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	66:25
	avantgarde composer & performer
label: Disques Montaigne (France)

1. Zwei Akte. Grand Duo for Saxophone and harp

Michael Riessler (см. в 'Jazz') – sopranino, alto and baritone saxophones

Brigitte Sylvestre – harp

rrrrrrr… : 5 Jazzstucke - [1981-82] (5 Jazz Pieces):

2. Rackett

3. Rrrrrr Bop

4. Reeds

5. R: Old / New

6. Riff

Michael Riessler – clarinet, bass clarinet and alto saxophone

Geoffry Wharton – violin

Cristi Becker – piano

7. Blue's Blue - [1978-79] eine musik-ethnologische rekonstruktion (a musico-ethnological reconstruction, for four players)

Mauricio Kagel – voice and glass trumpet

Michael Riessler – E-flat clarinet and alto saxophone

Theodor Ross – acoustic guitar

Geoffry Wharton – violin

	Mauricio KAGEL
	Mauricio Kagel 6
	1992
	63:25
	label: Disques Montaigne (France)

"Klangwölfe An Tasten" (for violin and piano)

Saschko Gawriloff - violin; Bruno Canino – piano

"An Tasten. Klavieretüde"

Trio in drei Sätzen for violin, violoncello and piano

	Mauricio KAGEL
	Orchestral works
	2000
	63:15
	label: col legno  www.col-legno.de 

1. Les idees fixes (Rondo for orchestra) (1988-1989) 22:14 

2. Musik fur Tasteninstrumente & Orchester (1987-1988) 24:26

3. Opus 1.991 (Concert piece for orchestra) (1990) 16:28 

RSO Saarbrucken / Mauricio Kagel, conductor 

Kristi Becker / Christopb Delz / Wilhelm Neuhaus / Peter Dicke, pianos

Mauricio Kagel (*1931)

Mauricio Kagel, born on 24 December 1931 in Buenos Aires, is one of the great multitalented artists of the last third of the twentieth century: composer, man of the theater, author of radio plays, filmmaker, teacher, conductor, and last but not least virtuoso instrumentalist—all of these terms apply to Kagel.
On the present CD you will encounter Mauricio Kagel as a conductor of the Radio Symphony Orchestra Saarbrucken. It will become clear that Kagel is concerned with establishing a productive relationship between the composer and the listener. Nevertheless, the listener is also challenged when confronted by Kagel's works. For example, the first piece on this CD, the rondo Les idees fixes (1988 -1989), is not immediately identifiable as a rondo in the classical sense. More precisely, it is five rondos, characterized with the tempo indications Allegretto-Moderato-Allegretto-Vivace-Andantino, respectively. The piece shows that Kagel sees his compositional work as essentially a continuation of the tradition of absolute music but using other means. Thus he has dedicated the rondo to his ancestors: "a mes ancetres". There is much to discover both tonally and rhythmically: a clarinet melody that is reminiscent of both ragtime and Eastern folk music; a chorale-like slow movement for winds; a virtuoso orchestral tutti; various percussion instruments; and a rhythm that, as a consequence of its shift from 3/4 to 4/4 time at the beginning of the piece, creates the impression of indecisive wavering. The insistent repetitions of the note "A" by the piano and other instruments during the second rondo perhaps call to mind the "idee fixe" of the title.
In Muslk fur Tasteninstrumente und Orchester (Music for Keyboard Instruments and Orchestra, 1987-1988) four pianos are integrated into the overall orchestral sound. The piece gives the impression of a forceful colorfulness of the sound, and one can easily imagine the piece being accompanied by corresponding optical color effects, as was the original intention.

Kagel views his concert piece Opus 1.991 of 1990 as an example of "autonomous music", which, by the way, does not shy away from tonality (Ten measures are in pure C major!). Philosophers are forewarned that Kagel intends his concert piece to establish a theoretical connection to Hegel's concept of "abstract subjectivity". What we hear are mysterious and strange-sounding sonorous tapestries of varying density on which rhythmically agitated percussion sounds move about. If a listener should happen to have the association of suspenseful film scenes on hearing the piece, it is not something the composer explicitly intended; however, as a filmmaker himself, he certainly cannot object.

