are determined spontaneously by the conductor with the help of the players, during the course of each performance.

Traffic Continues:

1 Inadvertent Introduction

2 First Riddle

3 Traffic II

4 Third Riddle

5 Lourdement Gai

6 Traffic III / Traffic I

7 Freeway / Shadow of a Tree on Sand

8 Fragile Finale

Traffic Continues II: Gusto (for Tom Cora)

9 Introduction: Limbo

10 Adage a/at Your Earliest Hesitation

11 Gyrate / Adage b

12 Not if I See You First

13 Any Other World

14 A Good Top Tongue

15 Nose at Nose

16 Will Cast Some Light On

17 Adage d / Neither Fire nor Place

18 Monkey Lens Dipthong String

19 Howdywhoola

20 No Convenient Time

21 One Never Knows Do One? / Adage Coda / Long Fade

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

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

rec. 2000

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

1. There Are Great Stories, We Must Lift Them

2. Will Remain Always

	Fred  FRITH
	Clearing
	2001
	54:36
	label: Tzadik

F.F. – solo guitar

Fred Frith is one of the world's greatest originals on the guitar, a composer/performer who has been at the forefront of avant garde music since the early 70s. Clearing is his first solo guitar recording in over twenty years and his first solo studio recording since his groundbreaking Guitar Solos of 1974. Of the three existing solo recordings by this quirky musical master, Clearing is undoubtedly the most dynamic, the most direct and the best recorded.
An absolute must for all fans of guitar music, improvisation and the avant garde.

	Fred  FRITH
	Accidental
	2001
	39:31
	label: Fred Records / ReR Megacorp  www.fredfrith.com   www.rermegacorp.com  distributed by Cuneiform (USA) / Locus Solus (Japan).

All instruments and voices: Fred Frith.

Rec at Studio Jankowski, Stuttgart Dec. 1995 / Jan. 1996.

Edited and mastered in Jul. 2000.

Accidental was originally commissioned by Paul Selwyn Norton for the dance piece Rogue Tool.

	(Fred  FRITH)
	KEEP THE DOG: 

“That House We Lived In”

[2 CD]
	2001
	49:44 46:45
	label: Fred Records / ReR Megacorp  www.fredfrith.com   www.rermegacorp.com
Fred Frith [g, b, vln, v]; Jean Derome (см.) [a&bar saxes, fl, guimbarde, v]; Zeena Parkins (см.) [accordion, el harp, p, synth, v]; Claudia Engelhart [live sound mix, DAT recordings]; Rene Lussier (см.) [g, b]; Bob Ostertag (см.) [sampler]; Charles Hayward [d, objects, melodica, v].

rec. 1991

	(Fred  FRITH)
	St. Louis Blues
	2001
	51:43
	label: Enja Records (Munich)

rec. 2001

Aki  TAKASE (см. в 'Jazz') [p]; Fred FRITH [g]; Rudi MAHALL [b cl]; Nils WOGRAM [trb]; Paul LOVENS [d].

	Fred  FRITH
	Digital Wildlife
	2002
	49:04
	label: Winter & Winter (Munchen)

project: Maybe Monday

rec.: Oakland, May, 2001

Fred Frith: el guitar

Miya Masaoka: koto, electronics

Larry Ochs: sopranino & tenor sax

Joan Jeanrenaud: cello
Авангард в чистом виде. Новый альбом гитариста Фреда Фрита, одного из ярких американских авангардистов и обладателя профессорской степени по композиции, адресован скорее студентам-консерваторцам или уже опытным гитаристам как некоторое подобие мастер-класса. Остальная публика пусть проходит мимо и не ведется на изумительное коллекционное оформление диска. Это настолько "не для всех", что вы даже себе не представляете.

