Раздел Alternative включает в себя все направления рок-альтернативы (Rock In Opposition, avant-rock и т.д.), панка, индастриал, авангарда (в т.ч. академического), минимализма, naïve. Проекты, реализованные джазовыми исполнителями см. в файлах 'Jazz'.
	à qui avec Gabriel
	Utsuho
	2001
	55:44
	accordion impro – ambient experimental 
label: Tzadik

rec. 2000; mastering K2 Technology

à qui avec Gabriel – accordion, voice

Haino Keiji (см.) – guitar, voice, fujara (#8)

Tanabe Retsuzan – shakuhachi (#2)

Natsuaki Fumihisa – drums (#2,10), xylophone (#4)

Ochi Yasuhiko – bass (#2,10)

Fujita Akio – clarinet (#4)

Kawamura Meiko – piano (#6)

Ota Keisuke – violin, toys, voice (#10)

all compositions by à qui avec Gabriel
à qui avec Gabriel is a young accordion player steeped in French romanticism and moody exotica. With the innocence and charm of Eric Satie, her debut recording Utsuho depicts the soul’s journey from night until dawn, through day to dusk, visiting along the way dark storms, shining drops of light, cats, mysterious winds and galactic voices. Accompanied at times by violin, clarinet, piano and the eerie guitar and vocals of Haino Keiji, Utsuho is a uniquely personal CD of lyrical beauty.

	John  ADAMS
	Grand Pianola Music
	1984
	32:09
	label: EMI Classics, 1998. http://www.emiclassics.com 
Performed by Solisti New York, Ransom Wilson – flute & conductor.

John  ADAMS: “Grand Pianola Music” 32:09
Steve  REICH: "Vermont Counterpoint" / "Eight Lines" 27:02
"...a sharp, clear performance that is matched by a like recording." 

– Grammophone
"Adams' rise to prominence has been meteoric, and the critical consensus that he is the most promising American composer of his generation has developed swiftly." 

– High Fidelity
Джон Адамс родился в Ворчестере, Массачусетс, в 1947г. и вырос в Новой Англии. После окончания Гарвардского университета в 1971г. переехал в Калифорнию, где преподавал и дирижировал в консерватории Сан-Франциско в течении десяти лет. С 1979 по 1985 год служил штатным композитором при симфоническом оркестре Сан-Франциско, в 1988 г. был назван Творческим Председателем камер​ного оркестра Сент-Поля, здесь он служил композитором и музы​кальным советником до 1990г. Сейчас он делит свое время между композицией и дирижированием, возглавляя Кливлендский оркестр, Франкфуртскую оперу, Лондонскую симфониетту, Лос-анжелесский филармонический, оркестры Миннесоты, Сан-Франциско, Ансамбль Модерн (см.) и др.

	John  ADAMS
	Violin Concerto / Shaker Loops
	1996
	58:37
	label: Nonesuch

Violin Concerto (#1 – 3) performed by Gidon Kremer & London Symphony Orchestra, conducted by Kent Nagano. Recorded at Abbey Road Studios, London.

Shaker Loops (#4 –7) performed by Orchestra of St. Luke's, conducted by John Adams. Recorded at Manhattan Center Studios, New York.

JOHN ADAMS:

Fifteen years separate the two works on this album. The earliest sketches for Shaker Loops date from the autumn of 1977, even though the present form of the piece took almost six more years to solidify. The Violin Concerto was written in 1993, a date that places it on the other end of a stylistic sea change that progressed from the more forthright brands of Minimalist Adams (Harmonium, Grand Pianola Music, Nixon in China, et al.) to the harder-to-define hybrids like Fearful Symmetries, The Death of Klinghoffer and Chamber Symphony. The vantage point of these fifteen years reveals that even as early as 1977, works like Shaker Loops and its companion, the piano-behemoth Phrygian Gates, were already gnawing at their Minimalist bonds and pointing the way toward the later pieces. Shaker Loops is a work that used what I found most appealing in the language of Minimalism: a sure and fleet sense of pulsation, generously unfolding fields of harmony and timbre and gradually evolving musical architectures. The Violin Concerto is clearly the product of a "post-Minimalist" epoch, one in which a simple, clearly denned language has given way to another of greater synthesis and ambiguity. The territory it inhabits is far more dangerous, but also more fertile, more capable of expres​sive depth and emotional flexibility. Although I didn't intend it as such, it strikes me now as a quintessential "fin du siecle" work, one that is more retrospective and reflective rather than provocative and experimental.

Beyond their stylistic earmarks, what links these two pieces most in my mind is their shared sense of untrussed virtuosity and physical energy. They are both pieces about the act of playing a string instrument and specifically about a non-string player's fascination with that art. But the history of their creation is full of false starts, misguided attempts and eventual salvation at the hands of helpful and imaginative performers.

Shaker Loops began as a string quartet with the unpromising title Wovemoker. [...] The "loops" idea was a technique from the era of tape music where small lengths of prerecorded tape attached end to end could repeat melodic or rhythmic figures ad infinitum. (Steve Reich's It's Gonna Rain is the paradigm of this technique.) The Shakers got into the act partly as a pun on the musical term "to shake", meaning either to make a tremolo with the bow across the string or else to trill rapidly from one note to another. The flip side of the pun was suggested by own childhood memories of growing up not far from a defunct Shaker colony near Canterbury, New Hampshire. Although, as has since been point​ed out to me, the term "Shaker" itself is derogatory, it nevertheless summons up the vision of these otherwise pious and indus​trious souls caught up in the ecstatic frenzy of a dance that cul​minated in an epiphany of physical and spiritual transcendence. This dynamic, almost electrically charged element, so out of place in the orderly mechanistic universe of Minimalism, gave the music its raison d'etre and ultimately led to the full realiza​tion of the piece.

In 1983 I made a version for string orchestra, the one heard on this recording. Shaker Loops continues to be one of my most performed pieces. There are partisans who favor the clarity and individualism of the solo septet version, and there are those who prefer the orchestral version for its added density and power. The piece has several times been choreographed and even enjoyed a moment of cult status in the movie Barfly, an autobio​graphical account of the poet Charles Bukowski's down and out days on LA's Skid Row. In a famous scene Bukowski (Mickey Rourke), having been battered and bloodied by his drunken girl-fnend (Faye Dunaway), holes up in a flophouse room, writing poems in a fit of inspiration to the accompaniment of the insis​tent buzz of "Shaking and Trembling."

The Violin Concerto did not go through quite the delivery trau​ma of Shaker Loops, but it too had its own series of false starts, tri​als and errors. The solo part was called back over and over dur​ing the first year, refined, redefined, tweaked and modified, always with the goal of making the musical ideal and the reality of its execution one and the same thing. In this task I had help and enthusiastic encouragement from the violinist Jorja Fleezanis who gave the memorable world premiere in Minneapolis in January of 1994. The scenario of the composer working with an inspired performer is certainly as old as Brahms and Joachim. In our case the communications came down to the wire — literally — with my sometimes taxing various versions of a passage to Jorja and hearing them played back over long-distance tele​phone. The work therefore retains many traces of her own individual way of fiddling while at the same time including important refinements suggested by succeeding artists, particularly Gidon Kremer, whose critiques resulted in several crucial changes in the overall form of the work.

Whereas Shaker Loops represented fresh and uncharted territory, the whole idea of a violin concerto appeared to be loaded with expectations and historical precedents that often threatened to derail inspiration. I noted, for instance, that the great composers (at least after Mozart) had generally limited themselves to writ​ing just one violin concerto, and in many cases these single con​certos stood at the peak of their composer's achievement: Beethoven, Brahms, Tchaikovsky, Berg, Stravinsky, Schoenberg, to name just a few. Fortunately the idea that my concerto would exist simultaneously as a dance work as well as a concert piece gave me a sense of creating something special. One of the co-commissioners was the New York City Ballet, and the knowledge that the music would eventually be choreographed had a strong effect on its form and feeling. Although pulsation in this work is far more attenuated and contradicted than in my older Minimalist pieces, the underlying grid of rhythmic regularity is never completely obscured, even in the long chaconne move​ment with its glacier-paced unfolding of the familiar ground bass. "Sung" (the violin) and "danced" (the ballet): this was the primary image. Surely there is a line somewhere in Nietzsche to fit this pairing of ideals.

Formally the concerto warmly embraces the traditional "sce​nario" with a long, rhapsodic first movement, a slow, stately cha​conne and a driving, extroverted toccata. The solo voice is almost never-ending, the orchestra remaining either behind it or below it, providing a backdrop of more or less regular events that unfold like scenes on a long Chinese scroll. Above it, against it, below it, even through it, the violin weaves its virtual​ly endless garland of melody. There is no traditional "agon" between the soloist and the orchestra. Instead the violin is per​manently at center stage, the rare instances when it does not play feeling more like pauses for breath or articulations in the music's architecture.

The title of the second movement, "Body through which the dream flows", from a poem by Robert Hass, provides an image for the entire concerto: the orchestra as the organized, delicately articulated mass of blood, tissues and bones; the violin as the dream that flows through it.

	John  ADAMS
	I Was Looking  At The Ceiling And Then I Saw The Sky
	1998
	70:03
	Modern opera by John Adams. 

label: Nonesuch

The Cast (voices) & Ensemble: keyboards, sax, cl, bass cl, el bass, contrabass, guitar, perc.

Conducted by John Adams

	John  ADAMS
	“Gnarly Buttons” / “John’s Book Of Alleged Dances”
	1998
	60:53
	label: Nonesuch

1. – 11. John’s Book Of Alleged Dances (performed by Kronos Quartet)   36’ 40’’

12. – 14. Gnarly Buttons (performed by London Symfonietta, conducted by John Adams)

JOHN’S BOOK OF ALLEGED DANCES
These dances, dedicated to my friends in Kronos, are "alleged" because the steps for them have yet to be invented. They cuss, chaw, hock hooeys, scratch and talk too loud. They are also, so I'm told, hard to play.

Six of the dances are accompanied by a giddy rhythm track made of prepared piano sounds. The prepared piano was John Cage's invention that transformed the grand piano into a pygmy percussion orchestra by placing screws, bolts, rubber erasers, weather stripping and other bits of hardware between the strings of the instrument. When "prepared" in this manner, the conventional tones of the piano give way to a babel of deep bongs, thonks, thuds and plinks. I made digital samples of these sounds and organized them into loops which, overlapping and interlocking, became mini-rhythm tracks. In the earliest version of the Alleged Dances these loops were performed "live," with the sampler being triggered in concert by one of the quartet players. But this was about as practical and dependable as a flight in a Wright Brothers plane. Ultimately, a recording of the loops was made, and the quartet now performs live to that.

The order of dances is not fixed. The present sequence is as follows:

1. Judah to Ocean: A piece of vehicular music, following the streetcar tracks way out into the fog and ultimately to the beach, where I used to rent a two-room cottage behind the Surf Theater and listen to the N Judah reach the end of the line, turn round and head back to town.

2. Toot Nipple: "Mrs. Nipple.. .You probably don't remember her husband, Toot. When he was young he was a big fellow, quick and clever, a terror on the dance floor." (From Postcards by E. Annie Proulx.) Furious chainsaw triads on the cello, who rides them like a rodeo bull just long enough to hand them over to the viola.

3. Dogjam: A hoe-down in twisted hillbilly chromatics. Over a bumpy pavement of prepared piano, the first violin applies the gas and hits the road, never once using the brakes even at the sharpest turns. Tailor-made for David Harrington, fearless fiddler.

4. Pavane: She's So Fine: A quiet, graceful song for a budding teenager. She's in her room, playing her favorite song on the boom box. Back and forth over those special moments, those favorite progressions. She knows all the words. On her bed are books and friendly animals. High, sweet cello melodies for Joan Jeanrenaud, who's so fine.

5. Rag the Bone: Flying trochees from the string quartet bounce from a bungee cord above the genial four-square clacking of the loop-maker. A swinging scat-song for four voices in parallel motion. "Can you do the hanky-panky? Can you do the hanky-panky?" (Or make up your own trochee.)

6. Habanera: The quartet strums and limns a serpentine tune. The loops dance the robot habanera while the aging dictator watches from the wings. Too many rafts headed for Miami. Had to give up his beloved cigars. Lament for a season without baseball.

7. Stubble Crotchet: A sawed-off stump of a piece. Dry bones and hardscrapple attacks ("at the frog," as stringers like to say). An early morning shave with an old razor.

8. Hammer & Chisel: Are my two contractor friends who live in the People's Republic of Berkeley. They work on my house from time to time. Hammer is an aging Sixties radical, still loyal to the cause. Chisel keeps his politics to himself. I can hear them arguing while they pound, drill, rout and measure. This short, violent bit of agitprop (at a brisk tempo appropriate for a march up Telegraph Avenue to People's Park) is dedicated to them.

9. Alligator Escalator: The long, sluggish beast is ascending from the basement level of the local Macy's all the way to the top of the store and then back down again. Slow slithering scales, piayed flautando and sul tasto, leave invisible tracks on the escalator, splitting the octave in strange reptilian ways. Mothers are terrified, children fascinated.

10. Standchen: A little serenade in three, but also in four. But which is it? The violins and viola set out in an interlocking hiccup of staccato figures while the cello pumps out a counter-rhythm. The loops pluck and chirp in tight collaboration with the pulse. An homage to those ecstatic Beethoven and Schubert finales in 12/8 time.

11. Judah to Ocean (reprise): One more ride down to the beach.

Адамс пишет:

«John's Book of Alleged Dances» вначале была задумана для синтезатора и струнного квартета, специально для Кронос-квартета. Однако, поскольку эта группа гастролирует столь интенсивно, было бы нецелесообразно для них брать с собой в гастроли клавишника. И я начал подумывать о возможностях наложения специально записанной ритмической дорожки, которая всё же контролировалась бы живыми исполнителями во время звучания пьесы... С помощью потрясающего звукоинженера Марка Грея идея в конечном счёте воплотилась в маленький ансамбль ритмических петель, исполняемых на сэмплерах. Эти петли (закольцованные фрагменты) почти все состоят из звуков приготовленного (prepared) фортепиано. Подготовленное фор​тепиано придуманное Джоном Кейджем в 40-х, рождается тогда, когда между струнами рояля вставляются кусочки металла, резины, болты и т. д. Использование этих объектов превращает обычный звук рояля в не​что скорее напоминающее звучание ансамбля перкуссионных инст​рументов или даже пигмейский гамелан...

Петли представляли собой небольшие ритмические построения, повторяющиеся до тех пор, пока не появляется команда дать дорогу следующей петле. Две, три или более, каждая различной протяжен​ности, они могут создавать интересный, постоянно изменяющийся ритмический паттерн.

Шестеро танцоров двигаются под эти паттерны, контроль же их последовательности задаётся специальной ножной педалью, управляемой одним из членов квартета. Иногда петли звучат словно кости, грохочущие в мусорке, иногда – как тележка на колёсах, спускаемая к пляжу, иногда – как в Хабанере Бизе, словно робот, пробующий танцевать по-латиноамерикански.

В моей музыке очень много дансантности, иногда сублимированной, иногда несомненно смешной. К примеру, ТАНЦЫ ПРЕДСЕДА​ТЕЛЯ – фокстрот, предполагающий хореографическое столкновение между Председателем Мао и его девушкой Джанг Чинг (позже миссис Мао). Вообще в обеих моих операх роль танца вообще велика, и даже совсем недавняя моя работа, Скрипичный концерт, задумывался частично как балетная партитура. Так что вполне естественным ка​жется то, что я мог бы написать книгу танцев, па которых ещё не изобретены...

Хаммер и Чизел – мои друзья – подрядчики по Народной Pecпублике Беркли.

Они работают над моим домом время от времени. Хаммер – радикал-шестидесятник, он играет на кларнете. Чизел держит свои собственные политические убеждения при себе. Я нередко слышу их во время сверления, заколачивания, измерения и копания... Этот небольшой агрессивный кусочек агитпропа ( в живом темпе, пригодном для прогулки от Telegraph Avenue до People's Park) посвящен этим людям.

Rag the Bone: летающие смычки квартета отскакивают от струн, словно «тарзанка», под четырёхдольное щёлканье контролирующего фонограмму. Свингующая скэт-песенка для четырёх голосов в па​раллельном движении. «Can you do the hanky-panky? Can you do the hanky-panky?» (или сделай свой собственный смычок).

Standchen: маленькая серенада для троих, но также и для четверых. Как это? Скрипки и альт выводят вместе заикающуюся стаккатную фигуру, в то время как виолончель «накачивает» контрритм. Петли трещат и бренчат в строгом соответствии с общим пульсом. Посвящение экстатическим финалам на 12 восьмых Бетховена и Шу​берта...

GNARLY BUTTONS
The clarinet was my instrument. I learned it from my father, who played it in small swing bands in New England during the Depression era. He was my first and most important teacher, sitting in the front room with me, patiently counting out rhythms and checking my embouchure and fingering. Benny Goodman was a role model, and several of his recordings – in particular the 1938 Carnegie Hall jazz concert and a Mozart album with the Boston Symphony Orchestra – were played so often in the house that they almost became part of the furniture.

Later, as a teenager, I played in a local marching band with my father, and I also began to perform the other clarinet classics by Brahms, von Weber, Bartok, Stravinsky and Copland. During my high school years I played the instrument alongside him in a small community orchestra that gave concerts before an audience of mental patients at the New Hampshire State I:

But strangely enougn, I never composed for the instrument until I was almost fifty. By that time my father had died, and the set of instruments I had played as a boy, a Selmer "A" and "Bb" pair, had traveled back and forth across the country from me to my father (who played them until he fell victim to Alzheimer's disease) and ultimately back to me. During the latter stages of my father's illness, the clarinets became an obsession for him, and this gentle, infinitely patient man grew more and more convinced that someone was intent upon breaking into his New Hampshire house and stealing them. Finally, one day, my mother found the disassembled instruments hidden in a hamper of laundry. It was the end of my father's life with the instrument. The horns were sent to me in California where they grew dusty and stiff, sitting in a closet. But I brought them out again when I began to compose Gnarly Buttons, and the intimate history they embodied, stretching from Benny Goodman through Mozart, the marching band, the State Hospital to my father's final illness, became deeply embedded in the piece.

"Gnarly" means knotty, twisted or covered with gnarls... your basic village elder's walking stick. In American school kid parlance it takes on additional connotations of something to be admired: "awesome," "neat," "fresh," etc., etc. The "buttons" are probably lingering in my mind from Gertrude Stein's Tender Buttons, but my evoking them here also acknowledges our lives at the end of the 20th century as being largely given over to pressing buttons of one sort or another. NB: clarinets have rings and keys, not buttons.

The three movements are each based on a "forgery" or imagined musical model. The idea for this goes back to the imagined "fox-trot" of my 1986 piece. The Chairman Dances, music to which Madame and Chairman Mao dance and make love, believing my fox-trot to be the genuine article.

In this spirit, we may believe the genuine articles of Gnarly Buttons to be:

I. The Perilous Shore: A trope on a Protestant shape-note hymn found in a 19th century volume, The Footsteps of Jesus, the first lines of which are:

O Lord steer me from that Perilous Shore

Ease my soul through tempest's roar.

Satan's leering help me firmly turn away

Hurl me singing into that tremulous day!

The melodic line is twisted and embellished from the start, appearing first in monody and eventually providing both micro and macro material for the ensuing musical structures.

II. Hoe-down (Mad Cow): Normally associated with horses, this version of the traditional Western hoe-down takes the perspective of the other animal. Written for my British friends who gave the first performance during a time of quarantine.

III. Put Your Loving Arms around Me: A simple song, quiet and tender up front, gnarled and crabbed at the end.

The piece was written for the superb British clarinetist, Michael Collins, whose way of playing the instrument most approximates my own ideal. The London Sinfonietta and the new music ensemble Present Music, of Milwaukee, two groups I love making music with, collaborated in the commissioning of the piece.

The scoring underlines the folk and vernacular roots of the music: a banjo player (who also plays mandolin and guitar); a trombone; two low double reeds (English horn and bassoon); piano; two samplers playing a variety of sounds including sampled accordion, clarinet and cow; and strings (either solo or multiple).

---  John Adams

Berkeley, California January 1998

	John Luther ADAMS
	The Far Country
	1993
	48:10
	avantgarde composer

label: New Albion (San Francisco)

1. Dream In White on White – 16:31
composed by J.L. Adams in 1992

performed by The Apollo Quartet  and Strings; conducted by JoAnn Falletta;

harp – Barbara Chapman.

2. Night Peace – 14:47
composed by J.L. Adams in 1992

performed by The Atlanta Singers; conducted by Kevin Culver;

solo soprano – Cheryl Bray Lower;

harp – Nella Rigel;

percussion – Michael Cebulski.

3. The Far Country of Sleep – 16:58
composed by J.L. Adams in 1991

performed by The Cabrillo Festival Orchestra; conducted by JoAnn Falletta.

Музыка на этом диске навевает воспоминания о картинах Чурлёниса.

	AEON
	Labyrinth
	1999
	58:16
	label: Naïve Auvidis (France) / Noise MuseuM

e-mail: NOISE.MUSEUM@wanadoo.fr  http://www.zone51.com/noisemuseum 

Электронно-акустический авангард амбиентно-минималистического плана (но гуще и структурнее, чем просто дарк-амбиент). Музыка - и "умная" и шаманическая одновременно. Создатели всего этого звукового и композиционного богатства – два скрипача, имеющих классическое образование.

1. 17

2. Quest

3. Kaleidoscope

4. Synchronicity

5. Spectre

6. Circle

7. Destiny

8. Fairy

9. Labyrinth

10. Hermit

11. Angel

12. Origin

	AFTER DINNER
	"After Dinner" / "Live Editions 1986-90"
	1991
	72:07
	HACO – см.

avant/impro-rock
http://www.japanimprov.com 

label: ReR Megacorp (UK), 1991

All music and lyrics by Haco, except (8) by After Dinner, & (12) by Tadahiko Yokogawa

After Dinner was formed in 1981 by Haco, a vocalist who wrote both the lyrics and music. The group had a fluid line-up with members from many varied musical backgrounds brought together according to each recording or live performance project. Their collective backgrounds encompass new wave, Japanese traditional, contemporary music, and avant-garde rock.

In 1982, German national radio selected the band's first single (EP), After Dinner / Cymbals at Dawn (Kagero Records, Japan) and placed it on their permanent playlist. In 1983, The album (LP), Glass Tube (Kang-Gang, Japan), was released domestically, and distributed abroad where it received much attention in the European and American "free music" scenes. Sounds, the British music paper, described the record as a unique fusion of Japanese traditional music and electronics "with the delicious voice of Haco holding things together." In 1984, the band made their foreign debut with the album (LP), After Dinner (Recommended Records, UK). In 1987, the group was invited to perform at France's Mimi Festival, and did their first European tour. The band's concert at ICA (Institute of Contemporary Art) received the unanimous praise of music publications such as NME, LAM, and Melody Maker, which commented that After Dinner was helping to "reverse Japan's massive importation of Western mega-pop." In 1988, Souvenir Cassette (Recommended Records, UK / Zero Records, Japan), which was tape-edited by Haco from After Dinner's concerts in Europe and Japan, was released.

In 1989, the album Paradise of Replica (RecRec Music, Switzerland / Zero Records, Japan) was released. The album was described as "a stimulating voyage into a landscape of feelings, sometimes cheerful, bouncing about to change into a reflective melancholic mood." The group successfully undertook a tour of 19 cities in Europe. In 1990, the band also took part in five international music festivals, achieving even greater popularity in Europe. In the same year Haco appeared in the film Step Across the Border, a documentary on Fred Frith, and one of After Dinner's songs, which she played on piano, was included in the soundtrack CD.

In 1991, the band performed at Canada's Victoriaville Festival. ReR Megacorp (UK) released the CD, After Dinner / Live Editions, which re-releaseed After Dinner's 1st album (LP, 1984) and 5 songs from Souvenir Cassette (1988), and 4 additional live tracks (1986-1990). This marked the end of After Dinner.

After Dinner's works were included in Welcome to Dreamland (Celluloid Records, US,1986), and a number of other compilations. The band's records have been acclaimed by foreign musicians in a variety of fields, and continues to attract countless new listeners.
After Dinner (33:43):

Haco: vocals, keyboards, tapes (3, 4)

Miyuki Komori: guitar (1, 6-8), drums (1, 2, 6, 7, 9), bass (2, 7, 9)

Yasushi Utsunomiya: synthesizer, voice (1, 6), glass tube, bass (7)

Tadahiko Yokogawa: bass (2, 7, 9, 11, 14, 16-18), violin (2, 9, 12), mandolin (10, 13), vocal (12)

Chaka: bass, percussion (1, 6)

Manabu Shimura: piano (1, 6)

Kogaibou-Senkyu Okuda: tabla (8), yan-ch'in (15)

Masaaki Kawaguchi: snare drum (2, 9), surumondal (8)

Teppu Maeda: Indian pipe, voice (8)

Masaharu Ito: marching drums (6), soprano sax (9)

Seiichi Kuroda: tenor sax (9), bass (10, 11, 14, 17)

Kaname Nakagawa: alto sax (9)

Yukio Fujimoto: field work (5)

Toru Simura: field work (5)

Yoko Inui: field work (5)

Ayami Torii: field work (5)

Shinichiro Taniguchi: narration of B.B.R system

Ichiro Inoue: percussion (10, 11, 13, 14, 16, 17), taiko (13, 16)

Mutsuhiko Izumi: guitar (10, 11, 14, 17)

Hideyuki Yamagata: drums (10, 11, 14, 17)

Yosuke Isshiki: piano (13, 16-18), percussion (17)

Takumi Fukushima: violin (13, 16, 18)

Masahiro Kitada: steel drum (15)

Naoki Yamada: prepared guitar (15)

Tracks 1-9 previously issued as After Dinner (1984)

Track 12 from RéR Quarterly Vol. I No. 4 (1986)

Tracks 10, 11, 14, 17 from Souvenir Cassette (1988) 

After Dinner Recorded and mixed at M.U.E. studio, 1981-1983

Engineered by Yasushi Utsunomiya, and Haco (3, 4)

Live Editions (38:24)

Recorded live at Museum Square in Osaka, Japan on February 2, 1986 (12); Hosei University in Tokyo, Japan on April 11, 1987 (17); De Lindenberg in Nijmegen, the Netherlands on June 17, 1987 (14, 17); Melkweg in Amsterdam, the Netherlands on June 21, 1987 (17); I.C.A. in London, UK on June 24, 1987 (14, 17); Rote Fabrik in Zürich, Switzerland on June 28, 1987 (11, 14, 17); at the MIMI Festival in St. Rémy de Provence, France on July 2, 1987 (10, 17); Gradisca D'Isonzo in Gorizia, Italy on December 20, 1989 (18); Fri-Son in Fribourg, Switzerland on December 22, 1989 (13); and Xebec Hall in Kobe, Japan on April 28, 1990 (15, 16)

Direction and engineering: Yasushi Utsunomiya (10, 11, 14, 17) and Yoshihiro Kawasaki (13, 18)

Studio work: Haco (Souvenir Cassette-phase matrix surround mix)

Edited by After Dinner at Xebec studio in Kobe

After Dinner

1. After Dinner (5:23) 

2. Sepia-ture (1:41) 

3. An Accelerating Etude (4:13) 

4. Sonya-doll (3:03) 

5. Shovel & Little Lady (2:32) 

6. Cymbals at Dawn (4:27) 

7. Glass Tube (5:55) 

8. Dessert (3:35) 

9. Sepia-ture II (2:21) 

Live Editions (1986 - 1990)

10. A Walnut (4:05) 

11. Cymbals at Dawn (3:48) 

12. RE (4:00) 

13. Kitchen Life (3:32) 

14. Glass Tube (4:13) 

15. The Variation of "Would you like some mushroom?" (3:45) 

16. Ironclad Mermaid (4:12) 

17. After Dinner (5:07) 

18. The Room of Hair-Mobile (5:31)

	AFTER DINNER
	Paradise of Replica
	1989
	29:46
	label: Rec Rec Music (Switzerland) / Zero Records (Japan)

All music and lyrics by Haco (см.), except (8) music by Tadahiko Yokogawa, and lyric by Haco

After Dinner:

Haco: vocals, volley ball (7), tapes (8)

Yosuke Isshiki: keyboards, pin-hammer piano (5), percussion (2, 3, 6, 8)

Masahiro Kitada: rhythm box and keyboards (1, 5), soroba-tone (2), drums (2, 3), guitars (3), toms (6)

Tadahiko Yokogawa: keyboards (1), electric bass (6, 8), percussion (8, 9), charango (9)

Ichiro Inoue: percussion (1, 3, 6), indian harp (1), yanch'in (1), glockenspiel (2)

Ryo Okuda: yanch'in (1), jew's harp (1), percussion (1, 8)

Seiichi Kuroda: tung-siao (4), hichiriki (7, 8), percussion (8)

Hideaki Yamagata: drums (6, 8), tambourine (8)

Takumi Fukushima: violin (6-9)

Naoki Yamada: acoustic guitars (8)

Masakazu Kinoshita: pianica (2)

Junji Naoe: clarinet (2)

Kazumi Matsumura: cello (6-9)

Takaaki Miyazaki: tenor sax (2, 4, 7)

Shoichi Miyamoto: flute (2, 4)

Izumi Yae: oboe (2, 7, 8)

Produced by After Dinner

Recorded by Masakazu Kinoshita and After Dinner at Studio 8 in Ashiya, June-September 1989

Mixed by Yoshihiro Kawasaki and After Dinner at Hermes Studio and Xebec Studio

1. Paradise of Replica (3:26) 

2. A Walnut (4:27) 

3. Kitchen Life I (2:05) 

4. Motercycle (1:19) 

5. Kitchen Life II (1:22) 

6. Ironclad mermaid (4:42) 

7. Dancing Twins (0:58) 

8. KA-NO-PU-SU-NO-HA-KO (7:50) 

9. I'll just go birdwatching (3:14)

	AHVAK
	Ahvak
	2004
	53:22
	avant-fusion – мощный и очень интересный инструментальный проект израильтян. Можно было бы ожидать обилие восточной мелодики, но она почти незаметна.

label: Cuneiform

Ahvak (= Dust): Yehuda Kotton [g]; Ishay Sommer [b]; Udi Susser [k, woodwinds, v, baglama, darbooka]; Roy Yarkoni [k, p]; Dave Kerman [d, perc]; Udi Koomran [computer].

	AI CONFINI – INTERZONE
	
	1993
	70:29
	label: Robi Droli (distributed: Warner Music Italia)

All tracks unissued (except #6, 11)
In the winter of 1991 the City Council for Culture of the Municipality of Venice thought over its presence in the concerts organization. Doing so they rethought the activity of the last ten years of associations and companies which have always worked in the interzone between commercial and more experimental music. It was decided at that point to continue and collect those musical paths, not labelable, under a common title «In the Interzone of Music». Jazz returns to its african roots, ethnic music meets metropolitan styles, avantgarde faces classicism. For its third edition, «In the Interzone of Music» feels the need to present itself to the national and foreign scene and does so through a sound "catalogue". It is the first anthology that collects unissued and rare contributions from the artists participating in the numerous Venetian meetings and working on the New Music front.

1. Jon Hassell (см.) – Pygmy Dance (J. Hassell) 6.13

2. Bebo Baldan – Pil (R. Baldan) 5.53

3. Peter Gordon (см.) – The Departure (P.L.Gordon) 11.47

4. Antinomia – Between Two Mirrors (S.Boccadoro) 3.40

5. Arturo Stalteri – Arabesque (A. Stalteri) 4.32

6. Wim Mertens (см.) – Slam (W.Mertens) 2.20*

7. Michael Nyman (см.) – Final Score Part 1 (M. Nyman) 2.40

8. Steve Reich (см.) – Music for Pieces of Wood (S.Reich) 14.23

9. Harmonia Ensemble – Erik (A. Garosi) 4.09

10. Eddy de Fanti – Djembe (A.De Fanti) 5.00

11. Alessandro Pizzin – Daughter bubble (A. Pizzin) 3.57 *

12. The Durutti Column (см.) – Megamix (V. Reilly) 5.47

	Алексей АЙГИ (Aleksei AIGUI)
	RUSSIAN-GERMAN COMPOSERS QUARTET:

"Not Only For…"
	1997
	76:14
	Алексей АЙГИ – см. тж. ENSEMBLE 4'33''

label: Leo Records   website: http://www.atlas.co.uk/leorecords/ 

Alexej Ajgi (см.) [vln, bells, v]; Dietmar Bonnen [p, accordion, synth, v, bells]; Manfred Niehaus [viola, v, thundersheet]; Ivan Sokolov [p, prepared p, v].

"NOT ONLY FOR..."
Four composers met: first time it was at the "Loft" in Cologne-Ehrenfeld in November '95, then again in April '96 in Moscow at the 'Alternativa" festival, and once again in June '96 at the "Loft". They wrote pieces for the multiple instrumental and vocal abilities of their quartet, performed and recorded them. Alexej Aigi and Ivan Sokolov were born in Moscow. Dietmar Bonnen and Manfred Niehaus were born in Cologne. They still live in their cities of birth. Nevertheless, they meet often, when, for example, Alexej exhibits his paintings in Berlin, or when Ivan stops in Cologne on his way to a piano recital in Switzerland, or when Dietmar performs in Moscow with his group "Fleisch   They share common interests, such as the music of Anton Webern, John Cage and Frank Zappa. They are planning further performances in the near future, but each one has his own path: Alexej continues to work with his ensemble "4'33" in Moscow; Ivan tours Europe giving piano recitals; Dietmar performs with "Fleisch", with his choir "Les Saxosythes", and gives recitals with Edina Soriano and Consuelo Sanudo; Manfred plans new stage pieces for his "Pocket Opera Company" with Edina, Consuelo and Dietmar taking parts Ivan may translate Manfred's theatre pieces into Russian, and Alexej would do the stage design. Let's see what happens.
The four of them met a singer and vargan (Jews'-harp) player. Alexander Danilov, a member of the Pokrovsky Ensemble, at a concert where they performed with four members of the Pokrovsky Ensemble. The CD "Not only for..." is in memory of Dmitry Pokrovsky, who was still able to hear the Moscow concert in April '96. He died the same year June 29, 1996).
-- Manfred Niehaus. July 1997

	Aleksei AIGUI
	Aleksei AIGUI & Pierre BASTIEN:

"Musique Cyrillique"
	2001
	19:52
	Alexei Aigui's site: http://aigui.ifrance.com  aigui@mail.ru 

Pierre Bastien contact: (Paris – France) mecanium@yahoo.com
Pierre BASTIEN – см. тж. KLIMPEREI & Pierre BASTIEN; HACO; Pascal COMELADE;

label: Solyd Records

Aleksei Aigui [vln, p]; Pierre Bastien [tp, mecanium, saw]; + Denis Kalinsky [cello (#3)]; Nikolay Lgovsky [bottle, antique cymbals (#3)].

Recorded and mixed by Pierre Bastien at the G.E.K. Studio, Rotterdam exc. #3 – rec in Moscow.

1. Musique de Funerailles

2. Musique de Recueillement

3. Musique de Rejouissance

4. Musique pour la Divination

5. Musique pour la Relaxation

Про Пьера Бастьена, человека с механическим оркестриком, вы можете прочитать в рецензии к диску KLIMPEREI & Pierre BASTIEN: "Mecanologie Portative". У нас же свои скромные радости: очередной диск Бастьена - «Musique Cyrillique» - выхо​дит на москов​ском лейбле Solyd Records и в разряд «рус​ских CD» попа​дает благодаря Алексею Айги, который у Бастьена здесь – на правах соавто​ра. Скромные радости наши в первую голову происходят из злобы и мелкой мстительнос​ти. Недавно в журнале Wire воз​никла заметка о выпущенном только в России двойном CD группы Coil – носителям анг​лийского языка предлагается заказывать его на каком-то спе​циальном сайте за очень специ​альные деньги. То-то же! Не од​ним нам страдать! Вот и с Бастьеном: если кто за пределами СНГ возжелает теперь собрать его полную дискографию, придется предпринять ради этого очень специальные усилия. Второй по​вод для радости – то, как деликат​но внедрился московский скри​пач Айги в игрушечный парадиз Бастьена. Припоминаю теперь, как перед московскими концер​тами этих двоих некоторые знакомые знатоки кривили лицо, наме​кая на неуместность скрипки Айги рядом с механическим орке​стром Бастьена. Так вот: Айги здесь более чем уместен. Време​нами его скрипка из​дает вполне машино-образные звуки – скрипучие и тягучие, времена​ми ударяется чуть ли не в кант​ри, временами возвращается к первородному минимализму, но все эти движения – в тему, и ни одно из них сдержанной музыке Бастьена не помеха. На мой вкус, музыка возглавляе​мого Айги ансамбля "4'33"" страдает порой от излишней литературности: Айги иногда склонен делать из музыки пове​ствование, движущиеся карти​ны, сплошной драмбалет. Вот и третий повод для радости: что в предыдущей своей плас​тинке "Equus", что в альбоме с Бастьеном Айги стал строг и сух. И эта экономия эмоций ему, право, к лицу.

--- Афиша
Лидер модного в светских кругах Ан​самбля 4:33 и сам по себе тоже модный кинотелекомпозитор и скрипач (не каждому доверят выступать на открытии Московского международного кинофестива​ля) уже года три живет больше в Париже, чем в Москве. И это, наконец, начинает прино​сить видимые и «слышимые» результаты. С его подачи центр «Дом» пригласил на фести​валь «Звуконструкции» француза Пьера Бастьена. К гастролям Бастьена фирма SoLyd Records выпустила ограниченный тираж Musique Cyrillique. Теперь диск Айги – Бастъена доступен всем. И не упустите возмож​ность этим воспользоваться – вряд ли что-то подобное вы ещё когда-нибудь найдете на отечественном рынке аудиопродукции. От​личный джазовый трубач, Бастьен – один из трёх известных в мире композиторов-испол​нителей, специализирующихся на музицировании с «роботами», а точнее – заводными игрушками (двое других – француз Паскаль Комелад и американец Тримпин). Бастьен самостоятельно мастерит «музыкантов-ку​кол» своего балаганчика из подручных мате​риалов – от настольного вентилятора до дет​ского конструктора. Порой футуристические куклы нового папы Карло звучат весьма рис​кованно и пугающе – в духе «пляски смерти» (например, «Музыка сосредоточенности», ко​торая может даже повредить звуковые колон​ки), но по большей части, как и ожидаешь, на коротком «марионеточном» дыхании. В об​щем, такую бы музыку в балет «Коппелия»! Или, еще лучше, продавать в качестве прило​жения к «Сказкам» Э.Т.А. Гофмана. Жаль только, что играет дуэт кукловодов Айги-Бастьена всего 20 минут.

--- Еженедельный Журнал


	Noёl AKCHOTÉ
	Derek BAILEY & Noel AKCHOTE:

"Close To The Kitchen"
	1996
	47:36
	Noёl AKCHOTÉ – см. тж. с: Fred Frith, Phil Minton, Tom Cora, Evan Parker (‘Jazz’), Louis Sclavis (‘Jazz’),

label: Blue Chopsticks   bluesea@dragcity.com 

Recorded in London at Falkoner studios, aug. 1996.

Derek is on the left, Noel on the right.

	Noёl AKCHOTÉ
	Lust Corner
	1997
	47:59
	label: Winter & Winter 
noel akchote: electric guitars

*1968, Paris, France

Studied with: Chet Baker, Barney Wilen, John Abercrombie, Philip Catherine... 

Collaborations with: Henri Texier, Louis Sclavis, Jacques Thollot, Derek Bailey, Fred Frith, Sam Rivers, Phil Minton, Evan Parker, Tom Cora...

marc ribot (см.): electric guitars

*1954, Newark, New Jersey, USA 

Collaborations with: Marianne Faithfull, Tom Waits, Lou Reed, Arto Lindsay, Caetano Veloso, Elvis Costello, John Zorn, the Lounge Lizards, the Jazz Passengers...

eugene chadbourne (см.): electric guitars, banjo, and vocals on Dirt 

* 1954, New York, New York, USA 

Collaborations with: David Moss, Bill Laswell, John Zorn, Carla Bley, Frank Lowe, George Lewis, Tom Cora, Violent Femmes, Pere Ubu, Camper Van Beethoven, Dead Kennedys...

1. New-York [Ornette Coleman]     4:48

2. Street Woman [Ornette Coleman] 3:23

3. Chadology [Noel Akchote]        4:21

4. Boby and Soul [John Green]       2:50

5. Extensions [Noel Akchote]         2:57

6. Free # 1 [Marc Ribot / Noel Akchote] 0:55

7. Interlude #2 [Noel Akchote]       2:59

8. Chesire Hotel [Noel Akchote]      3:26
9. Peace Warriors [Ornette Coleman] 5:06

10. Broken Shadows [Ornette Coleman] 4:18

11. Pas-vous? [Eugene Chadbourne / Noel Akchote] 6:40

12. Dirt [Eugene Chadbourne]         5:38
Duet 1,2,5,6,7,8:

Akchote [left] / Ribot [right]

Falconer Studio, London

Engineer: Adrian Solothuin, June 20th, 1996

Duet 3,4,9,10,11,12:

Chadbourne [left] / Akchote [right] 
Silke Arp, Hanover

Engineer: Jean-Louis Pegorier, June 14th, 1996 

Producer: Noel Akchote

	AKINETON RETARD
	Akineton Retard
	1998
	42:30
	avant-fusion  или: агрессивный  prog-rock

Этот Чилийский проект можно сравнить с King Crimson; все композиции – драйвовые, экспрессивные, без слюней – боевые ребята!

label: Formacion de sde 1995, Escuela de Musica, Universidad de Chile.

Estratos Akrias: voz, saxo, clarinete

Tanderal Anfurness: voz, guitarra

Lectra Celdrej: bajo eléctrico, contrabajo

Yyucq Zelasnog: perc

Petras das Petren: saxo

Bolshek Tradib: batería

Aki Noira: Ingeniero en sonido

	AKINETON RETARD
	Akranania
	2001
	47:28
	label: Mylodon Records

www.akineton.cl 

Tanderal Anfurness: guitarra
Bolshek Tradib: batería
Estratos Akrias: ciaron, saxos alto y soprano
Petras das Petren: saxo tenor
Lectra Celdrej: bajo eléctrico y contrabajo
Iyucq Zelasnog: en La Habana

Этот диск состоит из инструментальных композиций (№1 называется "Morricoleman") и записан в Santiago de Chile, 2001.

	AKSAK  MABOUL
	Onze Danses Pour Combattre La Migraine
	1977
	50:11
	LP >> CD

Aksak Maboul (Belgium):
Marc Hollander - Clarinet, Drums, Keyboards
Jeannot Gillis - Violin
Lucy Grauman - Vocals
Catherine Jauniaux (см.)- Vocals
Chris Joris - Keyboards, Saxophone
Vincent Kenis - Accordion
Paolo Radoni - Guitar
David Lee Schloss – Saxophone

Onze Danses Pour Combattre Migraine:
1. Mercredi Matin  0:21
2. (mit I) Saure Gurk (aus I urwald gelockt)  2:20
3. Animaux Velpeau  0:35
4. Milano Per Caso  3:19
5. Fausto Coppi Arrive!  1:08
6. Chanter Est Sain  3:08
7. Son of L'ldiot  3:20
8. DBB (Double Bind Baby) 3:26
9. Cuic Steppe 4:20
10. Tous Les Trues Qu'ily A La Dehors   1:46
11. Ciobane  0:21
12. The Mooche 1:35
13. Vapona, Not Glue  6:44
14. Glympz  4:49
15. Three Epileptic Folk Dances  2:18
16. Mastoul Alakefak  5:10
17. Mastoul, One Year Later  4:04
18. Comme on a Dit  1:14

	AKSAK  MABOUL
	Un Peu De L’ame Des Bandits
	1980
	51:03
	label: Crammed Discs

Michel Berckmans [bassoon, oboe]; Fred Frith (см.) [g, b, violin, prepared g]; Chris Cutler (см.) [d, perc]; Mark Hollander [a&s sax, bass cl, melodica]; Catherine Jauniaux (см.), Veronique Vincent [v]; Denis Van Hecke [ac&el cello, v]; Frank Wuyts [p, k].

    Archaeological notes. Founded in 1977 by Mark Hollander and Vincent Kenis, ‘Aksak Maboul’ already contained some of the key elements of the Crammed aesthetics: eclecticism, internationalism, deliberate and playful mixing of forms, cultures and genres. [...] ‘Aksak Maboul’ has only episodically resurfaced since then. [...] The ‘Aksak Maboul’ spirit is well alive though, as both of the original protagonists play a central role in Crammed’s musical policies, both as producers and A&Rs.

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

Worldwide Love: http://www.elemental.music.co.uk/alabama3
Produced by Matthew (Boss Hog) Vaughan & The Ministers At Work. Recorded in London, 1997.

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

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

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

Изобретательные англичане создали этот модернистский вариант кантри; всё здесь очень весело + насыщено талантливой студийной работой.

	ALAMAAILMAN VASARAT
	Vasaraasia
	2000
	51:46
	Финский avant-experimental project, с массой забавных композиций и использующих ретро- и фолк- мелодии.

Jarno Sarkula [s/t s]; Erno Haukkala [trb]; Mikka Huttunen [pump organ, k]; Marko Manninen [cello]; Teemu Hanninen [d, perc].

	ALAMAAILMAN VASARAT
	Kaarmelautakunta
	2002
	44:47
	label: Silence  www.wolfgangrecords.com
Jarno Sarkula [s/t s, bass cl]; Erno Haukkala [trb, slide tp, tuba]; Mikka Huttunen [pump organ, p]; Marko Manninen / Tuukka Helminen [cello]; Teemu Hanninen [d, perc].

	ALBEDO
	Hermetic Scool of Europe
	2003
	53:22
	~minimal

author's edition

Composer & Performer [p] – Bart-Jan Schokking (Holland).

Rec. 2003

Медитативная музыка для фортепиано. Напоминает произведения Г.И. Гурджиева [см.].

	ALICE  DONUT
	Revenge Fantasies Of The Impotent
	1991
	37:03
	punk-rock

label: Alternative Tentacles

Tom Antona [v]; Tom Houghton [b, v]; Mike Yung [g, v]; Dave Giffen [g]; Richard Marshall [g]; Steve Moses [d, trb].

PUNK-ROCK, как и должно соответствовать лэйблу (Jello Biafra), задиристый, агрессивный, разнообразный, с изрядным юмором, даже – сатирой: стоит только послушать замечательный отвяз по теме ‘War Pigs’ (by Black Sabbath) -- #9.

	GG  ALLIN  &  The HOLY MEN
	You Give Love A Bad Name
	1997
	60:27
	punk-rock - cупер-отвязаный, супер-экспрессивный

label: Aware-One Recordings (NJ, USA) 

Tracks #1 – 10: rec. 1987 (NYC, USA)

Tracks #11 – 16: rec. 1991 (MA, USA) (previously unrealeased)

Track #17: interview from prison

GG Allin [voc, alcohol and abuse]; The Holy Men: Greg Bullock [g, backs]; Gerard Cosloy [g, backs]; Mike ‘Machine Gun’ Edison [d, backs]; Mike Kirkland [b].

WHAT GG MEANS TO ME
by Bloody F. Mess

I first heard a GG Allin record in 1983, although he had been thrashing around since 1978. I heard the opening of "Drink, Fuck & Fight" and I knew this was the band for my sick tastes. From then on whenever my band did gigs around Chicago or Wisconsin I'd make sure everyone knew what GG Allin was all about The reaction was always the same; "oh man, that guy sucks". So I would just flip 'em off and turn up my tape player and drown out their blatant impotency and scared punk rock conformity and say "eat my fuckin' shit". It's now 1987 and GG Allin is still my fave piece of deformed ugly trash and I've gotten to know the man behind the legend. 

At the beginning of his 1985 "Hated In The Nation" US tour, I picked GG up at the Peoria bus station and we then departed to the dark underbelly and very real world of our own insane and outright destructive nature. Here was the hellraising scumfuc ready for an adrenaline and drug overdose with a self-inflicted & nauseating crash landing. Within two hours of drug and massive liquor abuse, GG beat the shit out of me and left my mohawked brain to scramble on the cockroach infested rat's nest that we were dwelling in. A satisfying beginning to a hate relationship that has lasted to this day. 

I experienced GG on his US tour in August 1986 as I was the opening act. Lots of blood, violence, nudity, defecation, unconsciousness, puke, rape, emergency room visits, and just plain real ugliness. I experienced the disasters, scars, the gay clubs and the transsexuals, shit odors, long bus rides, public cunnilingus, disillusionment, theft, tension, riots, skins, nazis, guns and near death, all in 3 weeks. 

The underground music scene is a fast paced, exhausting world to keep up with. Especially when you're running with a real animal. GG Allin is the hard core. Noncompromising rock in a world where compromise runs rampant in daily lives. GG is the one who goes all the way and who actually wants to die on stage. GG's music and personality match his tattoos – hard, savage and primal, sorta like a knife being twisted in an open wound. Maybe we should ask the kid in Chicago how his head felt after GG beat his face with a microphone stand. Or the crowd at NYC's Cat Club who ran for their lives as GG attacked. When you see GG you'd better expect the real thing. His last girlfriend was still in the hospital as I write this. GG's track record speaks for itself. Just don't invite him to your next party. It's dangerous.

	ALLUN
	Et Sise
	
	39:42
	Четыре сумасшедших девчонки устраивают пургу из весёлого гитарно-духового avant/improv/minimal c очень прикольным вокалом.

label: Bar la Muerte (Italy)

1. Manichini

2. -

3. Erapocs

4. Iav Evodam

5. Giardini Del Nulla

6. Nwolc

7. -

8. Miele

9. La Creazione

10. Eigub

11. -

12. It Sitra

13. Rennipinim

14. -

	The  ALMIGHTY
	Crank
	1994
	45:02
	Супер-агрессивный punk / power metal.

Floyd London [b, v]; Stumpy [hitting things]; Pete Friesen [g]; Ricky Warwick [g, v]. (London) 

	Marc  ALMOND – см. в ‘Rock’; тж. c: Psychic TV
	
	
	
	

	ALOG
	Duck-Rabbit
	2001
	42:37
	ambient/trance/alternative
label: Rune Grammofon

Norwegian duo Alog's second CD is "As Complicated and as Beautiful as Always," to quote one of the track titles. The rich constructions of samples and real instruments, both reassembled on the computer after the initial improvisations, continue to challenge the mind, but this time around the duo has shifted its focus. While 1999's Red Shift Swing showed a strange but definite filiation with jazz (both free and lounge, go figure), Duck-Rabbit is an ersatz distillation of pop and techno. The album title itself illustrates the kind of Frankenstein-inspired surgery that Espen Sommer Eide and Dag-Are Haugen accomplish. The important thing is that the resulting creature lives. The danger was to fall into a recipe, something Alog cleverly avoided by varying its inspirations and sources. The music itself sounds just a bit less convincing, or maybe it is only because it requires a little more effort from the listener. Highlights include "Violence and Magical Danger" (nice voice samples providing a chilling effect), the title track, and "Idea-Changing Liquid Alchemy," the latter being one of the group's easiest tracks but also a very successful one. The closing "Drunk DJs" represents the biggest surprise: an acoustic guitar duet, the antithesis of everything that came before. What's even more surprising is that one can only agree this was the best way to end Duck-Rabbit.

1 
  
Islands of Memory 

7:47


2 
  
Objects Began to Appear from the Future 

3:38

3 
  
Violence and Magical Danger 

3:36


4 
  
Fire's for Burning 

1:05

5 
  
Duck-Rabbit 

3:37

6 
  
Idea-Changing Liquid Alchemy 

5:12

7 
  
Your Secret Flesh 

5:27


8 
  
As Complicated and as Beautiful as Always 

7:05


9 
  
Drunk DJ's 

5:08

	Misha ALPERIN – см. в ‘Jazz’
	
	
	
	

	AMBARCHI & AVENAIM
	Alter Rebbe's Nigun
	1999
	44:45
	noise/ethnic

label: Tzadik

OREN AMBARCHI and ROBBIE AVENAIM -- all instruments
special guest on track 4: RABBI YANKEL LIEDER -- text
1. ASIYAH – action

2. YETZIRAH – formation

3. BERIAH – creation

4. ATZILUT – emanation

Tzadik is proud to present one of the most extreme, passionate and fascinating recordings we've yet released, a brilliant new addition to the Radical Jewish Culture. Formerly orthodox Hasidic students of Talmud and Tanya,  these two members of the Australian punk unit PHLEGM have brought together influences from the Japanese noise scene, traditional Jewish Nigunim and Yiddish theatre, Marc Ribot, Ornette Coleman and countless others to create a new world of twisted dreams and startling sonorities. A must for all lovers of weirdness.

Rabbi Schneur Zalman of Liadi (1745-1813) was known amongst his Chassidim as the Alter Rebbe. A direct descendant of King David, the Alter Rebbe was the founder of the Chabad philosophical system. Few have made such a lasting contribution to the spiritual heritage of the Jewish people. His works embraced the whole spectrum of Jewish thought - Halacha, Kabbalah, philosophy and ethics. He is best known for his magnum opus, the Tanya - a unique synthesis of the mystical, rational and ethical currents in Jewish thought. The Alter Rebbe was also a gifted composer of Chassidic neginah, and according to Chabad tradition he composed ten nigunim, the most profoundly moving and mystical being the nigun of the four movements also known as the Alter Rebbe's Nigun.

The cosmic order came into being by means of the tzimtzum process or "contraction." This is the creative process by means of the self-limitation of the Or En-Sof; (the infinite Light — the term used in the Zohar to indicate the unknowable G-d).

The ''four worlds" are the four main stages or levels in the creative process resulting from tzimtzum:
ATZILUT— "Emanation" — highest of the four worlds, still in a state of infinity. The term Atzilut is also understood in the sense of proximity, (from the Hebrew word etzel, meaning "nearby") i.e. nearest to the source of creation.
BERIAH — "Creation" — second of the four worlds, a finite state radically different from Atzilut, with independent existence and separation.
YETZIRAH—"Formation"—a lower state of finite existence subject to the limitations of spiritual beings.
ASIYAH — "Action" or "making"; the final stage and completion in the creative process — the archetype of our phenomenal world. It is in the world of Asiyah that the spiritual actually interacts with the physical dimension, bringing the entire continuum of the four worlds to its intended fulfillment. 

"...In general there are three levels of powerful and comprehensive "contractions" giving rise to three comprehensive worlds. These are the worlds of Beriah, Yetzirah and Asiyah, for the world of Atzilut is G-dliness itself.
In order to create the world of Beriah, which consists of the higher souls and angels, there proceeded a powerful contraction as mentioned above. So too from Beriah to Yetzirah.
For the minute portion of light which clothes itself in the world of Beriah is still in a category of infinity in relation to the world of Yetzirah, and is unable to clothe itself in the latter except through a contraction and occultation. So too from Yetzirah to Asiyah. The purpose of all the contractions is the creation of the material human body and the subjugation of the sitra achra ('the other side' i.e. evil), to bring about the preeminence of light supplanting darkness — when a person elevates his divine soul and his vivifying soul together with their garments and all the powers of the body, to G-d alone, for this is the purpose of the descent of the worlds..." —Tanya, Ch 49

	AMEN
	Amen
	1999
	42:53
	dark wave (типа KORN; SPAWN)
label: The All Blacks U.S.A., Inc. / Roadrunner (USA)

Casey Chaos [v]; S. Mayo [g]; Paul Fig [g]; Tumor, John [b]; Larkin [d].

www.whoresofhollywood.com 

	AMM
	The Nameless Uncarved Block
	1991
	74:12
	Статья о проекте AMM - см. в файле XTRA_ESSAYS, p. 40

avant-garde

label: Matchless Recordings (UK), rec. In Zurich 1990

Lou Gare [t s, vln], Eddie Prevost [perc], Keith Rowe (см.) [g, electronics], John Tilbury [p].

e-mail: prevost@matchless.sonnet.co.uk
1. Sedimentary      28’55”

2. Igneous              37’23”

3. Metamorphic      07’19”

Salvador Dali once presented Harpo Marx with a film-script he has written, which Harpo very quickly lost. Such a response was both charming and entirely apposite. It is tempting to think that these notes might similarly be swallowed by oblivion, as commentary on AMM tends to lead one way from the music into superfluous description or unwieldy analysis. AMM exists where words fail — which is not to resort to hyperbole, but to give some indication of the area in which the group works. Rarely do we hear the human voice in AMM’s improvisations. [...] Language surfaces within the technological realm, its point of origin being within the instrument — a semblance of an irrecoverable origin. The music does not attempt to reinscribe a myth of the possibility of a ‘pure’ communication between two absolute origins, but instead is presented as an activity bound by technology (mallet, stick, fan, bow, guitar, drum, piano, saxophone, &c.) and specific to a time and place. The relationship of human beings to instruments is not an idealistic one of reciprocal auto-affection, but a more doubtful, tense relationship of self-definition and discovery: of self-generation, then. The music is not proffered as an alternative to language — there is no element of argument or manifesto presented in the sounds. Rather, it exists perhaps uncannily alongside that elements of communication which seemingly defies language, touching as it does on such areas as psychic phenomena, mass hysteria, panic. The vertiginous sense of self-oblivion and profound pleasure produced implies some kind of intuitive response, but any clairvoyant sense of what is actually going on is ordinarily undercut by our inability to gain any self-conscious foothold as the music is being realised in performance.

