	Diamanda GALAS
	The Litanes Of Satan
	1982
	29:54
	Diamanda GALAS – см. тж. с: EINSTÜRZENDE  NEUBAUTEN “Prometheus” / “Lear”; John ZORN “The Big Gundown”;

Подобные проекты: Christian   WOLZ;
label: Mute
The aesthetic experience is the anaesthetic experience. When it comes to talking sickness and death, artists invariably moderate pain on behalf of the living, transmuting it into a broad metaphor calculated to leave admirers gasping at its brilliance. 

	Diamanda GALAS
	the trilogy of The Plague Mass  -- Masque Of The Red Death:

part I – “The Divine Punishment” &

part II – “Saint Of The Pit”

(part III см. ниже)
	1986 
	69:28
	label: Mute

D. Galas [soprano and bass voices, Hammond organ, digital and analogue synthesizers]

The Masque opens with THE DIVINE PUNISHMENT. This first section is steeped in the Old Testament tone of prohibition alluded to earlier. Quotations from Leviticus, the Lamentations and excerpted psalms chart the progress of the sufferer from the point he feels himself outcast, through his fear and dismay and, possibly, to the bitterness that leads him to accept the role of Antichrist conferred on thim by those who’ve twisted Christ’s teaching into socially sanctioned condemnation of sexual difference. The barren electronics into which these charred fragments are ejaculated by Galas —  as mercilless accuser, cacking crone, wailing moaner or pain-wracked victim —  are coursed by a decelerated pulse...

Part Two is SAINT OF THE PIT —  the most ambitious and perilous leg of Galas’ voyage with the damned. Here, she plots the soul in transition, the selected texts registering the mutilated emotions of a man ravaged by the disease. The line keying her commitment comes in Gerard de Nerval’s ARTEMIS: “Love the one who loves you from the cradle to the grave.” The force behind it compels Galas to raise the voices of the denied and dispossessed, throwing into relief the self-abasing Baudelaire text SELF-TORMENTOR, and its light endures to the very end of Tristan Corbiere’s 19th century corpse poem BLIND MAN’S CRY. The texts are rasped just above the roar of the wind whistling through the distant, beckoning void. The whole is preceded by an organ overture that announces the part’s solemn liturgical tone, even as it mocks its Messiaen-ic sobriety with undertones of Poe and Corman.

	Diamanda GALAS
	Masque Of The Red Death, part III -  You Must Be Certain Of The Devil
	1988 
	32:20
	label: Mute

“Listen, man, it may soon be time for you to guard a dying man until the angels come. Let’s not chat about despair. If you are a man (and not a coward) you will grasp the hand of him denied by mercy until his breath becomes your own.”

D. Galas [v, Hammond, p, synth.-s]; Charlie Terstappen [d]; Kurt Schmidt [g] (2, 4).

YOU MUST BE CERTAIN OF THE DEVIL concludes the trilogy on an extraordinarily defiant note —  a clarion call to the Damned to arm themselves, no less. After scouring the plague territories of the Old Testament and the charnel houses of 19th century French corpse poetry, Galas finally resurfaces in 20th century America —  whose failure of compassion at the moment of death triggered her voyage of discovery. Informed by years of AIDS research, she’s ready to take on the economists of salvation on their own terms, diverting the babble of slot TV preachers and Ramboid survivalists into stiletto sharp parodies that slash their twin hotlines to God and the bank. As always, Galas’ compositions follow the internal dictates of the material. This time tracking the American Bible Belt, the music absorbs dance and gospel, along with the territory’s Fundamentalist jargon and speech patterns. The tighter narratives anchored to more rigid rhythms call on the singer to concentrate her often diffracted voices in singular withering harangues of the pitilessly powerful. The speed gospel of the title song, however, loses all her voices in a frenzied simulation of gospel induced ecstasy. And elsewhere spoken bible extracts cut into her own texts echo the first part, in so doing binding the whole.

	Diamanda GALAS
	Plague Mass
	1990 
	72:53
	label: Mute

	Diamanda GALAS
	The Singer
	1992
	46:12
	label: Mute

	Diamanda GALAS
	Vena Cava

(The title refers to the body’s major artery that returns blood from the heart)
	1993 
	61:38
	label: Mute

“To have great pain is to have certainty; to hear that another person has pain is to have doubt.”  

—  E. Scarry
One begins Vena Cava at a sort of sonic / psychic ground zero. Dead center between twin spotlights, microphones and music stands, looking both angelic and wraith-like, Diamanda Galas presents herself as explorer of the ultimate in solitary confinement; the human mind ravaged by mental illness and / or AIDS-related dementia. Vena Cava features a more inward Galas than that seen in Plague Mass, the celebrated work she performed last year —  in evolving forms —  at st. John the Divine, the Kitchen and elsewhere. Its aural environment is at once intensely claustrophobic and distressingly vast, with electronic drones, cricket chirps and gospel songs echoing endlessly in this seemingly infinite emptiness. Her writings embody the psyche of someone apparently at the very threshold of death, portraying the fragmenting persona’s warring factions. Galas’s shaman-like gifts of self-transformation and self-transcendence are dramatically evident in Vena Cava.  Catch phrases, multiplication tables, obscenities and heartfelt pleas for love are repeated--frantically, obsessively-- as Galas’ protagonist struggles to achieve some sort of interior logic. In the works brilliant culmination, she grants the audience a moment of lucidity, pleads for remembrance from those who loved her and faces her final “judge” to a distorted, deafening rendition of Silent Night.  Vena Cava is one more astonishing offering from our greatest vocal performer of her generation.  —  Robert R. Conroy.

	Diamanda GALAS
	The Sporting Life
	1994
	55:07
	D. Galas -- с бывшим басистом и клавишником Led Zeppelin --  John Paul Jones (см. тж. J.P. Jones в разделе ‘Rock’) 

“Диаманда, видимо решив, что если работать со звёздами, то только первой величины, “зацепила” ещё один ностальгический персонаж —  одного из пилотов “Свинцового Дирижабля” басиста Джона Пола Джонса. Пригласив за ударную установку Пита Томаса, эта троица сыграла десять композиций этого альбома. А авторами большинства из них и являются, естественно, виновники “торжества”: Диаманда и Джон Пол. И если первая поставила на службу человечеству свой великолепный голос, то второй, думаю, навечно заслужит благодарность всё того же человечества тем, что, не дав этому голосу в гордом одиночестве продолжать бесчеловечные эксперименты, подражая “сольному крику” душ, не нашедших покоя, поставил его в знакомые блюзовые “рамки”. Результат, думаю, превзойдёт все ваши, даже самые смелые ожидания. Яростный голос совреиенной городской шаманки и безудержная экспрессия басового ритма создадут в вашей скромной (или не очень) обители неповторимую атмосферу “чёрной” вечеринки с лёгким сатанинским оттенком. —  Hi-Fi & Music

	Diamanda GALAS
	Schrel X
	1996
	53:17
	label: Mute

Performed in total Darkness, play at maximum volume only, this is not ambient music.

  He eats his skin with the two hands

  First-born Death with both his hands

  He is snatched from his bed,

  And marched before the King of Terrors.

SHRIEK: As in rape, torture and other human experiment, the shriek of an animal which is repeatedly attacked within a contained space.

  For I know that my redeemer lives

  A guarantor upon the dust will stand;

  Even after my skin is flayed,

  Without my flesh I shall see God.

	Diamanda GALAS
	Malediction And Prayer
	1998
	59:11
	label: Mute

Diamanda Galas live in Belgium: Ghent Gravensteen

Death trails Diamanda Galas with the tightlipped determination of a grizzled bounty hunter, growing increasingly vengeful the longer he is denied his prize. Of course he is after all of us in the end, but with miscreants like Galas, her life's breath is an affront to his professionalism, and taking her scalp is a matter of the utmost urgency. As an undercover operator, he resents those most who persistently blow the whistle on his deeds, be they death-resistant witnesses like poet Paul Celan, hellhound blues singers like Robert Johnson, or latterday elegiacs like the French composer Eliane Radigue and Galas.

A medieval castle glowering over old town Ghent, Gravensteen is an appropriately grim location for their latest showdown. A small hall holding 270 witnesses has been prepared for the confrontation. The minimal stage props underscore the stark setting: some candelabras flank the foregrounded microphone stand; to the night, there's a grand piano. The performance (one of ten) is the result of a commission from the Ghent arts organisation Vooruit for a piece commemorating the 500th anniversary of the birth of the city's most famous son, Charles V, emperor-to-be of the Spanish-Flemish empire. Feeling uneasy about celebrating an active supporter of the Spanish Inquisition, who drove the Moors and Jews out of Spain, Vooruit invited Galas, secure in the knowledge that she would take a more ambivalent line. Sure enough, Defixiones, Will And Testament uncovers a hidden 20th century equivalent to Charles V's religious-led atrocities: the Turkish massacres of Armenians and Greeks in 1915 and 1922. Making the connection with her Greek-American heritage once again places her encounter with Death on a personal footing.

This is exactly what gets Death's goat most about Galas. Rather than shrinking from his presence, she insists on intimacy. The better she knows Death, the easier she outflanks him. Further, at some point 15 years ago, when she was composing her Aids trilogy Masque Of The Red Death, she managed to circle round behind him, and she's been on his tail ever since. In Gravensteen she rounds on him with the cold fury she has distilled from the bitter, sorrowful texts — by writers such as the Armenian poet Siamanto, executed by the Turks in 1915, the Syrian exile Adonis, the Belgian writer Henri Michaux and a few of her own — at the core of Defixiones...
The dimming of the lights silences the audience, and an electronically processed choral compound, sounding like the synthesis of a Gregorian chant and a Stygian boatman song, slowly swells into the void. It abruptly falls silent when Galas enters. Dressed in black, her face painted death's mask white, except for her blacked up eyes and lips, she opens with an unaccompanied, wordless lament of desolating beauty, her pitch slightly wavering under the weight of emotion the music carries. It develops into a harrowing Totentanz in an Armenian killing field called, appropriately enough, "The Dance" after the Siamanto poem it is based on. Extracts from other works are drawn into its long, slow passage, which is periodically interspersed with a taped recitation Spoken in an unfamiliar language, it echoes those anonymous voices bearing witness to horror in news reports from war zones the world over. Other than the tape, only the occasional synthesized gust of wind and the odd echo effect lend support to Galas's performance, which alternates a cappella parts and passages accompanied by urgently stabbed piano chords and sudden skittering rows. The dignity of death's slow procession is preserved in the clarity of Galas's vocal parts. In contrast with the extraordinary double-miked and multivoiced techniques she has deployed on past works, here she cleaves close to single, more purely operatic lines. The one moment when her voice cracks and releases a long, hissing moan, the impact is desolating.

"The Dance" is followed by a series of shorter pieces designed to keep Death reeling, including "Birds Of Death", a vocal riff possibly based on Ornette Coleman's "Lonely Woman", an extraordinary Greek Zembekiko, called "If I Die On The Boat", complete with melodramatic silent movie piano backing, some blues and a reprise of the Galas-arranged "Let My People Go".

Things get a little touch and go when the dimming lights, decaying piano chords and her slowly ululating voice all converge on the point of extinction, and the pitifully low candle power causes the outlines of her face to melt. In a chilling piece of theatre, she has been transfigured into an ectoplasmic presence. But just as Death swoops in to claim his victory, Galas denies him yet again with the death-defying rattle of Blind Lemon Jefferson's "See That My Grave Is Kept Clean" for an encore.

BIBA KOPF (Wire)

	Diamanda GALAS
	La Serpenta Canta
	2003
	80:08
	label: Mute Records

Diamanda Galas: voice, piano, all arrangements, director of Intravenal Sound Operations

Диаманда Галас исполняет (на свой манер) вещи авторов: Screamin' Jay Hawkins, John Lee Hooker, Ornette Coleman, Hank Williams, traditional, Diamanda Galas, a.o.

	Diamanda GALAS
	Defixiones / Will and Testament (Orders from the Dead)

[2 CD]
	2003
	48:50 48:16
	Created, Composed and Performed by Diamanda Galas

APPROACHING NECROPOLIS
The Middle Passage. The Nazi Holocaust. The decimation of the Incas, Aztecs, and the North American Tribes. Rwanda, Kosovo, East Timor. In acknowl​edging genocide, it's not enough to merely provide a taxon​omy of cases or a litany of symptoms. We need catharsis, redemption, and a vision to move for​ward. Apart from the legendary Paul Robeson, no singer has had as keen - or as empathic - an understanding of this fact as Diamanda Galas.
Confronting the AIDS pandemic in 1990 with Plague Mass, Galas asked us, "Were You a Witness?" The question remains, and it isn't just rhetorical; it's a direct chal​lenge to the collusion of silence and pas​sivity within each of us as yet another pogrom is played out and marched through the media for mass consumption. In this context, the "Will and Testament" of Defixiones refers not only to the last wish​es of the dead, but also to the testament of the living - those who have borne witness - and to the will to survive.
With Defixiones, Galas excavates the mem​ory of the so-called "minor holocaust" of Asia Minor (the Armenian, Assyrian, and the Anatolian and Pontic Greek genocides that occurred between 1914 and 1923), long buried and perpetually denied in the name of a new European Community. By recovering these campaigns, committed by the Ottoman Turks and condoned by Allied nations to protect economic and strategic interests, Galas links their atrocities to other histories of oppression: incar​ceration, torture, slavery, exile, epidemics and execution. Yet the work at hand is no simple archaeology. We need look only as far as the continued struggle for a Palestinian   state,   the   internment   of Afghan   rebels   at   Camp   X-ray   in Guantanamo Bay, and the recent routing and systematic plundering of Iraq to grasp the relevance of Defixiones. This music calls upon us to continue the fight to remember and to commemorate - to keep up the fight for our ancestors, our loved ones, and ourselves.
Defixiones fuses all the modes - textual, lin​guistic,  and sonic - that have made Diamanda Galas both famous and infa​mous, from her formal capabilities to her radical interpretive skills to her electronic manipulations of the voice. Her spectral presence, uncompromising moral stance, and unflinching outspokenness are all abundant here. We hear the brilliance and veracity of her artistic forbears. She calls them forth even as she becomes the con​duit to the persecution of her blood ancestry. Descended from the very people forced into the desert on death march​es or pushed into the Aegean Sea, Galas has referred to this performance as the deepest part of her soul, just as she considers the poets whose work she deploys -each one a dissi​dent — to be her blood brothers.
Defixiones opens with The Dance, a 35-minute opus that unveils the true horrors of political persecution and ethnic "cleansing." Bookended by the Armenian liturgy, "Ter Vogormia," The Dance (through Siamanto's poem of the same name) relays eyewitness testimony to torture and human sacrifice as Armenian women are tormented then burned alive. Via Adonis' "The Desert," it also conveys the desolation of someone regarded as stateless in his very own land, recalling as it does Israel's occupation of Lebanon under the charge of then-General Ariel Sharon. "You die because you are the face of the future," Adonis writes, an assertion of the lethal consequences of cultural nationalism or the belief in racial purity.
The gravity of these poems is obvious, but it's Diamanda's interpretation of them that's so affecting. Ultimately, though, it's the utter abjection expressed in "Sevda Zinciri" that brings the specificity of individual suffering into acute and unrelenting focus. This lament is infinitely multiplied in "Holokaftoma" where it quickly transforms into incompre​hensible terror. The conflagration of Armenian brides con​verges with the torching of an Armenian church (its congre​gation trapped inside), and the drowning of the Anatolian Greeks of Smyrna, (denied refuge by Allied warships, detached sentinels floating at the furthest edge of the harbor). Diamanda spits out Pasolini's final text of defiance (excerpts from a poem composed just before his murder) until we return to "Ter Vogormia," its plea for deliverance emptied now of any conviction.
"The Eagle of Tkhuma" serves as a somber interlude depict​ing the desperation of Christian Assyrians at the hands of the Ottomans before Diamanda offers her own recitative, "Orders from the Dead." Its incantatory refrain stretches back some eighty years, conjuring with surgical precision images of fascistic brutality and murder during the burning of the city of Smyrna (now called Izmir). Yet this threnody reverberates right up through the present moment. It issues forth in the wake of U.S. occupation of Iraq and the uncov​ering of mass graves that held the bodies of those goaded by Imperial forces into rising up against their ruler, only to be abandoned by the would-be liberators.
The orders rising from the grave are to remember exactly how and why the body was butchered and by whom, to honor the life once housed in that body and the ceaseless mourning of its loss. Everything here is underscored by the soundscape of a humanity besieged by drumbeats of death, turning machinery of torture, and the echoing cries of car​rion crows. True to her nature, Diamanda leaves no room for easy sentimentality. By the time we've reached the end of this march, we are left adrift in the desert amidst blowing sand.
"Hastayim Yasiyorum" opens the second disc, its plaintiveness bringing us back into the house of suffering, longing, and despair. An Armenian song composed in Turkish (It is useful to remember that Armenians in Turkey were forbid​den to speak their own language.), it is closely allied in form and content to "Sevda Zinciri" and to the two rembetika included here: "[~Greek]" and "[~Greek]." Rembetika, a vernacular Greek song referred to at times as hashish music, expresses the sorrows of the dispossessed -the lovelorn, the addicted, the tubercular, and the impris​oned.
The unadorned sadness of "Hastayim Yasiyorum" gives way to the seeming resignation of "[~Greek]," in which the singer relinquishes her body to the sea. But this particular rendition is infused with enough anger to make us question just how ready the subject really is to slide beneath the water's surface, whereupon we are launched into "Je Rame," Diamanda's adaption of Michaux's "hex" poem. As with Diamanda's entire corpus, "Je Rame" is an invective against the quiet acceptance of death by unnatural causes. "I am rowing," goes the refrain. "I am rowing against your life." The "life" referred to is that of death's harbinger, the wraith who "reek[s] far and wide of the crypt." And as oars hitting the water morph into the flapping wings of death birds, we "split into countless rowers" in absolute defiance.
Rowing against a murderous fate, we arrive at the shores of forced exile with "Epistola a Los Transeuntes," its whimsical waltz offering a moment of reprieve. But this calm belies a brooding indignation. Before us are the reflections of a man stricken by poverty and illness, stranded in a foreign land, his small room a virtual prison cell as he considers his fate, depression turned to a festering sickness in the bowels, inten​sified by the anticipation of death's arrival. We are spirited off by the melody as Galas proves once again her virtuosity as a pianist, the rondo accelerating to a frenetic pace as Diamanda delivers Vallejo's closing verses. Repeated in rapid succession they decry a quintessential existential moment, the revelation of life's randomness, a belief in non-belief arising from gen​uine despair.
And so the angels arrive in "Birds of Death," reprised here along with "Artemis" from the "AIDS trilogy," Masque of the Red Death, and recast in the context of middle-eastern musics. The bottomless pit of sorrow transmitted through these two numbers ricochets back to the opening of Defixiones, exposing the limitlessness of human misery. In this arrangement of "Birds" raw anger has taken flight; the anguish is now turned inward as we are brought to the bedside of the beloved, hold​ing vigil. Inclusion of "Birds" as well as "Artemis" is signifi​cant as it traces a clear trajectory of Diamanda's intellectual and artistic development, and it betrays a fundamental ethos: Pain (psychic and corporeal) is administered in myriad ways. One form of suffering cannot be separated from the other. Whether it's death caused by benign neglect or the willful slaughter of millions, establishing a hierarchy of persecution is not only useless, but also dangerous.
On a more intimate level, "Birds of Death" and "Artemis" each carry forth the legacy of Philip Dimitri Galas, Diamanda's brother who, in life and death, has continued to serve as a guiding force. Honoring his memory yet again in Defixiones could not be more appropriate. But this personal stroke is linked once more to the worldly in "Todesfuge," Paul Celan's poem about survival in Auschwitz, the most notorious of the Nazi death camps where European Jews (as well as Catholics, homosexuals, and other "undesirables") were collected and summarily tortured, starved, then execut​ed. Here the death bird has transformed into a growling beast; the master - both a dog and a man - barks out com​mands to his subjects, forcing them to dig a singular grave while ashes of bodies burnt sift through the air above.
Galas closes Defixiones with her breathtaking account of "See that My Grave is Kept Clean," just one of her many forays into the blues and gospel of Black America, aggressive musi​cal forms developed in response to slavery and racism. An astounding and literal defixio, "Grave" is both a plea and a warning to protect the memory of the deceased. Our failure to do so is indeed an immense disservice to the dead, and it's a neglect we exercise at our own peril. Sacred or secular, the preservation of our individual histories is the only hope against those who try to oppress and condemn us. It is the key to our collective future.
In an era of increasing Imperial dominance - its every move informed by the ancient hatreds of cultural and religious fun​damentalisms - Defixiones could not be more timely. Or time​less. It is at once an interrogation and an edict. It further asserts Galas' reputation as the most gifted, vital, and vision​ary musician of our time. Singer and pianist, poet and com​poser, emissary and philosopher, Diamanda reminds us the voice is an instrument that needs to be more than just some​thing finely honed and rigorously developed; it is the blade that cuts us all to the heart.
-- Richard Morrison, June 2003

	Joe GALLANT  &  ILLUMINATI
	The Blues for Allah Project
	1996
	72:41
	label: Knitting Factory Works (NY) http://www.knittingfactory.com/ 
Joe Gallant (см. тж. PRIMA MATERIA) [contrabass guitar]; Dave Tronzo (см. тж.: Dave TRONZO; SPANISH FLY) [g]; Tom Constanten [p]; Bob Bralove [k]; Evan Gallagher [organ]; Steve Swell [trb]; David Randall [tp]; Bobby Strickland [s s]; Michael Blake [t s]; Mike Sim [a s]; Todd Reinolds [1-st violin]; Patti Weiss [2-nd violin]; Robin Bonnell [cello]; Diana Herold [vibes]; Daniel Sadownick [perc]; Grisha Alexiev [d]; + voices.

One of KFW's highest selling records, Blues for Allah is a jazz rendering of the classic Grateful Dead album, commissioned to celebrate the 25th anniversary of its release. Arranger Joe Gallant, bassist of Prima Materia, and original Grateful Dead key​boardist Tom Constanten join Dave Tronzo, David Gans and the Dead's MIDI guru Bob Brelove among others.

"The Grateful Dead's music is a cornerstone of what will be the music of the future. Bless all of those that have been touched -- they will keep future generations flourishing with sound."

 -- Tony Brown

The Grateful Dead's own brand of psychedelic folk music is a hot-rodded vehicle for freedom and exploration, and their long, strange musical trip always seems to end up somewhere in the vicinity of jazz. Their famous dark star riff ads as a "head" for the band to explore music as a collective group of creative musicians, listening to each other and creating extended improvisations with the spirit of a hot jazz combo. Bassist and composer Joe Gallant has proven himself a world class modern band leader by taking this expansive element of the Dead's music to its natural conclusion with his powerful and haunting interpretation of their classic LP blues for allah. His big band arrangements let the music breathe while bringing out the dense harmonies, subtle melodic touches, and complex rhythms of these compositions. The mood at the live shows that became this record was that of an ecstatic dance party, and you can feel the vibe that emanated from 20 musicians playing for a sold out crowd celebrating the music of their favorite band.

The musicians and music lovers that make up the New York Downtown jazz scene have found a home for the uncompromising music they love at the Knitting Factory, where there is complete musical freedom and unquestioning support for difficult music that would otherwise fall through the cracks. Including the music of the Grateful Dead in the on-going quest to explore the boundaries of jazz is a visionary thing to do. If a Deadhead discovers Coltrane's meditations and an avant-noise-core freak discovers The Dead's space, a musical connection will be made, the definition of jazz will be expanded, and a higher purpose will have been served. 

 --- mark perlson

	GAMELAN SON OF LION
	New Gamelan / New York
	1995
	70:20
	label: GSOL Records (New York)

The musicians: Barbara Benary, Iris Brooks, Mark Steven Brooks, David Demnitz, Daniel Goode (см.), G. Patick Grant, Darryl Gregory, Jody Kruskal, Laura Liben, David Simons.

Produced by Mark Steven Brooks.

The Ensemble

Gamelan Son of Lion, based in downtown New York City, is a composers' collective and repertory ensemble specializing in contemporary pieces primarily by American composers for the instruments of the Javanese gamelan percussion orchestra. The ensemble was founded in 1976 by composers Barbara Benary, Philip Comer and Daniel Goode and has, since its inception, premiered over 100 pieces by over 30 composers in a variety of styles. Recent presentations have incorporated electronic music and works by experimental Indonesian composers as well.

The ensemble performs on a set of American made keyboards of steel and aluminum tuned in the traditional Indonesian tunings of slendro (5 notes per octave) and pelog (7 notes per octave). The suling (end blown flute) and clarinet were made for the group by Steven Silverstein out of PVC tubing. The knobbed gongs and drums are Indonesian.

Program

Jody Kruskal (b. 1955): 

1. “Brighton Beach” (1994) 11:32

Laura Liben (b. 1943): 

“Piece For Peace In The Middle East” (1994) 18:36

2. Part 1 (8:32)

3. Parts 2 and 3 (10:02)

David Demnitz (b. 1953): 

4. “Sixties” (1987) 8:44

Mark Steven Brooks (b. 1955):

“Four Dances For Balinese Angklung” (1993/94) 10:36

5. no. 1(2:36)

6. no. 2 (2:30)

7. no. 3 (3:30)

8. no. 4 (l:54)

David Simons (b. 1952): 

9. “Kebyar Leyak” (1992) 7:00

Daniel Goode (b. 1936): 

10. “Slendro Clarinet” (1988) 8:56

Barbara Benary (b. 1946): 

11. “Mostly Slendro Passacaglia” (1994) 4:36

Brighton Beach

“Brighton Beach is the 2nd of 3 pieces in my Brooklyn Suite. Both slendro and pelog tuning systems are played together by the suling providing expanded harmonic possibilities.” -- Jody Kruskal
Jody Kruskal is a composer, performer, instrument builder and teacher living in Brooklyn, N.Y. He first wrote for gamelan in 1988 with his theatre score for the Ring Dove (Ralph Lee and the Mettawee River Company). He joined Gamelan Son Of Lion in 1989 and sang the title role in Barbara Benary's Karna in 1994. Jody is the musical director, founder and builder of the Public Works Orchestra, performing numerous dance commissions including works by Laura Gates-Carlson (Dance Center of Cambridge) and Elise Long (Spoke The Hub). Jody also writes and plays with Music for Homemade Instruments and Grand Picnic.

Piece For Peace In The Middle East

“I wrote this piece out of my involvement working in the Mid-East peace movement and out of my interest in Middle Eastern rhythms. This piece uses traditional Middle Eastern rhythms but combines them in untraditional ways. The first section is for angklung rattles in 4/4 time. The 2nd section is in slendro tuning and combines different rhythms having 9 beats to the measure. The 3rd section flows out of the 2nd and combines one of the 9/4 with one of the 4/4 rhythms (actually 18/8 with 16/8). The gong enters at the convergence of rhythmic cycles, beginning a new cycle. This piece is a reflection of my hopes for peace in the Middle East.” -- Laura Liben
Laura Liben has worked as a musician with the 9th St. Theatre, on various Liz Swados productions, and with Shauna Kantor's Vocal Works! Theatre touring in the U.S. and Great Britain. Ms. Liben plays Jewish and other forms of music in the NYC area, teaches Middle Eastern percussion at the Lucy Moses School of Music and Dance in Manhattan and works with children as a music teacher and dance accompanist. She has appeared on several of Giora Feidmans's [см. в секции ‘Asia: Israel’] recent recordings.

Sixties

“Unfolding chords are systematically revealed to the listener, harmonies being accidental within prescribed parameters. The piece begins and ends with a gong, each cycle being 60 beats long. Players select pitches from within given ranges and play on beats assigned to correspond to their pitch range. All factors of 60 are represented, with higher factors (larger numbers) playing deeper tones. Player #1 (the highest instrument) controls tempo, duration and dynamics. Sixties is one of 4 movements of the Suite For Gamelan Son Of Lion.” -- David Demnitz..
David Demnitz has been a member of Gamelan Son Of Lion for more than 10 years. He has composed many works which have been performed by the ensemble, and he enjoys the support and collective spirit that membership in this composers' collective affords. In addition to his work with GSOL, David is employed as a music instructor at a residential treatment center in Westchester County. In this context, insights and procedures discovered while composing for the gamelan are put to use in devising group activities for the students.

Four Dances For Balinese Angklung

“These pieces were originally composed for the smaller, more intimate Balinese Angklung ensemble which utilizes a tuning system of only 4 out of the 5 available pitches in slendro. In arranging them for GSOL's Javanese instrumentation I decided to maintain that 4 note limitation though some of the pieces utilize a different set of pitches than others. Lower pitched instruments which would not normally be found in the Balinese instrumentation have also been added. The 3rd piece features David Simons on kokyu (Japanese gourd violin).” -- Mark Steven Brooks
Mark Steven Brooks is a composer who also performs on guitar, electric bass, keyboards and percussion and earns a living as a recording engineer, music publisher and teacher. He holds a B.M. in composition from the Manhattan School of Music and a M.A. in music from Wesleyan University and has received awards and commissions from N.Y. State Council on the Arts, Meet The Composer, Mass. Council on the Arts, American Music Center, Arts Council of Boston, Charles Ives Foundation, Crosstown Ensemble and many others. His involvement with Gamelan Son Of Lion dates back to 1978.

Kebyar Leyak

“This piece was commissioned and first performed by Gamelan Son Of Lion in 1992. Although originally written for digital sampler and live gamelan ensemble, this recording uses the sample of a wine goblet struck once with a pencil as the basis for a digital gamelan. Kebyar is the 20th century style of Balinese music known for its fast and sudden contrapuntal passages. Leyak are the local Balinese poltergeists that appear to mimic what is in people's minds, be it fear or desire. The text is a heavily edited and re-arranged 'found' TV documentary on UFO's.

I had been thinking about writing this piece for years when my friend Tjokorda Gde Arsa Artha told me a curious story. When television first came to his village of Ubud in Ball many people crowded into a house to watch in amazement this new thing. When they came out, the road was lined with Leyak TVs. My compostion is an attempt to bring together two mythologies: disembodied spirits from one culture, and alien communications from another planet.

The recording presented here was produced at Harvestworks/Studio PASS through their Artist in Residence Program, 1995. I played percussion and sampler, with Jim Staley on trombone, and Iris Brooks on flute and ocarina.” -- David Simons
David Simons performs on percussion, strings, Asian wind instruments and digital sampler. He composes music for theater, dance, film, sound installations, and concert ensembles. He has written for, collaborated and performed with Music for Homemade Instruments ensemble, new and traditional Indonesian gamelan, the Samul Nori [см. в секции ‘Asia’] percussion group in Korea, the Future Primitive Ensemble in Hawaii and various experimentalists in New York, California and Europe. Recordings include Kurzwellen by Karlheinz Stockhausen [см.], Singing with Shelley Hirsch, Live At The Knitting Factory with Samm Bennett's [см.] Chunk, God Is My Co-Pilot, A Decade of Debris with Homemades and Experimental Musical Instruments. Simons has been awarded a NY State Foundation for the Arts Composition Fellowship, Composer in Residence at the American Dance Festival, Canada Council Visiting Foreign Artist, Havestworks/Studio PASS computer music residency, and numerous Meet The Composer commissions. His writings are published in EAR magazine and Radiotext(e).

Slendro Clarinet

“Slendro Clarinet is a pied piper piece in which the clarinet draws patterns from a descending slendro scale which the gamelan then picks up, repeating the pattern like a peal of bells.” -- Daniel Goode.
Daniel Goode is one of the original composer /performers of Gamelan Son Of Lion. His Circular Thoughts and Forty Random Numbered Clangs are on the Folkways LP Gamelan In The New World vol.1 and 2. His Hear The Sound Of Random Numbers and Random Chords for gamelan quartet and clarinet are available on cassette from the American Gamelan Institute, Lebanon, N.H. A selection of his scores, writings and recordings are available from Frog Peak Music and a CD of his ensemble music is soon to be released by CRI. Mr Goode is on the faculty of Rutgers University.

Mostly Slendro Passacaglia

“This piece was composed as an entr'acte for Karna: A Shadow Puppet Opera which premiered in NYC in 1994. The Passacaglia is, as the title indicates, mostly in slendro tuning. In addition, 2 pitches borrowed from the pelog keyboards act as passing tone. Each gamelan player uses a slendro/pelog pair of instruments as a double keyboard. The piece follows a harmonic modulation of a cycle of fifths, forward then backward. The fifths however are the Javanese interval called kempyung (two notes separated by two others on the gender keyboard.) The balungan instruments provide melodic counterpoint to the modulation. Two non-keyboard instruments: clarinet and suling, play obbligato lines.” --Barbara Benary
Barbara Benary is a composer/performer and holds a doctorate in ethnomusicology. She built the instruments of Gamelan Son of Lion in 1974 while teaching at Livingston College of Rutgers University. Together, with composers Philip Corner and Daniel Goode, she founded the ensemble which has been premiering and performing new music for gamelan instruments in the greater N.Y. area for nearly 20 years. She has written over 20 instrumental pieces and half a dozen wayang kulit theatrical scores for the ensemble, many of which are based on process structures. In addition to her work with gamelan, Ms. Benary composes for a variety of theatre, dance and chamber music ensembles. She also performs music of India, Bulgaria, China and the Renaissance.

	Anja GARBAREK
	Smiling & Waving
	2001
	39:26
	Богатый и красивейший experimental, по-кошачьи вкрадчивый и по-трипхоповому меланхолический. С таким диском можно поздравить не только милую госпожу A.G., но и всех нас.

product not tested on animals

Produced and mixed by Anja Garbarek and Steven Wilson. Lyrics by Anja Garbarek. Robert Wyatt recorded by Evan Davies. Sound design and programming by Anja Garbarek, Steven Wilson and Miguel Diaz de Lopez.

Anja Garbarek learned from her father, the jazz composer and saxophonist Jan Garbarek, that the only rule worth following is the one, which clearly states that there are no rules worth following. That is where her new album Smiling and Waving comes in! Anja took 4 years of sketching aural ideas and trying things out before recording the album last year. Every song is as it's meant to be. It is perfect, nothing else remains, the artists' page lingers in the cupboard. Brought up on Laurie Anderson, Eno and Kate Bush as well as her father's 'seriously cool' record collection one could say Anja had an idyllic start to the music.

Smiling and Waving, like Anja's first two albums deals with the big issues with a sense of melancholia. Recorded last year in London, where she now lives, this item of strange and shimmering beauty brings together a team of mavericks who share Anja's conviction that the only way for music to go in the 21st century is forwards. And few modern performers are as well qualified to help it in that direction as Anja Garbarek. For Anja that is a happy and healthy place to be. 'I get bored if the music is too happy!' Smiling and Waving is notable for many things – the duet with Robert Wyatt, perhaps, the collaborations with band members from Japan and Talk Talk, maybe, but above all an album that you will not have encountered before. It is an album that requires nothing less than your total devotion – do it and you will be rewarded in heaven.

	David GARLAND
	Control Songs
	1997
	72:44
	label: Review Records, distr. No Man's Land

Music and words written, produced, arranged and mixed by David Garland.

D.G. – vocal, toy piano, accordion, bass guitar, Farfisa, el p, Synthabbott, synth, perc, Hammond, Fairlight CMI, lamp, chair, recorders, flute, bowed psaltery, el g, ebony fl, tp, kazoo, dried bean pod, panpipe, drum-triggered Mini-Moog.

John Zorn (см.) – alto sax, bird squawks, vocal, game calls. 

Guy Klucevsek (см.) – accordion.

Christian Marclay (см.) – records and turntables.

Meredith Monk (см. в 'Jazz') – v.

Clive Smith – tp, kazoo, v.

Mark Abbott – b.

Just as some people write love songs, I write control songs – songs about our need, avoidance, and manipulation of that sense of con​trol which we all use to help us function. I haven't made any conscious attempt to work in a certain style; instead I find ideas and sounds and pursue them until they become songs. I like the song form because it can be such a surprising meeting-ground for emotion and entertainment.

---- David Garland, NewYork City, 1986

Preparing this re-issue has been like reading an old journal or diary – I understand, and sometimes admire, what I thought and invented back then (about 10 years ago), but I'm not sure if I'd ever write such things today. I guess the songs I'm writing now are still Control Songs, but it's hard not to get too distracted or be too timid to give the topic the determination it deserves.

The songs originally issued on LP in 1986 (tracks 1-11) were composed and recorded between 1983 and 1986. The oldest songs on this CD are actually the most recently recorded: "Growth" was the first of my songs that I considered a Control Song, and its score was published in a 1980 issue of Ear Magazine. "Another Mistake" followed soon after, and I re​recorded both of these songs in the summer of 1993.

"Hist'ry" was recorded in early 1983. "Bad Advice" and "TV Can Teach Me" were composed as part of a project made possible by an Inter-Arts grant from the National Endowment for the Arts in 1984. "Don't Shoot" was originally released in 1985 as a 7-inch single (backed with a different mix of "I Am With You") by the Hasch Flatten label of Munich.

"Simba" was the grand finale of the same 1985 concert during which we recorded "I Am an I-Beam Girder." We hadn't played the piece together as a full group until the concert, and we've never played it since, but that's ok, because we got it right the first time.The original version of "Simba" was on Les Baxter's 1956 (or '57?) LP "Tamboo" (Capitol Records), and my arrangement incorporates some of the touches added by Martin Denny on his 1959 LP "Afro-Desia" [см.] (Liberty Records).

---- David Garland, NewYork City, 1995

	(David GARLAND)
	WORLDS OF LOVE
	2000
	64:38
	avant-pop аналогичная музыка – см.: Arto LINDSAY "Salt"; Yuka HONDA;

label: Review Records  e-mail: NoMansLand@t-online.de 

www.nomansland-records.de 

This CD reissues the 1989 LP, and contains over 20 minutes of new material recorded in 2000.

The Worlds of Love is: David Garland [v, synth, accordion, b, theremin, fl, melodica, penny whistle, toy piano, perc, vibrolute]; Ikue Mori (см.) [v, hand-played drum machines, powerbook, perc]; Cinnie Cole [v, banjo, synth].   www.davidgarland.com 

Recorded in New York City. Tracks 1-4 and 6 recorded July through October 2000. Track 5 recorded 1991. Tracks 7-18 recorded 1987 through '89. Could It Be You? was recorded during the 1980s sessions, but is released here for the first time.

1989 liner notes:

The Worlds of Love was formed as a collaborative project, dedicated to performing love songs and improvised pieces that bridge the gap between chaos and romance (is there a gap?). Together, the Worlds of Love creates a new kind of romantic music, one in which lovely melodies meet raucous noise, hand-played drum machines meet banjo and synthesizer, fragile sopranos meet blustery baritone, and boy meets girl.

Most of the songs in this album are Worlds of Love originals, but we were inspired by Jo Stafford to record You Belong to Me, and by Francoise Hardy to record two of her songs. In the Sky and Et Meme, as a medley.

Boy/Girl, Boy/Boy, Girl/Girl, Parent/Child, Person/Place, etc. There are many worlds of love, and these are but a few of them.

2000 liner notes:

The Worlds of Love was dormant after Cinnie moved from New York to San Francisco, but this reissue inspired The Worlds to resume. Ikue and I got together, but Cinnie could join us only as a virtual banjo player. Her spirit and sound had to be part of the World(s).

In his 1981 novel The Divine Invasion, Philip K. Dick writes of a singer of the future who adapts the 16th Century lute songs of John Dowland, and sings them throughout the galaxy to the accompaniment of a "vibrolute." The song Slippers On adapts phrases by Dick and Dowland (to vibrolute accompaniment), and is an homage to those compassionate visionaries.

In 1993 my CD I Guess I Just Wasn't Made for These Times -- David Garland performs Brian Wilson was released in Japan (MSI, 10072). That project grew out of The Worlds of Love, and Cinnie and Ikue contributed a lot to it. Don't Talk was released on that CD with my vocal, but Ikue's beautiful version is included here.     -- David Garland

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

label: City Slang (New York)

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

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

	GASTR DEL SOL
	Upgrade & Afterlife
	1996
	49:19
	ambient-avantgarde
label: Drag City (Chicago) / Normal (Bonn)

Written and performed by Jim O’Rourke and David Grubbs, except #7 written by John Fahey;  with: Tony Conrad [violin]; Gene Coleman [b cl]; Tony Burr [cl]; Steve Braack [horns]; Jerry Ruthrauf [s]; Mats Gustafsson [flageolet]; Kevin Drumm [g]; John McEntire [d]; Gunter Muller [perc]. 

	Vyacheslav  GAYVORONSKY -- см. в файле 'Jazz'
	
	
	
	

	Ron  GEESIN  &  Roger  WATERS
	Music From “The Body”
	1970
	41:40
	Авангард + ретро-лубок. Неожиданно по-современному звучит музыка этого чудного проекта – весело и напористо.

	Christian GENET & Jean-Luc PLOUVIER
	Plaisirs et Penitences
	1990
	45:40
	весёлый avant-garde ; можно сравнить с Hans REICHEL "Shanghaied On Tor Road", "Yuxo"; RENALDO  &  The LOAF;

label: T4A Records (Belgium)

All compositions written, played, recorded and produced by Christian Genet and Jean-Luc Plouvier.

1. Tombeau

2. Berceuse

3. Mise en table

4. Cameleon I

5. La Barque de Charon

6. Bar des amis I

7. Adam et Eve

8. Bar des amis II

9. Maman Vomi

10. Mais le dineur

11. Le Sainte Vierge

12. Le defile

13. Le petit Jesus

14. La Pomme

15. La recompense

16. Monsieur le Directeur

17. Emilie, son poisson

18. Cameleon II

19. Les jardins de la Nymphe

Musiques des spectacles de Nicole Mossoux et Patrick Bonte

	Lisa  GERRARD                         
	The Mirror Pool
	1995
	68:15
	Lisa Gerrard – вокалистка из Dead Can Dance

	Lisa  GERMANO
	Geek The Girl
	1994
	43:40
	L.G. – см. тж. с: EKOVA; Hector ZAZOU;

post-punk с готикой типа Dead Can Dance 

label: 4 AD

	Lisa  GERMANO
	Happiness
	1994
	53:48
	label: 4 AD

L. G. [v]; Bill Dillon [g]; Malcolm [p, k, tambourine, g]; Daryl Johnson [b, djembe]; Ronald Johnes [d]; John Keane [acoustic].

	Lisa  GERMANO
	Slide
	1998
	43:55
	label: 4 AD

	GIANT  SAND
	Valley Of Rain
	1985
	47:11
	avant-rock

label: Black Sand Records / Demon (England)

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

Авангардный  рок.    Достойны всяческого внимания и уважения серьезные поиски и отточенное мастерство асов рок-авангардного дела. Но при этом всегда радуют душу “отвязанные” ребята с бездонным чувством юмора и тонким чувством вкуса и равновесия. И пусть они не всегда заезжают далеко в авангард и их основной стихией остается рок, но именно ради таких проектов открыта категория Золотого фонда рок-альтернативы.

Про большинство песен можно сказать: «Это как если бы Nick Cave освоил стихию кантри». Но другие (особенно на поздних дисках) – это авангардные композиции, более мощно и тонко сделанные, чем это, наверное, мог бы Cave.

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

“Ballad Of A Thin Line Man” 1986

“Heartland” 1986

“Storm” 1988

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

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

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

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

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

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

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

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

	Beth GIBBONS – см. в 'Rock'
	
	
	
	

	Jon  GIBSON
	In Good Company
	1992 
	64:09
	label: Point

Producers: Philip Glass, Kurt Munkasci, Rory Johnston.

J. G. [saxes, keys, perc]; + John Snyder [Conch Shell, rain stick]; LaMonte Young [p]; Michael Riesman [organ, k, tread].

1. Waltz (Jon Gibson)

2. Pat’s Aria (John Adams)

3. Reed Phase (Steve Reich)

4. Terry’s G Dorian Blues (Terry Jennings)

5. Bed (Philip Glass)

6. Tread on the Trail (Terry Riley)

7. Song 3 (Jon Gibson)

8. Gradus (for Jon Gibson) (Philip Glass)

9. Extensions II (Jon Gibson)

  Jon Gibson (b. Los Angeles, 1940) is a composer, woodwind instrumentalist and visual artist who has been active in new music since the 1960s. He has taken part in numerous landmark musical events, performing in the early works of Steve Reich (1963-72), Terry Riley (1964-66), Philip Glass (1968-present), as well as performing with many other composers [...].  His own music consists of a large body of solo and ensemble instrumental and vocal works that have been performed by himself and others throughout the world. His individual approach to composing and performing results in part from the influences of various western and non-western musics, jazz and improvisation styles, sounds from nature, and his long and important association with Minimalism and the post-modern aesthetic. [...] As a performer, Gibson appears on recordings by Glass, Reich, Russell, and Robert Ashley, among others. [...]  — Dean Suzuki

	Bruce  GILBERT
	In Esse
	1997
	56:06
	noise, яркий, интересный (не амбиент).

label: Mute

«Psycho - eclectic - extraction»

Soli ......................................... 45’ 33’’

Bassi ...................................... 03’ 05’’

Muzi ........................................ 07’ 26’’

	Allen GINSBERG
	The Lion For Real
	1997
	64:42
	label: Mouth Almighty Records / Paris Records (1989) / Mercury (1997)

Allen Ginsberg with: Bill Frisell, Marc Ribot, Philip Glass, Arto Lindsay, Paul McCartney, David Mansfield, Steve Swallow, Lenny Pickett, Michael Blair, a.o.

During the summer of 1986 I met Michael Minzer who runs Paris Records in Dallas. Michael always had a major interest in literature and produced many concerts and recordings of poetry and music. He was looking for someone to produce an album with Allen Ginsberg for his company - Michael had already recorded Allen performing Blake's "Nurses Song" with Steven Taylor and the Garland Chamber Symphony for a compilation album "Made Up in Texas" (1986) and was ready to record a full album with Allen. Familiar with some of my multi-artist tribute productions, Michael thought I'd be the right person to do this project.
I knew much of Allen's work. I've seen him read from his works a number of times and owned a few of his recordings including "Kaddish" (1963) on Atlantic Records, "First Blues" (1982) a double album on John Hammond's label, and "Howl" (1959) on Fantasy. Those records worked wonderfully in their own way (basically documenting the moments) - but I felt that this record should be something different. Ken Nordine's "Word Jazz" records were spoken word LPs, yet came across as music albums. I wondered if an album with Allen could do the same thing. It was a challenging project and always looking to get involved in potentially dangerous situations, I took Michael's offer.
At the first meetings, Allen seemed suspicious. He obviously had gone through some strange experiences with making records before, and that I had only some general conceptual ideas didn't really help. A few months later an album that I produced for Marianne Faithfull ("Strange Weather") was released and Marianne played the record for Allen at the Naropa Institute in Colorado where they were both teaching. Allen liked the album and with some encouragement from Marianne, he became enthusiastic about our project. Shortly thereafter an approximate recording period was scheduled.
To start, both Minzer and I read Allen's complete works, now easily available in two volumes by Harper & Row. We each made a list of about twenty poems that we thought would work well with music. Allen picked about eighty. One night he read almost all these to me in his apartment accompanied by a neighbor screaming out of his window to shut up. We then decided on about fifty poems to consider. Next I called about a dozen of my favorite composer/musicians that I felt would be right for the project, gave some his collected poems, and invited them to A&R Studios in New York to hear Allen record.
Ginsberg read poems that we picked out, with additional requests from the musicians, for about six hours in the studio while we sat in the control room - an amazing night. We gave the evening's tape copies to musicians and invited them to pick about three poems and compose music. We met separately later that week and picked the best poems for each to work on.
The week that we spent recording went extremely well. Each night everyone would arrive between seven and eight in the evening and pieces would be presented by the composer, rehearsed and recorded with Allen reading the work live. Then we'd go to the next composition. After the first performance broke the ice ("Refrain"), everyone's nervousness disappeared and the sessions went by quickly and smooth. We averaged four poems recorded each night. Character contrasts were great, from an insane Gary Windo arranged number to a beautiful Steve Swallow composition within a few hours; personalities from Beaver Harris to Arto Lindsay would float in and out of songs. Allen, who was never quite in a situation like this before, adapted quite well and kept everyone's spirits high At the end of the week, we had twenty-one numbers recorded, of which we decided to complete all but one.
Chris Blackwell and Kim Buie of Island Records heard the results and immediately wanted to release it to start a series of spoken word great poet/musician collaborations on their newly formed Great Jones label. After a few sequence changes and interesting debates on what tracks to delete, the record was finished.
Thanks go to everyone associated with this project. Of special mention is Joel Tornabene who put Michael Minzer and myself together, Joe Ferla for being alive, Fran Tose for her help at the start of the album, Marianne Faithfull for her valuable friendship, and especially Allen Ginsberg for putting himself and his art in our world and taking the chance. I still don't know what the reaction will be, but hope the enjoyment that went into the record shows.
I'll be seeing you.
- Hal Willner

	GISBURG
	Trust
	1998
	43:18
	avantgarde

label: Tzadik

Gisburg: Voice 
Bernhard Rothschadl: Text 
Cassatt String Quartet:
Jennifer Leshnower: Violin 
Kelley Mikkelsen: Cello 
Michiko Oshima: Viola 
Muneko Otani: Violin 

Gisburg's newest Tzadik recording couples two masterful compositions onto one disc. Her heartfelt opera for solo voice about the ups and downs of doomed and obsessive love is one of her most personal and striking compositional statements to date, a powerful combination of stark emotional content, minimalist melody and narrative charm. "Anna" shows Gisburg's profound command of classic instrumental writing - a lush and dramatic string quartet performed by the brilliant Cassatt Quartet.

Hearts Don't Break That Easily
1. Opening

2. Too Far

3. Humble Gifts

4. A Dreadful Fog

5. In The Deepest Darkness

6. Tasting Bittersweet Poison

7. Nobody Told Me

8. Toy of History

9. The Pigeon

10. Higher Court of Justice

11. Credulous For My Own Dreams

12. The Boxer

13. In Earlier Times

14. Love Letters

15. To The One

16. It Wasn't So Easy 

17. Flying High

Anna
18. Anna

	GITANE DEMONE – см. в CHRISTIAN  DEATH
	
	
	
	

	Lutz  GLANDIEN
	The 5th Elephant

(virtualectric stories)
	
	53:06
	Lutz  GLANDIEN  -- см. тж. c: Chris CUTLER

label: ReR Megacorp

Lutz Glandien [midi g, sampling, computerwork]; Chris Cutler (см.) [amplified objects, low grade electronics, d]; Michael Vogt (см.) [electric tuba, tapes].

composed and produced by Lutz Glandien www.lutzglandien.com

	Lutz  GLANDIEN
	CUTLER / GLANDIEN:

"Domestic Stories"
	1992 
	48:56
	label: ReR

Chris Cutler [d, k]; Fred Frith (см.) [b, g]; Lutz Glandien [k, sampling]; Dagmar Krause (см.) [singing]; Alfred 23 Harth (см. тж: Goebbels / Hart) [s, cl]. 

	Lutz  GLANDIEN
	Scenes From No Marriage
	1994
	60:55
	label: ReR

Chris Cutler [d, k]; Dirk Wucherpfenning, Edwin Kaliga [perc]; Jeffrey Burns [p]; Ensemble United Berlin [strings]. 

Composed by Lutz Glandien in 1989-93.

  Lutz Glandien was born in 1954 in Oebisfelde, Germany. He studied composition at the Berlin College of Music from 1979 to 1983 and in the master class of Georg Katzer at the Berlin Academy of Art from 1985 to 1987. He lives as a freelance composer in Berlin.