--- Play
1. Digital Wildlife

2. Image In And Atom

3. The Prisoner's Dilemma

4. Touch I Risk

5. Close To Home

	Fred  FRITH
	Fred FRITH / Joëlle LÉANDRE / Jonathan SEGEL:

“Temtped to Smile”
	2003
	
	label: Spool

rec. 2002

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

1. From Ice to Steam

2. Portrait of a Boy

3. Sideshow

4. The Glass of Absinthe

5. Smell My Halo

6. The Palace at 4 am

7. Hey Sonny

8. La Valise

9. Goodbye Pop

10. Tempted to Smile

11. Housecleaning at the Beginning of the New Year

	Fred  FRITH
	Rivers and Tides
	2003
	41:02
	label: Winter & Winter

Fred Frith: guitar, samples, violin, piano, berimbao

Karoline Hofler: double bass

Bernd Settelmeyer: percussion

Wolfgang Stryi: soprano saxophone, bass clarinet

music for the film by Thomas Riedelsheimer:

part I

...

part VIII

biography

In the '60s and '70s, much (if not most) contemporary improvisation was jazz-based. That began to change in the '80s, when a significant number of rock musicians began exploring the possibilities of free improvisation and new classical forms. Fred Frith is one of the more prominent. Co-founder of the underground British band Henry Cow in 1968, composer/improviser/guitarist Frith moved to the U.S. in the late '70s, where he began associations with such New York-based experimental musicians as cellist Tom Cora, harpist Zeena Parkins, saxophonist John Zorn, and percussionist Ikue Mori. Frith lived in New York for 14 years; some of his well-known ventures in that time included Massacre (with Bill Laswell and Fred Maher), Skeleton Crew (with Cora and Parkins), and his sextet Keep the Dog. In the '80s, Frith's compositional activities increased; he began writing for dance, film, and theater, and for such ensembles as the Rova Saxophone Quartet, Ensemble Moderne, Asko Ensemble, and his own Guitar Quartet. Primarily known as an improvising guitarist, Frith has also performed on bass (with Zorn's Naked City) and violin (with Lars Hollmer's Looping Home Orchestra). Frith has played on albums by the Residents, Brian Eno, Amy Denio, and Rene Lussier, to name just a few. Frith was the subject of Step Across the Border, a documentary film by Nicolas Humbert and Werner Penzels. By 2000, Frith was a professor of composition at Mills College in Oakland, CA.

	Fred  FRITH
	FRED FRITH & TOYCHESTRA:

"What Leave Behind"
	2003
	24:21
	Fred Frith: el guitar

Michelle Adamas: sterling beat, finger chimes, concertmate 500, melodica, recorder, vocals

Angela Coon: melodica, toy bugle, genie diary "girlz rock", vocals

Petra Podlahova: accordion people, concertmate 500, slat drum, stering beat

Shari Robertson: zither, violin, melodica, vocals

Lexa Walsh: accordion people, xylo-piano, silly sentences, vocals

Corey Weinstein: melodica, pink zoo train, tube xylophone, train whistle, vocals

1. the dub

2. fellini

3. grover rides a happy honker

4. 3 elephants and a cow

5. when to rewind

	Fred  FRITH
	Eye To Ear 2
	2004
	47:31
	label: Tzadik

Fred Frith – piano, keyboards, violin, accordion, ocarina, kalimba, drum samples, mobius instruments, voice, toys, low-grade sound effects

Gail Brand – trombone

Heather Heise – accordion

Wu – gu-zheng

Anne Hege – voice

	Fred  FRITH
	Fred FRITH / John ZORN:

"Duo"
	2004
	54:19
	label: Tzadik
Fred Frith: guitars

John Zorn: alto

Off Topic

Alecto

Sowers of Discord

Four Corners

Level Six Jumping

Cruel Abstraction

Eumenides Outside the Window

Nine-part Invention

Cord Trouble and Tuning

Astrologers and Magicians

	FRONT LINE ASSEMBLY
	State Of Mind
	1988
	58:20
	industrial         Очень злобный ! 

 F.L.A.  присущи авангардные и саундовые изыскания, тщательная студийная работа.