  A recording of the performance seemingly offers the possibility of ‘documentary’ recovery, allowing a consciously analitical response to the sounds and the developing structure. Even as it refigures the past, however, recording indicates its remoteness. The performance, a digressive movement away from an abandoned source, is not resolved but rather dissolves. Dissolution is grasped as an integral part of the musical performance: informed by the environment and circumscribed by the singular configuration of its audience, it structurally embraces its own oblivion. The group’s own enigmatic statement about AMM — “it was there a few minutes before we thought of it” — suggests that its activities were, from the beginning, divergent, digressive, severed from an origin the dissolution of which was accepted and built upon: no question of recovery here. This severance from notions of authority suggests provocatively that the identity of the group extends beyond the musicians to (at least) those in attendance. A recording tends to negate this suggestion, reclaming from the audience its contingent authority at the performance. A recording provides no sense of the environmental elements of a performance, not does it give a semblance of the productive psycho-physiological imput of the audience — of the audience’s ongoing response, a responsive silence. Instead, it is informed by the history of the medium of recording. As it documents the performance, a recording also articulates its passing away. Fixing time, it gives only an approximation of the way in which, during a musical performance, time alters. Its transcription of events is different in both kind and degree from that of biological memory, in its short-term and long-term manifestations, and it can only provide an approximation of the actual performance, forensic evidence. Recording implies a degree of self-sufficiency and of self-influence: it enables aesthetic decisions to be taken over long periods of time. Whereas in rock music, self-influence is conscious, deliberated and linked to the structure of the medium of tape, with AMM the medium is the performance and the emphasis is on biological memory: self-influence is not linked to external documentary, but to the structure provided by specific instruments and to the responce of disparate audiences. AMM does not approach tape as a medium to be manipulated: the recording is incidental (which is not to suggest that it is deficient, merely that it is significantly different from a performance — another matter entirely). Tape assumes access to a kind of self-consciousness and a recording accordingly tends to suggest that the musicians alone ‘direct’ the work. Typically, to the listener of a recording, it suggests that they are ‘in control’ (partly perhaps because one can turn the record on or off, &c. But partly also because one may feel more comfortable with the idea of , first, control per se and, secondly, that the human rather than the machine has the upper hand: here we enter the ideological realm.) In a performance, this is evidently not so: both musicians and audience comprise the performance. It is tempting to posit an economic transaction here, whereby we ‘lend’ time to the performers in return for some reward (a result, a good time). But this is to miss the point that the performance is concerned with the subtle manipulation of, even the generation of, time. (“Time”, says Artie Shaw, “is all you’ve got.”) We can partially recreate the conditions in which to listen to the recording, but out role as co-producers of the music is negated. Instead, recording creates its own context — fugitive gestures become familiar and the recording seems to produce us. However, engaged in the work (and even, for instance, if we attended and can vividly recall the concert that has been recorded), our imput is relatively minimal. A recording articulates our absence as productive listeners from the performative process, and the absence of the musicians. The presence of a singular structuring device — the tape machine — is at once suggestive of our own partial role at a performance as individuals (we know from experience that each person may hear and feel something different at the same concert) and of the interactive process which is realised by and in the group AMM, a group which implicates its audience.

  One would hope eventually, not to know whether or not it was apposite, and consonant with the music, to return the mallet to the tape; but rather, to be sufficiently aware as to anticipate its fall, and to catch it as it fell. 

— Ed Baxter.
AMM was founded in London in 1965 by Gare, Prévost and Rowe. In 1966 they were joined by Lawrence Sheaff and Cornelius Cardew. Since then Christopher Hobbs, Christian Wolff, Rohan de Saram and Ian Mitchell have also participated in making AMM music. 

AMM 1965/1994 - a brief and mostly chronological historical summary by Eddie Prévost. 

Prior to the formulation of the name AMM and the development of the particular features that subsequently marked out AMM's musical aesthetic, there were various ensembles in which the first stirrings towards AMMmusic could be discerned. 

In 1965 tenor saxophonist Lou Gare and guitarist Keith Rowe were members of the Mike Westbrook Band. Lou Gare was also a member of a hard bop quintet, which featured drummer Eddie Prévost. Various ad hoc ensembles in London at that time experimented with the then new free jazz. Those which featured Gare, Rowe and Prévost also included Mike Westbrook, John Surman, Henry Lowther, Malcolm Hawley and Lawrence Sheaff. Out of these ad hoc formulations evolved the trio of Gare, Rowe and PrЋvost, an ensemble which developed and performed free music, occasionally in public. Shortly after, Gare and Rowe left the Westbrook band to concentrate on this new musical venture. Lawrence Sheaff, the bassist with Westbrook, later followed, to join what was to become AMM. These investigations occurred concurrent with but to a (surprisingly) large extent unaware of the emerging work of the group of musicians we now associate with the earliest manifestations of the Spontaneous Music Ensemble - especially John Stevens, Trevor Watts, Paul Rutherford, Derek Bailey and Evan Parker. But although both approaches to the new freedoms in music developed independently there was some meeting. SME generously invited AMM to perform from time to time at the Little Theatre Club, Monmouth Street, in London's West End. 

In 1966, as part of a bid to broaden the pool of musicians to perform his graphic work Treatise, Cornelius Cardew was introduced to AMM. He later joined the ensemble and began to take part in their regular sessions at the Royal College of Art. The ensemble had a settled line-up of Cardew, Rowe, Gare, Sheaff and Prevost. Several months after the release of the first album, AMMMusic, Lawrence Sheaff left the ensemble and ceased making music. 

In 1968 American composer Christian Wolff joined the ensemble for the duration of his sabbatical year in Britain. Also during this time Christopher Hobbs, a percussionist and composition student of Cardew's, at the Royal Academy of Music, regularly performed with AMM. John Tilbury occasionally participated when Cardew was not present. 

From the early 1970s until the fracture of AMM in 1972 the ensemble remained the quartet: Cardew, Gare, Prévost, Rowe. Subsequently, until about 1975, Lou Gare and Eddie Prévost joined with Evan Parker and Paul Lytton to co-promote and perform (mostly in respective duo forms and with guests) at a long-standing weekly venue in East Action, London. This ultimately led to Gare's and PrЋvost's inclusion in the London Musicians' Co-operative. Cardew and Rowe meanwhile ceased to be involved with improvisation. 

Sometime in 1976 first moves in rapprochement occurred in which private sessions with Cardew, Rowe, Gare and Prevost occurred. These proved not fruitful for Gare, who left and moved to Exeter in Devon. Subsequently Cardew ceased to have time or inclination to continue with the project. This left Rowe and Prévost, who worked as a duo for a year or so, until around 1980, when they invited John Tilbury to join AMM. 

This trio has remained the mainstay of the ensemble to date. Cellist Rohan de Saram performed with the AMM as did (to a lesser extent) the clarinettist Ian Mitchell. Lou Gare also returned for a while during 1989/90. On rare occasions Evan Parker performed with various AMM formulations. He and Christian Wolff (with whom AMM most recently performed in Hanover, New Hampshire, during the 1994 AMM tour of the USA) are the two musicians outside of the immediate circle of AMM with whom an indefinable rapport is felt - and a confidence that the AMM aesthetic would be pursued and respected.

	AMM
	Generative Themes
	1982
	77:54
	label: Matchless Recordings

Eddie Prevost, percussion; Keith Rowe (см.), guitar, electronics; John Tilbury, piano.

tracks:

Generative theme I (09.20), Generative theme II (14.18), Generative theme III (09.57), Generative theme IV (12.49), Generative theme V (31.07). 

Generative themes I-IV were recorded at Crescent Studios, Bath on 11 & 12 December 1982; Generative theme V is a section from an improvisation made at Zagreb Biennale on 24 April 1983. 

Cover design (reproduced above) by Keith Rowe incorporating a drawing made by Cornelius Cardew of Eddie Prevost's drum beater. 

CD is a re-issue of the LP format on Matchless MRLP06 with the addition of Generative theme V.
"...в 60-х я был поклонником Гурджиева. И Каббалы."

"...мы не занимаемся самовыражением. Я не знаю, что это значит "выразить себя". Не выразить себя, а изобрести себя, изменить себя, открыть себя, как открывают далёкую землю, изобрести, как изобретают лампочку. Немаловажна и идея "автономности музыки": музыка сама знает, куда ей двигаться. И импровизатор следует за движением музыки, рисует её след, идёт по её следу как охотник по следу зверя. А музыка нарастает сама собой и сама за собой следует. Выражать себя, впечатывать себя в то, что ты делаешь... это омерзительно. Это нечто типично американское, культ своего "я", того, что принадлежит только тебе и что надо любой ценой запечатлеть и задокументировать..." 

"В момент импровизации существует масса напряжений с твоими коллегами. Тут очень много чисто психологических ситуаций, психо-музыкальных" "...делание музыки - это решение проблем в коммуникативной ситуации." 

- Джон Тилбёри

	AMON  TOBIN – см. в ‘Acid’
	
	
	
	

	Tori  AMOS – см. в секции ‘Rock’
	
	
	
	

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

	Laurie  ANDERSON
	Mister Heartbreak
	1984
	40:18
	

	Laurie  ANDERSON
	Home Of The Brave
	1986
	34:51
	Feat.: Laurie Anderson [vocs, Synclavier, keys, vln], Adrian Belew [g], David Van Tieghem [d, perc], Jimmy Bralower [d], Nile Rodgers [g, keys, Synclavier], Bill Laswell (см.) [bass animals], Daniel Ponce [perc], Richard Landry [s],

    “Language is a virus from outer space” — William S. Burroughs

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

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

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

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

produced by Brian Eno and Laurie Anderson

music by Laurie Anderson and Brian Eno (см.)

vocals by Laurie Anderson and Lou Reed (см.)

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

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

---- “PLAY”

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

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

Produced by Hal Willner and Laurie Anderson.

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

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

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

--- Афиша

	Louis  ANDRIESSEN
	De Staat (The Republic)
	1991
	35:25
	Louis  ANDRIESSEN  -- см. тж. в исполнении BANG ON A CAN; ICEBREAKER

label: Electra Nonesuch

performed by Schoenberg Ensemble

De Staat is scored for four women's voices singing phoneticized Greek, four oboes, four horns, four trumpets, four trombones, two electric guitars, bass guitar, two pianos, two harps, and four violas. Commenting to Ameri​can producer Ruth Dreier on this instrumentation during recording sessions in January 1990, Louis Andriessen likened De Staat to a "polemic" contradicting the standard symphonic ensemble:

"It is written for musicians who are free to choose what they want to play. The Schoenberg Ensemble is made up of such players. While writing for this group of instruments, I knew that the performers would be young, free-lance musicians who liked the music. I don't want to produce a discrepancy between the music and the production of the music—as often happens when twentieth-century music is performed by standard symphony orches​tras. In fact, De Staat requires a different approach to playing and a different sort of musician than the standard orchestra offers. For instance, the first non-Dutch performance of De Staat  was in Warsaw in 1977, and that was done mostly with symphony orchestra musicians. I had to sing every note for them because they articulated the piece like Bruck​ner and Mahler. And it should be articulated like Count Basie and Stan Kenton!

"I could write beautiful symphonic music, but then I'm not doing what I want to do, which is to develop a musical language which has other roots. In De Staat, you will recog​nize scales and pitches from Polinesian music, for example. Early bop and cool jazz have also influenced me very strongly, much more than Mozart, Bach, and Brahms.

"When I was a teenager, I improvised a lot on the piano, playing with friends. I found great freedom in jazz, even anarchy, in the music of Charlie Parker, Dizzy Gillespie, and Miles Davis. But the composing I did then was more in the family tradition -- my father was also a composer. That music was more akin to Stravinsky and Copland.

"In my work now, I have tried to work to​ward an integration of these elements. Play​ing be-bop or string instruments is of course impossible, it's unidiomatic, but it could be interesting. I like the impossible, to put my​self in a difficult situation. I see composing as an experiment."

	Louis  ANDRIESSEN
	De Tijd (Time)
	1993
	42:56
	Классика минимализма. Большой оркестровый состав.

Schonberg Ensemble with: Percussion Group The Hague; Netherlands Chamber Choir.

De Tijd is the musical image of what was originally a non-musical impression, once described by Andriessen as “a unique experience which gave me the feeling that time had ceased to exist, the feeling of an eternal moment.” The desire to transpose this experience into a work of “sustained exalted musical motionlessness” spurred the composer on a quest into the scientific, historical and philosophical labyrinth of time, which began with Dijksterhuis’s classic ‘The Mechanization of the World Image’ and Dante’s ‘Divine Comedy’, ending up two years later with Saint Augustine, and the same work by Dante which was to provide the superscription for the piece. “Quid est ergo tempus?” is the famous question Saint Augustine asked himself. “What, then, is time? I know well enough what it is, provided that nobody asks me; but if I am asked what it is and try to explain, I am baffled.” Entirely at odds with his original intentions, Andriessen ended up writing music that measures time rather than expressing the ‘eternal moment’, and in contrast with this he used a text with a metaphysical import. In this text, taken from the eleventh chapter of the eleventh book of Saint Augustine’s ‘Confessions’, Saint Augustine expresses the logical irreconcilability of the concept of “eternity which is always still” and the concept of “time which is never still”.

	Louis  ANDRIESSEN
	“De Stijl” / “M is for Man, Music, Mozart”
	1994
	54:38
	label: Electra Nonesuch

1. De Stijl .... 25’50’’ Performed by Schonberg Ensemble with Asco Ensemble

2. – 8. M is for Man, Music, Mozart ..... 28’23’’  Performed by Orkest de Volharding

Minimalism is often viewed as a phenomenon born, nurtured, and developed in the United States. But it quickly became an international movement, one whose exhilarating pulse, unrepentant tonality, and clarity of structure offered a way out of the dead-end of serialism. East Europeans such as Arvo Part, Henryk Gorecki, and Giya Kancheli combined minimalism with local folk and religious styles, while the English composer Michael Nyman turned minimalism to the service of an array of historical manners. It was Louis Andriessen, how​ever, who achieved the most startling synthesis of all, forging a unique language informed as much by European modernism as American min​imalism.

Born in Utrecht in 1939, Louis Andriessen grew up hearing the music that was favored by his father Hendrik (1892-1981) and his brother Jurriaan (b. 1925)—both composers, performers, and, occasion​ally, his teachers. His father was organist at the Cathedral in Utrecht, and on Sundays Louis would sit next to him, absorbing his improvisations as well as Bachs austere polyphony. At home, Hendrik's tastes were decid​edly anti-German-Romantic. "He favored a French classicist approach to music," Andriessen recalls. "Music was extremely important as an objective beauty, and we should realize that we are not important, it is the music that is important. That means that almost every French com​poser was better than any German Romantic composer. He also liked Stravinsky a lot." Meanwhile, after the liberation of Holland in 1945, American jazz invaded Dutch soil. "In the early 50s, there was one radio station where I heard Charlie Parker, and also the big bands of Count Basie and Stan Kenton. And Jurriaan went to America after the war, and when he came back he played jazz piano, and he had all these jazz records."

The classicism of French culture, the objectivity of Stravinsky, the polyphony of Bach, the rhythmic propulsion of bebop: it would seem as if Andriessen’s life-long aesthetic predilections were formed long before he reached the Royal Conservatory of the Hague in 1957. Now he was to become a bit of a rebel. He began studying with Kees van Baaren,  the first Dutch 12-tone composer, and found himself attracted to the techniques rigorous formalism. Today he looks back on those days with evident pride."I must say that in 1958 I was one of the very first serial composers in Holland. I liked the strangeness of it. Totally different from the well-organized French world of my family, and so it was also a for​bidden land, in a way!"

By the early 1960s, Andriessen left serialism behind, and plunged into the heady experimentation of the avant-garde. From 1962 to 1964 he studied with Luciano Berio in Milan and Berlin, and got to know Boulez, Stockhausen, the Darmstadt circle—and the generation of Cage, Feldman, and Brown. By the time he composed Anachronic I (1967)—a collage of stylistic quotations ranging from Ives to Italian pop music—he had bid farewell to Darmstadt, if not to the notion of progress embodied by the avant-garde.

Andriessen understood that before he could solve the crisis confronting his own musical language, he had to establish a partnership between composer and performer."I thought we have to create a new democratic relationship between the musicians and the composer, before we deal with the public. When the players can judge for themselves what to play, how to play, and for whom to play, then we have made a big step ahead."

Once Andriessen took that step, he felt compelled to make two rad​ical decisions. First, he stopped writing for conventional organizations such as symphony orchestras, an act of defiance he has never regretted. Second, he founded a "democratic" ensemble of jazz and classical musicians, DeVolharding ("Perseverance"), that aimed to eradicate the boundaries between high and low culture. Standing shoulder to shoul​der in a determinedly militant fashion, playing loud and hard and fast, De Volharding was equally at home at street demonstrations or in con​cert halls.

But this new ensemble needed a vibrant, accessible, socially relevant music to play, and that's where American minimalism entered the pic​ture. In 1971, Andriessen first heard Terry Riley's In C, and was attracted to its repetitive jazz licks, steady pulse, and democratic approach to musical structure. Shortly thereafter he got to know the early pieces of Steve Reich, and felt an immediate kinship. Reich, after all, had a career not that different from Andriessen's own—a youth spent immersed in bebop and Stravinsky; a flirtation with serialism that left him with a predilection for structural rigor; and a musical style that demanded the formation of his own band. "I was attracted to Steve’s totally new approach to time in music, the non-developmental aspect, combined with the pop-oriented pulse," he recalls. "The music was open to many different kinds of influences, and so I felt close to its ideology. And I recognized immediately very many open doors for the future."

Right away, the music Andriessen wrote in the 1970s betrayed his immersion in American minimalism. But just as quickly, it became clear that Andriessen’s brand of minimalism and Reich’s had little in com​mon. By the time that Andriessen wrote his first large-scale minimalist essay, De Staat (1972-76), his work was as much a critique of American minimalism as a reflection of it.

De Staat ("The Republic") defines Andriessen’s bracing sonic uni​verse, given to harsh unisons, loud dynamics, and a relentless rhythmic drive. And its strident timbre is much more uncompromising than the softer touch of American minimalism. "It has not the cosmic sound of those pieces which Reich and [Philip] Glass wrote at the same time," he says. "What is different from my music is that in America there is not enough angst! I'm much more aggressive, I would say."

It's not just aggression that makes De Staat and its successor DeTijd ("Time," 1979-81) so different from American minimalism. Andriessen remains very much a European modernist, and so these scores possess a gritty dissonance and a spiky chromaticism that speaks as much of Stravinsky, Messiaen, and Ligeti as of Reich. "I am a European compos​er, and so even now I deal much more than the Americans with chro​maticism. That's why Stravinsky is my guru, how he is able to combine diatonic and chromatic material." And Andriessen must also have real​ized that he could synthesize Stravinsky's rhythmic and harmonic techniques with the tools of minimalism.

If De Staat, with its pulsating combination of voices and instru​ments, offers a startling anticipation of later American minimalist works, DeTijd occupies a world unto itself. DeTijd sets St. Augustine's musings on the nature of time, and aims, over its 40-minute length, to suspend times passing. But even here, Andriessen cannot bear to embrace the non-developmental stasis that characterizes Reich’s and Glass's music of the late 70s. The eerie chromatic drones of the voices and instruments are interrupted at increasingly frequent intervals by crashes of metallic percussion, and so a clearly directionalized process is at work. "Although I minimalized the material, I developed it much more than the Americans would," he admits.

Meanwhile, Andriessen’s penchant for remaining on the cutting edge of both music and politics continued unabated. In 1976, he had initiated a seminar on minimal music at the Hague Conservatory, and from this project emerged another ensemble, Hoketus. Unlike the members of De Volharding, who had been keenly involved with jazz, the young musicians of Hoketus were devoted to rock—and brought with them the electric guitars and percussion of pop music. "Hoketus: they were just young dogs!" says Andriessen with evident glee. "But ide​ologically they were more or less on the same line as De Volharding."

	Louis  ANDRIESSEN
	De Materie   [2CD]
	1996
	54:22 54:03
	label: Nonesuch (NY)

Disc I:

Part 1 ............................... 25' 29''

Part 2 (Hadewijch) ........ 28' 47''

Disc II:
Part 3 (De Stijl) .............. 25' 54''

Part 4 .............................. 28' 04''

Performed by Schoenberg Ensemble and Asko Ensemble with members of the Netherlands Chamber Choir.

[...] The musical style is a synthesis of the extremes experienced in all levels of Andriessen's output: ranging from reason versus instinct, constructivism versus spontaneity, doctrine versus entertainment, concert hall versus theatre. Illustrative of the inclusive character of the work, in which the "upper" and the "lower" stra​ta of class-ridden musical society are inextricably intermeshed, are the growling triplets of the bass and contrabass clarinets which roam about the hallowed sound world of Hadewijch's vision like stray dogs in the church interiors of old Dutch paintings.

The dramaturgy is that of a tableau vivant, peopled by (mainly Dutch) historical figures; they sing their own historical words thereby continually throwing new light on the subjects. These figures are united by their scientific, religious, artis​tic, and political idealism, as well as their common willingness to pay the price exacted by their ideals. In part 1, Gorlaeus, the early seventeenth-century philoso​pher who died a young age, reinstates the ancient Greek theory of atomism. In part 2, Hadewijch, the thirteenth-century poetess from Brabant, sings the praises of the unio mystica in music rooted in a rational compositional architecture based on the proportions of a cathedral dating from the same century. Both part 2 and part 3, "De Stijl" (The Style), suggest that despite its title De Materie is mainly concerned with the limits of rationality. In "De Stijl," whose form and instru​mentation were modelled on Mondrian's Composition with Red, Yellow, and Blue, the emphasis is on the metaphysical inspiration of Neo-Plasticism. Finally part 4 once again takes up the theme of science—this time personified by Marie Curie -- but also the themes of love and death as expressed by the Dutch symbolist poet Willem Kloos.

Musically speaking parts 2, 3, and 4 begin where parts 1, 2, and 3 end. The transition from 1 to 2 rests on a common tempo, the transition from 2 to 3 on a com​mon melody, and the transition from 3 to 4 on a common harmony. De Materie could be freely interpreted as a symphony in four movements with two slow movements and a genuine scherzo (part 3). Andriessen's use of historical musical references in his work is characteristic, but equally typical is the way he radically alienates these references. Thus part 1, which transports the listener to a seven​teenth-century Dutch shipyard and contains an extended duet for two hammer​ers, is probably the most literal toccata ever written, whereas part 3 juxtaposes the outward features of a boogie-woogie, funk-like bass, and rap, with elements taken from "high" art such as the passacaglia and the traditional B-A-C-H motif. The sense of freedom that pervades the music of De Materie, however, is founded on strict rules, which are sometimes audible and sometimes not, but can always be sensed. The application of these rules has a bearing not so much on the pitch structure as on the architecture of the work. And although De Materie is based on a single, tonally definable, chord consisting of a second, a third, and a fourth (F—B-flat—C—E which the composer calls the 1-2-3-4 chord), the melodic and harmonic coherence of the work is not the outcome of a strictly methodical work​ing process. And the fact that the tonic triads of the four keys which characterize the four parts—E-flat minor, F minor, G major, and A major, respectively— together make up the twelve tones of an octave, is an analytical conclusion made in hindsight. The four parts of De Materie -- were composed in the following order: part 3 (1984-1985), 1 (1986-1987), 2 (1987-1988), and 4 (1988). Parts 2 and 3— "Hadewijch" and "De Stijl"—can also be performed independently. Andriessen knew from 1987 onwards that Robert Wilson would be mounting the work and has said that this influenced his choice of a slow final section. The text of Marie Curie, which Andriessen initially thought unsuitable, was Wilson's idea. Wilsons other original contribution to the conception of De Materie was the so-called "knee-plays," a form previously adopted by Wilson consisting of semi-improvised interludes played out on the stage apron. The "knee-plays" in De Materie preced​ed the various parts and were based on a authentic seventeenth-century satirical cartoon about a Dutch marriage.

part 1

After an introduction which starts with 144 identical instrumental fortissimo crashes (toccata!), an amplified eight-part chorus sings the text of the revolution​ary Plakkaat van Verlatinge (Act of Abjuration) of 1581 in which the States General of the United Provinces withdrew their allegiance to the Spanish king, thereby laying the foundation of the first Republic. Later the chorus sings ship​building instructions taken from the handbook Scheeps-bouw en bestier (Shipbuilding and Management) written by the seventeenth-century Amsterdam politician and mayor Nicolaas Witsen (1641-1717). Then Gorlaeus—or David van Goorle (1591-1612)—a twenty-year-old student from Leiden appears on the scene. He was a visionary scientist who might well be regarded as one of the first atomic physicists. Drawing on his posthumously published Idea Physicae (1651) he expounds his innovative and oppositional ideas on the atomic nature of mat​ter. The choir concludes this part with an enumeration of the shipbuilders' tools. The durational proportions of part 1 are based on those of the Prelude in E-flat major from the first book of Bach's Well-tempered Clavier. Andriessen interpreted the melodic material of the second section of this Prelude—the so-called ricercare or motet—as a variation of the famous tune L'homme arme which is incorporated in countless masses and motets from the Dutch school of the fifteenth and six​teenth centuries from Dufay to Josquin des Prez. In the background—like an endlessly drawn out melody of disconnected pulses on guitars, strings, and horns—the integral melody of this "armed man" provides the musical affirmation of the Plakkaat van Verlatinge.
part 2 hadewijch
Part 2 can be seen as an extended aria for soprano and orchestra with a small con​tribution from the chorus. Hadewijch's Zevende Visioen (Seventh Vision) is a pow​erful, erotically charged description of a medieval mystics union with God: "After this I stayed united with my Love, I fused with Him till there was naught of me left." Her song is projected against an instrumental background that reflects the architecture of a medieval cathedral. The forceful clock-like chords of the piano, metallophones, and strings, which cleave through the soft, long-spun melodies at set points, are separated by intervals of time which have precisely the same pro​portional relationship as the spatial distance between the pillars of Reims cathe​dral in France, as set out in the plan of the ceiling. Hadewijch's song is like a pas​sage through this cathedral—but also like an ascension: the worldly, literally down-to-earth, interjections of the bass and contrabass clarinets which initially muddy the clear waters (here the sound is at its most tangible and most "materi​al") are finally silenced, and the music—now devoid of bass—rises weightlessly in the final bars to ethereal heights.

part 3 de stijl
"De Stijl"—originally the title of an avant-garde magazine devoted to painting, the plastic arts, and architecture, founded by Theo van Doesburg in 1917— became the collective name for a movement whose foremost exponent was Mondrian. The two texts which bring the figure of Mondrian to life also give renewed expression to the amalgam of "upper" and "lower" so characteristic of De Materie. The first text, sung by the chorus, includes a treatise by M.H.J. Schoenmaekers (a self-styled "christosopher") derived from his Beginselen der heeldende wiskunde (The Principles of Plastic Mathematics, 1916). It deals with  the so-called cross-figure which influenced Mondrian in his ideas about lines and surfaces. The second text, which is rhythmically declaimed by a female voice with a boogie-woogie accompaniment for piano, uses words by Mrs. Van Domselaer nee Middelkoop (the wife of the Dutch Stijl composer Jakob Van Domselaer, in whose villa in Laren Mondrian stayed for a while after his return from Paris) which evoke memories of Mondrian and his passion for dancing. The form of this part is a free translation of the proportions (musical duration) and colour struc​ture (instrumentation) of Mondrian's Composition with Red, Yellow, and Blue (1927). "De Stijl" is founded on a funk-like bass which is repeated fifty times like a passacaglia theme, albeit in fits and starts and with variations. Schoenmaekers's "cross-figure" is symbolized by the B-A-C-H motif.

part 4
The final part develops very gradually out of two endlessly repeated chords into a monumental, pavane-like final dance in which reference is made both to the spir​it and, occasionally, to the letter of the Pavane for Piano of 1927 written by the

composers father Hendrik Andriessen (1892-1981). The music leads, via an extended through-composed crescendo in a slow hocket-like alternation of sump​tuous chords, to the new and slower tempo of the only vocal episode in this part—an ecstatic setting of the tercets from two sonnets by Willem Kloos (1859-1936) about death, love, and longing. The opening chord of this section (which is also the fundamental chord of the complete work) sounds once more and is repeated twice, after which Marie Curie (1867-1934) delivers a monologue in which she mourns the death of her husband Pierre and reads aloud a fragment from the speech she gave on being awarded the Nobel Prize for chemistry in 1911.

	ANGELICA
	Angelica 1994
	1995
	61:06
	label: CAICAI Music (Italy)

Recorded live at Angelica, fourth Festival Internazionale Di Musica,

Bologna (Italy), May 24-29, 1994.

1. Crazy Friend, Crazy Free (audience, Zorn) 0:31

   John Zorn (см.): voice, alto

   audience

2. O.ZO. (Ostertag, Zorn) 4:47

   John Zorn: voice, alto;

   Bob Ostertag (см.): samplers

3. MI.ZO. (Minton, Zorn) 1:49

   John Zorn: voice, alto;

   Phil Minton (см.): vocals

4. FR.ZO. (Frith, Zorn)
2:32

   John Zorn: voice, alto;

   Fred Frith (см.): electric guitar, voice

5. Continuation in concert of sound check interrupted

   by mechanical failure of sax (Frith/Oswald) 3:33

   Fred Frith: electric guitar, voice

   John Oswald (см.): alto, tapes, bongo

6. HOY PHIL (Minton, Oswald) 2:55

   Phil Minton: vocals

   John Oswald: alto, tapes, bongo

7. RED.O. (Frith, Ostertag) 2:09

   Bob Ostertag: samplers

   Fred Frith : electric guitar, voice

8. Baryshnikov (North American Experience) 0:33

9. Pausa (Frith) 0:40

   Fred Frith: voice

10. V& (Oswald) 0:19

    Quartetto P.A.P.A.:

    Rossana Capellari (violin)

    Paola Garavaldi (violin)

    Alessandro Urso (viola)

    Paolo Grandi (cello)

11. Fata Flexa (Paolo Grandi) 4:05

    Le Terre Silenziose (11)

    Rossana Capellari (violin)

    Paola Garavaldi (violin)

    Alessandro Urso (viola)

    Paolo Grandi (cello)

    Marco Ferrari (clarinet)

    Marco Verza (bass clarinet)

    Oussini Jamal (violin, percussion)

12. Camelot (Claudio Scannavini) 3:01

    Orchestra Del Teatro Comunale Di Bologna

    conducted by Franco Sebastiani

13. Western Lands (Scodanibbio) 3:27

    Stefano Scodanibbio: bass

    Rohan De Saram: cello

14. A. Al Teatro Comunale Di Bologna (Band is Woman) 0:18

    Band Is Woman:

    Camilla Missio, Daniela Cattivelli, Maddalena Maglione

    Franca Pampaloni, Simonetta Paladini, Michela Zini

15. Delle Piu Alte Torri (Scodanibbio) 1:47

    Rohan De Saram: cello

16. Oa Poa Polka (Mary Ellen Childs) 3:23

    Guy Klucevsek: accordion

17. Plaus (Oswald) 3:30

    John Oswald: alto, tapes, bongo

18. Polka Dots And Laser Beams (Guy De Bievre) 2:33

    ain't nothin' but a Polka Band:

    Guy Klucevsek (см.): accordion

    John King: electric guitar

    Bill Ruyle: drums, marimba

    David Hofstra: electric bass

19. 1:13

 a. Barry Shankoff Entrance (A.C. Jobim)

 b. Jazz Edit (Oswald)


    John Oswald: alto, tapes, bongo

20. Pausa 0:01

21. Kielbasa, Beer And Sauer Krauet (Bob Lucas) 4:53

    Ain't nothin' but a Polka Band :

    Guy Klucevsek (voice,accordion),

    John King (electric guitar, voice)

    Bill Ruyle (drums, marimba, voice)

    David Hofstra (electric bass, voice)

*/ Riflessivo  1:00

22. Finalite (Dresser/Frith/Hemingway/Minton/Oswald/Ostertag/Zorn) 8:24

    John Zorn (см.): voice, alto

    Bob Ostertag (см.): samplers

    Phil Minton (см.): vocals

    Fred Frith (см.): electric guitar, voice

    John Oswald (см.): alto, tapes, bongo

    Mark Dresser (см.): bass

    Gerry Hemingway (см.): drums

23. untitled (Roncati, audience) 2:25

    Banda Roncati

    audience

24. Bonus (Banda Bird) 0:01

    Banda Bird

	ANSAMBL' NARODNOGO AVANGARDA
	SARY-ARKA
	2002
	52:33
	label: Something Records

experimental / noise
Vsevolod Oplachko [b, k]; Valeriy Plotnikoff [g]; Aldar Kose [noise]; B'rnay Karabasoff [v, komuz, g]; Ibray Eblaev [d, perc]; Ospan Abay Kurmangazy [v, dombra].

	The  ANTI  GROUP [T.A.G.C.]
	Digitaria
	1987
	55:38
	издаются на label: Anterior Research Recordings.

  DIGITARIA. The following text is derived from Dogon knowledge, with the addition of western Anthropological and Astro-physics information. The Dogon are situated in a remote area of Mali in West Africa. Their knowledge is dated to be around five thousand years old this being pre-extant among the ancient Egyptians, who seem to be the source of this arcane knowledge. Sirius appears red to the eye, Digitaria white, the latter lying at the origin of all things. It is the “Egg of the World”, aduno tal, the infinitely tiny and, as it developed, it gave birth to everything that exists, both visible and invisible. To start with, it was just a seed of Digitaria Exilis = Po (Grain) Tolo (Star) — consisting of a central nucleus which ejected ever larger seeds of shoots in a conical spiral motion. Sirius and Sirius “B” were once where our sun now is, Sirius “A” being 10,000 times brighter than Sirius “B” (Digitaria). The Dogon consider Sirius “B” as the most important star in the sky although it is invisible. [...] A theory of white dwarfs then developed to account for Sirius “B”, and other white dwarfs were later discovered. This star according to Dogon mythology is composed of Sagala, a form of metal unknown on the Earth (the root of Sagala meaning both “Strong” and “Heavy”). Sagala could be an equivalent to the degenerate and superdense matter of white dwarfs stars. According to Dogon legend the “Nommo” (Amphibian Extra-terrestrial beings) descended to the Earth to implant knowledge to Ogo (the Fox), Ogo also means impure and is symbolised by mankind. The Fox rebelled at its inception, impatient to couple with its double and broke away from Amma, who is the Dogon head of the universe (God etc.) and thus Ogo remained unfinished. For the Dogon an infinite number of stars and spiralling worlds exist. The satellites are called “Tolo Gonoze” — “Stars that make the circle”. The heavenly motions are likened to the circulation of the blood. The planets, satellites and companions are “Circulating blood”. This brings us to the extraordinary point that the Dogon know about the circulation of the blood in the body derived from their own traditions. In our own culture, the Englishman William Harvey (1578-1657) discovered the circulation of the blood, here follows the Dogon theory on its circulation; “The movement of the blood in the body which circulates inside the organs in the belly, on the one hand ‘clear’ blood, and on the other the oil, keeps them both united (the words in man): that is the progrees of the world. The blood-water (or — ‘clear’) goes through the heart, the lungs, the liver and the spleen; the oily blood goes through the pancreas, kidneys, the intestines and the genitals.”  The Dogon mythology is extremely complicated and detailed, their knowledge of the Sirius system and other cosmological data are implemented into their beliefs which are an integral part of their daily life. The occult significance of Sothis A:. A:. (Argentum Astrum) or Sirius is of central importance in many magical orders, particularly that of Aleister Crowley’s. Some details can be found in the TAG-SHT Booklet which deals with the more occult nature of this phenomenon.

  PSYCHO - ACOUSTICS AND AMBISONICS. The voice is a flowing breath, made sensible to the organ of hearing by the movements its produces in the air. It is propagated in infinite numbers of circular zones, exactly as when a stone is thrown into a pool of still water... conformable to the very same law, the voice also generates circular motions, but with the distinction that in water the circles remaining upon the surface, are propagated horizontally only, while the voice is projected both horizontally and vertically. The helical morphology of the spiral motion has long standing associations with sound propagation. There are symbolic, if not scientific grounds for this in the shape of the innner and outer ear. [...]

  Музыку этой группы можно в первом приближении охарактеризовать как Art industrial.

	The  ANTI  GROUP [T.A.G.C.]
	Audiophile
	1989
	65:15
	  The original idea for The Anti Group was devised by A.Newton & S.J.Turner as early as 1978, with the intention of the formation of a multi-dimensional research & development project active in many related areas. Research and development of sound/video/performance and the documentation of each project was the fundamental “Modus operandi”. Underlining this basic idea lays the deeper philosophical and theoretical conceptuality; The Anti Group or TAG could be any given № of collaborators or participants. In this respect The Anti Group are free from the formats that have in-built limitations, operating within this context TAG is also free from the erroneous problems of Ego. [...] It was during this period 1985-87 that the above recordings were realised along with the highly acclaimed Ambisonic Album ‘Digitaria’ which is a Technological and Ethnological work based on the ideas of the Sabean cults of ancient Khem and the Dogon tribe of Mali. Having worked through these areas, it became the next logical step to move into the application of Psychophysics developing the use of frequencies and Psychoacoustics with computer aided technology. Performances of these ideas took place at the 3rd Atonal Festival at “TU Mensa” Berlin (1986) and “SO36” Berlin (1987) and the “Museum of Contemporary Art” Prato, Italy (1988). It was at this time also that TAG displayed their first Meontological visual Experiment “Burning Water” (has been finalised for release and will be available on CD/Video formats). TAGs recent performances were held at the Electro-Acoustic Music Academy Stockholm (1990) and at the ARS Electronica symposium on Virtual Reality held in Linz, Austria (1990). [...] Recording 3 explores the central ideas expressed in the Coulier Noire and recording 4 centres around the current research project into the development of methods and techniques to aid expanded consciousness in collaboration with R.E.S.T., SpaceTimeTanks and Relaxation Centre Chicago. The above summary of TAG will be detailed in more comprehensive documentation which is currently being edited and compiled and will act as a complimentary document to accompany the re-issue of TAG material. All the above mentioned recordings plus a solo album of piano and ambient soundscapes by A.Newton will be released through Anterior Research Recordings.

	The  ANTI  GROUP [T.A.G.C.]
	Iso-Erotic Calibrations
	1994
	49:51
	1. Iso-Erotic Calibration. “To ajust the joints to each other, coax the limbs, head and torso into winsome poses, then run the eyes and hand over these softly dipping vales, relish the pleasure of the shapely curves, give them a pretty turn or with blood rousing gusto wrench them out of shape. Finally, beware of remaining unresponsive to the inner workings, probe into the thoughts of little girls and make the deepest strata of those thoughts visible, preferable through the navel: a panorama opened up in the depths of the womb by multicoloured electric lightning. Here perhaps lies the solution.” —  Hans Bellmer, ‘The Doll’ 1934.

2. Union With Sirens. The Siren, the mythological temptress of the ocean luring her victims to their deaths by the sound of her suductive choral voice, the allure of hidden death. These creatures half human half fish seduce mortals to acquire a soul by intercourse with humans.  The Libido is fundamental to each of us as an, “Indestructable core of darkness”.

3. Mercurius. Mercurius is the devined winged Hermes manifest in matter, the god of revelation, lord of thought and sovereign psychopomp. The liquid metal, argentum vivum — ‘living silver’, quick silver was the wonderful substance that perfectly expressed the nature of the stilbon: that which glistens and animates within. When the alchemist speaks of Mercurius, on the face of it he means quick silver, but inwardly he means the world creating spiritconcealed or imprisoned in matter. The dragon is probably the oldest pictorial symbol in alchemy of which we have documentary evidence. It appears as the ouroboros, the tail eater, in the Codex Marcianus, which dates from the 10th or 11th century, together with the legend: en to pan (the one, the all). Time and again the alchemists reiterate that the opus proceeds from the one that leads back to the one, that it is a sort of circle like a dragon biting its own tail. For this reason the opus was often called circulare (circular) or else rota (the wheel). Mercurius stands at the beginning and end of the work: he is the prima materia, the caput corvi, the nigredo, as dragon he devours himself and as dragon he dies, to rise again as the lapis. He is the play of colours in the cauda pavonis and the division in to four elements. He is the hermaphrodite that was in the beginning, that splits in to the classical brother/sister duality and is reunited in the coniunctio, to appear once again at the end in the radiant form of the lumen novum, the stone. He is metalic yet liquid, matter yet spirit, cold yet fiery, poison yet healing draught — a symbol uniting all opposites.

4. Annals of Sancity. Abbe Boullan (1824-93) the de frocked abbe and French occultist whose writings and teachings included the attainment of salvations by means of sexual congress with arch-angels and other extra-terrestrial entities. This French occultist would probably have remained, virtually unknown to the world at large if it wasn’t for the work of J. K. Huymans in his classic novel ‘La Bas’ who knew Boullan and his activities and based the character of Dr. Johannes on him.

5. Neurological engineering.  Brainwashing is happening to all of us all of the time. Knowledge of brain function is our only protection against it. The solutions to our predicament are neurological. We must assume responsibility for our nervous systems. Our robothood can remain static if we endlessly repeat the imprints of infancy to adolescence, or it can be drastically altered by brainwashers without our consent, or we can take control of our nervous systems. If we don’t assume this personnel responsibility, somebody else will, if we do take over the control board, we can each be any person we want to be.

6. Psychophonophilia.

rose, thou art sick!

The invisible worm

That flies in the night,

In the howling storm,

Has found out thy bed

Of crimson joy,

And his dark secret love

Does thy life destroy.

          --- William Blake “The Sick Rose”

7. Ethemeral. From the Book of Coming Forth Into Day (miscalled the Totenbuch or Book of The Dead), from utterances 64 and 149, Brit. Mus. Papyrus No. 9900, sheets 23, 24, and Papyrus No. 10477, sheet 30:  “I am Yesterday and Tomorrow, and have power to regenerate myself... The hitherto closed door is thus open... and the radiance in my heart hath made it enduring. I can walk in my new mortal body... and go to the domain of the starry gods... Now I can speak in accents to which they listen, and my language is that of the star Sirius.”

	APOCALYPTICA
	Plays Metallica By Four Cellos
	1996
	44:35
	Идея творчества Aplocalyptiса на первый взгляд кажется совершенно бредовой. Четве​ро музыкантов играют на вио​лончелях композиции из ре​пертуара звёзд тяжёлого рока. Особенно нравится финнам творчество американского квартета Metallica. Первый альбом финнов, вышедший в канун Рождества 1996 года, на​зывался так: «Apocalyptica plays Metaltica by four cellos». Второй диск Apocalyptica — «Industrial Symphony» — вы​шел два года назад. На нём, помимо творчества Metallica, были переработаны и песни других коллективов — Pantera и Faith No More. Сами музы​канты свою идею мотивирова​ли так: «Мы очень любим ме​талл и всегда очень хотели уз​нать, как такая музыка будет звучать в классической интерпретации».

Звучит тяжёлый рок, играе​мый на струнных, очень нео​бычно. И, пожалуй, очень хо​рошо. Чёткая ритмическая структура, быстро сменяющие​ся аккорды в интерпретации Apocalyptica приобретают осо​бо мощный звук и даже какой-то апокалиптический оттенок. Собственно, это заложено и в названии квартета. Качество исполнения и мастерство аранжировок превосходны. --- Коммерсантъ

	APOCALYPTICA
	Inquisition Symphony
	1998
	46:52
	This album contains excessive noise and euphonic melodies created purely by four cellos.
Compositions by Igor Cavalera and Hetfield.

	APOCALYPTICA
	Cult
	2000
	52:50
	www.apocalyptica.com 

musical thanks to: Metallica, Shostakovich, Grieg, Part, Sepultura, Biohazard, Slayer, Dave Lombardo, Faith No More, Fucking Hell, Pantera, Kartsy Hatakka, Ismo Alanko.

	APOCALYPTICA
	Reflections
	2003
	48:56
	label: Island / Mercury

Eicca Toppinen, Perttu Kivilaakso, Paavo Lotjonen with: Dave Lombardo [perc]; Juhani Lagerspetz [p]; Pasi Pirinen [tp]; Ville Vaatainen [double bass]; + violins

	ARCANA – cм.: LASWELL
	
	
	
	

	Luigi ARCHETTI & Bo WIGET
	Low Tide Digitals
	2001
	44:26
	acoustic+electronic ambient-noise-experimental

label: Rune Grammofon  www.runegrammofon.com  www.ecmrecords.com 

Luigi Archetti [g, electronics]; Bo Wiget [cello, electronics].

	AREA
	Maledetti (maudits)
	1976
	46:07
	jazz-rock / avant-rock  

Наворочен этот прог-рок из всего на свете, но то, что в нём главное – он весёлый, прикол на приколе и приколом погоняет.

label: Cuneiform

Steve Lacy (см. в 'Jazz') [sax]; Paul Litton [d]; Patrizio Farselli [k]; Demetrio Stratos [v]; Paolo Tofani [g]; Giulio Capiozzo [g].

1. Evaporazione

2. Diforisma urbano

3. Gerontocrazia

4. Scum

5. Il massacro di Brandeburgo

6. Giro, giro, tondo

7. Caos (parte seconda)

8. Intervista a Stratos, Tofani, Fariselli

9. L'Internazionale

	ARMAGEDDON  DILDOS
	That’s Armageddon
	
	52:23
	industrial
Мрачные и энергичные клавишные, напористый и оголтелый вокал. Но ритмическая основа очень твёрдая, что вполне позволило бы использовать этот проект для дансинга.

	ART BEARS 
	Hopes And Fears
	1978   
	64:39
	avant-rock

label: ReR

Remaster. + 3 bonus tracks. 

После распада HENRY COW (см.)  -- Fred Frith (см.) [g, vln, viola, p, harmonium, xylophone, b], Chris Cutler (см.) [d, perc] и певица из SLAPP HAPPY (см.) Dagmar Krause (см.)  (также работавшая c Henry Cow) образовали этот проект и записали 3 альбома. 

Здесь помимо основного состава  участвовали: Lindsay Cooper (см.) [bassoon, oboe, s s, recorders], Tim Hodgkinson (см.) [organ, cl, p], Peter Blegvad (см.) [b], Georgie Born [cello, b], Marc Hollander [p].

NOTES:

Wisdom comes out of an antheap.

A wise man ran on without eating it, a fool coming behind ate it.

A pig died in the trap (against which it had been warned).

The prodigal cow threw away her own tail.

It is the prudent hyena that lives long.

A man knows his own woe.

The god that speaks up is the one that gets the meat.

You may cleanse yourself, but that is not to say that you cease to be a slave.

That which is rotten goes to its owners (only a few remember the dead).

When a chiefs wife steals, she puts the blame upon the slaves.

The man at home in thought is not to be deceived by much porridge

The stick which is at your friend's house will not drive away the leopard.

The work of a chief does not prevent one from hunting out one’s own fleas.

An axe shaft is made out from an ordinary piece of wood (an ordinary person may be made of great use -- still he is not essential).

CONTENTS:

1. On Suicide. 
2. The Dividing Line.

3. Joan.

4. Maze.

5. In Two Minds.

6. Terrain.

7. The Tube.

8. The Dance.

9. Pirate Song.

10. Labyrinth.

11. Riddle.

12. Moeris Dancing.

13. Piers. 

plus bonus tracks:

14. All Hail!

15. Collapse.

16. Coda to Man and Boy.

	ART BEARS
	«Winter Songs» / «The World As It Is Today»
	19791980 
	69:48
	label: ReR Megacorp (Europe) / Cuneiform (USA), 1988.

Fred Frith [g, k, violin, viola]; Chris Cutler [d, el d]; Dagmar Krause [singing].

All composed and arranged by CC & FF.

Примечание: информация на вкладках к диску не верна: №12, 13 (по списку вкладок) на самом диске отсутствуют (хотя вполне поместились бы)

	Artemiy ARTEMIEV
	Mysticism Of Sound
	1999
	77:01
	dark ambient

label: Electroshock

All music composed, arranged, performed, recorded, engineered & mixed by AA.

1. Pictures of I. Bosh & P. Bruegel

2. Mysticism of Sound, Part 1

3. Cataclysms of The XX Century

4. Mysticism of Sound, Part 2

Очень хороший проект (даже несмотря на то, что спродьюсировать и записать его можно было бы и лучше).

	ART  ZOYD
	Symphonie Pour Le Jour Ou Bruleront Les Cites / Musique Pour L'Odyssee / Generation Sans Futur / Archives I
	1969-85
	71:38 75:59
	CD 1:

Symphonie Pour Le Jour Ou Bruleront Les Cites (1976)

Musique Pour L'Odyssee (1979) [#1,2] 

CD 2:

Musique Pour L'Odyssee [#3]

Generation Sans Futur (1980)

Archives I (1969-85)

	ART  ZOYD
	"Les Espaces Inquiets" /           "Phase IV" / "Archives II"
	1982 - 87
	71:12 72:25
	label: Mantra Records

"Les Espaces Inquiets" (1983): CD I, #1 - 7

"Phase IV" (1982): CD I, #8 - 12; CD II, #1 - 7

"Archives II" (1984 - 87): CD II, #8 - 20

	ART  ZOYD
	Le Mariage Du Ciel Et De L'Enfer
	1984
	68:41
	label: Mantra Records

Musique du ballet de Roland Petit

	ART  ZOYD
	Berlin
	1987
	59:25
	label: Mantra Records

Dallio, Zaboitzeff, Mergenthaler, Hourbette

Unsex me here

Come, you spirits

That tend on mortal thoughts.

Unsex me here,

Make thick my blood.

Come, thick Night

Thay my keen knife see not

The wound it makes,

Nor heaven peep

Though the dark,

To cry "Hold, hold".

	ART  ZOYD
	Nosferatu
	1989
	70:45
	label: Atonal

Patricia Dallio [p, k]; Gerard Hourbette [viola, violin, k, perc, samplers]; Andre Mergenthaler [cello, a s]; Thierry Zaboitzeff [cello, b, v, k, samplers, perc].

	ART  ZOYD
	Marathonnerre 1&2
	1992
	63:18 60:16
	label: Atonal

Patricia Dallio [k]; Gerard Hourbette [viola, k, perc]; Thierry Zaboitzeff [cello, b, v, k, perc].

	ART  ZOYD
	Faust
	1995
	72:16
	label: Atonal

Patricia Dallio [k, samplers]; Daniel Denis (см. тж.: Daniel Denis; Universe Zero; Present) [perc, k, samplers]; Gerard Hourbette [k, perc, samplers]; Thierry Zaboitzeff [cello, b, v, k, samplers, perc].

	ART  ZOYD
	Haxan
	1997
	72:08
	label: Atonal
состав как выше

	ART  ZOYD
	u.B.I.Q.U.e.
	2001
	73:12
	Symphonic poem for an orchestra of electric guitars and bass, saxophones, trumpets, trombones, tuba, drums, percussion and samplers.

u.B.I.Q.U.e. was first performed on january 22nd 2000 for the opening of the "jazz-Manege" Festival in Maubeuge, France.

	(ART  ZOYD)
	Thierry  ZABOITZEFF:

"Dr. Zab & His Robotic Strings Orchestra"
	1992
	62:09
	label: Mantra (France)

all instruments: T.Z.

	(ART  ZOYD)
	Thierry  ZABOITZEFF:

"Heartbeat"
	1997
	60:01
	label: Atonal

all instruments & male voices: Thierry Zaboitzeff

1.     Fog-horns, a captain.

2.     A woman sleeping in a ship’s belly.

3.     Two dreamers.

	(ART  ZOYD)
	Thierry  ZABOITZEFF:

"India"
	1998
	61:00
	label: Atonal http://www.pro-web.de/atonal
Music for the show "India"

All compositions, instruments & voices by Thierry Zaboitzeff

Rec. 1998

	(ART  ZOYD)
	Thierry  ZABOITZEFF:

"Les chants d'Alice et du vieux monde"
	1999
	60:35
	label: Atonal

Music for the show "Alice, c'est merveilleux non?"

All compositions, instruments & voices by Thierry Zaboitzeff + Luciano Pagliarini [saxes].

Rec. 1998

	(ART  ZOYD)
	Thierry  ZABOITZEFF & Crew:

"Miniaturen: Zoydian Suite In 3 Movements"
	2000
	62:55
	label: Atonal

hotline: zaboitzeff@gmx.net
All compositions by Thierry Zaboitzeff

Thierry Zaboitzeff [cello, b, g, v, soundscapes]; Christian Kapun [cl]; Peter Angerer [d].

Rec. 1999

	(ART  ZOYD)
	Thierry  ZABOITZEFF:

"Nebensonnen"
	2000
	54:11
	label: Atonal

www.zaboitzeff.com
All instruments & soundscapes by Thierry Zaboitzeff (except #16)

Rec. 2000

	(ART  ZOYD)
	Thierry  ZABOITZEFF:

"Dr. Zab. vol. 2: The Fantomatick Bands"
	2001
	67:24
	label: Atonal
большой состав

Rec. 2000

	(ART  ZOYD)
	Andre MERGENTHALER:

" Musik Fur Einen Engel"
	
	49:24
	label: Etoile Rouge (Luxembourg)

1. Choral

2. Is It

3. Mi

4. Metropolis

5. Ave Maria

6. May Be

7. Gloria

8. Domine

9. Choral

	(ART  ZOYD)
	Patricia DALLIO:

“Procession”
	1992
	52:46
	label: K-Vox / Cesame, reedition: Beige Clair Production (MSI), 1998

Music composed, arranged and produced by Patricia Dallio.

Performed by Patricia Dallio [k, sampling, mix] with: Alain Eckert [g], Philippe Gisselmann [s s], Bekkai el Bouzeliff [v].

	(ART  ZOYD)
	Patricia DALLIO:

“Champs de Mars”
	1993
	59:59
	label: Body & Soul (MSI)

Music composed, arranged, produced and performed by Patricia Dallio. Voices: Analia Perego, Madame Domine.

	(ART  ZOYD)
	Patricia DALLIO:

“La Ronce N’est Pas Le Pire”
	1994
	57:03
	label: Body & Soul (MSI)

Music composed, arranged, produced and performed by Patricia Dallio with ‘Saxi’ Laurent Georges [cl, bass cl]; ‘S’Ange’ Susan Belling [v]; Patrick Grimaud [darbouka, African pot].

	(ART  ZOYD)
	Patricia DALLIO:

“D’ou vient l’eau des puits?”
	1996
	48:17
	label: Media Systeme International (MSI) (France)

Music composed and arranged by Patricia Dallio.

Patricia Dallio [k, samplers]; Michel Besson [accordeon]; Fabienne Ringenbach [cello]; Lorenzo Sanchez [el g].

	(ART  ZOYD)
	Patricia DALLIO:

“Barbe Bleue”
	1997
	53:55
	label: Media Systeme International (MSI)

Music composed, arranged and mixed by Patricia Dallio.

Patricia Dallio [k, samplers]; voices: Schahan Berberian, Sarah Harper, Dorli Habicht.

	(ART  ZOYD)
	Patricia DALLIO:

“Que Personne Ne Bouge”
	1999
	55:03
	label: Body & Soul (MSI)

Music composed arranged and performed by Patricia Dallio. 

	(ART  ZOYD)
	Patricia DALLIO:

“L'Encre Des Voix Secretes"
	2003
	67:41
	label: in-possible records

contact: http://www.patriciadallio.com
Musique composee et arrangee par Patricia Dallio de decembre 2001 a mai 2003

Clavier, sampling, programmation: Patricia Dallio

Violoncelle: Susanne Schroeder (#7)

Voix: Malte Martin (#4), Susanne Schroeder (#16), Patricia Dallio (#8,10,12,15), et divers samples

	AUDIO  ACTIVE
	Happy Happer
	1995
	56:17
	dub - rave - industrial 

label: On-U Sound Records (London)

Skip McDonald [g]; Doug Wimbish [b]; Taki [b]; Nanao [d]; Style Scott [d]; Keith LeBlanc [d]; Tetsu [effects]; Masa [v]. Produced and mixed by Adrian Sherwood. 

	AUDIO  ACTIVE
	Apollo Choco
	1997
	76:48
	dub - rave - industrial 

label: On-U Sound Records (London)

	AUDIO  ART
	Earborn
	1996
	50:42
	label: Jaro

An avant-garde play about angels

Audio Art: Roman Bunka, Grace Yoon, Greetje Bijma (см.), Albert Kuvezin (см. тж. проект Huun Huur Tu в разделе Asia: Tuva), Trinovox.

... look at them, look at them ... angels approaching, angels approaching ...

Царь Южного моря жил по своим предчувствиям;

Царь Северного моря был быстрый, как молния;

Между ними был Царь Бесформенный.

Царь Южного моря и Царь Северного моря часто 

ходили в гости в страну Царя Бесформенного 

И всегда их там хорошо принимали.

Вот задумались они однажды как бы отблагодарить 

Бесформенного за его гостеприимство.

"У людей, -- сказал один из них, -- есть семь 

отверстий, что бы видеть, слышать, вкушать, обонять 

и дышать. А у Бесформенного нет ни одного. Давай 

сделаем ему несколько." Так и порешили.

И стали они делать дыры в Бесформенном. По одной 

в день, в течение семи дней. И когда они закончили 

делать последнюю, их друг лежал мёртвый.

"Just words for the people who equate the present with coins and voices behind the door, because the words of man are, when one gets close like a murmur."

Do Angels also have legs? Like the spherical planets move, do they have legs? Thus the angel ascends, the living planets arise out of the sun. They make love and light is created through this burning process. Actually sunlight is the wedding torch of the angels."

"In contrast to the wonderful and wonderfully changeable beauty in color and form that an angel can provide, even the utmost human beauty is like a pale stuffed puppet, and if the painter thinks he can make an angel out of it by adding wings, a real angel would find that very funny."

The visual resonance of the title of this recording hints at it's essence: a pantheon of sound that you can feel and see. The theme is angels. Created to be performed as a radio play, using multi-lingual fragments of various philosophical, and allegorical texts orbiting around this theme. Earborn provokes the listener to experience an idea. Every sound that you can hear is a voice; voices which soar, hover and plummet, wriggle and writhe, glide, slash and sail weaving a musical tapestry of richly textured, suggestive sound. The use of language neither promotes or hinders understanding, it becomes simply another form or layer of sound, another instrument in the orchestration. Images are produced as the mind naturally goes about its associative task of giving meaning to sound. A story is told and an acoustic vision is assembled in a non-linear way, all about angels. In the end, we may still not know what an angel looks like, but we have a notion of how we might feel if one was around.

It would seem that with Earborn directors Grace Yoon and Roman Bunka have discovered something new; a new way to approach, explore and achieve an idea or a theme musically, (more specifically vocally), through inspiration, improvisation and collaboration. It is not opera, though it has elements of opera. It is not theatre, though it shares the same commitments. It is new and it is art.