	Lutz  GLANDIEN
	CUTLER / GLANDIEN / a.o.:

"P 53"
	1994
	44:08
	avant-garde - Не шумный, утонточённый. Но – энергичный.

label: ReR
Chris Cutler [d, objects, low grade electronics]; Lutz Glandien [samples, processing]; Marie Goyette, Zygmunt Krauze [p]; Otomo Yoshihide [homebuilt guitar].

	Philip GLASS
	Two Pages / Contrary Motion / Music In Fifths / Music In Similar Motion
	1994
	74:13
	Philip GLASS -- см. тж. в исполнении:  J. GIBSON; Ute LEMPER; DELTA SAXOPHONE QUARTET;

label: Electra Nonesuch

Digitally remastered from the original recordings "Music In Similar Motion / Music In Fifths" (1973) and "Solo Music" (1975).

1. TWO PAGES (1968)
Philip Glass, electric organ; Michael Riesman, piano
2. CONTRARY MOTION (1974)
Philip Glass, electric organ
3. MUSIC IN FIFTHS (1969)
Philip Glass, electric organ
Jon Gibson, Dickie Landry, soprano saxophones
Kurt Munkacsi, engineer, electronics
4. MUSIC IN SIMILAR MOTION (1969)
Philip Glass, Steve Chambers, Art Murphy, electric organs
Jon Gibson, Dickie Landry, soprano saxophones
Robert Prado, flute
Kurt Munkacsi, engineer, electronics

To fully appreciate the sheer, unbridled audacity of these four early works by Philip Glass, it is helpful, for a moment, to imagine that it's 1969 and you've never heard any of the composer's music before. Indeed, in 1969, it would have been unlikely that you'd heard anything like this before.
The acknowledged, university-supported, musical avant-garde of the late 1960s was a combination of European-derived serialism (exemplified by Milton Babbitt and his acolytes) and the scrappy, anarchic, aleatory work of John Cage. Both of these musics, despite their very different origins and intentions, shared the same prohibitions and every composition student knew what they were. Consistency of any sort was to be shunned: budding composers were instructed to avoid suggesting a tonal center, to stay away from direct repetition, and to accept the fact that Stravinsky had had the last word on steady rhythmic pulsation. And along came Philip Glass, blasting out his stark, obsessive reiterative patterns at maximum volume, to stand all of the rules on their head.

He was, in many ways, an unlikely radical. Born in 1937, Glass grew up in Baltimore, where his father owned a record store. He began his formal musical studies at six, playing violin, but soon turned his attention to the flute. At fourteen, Glass passed an early-entrance examination into the University of Chicago, where he matriculated in the fall of 1952, and took his bachelor's degree in 1956. He then moved to New York to study composition at the Juilliard School with William Bergsma and Vincent Persichetti, and later with Darius Milhaud and Charles Jones at the Aspen Music School.
By this point, Glass had begun to establish his germinal style which, he later acknowledged, owed a great deal to the influence of Milhaud. Several early pieces were published but the composer has disavowed everything he wrote before 1965.
Glass found himself increasingly dissatisfied with the music he was writing and, indeed, with the musical milieu of the time. "Though there were many gifted and energetic composers and performers dedicated to serialism, the music to this day has not found general acceptance," he wrote in 1987. "It was music I had studied as a student and any further exercise of that kind interested me not at all. To me, it was music of the past, passing itself off as music of the present. After all, Arnold Schoenberg was about the same age as my grandfather."

Glass went to Europe in 1964, where he eventually settled in Paris to study harmony and counterpoint with the legendary pedagogue Nadia Boulanger. During his second year with Boulanger, he was engaged to transcribe a film score by sitar player Ravi Shankar into Western notation for Parisian studio musicians.
"What came to me as a revelation was the use of rhythm in developing an overall structure in music," Glass later wrote. "I would explain the difference between the use of Western and Indian music in the following way: In Western music we divide time — as if you were to take a length of time and slice it the way you slice a loaf of bread. In Indian music (and all the non-Western music with which I'm familiar), you take small units, or 'beats/ and string them together to make up larger time values."
Following this new fascination, Glass spent the last part of 1966 and the first months of 1967 in India. Upon his return to the United States, he worked again with Shankar, who was then a visiting professor at the City College of New York, and with the tabla player Alia Rakha. He also grew close to several other young composers, particularly Terry Riley, Steve Reich and Jon Gibson, who were pursuing similar interests in lower Manhattan; the association with Gibson continues to this day.
In 1968, Glass presented the first concert of his music at the Film-Makers Cinematheque in New York. The program included Strung Out, for solo violin, and Music in the Form of a Square, for two flutes. The same year, he put together the first Philip Glass Ensemble, an aggregate of amplified keyboards, voices, saxophones and flutes (also, on occasion, trumpet and violin) that would remain his principal means of musical expression for more than a decade and a key element of his creative life well into the 1990s.
Glass's early music was aggressively reductive in its form, melodic content and harmonic language. The names of the works on this album — Two Pages, Contrary Motion, Music in Fifths and Music in Similar Motion — are not only titles but apt summations of what actually happens in the compositions that they describe.
Two Pages is the earliest, and the most spartan, of the four; Glass believes it was written in 1967 or 1968. In this study in the elongation and subsequent contraction of a simple musical line, Glass explored what he called his technique of "additive process," derived from his work with Shankar, in its most skeletal manifestation.
Contrary Motion, composed in 1969 for solo organ, is not quite so austere; pedal points add a functional harmony (A minor) and there is something faintly Bach-ian about its stern, rigorous counterpoint. Contrary Motion was written in what Glass calls "open form" — it never really ends, it just stops. The expanding figures upon which it is constructed could, theoretically, continue augmenting forever. Should an interpreter care to take it that far, a performance lasting hours, even days, would be possible.
Music in Fifths (1969), on the other hand, is in "closed form" — a predetermined structure that ends when the accumulation of repetitions fill it out completely. Glass has always considered Music in Fifths a sort of teasing homage to Boulanger; it is written entirely in parallel fifths, a cardinal sin in the traditional counterpoint his teacher so carefully instructed.
The most appealing of these works — and the only one that the Philip Glass Ensemble still keeps in its active repertory — is Music In Similar Motion (1969). "The real innovation in Similar Motion is its sense of drama," Glass said in 1993. "The earlier pieces were meditative, steady-state pieces that established a mood and stayed there. But Similar Motion starts with one voice, then adds another playing a fourth above the original line, and then another playing a fourth below the original line, and finally a bass line kicks in to complete the sound. As each new voice enters, there is a dramatic change in the music."
In the years after these works were composed, the Philip Glass Ensemble presented concerts in the lofts and galleries of Manhattan's nascent Soho district, where such artists as Richard Serra were creating their own visual "process pieces." "People would climb six flights of stairs for a concert," Glass recalled. "We'd be lucky if we attracted an audience of twenty-five, luckier still if half of them stayed for the entire concert." Then, as later, audience response was mixed. Some listeners were transfixed by the whirl of hypnotic musical patterns created by the ensemble, while others were bored silly, hearing only what they considered mindless repetition.
Still, Glass realized he was building a following and, with the business acumen he has demonstrated throughout his career, he privately produced his first recordings, which disseminated his work to home audiences and venturesome radio stations. Now, nearly a quarter century on, with the reissue of these rowdy, precious souvenirs, latter-day listeners can track the course of a tremendously important and influential aesthetic. This is where it began.
—Tim Page

	Philip GLASS
	Glassworks
	1982
	39:28
	label: CBS

Produced by Kurt Munkacsi & Philip Glass (с их продюсерским участием см. тж. Nigel KENNEDY "Riders On The Storm" [Doors]) в 'Jazz').

Michael Riesman [p, el organ, b, synth]; Jack Kripl [piccolo&soprano sax, cl, bass cl]; Philip Glass [el organ]; Jon Gibson (см.) [soprano sax]; Richard Peck [t s]; Sharon Moe [fr h]; Larry Wecshler [fr h]; + violas.

1. Opening

2. Floe

3. Island

4. Rubric

5. Facades

6. Closing

	Philip GLASS
	Carmina Burana (by ORFF)
	1983
	40:08
	arr. by R. Manzarek (ex-Doors) / Glass

	Philip GLASS
	Koyaanisqatsi
	1983
	46:27
	label: Antilles (Island)

Philip Glass (b. Baltimore, 1937). Though he studied music at the Peabody Conservatory of Music, University of Chicago, Julliard School of Music, where he studied composition. Glass’s two most important influences early were Nadia Boulanger (from whom he truly learned the fundamentals of the European harmonic tradition) and Ravi Shankar, who opened his eyes to the possibilities of rhythm and meter. Glass is most associated with what he terms an ‘additive process’ in which the size of a small musical motive or fragment is gradually enlarged or diminished by the addition or deletion of a few notes. Each ‘version’ of the motive is repeated several, if not many times before proceeding to the next.

	Philip GLASS
	Koyaanisqatsi  (Remake: 1998)
	1998
	73:21
	label: Nonesuch

New recording contains previously unreleased material.

Ko.yaa.nis.qatsi (from the Hopi language):

Crazy life

Life in turmoil

Life disintegrating

Life out of balance

A state of life that calls for another way of living

Albert de Ruiter – bass vocal

The Western Wind Vocal Ensemble

Members of the Philip Glass Ensemble

Conducted by Michael Riesman

Produced by Kurt Munkacsi

THE HOPI PROPHECIES:

If we dig precious things from the land,

we will invite disaster.

Near the day of Purification, there will be cobwebs

spun back and forth in the sky.

A container of ashes might one day be thrown

from the sky, which could burn the land

and boil the oceans.

IT WAS THE AUTUMN of 1981, one of those cool, vibrant October days that remind New Yorkers just why they love their city. I had happened upon Philip Glass, strolling along upper Broadway, and he invited me in to hear some new music. He dropped the cassette into his player and turned up the volume. A solemn passacaglia scored for the deepest regis​ters of the organ began, gradually augmented by churchy arpeggios. Finally, an impossibly dark, sepulchral voice began to sing/croak the Hopi word Koyaanisqatsi (Ko-YAWN-is-SCOTS-ee).

I was impressed; it was like nothing else I'd ever heard, not even from Glass. "This is music that might conceivably have been written at any period in history," Glass explained as the movement progressed, "I find this sort of 'ahistory' very interesting. The harmonies are spare and consonant, the arrangement is starkly simple. And yet it's new, don't you think?"

That it certainly was. It would be hard to explain to a contemporary listener just how alien and charismatic this music sounded in the early 1980s. Glass's earlier works -- from Music In Similar Motion (1969) through the operas Einstein on the Beach (1976), Satyagraha (1980) and Akhnaten (1983) -- had won him respect and influence within the musical world. But it was Koyaanisqatsi, which was finally issued in 1983 after several years in the making, that marked the composer's first great popu​lar success. [...]

It begins simply enough, in a rather old-fashioned manner, the brass puttering along with near-Elgarian pomp. A few minutes on, however, one of Glass's trademark bright, rapid arpeggiated passages for key​board and woodwinds cuts fiercely into the action, and the music is transformed. For the rest of its twenty-one minutes and twenty-three seconds, The Grid might as well have been titled The Dervish, as it whirls, furiously and exhaustively, through hundreds of reiterations, all varied just enough to sustain the listener's interest. Try playing this movement on a long drive someday and you will soon discover the true meaning of "highway hypnosis."

Another reason for a new recording of Koyaanisqatsi is the infinitely greater surety and dexterity with which the Philip Glass Ensemble now plays the composer's music. As Glass himself put it a few years ago, while he was preparing to re-record the epochal Music in 12 Parts, in the 1970s and early 1980s the ensemble was in the process of creating a musical language. "Now we know the language," he added, with a grin. "And we're fluent in it."

	Philip GLASS
	Passages
	1990
	55:50
	label: Private Music (USA)

Indian&European music composed by Ravi Shankar and Philip Glass. Produced by Shankar, Glass, Kurt Munkacsi.

Vocals: Ravi Shankar, S.P. Balasubramanyam and the Madras Choir.

Soloists: Ronu Mazumdar [fl]; Shubho Shankar [sitar]; Partha Sarathy [sarod, veena]; T. Srinivasan [mrdingam, drum speech]; Abhiman Kaushal [tabla].

[...] The movement Philip Glass helped to create was called «Minimalism», and the founding Minimalists are all fine performers. Whatever differences they may have had in the mid-60’s, what they had in common was the dynamic re-assertion of the primacy of rhythm.

They chose different sources: Steve Reich was drawn by African drumming and Balinese gamelan (as well as Be-bop); Terry Riley by Northern Indian vocal techniques under the guidance of the legendary Pandit Pran Nath, as well as blues and jazz improvisation; and in the next generation, John Adams points to rock and roll as well as the early Minimalists, as his seminal influences.

Pandit Ravi Shankar went to collaborations with Sir Yehudi Menuhin, Jean-Pierre Rampal and the much-publicized master/pupil relationship with Beatle George Harrison that served to introduce Indian music (and its inherent spirituality) to a generation of rock fans. Film scores such as the legendary Apu trilogy, "Charly" and "Gandhi" as well as additional cross-cultural excursions into other musical traditions, have enriched his palette, all the while he has remained pre-eminent in the classical Indian music which traces its history to at least 2,000 B.C.

Philip Glass, in part through re-emphasizing the role of rhythm in his music (influenced by non-Westem forms including Indian Raga) has created a uniquely affective music for opera ["Einstein On The Beach" (1976), "Satyagraha" (1982), "Akhnaten" (1984), "The Making of the Representative for Planet 8" (1988) and "Hydrogen Jukebox" based on the poetry of Allen Ginsburg (1990)], Film ("Koyaanisqatsi," "Mishima" and "The Thin Blue Line"), ballet and concert hall.

Peter Baumann, founder of Private Music, (who had been a member of the Minimalist/ Rock band Tangerine Dream and an admirer of all of the above) responded enthusiastically when the record companys President/CEO, Ron Goldstein, suggested in the summer of 1989, that they bring the now-famous Philip Glass back into musical contact with the ever expanding world of Ravi Shankar.

Unlike previous Shankar "collaborations" (actually elaborate sessions with masters of other musical traditions joining Ravi to "jam" on his own music) the Glass encounter was rare instance of classical music reciprocity, each composer presenting thematic material to the other as raw material from which these finished pieces were fashioned. "Passages" contains four such co-ventures: two Glass compositions on themes by Shankar (Shankar/ Glass); two Shankar compositions on themes by Glass (Glass/Shankar) as well as one piece from each composer completely of his own devising.

    ----  MARTIN PERLICH
Passages созданы Глассом в таком тесном сотрудничестве с Шанкаром, что хотя он ещё мог припомнить, к каким пьесам он придумал темы для Шанкара, а к каким наоборот, но затруднялся определить, кому всё же принадлежит целое. Созданное и записанное в 1989 году сочинение было оркестровано Дэвисом, одним из самых ярких амери​канских музыкантов, в течение 25 лет руководившим Оркестром американских композиторов (American Composers Orchestra), давним дру​гом Гласса и неустанным исполнителем его музыки.

	Philip GLASS
	Music From The Screens
	1992
	49:25
	label: Point

African&European music composed by: P.Glass & F.M.Suso (см. тж. в “Jazz” section)

Philip Glass
Philip Glass's work in a variety of media has had a profound effect on the popular and concert music of the late 20th century.
In 1968, frustrated with the traditional means of disseminating new music, Glass formed the Philip Glass Ensemble — amplified keyboards, voices and wind instruments, fed through a mixer — for which he would create most of his early works, including Music With Changing Parts (1973), Music in Twelve Parts (1974), and the epochal Einstein on the Beach (1976). By the 1980s, the Ensemble was playing more than 60 concerts a year; it recently celebrated its 25th anniversary with several of the original players still members of the group.
To date, Glass has written seven full-scale operas, including Satyagraha (1980), Akhnaten (1983) and The Voyage, (1992), which was commissioned by the Metropolitan Opera and presented on the 500th anniversary of Columbus's arrival in North America. His four chamber operas include Hydrogen Jukebox, with Alien Ginsberg, and Orphee, based on the film by Jean Cocteau.
His film scores include Koyaanisqatsi, Powaqqatsi, Mishima, The Thin Blue Line, and, most recently, A Brief History of Time. Other important works include The Light (commissioned by the Cleveland Orchestra), a violin concerto and the Low Symphony (based on melodies by David Bowie and Brian Eno).
Glass lives in New York City, where he has raised two children.

	Philip GLASS
	Satyagraha;       Dance IV
	1992
	23:30 
	label: ECM New Series

Christopher Bowers - Broadbent [organ]

Satyagraha  7’57’’

Dance IV   15’30’’

	Philip GLASS
	Concerto for Violin and Orchestra
	1993
	24:54
	label: Deutsche Grammophon  http://20-21.dgclassics.com 
performed by Gidon KREMER [vln] & Wiener Philarmoniker 

(На этом диске в том же исполнении: Alfred Schnittke, 'Concerto Grosso #5' -- см. Schnittke. Другое издание концерта на том же DG (1999): Kremer plays Glass, Rorem, Bernstein)

The search for the unique can lead to strange places. Taboos — the things we're not supposed to do — are often the most interesting. In my case, musical materials are found among ordinary things, such as sequences and cadences." When Philip Glass wrote his first major orchestral work, this 1987 Violin Concerto, his compositional "search" indeed led him to the ordinary. Glass, best known at the time as a composer of music for opera, film, theatre, dance and his own Philip Glass En​semble, took on one of the most enduring genres in Western art music. In so doing he cast it in most fa​miliar terms.

Glass's Violin Concerto falls into the three-move​ment structure common to the vast majority of con​certos written in the last three centuries, and is scored — as are his operas — for an orchestra of conventional size and configuration. "I like the normal orchestra," he commented at the time of the premiere by the American Composers Orchestra (Dennis Russell Davies conducting and Paul Zukofsky, violin) on 5 April 1987. "I have an alternative electronic medium, which is my ensemble. By writing for both there's a balance in my activities." Familiar, too, are the opening chugging chords, the solo violin's first arpeggios, and the repetitive pat​terns that cause time to be absorbed into large units rather than to be divided up: the Concerto is in​stantly identifiable as music by Philip Glass. "This piece explores what an orchestra can do for me. In it, I'm more interested in my own sound than in the capability of particular orchestral instruments. It is tailored to my musical needs." Also to his dramatic needs: Glass observed that the concerto form is "more theatrical and more personal" than pure or​chestral music.

Born in Baltimore, Maryland, on 31 January 1937, Glass was on a conventional career path (studies at the University of Chicago, the Juilliard School, and with Nadia Boulanger) when in 1965 he met Ravi Shankar in Paris and worked with him on the film Chappaqua. The collaboration resulted in a radical rethinking on Glass's part, toward a music struc​tured by repetitive rhythmic patterns. To explore this new idiom he formed the Philip Glass Ensemble in 1968. Within ten years Glass was writing large-scale operas and theatre pieces that brought him worldwide fame: among them, Einstein on the Beach, Satyagraha, Akhnaten, The Juniper Tree, The Photographer, Voyage (a Metropolitan Opera commission to celebrate the Columbus quin​centenary in 1992). Glass has also written film scores: Koyaanisqatsi, Powaqqaisi, Mishima and The Thin Blue Line; dance scores for Twyla Tharp, Laura Dean, Lucinda Childs and Molissa Fenley; and, since the Violin Concerto, a number of works for orchestra, including The Light, The Canyon, and Iiaipu (for chorus and orchestra). Projects under way in the early 1990s include Orphee, a chamber opera; The Palace of the Arabian Nights, a collaboration with Robert Wilson; and an opera entitled White Raven.
The violinist for whom this Concerto was written, Paul Zukofsky, was a close colleague of Glass's and had long urged the composer to write a concerto. He collaborated closely with Glass during the com​position of the piece, asking, for example, for a slow, high finale. Glass's plans to comply were thwarted when he found his original conception of a piece in five short movements giving way to a long first and second movement. "The material finds a voice of its own," he conceded, revealing that the Concerto's three-movement structure was actually "an acci​dent". While Glass ultimately wrote a fast third movement, its slow coda both satisfied Zukofsky's request and barkened back to the other two move​ments. The violinist also offered suggestions in the first movement that had large-scale harmonic impli​cations: "I heard the piece with a 'tonal identity' of C minor and D," recalled Glass, "but by moving it up a step the violin sounds far better." Glass found their collaboration highly satisfactory: "This is the piece that I wanted to write."

--- Susan Feder

	Philip GLASS
	Glass Organ Works
	1993
	77:40
	Donald Joyce [organ].

1. Dance IV for Organ

2. Mad Rush

3. Dance II for Organ

4. Contrary Motion

5. Satyagraha

Hear the music of Philip Glass as you're never heard it before, as Donald Joyce performs Glass's haunting works on one of America's best tracker pipe organs. The intricate nuance and rich texture of Glass's music are given sonic splendor by this handcrafted instrument with 4861 pipes, four keyboards, and 70 stops.

	(Philip GLASS)
	UAKTI: "I Ching"
	1993 
	53:31
	percussion & woodwinds.

label: Point

Prod. by Philip GLASS, Kurt MUNKACSI and Rory JOHNSTON.

1. Heaven

2. Earth

3. Thunder

4. Water

5. Mountain

6. Wind

7. Fire

8. Lake

9. The Hexagrams

10. Alnitak

11. The Turning Point

	(Philip GLASS)
	UAKTI: "Trilobyte"
	1996 
	58:37
	label: Point

Prod. by Philip GLASS, Kurt MUNKACSI Rory JOHNSTON, Michael RIESMAN.

Instruments: marimba D'Angelim, concert grand marimba, glass marimba, grand pan, inclined pan, piccolo flute, alto flute, bass flute, C flute, buzz C flute, roda (wheel), trilobyte, peixe (fish), wood bells, dumbec, tablas, big tambour, small tambour, water jug, bass drum, cash box.

1. Race

2. Teardrop from The South

3. My Little Bird In Foreign Lands

4. The Secret of 17 Nuts

5. Straightening Up

6. Music for an Ancient Greek Temple

7. Trilobita II

TRILOGY FOR KRISHNA:

8. Holy Affirming

9. Holy Denying

10. Holy Reconciling

11. Park of the Emas

12. Haxi

13. Eleven

	Philip GLASS
	Symphony №2
	1998
	69:25
	label: Nonesuch

conductor: Dennis Russell Davies

Symphony №2:

1. Movement 1

2. Movement 2

3. Movement 3

4. Interlude from Orpheee

5. -  8. Concerto for  Saxophone Quartet and Orchestra

Symphony №2 (1994). "I've been interested in polytonal music for some time, starting with Akhnaten... The great experiments of polytonality carried out in the 1930s and 40s show that there's still a lot of work to be done in that area. Harmonic language and melodic language can coexist closely or at some calculated distance, and their relationship can be worked out in terms of either coexisting harmonies or ambiguous harmonies. Honegger, Milhaud, and Villa-Lobos — to name a few prominent polytonalists — pushed two tonalities together at the same time. But I'm more interested in the ambiguous qualities that can result from polytonality — how what you hear depends on how you focus your ear, how a listener's perception of tonality can vary in the fashion of an optical illusion. We're not talking about inventing a new language, but rather inventing new perceptions of existing languages."

—PHILIP GLASS

Interlude from Orpheee (1992). Based on Cocteau's fascinating retelling of the Orpheus myth, Orphee, the first opera of Glass' Cocteau Trilogy, is an extended parable on the life of an artist, a poet harassed and misunderstood by peers. His success leads to ridicule by fellow poets, ending in a creatively crippling isolation. With a renewed apprehension of his own mortality, Orphee regains his emotional strength, enabling him to ignore the trials of ordinary life, freeing him to be a poet. The poets Orphee and Cegeste, Euridice, and a mysterious Princess interact within the worlds of the living and the dead, existing in that mysterious realm that separates the two worlds. Love triumphs and thus returns Orphee and Euridice to mortal life, with no remaining consciousness of their unusual time spent between "the worlds." The Princess has violated the laws of life and death one time too many and is banished into oblivion.

Concerto for  Saxophone Quartet and Orchestra (1995). 

Rascher Saxophone Quartet: Carina Rascher, soprano saxophone, Harry Kinross White, alto saxophone, Bruce Weinberger, tenor saxophone, Kenneth Coon, baritone saxophone, Stuttgart Chamber Orchestra.

The Concerto for Saxophone Quartet and Orchestra was written for and dedicated to the Rascher Quartet. In the period 1995-1997, the Rascher Quartet performed the Concerto with more than 30 European and Americain orchestras, making it one of Glass' most widely performed orchestral works.

The work is in four movements (slow-fast-slow-fast), with each movement featuring a different member of the quartet.

	Philip GLASS
	Symphony #3
	
	61:12
	Conductor: Dennis Russel Davies

1.-4. Symphony #3 (1995) (Stuttgart Chamber Orchestra)

5. Interlude #1 from The Civil Wars (1984) (Stuttgart Chamber Orch.)

6. Mechanical Ballet from The Voyage (1992) (Vienna Radio Symph. Orch.)

7. Interlude #2 from The Civil Wars (1984) (Stuttgart Chamber Orch.)

8. The Light (1987) (Vienna Radio Symph. Orch.)

	Philip GLASS
	Philip GLASS & Robert WILSON:  "the CIVIL warS  (A Tree Is Best Measured When It Is Down)" Act V -- The Rome Section
	1999
	77:38
	label: Nonesuch

Performed by American Composers Orchestra, Conductor -- Dennis Russel Davies.

[...] Certainly Philip Glass's musical roots are not in the spectacle of opera, but in the small venues and small ensembles that are suited to more abstract kinds of musical thought. Mr. Glass graduated from the University of Chicago at age 19, attended the Juilliard School, and studied composition with Vincent Persichetti, Darius Milhaud, William Bergsma, and, eventually, Nadia Boulanger in Paris. Music by a senior Boulanger pupil, Virgil Thomson, influenced Mr. Glass's style by its consonant sound and deceptive simplicity. Thomson's operas, such as Four Saints in Three Acts and Lord Byron, emphasized the-atricality over vocal display; Mr. Glass's Einstein on the Beach was in fact an "opera" with very little singing.

Mr. Glass acknowledges that, when he later took the assignment to write the culminating act of a large theatrical work to be produced in Rome, he came face to face with nearly 400 years of Italian opera tradition. He responded to it with his most frankly operatic music to date, wading fearlessly into the full orchestra, translating the intricate patterns of musical lines he had developed in his own chamber group into an equally colorful yet lucid orches​tral language. He adapted the powerful, projected style of opera singing to his own expressive ends, and was in turn influenced by it to think in long melodic lines. The result was not ersatz Puccini, but a they-said-it-couldn't-be-done synthesis between conserva​tive and avant-garde musical styles of the 1980s.
The traditional style of the dictatorial opera composer who dominates the librettist and director was not for Mr. Glass. In fact, he entered the project at a late stage, after Mr. Wilson had added layer after layer of text and imagery and created virtually an entire opera without music. After seeing and timing a videotape of this, Mr. Glass set to work like a film composer, tailoring his music to the action. "What I prefer in a collaboration," he recently told the critic Mark Swed in an inter​view, "is to have all the other work in front of me. That becomes the source and the inspiration of theater." As Mr. Swed goes on to observe, the Rome Section thus paved the way toward two very different theatrical achievements for Mr. Glass: his resplendent grand opera The Voyage, and his unique film-opera La Belle et la Bete, which is performed in synchronization with the classic film by Jean Cocteau.

A working definition of "minimalism" in the arts might be "doing a lot with a little." Beethoven might have said that this was what he was doing too, but Philip Glass does so more explicitly, and in a different context. Mr. Glass's harmonic palette, though based on the primary colors of the familiar major and minor chords, derives its expressive effect not from the gravitational pulls of a tonic key and sonata form, but from the coloristic effects of chords "related only to each other," as Schoenberg said of notes. Far from static, Mr. Glass's music is constantly shifting its harmonic ground, throwing his much-repeated melodic and rhythmic motives into ever-chang​ing light. It is customary in a booklet accompanying a recording of an opera to describe the onstage action that takes place during the music. Many people who haven't seen the work have heard of its striking visual images: an enor​mously elongated figure of Abraham Lincoln in stovepipe hat and frock coat, rising from the stage during the Prologue, turning horizon​tal in mid-air, and floating slowly offstage; Robert E. Lee glimpsed through the porthole of a spaceship, rotating like a weightless astronaut; Giuseppe Garibaldi, atop a box, sur​veying a battlefield below; Hopi dancers and Garibaldi's soldiers dancing together on a bridge between two spaceships; a procession, in the final scene, of trees from many nations. To cite a few of them is to remind the listener of the rich brew of Mr. Wilson's visual and cultural imagination, in which no image is too historical or too futuristic, too familiar or too exotic, to contribute something to our perception of the work's meaning. To attempt a deconstructive catalogue of these images in a listening note would rob them of the haunting effect they have as they combine and evolve in a theater.

It is wiser, for present purposes, to focus on Mr. Glass's score as a kind of cantata, whose dramatis personae — Mrs. Lincoln, Hercules, Garibaldi, and Snow Owl, to name a few — are representative of an art work that is not just multimedia, but multinational. The words they sing, furthermore, are often not their own, but culled by the librettists Malta di Niscemi and Robert Wilson. The source material is varied, drawn from the tragedies of the Roman play​wright Seneca and a variety of war narratives, including those of the American Civil War. Because of this diversity of characters and sources, even an audio recording of this work can evoke some of the immense variety of the staged version.

The Rome Section of the CIVIL warS opens as Act V of a sweeping drama should, with turbu lent and dramatic music that seems to sum up "the story so far," punctuated by a fearsome trumpet-call motive. The Earth Mother's vision of a quiet world at daybreak calms the orches​tra; as the Snow Owl and Abraham Lincoln join, the vision becomes a prayer for peace that increases in fervor. The Prologue ends on a peak of musical agitation, suggesting that the fulfillment of peace is still some way off.

In Scene A, the syncopated rhythmic cell that ended the Prologue on such an agitated note is transformed into a robust, optimistic chorus. Paradoxically, the entrance of the great Italian military hero Giuseppe Garibaldi puts a stop to this militant music; instead, he sings the praises of "water...limpid, pure" with a freedom and fluidity that evokes not only the text but generations of resplendent Italian tenors. Furthermore, Mr. Glass's rolling arpeggios take on Verdi-like harmonic colors. The music soon recovers its headlong momentum, driven by the gunfire-like rattle of the snare drum, but the admixture of texts suggesting Hopi images of fertility and talking of "rogues, con men, talkers, traitors" puts an ironic cast on the scene. The final cry of "Rome or death!" may apply as much to the creators of this work as to Garibaldi.

Scene B is the centerpiece of the work, not only because of its position but also because of its emotional force. The American Civil War comes to center stage again, as the character Robert E. Lee speaks the words of war narratives, especially one observer's recollection of Lee himself riding to the surrender at Appomattox. When Mary Todd Lincoln sings the text, in some of the opera's most melodious music, an anticipation develops as to whether it refers to Lee or her own husband, and whether that matters. At times, words of other languages — French, Italian, Spanish, Vietnamese — are stirred into the text, reminding us again that "CIVIL warS" is plural. To set the scene, Mr. Glass too uses a found object: the traditional spiritual "Jacob's Ladder," whose syncopated phrases gently echo the agitated motive of the earlier scenes. As Southerners (born in Maryland and Texas, respectively), Glass and Wilson vividly recall congregations singing this hymn. The hymn continues almost unheard under the alto solo and the rich melody for trombone and double basses, which are related to the hymn as a descant, another old church singing tradition. The tune's return at the close, under the most affecting images of the Lee story, clinches the scene.

The mood of Scene B colors the work's closing scene: the Prologue's trumpet call returns, but with a forlorn, elegiac character, and the cho​rus sings a kind of Miserere nobis, a prayer for mercy, that would not sound out of place in Verdi's Requiem. But as the memories of war and heroism fade, the music slips into emo​tional suspense, circling found and round in C major with just the odd dissonant note here and there, sometimes recalling the syncopat​ed and trumpet motives. Young Mrs. Lincoln speaks a Joycean stream of seemingly banal phrases from modern life, of which the precari​ous "I'm not mad" — does she mean angry or insane? — is doubtless the key one. After a brief echo of Abe Lincoln's prayer from the Prologue, an octet of ancient gods and heroes sings one of Prospero's lines from The Tempest ("Our revels now are ended") and fades away. Hercules and his mother, Alcmene, offer words of reassurance to each other, but eventually Hercules is left totally alone, endlessly singing his circular phrase.

DAVID WRIGHT, New York City, 1999

	GOD
	Loco

(live at St Mary's Church)
	1991
	53:41
	Justin Broadrick - см.тж.: GODFLESH; NAPALM  DEATH; PAINKILLER; SCORN;

John Edwards - см. тж. c: B SHOPS FOR THE POOR (в 'Jazz');

Scott Kiehl - см. тж. c: OXBOW;
http://www.godflesh.com/projects/god/
label: Pathological Records

Recorded live at St. Mary's Church, this record has Justin playing guitar with  the band, and possibly producing the record as well.
1. Fucked (11:11)

2. Sick Puppy (6:20)

3. I'll See You In Hell (13:08)

4. Surf Locomotive (5:42)

5. Love's An Illness (17:17)

	GOD
	Possession
	1992
	68:19
	label: Virgin / Caroline (NY) 

John Zorn (см.) [a s]; Tim Hodgkinson (см.: Hodgkinson, Henry Cow, The Work) [a s, bass cl], Justin Broadrick [g]; Kevin Martin [v, t s, samples]; Steve Blake [a&t&bar sax, didgeridoo]; Peter Kraut [p]; John Edwards [double bass]; Dave Cochrane (см.) [b]; Gary Jeff [b]; Lou Ciccotelli [d]; Scott Kiehl [d, perc]. Mixed: Martin / Zorn / Kiehl.

  Музыка -- смесь грайнд кора и свободной импровизации с  элементами этно.

“Being that person who is owned and fucked means becoming someone who experiences sensuality in being possessed.”

1. Pretty

2. Fucked

3. Return To Hell

4. Soul Fire

5. Hate Meditation

6. Lord, I’m On My Way

7. Love

8. Black Jesus

	GOD
	Consumed

(live at Zurich Rot Fabrik)
	1993
	67:53
	label: Sentrax

1. Head On Collision

2. Suck Like A Leech

3. Detox

4. Lust

	GOD
	The Anatomy Of Addiction
	1994
	79:09
	см. тж. ниже ремиксы на этот диск: GOD "Appeal To Human Greed"
label: Big Cat Records (London)

Tim Hodgkinson (см.) [a&bar s], Justin Broadrick [g]; Russell Smith [g]; Tom Prentice [el viola]; Kevin Martin [v, t s, samples]; Alex Buess [bass cl]; John Edwards [double bass]; Dave Cochrane [b]; Gary Jeff [b]; Lou Ciccotelli [d, perc]; Scott Kiehl [perc].

1. On All Fours

2. Body Horror

3. Tunnel

4. Lazarus

5. Voodoo Head Blows

6. Bloodstream

7. Driving The Demons Out

8. White Pimp Cut Up

9. Gold Teeth

10. Detox

	GOD
	Appeal To Human Greed
	1995
	36:32
	label: Big Cat Records (London)

All songs written by God. Re-Mixed from "The Anatomy Of Addiction". Mastered by T. Cousins/Metropolis.

1. Gold Teeth - Charles Atlas Mix 4:45 (Produced - Lumberjacks. Chris Lovejoy - clay drums & bells. DJ StarChild - cuts) 

2. Bloodstream - The Evening Redness In The West Mix 10:34 (Produced - Bill Laswell. Engineered - Robert Musso. Assistant - Layng Martine) 

3. On All Fours - Biomechanical Mix 4:47 (Produced - Justin Broadrick) 

4. Tunnel - Electro-Convulsive Mix 6:45 (Produced - Kevin Shields. Engineered - Colm O'Ciosoig) 

5. Bloodstream - Peckinpah Mix 9:45 (Produced - K. Mart. Engineered - The Mighty Buess) 

	GODFLESH
	Selfless
	1994
	78:15
	Justin Broadrick - см.тж.: GOD; NAPALM  DEATH; PAINKILLER; SCORN;

label: Earache, USA.   http://www.earache.com.  

Архетипичный для этого лэйбла тяжеляк. К панк-дэтовому сплаву позже добавляются элементы индастриал. С другой стороны, возможно, как раз вся эта музыка послужила прототипом для индастриала, каким мы его сегодня знаем.

По сравнению со многими другими проектами этого лейбла, Godflesh  не чересчур шумный и хорошо записан -- с точно вымеренным количеством и качеством "грязности". Которая, в результате, не утомляет и не мешает разборчивости материала.

	GODFLESH
	Pure
	
	79:46
	label: Earache

	GODFLESH
	Songs of the Love and Hate
	1996
	57:43
	label: Earache

Justin K. Broadrick [g, v]; G.C. Green [b]; B. Mantia [d, perc, samples, synth].

	GODFLESH
	Us And Them
	1999
	64:09
	label: Earache / Toy's Factory (Japan)

website: http://www.earache.com

e-mail: Europe: mail@earache.com ; 

North America: EaracheRec@aol.com 
Состав: Justin К. Broadrick (вокал, гитара, сэмплы & биты); Benny George Christian Green (бас); Ted "Pappy" Parsons (удар​ные).

Стиль: экспериментальный грайндкор, ин​дустриальный даб, метал.

Место дислокации: Earache Records.

История & Музыка: Отцом-основателем легендарной индастриэл-метал-кор-формации GODFLESH по праву считается Justin Broadrick — личность весьма знаменитая и творческая, стоявшая у руля популярной в кругах металхэдов банды NAPALM DEATH в пору её работы над дебютным альбомом "Scum" (кстати, не​смотря на то, что Justin покинул группу незадолго до её первого релиза, к его мнению ND прислушиваются до сих пор). Кроме того, Justin участвует в таких инте​ресных проектах, как HEAD OF DAVID, PAINKILLER (см.), TECHNO ANIMAL и SCORN (см.). Между тем, его главной группой с 1988 года и поныне остается GODFLESH, с ко​торой он суппортировал таких грандов, как NIRVANA (1991 год) и SKINNY PUPPY (1992 год). Говоря о своих влияниях, Justin упоминает SWANS (см.), KILLING JOKE (см.), PUBLIC ENEMY, JOY DIVISION (см.), BIRTHDAY PARTY (см.) и др.

А ещё Justin являет​ся настоящим винил-фетишистом, и поэ​тому многие из записей GODFLESH выхо​дили на пластинках.

Сегодня саунд команды характеризу​ется особенной мощью, тяжестью, мрач​ностью с доминированием тягучего, прес​сующего, дистортированного, но в то же время чертовски драйвового гитарного звучания, оттеняемого грохочущими индустриальными звуками, забивающими гвозди речевыми сэмплами и своеобразными jungle- и drum-n-bass-битами в качестве подложки. Говоря об использовании электроники в саунде GODFLESH, уместнее, по словам самого Justin, говорить об её изнасиловании, так как цель музыкантов -- превращение технических средств в органические на базе такого нездорового и бессердечного музыкального направления, как техно-метал, которое артист находит неприспособленным для "нормальных ушей". Все хип-хоп-, jungle- и drum-n-bass-биты на альбоме "Us And Them" получены путём интеллигентного и конструктивного сэмплирования, и как раз эти биты вкупе с отбойным гитар​ным валом придают необходимую брутальность саунду кор-музыкантов.

Этот последний альбом группы GODFLESH очень конкретно нам "вставил" и произвёл хорошее впечатление, вызывая навязчивое желание прослушать его в энный раз. Фактически альбом представляет собой сплетённый из нервов, переживаний, страхов и злобы сюрреалистический кор-индустриальный комок жестокой музыки для настоящих мужиков. Треки "Internal" и "Us And Them" вообще из области шедевров! Название же "Us And Them" несёт в себе важную смысловую нагрузку и отражает те ощу​щения. которые в различной степени присущи любому человеку, конфронтация с внешним миром, поиск врагов около и внутри себя... "Us And Them" мог бы звучать как "Godflesh Vs. The World".

Работа над альбомом длилась два го​да, что было связано с поиском музы​кантами нового звучания, причём речь шла не о косметических изменениях, а действительно новом пути, и, как нам кажется, им это удалось: группа зазвучала свежо и сегодня способна привлечь к своей музыке более широкую аудиторию, начиная от любителей серьёзного индуст​риального метал-кора. хардкора и нойза и заканчивая children of the KORN, кото​рые от росписи стен с признаниями в любви к своим идолам в пумовских кос​тюмах переходят к увлечению менее из​вестными для массового потребителя группами альтернативного сектора музы​кальной индустрии. Чтобы "спортсмены" не обиделись, подчеркнём, что музыку KORN мы оцениваем со знаком плюс. А открыть для себя GODFLESH мы вам предлагаем именно с последнего альбо​ма группы (возможно, вы согласитесь с нашими реверансами в его сторону). Хо​тя реакции могут быть абсолютно поляр​ными: от признаний в любви до ненави​сти, как уже случалось, например, с аль​бомом ремиксов "Love And Hate In Dub", когда фэны группы разделились на два противоположных лагеря, что тем не менее не расстроило, а даже обрадовало музыкантов (они не желали усреднённых или нейтральных мнений, а сознательно провоцировали своих поклонников, чтобы убедиться в том, что альбом не остался проигнорированным). Более того, на начало следующего года запланирован релиз "Us And Them In Dub"!

Последний штрих. Если альтернативный KORN сегодня обожествляют в основном тинейджеры, то имеющую родственную психомузыкальную природу музыку GODFLESH мы рекомендуем более взрослой и опасной аудитории.

Наша оценка альбома "Us And Them" -- 9 баллов из 10 возможных.

Музыкальная Газета

	GOD LIVES UNDERWATER
	Empty
	1995
	63:33
	label: American Recordings http://american.recordings.com  http://nitrus.com 

God Lives Underwater is: Adam Kary, Andrew Mcgee, David Reilly and Jeff Turzo.

Жесткий гитарный современный панк-рок. С тщательно выверенным количеством агрессии. Прекрасно записан. Прикольные звуки. Пальчики оближешь.

	The GOD MACHINE
	Scenes From The Second Storey
	1993
	78:02
	Тяжелый гитарный панк-рок.   Хорошая студийная работа.

	GODSPEED YOU BLACK EMPEROR!
	Infinity Symbol (F#A#)
	1998
	63:09
	label: Kranky (Mute)
авангардно-психоделический проект; внутри трёх композиций этого диска чередуются амбиентные и драйвовые (авант-роковые) эпизоды

	GODSPEED YOU BLACK EMPEROR!
	Yanqui U.X.O.
	2002
	75:09
	label: cst 024

Mauro / Thierry / Efrim with: 

Rob Mazurek - Trumpet

Josh Abrams - String Bass

Matana Roberts - Clarinet

Geof Bradfield - Bass Clarinet

1. 09-15-00 - 16:27

2. 09-15-00 - 6:16

3. Rockets Fall on Rocket Falls - 20:42

4. Motherfucker=Redeemer - 21:22

5. Motherfucker=Redeemer - 10:10

	Heiner  GOEBBELS
	The Man in The Elevator
	
	42:46
	Heiner  Goebbels -- постоянный участник группы CASSIBER (см.)

Goebbels / Harth -- см. тж. в секции ‘Jazz’: VLADIMIR ESTRAGON; CREATIVE WORKS ORCHESTRA (Harth);

label: ECM

Based on a text by Heiner Muller

Arto Lindsay (см.) – v, g

Ernst Stutzner – v

Don Cherry (см. в 'Jazz') – v, tp, doussn' gouni

Fred Frith (см.) – g, b

Charles Hayward – d, metal

George Lewis (см. в 'Jazz') – trb

Ned Rothenberg (см. в 'Jazz') - s, bass cl

Heiner Goebbels – p, synth, progr.

Experimental composer and director Heiner Goebbels was born in Neustadt, Germany, on August 17, 1952, relocating to the Frankfurt area at age 20 to study music and sociology. He first achieved notoriety in 1976 upon premiering a number of works, including "Rote Sonne," "Circa," and "Improvisations on Themes by Hanns Eisler," most performed in conjunction with the Sogenanntes Linksradikales Blasorchester. Concurrently, Goebbels also collaborated with Alfred Harth and beginning in 1982, he served as a member of the longstanding art rock trio Cassiber. He further expanded his growing oeuvre with a series of theatrical, film, and ballet scores and during the mid-'80s began writing and directing audio plays of his own, seeking his initial inspiration in the texts of Heiner Mueller. Beginning in 1988, Goebbels also turned to authoring chamber music with the Ensemble Modern, and in 1994 completed "Surrogate Cities," his first major composition for symphony orchestra. His recordings for ECM include La Jalousie/Red Run/Herakles 2/Befreiung, the Edgar Allen Poe-inspired SHADOW/Landscape with Argonauts, Der Mann im Fahrstuhl, and Ou Bien le Débarquement Désastreux.

Der Mann im Fahrstahl
1. In Einem Alten Fahrstahl

2. Es Geht Um Einen Auftrag

3. Funf Minuten Vor Der Zeit

4. Drei Stufen Auf Einmal

5. No Taboleiro de Bahiana

6. Ein Schneller Blick Auf Die Uhr

7. Allein Im Fahrstuhl

8. Wilde Spekulationen

9. Der Chef

10. Sein Selbstmord

11. Fita Nos Meus Olhos

12. Ich Verlasse Den Fahrstuhl

13. Ohne Auftrag

14. Mitleid in Peru

15. Trockener Schlamm Mit Fahrspuren

16. Heimweh Nach Dem Fahrstuhl

17. Kalter Schweiss

18. Etwas Wie Heiterkeit

19. Diese Frau Ist Die Frau Eines Mannes

20. Auf Einem Gasoberwachsenen Bahndamn

21. Worin Besteht Mein Verbrechen

	Heiner  GOEBBELS
	Heiner GOEBBELS &   Alfred 23 HARTH:

“Goebbels Heart”
	1981
	75:49
	label: Eva Records (Tokio)

Heiner Goebbels [p, k, cembalo, organ, harmonium, s s, cello, chinese violin, g, bouzuki, b, perc, etc.]; Alfred 23 Harth [s-s, cl, b cl, tb, tp, perc, etc.]; Dagmar Krause (см.) [voc]. 

	Heiner  GOEBBELS
	Live A Victoriaville
	1987
	54:06
	label: Victo (Canada) 1993

Heiner Goebbels [p, synth, cl, anches, t s, violon chinois, perc, v]; Alfred 23 Harth [s&t s, bass cl, anches, trb, cl, tp].

That night, the duo of keyboardist Heiner Goebbels and reedman Alfred Harth offered what turned to be a "New Music Burlesque" adaptations of Harms Eisler songs (Ballad Of The Rotten jacket and The Durable Grey Goose) incorporating squeals, phrase fragmentation and ellipsis, music hall rhythms, toys, march anthems, slapstick, rubber hoses and an entire Chinese orchestra on tape. GREAT FUN. STRONG MUSIC.

-- ART LANGE, Down Beat 

Stylistically varied and visually fascinating, the duo of Alfred Harth and Heiner Goebbels was enthusiastically received at last year's Festival International de Musique Actuelle de Victoriaville. Well-Known in new music circles in Germany, both musicians drew in the crowd from the first downbeat. As an encore, they have played a stunning arrangment for two tenor saxophones of Jean-Philippe Rameau, "Le Rappel des Oiseaux". From start to finish, a high point of the festival.

-- MARC CHENARD, Jazz Podium

	Heiner  GOEBBELS
	Heiner GOEBBELS  /

ENSEMBLE MODERN
	1993
	65:49
	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"

	Heiner  GOEBBELS
	“Shadow” / “Landscape With Argonauts”
	1993 
	51:56
	label: ECM

H. Goebbels [k, accordion]; C. Govetas [cl, chumbush, gardon]; R. Lussier (см.) [g]; C. Hayward [d, tipan, perc]; Sussan Deihim (см.) [voc].    Words by Edgar Allan Poe and Heiner Muller

	Heiner  GOEBBELS
	Surrogate Cities
	2000
	70:10
	label: ECM   www.ecmrecords.com 

Rec. 1996, 1999;  Mix 1999.

"Surrogate Cities" is an attempt to approach the phenomenon of the city from various sides, to tell stories of cities, expose oneself to them, observe them: it is material about metropolises that has accumulated over the course of time. The work was inspired partly by texts, but also by drawings, structures and sounds, the juxtaposition of orchestra and sampler playing a considerable role because of the latter's ability to store sounds and noises ordinarily alien to or​chestral sonorities. The associations I have are with a realistic, certainly contra​dictory, but ultimately positive image of the modern city. My intention was not to produce a close-up but to try and read the city as a text and then to translate something of its mechanics and architecture into music. ...

When it comes to the power dynamics of the city, the individual is always the more vulnerable party. Art rebels against this overpowering structure by strengthening the subjective element. Music, too, is composed from a highly subjective perspective, for composers usually justify what they write by saying that they "need to get it out of their system ". That is only partly true for me. I try to gain a bit more distance: I construct something that confronts the audience, and the audience reacts to it, discovering in the music a space they can enter complete with their associations and ideas.

----- From a conversation  with Heiner Goebbels
1-10       Suite for Sampler and Orchestra:

Chaconne / Kantorloops   6:15

Allemande / Les ruines  3:36

Gigue   3:21

Sarabande / N-touch   2:13

Bourree / Wildcard   1:29

Passacaglia   2:10

Courante
   3:58

Menuett / L'ingenieur   4:04

Gavotte / N-touch Remix   1:11

Air / Compression
2:28

featuring samples of:

Joseph Schmidt, Ben Zion Kapov-Kagan, David Moshe Steinberg,Yehoshua Wieder, Gershon Sirota und Samuel Vigoda (1) 

David Moss Dense Band (2,6,7) 

Third Person (3,8) 

Entouch (4,9) 

Otomo Yoshihide (5,8) 

Karl Biscuit (8) 

Xavier Garcia (10). a.o.

11-13  The Horatian - Three Songs

words by Heiner Muller

Rome and Alba
427

So that the Blood dropped to the Earth   6:34

Dwell where the Dogs dwell
 5:17

Jocelyn B. Smith vocal

14  D&C    11:35
for orchestra

15  Surrogate      6:10 

words by Hugo Hamilton

David Moss vocal

16  In the Country of Last Things  5:14

words by Paul Auster

Jocelyn B. Smith, David Moss vocals

Junge Deutsche Philharmonic, Peter Rundel conductor

Did he walk through unfamiliar districts? Some man, in passing, bumped against his shoulder in a crowded street. Was it yesterday? Today? Where was it? It must have been far from his room. He walked by couples embracing like young trees that take root in the sky and are laden with stars. He passed a woman who asked him... He did not answer her. He had not heard what she said. He had only heard sounds. He had not even seen her. Had he really passed her? He heard noises... noises. He walked through red lights, through green lights. He followed, lost, came back to, followed the street lamps. He caught bits of conversation, forgot them, remembered them again together with an idea, a thought, a project. He walked. He is walking. He does not want to go back home. He does not have the courage. He follows the current. To find his room he would have to make an effort, remem​ber, take a direction, find out the time and where he was. He does not have the energy. He drifts.

---- Edmond Jabes: The Book of Questions

For he had scarcely crossed the threshold on his way out, when the banqueting hall fell upon the heads of the guests and wrought such havoc among them that the relatives of the dead who came to seek the bodies for burial were unable to distinguish not merely the faces but even the limbs of the dead. Then it is said, Simonides, who remembered the order in which the guests had been sitting, succeeded in restoring to each man his own dead.