	FRONT LINE ASSEMBLY
	Millenium
	1994
	62:55
	label: Roadrunner Records

	FRONT LINE ASSEMBLY
	Hard Wired
	1995
	62:15
	label: Metropolis (Philadelphia) 

e-mail: metropol@omni.voicenet.com 

http://www.w2.com/metropolis 

Electronic execution: Bill Leeb (см. тж. с DELERIUM) & Rhys Fulber

Guitars: Devin Townsend

	FRONT LINE ASSEMBLY
	Corroded Disorder
	1996
	79:21
	label: Cleopatra Records

	FRONT LINE ASSEMBLY
	Flavour of The Weak
	1998
	61:16
	label: Metropolis Records (Philadelphia, USA)

all tracks written/produced/mixed byBill Leeb and Chris Peterson

	FRONT LINE ASSEMBLY
	Implode
	1999
	65:25
	Канада — настоящий рассадник культовых индустриальных команд. Среди саженцев этой техногенной кибер-оранжереи — извест​ные всему миру "ЕВМ-щики" Skinny Puppy и Numb, сделавшие немало полезного на ниве электронного вандализма. Front Line Assembly тоже родом из Канады и тоже вполне тянут на "легенду" — как-никак 15 лет в музыке, тожде​ственное количество пластинок за спиной и крепко сколоченная фэн-база.

--- Play

	FRONT 242
	Front By Front
	1988-89
	70:09
	industrial  --   классика жанра

	FRONT 242
	Tyranny For You
	1991
	52:52
	

	FRONT 242
	Religion
	1993
	39:53
	

	FRONT 242
	Up Evil
	1993
	58:38
	

	FRONT 242
	Off
	1993
	71:21
	

	FRONT 242
	Live Code
	1993
	60:47
	

	FRONT 242
	Mutage, Mixage
	1995
	72:38
	remixes by Prodigi, Orb, etc.

	FRONT 242
	SACRILEGE:

A Tribute to FRONT 242
	2000
	60:19
	01: HEADHUNTER -- eskimos & egypt 

02: CIRCLING OVERLAND -- vnv nation

03: RELIGION -- v-sequenca

04: SPECIAL FORCES -- k-nitrate

05: QUITE UNUSUAL -- electro assassin 

06: OSMO -- vnv nation

07: NO SHUFFLE -- crisis-nti

08: KAMPFBEREIT -- machine manitou

09: RHYTHM OF TIME -- earth shock / dj bent

10: TV STATION -- temper

11. U-MEN -- electro assassin

12. COMMANDO -- tvod

	FRONT 242
	Pulse
	2003
	75:05
	label: Metropolis Records

front242.com (Belgium); front242usa.com (USA)

Front 242: Daniel B; P. Godenys; J-L De Mayer; R. Jonckheere

	Mitchell  FROOM
	Dopamine
	1998
	31:40
	(acid jazz / surf / ...) – использован очень широкий спектр приёмов современной музыки.

Produced, recorded and mixed by Tchad Blake.

В этом проекте приняли участие как музыканты из круга John Zorn’а, так и такие звёзды вокала, как Sheryl Crow, Suzanne Vega.

M.F. -- см. тж. с: Arto LINDSAY; Laurie ANDERSON;

Mitchell Froom & Tchad Blake & Greg Cohen & Pete Thomas & Steve Donelly из этого состава – см. тж. с Randy Newman в секции ‘Jazz’.

Mitchell  FROOM & Tchad BLAKE – см. тж. с Jimmy  SCOTT в секции ‘Jazz’.

Mark Feldman, Greg Cohen, Dave Douglas -- см. тж. с John ZORN.
Драйвовый и навороченый acid-surf, с энергетикой Тома Вэйтса, с элементами ретро, блюза и т.п. – супер-колоритная гипер-эклектика. Потрясающие арранжировки и продакшн.