GREETJE BIJMA (см.), Netherlands. Born in Stiens, Holland in 1956, Greetje Bijma acquired her musical knowledge and abilities autodidactically. She has sung in various Dutch Jazz formations, thus gaining a reputation as an inspired and inspiring improviser. Fol​lowing concert and CD productions with David Murray and David Moss, Bijma's performance at the 1989 Berlin Jazz Festival led to her international breakthrough. In addition to her commitment to Jazz she designs projects for the theatre, develops programmes for children and creates solo performances which allow her to give expression to the many qualities of her voice. Greetje Bijma has received numerous national and international honours and prizes.

ROMAN BUNKA, Germany. The biography of Roman Bunka, who was born in 1951, stands for an entire chapter in the history of recent German music. At quite an early stage, in his work with the first generation of German avant-garde rock groups such as Embryo and Aera, Bunka impressed listeners with his orientally tinged guitar playing. In 1976 he gave his first concerts in India with Trilok Gurtu. On the lockout for new expressive possibilities, he then discovered the Arabian lute, the 'Oud.' Cairo became his point of connection with the Arab world. Along with the Nubian singer Mohamed Mounir he represented Egypt in the Nimes Festival of 1992 as arranger and Oud soloist. In 1995 a live recording of his project »COLOR ME CAIRO« (featuring the Fathy Salama Trio of Cairo and Malachi Favors of the Art Ensemble of Chicago) was released on CD. [...]

GRACE YOON, Korea. The Korean Grace Yoon studied art and performance at the London Art Academy and has lived in Germany since 1975. She has appeared internationally in numerous solo performances and modem music theater productions. As author, director and vocalist specialized in sound rituals and speech rhythm, she has participated in the creation of several radio plays including »Tunguska Guska«. recipient of the BBC's 'Prix Futura' in 1993.

ALBERT KUVEZIN, Tuva. Albert Kuvezin was born in 1965 in Kyzyl, the capital of the Russian republic of Tuva. There he studied classical guitar and double bass. He played in rock and punk bands, some of them underground, until in the late 80s he discovered his own voice and with it new artistic freedom in the traditional Tuvinian technique of overtone and undertone singing. In the Russian city of Swerdlowsk he made his first recordings. combining traditional Tuvinian melodies with Western rock music. At the 1990 'Voice of Asia' competition he was awarded the special prize by Brian Eno. With Alexander Bapa he founded the group 'Huun-Hur-Tu' (см.) which recorded and toured in the USA and elsewhere. 

TRINOVOX, Italy. The musicians Riccardo Pucci-Rivola. Francesco Ronchetti and Julian Spizz founded this vocal trio in Florence in 1991. On the basis of the classics of world poetry, from the Song of Solomon and Dante's Inferno to the lyrics of Baudelaire, they developed a new musical form. Solely with the aid of their voices, to some extent electronically transformed, they open the way to entirely novel modes of interpretation in their compositions and productions. Their first CD was issued by JARO in 1993. In the same year they were awarded the Italian 'Quartette Cetra' vocal music prize for their 'fusion of world music and classical polyphony for their text selections and the brilliance of their performance.' Since 1994 they have been giving concerts in Europe and working in cooperation with various dance and theatre productions.

	AUGSBURGER TAFELCONFECT
	Fusion in the Slaughterhaus
	2004
	18:43 +
	avant-noise

multimedia CD

label: international nneon entertainment www.nneon.com
www.stora.de  www.augsburg.tk 

The stunning debut of the audiovisual trio featuring enhanced film Slaughterhaus (Quicktime format); music recorded live.

Jyrgen Hall – synth, computer, drummachine, el bass, devices

Sebastian Reier – Volcano guitar, drummachine, devices

baronesseA – visuals

recorded, mixed and produced at SM-Studio (Germany)

	АУКЦЫОН
	KHVOST & AUKTSION:

“Pot of Wine”
	1991
	38:30
	Николай  РУБАНОВ – см. тж.: СОЮЗ КОММЕРЧЕСКОГО АВАНГАРДА (СКА); МДРу2; Ru2 (Ру2);

label: BSA Rec., 1991 / Stalker 2, 1992

Принимали участие:

Алексей "Хвост" Хвостенко ( см. KHVOST) -- пение, стихи; Борис "Боб", он же "Борюсик" Шавейников – барабаны; Бондарик "Бонд" Виктор – бас; Литвинов "Паха" Павел – перкуссия; Дмитрий Матвеевич Матковский - ак. гитара, ситар, эл.гитара; Николай Ильич Рубанов "Колик" -- бас-кларнет, дудук и другие дудки; Володя (Матковский привел) – тромбон; Акимыч (Матковский привел) – виолончель; Аня, дочь "Хвоста" – пение; Озёрский -- не играл; Фёдоров "Лёнька", "Леонид Фёдорович" Леонид -- гитара, эл. гитара, пение и проч.
Орландина / Orlandina

И ночь и день
 / The night and the day

Тайна / Mistery

Слепой / The blind

Дети / Kids

Внутри Собаки / Inside the dog

Конь унёс любимого
 / Taken by a horse

Чайник вина / A pot of wine

He вижу птиц я / I don't see the birds

Прощальная / Good buy

Милая моя / Sweetheart

Мы всех лучше / We are the best

	АУКЦЫОН
	Птица
	1994
	42:59
	label: Дядюшка Рекордс

Аукцыон: Фёдоров, Матковский, Бондарик, Рубанов, Шавейников, Литвинов, Дмитрий Озерский (клавишные, перк.), + Аркадий Шилклопер (валторна) (см. в ‘Jazz’), Олег Рувинов (туба), Рамиль Шамсутдинов (тромбон), + струнный квартет.

Звук, стих, мелодия - все здесь было неподражаемо. На «птичьих» правах «Аукцыон» не только вошел в первый эшелон русского рока, окончательно переквалифицировавшись из эротически ненадежных клоунов в красивейших трагиков. «Птица» стала еще и главным отечественным поп-альбомом первой половины девяностых - аккурат до прихода заморского Лагутенко.
--- Афиша

	АУКЦЫОН
	ХВОСТ и АУКЦЫОН:

«Жилец Вершин»
	1995
	48:47
	remaster 2000

текст: Велемир Хлебников

Алексей Хвостенко – вокал; Анатолий Герасимов – флейты, сакс; Николай Рубанов – сакс, ф-но, синт., бас-кларнет, перк., египетская тростниковая дудочка; Павел Литвинов – перк.; Борис Шавейников – барабаны; Виктор Бондарик – бас, ак. гит.; Дмитрий Матковский – ак./эл. гит., гавайская гитара, перк., тампура, индийская арфочка; Леонид Фёдоров (см. Леонид ФЁДОРОВ) – гитары, ф-но, перк.; Олег Васильев – труба; Михаил Коловский – туба; Пётр Акимов – виолончель; Дмитрий Каховский – неизвестный струнный марокканский инструмент; Александр Абдулов – табла; девушка, приведённая Хвостом – мужской голос.

	АУКЦЫОН
	AUCTION & SOYBELMAN:

“Nebo Napopolam”
	1999
	19:13
	label: Proforma Records.   don’t visit  www.proformarecords.com 

Leonid Soybelman [g, b, v, k]; Leonid Fyodorov [v, g, perc]; Sergey Starostin (см.) [fl]; Yuri Parfionov [tp]; Boris Shaveynikov [d]; Pavel Litvinov [big drum]; Victor Bondarik [b]; Nikolay Rubanov [k]; Khvost (см.) [lyrics].

SOYBELMAN – см. Leonid SOYBELMAN; KLETKA RED; NE ZHDALI.

1. Голова-Нога

2. Что-Нибудь

3. Небо Напополам 1

4. Сонь

5. Небо Напополам 2

6. Инструментал

->ne zhdali

	AUTECHRE
	Amber
	1994
	74:29
	ambient/noise/experimental (idm) -- Колоритный и красивый проект, с яркими саундами, ритмически фактурный.

label: Warp (England)

	AUTECHRE
	Tri Repetae
	1995
	72:36
	label: Warp (England) 

	AUTECHRE
	Chiastic: Slide
	1997
	69:54
	label: Warp (England)

	AUTECHRE
	(Incunabula) 
	
	78:04
	label: Warp (England)

Written/produced by Sean Booth & Rob Brown

“Pleasure is our business”

...Студенты, как мы уже говорили — максималисты, но любят они минимализм, и главное — чтобы непонятно было. A Autechre, наверное — самое загадочное, что только можно придумать. Мелодий нет: там, где нужна какая-нибудь инструментальная партия (какая именно — дело десятое), Autechre попросту используют генераторы случайных нот. А бессмысленные названия треков — вроде rpeg, ccec, liccflii — результат работы датчика случайных чисел, где вместо чисел использовались буквы.

---- Play

	AUTECHRE
	Draft 7.30
	2003
	62:53
	label: Warp
1. XYLIN ROOM

2. IV VV IV VV VII

3. 61E.CR

4. TAPR

5. SURRIPERE

6. THEME OF SUDDEN ROUNABOUT

7. VL AL 5

8. P.-NTIL

9. V-PROC

10. RENIFORM PULS

In wondering how to get my head around Autechre's new CD, it never occurred to me that this music might not lend itself very well to aggressive analysis. Not every piece of music begs for intellectual immersion, and of course, not every listener is ready to conduct such an extensive investigation. In fact, most people probably don't waste much time with these things at all, so why should I? I remember how looking for patterns in Confield basically got me nowhere, except to notice that chaos isn't as perfect, crystalline as its made out to be by misunderstood mathematicians and restless musicians. Confield's chaos was digital, but it was also a great mess in places, merely strangely beautiful in others. Yet, despite my considerable missing of the point (and for all I know, I still am), its spark was clear. Sean Booth and Rob Brown constructed a fiber-thin moonscraper of a system: I'm not sure any of it would stand up in the face of analysis, but most of it tears down my attempts without much effort. 

I've never heard Autechre's music, especially their more recent stuff, described as "inspirational" or "brilliant", just "complex" and "mathematical" (and "cold" and "distant" and a catalog of other words that aren't technically bad, but are never written to mean anything good in music). Somehow, their chaos is "complicated," while real-life chaos is a crisis, capable of changing lives. As I see it, LP5, EP7 and Confield are near-miraculously compact capsules of a state that would, in nature, engulf everything in its paths, and maybe as a consequence, something few people would want to approach. 

Well, it just so happens Draft 7.30 is a return to form for folks who thought all that gibberish I spouted over Confield was, well, gibberish. If you're old enough to remember beats, none of the ones on this record will escape your ear. Also caught are bits of melody that, rather than obscured behind nine layers of software, are often heard in broad daylight. And another thing: even with an hour of pristine, possibly perfect edifices of light and head-bobbing structures, it's possible you don't notice the music is playing. 

At this point, Draft 7.30 makes its most powerful impressions via the noise it fends off rather than the tunes it emits. "Theme of Sudden Roundabout" (in a rare populist move with coherent titling) lays its squelching beat down for all to see, and its melody, efficient in the extreme, is faintly reminiscent of the minimal watercolor of their more tuneful labelmates. Dispensing with the systematic analysis, I'd say it's pleasant, but not essentially interesting, a bit like the ultimate IDM museum piece, Clicks & Cuts-- although, Autechre are hardly producing "micro" music of any kind here. This is Macro is the truest sense, and yet, despite its intricate thousands of details, few combinations produce that old kinetic spark. 

The opener "Xylin Room" hits an uptempo, polyrhythmic stutter beat to the tune of Autechre's patented thud-bass and various cut-up synth noises, all in and out, over and tumble, as if the arrangement could never be made busy enough. But a fucked-up beat is a beat nonetheless, and when the actual "xylin"phones hit, it's clear that this tune might well be the duo's take on bossa nova. It's a hard way to wrench a groove out of static air, but to me it sounds pretty convincing, so even if it fails to fill a dancefloor, it holds the ear at home. "IV VV IV VV VIII" is back to Confield school, albeit slightly stripped down. Somehow, the duo manages to obscure the beat without ever covering it up entirely, off-center snare slaps and cavernous echo notwithstanding. 

It's not all beat-fuckery, for once, as the brief "Tapr" proves. It begins with the drop of a plexus on glitched-up vinyl, more reverb, seemingly random synth tones and a whirlwind of low thuds and piano altered to an almost unrecognizable degree. Without pause, this ornery vignette segues into the epic, relentlessly varied "Surripere". Over its ten-plus minute course, a fairly simple electro-funk backbeat is transformed into chattering, squishing metallic flutter, the end result of which doesn't so much resolve to the duo's usual silver-blue noise as bump up against a brick wall, as if they just ran out of ways to mess with the same group of semiquavers. Fittingly, at best, it's a move towards the brink despite frustratingly stationary stretches; at worst, it might not be worth the time. 

Of course, as with most Autechre releases, there will probably be considerable differences in reception for Draft 7.30. Since it doesn't break much new ground, there will be many who dismiss it quickly (perhaps without giving it a fair shake); others will be only too glad to see Booth and Brown return to more straightforward grounds, even if they don't quite reach their mid-90s peak as melodic technicians; still others may hear a logical progression from Confield, pointing to the group's use of a similar sound palette to make a very different journey. My guess is that there's some truth in all of those viewpoints, though in the end, I'm left with the sinking feeling that, as criticism goes, an unfortunate combination of familiar methods, beats and timbres won't overshadow the ultimately uninspiring music.

	Nigel AYERS – см: NOCTURNAL EMISSIONS
	
	
	
	

	AZONIC – см. LASWELL
	
	
	
	

	BABY CHAOS
	Safe Sex Designer Drugs & The Death Of Rock’ N’ Roll
	1994
	38:43
	punk/heavy metal.

 Впечатляющая энергетика.   Прекрасная студийная работа.

	Burt BACHARACH – см.: GREAT JEWISH MUSIC: Burt BACHARACH
	
	
	
	

	BAD BRAINS
	Attitude
	1982
	33:38
	Мощный  негритянский punk/hard core. Точнее — punk-reggae-core.

label: In Effect 1982 / Relativity Records 1989.

H.R. [throat]; Darryl [basses]; Earl Hudson [d]; Dr. Know [gits]. All material was recorded at 171-A Studios, N.Y.C., Aug. - Oct. 1981.

  “Extra thanks to Prophet Ras Bob Marley.”

  THE ROAR OF THE BAD BRAINS, THE ‘KVELL’ OF THE CROWD. There’s something about loud, raw, blitzspeed rock’n’roll that feels so good and so liberating that you have to wonder (I do, at least) at the way most folks are so quick to blow their noses in all that is punk. And I go just as agog in the face of a gang of music lovers (say, those on the NYC hardcore scene) that waves the flag of anarchy with one hand whilst giving the raspberry to any band that doesn’t play by their (new, improved?) rules. And that’s what I love about the Bad Brains: they have everything to do with what is exciting about point #1 and nothing to do with the limits of #2. They stuck their foot into a highly strictured form of rock’n’roll (used to the jazzrock fusionists, f’chrissakes), crossing a color line to get there, and once inside smashed the door to bits. Asked by the punkzine ‘Damaged Goods’ describe the band, bassist Darryl Jennifer replied, “We’re a gospel group... preaching a word of unity.”  Well, why not? Certainly that’s the thread that runs through their best material, from the anthemic ‘Pay to Cum’ (#12) to the uplifting instrumental ‘Jah Calling’ (#6). Reggae’s the key to the Bad Brains’ achievement, in part because songs like ‘Leaving Babylon’ (#8) alternate with the thrashers, but more so because of how the Bad Brains have fortified the destructiveness of hardcore with the lazy determination of reggae. The result is a simmering anger that rarely bubbles over into outrage, and instead takes on an ominous quality all its own. It amounts to a realization of punky reggae ideas articulated but unacted upon — by the Clash and Bob Marley and maybe others. It’s loud (though not always) and it’s fast (though not always). And it pleases me very much. Movements come and go. The Bad Brains are real!

	The  BAD EXAMPLES
	Slow Music
	1995
	42:33
	naive

label: Atatak  

online: http://ourworld.compuserve.com/homepages/atatak/ 

подобные проекты в этом направлении: Pascal  COMELADE; N.L.C.; DANGER IN  PARADISE; KLIMPEREI; PENGUIN CAFE ORCHESTRA; TOUPIDEK LIMONADE; LÖDIG; MARIMBA PLUS; CURLEW; PASCALS; L'ENSEMBLE RAYE;

Stefan Schwander [p, hammond, g]; Jochen Hennes [violin, melodica]; Alexander Seidel [b, woodblock]; + guests.

1. Good-For-Nothing
2.30

2. Bird's Theme
1.19

3. Ylang Ylang
5.42

4. Der fliegende Flightcasehandler 3.02

5. Schone Erlebnisse
2.28

6. The Ballad of Vittorio
2.37

7. Nervose Zeit ist gute Zeit
0.37

8. Raumschifffahrt
2.14

9. Il Napoli
2.01

10. Der Flaschensammler
0.52

11. Slow music
3.33

12. Perforation
2.02

13. Trummerfrauenpolka
3.23

14. Das verrenkte Herz
1.42

15. Grade mal so eben
1.54

16. Auf Wiedersehen
2.07

17. Hinterm japanischen Paravent 3.11
Очаровательные мелодические миниатюры. Их прикладной минимализм подобен Pascal Comelade или Penguin Cafe – настоен на танцевальной музыке и, в частности, может подойти для такого времяпрепровождения как эстетское застолье или для дачных развлечений. Это насыщенная музыка, но здесь нет разношёрстности композиций, как у Penguin Cafe. И не подумайте, что это банальная music for pleasure – всё сделано с большим вкусом и обладает энергией и собранностью. Заряд бодрости и лёгкого хорошего настроения вам обеспечен.

Из литературных ассоциаций я бы вспомнил "Принцессу Брамбиллу" Гофмана.

	The  BAD EXAMPLES
	The River The Night The Moon Temptation and You
	1997
	41:48
	label: Atatak

основной состав тот же + Ulrike Leydel [querflote]; Dirk Thoms [marimbaphon, vibraphon].

"Поздним вечером я забрёл в маленький скромный бар. Я устроился у стойки бара, чтобы вознаградить себя за трудный рабочий день крепким коктейлем. Мне хотелось просто мирно завершить этот полный нервного напряжения трудовой день.

И в этот момент до моего слуха донеслись экзотические звуки с маленькой, окутанной красным светом эстрады. Очарованно слушал я, как мелодии танго, медленных румб, диссонантно звучащих полек заполнили помещение бара. Эти таинственные мелодии воздействовали не только на меня, но и на всех посетителей. Я обратился к барменше с вопросом, как называется этот ансамбль. Она молчала. Я понял, что она хочет разжечь моё любопытство. И только после того, как я заказал ей четвёртый или пятый бокал, она шепнула мне на ухо: "Дурные примеры". Ещё и сегодня я вспоминаю замечательную музыку этого ансамбля в ту ночь..."

(перевод с немецкого)
1
song electrique

2
papeete

3
jaguar

4
le malheur

5
the river the night the moon temptation and you

6
krimi

7
sorgen

8
hong kong

9
johnny geht an bord

10
green suit mambo

11
melodie de l'heure de la sortie

	Derek  BAILEY
	Music and Dance
	1980
	53:47
	Derek  BAILEY – см. тж. с: Peter  BR(TZMANN (в 'Jazz'); David  SYLVIAN (в 'Rock'); тж. на EMIT SERIES: Visions (в 'Jazz'); John ZORN ("Harras"); Jon  ROSE; Steve LACY (в 'Jazz');

Born -- Jan 29, 1932 in Sheffield, England

Genres -- Jazz 

Styles -- Avant-Garde, Free Jazz, Experimental Rock

Similar Artists: Sonny Sharrock  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Eugene Chadbourne  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Henry Kaiser  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Fred Frith

Roots and Influences: Django Reinhardt

Followers: George Lewis  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Henry Kaiser  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Dave Holland  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Evan Parker  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET The Art Bears  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Fred Frith

Performed Songs By: Henry Kaiser  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Gregg Bendian  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET John Zorn

Worked With: John Zorn  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Paul Haines  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET John Stevens  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Evan Parker  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Tony Oxley  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Kenny Wheeler  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Dave Holland  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Arcana  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Gregg Bendian  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Mary Margaret O'Hara  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Tim Wright  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Trevor Watts  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Jack Vorvis  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Mike Veal  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Henry Threadgill  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET John Tchicai  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Jay Stringer  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET David Stone  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Michael Snow

Derek BAILEY – см тж  c: John Zorn «Harras»; Eugene Chadbourne;

label: John Fahey’s  REVENANT (USA), release 1996

Derek Bailey with Min Tanaka

1. Rain Dance    27’35’’

2. Saturday dance    26’12’’

British guitarist Derek Bailey has plied his wholly original brand of free improvisation for over three decades. These live recordings of Bailey's 1980 'accompaniment' to Japanese dancer Min Tanaka, previously available only on a privately-released cassette, amply document Bailey's command of a highly individualized atonal language. Rain Dance is the work of a remarkable ensemble: Bailey's ringing tones, Tanaka's percussive movements, rumbling thunder, a downpour, and the patter of rain dripping from a leaky roof. Saturday Dance chimes and burns; a concentrated assault equaling the incendiary Incus Taps.

“Speaking publicly about their work, in interviews and so on, musicians regularly mention their influences, great figures—players, composers—from the past. And when I read these things I feel a certain envy; it must be a comfort, not to mention the added credibility, to latch onto one of these elevated figures.  Unfortunately, I can't do that.  I have been influenced by all kinds of people, but none of them seem to be famous 'historical' musicians. Most of my influences are people I've worked with—some well-known, some not—a long list which includes a number of non-musicians. Perhaps there are influences I am unaware of. But one person who has definitely influenced my approach to playing is the dancer Min Tanaka.

I don't work with Min continuously. I might go a couple of years without playing with him and I usually find, when I come back to playing with him, that he's changed quite a bit. Although he has a fairly constant vocabulary, his use of it and his approach to using it shift all the time. Now, he makes no sound at all, of course, or very little. But I like the way he works. I'm impressed by his courage, too. He really will have a go at anything.

The first time I met Min Tanaka was in Sapporo, Hokkaido, Japan, when he came to a concert I gave in May 1978. And it was later that same year, when he invited me to play with him at the Kitchen, then on West Broadway, New York, that we first played together. Subsequently, we've played many times in many places.

'Places' is a pretty feeble name for the sites that Min chooses for most of his performances. Glaciers, ditches, traffic islands, ploughed fields, up mountains, under bridges:—if it's there, Min will dance on it or in it. So, the site of our performance on Thursday, the 4th of July, 1980—an old disused forge in Paris—was not, in itself, particularly special, but when we played, the environment, as so often with Min, performed a significant role; La Forge had a glass roof, there was a brief burst of torrential rain, the roof leaked = rain dance.
Two days later, saturday dance, was a calmer affair altogether: the weather behaved itself  and the environment fell back on a nasty cough and passing traffic plus a couple of inexplicables. But I can't think of any occasion with Min that I could describe as 'usual;' none of his performances are, for me, typical.

Duo playing has no need of explanations, it seems to me. From the kind of bone-headed compatibility which seems to make many jazz critics happy to the most tenuous, sophisticated irrelationship, duos, by their nature, are all self-explanatory.  So, while nothing needs explaining, I thought it might be worthwhile emphasizing that the music on this record was made by a duo; at least.”

—Derek Bailey
Предупреждаем: бутлеговое качество концертной записи.

“What we have here is fifty minutes of genuinely exciting improv (now there's a thing!) -- some wailing, some scrabbling, some twittering, some bleating -- that still sounds vital. Even after 20 years and through the lo-ish fidelity recording (cassette presumably) there's a strong feeling that the players are really putting something into it -- and (obviously...) getting something out of it. (Euro improv often provokes the impression that the players might as well be sitting in deck chairs on Bournemouth beach, knotted hankies on their heads, in perfect synchronous harmony with the other senile denizens.) Finally, almost unbelievably, its a CD of improvised music you wish would go on longer -- how many can you think of? (Don't count the ones you're on, gentlemen.) And what higher praise...?”

------- STEFAN JAWORZYN, “Resonance” (UK)

	Derek  BAILEY
	Yankees
	1983
	44:30
	label: Celluloid Records 1983 / Charly 1998

Derek Bailey [ac&el g]; John Zorn (см.) [a&s saxes, cl, game calls]; George Lewis (см. в ‘Jazz’) [trb].

All selections composed by Derek Bailey, George Lewis and John Zorn are improvisations, heard as played.

1. City City City  8.26

2. The Legend Of Enos Slaughter  9.23

3. Who's On First  3.12

4. On Golden Pond  17.46

5. The Warning Track  5.25

1983's Yankees, originally released through the French entrepreneur-iconoclast Jean Karakos' Celluloid label is without question a bit of a lost gem, one of those recordings which has somehow slipped between the floorboards in the telling of sundry histories of jazz and improvised music. This may, ironically, have had something to do with the label which saw its release. Celluloid was one of the most important record labels in all areas of contemporary music during the early 80s, in itself a crucial period, one in which, in New York in particular, many previously discreet traditions, from improv to punk, from modern classical to a certain proto-world music, were in a state of constant collision and subsequent reshaping. Nonetheless, Celluloid now is perhaps best remembered for its contributions to some kind of expanded meta-rock music, a rock music which could and did draw on myriad inspirational sources, but rock music, nonetheless, music with power, and music with groove, a music perhaps best characterised by the various creations and involvements of Karakos' US partner in the label, Bill Laswell. Bottom Line: Celluloid has not been especially noted as a jazz label.

Yet Yankees is notable in so many respects that its oversight is unforgivable, not least because its three creators -- the guitarist Derek Bailey, trombonist George Lewis and the alto saxophonist John Zorn -- are three of improvised music's chief figures. Admittedly kick-ass players on one level, each has also simply thought about the process of improvisation at length -- in Bailey's case for over three decades -- expounding their own about exactly what musical improvisation is and developing new mechanisms by (and new contexts in) which to explore it.

The 67 year-old Britain Derek Bailey should, in the fourth decade of his career, genuinely need no introduction, yet he remains a musician far more widely known about than actually heard. Coming from a relatively straight jazz background in the early 60s, Bailey was one of a handful of British and European players who made a startlingly rapid transition from jazz to free jazz to pure improv, and while colleagues who took similar a route have since edged back towards the jazz mainstream, Bailey has remained committed to a non-idiomatic improvisation shorn of all strict rhythmic, melodic, harmonic and timbral patters. It's a commitment which has seen him do so much more than play the guitar. Along with a fellow traveller, saxophonist Evan Parker, he started (and to this day still runs) Incus Records, home to some of the most extraordinary records in the history of improv, and, along with Germany's FMP, one of the few to remain committed to the music with any serious longevity. His 1980 book, Improvisation, recently published in an updated edition, is a crucial piece of writing for any serious listener or musician approaching the subject, taking an overview of improvisation's practice in traditions all over the world (from the figured bass in Bach's organ compositions to jamming in rock music) and developing from this a thesis on where the music might go, if only economics did not prevail in the music industry. And, of course, Bailey set up Company Week, an annual festival held in London which sought to bring together musicians from radically disparate musical and national backgrounds to perform unrehearsed music in constantly shifting configurations. Although recently brought to a close, the Company festivals represented the very best in pure improv: a globalising, open-ended freethinking which has unquestionably borne a huge influence on mall improvised music since, if only by way of inspiration.

And yet, beyond all this, he is simply a stunning guitar player, an absolute inspiration to a generation of younger experimental improvising guitarists, among them Henry Kaiser, Elliott Sharp, Bill Frisell and even an avant-metal wunderkind like Buckethead. That guitarists often get Bailey's playing more than other players or listeners is understandable, for his command of the instrument's physical attributes, in particular his command of harmonics, is awesome. That the wider musical community is finally acknowledging Bailey's status as a virtuoso and as a thinker is very welcome, if long overdue.

Twenty years Bailey's junior, trombonist George Lewis has perhaps yet to acquire the guitarist's pretty much legendary status, yet he is certainly one of the music's prime thinkers. Like Bailey, Lewis emerged from a more or less straight jazz background and moved, during the course of the 70's, towards a far more radical approach (and can be heard, in purely improvised settings, on Bailey's Incus label). But where the guitarist's concern for musical context has been in terms of particular line-ups of players, and the resulting clashes in technique and tradition, Lewis' sense of context has resulted in far more interest in compositional process. Pieces like his monumental Homage To Charlie Parker have seen him develop ways of combining structures tor small and large groups of musicians which allow a huge scope for individual and group improvising. It's a search shared by, among other, Butch Morris, Ornette Coleman, Anthony Davis and, of course, John Zorn, but Lewis' music remains highly individual, not least for his considerably use of live electronics, whose use, often triggered by a midi-adapted trombone, he has been exploring for over a decade, with remarkable results.

At the time he recorded Yankees, the New York saxophonist-composer John Zorn, whose many major achievements yet lay ahead of him (and who knows? possibly still do) had spent the best part of the last decade obsessed with finding ways to marry the diametrically opposite poles of his two chief musical loves: pure improvised music (Bailey and Incus, it's worth noting, had been one of Zorn's heroes as a record-obsessed adolescent) and highly conceptual compositional process. The results he'd come up with by the early 80's were his now-legendary 'game' pieces, which took the arcane rules and schemata of certain sports and games -- among them lacrosse, hockey, pool, archery -- and used them to provide cues for group improvisation (some of the results, in all their obscure, searching yet wide-eyed glory are to be heard on the recently reissued 7 CD Parachute Years box-set). These are, of course, techniques which owe a huge debt to John Cage, and indeed, in the years since this session, Zorn's massive body of work as a composer and player (and, for that matter, as the instigator behind two crucial record labels, the New York-based Tzadik and the Tokyo-based Avant) have seen him emerge as arguably the most important American composer since Cage (and certainly one who recalls Schoenberg's description of Cage as 'not a composer but an inventor -- an inventor of genius').

Yet on Yankees, these concerns aside, we hear him as an improviser at his purest, playing at the furthest extremes of the alto's capabilities, often playing simply the reed (mirroring Lewis' use of the trombone mouthpiece on its own), summoning up structure and narrative spontaneously, adapting to Lewis and Bailey's playing constantly. 

So is Yankees three egg-heads testing their own ivory-tower theories in a shared lab for a couple of days, then? Well, listen to it: does it sound like it? No, categorically not. There is here a great deal of deep, deep musical thought occurring, but that's not what comes across to either a casual or a committed listen. Yankees is rather the sound of three players at hugely different stages in respective careers, simply revelling in the possibilities in each other's playing. All music is, of course, famously impossible to convey with any real accuracy in text, but pure improv like that heard here, without the convenient contextual narrative pegs on which to hang observations, is defiantly beyond description, elusive to the last. But in here there's passion, fury, intellectual rigour and, quite evidently, a great, great deal of humour (something all too often overlooked in writing about this music).

In the 15 years since this session's recording, each of these musicians has gone on to explore the music more and more thoroughly, in their own highly individual and influential ways (and, occasionally in one or other's company, it you'll forgive the pun), but Yankees remains special in all their canons.

Simon Hopkins, Kensal Green, London, November 1997

	Derek  BAILEY
	Derek BAILEY & Anthony BRAXTON:

“Moment Precieux”
	1993
	48:58
	label: Victo (Canada)

Anthony BRAXTON (см.) [a&s saxes]; Derek BAILEY [el g]. Perf. live, 1986.

Compositions:

The Victoria And Albertville Suite, part I and II (23’31’’ + 24’35’’)

OF INTELLECT AND ACCIDENT

Looking at them, and knowing anything at all about their respective backgrounds, it's doubtful that two musicians could be more dissimilar. But that's precisely the point. The music they make together, an unlikely harmony of intuition and abstraction, revels in exquisite serendipity. Intimate and open, it acknowledges the primacy of the (immediate) moment—spontaneity, attention, urgency—without denying its (eventual) opposition—sustained emotion, elasticity, tranquility. Like life, it can border on the cruel, find zones of comfort, confront illusion, seek the truth.
Here, the guitar becomes a percussive agent, agile and inquisitive; detached gestures and terse phrasing emphasize texture, projection. Tactile events—shards of splintered chords and ringing notes, resonating chunks—negotiate a new eloquence of melody. Blown reeds outline melismatic contours, suggest prismatic colors, but when provoked shift from conscientious narrative into "purer" expression, sheer timbre. Liquid motion defines lyrical states of being, all various and alert.

Together, they realize a duo of dynamics in human proportions. Nothing is constructed or certain, nothing is deliberate or denied. Form, an area of agreement however tacit, is once again the extension of content. In consort, point equals counterpoint. The key is that they need not adjust. There is no room for reconciliation; each event creates its own identity, its own space. Activity invents understanding, meaning: clear, dry polyphony is a transparent argument—vibrant, messy, serene—in an environment of tolerance and trust. Everything is melody. Everything is in order.
ART LANGE, October 1993

	Derek  BAILEY
	Drop Me Off At 96th
	1994
	52:47
	label: Skatter (Glasgow, Scotland)

D.B. – solo g

London, 1986; guitar: 1936 Epiphone Triumph

1. Drop Me Off At 96th
2. Listening To JR

3. Bunn Fight

Berne, 1987; gutar: Martin D18 

4. Mart Of Time, part 1

5. Interlude

6. Mart Of Time, part 2

7. Mart Of Time, part 3

At first glance, Derek Bailey possesses almost none of the qualities one expects from a jazz musician -- his music does not swing in any appreciable way, it lacks a discernible sense of blues feeling -- yet there's a strong connection between his amelodic, arhythmic, atonal, uncategorizable free-improvisatory style, and much free jazz of the post-Coltrane era. His music draws upon a vast array of resources, including indeterminacy, rock & roll, and various world musics. Indeed, this catholic acceptance of any and all musical influences is arguably what sets Bailey's art outside the strict bounds of "jazz." The essential element of his work, however, is the type of spontaneous musical interrelation that evolved from the '60s jazz avant-garde. Sound, not ideology, is Bailey's medium. He differs in approach to almost any other guitarist who preceded him. Bailey uses the guitar as a sound-making, rather than a "music"-making, device. Meaning, he rarely plays melodies or harmonies in a conventional sense, but instead pulls out of his instrument every conceivable type of sound using every imaginable technique. His timbral range is quite broad. On electric guitar, Bailey is capable of the most gratingly harsh, distortion-laden heavy-metalisms; unamplified, he's as likely to mimic a set of windchimes. Bailey's guitar is much like John Cage's prepared piano; both innovations enhanced the respective instrument's percussive possibilities. As a group player, Bailey is an exquisitely sensitive respondent to what goes on around him. He has the sort of quick reflexes and complementary character that can meld random musical events into a unified whole. 

Bailey came from a musical family; his grandfather and uncle were musicians. As a youngster living in Sheffield in the '40s, Bailey studied music with C.H.C. Biltcliffe and guitar with George Wing and John Duarte. Bailey began playing conventional jazz and commercial music professionally in the '50s. In the early '60s, Bailey played in a trio called Joseph Holbrooke, with drummer Tony Oxley and bassist (and later renowned classical composer) Gavin Bryars. In the course of its existence, from 1963-66, the group evolved from playing relatively traditional jazz with tempo and chord changes, to playing totally free. In 1966 Bailey moved to London; there, he formed a number of important musical associations with, among others, drummer John Stevens, saxophonist Evan Parker, trumpeter Kenny Wheeler, and bassist Dave Holland. This specific collection of players recorded as the Spontaneous Music Ensemble, which served as a crucible for the sort of egalitarian, collective improvisation that Bailey was to pursue from then on. In 1968, Bailey joined Oxley -- another musician interested in new possibilities of sound generation -- in whose sextet he remained until 1973. In 1970, Bailey formed the trio Iskra with bassist Barry Guy and trombonist Paul Rutherford. Also that year, Bailey started (with Parker and Oxley) the Incus record label, for which he would continue to record into the '90s. In 1976, Bailey founded Company, a long-lived free improv ensemble with ever-shifting personnel, which has included, at various times, Anthony Braxton, Han Bennink, Steve Lacy, and George Lewis, among others. 

The 1980s saw Bailey collaborating with many of the aforementioned, along with newer figures on the scene such as John Zorn and Joelle Leandre. Solo playing has always been a particular specialty, as have (especially in recent years, it seems) ad hoc duos with a variety of associates. Bailey later recorded an uncompromising three-disc set with a group that included the usually more pop-oriented guitarist Pat Metheny. Viper followed in 1998. Bailey's extreme radicalism makes for a difficult music, yet there's no doubting his influence; his methods and aesthetic have significantly impacted the downtown New York free scene, though many (if not most) of his disciples are little known to the general public. In 1980, Bailey wrote Improvisation: Its Nature and Practice, an informative and undervalued volume on various traditions of improvised music.

 -- Chris Kelsey, All-Music Guide

	Derek  BAILEY
	Derek  BAILEY  &  Henry  KAISER: "Wireforks"  (guitar duets)
	1995
	73:46
	label: Shanachie

Henry Kaiser – см.

   This is a pure analog recording done exclusively with custom-built triode vacuum tube electronics. It was recorded in the chapel of St. John the Divine, Santa Barbara, California. The microphone setting was the classic Blumlein arrangement. No noise redaction, equalization, compression, or limiting of any sort was used in making this recording. Microphones: Custom built vacuum tube design by Tim Paravicini of EAR using MILAB capsules. Recorder: Custom built 2-track vacuum tube Studer. [...]

   Streaks of rose, gold, silver and green spray across an obsidian sky, breaking up into showers of sparks that rain down​ward and decay into indigo night. As one fiery blossom fades, another two, three or four flare into sizzling centrifugal swarms with glittering tracers intersecting in cross-hatched arcs. During the hangtime of one pattern, others burst forth, rushing loud crackling messages directly into the tingling nervous systems of the onlook​ers. In a parallel aural universe, Wireforks, a collaboration between two of the world’s premiere improvising guitarists, boasts its own dazzling aerial displays, shatter​ing the silence and shedding new light on what Omette Coleman once called «the art of the improvisers.» While it continues to serve as the foun​dation for many of the globe’s great artis​tic traditions, improvisation is a process that has come to be misunderstood or, worse yet, taken lightly in the musical world of the late 20th century. For all too many «first world» musicians and their audiences, improvisation is a charade of practiced riffs deftly rearranged «on the spot,» a brilliant solo masquerading as jazz, rock, or new age spontaneity. The boggling pyrotechnics of Derek Bailey and Henry Kaiser, however, are launched from the unpredictable heart of the raw moment, and shower the landscape with the refined but evanescent essence of pure music, communication and self-expres​sion. From the reflective, acoustic opening moments of «Quick Match,» which almost sounds as if the two musicians have discovered a way of sharing a single guitar, all the way through to the extro-verted electric eccentricities and explo​sions of «Safe and Sane,» you can imagine Derek Bailey and Henry Kaiser sitting shoulder-to-shoulder, armed with noth​ing but their six-stringed instruments, their imaginations, and their remarkably empathetic joint intuition. Except for a couple of ECM recordings that found their way across the Atlantic in the 1970s, and some now impossible-to-find duets with Anthony Braxton on Inner City, and despite an «old world» discography of more than 100 releases, the work of Derek Bailey has been virtu​ally unrepresented in the United States. Most of his recent recordings now appear on his own Incus label out of London, where he hosts his annual «Company Week». Nonetheless, Bailey is commonly regarded as one of the foremost, authentic free improvising musicians on the planet, devising revolutionary techniques and semantics for the guitar akin to what Cecil Taylor has done for the piano. Indeed Bailey literally wrote the book on the subject—«Improvisation» (Da Capo) and he scripted and narrated the seminal British TV documentary series. On the Edge. His collaborators have included Cecil Taylor, Anthony Braxton, John Zom, Lee Konitz, Gavin Bryars and Brian Eno, among many others. Bailey’s ability to coax and cajole an unprecedented array of sounds from the guitar in combinations wholly of his own devise, was one of the main reasons Oakland, California native Henry Kaiser took up the instrument in 1972. Since then, of course. Kaiser has become widely appreciated in a variety of musical circles, appearing on over 100 albums, in a wide variety of musical idioms (collaborating with such diverse artists as Richard Thompson, Bill Frisell, Terry Riley, Diamanda Galas, John Oswald and Jerry Garcia), including myriad international collaborations  (notably  his  recent Grammy-nominated   recordings   in Madagascar with David Lindley) and many intriguing documentations of his own improvisatory genius. By inviting Bailey to join him in the acoustically exquisite church in Santa Barbara, California, where master engineer Kavi Alexander has also recorded such musical dignitaries as Ali Akbar Khan, Taj Mahal, Hamza Al Din, and Ry Cooder, Kaiser has made possible the first American record​ing that features a full, audiophillic expo​sition of Bailey’s pure, non-idiomatic improvisations. Although Bailey has remarked that playing with other guitarists usually ranks at the bottom of his list of priorities (he has never before recorded a duet pro​ject with another guitarist). Bailey has come to regard this recording experience as «a revelation.» «I wouldn’t know how

to describe in any detail what goes on when two people play together,» he says. «You can’t be in control of all these things, I don’t think it works like that. I think a lot of what goes on is subconscious. But to employ those subconscious strategies, if you like, it seems to me you have to be totally aware, on a conscious level, of everything that’s going on.» If the idea of totally free improvisation is to dispense with customary proce​dures, patterns, and habits, the music is nonetheless informed by each musician’s individual history of experiences, influ​ences, and technical innovations. With Bailey and Kaiser, those histories diverge and intersect at telling moments. For instance, in the case of Bailey — who played mainstream jazz and pop in his distant past — strains of everything from the 20th century musical theory and com​positions of Schoenberg and Webern to the ancient Chinese zither known as the chin (the only instrument known to have meticulously notated timbre) might be running through the vaults of his subcon​scious. While for Kaiser — who has recorded cover versions of rock songs by the Grateful Dead, Jimi Hendrix, and Captain Beefheart — the modem classical vocabulary of Ligeti, Stockhausen, Nancarrow, lves, and Xenakis also inter​mingles with the dynamics and timbres of Asian music, but especially from Korean and Vietnamese traditions. These personal but overlapping inter​ests act like invisible lubricants and irri​tants as Bailey and Kaiser extemporane​ously compose the 13 thorny tongs of Wireforks. Before long, their particular stylistic trademarks become discernible in the array of angular arpeggios, whispery finger and plectrum slides, and brittle breakneck runs (although it’s not evident whose pick drops to the floor three-quar​ters of the way through the elegant «Chrysanthemums»). What is astounding is the way Bailey’s unbelievably mercur​ial scratching and perfectly crystalline harmonics, for example, fit like missing puzzle pieces with Kaiser’s «folkier» con​cocted chords and sometimes spacious single-note picking (reflecting roots in country blues and the «American primi​tive» guitar of Robbie Basho and John Fahey, perhaps). Vocabulary elements aside, the musical structures that these two have instantly created are embodied with all of the structural density, integrity, beauty and depth of the most sophisticat​ed traditions of western art music: jazz and classical alike. Even when the crisp acoustic notes fly by at lightning speed, or course mysteri​ously in molten form through amplifiers on the electric tracks, even as time stretch​es and bends beyond all common sense, the music takes charming, logical shape from the newly discovered harmonies and peculiar but perceptibly interlocking rhythms that emerge from Bailey and Kaiser’s conversations. Everything mesh​es on a plane that is at once intuitive and concrete. As a listener, you eventually have no trouble figuring out who’s doing what, but that does nothing to diminish the delight of being unable to anticipate what’s coming next, or of hearing the world anew through an aural prism that only these two musicians, in this particu​lar time and place, can create.

 Derk Richardson

	Derek  BAILEY
	Derek BAILEY and the RUINS: "Saisoro"
	1995
	54:00
	label: Tzadik

Derek Bailey [g]; Yoshida Tatsuya (см.) [d, v]; Masuda Ryuichi [b].

см. тж. RUINS

A spectacular meeting of British guitarist Derek Bailey, one of the most creative improvisers, and the amazing Tokyo rock band Ruins.

In his seminal book titled Improvisation: Its Nature and Practice in Music, Derek Bailey notes the similarities in sound between avant-garde composition and free improvisation—as he puts it, their "shared inability to hold the attention of large groups of casual listeners" (1980: 98). Despite his insightful dis​cussion of the free improvisation movement, Bailey too is at a loss for an easy characterization of its music. He notes (1980: 99), "The lack of precision over its identification is, if anything, increased when we come to the music. It has no stylistic or idiomatic commitment. It has no pre​scribed idiomatic sound. The characteristics of free improvisation are estab​lished only by the sonic-musical identity of the person or persons playing it." "Whether a finished piece can on examination be considered a good piece of music in any terms is not the prime aim of free improvisation. It is, of course, a consideration, but more important as an objective is the promotion of the impro​visation, the raising of the improvisation to a level where all the players are involved equally and inextricably in the music-making act. And the achieve​ment of this experience is always seen as a liberation." 

	Derek  BAILEY
	Drek BAILEY, John ZORN, William PARKER:

"Harras"
	1995 
	50:18
	label: Avant

Derek Bailey [g]; John Zorn (см) [sax]; William Parker (см) [b].

1. Morning Harras.

2. Noon Harras.

3. Evening Harras.

wrinkled like a god

the true red of the real world

I’m still curious

dark bird, yellow eyes

flesh has imagination

bedridden and cruel

	Derek  BAILEY
	Lace
	1996
	57:17
	label: Emanem (England)

solo guitar improvisations

1. Let’s Hope We’re All In The Right Place – 29’50’’

2. We Could Be Here For A Few Hours  -- 17’56’’

3. Which Bit Would You Like Again?  --- 4’38’’

Derek Bailey has played in Los Angeles -- that unlikeliest of cities -- four times so far first in 1980 playing duos with Evan Parker at the Century City Playhouse (where I finally met him after a four year correspondence), followed by solo concerts in 1983 (when "performance artist" Harry Kipper opened for him with a fascinating performance, wearing a wagon wheel on his head ringed with burning candles, like Swedish girls wear at Christmas time, reeling and tilting in the dark and making cuckoo-clock noises), then in 1988 and the next year at LACE -- L.A. Contemporary Exhibitions -- located incongruously in the remote, abandoned-warehouse fringes of downtown L.A. Despite the city's well-earned reputation as one ignorant of / indifferent / immune to improvised music. Derek's concerts were all well attended -- stuffed to the rafters, in fact.

Days earlier, I'd interviewed him on my radio show on KPFK-FM, where we talked, in between cuts from his records, about his childhood, his early career(s), the trio Joseph Holbrooke, and the issuing of the first Incus record.

For the LACE concert, Derek played his 1936 Epiphone Triumph acoustic, using a cello pickup strapped to the belly of the instrument for some added body-resonance, the amplifying of which he controlled with a volume pedal. The recording quality is excellent, thanks to engineer Jim Lloyd, and guitarist Rod Poole's placing the two microphones close to the guitar, one picking up the string sound and the other pointed toward the loudspeaker.

It was a great privilege to attend this concert, for as you'll hear, this is Derek in peak form -- the music is brimming with invention, including some compelling thematic passages that themselves contain playing techniques I haven't heard Derek use before or since -- like those chunky, walking-rhythm sequences, with exquisite bell-like high notes ping-ponging off exploratory, mid-range single-note themes, both seeming to gradually approach then mesh into each other -- all propelled by a forceful momentum resulting in great moments of musical drama. (That some people can still detect no musical emotion in DB's playing is amazing to me.)

Truly an impressive example of Derek Bailey's seemingly inexhaustible creativity.

ANTHONY MOSTROM (1996)

DB particularly wants the whole of this superb concert to be issued, with no music edits, so here it all is. The only bits I have edited out are Anthony Mostrom's brief introduction, the opening applause, and a setting-up silence between the opening remark and the opening music. Unfortunately, the original recording has a one-second drop-out -- I have edited in the missing bit from Rod Poole's analogue audience recording, resulting in a momentary change in sound. 

MD (1996)

	Derek  BAILEY
	Guitar, Drums ‘n’ Bass
	1996
	39:06
	label: Avant (Tokyo)

Derek Bailey [g]; D.J. Ninj [drum programming].

1. N/JZ/BM (re-mix)

2. RE-RE-RE (up-mix)

3. DNJBB (cake-mix)

4. CONCRETE (cement-mix)

5. NINJ (de-mix)

6. PIE (amatosis-mix)

all compositions by Derek Bailey

см. тж. ниже его диск "Play Back"

[W]hether a finished piece cap on examination be considered a good piece of music in any terms is not the prime aim of free improvisation. It is, of course, a consideration, but more important as an objective is the promotion of the improvisation, the raising of the improvisation to a level where all the players are involved equally and inextricably in the music-making act. And the achieve​ment of this experience is always seen as a liberation.

--- Derek Bailey "Improvisation: Its Nature and Practice in Music" Ashbourne: Moorland Publishing, 1980
Who's afraid of the big bad junglists?

This interview with Derek Bailey was undertaken by Stefan Jaworzyn (of Shock records) in mid-1995. It originally appeared in the magazine Music from the empty quarter (an irregular publication), no. 12, 1995. It is reproduced here with the permission of Stefan Jaworzyn and Derek Bailey. The CD under discussion was released in August 1996 under the title Guitar, drums 'n' bass 
Jungle, eh? Breathes there a sentient human bean with an IQ into double figures who would admit to liking jungle? Kodwo Eshun's gobbledegook rhapsodising over jungle's 'attributes' (assuming one can begin to comprehend what he's talking about...) clearly illustrates some of the many seemingly inconsistent, incongruous & irreconcilable approaches to jungle - do you write about it, dance to it, listen to it on your stereo at home? Is jungle's metamorphosis from white label obscurity, blasted out at maximum volume in clubs and on pirate radio stations, to packaged and more easily marketed CDs a sell-out, a dilution of its musical integrity, a redundant & morally questionable music business scam? Was this stuff ever meant to be 'consumed', especially by middle class pseudo-intellectuals? Fucked if I know. As art it's as culturally relevant to me as '70s Munich disco. As music it has a certain unpleasant fascination (the old traffic accident principle) but it wears off faster than a drag on the old crack pipe... 

Well, perhaps there are other perspectives... A few months ago while Derek Bailey was showing me a short cut to Hackney Downs BR station I picked up on a comment he'd made earlier about how boring it was playing solo these days, and asked him if he still did any recording at home. The response was not what I expected... 'You're probably going to think this is absurd, but I've been playing along with jungle on the radio'. He explained in more detail what appealed to him about it, and a week or so later he sent a cassette... there can be fewer bizarre concepts than that of combining Bailey's guitar and jungle, but the tape sounded great. On a trip to New York he left a tape for John Zorn - and once Zorn got his hands on it events began to take their course... And at some point or other in the nebulous future we should be treated to a CD of Bailey improvising to jungle music prepared by Ninj, a Birmingham junglist... 

Who's actually funding this? Who's it for? 

It's for DIW or one of Zorn's labels - I suggested it to him. I've been playing along with jungle (taped from all-night pirate radio stations) for about two years now and I sent him a tape and suggested I could do a record. I think he was touring with Pain Killer at the time - him, Laswell and Mick. They must have listened to it then. Zorn phoned me up and he goes (imitates hyper American) 'Yeah, yeah, great, beautiful'... He said it would be a very quick project to record and release... 

So Zorn set up the deal with Ninj and Mick Harris? 

Yes. I was just the guy who went up there and couldn't find a seat... 

How did you get into jungle though? 

(DB plays with radio for a while - horrible noise drowns out our voices on the tape) The station's not there now - usually they've started by 5.30... They've no announcements - when they go off it just stops, when they come on it just blasts in... It's enormously loud - I get it accidentally sometimes when I'm just fucking about. So I've been listening to it, and I really like the way they do it on the radio - I have to say that in recent times it seems to have got softer, a lot less abrasive in some ways. There are more vocal samples, for example... But what I like about the radio is the live quality - although the stuff is records, they don't leave them alone - they'll talk over them, advertise gigs, order a pizza - the music's constant but with interruptions. It's very live - and with that sustained pace, which of course is inhuman... And it's nice to play long with, particularly as opposed to free jazz situations where the pace is often very slow. I've found it fantastic to practice with. So for a long time I've been doing that... 

I've always liked the parts where the music stops and drifts along - you get some ridiculous string orchestra, then it just slips a bit, the pitch goes or they slow it down or something. Then the drums come back - it's completely meaningless! I like that... What is a pain and can sometimes dilute it is the repetitive - looped or sampled - vocals... 

The funny thing is, I've never heard a jungle record, all I've heard has been off the radio - the only piece of recorded jungle I've heard is by Ninj! It obviously operates at a different level... 

So when's the CD coming out? 

Well at this point it doesn't exist. The project exists - I should have recorded it by now. I was due to record it in June in Birmingham... But it turned out they don't have chairs there, so I couldn't record it. Well, I did some recording... The jungle music's by Ninj - a beautiful piece, about 50 minutes - in fact it's five pieces I think. He does mainly studio work I believe - an interesting character. So he'd done his thing... I got to the studio - all this had been arranged from New York by Zorn and Laswell - the day before we were supposed to tape it. The studio was run by Mick Harris, a nice little place... I set up and tried a few things, then said to him, "Have you got a chair because I sit down to play.' And he said, 'No'(!) then, 'Well, there's one in there' but it was no good because it had arms. So he didn't have any chairs - but there was his drum stool. So I said, 'Well, I'll try the drum stool' but the drum stool was broken and it kind of weaved around. It spun round, but not only did it spin round but it conducted a circle in which it would spin - it would spin round in a circle, if you see what I mean - the upright was not upright... 

It swooped... 

Yep. So it was a fairly skilful business just keeping upright on it. (I should have asked Zorn for a chair. I realise now that when I got to Birmingham I should have phoned him and said 'There's no fucking chair here John - get a chair!'). We got talking about the way to record, and he played me a bit of the jungle stuff and I said, 'Don't play it just now.' Then I went back to the hotel, and I remembered about the chair, so I rang him up and said, 'Tomorrow, get a chair'. And he said, 'It's impossible.' So I left it with him anyway... I turned up the following day and there's no chair! I used the drum stool. It turned out that the drum stool wasn't really a problem. What was a problem was that Mick didn't seem capable of mixing a DAT and a live instrument. There were also some things that went on that were somewhat in the chair vein - like I played with the first piece then said, 'I'll just have a listen to that'. he replied, 'I didn't record it.' and I said 'What the fuck do you think I was doing?' and he said 'I thought you were just getting used to it.' So we started again. Anyway, we finished after about 40 minutes - by which time I'd been into the control box a few times. And by, let's say the third take, it was possible to detect that there was a guitar player. Now I was playing comparatively loud, but that doesn't mean anything if you're mixing - you're at the desk with a DAT and a live instrument - but there was nothing there (on the DAT). Eventually, as time wore on, I could hear some plinking and plonking behind this very nice jungle stuff - a bit like rain falling on a roof, very softly. I said, 'Just turn the fucking thing up Mick, don't worry about what it sounds like.' but we never made it onto the tape; after about 40 minutes my spirits started to sag... 

Uh...(Longish pause) So... 

(Laughs) Ninj was there - I have to say his enthusiasm was the only thing that was sustaining me - he seemed knocked out by what was going on. It's just that none of what was going on was making it onto tape! So I finally said, 'We're going to stop this now.' And Mick - it seemed with some relief - said, 'Yeah. Maybe you could record it at Laswell's studio.' I bet I could. And they've probably got chairs too... So the two lads helped me down with my equipment and I got a taxi back to the station and that was the end of that session... It just completely baffled me - he seemed so relieved when I said 'Let's pack this up'... It was getting louder, but I was getting exhausted - when it finally got to the point where it was starting to register on tape I thought it should have been over! 

Anyway, I've got the Ninj DAT and the aborted DAT, so I'll probably take it over to New York with me in September. I've talked to Zorn about it and the arrangement is that we'll do it with Laswell. 

So it's not as imminent as I'd originally thought... 

Oh well, these things... Zorn's releases are backed up to the turn of the century... 

So Laswell will engineer it? 

No, it'll probably be Bob Musso - he's very good. Plus I can borrow his amp - he's got a fantastic old amplifier... 

Bailey says that what he'd really like to do most is play a concert with 'live' jungle (ie: with a couple of DJs and several turntables for an uninterrupted flow of music), but there are obviously many attendant problems - not least the (presumable...) incompatibility of jungle and improvised music audiences, not to mention the difficulty of finding a suitable venue. I find this idea most appealing, and it strikes me as closer to Bailey's aesthetics than producing a CD with specially composed jungle. Well, I guess it now just remains to be seen what actually emerges from all the apparent chaos...

	Derek  BAILEY
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Derek Bailey Interview, 16 August 1996 

Q: How important is the visual element of a live-performance? Is listening to a CD as good as attending a live performance? 

DB: I assume for most people it is better because more people buy CDs than turn up at live performances. In fact, to some people it might be the only way they have ever encountered this music. You can still go to places and meet people who say that kind of thing: this is the first time they have actually been to a concert. Aficionados claim there is no substitute for listening to a live performance. As for playing - I don't know - I mean, the two are quite different things, making a recording and doing a live performance, but then in the way that I have worked in the past, very often they are in fact the same thing. Most records I have ever made are of live performances and haven't been made specifically as recordings. 

But making a recording as a separate thing I like. I wouldn't say it is better than a live performance, it's just a different thing and the playing is affected quite a bit - the process of making the music is affected radically I find. 

Q: In which way? 

DB: I have never tried to analyse it much, but I think it is about the fact that the audience is removed by 6 months or so. 

Q: Is it like listening to your own music on a multitrack machine? 

DB: No.No. The differences I mean arise when you go into a studio and just play with somebody as if it were a live performance, except that there is no audience and the performance restrictions, restrictions imposed by time and place, are changed, so that it doesn't have to be in the evening, it doesn't have to be between this hour and that. You don't have to stop in the middle while they sell sandwiches and beer and those kinds of things. And it is different - quite different, the environment... 

They don't use the term now, but the 'vibes' are quite different. 

Q: You have said all about this subject in your book. You talk about free music. Free from what? 