----- Quintilian: Institutio Oratoria

Suite for Sampler and Orchestra

The perspective of the Sampler Suite is the vertical section of the city: we are offered a look underground, at the sewers, the inner workings of the city, at urban history, at what lies buried beneath the surface, at ruins that reveal glimp​ses of history -- like the Scarlatti quotation in the Allemande or a chorale evo​cative of the Baroque in the Gigue. As digital memory, the sampler is an ideal vehicle for human memory. It brings us the sounds of cities such as Berlin, New York, Tokyo or St. Petersburg: industrial noise (or what might be taken for it -- the sounds produced when music is electronically transformed), subcultural "noise" and the sounds of history -- like the scratchy recordings from the 1920s and '30s in the Chaconne, which preserve the memory of the Jewish cantonal tradition, a vocal culture that has long ceased to be accessible in this form.

The Horatian --Three Songs

The material is ancient, passed down to us by Livy and the subject of numerous plays (from Corneille to Brecht) and operas (from Cimarosa to Mercadante): a civil-war-like conflict between two neighbouring cities, with battle to be done by two men on their behalf, to keep the losses at a minimum. Although they are related (one is engaged to the other's sister), when one of the Horatii, re​presenting Rome, defeats the Curiatius, fighting for Alba. he does not spare his life and hopes to be rewarded for it at home by a triumphal reception. When his sister bursts into tears instead, he slays her. Now Rome has two men in one: a victor and a murderer. How is he to be dealt with? That is the principal question of Heiner Muller's adaptation.

D&C

D & C for large orchestra is an acoustic edifice: not an illustratively animated portrait of a city but its very structural backbone: corners, pillars, walls, facades. Though no specific architectonic images or particular cities are invoked, similarities are not coincidental, for instance to the five final fist-blows that will ultimately destroy the city in Kafka's story "The City Coat Of Arms", which open D&C and repeatedly cut swathes through the images. 

From a compositional standpoint, the various parts of the work are developed as variants on the pitches of D and C.

“All the legends and songs that came to birth in that city are filled with longing for a prophesied day when the city would be destroyed by five successive blows from a gigantic fist. It is for that reason too that the city has closed fist on its coat of arms.”

----- Franz Kafka: The City Coat of Arms

Surrogate

She has been running. What for?... What makes a young woman run? During the day? In the city? ... It makes you look like you're late. Forgotten something. Like you need to get to a bank, or a doctor or an attorney. Like you don't own a car. Dream a lot over breakfast. Say little. ...It makes you look like you've been tricked. ... It makes you look like you've just been attacked. Like you've just escaped from the East. ... Like you've had a taste of freedom. Like you've seen something that made you turn back. Like you once had an idea what you wanted most. Running makes you look like you've lost something. Or stolen something. Or said something. Told lies. ... It makes you look like you know something that nobody else does. Like you once had an idea of what you wanted most. ... And running makes you look like like you're new. ... Running in the street makes you look like you don't belong. Like you're unemployed. Un-German. Surrogate.

---- Hugo Hamilton: Surrogate City

In the Country of Last Things

These are the last things, she wrote. One by one they disappear and never come back. I can tell you of the ones I have seen, of the ones that are no more, but I doubt, there will be time. It is all happening too fast now. ...These are the last things. A house is there one day, and the next day it is gone. A street you walked down yesterday is no longer there today. ...When you live in the city, you learn to take nothing for granted. Close your eyes for a moment, turn around to look at something else and the thing that was before you is suddenly gone. Nothing lasts, you see. ...Once a thing is gone, that is the end of it. ...That is what the city does to you. It turns your thoughts inside out. It makes you want to live and at the same time it tries to take your life away from you. There is no escape from this. Either you do or you don't. And if you do, you can't be sure of doing it the next time. And if you don't, you never will again.

---- Paul Auster: In the Country of Last Things

“Play” рекомендует:

Немецкий композитор и мультиинструменталист Хейнер Геббельс (в основном, клавишные и саксо​фон) — ещё и театральный режиссёр. Геббельс — вечный альтернативщик. Для „Recommended Records", фирмы основателя независимой музы​ки Криса Катлера, он был слишком джазовым, для джазистов — чересчур политически ангажирован​ным. Кажется, полное взаимопонимание у него бы​ло только с продолжателем театра Брехта — Хай-нером Мюллером, которому он поставлял музы​ку. После смерти Мюллера он сам поставил спек​такль „Хаширигаки" по Гертруде Стайн (и даже привозил его на Московскую Театральную Олим​пиаду). Причём опять —в альтернативном духе — не стал сам сочинять музыку, а составил саундтрек... из записей группы Beach Boys. Даже получив в 1994 году престижный заказ от штутгартского «Ансамбля Модерн», Геббельс сочинил, среди прочего, сюиту для сэмплера. Формы барочных танцев — менуэты и сарабанды — наполнены го​лосами еврейских канторов и японских ди-джеев в сопровождении симфонического оркестра («Молодая немецкая филармония» под руково​дством Петера Рунделя). Сюита открывает очеред​ной проект Геббельса для ЕСМ — «Эрзац-горо​да». Здесь и вокальный цикл «The Horatian» на текст притчи Хайнера Мюллера (в исполнении со​прано Джослин Б. Смит), и джазовый рэп «Surrogate» (Дэйвид Мосс с оркестром), и симфо​ническая поэма «D&C» с эпиграфом из Кафки, и мелодекламация Мосса с вокализом той же Смит. Каждый номер «Эрзац-городов» в отдельности, мо​жет, и не шедевр, однако же редко когда такая музы​ка может заинтересовать всех и каждого. В первую очередь, тех, кто уже знает, как Пьер Булез и «Ан​самбль Модерн» играют Фрэнка Заппу.

	Heiner  GOEBBELS
	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

	The GOLDEN PALOMINOS
	“The Golden Palominos” 1983 /      “Visions Of Excess” 1985
	
	73:50
	label: Mau Mau (Demon) (England), 1992

Лидер группы -  Anton Fier [Material, Lounge Lizards, Laurie Anderson, Love And Rockets - (см. все) и др.], with: Bill Laswell (см.), John Zorn (см.), Arto Lindsey (см.), Fred Frith (см.), David Moss (см.), Henry Kaiser (см.), Carla Bley (см. в ‘Jazz’), John Lydon, Michael Stipe, Richard Thompson, a.o.

Тот же звёздный состав см.: С. BLEY & P. HAINES "Escalator Over The Hill" 1971

	Daniel GOODE
	Clarinet Songs
	1993
	75:30
	minimal music
Daniel GOODE – см. тж.: Anton ROVNER presents; тж. с: GAMELAN SON OF LION;

label: Experimental Intermedia Foundation (New York) 

D.G. – clarinet (solo)

Музыка этого автора – изобретательный гипонотический минимализм. Завораживает. Так, наверное, заклинают змей (змей-маргиналов?). Подобная музыка – см. Pauline Oliveros, Piero Milesi.

Born in New York, composer and clarinetist Daniel Goode studied philosophy and then music with Henry Cowell, Otto Luening, Pauline Oliveros (см.) and Kenneth Gaburo. Director of the Electronic Music Studio of Rutgers University, and co-director of the DownTown Ensemble, which he co-founded in New York in 1983, he has also been a performer and composer with the ensemble Gamelan Son of Lion since 1976. His music has been performed worldwide and most recently, he was represented in the 1991, 1992 and 1996 Bang On a Can festivals, and at the 1994 Pfeifen im Walde festwal in Berlin. His works are published by Theodore Presser and Frog Peak Music, and are recorded on the Folkways, Opus One and XI labels.

Daniel Goode taught himself circular breathing (an ancient as well as modern technique) in 1969 while studying experimental music in San Diego. He composed Circular Thoughts for unaccompanied clarinet around 1974 and performed it at the Kitchen Center in New York where it gained critical acclaim. Another solo clarinet piece from the same time, Phrases of the Hermit Thrush , is a note-for-note transcription of a song of the Hermit Thrush recorded in Nova Scotia. This found its way into an orchestra piece with clarinet solo as well as into a collage of thrush songs and Cape Breton fiddle music, Five Thrushes – Two Fiddles and Piano, performed at the Kitchen in 1978. Clarinet Songs was premiered in the US in 1979 and shortly afterwards in Europe.

Clarinet Songs was recorded in many different spaces, both recording studios and live performances, occasionally in a room in a house or a church.

Clarinet Songs is an evening-length suite for solo clarinet which I began in 1979, and reached its current form in 1991. It is a culmination of all my creative work with clarinet starting from the twenty minute solo, Circular Thoughts. The suite is made up of a series of individual pieces, "songs without words" if you will, which are of durations anywhere from about a minute to about ten minutes. Each is a sound world of its own, based on some unique material, perhaps a specific technical, poetic or sonic idea, and some synthesis of these. Most use circular breathing for continuity, and no electronic devices are used to process the sound. In perfor​mance I did use, occasionally, one kind of presentation in which the performance—at Real Art Ways, for example—was acoustic in one room while piped to speakers in an adjoining room, with the audience encouraged to move to either room during the performance. The only rem​nant of this on the recording is that I am using some performance tapes where the clarinet has an unusual ambient sound because of the space or placement of the recording microphones.

I have performed the work widely since 1979 throughout the United States and Eastern and Western Europe. Recordings from several of these performances were chosen for this CD.

These pieces are not notated in any traditional form, but they are fixed in both formal ways and in many, if not most, details. Some expansion or contraction, some permutation of the material, does often take place in various performances. Many developed and changed over the months and years, some were dropped from the suite, new ones were added. I kept track of ail the changes in a diaristic kind of notebook with entries for each practice session. There are four volumes in this diary so far, and I continue to make entries in preparing each new performance.

Most pieces in the suite make much use of alternate fingerings which produce "non-tem​pered" intervals with unusual, striking timbres. Often the genesis of a piece was in these dis​coveries which were then honed and shaped. Environmental sounds (Stream Flow...), gamelan music (Eine Kleine), the acoustics of the clarinet (Square Wave Walk—played while slowly whirling), mathematics (Six Fractal Fingers—an impression or imitation of fractal order), en pleine air playing (Reveille..., Long Distance) are some of the influences and images which guided me. In Clarinet Baby I revived a youthful prank of putting the mouthpiece into the lower joint of the clarinet. This, I noticed as an adult and composer, became a whole new, hybrid timbre made up of the two lowest registers of the instrument. I play this piece with the right hand, the left used only for a few articulations and for a strange hand-over-bell sound. This hand, when slowly removed, causes discrete jumps of pitch as the tube suddenly switches its mode of vibration. The point of all these technical and sonic discoveries is that they inspired me to look for the "right" composition to honor their special beauties. About some of the other songs I should add:

Whittling has a drone which seems to be continuous, but is actually interrupted by fingerings which alternate very quickly with the drone. Improvisation on these fingerings over the drone is like the strokes of the knife whittling a stick—the stick is the armature, controlling the knife's possibilities.

Slendro Drum is made with the left hand and right hand fingerings phasing with each other. One of these hands makes the pentatonic scale, reminiscent of the Indonesian Slendro scale. The tonguing of the resulting "notes" has a drum-like resonance, spiritually relating the piece to a "walk​ing bass" and also to some kinds of African drumming.

Clarinet Drum is played without blowing, fingers drumming on the clarinet's tube. In perfor​mance, I moved through the audience, putting either end of the clarinet to people's ears. A rhythm with variations forms the material of the piece.

Slendro is an unabashed homage to the Indonesian pentatonic scale of that name, tuned here in Western intervals. The scale is repeated but always accelerating or retarding gradually (adapting a sensuous Javanese technique), played in a resonant space which reinforces the sound.

Square Wave Walk plays on the "square wave" which is the clarinet's acoustic signature— every odd-numbered partial (harmonic) is emphasized.

Stream Flow with Irregularities was the first clarinet song, originally a trill, it became inflected with multiple fingerings. I was listening to a stream behind my house and noticed it was always changing, yet always the same. Occasionally a pop or plop would be dramatically new, yet... occur again a little later. This influenced the texture and development of the piece. But finally, it is those clarinet fingerings which prevail.

Clarinet Baby in this 1991 performance has some vocal remarks: the word "gong" is hoarsely uttered at the end of phrases which have gamelan-like melodic references.

Clarinet Trumpet is played without the mouthpiece. In live performances like this one, I move about, pointing the instrument in various directions, reinforcing the dramatically differ​ent sound qualities. I make improvisational physical gestures, including in this performance, pressing the clarinet bell to the surface of a drum, which creates a low, muffled sound during the middle of the piece.

#2 was the second Clarinet Song to be composed in 1979.

There is nothing sacrosanct about the order of the pieces. Listeners may enjoy choosing tracks in any order.

Дэниел Гуд живет в Нью-Йорке, преподает в университете Ратгерс и ведет камерный ансамбль, исполняющий экспериментальную музыку. Он один из самых ярких представителей экспериментального течения в американской музыке, которое появилось в 50-х годах. Возникновение новой музыки в Америке, как вы знаете, было связано с новаторскими концепциями и творчеством композитора Джона Кейджа.

Эта музыка в конце 60-х и начале 70-х годов — во времена, когда Гуд начал свою творческую деятельность, — достигла своего зенита. В ней отбрасываются все традиционные формальные элементы, которые в том или ином ввде присутствуют во всякой традиционной классической и даже авангардной музыке и достигается полное раскрепощение музыки, погружение в чистое свободное звуко-тембральное простран​ство. Это часто определяется различного рода заумными концепция​ми, которые порой выходят далеко за пределы музыкальных.

Тем не менее, в этой музыке присутствуют различного рода со​стояния, и она также может выражать пласты философских идей. Во-первых, сам Джон Кейдж был последователем философии И Цзин, следы чего мы легко можем обнаружить в его музыке. Во-вторых, на него безусловно повлияла восточная эстетика застывшего пространства и пребывания в одном незыблемом состоянии, в основ​ном имея в виду состояние блаженного покоя, никак не отягощён​ного бурями и натисками смятенного европейского духа, ни раци​ональным интеллектуализмом, которые, так или иначе, неиз​бежно присутствуют в любой музыке, где существует музыкальное развитие в классическо-романтическом смысле. Особенно наглядно это выглядит в музыкальной эстетике Бетховена, или в том, что при​нято ассоциировать с его эстетикой.

Естественно, что художественный результат у композиторов, ставивших себе такие задачи, может быть хорошим или плохим, талантливым или бездарным, выполненным со вкусом или безвкусно, в зависимости от мастерства, вкуса и умения композитора. Но тем не менее, сам принцип очень интересен и богат широкими возможностями своих воплощений.

Сочинение Гуда вполне укладывается в принцип, родствен​ный с восточной эстетикой. В этом сочинении поставлены интерес​ные музыкальные технические задачи, вполне представляющие по​иски экспериментального направления американской музыки. В нём произведён монтаж реальных звуков, записанных на природе: звук реки, птичье пение. Запись была сделана в деревне, где отдыхал автор.

Сначала это музыкальное произведение строится целиком из продолжительного монтажа этих записей, чем создается состояние медленного, созерцательного пребывания в безмятежном покое. По​степенно эти звуки увеличиваются по количеству и громкости, что можно определить как своего рода постепенное музыкальное раз​витие. Затем, ближе к кульминации, вводятся более абстрактные электронные звуки, созданные электронными приборами в виде ба​лансирующего фактора.

Здесь совершенно переворачивается принцип написания му​зыки, присутствующий в большинстве сочинений классической и авангардной современной музыки — включая сюда и электронную. Обыч​но создается сочинение, использующее абстрактные звуки, будь то игра на инструменте или электронные звуки. Если же используются записанные реальные звуки, то они применяются в отдельных случаях как приправа к абстрактным звукам. Здесь же сочинение написа​но совершенно противоположным образом – в нём главенствуют реальные звуки, а электронные звучания внедряются как дополне​ние в некоторых местах. [...]

Антон Ровнер, «Музыка и состояния», 1999

	Daniel GOODE
	Tunnel – Funnel
	1998
	42:57
	label: Tzadik (New York)

"A burst of energy at the mouth of a tunnel becomes compressed into a miniature world within the confines of a funnel."

Scored for the intriguing ensemble of three flutes, four trombones, four strings and two percussion. Tunnel-Funnel is one of Daniel Goode's most ambitious and exhilarating works. 

Coupled with the hyp​notic cascades of Fiddle Studies, a recollection in tranquility inspired by the austere and ecstatic folk music of Nova Scotia. This is charming and original music to be enjoyed time and time again.

1. TUNNEL - FUNNEL (1985) 34:12

The Crosstown Ensemble with Eric Grunin conducting
flute, alto flute, piccolo -- DIANE TAUBLIEB 

flute, alto flute -- GEN SHINKAI, PAULA LANDRY 

flute, alto flute, bass flute -- PAMELA SKLAR 

trombone -- MICHAEL SELTZER, THOMAS HUTCHINSON, GEORGE HOYT, JONATHAN CREENBERG

percussion -- JAMES PUGLIESE 

piano -- KATHY SUPOVE 

violin – GREGOR KTTZIS, TOM CHIU 

viola -- LIUH-WEN TING 

cello -- MATT GOEKE 

bass -- JAY ELFENBEIN
2. FIDDLE STUDIES (1981) 8:45

flute -- PETER STANDAART 

oboe -- LIBBY VAN CLEVE 

soprano saxophone -- RICHARD COHEN 

clarinet -- RONALD KRENTZMAN

Compositions by Daniel Goode

Listening to Tunnel-Funnel: You step off onto a moving platform. It runs at a different rate from your metabolism, determining what you perceive. You're attracted—even seduced—by this new motion, and by the passing scene. Each new object is pulled into your adopted pulsation-world.

Trains and tunnels have been part of my dream life and fantasy life. An early childhood dream was of a miniature train system that ran in a tunnel within the wall beside by bed: a little door opened to it. I would open the door (in my dream) to see that all was running. I understood that I was not necessary for its continuous operation: it has a life of its own! A funnel is a tunnel seen in perspective, and it's a focussing device. When reversed it's a tele​scope which magnifies, putting a more generous space around each thing magnified. I'm traveling and looking (listening.) Once you really get going like this, things can thin out and yet leave you just as excited as would a rapid accumulation of events. This motion-medita​tion is exhilarating. I listen to many kinds of music in this frame of mind. And I've composed a piece that gives me what I often want from music in general.

The image behind my title is of a burst of energy at the mouth of the tunnel which becomes compressed into a miniature world within the confines of the 'funnel.' Towards the end one perceives the same level of energy and variety as in the large scale once one adjusts to the change of dimension: You could call this change of state 'the light at the end of the funnel.' In fact the piece, though it ends after about 35 minutes clearly hints that this ending is arbitrary, that its trajectory continues silently, inexorably.

I had recently returned to New York. It was 1971 or '72. I heard from an apartment eleven floors up the sound of—what? I hadn't been in the city for an extended length of time in years. It turned out to be an ambulance siren. It's the first three different pitches in Tunnel-Funnel. It was around then that the idea occurred to me of a network made from these notes, actually a whole phrase. But I put it aside for other compositions. The piece eventually grew out of two ideas: the descending harmonic progression which this phrase makes, and its expansion by two eighths at each descent. I drew this on music paper as a dense network out of which much material was extracted and ordered. (Actually, the beginning of the whole piece was written last as an extended prelude.) One process was to make a single melody out of the lowest sounding note at each instant in the expanding matrix; another was to extract the highest sounding notes, another was a kind of 'cross-hatching' cutting obliquely through the texture. Another: a recurring 'chorale' or chord progression made from this texture at a slow tempo. But all of this was incidental to the somewhat messy, intuitive, constant elaboration that occupied me from about 1982 through 1985. A penciled full scor was finished then. Sometime in '82 or '83 I had a discussion with a friend about whether Tunnel-Funnel should be for orchestra or for chamber ensemble. He convinced me not to take on the alienated world of orchestral politics. This freed me to think about exactly the right instrumentation for the piece. In 1986/7 I used a computer music notation system to make the final score, extract the parts and, via an interface to digital synthesizers, make electronic demo tapes. This all took a long time, with many other pieces coming and goin in between,

"It works down to the funnel...and nothing gets out—i.e., like a black hole, nothing escapes — the micro takes over from the macro —the ear is led..."         -- June 9th, 1982

"DISSONANCE-CONSONANCE makes no difference: wave-forms can be made of  both or either."  -- August 2, 1983 

"In order for what is 'hidden' to perception to live and really function, it must be buried within what is perceptible as order, pattern,.. etc."                 -- June 29, 1982

A brief roadmap: The panoramic introduction ends when the trombones begin their strid​ing, even quarter-note overlappings (the 'bass-line melody' mentioned above). Flutes coa​lesce around the first of several 'chorale' statements, trombones join it (all the time a steady acceleration), then strings and flutes surround the slower moving 'cross-hatching' melody, with gamelan gong-type punctuations marking the expanding phrases lengths. Brief pause. 'Frozen tunnel': overlapping chords from the main texture. Slower tempo: the ensemble breaks into smaller groups, expansion of the performance space accompanied by lighting change, coalescing back, and into a 4-trombone call-and-response riff suggested by the ambulance-melody accompanied by the original descending harmonic progression, slowing down into the long (endless) 'light at the end of the funnel,' punctuated by gamelan-style gonging once more... some new shards flicker...     – 1988-97

Fiddle Studies, composed in 1981, is an outgrowth of my work with traditional Scotch-Canadian fiddlers from Cape Breton, Nova Scotia. I had performed with them and used their tunes and austere ecstatic playing styles in several of my pieces between 1974 and 1982. This one is a kind of recollection-in-tranquility of all that. My own interest in hypnotic cascades of sound makes an environment in which one tune, the "John Morrison Reel" comes to live near the end of the piece.

	Peter  GORDON
	Leningrad Xpress
	1990
	58:30
	Peter  GORDON -- см. тж. в: AI CONFINI – INTERZONE
label: New Tone

Rec. in NY.

Peter Gordon [baritone&tenor&soprano&sopranino sax, Eb clarinet, hammond, k]; Mark Dresser (см.), Sirone [double bass]; Peter Ecklund, Nelson Bogart [tp]; Lenny Pickett [contrabass, sarrusophone, tenor sarrusophone, bass sax, a fl, piccolo, sax-oboe, cl]; Grady Tate [d]; Kenny Kosek [violin]; Bill Ruyle [tabla, dumbek, guiro, cavaquinho]; Ned Sublette [g, banjo]; Peter Zummo [trb]; Mustafa Ahmed [congas]; ‘Blue’ Gene Tyranny [p]; David Van Tieghem [vibes, cymbals, marimba, timpani]; Mieczyslaw Litwinski [hurdy-gurdy, whistling, jaw harp, v]; Peter Zummo [euphonium]; Jan Tilman Schade, Ron Robboy [cello].

Авангард с элементами и импровизационной музыки, и академической (типа «Истории Солдата» Стравинского).

	Michael  GORDON
	Weather
	1999
	62:50
	Michael  GORDON -- см. тж. c BANG ON A CAN; тж. 'Yo Shakespeare' в исполнении ICEBREAKER “Industry”).

label: Nonesuch

Performed by Ensemble Resonanz (9 violins, 3 violas, 3 cellos, 1 bass),  conducted by Evan Ziporyn (см. тж. с: BANG  ON  A  CAN).

Rhythm programming and sound design: Henry Jackman.

Mastered at Abbey Road Studios, London.

Weather was conceived with Elliot Caplan over a period of one minute on the train from Munich to Hamburg in the dead of winter. Elliot took a napkin and drew a picture of an orchestra straight up in the air. I looked at it, and it looked terrifying, undoable. How could an orchestra play like that?

A vertical orchestra turned out to be perfect for Weather. The elevator goes up to eight, where you find Vivaldi, then down to four, where there's a fuzz box, back up to nine for some intense down bows, and back to two for samples of sirens. For those who think the history of art is in some way ordered, please consider the weather: a seemingly random, chaotic, uncontrollable force.

Rehearsals with Ensemble Resonanz were more similar to working with a band of angels than a group of classical string players. At the end of rehearsal, they would simulate the vertical configuration by turning around, facing the wall, and playing again. When they finally got up on the scaffolding, they were surrounded by video monitors, screens, speakers, wires, microphones, and Elliot's stunning images.

This recording was made at the end of the tour. I wanted the sound and directness that you hear on pop recordings, and I wanted the freedom to play with Weather in the studio. What you have is the result: a classical string ensemble recorded in a pop studio, then treated with all that modern technology has to offer.

—Michael Gordon New York, 1999

	Henryk Mikolaj GORECKI – см. в 'Classics' 
	
	
	
	

	Steve  GORN / 

Tony LEVIN / 

Jerry MAROTTA
	From The Caves of The Iron Mountain
	1997
	50:33
	см.тж.с: KING CRIMSON

Steve  GORN [East Indian flutes, reeds]; Tony LEVIN [Chapman stick, basses]; Jerry MAROTTA [Toas drums, perc].

Сверх-навороченый прогрессив. Есть ещё порох в пороховницах!

	Annie  GOSFIELD
	Burnt Ivory And Loose Wires
	1998
	41:03
	Annie  GOSFIELD – см. тж. с: Samm  BENNETT;
label: Tzadik

email AGosfield@aol.com 
Annie Gosfield [k, sampling]; Roger Kleier [el g]; Jim Pugliese [perc]; Christine Bard [d, perc]; Ted Mook [cello]; ROVA: Bruce Ackley [s s]; Steve Adams [a s]; Larry Ochs [t s]; Jon Raskin [bar s]. Produced by A.G. & John Zorn

The sounds of a percussion factory, a destroyed piano and an abandoned guitar are twisted into sophisticated compo​sitions incorporating tuned and detuned instruments, traditional and non-traditional techniques, composition and improvisation.

Also included is an exciting premiere for the Rova sax quartet and one of the best solo sampler pieces you're ever likely to hear.

Influenced by Harry Partch, Sun Ra, old nickelodeons and player pianos, Annie Gosfiefd presents us with a new view of microtonal music.

"The title Burnt Ivory and Loose Wires was inspired by the image of a ruined piano and slack strings. This group of pieces emphasizes altered and detuned instruments: piano sounds have been prepared, sampled, detuned and manipulated, stringed instruments have been retuned, and saxophones slide to micro-intervals. The work uses both traditional and non-traditional techniques: detuned instruments are contrasted with equal-tempered instruments, and notated scores incorporate improvisation. Although digital sampling is used extensively, everything was performed live (no sequencers) and most of the pieces were recorded live without overdubs.

My fascination with detuned sounds started when I was 14 on a riverboat in New Orleans; the sheer power of a wildly out of tune calliope blasting out Basin Street Blues and Way Down Yonder in New Orleans gave those old standards a new life for me. The same can be said for a brass band in Oaxaca, and for a guitarist named Wichita picking an out of tune version of Wildwood Flower at the Johnny Mack Brown High School, tempering sentimental cliches with a richness only achieved by beating pitches and wild card tunings.

The pieces that incorporate detuned instruments use scales and tunings composed more by ear and random elements than strict microtonal systems. Generally, in the case of acoustic instru​ments, the tuning has a life of its own and each individual instruments 'calamitonality' will become more pronounced by the end of the piece." -- A. G.

	Annie  GOSFIELD
	Lost Signals And Drifting Satellites
	2004
	46:31
	label: Tzadik

Annie Gosfield: Composer, Prepared Piano 

Joan Jeanrenaud: Cello 

George Kentros: Violin

Flux String Quartet:

Tom Chiu: Violin 

Dave Eggar: Cello 

Conrad Harris: Violin 

Max Mandel: Viola

1. Lightheaded and Heavyhearted 

2. Lost Signals and Drifting Satellites 

3. Mentryville 

4. The Harmony of the Body-Machine

	GREAT JEWISH MUSIC:
	Serge GAINSBOURG
	1997
	76:38
	label: Tzadik

featuring: John Zorn [v]; Mike Patton [v, instruments]; Robin Holcomb [v]; Wayne Horvitz (см) [instruments]; Cyro Baptista (см.)[perc]; Marc Ribot (см) [v, g]; Ikue Mori [d]; Fred Frith (см) [v, instruments]; Anthony Coleman (см) [v, p]; Steve Beresford (см) [v, instruments]; John Medeski (см) [organ, v]; Shelley Hirsch [v]; Yoshida Tatsuya [v, d]; Sasaki Hisashi [b]; Doug Wieselman [eb cl]; J.D. Foster [b, organ]; Miho Hatori [v, el g]; Yuka Honda [d, v]; David Shea [instruments]; and oth.

1. LES AMOURS PERDUES 3:29 arr. by Elysian Fields

2. FORD MUSTANG 2:41 arr. by Mike Patton 

3. BONNIE AND CLYDE 5:08 arr. by Wayne Horvitz & Robin Holcomb 

4. LA-BAS C'EST NATUREL 5:40 arr. by Cyro Baptista 

5. 69 ANNEE EROTIQUE 4:17arr. by Kramer 

6. PAUVRE LOLA 2:49 arr. by Ikue Mori 

THE BALLAD OF MELODY NELSON 1:50 arr. by Fred Frith 

LES SUCETTES 2:44 arr. by Jon 

9. L'HOMME A TETE DE CHOU 3:18 arr. by Ruins 

10. CE MORTEL ENNUI 4:10 arr. by Anthony Coleman

UN POISON VIOLENT, C'EST CA L'AMOUR 5:05 featuring Ezster Balint 

11. INITIALS B.B. 3:48 arr. by David Shea 

12. SOUS LE SOLEIL EXACTEMENT 3:44 arr. by Eyvind Kang 

13. COULEUR CAFE 3:07 arr. by Steve Beresford 

14. LE CHANSON DE SLOGAN 3:47 arr. by Blonde Redhead 

15. CONTACT 2:20 arr. by John Zom 

16. JE TAIME, MOI NON PLUS 4:21 arr. by Cibo Matto 

17. INTOXICATED MAN 3:31 arr. by Medeski, Martin & Wood 

18. COMIC STRIP 1:59 arr. by Shelley Hirsch 

19. REQUIEM POUR UN CON 5:00 arr. by Franz Treichler 

20. BLACK TROMBONE 3:44 arr. by Marc Ribot

   Folowing on the enormous success of Tzadik’s Great Jewish Music series focuses on the songs of French composer Serge Gainsbourg. A superstar in France since the 1950’s, Gainsbourg is barely known outside of his native country.

   This unusual project is one that you will play again and again, discovering new delights with each and every listening.

  JOHN ZORN:  «Born to Russian-Jewish parents, Lucien Ginzburg was to become a sex symbol and superstar as serge gainsbourg, one of France's greatest singer-songwriters, whose music, lyrics and arrange​ments are among the most personal and eclectic in the history of French popular music. His contro​versial career spanned over forty years of incense creativity, with Cainsbourg restlessly shifting gears, growing, listening and learning, never standing still. Like many of the world’s greatest artists his career divides into several periods reflecting his changing musical obsessions: jazz, pop, rock, funk, reggae, techno... and yet his work consistently bears the mark of one man's peculiar vision. His eternal fixations: sex and its relation to love, death and alcohol.

Gainsbourg’s poetry styly combines his Jewish sense of humor with the French romantic tradition and the perverse twists inherited from Gerard de Nerval, Baudelaire, Genet, Bataille and Sade. Gainsbourg, too, was a master of the French language. He was also a natural musician who makes the impossible look easy. His deceptively simple vamps and ostinatos blend with subtle harmonic shadings and hypnotic rhythms that seem to change while remaining the same. His ear for sound and studio orchestration is uniquely unique. [...] It is my sincere hope that this compilation will introduce Gainsbourg’s music to a whole new audience, and serve as a tribute to the memory of one of the Twentieth Century’s greatest composers of popular songs. The genius of Serge Gainsbourg lives on in the music he has left for us. But, still we miss him.»

	GREAT JEWISH MUSIC:
	Burt BACHARACH

[2 CD set]
	1997
	42:16 44:26
	label: Tzadik

This first installment celebrates the genius of Burt Bacharach, an highly original and inspiring composer/arranger whose infectious and unforgettable songs explode the expectations of what a popular song is supposed tobe.

This incredible collection is essential listening for anybody interested in anything.

В Стокгольме вручены очередные премии Polar Prize, присуждающиеся за заслуги в области музыки, касающиеся новаций и расширения твор​ческих горизонтов. Традиционно каждый год призы получают двое му​зыкантов — классический и из области популярной музыки. Одним из них стал 72-летний композитор Берт Баккара (Burt Bacharach), один из столпов современной эстрадной му​зыки, автор таких шлягеров, как «I Say a Little Prayer» и «Raindrops Keep Fallin’ on My Head». Многие могли запомнить его по фильмам об Остине Пауэрсе (Austin Powers), где музыкант в эпизодах играл самого себя. 

Премии Polar Prize в $100 тыс. каждая вручил король Швеции Карл Густав XVI (Carl XVI Gustaf).

Associated Press, 2001
disc one 

1. CLOSE TO YOU 

vocals - ROBIN HOLCOMB / JULIE WOLF 

prepared piano - WAYNE HORVITZ 

guitars - TIMOTHY YOUNG
2. DONT GO BREAKING MY HEART 

guitar - MARC RIBOT 

keyboards - CHARLIE GIORDANO 

bass - GREG COHEN 

drums - CHRISTINE BARD
3. WIVES AND LOVERS 

trumpet - DAVE DOUGLAS
bass sax, piccolo, flute - SCOTT ROBINSON 

piano - URI CAINE 
4. WHO GETS THE GUY? / THIS GUY'S IN LOVE WITH YOU 

accordion – GUY KLUCEVSEK 
5. WALK ON BY

all instruments and vocals - KRAMER
6. PROMISES, PROMISES  

cello - ERIK FRIEDLANDER 

clarinet - CHRIS SPEED

bass clarinet - ANDREW D'ANGELO 

bass - DREW GRESS 
7. ALFIE   

drums - JOEY BARON
8. FREEFALL 

harps, organ – ZEENA PARKINS 

violin - SARA PARKINS

electric percussion - IKUE MORI 

9. DON'T GO BREAKING MY HEART 

guitar - MARC RIBOT 
10. TRAINS AND BOATS AND PLANES 

all instruments and vocals - FRED FRITH 
disc two

1. DO YOU KNOW THE WAY TO SAN JOSE

mellotron, organ, electric piano - JOHN MEDESKI 

bass - CHRIS WOOD 

drums - BILLY MARTIN 
2. THE MAN WHO SHOT LIBERTY VALANCE

all instruments - ELLIOTT SHARP 
3. I SAY A LITTLE PRAYER

piano - MARIE McAULIFFE 

bass - DAVID HOFSTRA 

drums - KEVIN NORTON 

flugelhorn - ROBERT HENKE 

tenor saxophone - CLARE DALY 

trombone - CHRIS WASHBURNE
percussion, hammered dulcimer - WILLIAM WINANT 

theremin – DAVID SLUSSER 

guitar - TREY SPRUANCE 

harmonica - MICHAEL PELOQUIN
5. I JUST DON'T KNOW WHAT TO DO WITH MYSELF

guitar, vocals - LLOYD COLE courtesy Rykodisc 

guitars - ROBERT QUINE
6. A HOUSE IS NOT A HOME

keyboards, trombone, vocals - ANTHONY COLEMAN 

clarinet – DOUG WIESELMAN 

percussion, trumpet - JIM PUGLIESE
7. THE LOOK OF LOVE

keyboards, vocals - YUKA HONDA courtesy Warner Bros. 

guitar, keyboards, drums, vocals - SEAN LENNON
8. WHATS NEW PUSSYCAT

vocals - SHELLEY HIRSCH 

keyboards, accordion - ANTHONY COLEMAN

trombone - JIM STALEY 

background vocals - JON HODGES & MAX LYANDVENT
9. WHAT THE WORLD NEEDS NOW IS LOVE

guitar - BILL FRISELL 
10. I TOOK MY STRENGTH FROM YOU (I HAD NONE)

erhu, acoustic and electric violins - EYVIND KANG 

bass, keyboard, drums, finger cymbals, alto recorder - MINT
All music by burt bacharach. All lyrics by hal david
All recordings produced by the artists themselves. All music recorded August-October 1996 

John Zorn - executive producer 

Kazunori Sugiyama & David Newgarden - associate producers

	GREAT JEWISH MUSIC:
	Marc Bolan
	1998
	69:14
	label: Tzadik

Named as a primary influence by seminal punk rockers like the Ramones and Johnny Lee Rotten, British glam –rock pioneer Marc Bolan (Mark Feld) and his group T. Rex forged a new music in the early 70’s confounding audiences and criticts alike with his mercurial style changes and wild experimentations. Bolan went back to the basics, bringing a primitive raunchy edge to his colorful cast of fantasy characters.

This compilations features a spectacular lineup of some of the most adventurous and creative of rockers around.

1. CHILDREN OF THE REVOLUTION 2:40 arr. by Arto Lindsay and Marc Ribot 

2. TELEGRAM SAM 4:27 arr. by Rebecca Moore 

3. GET IT ON 3:49 arr. by Kramer 

4. BUICK MacKANE 3:07 arr. by Melvins

5. GROOVE A LITTLE 4:13 arr. by Medeski, Martin & Wood

6. COSMIC DANCER 4:47 arr. by Lo Calluccio

7. CHARIOT CHOOGLE 1:51 arr. by Fantomas / Mike Patton

8. RIDE A WHITE SWAN 3:05 arr. by Tall Dwarfs

9. RIP-OFF 3:40 arr. by Chris Cochrane 

10. DEBORAAROBED 2:44 arr by Gary Lucas 

11. MAMBOSUN 3:51 arr. by Eszter Balint 

12. JEEPSTER 4:33 arr. by Vernon Reid 

13. LUNACY'S BACK 2:45 arr. by Danny Cohen

14. LIFE'S A GAS 4:ll  arr. by Elysian Fields 

15. WOULD I BE THE ONE 3:36 arr. by Sean Lennon & Yuka Honda 

16. LOVE CHARM 2:48 arr. by Cake Like 

17. SCENESCOF l:41 arr. by Trey Spruance 

18. 20TH CENTURY BOY 7:24 arr. by Buckethead 

19. ROMANY SOUP 3:54 arr. by Lloyd Cole

	John GREAVES
	John GREAVES,  Peter BLEGVAD,  Lisa HERMAN: “Kew. Rhone.”
	1977
	36:55 +
	multimedia CD

John Greaves (см. c: HENRY COW) [p, organ, b]; Peter Blegvad (см.: BLEGVAD; HENRY COW) [v, s, g]; Lisa Herman [v]; Carla Bley (см. в 'Jazz') [v, t s]; Mike Mantler (см.) [tp, trb]; Andrew Cyrille (см. в 'Jazz') [d, perc]; Michael Levine [vln, viola]; Vito Rendace [s, fl]; Boris Kinberg [clave]; April Lang, Dana Johnson [v].

Rec. at Grog Kill Studio, Woodstock, NY Oct. '76.

Bley, Mantler, Cyrille -- см. тж. с Carla BLEY в секции 'Jazz'.

	GREENFISH
	Perfume Light Singing Blue
	1998
	47:30
	impro/avant project

label: Tip Toe (enja)

Greenfish is: Alois Kott [b, p, arranging]; Lars Petzold [g]; Holger Zehrt [d, perc]; +

Indigo is: Heike Haushalter [vln]; Petra Stalz-Tombeil [vln]; Monika Malek [viola]; Gesa Hangen [cello]; Alois Kott [b].

	GREEN ROOM
	Trajectories (Live)
	1996
	71:18
	avant-experimental impro + noise (acoustic)

label: Leo

Chick Lyall - Steinway Grand Piano, Keyboards and sound synthesis, Bamboo Flute

David Baird - Chapman Stick, El Cello, Tapes, Voices, Rotalodien

David Garrett - Prepared Piano Frame, Prepared Dulcimer, Acoustic Percussion

Green Room is a trio of Scottish improvisers. Their music falls into that loosest of categories, "electro-acoustic," but aside from that faint appellation, the group is impossible to classify. Suffice it to say that they create formidable music. Green Room utilizes a variety of sound sources, including tape, prepared piano and dulcimer, digital (and perhaps analogue) synthesis, bamboo flute, and something called a rotalodien. The members display a familiarity with 20th century classical forms, including serialism and the electronic experiments of composers such as Stockhausen and Cage. One suspects a free jazz influence, but it's not particularly obvious; Green Room's wholly improvised music is ultimately non-idiomatic. The band has apparently been around a while, and the musicians do indeed exhibit a focus and shared vision that bespeaks a long-term creative commitment to one another. The improvisations are mostly direct and to the point; there's little aimless rambling. David Baird plays an especially expressive electric cello, and David Garrett's prepared dulcimer is an interesting and unusual voice. Chick Lyall's keyboard work is fine, as well, but, really, to single out any one of them for praise is silly; this is the consummate group enterprise. Certainly, working in Glasgow has done little to make them a more visible presence on the world's soapbox-sized free improv stage. Perhaps they should be more famous, but that can be said of hundreds if not thousands of artists. They make compelling art for art's sake, and that's something everyone should appreciate.

1. Trajectories 

2. Hieroglyph 

3. Biomorph 

4. Divertimento 

5. Flux II 

6. Arabesque 

7. Amazon 

8. Endgame

	Jeff GREINKE
	Timbral Planes
	1994
	48:10
	dark ambient (типа Steve Roach / Bill Laswell)

Originally released on Dossier Records, Germany, 1988.

Remixed 1993 (USA); edition: Linden Music

Composed, performed and produced by Jeff GREINKE (USA). 

	Guillermo GREGORIO -- см. в секции ‘Jazz’
	
	
	
	

	GROUND  ZERO
	Null & Void
	1995
	48:27
	GROUND  ZERO - см. тж. на CD: JAPANESE AVANT-GARDE; тж. см.: Otomo YOSHIHIDE; тж. см.: CASSIBER "Live in Tokyo" - remixed by GROUND ZERO;
avant-garde
label: Tzadik

Otomo Yoshihide (см.) [turntables, sampler, g]; Uemura Masahiro [d]; Uchihashi Kazuhisa [g]; Kimoto Kazuyoshi [b, vln]; Chino Syuichi [p, synth]; Hirose Junji [t/s sax].

	GROUND  ZERO
	Consume Red
	1997 
	57:02
	label: ReR

one-track recording

Ground Zero: Matsubara Sachiko [sampler]; Otomo Yoshihide (см.) [g]; Tanaka Yumiko [futozao shamisen]; Uemura Masahiro [d]; Yoshigaki Yasuhiro [d]; Kikuchi Naruyoshi [soprano s]; Nasuno Mitsuri [el b]; Uchihashi Kazuhisa [el g]; sampling guest: Kim Suk Chul [hojok].

composed and arranged by Otomo Yoshihide (см.)

	GUAPO
	Great Sage, Equal of Heaven
	2000
	41:12
	avant-rock – тяжёлый гитарный инструментальный, типа GOD
label: Pandemonium Rdz. www.pandemoniumrecords.com
Matt Thompson [b, electronics, g]; Dave Smith [d, perc]; Caroline Kraabel [a/bar sax]; John Edwards [double sax (7)]; Andy Thompson [minimoog (8)].

Rec. in London

contact: guapo@zed-one-studios.co.uk 

	GUAPO
	Five Suns
	2004
	62:48
	label: Cuneiform

Matt Thompson [b, g, electronics]; Daniel O'Sullivan [k, g, electronics]; Dave Smith [d, perc].

	Trey  GUNN
	One Thousand Years
	1993
	43:11
	Басист Robert’a Fripp’a, его проектов “Sunday All Over...”, “The League Of Crafty Guitarists” и нового состава King Crimson.

	Trey  GUNN
	The Third Star
	1996
	43:22
	Trey Gunn [8&12-str Warr guitars, Chapman stick]; Toyah [v (#2)]; Alice [v (#5)]; Serpentine [v (#10)]; Bob Muller [d, tabla, bendir, perc, cluster flutes]; Pat Mastellotto [d, perc]. 

	Trey  GUNN
	The Joy Of Molybdenum
	2000
	47:00
	Trey Gunn [8&10&12-str g, mellotron, theremin, shortwave, smokey guitar]; Bob Muller [d-kit, tabla, bendir, darbouka, dumbek, gamelan drum, rik, metals, shakers]; Tonny Geballe [el g, saz, ac 12-str g, leslie, UPS guitars].

Инструментальная музыка в духе King Crimson.

	G. I. GURDJIEFF / T. DE HARTMANN
	Sacred Hymns
	1980
	52:54
	Материалы об этой музыке вы можете найти по адресу: http://gurdjieff.pisem.net
Тж. см. посвящённый Гурджиеву CD: Boris  KOVA( "Anamnesis – Ecumenical mysteries"; тж. инспирированную Гурджиевым музыку: Al  Gromer  KHAN “Space Hotel  (Seven Modern Dervish Dances)”; тж. основанную на разработках гуджиевской школы музыку David  HYKES “Windhorse Riders (the title is evocative of a Tibetan concept of a sacred art of breathing, singing being an offering of the breath.)” / “Current Circulation”.

label: ECM

Keith Jarrett [p]

Original transcription for piano -- Thomas De Hartmann

Reading of Sacred Books   8:17

Prayer and Despair   3:49

Religious Ceremony   4:06

Hymn   2:44

Orthodox Hymn from Asia Minor   3:03

Hymn for Good Friday   1:34

Hymn   2:29

Hymn for Easter Thursday   3:25 

Hymn to the Endless Creator   2:02 

Hymn from a Great Temple   4:28

The Story of the Resurrection of Christ   1:35

Holy Affirming -- Holy Denying -- Holy Reconciling   4:12 

Easter Night Procession   2:53

Easter Hymn   5:47

Meditation   1:41

подобная музыка – см.: ALBEDO;

	G. I. GURDJIEFF / T. DE HARTMANN
	Vol. I, II: Seekers Of The Truth
	1988
	65:31 63:17
	Alain Kremski [piano]

GEORGES GURDJIEFF  was born in 1877 in Alexan-dropolis, in Russia, near the Persian border. He was educated in the Eastern Catholic religion. His father had inherited an ancient culture through the oral tradition, and thanks to him, Gurdjieff's childhood was filled with stories and poems from the distant past. In this southern part of the Caucasus where so many peoples, civilisations and customs met, numerous facts convinced him that a true knowledge of man and nature had existed in the past and that it was still possible to find it again. This conviction was to give a direction to his whole life. Having formed the group "Seekers of the Truth" with specialists of various fields (archeologists, doctors, linguists, etc.), Gurdjieff was able to contact some secret communities in the Middle-East and Central Asia. He thus succeeded in rediscovering the source of a very ancient tradi​tional teaching. At the cost of the most rigorous inner discipline, he managed to live and to reconstitute for himself the unity of the knowl​edge he sought. Thus he disappears for 20 years or so. In 1912, he returned to Russia, dedicating his life from then on to the transmis​sion of this knowledge. In Moscow, and in St. Petersburg, groups of pupils formed around him. In 1922, he settled in France, near Fontai-nebleau. From 1924 on he started writing a whole series of works: Meetings with Remar​kable Men, Beefzebubs Tales to his Grandson, Life is Real only then when "I am". During his life, he had a considerable magnet​ism and influence among many artists and intellectuals. His ideas have spread widely and have found a strong echo in the world, particularly in the United States. In rela​tion to the tremendous questions of the modern world, the increasing public interest for Gurd-jieff's works, translated in many languages, bear witness to the timelines of his ideas and their power to awaken.

THOMAS DE HARTMANN, a contemporary of Pro​kofiev and Kandinsky, was already a well-known composer when he met Gurdjieff in 1917. Deeply moved by his teaching, he decided to follow him in his journey through the Cauca​sus, Turkey, etc.. and came to live with him in France. A genuine osmosis seems to have occurred between Gurdjieff and de Hartmann which led to the creation of many musical pieces. Furthermore, and independently from his col​laboration with Gurdjieff, the body of his own work is vast. He wrote many scores for the ballets and the piano, and also symphonic and chamber music, etc.

ALAIN KREMSKI  is both a composer and a pianist. As a composer he has written several ballet scores as well as concertos for piano and orchestra which he plays all over the world with internationally famous orchestras.

As a pianist he is happiest in the romantic rep​ertory — Brahms, Schumann, Liszt and Liszt's transcriptions of Wagner and Schubert as well as Scriabin, Debussy. Satie and Messiaen. Alain Kremski is passionately interested in dance, theatre, poetry, painting and architec​ture, which may be one of the reasons he per​forms equally well whether in the traditional concert hall or in the more unusual venues, such as the Tibetan Temple of Kagyu-Ling in Burgundy or the convent of la Tourette built by Le Corbusier. Concerned too by the problems of our time, Alain Kremski also plays in hospitals and for Amnesty International. Alain Kremski has often felt, like other musi-cians of his time, the need to be open to the artistic and spiritual currents from both the East and the West. He finds this meeting is always a source of awakening, inner enrichment and knowledge. He was responsible for all the orchestration of the sacred dances and the choral parts of Peter Brook's film Meetings with Remarkable Men from the autobiographical book of Gurdjieff and has also written the music for films including sacred dances and exercices as taught by Gurd​jieff. He has always been attracted by Eastern and Western traditional music and has com​posed many works for ancient bells, tibetan cymbals and gongs, as well as works for old Tibetan singing bowls and Tibetan singing bowls with piano. Sustained by these various experiences, Alain Kremski is certainly one of the most qualifield interpreters to transmit the spirit of Gurdjieff / de Hartmann's music. One finds in his playing this special vibrant and luminous touch which is his alone. He is prim​arily interested in the inner movement of energy that must sustain the interpretation of a work from beginning to end.

Some quotations from Gurdjieff: «There are no Russians, nor English, nor Jews, nor Christians here, there are only men pursuing a single aim, which is to become capable of being». «You cannot have bread without baking; our knowledge is the water, our body is the flour and our emotion – suffering – is the fire». «Happy is the one who has a soul, happy is the one who has none. Misfortune and suffering belong to the one who has only the seed of a soul». «Conscious faith is liberty. Emotional faith is slavery. Mechanical faith is stupidity».

Thomas De Hartman: «With Gurdjieff everything was living and concrete, and his ideas could not be separated from life. He himself was Life and Evolution. He was his ‘Work’...»

"Everything that moves produces a sound", as the Pythagorean school used to say. But in order to make something more than a sound, to make a harmony, within us and outside us, to make a cosmos and not a chaos, what is the law, can it be done? Is there an instrument, a "monochord", which can produce an objective music, capable of touching each of us in the same way, in an exact way, bringing us together, and taking us away from our dissensions on the surface? Is there a music which can shake the world, make plants grow, cure sickness, whether of the body, of feelings, or of thought — a music which can delight the "spheres" and move the galaxies? In his deepest desires and in his quest, these are the essential questions which guided Georges lvanovitch Gurdjieff and his "Singers of Verity" during the twenty years of his hidden existence, in the towns, in the lost valleys and in the secret world of the brother​hoods, the temples, the ashrams and the mon​asteries in Egypt, the Caucasus, along the river Amu Darya, in Samarkand. Tashkent, along the northern edge of the Himalayas and in the Gobi Desert — along the ancient silk route across eight time zones, or a third of the planet? It is difficult to talk about these journeys — real or mythical? — so carefully has Gurdjieff covered his tracks and obliterated his personal history; but he has brought back an impressive collection of unknown music, surprising to western ears, and which is now in the course of being published. With all pretention and with all humility, Gurd​jieff describes himself as the "Master of the Dance" and, for him, this music is for the most part associated with the specific "movements" of the vibrant body, whether in extremities of action and expression or whether motionless and calm. Gurdjieff used to play a theme on his "little instrument", a kind of harmonium, — a key​board with "wind", (it has been recorded) and, for years, under his influence, Thomas de Hartmann, a musician of repute and of classical training, transcribed, adapted and "harmon​ized" these themes, to make them compatible with the musical instruments available to us. It is to the intimate collaboration of these two men that we owe this anonymous work, which can be seen as a kind of memory of a world that is rapidly disappearing. A varied choice of works, performed on the piano by Alain Kremski, and presented in this recording, the last of a series, attempts to resume the message. Did Gurdjieff achieve "objective music"? It is for each of us together, in the secrets of our hearts, to respond. 