	Mauricio KAGEL
	"1898" & "Music for Renaissance Instruments"
	1998
	73:42
	label: Deutsche Grammophon

"1898" – rec. 1973

"Music for Renaissance Instruments" – rec. 1967

remaster: 1998

Mauricio Kagel (*1931)
"1898" (comp. 1972-1973) for children's voices and instruments 

1. 1st movement [25'31]

2. 2nd movement [23'06]

Children of the "Hauptschule Peter-Griess-Strasse", Koln-Flittard; Adam Bauer, trumpet; Kurt Schwertsik, horn; Armin Rosin, trombone; Robert Tucci, tuba; Brigitte Sylvestre, harp; Aloys Kontarsky, piano; Christoph Caskel, percussion; Saschko Gawriloff, violin; Gerard Ruymen, viola; Siegfried Palm, violoncello; Georg Nothdorf, double-bass.

3. Music for Renaissance Instruments          [25'08] (comp. 1965-1966)
performed by Collegium Instrumentale:

Sebastian Kelber, soprano crumhom, recorders;
Gerhard Braun, alto crumhom;

Rene Clemencic, tenor crumhom;
Michael Vetter, bass crumhom, recorders;
Helmut Hucke, soprano bombard;
Alfred SOUS, alto bombard;
Heinrich Goldner, tenor bombard, tenor curtal;

Werner Mauruschat, bass bombard, bass curtal;

Edward H. Tarr, cornett, clarino-trumpet;

Helmut Schmitt, alto renaissance trombone;

Wilhelm Wendlandt, tenor renaissance trombone;

Kurt Federowitz, bass renaissance trombone;

Annemarie Bohne, positive organ, regal;

Christoph Caskel • Siegfried Rockstroh, percussion instruments (dulcimer, triangle, small cymbals, hand bells, jingle cluster, jingle strip, jingle hoop, tambourine, hand drum, drum, timpa​ni);

Karlheinz Bottner, alto lute;

Wilhelm Bruck, theorbo;

Eduard Rab, treble viola da braccio;

Spiros Rantos, alto viola da braccio;

Heiner Spicker, treble viola da gamba;

Hubert Koller, alto viola da gamba;

Gerald Sonneck, tenor & bass viola da gamba;

Hein-Georg Thor, contrabass viola da gamba.

Looking Back

It must have been a commandment of common sense that caused our remote ancestors to denote years in terms of numbers. Any other modus operandi would surely be more complicated, and less precise – above all, it would strain our capacity to remember things. But it also means that the events that are recorded day by day in the calendar ere

ate their own kind of species counterpoint, a silent polyphony of personal experiences and publicly relevant, recurrent milestones.

Why 1898, and not 1897, 1899, or...?

Shortly beforehand, a miraculous change had occurred that allowed acoustic vibrations to be turned into visible, tangible and endlessly reproducible black discs, and from that year onwards there began the industrial production of sound media that enabled everyone to acquire conserved sound on records. This was the motivation for me in "1898" to strive to convey a musical X-ray of the end of the 19th century, and at the same time to try to effect a corn positional reconstruction of the sound of the first, acoustically unstable recordings.

To do this it was necessary to redefine the treatment of timbre, namely as the product of instruments playing together. To start with, I decided in principle to reject the idea of achieving harmonic complexity by overlapping dense chords or clusters. Instead, I limited myself to the orchestration of two monodies, which are inextricably interwoven throughout both movements of the piece, like Ariadne's melodic threads. In this way, constant unisons and multiple octave doublings create remarkable sonorities that seem to hover over a weighed-down no-man's-land which is pervaded by the aura of an epoch that is coming to an end, but already exudes the fragrance of a joy​ous eruption into the more radical modern music. Perhaps this is a sort of musical report on a time where one inhales tonally, and exhales atonally. The mood of catastrophe that evolved soon after the turn of the century throws historical shadows backwards, as well as forwards. 