DB: Although it has diminished over the years there is still a somewhat anarchic element to this activity. It has now become much more regularised - in certain areas almost to the point of being staid, I think, - but there are still some anarchic characteristics to it. And one of the main ones is that, if you were to ask that question of anybody who plays this kind of music, you would get a different answer in every case. For me the answer is: it is free from ... Most of those things that I found to be accumulating as I got older as a musician. I worked as a musician for many years in what used to be called the 'band' business before I played this kind of music. As my career 'progressed' in that business I found the opportunities to pursue music in the way and for the reasons that I first started to pursue music, were diminishing, were getting less. I associate certain times working in night clubs as being quite free musically. At least, before the 60s. Even in dance halls it could be quite free, or anyway it felt free. But I found as my career ascended to what was considered to be fairly successful as a working musician - doing studio work and so on - it no longer felt as though I was doing what I thought I'd started out to do. There was more pay and less play. Then I bumped into this kind of thing and it felt somehow that I was pursuing what I had first started out to do.... This stuff is just about playing ,you see. For me it is all about this somewhat ill defined thing playing. . 

You can play certain kinds of music and you really don't play at all. You are functional and you do things, but you don't play. I find a lot of jazz became like that for instance. So I find in free playing there is more playing - and this is something I have said many times, but its a useful phrase for me - there is more playing per cubic unit in free playing than there is in any other kind of music. So the freedom is just to play more. I can play more in this music than in other kinds of music. 

Q: More than e.g. an orchestral musician? 

DB: In the way that I mean, I doubt whether orchestral musicians play at all. I suppose it boils down to: I can play more of what I want to play in freely improvised music. Now for me that's not a kind of music, its more to do with an instrumental approach or an attitude: a method of making music. 

I think the word free is meaningless. It is just one of those handy 4-letter words - like rock, or jazz. Somewhere down the line it has a derivation but nobody cares about that because now it has become a name.. I rather like it. But I play it because it suits me. 

Q: And by thinking that you feel comfortable in playing this free music, the audience will sense the same? 

DB: I have no idea about the audience. 

Q: You don't care about the audience? 

DB: No. Its not that I don't care. I don't know. I've thought about the audience intermittently for years and I know less about audiences now than I did when I first started thinking about it. Anyway, they are different to what they used to be but, really, I am ignorant about audiences. 

Q: So whenever you play in a concert you are surprised about the reactions of the audience. 

DB: I am surprised that they are there. I mean, one obvious thing is that audiences, people generally, don't like freely improvised music, otherwise the audiences would be larger of course. .. It attracts very small audiences. 

Q: Why is that? 

DB: They don't like it. 

Q: Does it take too much effort for them? This music is not nicely prepared in little well structured portions. They have basically to create their own structure in listening to the music.? 

DB: These are difficult questions for me. I don't know. To me it is my favourite listening. There are certain musics which are not improvised that I enjoy listening to, but actually I find music which is freely improvised provides me with the most listening satisfaction even if I am not playing it. So I don't know really. Audiences usually get to hear their music in such a formalised, highly structured, way, that when it is unformalised, it sounds incoherent to them. Most music organisational devices are about taming what seems to me to be the natural unruliness of music. I mean it is not just about packaging, it is about taming. ... And this might be how music becomes acceptable. But if you work outside those structures, then I suppose it makes sense that people who rely on those structures, can't tell what the hell is going on. 

Q: 90 percent of all musics in the world are improvised. Only our western music culture has this strange system of notating music. Maybe this was the reason, why tonality and harmony developed. 

If we listen e.g. to African drum music or South American, they certainly have certain patterns which they use and vary. When I listen to your music, it sounds to me rather abstract of all these recognisable patterns. It is basically abstract. 

DB: Using a term like abstract implies - would make me think of all music. All music I think is abstract to some degree. But I understand the point you are trying to make... I don't claim that, because most music is improvised, it is the same as freely improvised music. Freely improvised music is different to musics that include improvisation. When I put the book 'Improvisation' together, I found it useful to consider these things in terms developed in the study of language. And the main difference I think between freely improvised music and the musics you quoted is, that they are idiomatic and freely improvised music isn't. They are formed by an idiom, they are not formed by improvisation. They are formed the same way that speech vernacular, a verbal accent, is formed. They are the product of a locality and society, by characteristics shared by that society . Improvisation exists in their music in order to serve this central identity , reflecting a particular region and people. And improvisation is a tool - it might be the main tool in the music, but it is a tool. 

In freely improvised music, its roots are in occasion rather than place. Maybe improvisation takes the place of the idiom. But it doesn't have the grounding, the roots if you like, of those other musics. Its strengths lie elsewhere. There are plenty of styles - group styles and individual styles - found in free playing but they don't coalesce into an idiom . They just don't have that kind of social or regional purchase or allegiance. They are idiosyncratic. In fact you can see freely improvised music as being made up of an apparently endless variety of idiosyncratic players and groups. So many in fact, that its simpler to think of the whole thing as non-idiomatic. 

But should musicians be talking about this sort of thing? Doesn't it damage our anti-intellectual credentials? Noch ein grosses. Grunt. 

Q: Some people argue, that when you construct something written, you have much more time to think about balance and the relation of the parts to each other, while when you improvise it is just a permanent flow of time. You have to think very quickly and sometimes you miss it and sometimes there might happen something very interesting, but you can't guarantee it. So how do you see the relationship between well constructed structure and sound and what is on the surface, what reaches the ear of the listener? 

DB: Well, you pick your preference. If you want the other, you can have the other. If you want this stuff, you can have this... Its the Busoni - Schönberg dichotomy. Andy Hamilton wrote an interesting piece about this subject and he based it on the two different approaches to composition held by Busoni and Schönberg. So, for Busoni the immediate conception of a composition - usually at the piano I think - was the composition and from then on everything he did to it - so called refinement - diminished it; it reduced it's quality. For Schönberg , the opposite is the case. The initial idea is simply something to work on which, given sufficient diligence, can be turned into a wonderful work of art. So that's a kind of basic difference, even amongst composers. But I think for an improvisor, certainly from my personal point of view, that omits all kinds of things which I am quite attracted to, things like the accidental, the coincidental, the occasion ... Well. Whenever this comparison between composers and improvisors is made, it nearly always kind of grinds down to a comparison between a composer and a solo improvisor. And the really important part of improvisation, certainly as far as I am concerned, happens between people, between the players. It is also largely outside of individual calculation.And this is something that is beyond composition. And you can even have of course, as everybody has experienced, the absolute ad hoc experience, the first time you play with somebody, which is occasionally really magical. But the thing is, it happens between people. The best moments that I've found in improvisation often happen fairly early in a relationship with another person or another group of people. Later other kinds of things develop and the assumption is that this is an improvement. I'm not so sure. But, whatever.... None of this is about somebody sitting down and thinking up great ideas. All kinds of things can be brought to these unique situations beyond any single person's efforts. This is stepping outside the usual comparisons with composition. It is also stepping outside normal attitudes towards art. It is perhaps a supra-art activity or a non-art activity. I don't know, but it certainly has nothing to do with what normally passes as musical analysis. 

Q: Is group improvisation an attempt to bring life and art together? It has a strong social or sociological aspect. 

DB: You look slightly embarrassed using those terms. 

Q: I have the feeling that more and more the social aspects of music making are excluded. If you look at electronic music: more and more people sit at home in front of their computers and samplers. You can do it all on your own. Where is the communication? 

DB: Music's funny. Opera, for instance, appears to exist in a kind of balloon of fantasy having no detectable contact with any kind of reality. And the money it needs... Its the ultimate commodity; hugely expensive and totally useless. Freely improvised music for all it's faults, and its not short of those , is at least vulnerable to outside influences. One of it's attractions, I think. 

Q: Personally I find improvisations with small ensembles or solo improvisations more interesting than large ensemble improvisations ( like Company ). They are too complex, it can fall apart into anarchy. 

DB: They are often not coherent. But I think most of the time small group improvisation is just better. But when large group improvisation is good, it is quite amazing , something incomparable. In Company the great majority of the groups are small but I used to try always during the Company events to work towards at least one larger group, but without stopping anything else; letting other things, smaller groups, develop. But I agree with you. Some large group improvisation is garbage. It is a high risk activity and its not just difficult, its kind of impossible.But it still does happen that now and then, its really successful. And then its extraordinary. 

Q: An example is Lawrence Butch Morris. He creates clear sections. 

DB: It introduces coherence; whether you actually want it in that form is another matter. I mean lots of people do like to try and turn large group improvisation into something else a bit more tidy; they usually do it by imposing structures of one kind or another, don't they, like Butch with his conductions, Alexander von Schlippenbach with his scores and so on. Its OK. I just find that that is - I don't want to use the term easier, but I'll use it anyway - its kind of easier. And it sort of misses the point. I think I'd rather have the failures of the other thing, personally. 

Q: Whatever you do you will have a memory and there are some musical thoughts in your brain, what you did before ... I am sure you will use these things deliberately, e.g. elements of jazz, of classical music, chance operations, whatever. Could you describe which things influenced you? 

DB: I could describe some, but most of the things I am consciously influenced by are unhelpful. Mostly I try and find a way of getting past the direct influences. Now this is just speculative and I don't know how it will sound, but it could be that the real influences are subconscious, so you don't... I mean the New Orleans jazz idea of the mad playing fool, you know, who just goes out of his head and does it - there is something in that. There is a point which you can either reach for or just hope to get into by various methods like concentration or abandon, lack of concentration, technical facility. I don't know. To calculate about this is a bit difficult. But for instance, one of the most useful things I find is that - if I can arrange it and it is difficult to arrange - before I play, particularly if I am playing solo, I like to sleep, to sleep almost up to the time of playing, just for half an hour or even ten minutes. I find the older I get of course the more adept I am at doing this. If I can get into a situation where I can actually sleep just before I play, ... that is pretty near the perfect preparation as far as I am concerned. And I take that to be something to do with the fact that afterwards you are in a semi subconscious state and, while that might interfere with technical things,its better. Conscious influences I find not helpful. 

Q: I agree. Our normal everyday mind is rather small and limited in it's stupid rationality. 

DB: The longer you play the worse it gets; you have more 'reliable' devices and they become more offensive in some way. That is the great thing about playing with other people, particularly other people you are not familiar with. Sometimes, of course, its a mistake, I mean this is a high risk business. But given somebody whose playing you like then you've got their playing to go on, not just your own. I find I need as much help as I can get. 

You know, I sometimes work, on and off, with dancer, a Butoh dancer called Min Tanaka and he has changed quite a lot as a dancer over the years. And I don't work with him continuously. I might go a couple of years without seeing him and playing with him and I usually find, when I come back to playing with him, that he's changed quite a bit. Although he has, let's say, a fairly constant vocabulary ,his use of it and his approach to using it shifts all the time, it seems to me. And I realise I am quite influenced by him. Now he makes no sound at all of course or very little. , When I've read musicians interviews they will often talk about their influences (when I say read it is because musicians don't talk about their influences, except, it seems, when talking to journalists) and they usually quote names of famous musicians from the past. And when I read these things I often feel a certain envy because I have never been able to do that. I have been influenced by all kinds of people, but none of them seemed to be famous 'historical' musicians. ...And most of the people I am influenced by are people I've played with, some are well known, some aren't, but one is definitely the dancer Min Tanaka. I think I'm impressed by his courage, too. He really will have a go at anything. 

Q: Music can be on lots of things, not just in music itself. 

DB: One of the similarities between improvising and talking, which is also a kind of improvising of course, is that the same subjects recur and so the temptation is to respond in the same way. And even if this is the best, the 'true' response, it might no longer sound or feel right - simply because you've said the thing so many times before. I mean I am aware, when I am saying to you, 'I play free music because it provides more playing per cubic unit', that that is something I have said, what feels like, 100s of times. Its true enough, but the effect of endless repetitions is stultifying, I hardly know what I'm talking about anymore.So in order to keep the thing feeling fresh you look for different ways to say the same thing or try to find things that you haven't previously talked about. So talking about Min - as far as I am aware I have never actually spoken about Min as an influence before - is an attempt to make it more interesting to me, and so make it feel fresher. And playing, you see, is like that for me. 

Q: I think what you described is a very good example how musical improvisation could proceed. You quite often mention the phrase 'high risk activity'. I have the impression, fewer and fewer people want to take risks in the true sense. 

DB: That is true of everything, isn't it? 

Q: In this way your activity in free improvisation is political activity. It shows a certain way of activity which hardly exists anymore. 

DB: Yes. Like many fringe activities the main thing about it's political aspect is that it can be completely ignored, but it's political implications, I would have thought, are for most people quite frightening, quite drastic. I guess, for that reason they will always be ignored. 

Q: You have been for quite a long time in this area. Have you seen big changes on the audience side, in perception, the climate of these kind of things... 

DB: Oh yes, there have been many changes. 

Q: Were there better times? 

DB: I think the current time is very good, but you can never be sure how much your opinion is reflecting only your own situation. But it is a curious time at the moment, really curious... Somebody said - we just put out a video of a Company event in Japan and it is a very concentrated thing: two concerts and the video only lasts 26 minutes. So they are very tiny snippets - and somebody described it as being hard-core improvisation. Now it seems to me that there is no hard-core anything at this time. Everything is kind of soft-core. The focus is gone. The focus is diffused, widened ... I mean, in this particular musical activity there is nobody that I know of that works strictly on one kind of subgenre of the music, something that used to be quite common. 

There are a small number of people still playing in long established groups and they keep that going as a kind of commitment. And the economics of playing encourage that kind of thing, of course; the longer you play something the more work you are likely to get for it. But even those people, they still also branch out in all kinds of directions, which years ago would never have happened. Personally, I rather like this situation. I mean, I am quite attracted by this business of poking around in unfamiliar areas with unfamiliar people. And it seems to me to be a perfectly appropriate use of free improvisation. 

You know, its nice to find yourself caught up in some kind of musical tide, or at least wave, the feeling that somehow you are doing something with other musicians in your field which somehow feels significant. You are not sure where it is going but its going somewhere and you go with it. That is great. But most times that doesn't happen... and I think this is one of those times, when there are no tides or waves happening ; for anybody. But, of course......you never really know. These things are usually unanticipated and arrive unannounced. I have great faith in things happening that I don't know about. 

But what is happening now is more like some kind of stew, all kinds of things mixed up together. How far they affect each other, I'm not sure. 

Q: It is almost a contradiction in itself: improvised music always wants to find new ways. At the same time it wants to establish certain levels of what you can call 'good improvisation', criteria for good improvisation. 

DB: Interesting contradiction. 

Q: As soon as you can pin it down and codify it, it is no more improvised music any more. 

DB: I think it becomes a different version of improvised music. There are people who have done that. Once it - a style, a group - has a strong identity which is practised, pursued and polished by the people who are associated with it, then maybe it becomes something else. But very often the only appropriate name for it is free improvisation. 

Q: How much of your style is influenced by your guitar playing? 

DB: I don't know how much, but it is a large part. I think if I was forced to identify myself as something it would be as a guitar player. The instrument's importance has shifted around over the years , but it has always been somewhere in the forefront. You know, in the dim and distant, I worked for some years as an arranger, yes, it even involved some composing too; in particularly economically stringent times, also pre-historic, I have worked as a bass player. I've done some teaching. In more recent times I've organised concerts, run a record company , presented radio programmes, written a book, made a series of television films, done the dishes, but all these activities have been, for me, supplementary to playing the guitar, adjuncts to the guitar playing. But, I have never thought of myself as a musician who in some general way works in music. I am a guitar player. And as regards the way I play it - some of it comes out of these activities and some of it reflects the musics I've been involved in but I think all of it is also about playing the guitar. 

Q: Looking at your CV you were attracted to what I call second hand music in clubs, standards... 

DB: I was just trying to work as a musician. Well, that was the only music I knew. I don't come from an academic background, I come from a working class background. So the alternative to being a professional musician was not being a teacher, a lawyer, a nuclear physicist or whatever, it was delivering bread or milk, or working in a factory, all of which I did at various times, because the most common experience early in the career of a working musician is being out of work. And I didn't think of it as second-hand music. I thought it was wonderful. 

As a matter of fact I did study classical music, as we call it, at school, but I never thought of it as music. It was just something taught at school. Music was something I became aware of through the radio and through certain members of my family who were musicians and that was always jazz and popular music, although in those days the two were often indistinguishable. That was music. 

It might be of some interest to your listeners that I was at school during the 1939-45 war and German music was more or less not allowed. So we were taught that the major composer at that time was Sibelius and we got wall-to- wall Sibelius which is an experience I've never fully recovered from. Whenever I hear a note of Sibelius I dive for cover and take to the nearest air raid shelter. But I never associated that with music. It was something else. It was school. And it was only really when I left school, which was quite early, that I ever thought of being a musician, even though I played an instrument and I sang. And then I didn't want to be anything else... 

There used to be two kinds of musicians: orchestral musicians and band musicians. And orchestral musicians came out of music schools and band musicians didn't. So, naturally I became a band musician. Which I did for many years, nearly 15 years I suppose: dance bands, club bands, circus bands, pit bands, whatever. Some I preferred to others, but I didn't care too much as long as I was working; playing some kind of music. Originally there was a wish to play jazz, although for me that probably meant wanting to get Oscar Moore's job with the Nat Cole Trio. But there was plenty of evidence around me to indicate that if I wanted to play jazz, I was in the wrong place in the wrong time and maybe the wrong race. So it then became a question of working. As much as possible. 

Q: Do you ever play with very young musicians coming up now? 

DB: Yes. For instance, I just made a recording with, I suppose, two of the youngest musicians on the British scene, Alex Ward and Ben Hervey, who calls himself Dr. Switch. Together they form the group: '13 Ghosts'. They are an interesting pair. But Alex I have known for many years, 9 years or so; he is now about 21, I guess, a clarinet player. 

Young musicians are just young musicians. There are certain advantages and certain disadvantages. Usually, the attitude refreshing. And naivete is much underrated. Maturity, on the other hand, seems to be a totally bogus concept; some kind of front for careerism, cynicism and delusions of grandeur....... A fresh attitude is like a life support system for somebody as old and clapped out as I am. When I see somebody brimming with enthusiasm, I think, wow, I could use some of that. 

Q: Does Company Week still go on? 

DB: No, unless somebody asks me to do one. I used to organise one here every year, more recently with Karen Brookman, but I did it for 17 years, which seemed to me enough. In fact I would have preferred to have done it less... But I have done them in other places, e.g. in New York, in Japan, various places in Europe. 

...They are not an easy thing for a promoter to get enthusiastic about. 

Q: You can't make money. 

DB: If you say: well, I want to come with 8-9 musicians, I want to have at least 3 nights otherwise the thing won't work, there is no program and everybody plays every night - that is no good for a promoter. 

But, one of the main reasons I stopped doing them was there seemed to be an increasing number of things on the back burner. I always seemed to have to put other things aside, because we used to spend 6 months of the year putting this together from raising the money to finishing the thing. They were great occasions, I used to love it but they seemed to take more and more time. 

Q: How about your guitar book project? 

DB: It seems to be turning into an illusion; getting bigger and bigger, notes piling up , no end in sight... 

Q: In which country are the most interesting things going on concerning improvisation and free music? 

DB: Japan. There might be better things happening in Doncaster that I know nothing about, but within my experience it is New York and Japan and at the moment the two are very intermingled. Its not all to everybody's taste. But its certainly lively. New York is usually good, things work better in N.Y. People go out and listen. They live in such terrible places, they really have no alternative. So you can usually get to do something there.

	Derek  BAILEY
	TheSignOf4  Vol.I «StatementOf TheCase»
	1997
	62:51
	label: Knitting Factory; rec. on December 13th, 1966.

Pat Metheny [g]; Derek Bailey [g]; Gregg Bendian [perc]; Paul Wertico [perc].

	Derek  BAILEY
	TheSignOf4 Vol.II «TheScienceOf Deduction»
	1997
	61:20
	label: Knitting Factory; rec. on December 12-15th, 1966.

Pat Metheny [g]; Derek Bailey [g]; Gregg Bendian [perc]; Paul Wertico [perc].

	Derek  BAILEY
	TheSignOf4 Vol.III «TheBalanceOf Probability»
	1997
	68:11
	label: Knitting Factory; rec. on December 13-14th, 1966.

Pat Metheny [g]; Derek Bailey [g]; Gregg Bendian [perc]; Paul Wertico [perc].

THE BEST OF 1997
«It’s absurd and phenomenal, insulting and brilliant, insane and triumphant, catastrophic and magnificent, indefensible and essential.» – Occulus Magazine
«The music in Sign of 4, however uncomfortable it might make you, however heretical it might sound, is certainly full of the stuff of life.» – 5/4 Magazine
«Even though the year is but half over, it is safe to say that 1997 will not see a more provocative album than this pairing of guitarists Pat Metheny and Derek Bailey.» – Jazz Times
«The Sign of 4 will simultaneously be one of the most vilified and venerated records of 1997.» – Billboard
«...it is the kind of audacious, in your face, kiss my ass, dancing naked on a razor’s edge stuff that moves me.» – Joe McPhee (см.), reedman for Rashied Ali, Borah Bergman, Evan Parker and others
«A new category needs to be devised for this music.» – Julian Prieste, trombonist with Sun Ra, Max Roach, Art Blakey, and Lionel Hampton
Two guitarists, two percussionists, four nights, three CDs.

The Sign of 4 seemed to bring out the schizophrenic in jazz writers in 1997. Not quite sure what to expect from the coupling of Derek Bailey, one of history’s most renowned guitar improvizers and Pat Metheny, one of the world’s most recognized jazz guitarists, many seemed to waver between outrage and admiration, with few finding a common middle ground. They were joined by Gregg Bendian and Paul Wertico, longtime collaborators with Metheny, and the ensuring squall either rooted you to the floor or made you rush for the exit. ‘5/4 Magazine’ devoted a forum to the CD, inviting jazz musicians and writers to send in their comments. ‘Billboard Magazine’ sent a columnist to cover the live shows. And ‘Rolling Stone’ seemed to write about the record once every month or so. All in all. Sign of 4 succeeded in opening up a dialogue between traditionalists and modernists, new fans and old, unabashed acolytes and committed naysayers. Which is not a bad thing to expect in an album.

	Derek  BAILEY
	Derek BAILEY & Joelle LEANDRE:

“No Waiting”
	1998
	50:00
	label: Potlatch (Paris, France)   www.potlatch.digiweb.fr / potlatch@worldnet.fr  Distribution: Harmonia Mundi

Derek BAILEY [el g]; Joelle LEANDRE (см.) [b]. Rec. live at Motreuil, 1997.

compositions: No Waiting 1-5

What is there to write about? Music critics are well-known for falling into the trap of simply describing: remember Shaw's analysis of "To be or not to be.." as described by a music critic: "the interrogative infinitive opening phrase is, a brief linking conjunction, counteracted by its inversion.." There's no point providing you here with a blow-by-blow commentary. In any case, the fact that you're reading this probably means you belong to The Afficionados Of Free. This CD will probably take its place alongside others of its ilk by Parker, Brotzmann, Van Hove, and no doubt Bailey himself, including such latter-day pop classics as "Guitar Drums'n'Bass" and "The Sign of 4". Even though I believe this is the kind of record that should be slipped into a Spice Girls sleeve and given to unsuspecting and impressionable ten-year-olds, it's unfortunately true to say that Derek Bailey and Joelle Leandre will never fill a stadium in Rio or sell 250,000 tickets at Knebworth.

The late Morton Feldman described Samuel Beckett as a "fantastic word man". And he added: "I always felt I was a note man." Derek Bailey is a "note man" of the highest order -- no need to attack his guitar with screwdrivers, chains, paintbrushes and balloons (even though such extended techniques can be wonderfully effective in the hands of a Frith, Chadbourne, or Kaiser). Bailey's sound is out there, endlessly redefining its musical structure (can there be a better example of Stockhausen's concept of "moment form"?), continually recycling tiny exquisite pitch constellations with Webernian finesse. Indeed, his music could prove fertile ground for rigorous set-theory analysis a la David Lewin -- though that would involve weeks of patient transcription and even then wouldn't take into account its rhythmic intricacy and timbral sophistication (check out that use of the pedals!). What's more, in Joelle Leandre, Bailey has found a uniquely sensitive sparring partner. Check out the pitch play in the second piece here. No, scratch that, check it all out. Listen carefully now -- this is not music for the faint​-hearted.

"So what kind of music is that exactly?". You may be tempted to ask this question after No Waiting. But  whether you  call  it  non-idiomatic improvisation, free improvisation, free music or whatever other term you fancy, you will, given time, grow to love this music simply for what it is, a crystal-clear snapshot of a memorable evening at Les Instants Chavires, a great gig by two extraordinary musicians. No point shouting it from the rooftops -- your neighbours are too busy listening to Oasis --, just let's quietly treasure this rare gem. Shhh... It'll be our secret...

---- Dan Warburton

L'expression humaine s'exalte en musique avec l'improvisation collective, lorsque de simple facteur celle-ci devient à la fois le plus exigeant et le plus inventif des actes musicaux de liberté, enrichissant considérablement le vocabulaire et le monde des formes puisqu'elle ne s'interdit rien, aucune sonorité, aucun traitement, aucun alliage, puisqu'elle fait tout parler, et propage d'autant les possibilités de signification.

----- Alexandre Pierrepont

	Derek  BAILEY
	Derek BAILEY & Min XIAO-FEN:

“Viper”
	1998
	54:38
	label: Avant (Tokyo)

Derek Bailey [g]; Min Xiao-Fen [pipa]. Produced by John Zorn.

1. Bai Ha She (viper) 2’57’’

2. Huang Quin (skullcap) 3’46’’

3. Zhu Ye (various species) 12’18’’

4. Ba Qing Ye (woad) 4’38’’

5. Wan Er Wan (the jig is up) 2’01’’

6. Xiang Quing Quing (grains of paradise) 4’07’’

7. Sha Fen (gardens of paradise) 6’00’’

8. Zhu Shu (cinnabar) 18’35’’

Articulating Intercultural Free Improvisation:

The issue of labeling is extremely important for free improvisers. The 'label' is seen as a kind of fixing and for a practice that has radical heterogeneity as one of its principle ideals, reification of any kind becomes anathema. Derek Bailey contends that free improvisation is resistant to labeling “because diversity is its most consistent characteristic. It has no stylistic or idiomatic commitment. It has no prescribed idiomatic sound. The characteristics of freely improvised music are established only by the sonic-musical identity of the person or persons playing it” (1992).

But for Bailey the 'sonic-musical identity' of the free improviser should not be connected to a narrative of his origins through the use of sonic 'cultural markings'; instead. Bailey is interested in sounds which are 'neutral,' and which don't 'bring a lot of associations': what he is after is the 'dehumanization of over-humanized sounds' He says: “there's a certain sound, for instance, which is produced by a saxophone player when his soul is being stirred, which to me freezes the balls, it stops everything in its tracks” (1994).

	Derek  BAILEY
	Play Backs 
	1998
	63:23
	label: Bingo (New York)

1. D for D. 6:12

2. HK d&b (acoustic) 4:44
3. Resigned (electric) 4:08
4. Please Smile 5:15

5. Tickled 3 4:42

6. BKB mix 4:56
7. JP drums (acoustic) 7:54
8. Resigned (acoustic) 4:11
9. CLB drums (acoustic) 4:02 

10. Sasha 8:20 

11. J.0. Complete 5:02 

12. George 5:25
Rhythms by

1. Darryl Moore
2. Henry Kaiser
3. Casey Rice
4. John Herndon
5. Tied + Tickled Trio
6. Bundy K. Brown
7. John French
8. Casey Rice
9. Ko Thein Htay
10. Sasha Frere-Jones
11. John Oswald
12. Jim O'Rourke & Loren MazzaCane Connors
Throughout, I aimed to treat each track, many of which seemed to he complete in themselves, as a kind of ensemble I could play with rather than as a "backing" track. The exception to this is John Oswald's track, where I don't play at all. He's effected such an improvement on how my stuff usually sounds, I thought it better to leave it alone.

--- Derek Bailey

When I heard Derek Bailey's "Guitar, Drum 'n' Bass," (см. выше) I realized I'd never before heard Derek play with anything other than live musicians in real time. His willingness to do an album with sequenced samples led me to imagine Derek playing over all sorts of other pre-existing rhythms. I asked Derek if he'd consider making an album like this, playing over very disparate, pre-recorded rhythms. He said yes. I asked some friends to provide rhythms, some of whom contacted other friends, and soon a quorum of track makers was in place. Everybody far exceeded their assignment, which was vague: "Create an active rhythm that Derek would like playing with." Derek's enthusiasm during the process, which was rather long and full of blank spaces, never wavered. I am thrilled with the results and feel very lucky to have been there to help this one along.

--- Sasha Frere-Jones

	Derek  BAILEY
	Fairly Early (1971-80) 

with Postscripts (1987&1998)
	1999
	67:28
	label: Emanem (London)

http://members.aol.com/EmanemDisc/  EmanemDisc@aol.com 

File under: New Music / Free Improvisation

Improvised guitar solos by Derek Bailey – Acoustic (#3-7 & 11-14) and Amplified (#1-2 & 9-10), also with:

Anthony BRAXTON [fl, sopranino sax] (#3,4)

Kent CARTER [amplified double bass] (#9,10)

John STEVENS [perc] (#9,10)

#5-7, 14 – previously unissued (остальные в разное время были изданы только на виниле)

1 SIX FAIRLY EARLY PIECES

12:21

1971 July 26

2 IN WHOSE TRADITION? 

3 REHEARSAL EXTRACT - AREA 7 

4 REHEARSAL EXTRACT - AREA 8

0:35 

3:21 

6:42

1974 June 29

5 TUNNEL HEARING 

6 10% EXTRA FREE 

7 20% EXTRA FREE

7:18 

3:28 

3:49

1980 May 28

8 SELF-ERASING

0:15

1987 February

9 A BIT OF THE CRUST 

10 A BIT OF THE DUMPS

2:26 

3:30

1973 July 30

11 THE LAST POST - MORNING 

12 THE LAST POST - AFTERNOON

7:42 

8:22

1979 May 2

13 POSTSCRIPT

2:46

1987 June 12

14 POST POSTSCRIPT

3:49

1998 October 20

This disc comprises various items, mainly from Emanem LPs, that have not made it to CD yet. It is not meant to be a comprehensive portrait -- more a sort of scrapbook showing some of the different instrumental approaches that Derek Bailey has used over the years.

In his early free work, Bailey used a six-string guitar with pedal-controlled amplification. This allowed him, among other things, to instantly control the volume of each note sounded, and also to vary the volume during the course of a sound. Using this technique meant that notes could fade in and/or end abruptly, in direct opposition to what happens naturally. The SIX FAIRLY EARLY PIECES from 1971 are a fine example of this approach. They are a complete performance -- a set of miniature? that are "highly disciplined examinations of their material which, had they been composed by Berg or Webern. would be required study" (to quote Barry Witherden in Wire Magazine).  The stereo gives good separation between the sounds emanating directly from the guitar and those coming from the single speaker. (The source tape has several problems, and for that reason was originally issued in edited format on LP. Both Adam Skeaping and myself have recently spent many hours working on it to make it acceptable in its entirety.)

Around 1972, Bailey added another loudspeaker and another volume pedal to his guitar, enabling him to throw sounds around stereophonically in addition to what he was already doing. IN WHOSE TRADITION?, a short example of this modus operandi, is one of those informal moments when one is glad to have left the tape recorder running.

As an alternative to his stereo set up, Bailey was also using a 19-string (approx) guitar -- perhaps the only modified instrument he has used. This can be heard on the two 1974 REHEARSAL EXTRACTS with Anthony Braxton. As well as having several unconventional strings, including two that went around his feet, this guitar lent itself well to bowing, as can be heard. (The following day, Braxton and Bailey played their first duo concert, which can be heard on Emanem CD 4006.)

An edited extract from 1980 -- TUNNEL HEARING -- is an excellent example of acoustic guitar playing, which Bailey concentrated on after giving up stereo amplification around 1975. There is also an explanation to something which may have been puzzlincf some listeners.  The two EXTRA FREE extracts are more of the same without any explanation.

SELF-ERASING is a self-evident extract from a 1987 cassette letter which had no direct music content.

Back to 1973 for the two BITs, which feature a mono recording of the stereo guitar along with bass and drums, played by Kent Carter & John Stevens. These are excerpts from club performances by a Steve Lacy Quintet that also included Steve Potts. (Three complete quintet performances from this concert can be heard on Emanem CD 4024.)

THE LAST POST, an acoustic guitar cassette letter, was sent to my then wife (Madelaine) and myself when we were living in the USA in 1979. It is much too good to be heard by just two people, so it is included complete on this CD, apart from two cuts to remove some private parts from the MORNING section. (On the original LP release, I over-cautiously edited more out, so this version is a couple of minutes longer.) THE LAST POST, written on the eve of the Thatcher Winter, was in response to the LP release of DOMESTIC & PUBLIC PIECES (now available on Emanem CD 4001). It was also some time after Bailey's move from Islington to Hackney, hence the sonic introduction to the kitchen. (Voices other than that of the guitarist may be heard from time to time -- pay no attention to them, they are not worth listening to.)

POSTSCRIPT is all of the musical section of a cassette letter, sent to us when we were living in Australia in 1987. It was written the day after the commencement of the third devastating season of the Thatcher Winter, and features a newly purchased Martin guitar which Bailey did not keep for long as its non-standard width made it uncomfortable for him to play.

After I proposed the above compilation, Bailey decided to add a POST POSTSCRIPT which brings some things up to date.

MARTIN DAVIDSON (1998)
NATIONAL PROVINCIAL BANK Ltd. 5.1.68. "Your account is not being maintained on a satisfactory basis at the pres​ent time, and unless it is conducted to our satisfaction in future you will leave us with no alternative but to—"

DOWN BEAT. 11.1.68. 'Texturally subtle and varied, with impressionistic melody and harmony and calm structures to match, Bailey's work was both static and ecstatic." Victor Schonfield.

SOUNDS. 7.2.70. "Bailey's unique and individual guitar emerged as the peak of the evening."    Michael Walters.

JAZZ PODIUM. Sept. 1970. "Gitarrist Bailey hat eine ganz eigenwillige spieltechnik entwickelt, - - "

MELODY MAKER. 30.10.71. "Derek Bailey's first solo album is, however quiet it's kept, a major event in music - - The improvisations on the first side, four of then, are typically thought provoking. His playing, par​ticularly solo, absorbs the attentive listener wholly." Richard Williams.

NEW STATESMAN. 31.12.71. "-- he operates outside every accepted tradition. Bailey rethinks the whole strategy of what to do with the guitar -- It could be a bore if he did not have a built in austerity, an instinct for what works." Charles Fox.

TIME OUT. 6.1.72. "-- a constantly expanding vocabu​lary of legit guitar techniques and bastard devices."  Mal Dean.

JAZZ HOT. (PARIS) Sept. 1972. 'Musique qui exclut tout element pouvant apparaitre comme decoratif, qui offre (s'impose) dans une nudite impertinente. -- Bailey est un de ceux dont nous pensons qu'ils elaborent la musique d'aujourd'hui."

DONAUESCHINGER MUSIKTAGE. Oct. 1972. "Bailey has a spectrum of sounds comparable to that of larger ensembles. That's why he prefers to perform as a soloist. He combines the sound of the acoustic and electric guitars, employs every conceivable fuzz and feedback effect, and reproduces the whole thing in stereo."  Joachim E Berendt.

MIDLAND BANK Ltd. 1.10.72. "Unless you make a sustained effort to bring your account into credit we shall haw no alternative but to--"

	Derek  BAILEY
	Derek BAILEY & Steve LACY:

"Outcome"
	1999
	60:16
	label: Potlatch (Paris) www.potlatch.digiweb.fr  potlatch@worldnet.fr 

Derek Bailey [el g]; Steve Lacy (см. в 'Jazz') [s s].

Music by Derek Bailey & Steve Lacy.

rec. at Dunois, Paris (1983).

Frequently, when discussing duo recordings, writers and listeners alike get caught up in the concept of conversational dialogue, implying either a most nidi-mental give and take, or perhaps an encounter where two players run each other through an endurance test of will while putting their own manifesto across. Other schools assert tales of microsecond adjustments, where deft, seemingly telepathic communication takes place, as one player anticipates the other's next move. Not surprisingly, the duo of guitarist Derek Bailey and soprano saxophonist Steve Lacy fails to fit comfortably within any of these preconceived boxes.
Perhaps the best analogy in (non-musical terms) for this unique musical arrangement, is a partnership between significant others. Consider if you will, a first time duo, which can, like a young romance, be full of awkward politeness, and sheepish fumbling, while trying not to say (or in this case play) the wrong thing. Bailey and Lacy, despite relatively infrequent collabo​rations, are more akin to a well-seasoned courtship: one that permits the space for autonomy, interjection and debate, and selective inattention. Above all, in this instance, both of the involved parties retain their own distinct identity while relishing in, and learning from, characteristics.
That both Bailey and Lacy are compatible impro-visers who coexist artistically while sacrificing none of their own personality should surprise no one. Strangely, this recording marks only the second time their collaboration as a tandem has been documented. The other from 1976 was released as Company 4 on Incus records and has yet to be reissued, while three other recordings from the early to mid-seventies (The Crust, Saxophone Special, and Dreams) find Bailey working within larger Lacy ensembles. Why these two have worked together so infrequently is a bit of a mystery, for when two of the music's true visionaries share the stage, it is bound to be at the very least intriguing. On this Paris night, from the summer of 1983, there was no shortage of magic at the Dunois club.

Lacy is a compulsively analytical melodicist, extrac​ting all he can from a line before moving on to the next musical kernel. The saxophonist obsesses over his phrases, reworking, reshaping and re-conceptualizing his angle until there is simply nothing left. Bailey, on the other hand, is a wily improviser who seems to operate under the premise that the most logical path is the one to leave out. His convoluted arpeggios and humming volume pedal swells focus more on pitch and context than they do a conventionally understood meter or melody.
What seems on the surface, two potentially dis​parate voices, on this night found an interesting neutral zone, a no man's land where each player's voice overlapped into some vital developments. While Bailey is clearly listening, his attack and sense of pacing is quite different from Lacy's deeply involved, meandering excursions. Rather than merely accompanying him, Bailey antagonizes with a barrage of textural tension, which frequently sends the saxophonist reeling with some of his most jagged and vigorous playing committed to record in some time.
This duo works precisely because it does not rely on a conversational-like improvised dialogue. Instead, each player brings his own attitude and dogma to the table and forces the other into breaking from the tried and true comfort zone, and therefore eggs him into getting involved. Both players come away knowing more about themselves as musicians, and likely as human beings. Isn't that the whole point of playing music with other people?
-- Jon C. Morgan

	Derek  BAILEY
	Live at Lamar's
	1999
	27:42
	label: Shaking Ray Records www.shakingray.com
Recorded by Phil Prouty on March 24, 1999 at Lamar's in Chattanooga, TN.

Derek Bailey – guitars

Dennis Palmer – synth

Bob Stagner – drums

1. Dietrichson

2. Catfish Night

	Derek  BAILEY
	LOCationAL
	2000
	48:44
	label: Incus (London)  website: www.incusrecords.force9.co.uk 

e-mail: 113426.@compuserve.com 

Derek Bailey [g]; Alex Ward [cl].

1. Studio 1

2. Studio 2

3. Studio 3

4. Domestic 1

5. Domestic 2

6. Live

Magic surrealism -- Derek Bailey's transporting guitar

You could call Derek Bailey the King of Pling, if you're prone to onomatopoeia. But that'd be a bit too glib a description of the man who's done for (and to) the guitar what jazz giant Cecil Taylor did for piano. In the mid '60s, well into a career as an in-demand session player, Bailey loosened the shackles of tonality, time, texture, and tune to begin an exclusive relationship with freely improvised music, establishing a beautiful barnyard vocabulary of his own. 

This move cut into his music hall, radio, TV, and studio gigs considerably. Yet some 30 years later, in his own mid 60s, Bailey is now an acknowledged grandfather of the contemporary avant-garde. Save for a period of illness two years ago, he's still hot-footing into the studio and onto the stage, leaving a prolific trail of recordings. And the same curiosity that led him to map his own musical path curls like a happy sneer in his most recent CDs. Especially in his drums 'n' bass album with D.J. Ninj, his noise fest with Pat Metheny called The Sign of Four (Knitting Factory Works), and two just-available solo outings from the '80s, Drop Me Off at 96th (Scatter) and the reissued Music and Dance (Revenant). 

The disc with D.J. Ninj, guitar, drums 'n' bass (Avant) is among his finest recorded playing. (Check the series of Company albums on his own Incus label for other derring-do.) Bailey's freewheeling roar and DJ Ninj's densely programmed electro-beats benefit each other. In a sense, the guitarist had been practicing for this pairing for a while. Before meeting Ninj, he'd been fascinated by the drums 'n' bass music he'd heard on radio at home in London, and had taken to jamming along. 

Bailey brings an organic, unpredictable character to the pat sound and rhythm of Ninj's electronica, engaging the brain. Ninj handles the rump and gives Bailey a steady rhythmic base -- which most of his work lacks -- that makes the CD accessible for civilians. What's best is hearing how playing over a solid beat affects Bailey. He stretches to melodic heights, spitting out warm and curious little tunes throughout all six tracks. Most of his melodies last just a few seconds, but they're engaging. He also abandons his usual clean tone for aggressive distortion and piles up heaps of fast and nasty licks, so gritty they seem nearly out of character. It's a raw and lively, wholly fun set. 

The Sign of Four, three CDs cut live at Manhattan's avant harbor the Knitting Factory and at Sound on Sound Studios last December 12 through 15, is also raw, but not much fun. At least for the listener. The "Four" here are Bailey, Metheny, and percussionists Greg Bendian and Paul Wertico. They seem to enjoy raising a ruckus. It's just too much ruckus. Save for a few passages there's a shortage of dynamics and melodies. The music is a big, ugly blood clot. Editing to a single CD would have helped. I'm also reticent to accept Metheny's second calling as a dirty improviser. To me, it sounds as if he were copping Sonny Sharrock's shit without giving the late, great man props. 

The most pleasing things happen when the volume drops and details emerge: a guitar that sounds like a vacuum cleaner sneaks through the mix, eddies of feedback clang and swirl away, drums and tapped, muted strings dance an arm-in-arm soft shoe. 

For Bailey at his most typically Bailey, consult the solo sets. Drop Me Off at 96th is wonderful. It's witty and provocative -- Bailey at his intellectual and emotional peak. The melodies tipple through, electric sproings leap out when unexpected, his crisp picking (Bailey hand-makes his plectrums with a dental compound) defines every detail of his crooked path, pulling you hypnotically into a world where the sound of a guitar can be as intriguing and deep as a novel by Gabriel García Márquez. Let's call it magic surrealism. 

Listening to the way Bailey's notes spring, tap, and sway, you can understand why dancers are among his favorite collaborators. Music and Dance offers two nearly half-hour improvisations with butoh-disciplined Min Tanaka. And Bailey takes pains in the liner notes to point out that this is not music made to dance to but a collaboration of partners bobbing and weaving together. Since butoh dancers don't wear tap shoes (Bailey has more recently embarked on a series of video-taped improvs with a tap dancer), we can only imagine Tanaka's role. But Bailey's sonic ballet is enough.

-- by Ted Drozdowski

	Derek  BAILEY
	Mirakle
	2000
	70:48
	free-funk
label: Tzadik (New York)

Derek Bailey [g]; Jamaaladeen Tacuma (см. в секции ‘Jazz’) [b]; Calwin Weston [d]. 

Harmolodic Noise Funk for the 21st Century. The godfather of improvisation in a free-wheeling trio with the legendary Philly rhythm section of Jamaaladeen Tacuma and Calvin Weston, friends for over thirty years and veterans of Ornette Coleman’s Prime Time (см.), John Lurie's Lounge Lizards (см.) and various Blood Ulmer (см.) projects. Noise has never sounded so in tune, funk has never sounded so fucked up. You've never heard a meeting like this before, nor are you likely to again. Intense, fascinating and howlingly funny.

1. Moment

2. What It Is

3. This Time

4. Nebeula

5. Present

6. s’Now

British musician Derek Bailey is one of the world's foremost guitarists, as well as a distinct and unusual player. His arsenal of effects, splintering riffs, flailing lines and at times seemingly atonal music comes close to being the guitar equivalent of Cecil Taylor, minus the percussive elements. Rhythmic and harmonic patterns can be identified (occasionally) with some effort, but Bailey's a spontaneous improviser whose solos explode and evolve in a powerful, highly unpredictable fashion. Both his unaccompanied works and collaborations with Anthony Braxton and fellow European improvisers like Evan Parker are not designed for most tastes. Calling them non-commercial doesn't even address their uniqueness; outside of musicians and critics, it's hard to fathom many listeners who'd even want to sit through much of Bailey's music despite the fact he's an exceptional talent. But his work is quite different from anything you could hear elsewhere; it's sometimes abstract, other times lyrical, alternately acoustic and electric. Bailey's arsenal includes a 19-string guitar, ukelele and crackle-box. 

-- Ron Wynn
Под словом «миракль» может пониматься жанр народного те​атра, что-то вроде мистерии. И просто -- «чудо». Оформление мо​жет относиться и к тому, и к дру​гому: это — книжные гравюры, изображающие разную эзотерику, — месмерические опыты, кар​ты таро и т.п. Отрывисто-одно​сложные названия отдельных номеров звучат так, как будто вы находитесь на сеансе спиритиз​ма, к тому же четыре из них — фактически синонимы слова «момент» (Moment / This Time / Present / Now). Может быть, эти ас​социации были порождены хроматическим ходом вниз на тер​цию у бас-гитары, часто иллюст​рирующим моменты опасности в авангардном кино типа «хоррор»? Ни для кого, однако, не секрет, что названия в такой музыке, как правило, рождаются постфактум.

Но диск Mirakle, выпущенный фирмой знаменитого авангардис​та Джона Зорна -- Tzadik, и в самом деле чудо в любом смысле слова. Отпраздновавший в прошлом го​ду своё семидесятилетие, британ​ский теоретик и практик новой импровизационной музыки Дерек Бэйли встречается с двумя афроамериканцами — бас-гитаристом Tacuma и ударни​ком Calvin Weston. Оба — вдвое младше Бэйли. И в своё время иг​рали в группе Prime-Time Орнетта Коулмэна — тоже ветерана аван​гарда, но совсем другого – не «свободной импровизации», а чётко разработанной системы «гармолодики». В то же время Бэй​ли играл и drum'n'bass, Такума и Вестон — чёрный авант-фанк. В общем, «чудо» было хоро​шо подготовлено. Как и всякая профессиональная импровиза​ция, даже самая джазовая и са​мая свободная. [Ну, не всякая, не увлекайтесь, господа. (>S<)]

--- Салон AV

	Derek  BAILEY
	Derek BAILEY & Agusti FERNANDEZ:

"Barcelona"
	2001
	68:58
	label: www.hopscotchrecords.com 

All compositions by Derek Bailey

Derek Bailey – guitar

Agusti Fernandez – piano

BARCELONA 
more itself the eye pasted sound / physicist & dreamer / worker dancer
scrawled within the curvaceous 

sprawl of gaudi's cupola text/subtext as of the use of ( other)
voices - unadorned interiors in random pat downs
creating for most part non-linear arch-i-tectonics expressive pile ups he i mean ya see it's just that.....
interlocking pinnacles travel on conversation peace dialogues purer than thought
life in telling like exploring ABCs fascinating heights uncompromised accommodations "To be original is to return to the origin" * the harmony of LIGHT

((rather than trying too hard to be music >>>
just become music ))

space/ cylinder within bell interesting the way cautious interferes w/ defiance & freedom accumulates somewhere in the-tween sketches itself <-> then goes to extremes to ward off extremes

oh lorca your sweetly pungent blood smeared within my environs
built on the collapse of gov'ts in painfully long instances -so many hands filthy clean
w/ only the pot left
while they (the never accused guilty ones ) luxuriate inside the slain heroic head of the black/red scapegoat.
* gaudi

-- Steve Dalachinsky nyc 2.02

	Derek  BAILEY
	Ballads
	2002
	41:31
	label: Tzadik

Derek Bailey [g].

Yes, this is for real.
Experimental guitar wizard Derek Bailey performing a program of jazz standards in his own inimitable, enigmatic style.
One of the most vexing and enjoyable CDs Derek has ever made. You have got to hear it to believe it! The master pioneer of non-idiomatic free improvisation performing compositions from the American Songbook.

WHEN DEREK BAILEY, THE MOST HERE/NOW OF MUSICIANS DECIDES AFTER so many decades to record jazz standards, it means something special. I've always felt, and I think DEREK would agree, that the past is usually past for a reason. Although it contains objects pried from our tearful embrace by cruel fate, most of it is simply what we've chosen to throw away: garbage. The fact that we'll all someday be on the heap ourselves is no reason to be sentimental.
AND SO, WHAT HAS DEREK BAILEY BEEN DOING AT THE  DUMP? I rang DEREK up and asked him:
"It was ZORN's idea"

"The fact that I was going to play a standard did something interesting to the improvising."

"I bought this guitar that was totally inappropriate for playing standards but…"

"I'm not interested in Improvised Music with a capital I and a capital M. I am interested in improvising."

"I thought, maybe there's something there."

THE RESULTING RECORDING IS UNLIKE ANYTHING I'VE EVER HEARD. The improvisations of JANGO REINHARDT and the Theme and Variations pieces of WEBERN are distant cousins. BAILEY interweaves minutes of improvising with jazz standards into a single continuous performance. The standards are beautiful. The improvising parameters draw on the vocabulary of free improv and are far wider than those normally employed in jazz. Yet I don't hear this as a pastiche work, juxtaposing a preconceived concept of free improvising, against a preconcieved idea of how to play jazz standards. The approach is integrative, standards inform the improvising and vice versa. How they do so is both mysterious and strong.

THE RESULTS ARE SO STRIKING YOU WONDER WHY MUSICIANS DON'T play like this all the time. But even for people who do a lot of improvising, it's difficult to improvise freely once the idea of a structure has been introduced. Its practically a reflex, at least among those musicians with enough training to actually play a jazz tune, to cling to the raft of the nearest song structure, even if it's sinking. DEREK BAlLEY's mastery is evident in his ability to resist this temptation and let the song be what it is while letting the improvisation go where it goes. The beautiful paradox is that this doesn't sever the relation of song to improvisation, but creates deeper, less predictable relations.
I DON'T KNOW WHETHE'R OR NOT DEREK BAILEY NEEDED TO PLAY JAZZ tunes or simply felt like it. But in the world of jazz guitar, this is the best and most pleasurable recording since JANGO REINHARDT's series of Improvisations; and the most innovative since BLIND WILLIE JOHNSON recorded Dark Was the Night, Cold Was the Ground.

--- Marc Ribot, February, 2002

1. Laura (David Raskin)

2. What's New (Johnny Burke, Robert Haggart)

3. When Your Lover has Gone (E. A. Swan)

4. Stella by Starlight (Victor Young)

5. My Melancholy Baby (Ernie Burnett)

6. My Buddy (Walter Donaldson)

7. Gone with the Wind (Herbert Magidson, Allie Wrubel)

8. Rockin' Chair (Hoagy Carmichael)

9. Body and Soul (John Green)

10. Gone with the Wind (Herbert Magidson, Allie Wrubel)

11. Rockin' Chair (Hoagy Carmichael)

12. You Go to my Head (Fred Coots)

13. Georgia on my Mind (Hoagy Carmichael)

14. Please Don't Talk About me When I'm Gone (Sidney Clare, Sam H. Stept, Bee Palmer)

	Derek  BAILEY
	Pieces for Guitar
	2002
	38:47
	label: Tzadik

DEREK BAILEY - guitar

1. G.E.B.    (in memory of my father George Edward Bailey)
2. HAUGHT

3. THREE PIECES FOR GUITAR  3.07
4. BITS    9:49
5. PRACTISING: WOW & STEREO
6. IMPROVISATION ON GUITAR PIECE NO. 1
7. IMPROVISATION ON GUITAR PIECE NO. 2
Private recordings of incredible historical importance, Pieces for Guitar presents the earliest known solo recordings of guitar innovator Derek Bailey. Dating from 1966/7 these pieces were recorded for personal study during a transitional period and include some of the only instances of him performing his own written compositions!!
These fascinating recordings offer us a rare glimpse into the secret world of one of the most original and respected guitarists in the world.

NOTES BY DEREK BAILEY
By this time, 1966/7, I knew I was exclusively interested in a freely improvised way of playing. These pieces, with the exception of the first, were never intended to be more than a means to facilitate tnat aim.
Then, my way of playing the instrument— conventional, jazz-related — didn't seem to me to be the best means of pursuing this aim. I don't mean it wasn't possible; I had for some time already been playine free improvisation with Tony Oxley and Gavin Bryars with great satisfaction and musical reward, but I was attracted to trying to find a more idiom-independent technique.

The guitar and guitar-type instruments can be found in most kinds of music. In every case the way of playing the instrument is integrated into the music. In many musics it's the main characteristic or the music, developed along with the cultural/national/ethnic associations of the music. None of these ways of playing were particularly relevant, it seemed to me, to free playing. Maybe they didn't need to be; for some maybe tnat was the point. But, being a conventional sort of musician, I wanted to look for a way of playing tnat would be particularly fitting tor free playing and where some characteristics of the guitar not tied to particular musics might be combined into a way of playing.
My strongest single influence at this time was Webern, seemingly remote from improvisation. The library close to where I was living had the recordings made by Robert Craft of Webern's compositions. Not an enormous corpus, I copied them on to a single reel of tape and played it almost daily. Perhaps obsession is a better description than influence.
Obsessions don't necessarily last long but it was a start. "Composition" quickly fragmented into short items — phrases/Bits/notes/all sort of things — collected in notebooks, a practice I've maintained ever since. It seems useful and, anyway, I enjoy it.
POSTSCRIPT
The daily recital of around two hours of Webern had a marked, sometimes dramatic, effect on the other people living in the house. During this period I was living in London just off the King's Rd in a bedsitter — a one room apartment. A very '60s kind of place. The twenty- three year old landlady, or concierge as she liked to oe called, was a costume designer for rock groups, regular visitors to the house. An ardent Stones fan, she would play their records as retaliation whenever the Webern started. It might be of some musicological interest that every battle, to judge from her eventual screams and frantic banging on my door, finisheowith a triumph for Webern.

	Derek  BAILEY
	Derek BAILEY & Franz HAUTZINGER
	2002
	67:03
	label: GROB   head@churchofgrob.com  www.churchofgrob.com  www.gomberg.at 

Derek Bailey [el g]; Franz Hautzinger [quartertone trumpet (made by Franz Weber Inzell / Germany)].

music by Derek Bailey & Franz Hautzinger

rec. in London

1. Tea_5:54 

2. Cricket _11:50
3. Talk _15:36
4. Contracts _ 4:39
5. Weather _ 5:22
6. Appointment _ 7:54 

7. Details _ 3:58 

8. Krautrock _ 5:09
9. The Vietnamese Driver _4:15
10. Out 147 _ 1:15
11. Good B_0:46

	Daniel BACALOV
	Piero MILESI & Daniel BACALOV:

"La Camera Astratta"
	1989
	50:19
	minimal

label: Cuneiform Records (USA)

Composed and produced by Piero MILESI (см.) & Daniel BACALOV.

rec. & mixed in Milan

"The abstract room is a mental space. 

While strolling, in a moment of suspension, one lets oneself be submerged by sensations, obsessions, memories, images…"

	Alexander BALANESCU (& BALANESCU  QUARTET)                 
	Michael Nyman:  String Quartets 

№ 1, 2, 3.
	1991 
	63:17
	A.Balanescu -- см. тж. с: Gavin BRYARS; Dagmar KRAUSE (в т. ч. с BALANESCU  QUARTET на CD "Camera"); Carla BLEY “Big Band Theory”; John  HARLE; в составе MICHAEL NYMAN BAND; FUTURE  SOUND  OF LONDON;

pre-composed + free-composed compositions

label: Argo
Balanescu Quartet: Alexander Balanescu [violin I]; Clare Connors [violin II]; Bill Hawkes [viola]; Nick Cooper [cello]. 

The Balanescu Quartet was formed in 1987. Although based in London. Quartet has an international character. Its members come from very different backgrounds, each bringing to the group special skills and experience in various fields of music. What links the musicians is a strong desire to explore, in both contemporary and classical music, a repertoire neglected by other ensembles. They believe passionately in new music that communicates directly with the audience and in making older music sound new. They actively seek out new contexts and new venues for performance.

   NYMAN:  “These three string quartets were not conceived as a series. They owe their origins to three very different circumstances: the First was commissioned by the Arditti Quartet in 1985; the Second, for the Balanescu Quartet, was commissioned in 1988 by Shobana Jeyasingh, while the Third was written at the suggestion of Alexander Balanescu for a concert at the Queen Elizabeth Hall in London, in 1990. However, viewing these three quartets together for this Argo recording has revealed a consistency of compositional approach which quite unwittingly unifies them and sets them distinctly apart from my other works. Each quartet is built around the principle of conflict — not necessarily conflict between the instruments, as is the traditional view of the quartet medium — but more interestingly (since it was not a conscious approach) conflict between sets of musical material which appear to be at odds with each other, between the pre-formed and the freely-composed. In Quartet №1, for instance, between two discovered objects separated by three centuries; in Quartet №2, between strictly observed Indian rhythmic systems and a doggedly European sensibility; and in Quartet №3  between a choral work I wrote in the summer of 1989 and a number of Romanian folk music fragments. [...]

	Alexander BALANESCU
	Byrne / Moran / Lurie / Torke
	1992 
	52:45
	label: Argo

1. David Byrne: High Life For Strings  --  4’ 27’’

2. - 5. Robert Moran: Music from the Towers of the Moon  --  15’ 56’’
6.  - 11. John Lurie: Stranger than Paradise  --  15’ 46’’

12. Michael Torke: Chalk  --  16’ 15’’

What makes each of the different composers on this album so specifically American is the fact they they are so individual. Not being constrained by the more rigorous European tradition, each one has come to develop his unique field of expression and sound world.

The source of inspiration for John Lurie and David Byrne is folk music; urban blues and jazz for John, world music for David. Robert Moran and Michael Torke have been influenced by a 'minimalist' tradition, but have developed their musical language far beyond the limits of that school.