BRUNO DE PANAFIEU (Bruno de Panafieu is currently writing a monograph on Gurdjieff for the "l'Age d'Homme" Press in Lausanne)

	G. I. GURDJIEFF / T. DE HARTMANN
	Vol. VI: Ritual Of A Sufi Order
	1990
	69:28
	Alain Kremski [piano]

Sayyid                            4’44

Ritual of a Sufi Order           2'58

Sacred Hymn                     2'04 

Oriental dance                    1'33

Trinity                          2'23

Dance                           1’43

As if the stormy years had passed       4’53

Dervish song (Intoning - Allegro - Andante) 8'22

Prayer of gratefulness            4'03

Shahrse-Vahrse                    3'24

Greek melody                    1 '56
Orthodox sacred Hymn from Asia Minor   4’14
October 27th, 1926                4'28

Dervish melody                   3'39

Prayer                            3'25

Tibetan melody                   1'57

Tibetan melody                  2'26

Tibetan dance                     3'59

Tibetan melody                  1’33

The octave                        4'39

 The movement of the Sharse- Vahrse Dervishes and the Prayer are taken from the album MUSIQUE POUR LES MOUVEMENTS DE G. I. GURDJIEFF by Thomas de Hartmann, in which they figure as numbers 24 and 39. The Dervish melody is taken from an album of manuscript notes. It is probably one of the mel​odies written down from memory by Thomas de Hartmann, after he had attended the ceremo​nies of the whirling dervishes. It seemed to me interesting to record a fragment of this melody, so that we can better understand the atmos​phere in which Thomas de Hartmann received all sorts of new impressions and unknown music with curiosity and enthusiasm, before the era of radio and records. On one page, alongside this melody, the follow​ing text is written: "To whirl, is to calm our fugitive souls. Get out of yourself, leap over mortal life (...) Go, sacrifice your soul, if your soul is happy to be with God".

-- ALAIN KREMSKI

This sixth recording completes the anthology of works for piano by GURDJIEFF / DE HARTMANN. It includes the majority of the pieces composed by Gurdjieff and Thomas de Hartmann, of different character — the sources of their inspiration being very diverse — covering long periods in their lives, both during their journeys in the East and in the West. These works occupy a separate place in twen​tieth century production, being intimately con​nected and reconnected with Gurdjieff, with his influence — direct and indirect — with his "Work", with his Teaching, with his journeys and with his visits to closed communities, mon​asteries and schools for initiates in the East, where he was in contact with currents of Christian, Gnostic, Islamic, Buddhist and other traditions. We must remember that for Gurdjieff, art was not an END, but a MEANS of transmitting a knowledge, the term "knowledge" being used here in the sense of Tradition and Esotericism Listeners who want to understand more exactly the relationship between this music and the "Work" of Gurdjieff and his ideas, may satisfy their curiosity by referring to these writings and to those of his pupils.  [...] ... According to GURDJIEFF, truth can only be approached if all the constituent parts of the human being — thought, feeling and body —are affected by the same force and in the same manner that suits each of them: without this, development will remain unilateral and will sooner or later stop". (Taken from the preface of Life is real onfy when "I am" by Gurdjieff). Every conductor, pianist, dancer, actor and painter knows perfectly well through intuition and experience, that a certain quality of pres​ence only appears when thought, feeling and body work together, harmoniously, with the greatest quality of attention possible. That is why GURDJIEFF gave great importance, in his "Work", to exercises and sacred dances, which require from man this harmonization of functions, and a central attention, capable of following moving energy in interior and exterior space. We rediscover this idea of harmonious devel​opment of functions in our fairy tales, with the image of the coach and "team of horses". As Gurdjieff shows, the coach represents the body, the horses the feeling or desires, and the coachman the intellect. But with "sleeping" man, this team of horses is in a pitiable state. Each passing traveller considers himself as the master. The true master, the true me (con​sciousness and will) being absent. How can we find this path of internal develop​ment which allows us to establish a real rela​tionship between the "me" and "the func​tions"? Then a new energy, more subtle, appears and circulates. Man "awakes". This is the new birth of which the oriental teachers and the evange​lists speak. Thus the title of Gurdjieff's book — Life is only real when "I am" — is already in itself an indication... I did not know Gurdjieff; it would therefore be absurd and pretentious for me to try and talk about his "Work". I simply leave to the listeners these few points of reflection — commentaries which only involve me; for it is true that interest arising from this music is growing, and more and more questions have been asked after my recitals or about these recordings. After all these commentaries, I would add mischievously: why not forget everything and simply listen to the music for its profound beauty, simplicity, purity and authenticity.
-- ALAIN KREMSKI

	GWAR
	Ragnarök
	1995
	47:10
	power / alternative -- Весёлый, густой, навороченый и прикольный проект.

label: Metal Blade (California)   

Send E-Mail to: MtlBldRcds@aol.com 

See us on the WWW at:  http://www.iuma.com/Metal_Blade 

Cool internet stuff, geek...

Email: gwar@infi.net 

Usenet: alt.music.gwar 

I.R.C.: #gwar

WWW Catalog: http://ec81.residence.edu/mosaic/gwar/catalog/catalog.html 

WWW X-Cops Site: http://ec81.residence.edu./mosaic/mosaic/x-cops/ 

1. Meat Sandwich 

2. The New Plague

3. Whargoul

4. RagNaRok

5. Dirty, Filthy

6. Stalin's Organs

7. Knife In Yer Guts 

8. Think You Outta Know This 

9. Martyr Dumb

10. Nudged 

11. Fire In The Loins 

12. Surf Of Syn

13. Crush, Kill, Destroy

14. None But The Brave

MUSICIANS:

ODERUS URUNGUS -- VOCALS 

BALSAC 'The JAWS of DEATH' -- GUITAR 

FLATTUS MAXIMUS -- GUITAR 

BEEFCAKE the MIGHTY -- BASS, VOCALS ('CRUSH') 

JIZMAK DA GUSHA -- DRUMS 

MUSEL -- KEYBOARDS + SAMPLES 

SLYMENSTRA HYMEN – VOCALS ('FIRE') 

The SEXICUTIONER – VOCALS  ('RAGNAROK') 

SLEAZY P. MARTINI – VOCALS  ('THINK')

with

GIUSTINO RICCIO -- CONGAS, TIMBALE, CLAVE ('SURF') 

ETHAN ISENBERG -- HUMAN BEAT BOX ('THINK')

'DA BACK-UP BITCHES' (GENNA ANDERSON, ER1KA JEFFERSON, DANYELL STAMPE)

ADDITIONAL VOCALS: THE SLAVE PIT ALL EUNUCH CHOIR -- DRUNKEN GANG CHORUSES...

Chuck Varga, Brad Roberts, Casey Orr, Brandt Bites, Robert Margouleff, Matt Maguire, Don Drakulich, Bob Gorman

	Brion GYSIN
	Self-Portrait Jumping
	1993
	69:20
	Brion GYSIN - см. тж. с: Steve LACY ('Jazz')

label: Made To Measure (Crammed Discs) (Belgium)

Bryon Gysin [v, lyrics]; Ramuntcho Matta [music]; with: Steve Lacy (см.), Don Cherry (см.), Elly Medeiros, Lizzy Mercier, Abdoulaye Prosper Niang, a.o.

	HACO
	Haco
	1997
	45:29
	HACO  - см. тж. его проект AFTER DINNER; тж. с: Fred FRITH;  Guigou CHENEVIER; CASSIBER; тж. на CD: JAPANESE AVANT-GARDE; 

label: ReR

with: Samm Bennett (см.), Tom Cora (см.), Peter Hollinger, Tsuneo Imahori, Hiroshi Nakagawa, Nobuhisa Shimoda, Christopher Stephens, Kenichi Yao.

produced by Haco & Yoshihiro Kawasaki; all songs 1995

Japanese singer Haco recorded this first solo album following the disbanding of her group After Dinner. She is surrounded by a cast of new collaborators -- including Tom Cora, Samm Bennett, Hiroshi Nakagawa, Nobuhisa Shimoda, Tsuneo Imahori, and Christopher Stephens -- but each track mainly features the singer performing all but a couple of instruments -- that's where the guests fit in. This process recalls some of Iva Bittov?'s albums (Bil? Inferno in particular). It also implies a long period in the studio to record and polish this first baby. The result is a stunning piece of avant-pop and Haco's most accessible release, all projects taken into account. References to Kate Bush circa Hounds of Love and The Sensual World (just listen to the voice and delicate arrangements in "Oil & Water"), Bittov?, and Japanese pop all are in order, yet the album establishes its own identity made of fragile moments ("A Habitat," "Guarded") and powerful, surreal episodes ("Would You Like Some Mushrooms," "Unguarded"). Lyrics are sung in Japanese or English and provided in both languages in the booklet. The pop anthems "Unguarded" and "A Fragment" stand out as post-After Dinner moments of clarity, while the beautiful "A Habitat" hints at what Hoahio will be: playful, atmospheric, experimental, and free. A big-budget production with a sleek sound, this CD represents the pinnacle of a daring artist just about to reinvent herself. Entirely seducing.

1. Unguarded 

2. Guarded 

3. Would You Like Some Mushrooms? 

4. Sunday Virgins 


5. A Fragment 

6. In a Cold Shower 

7. Excellent Waves 

8. The Way Things Go (Golden Baby) 

9. Ice 

10. Habitat 

11. Oil & Water

	HACO
	Happiness Proof
	2000
	45:34
	label: Detector (USA) / ReR Megacorp (UK)

e-mail: detector@gtemail.net  / e-mail: megacorp@dial.pipex.com  www.megacorp.u-net.com 

Японская навороченая (понятное дело) электронная альтернатива (improv + experimental) эйсидного плана с очаровательным женским вокалом. По колоритности с ними мало что может сравниться (если может вообще).

All songs written, arranged, performed, engineered, mixed and produced by HACO.

For more information http://www.japanimprov.com/haco/ 

musicians:

HACO – all vocals, sampler, synth, g, tambourine

with:

Pierre Bastien (см.) and his Mecanium – African drums, violins, African harp.

Otomo Yoshihide (см.) – turntables.

Peter Hollinger – drums, sampling materials.

Christopher Stephens – g, voice.

Uchihashi Kazuhisa – g, daxophone.

Tsuyama Atsushi – b, ac g, bouzouki.

Sotoyama Akira – djembe drum.

a.o.

Recorded and mixed at Mescalina, Japan, 1998-99; except: drums by Peter Hollinger (rec. in Berlin); Pierre Bastien's mechanical orchestras (rec. in Rotterdam); Otomo Yoshihide's turntables (rec. in Tokyo).

	(HACO)
	HOAHIO:

"ohayo! hoahio!"
	2000
	45:35
	label: Tzadik

Haco: vocals, sampler, el mandolin, synthesizer bass, moroccan drum, el percussion, plastic cup

Yagi Michiyo: koto, voice

Sachiko M: sampler, voice, trigger synthesizer

1. Hoahio Song

2. Happy Mail

3. Seeds

4. Marimo

5. Chatchat

6. Jellyfish

7. Sea Wall III

8. Invisible Fireworks II

9. Dundun

10. Less Than Lovers, More Than Friend's

	(HACO)
	HOAHIO:

"Peek-Ara-Boo"
	2003
	48:52
	avant-experimental
label: Tzadik

Haco: Vocals, Electric Mandolin, Effects, Synthesizers, Jew's Harp, Electronics, Theremin 

Era Mari: Drums, Vibraphone, Percussion, Bass Marimba, Bamboo Xylophone 

Yagi Michiyo: Koto, Chorus, Perpared Shamisen, Spoken Voice 

Christopher Stephens: Electronics, Keyboard, Violin, Crickets
Hoahio began in 1997, when Haco began performing with koto player Yagi Michiyo and sampler manipulator Sachiko M. They took their name from a misspelling of "ohayo," which means "good morning" in Japanese, and released their first album on Sachiko M's Amoebic label. Their second album, Ohayo! Hoahio!, was released in 2000 on John Zorn's Tzadik label, after which Sachiko M left the group. Haco and Michiyo continued performing as a duo until 2002, when percussionist Mari Era joined the fold. As a trio again, Hoahio released Peek-Ara-Boo in 2003, again on Tzadik.

Hoahio return after their wildly successful album Ohayo! Hoahio! with a slightly different lineup for Peek-Ara-Boo. Sachiko M has been replaced by percussionist Era Mari, with Yagi Michiyo continuing on koto (and prepared shamisen on one track) and Haco doing vocals and damn near everything else. Haco has a wonderful voice and a gift for melody, whether it's on more traditional sounding tunes like "Yachiyo View" or avant pop material like "DJ Hashimoto." The production is wonderful, and while there's plenty of ear candy, the album is never busy sounding or overdone. The second half of the album takes a bit of a mellow turn, but all of it is interesting. Recommended to fans of experimental avant pop.

1 

DJ Hashimoto 
- Haco 
4:27



2 

Pond Skater (Amembo) - 
Haco 
4:16

3 

Tightrope Walkin' - 
Haco 
4:18


4 

Cach Thao Lap 
- Hoahio 
3:38


5 
Yachiyo View 
- Michiyo 
3:06


6 

My Sister, The Wind 
- Haco, Michiyo 
4:17

7 

Neco 
- Haco, Mari, Stephens 
2:36


8 

Let's Meet in Idaho 
- Haco 
6:06


9 

Tribal Markets - 
Hoahio 
6:14


10 
Another Dream of Africa, Pt. 2 
- Haco, Mari 
6:02


11 

Knitting Crane 
- Haco, Michiyo 
3:47

	The HAFLER TRIO
	Resurrection
	1993
	54:35
	The HAFLER TRIO - см. тж. с PSYCHIC TV

ambient / noise

label: Touch Music (England)

one-track recording

The Hafler Trio and The Sons of God were represented on this occasion by Leif Elggren, Kent Tankred, C. M. von Hausswolff, Zbigniew Karlowski and A. M. McKenzie. No overdubbing or remixing has been done subsequent to initial recording.

The King's dream was evil and terrifying. The sun's rays do not appear, and the work was carried out strictly according to the canons of art obtaining during the last years of the King and the first of his son. But hardly had the figures been finished before the order came that the King's rays had to be included, and certain changes in the art had to be recognised; and therefore the artists set to work upon another figure of the King standing under these many-handed beams of "heat", and now accompanied by his as yet childless wife.

	HAJI’S  KITCHEN
	
	1995
	46:33
	тяжёлый гитарный indusrial, супер-энергичный и агрессивный.

label: Shrapnel;  rec. in Frisco, CA.

Derek Blakely [b]; Rob Stankiewicz [d]; Eddie Ellis [lead voc]; Brett Stine [lead g]; Eddie Head [lead g, voc, sitar].

	Peter  HAMMILL
	Chameleon In The Shadow Of The Night
	1973
	50:45
	Peter  HAMMILL -- см. тж. c: Van der Graaf Generator

подобная музыка – см.  Robby ACETO (produced by David TORN); David SYLVIAN; OPERATING  STRATEGIES

	Peter  HAMMILL
	Over
	1977
	46:42
	Peter Hammill [instruments, voices, arrangements]; + Graham Smith [violin]; Nick Potter [b]; Guy Evans [b].

	Peter  HAMMILL
	PH 7
	1979
	43:44
	

	Peter  HAMMILL
	Out Of Water
	1990
	45:15
	All instruments and voices by PH, except: Fury [g]; David Jackson [s]; Nic Mozart [b]; Stuart Gordon [violin].

	Peter  HAMMILL
	Fireships
	1991
	52:18
	Peter Hammill [g, p, k, perc, v]; David Lord [strings, k, b, perc, wind, samples]; Stuart Gordon [violin]; John Ellis [g]; Nic Potter [b]; David Jackson [a&s s, fl].

	Peter  HAMMILL
	Roaring Forties
	1994
	48:21
	Peter Hammill [vox, g, k]; Nic Potter [b]; Stuart Gordon [violin]; Manny Elias [d].

Питер Хэммилл по праву считается культо​вым артистом. Сколько бы ни проходило лет с момента распада Van Der Graaf Generator, что бы ни выпускал Питер Хэммилл — всегда найдётся достаточное количество людей, которые купят любую его новую работу «по умолчанию». И воз​можно, правильно сделают. Хотя Хэммилл дав​но уже оставил эксперименты и обратился к про​веренной веками песенной форме, каждый его новый альбом не может разочаровать всё пото​му же «умолчанию». В своей более чем обшир​ной дискографии он выдерживает не только до​вольно высокие профессиональные стандарты, но и всегда остается верен себе — своему мрачноватому, немного потустороннему стилю му​зыки. Оставаясь в рамках гитарного рока, Хэм​милл по-прежнему держится в стороне от шум​ного успеха и продолжает честно делать своё де​ло. 

---- Play

	HAMSTER THEATRE
	Siege on Hamburger City
	1998
	44:30
	label: A Cricetus Disc

dhamster@hotmail.com 

Raoul Rossiter [d]; Mike Fitzmaurice [ac&el bass, erhu (#7)]; Mike Johnson [el g]; Mark Harris [a&s s, fl, cl, bass cl]; Jon Stubbs [k, trb]; Dave Willey [accordion].

Composed in 1998.

	HAMSTER THEATRE
	Carnival Detournement
	2001
	49:39
	label: Cuneiform Records (USA) www.cuneiformrecords.com 

jstubbs@electricstores.com 

Engineered and edited by Jon Stubbs and Dave Willey; mixed by Bob Drake (см.).

Dave Willey [accordians, harmonium, melodica, k, p, ac&el basses, guitarron, cheap el g, mark's polkalete, jesse's bouzouki, general percussion drum set, vln, propane hoses, tapes of trains]; 

Jon Stubbs [trb, k, p, electronica, el g, el b, perc, jaw harp]; 

Mark Harris [saxes, fl, cl, recorder, pontification];

Mike Johnson [el&ac g, mandolin];

Greg LaLiberte [cl, bass cl];

Jonathan Bangs [tp]; a.o.

Чрезвычайно интересный проект, но трудно поддающийся описанию: попробуйте скрестить Комелада с Фриппом и дайте это спродюсировать Зорну – примерно так! Название одной из композиций – "Drunken Penguin Tango" – могло бы вполне подойти для названия всего диска.

	HANGEDUP
	Kicker In Tow
	2002
	47:19
	avant-garde

label: CST (Canada) www.cstrecords.com
rec. 2002

Genevieve Heistek [viola, sample pedals]; Eric Craven [d, etc.]; + Harris Newman [b (#6)]. 

	HAPPY FAMILY
	Happy Family
	1995
	52:40
	Воинственный avant-rock, можно сравнить с King Crimson / Magma
label: Cuneiform Records

Rec. in Tokyo, 1994

Kenichi Morimoto [k]; Shigeru Makino [g]; Tatsuya Miyano [b]; Keiichi Nagase [d]. 

	HAPPY FAMILY
	Toscco
	1997
	55:09
	label: Cuneiform Records

Kenichi Morimoto [k]; Takahito Izutani [g]; Tatsuya Miyano [b]; Keiichi Nagase [d].

"No matter where you live, it's almost worth buying a ticket & flying to Japan to see these guys in action." – Keyboard

"Monster Japanese Zeuhl, the spirit of Magma, Univers Zero, Weidorje and King Krimson … astonishing stuff." – Audition

	HAPPY  MONDAYS
	Bummed
	1988
	
	 LP     punk

	John  HARLE
	Terror  &  Magnificence
	1996 
	72:49
	John HARLE – см. тж. с Dagmar  KRAUSE 

label: Argo
Compositions by John Harle

Performed by: John Harle Band, Balanescu Quartet (см.), London Voices, featuring: John Harle [saxes, bass clarinets, k]; Andy Sheppard [saxes]; Steve Lodder [k];  Mitch Dalton [g]; Chris Wells [perc]; Elvis Costello (см.) [v]; Sarah Leonard [soprano]. 

  Harle has proved himself adept in classical music, jazz and new compositions (either his own, or works by contemporary composers such as Michael Nyman [cм] or Graham Fitkin [см]). It’s not every musician who could hold down the position of Senior Professor at the Guildhall School of Music and Drama, London, and also maintain a full performing schedule – playing in a jazz ensemble alongside fellow saxophonist Andy Sheppard and keyboard player Steve Lodder, appearing with classical orchestras, and not least with his own band. Ritual and magic run riot in ‘Terror and Magnificence’ where Harle enlists fourteenth-century French texts by Gillaume de Machaut to intensify his evocation of ‘a medieval mind-set’. He originally wrote it for Twentieth Century Saxophones, his trio with Andy Sheppard and Steve Lodder, and he enlisted Sheppard’s help for this scaled-up version.

Some thoughts from the composer: «’Terror and Magnificence’ is a fantasy. The fantasy is made from five separate dreams in music.» «’Find the present in the past and you understand the world’ – Adrian Noble’s words rang clearly for me as the album took shape.» «Light and darkness. Good and evil. Sacred and profane. The double think of the medieval mind. Terror and Magnificence.»

	Mick J.  HARRIS
	Somnific Flux
	1995
	65:53
	Mick J.  HARRIS – см. тж. с: Bill LASWELL «Divination: Akasha»; James PLOTKIN; PRAXIS; SCORN; PAIN KILLER;
dark ambient (все CD)

label: Sentrax Corporation

M.J.H. with Bill Laswell

1. Distal Sonority
2. Capacious
M.J.Harris -- уникальный автор создания пространств, где единственным (или почти единственным) событием является жизнь самих этих пространств.

	Mick J.  HARRIS
	Equations Of Eternity
	1996
	54:38
	label: WordSound Recordings (NY)

Bill Laswell [bass and interstellar influence]; Mick Harris [electronics]; Eraldo Bernocchi [treated guitars, electronics].

  «Pour water on thyself: thus thou be a Fountain to the UNIVERSE // Find thou thyself in every STAR // Achieve thou every possibility»  

-- Aleister Crowley «The Book Of Thoth».

	(Mick J.  HARRIS)
	LULL:

“Cold Summer”
	1994
	79:12
	label: Subharmonic (New York)   info@musicom.com 

Composed, recorded and mixed by M.J. Harris

1. Slow Fall Inward

2. Lonely Shelter

3. Long Way Home

4. Lost Sanctum

	(Mick J.  HARRIS)
	LULL:

“Continue”
	1996
	62:02
	label: Relapse Records (USA) Web site: http://www.Relapse.com 

Created and mixed by Mick Harris in Birmingham, England, 1966.

Mastered: Massachusetts, 1966.

one-track recording

	Mick J.  HARRIS
	Murder Ballads (Passages)
	1997
	55:40
	label: Musica Maxima Magnetica (Italy)

M.J. Harris with Martyn Bates [voc (female)]

1. The Bramble Briar

2. The Cruel Mother

3. The Banks of Fordie

4. The Murder of Maria Marten

	(Mick J.  HARRIS)
	VEVÈ
	1998
	56:21
	dark ambient / alternative 

label: WordSound Recordings (New York)

Bill Laswell [b]; Mick Harris [electronics, beats]; Eraldo Bernocci [treated guit, electronics, beats]. Created 1998. Engineering: Robert Musso.

“Be without fear as the great metamorphosis begins.

You will come to the secret of your being,

which may seem as a dazzling brilliance,

or as an awesome darkness,

or as both these things and more.”

1. Baron Samedi

2. Magamat

3. Kurukulla

4. Luk Krok

5. Set Rising

6. Aether

7. Madre De Agua

8. Yama

9. Maka

	Lou  HARRISON
	La Koro Sutro
	1988 
	72:41
	avant-garde

label: New Albion

1. La Koro Sutro  28’50”  (for 100 voice chorus with American Gamelan, harp and organ)

2. Varied Trio  15’19”  (David Abel [violin]; Julie Steinberg [p]; William Winant [perc])

3. Suite for Violin and American Gamelan  28’14”  (David Abel [violin]; American Gamelan; conductor — John Bergamo [см.])

Twice selected as one of the best recordings of 1998 by The New York Times
"Nonpareil, to say the least: It's a choral setting of the Kama Sutra, translated into Esperanto." -- San Francisco Chronicle
 I. The Esperanto title of ‘La Koro Sutro’ means ‘the Heart Sutra’ which is among the most used and profound of Buddhist sutras. ‘The Heart Sutra’ is the essence of the Perfect Wisdom Scriptures (1st century B.C. onwards) belonging to Mahayana Buddhism. It refers to the heart of divine wisdom (‘Hagia Sophia’ in Greek). This philosophic text is approximately contemporary to the Byzantine era in the West. From the text of ‘the Heart Sutra’:

II. Here, O Shariputra, form is empty, and the void is form itself; from void to form is no distinction, form is not distinct from voidness. That which form has, that is empty also; that which empty is, itself has form. The same is true of feeling and perception, the impulses and the conscious.

III. Here, O Shariputra, all the Dharmas have the marking of the voidness; they have no causation, no cessation; neither tainted, nor yet spotless; neither lacking, nor completed.

IV. Therefore, O Shariputra, in the voidness there is neither form, nor yet sensation, no perception, no impulses, no awareness; nor the eye, the ear, the nose, the tongue, the body, the mind; nor yet a shape, a sound, a smell, a taste, a touch, a thought; no seeing-object, thus until no thinking-object; ignorance none, nor ignorance’s extinction; and so forth until no growing-old, no death; no growing-old’s prevention, death’s prevention; neither suffering, origination, stopping, nor a pathway; no cognition, no attaintment, nor a non-attaintment.

V. Now, therefore, O Shariputra, in not aiming at attainment, and relying on the Wisdom Gone Beyond, a Bodhisattva dwells with spirit unobstructed. He, with unobstructed spirit dwelling, unperturbed he overcomes all hindrance; by Nirvana in his last upholding...

   William Colvig — the builder of American Gamelan — has been associated with composer Lou Harrison for the past twenty years and has been performing Western, Chinese and Indonesian music during that time. Mr. Colvig built some of the first American Gamelan. He has built instruments for a number of symphony orchestras and other music groups. For the works on this recording, Mr. Colvig constructed a gamelan orchestra made of aluminum tubes and slabs with can resonators and modified oxygen tanks suspended in wooden frames. This ‘American Gamelan’ was one of the first of the many gamelan orchestras that have been built in the United States.

  John Bergamo heads the percussion faculty at CalArts in Valencia, California where he also lectures on composition. A renowned innovator of percussion techniques, he is also a long-time student of Hindustani, Carnatic, Javanese and Balinese musics. He has received scholarships, fellowships and grants. He has worked in numerous orchestras, chamber groups and jazz ensembles and has appeared on a number of recordings.

  Lou Harrison.   “It was Mozart’s boast that he could master any musical style within a week and by the end of that time compose in it adeptly enough to deceive experts... Lou Harrison has something of that virtuosity himself... and he mixes things with infallible imagination...” — Virgil Thompson.

Born in Portland, Oregon on May 14, 1917, Lou Harrison grew up in the culturally diverse San Francisco Bay Area. There he was influenced by Cantonese Opera, Gregorian chants and the music of California’s Spanish and Mexican cultures. Harrison also developed an interest in Indonesian Gamelan music. His early compositions included a large body of percussion music, combining Western, Asian, African and Latin American rhythmic influences with homemade ‘junk’ instruments. During this period, Harrison worked closely with John Cage and began studies in Los Angeles with Arnold Schoenberg. A move to New York in the mid-forties brought Lou Harrison to the Gerald Tribune as music critic. Here Harrison helped to bring wider attention to the work of Charles Ives, and is considered largely responsible for Ives’ receiving the Pulitzer Prize. The young composer and critic also embarked on a study of early European music during this period. In the late forties, Harrison taught at the legendary Black Mountain College. By the early fifties, he moved back to California, where he has lived ever since. Residence on the West Coast has intensified Harrison’s involvement in a sinthesis of musical cultures bordering on the Pacific.

Lou Harrison has for fifty years been in the vanguard of American composers. An innovator of musical composition and performance that transcends cultural boundries, Harrison’s highly acclaimed work juxtaposes and synthesizes musical dialects from virtually every corner of the world. Lou Harrison has travelled extensively, adding to the global resonance of his artistry, performing and studying with the musical masters of varied cultures, and presenting his work to enthusiastic audiences everywhere.

	Lou  HARRISON
	The Perilous Chapel
	1993 
	54:04
	label: New Albion

Harp Suite; Serenade for guitar and percussion; Perilous Chapel; Fugue; Song of Quetzelcoatl; May Rain.
David Tanenbaum, guitar; William Winant, percussion; San Francisco Contemporary Music Players; John Duykers, tenor.
"Harrison has pursued his iconoclastic vision since the '40s, evolving a color​ful, almost mystical vocabulary that melds the unorthodox textures of Henry Cowell and early John Cage with a love of repetition and clean diatonicism that foreshadowed minimalists Steve Reich and Philip Glass." -- Guitar Player 

To quote Virgil Thomson about Harrison’s style: “The whole is delicate of sound, thoroughly alive rhythmically and melodically, evocative of some tranquil and vibrant scene. Few composers now alive can fascinate the ear, as Mr. Harrison does, with simple procedures. At once plain and sophisticated, his music reflects a concentration on music’s basic elements that is as expressive, surprisingly, as it is intrinsically interesting.”

1 - 7. Harp Suite

8 - 12. Serenade

13 - 15. The Perilous Chapel

16. Fugue for percussion

17. Song of Quetzalcoatl

18. My Rain

Harp Suite: David Tanenbaum [guitar]; feat. William Winant & Scott Evans  [tuned water bowls, finger cymbals, sistra, drums].

Serenade: D. Tanenbaum [guitar by Gregory Stuart Beyers]; William Winant [perc]. The Serenade is in an eight-tone mode, with a flatted second and raised fourth. #1 (in Serenade) is in an ABA form and has a regular pulse that is periodically interrupted. #2 is a rondo that is accompanied only by a gong at key places. #3 is a canon at the interval of a fifth and the distance of a measure. #4 is a structural rhythmic form which underlines all of the melodic behaviour of Turkish music. #5 has a Baroque (and particularly Scarlatti) feel.

The Perilous Chapel: Stephen Mosko [conductor]; Barbara Chaffe [flute]; Steve Harrison [cello]; Doug Rioth [harp]; William Winant [perc]. The simple instrumentation for four players, the colorful use of drones, ostinatos, fluid and powerful rhythmic patterns and graceful melodies — all contribute to a magnificent effect.

Fugue for percussion: William Winant [flexatone, claves, maracas]; Daniel Kennedy [metalaphone, box, cowbells]; David Rosenthal [meditation bells, brakedrums, washtub]; Todd Manley [bell-coils, bass drum, gongs, suspended turkish cymbal, triangles]. “I had got the idea of the identity of cross-rhythms with the overtone series from Henry Cowell’s book ‘New Musical Resources’ years before and the idea of making a fugue for percussion which really employed some of the ‘tonal’ relations in rhythmic form intrigued me. Thus, John Cage in a good pie shop at San Francisco’s old Playland at the Beach helped me work out how to do “Is-tos and As-tos” and away I went — entries at the dominant (3/2) etc., etc. There are ‘sequences’ and much of the paraphernalia of the tonal fugue used too. It was too hard for us to play in those days, and here it is being played frequently, and now recorded!” — L. H.

Song of Quetzalcoatl: William Winant [5 glasses, 5 woodblocks, 5 Dragon’s Mouths, Sistrums]; Todd Manley [5 cowbells, 5 suspended or muted brakedrums, wooden rattle]; David Rosenthal [snare, guiro, windglass, triangle, gong, tam-tam]; Daniel Kennedy [5 tom-toms, Contra-bass drum]. “I like to think reminds audiences of the extraordinary and often very beautiful civilization of Mexico and its  pre-Columbian history.” — L. H.

My Rain: John Duykers [tenor]; Julie Steinberg [p]; William Winant [perc].

	(Lou  HARRISON)
	Keith JARRETT:

“Works By Lou Harrison”
	1988
	51:51
	label: New World

Keith Jarrett (см.) [p] & orchestra.

Piano Concerto   33’15”

1. Allegro; 2. Stompede; 3. Largo; 4. Allegro Moderato.

Suite for Violin, Piano and Small Orchestra  18’34”

1. Overture; 2. Elegy; 3. First Gamelan; 4. Aria; 5. Second Gamelan; 6. Chorale.

  Lou Harrison likes to reminisce about his student days in San Francisco around 1935 and the music he heard there, which set him on the course he has followed throughout his lifetime. He had moved down from his native Portland, Ore., primarily to study composition with Henry Cowell. After formal classes were finished for the day, he went on his own musical explorations, often accompanied by fellow student John Cage. Along with Cage, the young Harrison based his entire musical outlook on his first encounters with non-Western music. “Henry Cowell was our influence, of course. If you look through our scores you’ll find no snare drum and no timpani; that’s simply because we never had those particular instruments. We’d go to junkyards and pick up old discarded brake drums and big springs that made wonderful sounds when you hit them. In Chinatown we could buy tam-tams a yard across for only forty-five dollars, and so John and I put all this stuff together and formed a percussion ensemble — the world’s first. We simply bypassed the establishment.” His later works, notably the many pieces that call for Indonesian gamelan — either alone or in combination with Western instruments — show the results of his considerable immersion in the music of the Far East.

  Piano Concerto. (Keith Jarrett [p]; New Japan Philarmonic, rec. in 1986). The large-scale Piano Concerto completed in 1985. During those years Harrison fulfilled his dream of exploring the faraway lands whose music he had already absorbed. This assimilation of exotic musical sounds and design led him to the actual building of Oriental instruments, including two complete gamelans (in collaboration with his longtime friend William Colvig). This activity, in turn, led him to a consideration of the manner in which instruments are tuned, and of system of intonation in use throughout the world in the past and present. Keyboard instruments, since the time of Bach, are tuned to what is called ‘equal temperament’, a compromise system in which, for example, the notes G-sharp and A-flat can be played by the same piano key, even though they are harmonically unlike. Given the invitation to write a concerto for the noted jazz and classical composer Keith Jarrett (who, like Harrison, has crossed musical boundaries throughout his career), Harrison suggested a work in which the piano would be ‘mistuned’ to an earlier, pre-compromise system. “This Concerto,” writes Harrison, “is an exploration of the many beauties of this astonishing tuning.” Briefly put, the black keys are tuned to produce the mathematically precise 4ths and 5ths beloved of medieval theoreticians; the white keys come off resembling the ‘just intonation’ of the Renaissance and Baroque. The orchestra consists of strings, two harps, three trombones and a large percussion section; each group, furthermore, tunes to different facets of this system. That’s all very complicated; what results, however, is less so: a kind of harmonic richness that sounds slightly disconnected from the customary tuning of, say, a piano concerto of Brahms, without sounding truly ‘off’. There is an urgency to the harmonic impulse here, and this is only partially offset by the ever-so-intangible ‘exotic’ sound of the whole. It is, furthermore, astonishingly beautiful, as the composer promises. Four movements make up the work, the first two large-scale, the last two single, simple afterthoughts. The massive first movement takes some delight in oratorical proclamations from soloist and orchestra that might indeed have come from the mature Brahms’s worktable. But some of the piano writing, too, has a way of suggesting the clangor of Eastern bells; there is an open, clattery quality, not unlike a Bach invention gone amok. In the wild and wonderful second movement quite a lot goes delightfully amok, in fact. The piano takes flight in veritable perpetual motion to a breathless, dazzling rhythmic configuration. Sharp, boisterous tone-clusters from the pianist accentuate the irregularities of this rhythm; even a brief cadenza near the end cannot stop the onrush. A slow meditation and another airy, light-hearted perpetuum mobile bring the Concerto to an end. Many strands of thought, some of them seemingly irreconcilable, are imaginatively entwined in this work, itself a sort of synthesis of Lou Harrison’s all-embracing musical outlook. “It’s never enough,” he says, “just to know your own musical tradition. There’s so much out there in the world; there’s no reason to put on blinders.”

  Suite for Violin, Piano and Small Orchestra. (Keith Jarrett [p]; Lucy Stoltzman [violin] and Orch.) It is a marvelously subtle Suite, consisting of three winds, two cellos, bass, harp, celesta, tam-tam and a ‘tackpiano’ (an upright with tacks in the hammers so as to give off a harpsichord-like clangor), composed in 1951. Two of six movements are entitled “Gamelan”; with their simple, open sonorities and their accompaniment obsessively repeating, they do indeed capture the essence of this haunting, teasing music — a ‘honeyed thunder’, as Harrison himself describes it. (They also prefigure, long before its time, the essence of some of today’s minimalist music.) As a whole, this unutterably charming small-scale work provides a full picture of Harrison in the early 1950s, a man who has eagerly grasped everything there is in the musical world, and now is ready to make it work for him. “Cherish, conserve, consider, create” — that he claims as his lifelong motto, and the earnest eclecticism of this music bears it out: The intensity of the opening movement and, again, of the final Chorale that trails off toward infinity, the simple melodic warmth in the two slow movements (‘Elegy’ and ‘Aria’), the delight throughout the work with tiny musical sparks, fireflies made audible.

	Mick  HARVEY
	Pink Elephants  (More Songs of Serge Gainsbourg Sung in English; the follow-up to «Intoxicated Man» )
	1997
	46:51
	Mick HARVEY – см. тж. с: Nick Cave; Crime & The City Solution;

label: Mute Rec.

Featuring Nick Cave and others

	Polly Jean  HARVEY
	Dry
	1992
	40:08
	P. J. Harvey --  см. тж. с: Tricky

	Polly Jean  HARVEY
	Rid Of Me
	1993
	48:14
	

	Polly Jean  HARVEY
	4 - Track Demos
	1993
	47:38
	

	Polly Jean  HARVEY
	To Bring You My Love
	1995
	42:43
	

	Polly Jean  HARVEY
	Dance Hall At Louse Point
	1996
	39:56
	

	Polly Jean  HARVEY
	Is This Desire?
	1998
	40:41
	www.pjh.org / www.pjharvey.net 

	Polly Jean  HARVEY
	Stories From The City, Stories From The Sea
	2000
	47:24
	P.J. Harvey [v, g]; Mick Harvey [b, accordion, d]; Thom Yorke [k]; Rob Ellis [vibes, d, v].

В одних номерах ("Big Exit", например) Хар​ви ничуть не удивляет, но в "Kamikadze" её просто не узнать. Пе​вица явно повзросле​ла, поднявшись ещё на одну ступень ма​стерства. В альбоме "Stories From The City Stories From The Sea" впервые де​прессивное настрое​ние не является по​давляющим. Что же касается сотрудничества, то если раньше Полли сама обращалась к Трики или к Нику Кейву, теперь обращаются к ней. Альбом британской певицы вышел как-то внезапно, о нём было известно только то, что Пи. Джей. Харви работает в студии с Томом Йорком (Radiohead). Действительно, несколько песен они поют в дуэте, и кому-то эти песни могут показаться лучшими на диске, и главной среди них, конечно, будет "This Mess We're In". Именно здесь начинает отчётливо звучать вокал Йорка. Возника​ет ощущение, что он устал и от себя само​го, и от своей группы, и, войдя в новую стадию — работы в дуэте,— реализуется прекрасно. Его способности и с Бьорк, и с Харви, словно катализатор, проявляют та​лант обеих артисток, делая его по-особенному ярким и ранящим.  
--- АудиоМагазин
Во время создания альбомов "Dry" (1992) и "То Bring You My Love" (1995) Полли Джин Харви обуревали необуз​данные страсти, и она создала настоя​щие шедевры. Пластинка 1992 года да​же угодила в сотню лучших дисков всех времён и народов "Melody Ma​ker". 

Новый альбом доказывает, что Полли и живёт и поёт так же яростно, практически балансируя на грани квазисуицидальных настроений. Это выражается и в текстах (хотя лириче​ских композиций на диске хватает — вспомним превосходную заключитель​ную "We Float"), и в напряжённом, с лёгкой хрипотцой голосе. Думается, что вдохновению Полли никак не мог​ла помешать помощь моего любимчи​ка Тома Йорка из Radiohead. Песни "Beautiful Feeling", "One Line" и "This Mess We're In", спетые в дуэте с ним, просто превосходны! Куда там сотрудничеству Р. J. с Ником Кейвом в 1996-м! Хотя в соответствующем клипе они весьма активно обнима​лись. Ну а если продолжить разговор о новейшем диске Полли, то вещь с забавным названием "The Whores Hustle And The Hustlers Whore"— ше​девр, a "Kamikaze"— бомба убойной силы!

Музыкальный стиль Р. J. Harvey не поддаётся описанию. Многие крити​ки обломали зубы на этой теме. Если уж вам необходимо хоть как-то назвать музыку, которую делает Пол​ли, удовлетворитесь словечком "альтернатива".

--- АудиоМагазин
Гораздо менее истеричный и гораздо более осмысленный альбом, нежели чем предыдущая работа певицы, и по фотографии на обложке это заметно — Пи Джей Харви сегодня ощущает себя если и такой же городской сумасшедшей, то во всяком случае хорошо одетой, причесанной и соблюдающей правила игры. Здоровой альтернативы, впрочем, не убавилось. Добавились мелодичные песни и традиционный состав музыкантов — без утомительной для ушей «работы над звуком».   --- Play
Оперившаяся Пи Джей Харви (шестой альбом, как-никак) боль​ше не поёт баллад о тяжёлой жен​ской доле. «Дайте мне автомат, -- требует она, — в этом мире слиш​ком опасно». Фортепиано и меллотрон уступили место электро​гитаре, на которой Полли Джин научилась наконец играть, пусть и в весьма панковско-авангардном стиле. Она сменила Ника Кейва на Тома Йорка (который даже исполняет на этом диске од​ну песню, «This Mess We're In», и ещё в двух подпевает). Сдержан​ная истерика сквозит в каждом звуке, но Пи Джей не собирается маскировать свои чувства и желания. Она хочет всего сразу — море любви, небо счастья, крыши Бруклина, огни Манхэттена и весь мир в придачу. Минималистские двухаккордо​вые побрякивания («Beautiful Feeling») сменяются почти гранджевым «валом» («The Whores — Hustle And The Husters Whore»), взвывания — интимными низами и возбуждённым речитативом. Пи Джей кружится в своём риту​альном танце, как чёрный ворон над добычей. Пи Джей Харви — последняя героиня «никакой волны». Полуюродивая пастушка, гоняющая свои призрачные ста​да по каменным джунглям. --- Салон AV

	Jonathan  HARVEY 2
	Bhakti
	1996
	53:44
	label: Auvidis (France)

performed by Nouvel Ensemble Moderne

A JOURNEY TO THE LIGHT (by Arnold Whittall):

For devotees of twentieth-century British music, the knowledge that quotations from the ancient Sanscrit Rig Veda hymns are appended to all but one of the twelve movements of Jonathan Harvey's Bhakti will suggest one immediate association. It was with his four groups of Choral Hymns from the Rig Veda [1908-12] that Gustav Holst confirmed an interest in the mystical and the transcendent as one means of escape from a narrowly nationalistic aesthetic—the kind of interest which has proved to be of special importance for the development of twentieth-century British music, and for the strong presence within that development of pro​gressive as well as conservative tendencies. This is not to claim that Harvey's musical language directly resembles that of Holst, who died in 1934, five years before Harvey was born. Rather, Harvey's principal stylistic models are to be found among the major European masters of the mid-twentieth centu​ry. Among his most fruitful sources, clearly audible in Bhakti. are the modal melodiousness and ecstatic dance-rhythms of Messiaen, and also Stockhausen's mystical contemplation of the inner acoustic struc​ture of single sounds, a contemplation which, in such major works as Stimmung, Mantra and Inori, stems from an interaction between live and electronic sonor​ities. Bhakti does not involve the real-time electronic transformation of live sound, but the playing of a pre-recorded tape which, as Harvey has said, «is composed largely of sounds drawn from the instru​mental ensemble transformed and mixed by comput​er". The original quadraphonic tape was produced at IRCAM, which commissioned the work and where it was first performed in December 1982. The instru​mental ensemble comprises fifteen players—four woodwind (flute doubling piccolo, oboe doubling cor anglais, B flat/E flat clarinets, bass clarinet), three brass (trumpet, horn, tenor trombone), five strings (three violins, viola, cello), harp, piano/glockenspiel, and a large percussion section.

Bhakti is a Hindu religious term, signifying "devotion to a god, as a path to salvation". It is also a form of yoga, and its musical implications are most obvious​ly to do with devotional states which combine the contemplative and the celebratory. The musical tex​tures range from daringly simple to exhilaratingly complex, and the first of the twelve movements is the simplest of all, so much so that it might suggest a style akin to the kind of "sacred minimalism" that has found favour in the 1990s in music by, among others, JohnTaverner and Arvo Part. (The irrelevance of such associations soon becomes clear as the work proceeds.) Harvey's first movement depicts a time when, as the Rig Veda text reveals, «there was nei​ther non-existence nor existence; there was neither the realm of space or the sky beyond. What stirred? Where? In whose protection? Was there water, bot-tomlessly deep? That one breathed, windless, by its own impulse. Desire came upon that one in the beginning; that was the first seed of the mind.» The music responds to this powerful set of images by contemplating the structure and character of a single note (middle G), a fundamental which is also a cen​tre, as overtones and intervals both above and below that centre are touched in and explored. Harvey's first concern is to establish a sense of space as a stable entity, something which does not reject the traditional harmonic concept of centricity but which transforms it by abandoning the old tonal idea of an all-controlling bass line. In Harvey's words, "the musical syntax is symmetrical around a central axis.

The ear is unconsciously attracted to hear the harmony not as dissonant over a fundamental bass but as float​ing free from bass functions and yet rigorously con​trolled." The powerful sense of slowly expanding, increasingly inflected consonance that this first move​ment of Bhakti conveys is powerfully enhanced by the close interdependence of instruments and tape, whose «many functions» Harvey identifies as «dialogue, trans​formation, memory, anticipation, "simultaneous trans-lation"», as well as of "reaching beyond the instrumen​tal scale to a more universal dimension". That dimen​sion, in association with the «keys to transcendent con​sciousness" that the Rig Veda hymns embody, is strongly in evidence from the very beginning. Tape and instruments remain closely integrated in the second movement, which presents extreme opposition to the expressive character of the first. Jubilantly active, uninhibited enough to allow a tipsy glissando in the trombone near the end, it relates to the text "like impetuous winds the drinks have lifted me up. Have I not drunk, Soma?». After this the third move​ment is a first step to synthesis—as yet far from com​plete lit is scored for instruments alone), but combin​ing a firmly centred, expansively lyric melody with animated rhythmic patterning. Again the associated text stresses the sensuality as well as the spiritual force of religious devotion: «she of the waters flashed lightning like a falling lightning-bolt and brought me the pleasures of love. I am the lover of Urvasi, long to draw her to me, though she fills the air and measures the middle realm of space." Near the end of the movement there is a particularly graphic representation of the "falling lightning-bolt". The fourth movement is no less illustative. The text describes how «Purusha stretches the warp and draws the weft. ... The gods make the melodies into shuttles for weaving", and the music bathes its melodic lines in a wealth of trills and decorative flour​ishes whose rich density is intensified by the tape.

The fifth is the only movement to lack an appended text, and this indicates that its primary function is that of varied restatement. Harvey says of it that "some of the third movement is played back on tape, the ensemble adding a "gloss".» By now the listener may well be sensing the tendency of the music to cycle back on earlier material in a fairly regular way, as Harvey's formal scheme begins to make its effect. As he himself describes it, the twelve movements divide into thirty-six subsections, each one defined by a certain number of instruments playing a certain pitch cell. As there are only twelve types of sub-sec​tion, each one occurs (with variation) three times, thus making for repetitions over the course of the work." The repetitions create continuity and coher​ence, but there is nothing mechanical about them: the crucial word in Harvey’s analysis is «variation», and it is this quality that governs Movement 5. 

The sixth movement reinforces the music's dynamic momentum, depicting "the celestial coursers, revelling in their strength" who «fly in a line like wild geese.... Your body flies, Swift Runner; your spirit rushes like the wind". The music also «rushes like the wind", as Harvey instructs the players to interact in improvisato​ry fashion. After this, the second half of the work begins like a call to order, which, as Harvey says, «is concerned exclusively with bell-like sounds, some of which repeat ritualistically—a motive that occurs from here to the end of the piece." The text refers to «the sun, rejoicing in the clear light", and, as if in awe of such an overwhelming force of nature, the music of Movement 7 becomes increasingly restrained. [...]

	HASHISHEEN
	The End Of Law
	1999
	48:05
	label: Meta / Sub Rosa,  SR154

Soundtrack compiled by Bill LASWELL

1. First Reading (Azizi, Laswell)

2. The Old Man of the Mountain (ArnoLubeck, Laswell)

3. The Western Lands (Burroughs, Techno Animal)

4. The Spilled Cup (Shabestari, Deyhim)

5. Marco Polo's Tale (Polo, Skopelitis)

6. Pilgrimage To Cairo (Khusraw, Laswell)

7. Freya Stark At Alamut (Stark, Fier)

8. Castles (Juvayni, Fier)

9. Hashish Poem (Khamis / al A'ma, Laswell)

10. Sinan's Post (unknown, Laswell)

11. Assassinations (Shabestari, Fier)

12. The Mongols Destroy Alamut (Juwayni, Schutze)

13. The Divine Self (Sadiq, Wobble)

14. Morning High (Rimbaud, Skopelitis)

15. A Quick Trip To Alamut (Gysin, Schutze)

16. Slogans (Hammer-Purgstall, HC, Laswell)

17. Book of the Highest Initiation (Stern, Helios Creed, Laswell)

18. The Lord of the Resurrection (Laswell)

19. Assassinations (Tusi, Fier)

20. Tale of the Caliph Hakem (de Nerval, Eyeless in Gaza)

21. The Assassins (Bey, Laswell)

22. Last Reading (Wali, Laswell)

Text Compiled by Peter Lamborn Wilson

Spoken Word : Readings arranged and produced by Janet Rienstra

Track 13 produced by Jah Wobble; Assistant Producer : Mark Ferda

track 20 produced by Anne Clark, Eyeless in Gaza, Martyn Bates and Peter Becker 

(1)  Reading : Susan Deyhim;  

(2)  Introduction : Genesis P Orridge;  Reading : Percy Howard;  

(3)  Introduction : William S. Burroughs;  Reading : Iggy Pop;

(4)  Reading : Susan Deyhim;  

(5)  Reading : Hakim Bey;  

(6)  Reading : Hakim Bey;  

(7)  Reading : Nicole Blackman;  

(8)  Reading : Percy Howard;  

(9)  Reading : Reading : Nicole Blackman;  Persian singer : unknown;  

(10)  Reading : Ira Cohen; 

(11)  Reading : Nicole Blackman;  

(12)  Reading : Percy Howard;  (13)  Reading, bass, keyboards : Jah Wobble;  Congas, bendir : Neville Murray;  Drums :  Jaki Liebezeit;

(14)  Reading : Lizzy Mercier Descloux and Patti Smith;  Additional guitar : Oliver Ray; 

(15)  Reading : Iggy Pop;  

(16,17)  Reading : Genesis P Orridge;  Music : Bill Laswell and Helios Creed;  

(18)  Reading : Hassan;  

(19)  Reading : Nicole Blackman;

(20)  Reading : Genesis P Orridge and Anne Clark;  

(21)  Reading : Hakim Bey;

(22)  Reading : Susan Deyhim.