Некоторые композиции с вокалом.
label: Atlantic

1. TASTES GOOD   2:29
David Hidalgo – electric guitar, vocals

Jerry Marotta – drums

Pete Thomas – drums (looped)

Steve Donnelly – electric guitar

Mitchell Froom – Indian banjo, stabs, loops

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce – strings

2. THE BUNNY   2:40
M. Doughty – vocals

Pete Thomas – drums, percussion

Steve Berlin – saxes, flute

Steve Donnelly – electric guitars

Mitchell Froom – Hammond organ, melodica, piano

3. KITSUM    1:19
Lisa Germano (см.) – vocals, violins 

Jerry Marotta – drums (looped) 

Steve Donnelly – E-Bow National guitar 

Tchad Blake – whips, atmosphere (field recording)

Mitchell Froom – Indian harmonium, record surface   noise, loops

4. DOPAMINE      3:00

Suzanne Vega – vocals, acoustic guitar (looped)

Pete Thomas – drums (looped)

Steve Donnelly – electric guitars

Mike Visceglia – fuzz bass

Mitchell Froom – organ, various effects, loops

5. WATERY EYES      2:55
Mark Eitzel – vocals

Dave Douglass (см.) – trumpet (solo)

Greg Cohen – acoustic bass

Jerry Marotta – drums

Steve Donnelly – National guitar

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce – strings 

Kenny Wollesen – vibes 

Mitchell Froom – Marxophone, toy piano, accordion, piano

6. MONKEY MIND      2:44
Sheryl Crow – vocals

Pete Thomas – drums, percussion

Steve Donnelly – electric guitars

Bruce Thomas – bass

Scott Robinson – flutes

Tchad Blake – oscillator

Mitchell Froom – chamberlin, carousel effects

7. NOODLETOWN    2:37
Steve Donnelly – lead guitar

Pete Thomas – drums

Greg Cohen – acoustic bass

Kenny Wollesen – vibes

Mitchell Froom – button cinema organ, Hammond organ

Ruby Froom – background screams

8. WAVE       2:56
Miho Hatori – vocals

Jerry Marotta – drums, percussion

Greg Cohen – acoustic bass

Steve Donnelly – electric mandolin

Chris Speed – clarinets

Tim Pierce – slide guitar

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce – strings 

Charlotte Froom – door slam 

Mitchell Froom – Claviola, Hammond organ, toy apple, optigan loop, piano

9. I’D BETTER NOT     3:15
Louie Perez – vocals 

Pete Thomas – drums, percussion 

Greg Cohen – acoustic bass 

Chris Speed – sax, sax solos 

Dave Douglass – trumpet 

Josh Roseman – trombone 

Scott Robinson – baritone sax 

Steve Donnelly – slide guitar 

Kenny Wollesen – vibes 

Mitchell Froom – piano

10. PERMANENT MIDNIGHT     1:43
Jerry Stahl – vocals

Jerry Marotta, Pete Thomas – drum jam (looped) 

Greg Cohen – acoustic bass 

Steve Donnelly – electric guitar 

Chris Speed – sax

Mitchell Froom – orchestron, piano, record clicks, short wave, effects, loops

11. OVERCAST      2:43
Ron Sexsmith – vocals

Pete Thomas – drums

Don Kerr – plucked cellos (as bass)

Dave Douglass, Chris Speed, Josh Roseman, Scott Robinson – horns 

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce – strings 

Mitchell Froom – piano

12. FRUTA PROHIBIDA     3:16
Mark Feldman – violin (solo)

Greg Cohen – acoustic bass

Kenny Wollesen – marimba

Steve Donnelly – electric and acoustic guitars

Jerry Marotta – percussion

Mark Feldman, Jane Scarpantoni, Lorenza Ponce, Matthew Pierce strings 

Charlotte Froom – Intro Fly-in 

Tchad Blake – steam ambience 

Mitchell Froom – harmonium 

The introduction is an altered sample from “Oboe Quintet” (from the recording “To Dance To The Whistling Winds”) by David Froom.

	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

Супер-эксцентричный ретро-шлягерный проект на немецком языке. Более колоритный и навороченый, чем, скажем, Trio / S. Remmler (см. в ‘Rock’ section).

->les halmas

	FSK (Freiwillige SelbstKontrolle)
	The Sound Of Music
	1993
	62:14
	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)
	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.

	Satoko FUJII - см. в 'Jazz'
	
	
	
	

	Mamoru  FUJIEDA
	Patterns of Plants
	1997
	75:20
	label: Tzadik

#1 – 4: The Third Collection.     Performed by: Yoko Nishi [koto]; Miki Maruta [20-str koto, 17-str koto].