Working on this album has been really exciting, especially as it represents a development of personal links with three of the composers, Lurie, Byrne and Moran, and the beginning of an interesting collaboration with Michael Torke. I've admired Michael's music for a long time, and felt always that he would write a very strong piece for the quartet. We started sharing concerts with John Lurie some years ago, and unexpectedly discovered common musical ground, which we have subsequently built on. Ever since meeting David Byrne when I played at the Guggenheim Museum in New York (1987), I have been looking forward to receiving a piece by him.

Last year I recorded Open Veins, Robert Moran's piece for solo violin and ensemble, and was so immediately struck by the power of the music that I asked him straight away whether he might be interested in writing for the quartet.

There's been a kind of positive chemical reaction with these composers that is hard to describe, but which, I hope, comes out in the playing. This album represents, in a way, a fulfilment of several dreams.  – Alexander Balanescu
High Life For Strings was commissioned by a festival called New Music America, an annual performance series that takes place in various 'host' cities and which spotlights mostly 'New Music', as it is sometimes known. Other people call it noisy, boring, or difficult. And sometimes those are the people who like it! [...]   -- David Byrne
[...]

	Alexander BALANESCU
	Possessed
	1992 
	69:34
	label: Mute

avant-garde string quartet.

Оба Mut’овских CD (Possessed / Luminitza) содержат авангардные обработки популярных и народных мелодий, острые и насыщенные; собственные вещи Balanescu — более жёстки и напористы.

The Balanescu Quartet  was formed in 1987. Although based in London, the Quartet has an international character. Its members come from very different backgrounds, each bringing to the group special skills and experience in various fields of music What links the musicians is a strong desire to explore, in both contemporary and classical music, a repertoire neglected by other ensembles. They believe passionately in new music that communicates directly with the audience and in making older music sound new. They actively seek out new contexts and new venues for performance.

Robots (Hutter/Bartoff/Schneider) ........................ 8’ 39’’

Model (Hutter/Bartoff/Schulz) ........................ 3’ 42’’

Autobahn (Hutter/Schneider/Schulz) ............ 6’ 18’’

Computer Love  (Hutter/Bartoff/Schulz) ............... 6’ 16’’

Pocket Calculator  (Hutter/Bartoff/Schulz) ........... 3’ 45’’

Possessed (Alexander Balanescu) ................... 16’ 50’’

Want Me (Alexander Balanescu) ................... 7’ 40’’

No Time Before Time (Alexander Balanescu) ...... 10’ 58’’

Hanging Upside Down (David Byrne) ................. 4’ 55’’

	Alexander BALANESCU
	Luminitza
	1994
	50:51
	label: Mute

Balanescu Quartet: Alexander Balanescu [violin I]; Clare Connors [violin II]; Andy Parker [viola]; Nick Cooper [cello].

1. East

2. Chain

3. Democracy

4. Still With Me

5. Link

6. Revolution

7. Link Again

8. Luminitza

9. Mother

Revolution is great. It’s fun... It makes for such good value television. Freedom to kill, to die, and live like us. I can’t wait for the next one

	Alexander BALANESCU
	Angels & Insects
	1995
	49:08
	label: Mute (Great Britain)

Music composed and directed by Alexander Balanescu.

Performed by the Luminitza Chamber Orchestra and the Balanescu Quartet.

	Alexander BALANESCU
	Kevin VOLANS             String Quartets №2: “Hunting: Gathering”,               №3: “The Songlines”
	1994 
	57:19
	label: Argo

“Hunting: Gathering”:

1st Expedition  --  10’ 00’’

2nd Expedition  --  10’ 55’’
3rd Expedition  --  2’ 55’’
“The Songlines”:

Striding Dance  --  8’ 53’’

Songline  --  18’ 35’’

Standing Dance  --  5’ 26’’
О  Kevin Volans и о “Hunting: Gathering” см. тж. в: Kronos Quartet: Kevin Volans “Hunting: Gathering”; K. Volans см. тж.: Kronos Quartet “Pieces Of Africa”.

Kevin VOLANS:  When I wrote “Hunting...” in 1987, I had grown tired of the ‘composition etude’ — the one-idea piece. I decided to try and write a piece which included as many different musical fragments as possible, strung together in a pseudo-narrative. To keep the fragments separate, each is written in a different key. As I wanted the different pieces to come and go in a random fashion like images or events on an unplanned journey, my principal problem was how to move from one key to another without any sense of development (i.e. without modulating). I was also consciously trying to keep the overall scale of events constant, not allowing one piece to dominate the others unduly — rather like viewing everything against a fixed background. In “Hunting...” I made reference to several different pieces of African music, ranging from very rough approximations of style to more or less precise transcription: principally the music of the Hamar of Ethiopia, the Ba-benzele pygmies, kora music from Mali, lesiba music from Lesoto (the lesiba is a single-stringed instrument which is blown!) and a little set of variations on the piece Muthambe, which was played by a famous nineteenth-century mbira player and medium, Pasipamire, of the Shona people of Zimbabwe. There are also several more private references to Scarlatti, Handel, Stravinsky and my own pieces.

       I wrote “The Songlines” quartet in the summer of 1988 whilst staying with Bruce and Elizabeth Chatwin in Oxfordshire. Chatwin described his novel as ‘an imaginary conversation on an imaginary journey’. For me, the conversation in this quartet is between abstract and concrete imagery in music. The journey is an exploration of the nature of material. Phillip Guston  tells of working on a painting in the 1950s where, in an effort to get away from form and into the material, he stood close up to the canvas, working quickly and not stepping back to look until the work was finished. In the main body of this piece (principally the second movement), I juxtaposed very different kinds of music in the order they occurred to me, not thinking ahead, and allowing the material to unfold at its own pace. If there was a ‘sense of form’ at work, it was covert. However, I didn’t use everything that occurred to me. I tried to follow Guston’s suggestion of ‘eliminating both that which is yours already and that which is not yet yours’ — in other words, keeping only that which is becoming yours.

          In “Hunting...” I exercised some structural control over the piece by trying to keep all the material at the same scale. In “The Songlines” quartet the images appear unevenly and abruptly, as in a dream, some writ large, some modest. In this revised version of the piece I made some concession to formal thinking by framing the central section with two dance movements. The first movement is built on various running and walking rhythms and includes references to Zulu guitar music and a Zulu iHubo (clan of regimental anthem). In the second movement there is a paraphrase of music from the Hamar of Ethiopia and a Zulu whistle piece. The third movement is indebted to the music of Mali. I used these references as a ‘concrete’ foil to the more abstract music in the piece. Africa becomes a passing memory: my harmonisation and re-working of the music dispels a sense of locale. But it is above all the choice of medium, the string quartet, that places the material firmly in the Western classical tradition. Japanese prints informed every aspect of Van Gogh’s choice of oil paint on canvas makes the painting Western European. His handling of the medium makes it personal, even when, in the very late pieces, he repaints the works of Rembrandt, Millet or Delacroix.

	Alexander BALANESCU
	Arabian Waltz
	1996 
	58:08
	label: enja

THE MUSICIANS:

Rabih Abou-Khalil (см. в: ‘Jazz’) - oud 

Michel Godard - tuba, serpent

Nabil Khaiat - frame drums 

The Balanescu Quartet:

Alexander Balanescu - violin 

Clare Connors - violin 

Paul Martin - viola

David Cunliffe - violoncello

THE SONGS:

1. Arabian Waltz ... 8:10 

2. Dreams Of A Dying City ... 12:08 

3. Ornette Never Sleeps ... 6:58

4. Georgina ... 11:09 

5. No Visa ... 9:59

6. The Pain After ... 9:26
  Ah, strings! The greatest jazz musicians have aspired to recording with them — often with less than spectacular results. It’s as if even masters like Charlie Parker were bedevilled by some lingering insecurity about their music. Only playing alongside violin, cello and viola, with the instruments of the great European musical tradition, it seems, can afford the final confirmation and seal of classic status. [...] Abou-Khalil had written different rhythmic lines for each of the strings. In effect the members of the Balanescu Quartet were playing solos, individual fragments that make up a surging collective rhythm. Abou-Khalil wrote these parts without knowing if the quartet could play them. Michel Godard, apparently, thought not. For his part, Abou-Khalil thought that even a virtuoso like Godard would struggle to play the parts he had written for the tuba. As you can hear, they were both wrong. There are echoes of Thelonious Monk’s approach here: writig the music as it would ideally be heard with no concessions as to whether musicians would be able to realise that ideal. As far as Monk was concerned the music was there, in the instruments, and it was up to the musicians to get it out. I want to change approaches here, to take Monk at his word, as it were, and to do this I need you not only to listen to the musicians but to watch — to see them, as it were, through my eyes. [...] Musicians arrive in a recording studio. They assemble their instruments, engineers arrange recording equipment and then, together, they record various takes until they have enough music for an album. This is literally what happens. Watching these musicians, however, a different process — or a different way of evoking the process — suggests itself. As the moment to record a piece of music draws near everyone in the studio becomes quiet. The air itself seems to become more silent, as if something were about to take shape within it, as if the music were about to appear. Imagine, then, that instead of music being made by musicians they have, instead, to catch it. More precisely still, imagine that the music on this record was in the world, was — to borrow Eric Dolphy’s enigmatic invocation — in the air. [...] I have left out the single most important condition for the distillation of the music preserved on Arabian Waltz. This is that Abou-Khalil himself had to have arrived at the point where his own musical achievement — as composer, arranger and instrumentalist — was substantial enough to constitute its own tradition. That is to say, the point where the greatest influence on his music is his own work. Having created a considerable body of music that is unlike anyone else’s, Abou-Khalil is now able to draw sustenance from a tradition which did not exist before he invented it. [...] A characteristic of the modern state is that it is defined by established borders which are precise and readily identifiable. A common characteristic of classical musicians is, likewise, a reluctance to venture beyond the borders of their elected form. Abou-Khalil, though, is drawn to frontiers which — in contrast to borders — are not settled or definitively fixed but shifting, contestable. More exactly, he is preoccupied by a single frontier, the one that has attracted all great artists and pioneers: the frontier of the possible.

	(Alexander BALANESCU)
	MUZSIKAS with Alexander Balanescu & Marta Sebestyen:

"The Bartok Album"
	1999
	63:14
	label: Hannibal
rec. 1998

experimental folk – эксперименты не очень значительные, но венгерский фолк – густейший и махровый. Ну, и класс мастеров, взявшихся за это дело, такой, что уже не важно, чем они там занимаются – за уши не оттащишь! А Барток... он не то что бы  был очень заметен, - он, скорее, некий символ.

Performed by Muzsikas, Ibolya Toth, Alexander Balanescu (см.), Marta Sebastyen, Zoltan Farkas, Ignac Veres, Janos Kovacs, Zoltan Juhasz, a.o.

1. Dunántúli friss csárdások (Transdanubian fast csardas) - Hungarian Traditional

2. Jocul barbatesc - Romanian Traditional

3. Duos (44) for 2 violins, Volumes 1-4, Sz. 98, BB 104: No. 32, Hegedüduó, "Máramarosi tánc," - Béla Bartók

4. Máramoarosi táncok - Romanian Traditional

5. Porondos víz martján (On the river bank) - Moldavian Traditional

6. Kanásztáncok két hegedün (Swineherd's dance) - Hungarian Traditional

7. Dunántúli ugrósok (Transdanubian dance) - Hungarian Traditional

8. Pásztornóták hosszúfurulyán (Shepherd's flute song) - Hungarian Traditional

9. Forgácskúti legényes - Hungarian Traditional

10. Pejparipám rézpatkója - Hungarian Traditional

11. Bonchidai lassú magyar (Slow lad's dance from Bonchida) - Hungarian Traditional

12. Magyarbecei öreges csárdások (Magyarbece csardas) - Hungarian Traditional

13. Pe Loc - Romanian Traditional

14. Botos tanc (Bota dance) - Romanian Traditional

15. Torontáli táncock - Hungarian Traditional

16. Ardeleana - Hungarian Traditional

17. Duos (44) for 2 violins, Volumes 1-4, Sz. 98, BB 104: No. 44, Hegedüduó "Erdélyi tánc," - Béla Bartók

18. Füzesi ritka magyar - Hungarian Traditional

19. A temetö kapu (The churchyard gate) - Hungarian Traditional

20. Mérai lassúcsárdás és szapora (Kalotsaszeg dances) - Hungarian Traditional

21. Elindultam a hazámból (I left my homeland) - Hungarian Traditional

22. Duos (44) for 2 violins, Volumes 1-4, Sz. 98, BB 104: No. 28, Hegedüduó, Bánkódás - Béla Bartók

	BANDA ELÁSTICA
	2
	1989
	57:28
	avant-fusion, весёлый
BANDA ELÁSTICA:

GUILLERMO GONZÁLEZ:
Guitarras
ZOZIMO HERNÁNDEZ:
Bajo electrico, contrabajo
RODOLFO NAVA:
Bateria, percusiones
JOSÉ NAVARRO:
Marimbas, teponaztles, percusiones
GUILLERMO PORTILLO:
Flautas, sax alto
JOSÉ LUIS ROMERO:
Sax alto, tenor, baritono, clarinete, bajo
ROSINO SERRANO:
Sintetizadores, piano electrico, piano
LUCIO SÁNCHEZ:
Bajo en*
with guests

1. CINE NEGRO (9'56") G. González
2. COMO ESQUIZOIDES (4'01") J. Navarro
3. RECOMENZANDO (3'36") G. González
4. INFANTES TERRIBLES (5'34")* G. González
5. PERVERSOS POLIMORFOS (9'12") G. González
6. ESPEJISMO (5'30") J. Navarro
7. ALTO A LA CACERÍA (3'39")* J. S. Miralda
8. PAVOR REAL (4'07") G. González
9. PESADILLA (3'41")* J. Navarro
10. DERRUMBES EN ALMÍBAR (4'01")* G. González
11. MAMBOP (2'37") R. Serrano

	BANDA ELÁSTICA
	Ai Tencargo
	2004
	45:56
	label: Luna Negra / Musea

tracks:

1. Modelo Para Amar

2. Azul Ocre

3. Suite Antonia

4. Suite Antonia

5. Banda 1

6. Tres Piezas

7. Tres Piezas

8. Tres Piezas

9. Alien Toy

	BANG  ON  A  CAN
	Industry
	1995
	61:31
	Evan Ziporin – см. тж. с: Michael Gordon (Evan Ziporin – conductor)

label: Sony Classical, Super Bit Mapping Technology

performed by Bang On A Can with members of Icebreaker.

1. Julia Wolfe: “Lick”

    Evan Ziporyn [s s]; Mark Stewart [el g]; Steven Schick [perc]; Lisa Moore [p]; Maya Beiser [cello]; Robert Black [double bass].

2. Louis Andriessen (см.): “Hout”

    Evan Ziporyn [t s]; Mark Stewart [el g]; Steven Schick [marimba]; Lisa Moore [p].

3. David Lang: “The Anvil Chorus”

  Steven Schick [brake drums, steel pipes, resonant and non-resonant junk instruments].

4. –7. Louis Andriessen: “Hoketus”

    Katherine Pendry & James Poke [panpipes]; Evan Ziporyn & Richard Craig [a s].

8. Michael Gordon (см.): “Industry”

    Maya Beiser [cello, Ibanez ‘Tube Screamer’]. 

JULIA WOLFE: "LICK". I see music as something other than presentation. Each piece is its own world that I've found a way into. It starts from an emotional place -- not sentimental or an expression of an emotion -- but connected to the spirit. I begin with an image -- a fragment of a tune, a visual or sonic image -- a joyous, active, rhythmic thing that unravels like a little knot. To really make a piece and not just piece things together, you have to be less attached to every moment and stand back and let the music go how it wants to go. It's a funny combination of intuition and construction. Lately I have been veering more towards the power of sound. There's an insistence, a feeling of pushing things to the edge, and there's a certain kind of groove, a dance quality. The body energy of pop music has come into my music and it's definitely in Lick. Motown, funk, rock. This is the music I grew up on -- listening, dancing to it. It has a certain kind of freedom to it. The word "lick" has a lot of meanings and the piece has to do with all the meanings you can think of. It's saucy and it has an edge. It's impatient; although it stays with things for a long time, it hammers at them. I took a fragment, a lick, and magnified it. And the beat is split up by all the players, so it becomes fragmented, a fragmented energy. The piece is about attacks, but it has a more sensual side. I really thought about the Bang on a Can All-Stars when I wrote it because I wanted to see them lock in with this intense energy. It's definitely over the top.

LOUIS ANDRIESSEN: "HOUT". In the 70s, like others who were marching in the streets, I wanted to make a revolution. I decided never again to compose for symphony orchestras because they don't like adventures and played only nineteenth-century music. So I formed an orchestra myself called De Volharding, which means "perseverance." The musi​cians were a combination of classically trained and jazz musicians, and the work was avant-garde minimal music that also dealt with jazz from the 20s. I don't feel comfortable with composers who always push ahead in one direction. I prefer the jacks-of-all-trades: the Purcells and Stravinskys who are at home anywhere, borrowing here, stealing there, and who -- don't forget -- have composed much for theater. I like the Bang on a Can cultural poli​cy of changing the borders between uptown and downtown music, and I am very happy that they recognize in my music that same quality -- it has the complex chromaticism of uptown music but pulls rhythms from jazz and pop. The use of the marimba and woodblocks explains the title of Hout, which means "wood." Although the whole work is in principle a strict canon, the successive voices are so close together that it is more like a melody sung in unison with ramifications.

DAVID LANG: "THE ANVIL CHORUS". I have tremendous respect for music that is already written. A dilemma of being a composer today is that there's so much good music, what can I do that is different? The battlegrounds we are left with are not about melody and not about harmony -- those roads are well trod. One thing that's left is structure. I'm interested in inventing structures and finding ways to write music with different rules. My pieces are all narratives, not surface narratives that tell you what you are supposed to hear, but deeper narratives that tell you how things are made. My titles, as odd as they may be, are indications of what the narrative idea is that controls the formal relationships between the instruments. The story controls the roles, and the structure is what keeps the process honest. The Anvil Chorus is about blacksmithing. In the Middle Ages, blacksmithing was the loudest sound in the world. For large projects, all these people would pound on a single piece of metal, and they invented melodies to control hammering patterns so they could stay out of each other's way. I wrote The Anvil Chorus for Steven Schick, and I deliberately left the instrumentation open because I could imagine how happy he would be choosing all the sounds. I let him choose different  sorts of junk metals, and then a "rhythmic melody" controls all the  rhythmic patterns.

 LOUIS ANDRIESSEN: "HOKETUS". Essential to my work is the realization that each piece of music deals with other music. Since the mid-60s, I have made a spe​cial study of the music of the fourteenth century and have been concerned with homophony in larger or smaller scorings. What is the difference between two people playing a melody and one person playing the same melody? And what about two people playing one note turn and turn about? The hocket technique of fast, alternate playing represents a highly radical approach to the problem. Though it went out of use in Western music around the fifteenth century, it is highly developed in various types of folk music, such as in panpipe ensembles in Peru and Bolivia and in African drum orchestras. The piece Hoketus  emerged out of a minimal music project I started at the Conservatory of The Hague in 1976 and was given its first performance in 1977. Hoketus  is scored for two groups, each consisting of panpipes, alto saxophone, bass guitar, pianos and congas. They play identical material, a chord or a single tone, but always in turn throughout the piece, so that one group never plays at the same time as the other. The amount of repetition of a bar or a group of bars is free, and a live performance can last anywhere from 15 to 50 minutes. The piece required a whole year of intensive rehearsal and constant testing out of ideas with the musicians in order to achieve the resulting gigantic, dancing machine humaine.

MICHAEL GORDON: "INDUSTRY". After the Russian Revolution, there was a period when Russian composers tried to make pieces that sounded like factory sounds. When I wrote Industry in 1993, I was thinking about the Industrial Revolution, technology, how instruments are tools and how industry has crept up on us and is all of a sudden overwhelming. I had this vision of a 100-foot cello made out of steel sus​pended from the sky, a cello the size of a football field, and, in the piece, the cello becomes a hugely distorted sound. In fact, the New York premiere was presented with a video component by the filmmaker Elliot Caplan, with two monitors containing images of Maya Beiser, the soloist, playing the cello. I wrote Industry specifically for Maya, and it was an incredible process. I would fax her the music and she'd play it to me over the phone. We did this maybe ten times, trying things out. She was constantly teaching me about the cello, and I was making her play things that were really awkward and dark. That the piece is difficult to play is an understatement.

BANG ON A CAN: “When we came to New York in the 1980s, things very polarized – academic music uptown, its audiences filled with New Music specialists, a very critical atmosphere and everyone in tuxes, and downtown, another kind of uniform, black T-shirts, and another serious pretension. Neither side was really fun, and there was a whole generation of young composers who didn’t fit in anywhere. We had the simplicity, energy and drive of pop music in our ears. We’d heard it from the cradle. But we also had the idea from our classical music training that composing was exalted and pieces could be ordered and structured, that there still was a value to writing music down. Too funky for the academy and too structured for the club scene, we had no clear place to go. We knew there were other young composers like us, and we wanted to make a statement. So in 1987 we decided to make a happening, a 12-hour marathon featuring the works of 28 composers, the first annual Bang on a Can Festival. It took place at the Exit Art Gallery in Soho. For our program, we put pieces together that were really strong and belonged to different ideologies, or not to any ideology, defying category, falling between the cracks. Music of unknown composers was presented side by side with music by living masters. We didn’t want to be restricted by boundaries, and we didn’t want the listener to be restricted either. In the seasons that followed, the festival became wildly popular, and Bang on a Can moved to larger halls with concerts at the R.A.P.P. Arts Center, Town Hall, La Mama, The Kitchen and, most recently, Lincoln Center. Out of the energy and excitement of the Marathon, the Bang on a Can All-Stars were formed – a virtuoso ensemble of new music warriors who captured the Bang on a Can spirit and could take it on the road. The Dutch composer Louis Andriessen has been an inspiration from the start. When we first heard his music in early 80s, it completely resonated with us. The sounds were beautiful, made up of bold strokes, nothing subtle. It was rebellious and original but also intellectual. We felt a real affinity, that we were from the same place musically. To us, Louis was the missing piece, a tie to the rigorous thinking of European classicism but inspired by American minimalists. He was also the first European composer we had encountered who was versed in the European modernist tradition but recognized that rock’n’roll existed, who strongly acknowledged the existence of America. Hearing Louis’s music live is a supremely amazing experience. He was part of the first Bang on a Can concert in 1987 and has continued to be a major presence in the year since. When we met him, we were charmed by his ease and generosity and by his enthusiasm for musical life in general. Louis likes to discuss the philosophy and vision behind what makes a piece of music. He talks about the right ‘wrong’ notes, the right approach to music. There is something about his personality that is like a call to battle. Are you for him or against him? Do you want to join the defenders of true originality and art? Or go to the other side where everyone is entrenched in old, superstitious ideas? He makes people feel part of a movement. An entire generation of young composers has been drawn to Louis Andriessen’s rigorous radicalism. Refining rebellion with discipline is an important idea for our time. It’s the kind of idea we like at Bang on a Can.

	BANG  ON  A  CAN
	Brian Eno:  Music For Arports
	1998
	49:19
	label: Point

Robert Black [b]; Mark Stewart [el g, mandolin, mandocello, cello]; Lisa Moore [p, k]; Evan Ziporyn [cl, b cl]; Maya Beiser [cello]; Steven Schick [perc]; with special guests: Wu Man (см. тж. с: Kronos Quartet) [pipa]; Todd Reynolds [violin]; Christopher Washburne [trb]; Wayne du Maine [tp]; Chris Komer [horn]; David Fedele, Liz Mann [fl]; a.o.

Michael Gordon – Artistic Director, Arranger (#1) (см.).

1/1................16’ 30’’

1/2................08’ 55’’

2/1................11’ 45’’

2/2................12’ 20’’

  «When we first heard ‘Music For Airports’ in the late seventies, it was like a door cracking open. This record-long piece was mesmerizing, dreamy, intense and meant to be played in or thought of as fitting into a specific environment. It was a redefinition of how we relate to music in our everyday lives. Brian Eno was exploring the question of where music could go. Could its home lie somewhere outside of the muzak of elevators and dentists’ offices and outside of the concert hall as well? Could it exist somewhere in between?

  Eno was essentially defining Ambient music. Twenty years ago there were no Ambient departments in record stores. ‘Music For Airports’ kicked off a whole web of music that hadn’t existed previously. But the unique factor about Eno’s work was that, although it could and can exist in the background of everyday life, it is music that carries a potency and integrity that goes far beyond the incidental. It is music that’s carefully, beautifully, brilliantly constructed and its compositional techniques rival the most intricate of symphonies.

 What Eno didn’t imagine was that his piece would be realized with the live musicians. Over at Bang On A Can we have always searched for the redefinition of music, exploring the boundaries outside of what is expected. This recording represents a further step in this exploration. After 20 years where does this landmark piece fit into our ever expanding definition? The effect has only begun. The ‘Music For Airports’ revolution is just beginning to unfold.

 All of the music on this disc has been created by living people in real time. Each of the four movements was recorded in a whole take on analog tape. We have had the great pleasure of sharing the project plans with Brian Eno along the way. We are indebted to him for giving us the experience of getting inside and out of this monumental work.»

	Cyro  BAPTISTA
	Vira Loucos
	1997 
	45:16
	Down Beat 48th Annual Critics Poll: Percussion Of The Year TWDR (2000)
Бразильский перкуссионист Cyro Baptista (произносится по-разному) не так давно появился в Нью-Йорке, но уже лет пять считается незаменимым при исполнении и записи любой новой музыки.   --- АВ Салон
Cyro  BAPTISTA -- см. тж. с: Javon  JACKSON; James CARTER; Herbie HANCOCK “Gershwin’s World”; Dr. JOHN; Laurie  ANDERSON; Tim SPARKS; Arto LINDSAY; John ZORN; Frank LONDON (KLEZMATICS); David  SHEA; Bobby  McFERRIN;
label: Avan (Japan)

plays the music of Villa LOBOS

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

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

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

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

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

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

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

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

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

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

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

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

	Cyro  BAPTISTA
	BEAT THE DONKEY
	2002
	45:29 +
	multimedia (enhanced) CD

label: Tzadik

www.cyrobaptista.com 

Madman percussionist Cyro Baptista has played witn an incredi​ble range of musicians, from Paul Simon, Wynton Marsalis, Cassandra Wilson and Herbie Hancock to Medeski Martin and Wood, Phish and Sting. A distinctive composer and vocalist in his own right, Beat the Donkey is his most exciting and longest running project.
Combining theater, dance and the martial arts with dynamic percussion music from around the world and soulful vocals, Cyro Baptista's Beat the Donkey is a wild and hilarious party for the ears.

BEAT THE DONKEY plays:
surdo, pandeiro, ceramic drum, hadgini, bottles, cow bells/sputnik, repinique, tamborim machine, Balinese gongs, rayong, metaliphones, cuica, caxixi, refrigerator, frog bells, triangles, piramid, woodblocks, newspapers, tamborim, vacuum cleaner hose, Coca-Cola gong, tap.

BEAT THE DONKEY is:
Cyro BAPTISTA, Amir Ziv, Cabello ROLIM, Kristina KANDERS, Max POLLACK, Sabina CIARI, Tamango, Tim KEIPER, Tisza COELHO, Tomer TZUR, Viva DE CONCINI, Ze MAURICIO

GUESTS:
MARC Ribot, JOHN Zorn, ANAT Cohen, ERIK Friedlander, FRANCISCO Centeno, KEVIN Breit, JAMIE Saft, JORGE LUCIANA Souza, NILSON Matta, PETER Scherer, ROMERO Lubambo, SERGIO Brandao, TONINHO Ferragutti, VANESSA Saft.

I know that BEAT THE DONKEY maybe sounds funny in English, but it sounds great in Portuguese. "Pau na Mula" means "let's go, let's do it!"
You must beat the donkey in order for him to move. With movement comes transformation.
The track SAPO (FROG) is about a frog that ends up turning into a boring prince.
In reality, he would rather just be a frog... with his big lips kissing, and long tongue caressing, transforming those who lie about their feelings and don't know how to dream or love.
Just a dreamer and a lover like John ZORN, my friend of so many journeys, who believed in us from the beginning.
Muito obrigado.
-- Cyro Baptista….Beat the Donkey
This album is dedicated to my campadre Nana VASCONCELOS from whom I learned so much... especially how to cook bacalhau.

	BARKMARKET
	1-800 - Godhouse
	1988
	
	 LP        label: Sound League Rec. (London)

One-man band: Dave Sardy. Musics by Sardy and John Cale.

 “An interesting example of the thump and grind ugly child sleaze noise ballads of the darker side of N.Y.C.’s noise art scene. The album’s basically a one-man slab of thrash/noise, but there’s a bit more going on than usual. As icing on the cake, he’s the only person I’ve ever heard of covering John Cale’s “Mercenaries”, and even though he’s sped it up a bit, he manages to get away with it.” “Barkmarket is a collection of always-animated sound pieces which move styly between structured rock’n’roll and bizarre sounscape collages. The production is original and intelligent; in fact much of the material is so well-produced that it is difficult to identify the individual instruments.”

	Joey BARON, Elliott SHARP, Roberto ZORZI – см. в 'Jazz'
	
	
	
	

	Pierre BASTIEN – cм.: KLIMPEREI & Pierre BASTIEN; Aleksei AIGUI & Pierre BASTIEN; HACO; Pascal COMELADE;
	
	
	
	

	BAUHAUS
	Mask
	1981
	54:33
	remaster with bonus tracks

	BELBORN
	3 Drei Three
	
	53:39
	dark wave

label: World Serpent website: www.worldserpent.com
Belborn is: Holger F. / Susanne H. / Skadi-Lilja  www.belborn.de 

1. ELITE

2. AT THE END OF ALL DAYS

3. HOLY GROVE

4. I LOVE HER

5. DEATH IS THE LOVE

6. TOOL

7. HYPATIA

8. BASTARD

9. NEW DAWN

10. YOU ARE GOD

11. HISTORY

12. THE ETERNAL BATTLE

	Sam  BENNETT
	The Big Off
	1993
	67:04
	Sam BENNETT -- см. тж. с: Under Cover Collection Band; Kalle  LAAR  &  Takashi KAZAMAKI (в ‘Jazz’); MIMI; DOWNTOWN  DOES  THE  BEATLES; Kazutoki UMEZU “First Deserter” (в ‘Jazz’); Zeena  PARKINS; Tom CORA; Sato  MICHIHIRO; Elliott  SHARP; HACO;

label: Factory Outlet (Knitting Factory Works), New York. 

Sam Bennett [v, samples, d, perk, k, mistakes]; John Medeski (см. в 'Jazz' sect.) [Hammond B3]; Kazutoki Umezu (см. в 'Jazz') [s]; Frank London (см. F. London; Klezmatics) [tp]; Curtis Fowlkes [trb]; Ned Rothenberg (см. в 'Jazz') [s]; David Soldier (см. Soldier String Quartet в 'Jazz') [vln]; Gary Lucas (см.) [g]; The Dog [g, slide g, banjo, harmonica]; Roger Kleier [g]; Kato Hideki [b]; Billy Martin, Dickie Dworkin [d]; Annie Gosfield (см.) [k].

Samm Bennett is an  amazing drummer, songwriter, and improviser, but it is his uncanny knack for electronic wizardry that makes him truly unique. The music he creates is built on samples and loops triggered live from  electronic drum pads. When people hear his records, they assume  that there have been lots of laborious studio overdubs when in fact what the've hearing is often a live take.

Released in 1993, this record is years ahead of it's time. Many of the musicians have gone on to greatness in subsequent projects. Gary Lucas contributes, as well as Sebastian Steinberg, now of Soul Coughing.

	Sam  BENNETT
	History Of The Last Five Minutes
	1995
	48:25
	label: Factory Outlet (Knitting Factory Works), New York.

Samm Bennett [samples, loops, d, perc, v]; Hahn Rowe [g, b].

There are no "bonus tracks" on this CD. However, the last CD (it's called 'The Big Off') featured 17 "bonus tracks", so check that one out. Our guarantee: Some of the sounds you think are guitars are samples, and some of the sounds you think are samples, are guitars. And on 'Rain' (#9), your woofers aren't blown. It's supposed to sound like that.

A stripped-down duo with violinist Hahn Rows (Foetus, Hugo Largo) employing twang, noise and exotic tunes.

	Sam  BENNETT
	CORA, CHAPIN, BENNETT: UNDER  COVER  COLLECTION  BAND
	1995
	76:56
	label: Knitting Factory

Tom Cora (см.) [cello]; Thomas Chapin (см.) [reeds]; Max Nagl [reeds]; Burkhard Stangl [g]; Samm Bennett [perc].

An improvisational masterpiece based on the exploration of silence! This groundbreaking CD was recorded in pastoral Stainach, Austria.

UNDER COVER as mimesis: improvisation and composition as a musical game with communication, strategies of concealment, counterchecks and imitation, an identity game.

UNDER COVER strategies as artistic guerilla tactics are not simply intentionally imparted expression, but also serve the purpose of such in the association of nothing and approach. John Cage's compositional discovery of silence does not only contain aspects of innocence. Since 4' 33'' was formulated silence has also been conquered, mapped, domesticated. And logically, indeterminacy, like looseness, has since then been worthy of infiltration, an object of subtile subversion. Therefore, for a good UNDER COVER agent, there is no sound without a history. Creative Music, New Music can be understood and appreciated not only as a self-created style and social history. As a permanent UNDER COVER job, Art is unfaithfulness, a game of concealment, counterchecks, and imitation -- an identity game.

	Sam  BENNETT
	THIRD PERSON: 

“The Bends”
	1991
	73:13
	label: Knitting Factory Works (NY)

Third Person is a trio with two permanent members -- Tom Cora and Samm Bennett -- and one invited guest. These performances are from concerts recorded Live at The Knitting Factory throughout 1990.

Tom Cora (см.), cello

Samm Bennett (см.), percussion, samples

with:

Don Byron (см.), clarinets (3, 9, 11) 

George Cartwright, saxes (5, 8, 10)

Chris Cochrane (см.), guitar (14) 

Nic Collins, electronics (4, 13, 17) 

Catherine Jauniaux (см. c Zeena PARKINS), voice (1, 15)

Myra Melford, piano (12) 

Zeena Parkins (см.), harp (7, 19) 

Marc Ribot (см.), guitar (2, 6, 16, 18) 

1. La Mystere de la Chambre Jaune

2. Everybody Chews

3. People Want Happy Some

4. A Country Wedding

5. First Thirds

6. Greazy Bag

7. Procedure Against Rain

8. Utah

9. The Deciding Machine

10. Snake Oil

11. Mama Chauffage

12. Optic Nerve

13. If We Were Talking About

14. Never Home

15. Bibandum

16. Weaklings

17. When A Hat Gets Lonesome

18. Tackle

19. Girl Tying Her Shoe

The basic idea is simple: Third Person is a trio with two permanent members and one invited guest. But of course simple ideas get complicated in practice—get a case of the bends as it were. For one thing, 3P regulars Samm Bennett and Tom Cora are complicated musicians. With these trios, Bennett alternates be​tween using a straight drum kit and a mostly electronic set, on which he triggers samples from percussion pads—a set-up similar to the one he uses in his own band Chunk. Cora can play the dickens out of the cello, bowed or plucked, but he also uses live sampling and digital delay to subtly broaden or multiply his sound.

This Third Person sampler is a suitable flagship release for The Knitting Factory's label, since the participants are a cross-section of the trans-generic musicians who play there, from up​town jazz (and blues) pianist Myra Melford to extended technique harpist Zeena Parkins to guitarist Marc Ribot—leader of quintes​sential downtown band The Rootless Cosmopolitans—to jazz klezmer/classical/Cosmopolitans clarinetist Don Byron. This is not to overlook saxophonist George Cartwright, Cora's cohort in the "rhythmic music" band Curlew (см.), homemade electronics wizard Nic Collins, guitarist Chris Cochrane (who works with Parkins in another quintessential downtown band—No Safety (см.)) or Belgian singer extraordinaire Catherine Jauniaux. 

For the two anchors, Third Person affords the security of working with someone you know well, and the unpredictability of playing off someone new. All the music here is improvised. But like other improvisers who work together often, Bennett and Cora have developed some favorite strategies—a shared language. They tend to lay down insistently barbaric beats that don't support soloists as much as dare them to rise to the occasion. (But note how melodic Cora's sawed riffs can be.) On her piece, Myra Melford claws her way to the surface, swimming ahead of a tidal wave. Of necessity, she focuses on the more hard-edged aspects of her style. "I definitely felt challenged by them," Myra said in retro​spect, "because I couldn't play the way I normally play. So every​thing I did play was something new."

The third persons have different ways of dealing with the challenge. Guitarists Cochrane and Ribot accept the yawping rhythm as they find it, taking it on its own terms. Parkins deftly blends her harp with Bennett's percussives and Cora's string attacks. Jauniaux uses them as back drops and props for a dramatic performance ("Mystere"). Cartwright, self-effacing, insinuates himself into the sonic texture; he plays shapely lines, howling occasionally to throw them into relief, yet resists any attempt to turn 3P into his trio. If Third Person were ever gonna get in a jazz groove—even a free-jazz groove—this would be the occasion. They don't. Save for the Egyp​tian modal mambo "Snake Oil," they sound more like Vikings getting ready to sack your town. Don Byron's features don't sound like free-jazz either, but he more than anyone treats Cora and Ben​nett like a rhythm section—as if this setting were no weirder than others he regularly contends with.

Then there's Nic Collins. His set-up is a live sampling and signal-processing system built onto the framework of an old trom​bone, which doesn't function as a horn at all. Collins doesn't pro​duce his own sounds, he transforms other folks' stuff. His source material includes samples taken on the fly from Cora and Bennett; live radio signals; sound-effects CDs; tapes compiled from monitor​ing CB and short-wave broadcasts, old sex-education records, and albums of schlocky musics of various genres. "A Country Wedding" is the ultimate in Third Person disorientation: the cellist plays folksy guitar licks, the drummer plays samples, and a trombone that's not a trombone stutters out bits of sex-education lectures.

There are chamber trios with cello in classical music. There are guitar-fronted power trios in rock. There are alto, cello and drums trios in jazz. But Third Person sounds like none of them—which is exactly why it exists.

--- Kevin Whitehead

	Sam  BENNETT
	THIRD PERSON: “Lucky Water”
	1995
	60:02
	label: Knitting Factory Works (NY). www.knittingfactory.com 
Kazutoki Umezu (см.) [a&soprano saxes, cl, penny whistle]; Tom Cora (см.) [cello, live cello sampling]; Samm Bennett [d, perc, samples].

The concept behind Third Person is that a new musician will join Bennett and Tom Cora for each gig, clearing the path for musical mayhem and/or masterpiece. 'Lucky Water' features Japanese sax master Kazutoki Umezu on all tracks! This is second Third Person CD, released in 1995.

Samm Bennett is an amazing drummer, songwriter, and improviser, but it is his uncanny knack for electronic wizardry that makes him truly unique. The music he creates is built on samples and loops triggered live from electronic drum pads. When people hear his records, they assume that there have been lots of laborious studio overdubs when in fact what they've hearing is often a live take.

	Sam  BENNETT
	THIRD PERSON: "First Deserter"
	1997
	55:13
	label: Knitting Factory Works (NY).  www.knittingfactory.com 

Voted one of the Top Ten Discs of 1997 by Exclaim Magazine
Kazutoki Umezu (см.) [s&a&bar saxes, saxellow, cl, bass cl, penny whistle, hojok, kehn]; Marc Ribot (см.) [g, alto tp]; Wayne Horvitz (см.) [p, organ, k, kehn]; Tom Cora (см.) [cello, kehn]; Samm Bennett [d, perc, samples, kehn].

http://www.j-music.com/umezu/
Tour Without Passport

Used Go-Go

Get Away With Murder

N’Kakka
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Rubber Band
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Around The Jazz
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En Dress
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Used Used Go-Go

Though he’s an unknown outside NYC and Tokyo, Umezu’s bandmates are on the this-is-the-good-shit list – Tom Cora, Marc Ribot, Wayne Horvitz, and Samm Bennett – and this disc burns cool, from chop stylings to wide open interplay on the leader’s sax themes. There is something here that every listern can dig.

Improvised Music from Japan: Samm Bennett

Profile

Samm Bennett is a drummer, percussionist and electronic music producer. He is an improviser, composer, and singer/songwriter.

As a drummer he is known for his work with the groups SEMANTICS (which he co-founded with Elliott Sharp and Ned Rothenberg), CARBON, George Cartwright's CURLEW, Ned Rothenberg's DOUBLE BAND, Kazutoki Umezu's FIRST DESERTER band (with Wayne Horvitz, Marc Ribot and Tom Cora), Takashi Nakagawa's SOUL-CIALIST ESCAPE, and on the latest SOUL FLOWER UNION release "Winds Fairground". During the late 1980's Bennett frequently performed John Zorn's "HWANG CHIN-EE", a piece for 2 drummers and Korean narration. A recording of this piece was released in 1997 on the Tzadik label. His drum set work can also be heard on the Okinawan singer Tetsuhiro Daiku & TSUNDALERS 1998 release Agarooza.
As percussionist, Bennett honed his skills with the seminal New York band BOSHO, which he co-founded in 1985 with Kumiko Kimoto and Yuval Gabay. The band later included guitarist Hahn Rowe, a musician with whom Bennett would work on numerous other projects. He has worked with THE KROPOTKINS, a neo-fife and drum/southern music revival band featuring singer Lorette Velvette, and is featured as percussionist and singer/songwriter on that group's first release. He can be heard on Kazutoki Umezu's ECLECTICISM, as well as in the Great Kintoki's SHIN-OKUBO GENTLEMEN band. He is also a member of electronics/percussion/media unit DENT with Yasuhiro Yoshigaki and Naruyoshi Kikuchi.

He has been experimenting with sampling and various forms of electronics for many years, and has included electronics in his drum and percussion playing in various ways and within various musical environments, including improvisation and his songwriting work. His most current electronics-intensive project is skist (formerly GoNoGoNoGo), a duo with haruna ito. They work with loops, samples, drum machines, portable record players, CD players, gadgets and cheap electronics, in a kind of hybrid electronic dance music process.

Bennett has demonstrated his commitment to free improvised music over the years in countless encounters with players including Shelley Hirsch, Don Byron, Yoshihide Otomo, Yumiko Tanaka, Zeena Parkins, Kazuhisa Uchihashi, Davey Williams, LaDonna Smith, Christian Marclay, Tadahiko Yokogawa, Yoshimitsu Ichiraku and many many others. He was a member for several years, along with the late Tom Cora, of the group 3rd PERSON, an improvising trio which always featured a different guest member.

Working with silent film, he has composed original music for several of the Fleischer Brothers classic "Koko the Clown" cartoons of the 1920s. His live solo performances in accompaniment to these surreal masterpieces of early animation have aroused great interest, and he has performed with the films at the American Museum of the Moving Image and St Ann's Church in New York City, the Tel Aviv Cinematheque and the Jerusalem Festival in Israel, and on tour throughout Europe.

His work as a singer/songwriter has been documented in three CD releases, the first of which was with the group CHUNK which he formed in 1990. During its five year existence the band toured throughout the US and Europe, and its members included Hahn Rowe, Tim Spelios, Billy Martin, Mark "the dog" Deffenbaugh, David Simons, Dickie Dworkin, Sebastian Steinberg and Jerome Harris. CHUNK's CD Life of Crime was released in 1991, followed in 1993 by Bennett's 2nd collection of songs, The Big Off. This featured 17 musicians appearing on various songs, including John Medeski, Frank London, Curtis Fowlkes and Hideki Kato. In 1995 Samm Bennett's History of the Last Five Minutes was released. This project featured Hahn Rowe as guitarist and co-producer. The "History" duo toured Europe and Israel in that same year.

After 12 years in New York, Bennett moved in 1996 to Tokyo, where he now resides. In October of that year he debuted a new acoustic song band called GONE WRONG, which featured Yumiko Tanaka (known abroad for her participation in GROUND ZERO) on shamisen. He has performed with Korean hojok master and shaman Kim Suk Chul. He has appeared at the Music Merge Festival (Tokyo) and the Beyond Innocence Festival (Kobe) with Hans Reichel, Haco, Emi Eleonola, Keiji Haino, Takashi Harada, Japan's Ondes Martenot master, and Eugene Chadbourne. He was involved in recording and producing singer/songwriter Takashi Nakagawa's 1998 release, SOUL-CIALIST ESCAPE: Lost Homeland, and is a frequent recording and live guest member of Nakagawa's rock band SOUL FLOWER UNION. He continues to work with musicians here such as Kazuhisa Uchihashi, Yasuhiro Yoshigaki, Tatsuki Masuko, Kazutoki Umezu and others.

	Steve  BERESFORD – см. в "Jazz"
	
	
	
	

	Luciano  BERIO (b.1925)
	"Differences" ...
	1970
	43:29
	label: Philips (Silver Line Classics)

Julliard Ensemble:

Jeanne Bextresser [fl]; Virgil Blackwell [cl]; Romuald Tecco [vln]; Kaaren Philips [viola]; Fred Sherry [cello]; Kathleen Bride [harp]; Dennis Russel Davies [p].

Conducted by Luciano Berio.

Vocals: Cathy Berberian (#2-5); Heinz Holliger (#3).

1. Differences

2. Sequenza III

3. Sequenza VII

4.-5. Due pezzi

6.-8. Chamber Music

PHASES OF TRANSFORMATION

The "Due pezzi" for violin and piano (1951) and "Chamber Music" (1953) were among the earliest works that Berio published in the 1950's, and belong among a group of pieces in which he moved from the sphere of his teacher Ghedini to that of Dallapiccola. "With these pieces," he has recalled, "I entered into Dallapiccola's 'mel​odic' world, but they also allowed me to escape from it" — and perhaps the escape is measured in the increased individuality of the later composition.

The "Due pezzi" are in fact three pieces, though since these form an A-B-A-B pattern, where the A music is slow and the B fast, one might say that there are really only two movements — unless there are four, or indeed one, on the model of Bartok's Third Quartet. But about "Chamber Music" there is no such ambiguity. This is a triptych of settings from James Joyce's collection, each song being distinct in character because the music of each springs out from the sense and sound of the words. The exploration of vocal sound — in such things as the extension of "moan" in the second song so that it becomes a sequence of phonemes, or the different vocal techniques (speech, monotone, wide-ranging line) — is a pointer to the later Berio, and not least to the Berio of later Joyce settings (the electronic "Thema" of 1958, part of the vocal-orchestral "Epifanie" of 1959-61). Equally character​istic is the changing role of the instruments, which are frankly illustrative in the first song, conjoined with the voice in the second, and primary in the last, where it is as if a purely musical fantasy conjured up appropriate words and appropriate singing. Finally, the work bears Berio's signature in bearing that of his wife Cathy Berberian, for whom it was written.

Around the time of "Chamber Music" Berio became associated with the other leading composers of his generation who met annu​ally at Darmstadt — Stockhausen, Boulez and Pousseur — and several of his works of the later 1950's were contributions to Darmstadt projects: the re-imagining of orchestral layout in "Allelujah" I and II (1955-58), or, in "Dif​ferences" (1958-59), the combination of in​strumental and electronic sound. So this latter work belongs as much within the context of Pousseur's "Rimes pour differentes sources sonores" and Stockhausen's "Kontakte" as of Berio's particular output. It also belongs within the classic domaine musical repertoire, having been written for Boulez's group to perform.

Berio has said that he "began by recording in Paris, with the same musicians that would perform the piece in public just over a year later, sections for solo instruments or for dif​ferent combinations of the five (flute, clari​net, harp, viola and cello)." These recorded passages were then transformed and edited to create the tape with which the live quintet plays, so that "the original model of the five instruments coexists alongside an image of itself that is continually modified, until the different phases of transformation deliver up a completely altered image that no longer has anything to do with the original model." These "phases of transformation," of which Berio distinguishes five, always start from and return to "a maximum of identity and fusion" with the live music. In between times, "the instrumental group follows, provokes and confirms, as best it may, the electro-acoustic transformations." There is thus a constantly shifting dialogue between live sound and recording, between natural and un​natural, between the present of the perform​ance and the past of 1958 — though inevitably the dialogue will be less clear when both sides are recorded, unnatural and past.

Also in 1958 Berio set out, though perhaps without knowing it at the time, on a longer path of transformations: the series of "Se-quenze" for solo performers. "Sequenza III" (1965-66), again written for Berberian, is a dramatic scena in which Berio has said he "tried to assimilate many aspects of everyday vocal life, including trivial things like coughing, without losing intermediate levels — laughter becoming coloratura virtuosity for instance — or indeed normal singing." Where in "Chamber Music" and "Epifanie" the different vocal styles had been partitioned in different sections, here they interpenetrate exuberantly, and the specially written text by Markus Kutter provides words and phrases that can be reassembled in different patterns according to musical and dramatic con​siderations.

"Sequenza VII" (1969) was composed for Heinz Holliger, and presents itself as a sequence of tight acrobatic figures along the tightrope of a sustained B natural, an elec​tronic drone, to which the soloist keeps re​turning. This is, then, a monotone like the central song of "Chamber Music" and a journey of departures and returns like "Dif​ferences." It is, moreover, like "Sequenza III" and by contrast with the anonymous "Due pezzi," a composer's portrait of a mu​sician, a portrait which reveals the artist's likeness as much as the sitter's.

Paul Griffiths

	Luciano  BERIO
	“Sinfonia” / “Eindrucke”
	1986
	44:49
	label: Erato

Performed by Orchestre National De France, Conductor: Pierre BOULEZ

SINFONIA

“The title is not meant to suggest any analogy with the classical symphonic form. It is intended purely etymologically: the simultaneous sound of various parts, here eight voices and instruments. Or it may be taken in a more general sense as the inter​play of a variety of things, situations and meanings. Indeed, the musical development of Sinfonia is constantly and strongly conditioned by the search for balance, even identity between voices and instruments; between the spoken or the sung word and the sound structure as a whole. This is why the per​ception and intelligibility of the text are never taken as read, but on the contrary are integrally related to the composition. Thus, the various degrees of intel​ligibility of the text, along with the hearer's expe​rience of almost failing to understand, must be seen to be essential to the very nature of the musical process.

The text of the first part is made up of a series of extremely short extracts from Claude Levi-Strauss's Le cru et le cuit, and one or two other sources. In these passages, Levi-Strauss analyses the structure and symbolism of Brazilian myths of the origin of water, or other similarly structured myths. The second part of Sinfonia is a tribute to the memory of Martin Luther King. The eight voices simply send back and forth to each other the sounds that make up the name of the Black martyr, until they at last state his name clearly and intelligibly. The main text of the third part is made up of fragments from Samuel Beckett's The Unnamable, which in turn generate a large number of references and quo​tations from day-to-day life.

The text of the fourth part mimes rather than enun​ciates verbal fragments drawn from the preceding parts (with, at the beginning, a brief reference of Mahler's Second Symphony). Finally, the text of the fifth part takes up, develops and complements the texts of the earlier parts, and above all gives these fragments narrative substance (being drawn from Le cru et le cuit), whereas in the first part they were presented merely as poetic images.

The third part of Sinfonia calls for more detailed comment, since it is perhaps the most experimental work I have written. The piece is a tribute to Gustav Mahler (whose work seems to carry all the weight of the last two centuries of musical history) and, in par​ticular, to the third movement of his Second Sym​phony ("Resurrection"). Mahler bears the same rela​tion to the whole of the music of this part as Beckett does to the text. The result is a kind of "voyage to Cythera" that reaches its climax just before the third movement (the scherzo) of the Second Symphony. This movement is treated as a generative source, from which are derived a great number of musical figures ranging from Bach to Schonberg, Brahms to Stravinsky, Berg to Webern, Boulez, Pousseur, myself and others. The various musical characters, constantly integrated in the flow of Mahler's dis​course, are combined together and transformed as they go.

In this way, these familiar objects and faces, set in new perspective, context and light, unexpectedly take on a new meaning. The combination and unification of musical characters that are foreign to each other is probably the main driving force behind this third part of Sinfonia, a meditation on a Mahlerian "objet trouve". If I were asked to explain the presence of Mahler's scherzo in Sinfonia, the image that would naturally spring to mind would be that of a river running through a constantly-changing landscape, disappearing from time to time underground, only to emerge later totally transformed. Its course is at times perfectly apparent, at others hard to perceive, sometimes it takes on a totally recognisable form, at others it is made up of a multitude of tiny details lost in the surrounding forest of musical presences. The first four parts of Sinfonia are obviously very dif​ferent one from the other. The task of the fifth and last part is to delete these differences and bring to light and develop the latent unity of the preceding four parts. In fact the development that began in the first part reaches its conclusion here, and it is here that all the other parts of the work flow together, either as fragments (third and fourth parts) or as a whole (the second).

Thus this fifth part may be considered to be the veritable analysis of Sinfonia, but carried out through the language and medium of the composition itself.

Sinfonia, composed for the 125th anniversary of the New York Philharmonic is dedicated to Leonard Bernstein.” ----    LUCIANO BERIO 

It is clear from Berio's own introduction to Sinfonia how much that work was for him an act of syn​thesis. It integrated the layered textures of his orchestral music from the late 50's with the exube​rant vocal resources of his works from the sixties. It set the rotating, self-modifying pitch sequences that he so often used to generate extended melodies side by side with his more recent exploration of third-based harmonic textures. But Sinfonia was not simply a retrospective summary: it also provided him with ideas and techniques that were to sustain him through many subsequent works. The most fruitful of these was the device of using a rotating pitch series to generate its own harmonic background by sustaining a different selection of its notes at each repetition. Berio first presented this idea in fully developed form in O King (1967), which he then incorporated into Sinfonia as the second movement. Here the pitch cycle, anchored around its constant return to the notes f and a, generates a harmoniccloud quietly oscillating between two whole-tone areas. He was subsequently to couple this device with another that he used to resolve the tensions of Sinfonia's final synthesis. At the heart of this fifth movement stands the pitch cycle from the second movement, and as it reaches its end, the whole orchestra breaks into a monody that takes the form of an enormous wave running continuously up and down through the entire instrumental gamut. Although in the finale of Sinfonia this wave-form monody gives rise to only the most rudimentary har​monic projections, Berio was quick to grasp its potential when he came to write his next orchestral piece, Bewegung (1971). Here the wave-form maps out a slowly changing harmonic field, and around it first single notes, and then denser harmonic aggre​gates coalesce and fade away. Bewegung  was followed by an orchestral "study",  Still (1973). This, too, expanded upon a feature hinted at in Sinfonia: the extraordinary variety of sound colour to be obtained from different instrumentations of chromatically saturated orchestral clusters. But where in the third movement of Sinfonia the clusters had been formi​dable orchestral tutti, blocking out long passages of Mahler's scherzo, here their constant changes of colour are perceived almost subliminally, since they are presented as an irregular series of quiet, staccato attacks.

With Bewegung and Still in hand, Berio now undertook an operation analogous to that which generated much of the last movement of Sinfonia. There he had sought out interactions between materials from the previous four movements. Here, instead, he was able to combine two quite different, but compatible processes to produce Eindrucke. The structure of Still is preserved more or less intact as a framework for Eindrucke. Through this framework Berio weaves a monody that preserves the pitches of Bewegung's monody (or, more exactly, the first half of it), but totally alters its rhythmic character. Where Bewegung elaborates heterophonically upon a briskly rhythmic piano line, Eindrucke's monody swoops and soars irregularly, constantly altering its instrumental colour as it goes. As in Bewegung, it throws off harmonic echoes, but these now spring up in profusion, dissolving into trills and briefly inde​pendent lines. Even Still’s staccato attacks prolife​rate into stuttering repetition. The result is a sort of musical kaleidoscope, continuously revealing new possibilities as it rotates upon itself -- and at the same time marking out new ground in Berio's handling of orchestral texture. 

	Luciano  BERIO
	Sequenzas
	1998
	79:43 77:50
	label: Deutsche Grammophon (Hamburg) http://www.dgclassics.com 

Performed by ENSEMBLE INTERCONTEMPORAIN.

First complete recording.

Few works in recent decades have become as famous as Luciano Berio's Sequenzas, a cycle of solo pieces on which the composer has been working for forty years. The result is an extraordinarily successful work in progress. A number of these Sequenzas have left their mark on other pieces by Berio, while others, in turn, have splintered off from longer works. This consistant interlinking of individual works and the ability to spin out and vary the same underlying material, while reflecting it in the most disparate ways, is typical of Berio's whole approach to composition. Indeed, his entire output could be seen as one great work in progress. And his Sequenzas are the secret centre of this universe.

All thirteen of these brief miniatures – they generally last between five and ten munutes each – have been written in close association with famous performers, and all of them afford a fascinating overv of the technical possibilities of thirteen widely differing instruments: from  Sequenza I for flute (1958) to what, at the time of writing, is the last in the series, as Sequenza XIII  for accordion (1995), all redefine virtuosity in an entirely new and idiosyncratic way. Berio is concerned not to display his technical know-how on a merely superficial level, but wants technical and intellectual virtuosity to be interpreted in a far more comprehensive manner as the decisive link between compositional idea and performing artist. This constant, necessary dialogue between the interpreter and his instrument has been aptly defined by Berio himself in the context of his Sequenzas: "The best solo performers of our time – modern in intelligence, sensibility, and technique – are those who are capable of acting within a wide historical perspective, and of resolving the tensions between the creative demands of past and present, employing their instruments as means of research and expression."

Luisa Castellani, soprano 

Gabriele Cassone, trumpet 
Eliot Fisk, guitar 
Teodoro Anzellotti, accordion
ENSEMBLE INTERCONTEMPORAIN:

Sophie Cherrier,  flute 
Frederique Cambreling, harp
Florent Boffard, piano
Benny Sluchin, trombone
Christophe Desjardins, viola

Laszlo Hadady, oboe
Jeanne-Marie Conquer, violin 
Alain Damiens, clarinet
Pascal Gallois, bassoon 

Christian Wirth, alto saxophone
"4D" DDD Audio Recording

Recordings: Paris, IRCAM Studio/Espro, 1994-1997.