Note : The first writer listed is the composer of the text, others the writer of the music.

Note : Track 9's text was written either by Ibn Khamis or Ibn al-A'ma.

Note : Track 18 was adapted from original sources, hence no one writer is listed for the text.

	Jon  HASSELL
	Vernal Equinox
	1978
	51:46
	HASSELL -- см. тж. с: Ry  COODER; HOWIE  B (в 'Acid'); AI CONFINI – INTERZONE; David  SYLVIAN;
Jon Hassell [tp, Fender Rhodes]; Nana Vasconcelos (см.) [congas, talking drum, shakers]; David Rosenboom [mbira, rattles, tabla, dumbek]; William Winant [kanjira, rattles]; Nicolas Kilbourn [talking drum, mbira]; Drone [Serge synth, Motorola Scalatron]; Ocean; Tropical birds; Night Creatures of Altamira; distant barking by Perrasita. 

	Jon  HASSELL
	Possible Musics (Ambient: Fourth World, Vol. I)
	1980
	45:29
	label: EG

produced by Brian ENO & Jon HASSELL

Jon Hassell [tp, Prophet 5, ARP]; Brian Eno (см.) [Prophet 5, Minimoog, treatments]; Michael Brook (см. в: ‘Synth’) / Percy Jones / Jerome Harris (см.) [b]; Nana Vasconcelos (см. в: ‘Jazz’) / Ayib Dieng (см. в: ‘Jazz’) [ghatam, low congas]; creatures of Aitamira.

	Jon  HASSELL
	Aka Darbari Java (Magic Realism)
	1983
	44:16
	label: EG

Jon Hassell [tp, keyed voices&instr., mixing and treatments]; Dan Lanois (см. тж. с B. Eno) [engineering, mixing and treatments]; Abdou Mboup [d].

	Jon  HASSELL
	Power Spot
	1986 
	48:29
	label: ECM

Jon Hassell [tp], Brian Eno [el b], Michael Brook (см. в: ‘Synth’) [g, el. treatments], J.A. Deane [ac & el perc, alto fl], Jean-Philippe Rykiel [k], Richard Horowitz [k], Richard Armin & Paul Armin [RAAD el-ac strings], Miguel Frasconi [fl].

Rec. December 1983 - October 1984, produced & engineered by Brian Eno & Daniel Lanois.

	Jon  HASSELL
	The Surgeon Of The Nightsky Restores Dead Thing By The Power Of Sound   
	1987
	53:36
	label: Intuition Records (New York)

Hassell [tp, keys], J.A. Deane [el & ac perc], Jean-Philippe Rykiel [synth], Michael Brook (см. в: ‘Synth’) [g], Richard Horowitz [synth]. Processed by Brian Eno.

   Brian Eno: “His curious background (military bands, Stockhausen and North Indian vocal music) coupled with his sharp and rigorous intelligence, have given him a breadth of perspective that is unique. His music is unlike any other; powerful, exotic and crammed with new ideas.”

   Trumpet-master Jon Hassel is a slippery stylist. Not quite jazz, not quite new age... Hassel’s Eastern-influenced brass approach has, in recent years, enriched recordings as diverse as Talking Heads and Peter Gabriel. Soundscapes of five cities [five tracks of ‘The Surgeon...’] are painted in echoey electronic colours. The stark simplicity makes for some rewarding listening.

	Jon  HASSELL
	Flash Of The Spirit (with Farafina)
	1989
	52:02
	label: Intuition Records (New York)

prod. and mix by Brian Eno, Daniel Lanois.

Hassell [tp, sampled strings&harps]; Farafina:   Manama Konate [balafon]; Pako Ye [djembe drums]; Soungalo Coulibaly [flute, perc, voice]; Tiawara Keita [soucou (talking drum), tama]; Seydou Ouattara [main bara drum]; Beh Palm [accompanying bara drum]; Baba Diarra [second balafon, perc]; Souleyname Sanou [shekere].

    This recording — a unique blend of African and American music idioms which reaches simultaneously deeper into the past and further into the future — is evidence of the continuing fruitfulness of this forced collision of cultures.

	Jon  HASSELL
	City: Works Of Fiction
	1990
	56:11
	label: Opal / Warner

J.Hassell [tp, k]; Gregg Arreguin [g]; Jeff Rona [k]; Adam Rudolph [perc]; Daniel Schwartz [b].

	Jon  HASSELL
	Sulla Strada
	1995
	65:32
	label: Opal / Warner 

Sulla Strada = On The Road

J. Hassell [tp, k]; Michael Brook (см. в: ‘Synth’) [g, mix]; Nana Vasconcelos (см. в: ‘Jazz’) [udu drum]; Miguel Frasconi [perc].

   John Hassell: “The style of music which I call ‘Fourth World’ is a continual exploration of ways in which exotic musics from the tribal cultures of the Southern hemisphere might be fused with the technological possibilities of the Western World. It is an attempt to create music which dissolves the dichotomy between the structural and the sensual.

 The music for ‘Sulla Strada’ is partially inspired by ceremonial music of the Beti and Bemileke of Cameroon. This is blended with other compositional and less geographically-specific elements in an attempt to create a kind of musical scenery which is not entirely ‘primitive’, not entirely ‘future’ but someplace impossible to locate either chronologically or geographically. The aim is to create a dense, ritualized sound atmosphere in which the stage action might take place and be formed within, in the same way that the density of water can be said to form the movements of a swimmer.”

   Music conceived to create an atmosphere filled with ritual and overtly dramatic references, this record inspired by Jack Kerouac’s masterpiece, ‘On The Road’. A complex and entirely instrumental work, it is a cross between epic melodrama and the modern musical, in which the sense of journey towards the South, in the book, not only to Mexico, but to the South of the world, remains. Hassel’s evocative music is the ideal route for this journey.

	Jon  HASSELL
	Fascinoma
	1999
	60:36
	label: Waterlily Acoustics

rec. 1998

Jon Hassell: trumpet

Ry Cooder (см.): guitar 3,4,5,6

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

Ronu Majumdar: flute 1,4,6,8

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

Jamie Muhoberac: zendrum 4,6,8

Rick Masterson: tambura 2,3

Rose Okada: tambura 2,3

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

Nature Boy 
- Ahbez 
2:45

  
  
2. 

Datura - 
Hassell 
4:31

  
  
3. 

Caravanesque 
- Ellington, Mills, Tizol 
7:18

  
  
4. 

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

  
  
5. 

Mevlana Duke 
- Hassell, Terrasson 
6:16

  
  
6. 

Secretely Happy 
- Hassell, Majumdar, Muhoberac 
6:33

  
  
7. 

Poinciana 
- Bernier, Simon 
4:28

  
  
8. 

Sensuendo 
- Hassell, Majumdar 
5:15

  
  
9. 

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

  
  
10. 

Estate (Summer) 
- Brighetti, Martino 
4:40

	Jon  HASSELL
	Earthquake Island
	2003
	40:22
	1. Voodoo Wind

  jon hassell: trumpet, arpstrings

  nana vasconcelos: drums,tabla,percussion,voice

  claudio ferreira: guitars, bass

  clarice taylor: vocals  

  handclaps: nana, claudio, erasto vasconcelos, haroldo mauro, jr.

2. Cobra Moon

  jon hassell: trumpet, arp & polymoog

  nana vasconcelos: cuica, voice, congas, percussion

  miroslav vitous: bass

  claudio ferreira:  guitars

  richardo silveira: guitars

  badal roy: tabla

  dom um romao: percussion

3. Sundown Dance

  jon hassell: trumpet, arp & polymoog

  nana vasconcelos: congas, percussion

  miroslav vitous: bass

  claudio ferreira:  guitars

  richardo silveira: guitars

  badal roy: tabla

  dom um romao: percussion

  clarice taylor: vocals

  handclaps: nana, claudio, erasto, haroldo

4. Earthquake Island

  jon hassell: trumpet, arp & polymoog

  nana vasconcelos: berimbau, congas, percussion, voice

  miroslav vitous: bass

  claudio ferreira:  guitar

  badal roy: tabla

  dom um romao: percussion

5. Tribal Secret

  jon hassell: arp & polymoog

  nana vasconcelos: cuica, congas

  badal roy: tabla

6. Balia

  jon hassell: trumpet

  nana vasconcelos: vocal, congas, percussion

  miroslav vitous: bass

  claudio ferreira:  guitars

  richardo silveira: guitars

  badal roy: tabla

  dom um romao: percussion

7. Adios, Saturn

  jon hassell: trumpet

  nana vasconcelos: tabla, percussion, voice

  claudio ferreira:  guitars, bass

  clarice taylor: vocals

	The  HAT SHOES
	Differently Desperate
	1991 
	40:39
	label:  ReR

Hat Shoes -- квартет авангардно-импровизационного рока, в состав которого входят: гитарист/ басист Bill Gilonis (см.: The Work, News From Babel), замечательная певица Catherine Jauniaux (см.), виолончелист Tom Cora (см.) и барабанщик Charles Hayward.  В записи этого альбома также принимали участие David Thomas (см.) и Tim Hodgkinson (см.).

	The  HAT SHOES
	Home
	2002
	37:49
	label: RecRec (Switzerland)

Catherine Jauniaux (см.) [v]; Bill Gillonis [perc, p, motors, trickery]; with: Martin Spuhler [perc]; Alain Michon [sound gardening]; Barni Palm [perc].

	Lili  HAYDN
	Lili
	1997
	47:04
	Lili  HAYDN - см. тж. с: Die KNODEL; Bill LASWELL: “AXIOM FUNK”, "AUTOMATON JIHAD"

post punk
Lili Haydn [violin, v, progr]; Geri Sutyak [cello]; Corky James, Frankie Blue, George Nakas [g]; Jeffrey Connor [b]; Toss Panos [d]; Harleigh Kibbee [k]; + additional musicians.

Written by Lili Haydn; lyrics by Lili Haydn; produced by Lili Haydn; engineered by Lili Haydn + add.; mixed by Lili Haydn + add.

e-mail:   lili@atlantic-records.com  

	Lili  HAYDN
	Light Blue Sun
	2003
	72:05
	label: BMG / Private Music
Lili Haydn: violin, vocals + keyboard; programming (4,7,9,10)

Bill Laswell: bass 1,3,4,5,7,9,12

Corky James: guitar 1,3,4,5,7,10,12

Steve Nalepa (dj Sherlock): keyboards; ambience on 1,4,9,10,11; keyboard bass 10; programming on 3,9,12

Karsh Kale: beat construction & additional production on 1,5,7; drums on 2,4,5; and tablas 5,7

Jez Colin: programming; keyboards; ambience on 4,8,10

Santam Singh Ramgotra: tablas on 2,4,7

Goffrey Moore: guitar on 8,10

Pharoah Sanders: tenor sax on 11

George Clinton: spoken word on 11

Alice Coltrane: piano on 6

Teo Castro: programming on 3,12

Bahar Qawali: vocals on 1

Gerri Sutyak: cello on 3,4,12

Vanessa Freebairn-Smith: cello on 3,4,12

Alma Fernandez: viola on 3,4,12

Julianna Klopotic: violin on 6

Ron Lawrence: viola on 6

Tara Chambers: cello on 6

Marius Devries: bass & programming on 2

Carmen Rizzo: keyboards, programming and sound design on 2

Chris Bruce: guitar on 2

1. Light Blue Sun (prelude)

2. Come Here

3. Anything

4. Wounded Dove

5. The Longing

6. Denied (performed by: Haydn, Alice Coltrane)

7. The Chinese Song

8. Sweetness

9. Seek

10. Home

11. The Promised Land (performed by: Haydn, Pharoah Sanders, George Clinton)
12. Anything (radio edit)

	Graham HAYNES – см. в 'Jazz'
	
	
	
	

	HEDNINGARNA – см. в разделе ‘Eurofolk’
	
	
	
	

	HELGOLAND
	Media Music EP
	2001
	44:49
	HELGOLAND - см. тж.: на сборниках (в 'Acid'): PLAY; PSYKOSCIFIPOPPIA; KORSIKA KOLLEKTION;

acid/minimal/alternative
label: Storage Records  www.stora.de 

www.helgolandmusic.de 

Helgoland: Michele Avantario, Douglas S. Patton, Gunnar Buttner, Rudi Burr, + guests: Isaac Margono, Reznicek (см. тж. с: GROENLAND ORCHESTER (на том же лэйбле) в секции 'Synth').
Дурашливый и энергичный инструментальный альтернативный проект; клавиши, гитара, сакс и т.д. По насыщенности и подвижности этот музыкальный вихрь таков, что не мог бы быть создан пару лет назад (проекты Zorn'а – не в счёт), так что, этот диск – просто вопиющий свежак. А оформление диска a la CD-R, придаёт привкус раритета.

Другие проекты на этом лэйбле: electro Sun; Augsburger Tafelconfect; A*Class; тж. сборники: PLAY; KORSIKA KOLLEKTION (полностью они представлены в 'Acid')
Подобные проекты: PANTAGRUEL; GROENLAND ORCHESTER (в секции 'Synth');

	HEMOPHILIAC – см. PATTON
	
	
	
	

	Tyrone  HENDERSON
	No Comment
	1996
	45:38
	funk / exotic

label: Atonal

Henderson [v, k]; David Bindman [fl, t&s s]; David Siegel [tp]; Marvin Sewell [g]; Jon Dubs [k].

Question: «Where did the idea come from to do this project?» T.H.: «My soul.» Question: «What kind of music will you find in ‘No Comment’?» T.H.: «Blues, rock, bop, doo wop, jazz, funk, gospel.» Question: «Do you think people will like this?» T.H.: «No Comment.»

   «The World Beat is a Jungle Street Beat, Ceocentic, Plasterhead and Hey, Freddie. In this music, the love of rhythm is heard, and what joyful rhythm can produce, working through moods and swings, creeping as a hollering cry. This music is of jazz, funk, gospel, doo wop. It’s just pure delight and emphasis is placed on the beat and the spoken word. The World Beat is a Jungle Street Beat. Just listen to your heartbeat and look around you, and you’ll see the aesthetics of this compact disc.»  -- T.H.

	Pierre  HENRY
	Movement-Rythme-Etude
	1970-71
	66:29
	label: Mantra

Pierre  HENRY – born 1927

  «Конкретная» музыка, которая основывается на звучащих предметах, и включает звуки, издаваемые классическими инструментами, или электронными, а также новыми предметами, полученные путём электроакустических манипуляций с уже «зарегистрированными» фрагментами, -- радикальное обновление проблем, стоящих перед современной музыкой. Эти вопросы стоят не только в отношении материала, но и самой сущности музыкального искусства, и всякая другая музыка, какой бы прогрессивной она не была, представляется традиционной, и она ниспровергается произведениями таких как Пьер Шеффер и Пьер Анри.

Пьер Анри, студент консерватории по классу Оливье Мессиана, Феликса Пассероне и Нади Буланже, пишет свои первые инструментальные композиции в 1944г. Затем он избирает карьеру оркестрового музыканта. Его первые попытки в области экспериментальных произведений для струнных инструментов датируются 1947 годом, и он обьединяется с Пьером Шеффером для дебюта в Конкретной Музыке в 1949 г. Он становится руководителем работ в Группе поисков в области Конкретной Музыки на радио в 1954 г. Затем встречается с Морисом Бежаром в 1955 г. и делает с ним более 15 балетов. В 1958 он основывает свою собственную студию электроакустической музыки Apsome, откуда вышли такие вещи, как «Ночь Шестидесятых» (1961), «Вариации для Двери и Вздоха» (1963), «Месса для Настоящего Времени» (1967), Апокалипсис от Иоанна» (1968), «Химические Свадьбы» (1980). Начиная с 1982 Г. он основывает под эгидой Министерства Культуры студию SON / RE. Здесь он выпустил: «Мыслящие Камни» (1982), «Утраченный Рай» (1982), «Хугосимфония» (1985), «Кристалл / Память» (1987), «Берлин. Симфония Большого Города» (1988), «Египетская Книга Мёртвых» (1990), «Песни Мальдорора» (1992). Он получил Гран При Националь по музыке в 1985 г. [...]

«Моя музыка хочет быть предметной. Я воздействую на звуковую вселенную зрительным образом. Ухо играет роль глаза. Глаз часто излишне реалистичен, что используется как уловка, как анализатор. Так появляется новая реальность для звуков.» – П. Анри

	Pierre  HENRY
	“Variations” / “Viole d’Orphee”
	1987
	64:00
	label: Harmonia Mundi (France), 1994

1. Variations pour une Porte et un Soupir (48:17)

2. Viole d’Orphee (15:34)

Variations -- произведение, среди прочих, наиболее абстрактное и, соответственно, наименее «слушабельное», но зато -- самое концептуальное.

	Pierre  HENRY
	L’homme a la Camera
	1994
	73:02
	label: Mantra

Composed 1993.

Помимо источников пульсирующих звучаний используются veena, sitar.

  Pierre Henry – пионер и мастер «конкретной» музыки (первое его сочинение Le Voile d’Orphee издано в 1953 г.). Но, как всякий француз, он всегда создавал нечто вполне «съедобное» (что в отношении «конкретной» музыки очень актуально). В 1985 г. удостоен премии Grand Prix de la Musique, а в 1988 – Victoires de la Musique.

Конкретная музыка приписывала исключительную роль слышимости звука; композитор изобретает звуки и манипулирует ими непосредственно в студии – он их трансформирует, монтирует, микширует, ваяет как скульптор. «Пьер Анри сокрушил все злоречивые репутации, чтобы мы могли слушать мир шумящий, полностью выдуманный, который усиливает яркость восприятия.» -- Лебле

	(Pierre  HENRY)
	METAMORPHO-SES:

"Messe Pour Le Temps Present" (by Pierre HENRY and Michel COLOMBIER
	1997
	78:30
	label: Mercury (France) / Philips (France)

I: Pierre Henry

II – XI: Pierre Henry & Michel Colombier

remixed by COLDCUT, FUNKI PORCINI, WILLIAM ORBIT, FATBOY SLIM, a.o.

ABOUT MESSE POUR LE TEMPS PRESENT
Thirty years have elapsed between Maurice Bejart's ballet MESSE POUR LE TEMPS PRESENT (Mass For The Present Day), based on the composition by Pierre Henry and Michel Colombier, and this METAMORPHOSES, a collection of remixes by some of the biggest deejays of the house, techno, trip-hop, and jungle scene. It is as if an entire generation had to go by and another one to emerge before pop culture could finally shed the last trappings of the song format and come to terms with its own times in the way that the visual arts had done long before. Even so, the fact that a contemporary composer who celebrates his seventieth birthday this year is being honored by what can only be called the techno generation should come as no surprise.
Born in Paris on 9 December 1927, Pierre Henry studied with Nadia Boulanger and Olivier Messiaen at the National Conservatory in Paris and by the mid 1940s was performing as an orchestra pianist and percussionist. After his encounter with Pierre Schaeffer — the Pope of concrete music — he spent several years at the French broadcasting service and went on to create his own private studio for electro-acoustic music. Following the example of his master, Schaeffer, and far removed from the major musical trends of his era (the twelve-tone of the past and the minimalism to come), Henry was to use the very sounds of the industrial world to create his works, beginning with LE VOILE D'ORPHEE (1953), LA REINE VERTE, and LE VOYAGE. This was also the case for the famous twelve-minute MESSE POUR LE TEMPS PRESENT, with its five sections that Maurice Bejart's ballet company was to popularize well beyond the limits of the habitual public for contemporary music. One section in particular, the famous PSYCHE ROCK, made history as the veritable sound track of the psychedelic years. Based on the jerk, an electric-guitar rhythm that was popular in London at the time, PSYCHE ROCK surprised its listeners with the strange rawness of the electronic effects filling out an otherwise simplistic composition. Deployed with an impressive mastery of stereo, these effects suggested a kind of urban jungle where metal saws and medieval chimes seemed to be vibrating together to create a song of the city, a symphony of the new industrial world. Well before Philip Glass and company, contemporary music thus had its first hit. With its tribal, pagan expressiveness, PSYCHE ROCK enjoyed universal praise, breaking down the barrrers between jazz, rock, and classical music for what was perhaps the first time.
However timid and secretive he might be, the solitary, elusive Henry was, like John Cage, attuned to all the major transformations that were challenging "representation", in the visual arts and dance alike. Indeed, he quickly sought to collaborate, on the one hand, with artists such as Arman, Georges Mathieu, Yves Klein, or Jean Degottex and, on the other, with choreographers Maurice Bejart. Carolyn Carlson, and Georges Balanchine, not to mention the father of avant-garde dance, Merce Cunningham.
A year before MESSE POUR LE TEMPS PRESENT, Henry had composed (for Bejart) LE VOYAGE, based on THE TIBETAIN BOOK OF THE DEAD. This work, which was to be coupled with future recordings of the Mass, may be considered one of first examples of what was later called ambient music, imperceptibly altering the surroundings without requiring the listener to make a detour through any kind of "story." In other words, a Zen way of filling space to produce the famous "void" in which the listener, freed from him- or herself, would experience the transmutations evoked by Nietzsche, Foucault, or the Heidegger of the Abgrund, the descent into the abyss. For all those who (even today) have remained prisoners of the rhythmic or harmonic schemas of the tonal tradition, this invitation to a "decorporealization", implying a schizophrenic evolution of the body fractalized into different pressure points (as Gilles Deleuze was later to describe it), will always seem impossible to accept. But whether we want to recognize it or not, beyond the New Age leap of the 1980s (Ken Russell was also to use Henry's music for ALTERED STATES), this materialist or concrete art of ectasy has become a part of daily life in the 1990s — and not just in the rave warehouses where thousands of young people dance to sound compositions that can only be described as abstract, in the same way that their forerunners in depoliticization — the hippy communes — abandoned themselves to the dream of acid tests. But if the techno of the 1990s is a music of ecstasy, in MESSE POUR LE TEMPS PRESENT, and especially the hit PSYCHE ROCK, are still a music of the here-and-now, a prelude, an ode to the unifying joy of positive energies that were supposed to invent a pacified millennium. Which explains why, in the thirty years from the psychedelic basements of Carnaby Street or the Boulevard Saint-Germain of the 1960s to Manchester's baggy revival at the end of the 1980s, people have never stopped dancing to PSYCHE ROCK.

METAMORPHOSES
Thirty years to the day after its creation, the Mass is now being chanted by some of the best European techno artists. Following a nocturnal trip-hop rereading of the PROLOGUE by Chris the French Kiss (from Yellow Productions) to the harmonies of diminished sevenths recalling Henry Mancini, a first interpretation of PSYCHE ROCK is presented by England's William Orbit (in tandem with Mat Ducasse), a techno legend over the past ten years via his group Bass-O-Matic, but who is also known for his celebrated remixes for Madonna, Prince, Cure, or Rita Mitsouko.
A veritable experimental suite in ten minutes, this version combines neo-industrial flatness and prehistoric bleeps with the antiquated charm of a cut-and-paste.
On the next cut, Ludovic Navarre, alias Deepside, Modus Vivendi, or St Germain, introduces JERICHO JERK with a funky organ solo before turning to a house beat that gives off the frenzy of the best clubs in Chicago or New York, with the touch of inimitable French elegance that brought his jazz-house album BOULEVARD international acclaim last year.
Navarre is followed by Dimitri From Paris, whose SACREBLEU album has received equally fervent praise for its easy-listening style on both sides of the Channel. It must be said that his sophisticated and maliciously funky trip-hop fits Henry's TEEN TONIC like a white silk glove on a sunny cafe terrace, and bit by bit we imagine Sly Stone surrounded by echos of high-pitched flutes and saturating his organ in a dreamy world of cream-colored stucco dotted with girls in flowery summer dresses. The hard-step drum n'bass version of TOO FORTICHE proposed by the the spearheads of the jungle movement, Tek 9 (also known as Jacob's Optical Stairway and 4 Hero), is minimalist and brutal, a veritable plunge into the most squalorific inner-city ghettos springing up in the shadow of the Jamaican sound systems. Which leads right into the hip-hop breeding-ground swarming with the different scratches and samples of the PSYCHE ROCK by Coldcut (with Hex), one of whose members is none other than Jonathan Moore, founder of the trip-hop label Ninja Tune.
France's Chris (a.k.a. The Mighty Bop) then comes back to embellish TOO FORTICHE with the minor sevenths of ambient-jungle before lapsing into a carnaval samba punctuated by Andes flutes and electronic noises, a Brazilian fantasy that remains perhaps the most musical of all the rereadings of Henry's piece. Ninja Tune's mysterious Funki Porcini, a punky jet-setter recently returned to his native England after a period of Italo-Californian exile, has adorned JERICHO JERK with a combination of harp interludes suspended like a silvery satin cloth under a starry sky and dizzying spirals of crackling jungle. Next comes the extraordinary journey to the outermost limits of ambient-jungle proposed by a second version of TOO FORTICHE that bears the signature of Radio Nova deejay Gilb-R and I:Cube. One PSYCHE ROCK later (an ambient-minimal version again by Coldcut) and this METAMORPHOSES wraps itself up with what, annonced last year by Chemical Brothers or Prodigy, promises to be the 1997 sound: the fusion of rock guitars and techno noise. And such are indeed the ingredients chosen by Ken Abyss, veteran of the Paris-London house axis, to cook up a final version of PSYCHE ROCK before the lights go out. This is perhaps the best way to wrap up the profile of a real precursor of today's different techno currents. After all, didn't Pierre Henry already entitle his 1970 Ceremony a "mass-environment"? Likewise, wasn't the Perpetum presented in 1980 at the Museum of Modern Art of the City of Paris designated "a space of fascination for the transformation of images and sound encounters in perpetual motion"?
Not to mention the PARADISE LOST, after Milton, that premiered in 1983 at the Lille Festival as a "chaotic ritual performance" — in other words, ten years before groups like Nine Inch Nails on the other side of the Atlantic gave rock audiences a taste for neoprimitivism and ritual art?
For some, the fact that PSYCHE ROCK has reemerged as the emblematic theme of a certain techno-culture in progress might signal the triumph of marketing, with its appropriation of the world through a calculating rationale that puts everything on the same level of availability. But it might also be seen as a chance for a new Utopia among a generation of young people who have grown up on a nonstop diet of signs. And consequently, as is always the case when something singular makes itself heard, it could be the chance for a new critical reading of the world.
--- Eric Dahan

I - PSYCHE ROCK Malpaso mix 07'30 Remix and additional production by Fatboy Slim (см. в 'Acid'), engineered by Simon Thornton @ the House Of Love 

II - PROLOGUE 2'45 Remixed by Chris The French Kiss for Yellow Productions
III - PSYCHE ROCK The Invisible mix 10'09 Remix and additional production by William Orbit with Mat Ducasse @ Guerilla Studio, London, drums by Fergus Guerrand 

IV - JERICHO JERK 8'21 Mixed by St Germain @ Magic House Studios, keyboards by Alexandre Destrez
V - TEEN TONIC 7'17 Reconstruction & remix produced by Dimitri From Paris for La French House Entertainment, scratching & solo by Cutee B., engineer Bibi Fricotin
VI - TOO FORTICHE Beatnik Trip 5'57 Remix and additional production by Tek 9
VII - PSYCHE ROCK Chopped Up 7'35 Remixed by Coldcut's Computer + Hex
VIII - TOO FORTICHE 6'29 Remixed by The Mighty Bop for Yellow Productions 

IX - JERICHO JERK 4'59 Remix and additional production by Funki Porcini (см. в 'Acid')
X - TOO FORTICHE Chateau Flight remix 5'36 Remixed by Chateau Flight (DJ Gilb-R & I:Cube for Versatile)
XI - PSYCHE ROCK Psyched Out 719 Remixed by Coldcut (см. в 'Acid')
XII - PSYCHE ROCK Metal Time Machine Edit 3'26 Remixed by Ken Abyss, engineered by Christoph H. Muller@Substudios, Paris

	HENRY  COW
	The Virgin Years.

[3 CD Box,                      Edition 1991]:                                1). Legend
	1973
	46:24
	HENRY  COW – см. тж. с: SLAPP HAPPY
Авангардная рок-группа (prog rock) [1968 - 1978]. Постоянные участники - Fred Frith (см.), Tim Hodgkinson (см.), Chris Cutler (см.). В группе играли Lindsay Cooper (см.), John Greaves (см. тж. с David  CUNNINGHAM).

label: East Side Digital (Minneapolis), 1991

Fred Frith [g, vln, viola, p, v]; Tim Hodgkinson [organ, p, a s, cl, v]; Chris Cutler [d, p, toys, whistle, v]; John Greaves [b, p, whistle, v]; Geoff Leigh [s, fl, cl, recorder, v].

Henry Cow was formed ten years ago. Founded as a rock group, it grew out of the most experimental tendencies in that tradition. Our growth coincided with a period in which rock music largely reappropriated and disarmed by the music industry. At least in the UK, this music lost its radical, critical, experimental function and by the early seventies became just another depressing sector of show business.

Our increasing antagonism towards this new face of the establishment was expressed in the struggle for control over our affairs and all those circumstances which could, on the one hand, neutralise our music, or on the other, help make it an effective force. We had to become responsible for our music, ourselves, our audiences and our assessment of what was progressive and what reactionary in all music, including our own.

It seems to us that our music must challenge not only in its conception but in its execution. There must always be unknowns and hazards, a tension between written and unwritten, discipline and interpretation. To this end we do not hesitate to draw on all the elements we identify as progressive or useful, whatever the original context. (Both our instrumentation and our playing seem to belong variously to jazz, modern classical and rock music.)

We are surrounded by music and we must choose what to accept and develop and what to reject or attack, because nothing that communicates can avoid the consequences of its own language. In our times, anything that comforts or massages is reactionary if it does no more; anything that is pessimistic or self-destructive is useless to us.

HENRY COW, 1978

	HENRY  COW
	2). Unrest
	1974
	51:13
	Fred Frith [g, vln, xylophone, piano]; Tim Hodgkinson [organ, cl, a s, piano]; Chris Cutler [d]; John Greaves [b, p, v]; Lindsay Cooper [bassoon, oboe, recorder, v].

	HENRY  COW
	3). In Praise Of Learning


	1975
	44:01
	Для записи альбома «In Praise Of Learning» Henry Cow: Fred Frith [g, vln, xylophone, piano on IV]; Tim Hodgkinson [organ, cl, piano on II]; Chris Cutler [d, p]; John Greaves [b, p]; Lindsay Cooper [bassoon, oboe] объединились со Slapp Happy (см.): Anthony Moore [p]; Peter Blegvad [guitar on I & II]; Dagmar Krause [v].

Peter Blegvad:  The Henry Cow / Slapp Happy alliance made another album together, “In Phraise of Learning”, and then broke up, fairly acrimoniously. Anthony quit and I was actually fired — (“aah, the Cow is fulla bull!” — P.B., ’75). Dagmar stayed to explore the new music and life on the road in various line-ups of Henry Cow culminating in the Art Bears (см.) at the end of the decade.

	HENRY  COW
	In Praise Of Learning – Original Mix
	1975
	37:56
	"Art is not a mirror—it is a hammer"  

-- John Grierson
Tim Hodkinson [organ, cl, p(#2)]; Fred Frith [g, vln, xylophone, p(#4)]; John Greaves [b, p]; Chris Cutler [d]; Dagmar Krause [v]; Peter Blegvad [g(#2,3), v&cl(#1)]; Anthony Moore [p(#1,2), electronics, tapework]; Lindsay Cooper [bassoon, oboe].

	HENRY  COW
	Concerts  [2 CD]
	1975 19741973
	64:13 60:21
	label: ESD (Minneapolis), 1995

Lindsay Cooper [basson, fl, oboe, recorder, p]; Chris Cutler [d, p]; Dagmar Krause [v]; Fred Frith [g, p, vln, xylophone]; Tim Hodgkinson [organ, cl, a s]; John Greaves [b, v, celeste]; + Robert Wyatt, Geoff Leigh [t/s s, fl, cl, recorder].

	HENRY  COW
	Western Culture
	1978
	36:08
	label: Arcades (1978) / Broadcast Records (London) (1988)

Tim Hodgkinson (см.) [organs, a s, cl, Hawaiian g, p]; Lindsay Cooper (см.) [bassoon, oboe, s s, sopranino recorders]; Fred Frith (см.) [el&ac g, b, s s]; Chris Cutler (см.) [ac&el d, noises, tp, p]; + Anne-Marie Rollofs [trb, vln].

Side 1: “History & Prospects” (Hodgkinson)

1. Industry

2. The Decay of Cities

3. On the Raff

Side 2: “Day by Day” (Cooper)

4. Falling Away

5. Gretels Tale

6. Look Back

7. 1/2 the Sky

	(HENRY  COW)
	John GREAVES,  Peter BLEGVAD,  Lisa HERMAN: “Kew. Rhone.”
	1977
	36:55 +
	multimedia CD
ReR, 1999

John Greaves [p, organ, b]; Peter Blegvad (см.) [v, s, g]; Lisa Herman [v]; Carla Bley (см.) [v, t s]; Mike Mantler (см.) [tp, trb]; Andrew Cyrille (см.) [d, perc]; Michael Levine [vln, viola]; Vito Rendace [s, fl]; Boris Kinberg [clave]; April Lang, Dana Johnson [v].

Rec. at Grog Kill Studio, Woodstock, NY Oct. '76.

Bley, Mantler, Cyrille -- см. тж. с Carla BLEY в секции 'Jazz'.

	HERBE  ROUGE
	Herbe Rouge
	
	78:12
	French satiric progressive
label: Legend Music (Paris); remastered edition.

Oliver Foy [g, v]; Richard Foy [t s, cl]; Luc le Masne [a&bass s]; Philippe Lapeyre [trb]; Paul Yernaux [tp]; Francois Craemer [a s, cl]; Jean-Marie Laumonier [g, b, v]; Alain ‘Bobs’ Broda [b]; Michel Risse [d, perc].

Подобные по музыке проекты (из той же тусовки) см. – CAMIZOLE; ETRON FOU LELOUBLAN; Lol COXHILL;

  In the 70’s, Herbe Rouge is certainly from all the bands in France, the most mythic one, maybe because they made very few concerts (about 40 in a ten years existence). But above all because they left a mark, a sign of the ‘High Times’ which is still present in the so happy audience and groupies’s mind, the lucky people that had the chance to attend those rare concerts.

  Maybe, it sounds too much Rock for the hard and pure Jazz amateurs, and surely too Jazzy for the real Rockers. Counter back of its time, Herbe Rouge faded away, leaving like a water-mark in the French music, a unique poetry track lost in a market which was desperately looking for Anglo-Saxon standards.

  This CD is much more than just an exceptional and emotional document intented for all those nostalgics of High Times. It is rather an opportunity to discover with exultation such an unexpected band, the only one of the kind in the soundscape of the French rock’n’roll music. It is a remastering of the first LP of the band with some bonus and unissued tracks plus some more hidden pearls. [...]

	(Joane  HETU)
	JUSTINE:

“Suite”
	1990
	66:49
	experimental - Супер круто и весело. Такие вот канадки.

label: Ambiances Magnetiques

rec. 1989-90
Joane Hetu [a s]; Diane Labrosse [k]; Danielle P. Roger [d]; Marie Trideau [b].

Three years after Wondeur Brass' LP Simoneda, Reine des Esclaves, the four members of this Montreal all-female avant-rock band regrouped as Justine and released (Suite), a very powerful work. The 15 tracks can be reassembled into a handful of "suites" (for example: "Le Monstre"/"Je Suis Exécrable"/"Le Retour du Monstre"; "Nous En Avons"/"Vous en Avez"; "Ça Me Bat le Coeur"/"L'Intelligence du Coeur"). Tracks segue into each other and are loosely related, but the whole album shows stunning cohesion and gains from being listened to in one sitting. Taking their point of departure from the last Wondeur Brass album, Joane Hétu (alto sax), Diane Labrosse (keyboards), Danielle P. Roger (drums), and Marie Trudeau (bass) deliver a very complex and twisted avant-rock opus. Elements of Henry Cow and Étron Fou Leloublan are still obvious, but the band has a very personal sound, taking up a feminine (feminist?) stance on avant-gardist radicalism. Their interest remains in pop music, though: beats and melodies abound, but are constantly diverted, deconstructed and warped, thanks to far-out vocals, detuned synthesizers, and John Zorn-like saxophone solos. Roger's drums and Trudeau's bass hold everything together. Harpist Zeena Parkins and Japanese singer Tenko guest on one track each. More rock and raw than La Légende de la Pluie and Langages Fantastiques, (Suite) might even appeal to progressive rock fans. All lyrics are in French but translated in English in the booklet.

  
  
1 
  
Le Monstre 
  
4:14

  
  
2 
  
Nous en Avons 
  
5:12

  
  
3 
  
Ça Me Bat le Coeur 
  
3:18

  
  
4 
  
Je Suis Exécrable 
  
5:28

  
  
5 
  
Le Retour du Monstre   
5:29

  
  
6 
  
L' Intelligence du Coeur 
  
7:27

  
  
7 
  
Bouche Bée 
  
3:24

  
  
8 
  
Vous en Avez 
  
3:35

  
  
9 
  
La Recette 
  
4:38

  
  
10 
  
J'Ai Perdu le Temps 
  
4:00

  
  
11 
  
J'Ai Perdu le Sommeil   
3:53

  
  
12 
  
L' Arbre 
  
3:52

  
  
13 
  
À Ne Plus Savoir   
4:03

  
  
14 
  
Je Suis Là 
  
4:45

  
  
15 
  
Le Fil 
  
3:21

all compositions by Hétu, Labrosse, Roger, Trudeau

	Joane  HETU
	La Legende de la Pluie
	1992
	57:30
	label: Dame Records / Ambiances Magnetiques

rec. 1992
Joane  HETU [s, v, clavier]; Zeena  PARKINS (см.) [harpe electrique, clavier, accordion]; TENKO (см.) [v, guitare sur table]; Danielle Palardy  ROGER [perc, v]; Diane LABROSSE [clavier, v]; 
  Сперва девчонки разгоняются, а затем отвязываются на всю катушку.

Even though it is billed to each participating musician, La Légende de la Pluie (The Legend of Rain) can be seen as the "real" second album by Justine (saxophonist Joane Hétu, keyboardist Diane Labrosse, drummer Danielle P. Roger; only bassist Marie Trudeau is missing), with guests Zeena Parkins on electric harp and Tenko on vocals and table guitar taking a more prominent role than on the band's first album (Suite). La Légende de la Pluie is made of five ten-minute tracks, one composition per participant, with a prologue and an epilogue of five minutes each, written by Hétu and Roger, who were also in charge of the project. Premiered in November 1990 at the New Music America festival, it was recorded two years later for Ambiances Magnétiques. The music is more moody, in half-tones, and improvisation-based than what is found on (Suite), but it also shows the direction Justine was taking in 1992 and can be heard on its last CD Langages Fantastiques. Each composer develops its personal language: Hétu's "L'Attente" (The Waiting) foretells the direction of her project Castor et Compagnie, Parkins' "Les Pluies Acides" (Acid Rains) leaves a lot of room for improvisation, and Labrosse's "Le Déluge" (The Flood) shows her gift for cinematic musical development, something that will be at the basis of her solo album Face Cachée des Choses. Some electronic percussion sounds in "L'Attente" and "Le Brouillard" can be hard to bear, but they are eventually left aside. More evocative, less aggressive than (Suite), La Légende de la Pluie takes Justine a few important steps away from their avant-pop/rock format.

Prologue  - Letarte, Roger

L' Attente  - Hétu

Le Brouillard  - Roger

L' Orage  - Tenko

Les Pluies Acides  - Parkins

Le Déluge  - Labrosse

Épilogue  - Hétu, Roger

	Shelley HIRSCH & David WEINSTEIN
	Haiku Lingo
	1990
	48:45
	Shelley HIRSCH - см. тж. с: X-COMMUNICATION; SEPTEMBER BAND; Jon  ROSE; Jerry HUNT;

label: Review Records distributed by Recommended No Man's Land

rec. in 1988, New York.

Shelley Hirsch [v]; David Weinstein  (см. тж. с: John ZORN) [k, sampling].

1. Power Muzak

2. Crazy Situation

3. Haiku Lingo

4. R-Mania

5. Circus With Harry

6. Drink Me

Aboul these recordings:

"Hirsch's vocals on Power Muzak were recorder in the uninterrupted take while she listened to pre-recorded tracks by Weinsteln.
Circus With Harry places a true story by Hirsch over music by Weinstein. 

R-mania is based on a traditional Romanian song.

Drink Me – was an improvisation in the studio and uses no vocal processing until the very end!

Haiku Lingo was inspired by a line from Anne Frank, "The most wonderful thing about thinking yourself out is that you can have it any way you want. You can have roses and violets and daffodils all blooming at the same time."

Vocalist Shelley Hirsch and keyboardist David Weinstein have co-composed and performed together since 1986. Their collaborations include music for tape, record, film and television, and compact disk, multi-media concerts, and fully-staged performance pieces. Their work is an assemblage of characters, aural landscapes, and cinematic imagery both surreal and tangibly human.

For bookings and more information about the duo: Shelley Hirsch / David Weinstein Impossible Music 10 Leonard Street #4SE New York, NY 10013 USA

Вокалистка Шелли Хирш находится в одном ряду с такими мастерами импровизационно-авангардного вокала, как Saikho NAMTCHYLAK, Greetje BIJMA, Valentina PONOMEREVA.

	Hi - STANDARD
	Growig Up
	1995
	32:54
	punk-rock
label: Toy's Factory (Tokyo) / Fat Wreck Chords (San Francisco)

Akira Tsuneoka [d, tambourine]; Akihiro Nanba [b, v]; Ken Yokoyama [g, v].

Японский панк (на английском)

	Robin  HITCHCOCK &                            The EGYPTIANS
	Globe Of Frogs
	1988
	
	 LP      [Metcalfe, Cox, etc.]

	Tim HODGKINSON
	Catherine JAUNIAUX & Tim HODGKINSON:

"Fluvial"
	1993
	44:59
	Tim HODGKINSON – см. тж. с: ART BEARS; The  WORK; HENRY COW; Fred FRITH; GOD; ENCORE + GRANDE; The HAT SHOES;

label: Woof

Catherine Jauniaux (см.) [voc, s, perc]; Tim Hodgkinson [g, d, p, viola, cl, perc, o];

guests:

Lindsay Cooper (см.) [bassoon, oboe, s s]; Bill Gilonis [g, b, p]; Tom Cora (см.) [cello]; Mario Boyer [perc]; Terri Robson [vln]; Georgie Born [cello]; Charles Bullen [perc]; Stephen Kent [tp]; Dominic Weeks [perc, vibes, xylophone].

Rec: Aug-Sep 1993. Loc: Cold Storage Studios. Produced by Tim Hodgkinson.

1. Dream

2. Une Escadrille De Sorcieres

3. Sweet Smell

4. Doresc Trei Babys

5. Copul's Humus

6. Kebadaya

7. Origine Des Femmes

8. Tilimbom

9. Chanson De La Fraternisation

10. Divine Image

11. Infant Sorrow

12. The Dansers Under the Hill

	Tim HODGKINSON
	Each In Our Own Thoughts
	1994
	53:24
	Megaphone Rec. (USA) / Woof Rec. (UK)

A Hollow Miracle
    Tim Hodgkinson [p, viola, b, sampling]; Dagmar Krause [v] (см.).

String Quartet 1
    Charles Mutter, Chris Brierley [violins]; Helen Kamminga   [viola]; Robert Woollard [‘cello].

From Descartes’ Dreams
    Tim Hodgkinson [b cl, cl, a s, sampling].

Hold to the Zero Burn, Imagine
    Tim Hodgkinson [k, a s, cl]; Dagmar Krause [v]; Chris Cutler (см.) [d]; Bill Gillonis (см. тж. The  WORK) [g]; Lindsay Cooper (см.) [bassoon]; Richard Bolton [‘cello]; Guy Segers [b]; Dominic Weeks [xylophone]; Nancy Ruffer, Clarissa Melville [fl]; John Impett [tp].

Palimpsest

    Tim Hodgkinson [p, perc]; Dagmar Krause [v]; Nancy Ruffer [fl]; John Impett [tp]; Raul Diaz [fr h]; Guy Segers [b]; Rick Wilson [perc].

Numinous Pools for Mental Orchestra
     Tim Hodkinson [sequencing].

Recorded and mixed autumn ’93, London.

   T.H.: « I trained as an anthropologist. In music, I’m self-taught. Well, I had piano and clar​inet lessons, but didn’t get very far with formal training. Then I started to write down music. I learned from everyone around me and by just doing it. For a long time (10 years) I was in the band HENRY COW that allowed me to try out ideas in rehearsal without hav​ing to get everything right first time. Much later I wanted to get off keyboard and write the stuff in my head straight down, so I went to sight-singing classes given by Andras Ranki at Morley College. I use ideas – I mean non-musical ones – a lot. The way I hear it, some​times my work echoes remembered sounds – Messiaen, Bartok, Ives – but usually it’s the ideas that feel stronger to me as influences – Schenker, Reti, Boulez, Stockhausen. If I’m sometimes knocked out by Varese, Nancarrow, Ferneyhough, or Birtwhistle, I’m just as likely to be musically provoked by late Beethoven or Schubert. How did they do what they did?

  The fact is, when I write, I retreat from the external musical world, and back into a very personal world. This is part character and part strategy. It seems to me there is no lingua franca in modern music, no one historical governor thread any more. I hear no inklings of what might be hailed as general or objective solu​tions. And in any case I’m not so sure they’re there to be discovered. So I try to define my own problems and then to grow the right kinds of solutions. The point is to keep faith with the original material. I try to allow the music to voice itself from the inside out. This is the most one could hope from music now, that it always begin at the beginning – in the sense that what is impersonal and false and banal never begins at the beginning…...

  I’ve noticed my music is often hard to play. I suppose anyone self-taught is not going to have their memory bank stocked with the same phrases and fragments and patterns and reflexes as the schooled musician. But the difficulty also arises because my musical time is often complex and multi-layered. For me this simply reflects «real» time in the Tarkovskian sense, in which need, hope, regret, mem​ory and the life of the body, conspire to place the temporal modalities of Being ever beyond the reach of analytic reduction. My initial musical ideas are often asymmetric, and the complexity of their notation depends on how closely I look at them. Why should they slot easily into the regular grid of measured time, and why should I force them to fit? As Ives would have said, it isn’t my job to make things easy. Happy listening!»

A Hollow Miracle 

String Quartet 1 

From Descartes' Dream 

Hold to the Zero Burn, Imagine 

Palimpsest 

Numinous (Pools for Mental Orchestra)

	Tim HODGKINSON
	Pragma: New Works by Tim Hodgkinson
	1998
	59:20
	label: ReR (USA)

1. Repulsion (1997) – for cl, el g, brass, perc

2. SHHH (1996-7) – for taped voices

3. For Looking Inside (1997) – for 3 prepared violas

4. Interferogram (1997) – for instrumental ensemble

5. Mala; Elated (1997) – for cl, harpsichord, organ, metal plates, cymb

6. Black Death and Errors In Construction (1998) – for bass cl, prepared piano, el g, 2 cellos, 2 violas, perc, tape

The 1994 CD Each in Our Own Thoughts introduced the sampler and computer into Tim Hodgkinson's arsenal. Pragma pushes further in that direction. The six "works" (dixit the subtitle "New Works by Tim Hodgkinson") are presented like classical works — for example, "Repulsion" is "for clarinet, electric guitar, brass instruments, percussion" — but they are not. The composer assembled them with the help of digital technology. Some have scores, they use acoustic instruments, but they have not been performed as they are here by musicians. Hodgkinson collected samples from a few musicians (Charles Mutter, Albert Markos, Marion Coutts), produced a lot himself (on clarinet, guitar, percussion, viola), and stole the rest off CDs. The soundsmith deserves an A+; his work is seamless and natural-sounding and will fool most listeners. On the other hand, the compositions lack something that would make them memorable. They have a lot of impetus, even at times an ardor that recalls the composer's background as a rock musician, but otherwise they remain cerebral — impressive but cold. "For Looking Inside," for three prepared violas, offers very interesting textures, with melded overtones and harsh scraping. The very percussive "Mala; Elated" has the clarinetist blowing in the direction of metal plates to trigger their resonances, a good idea that takes on cataclysmic proportions. Yet these pieces are not enough to salvage the album from its self-sufficient aura. Fans of Hodgkinson's work in avant rock groups must be warned of the fact that Pragma represents a completely different line of work.

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

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

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

	Tim HODGKINSON
	Sang
	2000
	71:12
	label: ReR (USA)

rec. 1999

A founding member of Henry Cow and also a frequent guest on work by similar-minded groups Hatfield & the North and Slapp Happy, Tim Hodgkinson played reeds and keyboards but later moved into contemporary-classical composition. He had also played in or led post-punk/free jazz groups like the Work, God and Goose. His 1994 album Each in Our Own Thoughts was Hodgkinson's first solo composition, utilizing a sampler and computer. Four years later, Pragma appeared on ReR. in 2000 he issued another fusion of classical and rock energies with Sang.
Here are four Tim Hodgkinson pieces of varying length and style that are equally uncompromising and visionary. Hodgkinson works through all kinds of media (tape, film, processors, etc.) and, of course, musical instruments. The first track, "The Road to Ezrin," is for viola, piano, alto saxophone, two percussionists, and live electronic sound processing. Supposedly a tribute to the musicians of central Asia, this very spare, impressionistic work employs these instruments in cinematic ways, each a foreshadowing of what is to come: forest-like sounds where elemental influences in the shape of mode and color give way to eruptions of dissonant clusters on the piano and percussion. On "GUSHe," for B flat clarinet and tape, Hodgkinson whirls his way into the processed tape sound. This happens one whole tone at a time. The tape creates microtonalities as it engages the sparse language of the clarinet, which is reminiscent of Roscoe Mitchell's "S-II Examples." Both instruments engage in what is "gestured" playing, inviting one another into dialogue yet only accepting with another invitation. "The Crackle of Forests," for a "a large number of solo instruments and a mass of brass," is simply a rip off of the territory mined wonderfully by Frank Zappa years before in his incidental music, and Zappa got it from Boulez (though he interpreted it less seriously). This is musical masturbation at its very worst. It's not that there aren't any original ideas here that would be forgivable, it's that there aren't any ideas here at all — despite his lengthy explanation of how the piece is supposed to work. If you can't hear it, it's not happening. Period. At over 22 minutes in length, it is insufferable. The last work, "M'A," is a montage of works for solo voice (provided by Frederico Santoro, a chamber orchestra work, and Hodgkinson's second string quartet. Here again, though all of these individual works may have merit in and of themselves in this dramatic context — and it is that: full of color, dynamic and textural atmospherics — they cannot sustain tension or interest for the nearly 20-minute duration of the piece. One gets the idea that Hodgkinson had been listening to a lot of Stockhausen's work from the 1960s when this work was patched together with the seams hanging out all over the place, but Stockhausen was careful to cover his tracks and allowed for the work to be new in places. Hodgkinson does no such thing; he seemingly just cuts and pastes here and there whenever a dynamic change is necessary. After seven or eight minutes, all the surprises are gone and what is left is merely academic noodling. Sang is a mixed bag to be sure, but the shorter works here are worth the time and effort to sort through the "artistic" excess.
all instruments, real and virtual, played by Tim Hodgkinson except […]

1. The Road to Erzin

2. GUSHe

3. The Crackle of Forests

4. M'A

	HOLE
	Pretty On The Inside
	1991
	38:31
	punk-rock

label: City Slang / Caroline (NY)

Courtney Love [g, v]; Jill Emery [b]; Caroline Rue [d]; Eric Erlandson [g].