#5 – 8: The First Collection.       Performed by: Koh Ishikawa [sho (mouth organ)]; Yoko Nishi [koto]; Miki Maruta [20-str koto].

#9 – 12: The Fourth Collection.   Performed by: Yoko Nishi [hitsu (25-str zither]; Miki Maruta [20-str koto].

#13 – 16: The Fifth Collection. Performed by: Laurent Teycheyney [harpsichord].

#17 – 20: The Sixth Collection.   Performed by: Yoko Nishi [17-str koto].

#21 – 24: The Second Collection.  Performed by: Eriko Ozawa [viola da gamba]; Maki Noguchi [viola da gamba]; Yoko Nishi [koto]; Miki Maruta [koto].

Produced by Mamoru Fujieda & John Zorn.

Generating melodic material through the micro-changes of the surface-electric potential on leaves, Mamoru Fujieda's second Tzadik release was com​posed completely based on data derived from plants.

Combining alternative tuning systems (just intonation, Pythagorean) with traditional instruments of China and Japan (sho, koto and the ancient 25-stringed zither, the hitsu,) Fujieda has created a bizarre and fascinating mixture drawing upon the traditions of Asia, European Medieval music and modern science.

I composed PATTERNS OF PLANTS based on the data taken from plants. The data is taken by Plantron which is an interface that botanist Yuji Dogane devised for researching living organisms through the observation of the relationships between plants and the environment. Through two electrodes put on the leaves of plants, one can observe slight changes of the surface electric potential, which a computer analyzes and converts to digital data of music called MIDI. I extracted a variety of melodic patterns from the data using MAX, a programming language for music. The composition of PATTERNS OF PLANTS was made possible by the use of melodic patterns based on the data of plants. In the composition, I made an attempt to use alternative tuning systems. When I applied the framework of just intonation, Pythagorean tuning, or a well-temperament to the melodic patterns based on the data of plants, the pat​terns got delicate shades of colors. It could be said that a variety of melodic patterns you hear in the series of PATTERNS OF PLANTS are traces of moments when the data of plants, the framework of a specific tuning  system, and my sensitivity coincided one another.

Each of the pieces in the series of PATTERNS OF PLANTS consists of four short movements called patterns and is applied a different tuning system.

THE FIRST COLLECTION written for sho (mouth organ) and two koto is based on Pythagorean tuning (which is similar to an ancient Chinese tuning system) which is inherent in the instrument of sho. The piece can be performed by viola da gamba for the part of sho and guitar and harp for the parts of koto. A dif​ferent mode of Pythagorean tuning is applied to each of the four patterns.

THE SECOND COLLECTION for viola da gamba and two koto is, as the first collection, based on Pythagorean modes. At times, you hear melodic patterns that could reminds you of European medieval music.

THE THIRD COLLECTION for three koto produces an atmosphere of Indonesian gamelan music as the title KOTO-GAMELAN SET suggests. It employs two modes based on just intervals produced through a combination of the numbers 3 and 7. One of the modes includes a microtonal interval (ca. 1/8 tone), which quite effectively produces delicate beats.

THE FOURTH COLLECTION is a duet of an ancient Chinese instrument shitsu (25-stringed zither) and koto. The shitsu has 25 strings, which are divided into three sections, i.e. inside 9 strings, middle 7 strings, and outside 9 strings. In this piece, the inside strings and outside strings are tuned to pitches in the same mode, thus resonatmg each other.

As THE THIRD COLLECTION, this collection employs a tuning based on pure intervals of the combina​tion of 3 and 7. Some octaves of the mode are tuned to slightly different intervals (ca. 1/8 tone), which produce delicate shades of tones.

THE FIFTH COLLECTION entitled HARPSICHORD SUITE employs well-temperament, called WERCKMEISTER NO. 3. This collection can also be played by the piano in equal temperament. Some of the four patterns are written in a characteristic tonality based on this temperament, modeled after the strophic variation form in the Baroque era.