The verses for the individual Sequenzas were written by the Italian author Edoardo Sanguineti in 1994 and 1995. In a performance, each verse can be recited before the respective Sequenza. Luciano Berio and Edoardo Sanguineti enjoy a longstanding working relationship which has found its artistic expression in the compositions Epifanie (1959-1961), Laborintus II (1963-1965) and A-Ronne (1974/1975). The poet pre​sented the texts to his composer friend with the following words: "Incipit sequentia sequentiarum, quae est musica musicarum secundum lucianum." ("Here begins the sequence of sequences, which is the music of music according to Luciano.")
Luciano Berio: Sequenzas
The title Sequenza underlines the fact that the construction of these pieces almost always takes as its point of departure a sequence of harmonic fields, from which spring, in all their individuality, the other musical functions. In fact almost all the Sequenzas have in common the intention of defining and developing through melody an essentially harmonic discourse and, above all when dealing with the monodic instruments (flute, oboe, clarinet, bassoon, trumpet, trombone), of suggesting a polyphonic type of listening, based in part on the rapid transition between different characteristics, and their simultaneous iteration. Here polyphony should be understood in a metaphorical sense, as the exposition and superposition of differing modes of action and instrumental characteristics. As well as investigating certain specific technical aspects in depth, in the Sequenzas I've also at times tried to develop a musical commentary on the rapport between vir​tuoso and instrument, disassociating elements of performing behaviour, so as to then reconstitute them, transformed, as musical unities. That's what happens in Sequenza III for voice and Sequenza V for trombone, both of which can also be heard and seen as a theatre of vocal and instrumental gestures.

Of the various elements that the Sequenzas have in common, virtuosity is the most obvious and external. I've every respect for virtuosity, even if that word can give rise to scornful sniggers, and may even conjure up the image of an elegant and rather diaphanous creature with agile fingers and an empty head. Virtuosity often springs from a conflict, a tension between the musical idea and the instrument. One all too familiar aspect of virtuosity comes about when technical preoccupations and performance stereotypes prevail over the idea, as is the case with Paganini, whose works, much as I love them, did little to disturb the history of music, but did contribute to the development of violin technique. Another instance ul tension arises when the novelty and complexity of musical thought - and with it equally com​plex and innovative expressive dimensions - impose altered relationships with the instrument, open up a path to new technical solutions (as in Bach's violin Partitas, Beethoven's last piano works, and then those of Debussy, Stravinsky, Boulez, Stockhausen etc.), and demand of interpreters that they function at the highest level of both technical and intellectual virtuosity. The best solo performers of our own time - modern in intelligence, sensibility and technique - are those who are capable of act​ing within a wide historical perspective, and of resolving the tensions between the cre​ative demands of past and present, employing their instruments as means of research and expression. Their virtuosity is not confined to manual dexterity nor to philological specialization. Although they may operate at differing levels of understanding, they are able to commit themselves to the only type of virtuosity that is acceptable today, that of sensibility and intelligence. So that, these days, writing for a virtuoso worthy of the name may also count as the celebration of a particular understanding between com​poser and performer, and bear witness to a human situation. Another element that unifies the Sequenzas is my own sense that musical instruments cannot really be changed, nor can they be destroyed, nor indeed invented. A musical instrument is in itself a piece of the musical language. Trying to invent a new one is as futile and pathetic as might be any attempt to invent a new grammatical rule in our language. The composer can contribute to the evolution of musical instruments only by using them, and by trying to understand, often post factum, the complex nature of that evolution, reflecting as it does social, technological and economic conditions, and not merely musical and acoustic ones. At the end of the 18th century the growing number of listeners - and the ever-larger spaces needed to accommodate them - pro​foundly influenced the construction and the techniques of all instruments. I'm much attracted by the slow and dignified transformation of instruments and of instrumental (and vocal) techniques across the centuries. Perhaps that's another reason why, in all my Sequenzas, I've never tried to change the genetic inheritance of the instrument, nor sought to use it "against" its own nature.

[…]

	Steven BERNSTEIN
	Diaspora Soul
	1999
	66:54
	Steven Bernstein – см. тж. в секции 'Jazz' его проекты: SPANISH FLY; KAMIKAZE GROUND CREW; SEX MOB; и в составе LOUNGE LIZARDS (тж. с John LURIE); Oren BLOEDOW; MEDESKI, MARTIN & WOOD;
label: Tzadik

steven bernstein trumpet

paul shapiro tenor saxophone (tracks 1-7, 9-12) 

michael blake tenor saxophone (tracks 2, 4, 6, 8, 10-11) 

peter apfelbaum tenor saxophone (tracks 2, 4, 6, 10-11) 

briggan krauss baritone saxophone (tracks 2, 6, 10) 

brian mitchell wurlitzer electric piano, organ (tracks 1-9, 12) 

tony scherr bass (tracks 1-10, 12) 

E.J. rodriguez congas, bongo, maracas, clave 

robert J. rodriguez postizo drums, percussion

"This peculiar form of mathematics and harmonics that was strange to all the world."
—-Jelly Roll Morton on the art of arranging music for ensembles and leading them.

Steven Bernstein has worked as musical director for the likes of Hal Wilner, John Lurie and his own madcap bar band SEX MOB [см.]  and this newest project is truly a relevation.

Jewish cantorial melodies wailing over Afro-Cuban percussion. A funky New Orleans rhythm section setting up Klezmer classics. Dave Bartholomew meets Moyshe Oysher?

One of the most exhilarating releases of this or any other year, Diaspora Soul is destined to top the dance charts in Miami.

When John Zorn asked me to make a record for the Radical Jewish Culture series, I was left with an enigmatic question. How does a Jewish musician who has spent his life studying "other" musical cultures make a "Jewish" record? How does one make a "Jewish" record, when, by nature, all of one's music is already "Jewish"? I struggled with this paradox for three years, until I had my Gulf Coast epiphany. I had been doing a lot of reading and lis​tening for the past few months to the music of New Orleans, and had been developing a the​ory about the evolution of New Orleans marching band music not into what we call jazz, but into rhythm and blues. Not just the rhythms, but the phrasing and air flow of the R&B play​ers are a continuation of the marching style, and the sidemen on the classic New Orleans R&B recordings were the second generation of the marching musician clans. This led me to thinking not just about a New Orleans sound, but rather the Gulf Coast sound, encompassing Texas and Cuba—and the last part of the Gulf Coast was Miami. And who retired to Miami? The most popular Cuban export of the '50s was the cha-cha. In New Orleans there is a rhythm called the half a cha. And who loves a cha-cha more than the Jews? And the final piece of the grail—the hora bass pattern—one, two-and, and-four-and, is the first half of clave, the heart of Afro-Cuban music.

The passion was now in full flow. Every night for the next week I would retire to my labora​tory, listen to albums, and take notes. In preparing for this project, I had collected a strange brew of albums over the last three years. Jewish songs arranged for strings, European cantonal recordings from the '20s, and melodramatic American cantorial records from the early '60s. Once the album was formed in my head, the arrangements poured out in two nights.

I had a specific "sound" in mind for the album. I wanted to capture the feel or the classic Cosimo Matassa sessions, so I brought in each arrangement, ran it once, and recorded it "live", warts and all. The recording was to take place in two sessions—the first, at Tony Scherr's apart​ment, was a small band date. Ironically, this echoes the sound of the early Willie Bobo records, one of the early fusions of Afro-Cuban music and jazz, soul and jazz, unique because its arranger and cornetist was Melvin Lastie, a member of one of New Orlean's great musical families (and a member of King Curtis' Kingpins, who spread the "Texas sound" out into the world.)

The second session, recorded at Avatar studios, was a large band in the style of the great New Orleans arranger and trumpeter Dave Bartholomew—three tenors, baritone, piano, bass, two percussion, and myself as the lead vocalist. This is the same basic orchestration as the classic Little Richard sessions.

manishtana is a classic Passover song, done as a slow New Orleans cha-cha. The phrase at the end of the melody is a nod to Melvin Lastie.

chusen kalah mazel TOV is an Ashkenazi wedding standard, here arranged in the "Popeye" style. The tenor solo is by Peter Apfelbaum. We've been making music togeth​er since we were twelve years old. On this and on Mazinka I used the board mix that Scott Harding was listening to as we recorded. Its rawness captures both the flavor of the arrangement and the performance.

l'chaim I transcribed off of a Paul Weston string album called Soul of a People. The melody has a classic "Jewish" feel to it, and Brian Mitchell brings to mind the psychedelic record​ings of Eddie Palmieri.

mazinka is the chair dance played at Ashkenazi weddings. The breaks are inspired by Big Chief as recorded by the Wild Tchoupitoulas.

shalom bimromov is a bongo feature of the great E.J. Rodriguez. Paul Shapiro and I have played this melody many times in many catering halls, over the last eighteen years of mak​ing music together, but this was our first chance to phrase it in this intimate a setting.

let my people go is a tribute to Peter Apfelbaum, the coda section written in the style of his early Heiroglyphics Ensemble arrangements. Hearing this brings back memories of the seventeen piece band rehearsing in my parents' living room twenty years ago.

roumani, roumania is also from the Paul Weston album, and was a standard from my grandparents' generation. After the intro, Robbie Rodriguez sets up a wicked groove, and the song moves from a "European" mode to an "Oriental" mode in the B section, Another wild and mysterious first take.

cha features Michael Blake, my tenor partner for the last nine years in the Lounge Lizards. The session was running late, and Paul had to leave, so I called Michael, who lives around the corner from Tony. This is the only original on the disc. I consider this a tribute to bur executive producer, as the melody is harmonized in the style of Masada.
rock of ages is a song we sing during Chanukah, with both English and Hebrew words. Listening back to the take I realized the arrangement is really a tribute to the great genius Donny Hathaway.

The next two pieces are cantorial transcriptions. ANI MAMIN  is from the Moishe Oysher Chanukah Party album, based on an arrangement by Abraham Ellstein. E.J. and Robbie add a bata rhythm to this, which brings out the mystical nature of the piece.

habet mishomayim is the first half of a transcription of cantor Josef Rosenblatt, original​ly recorded in 1921. It is a stanza from a penitential prayer recited after the fundamental prayer of the morning service on Mondays and Thursdays. It is interesting that this piece, though Ashekenazi, has such a strong Sephardic/flamenco flavor.

I thank all the musicians for their focus and inspiration. Thanks to Tony Scherr for his extra human abilities and understanding, Scott Harding for his mad skills, Rea Mochiach for his fear​less dub, Zoe Thrall for her generosity, my wife and children for their cadence, John Lurie and Hal Wilner for giving me the opportunities to arrange and John Zorn for making this possible. To Cantor Moshe Koussevitzky and the musicians of the Gulf Coast whose spirits breathed the life into this music. And most of all to my family for raising me with this musical tradition.

	Steven BERNSTEIN
	Diaspora Blues
	2002
	63:17
	label: Tzadik

Steven Bernstein [tp, slide tp]; with the Sam Rivers Trio: Sam Rivers [t/s s, fl]; Doug Matthews [ac b, bass cl]; Anthony Cole [d, t s].

The Jew demanded that the chazzan, through his music, make him forget his actual life, and that he elevate him on the wings of his tunes into a fantastical paradisiacal world.

The man basis of Semitic and Jewish music is the minor scale which, at a very late date, came to be considered of a melancholy character by the Anglo-Saxon only.

--- Abraham Idelsohn

	Jello  BIAFRA
	Jello  BIAFRA & Mojo  NIXON:

“Will The Fetus Be Aborted?”
	1993
	15:05
	label: Alternative Tentacles Records (London)

JB [wailin’ and hollerin’]; Mojo [el&ac g, harmonica, more hollerin’]; Pete (Wet Dawg) Gordon [p, organ]; Wid (The Jinx) Middleton [d]; Sean (Weasel) McCarthy [b]; with: Louis Meyers [banjo pickin’ (1)]; Danny Barnes [lead g (2)].

1. Will The Fetus Be Aborted?

2. The Lost World

3. Drinkin’ With Jesus (from ‘Prairie Home Invasion’)

4. Achey Rakey Heart (Chadbourne / Johns)

Nudity is forbidden, violence is applauded.

“Women have babies and men provide the support. If you don’t like the way we’re made you’ve got to take it up with God” – P. Schlafly

->BAILEY ‘M&D’

	Jello  BIAFRA
	Jello  BIAFRA & Mojo  NIXON with The TOADLIQUORS:

“Prairie Home Invasion”
	1994
	54:34
	label: Alternative Tentacles Records (Virus)      

Пародийно- издевательский кантри-рок.

J.Biafra (см. тж. с T.A.S.S.; PITCHSHIFTER; MANO  NEGRA [в ‘Rock’]) [wailin’, hollerin’ & testifyin’]; Mojo Bo-Dacious Nixon [more hollerin’, g, harmonica, banjo, tambourine Johnson]; Pete (Wet Dawg) Gordon [p, organ, accordion]; Sean (Weasel) McCarthy [b, sleeping]; Wid (The Jinx) Middleton [d, perc];  + Evan Johns [g]. 

(см. тж.: E. Chadbourne & Evan Johns)

Buy My Snake Oil

Where Are We Gonna Work

Convoy In The Sky

Atomic Power

Are You Drinkin’ With Me Jesus

Love Me, I’m A Liberal

Burgers Of Wrath

Nostalgia For An Age That Never Existed

Hamlet Chicken Plant Disaster

Mascot Mania

Let’s Go Burn Ole Nashville Down

Will The Fetus Be Aborted

Plastic Jesus

	 (Jello BIAFRA)  
	TUMOR CIRCUS
	1991
	59:08
	label: Alternative Tentacles Records (Virus), England

Jello Biafra [v, words, conceptual psychosis]; Mike Morasky [g, samples]; Charles Tolnay [Fender Jaguar]; Dale Flattum [b, fuzz]; Darren Mor-x [d].

Самый напористый и жестокий из проектов Biafra. И в отличие от многих других -- очень плотный и мощный по саунду. 

Hazing For Success (Pork Rind Confidential)

Human Cyst

The Man With The Corkscrew Eyes

Fireball

Swine Flu

Calcutta A-Go-Go

Take Me Back Or I’ll Drown Our Dog (Headlines)

Meathook Up My Rectum

Turn Off The Respirator

	(The) BILLY TIPTON MEMORIAL SAXOPHONE QUARTET
	ТРИ «О» & BILLY TIPTON MEMORIAL SAXOPHONE QUARTET:

"Live @ Seattle"
	1990
	73:53
	Amy DENIO – см. тж.: Amy DENIO; The DANUBIANS; Tom CORA / Hans REICHEL "Angel Carver"; The (EC) NUDES; PALE NUDES; ONLY A MOTHER; (RESIDENTS): "A Stab at the Residents" (tribute to residents); The SCIENCE GROUP; TONE DOGS (with REICHEL, FRITH);
ТРИ «О» - см. в 'Jazz'

label: Pentagramma

letov@jazz.ru  http://www.letov.com
Letov [s/bar sax, bass cl, fl]; Kirichenko [euphonium, v]; Alexandrov [fagot]; Amy Denio (см.), Marjorie de Muynck, Babs Helle, Stacy Loebs [saxes].

В середине ХХ века на западном побережье жил джазовый саксофонист Билли Типтон. После его смерти в 40-х годах оказалось, что он не умер,.. а она умерла! Билли была женщиной, выдававшей себя за мужчину всю жизнь, так как в пуританской Америке тогда женщинам играть на саксофоне не очень позволялось. Прошли годы, и вот женский саксофонный квартет им. Билли Типтона пригласил ТриО принять участие в культурной программе. ...Запись, предоставленная Вашему вниманию, сделана радиостанцией Сиэтла во время концерта ТриО в Broadway Concert Hall. Для выступления типтонши дали мне баритон саксофон Yamaha, за что я им очень благодарен. Последняя пьеса представляет собой коллективную свободную импровизацию обоих коллективов.

Три«О» расшифровывается как «Три Отверстия Женщины». Это скрытая цитата из романа Джемса Джойса «Улисс»: “Body of white woman. A flute alive. Blow loud. Blow gentle. Three holes all women… Goddess I didn’t see.” Идея сокращения «Трёх Отверстий Женщины» до «Три О» принадлежит актёру Александру Филиппенко. Это было вызвано его желанием тарифицировать трио в Союзконцерте.

--- Сергей Летов

	(The) BILLY TIPTON MEMORIAL SAXOPHONE QUARTET
	Saxhouse
	1993
	49:08
	label: Spoot Music (1992) / Knitting Factory Works (1993)

Amy Denio: alto

Jessica Lurie: alto, tenor

Marjorie de Muynck: soprano, alto, tenor

Barbara J. Marino: baritone, alto

Will Dowd: drums

	(The) BILLY TIPTON MEMORIAL SAXOPHONE QUARTET
	Make It Funky God
	1994
	29:01
	label: Horn Hut Recordings (Seattle)

Recorded after a year of extensive touring, this CD has the classic BTMSQ sound Denio's personal favorite

Amy Denio: alto sax;

Jessica Lurie: alto, tenor sax;

Marjorie de Muynck: soprano, tenor sax;

Barbara Marino: baritone sax;

Pam Barger: drums

MAKE IT FUNKY GOD

1. El Canelo (Trad, arr. Denio)

2. Der Heyser Bulgar (Trad, arr. Lurie)

3. Air Drone (Denio) 

4. Mu (Sun Ra; arr. Lurie/De Muynck) 

5. Acoustic Hic Hop (Trad., arr Lurie)

6. Entropic Nocturne (Denio)

	(The BILLY TIPTON MEMORIAL SAXOPHONE QUARTET)
	FoMoFlo:

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

Amy Denio (см.) - saxophones, bass, vocals; 

Dennis Gunn - guitars, vocals, banjo, mandolin; 

Tada Makio - drums; 

Honda Tatsuya -  bass; 

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

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

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

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

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

"Bad Doctor" - Leech therapy for the blues. 

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

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

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

"Eternal Sanctuary" - Shortwave rave. 

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

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

"Camel Surfer" - Bedouin Culture On The Beach. 

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

"11 78" - Excruciatingly absurd hyper-gibberish. 

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

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

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

--  Jason Staczek

	(The) BILLY TIPTON MEMORIAL SAXOPHONE QUARTET
	Pollo D’Oro

(Una Storia Vera)
	1998
	41:37
	PROTAGONISTI:

THE BILLY TIPTON MEMORIAL SAXOPHONE QUARTET (Seattle, USA): Amy Denio [a s, backs]; Maya Johnson [t s, backs]; Jessica Lurie [a&t s, backs]; Barbara Marino [bar s, snare-a-tone (#2), d (#5), backs, chicken rap];

with: NE ZHDALI (см.) (Berlin, Germany): Leonid Soybelman [g, v- (#2,9)]; Vadim ‘Baguk’ Veeremaa [fr h, tp]; Oleg Davidovitch [b, trb]; Vitaly Redchits [d]; Andrey ‘Bitty’ Kulagin [side whistle, perc, v- (#10)].

Arranged, recorded and mixed in 1996. 

1. The 8th Day

2. Uke

3. Argonauts (Pollo D’Oro)

4. Petunja

5. Wheel of Fortune

6. Bulb

7. Stitch

8. Unexpected Arrival

9. No Moon, No Sun

10. Kansas

11. Nothing Was Happen!

	BINARY  SYSTEM
	From The Epicenter
	1999
	53:10
	avant-garde / improvisation
label: Atavistic (Chicago)   www.atavistic.com 

Roger C. Miller [p, prepared p, toy p]; Larry Dersch [drum kit, metal, duct tape solo, wind machine].

http://rogermiller.home.mindspring.com 

Проект настолько насыщен энергией и динамикой, что к минимализму его причислить, видимо, нельзя. Хотя всеми своими корнями он обращён к J. Cage и S. Reich.

1. Core Sample

2. The Epicenter

3. 1-Shift

4. Amazons

5. Buttonwood Three Jungle

6. Boxation Overload II (Red Metallic)

7. The Floating Red Wall

8. Generator

9. Warp Drive

10. Smoking Mirror (Tezcatlipoca)

11. Two Doorways

12. I Make out Shapes (Shin Zhel Zhellentovui)

Tracks 10. –12. are improvisations.

	BIOSPHERE
	Substrats
	1997
	58:33
	dark ambient без ритмических структур

label: All Saints Records

all tracks written and produced by Geir Jenssen

	BIOTA
	Tumble
	1989
	73:57
	avant-garde – мягкий, близкий к минимализму
label: ReR /Cuneiform (USA)

Tom Katsimpalis [organ, g, banjo, fl, harmonica]; Mark Piersel [g, psaltry, banjo, tp, organ, processing, tapes]; Steve Scholbe [a s, bass cl, g, autoharp, fl]; William Sharp [processing, tapes]; Gordon Whitlow [organ, p, g, accordion, rhodes]; Larry Wilson [d, bodhran, side drum, bongos]; Randy Yeates [concertina]; with: Deborah Fuller [vln]; C.W. Vrtacek [p, baritone ukulele].

	BIOTA
	Almost Never
	1992
	52:16
	label: ReR /Cuneiform (USA)

James Gardner [fl h, rhodes]; Tom Katsimpalis [g, pump organ]; Steve Scholbe [g, s, cl, marxophone]; William Sharp [processing, tapework, hurdy-gurdy]; Gordon Whitlow [pump organ, penny & low whistles]; Larry Wilson [d]; Randy Yeates [perc].

	BIOTA
	Object Holder
	1995
	70:19
	label: ReR

James Gardner [fl h, nae]; Tom Katsimpalis [g, clavioline]; Steve Scholbe [g, rubab, marxophone]; William Sharp [processing, tapework, hurdy-gurdy]; Gordon Whitlow [pump organ, accordion, rhodes]; Larry Wilson [d]; Randy Yeates [k]; with: Chris Cutler (см.) [perc, electrics]; Susanne Lewis [v]; C.W. Vrtacek [p]; Andy Kredt [g].

	BIRDSONGS  OF THE  MESOZOIC
	Faultline
	1989
	57:31
	avant-rock

label: Cuneiform Records (USA)

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

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

	BIRDSONGS  OF THE  MESOZOIC
	Pyroclastics
	1992
	46:40
	label: Cuneiform Records (USA)

Martin Swope [g, perc]; Erik Lindgren [p, samles, perc]; Ken Field [a&s saxes, perc, synth]; Erik Lindgren [perc, samples, p]; Rick Scott [synth, perc]; Willie Alexander [perc (#4,7)]; Ken Winokur [perc (#4,6)].

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

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

"[Birdsongs] ...sounds like a party in a Cubist Roadhouse" --N.Y.Times

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

"...fantastically innovative music." -- Exposure. 

"This group knows the value of light and shade, agression and calm." -- Facelift.

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

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

По энергетике можно сравнить с самыми мощными композициями King Crimson.

	BIRDSONGS  OF THE  MESOZOIC
	Petrophonics
	2000
	66:53
	label: Cuneiform Records (USA)

Michael Bierylo - guitar, programming, sound design 

Ken Field - alto/soprano saxophones, flutes, percussion 

Erik Lindgren - acoustic grand piano 

Rick Scott - synthesizer, sound design and piano (Study Of Unintended Consequences)
additional musicians:
Terry Donahue - percussion (Nevergreen, Ptoccata II, Revenge - Part One/Three)
Pacey Foster - turntable (One Hundred Cycles, Ptoccata II)
David Greenberger - voice (Gravity Theme)
Eric Paull - drums (One Hundred Cycles)
John Styklunas - acoustic bass (One Hundred Cycles)
Ken Winokur - percussion (Nevergreen, Ptoccata II, Revenge - Part One/Three)

Most bands suck. No matter how good their music is, they generally suck at being a band. Some bands aren't bands at all, but extensions of one person's vision, as is the case with Duke Ellington and his orchestras or Frank Zappa arid his various ensembles. However, most bands attempt to function as bands, i.e., as small, self-contained units where people work together for the greater good of the music, as with the Rolling Stones or Led Zeppelin. As anyone who keeps up with rock n' roll gossip knows most bands die an early death and the guality of their music is, at best, erratic. This is due to the fact that most bands are plagued by in-figting, ego clashes, poor communication, lack of vision, petty squabbling, drugs, artistic differences and other problems too numerous and boring to mention.
Which brings us to Birdsongs of the Mesozoic. I've known these guys individually and collectively since around 1986. I've hared meals and stages with them. I've gotten to know them as people as well as a band. They are one of the few bands whose music is always good and always improving. Moreover, they're not prone to self-destruction. There's a tremendous amount of equity, mutual respect and cooperation within Birdsongs, and the result is a catalog that is both interesting and consistent They don't make albums where all the songs are variations on one chord change. Nor do they make albums that contain two or three great tracks and a lot of self indulgent sturm. And this, I can tell you for a fact is because these guys are a real band. So here's their latest album, which is full of surprises. I could have said it represents a «step forward» or, even more hackneyed, «a quantum leap forward» but what's happening here is more like an opening up in all directions at once than continuing in the same direction. Think of a blooming rose, not a racecar. What's different this time around is the maturation of their compositions and their sense of arrangement. They haven't scrapped their regular instrumentation for accordions a cittern and some Malaysian percussion instruments. There is still plenty here that refers back to the best of past albums. But along with that, there's ever so much more. Extensive use of mid and late 20th century classical techniques such as dissonance and texture nudges some of the music away from rock and closer to «new contemporary music or whatever non-Mozart, chamber type stuff is being called this month. Percussion and acoustic bass pop up here and there and their appearance is a treat. Odd pairings of instruments keep you guessing.

Some things aren't apparent from listening to the music. Ken and Erik have released some great solo albums since the last Birdsongs CD, and their musical personalities have really grown outside the band, yet they've managed to incorporate that into the new Birdsongs music. Erik is one of the few people I know who is both meticulously aware of music theory and loves to rock out. Ken has cultivated an original voice that draws as much from Debussy as it does from samba rhythms and jazz. Rick is not a loud pushy aggressive guy. You don't appreciate the depth of his contributions until you really listen and realize that he is providing the aural equivalent of stage lighting and camera angles; his work doesn't jump right out at you but you'd sure miss it if it wasn't there. Rick's composition on this album is a standout, not because it is «better» than the other trucks, but because it dives headlong into the waters of avant-garde soundseapes and comes up smelling like prize winning roses, which ain't easy. Michael, meanwhile, has survived and flourished despite having taken on the difficult job of having to fit into an established band and follow a guitarist (Martin Swope) who defined a distinctive style within the band. His guitar work is often subtle and blends in so well I keep forgetting this is the same guy who picked up one of my archtop jazz guitars and played «Tico Tico» at the speed of light while keeping up his end of a conversation.
Once, during a conversation, Ken described Birdsongs to me as «a composers forum» where each member is free to bring in his work and subject it to the group process. That's never been more true, and on this album the group has been hard at work to create something that is the same but different. About half this album makes me say «Oh yeah, this is Birdsongs,» while the other half keeps making me say «This is Birdsongs??? Really? Wow!» See how great life can be when you're in a band that doesn't suck?

--- C.V., New England, USA

	BIRDSONGS  OF THE  MESOZOIC
	The Iridium Controversy
	2003
	60:57
	label: Cuneiform www.cuneiformrecords.com 

www.birdsongsofthemesozoic.org
Erik Lindgren [ac p, washboard, acetone organ]; Ken Field [a&s saxes, fl, perc]; Rick Scott [p, synth, perc]; Michael Bierylo [g, sound design, floor tom]; + add. musicians

	BISK
	Strange Or Funny-Haha?
	1997
	41:58
	BISK - см. тж. на CD: JAPANESE AVANT-GARDE;

электронный avant-garde / noise
label: Sub Rosa (Brussels, Belgium)

Composed and performed by Naohiro Fujikawa.

Recorded in Hiogo, Japan

1. Tuning

2. Convergence

3. Rolling and Pitching

4. Momentary Stir

5. Rhythm and Blues

6.Chattering Jazz

7. Viscosity One

8. Gamelan

9.Viscosity Two

	Iva  BITTOVA
	Svatba
	1988
	36:22
	Iva Bittova -- см. тж. с: Fred Frith;

label: No Man’s Land / Review Records

free improvisational music

Iva Bittova [violin, voice]; Pavel Fajt (тж. с: Frith) [d, special metals].

	Iva  BITTOVA
	Ne Nehledej
	1994
	45:24
	label: BMG Ariola CR/SR

	Iva  BITTOVA
	Divna Slečinka
	1996
	50:10
	label: BMG

Iva  BITTOVA: spev, housle, viola

	Iva  BITTOVA
	Iva Bittova
	1997
	54:47
	label: Nonesuch

Iva Bittova [violin, viola, voc].

Folk / improvisational music

	Iva  BITTOVA
	Bile Inferno
	1997
	77:12
	label: Indies Records

Iva Bittova [housle, kalimba, perkuse, viola, zpev, vodofon, africa lyra]; Vladimir Vaclavek [kytara, buben, sas, zpev, perkuse, mandolina]; Ida Kelarova (см. в 'Rock') [klavir, zpev]; Tom Cora (см.) [violoncello, kalhoty]; Frantisek Kucera [kridlovka, trubka, musle, ghatam]; Jaromir Honzak [kontrabas]; divci sbor Lelky [zpev].

	Iva  BITTOVA
	Dance of the Vampires
	2000
	58:42
	label: edited by Nederlands Blazers Ensemble  www.nederlandsblazersensemble.nl
Music of Iva Bittova (and Leos Janacek - #2,3,7,11)

Performed by Iva Bittova [v, vln, viola] and Netherlands Wind Ensemble

	Iva  BITTOVA
	Cikori
	2001
	51:31
	label: Indies Records (Czech Republic) http/mp3: www.indiesrec.cz 

Iva Bittova [housle, zpev, kazu]; Vladimir Vaclavek [akusticka kytara]; Frantisek Kucera [trumpeta, kridlovka]; Jaromir Honzak [kontrabas]; Milos Dvoracek [bici, perkuse].

	BJORK – см. в разделе ‘Rock’
	
	
	
	BJORK -- cм. тж.: The SUGARCUBES. 

Подобные пост-панк проекты см. тж.: FREE KITTEN

	Raoul BJORKENHEIM – см. SCORCH TRIO; тж. с: Paul SCHUTZE; Bill LASWELL;
	
	
	
	

	BLACK LUNG
	Profound and Sentimental Journey
	2001
	30:53
	ambient/industrial

label: Ant-Zen

Black Lung information: www.cyberden.com/imcc 

designed and executed by David Thrussell & The Intergalactic Nudist Ranch

"…there exists only one perfect path… and this path is in front of you… right in front of you… always…" --- David Thrussell

1. the dawn of love

2. another moth-eaten happiness

3. fucking the monsterous music

4. the universal impasse

	BLACKEYED  BLONDE
	Masafagga
	1995
	58:37
	crossover (metal with rapping)

label: Gun

Taste [v]; Brothah Tad [rhymesayer]; H-Nes [k]; Sista Race [g]; Dr. Zarkov [b]; Steve [d].

1. Southwest

2. Boomerang

3. Homicide

4. Beb Jam

5. Young Man

6. Check It Out

7. Fault To Believe 1

8. Kampf

9. Yo've Got A Question

10. Masafagga

11. Fonk War

12. Frotzz

13. Fault To Believe 2

	BLACKEYED  BLONDE
	Do Ya Like That Shit?
	1996
	65:21
	label: Gun

Steve [d]; Zarkov [b]; Sista [g]; H-Nes [k]; Mick [noise]; Taste [v]; Tad [choice].

1. Business

2. Do Ya Like That Shit?

3. Abused

4. Fonk Lessons (Rudi's Fonk)

5. So Hold On 

6. Freedom

7. In The Forest

8. Fonk Lessons (Karl-Heinz Fonk)

9. (Don't Mess With Me) Lyrical Stress

10. Spirits Of The Dead

11. Fonk Lessons (Manfred's Fonk)

12. Fonky Bo Skins

13. Fonk Lessons

14. Jump The Gag

15. Drecksau

16. Dark Side Of Soul

17. Da Fonk

18. Be Bo Hurray

19. Kampf (remix)

	Kristian  BLAK
	Addeq
	1989
	43:17
	ethno & nature- fantasy 

The Addeq Suite is based on musical sounds of East Greenland: the calls of birds, animals and man.

Kristian Blak [p]; Peter Janson [b]; Anda Kuitse [vocals, polar bear and bird calls, East Greenland drum, dandelion stem]; Malang Cissokho [kora, xylophone, perc.]; Lelle Kullgren [g, v*].

	BLAST
	Puristsirup
	
	64:26
	Dutch avant/rock quartet. 

label: Cuneiform

Dirk Bruinsma [b, bar sax, v]; Frank Cruns [g]; Wim Maas [a s, cl]; Ruud Van Helvert [d].

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

They use electric and acoustic guitars, alto/soprano sax, bass clarinet, baritone sax, bass, drums and vocals. About 1/3rd has vocals, while the rest is instrumental. The music is tough-edged and agressive, with obvious nods to the "downtown sound", Henry Cow and <185> era Muffins, but mostly they just sound like Blast! 

"Furiously paced, chopping and changing, and rarely predictable, Blast create a challenging music that's almost perplexingly mind numbing" -- Audion.

"If one can appreciate the extremes of precision and complexity, then this is the real thing...some of the most amazing & completely insane chamber rock of the day." -- Exposn. 

[...] In addition to their usual instruments, they have scored parts for a number of guests on tuned percussion, brass & more. Combines a very unique & recognizable skewed rhythmic base influenced by Capt. Beefheart with angular & intricate horn & guitar charts ala Henry Cow and Doctor Nerve. ALL their releases are very fine, but this one is certainly their best yet. Must be heard to be believed.

This is gloriously orchestrated, sophisticated, intriguing music, performed by one of the best "complex music" bands on the planet. What does it sound like? Well, it sounds like Blast -- if Blast were being played by the the Generation Sans Futur line-up ofArt Zoyd!

  Можно провести ассоциации с Tuxedomoon и Captain Beefheart одновременно.

	BLAST
	Wire Stitched Ears
	1995
	49:13
	label: Cuneiform

Dirk Bruinsma [bar sax, el b, v, organ]; Frank Crijns [el/ac g]; Edward Capel [a/s sax, bass cl]; James Meneses [d, perc].

	BLAST
	Stringy Rugs
	1997
	57:52
	label: Cuneiform

Dirk Bruinsma [bar sax, el b, v, organ]; Edward Capel [a/s sax, alto cl]; Frank Crijns [g]; David Kerman [d, perc]; + guests

	BLAST
	A Sophisticated Face
	1999
	48:13
	label: Cuneiform

Dirk Bruinsma [s/bar sax]; Edward Capel [a/s sax, alto cl]; Frank Crijns [el/ac g]; Fran Lorkovic [perc, vibes, glockenspiel]; + guests.

Rec. 1998/99 in Holland; mixed 1999 in France by Dirk Bruinsma, Bob Drake (см.), Frank Crijns.

1. One Pair

2. Visceral Ooze

3. Metrolodic

4. Rind

5. Transversal

6. Solstice

7. Zoot

8. Oc

9. Transmotude

10. Hogh

11. Emety Neprac

	BLAST
	Altrastrata
	2002
	52:38
	label: ReR (USA)

Dirk Bruinsma [s/bar sax, fl, electro-acoustics]; Frank Crijns [el g, devices]; Paed Conca [el b, devices]; Fabrizio Spera [d, perc, cither, electro-acoustic objects].

rec. 2002 (Italy), mixed by Bob Drake (см.)

info: www.paed.ch 

	Peter  BLEGVAD
	John GREAVES,  Peter BLEGVAD,  Lisa HERMAN: “Kew. Rhone.”
	1977
	36:55 +
	Peter Blegvad - см. тж. с: HENRY COW; ART BEARS; Dagmar KRAUSE;

multimedia CD
John Greaves [p, organ, b]; Peter Blegvad [v, s, g]; Lisa Herman [v]; Carla Bley (см. в 'Jazz') [v, t s]; Mike Mantler [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'.

	Peter  BLEGVAD
	The Naked Shakespeare
	1983
	43:56
	Peter Blegvad [g, p, cl, perc, v]; featuring: Andy Partridge [g, b, perc, Linn, backs, turntables, Prophet, vocoder], Anton Fier [d, brushes, Linn], David Lord [WASP, Spider synth], John Greaves (см. тж. с HENRY COW) [b, p, Moog, Wave & Prophet synth], George Born [cello], Maggie Reilly [backs], Dave Stewart [p, Emulator, Linn & Simmons d], Jakko M. Jakszyk [g], Barbara Gaskin [backs].

	Peter  BLEGVAD
	Downtime                   [rec. 1986-89]
	 
	57:40
	label: ReR

P.Blegvad [g, v, b, jew’s harp], Chris Cutler (cм.) [d], John Greaves [p, b, k], Tony Maimone [b], Anthony Moore [k], Phil Shaw [g, harmonica], Mick Hobbs [b]; produced and engineered by Tim Hodgkinson (см.) except 3 & 6 by Bill Gilonis.

Foreword by P. B.:  The studio books time days ahead as a rule. But cancellations occur, sometimes at the last minute. They’ll suddenly have some “downtime” to sell. Cheap, I sleep by the phone in my clothes, ready, like a Connecticut minute-man. “I’ll be there in a minute” I say when they call — it’s after midnight. The drive from Shepherds Bush over Wandsworth Bridge through Clapham to Acre Lane in Brixton, backseat rattling with guitars, is smooth & unimpeded at this hour. I sweep with my lamps the bedroom windows of tenants lying spellbound & stacked upon one another like larvae in the cells of a hive. And hear in the hiss of tyres on wet macadam a ballad like their dreams (like ours), full of “fears, paranoias, humiliations...”. Such tenderness! “I want to relive my fears” (writes Charles Bernstein in “Content’s Dream”) “because they give me pleasure. Fanning my fears, I am able to expel them...” Maybe that’s why I’m talking to myself here at the wheel... or is this singing? “Knocking on silence for an answering sound.” Dashboard clock tells downtime. What’s present here is felt. (etc.)

	Paul BLEY
	Synth Thesis
	1994
	47:24
	label: Postcards / Sound Hills (Tokyo, Japan)

Paul Bley [synth, p]. All compositions by Paul Bley.

Замечательный фри-джазовый пианист на этом диске (другие – см. в ‘Jazz’) представил свои сочинения, сочетающие минимализм, ноиз-амбиент и авангард.

One of the paradoxes of music seems to be that composed music sounds best when the players infuse that music with so much of the spirit of the composer's intention that it sounds fresh to the listener, as  if  he had been transported back through time and, as he listens, seems to be sitting with the composer himself, observing the event in real time. 

Conversely, the best improvised music is so full of the player's intention, and that intention is emblazoned so large and clear, that the music emerges full-blown, complete with its own  organic, logical structure. The music then appears as if it could not have emerged in any other arrangement  or order, as if the improviser had been reading the notes from some chart hidden behind his eyes, written in the ink and bearing the unmis​takable handwriting of his music soul.

It is precisely this sort of improvised music which Paul Bley has spontaneously composed for our delight and our contemplation on Synth Thesis.
1 Gentle Man 2:51

2 Poetic License 3:39
3 Augmented Ego 2:26

4 Atir   4:26

5 Polygons 6:34

6 Shock Treatment 1:51

7 Cold Fusion 3:56

8 Fuzzy Logic 1:19

9 Sti11 Life 3:08

10 Side Kicks 2:18

11 Major Attitude 5:08

12 Speed Trap 2:14

13 Out of Control 4:16

14 Real Magic 3:10

	Carla BLEY / Paul HAINES
	Escalator Over The Hill
	1971
	68:16 52:57
	Carla  BLEY -- см. тж. в ‘Jazz’ section

C.B. -- постоянный победитель “DownBeat readers/critics poll winners” в категориях: Arranger / Composer

Carla Bley (см. тж. c: The Jazz Composers Orchestra, 1964; Greaves / Blegvad / Herman) [p, organ, synth] получила широкую известность как композитор и аранжировщик (напр. С Charlie Haden [см.]).  Свои альбомы она выпускает на собственной фирме WATT,

продукция которой распространяется фирмой ECM.]

label: JCOA Records

Words by Paul Haines

Adaptation and music by Carla Bley

Production and coordination by Michael Mantler (см. в 'Jazz')

Этот альбом стал  классическим. Состав, мягко говоря, обильный – помимо всевозможных фамилий перечислены лягушки, коровы, лошади, черви и т.п. Но в числе прочих исполнителей: Carla Bley; Paul Haines; Michael Mantler (см.); Jazz Composers Orchestra (см.); Gato Barbieri; Karl Berger; Sam Brown; Jack Bruce; Bob Carlisle; Don Cherry (см.); Charlie Haden (см.); Leroy Jenkins (см.); Howard Johnson; Paul Jones; Jimmy Lyons; Ron McClure; Mahavishnu John McLaughlin (см.); Paul Motian (см.); Don Preston; Queen of Sweden; Enrico Rava; Dewey Redman (см.); Linda Ronstadt; Roswell Rudd; Bob Stewart; Chris Woods; a.o. 

Такой же звёздный состав см.: The  GOLDEN PALOMINOS
CD I

1 Hotel Overture 13:11

2 This Is Here... 5:56

3 Like Animals 1:21

4 Escalator Over The Hill 4:52

5 Stay Awake 1:31

6 Ginger And David 1:39

7 Song To Anything That Moves 2:20

8 Eoth Theme 0:35

9 Businessmen 5:38

10 Ginger And David Theme 0:57

11 Why 2:19

12 It's Not What You Do 0:15

13 Detective Writer Daughter 3:16

14 Doctor Why 1:28 

15 Slow Dance 1:50 

16 Smalltown Agonist 5:24

CD II

1 End Of Head 0:38

2 Over Her Head 2:38

3 Little Pony Soldier 4:36

4 Oh Say Can You Do? 1:08

5 Holiday In Risk 3:09 

6 Holiday In Risk Theme 0:47

7 A.I.R. (All India Radio) 3:55

8 Rawalpindi Blues 12:41

9 End Of Rawalpindi 9:35

10 End Of Animals 1:26

11 And It’s Again 27:17 

	BLINK
	A Map Of The Univers By Blink
	1994
	50:35
	punk-rock (можно сравнить с The Cure)

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

Очень популярная у студенческой аудитории Соединённых Штатов группа, играющая честный рок-н-ролл. (Или панк-рок). И минималистским составом — Mark Hoppus, Tom Delonge и Travis Barker. Гитара, бас и ударные...

Бескомпромис​сная рок-н-ролльная группа, где простота мелодий и песен идет бок о бок с энергетикой, свойственной только очень молодым или бездельникам. --- Play

	BLIND IDIOT GOD
	Cyclotron
	1992
	51:57
	BLIND IDIOT GOD -- см. тж. с: Laswell -- “Praxis”

label: Avant (Japan) 

Andi Hawkins, Gabe Katz, Ted Epstein.    

Prod. by John Zorn & Bill Laswell

	BLINDMAN  KWARTET
	Poortenbos
	1993 
	64:33
	avant-experimental

label: Sub Rosa (Brussels)

Rhythmic and thematic structures and all sounds produced by the four saxophones. Recorded in Notre-Dame-Chappel and at Toneelschuur, Haarlem. Provided with four multi-cellular microphones specially designed by sound engineer Michel Dickenscheidt. (Antwerpen, 1993).

Среди прочих проектов  в ключе soft-avatgarde/minimalism, в серии Unclassical лэйбла Sub Rosa, этот, помимо безупречного качества в музыкальном отношении, представляет собой фейерверк необычных акустических звучаний, превосходно записанных, к тому же.

Martin Fredebeul [soprano]; Eric Sleichim [alto]; Luc Mishalle [tenor]; Veronique Delmelle [baritone].

1. Lie / Delie   10’45’’

2. Plateaux   4’50’’

3. Poortenbos   47’45’’

The music for Blindman Kwartet doesn’t rest content with the sounds for which the instrument was designed. Reed, brass, leather and breath: the amalgam exudes something from every pore and curve. The conic body vibrates with intrinsic tension, liberating the sounds of an internal world. I work with raw materials, forging, moulding, shaping and misshaping.

Three men and a woman -- four movements, four voices, four pairs of hands. The quartet breathes an own life into each and every instrument: with different techniques, using the entire surface of the saxophone, rhythmic and thematic structures are developed into a proper sonorous world. For this purpose, Blindman is the ultimate instrument for music created for the saxophone.

--- Eric Sleichim

	Oren BLOEDOW
	The Luckiest Boy in the World
	1996
	57:53
	Oren BLOEDOW – см. тж. с: LOUNGE LIZARDS

label: Knitting Factory

Oren Bloedow, Guitar and Vocals
John Medeski, Keyboards
Chris Wood, Bass
Billy Martin, Drums

(см. тж. MEDESKI, MARTIN & WOOD в 'Jazz')
and:
Dave Tronzo (см.), Slide Guitar
Aaron Heick, Sax
Dan Levine, Trombone
Jennifer Charles and D.K. Dyson, Vocals
Ed Pastorini, Vocals
Ron Sunshine, Harmonica
All songs by Oren Bloedow

"Bloedow plays the wary urban hipster; every song sizzles with downtown wit and cool" – Rolling Stone Magazine

В этом пост-роковом диске воплощены самые тонкие и проникновенные черты рок-музыки.

	Oren BLOEDOW
	Oren BLOEDOW & Jennifer CHARLES:

"La Mar Enfortuna"
	2001
	47:58
	label: Tzadik

Oren Bloedow [bulbul terang, wurlitzer, g, b, s, sampler,  perc, moog, oud, tom-tom, bells]; Jennifer Charles [v, bells, ululations, wurlitzer]; guests: Ben Perowsky [d], Kenny Wollesen [d], Steve Bernstein (см.) [tp], Jamie Saft (см.) [p], Michael Tighe [g], EJ Rodrigues [perc], Curtis Hasselbring [trb], Ted Reichman [accordion], Aaron Heick [bass cl, fl]; Danny Blume [g]; a.o. 

Arr.: Bloedow; Prod.: John Zorn.

Velvety vocals, exotic instruments and a sensibility that embraces jazz, funk, folk, rock and latin music blend to make a CD to be enjoyed again and again. (И, всё же, возможно поместить этот диск в раздел Альтернативы, ибо зловеще-меланхолический вокал позволяет ассоциировать и с Кейвом, и с пост-панк/дарк-вэйвовыми проектами. А "enjoyed" здесь вполне применимо только для любителей мороза по коже.)

	Oren BLOEDOW
	ELYSIAN FIELDS:

"Dreams That Breathe Your Name"
	2003
	50:00
	post-punk alternative (типа N. Cave, но с женским вокалом)

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

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

with:

Doug Wieselman: bar sax

Ben Perowsky: d, vibes

James Genus: upright&el b

Charles Burnham: vln

Cyro Baptista: perc

Chris Kelly: tambourine

Deep Singh: tablas

Glenn Patscha: p, k

Markus Miller: turntables

a.o.

	BLOOD AXIS
	BLOT:

Sacrifice In Sweden
	1999
	69:39
	rec. (in Sweden): Nov. 1977; reprocessed, remixed and mastered (in Colorado): Dec. 1998.

Michael Moynihan [v, bodhran]; Annabel Lee [melodeon, el violin]; Robert Ferbrache [g, k]. (USA)

E-mail: blood@teleport.com 

Фольклор и готика переплелись в мрачноватом вареве культовой альтернативной команды Blood Axis.

1. Sarabande Oratoria

2. Herjafather

3. Seeker

4. Electricity

5. Lord of Ages

6. The March of Brian Boru (Irish traditional / arr. by BA)

7. The Gospel of Inhumanity

8. Eternal Soul

9. Between Birds of Prey

10. Reign Forever

11. The Hangman and the Papist

12. Storm of Steel

Blood Axis 

Blot: Sacrifice in Sweden

[Cold Meat Industry]

BA достаточно хорошо известная аме​риканская dark ambient / neo-classic folk группа. Если вы не слышали её музы​ку, то наверняка слыхали об их около​музыкальной деятельности. Кое-кто из членов группы даже снимает оче​редной и долгожданный клип для Burzum. А это круто! Ходит много сплетен об идеологии группы, и даже локаль​ная газета Наша Hiвa позволила себе упомянуть эту группу в связи с неона​цизмом. Оставим на совести щелкопё​ров достоверность сомнительных ис​точников информации, и поговорим только о музыке. Мы ведь музыкаль​ный журнал? Итак, Blot — это запись живого концерта, который проходил на праздновании 10-летия лейбла Cold Meat Industry. Дело ясное, что абы ко​го на такое действо не пригласят. Бо​лее того, голимые чуваки не станут пе​реться аж из самих североамерикан​ских штатов в далёкую и жаркую Шве​цию, где им дадут в рыло, если музы​ка обломает подогретых местным ку​мысом  экстремалов-именинников. Ход моей нетвёрдой мысли пока ясен? Я упомянул словосочетание "за​пись концерта", но вы не пугайтесь, ибо качество звука превосходное. Ни​какие фанаты на этой записи не орут, вокалист не рассказывает анекдоты и не орёт через слово Fuck. Данный аль​бом можно спокойно назвать сборни​ком лучших вещей команды, ибо на нём присутствуют практически все их самые известные композиции. Хоро​ших песен действительно много, и это радует. Лично мне понравились "Негjafather", "Electricity", "Lord of Ages", "Reign I Forever", "The Hangman and the Papist". 
[Nazgul]

	BLOOD AXIS
	BLOOD AXIS & LES JOYAUX DE LA PRINCESSE:

"Absinthe, La Folie Verte"
	
	52:47
	label: Athanor (France)

"Let me be mad… Mad with the madness of Absinthe, the wildest, most luxurious madness in the world…" – De Corelli, 1890

	BLUE
	Mexican Church
	1996
	64:06
	label: Sabres Of Paradise (England)

written, produced and mixed by Darking / Mann

Trance с элементами noise и industrial; превосходный саунд, навороченные композиции, энергичный, но не весёленький (и не мрачный) эмоциональный строй вполне соответствует духу альтернативной музыки.

	Eberhard BLUM
	Alea
	1995
	66:36
	Eberhard BLUM - см. тж. в его исполнении: Earle BROWN;

label: HAT HUT

Eberhad Blum – flute, alto flute, bass flute.

Recording: DDD 24 Bit.

Compositions by: Roman Haubenstock-Ramati, Luis De Pablo, Bernd Alois Zimmermann, Tona Scherchen.

STATEMENT
But this whole question of being an artist comes only after so much work and reminiscence begins to saturate your life.
--- Morton Feldman
I
"If, henceforth, we compose works designed to be remade with every new performance then for the simple reason that works which have been incontrovertably fixed no longer seem consistent with the current state of musical thought nor with the course which musical technique itself has taken." Thus wrote Pierre Boulez in 1959 in the context of his Third Piano Sonata; his thoughts could well serve as motto for each of the works on this recording.

II
What constitutes this being "remade with every new performance"? In the score a composer offers the musician a choice of certain possibilities and expects him to make a series of decisions regarding the performance; it is always the composer who determines which aspects the musician is to decide.
Roman Haubenstock-Ramati gives his work Interpolation the subtitle "Mobile." The score consists of a single page upon which is written a series of individual musical elements connected by a network of possible combinations. It is the musician's task to find his way through this web following the composer's directions; this includes the possibility of superimposing elements, i.e., taking different routes simultaneously. In each performance the musician will choose different paths, combine the elements in different ways, and so arrive at ever new manifestations of the work. The separate elements themselves are often open to interpretations. "Mobile" and "stabile" elements, whose relationships and bonds to one another are subject to strict compositional rules even if they exhibit the greatest possible discrepancies from performance to performance, stand juxtaposed to one another.
Luis de Pablo has gone about things differently. Condidonado is a piece in three parts, the first and third of which offer two alternative renderings, so that there are, formally speaking, four possible versions of the work. In addition, the performer has to decide various details in the first and third sections himself. At certain points the composer offers diverse dynamic possibilities and variations in Klangfarbe from which to choose. At other points the performer has to correlate selected pitches with predetermined sequences. In order that the work become a performable whole a musician must decide in favor of one single form before each performance. How he makes this decision is entirely up to him; however, his criteria will no doubt be more or less subjective, as the composer permits of only limited intervention in what is otherwise a tightly controlled structure.
Bernd Alois Zimmermann has composed an exceptionally complex construct. In Tempus loquendi, meaning "a time to speak," apart from the normal and alto flutes, the bass flute plays a decisive role, playing six of the thirteen sections and the coda.The separate sections must be distinctly articulated. While the execution of five of them is precisely stipulated, the player is allowed certain liberties in the others.These liberties are in reference to the order in which certain elements are to be played, the repetition of various elements, and freedoms which result from the use of graphic notation; animated by this graphic notation, the player is urged to realize different "layers" simultaneously. In addition, the composer provides a version of this section which he himself has worked out and notated in detail.This is the first reading of Tempus loquendi which appears on this recording; in the second I play spontaneously following the visual impression of the original graphic notation. Tona Scherchen, too, employs graphic notation in in. By means of graphic symbols she describes Klangfarben similar to those of the Japanese shakuhachi, notating musical gesture for the most part without a rhythmical framework. Conventional bar divisions are rare.The result is a score which directs the player's actions and more or less controls their acoustical ramifications. Any realization of the work can necessarily be but an attempt to approach the completeness of the score's graphic image.
Ill
The above should make clear that it would seem to make sense to present the listener with more than one version of each of these works, and in the case of Roman Haubenstock-Ramati, Luis de Pablo, and Bernd Alois Zimmermann that is what we have done. Tona Scherchen's work forms the backbone of the program.
Another characteristic of these works should be remarked upon at this point.There are, namely, tremendous problems regarding performance technique involved in playing both Haubenstock-Ramati's and Zimmermann's compositions; indeed, the performer is called upon to perform the unperformable - which is something quite apart from a piece's being "very difficult." Yet these works are not intended as technical exercises; they are expressions of purely musical processes. As a performer one has to come to terms with the problem of the unperformability of many details.This is not only a problem with New Music, as the story regarding the "unperformability" of Ludwig van Beethoven's Violin Concerto bears witness: a "wretched violin" could be of no consequence to the maestro when he was "possessed by the spirit." But, in turn, this sentiment is of no use to me when I am faced with the problem of being able to realize but 50 percent of a musical manuscript, whether aleatoric or not. What am I to do with the rest? I have come across a most telling passage in an interview given by Pierre Boulez on the occasion of his 70th birthday: "If it creates so many problems, if you can realize hardly more than 30 percent of a text, then there is something fundamentally wrong in its conception which you haven't taken into account. Why should such things be written?" Still, I am willing to confront the composers' Utopian visions. We cannot get by without radical artistic expression, and musical interpretation remains for me an adventure in dealing with sound and the processes of its production.

IV
All of the works on this recording were dedicated by the composers to Severino Gazzelloni and were given their first performances by him over the years at the "Internationale Ferienkurse fur Neue Musik" in Darmstadt. I attended his courses in interpretation there in the early '60s. He showed me how to work out and on these pieces, and I was able to hear him perform them in concert - provocative experiences which have left deep impressions. The present CD is dedicated to him.
--- Eberhard Blum, August 1995

	BLURT
	Pagan Strings
	1996
	47:30 
	free-jazz-punk – сочетание импровизационной музыки и панк-рока.

label: Spalax Music (France)

Ted Milton [sax] project 

1. Phone Monika

2. Alouette

3. Slow Boat

4. Bright Red White + Blue

5. Authors

6. Violin Sherbet

7. La Clef Des Clamps

8. Bird Trigger

9. Machina Machina

10. Universal Love Song

11. Planet You

12. Chouettes

13. Amour De Ma Vie

14. Mesopotamia

15. End f An Era

16. People Can Fly 1

17. People Can Fly 2 

	BOBVAN
	Water Dragon
	1993
	49:50
	Bob Van – см. тж. в проекте THIRD PERSON (Kazutoki Umezu / Tom Cora / Sam Bennett) (в 'Jazz').

ambient / trance / psychedelic. - Фонтан великолепных красивых звуков. Роскошный проект.

label: Crammed Discs

Written, produced and mixed by Bobvan

with: Tom Cora (см.) [cello]; Michel Berckmans [oboe]; Fanchon Nuyens [v].

Ay Triste! ........................................... 4’ 35’’

An Eyebrow and Curved Hair ......... 6’ 13’’

Water Dragon .................................... 8’ 06’’

Branle Poitevin .................................. 6’ 12’’

Serendipity ......................................... 2’ 50’’

Careful With That Fax, Eugene ....... 6’ 04’’

Labbra Rosse ..................................... 1’ 20’’

The Shrinking of the Gigantic .......... 6’ 20’’

Perky Pat’s Lament ........................... 3’ 31’’

Memory .............................................. 4’ 25’’

	BODY PARTS – см.: Guigou CHENEVIER
	
	
	
	

	Mari BOINE – см. в разделе ‘Eurofolk’
	
	
	
	

	BONE
	Uses Wrist Grab
	2003
	53:59
	Nick Didkovsky - см. тж.: DOCTOR  NERVE; FUKKEDUK; тж. с: Takashi KAZAMAKI & Kalle LAAR;

label: Cuneiform Records (USA)

http://www.doctornerve.org/bone 

Nick Didkovsky [g]; Hugh Hopper (см. тж. с: Elton DEAN; Robert WYATT) [b]; John Rovla [d].

Listen to this record extremely loud and in one sitting.

Open your windows so your neighbors can hear it too.

Завораживающий и экспрессивный avant-fusion.

	Dietmar BONNEN
	You Can't Judge A Record By It's Cover
	2000
	54:14
	Пародийные арранжировки: от рок- блюз- и прочих звёзд типа Заппы – до Джона Кейджа

label: OBST

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

Dietmar Bonnen [v, p, prepared piano, closed piano, accordion]; Peters Burghaus [bar sax, cl, samples, g]; Deistler [g, p, organ b, v, cymbals]; Soriano [v]; Gaida-Hartmann [p, samples, guitar loops, mellotron]; Hans-Martin Muller [flute break].

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

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

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

"Boom's expressive range runs both wide and deep... over a variety of moods and genres, from hallucinogenic drones to free jazz wigout." 