In the context of this unwritten chronicle, the vocal entries in "1898" under​line the prevailing "Yes" and "No" malaise with an explicit text covering every conceivable nuance: both carefree and obsessive, whistling, singing – but with the mouth closed – , and laughter which is both liberating and despairing.

And here the composer is again confronted with questions which are also relevant to his current work. When one looks at yesterday with today's eyes, is one not also tracing the future?

Just like "1898", "Music for Renaissance Instruments" is pervaded by the breath of the past, though without any explicit quotations or imitations of style. When I wrote this work in 1965, and premiered it in 1966, the misunderstandings among experts and colleagues were enormous. Why should I – still a rabid avant-gardist – have changed so soon into a nice arriere-gardist? Why rummage around in the history of music, when I could be happily enriching the present? My motives back then are just as relevant for me today: what happened to music in the past remains as forcefully present as if, when speaking, we were constantly to be mixing up all the different tenses. Equally, with musical language it is often impossible to distinguish between perfect and imperfect or imperative and infinitive, in a metaphorical sense, because the history of music is an immaculate continuity, even if it is constructed from an unbroken chain of individual climaxes. We are constantly struck by the inherent modernity of the past, even in all those things which technically speaking should not be part of modernity. Modernity is probably a concept that should in any case be under continual scrutiny. Perhaps pre- and post​modernism will turn out to be freely interchangeable. In the meantime, the uninhibited use of many of the sound sources in "Music for Renaissance Instruments" has become common practice. And rightly so. The past is a reservoir of molten lava that can flow in any direction. So long as the ground slops a little.

----- Mauricio Kagel, August 1998 (Translation: Richard Toop)

"1898"

The string instruments which were used for the recording of this piece came about as the result of the impression made on me by an old photograph dated about 1910. In it one can see Bruno Seidler-Winkler (whose resemblance to Groucho Marx is indisputable) with conductor's baton raised before a remarkably cramped-together ensemble. Two recording horns project from the wall, and in the front row sit three musicians with over-long bows resting on equipment resembling string instruments. From the caption to the picture, I learnt that these were "Stroh-violins". On this subject, Curt Sachs writes in his "Reallexikon der Musikinstrumente" (Berlin, 1913): "Stroh-violin is the name given by Charles Stroh of London to the violin invented by him and used for phonographic purposes, in which the body is replaced by an aluminium disc with a trumpet bell." When several months had gone by without my having found an example of this violin, I decided to make a copy of this hybrid instrument. Its constructional principle and bizarre appearance (intended to achieve a volume of sound sufficient for recording) reminded me in turn of the horn gramophone and its characteristic timbre (Stroh even amplified the vibrations of the strings, using a plastic membrane as a pick-up). My project was to create a homogeneous texture of string instruments -- vio​lin, viola, cello and double bass -- which, matching their format, would be pro​vided with the bells of a trumpet, trombone, flugelhorn and sousaphone respectively. I was able to realize this idea in close collaboration with Franz-Ernst Perschke, a young violin-maker from Darmstadt. We developed a different pick-up system which enabled us to use the existing wooden bodies of string instruments, something to which I attached great importance. In February 1973, when the plans had already been com​pleted and the building of the instruments was well under way, Karl Schlamminger gave me, in Teheran, an original example of the Stroh-cello. He had purchased it by chance shortly before from a music dealer in Baghdad, who had stored up over fifty of these monstrosities in his cellar since 1920. The treatment of timbre was also important in determining the way the instruments play together. In composing "1898" I consciously renounced achieving harmonic complexity through the overlapping of more than two notes. The entire notated text is written on three continuous staves –  "1", "2", and "P" (for percussion). With the exception of the percussionist each executant receives a part with the same notated text, consisting of the complete 1st and 2nd staves. The octave register of the given pitches is left foi the players to choose, and can thus be transposed ad lib. (1-4 octaves higher or lower, depending on the available possibilities). The adopted transposition notwithstanding, the intervallic relationships are to be performed as notated (e.g. a rising or falling third may not be changed into a tenth). As a result of this interpretative principle, no performance will take place without continuous single or multiple octave doubling of the 1 st and 2nd staves. The number of instruments playing simultaneously is given in each case, and thus the actual instrumentation of the piece can be established during the rehearsals. In addition, 22 children aged 10-13 years take part. In contrast to the well-ordered sound-world of the grown-ups, it was attempted here to incorporate the spontaneous reaction of untrained voices into a strict context. Right from the start I had declined to select children distinguished by the quality of their voices, and had invited a class of schoolchildren I didn't know to come to the recording studio. True to my view that there are no unmusical people, only those whose musicality is damaged by wanting or defective education, I now tried – without wearing rehearsals – to awaken the childrens' interest in specific acoustic processes. Music seems only to come about, when the intention of revealing it really exists. After two sittings I was content with the outcome. On the other hand, one child told me: "Write that nothing was achieved."