Мощный современный гитарный панк-рок.  Поёт – Courtney Love, она делает это идеально.

	HOLE
	Live Through This
	1994
	38:21
	

	HOLE
	Ask For It
	1995
	18:04
	label: Toshiba (Japan)

1. Over The Edge (written by Greg Sage; rec. by B. Foxworthy)

2. Pale Blue Eyes (written by Lou Reed; Live at The Whiskey)

3. Drown Soda (by Hole)

4. Doll Parts (by Hole)

5. Violet (by Hole)

6. Forming (by The Germs) / Hot Cocolate Boy (by Beat Happening)

      #3 – 6 --- John Peel Session BBC Radio

	HOLE
	Celebrity Skin
	1998
	50:28
	label: Geffen (L.A., CA, USA)   www.geffen.com 

	The HOLY KISS
	The Sacred Heart of Eddy and Jones
	2002
	27:40
	punk – 100%
label: Blood of the Young Records (USA), distributed by IMD  www.imusicd.com , manufactured by Erika Records  www.erikarecords.com
Dawn Hillis [b]; Matty Rue Morgue [g, v]; Mick Ott [d, organ, p].

rec. in California, 2002

Мощнейший проект. И не какой-нибудь припанкованный рок, а самая что ни на есть альтернатива.

	Heinz  HOLLIGER
	Scardanelli – Zyklus
	1993
	68:57 70:31
	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.

	Heinz  HOLLIGER
	"Beiseit" / "Alb Chehr"
	1995 
	61:05
	label: ECM

Condensed Swiss (Folk) Music. Комментарии к этому диску см. в разделе 'Eurofolk'.

	Mark HOLLIS
	Mark Hollis
	1998
	47:01
	label: Polydor (UK)

Mark Hollis здесь с довольно приличным по количеству составом (на вид, а на слух – даже и не скажешь).

Супер колоритный проект меланхоличных баллад... на грани стёба. С очень грамотным ненавязчиво-альтернативным инструменталом, блеющим нежным вокалом – в общем словами не опишешь, такое надо слышать. Потому как настоящая английская утончённость. Не возможная, конечно, без юмора. Рекомендуем!

	Lars HOLLMER
	“XII Sibiriska Cyklar” / “Vill Du Hora Mer”
	
	75:36
	Lars HOLLMER – см.тж. с: ZAMLA  MAMMAZ  MANNA; Fred FRITH; VOLAPUK; Guigou CHENEVIER;

naïve / folk;  Если сравнивать с Комеладом, то этот шведский вариант более насыщен композиционно и по саундам, композиции представляют собой большее разнообразие. Этот CD (и, в какой-то степени, “Utsikter”) является наиболее лёгким и минималистичным, причудливая мелодика – вся как на ладони. На остальных – более насыщеные аранжировки и более мощные инструментальные партии.

label: Resource Records

first editions:

"XII Sibiriska Cyklar": Silence, 1981 (LP)

"Vill Du Hora Mer": Krax 1 / Urspar Rec., 1982 (LP)

1. Avlagsen strandvals

2. Piano de jugugte

3. Hajar du idealfamiljen?

4. Endlich ein Zamba

5. Inga pengar

6. Kamelsvang

7. Ja ante flottar ja te sjoss

8. Boeves psalm

9. Jag vantar pa Pelle

10. Bluesen

11. 44 sekunderkopt speldosa

12. Ung Harald

13. Litet piano

14. Starlep signs

15. Sweet

16. Indojazz

17. Soldaten

18. En slags Orfeo

19. Overgang

20. Baldis

21. Resticka

22. Dragfragment

23. Glasmusik / Akarondo

24. Kuckeliku

25. Vill du hora mer

26. 180 sekunder hemma

27. Humanoid robottango

28. Finalvals

	Lars HOLLMER
	Fran Natt Idag
	1983
	50:06
	All music and vocals by Lars Hollmer

	Lars HOLLMER
	Tonoga
	1985
	47:12
	Lars Hollmer [accordion, p, Sielcruiser, tin cans, washing machine spare parts, v, perc, etc]; with: Eino Haapala [g, mandolin]; Kalle Eriksson [tp, congas]; Ulf Wallander [s s]; Hans Bruniusson [d]; Alva Strand Hollmer [vocal drum].

	Lars HOLLMER
	LOOPING HOME ORCHESTRA:

"Vendeltid"
	1987
	53:06
	Lars Hollmer [accordion, p, k, melodica, v, d, bells]; Sven Aarflot [bassoon, sax, fl, k, bells]; Sven Jansson [k, p, v]; Olle Sundin [b, k, "guitar", balalaika, bassdrum]; Marten Tiselius [d, glockenspiel, v].

	Lars HOLLMER
	LOOPING HOME ORCHESTRA:

"Door Floor Something Window"
	1993
	63:25
	label: Victo (Canada) 

LARS HOLLMER  – claviers, accordéon, mélodica, voix 

FRED FRITH (см.) – guitare électrique, violon, instruments fabriqués

JEAN DEROME – flûtes, baryton, soprano et alto saxophones

OLLE SUNDIN – claviers, percussion

LARS KRANTZ – basse électrique, percussion MIDI, glockenspiel

EINO HAAPALA
-- guitare électrique, mandola

1. KARUSELLMUSIK

2. UTFLYKT M. DAMCYKEL

3. FRANKLAT

4. QUICKSTEP

5. MOLOKEN

6. PARALLELL ANGOSTURA

7. EYELINER

8. TEATIME (in berlin)
9. HOSTVISA (autumn song)
10. PORTALETYDE

11. ETT TUNGT OK

12. ZANZIBAR

13. PLINGA

14. FINALVALS

15. TIMLIG (TEMPORAL YOU ARE)
"All the songs on this cd were recorded live on different concerts in the "new and old" world between October 92 and May 93. All musics and lyrics, except the improvisations, are composed by Lars Hollmer.

	Lars HOLLMER
	Vandelmässa
	
	73:22
	label: AYAA (France) – a label only devoted to unexpected music

rec.: Autumn 1993

All music and lyrics is made by Lars Hollmer, who also play all the instruments, exept on the songs where other musicians are involved: Eino Haapala [g]; Lars Krantz [b]; Ulf Wallander [s s]; a.o.

	Lars HOLLMER
	Andetag
	1998
	54:48
	Lars Hollmer [accordions, p, k, melodicas, perc, v]; Wolfgang Salomon [b, bass kalimba, cymbal]; Santiago Jimenez [vln]; Hans Bruniusson [d]; Michel Berkmanns [oboe]; Alba & Rinda Strand Hollmer [choir].

1. Strak

2. Kvar om igen

3. Now

4. Asianet

5. Tot Brass

6. Circus I

7. Circus II

8. Forsok

9. Flyg o Forget

10. Aska

11. Nya Tag

12. Zwei Kneipe

13. Ovnuserg I + II

14. Samma dag

15. Teknoloo

16. Videopiano

	Lars HOLLMER
	Utsikter
	2000
	50:19
	Lars Hollmer [accordion, p, k, melodica, harmonium, fake tuba, perc, v]; Wolfgang Salomon [ac & el b, g]; Santiago Jimenez [vln, mandolin, cajon]; Michel Berkmanns [bassoon, oboe, english horn, recorder, perc, v]; Coste Apetrea [six str. banjo]; Matti Andersson [fl]; Kalle Eriksson [tp].

1. Augustins tema

2. Nat

3. Drums.mm…

4. Denglad

5. Skum

6. Ambler

7. Landereld

8. Nu racker det

9. Lelle katta

10. Choleric in Geneva

11. Voilapuk

12. Lat minut

13. Sudaf

14. Dron

15. Brev

16. In limbo

17. Utsikter…nan kanske vet

	Lars HOLLMER
	LARS HOLLMER’s Global home Projekt:

“Sola”
	2002
	64:55
	label: Amigo Music / Krax (Sweden) www.bonnieramigo.com 

Lars Hollmer [accordion, k, melodica, pumporgan, v, compositions]; Wataru Ohkuma [clarinets, accordion]; Yuriko Mukoujima [vln, melodica, toypiano]; Hiromichi Sakamoto [cello, sounds, saw]; Tatsuya Yoshihida [d, perc]; Kazuto Shimizu [k, grand piano]; Kei Fushimi [g, mandolin].

1. Nationsjazz

2. Ljuva Lagen

3. Trampumpa

4. Arioso Nearaway

5. Continue

6. Arp. Violin

7. Vaxeltango

8. Samma Zanzibar

9. Parallell Angostura

10. AKA session

11. Novelty

12. Hoppas…GOK…

13. Yrsa Requem

	(Lars HOLLMER)
	ACCORDION TRIBE
	1998
	75:09
	label: Intuition Music (Germany)

Guy Klucevsek (см.) (Giulietti Super Continental V piano accordion with 5-row chromatic free bass)
Lars Hollmer (Zerosette piano accordion, Suzuki melodica)
Bratko Bibic (см. NIMAL; тж. BIBIC в 'Eurofolk') (Hohner Tango piano accordion)
Maria Kalaniemi (Bugari Etnos 5-row free bass button accordion)
Otto Lechner (Hohner Lucia piano accordion)

1. Altered Landscapes: Part One (Klucevsek)
2. Wave Hill (Klucevsek)
3. The Gunks (Klucevsek)
4. Sackamra (Bibic)
5. 3/4 Suite (Lechner)
6. Dolores (Bibic)
7. Netzwerk (Lechner)
8. Jane (Bibic)
9. Sofias Flykt (Kalaniemi)
10. Istunpa Sankys Laitalla (trad)
11. Mita Sina Laitoit (trad)
12.Ellin Polkka (trad)
13. Utflykt M. Damcykel (Hollmer)
14. Nydoina/Quirk (Hollmer, Bibic, Kalaniemi, Klucevsek, Lechner)
15. Cirkus II (Hollmer)
16. Fathom (Hollmer, Bibic, Kalaniemi, Klucevsek, Lechner)
17. Boeves Psalm (Hollmer)
18. Cirkus 1 (Hollmer)
19. Mad Cow (Hollmer, Bibic, Kalaniemi, Klucevsek, Lechner)
20. Inte Quanta (Hollmer)
21. Die Wintersonnenwende II (Lechner)

I don't know how often you'll hear a critic say this, but before I begin, let me share a lesson I already knew. Namely, that however praising or damning the most intelligent sounding review can be, it is only an opinion. Subjective, wrong or right, it is limited to the 1 person who wrote it and his limited experience in a very big world. I'm sorry we have this power. I wish a disclaimer could go before every review from now until the ozone gives out.
Now for my opinion: The eerie first strains to "Altered Landscapes: Part One" make me wish there were a Part Two in here somewhere. This song sets the tone for the traditional, the dark and needy air for an album which soon becomes a delight to your ears. The 6/8 (or is it 3/4?) begins churning butter then at an astonishing rate, breaking out into a fine opening feel-good piece. But it has its dark moments as well, building, swaying, stepping over your foot kindly.

"Wave Hill" is rather repetitious for me, but I appreciate the lilting mood, imaging myself on some shrimp schooner coming into the bay, seeing the lighthouse for the first time after many moons. Well. Any response is a good response. Even anger gets you personally involved.
Otto Lechner's "3/4 Suite" seems, to me, to start off as an exercise in minimalism, complete with distorted vocals without words. Other stand out tracks in this good value 75 minute cd include "Cirkus II", a rather jazzy funk with a cardboard box beat. "Ellin Polkka" I would call a modern twist on the ever crowd pleasing polka, in which Maria Kalaniemi shows off her finger skills while not running around Too much.
Bratko Bibic's quiet "Jane" has a latent power, though for some of it I'm reminded of an old jazz war-horse that falls on the piano keys, then continues that tradition for the next hour to show that that's the way he meant to play all along. The barking vocals come into it during the last moment of the song, much like a medicine man's chant to cure arthritis. But then, if I knew everything, I'd be out Doing everything instead of stuck inside typing up this inference.
I prefer some of the ensemble pieces best, perhaps because of the larger sound, as in "Inte Quanta", which begins as a dance that isn't going to happen. Then someone yells, and (Insert reviewer's whistle), you've got yourself a farm dance complete with bubble-snapping spontaneity. As it is, Bratko Bibic, Lars Hollmer, Maria Kalaniemi, Guy Klucevsek, Otto Lechner pick or write their music in happy or somber spirits enough to make this an album with universal appeal that doesn't deserve just to rest in the World Music racks of only the Large city stores. All from live concerts around Europe, producer Lars Hollmer had to select 75 minutes out of 50 hours of music. And a fine job he did, too.
--- Review by Ben Ohmart

	Anna HOMLER, Geert WAEGEMAN, Pavel FAJT
	Macaronic Sines
	1995
	64:11
	experimental

label: Lowlands (Belgium)

Recorded between November 1992 and April 1995

Pavel Fajt (см.): percussion; 

Geert Waegeman: violin, guitar, keyboards; 

Anna Homler: vocals; 

Paul Chavez: bowed ukulele; 

Mark Debroey: vocals; 

Steven DeBruyn: harmonica; 

David Moss (см.): vocals; 

Roman Racek: vocals.

1. Volapuk Smile

2. Bottle Song

3. Torch Tango

4. Komida Kapak

5. Angels, Beasts, And Cowboys

6. Roma

7. Warp Sas

8. Bridge

9. Sine Wave Waltz

10. Postcard From Azna Sind

11. Ele Luku

12. M Bo Ye Ye

13. Blue Movies, Secret Agents

14. The Mystery Of The Knife, Fork And Spoon

15. Oo Na To Ye

	Yuka HONDA
	Memories Are My Only Witness
	2002
	42:52
	Yuka HONDA - see too: Great Jewish Music series
experimental pop

label: Tzadik

Yuka Honda – drum, sequencer programming, keyboards, sampler, el guitar (2), bass (2-10), mini disc (11)

Duma Love – add'l beats (2,3,5), main beat (2), bass (2), keyboards (2), d-beam solo (3)

Timo Ellis – el guitar (1,2,3,6), el bass (6)

Brundt Abner – keyboards (6)

Dougie Bowne (см. 'Jazz') – conga programming (10)

Bill Ware (см. 'Jazz')  – end vibe (10), piano solo (10)

Rick Lee – samples (1)

A beautiful CD of quirky instrumentals from the hip mind of Yuka Honda, co-founder of the pop band Cibo Matto. Combining a wry sense of humor with wit, elegance and impeccable taste, Yuka’s charming instrumental miniatures cross all musical borders hypnotizing you with funky breakbeats, heartfelt melodies and nostalgic soundscapes. 

Recorded at her home studio and featuring longtime associates Duma Love, Timo Ellis, Bill Ware and Dougie Bowne, this is a breakthrough project for Yuka Honda, who is moving into a new musical universe on the heels of the demise of Cibo Matto.
1. Small Circular Motion

2. Why Do We Distrust The Machines We Made?

3. You Think You Are So Generous But It’s The Most Conditional “Anything” I’ve Ever Heard
4. Driving Down By The Hudson River, We Saw The Blood Red Burning Sky
5. Sun Beam—nothing hurts—On A Cold Winter Morning I Walked Back Home: On A Street Paved With Pieces Of Broken Hearts
6. Single Silver Bullet

7. Some Days I Stay in Bed for Hours

8. Schwaltz

9. The Last One to Fall Asleep with

10. Night’s diving

11. Liberation #6 – Leaving the Memories Behind

	Yuka HONDA
	Eucademix
	2004
	40:31
	label: Tzadik

Brandt Abner: Keyboards

Thomas Bartlett: Voices

Trevor Dunn: Bass

Timo Ellis: Guitars, Drums

Petra Haden: Voices

Miho Hatori: Voices

Yuka Honda: Drum Programming, Bass, Guitar, Piano, Keyboards, Sampler, Voices

Japa Keenon: Drum Machine

Phantom: Rain

Marc Ribot (см.): Guitars

Eleven moody, funky, jazzy compositions from Yuka Honda, a founding member of the popular band Cibo Matto and a vital member of the Downtown scene since moving to NY from Tokyo in 1987. Her second CD for the Oracles Series is her best yet, featuring her soulful lyricism and hip break beats augmented by distinguished guest musicians like vocalists Petra Haden and Miho Hatori, instrumentalists Marc Ribot, Trevor Dunn and a host of others. Eucademix is an intimate journey through the mind and heart of one of the most honest and original musicians working in experimental pop today.

1.
 Humming Song (alone together)

2.
 I Dream About You

3.
 When the Monkey Kills

4.
 Limoncello

5.
 Some Things Should be Left Unsaid

6.
 Seed of Seed of Peach

7.
 Twirling Batons in My Head

8.
 How Many Times Can We Burn This Bridge?

9. Parallel

10. Why Are You Lying to Your Therapist?
11. Phantomime
12. Spooning With Jackknife

	William HOOKER
	Shamballa
	1993
	66:13
	free-improvisation

label: Knitting Factory Works (NY)

FIRST MEETING

1. Sirius Part 1 – Wheels

2. Sirius Part 2 – Wings

Wiiliam Hooker [d]; Thurston Moore (cм.) [g].

CONTINUOUS – TIME … CONSCIOUSNESS

3. The Hat … and its train

William Hooker [d]; Elliott Sharp (см.) [g].

William Hooker  - "Shamballa" 

Duets with Thurston Moore and Elliott Sharp

I credit an unnamed tribe in Cameroon with enlightening me on the art of listening. The revelation came as a welcome surprise – I stumbled upon it in the midst of some painfully uninspiring academic work in the form of a matter-of-fact article written by an ethnologist researching tribal politics in the area. When a group of elders insisted that she recite a story from her own "tribe" at a community gathering, she decided to perform an impromptu interpretation of Shakespeare's "Hamlet," a tale she felt contained enough truisms and plot-twists to make for a decent cross-cultural story-hour, but which also had its finger firmly on the pulse of her own particular upbringing. In presenting the story of the loyal-but-chronically-indecisive son to an audience entirely unfamiliar with the Bard or with the cliches attached to his work, she had two aspirations: to give them a thrill and to gather their thoughts on the collective neuroses of Western civilization. She found the moment incredibly culturally transcendent. It was a pristine and joyous occasion for culture swapping. The whole affair never reached the heights of communal harmony she had hoped it would, however, because she had made one crucial, wrongful assumption. She had expected a passive audience.

They were nothing of the sort. Her avid listeners disrupted the recital at countless junctures: they not only punctuated the story with outbursts and squeals, they often brought it to a complete halt in order to rework its fundamental plot structure to their own satisfaction. "Hamlet," as devised by William Shakespeare, made absolutely no sense to them. They naturally took it upon themselves to transform it into a proper story. By the performance's conclusion, the group had unanimously decided that Hamlet's uncle had not actually killed his father, the king; rather, he had died because he had led his people poorly. Likewise Hamlet should not have been upset by his mother's remarrying, since it was only natural that she should wed her husband's brother after his death. The tribe's spontaneous retelling of "Hamlet" hardly resembled the original, a story which was too dislodged from their own experiences for them to appreciate intact.

I have never ceased to find abundant wisdom in this account. I truly believe Shakespeare's Cameroonian critics displayed more respect for his original vision than is usually displayed among appreciators of art. Certainly the musical community as a whole could stand to learn a lesson on demystification from them. The ethnographer's hyperresponsive audience had mastered what most of us find a hard pill to swallow – the separation of the cult of the artist from an actual engagement with his or her craft. They understood that what Shakespeare, a mere fable-weaver, had created was no longer his, but theirs, and they acted accordingly. The myth that emerged from the interactive storytelling session was still "Hamlet," but it was theirs as opposed to ours.

Music deserves an equally critical ear. It is a plastic artifact, a substance which has meaning only in its appropriation. Personalities, egos, and legends may form the basis of the mythology of music, but have no place in its actual substance. The music contained in the performances contained here is ripe for discovery. I suppose I could call it aggressive, powerful, or explosive with relative comfort. I'd rather not, however. Those are concepts which I find too unfamiliar and a tad too "macho" to have much meaning for me. I prefer to marvel at the architecture of it all, the spaces these spontaneous compositions pry open and construct. They create a superb framework for all visions and experiences, be they masculine or feminine, fantastical or real. They beg your insight and inner wisdom. They demand you. Listen to them as you would yourself and reshape them as you see fit. Otherwise, you do them an unpardonable disservice.

---- Corey Magnell of WPRB – FM, Princeton University.

William Hooker is a rare breed of musician, one of the few artists who networks outside of the jazz circuit. Though the bulk of his material is on labels such as Cadence and Silkheart, Hooker's most recent recordings transcend the boundaries that composed, improvised, and experimental music has set for themselves. Even when performing, Hooker plays everywhere from the Knitting Factory to churches, college rec rooms, dance studios, and off-off-Broadway theaters. William Hooker is a man determined to get his music "out there," and he'll cross any genre to do it.

It's this kind of openness that's led Hooker into the duets with Thurston Moore and Elliott Sharp documented on this album. When I met Hooker and Moore after their first rehearsal together in 1991, the two were so excited by the freedom that the existence of such a collaboration embodied that they felt their music should, at the very least, change the way people relate to category. They also knew that it wouldn't-because anything new is met with resistance before acceptance. Sharp, like Hooker and Moore, has always been known for his passion to find freedom within structure, for his willingness to collaborate with an artist who has something worthwhile to say. In recording Shamballa, Hooker, Moore, and Sharp not only acknowledge but prove that different styles and genres can coexist on the condition that they recognize each other as being equally, though differently, musical.

---- Neil Strauss – Option Magazine

	William HOOKER
	William HOOKER / Lee RANALDO / Zeena PARKINS:

“The Gift of Tongues”
	1996
	70:34
	label: Knitting Factory Works (USA)

Recorded live at the old Knitting Factory, New York, 1995

Produced by William Hooker

Lee Ranaldo: guitar; 
Zeena Parkins (см.): electric harp; 
William Hooker: drums.

1. Colour (The Hypnotic State)   16:57

2. Stamina    53:31

tracks composed by Hooker, Parkins, Ranaldo

The two titles on this set, one of which is "Stamina" while the other is subtitled "The Hypnotic State," very much fit the noise-oriented improvisations. Lee Ranaldo's screeching guitar dominates the two lengthy pieces, Zeena Parkins' harp is electrified and unrecognizable, and drummer William Hooker creates a barrage of sound. The music is atonal and rarely even sounds like music, more like noisy feedback. It would have been intriguing to experience these performances live, but on record not only are melody, harmony, tonality, and rhythm missing, but any sense of development or purpose other than to create noise for as long as possible. For selective tastes only!

biography

Working on the periphery of the jazz world since he moved to New York in 1974, William Hooker's kinetically charged, free-time drumming style and spoken word poetry have been matched with some of the finest improvising talent across generations and stylistic boundaries. From solo explorations to collaborations with Billy Bang, Lee Ranaldo, and DJ Olive, Hooker's music has surfaced on a smattering of independently minded record labels aiming to document some of the most distinctive musicians working this indefinable terrain. 

Born in New Britain, CT, on June 18, 1946, William Hooker initially approached the drum kit with reluctance. Hesitancy was soon replaced by commitment, however, and at age 12, he was getting his first taste of performing, supporting the Isley Brothers, Dionne Warwick, and Gary "U.S." Bonds as a member of the Flames. In college, he enrolled in a course on 20th Century Composers, writing a paper on the atonal music of Alban Berg. Combined with an independent study of the jazz albums on Blue Note Records, the drummer was ensured a unique music education. Local musicians like the tenor saxophonist Al Pitts and bassist Bob Snell provided more practical tutelage. Hooker eventually made a trek out to the West Coast with his good friend Tyrone Lampkin (future drummer for Parliament/Funkadelic), an eye-opening experience for the young musician. While he was disappointed by the lack of ability on the jazz scene as a whole, the radical consciousness of the period led to his initial attempts at "free" playing. Hooker moved back to Hartford, CT, where he lived briefly before heading to New York in 1974. 

In his new home, the drummer quickly established himself amongst the city's jazz, loft scene. The new jazz of Delmark and Actuel BYG began replacing the Blue Note Records in his collection. Unable to find a label for himself, Hooker established the non-profit Reality Unit Concepts to fund his debut, 1978's Is Eternal Life, a collection of solo, duo, and trio performances with prominent tenor saxophonists David Murray and David S. Ware and altoist Jemeel Moondoc. Hooker spent much of the 1980s hard at work, performing with a number of his own ensembles. Rather than establishing a regular unit, the drummer drew from a community of musicians that included trumpeter Lewis Barnes, saxophonists Blaise Siwula and Charles Compo, pianist Mark Hennen, and guitarist Jesse Henry. Sadly, little of the music he made during the decade found its way onto records. It wasn't until the early '90s that more outlets became available. Hooker's work emerged on independent labels like Knitting Factory, Silkheart, and Homestead. The drummer began receiving increasing attention from the underground rock sector. Fans and artists of post-punk and indie rock were turning their ear toward experimental and improvised music, including the sort of free jazz Hooker performed. Sonic Youth's Thurston Moore, a longtime admirer of the genre, released the drummer's Subconscious album (1994) on his Ecstatic Peace label. Hooker soon began performing with younger musicians beyond the immediate scope of jazz (oftentimes at Knitting Factory jams). Shamballa (1993) pits Hooker's fiery drumming against the unkempt feedback bursts of Moore and the calculated guitar electronics of Elliot Sharp. Envisioning (1994) captures an improv date with Sonic Youth's Lee Ranaldo that includes spoken word segments. The duo was joined by the ecstatic electric harp work of Zeena Parkins for the date that produced 1995's the Gift of Tongues. Hooker also brought electronics into his music, collaborating with Brian Doherty, Doug Walker, and Gert-Jan Prins, and turntablists DJ Olive (on 1995's Armageddon and 1997's Mindfulness) and Christian Marclay (2000's Bouquet).

	Kev HOPPER
	Whispering Foils
	2000
	61:40
	avant/naïve (minimal)

label: Drag City Inc.

Kev Hopper [prepared bass, musical saw, sampler]; Janie Armour [accordian, organ]; Charles Hayward [cymbals]; Dominic Murcott [perc, tuned perc, marimba, vibes, cuica, tubular bells, ac g]; Sean O'Hagan [g, v]; Andrea Spain [cl, bass cl]; Ian Smith [fl h, muted tp].

	Laszlo HORTOBAGYI
	Traditional Music Of  Amygdala
	1996
	48:28
	Dark ethereal ethno ambient / avant garde  ; такого же типа см.: J. REYES; S. ROACH; STILLPOINT; L. NERELL; VIDNA OBMANA;

label: Si-wan Records

Music composed, programmed, played, produced, recorded and mixed by Laszlo Hortobagyi. 

	Laszlo HORTOBAGYI
	The Transglobal & Magic Sounds
	1996
	63:08
	According to Hortobagyi, you can find a precise definition of the extraterrestrial music of Fomal-Hoot al-Ganoubi on a holographic work entitled Al-Risala al-sarafiyya fi’L-nisab al-ta’lifiyya Fomal-Hoot al-Ganoubi. This work is said to have been the final opus of Maluana Galal al-Din Rumi, probably the greatest mystic of Islamic world, who was born in 1207 at Balkh, capital of the transoxanian melting-pot of Khorasan, and who died in Konia, Anatolia, in 1273. The spirits of departed Dervishes are said to have met there in the mythological constellation of Fomal-Hoot al-Ganoubi to perfect the liturgical works they had begun on planet Earth. There, they learned to become individuals, to find their place in the universe and to love and use previously untapped methods of endowing human existence with meaning, taming the dragons that sleep in our hearts and in our heads, understanding and mastering archetypes, replacing fear with confidence, with the self-assurance that allows us to walk calmly on the earth, untrammeled by illusions, capable of loving, using and embracing reality – as Laszlo Hortobagyi explains, citing the book that is said to contain instructions for musical and choreographic exercises that lead ultimately to a state of contemplation. The only problem is that the book has been lost. Hortobagyi has read from it and with his Ritual Music from Fomal-Hoot al-Ganoubi he now gives us an insight into this futuristic tradition. Amygdala exists in our minds at least, in the almond-shaped area of the temporal lobe known as the nucleus amygdalarum, where our genetically inherited and culturally influenced behaviour patterns are located. Hortobagyi spoke of his first CD, which takes us on a journey into the realm of Amygdala, as a «psychomusical expedition». Indeed, he is more interested in expeditions than in anything else. Music, for him, is first and foremost a medium with which to travel through time – the only medium currently available. Even as a child, he said, extraterrestrial beings in opal-coloured spaceships landed outside his parents’ house, and after a lengthy exchange, he asked them to take him with them. Yet Laszlo has never really returned from the time travel on which he embarked as a child. Expeditions are also a major part of his external biography. […]

	Laszlo HORTOBAGYI
	Songs From Hungisthan
	1999
	68:20
	label: Arka Sound (UK) http://www.straightline.co.uk/arqa

www.kfki.hu/~yoghurt/hortobagyi 
[На этом же лэйбле см. тж. SUNS OF ARQA]

It is not needless to mention that each of the ethno musical elements in the music of Gayan Uttejak Orchestra & L. Hortobagyi – that seems to be original and traditional — are digital re-edited and restructured. None of the figuring ethno phrases are in the reality: they consist of small re-synthesized samples (20 msec. – 9 sec.) and digital assorted and re-arranged of the original local sound recordings. It's technological basis are a PCM morphology using up the old FFT spectrum analysis as an algorhythm controller and a virtual overtone processing synthesis software developed privately.

" The land of Hortobagy is a gloomy desert in East-Hungisthan. This selection on the music of Hungisthan is a desideratum which has not yet been published. Although several eminent orientalists have endeavoured to penetrate this elegant branch of Hungisthan science scarcely any part of it has been elucidated or rendered familiar to Europeans. It is impossible to convey an accurate idea of music by words or written language; that is, the various degrees of acuteness or gravity of sounds, together with the precise quantity of the duration of each, cannot be expressed by common language, so as to be of any use to performers; and as the musical characters now in use, which alone can express music in the manner that could be desired, is a modern invention, of course all attempts to define music anterior to the invention of this elegant and concise method must have necessarily proved abortive.

To be convinced that foreign music, such as we have not been accustomed to, is always repugnant to our taste, till habit reconcile us to it, we need only refer to the sentiments of the several travellers who have recorded their particular feelings on hearing the music of Hungisthan with whom they have had but little intercourse. During the earlier ages of Hungisthan, music was cultivated by desert prophets and men eminent for refined ecstasy, for whom such general directions and rules for composition sufficed, after a course of musical education acquired from living tutors; indeed, the abhorrence of innovation and veneration for the established Hortobagy music, which was firmly believed to be of "divine origin", precluded the necessity of any other; but when, from the theory of music, a defection took place of its practice and men of learning confined themselves exclusively to the former, while the latter branch was abandoned to the illiterate, all attempts to elucidate music from rules laid down in books, a science incapable of explanation by mere words, became idle." –
(fragment from the "Annals and Antiquities of Hungisthan Vol II Part IX; 1875 by Sir William Gladwin C.I.E.,L.L.D.)

" The peculiar nature of the melody of Hungisthan not only permits but enjoins the singer, if he has the least pretension to excel in it, not to sing a song throughout more than once in its naked form; but on its repetition, which is a natural consequence, occasioned by the brevity of the pieces in general, to break off sometimes at the conclusion, at other times at the commencement, middle, or any certain part of a measure, and fall into a rhapsodical embellishment called "sirato", and after going through a variety of ad libitum passages, rejoin the melody with as much grace as if it had never been disunited, the musical accompaniment all the while keeping time. These passages are not reckoned essential to the melody, but are considered only as a grace notes, introduced according to the fancy of the singer, where the only limitations by which the performer is bound are the notes peculiar to that particular melody, and a strict regard to time."
(fragment from" The Imperial Gazeteer of Hungisthan" Sept 1834 by Prof. N.A. Willard ESQ.,MD.)

	Wayne  HORVITZ – см. в секции ‘Jazz’
	
	
	
	

	The HOSEMOBILE
	What Can & Can’t Go On
	1999
	59:40
	progressive  -- в духе King Crimson; с элементами jazz-rock и experimental

label: Cuneiform (USA)  cuneiformrecords.com 

Jeremy Averitt [g, p]; Cain Blanchard [b]; Tige Casey [d, v]; Rob Ring [g].

www.thehosemobile.com 

1. Heat Swome

2. Her Hand

3. Conglaciation (the process of)

4. Gym

5. Digger

6. Will’s Red Bed

7. Spinning Engine

Rec. in Chicago

	HUGO  LARGO
	Drum
	1988
	
	LP  Opal Rec.     ~ 29 min.

Hugo Largo is: Mimi Goese, Adam Peacock, Hahn Rowe, Tim Sommer.      [harp, violin, organ, g, b, perc]

English folk с элементами post-punk музыки. Потрясающе красивый и интересный проект.

	Jerry HUNT
	SongDrapes
	1999
	73:19
	avantgarde / experimental

label: Tzadik (Composer Series)

created by Jerry Hunt, featuring text/vocal by: Shelley Hirsch (см.), Karen Finley, Mike Patton (см.).

composed 1992; rec. 1999

…His work was directly influenced by such esoteric traditions, especially the angelic communications of the alchemist John Dee and his medium Edward Kelley. 

Jerry Hunt was also one of the great pioneers of live electronic music. Very much a modern-day shaman, he designed most of his own equipment and used it in unique ways to create backdrops for his magical performances that referred to, among many other things, exotic ritual, the esoteric traditions of Rosicrucianism, Aleister Crowley and modern science. The SongDrapes were some of Jerry's last and greatest creations.

Being a high school sophomore in the small Texas town of Allen where classmates my age numbered only fifty, it became rather difficult to engage in interesting conversation about anything beyond the football field. Then, there appeared Jerry Hunt. Yes, off and on, I had been eyeing those inscrutable music scores of his in John Cage's book Notations and in the periodical Source: Music of the Avant Garde — how were they to be realized? — but I had yet to make the connection that the person that I was working with twenty-five years ago at a local radio station was THE Jerry Hunt. After noticing each other's names on programs and company mailboxes, the introductions came after I had actual​ly "listened" to his radio program. His intelligent commentary on contemporary music (that often ran longer than the works themselves) became the impetus for our future meeting. At last, someone discussing modern music, various philosophies and art movements and other similar areas who actually furnished fresh, insightful opinions and who reed​ucated most of the arts population of the Dallas / Ft. Worth area.
Jerry Hunt worked as a pianist until 1969 performing primarily American and European contemporary works. He had given many principle performances: Cage's Musk for Piano, Winter Music, Concert for Piano and Orchestra, Atlas Ecliptikalis and other Cage works; all of Morton Feldman's solo piano literature through 1967 as well as many works by other com​posers such as Earle Brown, Toshi Ichiyanagi, Christian Wolff, Mauricio Kagel, Sylvano Bussotti, Karlheinz Stockhausen, Charles Ives, Pierre Boulez, Gordon Mumma, Robert Ashley and others. During this time he had an increasing interest in new. technologies and co-founded a co-operative electronic music studio (1963-72) and, later, the "Video Research Center" at Southern Methodist University (1973-76). Various grants followed for developments in the area of interactive audio/video control systems. After 1978 the focus of Jerry's work was the production of multi-layered compositions emphasizing a continual interaction amongst performers, instruments, audio/video equipment ana the features of the performance space. Whether frenetically pounding on an electronically rigged suitcase or shaking handfuls of elaborately created wands, his performances were of an unforgettable transactional nature in which he utilized circuits and compo​nents he had designed and assembled. Detailing the translative, generative, and/or transformational bases of his works would be quite overwhelming to the reader of these notes.
Often when an artist/performer needs to break from a form of psychological inertia brought on by order ruling the conscious, a stimulating catalyst for new ideas is usually employed. With Jerry, many of his approach strategies used the Kelley/Dee Enochian tablet structures as mechanism formalities. These are patterns using letter, word, sign and num​ber combinations within a system of grids received through the vision experience of Edward Kelley and transcribed by John Dee during a stay in Bohemia (c. 1582-89). The nature of the catalyst for these structures and the theatrical use of props that vacillate on secular/religious lines have provided, what I feel, is a curious, but not wholly irrational idea (both in articles written and audience reactions) that Jerry's performances resemble a modern shaman who's conjuring spirits on stage. I say "curious," because I feel the performances are more inclined to be temporal in nature with little correspon​dence between physical experience and metaphysical meanings — closer to the slap from a Zen master's kyosaku than a nebulous mystical experience.
The SongDrapes are part of Jerry Hunt's last series of works that included musical and performance collaborations with various visual, sound, performance and conceptual artists. Eight SongDrapes were devised as settings for the vocal performance texts of performance artist Karen Finley for the Finley-Hunt Report — an event produced by the Kitchen performance space in New York in 1992. Each "drape" incorporates multi-layered sounding structures into concise song formats with an emphasis on its own verticality (as opposed to another inducement). Sixteen linear open-ended transitional links (known as "strings") that provide transformative qualities are also incorporated into the live perfor​mance. The onomatopoeic "string" titles present a peek into Jerry's descriptive world — a world that produced howls of laughter if you were the lucky recipient of one of his letters. Presented here are seven SongDrapes (three without songs to show how well they stand on their own) and twelve strings (five with vocals that provide an additional contrast). The specific nature of these works amplify the emphasis Jerry always placed on bringing to life the mechanistic nature involved in the production of sound. He did not believe in what has been conventionally referred to as a "melody" (he called them "modulation outlines") — preferring instead music that has the quality of a constant, some might say an insistent, reinforcement of it's basic sound creating components — a "bundle-core" of patterned deviation from a sound​ing drone that represents a sonic "ground of being. Ironically, even though these pieces were composed with live perfor​mance in mind, they are perhaps the most thorough representation of a conservative and direct solution to providing his music to those people who never had the chance to experience his work live.
With Jerry Hunt's death in 1993, the world lost a highly original composer/performer whose ideas and creations were steps ahead of (and frequently spawned) many of the latest technological developments in the arts (at that time he was working on an interactive optical disc performance series). People who knew him lost a wonder​ful friend who offered ideas, suggestions and encouragement in a selfless manner throughout his life. During the weeks before his death, we had discussions concerning the perpetuation of his work and ideas. I wondered how it would be possible to divorce the man from his vision and still be able to fulfill his request. By extracting and compiling notes, ideas, letters and more while disseminating scores and interpretations such as these SongDrapes, I hope that these can become a stimulus for others and "their" transformational and translative uses.

— Rod Stasick

One of the funniest stories Jerry told was about the time the Russian dance teacher came to conduct master classes at Southern Methodist University where Jerry played rehearsal piano in the early '70s. Jerry's job (and he was good at it) was to produce music on demand as the teacher specified various rhythms and tempi. Well, this grande dame beat her stick and called out 3/4, con brio, or some such, and Jerry responded by playing a waltz by Chopin—or at least what started out that way. I can just picture the gratified smile on the teacher's face as she began to sing along... and then faltered, as she realized the melody wasn't going where she expected it to. Jerry was producing something "in the manner of a Chopin waltz," either because he didn't exactly know the notes or (more likely) because he was bored with playing them the same old way. His mind was probably on the ingredients he needed to pick up at the Indian grocery for the curry he was planning to make for us that night. When I met Jerry in 1958 (we were 15), he was learning Rhapsody in Blue. We'd walk to his house after school and I'd stay there until dinner time. Sometimes he'd play for me (that's how I met him at school, when I introduced myself after he'd played in Chorus class); sometimes we'd listen to records on his vinyl-covered Webcor—Ibert's Escales, De Falla's Ritual Fire Dance, or, my favorites, the Bach harpsichord concerti. He introduced me to classical music. I think at that time his parents were the most excited about his musical promise than they ever were. Jerry was winning awards at piano competitions, he was playing dance piano some nights at the country club where his father played golf, and he had just joined a combo with school friends and they were lining up gigs all over town. There seemed to be no limit to what Jerry could do with all those years of lessons and practice behind him. But in 1961 Jerry traveled to Lubbock to hear and meet John Cage, and it changed his life—all of our lives. Stockhausen's Klavierstucke appeared on the piano keyboard, the piano strings got "prepared," and, with two composer friends, Jerry rented a little two-room guest house to use as a studio. This trio designed their own electronic devices, etched circuit boards at the kitchen sink, and gave concerts of their own and other "new music at the latest avant-garde venues in Dallas and Houston. I guess the Hunts and I felt a little left behind. I know his parents worried about him, about what kind of career he was going to have. And they worried about the crowd he was running with. He made very good money playing piano for the strippers at the Montmartre Club (and they were crazy about him). He was offered more work than he could take by Patty and Dick Hill, a singer and trumpet player who performed regularly at area hotel ballrooms. And the combo got wilder, and more popu​lar, and riskier. As I listen to these SongDrapes, I hear a kind of musical autobiography. Each musical genre alluded to, evoked, or satirized is a period in Jerry's life, an event in my life with him. I remember his Art Tatum phase, at the begin​ning, and I can still hear him practicing the Zez Confrey rags he was learning near the end of his life. I'd come into his stu​dio here in Canton to find him playing an Emmylou Harris cassette with tears in his eyes. He received lots of tapes from composers and other friends over the years, but the one he played immediately after unwrapping was Prince's Black Album. My conventional tastes didn't count for much with him, though. He'd ask me what I thought about something he'd just written, telling me that if I liked it, he'd know he'd gone wrong somewhere. I prevailed on him to go to a Mahler concert at the symphony with me one time, and he made me and everyone around us in the balcony miserable by mock​ing a recurrent theme every time it returned. When our studies were next door to one another, we lived in headphones. But, of all the music Jerry wrote, I think these SongDrapes mean the most to me, and I don't think Jerry would be either surprised by or unhappy at knowing it. They're a self-portrait of his moods, poses, and skills, a tribute to his openness and his versatility. It's good to have others supply texts for a few of them, but in my view each work has its own narrative, tells its own story about Jerry's life and genius.                                                                               —Stephen Housewright

	ХВОСТ (А. Хвостенко) – см. KHVOST
	
	
	
	

	Kang Tae  HWAN           &  Sainkho NAMTCHYLAK
	Live
	1993
	69:39
	Free Improvisation Network Record (Japan).

Kang Tae Hwan [a s], Sainkho Namtchylak (см.) [voice].

  I’d like to say a word about Asian jazz. Jazz was created by African-Americans about 100 years ago. Since then, the music has spread throughout the world and fused with the local cultures and traditions of each region. There has been little absorbtion of jazz by Asian countries, however, except in Japan — and if jazz exists in Asia, its existence and significance are as yet little acknowledged, or it is an imitation of older American jazz. When a jazz form created with an Asian sensibility and point of view does appear, it could be a truly unique musical style. I have been thinking about this for the past several years, and it recently occured to me that it would be a great thing if Kang Tae Hwan and Sainkho Namtchylak were to work together. The sound produced by the duo had a high degree of tension.

 In Korean jazz circles, Kang has been called a genius. At the age of eighteen, he was leading his own group. But he had a bigger ambition to create jazz music of his own. Korean avant-garde jazz musicians were so scarce, it was impossible for him to find collaborators who could keep up with him musically. Thus, Kang was forced into musical isolation, except for occasional performances with Japanese improvisers. Kang Tae Hwan’s music transcends the sense of time. Starting in siow swells, it invites audiences into another dimension. At times it sounds like a well-sharpened knife reflecting a pale light; and at other times it has the power of a muddy, roaring river. Both styles are so engrossing that listeners lose themselves in the music. Their sense of hearing seems separate from them, it seems to be two meters above their heads. And the core of the music I recognize Kang’s philosophy — his calm attempt to understand human beings and their history.

 Sainkho Namtchylak is a unique vocalist grounded in the Mongolian musical tradition. Sainkho’s vocalizing must have come as a great surprise to the European avant-garde music world, which praises her originality. Her improvisational singing, which she developed largely from traditional Mongolian singing styles, has recently been featured at a great number of concerts and festivals around Europe. Sainkho’s tough schedule hasn’t let up yet. Her first two CD sold out almost as soon as they were released by the German company Free Music Production. Her exceptional contemporary singing style and six-octave range has brought her many opportunities to work with Western improvisers; but she says, “I’m an Asian woman living in Europe. I’ve always dreamed of working with Asian improvisers who possessed the same type of mentality or logic that I do. Because I didn’t know what was going on in Asian avant-garde music, I thought I’d been born too early and would have to wait for ten years to meet other Asian improvisers. Thinking that way filled me with fears and loneliness.”  Sainkho reacts to Kang with voicings — groans, whispers, shouts, murmurs. It sounds not as if she is singing, but as if the wind is passing through her throat. A second voice — also hers — is added to the first. It is like a call from the other side of a mirror. She juxtaposes the two voices well, creating internal conversations. This is the art of Shamanism, the metamorphosis of the consciousness: talking to a cow, one becomes a cow; replying to a sheep, one becomes a sheep. Sainkho’s voicings, like the sound of the wings of birds flying through the air, are heard everywhere, throughout the open space.

 Listeners can imagine that on the reverse side of the sound created by the two musicians’ calls and responses, abstract landscapes emerge out of the darkness. These landscapes must be the product of the crystallization of the Asian mentality. — Teruto Soejima (Japan).

	David  HYKES
	Windhorse Riders

(the title is evocative of a Tibetan concept of a sacred art of breathing, singing being an offering of the breath.)
	1989
	62:03
	label: New Albion Records.

David HYKES [v, tanpura] & Djamchid  CHEMIRANI [zarb] with  Zameer Ahmed [tabla].

“An exquisitely haunting disc of meditative music accompanied by subtle percussion.” 
– CD Review: The Basic 50 Definitive World Music Library
“Hykes is in a real sense a serious composer, reacting to philosophical assump​tions behind Western art music and reaching to the East for different models and inspirations.” 
— Fanfare
“The Harmonic Chant is a contemplative musical discipline I founded, named and have been developing with fellow researches since 1973. From the beginning, I have had just one real aim: to seek out a true, symbolic musical language, simple and universal, which could express the quest for contact with a level of being higher than oneself. This aim is certainly the heritage of the Harmonic Chant as found in Tibet and Mongolia, where I received my first inspiration. As an experimental musician, I was searching for a refracted or prismatic sound when I came across the sacred overtone chanting of the Gyuto and Gyume monks of Tibet and the traditional hoomi singers of Mongolia. These singers, and their counterparts in Tuvan Russia, each produce in their chanting several notes at the same time, that is, a fundamental note and one or more soaring harmonics, or overtones, of the fundamental note. I was inspired —  reminded, one could say —  by the sounds of these monks, shamans and singers to learn to chant in the same way. My aim and inspiration was to brig to life a new global sacred music emanating from this most basic music universal —  the harmonic series —  present in all vocal or instrumental sound. The harmonic series is to sound what the color spectrum is to light. This chant requires that one penetrate a kind of harmonic core of material in oneself, from where vibrations of being are calling. This matter needs a new sensitivity, what we may call, literally and symbolically, a new listening. I try to conduct the study of Harmonic Chant from this point of view, and there is no way around —  or “over” —  the hard musical and contemplative work necessary to appreciate its essential qualities. A work to be renewed with breath. The heart of the matter for me has become as much the question of vibrations in the voice as harmonics above the voice. This question embraces all of what we have tended to call ornament, tremolo and vibrato. I feel we have overlooked and underestimated the vibrant life in these domains as much as we have missed the harmonics in reducing their presence to the words timbre, vocal color or —  for the voice scientists —  tract resonance and formants. This subtle life in the voice is second nature to traditional singers from India, Iran, Turkey and the Arab world. Work with vibration in the voice has also been for me the real secret to finding time and rhythm in the Harmonic Chant. This area of musical work could be called harmonic polyrhythm. In this regard, I must salute the subtle, intuitive and all-encompassing mastery of my principal collaborator in this current project, the master Persian percussionist, Djamchid Chemirani. An extremely fine musician, Chemirani is also a man of being whose personal simplicity, compassion and purity are an inspiration to all who know him. I set tempo and search for meter, which we ajust together, in a process of joint and mutual discovery. We settled on “simple” 8 and 3 meters for this current project, but have begun a research into how a translation of time signatures derived from the harmonic numbers works in the real world of musical time. My discovery of the loop time / frecuency parallel in sampling has led to a fantastic musical and educational tool for translating the just intonation ethos into the realm of rhythm —  where of course it has also always been. Just one more truth we forgot to remember. A passing allusion to the impossible-to-describe. In the symbolic calling out or inward calling of the Harmonic Chant for what is higher than oneself to appear, there is really not much to go on except the sense, however developed,  of being as vibration in space, together with all one’s available musical resources. In this kind of musical search, there is the body, the voice, and a spectrum of inner and outer sensitivities, possibilities and limitations. A deep, silent will to submit to the sacred, to be closer to it, to let it penetrate, can gradually appear. It’s bound to go a certain way; perhaps one can try and go by way of “the above.” 
—  David Hykes.

	David  HYKES
	Current Circulation
	1992
	55:01
	Материалы об этой музыке вы можете найти по адресу: http://gurdjieff.pisem.net 

#1, 2 performed by David Hykes & The Harmonic Choir (David Hykes – director)

#3, 4 performed by David Hykes [voice] & Tony Lewis [dumbek].

1. Subject To Change   5’02’’

2. Current Circulation   31’44’’

3. Solstice Kyrie   6’50’’

4. Inward Calling   11’07’’

Дэвид Хайкс
Поиск пробужденного слушания
В начале был звук – или Логос, если предпочитаете…

Это замечание Георгия Ивановича Гурджиева, наряду с другими высказываниями о священном пении, приводится в книге сэра Пола Дьюка. Будучи студентом консерватории, он познакомился с Гурджиевым в Москве незадолго до Первой мировой войны. Он описывает практическую демонстрацию, последовавшую за этими словами: Гурджиев положил руку студента себе на грудь и особым образом начал читать нараспев Иисусову молитву, произнося весь текст на одном длинном дыхании, на одной ноте. По словам молодого человека, его руку словно ударило током. Несомненно, что искусство пения – священная наука, которой Гурджиев владел в совершенстве.

Гурджиев говорил, что Логос был

«звуком. Первым звуком. Глубочайшим звуком. Можно назвать его мировой тоникой… Суть в том, что когда еще не было языка, не могло быть никаких слов и не могло быть никаких имен в обычном понимании… Поупражняясь, вы сможете производить слышимое эхо этого звука, так как каждая октава повторяет на другом уровне любую другую октаву…»1
Подобно свету, музыкальная энергия представляет собой смешанный спектр чистых частот, которые называются в музыке гармониками или обертонами. Эта изначальная градация определяет структуру каждого музыкального звука. Каждая нота, поется ли она или играется, является смесью этих чистых тонов.

Внутри каждой такой фундаментальной ноты, или «1», возникает особая серия других нот, подобно свету, пропущенному через призму. Эти звуки относятся к гармоническим рядам, соответствующим бесконечному ряду целых чисел, начиная с 1.

Помимо присутствия в каждом музыкальном звуке, гармонические ряды – неотъемлемая часть всего творения – света, тяготения, теплоты и т.д. Все волноподобные энергии приобретают форму гармонических рядов, и материальная Вселенная образована из бесконечных внутренних взаимоотношений этих рядов. Изучение этих, на первый взгляд, простых вибрационных зависимостей может привести, как в музыке, так и в других областях, к плодотворным размышлениям о происхождении и сути вещей.