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

	BOOTSTRAPPERS – см.: Elliott  SHARP
	
	
	
	

	Alexei BORISOV – см.: Sergei  LETOV; ДИЧЬ АВАНГАРДА (на 'D') и в файле 'Eurofolk':'Slavic' (Russia) его проект "ВОЛГА"
	
	
	
	

	BOUD DEUN
	Fiction and Several Days
	1994-95
	41:22
	инструментальный импровизационный prog-rock (подробнее см. ниже)

label: E.H.P. (USA)

#1-5: Fiction

#6-9: Several Days

Shawn Persinger [g]; Matt Eiland [b]; Greg Hiser [vln]; Rocky Cancelose [d].

	BOUD DEUN
	Astronome Made Easy – The Handy Star Finder
	1996
	52:27
	label: Cuneiform Rune

Shawn Persinger: guitar

Matt Eiland: bass

Greg Hiser: violin

Rocky Cancelose: drums 

Rec. at Inner Ear Studios, Arlington, VA, July/August 1996

1. December 17th 3:22

2. Good King Friday 2:38

3. Spiders 4:57

4. Sleeping 1:17

5. Neither 2:54

6. Copper Ink 9:51

7. Conversations With Ellis 3:43

8. Coal Boxes And Daisy Cutters 3:35

9. Lincoln 5:23

10. Jupiter 7:42

11. The Miller's Tale 1:18

12. The Quince Tree: 5:07

Since arriving with a roar on the new-music scene in January 1994, Virginia-based Boud Deun have astonished audiences up and down the East Coast of the United States. The Progressive Rock Web Site called a performance "The best show I've seen yet this year." Performing constantly, Boud Deun have shared the bill at clubs and festivals with groups like Gong, The Aquarium Rescue Unit, Miriodor, Bon Lozaga, Porcupine Tree, Mastermind, and Ars Nova, as well as headlining numerous solo gigs. The band's appeal crosses musical, age, and demographic boundaries, attracting fans from 14 to 60 years of age and drawing crowds to venues as diverse as heavy metal hangouts, community performing art spaces, college student bars, and jazz clubs.

Boud Deun's music "crosses so many musical boundaries that it almost transcends them," in the words of one critic. Although obvious parallels can be drawn between Boud Deun's work and instrumental greats like the Mahavishnu Orchestra, The Dixie Dregs, and King Crimson, there are additional influences from musicians as unexpected and far-ranging as Minor Threat, The Minutemen, The Dead Kennedys, David Grisman, Leonard Bernstein, and Igor Stravinsky. The band member's combined backgrounds in acoustic, jazz, punk, bluegrass, and classical music further fuel Boud Deun's innovative instrumental sound.

Guitarist and composer Shawn Persinger has been playing guitar for 13 years. He studied at Musicians Institute in Los Angeles, CA, graduating in 1992. Persinger cites Leo Kottke, Angus Young, and John McLaughlin as major influences.

Bassist and composer Matt Eiland started playing sax at age 10. He switched instruments at age 15, pawning his saxophone to get a bass guitar to "pick up chicks". Eiland played in Weak Old Rice, a Washington D.C. area metal fusion band, from 1991-1992. Matt is currently a Jazz Studies major at Shenandoah University Music Conservatory.

Greg Hiser has been playing violin since he was 10 years old. He studied from 1985-1987 with Andrej Grabier, Concert Master of the Wichita Symphony. Before joining Boud Deun, Hiser performed in and around the Washington DC area with local bluegrass bands New Mountain, and Virginia and the Blue Dots.

Rocky Cancelose began playing drums at the age of six. Recently, Cancelose has studied at The Drummers Collective in New York City.

In the style of many jazz greats, Boud Deun harness creative spontaneity and group improvisation in their live shows and their recordings, allowing the emotion of the music to manipulate the internal structure of their songs.

In late 1995, the band self-released their first CD, Fiction & Several Days. It received an impressive amount of critical attention for a first release by a young band on their own imprint. Expose said "I can unequivocally say this is the best American progressive [release] this year...". Astronomy Made Easy is Boud Deun's second release, and the band's first for Cuneiform.

	BOUD DEUN
	A General Observation
	1998
	61:21
	label: A SYZYGY Records / EHP Productions (USA)

Shawn Persinger: guitar

Greg Hiser: violin

Matt Eiland: bass

Rocky Cancelose: drums

live recording

	BOUD DEUN
	The Stolen Bicycle
	1999
	55:11
	label: Cuneiform Rune

Shawn Persinger: guitar

Greg Hiser: violin

Matt Eiland: bass

Rocky Cancelose: drums
Rec., mix. & mastered at Sterling Studios in Sterling, Virginia

"Relentlessly brilliant virtuosity from this Virginia quartet, crossing musical boundaries left and right..." 

--- Carbon 14

"Seldom does a band improvise with this much abandon and make it seem orchestrated down to the very last note."

--- Progression

"Boud Deun prove to be quite dizzying in their intensity, with the soloists being true virtuosos. It's lively, invigorating and spirited." 

--- Audion

"Boud Deun's power and appeal is borne of their intelligence and delicate touch." 

--- Gibraltar

"I need a seat belt!" 

--- Expose

Since arriving with a roar on the new-music scene in January 1994, Virginia-based Boud Deun have continued to astonish audiences with their live shows. Performing constantly up and down the US East Coast, Boud Deun have shared the bill at clubs and festivals with international acts such as Gong, The Aquarium Rescue Unit, Miriodor, Bon Lozaga, Porcupine Tree, and Present, in addition to headlining literally several hundred solo gigs. The band's appeal crosses musical, age, and demographic boundaries, attracting fans from 14 to 60 years of age and drawing crowds to venues as diverse as heavy metal hangouts, community art spaces, college student bars, and jazz clubs.

Boud Deun's music "crosses so many musical boundaries that it almost transcends them," in the words of one critic. Although obvious parallels can be drawn between Boud Deun's work and instrumental greats like the Mahavishnu Orchestra, The Dixie Dregs, and King Crimson, there are additional influences from musicians as unexpected and far-ranging as Minor Threat, The Minutemen, The Dead Kennedys, David Grisman, Leonard Bernstein, and Igor Stravinsky. The band members' diverse backgrounds in acoustic, jazz, punk, bluegrass, and classical music further fuel Boud Deun's innovative instrumental sound.

The band self-released their first CD, Fiction & Several Days, in 1995. In early 1997, Cuneiform released Astronomy Made Easy, their second release. Earlier this year, Boud Deun's EHP Productions and recording engineer Mike Potter's Syzygy Records jointly released a live album, A General Observation. The Stolen Bicycle, released by Cuneiform, is Boud Deun's fourth CD.

1. Waterford 4:01

2. Ralis 3:01

CHURCHES

3. Belfast 2:07

4. Saints 3:27

5. Cotton's Sermon 1:53

6. No River Deserves A King 1:10

7. a) Ten Pence

b) Bridges 4:05

8. A Terrible Accident 1:37

9. a) Orlando

b) Jacks 3:01

10. Burnsville 2:51

11. The Last Of A Thousand Days 3:05

12. A Famous Rabbit 2:44

13. Lantern Effect 2:12

14. Desperate Albert Sloop 1:44

15. Train, Rain, Zero 2:14

16. a) A Horseshoe Invasion

b) A Church In New York 4:21

17. Broken Spokes 5:45

18. Two Words 5:50

All songs by Shawn Persinger except 1 & 18 by Matt Eiland and 2 & 17 by Rocky Cancelose

	Pierre  BOULEZ
	Piano Sonatas Nos. 1-3
	1995
	63:51
	label: Naxos

performed by Idil Biret

Pierre Boulez occupies a unique position in French music, distinguished internationally as a composer, a conductor and a theorist. A pupil of Messiaen at the Paris Conservatoire, he turned to the serialism of Schoenberg. His reputation was first established in 1948 by the second of his three piano sonatas, first performed by Yvonne Loriod at Darmstadt and followed by the Livre pour quatuor, which, like certain later works, allows the players some freedom of choice and suggested the total serialism of compositions that immediately followed. His importance in twentieth century music was further emphasised by the remarkable Le marteau sans maitre in the 1950s and by Pli selon pli, with its flexibility of structure. Boulez remains one of the most important and influential composers and teachers in contemporary terms, an achievement parallelled by his work as a conductor, at one time with both the BBC Symphony and the New York Philharmonic Orchestras, where he is known for his clarity of interpretation and his imaginative understanding of the music he directs.

The three piano sonatas of Pierre Boulez occupy an important position in piano literature of the twentieth century. The instrument, in fact, has not been central to the work of the majority of composers of the century as it was to those of the nineteenth. The thirty-two sonatas of Beethoven were for long a constraining factor. Composers of the first half of the twentieth century tried to escape from this. Generally speaking, major composers of the second half of the century have not composed any more for the piano, but some of them have more easily opted for the instrumental genre of the sonata. Since 1945 the model of Beethoven has been a solid point of reference for composers who have turned to the form in the perspective of a reconstruction of musical language.

Composed in 1946, the First Sonata of Pierre Boulez is in two movements, a slow followed by a fast. In the first four bars of the work the composer presents five characteristic and very different figures, easily distinguishable by the listener. These will serve as the basic material of the first movement: a simple and calm interval, a low note with an appoggiatura, a single note in the highest register, a rapid and impetuous figure leading to a deep stressed note, a broadly spreading polyphonic chord, low and high in register. The work of the composer has consisted in taking these elements and varying the parameters that define them. The rapid figure thus reappears at bar 14, always descending, but its character is different, since it decreases in dynamic to a note played pianissimo.

In the whole movement a great variety of length and of meaning of silences can be noticed, with the use of the entire range of the keyboard and sudden changes of dynamics, together with the multiplicity of figures dealt with. These characteristics are found in the second movement of the sonata. This is a vast "toccata", constructed from rapid figures, alternating between the two hands -- figures that may have rounded outline with an intimate fusion of voices. In this early composition there are already evident some of the elements that will define the compositional style of Pierre Boulez: clarity and rigour of expression, and a tendency to brilliant outbursts.

The Second Sonata was written two years later. It is a more extended and ambitious work, organized in four movements, three fast and one slow. From the first bars all the differences that distinguish this sonata from the first are apparent. Silences take up a suitable part of the taut discourse, full of musical statements, often connected, a new feature, by trills and demanding the sustained attention of the listener. Here the Beethoven sonata ideal is realised. Taken in isolation, a movement no longer only has value in its relationship with other movements; the riches this movement contains mark it also as a complete work in itself, a model of the whole. This said, the second movement is more economic in measurable musical statements -- it is the traditional sonata slow movement. Its completeness is no less definite. Here a new element is apparent in comparison with the first sonata: the building up of a certain dramatic character, a progress of discourse towards a tension to be resolved, something that two years before the composer had avoided. The third movement -- a true scherzo -- is not without reference to the malleability found in the second: some scattered elements, stated fragmentarily, are brought gradually together in a fusion of great complexity. Although there are connections with the feverish first movement, the fourth is still more complex in that it is the definite ending of the work and brings together and concentrates in itself the different paths marked out in the preceding movements. Frequent directions, associated with the sudden and continual changes of mood, indicate the richness of this integrated movement. " Very fine shades in a grey painting" and pulverise the sound are two, among others, nearly in the manner of Debussy, that speak of the poetic ambition that is here at work.

Written between 1957 and 1958, the Third Sonata is a work that has given rise to a number of commentaries. Its plan has been described by the composer himself in a famous theoretical article. As the ambition of Pierre Boulez was to take into consideration the researches of certain writers in form -- principally the idea of the Livre formulated by Mallarme in 1885 -- a great many commentators have gone one better than the literary tenor of the plan, interesting in itself but bearing little of relevance to the listener.

The Third Sonata of Pierre Boulez was conceived at a time when composers were questioning the idea of the freedom of the interpreter, after a historical phase, called post-serial, which had laid down, even in its smallest details, the different parameters of musical interpretation. The Third Sonata reacts against the tyranny of the composer and opens certain doors, but, happily it can be said, closes others.

The freedom that is given to the interpreter in this work concerns the order of movements and the internal arrangement of dialogue within each of the movements. That is all. This freedom is not audible to the listener, to whom, in general, two different and successive interpretations are not offered. The opening of the work -- reacting against the tradition of a fixed order that affects the idea itself of the score -- is found again strangely in the fact that the Third Sonata, which is always described as in five movements (or formative elements) by the composer and his commentators, has in fact only two published movements -- Trope and Constellation (or Constellation-miroir). The others exist, but are to be revised. The work is therefore always open, in the sense that it is always still in process of composition.

The opening is reduced, if one follows what has been published. Theoretically there are eight possibilities of reading the order of the formative elements. Since the published score consists simply of two elements, the choices are reduced to two: Trope can be played before Constellation or after Constellation-miroir, which is the double reflection of Constellation, when the order of reading is reversed.

Musically Constellation (or Constellation-miroir) is a passage marked with arrows that connects the Points sections (figured in green) and the Blocs sections (figured in red). This unlinear passage which makes of the score a real navigation map nevertheless excludes primary simplifications: Blocs and Points are to be understood as tendencies respectively towards vertical chords and to horizontal lines and are susceptible to mixture between the two.

Trope offers another kind of beginning. The score is a spirally bound book that can be opened wherever one likes but must be played to the end wherever one starts and whatever the direction chosen. In the two formative elements the musical material is more rarefied than in the second sonata. The discourse proceeds always in bursts of sound but the composer has preferred sustained notes, resonances, in short, introspection.

Если перечислять людей, которые ока​зали кардинальное влияние на исто​рию музыки XX века, Булез будет назван одним из первых. Не мудрено — дале​ко не каждый музыкант может похвастаться такой многоликостью, как Булез, известный всему миру в трёх ипостасях — как компо​зитор, дирижёр и теоретик.

Собственно, все три лица Булеза и фор​мируют для нас его облик — человека, про​ложившего дорогу к новым средствам музы​кальной выразительности, связавшего в еди​ное целое сухую теорию и живую практику. Сейчас, однако, мы можем разглядеть те противоречия, из которых буквально соткан Мастер. Взорвав сознание академических кругов своими революционными опусами, он чурался всякого радикализма, работая с партитурами других композиторов, — пре​дельная строгость, тщательное следование авторским указаниям обеспечили ему репу​тацию одного из тончайших интерпретато​ров музыки XX века. Парадоксальность Бу​леза заключается, возможно, и в том, что он подошёл к музыке с абсолютно других пози​ций, нежели его предшественники. Интерес к ней развивался у будущего композитора параллельно с увлечением математикой. По совету отца, крупного инженера-сталепро​мышленника, он оканчивает курсы высшей математики в Лионе, но затем поступает в Парижскую консерваторию, 40-е годы — вре​мя учения Булеза — проходят под знаком освоения двенадцатитоновой техники (додекафонии), которая и стала причиной оконча​тельного раскола музыки на академическую и популярную. Для Булеза фигуры компози​торов нововенской школы, отвергнувших тональность и открывших миру додекафонию, — Шёнберга, Берга и особенно Веберна, — стали святыми на долгие годы. Он был столь уверен, что серийная техника есть единст​венный возможный путь музыкального искусства, что часто позволял себе неосторож​ные замечания типа «всякий композитор, не прочувствовавший необходимости атонального музыкального языка, есть нечто ненуж​ное». Своё мнение композитор обосновал серией теоретических работ и целым рядом сочинений конца 50-х — начала 60-х годов, в которых поднял серийную музыку до но​вой вершины —тотального сериализма, где, помимо звуковысотности, жёстко регламентирована динамика, ритмическая структура и некоторые другие параметры музыкаль​ного языка. Эти опусы —символическое воз​вращение к математическому прошлому Бу​леза, позволившее говорить о преобладании рационального над чувственным в его му​зыке. Пожалуй, самым характерным сочине​нием того периода был «Молоток без мас​тера» (1954) для сопрано и ансамбля инст​рументов, в метафорической форме выра​зивший идею превосходства неодушевлен​ной механической силы над человеком.

Все сочинения этого периода, как и более поздние, где Булез увлёкся алеаторикой (тех​ника композиции, ставившая своим основ​ным принципом свободу действия исполни​теля, играющего некоторые фрагменты сочинения в любом порядке), зафиксированы в записи. Чаще всего имя Булеза-композитора соседствует в них с именем Булеза-дирижёра. Немногим по силам осилить слож​нейшие партитуры — именно поэтому Булез создает свой «личный» коллектив Ensemble Intercontemporain, безупречно воплощаю​щий все его замыслы. У него завязываются прочные контакты с крупнейшими звукоза​писывающими фирмами, которые предос​тавляют ему возможность фиксировать все этапы его творческого пути, как на дирижёр​ском, так и на композиторском поприще.
--- Play
В последние годы классик мирового музыкального авангарда Пьер Булез сочиняет мало — почти всё время он проводит у дирижерского пульта, предлагая своим почитателям удивительно глубокие и цельные интерпретации симфоний Малера и Брукнера. Тем временем музыканты всего мира продолжают осмыслять всё то, что написано маэстро в годы минувшие — музыкальный язык Булеза столь сложен, что для того, чтобы понять особую красоту его письма и высочайшее мастерство, нужно лезть в партитуру, не упуская из внимания ни одну ноту. Музыка Булеза — это высшая математи​ка, где эмоционально-эстетическое начало полностью подчинено своду незыблемых правил сериализма, в котором регламентиро​вана роль каждого параметра музыки — ритма, мелодии, фактуры, динамики, высоты звука и т.д. В этом, конечно, есть свой парадокс, позднее переросший в трагедию для всего музыкального авангарда: сложные музыкально-математические системы, воплощение Высшего порядка, в восприятии слушателя обращаются в свою противополож​ность—тотальный хаос, где непосвящённый человек оказывается полностью дезориенти​рованным. Впрочем, людям, прошедшим опыт общения с искусст​вом XX века, причудливая игра звуков в произведениях Булеза покажется удивительно осмысленной, подчинённой особым законам музыкального времени, пусть и недоступным для уха.

--- Play
В марте 2000 года Пьеру Булезу исполни​лось 75 лет. По словам одного язвительного британского критика, размах юбилейных тор​жеств и тональность славословий привели бы в смущение даже самого Вагнера: "человеку стороннему могло показаться, что речь идет о подлинном спасителе музыкального мира".

В словарях и энциклопедиях Булез фигури​рует как "французский композитор и дирижер". Львиная доля почестей досталась, несомнен​но, Булезу-дирижеру, чья активность с годами ничуть не снизилась. Что касается Булеза-композитора, то за последние двадцать лет он не создал ничего принципиально нового. Между тем влияние его творчества на послево​енную западную музыку трудно переоценить.

В 1942-1945 годах Булез учился у Оливье Мессиана, чей класс композиции в Парижской консерватории стал едва ли не главным "инку​батором" авангардистских идей в освободившейся от нацизма Западной Европе (вслед за Булезом мессиановскую школу прошли и дру​гие столпы музыкального авангарда — Карлхайнц Штокхаузен, Яннис Ксенакис, Жан Барраке, Дьёрдь Куртаг, Жильбер Ами и многие другие). Мессиан передал Булезу особый инте​рес к проблемам ритма и инструментального колорита, к неевропейским музыкальным культурам, а также к идее формы, составлен​ной из отдельных фрагментов и не предпола​гающей последовательного развития. Вторым наставником Булеза был Рене Лейбовиц (1913-1972) — музыкант польского происхож​дения, ученик Шёнберга и Веберна, известный теоретик двенадцатитоновой серийной тех​ники (додекафонии); последняя была воспри​нята молодыми европейскими музыкантами поколения Булеза как подлинное откровение, как абсолютно необходимая альтернатива догмам вчерашнего дня. Булез изучал серий​ную технику под руководством Лейбовица в 1945-1946 годах. Вскоре он дебютиро​вал Первой сонатой для фортепиано (1946) и Сонатиной для флейты и фортепиано (1946) — произведениями сравнительно скромных масштабов, выполненными по шёнберговским рецептам. Другие ранние опусы Булеза — кантаты "Свадебный лик" (1946) и "Солнце вод" (1948) (обе на стихи выдающе​гося поэта-сюрреалиста Рене Шара), Вторая соната для фортепиано (1948), "Книга для струнного квартета" (1949) — создавались под совместным влиянием обоих учителей, а так​же Дебюсси и Веберна. Яркая индивидуальность молодого композитора проявилась, прежде всего, в беспокойном характере музыки, в ее нервно-разорванной фактуре и обилии резких динамических и темповых контрастов.

В начале 1950-х годов Булез демонстратив​но отошел от ортодоксальной додекафонии шёнберговского толка, которой его обучал Лейбовиц. В своем некрологе главе новой венской школы, вызывающе озаглавленном "Шёнберг мертв", он объявил музыку Шёнберга укорененной в позднем романтизме и по​тому эстетически неактуальной и занялся ра​дикальными экспериментами по жесткому "структурированию" различных параметров музыки. В своем авангардном радикализме молодой Булез иногда явно переступал грань разумного: даже искушенная публика между​народных фестивалей современной музыки в Донауэшингене, Дармштадте, Варшаве оста​лась в лучшем случае безразлична к таким неудобоваримым его партитурам этого пери​ода, как "Полифония-Х" для 18 инструментов (1951) и первая книга "Структур" для двух фортепиано (1952/53). Свою безоговорочную приверженность новым техникам организа​ции звукового материала Булез выражал не только в творчестве, но и в статьях и декла​рациях. Так в одном из выступлений 1952 года он объявил, что современный композитор, не ощутивший необходимости серийной техни​ки, просто-напросто "никому не нужен". Впро​чем, очень скоро его взгляды смягчились под влиянием знакомства с творчеством не менее радикально настроенных, но не столь догматичных коллег — Эдгара Вареза, Янниса Ксенакиса, Дъёрдя Лигети; впоследствии Булез охотно исполнял их музыку.

Стиль Булеза-композитора эволюциониро​вал в сторону большей гибкости. В 1954 году из-под его пера вышел "Молоток без масте​ра"— девятичастный вокально-инструмен​тальный цикл для контральто, альтовой флей​ты, ксилоримбы (ксилофона с расширенным диапазоном), вибрафона, ударных, гитары и альта на слова Рене Шара. В "Молотке" нет серий в привычном смысле, вместе с тем вся со​вокупность параметров звучащей ткани произведения определяется идеей сериальности, отрицающей любые традиционные формы регулярности и развития и утверждающей са​моценность отдельных мгновений и точек музыкального времени-пространства. Уникаль​ная тембровая атмосфера цикла определяется сочетанием низкого женского голоса и инстру​ментов близкого к нему (альтового) регистра. В некоторых местах возникают экзотические эффекты, напоминающие звучание традици​онного индонезийского гамелана (оркестра ударных инструментов), японского струнно-щипкового инструмента кото и т. п. Игорь

Стравинский, очень высоко оценивший это сочинение, сравнил его звуковую атмосферу со звоном кристалликов льда, бьющихся о стен​ку стеклянного стакана. "Молоток" остался в истории как одна из самых изысканных, эсте​тически бескомпромиссных, образцовых партитур эпохи расцвета "большого авангарда".

Новую музыку, в особенности так называе​мую авангардную, обычно упрекают в отсут​ствии мелодии. В отношении Булеза подобный упрек, строго говоря, несправедлив. Неповто​римая выразительность его мелодий опреде​ляется гибкой и изменчивой ритмикой, избе​ганием симметричных и повторяющихся структур, богатой и изощренной мелизматикой. При всей рациональной "сконструированности", мелодические линии у Булеза не сухи и безжизненны, а пластичны и даже изящны. Мелодический стиль Булеза, сложи​вшийся в опусах, вдохновленных причудливой поэзией Рене Шара, получил развитие в "Двух импровизациях по Малларме" для сопрано, ударных и арфы на тексты двух сонетов французского символиста (1957). Позднее Булез добавил к ним третью импровизацию для сопрано и оркестра (1959), а также преимуще​ственно инструментальную вступительную часть "Дар" и большой оркестровый финал с вокальной кодой "Гробница" (обе на слова Малларме, 1959-1962). Получившийся в ре​зультате пятичастный цикл, названный "Pli selon pli" (приблизительный перевод — "Складка за складкой") и снабженный подза​головком "Портрет Малларме", впервые про​звучал в 1962 году. Смысл заглавия в данном контексте примерно таков: покров, наброшен​ный на портрет поэта, медленно, складка за складкой, спадает по мере развертывания му​зыки. Цикл "Pli selon pli", длящийся около часа, остается самой монументальной, самой мас​штабной партитурой композитора. Вопреки авторским предпочтениям, ее хотелось бы назвать "вокальной симфонией": она заслужи​вает этого жанрового наименования хотя бы потому, что содержит развитую систему музы​кальных тематических связей между частями и опирается на весьма прочный и действен​ный драматургический стержень.

Как известно, неуловимая атмосфера поэ​зии Малларме обладала исключительной притягательностью для Дебюсси и Равеля. Отдав в "Складке" должное символистско-импрессионистскому аспекту творчества поэ​та, Булез сосредоточил внимание на его самом удивительном творении — посмертно изданной неоконченной "Книге", в которой "каждая мысль — это бросок костей" и которая в целом напоминает "спонтанную звездную россыпь", то есть состоит из автономных, не упорядоченных линейно, но внутренне связанных между собой художественных фра​гментов. "Книга" Малларме подсказала Булезу идею так назьюаемой мобильной формы или "произведения, пребывающего в постоянном становлении" (по-английски – "work in progress"). Первым опытом такого рода в творчестве Булеза стала фетья соната для фор​тепиано (1957); ее разделы ("форманты") и отдельные эпизоды внутри разделов могут исполняться в произвольном порядке, но одна из формант ("констелляция") непременно должна находиться в центре. За сонатой последовали "Фигуры-Двойники-Призмы" ("Figures-Doubles-Prismes") для оркестра (1963), "Владения" ("Domaines") для кларнета и шести групп инструментов (1961 -1968) и ряд других опусов, которые до сих пор постоянно пере​сматриваются и редактируются композитором, так как принципиально не могут иметь завер​шения. Одна из немногих относительно позд​них партитур Булеза с заданной формой — торжественный получасовой "Ритуал" для большого оркестра (1975), посвященный памяти влиятельного итальянского компози​тора, педагога и дирижера Бруно Мадерны (1920-1973).

С самого начала своей профессиональной деятельности Булез обнаружил незаурядный организаторский талант. Еще в 1946 году он за​нял пост музыкального руководителя парижского театра Мариньи (Theatre Marigny), во гла​ве которого стоял известный актер и режиссер Жан-Луи Барро. В 1954 году под эгидой теат​ра Булез совместно с Германом Шерхеном и Петром Сувчинским учредил концертную ор​ганизацию "Домен мюзикаль" ("Domaine musi​cal"— "Владения музыки"), которой руководил до 1967 года. Ее целью была объявлена про​паганда старинной и современной музыки, а камерный оркестр "Домен мюзикаль" стал образцом для многих коллективов, исполняю​щих музыку XX века. Под управлением Булеза, а позднее его ученика Жильбера Ами оркестр "Домен мюзикаль" записал на пластинки мно​жество произведений новых композиторов, от Шёнберга, Веберна и Вареза до Ксенакиса, самого Булеза и его единомышленников.

С середины шестидесятых Булез активизи​ровал свою деятельность в качестве оперного и симфонического дирижера "обычного" типа, не специализирующегося на исполнении старинной и новейшей музыки. Соответственно, продуктивность Булеза-композитора сущест​венно снизилась, а после "Ритуала" на несколь​ко лет приостановилась. Одной из причин это​го, наряду с развитием дирижерской карьеры, стала интенсивная работа по организации в Париже грандиозного центра новой музыки – Института музыкальных и акустических исследований, IRCAM. В деятельности IRCAM, директором которого Булез был до 1992 года, выделяются два кардинальных направления: пропаганда новой музыки и разработка высо​ких технологий синтеза звука. Первой пуб​личной акцией института стал цикл из 70 кон​цертов музыки XX века (1977). При институте функционирует исполнительский коллектив "Ансамбль Энтерконтампорен" ("Ensemble InterContemporain"— "Международный ансамбль современной музыки"). Во главе ансамбля в разное время стояли разные дирижеры (с 1992 года — англичанин Дэвид Робертсон), однако именно Булез является его общеприз​нанным неформальным или полуформальным художественным руководителем. Технологи​ческая база IRCAM, включающая в себя ультра​современную звукосинтезирующую аппарату​ру предоставляется в распоряжение компози​торов со всего света; Булез воспользовался ею в нескольких опусах, самый значительный из которых — "Респонсорий" для инструмен​тального ансамбля и звучаний, синтезирован​ных на компьютере (1982). В 1990-х годах в Париже был реализован другой масштабный проект Булеза - концертно-музейно-образовательньгй комплекс "Город музыки" ("Cite de la musique"). Многие считают, что влияние Бу​леза на французскую музыку слишком велико, что его IRCAM — заведение сектантского типа, искусственно культивирующее схоластиче​ский род музыки, который в других странах давно утратил актуальность. Далее, чрезмер​ным присутствием Булеза в музыкальной жизни Франции объясняют тот факт, что совре​менным французским композиторам, не при​надлежащим к булезовскому кругу, равно как и французским дирижерам среднего и моло​дого поколения, не удается сделать солидную международную карьеру. Но, как бы то ни бы​ло, Булез достаточно знаменит и авторитетен, чтобы, не обращая внимания на критические нападки, продолжать делать свое дело, или, ес​ли угодно, проводить свою политику.

[…] На посту руководителя IRCAM и "Ансамбль Энтерконтампорен" Булез, естественно, уде​лял много внимания новейшей музыке. Помимо произведений Мессиана и собст​венных, он особенно охотно включал в свои программы музыку Эллиота Картера, Дьёрдя Лигети, Дьёрдя Куртага, Харрисона Бёртуисла, относительно молодых композиторов круга IRCAM. К модным минимализму и "но​вой простоте" он относился и продолжает относиться скептически, сравнивая их с ре​сторанами быстрого питания: "удобно, но совершенно неинтересно". Критикуя рок-музыку за примитивизм, за "нелепое обилие стереотипов и клише", он тем не менее при​знает в ней здоровую "витальность"; в 1984-м он даже записал с "Ансамбль Энтерконтампорен" диск "The Perfect Stranger" с музыкой Фрэнка Заппы (EMI). В 1989 году он заклю​чил эксклюзивный контракт с фирмой "Deutsche Grammophon", а через два года оставил официальную должность главы IRCAM, чтобы полностью посвятить себя композиции и выступлениям в качестве при​глашенного дирижера. […]
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	BOWERY ELECTRIC
	Vertigo
	1997
	75:16
	dark wave

label: Kranky / Beggars Banquet Records (England)  www.beggars.com
"Vertigo" + remixes

	Dougie BOWNE – см. в секции ‘Jazz’
	
	
	
	

	Glenn  BRANCA
	The Ascension
	1994
	42:21
	avant-garde
label: New Tone Records

Guitars – Glenn Branca, Ned Sublette, David Rosenbloom, Lee Ranaldo.

Bass – Jeffrey Glenn

Drums – Stephan Wischerth

1. Lesson #2

2. The Spectacular Commodity

3. Structure

4. Light Field [In Consonance]

5. The Ascension

	Glenn  BRANCA
	The Mysteries (Symphony Nos. 8 & 10)
	1994
	66:17
	label: Blast First (Great Britain) / Atavistic (Chicago)

Glenn Branca [conductor]; Steven Antonelli [alto guit]; Eric Hubel [tenor guit]; Brannon Hungness [soprano&octave guit]; Phil Kline [tenor guit]; Carolin Master [alto guit]; John Myers [soprano guit]; Ellen Watkins [soprano&octave guit]; Dave Reid [b, octave guit]; Miriam McDonough [b, k]; Virgil Moorefield [d].

 There are two great mysteries: life & death. And, there's an argument that they're the same thing. Everybody loves a good mystery, that's why they put the answer at the end. We're already dead and this is the afterlife. Whenever I'm feeling particulaily paranoiac are: the God problem, I imagine that we’re all just brains in bottles somewhere, thoughts in a void, to paraphrase Mark Twain’s vicious punchline to The Mysterious Stranger & this phenomenological world is some cheesy Total RecalI vision we’re renting from The Company who stays in business keeping us from the horrible ecstatic truth. I’m assuming that everybody, not just me, has had moments where the cloying opacity of the daily grind shimmers translucent, the veil of Maya (Most Advanced, Yet Acceptable) blinks, the coordinates shift, fhe pineal eye opens, flesh dissolves arbitrary all boundaries, the flood of eternity, knowledge of true purpose, the unspeakable shudder, dimensions limitless, consciousness infinite, & all that cosmic cornpone hokum. 

Some things are sacred. Like the cross. 

My particular cross to bear of late has been this tape of Glenn Branca’s THE MYSTERIES (by the time you read this, you, the reader of these squalid notes, will have a Compact Disc in your mitts, high-tech digital codices, a Millennial key) which has been blasted top volume in my office to the compleat discomprehension of many («what the FUCK are you listening to NOW???!!!!») & the utter chin-soaked drooling envy of others (‘’WHERE did YOU get THIS???!!!! WHO do YOU KNOW????»); the tape has made several trips to my overpriced dump of an apartment on Father Demo Square, where the thunderous irresolvable chords & anti-chords of THE MYSTERIES have woven their way into der nacht, skillfully weaving tonal clusters round boombox thrump of Jeep Cherokees & scarred Vietnam vets yarbling the lyrics to Foreigner’s «Hot-Blooded» (to no particular tune: «I wanna know-wo-wo-wo whatchur DOING [snork] afterthaSHOW-ow-ow-ow»). I have also used THE MYSTERIES as low-volume Satie-like ambient «thinking» music, which is not necessarily recommended, but I must LIVE THIS MUSIC in order to understand it. 

I feel no compunction about invoking Corpus Christi when analyzing my relationship to THE MYSTERIES. For weeks now, the problem of creating a verbal analog to these two symphonies has generated a multiplanar anxiety. I want to do this music justice. Glenn will read this (as will you) & the responsibility is as exhilarating as it is maddening. The screeds have poured forth, a long narrative involving a philosophic fist-fight & pornographic wading pool mud-wrestling tournament wherein the Muses—Calliope, Clio, Euterpe, Melpomene, Terpsichore, Erato, Polyhymnia, Urania, Thalia—jealous bitch goddesses all tear flesh, hair, fingernails, clawing eyeballs, each claiming TRUE AUTHORSHIP & INSPIRA​TION for THE MYSTERIES; they war, they spar, they connive, they each sing eloquent their case. THE MYSTERIES invoke some deep secret of unfathomable consequence, a root query of unbearable implication. A thing harbored mute, shackled in the unconsciousness. 

At 6:30 AM, up all night, drinking iced expresso, chainsmoking Chesterfield Kings, cold autumn cardigan sun rising over Fra Demo drunks swaddled tramplike in yesterday’s Post, I get into the shower w/»Spiritual Anarchy» blaring through the steam pellets & a thought squiggles black letter red ribbon across the back of my brain: 

Music Is NOT A LANGUAGE! 

Language is a collection of referents and metaphors. 

MUSIC IS NOT A METAPHOR! NOT AT ALL! 

Language approximates. 

The Bible, you’ll recall, opens by literally defining «God»: «In the beginning was the Word. And the Word was God.» It figures you’d read THAT in a BOOK. Language uses sound as a conveyor belt of «meaning.» (Except for Bob Dylan, but I don’t feel like collapsing my argument....remember this is me in the shower thinking....) Language shares many of the attributes of Music: it can be broken down into attendant particles, there’s «grammar» and «syntax,» they each USE sound, but MUSIC IS NOT METAPHORIC! It came to me in a rush of soapsuds listening to THE MYSTERIES: language is ALL about CONTENT. Once you break language down to its smallest attendant part, you’ve got a phoneme, at best onomatopoeic; but there’s no smallest component in Music, it’s splitting the atom & the closer you examine the subatomic, the more infinities open up. Language is the ENEMY of Music. Language, like YHWH, is a JEALOUS GOD & will subvert, assimilate, and co-opt the TRUE POWER of SOUND. Language & Music are AT WAR over the «turf» of SOUND! 

This was not the first time I’d perceived Branca’s music as megalomanically Biblical (for lack of a better «description»). THE MYSTERIES is nothing less than an attempt to unleash the parallel «non-literal» «non-metaphoric» multiverses coexisting invisibly next to our own. Is It any wonder that The Company wants to merge language with music? That «songs» are what people will buy? («Life,» sang Madonna, «is a mystery.») But, & this is both horrible and awefull and beautiful, «songs» (words & music) at their best represent a kind of temporal «truce» in this ANCIENT UNNAMED WAR! 

THE MYSTERIES do not attempt to resolve this conflict. This conflict lies in the heart of the dance of Kali, this is the TRUE consonance/dissonance of creation. The TRUE tension/ repose cycle of the multiverse is not in the bullshit conspiracy-driven lie of «the dichotomy of masculine-feminine principles» (though such a schizm does, in fact, exist) or «class differ​ences» or «tribal warfare.» These are the straw men God ITSELF wants to use to divert you from what’s REALLY going on. 

The very titles of THE MYSTERIES’ movements give the game away : «The Passion,» «Spiritual Anarchy,» «The Final Problem,» «The Horror.» Especially, «Spiritual Anarchy,» a celestial/sinister redundancy. All alleged art & music (& for that matter literature) is «spiri​tual.» But the real «Final Problem» isn’t spiritual, it’s religious. If spirituality is anarchistic, then Religion is Power, Control, Hierarchical, Exquisite Order Circumscribing Chaos. 

And I’ve seen that insane fervor in the faces of the audience at Branca’s concerts. This music delivers a religious, as opposed to a spiritual, experience. God created the world, but She/He/It/Whatever left it unfinished. It’s the job of humans to do what God either CANNOT or WILL NOT do. Making THE MYSTERIES manifest is one of those jobs. 

Servants are always miserable. Clenn Branca doesn’t «write» this music any more than I am «writing» this. THE MYSTERIES is some Coddamn MotherFucking Thing that needed to express ItSelf in THIS world & It used Glenn Branca to do it. 

We don’t need another name for God. We need another Sound. You can hear the first shrieks of Its birth-pangs on this recording. 

Just DON’T expect me to describe it. 

---- Tim Holmes. NYC. September 1994.

	Goran  BREGOVI( – см. в разделе ‘Eurofolk’
	
	
	
	

	Michael  BROOK  -- см. в: ‘Synth’ section
	
	
	
	

	Caspar BR(TZMANN
	Caspar BR(TZMANN & F.M. EINHEIT:

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

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

1. Panzer Kette

2. Nizzary

3. Das 5 Federn Fuckhouse

4. Merry Christmas

5. Kowa Axis

6. Solingen

7. Park Der Lowen

8. Headhunter Song

9. Stuck Frau Das Uhrspiel

10. Panzer Ketten

	Caspar BR(TZMANN
	Caspar BR(TZMANN  &  Page  HAMILTON:

“Zulu Time”
	1996
	48:00
	label: Rough Trade Records / Blast First (London)

Мощный и мрачный авангардный импровизационный проект двух гитаристов. Что особенно приятно – нигде не допускается ни грамма истеризма. Их тяжёлые амбиентные гитары нескончаемым потоком живописуют чудные абстрактные пейзажи. 

	Bill BROVOLD
	Childish Delusions
	2000
	47:16
	label: Tzadik

BILL BROVOLD (см. тж. LARVAL) loops, guitars, steel guitar, bass, percussion, vocals   

TOBY SUMMERFIELD guitar, bass   

MIKE SMITH violin
KURT ZIMMERMAN violin   

GENEVIEVE PADGETT cello   

MATT BAUDER tenor saxophone, clarinet
JOHN EVANS baritone saxophone   

NICK COLLINS piano   

JOSH TILLINGHAST bass   
SHUMIT DASGUPTA bass   

MARCO SMITH drums
DEN 5 CUB SCOUT GROUP choir

Bill Brovold (born 1957, Tacoma, Washington) received his B.F.A. from the School of Visual Arts in New York, 1982. During that time he was involved in making sound and music for film and performance artists as well as concentrating on painting. In 1983 he joined Rhys Chatham's ensemble and spent five years as the guitarist with that group as well as performing with several of the so-called downtown musicians. He was a co-founder of the group E I E I OH! with Tim Schellenbaum, Kevin Norton and Ernie Brooks. He has supported himself (and family) by doing a wide array of jobs throughout the years. As an art director for the Cowboy Gathering in Elko, Nevada, chasing model airplanes in the desert in California, painting murals for the Detroit Auto Show and doing lots of carpentry. He currently lives in Michigan where he still paints, runs KOKO studios, and is the leader of the group Larval.

"These recordings were made at KOKO studio with different members of the group Larval. The pieces here represent "stories" the way I feel best telling them, with the possibility of anyone being able to re-mold them into their own stories. The Den 5 piece was a catalyst for putting all of these pieces together on a CD. Den 5 was my son's Cub Scout group and watching them play was inspiring as to how I wanted to approach music. I spend a lot of time and energy trying to get back to that place in the art that I do."
— BILL BROVOLD

	(Chris  BROWN)
	ROOM:

“Hall Of Mirrors”
	1991
	57:43
	label: Music & Arts (CA, USA)

Chris Brown [p, k, perc]; Larry Ochs (см.) [sopranino&tenor s]; William Winant [perc, vibes]; Scot Gresham-Lancaster [live electronics].

1. Three to Two

2. Still Dance

3. Wavelength

4. Hall of Mirrors

A typical room has four corners, but depending on how you look at it, a corner is an intersection of two, three or four different planes. In parallel fashion, ROOM is a unit defined by the meeting of its four individual members—Chris Brown, Larry Ochs, William Winant, and Scot Gresham-Lancaster — with each musician representing a vast field of musical possibilities and each field ebbing and flowing according to demands of the moment.

Individually, the ROOM members have long been tugging at the elastic potential of music. Pianist and electronics designer Chris Brown has performed his music frequently at the New Music America Festivals and extensively throughout Europe, and he has composed commis​sioned works for the Berkeley Symphony and Rova Saxophone Quartet. Since settling in the San Francisco Bay Area in 1978, the Illinois native has built his own electro-acoustic instruments, co-founded an electronic music label (Artifact Recordings), collaborated in a computer music band, The Hub, and taught at both Mills College in Oakland and the San Francisco Art Institute.

Saxophonist Larry Ochs is best known as a founding member of the San Francisco-based Rova Saxophone Quartet, the innovative all-reed group that abolishes the boundaries between composition and improvisation, both in its original pieces and in collaborative works with such composers as Terry Riley, John Zorn, Alvin Curran, Butch Morris, Fred Frith, Henry Kaiser, and others. Rova's 1986 album, The Crowd, featuring Ochs' extended compositions "Room" and "Knife in the Times," was cited by Wire Magazine as one of the top fifty albums of the 1980s, and two albums documenting the quartet's 1983 and 1989 tours of the Soviet Union, Saxophone Diplomacy and This Time We Are Both, vividly capture Rova's border-crossing brilliance.

Percussionist William Winant transcends the current "world beat" fascination with African, Carribean and Latin American rhythms by extending his drumsticks, mallets and fingertips into and beyond Pacific Rim musical territories, and by performing with such avatars of music as Kronos Quartet, Steve Reich, Anthony Braxton, David Rosenboom, John Zorn, and Frank Zappa. A faculty member at Mills College, principal percussionist with the Cabrillo Music Festival and the San Francisco Contemporary Music Players, and one-third of the acclaimed Abel-Steinberg-Winant Trio, Winant has had compositions written for him by Terry Riley, Frederick Rzewski, Gordon Mumma, Alvin Lucier, and Somei Satoh, and has recorded pieces by John Cage, Lou Harrison, Morton Feldman and others.

Electronic musician Scot Gresham-Lancaster has been exploring and bending the musical frontiers of computer technology for the past twenty years. Since studying music at Mills College with Blue Gene Tyranny, Robert Ashley, and Terry Riley, he has served as Technical Director of the Centerfor Contemporary Music at Mills, as well as audio engineer and lecturer in electronic music at California State University at Hayward. In The Hub, with Chris Brown and others, Gresham- Lancaster reintroduces the elements of unpredictability and surprise into the circuitry that connects computer programming and human performance, so that technology enhances rather than replaces the fundamentally social nature of group music-making.

In ROOM's music, it is often impossible to differentiate between the so-called "natural" and the machine-generated sounds. Here, the electronics are active participants, playing hide and seek with the other instruments of the ensemble. Interactive computers, processors, and synthesizers form an animated net, catching, holding and propelling moments of sound in a web of interrelationship. Although the elec​tronic technology is indispensable furniture in this room it becomes virtually indistinguishable as anything otherthan one of many musical components during the creative process.

Moreover, the music you hear on Hall of Mirrors is the music that was made on the spot. The electronic processing and percussion samples on "Three to Two," "Still Dance," "Wavelength," and "Hall of Mirrors" were all performed in real time as integrated aspects of the music, and not added to the music in post-production. In "Hall of Mirrors," for instance, the progression of electronic echoes and effects resulted from interactions between the players and the electronics, mediated by the keyboard player and a computer program.

What you hear on this second ROOM recording — the first was a 1989 trio release on Sound Aspects — encourages you to abandon widely held dualities around which we organize so much of our "common sense" understanding of the world, such as inside and outside, acoustic and electronic, harmony and dissonance, reason and feeling, structure and freedom, What you won't hear are the oft-reworked cliches of 20th century composition, jazz improvisation, or world music fusion. It's a place where the musicians are daring enough to wander weightlessly through empty space or be sucked into the gravity of a super dense black hole, sound hard and steely at one moment and expose their emotions at another — most certainly a room with a view of its own.

© 1992 Derk Richardson

	Chris  BROWN 
	Lava
	1992
	59:24
	label: Tzadik

‘Lava’ is a continuous, hour-long piece for Brass Quartet, Four Percussion, and Live Electronics.

William Winant [d]; Toyoji Tomita [trombones]; Tom Dill [tp]; Peter Wahrhaftig [tuba]. Produced by Chris Brown and John Zorn.

Brown's molten fragments of electroacoustic sound are transformed live from brass and percussion instruments to create a sonic landscape that unfolds with a geologic sense of time.

LAVA describes a primordial state of flux, the transmutation of one material into another through a streaming of intensely concentrated energy, "Everything flows and nothing abides; everything gives way and nothing stays fixed... it is in changing that things find repose... this universe always has been, is, and will be an ever-living fire," (Heraclitus). Revolution is evolution: the burning, liquid rock flows out over the earth's crust, destroying the life in its path, but also cleansing and fertilizing the land for its future.

LAVA is written for brass quartet, four percussion, and 4 channels of electronic sound generated interactively by a computer controlled, signal processing system. Aspects of the physical structure of a volcano are applied to control musical elements, creating their own musical grammar. The fluid motion of burning lava streams are modeled by a score that describes all musical elements as states of change: there are no fixed pitches, loudnesses or timbres, only directions of pitch, timbral, and dynamic motion, along with exact timings indicating when such actions begin and complete. In addition, the piece is structured by a progression of changes in tempo; its skeleton is the map of tempos reproduced in this booklet, (The musicians use headphones with separate click-tracks to co-ordinate.)

The electronic sounds are all created by live sampling from the acoustic sounds of the instruments, and there are no synthesizers or previous recordings involved. The change from a solid (earth) into a liquid (lava) is modeled by this transformation of the acoustic sounds into electronic sounds that create an enveloping musical landscape. Sounds move from the acoustic instruments at the center of the performance space out to a four-channel sound system installed around the audience. The result is a complex phasing of turbulent, yet gradually changing parts, played out in rhythmic counterpoint to the motion of their electronically captured and transformed responses. The piece is at once always changing, but always the same; free yet frozen in unbending structure; indeterminate while every action is notated; interactive but basically a sequence; in time but out of time.

TECHNICAL NOTES

For this studio recording, the instruments were separately multi-tracked, and the electronics were generated in a single pass from the tape, and processed using a Desper Spatializer to simulate in stereo the movement of sounds in three-dimensional space. The signal processing system consists of a Lexicon LXP1, a Lexicon LXP5, and a Quadraverb, several Serge analog processing modules (especially 'the Triple Waveshaper and the Linear Frequency Shifter), and a custom 4x4 analog switching matrix and 4x4 VCA matrix which I built. All of these are controlled using a MIDI sequencer, which also generates the click-tracks to co-ordinate the musicians with the score and each other, Thanks to Phil Burk and Tom Erbe at the CCM/Mills for help with the software and hardware design.

NOTES ON THE TEMPO MAP

The first twenty minutes describe a gradual acceleration; at its peak (Eruption) they split into two and then four tempos (Fountain); then eight steady tempos (River), which accelerate to eventually merge at the fastest speed then deccelerate at different rates (Crest); at the end of the decceleration, four tempos halve to begin an acceleration that merges with the four decceleration ones at the end (Pahoehoe).

CHRIS BROWN (b. 1953), San Francisco based composer, pianist, and electronic instrument builder, studied composition with William Brooks, electronic music with Gordon Mumma and computer music with David Rosenboom, He teaches Composition and Electronic Music at Mills College in Oakland, where he is Co-Director for the Center for Contemporary Music (CCM), His music includes pieces for solo instruments with interactive electronics, and improvisational ensemble works, many of them developed originally for the group Room, in which he performs with saxophonist/composer Larry Ochs and percussionist William Winant, He is also a member of the computer network band The Hub, and plays free-jazz with the Glenn Spearman Double Trio, He has received commissions from the Berkeley Symphony, the Rova Saxophone Quartet, and the Gerbode Foundation. His music is recorded on Artifact, Sound Aspects, Centaur, and Music & Arts labels.

TOYOJI TOMITA studied trombone at Julliard in New York and the Curtis Institute in Philadelphia, and the Didjeridu (an ancient Australian aboriginal instrument) and modern literature and performance with Stuart Dempster at the University of Washington in Seattle. In 1977 he won first prize at the Gaudeamus International Concours for Interpreters of Modern Music in Rotterdam, Holland, and subsequently toured extensively as a solo recitalist in France, Belgium, Holland, and Germany Since 1983 he has also performed as a dancer with Ma Fish Co., directed by Margaret Fisher, and he is currently on the faculty of Mills College where he co-founded the Mills College Didjeridu Ensemble.

WILLIAM WINANT has been described as "one of the best avant-garde percussionists working today", and has devoted his career to the performance of contemporary classical and improvised musics. He is the principal percussionist with the San Francisco Contemporary Music Players and the Cabrillo Music Festival Orchestra, and is also well-known for his work with the Abel-Steinberg-Winant Trio. Winant has made first recordings for such composers as John Cage, Morton Feldman, John Zorn,Lou Harrison, and Peter Garland and has performed with some of the leading musicians of today, including Pierre Boulez, Keith Jarrett, Steve Reich, the Kronos Quartet, John Zorn's Naked City, and Oingo Boingo. He teaches percussion at the University of California at Santa Cruz, UC Berkeley, and Mills College.

TOM DILL is a trumpet-player, electronic musician, and improvisor whose recently released CD "Mutootator" on the Soul on Rice label features his work duos for improvising musicians with interactive electronics. He has studied at Colorado College and at Mills College. He also performs with the ensemble Strich.

PETER WAHRHAFTIG studied tuba at Northwestern Univ. with Arnold Jacobs and is currently the principal tubist with the San Francisco Ballet Orchestra. He has performed with the San Francisco Symphony and the San Francisco Contemporary Music Players and recorded new music by Ralph Shapey, Morton Feldman, Roger Sessions, and John Harbison. He also performs music by Mahler, Bruckner, and Strauss also on the Decca/London label.

	Earle BROWN
	Four Systems
	1994
	46:24
	avant-garde

label: HAT HUT

performed by Eberhard BLUM (см.) -- flutes

Four Systems (1954) for piano(s) and/or other instruments or sound-producing media --- realization for flutes
Folio II (begun 1970) a collection of graphic and concept pieces -- realization for flutes
FOUR SYSTEMS (1954)
After writing three very precisely notated and controlled "twelve-tone serial" works in 1951 and 1952, I began a series of what I called "experiments in notation and performance process" in the fall of 1952. Having played jazz and enjoyed and admired the spontaneity and collaborative nature of that kind of music making -- the opposite of strict "serial" thinking --I wanted to find a more flexible, transformable, and direct relationship in the process of concept, composing, performing, and listening in new "classical" music. The series of pieces which developed from that quest -- seven or eight single-page scores -from October 1952 to March 1953 are published as Folio (1952-53) and Four Systems (1954). The latter was written as a birthday present for David Tudor in January of 1954 and included when Folio was published.
This is an "open-form" "graphic score" for any number of any kind of instruments. The score consists of four areas in which sound events are graphically depicted as to relative high and low, long and short, loud and soft, and in various rhythmic groupings. These "graphic" conditions must be approached and performed with considerable responsibility, but there is also a very significant dimension of the actual sound of the work which is based on decisions made by the performers themselves, collectively and individually. Each result will be different and very much a composition by the musicians involved based upon the graphic implications of Four Systems.
It has pleased me very much that many musicians have responded to these "experiments" over the years and to my very idealistic desire to bring about collaborative-creative music making. I hasten to add that there are many of my scores which are not "graphic" scores but fully composed although frequently having "open form" potentials.
The creative input and the extraordinary instrumental virtuosity of my friend Eberhard Blum is something I could only dream about forty years ago. I thank him profoundly. 

--- Earle Brown, August 1994

	Steven  BROWN
	Douzi(me Journ(e: Le Verbe, La Parure, L’Amour
	1982
	41:39
	Steven  BROWN – см. тж. с: TUXEDOMOON; SNAKEFINGER; Benjamin LEW; Drem BRUINSMA;

label: Crammed Discs (Made To Measure, Vol. 15)

Benjamin Lew (см.) [musics, k]; Steven Brown [saxes, p, organ]; Marc Hollander (см. тж. с Benjamin Lew; Hector Zazou) [bass clarinet, perc]; Gilles Martin [engineering].

	Steven  BROWN
	A Propos D’Un Paysage
	1985
	42:52
	label: Crammed Discs (Made To Measure, Vol. 16)

Benjamin Lew [k]; Steven Brown [a&s s, cl, p, k]; Marc Hollander [p, calm p, k, pseudo-sitar, fake oud, organ, cl, s, hand drum, miniature toms];  Vini Reilly [g, fleeting p]; Alain Lefebre [balafon, cymbals, hand drum, woodblock].

	Steven  BROWN
	Besides All That
	1989
	26:40
	label: Sub Rosa.    Rec. 1986-89.

performed by Steven Brown; recorded and produced by Steven Brown and Drem Bruinsma (см.).

	Steven  BROWN
	Half Out
	1991
	42:56
	label: Les Disques Du Crepuscule

Steven Brown [v, s&a s, cl, organ]; Luc Van Lieshout [tp, fl h, harmonica]; Ivan Georgiev (см. тж. с: Drem BRUINSMA) [k, b]; Nikolas Klau (см. тж. с: Drem BRUINSMA) [b, perc]; Chris Haskett [g]; Drem Bruinsma (см.) [recording, programming]; Blaine L. Reininger (см. тж. с: Drem BRUINSMA) [violins]; a. o. --  состав группы Tuxedomoon (см.)

   «I’ve got a million things to say but I forgot. I could write a book but I lost my pen. I’d walk the line for you. I’d waste my time for you. He’s lonely. He takes a pill. A special affection for you, a new direction for we two. Has the destination disappeared or is it the will to travel? The sky is blue and I am falling. The weather’s fine and I am falling.  ...I suppose that’s one of the attractions, your name and his are the same. I looked up in the sky and saw Jean Cocteau.»

	Steven  BROWN
	Steven Brown & Blaine L. Reininger: “1890 – 1990 One Hundred Years of Music”
	1992
	49:43
	label: Materiali Sonori (Italy)

rec. live in Lisbon, Portugal, Nov. 21, 1989

	Steven  BROWN
	CUDU : Waterplay
	
	52:07
	label: Materiali Sonori

Steven Brown (см.)[cl, a&s s, v, sampling]; Paolo Lotti [g, fl, bass cl, e. bow, a s]; Christian Burchard [zither, marimba, cabasa, cimbals, vibes, african perc]; Luc Van Lieshout (см. тж. с: Drem BRUINSMA) [tp, fl h]; Luca Mazzantini [b, k].

	Steven  BROWN
	Croatian Variations
	1992
	50:46
	label: Materiali Sonori 

The new age of art

Steven BROWN [s&a s; cl, organ, p];  Blaine L. REININGER (см. тж. с: Drem BRUINSMA) [violin, k]; + Sosija Ahmed [soprano diva].

   [...] The results of their endeavor are here on this CD, a musical portrait of a unique and paignent place and period in European history, and some of the finest work to date from Raininger and Brown. These, then, are the ‘Croatian Variations’.

	Steven  BROWN
	Lame – The Cutting Edge
	1993
	33:16
	label: Materiali Sonori

all instruments performed by Steven Brown

  Steven Brown’s journey through music and images continues. [...] The music has acoustic sound for piano and sax, ‘tangible’ atmospheres, and an extraordinary evocative energy.

	Steven  BROWN
	NINERAIN
	1996
	67:56
	Steven Brown [v, clar, s&a s]; Nikolas Klau [k, organ, b]; Jose Manuel Aguilera [el&ac g, v]; Juan Carlos Lopez [d, perc]; Alejandro Herrera [requinto, jarana, harmonica]; Luc van Lieshout [tp, fl h].

  «A small gesture for a grand human being. This record and everything I’ve ever done is dedicated to the living memory of Martine Jawerbaum.»  St. Brown
  По музыке этот диск соответствует лучшим произведениям Tuxedomoon. Подобный проект Брауна см. тж. ниже: JOEBOY IN MEXICO.

	Steven  BROWN
	JOEBOY IN MEXICO
	1997
	62:26
	label: Opcion Sonica (Mexico)  opcion@mail.internet.com.mx   /

Soleilmoon Recordings  (USA)  soleilbabe@aol.com   /

Dutch East India (USA) info@dutch-east.com   /

Materiali Sonori (Italy) order@matson.it 

Стивен Браун и Николас Клау из Tuxedomoon скрываются в списке состава на этом диске под псевдонимами. Но на одной фотографии на вкладке их сияющие физиономии вдвоём, а на другой – вместе с остальными участниками этого состава.