---- Mauricio Kagel, June 1973 (Translation: DGG)

Music for Renaissance Instruments

This work contains neither prediction, pointers to the future, nor a comfort​ing return to the past: the use of Renaissance instruments here has no pro​grammatic purpose in any general sense. The only decisive fact is that these instruments correspond to my tonal concept better than any present-day stringed and wind instruments could. The systematic alienation of conventional instrumental sound, which comes into its own in the material and methods of the most modern music, seemed to me to justify an attempt, for once, to reverse the normally accepted view on the subject of the composition of tone colour. The individual quality of restraint which belongs to the nature of these Renaissance instruments made it all the easier for me to introduce each of them in its own unadulterated tonal character. While still a student of musicology in Argentina I began to sketch a similar piece, but I dropped the project at that time, since one of the essential conditions for bringing the idea to fruition – the formation of a truly orchestral ensemble of early instruments – could not then be fulfilled. In the renaissance of the Renaissance which we are now experiencing, such an ensemble has become feasible, because copies of most of the instruments have recently been made, and numerous musicians have become proficient in playing them.

Only the formation of complete families of typical instruments, played by 23 musicians, could produce a sound picture true to the period in question. (All the Renaissance instruments required for my composition were represented in the Theatrum Instrumentorum of the "Syntagma Musicum" (1619) by Michael Praetorius. During recent years I have become so familiar with each of the instruments used that I could think out its tonal function afresh, and have been able to develop the performing techniques beyond the conven​tional limits. Even an instrument such as the recorder, which is closely asso​ciated with home and school music-making of a very different kind, proved to be extremely versatile, and more suitable for use in new instrumental music than, for example, the transverse flute. Each instrumental part of this work was composed like a solo line. However, the parts were put together as a full score, written in more or less normal notation. Other versions of the work are also possible, using any number of players from two to twenty-two, in every combination of instruments drawn from the original scoring. These reduced versions are entitled "Chamber Music for Renaissance Instruments". The concept of an ad hoc orchestra made up of whatever instruments are available – in accordance with the per​forming practice of the Renaissance period – is here taken literally, so that a degree of variation is possible which cannot be foreseen by the composer. This work (1965-1966) was written in memoriam Claudio Monteverdi. Nevertheless it contains no collages of old music.

---- Mauricio Kagel, 1966 (Translation: DQG)

	Mauricio KAGEL
	Playback Play
	2000
	41:00
	label: Winter & Winter

Ensemble Musikfabrik NRW:

Nandor Gotz [clarinet, soprano-, alto saxophones];

Alban Wesly [bassoon];

Jan Babinec [horn];

Bruce Collings [trombone];

Melvyn Poore [tuba];

Thomas Oesterdiekhoff [marimba-, vibraphone, drums];

Seth Josel [guitar, mandoline, banjo]; Paulo Alvares [piano];

Gheoffrey Wharton [violin];

Heinrich Schkrobol [acoustic bass];

Mauricio Kagel [conductor, keyboards, voice]

Compositions (one-track recording):

1. Playback Play: News from the Music Fair / Radio Piece [1996/97]

Composition by Mauricio Kagel

The Guardian: Three Stars (July 28, 2000)

Fono Forum: Four Stars (October 2000)

Classic CD: Four Stars (October 2000)

BBC Music Magazine: Five Stars (December 2000)