THE SIXTH COLLECTION entitled 17-STRINGED KOTO SUITE employs a tuning based on pure inter​vals produced by the combination of prime numbers 5 and 7. When I constitute a mode in this tuning, I superimpose pure fifths. As a result, some octaves of the mode are tuned to ca.  1/8 tone differed pitches, and microtonal intervals of 1/6 and 1/3 tone are included in the mode. The pattern of the first movement is written in a variation form which is similar to the passacaglia.

M. F.

	FUKKEDUK
	Ornithozozy
	1994
	54:21
	free-jazz / avant-rock

label: Vooruit – Lowlands (Belgium)

Tom De Wulf [d, perc]; Frank Ghysels [g]; Jan Kuijken [el&ac cellos]; Bart Maris [tp, fl h]; Kristof Roseeuw [el&ac b]; Nicolas Roseeuw [s]; Rik Verstrepen [vln]; with: Nick Didkovsky (см. тж. DOCTOR  NERVE; BONE; тж. с: Takashi KAZAMAKI & Kalle LAAR;) [g].

	FUN<DA>MENTAL
	Erotic Terrorism
	1998
	63:09
	industrial

label: Beggars Banquet (London / New York) http://www.beggars.com 

All music written by H. N. Qureshi, + Shafi, Kahn, Watts, Sparks. All sound written by H. N. Qureshi, + Chris Thompson [banjo]; Phil Pickering [b].

Musical influences and captured spirits: Ustad Nusrat Fateh Ali Khan, Ustad Zakir Hussain, Ustad Salamat Ali Khan, Public Enemy, Punk, Bay City Rollers, Beatles, Mr. Big, Adrian Sherwood, Killing Joke, The Clash, Exploited,  Chemical Brothers, Prodigy, Massive Attack, The Asian Dub Foundation, Joi, Discharge, [a. o.], chain gang, blues and red music infact everything that creates integrity and excitement.

Our thoughts: “Everything is connected to nothing but itself!” Your thoughts: “Why does this band winge so much?”

	FUN<DA>MENTAL
	Why America Will Go To Hell
	1999
	60:03
	label: Nation Records (England)

nation website: nationrecs.demon.co.uk

New stormers from F<D>M and remixes by: Wayward Soul, Jesus & Mary Chain.

1. Ja Sha Taan (Wayward – remix)

2. Rape (Tactic Of War)

3. Willpower (Full Sermon)

4. Ja Sha Taan (Jesus & Mary Chain – Jim Reid mix)

5. A Lesson In Love Listen!!! (Wisdom Speaks)

6. Ja Sha Taan (J&M C -- debate with F<D>M version)

7. Ja Sha Taan (Wayward Soul -- instrumental re-edit)

8. Ja Sha Taan (J&M C -- William Reid version)

9. Full Metal Tabla

	FUN<DA>MENTAL
	There Shall Be Love
	2001
	55:10
	

	FUN<DA>MENTAL
	With Intent To Pervert The Cause Of Injustice!
	2003
	72:01
	An instrumental fusion of Peace, Love, Confusion and Extremism

	FUTURE  SOUND  OF LONDON – см. в секции ‘SYNTH’
	
	
	
	“Всё, что вы видите вокруг, рано или поздно приходит в упадок”. Эту мысль “FSOL” пытается донести до нас всеми доступными средствами. А выразительных средств у Брайана Дуганса и Крейга Кобейна столько, что и в страшном сне не приснится, —  от шаманских выкриков до полит комментариев, от музыки Возрождения до современных электронных новаций. Эти ребята сэмплируют всё, что шеволится и не молчит; в результате музыка оказывается за гранью добра и зла, а “Future Sound” —  на волне современного музыкального авангарда. При этом “FSOL” —  одна из очень немногих современных групп, от которых я готов терпеть подобные издевательства над моими ушами. А всё потому, что талантливые и знают, что делают. Не так-то просто бросить вызов всей музыкальной истории, на эту самую историю опираясь. И “FSOL” давно уже вышел за рамки любых стилей и даже привычных представлений о музыке. 
—    Аудио Магазин.