Физик Дэвид Бом даже выдвинул предположение, что творение осуществилось посредством энергий, объединенных взаимосвязями гармонических рядов. С его точки зрения, подобная гармонизация несопоставимых энергий дала возможность объединенной волне «совокупности» на своем пике создать Вселенную2. Таким образом, начало Вселенной, а следовательно, и жизни, не было чистой случайностью, но результатом объединения гармонизирующих сил в бесконечно обширном масштабе. Эхо этого первого момента раздается до сих пор. Не случайно, что такие астрономы и физики, как Доминик Пруст* и Басараб Николеску*, вместо того, чтобы определять эту первичную вибрацию термином «Большой Взрыв», используют понятие «Великий Звук».

Возможно, это не только музыка сфер; возможно, музыкальные законы служат проявлению Бытия Непроявленного. В этом смысле музыку можно рассматривать, как гармоническое движение энергии, а музыкальные законы – помимо их обычного использования на нашей планете – как несущие волны творения.

В музыке, благодаря тому, что Гурджиев называл «законом октав» - посредством которого соотносится и сонастраивается «то, что наверху» и «то, что внизу» - гармонические ряды служат источником мелодии, гармонии и ритма.

В начале своей работы с Гармоническим Хором в 1970-х годах музыкально меня вдохновляло древнее священное песнопение тибетских буддийских монахов Гюйто и Гюйме, монгольские певцы хууми и тувинское горловое пение. В современной музыке широко проявлен интерес к гармоникам, или так называемым «не темперированным системам строя», но музыка центральной Азии идет еще дальше.

Я чувствовал, что универсальность гармонического звука дает исключительные возможности, выходящие за пределы обычных эстетических вопросов культуры, языка и стиля. Мне казалось, что развитие таких возможностей могло бы привести к новой всеобъемлющей священной музыке, к тому, что Гурджиев называл «объективной музыкой».

В своем учении Гурджиев придавал весьма существенное значение использованию музыки. Для него музыка и музыкальные законы – совершенный символ структуры и функционирования всего творения и внутренней жизни человека. Музыка, созданная Гурджиевым в сотрудничестве со своим учеником, русским композитором Томасом де Гартманном, великолепно олицетворяет учение Гурджиева в связи с тем, что он называл «законами вибраций».

У музыки Гурджиева/де Гартманна есть очень специфическое качество, ощущаемое в зависимости от состояния, в котором ее слушать. Несомненно, это музыка определенного времени и места. Но если слушать очень внимательно, то за пределами неизбежной и естественной связи музыки с культурными условиями можно обнаружить гармонические вибрации, относящиеся к другому времени, к другому месту – к священному слушанию, к внутренней работе.

В конце своей долгой и необычной жизни Кришнамурти говорил: «Я  чувствую, что пою в основном для глухих». Единственный позитивный способ проинтерпретировать это направленное нам замечание – научиться слушать. По моему мнению, работа над слушанием – главная возможность, которую дает нам музыка. Мне работа над слушанием видится абсолютным ключом к пробуждению, столь необходимому для нас самих и для нашей планеты. Настройка, или работа по гармонизации, зависит прежде всего от преображенного слушания.

Гармоники соответствуют тому, что Гурджиев называл «внутренними октавами», относясь как к музыкальному звуку, так и к космическому резонансу. Они являются генетическим материалом всех музыкальных звуков, и их бесконечные комбинации в областях гаммы, мелодии, гармонии и ритма лежат в основе всей музыки. Ряды потенциально бесконечны. Но в любом музыкальном звуке присутствует лишь определенное число гармоник, в зависимости от качества и громкости звука и характеристик колеблющегося тела, производящего этот звук.

Очень часто мы не слышим гармоники там, где они есть, из-за нашего привычного, обусловленного слушания. Эффект такого обусловленного слушания – в различной чувствительности, как отдельных людей, так и даже целых цивилизаций, к гармоникам и к гармонии. Возможно, диапазон и значимость гармонии в той или иной сфере деятельности прямо связаны с качеством слушания, или настройки. В любом случае музыка (или жизнь) может помочь измерить присутствие в нас гармонического слушания, чувствительного к различным уровням гармонии.

Гармония приходит свыше. Две любые ноты, находящиеся в гармонии, имеют общую высшую гармонику. Фактически, все ноты, гармонично спетые или сыгранные, можно буквально рассматривать, как нисходящие проекции общей высшей гармоники «1» - общей для всех этих нот. Благодаря осознанию этой высшей гармоники «1», высшему гармоническому источнику, общему для всех нот, можно утоньшить гармонию различных нот или колебаний. Ниже самих нот также можно отыскать очень глубокую гармонию – общее субгармоническое основание.

Воплощая гармоники в жизнь посредством гармонического пения,  голос действует как звуковая призма и линза, «преломляя» и фокусируя гармонические ноты, в других случаях незаметные в общем тембре.

Выбранная отправная нота, или «до», называется также «первой гармоникой», «основной» (нотой), или «1». Она служит эталоном для настройки высших гармоник и низших субгармоник. Все эти гармоники можно выразить, как дроби или музыкальные интервалы относительно 1, например, 2/1, 3/1, 4/1, или как целое число, умноженное на частоту первой гармоники. Например, гармоники ноты «до» первой октавы, соответствующей колебаниям с частотой 264 Гц, нумеруются и называются целыми числами, начиная с 1 (собственно ноты «до»), 2, 3, 4 и так далее… Первая гармоника в данном примере – нота «до» с частотой колебаний 264 Гц; частота второй гармоники, или «2», в два раза больше – 528 Гц, и она на октаву выше, то есть является нотой «до» второй октавы; третья гармоника, или «3» - нота «соль» с частотой 792 Гц, и т.д.

Во многих инструментах, например гонгах или колоколах, масса или упругость колеблющегося тела делают гармоники повышенными или пониженными относительно чистых пропорций рядов. «Гармоничность» - баланс трех факторов колеблющихся тел: издающей звук длины или массы тела, упругости и диаметра. Если упругость, скажем, рояльных струн, слишком велика, то гармоники будут расстроенными; понижение общей настройки даже на полтона разительно улучшит строй. 

Загадочно, но на вертикальной оси между «1» и «2» нет гармоник, измеряющих точный интервал октавы. «1» и «2» подобны «тому, что внизу» и «тому, что вверху». У древних египтян было изречение: «Все Творение находится между 1 и 2».

Это высказывание можно изучить с помощью музыкальной практики. Все гармоники, даже очень высокие, могу быть по нисходящей транспонированы ухом и/или номером к этому основному «первичному» пространству октавы и выражены основными нотами, благодаря тому, что Гурджиев называл «законом октав». При настройке на заданную ноту «1» у каждого колебания есть свое место. Это создает богатейший язык музыкального выражения в терминах ладов, тональностей, гамм, мелодий, гармоний и ритмов. Этот закон – главный ключ к пониманию многообразия музыкальных выражений нашего мира. Для музыкальных сравнений этот закон – то же, что для химиков периодическая таблица элементов, или для художников – чистый цветовой спектр.

Можно задуматься о бесконечном разнообразии гармоник, принадлежащих к семи основным видам интервалов: «до», «ре», «ми», «фа», «соль», «ля» и «си». По мнению Герберта Уона*, эзотерическое происхождение этих интервалов можно рассматривать как соответствие нисходящей и восходящей космической октаве, начинающейся и заканчивающейся на «до», от Dominus – Бог, Абсолют. «Ре» - Regina Coeli, Царица Небесная – Луна*. «Ми» - Microcosmos, Земля и человеческие монады. «Фа» - Fatus, судьба, планеты. «Соль» - Sol, Солнце. «Ля» - Lactea, Млечный Путь. «Си» - Sidera, все звездные миры. И снова «до»3.

В некоторых традициях, например в рагах Северной Индии, узор мелодического движения между 1 и 2 рассматривается, как коды или схемы энергий, движущихся по различным уровням и состояниям человеческого существа. Но это можно ощутить только тогда, когда все ключевые аспекты – как мы слушаем, как мы воспринимаем звук телом и различными резонирующими центрами –  взаимодействуют гармонично.

Первая восходящая гармоника после загадочного скачка на октаву между 1 и 2 – третья, 3, звучащая как нота «соль»; 4 – нота «до»; 5 – нота «ми»; 6, или дважды три, на октаву выше 3 гармоники – также нота «соль»; 7 – «си бемоль»; 8 – снова «до»; 9 – «ре»; 10 – снова «ми»; 11 – нота между «фа» и «фа диез»; 12 – снова «соль»; 13 – «ля бемоль»; 14 – на октаву выше 7, «си бемоль»; 15 – «си»; 16 – снова «до»; 17 – «ре бемоль»; 18 – снова «ре»; 19 – «ми бемоль»; 20 – снова «ми»; 21 – приблизительно «фа»; 22 – аналогична 11; 23 – «фа дубль-диез»; и 24 – снова «соль».

Существуют восходящие и нисходящие гармонические ряды. Гармоники музыкального звука – восходящие, в том смысле, что по мере увеличения их частоты увеличивается сдвиг относительно основной ноты. Однако вместе с тем можно образовать и спеть ноты и обратные гаммы, соответствующие пропорциям нисходящих гармонических рядов (субгармоники). Например, музыкальные отрезки 2/1, 3/1, 4/1 и т.д. восходящих рядов зеркально отражаются нисходящими от той же ноты гармоническими рядами: 1/2, 1/3, 1/4. Музыкальные отрезки идентичны, и конечно, интервалы меняют порядок (3/1 дает «соль» выше «до», в то время как 1/3 дает «фа» ниже «до»). Два набора гармоник взаимно дополняют друг друга, и умножение любого гармонического интервала на соответствующий субгармонический интервал всегда дает 1/1 (например, 3/2 х 2/3 = 1/1).

Четные гармоники являются повторениями предшествующих гармоник, поскольку они делятся на 2 и, таким образом, звучат как октавы. Например, октавами 1 будут гармоники 2, 4, 8, 16, 32, 64 и т.д. Они представляют собой те же , только более высокие, ноты; или же, в случае деления на два, более низкие –  например, 1/2, 1/3, 1/8. Нечетные гармоники – новые ноты, появляющиеся впервые.

Гармоники представляют собой чистые, не темперированные и полностью согласованные между собой варианты сильно урезанного и расстроенного набора нот, который со времен «Хорошо темперированного клавира» Баха используется в 12-нотной равномерной темперации. В вышеупомянутых 24 гармониках мы встречаем как ноты, значительно отличающиеся от их темперированной версии (5, 7), так и/или неизвестные в нашей обычной гамме (7, 11, 13, 14).

Главная гамма происходит от гармонических рядов. «До» (1), «ре» (9), «ми» (5), «соль» (3), «ля» (27) и «си» (15) происходят от восходящего гармонического ряда, а «фа» (4/3) – от нисходящего.

По мере восхождения гармоник (их транспонирования/соотношения к 1) после гармонического промежутка в первой октаве в следующих октавах появляется все больше и больше гармоник. В каждой последующей октаве между двумя соседними гармониками предыдущей октавы всегда появляется новая гармоника. Например, 3 между 1 и 2; 5 между 3 и 7; 7 между 3 и 4. Появляются все более и более тонкие градации основных нот, и ступени становятся все ближе и ближе. Музыкальное различие между одной гармоникой и последующей все больше и больше относится к области едва различимой микротональности.

Можно считать, что идея интервалов, или восприятия специфической гармонии между нотами, возникла благодаря соотношениям гармонических рядов. Любую ноту можно рассматривать, как гармонику, а любой музыкальный интервал – как соотношение между гармониками. Это основное соотношение может быть транспонировано и выражено, как целочисленная пропорция в изначальной октаве от 1 до 2.

Все музыкальные интервалы – более высокая нота в сочетании с более низкой – образуются тремя следующими способами:

Как отношение между восходящей гармоникой и ближайшей 1 как более низкой нотой Например, 2/1 (октава), 3/2 (квинта), 5/4 (большая терция). Математически это можно выразить просто как h/1, где h – любое положительное целое число, а знаменатель – 1 или любая из октав единицы – 2, 4, 8 и т.д.

Как отношение между более высокой нотой, соответствующей 1 или одной из ее октав, и нисходящей гармоникой. Математически это можно выразить как 1/h, где 1 – более высокая нота, а более низкая нота соответствует гармонике, нисходящей от этой единицы. Например, соотношение 4/3 определяет кварту, «до» - «фа». 1/3 – третья субгармоника нисходящего ряда. Поскольку 3 – нечетное число, 1 транспонируется на две октавы, в 4.

Третий способ образования музыкальных интервалов, «в котором нет 1» - гармоника между двумя нотами, ни одна из которых не является ни 1, ни октавой 1. Это можно выразить, как h1/h2. Например, музыкальные интервалы 13/9, 7/5 и 9/7.

Без транспонирования первая группа интервалов h/1, где h – любое положительное целое число, по мере увеличения номера гармоники стремится к бесконечности. В бесконечности одна гармоника столь же высока, как и последующая… тихое единство в Абсолюте. Во втором случае численное выражение интервалов, соответствующих 1/h, стремится к нулю – и снова тишина… В третьем варианте, где ни одна из гармоник не являются 1, тенденции развиваются в обоих направлениях. При транспонировании можно изучать все три варианта «в одном», в изначальной октаве между 1 и 2.

Возможность настройки гармоник на 1, на любую другую ноту, или одной гармоники к другой означает, что диапазон возможных интервалов и гармоний бесконечен, как и сами гармоники, заключая в себе любое целочисленное соотношение. Таким образом, гармоники – источник множества интервалов, о которых мы не знаем, которые мы не используем или забыли, но которые представляют значительный музыкальный интерес.

Гармонические ряды являются, конечно, источником весьма ограниченного количества нот и интервалов, обычно используемых в наших гаммах; но они были расстроены 12-нотной равномерной темперацией, в которой фактически не строит ни один интервал внутри октавы. Все подобные интервалы основаны исключительно на иррациональном числе – корне из 2. 

Мелодические гармоники, по меньшей мере «соль» 24, могут быть спеты из нормального регистра; в субгармоническом пении можно дойти до 40-х гармоник, на шесть октав выше основной. Есть другие слышимые сопровождающие гармоники, фактически до пределов возможностей слуха. В субгармоническом пении можно дойти почти что до 0. Таким образом, можно было бы сказать, что голос может расширяться от 0 вверх, настолько высоко, как позволяет слух. В любой момент в голосе можно слышать семь звуков.

Гармоники, слишком высокие для того, чтобы их петь (в их оригинальной октаве), но представляющие разложимые на множители числа – такие, как 25, 49, 63 и 77 – можно определить, сперва спев основную ноту, соответствующую множителю; второй сомножитель, спетый как гармоника первого множителя, и даст искомую гармонику.

В Монголии мне рассказали «другую» историю о гармониках, отличающуюся от научной: гармоники «поет» священный водопад в горах Западной Монголии. Приходя в это священное место, люди учатся петь гармоники у самой Природы. Река ниже водопада называется Буян Гуль – Оленья река, потому что целые стада оленей, привлеченных чарующими звуками, приходят искупаться в водах этой реки. Певцы хууми, монгольского вида горлового пения, считаются находящимися в контакте со «сверхъестественными силами». Как в Монголии, так и в Туве, русской республике, расположенной у истоков Енисея, горловое пение и шаманизм были исторически связаны. Мы, как современные цивилизованные люди, редко внутренне и внешне соприкасающиеся с Природой, можем понять эту связь просто как соприкосновение с естественными силами – силами Природы.

В этом понимании гармоники слышатся и чувствуются за пределами слов, они подобны чистому горному источнику, где, по словам монголов, они впервые появились. Они являются прямым выражением естественного закона – потоком чистой, объединяющей вибрации. Гармонический звук содержит в себе семя всей музыки, подобно тому, как чистый горный ручей напитывает водой все долины.

Здесь будет уместно вспомнить выдающееся произведение Гурджиева – «Рассказы Баалзебуба своему внуку», с связи с описываемым там местом, неподалеку от «Гоба», известного как пустыня Гоби в Монголии, где возникновение особых звуков в атмосфере побудило к строительству астрономической обсерватории4.

Есть две истории о происхождении тибетской разновидности пения очень низких нот с гармониками, называемого также субгармоническим пением. В Монголии мне рассказали, что тибетские (и монгольские) буддисты адаптировали более древнее шаманское пение хууми. Пение хууми бессловно, поется соло в баритонном или теноровом регистре с мелодическими гармониками, тогда как в буддийском литургическом пении хор монахов нараспев исполняет священные тексты с очень низкими субгармоническими сдвигами, в основном в унисон, обычно выделяя одну специфическую гармонику («соль» или «ми»). Тувинская форма светского гармонического пения, каргыраа, представляет собой разновидность субгармонического хууми. Другая история заключается в том, что основатель традиции Гелугпа, Дзонгкапа, был обучен этому особому пению дакини (ангелом) во время медитации.

Ранее в двух главных монастырях традиции Гелугпа, Гюйто и Гюйме, где практиковалось субгармоническое пение, монахи принимались в хор только после предварительной двадцатилетней подготовки. После захвата Тибета Китаем в 1959 году время обучения пришлось уменьшить.

Мои коллеги и я совершили немало открытий, изучая источники гармонического пения в Тибете, Монголии и Туве. В целях создания единого глобального поля исследований мы обобщили результаты своих трудов в так называемые «двенадцать уровней гармонического пения».

В первых семи уровнях описывается основной акустический факт гармонического пения, возможное соприсутствие в человеческом голосе основной ноты и одной или более гармоник; последние пять – применение первых семи уровней в музыкальной практике.

Певец производит основную ноту с одной или несколькими гармониками.

Певец мелодически сдвигает ноту и гармоники в параллельной гармонии.

Певец производит восходящие мелодии и гармонии из гармонического ряда над основной нотой, являющейся «1» для более высоких нот. Это – типичное монгольское пение хууми.

Певец удерживает специфическую гармонику, все это время исполняя мелодию обычным голосом. Эти мелодии будут образованы среди нот субгармонического ряда ниже основной гармоники, являющейся «1» для более низких основных нот.

Певец мелодически сдвигает как ноту, так и гармонику, в сходящемся или расходящемся направлениях. Основная нота может сдвинуться вниз, а гармоника – вверх; или же основная нота может повыситься, а гармоника – понизиться.

Певец удерживает низкую основную ноту (например, «до» малой октавы) и по нисходящей «преломляет» ноту на октаву или (редко) на другой субгармонический множитель. Это – типичное субгармоническое пение, практикуемое в тибетских монастырях. Резонирующие субгармоники, или унтертоны, заменяют основную. Эта низкая нота (приблизительно 45 – 80 Гц) становится теперь основной акустической нотой, и становятся возможным использование шести октав гармоник выше данной субгармоники. Изменение субгармоники возможно на уровнях 1-5 и 7.

Вибрация голоса добавляется к гармоникам над голосом – вибрато, тремоло и т.п.

Гармонические лады – создание и использование гамм и ладов, образованных транспонированием гармонических рядов.

Гармоническая полиритмия – изучение и использование размеров и ритмов, образованных гармоническими рядами.

Гармоническое пение: монотонное, распевный речитатив и пение текста.

Мелодия.

Гармония.

Во многих культурах музыка была средством выражения ощущения гармонии Вселенной, осознания гармонического порядка, ордера, который каждый из нас стремится воплотить внутри себя, несмотря на – или благодаря! – всем потрясениям и повседневным противоречиям. Может ли изменение слушания изменить способность человека к внутреннему поиску? Может ли такое изменение открыть для него традиции?

В наше время традиционная идея музыки как подлинного связующего звена с сакральным практически забыта. Мера музыки – в том, как она преобразует состояние нашего слушания, фокусирует его и делает реальной идею гармонии.

Замечательны указания Гурджиева об уровне восприятия истины, достигаемого благодаря правильному изучению музыки. Этот принцип он воплотил даже в названии своего центра во Франции, «Института Гармонического Развития Человека»5. В его трудах содержится масса указаний, относящихся к науке вибраций, гармонии и даже звуку, но, как и в случае со всеми другими аспектами его учения, нет «руководства» по их применению. Он знал, что прямой контакт с учением – единственный способ по-настоящему «услышать» его полный резонанс. В его высказываниях сокрыты символические значения, понять которые можно только на личном опыте.

В «Рассказах Баалзебуба своему внуку» Гурджиев подробно обсуждает возможные способы исследования фундаментальных законов Вселенной и законов, связанных с человеческими существами. Он подчеркивает, как сильно в этом могут помочь определенные виды музыки, науки о «законах вибраций». И он широко использует музыкальные метафоры для объяснения действия этих космических законов на каждом уровне. Особое ударение ставится на реальной цели исследования: достижения другого уровня бытия6.

Гурджиев говорит о пользе определенного вида пения, которое порождает состояние «эхо» и «централизует» человеческое существо. Он описывает священный космический закон Вселенной, данный звуками «АИЕИОИУОА»:

«Этот космический закон состоит в том, что внутри каждого возникновения, большого и маленького, когда оно находится в прямом контакте с эманациями или самого Солнца Абсолют, или какого-нибудь другого солнца, происходит так называемое "Угрызение Совести", то есть процесс, когда каждая часть, возникшая из результатов любого Святого Источника Священного Триамазикамно [закон трех], так сказать, "восстает" и "осуждает" прежние неподобающие восприятия и проявления в то время другой части своего целого – части, полученной из результатов другого Святого Источника того же основного священного Космического Закона Триамазикамно»7.

Подобное угрызение совести из-за привычного способа бытия – основное побуждение к тому, чтобы изменить себя, и является результатом особого рода чувствительности слушания, называемого «Виброэхонитанко»8.

Искусство пения при правильной его передаче особенно подходит для развития внутреннего слушания, внутреннего внимания, для возникновения «состояния присутствия»*.

Пока человек не научится слушать, для него нет надежды услышать учение. Как много просветленных существ, как много священных текстов! Но пока он не будет слышать то, что говорится ему, пока он не сможет слышать то, что происходит внутри него – все будет соответствовать, как говорил Гурджиев, русской поговорке: «слышит звон, да не знает, где он»9.

Часто наше слушание настолько обусловлено, настолько исполнено мыслей и напряженных состояний, что, по сути, мы глухи. Мы не слышим вибраций, исходящих из тончайших уровней нашего существа, взывающих к нам изнутри. Но нам нужны эти гармоники основных нот нашей жизни; они придают другой смысл глубинным настройкам (и расстройкам), приходящим и уходящим, день за днем, к нам и другим людям… раскрывая смысл нашего прихода на эту бренную землю и грядущего ухода с нее…

Что есть гармония? Что есть слушание? Что нужно слышать? К чему нужно прислушиваться? Какое направление – правильное? Поможет ли слушание выбору направления? Останется ли после нашей смерти эхо от нас? Слушание всегда происходит в настоящем, и будучи одной из самых жизненных энергий, подобно дыханию, пополняется из того же источника, откуда берется сама жизненная сила.

В письменных трудах Гурджиева содержится вдохновляющее учение о нашей Вселенной, жизни и нашей роли в жизни, судьбе, месте и предназначении человеческих существ на Земле. Основной язык этого учения, от начала и до конца – гармония, музыка и вибрация, на каждом уровне, от необъятнейших космических процессов до тишайшего потаенного эхо во внутренней жизни человека. Гурджиевское видение космоса и человека – симфония вибраций, которые музыкальной струной Мировой Оси являют все виды трансформации основной энергии, от тонкой к плотной и от плотной к тонкой. Тончайшая, самая гармоничная и самая совершенная примордиальная энергия, изначальный Звук, или Слово – Логос, испуская Луч Творения, рядами нисходящих октав порождает галактики, звезды, планеты и живых существ. Эта же изначальная энергия, пройдя через Абсолютное Все, воссоединяется со своим источником, взлетая ко все более тонким вибрациям по восходящим октавам.

По отношению к космосу как к живой бесконечной системе циклов, циркулирования, циклической гармонии, Гурджиев рассматривал человека как маленький прискорбный диссонанс – в том, что касается его эго, «маленького Я»; и как микрокосм космического существа, который он называл «реальное Я». Чтобы помочь нам понять – то есть гармонизировать – эти два столь трагически разделенных полюса нашего существа,  Гурджиев создал учение, исполненное совершенных вибраций или, как он говорил, «полностью проявленное», со многими, многими гармониками… то есть многими уровнями.

С обретением слушания все может измениться …
Номер гармоники восходящего ряда

Нота

1

«до»

2

«до»

3 

«соль»

4  

 «до»

5 

«ми»

6

«соль»

7

«си бемоль»

8

«до»

9

«ре»

10

«ми»

11

нота между «фа» и «фа диез»

12

 «соль»

13  

«ля бемоль»

14 

«си бемоль»

15 

«си»

16 

«до»

17 

«ре бемоль»

18 

«ре»

19 

«ми бемоль»

20 

«ми»

21 

приблизительно «фа»

22 

нота между «фа» и «фа диез»

23 

«фа дубль-диез»

24

«соль»



	Tony HYMAS
	Tony Hymas Oyaté
	1998
	60:55 51:43
	label: Nato, 1990 / Pelican Sound Recordings (New York), 1998 http://www.magnacarta.net/pelican.http 

Tony Hymas: director, music, keyboards.

featuring: Jeff Beck (см. в 'Jazz') [g]; Hugh Burns [g]; Jim Pepper [t s]; Stuart Elliott [d]; John Underwood [first viola]; Chris Van-Kampen [first cello]; Elisabeth Perry [first violin]; Robin McGee [first bass]; Tony Coe (см. в 'Jazz') [t s]; Hugh Burns [g]; David Cox, Chris Laurence, Mike Cooper, Ray Russell, a.o. + Indians [v, d, fl, music].

2 CD set featuring contemporary interpretation of twelve Native American legends.

CD1:

Crazy Horse

1. Rapid Creek

2. Crazy Horse

3. Tashunka Wilko

Manuelito

4. Manuelito

Satanta

5. Satanta

6. Say Ley Ti

Quanah Parker

7. Naupah Cynthia

8. Quanah Parker

9. Medicine Stars

Chief Joseph

10. Chief Joseph

Captain Jack

11. Captain Jack

12. Kintpuash

CD2:

Black Kettle

1. Black Kettle

Red Cloud

2. Mahpiya Luta

3. Red Cloud

Geronimo

4. Geronimo

Lone Wolf

5. Guipago

6. Lone Wolf

Cochise

7. Cochise

Sitting Bull

8. Chief Song

9. Sitting Bull

10. Dreamer Of Visions

11. Honor Song for Sitting Bull

	Susie IBARRA
	Flower After Flower
	2000
	57:27
	Susie IBARRA – см. тж. с: John ZORN; David  S. WARE (в 'Jazz'); William PARKER (в 'Jazz'); Roberto Luis RODRIGUEZ (в 'Jazz');
avant-garde

label: Tzadik

Susie Ibarra: drums, kulintang, percussion 

Wadada Leo Smith (см.): trumpet brushes

Chris Speed: clarinet

Assif Tsahar (тж. с: William PARKER в 'Jazz'): bass clarinet

Charles Burnham: violin

Cooper Moore: flute, piano

Pauline Oliveros (см.): accordion

John Lindberg (см. в 'Jazz'): bass

Flower After Flower will be somewhat of a surprise if you've only heard Susie Ibarra's storming drumming with the David S. Ware and Matthew Shipp groups. This album, her first heading a larger group, is closer to the more delicate and spacious music of Ibarra's releases (such as Radiance) on her own Hopscotch label. Flower After Flower works best when listened to as a whole since the four short fractals (all solos) act as interludes between the four longer compositions.

The album sets a steady, somewhat restrained mood with the opening cut, "Illuminations," a septet piece including the other two members of her trio, pianist Cooper-Moore (who also plays flute) and violinist Charles Burnham, as well as bassist John Lindberg, the two clarinetists featured in the title track (see below), and trumpeter Wadada Leo Smith, to whom this composition is dedicated. The first solo interlude then follows, "Fractal 1," a multi-colored drum solo from Ibarra that focuses individually on cymbals, skins, sticks, and their combinations. This leads into "The Ancients," a piece that opens with a slow interaction between clarinetist Chris Speed and bass clarinetist Assif Tsahar. Soon the duo are joined by the brighter sounds of the kulintang (a multi-gong instrument of the Philippines) played by Ibarra and, eventually, the rest of the musicians (except for Pauline Oliveros) join in for a lovely piece of music that has a meditative motion, seemingly without beginning or end.

The title track is framed by two moving solos from Oliveros (on accordion) and Cooper-Moore (on piano), respectively, and opens with a playful, upbeat mood -- Burnham occasionally plucking his violin for a bent-banjo sound and Ibarra galloping along with her brushes -- contrasted sharply with a sparse setting of held-note and small sounds. In all, this first session for the Tzadik label from drummer and leader Susie Ibarra leaves the listener with impressions of patience, clarity, and quietude.
1. Illumination

2. Fractal 1

3. The Ancients

4. Fractal 2

5. Flower after Flower

6. Fractal 3

7. Human Beginnings

8. Fractal 4

all compositions by Susie Ibarra

	Susie IBARRA
	Songbird Suite
	2002
	45:54
	label: Tzadik

Susie Ibarra: drums 

Jennifer Choi: violin

Craig Taborn: piano, samples, electronics

Ikue Mori (см.): laptop computer (5,6,8)

"Only birds sing the music of heaven in this world"

-- Kobayashi Issa

Born in California, raised in Texas and a New York resi​dent since 1989, Susie Ibarra has become one of the most distinctive drummers in the world. Her latest project is a supergroup that crosses all borders. Driving rhythms and moody atmospheres are shaded with romance, lyricism and mystery. Featuring Susie's exotic percussion, the clas​sical violin of virtuoso Jennifer Choi, Craig Taborn's angular pianistic fireworks and laptop electronics pioneer Ikue Mori. Songbird Suite is a delicate and complex recording introducing an exciting new world of sound.
Ibarra is probably best known for her stint as drummer for the improv-heavy David S. Ware Quartet, but Songbird Suite mostly showcases her skills as a composer. The album begins and ends with loping jazz tempos and rather conventional solos from violinist Jenny Choi and pianist Craig Taborn, but most of its tracks feature meditative explorations of texture rather than free jazz blowouts or head/solos structures. Taborn mostly stays in the background, offering lumbering, dense chords and high-end tangles to accompany Choi, whose careful phrasing and warm vibrato are heavily indebted to classical music. Ibarra herself often avoids a standard drum set and instead deliberately and pensively plays nonwestern and auxiliary percussion instruments. On "Trance No. 3," for example, Ibarra gets by with only a few repeated tympani thumps, while Choi's playing revolves around just two sustained chords. Taborn's atonal clusters sound more agitated as the piece progresses, and guest Ikue Mori cues choppy laptop noises that sound like marbles falling down stairs. Songbird Suite features plenty of free jazz signifiers -- it's mostly atonal, and the musicians share an open-ended approach to rhythm. But the structures and textures of Ibarra's pieces are carefully predetermined, and she doesn't confine her musicians to their typical roles as jazz instrumentalists. Unlike many free jazzers, Ibarra uses improvisation in the service of her compositions, not the other way around.
1. Azul

2. Songbird Suite

3. Trance no. 1

4. Illumination

5. Trance no. 2

6. Flower After Flower

7. Nocturne

8. Trance no. 3

9. Passing Clouds

	(Susie IBARRA)
	MEPHISTA:

"Black Narcissus"
	2002
	58:36
	label: Tzadik

Ikue Mori (см.): electronics

Sylvie Courvoisier (см. в 'Jazz'): piano

Susie Ibarra: drums

Deeply esoteric, Mephista's Black Narcissus -- released on avant-garde saxophonist John Zorn's Tzadik label -- is an improvised product of Ikue Mori, Susie Ibarra, and Sylvie Courvoisier. The former is an electronic-based musician: the latter two are grounded on acoustic instruments (drums and piano, respectively). Despite these classifications, each specializes in sounds that little resemble their physical sources. Mori mixes in acoustic-based sounds -- gurgling water, analog static, rushing wind, and many other things. Ibarra often creates disconnected sounds with her drums, making her cymbals sound like odd filters. Meanwhile, Courvoisier often uses her piano percussively, occasionally directly plucking its strings. Much of her playing is so "out" that when she actually plays the piano in a more traditional fashion, it almost sounds like a sample drawn from a foreign source. Taken together, the music on Black Narcissus is extremely free. Likewise, because of the dislocating effects of each of the musicians' techniques, the densely textured pieces are often hard to follow. After all, it is quite hard to derive what is going on in a piece if one cannot separate the various instrumental strands. As such, listening to Black Narcissus can be a confusing and trying experience. Each sound suggests something new, and all three musicians are wont to follow that impulse as quickly as possible. It is liberating and beautiful, but also so hyper that it is impossible to listen to with anything but rapt attention. Unless one commits fully to the disc, it will probably sound like an experimental annoyance. If one is willing to surrender, though, there is a rich world waiting.
1. The Children's Hour

2. Black Narcissus

3. Willow's Weep

4. Cabbalussa

5. Poison Ivy

6. Black Widow

7. Legend of Pele

8. Leda and the Swan

9. Laughing Medusa

	(Susie IBARRA)
	MEPHISTA:
"Entomological Reflections"
	2004
	56:26
	label: Tzadik

Sylvie Courvoisier (см. в 'Jazz'): piano

Susie Ibarra: drums

Ikue Mori (см.): electronics

Much like their debut, Black Narcissus, Entomological Reflections is another fascinating blend of otherworldly sounds and adventurous musicianship from the trio Mephista, consisting of Sylvie Courvoisier on piano, Ikue Mori on laptop, and Susie Ibarra on drums. A quick glance at the instrument credits will do little to clue you in as to what the album sounds like. Courvoisier likes to play inside the piano a fair amount, and it sounds as though she often mutes or prepares the strings as well. Susie Ibarra plays little in the way of straightforward timekeeping, using the kit instead to provide skittering percussive accents. Mori's laptop is filled with interesting sounds, and meshes so well with Ibarra's playing that at times it's difficult to tell who's playing what. And it's even harder to tell who's playing what when Courvoisier is playing inside the piano. Most of the material is improvised, although each participant offers at least two compositions as well. Each of these players has a highly individual voice on her respective instrument, and together they are three of the finest improvising women on the scene. This album isn't likely to get any toes tapping, but will reward careful listening.
La Femme 100 Tetes

House

Drole de Mots

Cardiogram

Void

Fractions

Entomological Souvenirs

Le Chateau de Cene

Fringe

Procession

Beloukia

Air

Apartment

Sans Mots

Shifting Roll

	Susie IBARRA
	Folkloriko
	2004
	47:18
	label: Tzadik

Susie Ibarra - drums, percussion

Jennifer Choi - violin

Craig Taborn - piano

Roberto Rodriguez - percussion

Wadada Leo Smith (см.) – trumpet

As drummer, percussionist, and composer Susie Ibarra moves further into the exploration of rhythm as a lyric force, and becomes more expansive and adventurous, the more she seems to find a center that is both accessible and appealing. On Folkloriko, she premieres two new pieces centered in the folk traditions of her native Philippines; they center around the notion of rhythmic figures that move off into tonal and textural worlds that seek the "seam" in music, the place where different traditions (her indigenous culture and those of the Far East and Africa as well as jazz) meet, dialogue, and intersect in the speech of the interlocutor -- the band -- and become not only subject but object as well. "Anitos" is a duet piece for percussion that reconvenes the notion of "talking drums." In her duet with Robert Rodriguez, these instruments color and stretch one another; they create not only a dialogue in polyrhythmic linguistics, but a travelogue across time and space as well. "Lakbay" is an astonishing nine-part suite that covers nearly 40 minutes in playing time, and centuries in musical, cultural, and spiritual journeying, with Ibarra accompanied by pianist Craig Taborn and violinist Jennifer Choi with Wadada Leo Smith guesting on three parts. Here the theme is the life of a Filipino immigrant worker. Musically, the sounds of various rural regions, jazz, flamenco, and gypsy music all weave together into a tapestry that is bigger than any one nation, but all contained within the heart of a single human being. Ibarra's ability to fuse together composition and improvisation with rhythmic invention is simultaneously uncanny and visionary. The music is haunting, humorous, tragic, driven, and ultimately deeply moving. Folkloriko is her bravest -- and most conceptually realized -- recorded outing.
1. Anitos 
 -Ibarra 
9:50

2. Lakbay: Gawain Ng Pamilya I 
-Ibarra 
2:33

3. Lakbay: Umaga  
-Ibarra 
4:28

4. Lakbay: Merienda 
-Ibarra 
4:17

5. Lakbay: Awit Sa Trabaho 
-Ibarra 
6:37

6. Lakbay: Ang Sayaw 
-Ibarra 
4:13

7. Lakbay: Palengke 
-Ibarra 
4:23

8. Lakbay: Paniniwala 
-Ibarra 
2:55

9. Lakbay: Gawain Ng Pamilya II 
-Ibarra 
5:02

10. Lakbay: Lullaby 
-Ibarra 
2:54

	Susie IBARRA
	Wadada Leo SMITH, Susie IBARRA, John ZORN

(50-8)
	2004
	76:01
	label: Tzadik

50th Birthday Celebration vol. 8

Susie Ibarra: Drums

Wadada Leo Smith (см.): Trumpet

John Zorn (см.): Alto Saxophone 

The pioneer creator of the rhythm unit, the master of the game piece and one of the most dynamic drummers in the downtown scene square off head to head in duo and trio improvisations. Two full sets of music are presented here, beginning with a brilliant set of duos by Ibarra and Zorn, who have been working together for many years. Both surprising and inevitable, the second set features the historic musical meeting of Wadada Leo Smith and John Zorn, and was one of the improvisational highlights from 2003's month of Zorn. Striking and radical sculptures of sound and silence from three generations of improvisational masters.

1. Meridian

2. Rising Sign

3. Spirit Writing

4. By the Mark, Eight

5. Visitation

6. Ipsissimi

7. Ghost Writing

8. The Ascending Arc

9. Full Fathom Five

	ICEBREAKER
	Terminal Velocity
	1994
	75:02
	label: Argo (Decca) (London)

1. MICHAEL GORDON (см.): Yo Shakespeare                  10' 44''

2. LOUIS ANDRIESSEN (см.): De Snelheid                        16' 24''

3. GAVIN BRYARS (см.): The Archangel Trip                   15' 51''

4. DAMIAN LE GASSICK: Evol                                            07' 58''

5. DAVID LANG: Slow Movement                                         23' 40''

Since the formation of Icebreaker in 1989 critics have searched hard for a label to attach to the band and its music. Icebreaker's frenetic energy, visceral but undanceable rhythms, searing virtuosity, confrontational, blasting volume and dynamic stage presence have all contributed to a musical image which cuts across established categories.

Initially, the musicians came together under James Poke and John Godfrey to play music by the 'bad boy' of Dutch music, Louis Andriessen, music widely performed and hugely influential in his native Holland but scarcely known at that time in Britain. Icebreaker's sound evolved from Andriessen's Hoketus, written for the ensemble of that name which he founded in the mid-1970s and scored for four keyboards and two each of panpipes, saxophones, congas, and bass guitars, What appealed about Andriessen was his sidestepping of both the scented-candle aura of American minimalism and the Angstridden confusion of much 'serious' contemporary music in favour of a hard-edged rhythmic idiom — uncompromisingly loud, heavy on winds, keyboards and percussion, and distinguished by a clarity of thought and expression. His work is represented on this recording by de Snelheid, originally written for symphony orchestra but arranged by Poke (with Andriessen's enthusiastic approval) for the current Icebreaker line-up.

De Snelheid (which means 'velocity') sets out, the composer says, to explore how the idea of speed can be conveyed in musical terms. The relentless ticking of woodblocks throughout the work provides an accelerating pulse against which to measure the essentially unchanging speed of the musical material. Icebreaker's problem was how to render the three large orchestral groups of the original with only fourteen musicians (although in this recording two extra percussionists have been added): in this respect amplification is crucial in recreating the immediacy and impact of Andriessen's orchestral sound. Of the three groups it is the third (here alto flute, cello, bass guitar, keyboard and percussion) that eventually holds sway. Although providing the long-drawn-out melody at the beginning, it seems most of the time rather the underdog: its importance really lies beneath the surface, being, as Andriessen describes it, 'the lungs which power the work's breath'.

What began as an ensemble to perform an existing body of music, most of it Dutch, quickly developed a momentum of its own, together with a desire to refertilise the musical soil in which it had its roots. A sense of impatience to get on with something new, however impure, can be felt in the pieces Icebreaker began to attract from ensemble members and from composers outside the band. This recording brings together (besides the Andriessen) four new works, all written for Icebreaker: Andriessen (b. 1939) is joined by another established composer of the middle generation, this time from England, Gavin Bryars (b.1943); by the young New Yorkers Michael Gordon (b.1956) and David Lang (b.1957); and by ensemble member Damian le Gassick (b.1965).

For better or worse, there is something very English about Icebreaker. Not so much the familiar English virtues of restraint and understatement, but rather the manic humour of Monty Python {см. в секции 'Rock'}: screwed-up, not terribly house-trained, at times rather loutish. As one reviewer put it, Icebreaker "don't just — in the language of cocktail parties — break the ice; they smash up the furniture as well". Titles such as Godfrey's Euthanasia and Garden Implements or Le Gassick's Mad Legs in a Sack show an irreverent attitude to the posturings and the decent etiquette of the contemporary music establishment, and are thoroughly irrelevant to the pieces themselves. And yet Icebreaker's irreverence does not extend to the music they perform, as witnessed by the sheer intensity and relentless perfectionism of their rehearsal process. What has emerged is a band with an aesthetic agenda as subtle as a sledgehammer, and a penchant for music that is irresponsibly loud, relentlessly hyper, fast, edgy, irritating, like an itch that won't go away. The short but fiendish violin cadenza that ends Evol is an example: a gesture of exasperation, a final dissipation of the frustrations and accumulated tensions in the piece.

Icebreaker's creative discomfort is provoked by their ambivalent attitude to just about every musical language around: the result is music that helps define a number of existing borders in the act of crossing them. Cutting through all the ambivalence is an insistence on rhythmic and harmonic material tensile enough to withstand the demands they make in selecting new repertory. Rhythm is the most immediate of their explicit concerns, and in particular rhythmic dissonance: irregular rhythms, sudden, precise tempo changes, simultaneous different meters in different instruments or instrumental groups. One of Icebreaker's most impressive strengths is a virtuosity of ensemble rhythm, always achieved without a conductor. Evol, for instance, makes use of two basic rhythmic ideas, both of them apparently unnotatable, that Le Gassick had come up against in a traditional jazz context. In attempting to pin down what it was that fascinated him about them he realised that both could be written down, albeit in a highly intricate way: the first rhythm is notated as five beats in the time of seven, and the second, rather tongue-in-cheek, in a time signature of 59/48 (a fraction shorter than a 5/4 bar). Bringing them off in performance, however, is more a question of feel than of metronomic precision. The whole point is not to square them out to the familiar jazz rhythms to which they approximate, since that would destroy the compelling, rather asthmatic rhetoric that results.

Much of Michael Gordon's Yo Shakespeare uses three independent lines, each with their own quite different meter. The resulting rhythmr texture begs the question of where the 'real' pulse is to be found: it appears to flicker between the instrumental groups depending on where one focuses attention. In performance this creates the amusing situation of the musicians bopping in time with the music as they read it from the page but apparently out of time with the music itself. The result is a new kind of rhythmic exuberance close to rock music; a way of composing that comes from popular music but is not about it. Regarding the title Gordon explains: "I have a friend from high school who can't really get into my sort of music. When he calls me he greets me on the phone with, 'Yo Shakespeare'. I think he tags on the Shakespeare reference because Shakespeare is simply the only cultural figure that he is aware of at all. I think this maybe says something about American culture in general".

By contrast, The Archangel Trip and Slow Movement take us into the realms of texture and harmony, pointing up underplayed strengths in Icebreaker's approach. The gently modal feel and the rhythmic regularity of Gavin Bryars's work offers something authentically in his own voice, rather than something that attempts to meet Icebreaker even half way: the piece stands, the composer says, rather like a gentle ballad in the middle of a jazz concert, something that sets Icebreaker's other things in sharper relief. The title is a pun inspired by a film about two Russian icebreakers that ply the seas north of the former Soviet Union, cutting through the ice. Their home port is the northwestern town of Archangel, on the Dvina River. The two vessels cross from the Asian side to the European side in a rather fruitless way, meeting once in a while in an uncharted area. Bryars thought of the piece analogously as a musical journey: changes of texture stem less from the rather frozen instrumental colours than from harmonic change, which has the effect of providing punctuation rather than genuine direction.

David Lang remarks that one of the qualities that attracts him most in Icebreaker's playing is its 'edgy concentration'. His piece Slow Movement  stems from a wish to invent another sort of music for them to apply that edge to. He describes the piece as a musical object, dirty, messy, ominous: a giant invention, rather unsettling in the way it slowly draws the listener in. Lang admits it was rather ironic he should have produced a piece like Slow Movement in response to the invitation to write for Icebreaker. But as he says, what kind of music do you give to your friends? Sometimes you give them what they want; sometimes you give them what they didn't know they wanted until you gave it. Icebreaker as a whole thrive on being given pieces that they didn't know they wanted, music that stretches their musicianship and their instrumental skills even further. In the space of only five years they have established themselves as a permanent fixture on the international circuit, dedicated to encouraging new repertory and collaborating with composers on the realisation of new projects.

Bob Gilmore
Icebreaker are:

James Poke              flute, piccolo, pan-pipes, wind-synthesiser

Katherine Pendry
flute, piccolo, pan-pipes, alto flute

Richard Craig          alto & tenor saxes, bass clarinet

Catherine Shrubshall
soprano, alto & baritone saxes

Emma Fowler     
soprano, alto & baritone saxes

John Godfrey     
electric guitar, keyboards

Damian le Gassick
keyboards

Tom Armstrong  
keyboards

Tracey Goldsmith
accordion

Joanna Parker
violin, keyboards

Audrey Riley      
cello, electric cello

Robert Millett    
percussion

James Woodrow
electric guitars

Pete Wilson         
bass guitars

James Poke         
artistic director

John Godfrey     
musical director

Jan Mellish         
fixer, roadie & accordion button-pusher

with

Alex Neal
percussion

Graham Cole
   percussion

	ICH SCHWITZE NIE
	Traume der Sehnsucht (Lockender Rhythmus)
	1998
	51:48
	avant-rock

label: No Man's Land

Nicholas Bussmann: cello, electronic

Hanno Leichtmann: electronic

Lars Rudolph: vocal, trumpet, guitar

Schallplatten (Bussmann, Leichtmann, Rudolph)

Die anweisung (Bussmann, Leichtmann, Rudolph)

In einer hafenstadt (Helmut Rosenberg)

Der junge an der reling (R.F. Tiedemann)

Abends wenn der wind über's meer weht (text H. Reinhardt, music Br. Schneider-Holberg)

Bratfett (Bussmann, Leichtmann, Rudolph)

Was soll ich tun? (Bussmann, Leichtmann, Rudolph, text Else Lasker-Schüler)

Los paul (Bussmann, Leichtmann, Rudolph, text Stefan Remmler)

Unter der roter laterne von st. pauli (text Schwenn-Schaeffers, music Ralf Maria Siegel)

In einer kleinen schenke dicht an hafen (Hans Hendrik Weding)

Es war ein mädchen un ein matrose (text Willi Demmel, music Franz Grothe)

Eine frau ist ein kreis (Bussmann, Leichtmann, Rudolph)

Land in sicht (Bussmann, Leichtmann, Rudolph)

Capri-fisher (text Ralf Maria Siegel, music Gerhard Winkler)

Kleine möwe flieg' nach helgoland (text Bruno Balz, music Jim Cowler)

Seemannslos (text Adolf Martell, Music W. Petrie, music Gerhard Winkler)

Matrosenliebe (text Fritz May, music Hermann Behr)

	ICH SCHWITZE NIE
	Billige Flaggen
	2000
	63:37
	acid-jazz/trip hop/alternative
label: NoMansLand / Trikont   www.trikont.de / trikont@trikont.de 

e-mail NoMansLand@t-online.de 

Rec. in Berlin, 1999.

Нежный, прикольный и весёлый диск немецкого проекта, с элементами ретро и naive (последняя вещь – ambient). Представьте себе, что Tom Waits и Pascal Comelade вместе сделали trip-hop’овый проект на немецком языке. Представили? Теперь послушайте ISN... Будет даже лучше, чем вы нафантазировали...

Nicholas Bussmann [cello, synth, klavier, e-bass]; Hanno Leichtmann [drums, drummies, synths]; Lars Rudolph [gesang, klavier, theremin, trompete].

1. warum bin ich

2. couches-moi

3. la paloma

4. leuchtender stern

5. nummer neun

6. sexcat

7. freunde der sehnsucht

8. beim ersten mal da tuts noch weh

9. der wind hat mir ein lied erzahlt

10. deinen namen, den hab’ ich vergessen

11. der veisse mond von maratonga

12. dame des meeres

13. schwarze rose von havaii / ausland

	IDIOT  FLESH
	The Nothing Show
	1995
	53:30
	См. тж. на CD: RESIDENTS “Eyesore:…” (Tribute)

label: Rock Against Rock Records (Oakland, CA, USA) / Vaccination Record Co.   e-mail: vacrec@cris.com 

Chuck Squier [d (#1-3, 5,6,8,9,11)]; Wes Anderson [d, pan lids, spinning rims, trashcan, ashtray, skillet, singing (#4,10,12,13)];  … [g, violin, perc, perc-guitar]; Dan Rathbun [b, cello, thing, trb, singing]; Nils Frykdahl [g, fl (ad nauseum), sax, insect guit., percussion-duct, watering can, singing].

“Mysterious sounds abound from the guys who think "Its better to hit stuff"… nursery rhymes to Neubauten to Frith. Recommended for those who can't hold their pop.”

“Submit to the cavernous yield of clown rock at its mostest. Einsturzende Neubauten influenced puppet show soundtrack on a journey with Frith, Queen, Mr. Bungle, CopShootCop, Swans, and Stravinsky. The most frightening thinkers Huxley never met. No jokin… I’m not trying to be funny about this. I’m actually describing Idiot Flesh as best I can, without trying to sound like I’m writing some sort of fancy, shallow press release. I really don’t think I can do much better than this…”

“It’s been called everything from Russian orthodox judaism inspired hysteria, to a needed excursion from mainstream rock to what you might be hearing in a cabaret in Germany, if Disneyland had won the war. These songs make up the Weill / klezmer / Costello / gypsy / cabaret mix of banjo / clarinet / trombone / accordion broohaha that is Giant Ant Farm type music… if you like Waits, Cave, Pogues, G.Friday, Brecht…”

  Супер-энергичные и супер-весёлые иронисты и пародисты в жанре тяжёлой агрессивной панк-роковой альтернативы.

  This CD is dedicated to the memory of John Kane.