	Mauricio KAGEL
	Solowerke Fur Akkordeon Und Klavier
	
	67:43
	label: Winter & Winter - New Edition (Munchen)

performed by Mauricio Kagel with Teodoro Anzellotti (#1-4,7) and Luk Vaes (#5,6,8,9)

Rrrrrrr…: 4 Orgelstucke (#1-4):

1. Rondena

2. Rosalie

3. Rossignols Enrhumes

4. Ragtime Waltz

5. Metapiece (Mimetics)

6. A Deux Mains

7. Episoden, Figuren

8. MM 51

9. Passe Compose

Mauricio Kagel

For some he is the showman of the avant-garde: for others he is a highly cre​ative polymath. Ever since making his breakthrough with the "chamber music stage-play" Sur scene, Mauricio Kagel has set down a vast oeuvre that, transcending categories and provocative in its ironic approach, has invariably stirred up impassioned debate. Born in Buenos Aires on 24 December 1931, he taught himself music, studied literary history and philosophy, and was not prepared to adopt the l'art pour l'art thinking of the post-war avant-garde. The historical context, with its concomitant performance practice and the various means with which it was conveyed, becomes the actual material for his compositions, stage works, films and radio plays. A self-confessed col​lector who "de-composes" the material he finds, he plucks it from its accus​tomed context, sets it in isolation and orders it afresh. In pieces such as Staatstheater – Opera To End All Operas or Finale where the conductor feigns a fatal heart attack, he parodies the ritualised concert business. And every​thing becomes sound: whether it be period instruments or instruments he has designed himself, whether it be noises or electronic sound-carriers – or, again and again, the human voice, the language of which he fragments and ren​ders strange and unfamiliar.

Awarded a scholarship by the German Academic Exchange Service (D.A.A.D.) Kagel came to Cologne in 1957, where he has settled. An enfant terrible whose path through the institutions ran straight, he lectured at the Darmstadt summer courses, directed, as successor to Stockhausen, the Cologne cours​es for new music, and in 1974 was appointed professor of new music-theatre at the city's Musikhochschule. And although, in such works as the film Ludwig van, the Sankt-Bach-Passion or his Haydn-inspired Erschopfung der Welt, he has repeatedly reflected ironically on the genius cult surrounding the famous classical composers; in fact the composer, film director, author and conductor Mauricio Kagel has today become a classic figure himself, and someone who, not least through his teaching, exerts an enormous influence on the younger generation of composers.

Rrrrrrr...: 4 Organ Pieces adapted for Accordion by Teodoro Anzellotti [1981/82] Rrrrrrr... consists of 41 independent pieces of music, all beginning with the letter R. I got hold of a paperback edition of a music dictionary, and immediately found myself in the midst of infinitely multiplying domains, ranging from compelling semantics to the farthest reaches of musical poesy: Rondena [span.]: a variant of the fandango widespread in southern Spain [Rondaj. Rosalie, Vetter Michael, Schusterfleck: the frequent, often overworked repetition of a motive ascending or descending stepwise [sequence] whose designation and poor reputation [Schusterfleck, i.e. patchwork] goes back to melodies of the same name constructed in this manner, rossignols enrhumes - nightingales suffering from congestion or a cold [not found in other dictionaries]. Ragtime [engl. ragged time]: 1. piano style popular among black musicians at the end of the 19th century in the Mid-West of the USA, in beer houses [barrel-house jazz] and entertainment centres, developed in part from elements of march, polka, coon song and cakewalk, and an essential influence on the evolution of jazz. Typical of R. is the strongly syncopated melody, using a stylised off-beat technique [right hand] over the regularly accented beat [3.] of the bass line [left hand]. 2. also a general designation for New Orleans jazz before the term »jazz« existed.

	Henry  KAISER
	With Enemies Like These, Who Needs Friends?
	1987 
	71:00
	Henry  KAISER - см. тж. c: La 1919; Second Sight; The GOLDEN PALOMINOS; MATERIAL;

label: SST (CA, USA)

Fred Frith (см.) [g, b, violin, k, Linn drums, v, marimba]; Henry Kaiser [g, b, k, Linn drums].