Диск – в лучших традициях TUXEDOMOON: гипнотизирующая эстетско-психоделическая музыка. Но теперь в ней присутствуют ещё и элементы acid, и шаманические ambient-ethno-экскурсы в духе Reyes/Roach.

The Explorers:

Cox

Esteban I

Pandro Hocheval

Paco Rosebud

Ruan Rotterdam

Matt Pockoy

Berliner Angelini

Polo Pavon

Pancho Peru

The Music:

The Door / viaje en la Sierra Madre

Brad’s Loop

Les Six

Shipwreck

Zombie Paradise I

Zombie Paradise II

Bitter Bark

El Popo

Hindi Loop

Ambient Popo

Keredwin’s Reel

	Steven  BROWN
	Subway To Cathedral
	1999
	72:57
	label: Arteria Records e-mail: arteria@compuserve.com 

The definitive collection of recordings by Steven Brown, featuring members of Tuxedomoon.

1. Jerry's Theme 3:24 

2. Waltz 1:30 

3. The Ball 2:29 

4. Besides All That 5:55 

5. This Land 3:00 

6. Last Rendezvous 4:11  

7. Mi Sono Innamorato di te 2:51 

8. Un Giorno Dopo L'Altro 3:14 

9. Jean Gina B. 1:23  

10. The Harbor 3:04  

11. Life Gone By 2:06  

12. Fill for me 0:45 

13. Amid the wreck 0:20 

14. You Say You Love 2:18 

15. The Flight 3:30 

16. L'Arrivee Dans Le Jour 3:23 

17. Iberia 4:43   

18. Music #2 3:08   

19. Out of my Body 5:23  

20. Decade 3:24 

21. A Quoi ca Sert L'Amour? 3:35 

22. Fuga 8:19

Tracks:

1. originally released on Lp ZOO STORY ORIGINAL SOUNDTRACK 1983 Soundworks 1990 CD Materiali Sonori. 

2,3. orig rel on MUSIC FOR SOLO PIANO Ip 1984 Les Disques du Crepuscule. 

4. orig rel on ME AND YOU AND THE LICORICE STICK Ip CD 1990 SubRosa. 

5,6. orig rel on SEARCHING FOR CONTACT Ip CD 1987 PIAS produced in collaboration with Nikolas Klau. On 6 Voice of Marcia Barcellos. 

7,8. orig rel on BROWN PLAYS TENCO ep cass. 1988 Lacerba. Daniele Biagini: piano/keyboards, Gabriele Gai: bass and drums, Luca Gai: Flute, Alessandreo Agostini: double bass. 

9,10,11. orig rel on COMPOSES POUR LE THEATRE ET LE CINEMA LP CD 1989 Les Disques Du Crepuscule. 12,13,14. orig rel on STEVEN BROWN READS JOHN KEATS Ip CD 1989 SubRosa. Recorded/produced by S.Brown, Drem Bruinsma & Marc Lerch. 

15. orig rel on LA GRACE DU TOMBEUR LP CD 1990 Les Temps Modernes. Produced with Drem Bruinsma and Nikolas Klau. 

16. orig rel on DE DOUTE ET DE GRACE Ip CD 1990 Crammed Discs. Original soundtrack for Patrick De Geetere's video. Voice of Delphine Scyrig. 

17,18. orig rel on 1890-1990 100 YEARS OF MUSIC CD 1990 Les Disques Du Crepuscule. Recorded live in lisboa Portugal teatro Sao Luis. 

19,20,21. orig rel on HALF OUT CD 1991 Les Disques Du Crepuscule. 19, 20, 21 with Luc Van Lieshout: Trumpets, Flugel Horn, Harmonica. Ivan Georgiev: Keyboards. Chris Haskett: Guitars. Produced with Nikolas Klau. On 21 voice of Anouk Adrien. 

22. recorded live in l'iglise de Bon Secours Bruxelles 1992

Author/composer credits:

1,2,3: Steven Brown. 4: Steven Brown /Nikolas Klau. 5,6: Steven Brown. 7,8: Luigi Tenco. 9,10,11: Steven Brown. 14: Steven Brown/John Keats. 15: Steven Brown. 16, 17, 18: Steven Brown/Blaine L. Reininger. 19: Steven Brown/Nikolas Klau. 20: Steven Brown. 21: M. Esner. 22: Steven Brown,/Blaine L. Reininger/Luc Van Lieshout.

Produced by Steven Brown & Carlos Becerra. Remastered by Marc Levinthal.

	Drem BRUINSMA
	Six Reels of Joy
	1991
	61:17
	Drem BRUINSMA – см. тж. с: TUXEDOMOON; Steven BROWN;

label: Materiali Sonori (Italy)

(состав TUXEDOMOON) Steven Brown (см.) [cl, s&a s, v]; Drem Bruinsma [k, afr. perc]; Dirk Bruinsma [s s, metal perc]; Ivan Georgiev [p, b]; Nikolas Klau [progr]; Peter Principle [g]; Blaine L. Reininger [vln, v]; Luc Van Lieshout [tp, pocket tp]; James Desaules [d progr].
All material written, recorded and produced by Drem Bruinsma.

heard melodies are sweet

but those unheard are sweeter

	BRUIRE
	L'ame de l'objet
	1995
	50:46
	free music / free funk
label: Dame (Canada)

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

	Gavin  BRYARS
	After The Requiem
	1991
	66:53
	Gavin  BRYARS -- см. тж. в исполнении ICEBREAKER ('The Archangel Trip'); DELTA SAXOPHONE QUARTET;
After The Requiem [1990] -- (15:38):  Bill Frisell [el g], Alexander Balanescu [viola], Kate Musker [viola], Tony Hinnigan [cello]. 

The Old Tower  Of Lobenicht [1987]  --  (15:49):  Alexander Balanescu [vln], Roger Heaton [bcl], Dave Smith [tenor horn,p], Gavin Bryars [b], M. Allen [perc], S. Limbrick [perc], Bill Frisell [el g]. 

Alaric I  Or II [1989] -- (15:04): Evan Parker [ss], Stan Sulzmann [ss], Ray Warleigh [as], Julian Arguelles [bar s].

 Allegrasco [1983]  --  (19:46): Roger Heaton [cl], A.Balanescu [vln], Dave Smith [p], Bill Frisell [el g], Gavin Bryars [b], M. Allen, S. Limbrick [perc].

  [...] This is not the place to discuss all the fine music under the bridge since then, but it’s not farfetched to suggest that ‘After The Requiem’ will, in its own way, prove as important and as influential as that first Oslo recording, for it broaches if not new territory (“there is no new” — Busoni) at least an unclaimed land of fresh idiomatic combinations, as it signals a major advance for Gavin Bryars, composer. 

— Steve Lake.

	Gavin  BRYARS
	Jesus’ Blood Never Failed Me Yet
	1992 
	74:43
	label: Point

Music composed by Gavin Bryars.

Vocals performed by Tom Waits & chorus.

Produced by Philip Glass, Kurt Munkacsi and Rory Johnston, Michael Riesman.

Instruments: violins, violas, cellos, basses, string quartet, harpes, guitar, French horns, trumpets, trombones, tuba, perc, flute, clarinets, oboe, bassoon, contrabassoon, organ.

Tramp with Orchestra I (string quartet)

Tramp with Orchestra II (low strings)
Tramp with Orchestra III (no strings)
Tramp and Tom Waits with Full Orchestra
Coda: Tom Waits with High Strings
[...] Tom Waits singing with the old man. This is the first time that someone sings with the tramp rather than accompanies him. After this, one of the choirs also sings with him and the "separation" of song and accompaniment is less clear. Finally, as the whole ensemble -- the tramp, Tom, the choir, the orchestra -- fades away we hear, briefly, an ensemble we haven't heard before -- a group of high solo strings -- playing an accompaniment, but now with no singer...
Although the old man died before he could hear what I had done with his singing, the piece remains as a restrained testament to his spirit and optimism. The rhythm of his vocal line may be erratic and there is considerable irony in the relationship between what he is singing, and his circumstances at the time. But for me there is great poignancy in his voice and, though I do not share the simple optimism of his faith, I am still touched by the memory of my first encounter with what Grainger would call the "human-ness" of his voice, and through this piece I try to give it new life. 

 ---- Gavin Bryars, April, 1993

	Gavin  BRYARS
	Vita Nova
	1994 
	56:37
	label: ECM

1. Incipit Vita Nova          6' 02''

                        David James [countertenor]; Annemarie Dreyer [vln]; Ulrike Lachner [viola]; Rebecca Firth [cello].

2. Glorious Hill                11' 32''

                         The Hilliard Ensemble

3. Four Elements             28' 46''

                         Large Chamber Ensemble

4. Sub Rosa                       9' 57''

                         Gavin Bryars Ensemble

Notes by Gavin Bryars

The four pieces on this recording were all written and first performed in the period between the last two recordings I made for ECM (1986-1990), Although they divide into two pairs of pieces according to the context in which they emerged, they have many characteristics in common. There are two pieces written for the Hilliard Ensemble (Glorious Hill and Incipit Vila Nova) and two pieces which are from the theatre (Four Elements and Sub Rosa).
However, the first piece written for the Hilliard -- Glorious Hill -- comes out of incidental music I wrote for the theatre, while one of the theatre pieces -- Four Elements written for ballet -- ends with the voice of David James, a member of the Hilliard Ensemble. At the same time, while each of these pieces originates in a com​mission they are both, like Incipit Vita Nova and Sub Rosa, pieces that have roots in quite personal events and connections.

In the final analysis I do not write music for particular instruments or vocal types, but rather for this instrumentalist or that singer and I relish the chance to get to know what they like to do and what they do best. The Hilliard Ensemble, for example, produce a blended sound of near perfection but, at the same time, have highly individual musical and personal characteristics. The het​erogeneous make up of my own ensemble, which plays Sub Rosa, arises as a consequence of my choice of the musicians with whom I want to work, and a similar principle eventually guided my choice of orchestration for Four Elements. [...]

	Gavin  BRYARS
	The Sinking Of The Titanic
	1994
	61:13
	label: Point

produced by: Gavin Bryars, Philip Glass, Kurt Munkacsi and Rory Johnston.

Alexander Balanescu (см.) [viola]; Sophie Harris [cello]; Gavin Briars [b]; Roger Heaton [bass clarinet]; Dave Smith [tenor horn, perc, k]; James Woodrow [el g]; Martin Allen [perc]; The Westhaston Boys’ Choir; and oth.

Знаменитый альбом Гэвина Брайарса записан в студии под водой – для создания аутентичного «аква-эффекта».

	Gavin  BRYARS
	Cadman Requiem
	1998 
	61:19
	label: Point

Cadman Requiem:

1. Requiem

2. Caedmon Paraphrase (Bede)

3. Agnus Dei

4. Caedmon’s «Creation Hymn»

5. In Paradisum

performed by Hilliard Ensemble: David James [alto]; Rogers Covey-Crump, John Potter [tenors]; Gordon Jones [baritone].

Fretwork: Richard Campbell, Wendy Gillespie [treble viols]; Julia Hodgson, Susanna Pell [tenor viols]; Richard Boothby [bass viol]; William Hunt [great bass viol].

Adnan Songbook:

6. - 13. Song I - VIII

performed by Gavin Bryars Ensemble: Bill Hawkes, Andrew Parker [violas]; Sophie Harris [cello]; Gavin Briars [double-bass]; James Woodrow [el&ac g]; Roger Heaton [cl, bass cl]; Dave Smith [conductor]; + Valdine Anderson [soprano].

14. Epilogue from Wonderlawn

performed by Gavin Bryars Ensemble.

This album is essentially of vocal music, in effect the first of my recordings where this has been the rationale for the whole album. Ever since I wrote my first opera in the early 1980s, I have enjoyed most of all having the oppor​tunity to write for the human voice. It has often been said that while a musical instrument can become an extension of a performer (in both a physical and metaphorical sense), a singing voice is the singer as both a person and performer. In writing for the voice I find myself led more and more towards the personal, both in relation to the initial choice ot texts, the musical responses to those texts, and the singers for whom I write.

Perhaps it is the very naturalness of the act of singing that enables me to feel at ease when writing vocal music. Of course, the existence of a text is a stimulus and may give a good deal of information immediately about things such as rhythm, tempo, form, melodic shape and even instrumentation as well as more nebulous things such as musical imagery. But in most cases the text itself has to be chosen or created, and on the occasions when a text is designed for musical composition, such as an opera libretto, a composer will make changes to it. The first of Etel Adnan's love poems, for example, that I felt cried out to be set was the fifth and I did not consider the others at first. It was only when

I made the decision to do all eight as a set that I looked at the remaining poems as suitable for musical setting. Similarly with Cadman Requiem I made many oblique choices regarding text in what might seem, on the surface, to be a conventional and quite straightforward form.

Each voice is unique and what I try to do is to write music for that voice which seems closest to its character. At some point in a piece's history other singers will perform the music but the music starts life in relation to the voice for which it was conceived. On this recording there are a number of different examples of the way in which I approach writing for individual singers who I am drawn towards.

With the Hilliard Ensemble there is, of course, their perfectly blended four-part ensemble, whether singing harmonies or different permutations of unisons, but there are also the highly individual voices themselves within the group singing as soloists, whether accompanied by the other voices or by instruments.

In the case of Adnan Songbook I used different vocal approaches according to the climate of the individual poems, but for all of them I was aware of what would work for Valdine's voice in relation to the poems and I wrote the music in the knowledge of how this might be achieved. This might seem rather circular, but in reality it is more like the way that through knowing someone intimately one may become aware of the likely response to a given situation. But at the same time there is always the possibility of surprise. [...]

	BUCKETHEAD
	Bucketheadland (1)
	1992
	75:20
	BUCKETHEAD [g]: см. тж. с: John ZORN; PRAXIS; BANYAN (в секции ‘Jazz’); Julian SCHNABEL; Bernie WORRELL (в секции ‘Jazz’); 

label: Avant (Tokyo)

Produced by Bootsy Collins and John Zorn.

Bucketheadland is under construction. This recording is a preview of some of the things that will be. The theme to the park is the first thing you will hear. "Buckethead was raised by chickens in the coop." This is semiautobiographical attraction.

Next Bootzilla takes you to the Robotland Factory where he introduced the Giant Robot ride.

Next the Bucketbots (little guys that help Buckethead) come marching and carrying on.

Scary organ music—this introduces the evil villain slipdisc. Slipdisc don't like Buckethead and he wants to stop Buckethead and Bucketbots from creating this place. It seems like he keeeps popping up trying to stop Buckethead from doing anything. He builds the wicked Ghost Robot Bansheebot where he and Buckethead have a duel between guitar and bass, the guitar being Buckethead and the bass being Bansheebot.

When the hollowing wind that's when you have entered the slaughter zone where you'll come across many oddities from possessed farm animals to bleeding walls and you may even run into Willy Wonka. Some of the rides go off the tracks and crazyness you may not make it out of there. This ride will open in March of 97.

Computer master takes you into the properties of cell 2. The master's name is Infra-Ultrapolation a principle of sound and pirary properties due out in September of 17.

Virtual Reality journey into a new world with new senses beyond. The Bootzilla Smashasourus provides this soundtrack.

The last attraction included in this brief introduction is the Home Run Derby where kids of all ages can take a crack at trying to hit the ball as far as they can. The farther the ball goes the higher the value of the baseball card they win is. But you have hit it over the initial fence.

The Irving family wins a trip to the park before it opens. The next recording will document their trip. Stay around.

Special thanks to Bill Laswell, Brain,  Henry Kaiser, Kazunori Sugiyama, Bernie Worrell, [a.o.]

biography

Buckethead is one of the most bizarre and enigmatic figures in American underground and experimental music since Parliament-Funkadelic birthed their bevy of cosmic characters in the mid-'70s. An accomplished multi-instrumentalist best known for his virtuosic command of the electric guitar, Buckethead is one of the instrument's most recognizable contemporary innovators, his rapid-fire riffing, near-robotic fretwork, and idiosyncratic lead lines combining elements of Yngwie Malmsteen, Adrian Belew, Slayer's Kerry King, P-Funk's Eddie Hazel, and avant-improv artist John Zorn's Scud-attack sax abuse. His first group, the San Francisco-based metal-funk combine the Deli Creeps, were a regional success, but disbanded before they could release anything. Buckethead's solo career has been more productive, thanks mostly to the motivation of Zorn and Bill Laswell, the latter of whom Buckethead has also recorded and toured with in Praxis. Laswell has also produced a number of Buckethead's solo albums (including Dreamatorium and Day of the Robot) and included him on more than a dozen one-off recordings with the likes of Hakim Bey, Bootsy Collins, Anton Fier, Jonas Hellborg, and Bernie Worrell. In addition to releases including 1998's Colma, Buckethead has also contributed soundtrack material to such films as Last Action Hero and Street Fighter. Buckethead returned in 1999 with Monsters and Robots, after which he joined the short-lived reformation of Guns N' Roses. A steady stream of releases followed into the 21st century ranging from the contemplative Electric Tears to more electronica/rock hybrid, and collaborations with San Francisco's underground hip-hop scene.

	BUCKETHEAD
	ZILLATRON:

“Lord Of The Harvest”
	1993
	43:07
	funk/trash/acid/…/
label: Polystar (Rikodisc) (USA)

Produced by Bill LASWELL and Bootsy COLLINS. Engineering: Robert MUSSO.

musicians:

ZILLATRON – FUZZFACE – BOOTSY: SPACED BASS, VOICES, SAMPLES, BEATS 

BILL LASWELL – AMBIENT SOUNDS AND NOISES 

BUCKETHEAD – ELECTRIC AND ACOUSTIC GUITAR

Bernie WORRELL: electric piano, hammond ORGAN, synthesizers 

UMAR BIN HASSAN / a.o.: chant

Zillatron: Lord Of The Harvest. An adventure into the serious but very fragile side of who we all are. It is something refreshing and daring when mostly everything else has become so stale. So much the same. So twenty four hour continuously inclined. It is a very personal touch reaching out to our very impersonal fears and insecurities. It is experience speaking and wanting to share itself as only it knows how — TRUTHFULLY! It is a voice raised against those voices that try to control our hopes and dreams. It is the simplicity and purity of Love asking to be freed on the side… AND THE PASSION CONTINUES… one of my favorites on the record. Yes, there is a warning that says: This album is silly. And it may be to some but those will be the ones who have not yet begun to realize how important we are to one another and how so very very connected we all are. Thank you Lord Zillatron for sharing a little light and lightness with us in these trying times. 

   ------- Umar Bin Hassan, Last Poets

WARNING: This record is silly

p.f. real silly, may be the silliest

1. C.B.I. FILES (Bootsy Collins) 

2. BUGG LITE (Bootsy Collins) 

3. FUZZ FACE (Bootsy Collins) 

4. EXTERMINATE (Bill Laswell) 

5. SMELL THE SECRETS (Bill Laswell, Bootsy Collins, Buckethead)

6. COUNT ZERO (Bill Laswell, Bootsy Collins)

7. BOOTSY AND THE BEAST (Bill Laswell, Bootsy Collins, Buckethead)

8. NO FLY ZONE – The Devils Playground (Bootsy Collins) 

9. THE PASSION CONTINUES (Bill Laswell, Bootsy Collins, Buckethead)

	BUCKETHEAD
	Giant Robot
	1994
	73:39
	label: Sony Japan

performed by Buckethead & Material Strings:
Buckethead [g]; Bill Laswell [sound bytes]; Bootsy Collins [b]; Jerome Brailey, Pinchface, Ted Parsons [d]; Iggy Pop (см. в ‘Rock’), Bill Moseley, Throatrake, Stella Schnabel, Onions [v].

Produced by Bill Laswell.

A Japan-only rehash of much of the material (or similar rearrangements thereof) from Bucketheadland, marred further by bad production and the presence of nameless studio musicians backing Buckethead's manic guitar solos, which remain the album's only high point.

Doomride 

Welcome to Bucketheadland 

I Come in Peace 

Buckethead's Toy Store 

Want Some Slaw? 

Warweb 

Aquabot 

Binge and Grab [Instrumental Version] 

Pure Imagination 

Buckethead's Chamber of Horros 

Onions Unleased 

Chicken 

I Love My Parents 

Buckethead's T.V. Show 

Robot Transmission 

Pirate's Life for Me 

Post Office Buddy 

Star Wars 

Last Train to Bucketheadland 

composed by Buckethead, Moseley, Pinchface

	(BUCKETHEAD)
	Jonas HELLBORG, BUCKETHEAD, Michael SHRIEVE:

“Octave of The Holy Innocents”
	1995
	42:52
	инструментальный funk & ambient
label: Day Eight

Jonas Hellborg [ac b]; Buckethead (см. в секции ‘Alternative’) [g]; Michael Shrieve (см.) [d].
Rec. in New York

Those familiar with the respective musicians discographies might normally expect this affair to be a turbocharged, jazz/fusion set also featuring wacko, prog metal type characteristics. Such is not the case with this production, as these artists opt for the "unplugged" route. On the other hand, there's no lack of excitement here, as this acoustic-based power trio generates quite a bit of momentum in concert with a few ethereally enacted dreamscapes. On this release, Jonas Hellborg uses a custom made acoustic bass guitar. The electrified and generally dazzling, heavy metal-like inclinations of guitarist Buckethead are tempered into an acoustic format here, as drummer Michael Shrieve lays down a series of torrid backbeats to complement his hard-hitting, polyrhythmic fills. However, most of the album's highlights reside within Hellborg and Buckethead's deft plucking, and uncanny implementations of counter melodies, sparked by reverberating flows. They explore odd-tunings to coincide with several high-octane movements, as Hellborg even slaps his bass strings on occasion, thus injecting techniques normally used by electric bassists. Yet it's all about the sparkling chemistry that prevails throughout this wonderfully conceived and executed project! (Strongly recommended) 

1. Rana and Fara

2. Death That Sleeps in Them

3. The Past Is a Different Country, I Don't Live There Anymore

4. Child King

5. Kidogo

	BUCKETHEAD
	The Day of the Robot
	1996
	43:14
	label: Submeta Records (c/o Caroline Records) (USA)

Buckethead [g]; Bill Laswell (см.) [low bass, d]; Ninj [k, b, d]. Engineered by Robert Musso (см.). Mastering: Robert Musso, Anton Fier. Props: Brain, Mick Harris (см.), Mike Patton (см.).

Produced by Bill LASWELL.

1. Destroyer

  a) Speed Flux Quadrant

  b) Inclusion

  c) Exhaust Release

2. Flying Guillotine

3. Quantum Crash

4. Collision

5. Caution Drop

	(BUCKETHEAD)
	PIECES:

“I Need 5 Minutes Alone”
	1997
	63:38
	label: Avant (Disk Union) (Japan)

Buckethead [g, b, cattle prod]; Brain [d, turntables]; Herbie [v].

e-mail: Buckethead is@earthlink.net 

to contact Brain email: brain7@earthlink.net 

PIECES thanks John ZORN and Kazunori SUGIYAMA.

1. Peesez Monologue

2. Pieces

3. Danyel

4. Ginger

5. 8 Diagram Pole Fighter

6. Scoop Rack

7. I'll Want

8. Carl Junghole

9. Twice With The Sledge

10. Hazelnut Cream Pie

11. Slapatron

12. Bobafi Crucify

13. General Butterfly

	(BUCKETHEAD)
	DEATH CUBE K: 

“Disembodied”
	1997
	45:04
	DEATH CUBE K = анаграмма слова BUCKETHEAD
label: ION (New York)

Produced by Buckethead and Bill Laswell.

Death Cube K [AKA Buckethead] – Guitar, Dr. Phibes Organ, Stretching Rake

Bill Laswell – Bass

Xtrakd – Ambient Nightmare Machete

Engineering by Robert Musso

1. Disembodied

2. Embalmed

3. Terror Tram

4. Hanging Gallows

5. Pre Hack

	(BUCKETHEAD)
	DEATH CUBE K: 

“Dreamatorium”
	
	42:21
	label: Strata (New York)

Designed and Arranged by Bill Laswell.

Buckethead [g, sounds]; Bill Laswell [b, sounds].

Engineering, Treatments and Processing by Robert Musso.

1. Land of the Lost

2. Maps of Impossible Worlds

3. Terror by Night

4. Maggot Dream

5. Dark Hood

	BUCKETHEAD
	Colma
	1998
	54:25
	label: CyberOctave

Buckethead [g, b]; Bill Laswell (см.) [b]; Brain [drums]; DJ [disc]; Terry Untalan [cello, viola].

Rec. in California

Produced by Bill Laswell & Buckethead

For a guy who takes his sartorial cues from teenage horror flicks (he plays onstage with a weird sort of hockey mask on his face), Buckethead sure does make pretty music. It was not always thus — his work with Praxis, for example, has often been pretty challenging. But on this solo project, on which he plays both guitar and bass and is helped out on all tracks by drummer Brain, the material is surprisingly pleasant, bordering at times on the banal. Titles like "Hills of Eternity" and "Wishing Well" are something of a giveaway — though Brain's beats are fairly funky (and DJ Disc throws in a bit of far-off turntable scratching on a few tracks), these compositions are mostly pretty contemplative, occupying a space just one step away from the new age section. That's not necessarily a bad thing, but there are a couple of problems: the first is that Buckethead is a lousy bass player. Like many guitarists, he seems to think that playing bass is simply a matter of hitting the root of the chord on the downbeat of the measure. A real bassist could have contributed enormously to the proceedings (as Bill Laswell does in his guest turn on "Machete"). Another problem is the unimaginative production, which is overly soft and sweet. That said, "Big Sur Moon" is a cool solo guitar piece, and "Machete" really does cook. The rest is merely very pleasant.

Whitewash 

For Mom 

Ghost 

Hills of Eternity 

Big Sur Moon 

Machete 

Wishing Well 

Lone Sal Bug 

Sanctum 

Wondering 

Watching the Boats With My Dad 

Ghost (Pt. 2) 

Colma

	BUCKETHEAD
	Monsters And Robots
	1999
	50:58
	label: Higher Octave

Personnel: Buckehead, Les Claypool (см.: Claypool; Primus), Brian, Bill Laswell (см.), Bootsy Collins, Oui-wey, Extrakd, Bj Eddy Det Max Robertson, Chicken Choir.

Mixing metallic guitar heroics with funk, hip-hop, electronica, and a cinematic soundtrack feel, Buckethead's Monsters and Robots is yet another eclectic opus inspired in large part by low-budget monster/horror, martial arts, and science fiction movies, especially those of Japan. Like any Buckethead album, the music does meander in spots, but this outing does improve on its predecessor Colma by employing a variety of guest bassists; Primus' Les Claypool (as well as drummer Brain), Bootsy Collins, and Bill Laswell all enliven the music's rhythmic underpinnings in ways that Buckethead's own bass playing on Colma didn't. Plus, the contributions of guest DJs Phonosycograph Disk, DJ Eddie Def, and Xtrakd are inventive and stimulating, complementing rather than confusing the musical mix. It may not be completely consistent, but Monsters and Robots offers more than enough musical derangement to satisfy.
1. JUMP MAN   4.20 (Buckethead / P. Scaturro) 

2. STICK PIT   3.38 (Buckethead / L. Claypool / B. Mantia) 

3. THE BALLS OF BUCKETHEAD   3.59 (Buckethead / L. Claypool / B. Mantia) 

4. SOW THISTLE   4.28 (Buckethead / S. Freeman / B. Collins) 

5. REVENGE OF THE DOUBLE MAN   3.34 (Buckethead / Phonosycographdisc / L. Claypool / B. Mantia) 

6. NIGHT OF THE SLUNK   5.43 (Buckethead)

7. WHO ME?   2.08 (Buckethead) 

8. JOWLS   4.25 (Buckethead / P. Scaturro / B. Mantia) 

9. THE SHAPE vs. BUCKETHEAD   5.40 (Buckethead / P. Freeman / B. Collins) 

10. STUN OPERATOR   4.15 (Buckethead / L. Ctaypool / B. Mantia)

11. SCAPULA   4.04 (Buckethead / P. Scatturro / B. Mantia) 

12. NUN CHUKA KATA 4.28 (Buckethead / Phonosycographdisc / L. Claypool / B. Mantia)

	(BUCKETHEAD)
	COBRA STRIKE:

"The 13th Scroll"
	1999
	53:07
	label: ION Records (New York)

BUCKETHEAD – call him TORKER 1313: guitar, bass

PINCHFACE: drums

BRAIN: loops, beats

DJ DISC: loops, wedge

BILL LASWELL: invisible hand, subliminal projections

The 13th Scroll 

Water Ceiling 

7th/6th Door 

Blank Sky 

Torn Face 

Wound 

Inferno 

Braingate 

CS-118 

Tortune Tunnel 

Headstone 

Hidden Tomb 

32nd Degree 

Helicopter Kick 

Black Sea River 

Silent Scream 

Buried Alive 

The 13th Scroll [Digging to the Devil]

	(BUCKETHEAD)
	COBRA STRIKE II:

"(Y), (Y)+(B), (X)+(Y) <hold> <-"
	2000
	56:33
	label: ION Records

1. Desert

2. False Radien Cross

3. Poison Wind

4. Hellchop to Blind Claw

5. The Funeral

6. Beware of the Holding Funnel

7. Traitors Gate

8. Moonflake

9. First Master

10. Splinter Pool

11. Notorious Swade (Dickerson)
12. Blood Scroll

13. Yoshimitsu's Den

14. Cobra Cartilage

15. Slap to Branding Nunchuka

16. Spider Crawl

produced by Travis Dickerson & Buckethead

recorded at TDRS Travis Dickerson recording studio and Buckethead's coop

special thanks to: Gonervill for the beats

special thanks to: o.p. original princess for voice, "i didn't know it was bad to dig up graves"

special thanks to p-sticks for piloloft for artwork samples and beat special thanks to norm wedges

	BUCKETHEAD
	Some Where Over The Slaughterhouse
	2001
	47:12
	label: Stray Records – Alternative Distribution Alliance (CA, USA)

www.strayrecords.com 

Performed by Buckethead with P-Sticks

For Somewhere Over the Slaughterhouse, Buckethead incorporated the electronic and techno influences that had been used in his more techno-friendly releases. "You Like This Face" and "Pin Bones & Poultry" both sport intricate synthesizer textures and dance-friendly beats alongside Buckethead's trademark rapid-fire guitar solos. "My Sheetz," by contrast, is a much more ambient dance track, relying on spacy, occasionally tinny synths and devoid of guitar solos. However, the album does occasionally lapse into self-indulgence, such as on "Day of the Ulcer," a formless mess of guitar solos, ambient synths, and trudging, ham-fisted rhythms that seems interminable. Still, some experiments are successful, such as "Burlap Curtain" and "Knockingun," which sound like disturbing soundtrack music from a futuristic horror movie. This may not be Buckethead's most friendly or accessible release — Monsters & Robots is a better introduction — but longtime fans will not be disappointed with Somewhere Over the Slaughterhouse. 

Насколько он действительно сумасшедший? Итак. Свою музыку Buckethead, профессиональный и высокотехничный гита​рист — на минуточку, уже не первый год созда​ёт из чего попало. В ход идут тяжелый металл, фанк, джаз, индастриал, прозрачный нью-эйдж, ди-джейские скретчи, сэмплы хоров—такой ди​кий коктейль, что мог появиться на свет только в наше необузданное время. Бакетхэд выступал/записывался с титанами: Бутси Коллинзом, Бил​лом Ласвеллом, Игги Попом, Banyan, Primus, Джоном Зорном. Создал киномузыку к абсолютнейшему трэшу: «Последнему киногерою», «Ниндзя из Беверли-Хиллз», «Мортал Комбату» и «Мортал Комбату: Уничтожение». Три года на​зад записал задумчивый и нежный, почти цели​ком нью-эйджевый альбом «Colma» — а пред​ставлял его на концертах, появляясь в пластико​вой хоккейной маске на манер потрошителя Джейсона из «Пятницы, 13-го». Был почти что принят играть в Red Hot Chili Peppers, а потом к Майку Пэттону из Faith No More и Mr.Bungle. На​конец, оказался заявлен как новый гитарист воссоединившихся впервые за семь лет Guns 'N Roses (!!!). Но чтобы вам окончательно не запу​таться во всех этих увлекательнейших — так же, как и музыка Бакетхэда, — подробностях, резю​мируем: он — один из самых лучших экспери​ментальных гитаристов мира. Официально. Его музыка такова, что порождает парадокс: даже если чьим-то ушам не нравится — руки всё равно тянутся к проигрывателю с диском снова и снова. Это — талант.

---- Play
Somewhere Over the Slaughterhouse 

Help Me 

Pin Bones and Poultry 

My Sheeetz 

Day of the Ulcer 

You Like Headcheese? 

Burlap Curtain 

You Like This Face? 

Wires and Clips 

Knockingun 

Conveyor Belt Blues

	(BUCKETHEAD)
	THANATOPSIS
	2002
	45:04
	label: TDRSmusic, 2001 / ION, 2002

Buckethead – guitars

Travis Dickerson – keyboards

Ramy Antoun – drums

1. Worm Hole

2. In Their Millions

3. Pyrrhic Victory

4. Final Reparation

5. Mortheol

6. Myopia

7. Vertex

8. Twinge

9. Last Rites

10. A Thanatopsis

all tracks composed by Buckethead / Dickerson

	BUCKETHEAD
	Funnel Weaver
	2002
	61:33
	label: ION Records
SAMPLES: LA RIOT DRUMS, BRAIN, BILL LASWELL, BIG BEAT, CHOPPER

www.bucketheadland.com 

1 THE BLIND CENTIPEDE

2 KURTZ TEMPLE

3 COVERT

4 DEATH CARD

5 RIP

6 PLANS WITHIN PLANS

7 EYE IN THE SKY

8 FREEZER BURNS

9 SKY DRONES

10 OPERATION GATEWAY

11 BANTAM RISING

12 COMBAT SHADOW

13 AZZIM'S LECTURES

14 CHANNEL OF SECRETS

15 COMET SHOWER

16 THE WORM TURNS

17 SILHOUETTES AGAINST THE SKY

18 SLEEPER AGENTS

19 RECREATIONAL CRYONICS

20 THE BLIND SNIPER (Fred Rogers)

21 ATLANTIS FOUND

22 THE SPIDER'S WEB

23 BLUE CRYSTAL

24 REAPING THE WHIRLWIND

25 THE HILLS HAVE EYES

26 THE OTHER SIDE OF MIDNIGHT

27 SEA THE HOLLOW MAN

28 UNSOUND METHODS

29 HALL OF RECORDS

30 ALUMINUM CLOUDS

31 LOST THREADS

32 KILLING MASK

33 RATTLESNAKE HILL

34 F-4 PHANTOM

35 STUB PYLONS

36 ARMOUR PIERCING PROJECTILE

37 STOLEN IDENTITIES

38 THE SHRIEK OF REVENGE

39 5-CARD TRICK

40 CARETAKER OF MEMORY

41 THE KINGDOM OF NIE

42 KANGAROO KRANES

43 HIGH SEAT WITH THE DEVIL

44 JESSY

45 FROM THE FOXHOLES

46 (F.L.I.P.)

47 FROZEN HEAD

48 WHO IS THE ENEMY

49 NAPPLER RADAR

	BUCKETHEAD
	Bermuda Triangle
	2002
	54:25
	label: Catalyst

No genre remains untouched by Buckethead on his 11th and most challenging outing. A collaboration with Extrakd, this collection vacillates from sheer shards of noise, which come to a frenetic apex in "The Triangle Part 1," to sublime melody, as evidenced in the folky veneer that underpins "Sea of Expanding Shapes." The majority of cuts are steeped in various permutations of electronica which encompass trance, funk, punk, R&B, and pop motifs bolstered by Buckethead's angular harmonics. When plunging into the blues of "Phantom Lights," the unpredictable guitarist toys with modulations and modal runs that slice through the plodding rhythms with savvy sophistication. The most haunting offering is "911," rendered on September 11, 2001. With simple lines and legato phrasing set to motion upon a sleepy foundation of hypnotic drum and bass loops, the composition is simultaneously apocalyptic and soothing. Bermuda Triangle defies categorization, and for Buckethead that's a good thing.

Intro 

Davy Jones Locker 

Flight 19 

Mausoleum Door 

Sea of Expanding Shapes 

The Triangle, Pt. 1: Extrakd 

Bionic Fog 

Forbidden Zone 

Telegraph Land of the Crispies 

Pullin the Heavy 

Phantom Lights 

Jabbar on Alcatrazz Avenue 

Beestro Fowler 

Splintered Triplet 

Whatevas 

Sucked Under 

Isle of Dead 

The Triangle, Pt. 2 

911

	BUCKETHEAD
	Electric Tears
	2002
	71:03
	label: Meta Records

1. All in the Waiting 3:41

2. Sketches of Spain (for Miles) 4:03

3. Padmasana 11:36

4. Mustang 5:36

5. The Way to Heaven 5:48

6. Baptism of Solitude 6:07

7. Kansas Storm 5:31

8. Datura 5:36

9. Mantaray 4:08

10. Witches on the Heath 2:38

11. Angel Monster 5:05

12. Electric Tears 5:29

13. Spell of the Gypsies 5:10

produced by Buckethead and Janet Rienstra

written, composed and arranged by Buckethead (Rodrigo)

	BUCKETHEAD
	Bucketheadland, vol. 2
	2003
	58:39
	label: ION

Buckethead, Bootsy Collins, Brain, P-Sticks, Li'l Littles, Keysone Brewer, Bill Monti, Albert

One never really knows what to expect from Buckethead, although the fact that Bucketheadland, Vol. 2 is intended as a sequel/continuation of Bucketheadland points the way, at least conceptually. The original Bucketheadland was a crazy sort of heavy metal P-Funk space opera that had something to do with Buckethead opening an amusement park and doing battle with the evil Slipdisc in the process. Oh yeah, and lots of Wille Wonka samples. Bucketheadland, Vol. 2 picks up after the park has opened, and (sort of) describes some of the rides and attractions featured there. The tunes are mostly Buckethead's trademark light-speed heavy metal riffs and runs, separated/interrupted by little spoken bits (including Bootsy Collins). A couple of Bootsy's bits are pretty funny, as in "Frozen Brains Tell No Tales" where he singsongs "Buckethead's a psycho, he's a total psycho" then announces "he's got a bucket on his heeeaaad!" just before the big solo. On "Carpal Tunnel Tomb Torker" Bootsy proclaims, "I'm coco for cuckoo puffs!" There are also a number of hilarious/disturbing brief acoustic numbers like "Taxidermy Tots," "The Ballad of the Inside-Out Face," and "Fun for You." Deranged, hilarious, and virtuosic, Bucketheadland, Vol. 2 is easily one of Buckethead's most enjoyable releases.
1
. Welcome 

2
. Slaughter Zone Entrance 

3
. The Cobra's Hood 

4
. Transportation Options 

5
. Machete Mirage 

6
. Slaughter Buddies Outside the Revenge Wedge 

7
. We Cannot Guarantee Bodily Harm 

8
. John Merrick-Elephant Man Bones Explosion 

9
. Taxidermy Tots 

10. 
Bloody Rainbow Spiraling Sherbert Scoop 

11
. Can You Get Past Albert? 

12
. Vladimir Pockets' Incredible Bloated Slunk Show 

13
. The Ballad of the Inside-Out Face 

14
. The Battery Cage Brawls 

15
. Ferris Wheel Apology 

16
. Can You Help Me? 

17
. Grimm's Sponsorship 

18
. Realistic Coop Replica 

19
. Frozen Brains Tell No Tales 

20
. Rooster Landing 

21
. Two Pints 

22
. Health & Safety Advisory 

23
. Digger's Den 

24
. One-Way Ticket to Grab Bag Alley 

25
. Fun for You 

26
. Carpal Tunnel Tomb Torker 

27
. Today's Schedule 

28
. The Corpse Plower 

29
. Unemployment Blues 

30
. Slaughter Zone Exit 

all tracks composed by Buckethead & Monti

	BUCKETHEAD
	Population Override
	2004
	55:29
	label: ION

Buckethead – guitar & bass

Travis Dickerson – keyboards

Pinchface – drums

Population Override shows off still another side of the enigmatic virtuoso Buckethead. In the past, he seemed to sway between seriously heavy metal (like Cuckoo Clocks of Hell), more contemplative works (like Electric Tears), and drum'n'bass or electronica-influenced albums (like Day of the Robot and Bermuda Triangle). Featuring Travis Dickerson on keys and Pinchface on drums (and Buckethead on guitars and basses), Population Override is as close to an instrumental early Funkadelic album as almost anyone has gotten (think "Maggot Brain). These are actually tunes, not just riffing showcases, and Buckethead plays with an astonishing sense of depth and feeling; there are very few of his trademark hyperspeed licks. "Unrestrained Growth" uses a riff close to "Cosmic Slop," and "Too Many Humans" evokes the same melancholy that Jimi Hendrix's "Little Wing" does. "A Day Will Come" adds a bit more crunch to the guitar, while "Humans Vanish" is a delicate solo guitar piece, and he finishes with a pretty straight blues on "...." All in all, this is Buckethead's most consistent, enjoyable work, with great playing and almost none of the flash he has displayed on previous releases. Excellent.

1. Unrestrained Growth

2. Too Many Humans

3. Population Override

4. Humans Vanish

5. Cruel Reality of Nature

6. A Day Will Come

7. Earth Heals Herself

8. Clones

9. Super Human

10. …

all tracks created by Buckethead & Dickerson

	BUCKETHEAD
	The Cuckoo Clocks of Hell
	2004
	52:24
	label: Disembodied

Buckethead [taxidermy, embalming, clock repair]; Dan Monti [programming]; Brain [drums].

www.bucketheadland.com 

Cuckoo Clocks of Hell is a full return to Buckethead's blistering, super-heavy guitar heroics after releases that focused on different parts of his multiple musical personalities. That may please the heavy shredder fans, but the relentless pummeling beats can get a bit tiresome. There's no doubting Buckethead's virtuosity, but this album starts to sound like a series of exercises after a while. It's only about two-thirds of the way in, when he slows things down a bit and opens up the form on songs like "Woods of Suicide," "Yellowed Hide," and "The Black Forest," that one starts to hear the scope of Buckethead's abilities. Fans of his heaviest guitar work will enjoy Cuckoo Clocks of Hell, but there are much more interesting albums in Buckethead's discography. 

Descent of the Damned 

Spokes for the Wheel of Torment 

Arc of the Pendulum 

Fountains of the Forgotten 

The Treeman 

Pylegathon 

Traveling Morgue 

One Tooth of the Time Train 

Bedlam's Bluff 

Beaten With Sledges 

Woods of Suicides 

Yellowed Hide 

Moths to Flame 

The Ravines of Falsehood 

The Black Forest 

Haven of Black Tar Pitch 

The Escape Wheel 

 all tracks by Buckethead, Monti, P-Sticks

	(BUCKETHEAD)
	COLONEL CLAYPOOL'S BUCKET OF BERNIE BRAINS:

“The Big Eyeball In The Sky”
	2004
	
	label: Prawn Song

all tracks by Buckethead, Claypool (см.), Mantia, Worrell

tracks:

1. Buckethead

2. Thai Noodles

3. Tyranny of the Hunt

4. Elephant Ghost [instrumental]

5. Hip Shot from the Slab

6. Junior

7. Scott Taylor [instrumental]

8. The Big Eyeball in the Sky

9. Jackalope [instrumental]

10. Hours to Go

11. Ignorance Is Bliss
The most original rock bassist to come along in the '90s was unquestionably Primus' Les Claypool. With his oddball sense of humor and funky playing, Claypool took his varied musical influences and created an invigorating and completely inventive style. The Les Claypool story begins on September 29, 1963, when he was born in Richmond, CA. As a teenager, Claypool met fellow student Kirk Hammett (yes, the Kirk Hammett of Metallica fame), who turned him onto such rock acts as Jimi Hendrix, Cream, and Led Zeppelin. It was around this time that Claypool took up the bass, influenced by the likes of Rush's Geddy Lee, Yes' Chris Squire, and Paul McCartney. Although Hammett asked Claypool to join a band he was in, he opted for another group in his high school, progressive metallists Blind Illusion, while broadening his musical horizons by playing in jazz and swing bands. Upon discovering such fusion and funk bass greats as Stanley Clarke and Larry Graham around this time, Claypool began incorporating "slapping" into his playing technique. 

After graduation, Claypool played in a local cover band, the Tommy Crank Band, which specialized in blues, R&B, funk, and mainstream rock hits. Playing several sets a night almost every night of the week, he sharpened up on his improv skills, and after a short while, there wasn't a musical style that he couldn't pull off convincingly. It was while with Tommy Crank that Claypool bought his first Carl Thompson piccolo bass (after seeing Stanley Clarke play one), an instrument that would become his trademark. It was around this time (early to mid-'80s) that Claypool began demoing his own original compositions, which would become the impetus for Primus. Originally called Primate, Primus consisted of guitarist Todd Huth and drummer Jay Lane in addition to Claypool, who also contributed vocals (in a strange sing/speak style, almost a kin to a narrator) in addition to bass. Although the trio instantly created an underground following in the San Francisco area, Primus was put on hold when Huth left and Claypool returned to Blind Illusion (whose sound now resembled a thrash metal band), and appeared on the group's lone album, The Sane Asylum, on Combat Records. 

His return to Blind Illusion didn't last long, but he met a kindred musical spirit in BI's guitarist, Larry LaLonde. By 1989, a new Primus lineup was formed - Claypool, LaLonde, and new drummer Tim "Herb" Alexander, and not long after their first album was issued - the live set Suck on This. The album caused such a buzz with college radio that the independent label Caroline signed the group, resulting in reissuing their debut and their sophomore effort, 1990's Frizzle Fry, while the trio toured with such bands as Jane's Addiction and 24-7 Spyz. 1991 proved to be an even better year for the group, as their major label debut (for Interscope), Sailing the Seas of Cheese, reached gold status a year after it's release, as the trio opened for such varied artists as Public Enemy, Anthrax, U2, Fishbone, and Rush. Primus scored a surprise Top Ten hit with 1993's Pork Soda (and subsequent headlining spot on that year's Lollapalooza festival tour), solidifying the band's status as quirk rock's undisputed kings, as more hit releases followed throughout the decade and new millennium - Tales from the Punch Bowl, The Brown Album, Rhinoplasty, and Antipop, as well as penning the theme song to TV's South Park (Claypool also tried his hand at directing the band's videos). In addition to his Primus duties, Claypool has always had time for side projects - Sausage (a reunion of the original Primus lineup), Les Claypool & the Holy Mackerel, The Frog Brigade, and Oysterhead, as well as guesting on albums by other artists (Buckethead, Jerry Cantrell, Victor, Limp Bizkit, Tom Waits, Rob Wasserman, etc.)

	Tim BUCKLEY
	Starsailor
	1989
	36:03
	avant-rock – хулиганский проект с прикольным вокалом.

К этому диску весьма подходит по музыке и вокалу другой (короткий же – 38:25) CD: ENCORE + GRANDE "Total Bliss".

Tim Buckley – 12-str. guit, voc

John Balkin – ac&el basses

Lee Underwood – el g, el p, pipe organ

Buzz Gardner – tp, fl h

Bunk Gardner – t sax, alto fl

Maury Baker – tympany, traps

	Kate  BUSH
	Lionheart
	1978
	36:58
	см. тж. с Alan STIVELL “Again”; Peter GABRIEL;

	Kate  BUSH
	The Kick Inside
	1978
	43:14
	

	Kate  BUSH
	The Dreaming
	1982
	43:29
	

	BUTTHOLE  SURFERS
	Psychic... Powerless... Another Mans Sac
	1984
	35:06
	label: Touch and Go (Chicago)

Превосходная рок-авангардная группа; мастерская, экспрессивная, чудаковатая и забавная. Состав — традиционный для рока.  Первая в этом списке группа, находящаяся в Золотом фонде альтернативного рока.

BUTTHOLE  SURFERS – см. тж.: SPAWN (в секции ‘Metal’)

The Butthole Surfers

Group Members: Kramer, Gibby Haynes, Paul Leary, Andrew Weiss, Jeff Pinkus, King Coffey, Theresa Nervosa,

Styles:  American Underground, College Rock, Experimental Rock, Noise-Rock, Alternative Pop/Rock

Tones:  Irreverent, Sleazy, Humorous, Outrageous, Freewheeling, Gleeful, Boisterous, Brash, Provocative, Rowdy, Aggressive, Silly, Druggy

Labels:  Latino Bugger Veil (5), Capitol (5), Touch & Go (3), Alternative Tentacles (3), Trance Syndicate (2)

Arguably the most infamously named band in the annals of popular music -- for years, radio found their moniker unspeakable, and the press deemed it unprintable -- the Butthole Surfers long reigned among the most twisted and depraved acts ever to bubble up from the American underground. Masters of calculated outrage, the group fused the sicko antics of shock-rock with a distinct and chaotic mishmash of avant-garde, hardcore and Texas psychedelia; sleazy, confrontational and spiteful, songs like "The Revenge of Anus Presley," "Bar-B-Q Pope" and "The Shah Sleeps in Lee Harvey Oswald's Grave" seemed destined to guarantee the Buttholes little more than a lifetime of cultdom. Yet, by the mid-1990s, they were left-field Top 40 hitmakers, success perhaps their ultimate subversion of mainstream ideals.

The seeds of their formation dated back to 1977, when future frontman Gibby Haynes, the son of the Dallas-based children's TV host known as "Mr. Peppermint," met guitarist Paul Leary while attending college in San Antonio. Four years later, Haynes -- then completing his graduate work in accounting -- and Leary formed the Ashtray Baby Heads, later dubbed Nine Foot Worm Makes Home Food; they became the Butthole Surfers only after a radio announcer mistakenly took the title of an early song to be the group's name. In 1981, they signed to Dead Kennedys frontman Jello Biafra's label Alternative Tentacles, and two years later issued their hallucinatory eponymous debut, also issued on colored vinyl under the name Brown Reason to Live. 

After a number of bassists and drummers, the Surfers' lineup fell into place in 1983 with the addition of drummers King Coffey (formerly of the Hugh Beaumont Experience) and Theresa Nervosa; at the same time, their bizarre live gigs -- a traveling freak show combining nude dancers, film clips of sex-change operations and Haynes' pyromaniacal behavior -- began to win a devout cult following, and in 1984 they issued the concert set Live PCPPEP. A move to the Chicago-based indie Touch and Go precipitated a turn towards even greater thematic offensiveness, as evidenced by tracks like "Concubine" and "Lady Sniff" from 1985's Psychic...Powerless...Another Man's Sac.

After the EP Cream Corn From the Socket of Davis, the Buttholes resurfaced in 1986 with Rembrandt Pussyhorse, a twisted trip into neo-psychedelia featuring a brutal deconstruction of the Guess Who's "American Woman," as well as new bassist Jeff "Tooter" Pinkus. The introduction of Haynes' "Gibbytronix" vocal effects unit increased the level of dementia for 1987's Locust Abortion Technician, an extremist fusion of punk, metal, art-rock and worldbeat rhythms. Following 1988's faux-Zeppelin rant Hairway to Steven, the group issued Double Live, a mock bootleg released through their own Latino Bugger Veil imprint; after a pair of EPs, 1989's Widowermaker! and 1990's The Hurdy-Gurdy Man, they remained uncharacteristically silent until 1991's uneven Pioughd, recorded for the Rough Trade label. 

For many observers, the biggest shock in a career built on outrageous behavior arrived in 1992, when the Buttholes signed with major label Capitol, which promptly reissued Pioughd following the demise of Rough Trade. After entering the studio with producer and former Led Zep bassist John Paul Jones, they emerged in 1993 with the LP Independent Worm Saloon; the first single and video "Who Was in My Room Last Night?" both garnered a surprising amount of airplay, much to the chagrin of the many media outlets which begrudgingly referred to the group as the "BH Surfers." Following a series of side projects -- most notoriously Haynes' group P, which also featured movie star Johnny Depp -- the band (now a trio consisting of Haynes, Leary and Coffey) returned in 1996 with Electriclarryland, scoring a major chart hit with the trip-hop-flavored "Pepper." After the Astronaut, which was a lax effort versus the band's eclectically crazy rock stuff, surfaced in 1998. Three years later, Butthole Surfers emerged with their first for Hollywood/Surfdog Records, Weird Revolution. 

-- Jason Ankeny

Major Contributors to the Group: John Paul Jones

Similar Artists: Alice Donut, The Jesus Lizard, The Cows, Big Black, Scratch Acid, Killdozer (см.), Steakdaddy Six, Boss Hog, The Flaming Lips, Public Image Ltd. (см.), Shonen Knife, Sonic Youth, Primus (см.), Pixies, Meat Puppets, Flipper, Elvis Hitler, Dinosaur Jr., Dead Kennedys, The Cramps

	BUTTHOLE  SURFERS
	“Rembrandt Pussyhorse” /        “Cream Corn From The Socket Of Days”
	1986
	49:20
	

	BUTTHOLE  SURFERS
	Locust Abortion Technician
	1987
	33:36
	Locust Abortion Technician:

Tones:  Irreverent, Sleazy, Intense, Thuggish, Aggressive
Styles:  American Underground, College Rock, Noise-Rock, Alternative Pop/Rock

AMG EXPERT REVIEW: The aural equivalent of a nightmarish acid trip and arguably the band's best album (or worst, depending on your point of view), Locust Abortion Technician tops the psychedelic, artsy sonic experimentation of Rembrandt Pussyhorse while keeping one foot planted firmly in the gutter. The record veers from heavy Sabbath sludge (even parodying that band on "Sweat Loaf") to grungy noise rock to progressive guitar and tape effects to almost folky numbers in one big, gloriously schizophrenic mess. Gibby Haynes debuts his "Gibbytronix" vocal effects unit here as well. 

-- Steve Huey

1.  Sweat Loaf - 6:09 

2.  Graveyard - 2:27 

3.  Pittsburgh to Lebanon - 2:29 

4.  Weber - :35 

5.  Hay - 1:50 

6.  Human Cannonball (Butthole Surfers) - 3:51 

7.  U.S.S.A. - 2:14 

8.  The O-Men - 3:27 

9.  Kuntz - 2:24 

10.  Graveyard - 2:45 

11.  22 Going on 23 - 4:23

	BUTTHOLE  SURFERS
	Hairway To Steven
	
	41:29
	

	BUTTHOLE  SURFERS
	Widowermaker !
	1989
	15:41
	

	BUTTHOLE  SURFERS
	Pioughd
	1991
	51:39
	

	BUTTHOLE  SURFERS
	Independent Worm Saloon
	1993
	62:22
	produced by John Paul Jones (см. тж. с: Diamanda Galas)

	BUTTHOLE  SURFERS
	The Hole Thruth... and Nothing Butt!
	1995
	74:55
	Label: Trance

The Butthole Surfers are probably one of the most misunderstood bands to moisten an otherwise bone-dry music scene. Maligned by the press as crude, sludgy, noisy, sloppy, and mean their audience has been a slow but steady growth over the last ten years, with no sign of diminishing. As of early 1994 they are on Capitol records with a new album. Independent Worm Saloon, produced by former Led Zeppelin bassist Danny Devito lookalike John Paul Jones. They are Alumnis of the first Lollapalooza. They joined Nirvana on an arena tour that included such landmarks as The Los Angeles Forum. Their fans include not only fellow rock luminaries Sonic Youth, Redd Kross, The Chili Peppers, Ministry, etc. but such diverse celebrities as Johnny Depp, Emilio Esteves, Jesse Jackson, arid Julia Roberts. They have released 7 albums, 4 e.p.s. and numerous compilation cuts. They have started their own labels, as a group and as individuals, dabbling in their own solo efforts and producing others. They have survived twelve years of incessant touring, usually living in squalor, various marathons of drug and alcohol abuse, and beatings by the Mexican police. These are not the marks of a band that doesn’t have their shit together.

The Butthole Surfers are constantly evolving. They didn’t even become The Butthole Surfers until 1982. Before then they went under a variety of personas, including The Dick Clark 5, The Vodka Family Winstons, Nine Foot Worm Makes Own Food, The Ashtray Baby Heads, and Dicktit. ‘’We were gonna change our name for every show», says gurtarist Paul Leary, ‘’but every band says they are gonna do that. The first show where we actually got money was as the Butthole Surfers so we thought we better stay with that. My mom won’t say our name to this day but she thinks Butthole Surfing has something to do with riding inner tubes down a river «. In the early days it was Gibby in a bra, dress, or nothing, clothes pins flying out of his hair under trance inducing strobe lights, sometimes playing sax, sometimes playing with himself with every matter of debris and spew defiling the stage. The band also had more fucked up haircuts back then and a second drummer named Theresa who left just a couple of years ago. 0ther than her departure the group’s lineup has remained impressively intact and since 1986 had been King Koffey on drums, Jeff Pinkus on bass guitar, Paul Leary on lead gurtar, and Gibby Haynes on vocals and guitar. Today their shows are more overwhelming than ever. Walls of strobe lights (capable of spelling out words!), overlapping/forwards/backwards/upside down film footage including Jacques Costeau, Charlie’s Angels, reconstructive penile surgery, nature films, driver’s ed horror films and more, and every manner of new lighting technology to provide spinning flowers, arcing rainbows arid swarming angels. Amazingly the Butthole Surfers have been completely overlooked by groups like the PMRC and other reactionary censors looking out for the welfare of the world. Thankfully, with the support of Capitol Records, the legitimate media, and real money for the first time, the Butthole Surfers are now in position to look out for the welfare of the world themselves!

	BUTTHOLE  SURFERS
	Electriclarryland
	1996
	51:22
	label: Capitol (USA)

feat.: Andrew Weiss / Bill Carter [b]; John Hagen [cellos]; Fooch [peddle steele guitar]; Mark Eddinger [k]. Produced by Paul Leary.

	BUTTHOLE  SURFERS
	Humpty Dumpty LSD
	
	69:20
	label: Revolver USA  www.midheaven.com 

www.buttholesurfers.com 

	David  BYRNE – см. в разделе ‘Rock’ 
	
	
	
	

	Don BYRON  --  см. в 'Jazz' section
	
	
	
	