…BLACK MATH: This name, and the artikulation of its axiomatic principles are the work of the great Scottish mathematician, JOHN KANE (1861-1954). Called by Aldous Huxley "the most frightening thinker I have ever met", his tragic career reached a peak of cogency in 1913, with the publication of his Principium Negativum. This massive 3- volume work expounds "the 'pow​er' of 'negative' 'thinking'" and extends its domain beyond the originary mathematicological field into what Kane ironically referred to as the ‘real’ ‘world’. Denounced by Alfred Whitehead as "a perverse revival of alchemical thinking", Kane's work nevertheless generated considerable controversy and a following on both sides of the academic fence. The decline of his mental health severely tar​nished his already fragile repu​tation as his ideas left for higher ground, culminating in a dramat​ic public declaration that he had literaly turned himself inside out in an attempt to eliminate the "gaze in place beneath the skin" which had resulted from contact with beings he would refer to only as "the Headbreakers". A series of violent attacks led to his confinement in the Magdalen Mental Mercyseat (1921), where he was eventually lobotomized (an operation he tragically attributed to the Head-breakers), remaining there for over 30 years until his death in a freak gas-fire at the age of  93. This fire destroyed the bulk of his unpublished writings, which included reams of black math, voluminous diaries of dire warnings, fiction, and dramatic fragments. In his twilight years he was perhaps most famous for his "'anti-chess" game, which ended in a stalemate with al pieces in starting position. His Black Math is currently enjoying a resurgence as contemporary non-Euclidean thought verifies more and more of his vaticini signi. Samples of his unpublished manuscript, as well as Illustrative excerpts from Principium Neqativum are presented in R.A.R. #2: Black Math. To obtain a copy, send a self adressed envelope and a $1 donation to Rock Against Rock […].

THE WRONG WAY: ‘’The world is all that is the case’’ – Wittgenstein «In case the world is all that is: this.» 

John Kane began his little known volume with this per​version of Wittgenstein's tru​ism, setting the tone for his path trough the mundane, a methodical burrowing through the impossibly concrete realm of Other People. His mastery of the abstract in mathematics and philosophy produced in him a lifelong discomfort with the vague morass of the Actual, which expressed as 1+0=0. In his words, "Yes, reality is a trap, but sooner or later we're going to have to sleep". He  offered THE WRONG WAY as a guide in the inevitable encounter with the  "Actual Reality of the World and Other People". His presentation of  THE WRONG WAY as a system of progressive initiation dis​plays the influence of the Golden Dawn, an occult group to which he is thought to have belonged in his youth. This influ​ence also surfaces in his fascination with Kabbalistic number systems, which occupy a large part of the original text. In 1920 Kane retitled the manuscript, HOW TO BECOME INVISIBLE [some argue that this was a failed "commercial attempt" on his part]. It was so named for three years until it’s reversion back to the original form, the newer title becoming an apt and whimsical subtitle within the work. Indeed, the 3rd degree is the goal to which the first two are but necessary evils on the way to the final, unnecessary evil of Invisibility. [Kane delineates three "degrees" or "stages" of development in his work: 1)Charming 2)Bulletproof 3)Invisible]. In R.A.R. #3: THE WRONG WAY, for purposes of simplicity and general read-​ability we have eliminated all references which require a knowledge of mathematics or occult traditions, leaving a fairly straightforward program for "allowing the trap of the world to close on you so perfectly that it leaves you unscathed, at which point you go home". A  must for the entire family. Send SAE and $1 or more donation to ROCK AGAINST ROCK, […]

	IDIOT  FLESH
	Fancy
	1997
	61:36
	разнузданный хулиганский avant-rock
label: Vaccination

Wes Anderson [d, perc, bassoon, marimba, v, multi instruments]; Nils Frykdahl [g, fl, castanets, v, design]; Dan Rathbun [b, cello, v, trb, horn, multi instruments, saw]; Jab [tp]; Angela B. Coon [v]; Erik Carter [g]; Mantra Ben Y'akova [v]; Gene Jun [g, vln, metal objects, arranger]; Matt Embrie [synth, p]; Jindra Dolansky [s]; Paul Dal Porto [horn, sitar].

	IL  BERLIONE
	Il Berlione
	1992
	55:03
	avant-fusion

label: Belle Antique (Tokyo)

Японская импровизационная инструментальная музыка; помимо того, что японцы исполняют её “со своей колокольни”, к обычному набору  [sax], [g], [b], [k], [d], добавляются японские народные инструменты.

	IMPRESSIONS  OF  WINTER
	Deceptive Springs and Fading Landscapes
	1998
	48:09
	label: Spirit Production

Joe P [all instrumental music]; Felicia [female vocals]; Andres Waldura [male vocals].

1. Promising Wake

2. Langueo (Silence of Wine)

3. Shadowed Grove

4. BANDAR

5. The Transcendence

6. Festival of Fools

7. omnis mundi creatura

8. Ghosts of the Forest

9. auctoritas libri

10. Urechinaria

11. Landscape of the Meadow Lost

12. The Recovering of Spring

  По духу этот амбиентно-вокальный проект соответствует Dead Can Dance, но – в современном, более отточенном, хрустально-чистом и эффективном варианте. Он настолько красив, что от его власти потом трудно избавиться – после прослушивания этого диска следует сделать перерыв, прежде чем слушать что-то другое.

Другие проекты подобной музыки см.: THE MOON LAY  HIDDEN BENEATH A CLOUD; DIVINE WORKS; PILGRIMAGE; Daniele SEPE; ORDO EQUITUM SOLIS; DEAD CAN DANCE; IN GOWAN RING; Helga POGATSCHAR; Nick CAVE

	INADE
	Aldebaran
	1995
	62:53
	dark ambient
Inade are: Rene Lehmann, Knut Enderlein

1-2: Signals From 68 Dimensions

3-4: The Conquest Of Being Separated

5-6: The Crushing Of Earthly Foundation

7-8: The End Of The Beginning

THIS IS THE BEGINNING OF THE END 

FOR YOU AND ME

THE BLACK LIGHT OF THE UNIVERSE ILLUMINATES THE INNER WORLD

OPEN YOUR EYES – THE 68 DIMENSIONS 

THIS IS THE STAIR WHERE SHADOWS OF THE SECRET KNOWLEDGE ARE DARKEN THE REALITY ASCERTAIN THE TRACES OF THE PAST

THEY COULD SHOW YOU THE WAY TO THE LIGHT 
ALL IS ONE! BREATHE THE ENERGY! 
FEEL THE PULSE OF THE UNIVERSE!

CONVOKE THE POWER AS APART OF THE LAW! 

FALL!    RISE!    RISE!    FALL! 

THIS IS A DREAM

AND THIS IS THE END OF THE BEGIN1NG

	INDISCRETION
	Pied De Poule
	1989
	47:50
	avantgarde

label: Recommended / No Man’s Land

Michele Buirette [accordeon, v]; Genevieve Cabannes [contrebasse, v]; Dominique Fonfrede [v].

1. La valse rieuse

2. Richi

3. Le recital

4. Hermione

5. Ginette

6. Desarroi

Ce disque a été réalisé avec l'aide de la F.C.D.M.S. (Fondation pour la Création et la Diffusion Musicales

Sonores) et de la S.Pe.Di.D.A.M. (Société de Perception et de Distribution des Droits des Artistes Interprètes).

	INFORMATION
	Biomekano
	2002
	50:33
	ambient/noise

label: Runegrammofon  (ECM) www.runegrammofon.com 

Written and produced by Jorgen Knudsen and Per Henrik Svalastog

Rec. in Oslo and Bergen.

Information: phxxx@start.no  / jknudsen@login.eunet.no 

	IN GOWAN RING
	Love Charms
	1994
	46:00
	acoustic ambient с вокалом типа gothic / folk. Если сравнивать с DEAD CAN DANCE, то этот проект тоньше и колоритнее. Он мгновенно завораживает и не отпускает до самого конца.

Cohortance: 

B'eirth – voice, instruments, water;

Amber – metal flute; 

Celise – viola; 

Mary – voice;

Cate --  bells, bamboo flute; 

Sarah G – tinkleys, toys; 

Lincoln L – fire.

Instrumentum: guitar, clarinet, violin, cello, accordion, bauble pianette, zithers, recorder and wood flutes, drums, bells, rattles, sticks, other sundries.

Другие проекты подобной музыки см.: THE MOON LAY  HIDDEN BENEATH A CLOUD; DIVINE WORKS; PILGRIMAGE; Daniele SEPE; ORDO EQUITUM SOLIS; DEAD CAN DANCE; IMPRESSIONS  OF  WINTER; Helga POGATSCHAR;

1. Listen To Colours

2. Love Charms

3. Spindle Tree

4. A Swan Song

5. Stone Song II

6. Dandelion Wine

7. Without Rings

8. Of Water Wiverings

9. Urn And Water

	Pasquale  INNARELLA
	Discanto
	1994
	53:45
	avant/minimal

label: Le Parc / High Tide (Italy)

Pasquale Innarella [french horn, t s]; G. Schiaffini [trb, tuba]; Daniel Studer [double b]; E. Fioravanti [d, perc].

Не-шумный и не-навязчивый авангард, близкий к минимализму.

1. Discanto

2. Guitti

3. Tecnolifanti

4. Improvviso I

	Tetsu INOUE
	Fragment Dots
	2000
	43:58
	label: Tzadik

Kyushu native Tetsu Inoue's recent works connect the vivid environments-in-sound of classical ambient with the stark, timbral explorations of academic computer music. Tetsu's second release for Tzadik delves deeper into the methods of sonic microscopy that marked his debut, constructing minute, peerless sound-surfaces that break apart and reconstitute in the shifting, nth-dimen-sional space of the inner ear. In the ecstatic bustle of sound particles careening through acoustical space can be heard the distinct inflection of a new means of expression struggling to life.

1. CUT AND CLICKS
2. ACTIVE BEAUTY
3. SPECTRAL DISK
4. SUPER DIGITAL
5. MODEM AND I
6. SOFT DRINK ERROR
7. SQUARE CURVES
8. MICRO TIMBER
9. HEAD SET
10. PORTABLE NOISE

COMPOSED AND RECORDED BY TETSU INOUE

EXECUTIVE PRODUCER: JOHN ZORN 

ASSOCIATE PRODUCER: KAZUNORI SUGIYAMA 

MASTERED BY ALLAN TUCKER AT FOOTHILL DIGITAL, NYC K2 TECHNOLOGY BY JVC Disc AMERICA 

DESIGN BY IKUE MORI
CONTACT: TETSUINOUE@EARTHLINK.NET  

OFFICIAL TETSU INOUE HOMEPAGE: HTTP://WW1.MATH.LUC.EDU/~NJURCIN 

	INTERFERENCE SARDINES
	Mare Crisium
	1998
	61:47
	avant-rock – мелодичный, живой

label: Passon D'Avril (Canada)

Interference Sardines: Andree Bilodeau [cello, alto, v]; Lyne Goulet [a/bar saxes, v]; Frederic Lebrasseur [d, perc]; Philippe Venne [el g, v]; Jimmie LeBlanc [el b, ac g, v]; + guests

	INTERFERENCE SARDINES
	Zucchini
	2001
	67:45
	label: Dame  www.actuellecd.com
Andree Bilodeau [cello, alto, v]; Sebastien Dore [el b, v]; Marc Gagnon [ac/el cello, v]; Frederic Lebrasseur [d, perc, p]; Philippe Venne [el g, p, v]; + guests: Jocelyn Guillemet [s/a/bar saxes, cello]; Lyne Goulet [a s]; Pierre Tanguay (см. тж.: Jean DEROME & Pierre TANGUAY) [perc]; Meta Epstein [harp].

The second album by the Quebec group will take you on a voyage to the centre of a universe that is sometimes absurd but always coherent. Let Interference Sardines narrate your imagination.

	Die INTERPRETEN
	Stollen 4
	1995
	53:59
	free-folk (импровизационная музыка на темы традиционных альпийских мелодий + собственные композиции музыкантов)

label: Trikont (Rec Rec) (Munchen)

Erwin Rehling [Schagzeug, Percussion]; Andreas Koll [Bar. Sax, Akkordeon, Sousaphon]; Thomas Binegger [T. Sax, Klarinette, Bassklarinette].

	IR VISA TAI KAS YRA GRAZU YRA GRAZU
	Greetings To Falkenhann
	1996
	60:01
	progressive

label: Bomba Records (Vilnius, Lithuania)

http://www.omnitel.net./bomba 

1.
 THE BEGINNING

2.
 FIESTA

3.
 INSIGNIFICANT AGREEMENT

4.
 THE KNOT

5.
 THE RAGING PLAGUE

6.
 VIRUS OF FULL MOON

7.
 THE CREED

8.
 NO WAY BACK

9.
 GREETINGS TO FALKENHANN

I.V.T.K.Y.G.Y.G. (AND ALL WHAT IS NICE IS NICE):

ARTURAS SLIPAVICIUS – electric guitar, rubaba, vocals, haruspik.

VACLOVAS ROTOMSKIS – drums, cackle, kaziukas, haruspik, kitchen kerbs.

GEDAS SIMNISKIS – bass.

RIMAS SLIPAVICIUS – alto haruspik.

BARAS – vocals.

ARA MARIJA – vocals, keyboard fazer, flute.

ARTURAS MARTINAITIS – bass saxophone, alto saxophoe, keyboard.

DARIUS KODIKAS – tenor saxophone, vocals, haruspik.

VAIDAS MARTINAITIS – cornet, vocals, cackle, bass haruspik.

SPECIAL THANKS:

VYTAS LABUTIS – soprano saxophone

RYTIS KAMICAITIS – tabla

ARVYDAS SKERNEVICIUS – sound engineer

Recorded by "ARKA" RECORDS in 1996.

The group of young Vilnius artists sharing comes an interest in contemporary music, free jazz, avant-garde rock of 70’s and folklore started jamming together in 1987. Few years later they debuted under incredibly long name IR VISA TAI KAS YRA GRAZU YRA GRAZU. The music was mix of various pieces played mostly on acoustic instruments, including uzbekian rubaba, mandolina and Lithuanian skuduciai. The band played in many art festivals and actions. The most significant was joint concert with well known conceptual industrialists ZGA (см.) in Riga, in 1990.

The first I.V.T.K.Y.G.Y.G. album was released on cassete in 1991 by Berlin Marabu and licensed in Great Britain. The second album was released in 1993 in Vilnius by Bomba Rec. I.V.T.K.Y.G.Y.G. also appears on representation Baltic music album ‘Balts Bite Back’.
This album is the first by I.V.T.K.Y.G.Y.G. released on CD.

	IRVING STONE MEMORIAL CONCERT
	(2 CD)
	2004
	71:16 65:25
	label: Tzadik

Irving Stone was a fix​ture on the downtown music scene since the mid-seventies. Every musician knew ana respected this longtime music afficionado, and his untimely passing in June 2003 was a great loss to the community.
This special 2CD set features highlights from the touching twelve hour memorial concert held at Tonic. Heartfelt performances by many of the greatest names in the down​town scene, musicians whom he loved and that loved him.
All profits from this set will go to the Irving & Stephanie Stone Trust.

Composed and performed by:

Andrew Barker; Joey Baron; Louis Belogenis; Tim Berne; Karen Borca; Rob Brown; Roy Campbell; Greg Cohen; Sylvie Courvoisier; Lesli Dalaba; Robert Dick; Trevor Dunn; Ellery Eskelin; Mark Feldman; Erik Friedlander; Satoko Fujii; Yuko Fujiyama; Charles Gayle; Annie Gosfield; Shelley Hirsch; Wayne Horvitz; Susie Ibarra; Roger Kleier; Masahiko Kono; Andy Laster; Matt Lavelle; Okkyung Lee; Tony Malaby; Sabir Mateen; Ikue Mori; Oscar Noriega; William Parker; Tom Rainey; Marc Ribot; Herb Robertson; David Sewelsen; Chris Speed; Stephanie Stone; Steve Swell; Craig Taborn; Charles Waters; David Weinstein; Kenny Wollesen; John Zorn.

I will never be able to repay the two of you for instilling in me a feeling of confidence, in that a couple with your listening experience would have felt the noise made by us brats was worth checking out.
—EUGENE CHADBOURNE

In many ways the Stones were surrogate parents for me, and for an entire musical scene. They were among the first to attend our concerts, digging on what we were doing before anyone even knew we existed, and they were the very first to return for more, much to our surprise. Their support and enthusiasm gave a newly emerging scene the feeling that what we were creating had value and meaning. Many people assume that creative artists have an inborn sense of their own worth, a messianic belief in themselves. Nothing could be further from the truth. We are all plagued by doubts and insecurities, and suffer from the very human need for love and understanding. The Stones gave us all of that and more. They were instrumental in nurturing a group of young musicians who were passionate yet misunderstood, and as it turned out, were soon to make a powerful impact on the international music scene.
One of my most treasured performance memories is of a solo concert held at my old apartment on 430 Lafayette Street back in 1976. Three people were present: Kazunori Sugiyama, who has been my friend ever since and is my partner in Tzadik, and the Stones. Who could ask for a more perfect audience... or a more inspiring one? 

—JOHN ZORN

Stone was one of the biggest supporters of the long-time downtown scene/family. I met Irving and Stephanie Stone at Studio Henry in 1979, a small, rather funky basement space on the corner of Morton and Bleecker Streets in the West Village. Fred Frith played one of his first gigs in NYC there with Eugene Chadbourne and this is where I first encountered John Zorn, Wayne Horvitz, Tom Cora, David Moss, Derek Bailey, Haino Keiji and many other members of the early downtown scene. I was amazed to find this friendly couple (older than my parents) there for every gig, checking out and digging the strange sounds of this little known scene. We became close friends and they have remained as constant supporters of this music some twenty plus years later. The Stones are the spiritual parents of this vast downtown family. When the Stones were in the audi​ence for a gig, you knew something special was about to happen. 

—BRUCE GALLANTER

	Jon IVERSON
	Alternesia
	1999
	46:22
	acoustical dark ambient – идеальный проект в этом стиле с применением массы восточных инструментов; потрясающе красивые плотные фактуры.
label: M&A Recordings

Created, Recorded and Produced by Jon Iverson at the remote Dog Bark Recording Camp in California.

Mastering accomplished by Robert Rich (см.) at Soundscape. 

Robert Rich also played the Bamboo Flute. All other instruments coaxed to life and banged on by Jon Iverson.

Everything you hear are actual instruments recorded directly one at a time (no mixing board) to a specially modified MCI JH100 2” 16 track analog recorder. With the exception of a wee bit of sampled bass in just a couple of tiny spots, there were no sequencers, synthesisers or fancy computer editors used – all was multitracked in person with microphones.

	Charles  IVES

(1874 – 1954)
	Chamber Music
	1996
	56:24
	label: EMI Classics / Moonlight

1.-3. Piano Trio (Glenn Dicterow [vln]; Israela Margalit [p])

4.-6. Violin Sonata #2 (Glenn Dicterow [vln]; Alan Stepansky [cello];  Israela Margalit [p])

7. Largo for Violin, clarinet and piano (Glenn Dicterow [vln]; Stanley Drucker [cl]; Israela Margalit [p])

8.-10. Violin Sonata #4 (Glenn Dicterow [vln]; Israela Margalit [p])

Although Charles Ives's position as one of the most important figures In 20th-century music now appears to be beyond doubt, his public reputation—among musicians and music-lovers—still rests main​ly on a relatively small number of pieces. Among these, the four symphonies, several other orchestral compositions (Central Park in the Dark (1906), The Unanswered Question (1906) and Three Places in New England (1908-?14)), the larger piano works (notably the 'Concord' Sonata (1910-15)) and a selection of the songs are the best-known. Other areas of his output, however— including his church music, smaller piano pieces, and most particularly his chamber music—remain generally unexplored by all save the most adventurous or curious.

There are perhaps two principal reasons why Ives's chamber music has failed to reach a wider audience. First, it was often in works for modest instrumental forces that he tried out in overt fashion new compositional ideas which were then used covertly in larger-scale pieces—in other words, much of his chamber and chamber-orchestra music is less obvious​ly indebted to 19th-century European norms than is the music he wrote in other genres. Second, and relatedly, a number of these more radical pieces are written for unusual combinations of instruments, which tends to reduce their chances of performance. Examples of Ives's chamber-music experiments include four works for the conventional piano quintet medium—Hallowe'en (1 April 1906), the two pieces titled Largo risoluto (both 1906) and In Re Con Moto Et Al (1913)—and five involving various combina​tions of instruments: the Set for Theatre or Chamber Orchestra (1906-11), Over the Pavements (1906-13), the two Tone Roads (1911 and 1915), and All the Way Around and Back (1906).
However, neither overt radicalism nor unconventional instrumentation is an issue in any of the four pieces recorded here, for though each has its smattering of unusual features, all (bar, perhaps, the Largo) have strong generic and formal precedents. The Piano Trio was written in 1904-5 and revised in 1911. The opening Andante moderato movement is generally recognised as a prime example of Ives's 'layering' techniques. Each of the string instruments in turn plays a duet with one of the piano's hands (cello plus right hand; violin plus left hand); the two duets are then superimposed to produce a quartet (or, rather, trio, as the pianist's two hands now work together). Each duet (and in conse​quence each of the movement's three sec​tions) progresses from relative dissonance to relative consonance; the radiant circling of the closing bars' ostinati is reminiscent of the more complicated endings of the Second String  Quartet  (1907-13)  and  Fourth Symphony (1909-16). The Presto second movement,  variously titled  'TSIAJ' (This Scherzo Is A Joke) and 'Medley on the Campus Fence', may well have had its origins in the 1904 reunion of Yale's class of '98, to which Ives belonged. The joke lies not only in the humorous succession of popular and sacred melodies which provides the move​ment with its generally rhapsodic form, but also in the settings which those melodies are given. Among the well-known tunes which attentive listeners may spot are Marching through Georgia, My Old Kentucky Home, In the Sweet Bye and Bye, The Salior's Hornpipe and Ta-ra-ra-boom-de-ay; nearly all are subjected to typical Ivesian distortions of melody, rhythm or accompaniment. The final movement—starting Moderate con moto but also including Maestoso, Andante con moto and Allegro moderate sections—is a rather more serious affair. Indeed, canon—that most learned of contrapuntal devices—preoc​cupies the strings for a substantial part of the middle section, and the movement as a whole seems more rooted than its predeces​sors in late Romantic convention. However, Ives still finds space for a reflective coda based on Rock of Ages, replete with blue 3rds.

The four numbered violin sonatas are rela​tively unusual, in that they 'form a coherent group, more unified in style and expression than any other similar group of Ives's works' (H. Wiley Hitchcock: Ives (London. 1977), p.57). As Hitchcock notes, this coherence derives in part from their structure—all are cast in three movements—as well as their content: each draws to some extent on both hymn tunes (always in the finale and at least one of the other movements) and country fid​dling. Unfortunately, violinists have tended to avoid the sonatas, perhaps because they require a higher degree of rhythmic precision and control than some players would wish (or are capable of). Furthermore, the pieces are very much conceived as duets—rather than as solos with accompaniment—and as such make unusual coordinational demands.

All these features are present in the Violin Sonata No.2 (1907-10) which, like 'TSIAJ', is a tune-spotter's paradise. Both of the outer movements draw on hymn tunes: the source for 'Autumn' is revealed eponymously, while that for 'The Revival' is Nettleton. In each case the underlying melody is treated in fantasia-like fashion—a common Ivesian device—with the clearest references to the source often being among the last. The title of the central Presto, 'In the Barn', invites comparison with the second movements of the Set for Theatre or Chamber Orchestra (1906-11) and the First Piano Sonata (1902-?8) (movements which are them​selves linked both by their common title— 'In the Inn'—and musically) as well as with the 'barn dance' section of Washington's Birthday (1909). All show Ives's fondness for traditional popular dance tunes and ragtime. Indeed, Ives described 'In the Barn' as being 'based, to a great extent, on the old ragtime stuff, [which] was written . . , around 1902 and 1904' (Ives, ed. Kirkpatrick: Memos (New York, 1972), p.69). As in 'TSIAJ', we encounter a medley of more-or-less familiar tunes, including The White Cockade, The Battle Cry of Freedom and the almost ubiqui​tous Sailor's Hornpipe, though here they are linked through Ives's frequent recourse to the 'perpetual-motion, across-the-strings, cross-accented style of country fiddling' (Ives, p.57).

The sub-title of the Violin Sonata No.4 (1906-716)—'Children's Day at the Camp Meeting'—links it with the finale of the Second Sonata, as both allude to quite specific 19th-century religious practices. The score of the Fourth Sonata includes on p.21 a lengthy and elaborate programme, presum​ably written by Ives around the time of the work's publication (New York, 1942). In it, he describes the sonata as 'a kind of reflection, remembrance, expression, etc. of the chil​dren's services at the out-door Summer camp meetings held around Danbury and in many of the farm towns in Connecticut, in the [18]70's, 80's and 90's. There was usually only one Children's Day in these Summer meetings, and the children made the most of it.' Thus in the first Allegro the children ('especially the boys') march around, mainly to variants of The Old Old Story. In the sec​ond movement—Largo at beginning and end, and based on Jesus Loves Me—things quiet​en down somewhat, though in the middle section Ives's extraordinary tempo marking of 'Allegro (conslugarocko)' suggests some rather less restful activity down by the brook. The final Allegro was the source of one of Ives's best-known songs, his setting of Robert Lowry's At the River (?1916), whose melody is heard clearly at the conclusion. If the violin writing throughout this sonata seems easier than that of the Second Sonata, we should not be surprised: Ives tells us on p. 72 of Memos that the piece was 'but an attempt to write a sonata which Moss White [his young nephew] . . . could play'. However, Ives subsequently concedes that while 'the first movement kept to this idea fairly well . . . the second got away from it, and the third got about in between. Moss . . . couldn't play the last two, and neither could his teacher.'

Like one of his musical heroes, J. S. Bach, Ives was an inveterate recycler of musical materials; but even by his usual standards, the chronology and genealogy of the violin sonatas is quite complicated. Before the four numbered violin sonatas, Ives had composed what has subsequently been labelled the Pre-First Violin Sonata (1899-?1903). The first movement and a rejected scherzo from the Pre-First were refashioned in November 1907 to create 'In the Barn' for the Second Sonata; similarly, in October 1907 the Pre-First's finale had become the Second's opening 'Autumn'. The following year, the Pre-First's slow movement was given the same central role in the First Sonata. (Incidentally, the last movement of the Second Sonata, 'The Revival', which dates from 1909-10, had its origins in a finale intended for, but ultimately discarded from, the Fourth Sonata; hence its similar subject matter, as noted previously.)

Much earlier, possibly in 1902, the Pre First Sonata's final component—a rejected slow movement—had been reworked to form the remaining work on this disc, the Largo for violin, clarinet and piano. In the middle section of this piece we encounter another example of Ivesian ragtime, the violin and clarinet often playing in 3rds or 6ths against the rhythmic rolling of the piano. In the shorter outer sections – where the clarinet is silent— a similarly shaped, but much slowed, key​board texture provides the gentle background to a chromatic violin melody. The effect is reminiscent of The Pond (1906), one of Ives's most delightful miniatures.

© DAVID NICHOLLS, 1996
David Nicholls is Professor of Music at Keele University and the author of 'American Experimental Music, 1890-1940' (Cambridge University Press, 1990).

	Charles  IVES
	Sigune von OSTEN: 

SATIE, IVES, CAGE
	1994
	58:11
	label: ITM Media, series 'Classics'.

Sigune von Osten [soprano]; Armin Fuchs [klavier].

ERIK SATIE 

1. Tendrement 6.36
TROIS MELODIES:

2. Le chapelier 1.09 

3. Dapheneo 1.25 

4. La statue de bronze 2.04
5. La diva de "l'Empire" 3.08
LUDIONS:

6. Air du rat  0.36
7. Spleen 0.57
8. La grenouille americaine 0.59
9. Air du poete 1.00
10. Chanson du chat 0.36
11. Je te veux 5.36

CHARLES IVES

12. The Circus Band 2.21 

13. The Greatest Man 1.23 

14. The Childrens' Hour 2.18 

15. Tom Sails Away 2.20 

16. Memories 2.25 

17. Like A Sick Eagle 2.06 

18. Nov. 2, 1920 2.54 

19. Serenity 2.00 

20. Down East 3.19 

21. Charlie Rutlage 2.20

JOHN CAGE

22. The Wonderful Widow Of Eighteen Springs 2.28
23. Aria 7.59

Realisation Sigune von Osten

Sigune von Osten belongs to the leading singers especially engaged in twentienth century music. Many composers from various countries have composed for her voice. She has collaborated with composers such as John Cage, Edison Denisov, Cristobal Halffter, Luigi Nono, Krzystof Penderecki, Giacinto Scelsi and Olivier Messiaen, who considered her to be one of the premier interpreters of his work.

Born in Dresden and raised in Hamburg, she studied at the conservatories in Hamburg and Karlsruhe, continued her studies with Elisabeth Grummer and Eugen Rabine and recieved the first prize at the national vocal competition in Berlin.

Armin Fuchs was born in Nuremberg. He studied piano with Erich Appel and Arne Torger, composition with Bertold Hummel, and accompanying with Norman Shetler. He participated in the master classes of Pavel Gilllov, Yong Uk Kim and Rudolf Metzmacher. During this period, he began his concert career playing chamber music, vocal accompaniments, and solo interpretations of contemporary music. He has been invited to play at several major European festivals: The International Festival for New Music/Rome, Concerts Ville de Geneve, 1. Munchner Musikbiennale, Internationale Ferienkurse fur Neue Musik/ Darmstadt, South Bohemia Music Festival/CFR, Biennale Sound Ways/St.Petersburg, Frankfurt Feste. He performed a leading role in Edgar Reitz's ZDF-film "Die zweite Heimat".

He is an avid interpreter of the works of John Cage and Erik Satie (including his 28-hour non-stop "Vexations"), and has composed extensively.

[…]

Aria

A graphic score (vocal lines, squares) in ten different colours which represent different styles of singing. The text employs vowels and consonants and words from five languages: Armenian, Russian, Italian, French, and English. Realisation is made by the singer. 

	The  JACKOFFICERS
	Digital Dump
	1990
	38:15
	label: Rough Trade / Naked Brain

Ритмичная альтернатива с львиной долей клавишных, полная весёлых и экзотичных приколов. Можно сказать, что это – DJ’ские глюки. Очень не соскучишься!

	Joe  JACKSON
	Will Power
	1987
	42:21
	label: A&M Records (LA)

Written, orchestrated and produced by Joe Jackson.

1. No Pasaran

2. Solitude

3. Will Power

4. Nocturne

5. Symphony in One Movement

Instruments: k, samples, p, g, bass g (Anthony Jackson, Neil Jason),  s&a&t saxes, cl, bass cl, fl, piccolo, oboe, bassoon, fr h, tp, trb, perc, violins, violas, cellos, double-bass.

	Joe  JACKSON
	Heaven & Hell
	1997
	50:34
	label: Sony Classical.      www.sonyclassical.com 
1. Prelude

2. Fugue 1 / More is More  (gluttony)

3. Angel  (lust)

4. Tuzla  (avarice)

5. Passacaglia / A Bud and A Slice  (sloth)

6. Right  (anger)

7. The Bridge  (envy)

8. Fugue 2 / Song of Daedalus  (pride)

“The Devil, that old stager… who leads downwards, perhaps, but fiddles all the way.” 

 -- Robert Browning
“Daemon est Deus Inversus, the Devil is the shadow of God, states the universal kabalistic axiom. Could light exist but for primeval darkness?” 

 -- Helena Petrovna Blavatsky
JJ:  p, el p, organ, clavinet, synths, samples, perc., all music, words and arrangements.

Violins: Mark Feldman, Nadja Salerno-Sonnenberg, Mary Rowell, Laura Seaton, Todd Reynolds, Naomi Katz, Sandra Park.

Violas: Mary Rowell, Allison Cornell, Juliet Haffner, David Blinn.

Cellos: Erik Friedlander, Stephanie Cummins, Richard Locker.

Acoustic bass: William Sloat.

Drums: Dan Hickey, Kenny Aronoff.

Congas and Bongos: Sue Hadjopoulos.

Plastic Buckets: Jared Crawford.

Vocals: Suzanne Vega, JJ, Dawn Upshaw, Mary Rowell.

	Joe  JACKSON
	Symphony #1
	1999
	43:42
	label: Sony Classical (USA)

Written, arranged and produced by Joe Jackson

Recorded and mixed in NY, 1999.

Wessel Anderson: Alto Saxophone

Terence Blanchard (см. в секции ‘Jazz’): Trumpet

Gary Burke: Drums

Robin Eubanks (см. в секции ‘Jazz’): Trombone

Mat Fieldes: Electric and Acoustic Bass

Sue Hadjopoulos: Percussion

Patti Monson: Flute

Mary Rowell: Elecric and Acoustic Violins
1. First Movement   17’20’’

2. Fast Movement   7’03’’

3. Slow Movement   9’03’’

4. Last Movement   10’16’’

	(Steve  JANSEN &                 Richard BARBIERI)
	THE DOLPHIN BROTHERS: “Catch The Fall”
	1987
	38:36
	Steve  JANSEN & Richard BARBIERI -- cм. тж. в  секции "Jazz" c: KARN;  TORN. И в секции “Rock”: JAPAN.

label: Virgin

Steve Jansen & Richard Barbieri with: Robert Bell [b]; Clive Bell [crumhorn]; Poli Palmer & David Rhodes [g]; Martin Ditcham [perc]; Danny Thompson & Matthew Seligman [b]; Carrie Booth [p]. 

	Steve  JANSEN &                 Richard BARBIERI
	Stories Across Borders
	1991
	34:39
	label: Virgin

All tracks produced and performed by JANSEN & BARBIERI

Steve Jansen [clarinet, accordian, p, k, perc]; Richard Barbieri [p, k]; Mick Karn [b, sax, bass clarinet].

	(Steve  JANSEN &                 Richard BARBIERI)
	Rain Tree Crow
	1991
	48:03 +
	multimedia CD

label: Virgin, remaster 2003 + bonus track

Steve Jansen [d, ceramic drums, Moroccan clay drums, fan drums, tambourine, perc, marimba, Hammond, treated piano]  Michael Brook (см. “Synth” sect.) [guitar treatments, bass conga, perc, treatments]; Mick Karn (см. “Jazz”) [pulse bass, ‘wah-wah’ bass, brass, sax, pipes, bass clarinet, tabla]; Richard Barbieri [synth., p, water wheel]; David Sylvian (см. “Rock”) [Hammond, g, slide guit., b, k, el p, v, Indian drum, perc, treatments]; + Bill Nelson & Phil Palmer [add. g-s].

  “I see the world / With a heart that knows / In shadow play / Rain / Tree / Crow / I put to trust in mile stones / Disparate hopes / Halfway homes / I share the world with one who knows / The light still shines / In shadow play / Rain / Tree / Crow”

   “And my heart sings of many things / In Cries and Whispers”

   “My roads uncrossed / White lined and tarred / By believing in you / Every colour you are”

	(Steve  JANSEN &                 Richard BARBIERI)
	JBK:

"Beginning To Melt"
	1993
	46:53
	label: Medium Productions Limited (England)

JANSEN [perc, el g, samples]; BARBERI [k]; KARN [b, brass, sax, bass cl, ]; + David Torn [el g]; Robby Aceto (см.) [el&ac g, v].

	(Steve  JANSEN &                 Richard BARBIERI)
	JAKKO:

"Mustard Gas And Roses" / "Kingdom of Dust"
	1994
	73:36
	post-rock

label: Resurgence

"Mustard Gas And Roses" = 56:06

"Kingdom of Dust" = 17:29

Jakko M Jakszyk [v, g, k, progr]; Mick Karn [fretless b]; Richard Barbieri [k, synth]; Steve Jansen [d, perc, rh guitar ("Kingdom…")]; Danny Thompson [double b ("Mustard…")]; B.J. Cole [pedal steel guitar ("Mustard…")]; Gavin Harrison [d, perc ("Mustard…")].

	(Steve  JANSEN &                 Richard BARBIERI)
	HOLI:

"Under The Monkey Puzzle Tree"
	1994
	42:07
	post-rock/pop

label: Resurgence

Holi [v, k, perc, progr]; Mick Karn (см.) [b, bass cl, dida]; Richard Barbieri [synth]; Steve Jansen (см.) [d]; Jakko Jakszyk [el g]; Ben Coleman [vln]; Danny Thompson [ac b]; Paul Clarvis [tabla]; Phil Palmer [ac/el g].

	Steve  JANSEN &                 Richard BARBIERI
	Other Worlds In A Small Room
	1995
	48:07
	ambient

label: Medium Productions

#1-3 rec. in London, 1995

#4-7 taken from the album "Worlds In A Small Room", rec. in Tokyo, 1984.

performed and produced by Jansen & Barbieri

	Steve  JANSEN &                 Richard BARBIERI
	Stone To Flesh
	1995
	50:33
	label: Medium Productions

JANSEN [v, d, perc, k] & BARBIERI [k] with: David Torn (cм. “Jazz”); Steven Wilson [el&ac g]; Colin Edwin [ac&el b]; Mark Feltham [harmonica].

По музыке этот диск похож на Japan и сольные диски David Sylvian.

	(Steve  JANSEN &                 Richard BARBIERI)
	INDIGO FALLS
	1997
	40:23
	label: Medium Productions http://www.demon.co.uk/mediumprod
Indigo Falls Website: http://members.aol.com/indigofall/indigo.htm 

Richard Barbieri [music]; Steve Jansen [perc]; Mick Karn [b]; Suzanne J. Barbiery [v]; Jakko M. Jakszyk [el&ac g]; Theo Travis [soprano sax]; Steven Wilson [ac g].

	Steve  JANSEN &                 Richard BARBIERI
	JANSEN, BARBIERI, TAKEMURA:

"Changing Hands"
	1998
	55:17
	ambient-trance
written, performed and produced by Steve JANSEN, Richard BARBIERI, Nobukazu TAKEMURA.

Recorded in London and Kyoto; mixed and mastered in Japan. 

	(Steve  JANSEN &                 Richard BARBIERI)
	JBK:

"_ism"
	1999
	51:49
	Steve JANSEN, Richard BARBIERI, Mick KARN with David TORN; featuring: Aziz Ibrahim, Sigizo, Zoe Niblett, Masami Tsuchiya, Theo Travis, Nick Cooper, Clive Bell.

В духе Laswell’овского ambient dub / acid-jazz’а.

	(Steve  JANSEN &                 Richard BARBIERI)
	Steve JANSEN & Yukihiro TAKAHASHI:

"Pulse + Pulse remix"
	
	76:46
	label: Toshiba (EMI)

Steve JANSEN & Yukihiro TAKAHASHI with: Ben Coleman [vln]; Aziz Ibrahim [g]; Kyon [accordion, organ]; Theo Travis [s, fl]; a.o.

	(Steve  JANSEN &                 Richard BARBIERI)
	Richard BARBIERI, Hans Ioachim ROEDELIUS, Claudio CHIANURA:

"T'AI (Peace)"
	2000
	63:36
	ambient

	(Steve  JANSEN &                 Richard BARBIERI)
	Steve JANSEN & Claudio CHIANURA:

"Kinoapparatom"
	2001
	46:26
	label: Medium Productions  www.mediumproductions.co.uk  info@mediumproductions.co.uk 

Claudio Chianura [electronics, samples, synth]; Steve Jansen [sampes, rhythm loops]; Roberto Zorzi [el g]; Piero Chianura [synth].

Music for Dziga Vertov's silent film "The Man with the Movie Camera". Rec. 1999.

	(Steve  JANSEN &                 Richard BARBIERI)
	JBK:

"Playing In A Room With People" / "Seed"
	2001
	74:11
	funk

label: Medium Productions

"Playing In A Room With People", 2001 = 47:15

Jansen [d, perc, k]; Barbieri [synth, k]; Karn [bass g, bass cl, v]; Wilson [el g]; Travis [s, fl].

"Seed", 1994 = 26:56

Jansen [d, perc, k, el g]; Barbieri [synth, k]; Karn [b]; + Wilson [el g].

	JAPANESE AVANT-GARDE
	agitation / stillness-noise / silence
	2002
	70:22
	avant-garde, electronic, jazz/yass/impro, postindustrial

label: Sub Rosa (SR 202) www.subrosa.terra.pl 

http://www.japanimprov.com/aonda/ 
Extended title 'Japanese Avant Garde – Agitation / Stillness-Noise / Silence'. 

Ace jap underground compilation, music made in relation to the underground films of Takashi Miike and Shunya Tsukamoto. Contributions from amongst others: So Takahashi, Koji Asano, Haco, Sachiko M, Otomo Yoshide , Aki Onda, Ground Zero and Merzbow. Fascinating!

1. SO TAKAHASHI - Made In U.S.A.

2. KOJI ASANO - Vs CALLA

3. MERZBOW (см.) - Lux Automobile (Krokodil Rock Mix)

4. BISK (см.) - Smooth-Skinned Woman

5. HACO (см.) - Re: Mosquito Illusion

6. SACHIKO M - 2808200

7. MULTIPHONIC ENSEMBLE - Electric Music Box

8. OTOMO YOSHIDE (см.) - DT-2.0

9. AKI ONDA (см.) - Fish Don't Know It's Raining

10. YOSHIO MACHIDA – Afterimage

11. GROUND ZERO (см.) - Live 1992

12. VIEW  MASTERS - Pachinko Mandala 00

13. TAKASHI MIIKE - Interview

14. SHINYA TSUKAMOTO – Interview

Sub Rosa, one of the world's finest label for outstanding and non-mainstream music has hit the spot again. A long overdue compilation combining the most interesting Japanese musicians and artists follows the release of the high quality 'An Anthology Of Noise & Electronic Music Vol. 1' sampler released earlier this year.

As an introduction to 'Japanese Avant-Garde' here are some extracts from DAVID TOOP's liner notes: 'Most music in Japan has little to recommend it; it is a sonic equivalent of those brutal concrete towers or the transitory chaos of multi-storey teen-fashion emporia in Aoyama. But a sonic underground thrives, creatively if not financially, and perhaps it should be compared with the shabby Golden-gai drinking dens of Shinjuku, faint reminders of a lost time when desire and transgression shared endless cups of sake with political and artistic radicalism. How is it possible to live within and react against an extremely regulated society, politically moribund, engulfed by consumerism, technological innovation, mediated images, a confusion of influences and traditions? Agitation and stillness may seem to be opposing strategies, yet they converge at a certain point. Surging deep beneath the noir turbulence of MERZBOW and SO TAKAHASHI, the car crash ruins of OTOMO YOSHIHIDE and GROUND ZERO, the curated urban fragments of  VIEWMASTER, the technocratic complexity of BISK and YOSHIHIRO HANNO's MULTIPHONIC ENSEMBLE, the piercing intensity of SACHIKO M, the childlike placidity of AKI ONDA, YOSHIO MACHIDA and HACO, is a conflicting sense of clarity attained through struggle. Out of turmoil, a stained purity is revealed. Listening to this alchemical transmutation, I think of FUJIEDA BAIAN, the central character of SHOTARO IKENAMI's historical novels. Professional assassin and acupuncturist, BAIAN kills to live, lives to heal. At the beginning of YASUNARI KAWABATA's novel, 'The Sound of the Mountain', OGATA SHINGO hears an elusive sound, the faint rumble of the mountain at the rear of his house. 'It was as if a demon had passed, making the mountain sound out.' SHINGO shakes his head, thinking the disturbance might be a ringing in his ears. Feeling fear, perhaps he hears the collapsing certainties of the future, our present, where everything is in flux.'

http://www.shef.ac.uk/misc/rec/ps/efi/mminton.html (Phil Minton)

	Derek JARMAN
	Blue
	1993
	73:35
	label: Mute Records Limited 429 Harrow Road London

Composed by Simon Fisher Turner Written by Derek Jarman 
Voices:
John Quentin

Nigel Terry

Derek Jarman

Tilda Swinton
Musicians:
John Balance
Gini Ball
Marvin Black
Peter Christopherson
Markus Dravius
Brian Eno (см.)
Tony Hinnigan
Danny Hyde
Jan Latham Koenig
Marden Hill & the King of Luxembourg
Miranda Sex Garden (см.)
Momus
Vini Reilly
Kate St. John
Simon Fisher Turner
Richard Watson
Hugh Webb
Music Recorded at Brian Eno's Wilderness Studio
Additional Music:
Triennale written & performed by Brian Eno. Published by Opal Music. Scheherazade from The Masques by Szymanowski performed by Jan Latham Koenig. Summertime by Marden Hill & the King of Luxembourg. Disco hospital written & performed by Coil (см.) & Danny Hyde. Fermina written & performed by Vini Reilly. Gnossiehnes by Erik Satie performed by Jan Latham Koenig.

	Catherine JAUNIAUX
	Catherine JAUNIAUX & Tim HODGKINSON:

"Fluvial"
	1993
	44:59
	Catherine JAUNIAUX – см. тж. с: Ikue  MORI; AKSAK  MABOUL; THIRD PERSON ('Jazz'); (The) HAT SHOES; (The) WORK; 

label: Woof

Catherine Jauniaux [voc, s, perc]; Tim Hodgkinson (см.) [g, d, p, viola, cl, perc, o];

guests:

Lindsay Cooper (см.) [bassoon, oboe, s s]; Bill Gilonis [g, b, p]; Tom Cora (см.) [cello]; Mario Boyer [perc]; Terri Robson [vln]; Georgie Born [cello]; Charles Bullen [perc]; Stephen Kent [tp]; Dominic Weeks [perc, vibes, xylophone].

Rec: Aug-Sep 1993. Location: Cold Storage Studios. Produced by Tim Hodgkinson.

1. Dream

2. Une Escadrille De Sorcieres

3. Sweet Smell

4. Doresc Trei Babys

5. Copul's Humus

6. Kebadaya

7. Origine Des Femmes

8. Tilimbom

9. Chanson De La Fraternisation

10. Divine Image

11. Infant Sorrow

12. The Dansers Under the Hill

	Philip JECK, Otomo YOSHIHIDE, Martin TETREAULT
	Invisible Architecture #1
	2000
	27:02
	ambient noise

label: Audiosphere (conceived by Sub Rosa)

1-track recording

Otomo YOSHIHIDE – см.

	JONES
	Like Me You’re Like Me
	1997
	17:03
	noise / industrial/experimental не мелодический, но по-своему весёлый.

label: Reflex (London)

Matthew Jones [vox, synths, d, g, sax].

It all started when I went out to dinner with Bernie Winters, age 7. By 9, I was friends with Rod Stewart. My brother is Tom Jones. First band at 13 with Luke Vibert. Founder member of "Music from the Fruitbowl", produced by Dean Frederick (Seal, Shakespeare's Sister). Later, joined "Arnold" (kicked out, thankfully) and decided to get solo'd up. My Dad is Howard Jones. First place with Tom Middleton in Roger Taylor's Cornish Breakdance Challenge. Maybe you've heard me on Kiss, or even seen me in Echoes, Melody Maker or Penthouse. I enjoy talking to MTV and streaking at festivals. I am an orange Teddy Bear. Every word of this is true, I swear on my sixth string.

	JOY  DIVISION
	Substance
	1988
	63:05
	punk-rock /post punk

label: CentreDate (London), 1992

rec.: 1977-80

Не пересекается с Unknown Pleasures и Closer (за исключением №6 – но здесь совсем другая версия, чисто панковая)

	JOY  DIVISION
	4 Early Tracks
	
	10:44
	label: Sonic Book (Italy), 1997

Edition: "All the lyrics: Joy Division" – SIAE Sonic.010

1. You're No God For Me

2. Komakino
3. Incubation #1

4. Incubation #2 (электронная инструментальная версия)

Words and music by Joy Division

Пересекаются  с остальными дисками №2 и 3, но в другом варианте записи (возможно – live).

	JOY  DIVISION
	Unknown Pleasures
	1979
	39:26 
	label: Centre Date, 1992  www.londonrecords.co.uk 



	JOY  DIVISION
	Closer
	1980
	44:28
	label: Centre Date, 1992

	JUSTINE
	Suite
	1990
	66:49
	experimental - Супер круто и весело. Такие вот канадки. См. тж. весь этот состав: Joane HETU “La Légende de la Pluie”
label: Ambiances Magnetiques

rec. 1989-90
Joane Hetu (см.) [a s]; Diane Labrosse [k]; Danielle P. Roger [d]; Marie Trideau [b].

Three years after Wondeur Brass' LP Simoneda, Reine des Esclaves, the four members of this Montreal all-female avant-rock band regrouped as Justine and released (Suite), a very powerful work. The 15 tracks can be reassembled into a handful of "suites" (for example: "Le Monstre"/"Je Suis Exécrable"/"Le Retour du Monstre"; "Nous En Avons"/"Vous en Avez"; "Ça Me Bat le Coeur"/"L'Intelligence du Coeur"). Tracks segue into each other and are loosely related, but the whole album shows stunning cohesion and gains from being listened to in one sitting. Taking their point of departure from the last Wondeur Brass album, Joane Hétu (alto sax), Diane Labrosse (keyboards), Danielle P. Roger (drums), and Marie Trudeau (bass) deliver a very complex and twisted avant-rock opus. Elements of Henry Cow and Étron Fou Leloublan are still obvious, but the band has a very personal sound, taking up a feminine (feminist?) stance on avant-gardist radicalism. Their interest remains in pop music, though: beats and melodies abound, but are constantly diverted, deconstructed and warped, thanks to far-out vocals, detuned synthesizers, and John Zorn-like saxophone solos. Roger's drums and Trudeau's bass hold everything together. Harpist Zeena Parkins and Japanese singer Tenko guest on one track each. More rock and raw than La Légende de la Pluie and Langages Fantastiques, (Suite) might even appeal to progressive rock fans. All lyrics are in French but translated in English in the booklet.

  
  
1 
  
Le Monstre 
  
4:14

  
  
2 
  
Nous en Avons 
  
5:12

  
  
3 
  
Ça Me Bat le Coeur 
  
3:18

  
  
4 
  
Je Suis Exécrable 
  
5:28

  
  
5 
  
Le Retour du Monstre   
5:29

  
  
6 
  
L' Intelligence du Coeur 
  
7:27

  
  
7 
  
Bouche Bée 
  
3:24

  
  
8 
  
Vous en Avez 
  
3:35

  
  
9 
  
La Recette 
  
4:38

  
  
10 
  
J'Ai Perdu le Temps 
  
4:00

  
  
11 
  
J'Ai Perdu le Sommeil   
3:53

  
  
12 
  
L' Arbre 
  
3:52

  
  
13 
  
À Ne Plus Savoir   
4:03

  
  
14 
  
Je Suis Là 
  
4:45

  
  
15 
  
Le Fil 
  
3:21

all compositions by Hétu, Labrosse, Roger, Trudeau


* Dominique Proust.


* Basarab Nicolescu. См. его статью «Гурджиевская философия природы» в этом сборнике. (Прим. пер.).


* Herbert Whone.


* Здесь, конечно же, Луна рассматривается не как планета или как астрологическое явление, но как выражение архетипа мировой женственности – или II Аркана. (Прим. пер.).


* О «состоянии присутствия» см. также «Вопросы и ответы» Г.И. Гурджиева в этом сборнике.





1 Sir Paul Dukes, “The Unending Quest”.


2 David Bohm, “Wholeness and the Implicate Order”.


3 Herbert Whone, “The Hidden Face of Music”.


4 Г.И. Гурджиев, «Рассказы Баалзебуба своему внуку».


5 В французском оригинале: “l’Institute pour le développement harmonique de l’homme”. Гурджиев специально выбрал именно эту формулировку, а не “l’Institute pour le développement harmonieux de l’homme”. (Разница в русском языке: «гармонического развития» и «гармоничного развития» - Прим. пер.). Два прямых преемника Гурджиева не раз указывали на существенное отличие этих понятий, хотя в английском языке стало привычным использовать название “Institute for Harmonious (гармоничного – прим. пер.) Development of Man”. Добавлю, что я узнал об этом пятнадцать лет после создания термина «гармоническое пение» и образования под моим руководством Гармонического Хора.


6 Г.И. Гурджиев, «Рассказы Баалзебуба своему внуку».


7 Там же.


8 Там же.


9 Г.И. Гурджиев, «Встречи с замечательными людьми».