THIS MAXIMUM-LENGTH CD ONLY RELEASE CONSISTS OF SELEC​TIONS FROM AN UNRELEASED LIVE ALBUM BY FRITH AND KAISER (1984) COMBINED WITH "GREATEST HITS" FROM THEIR TWO OUT-OF-PRINT DUO ALBUMS: “WITH FRIENDS LIKE THESE” (1979) AND “WHO NEED ENEMIES?” (1983).

1 THE TRACE (2:52)

2 THREE LANGUAGES (9:30)

3 LOVE IN HELL (5:37)

4 TWISTED MEMORIES GIVE WAY TO THE ANGRY PLEASANT (3:50)

5 ONE OF NATURE'S MISTAKES (2:06)

6 ROY ROGERS (5:00)

7 IT SINGS (5:40)

8 DROWSY MAGGIE (4:40)

9 THE KIRGHIZ LIGHT (4:55)

10 THE GOLDEN EIGHTIES (5:42)

11 OBJECTS EVERYDAY (3:16)

12 THE CHANGING OF NAMES (5:45)

13 IT MOVES... (2:00)

14 ONE-EYED THEATER (3:15)

15 DOG PUPPET BORN OUT OF A SOCK (3:21)

16 HARD TIME KILLIN' FLOOR BLUES (3:30)

	Henry  KAISER
	FRENCH, FRITH, KAISER, THOMPSON:

“Live, Love, Larf & Loaf”
	1987
	54:59
	John French - барабанщик, работавший с Captain Beefheart (см). Richard Thompson - гитарист, играл в Fairpot Convention, и  в Golden Palominos (см). Henry Kaiser - noise-гитарист много записывающийся соло, участвовал в Golden Palominos и Material (см).

	Henry  KAISER
	FRENCH, FRITH, KAISER, THOMPSON:

“Invisible Means”
	1990
	68:59
	

	Henry  KAISER
	Popular Science
	1989
	73:01
	Rykodisc (USA)

Henry Kaiser [Synclavier, el g, production]; Sergei Kuriokhin  (см.) [Synclavier].

Seeing Red

My Little Plants

Foreign Accents

Rattlesnake Round-Up

My Amazing Rat

The Concept of Concept

Out, Tako Sauce

Sales Pitch

Sugagaki #2 For Conlon

What Makes Shadows?

Electricity vs Foods

Frozen Reflection

Pepper & Soap

The Magic Soda Fountain

Onion In A Closet

Right Paw – Left Paw

Cash Calls Hell

Barking Dogs vs Minimalists

Rattlesnake Round-Up Reprise

	Henry  KAISER
	The Five Heavenly Truths
	1993
	76:40
	label: FOT Records (IL, USA)

1. The Best of Times   5:33

Henry Kaiser - Electric / MIDI Guitar 

This is a live guitar solo. It was recorded in collabo​ration with Kevin Gross of Waveframe Corpora​tion. Kevin made all of the samples used here. He selected which samples were patched to my guitars MIDI output during the improvisation. I played the guitar and controlled my instrument's analog sound choices, digital processing and determined the levels of the MIDI sounds from the Waveframe sampler. Half of the sounds are guitar and half are wave frame. It might be difficult for even Kevin or myself to determine which sounds here are from the sampler and which are from the guitar strings. Recorded June 1992.

2. Project X   9:57

Henry Kaiser - Electric / MIDI Guitar; Mark McQuade Crawford – Drums; Greg Goodman - Acoustic Piano; Michael Maksymenko – Drums; Oliver DiCicco - Bass

A live free improvisation. This is just a bunch of old friends having some fun together in the studio, and incidentally, the only time that I've coaxed my long time engineer, Oliver DiCicco, into actually playing on something, heedless to say, the electric piano, vibes and second acoustic-sounding piano are all being played from my guitar. Recorded March 1988.

3. God of Gamblers   5:44

Bob Adams - Electric Guitar & Bass; Henry Kaiser - Electric Guitar; John Hanes - Drums

Bob, my long time pal and collaborator since our days in the NAME group about 15 years ago, is my favorite composer for guitar. We quickly knocked off this extra track while we were in the studio recording God Is My Co-Pilot for the French Slide Crazy! compilation. Recorded April 1992.

4. Logic of Fire   8:37

Vernon Edgar – Voice; Henry Kaiser - Bass

The first time that Vernon and I worked together in the studio. The intensity of this performance was quite unplanned. Halfway through I looked at the blood all over my bass strings and decided to try to keep pushing for higher levels. The text is just a brief excerpt (Logic of Fire = 11th Prosaic) from Vernon's amazing work, Prosaic Mosaic (the whole thing would run over two hours long). This section was written around 1972-73 and is a kind of retrospective, looking back on the 60's happening. Recorded November 1990.

5.Tibby, OhTibby!   2:31

Matt Henderson - Electric Guitar; Henry Kaiser - MIDI Guitar

Matt is a long time telephone pal of mine from Woodstock, New York. This track is from a fun day of playing around in the studio during Matt's visit to California. Dreaming, once again, of a certain big, flying, fire breathing turtle. Recorded

November 1991.

6. The Five Heavenly Truths   24:26

Henry Kaiser - Electric / MIDI Guitar 

A live guitar solo recorded at Derek Bailey's 1990 Company Week in London. Performing with me are a dozen or more Shintaido martial arts practi​tioners . You can hear them stomping and vocalizing during much of this track. I've been doing these sorts of performances with H. F. Ito and many different Shintaido folks for over fifteen years now. It's always been one of my favorite activities. I'm pleased to have this documented on CD. If you re curious about what's going on visually in a perfor​mance like this, please see video (below). This excellent recording was made in the Ambisonic format by Matt Sounders. Recorded Angus 11990.

7. The Welfare Elite 4:03

Henry Kaiser - Electric Guitar; Scott Colby - Slide Guitar; John French – Drums; Andy West - Bass

A live, unrehearsed performance by the Crazy-Backwards Alphabet group with slide maestro Scott Colby sitting in. Recorded August 1989.

8. Dark Comprehensions   9:11

Greg Goodman - Acoustic Piano; Henry Kaiser - Electric Guitar; Vernon Edgar – Voice

Another piece with Vernon. This was Greg Goodman's first meeting with Vernon; the first time that they played together. Thanks to my friend Don Paul for arranging this session. Vernon says that this poem was written in 1964-65 "on the rising edge of the energy". (Dark Comprehensions = 3rd Prosaic) Recorded June J992.

9. The Worst of Times   6:10

Henry Kaiser - Electric / MIDI Guitar

The comments for track number one apply here. Happy Trails/Fingers! Recorded June 1992.

Henry Kaiser has an amazingly unique and strange guitar instructional video entitled “Eclectic Electric -- Exploring New Horizons for Guitar and Improvisation”. 

Henry says: "They let me do exactly what I wanted to do in this instructional video. I tried to make it the most surprising and extreme educational document of its kind that you'll ever see. We play many complete songs with a full band and the whole thing was shot as a six camera shoot. The production company, Backstage Pass, spent about $25,000 to make this video. I'm really proud of it! I'd say that this video has five main points which are: BE YOURSELF. Don't try to be somebody else. Your grandmother should be able to recognize your playing if she heard it on the radio. TAKE CHANCES. Don't be afraid to take risks. BE ECLECTIC AND BROADEN ALL YOUR HORIZONS. Try new things! PLAY WITH FEELING AND COMMITMENT. Music isn't about notes, it's about feeling. IMPROVISE!"

	Henry  KAISER
	Acoustics
	1994
	60:53
	label: Victo (Quebec)

Henry KAISER [ac g]; Mari KIMURA [violon]; Jim O’RURKE [ac g]; John OSWALD [a s].

From: The Audible Society's Field Guide To The Musics

NORTH AMERICAN ACOUSTIC FREE IMPROVISOR

(Librus americanus acousticus)

common names: "Improv," "Free," "Instant Composition"

Description:

length -- 1 minute 10 seconds to 12 minutes 17 seconds. Duets, trios, quartets; no composed music, all open improvisation; lack of song-forms, "head" structures, and other refrain-oriented materials; episodic and through-improvised. One Japanese woman, two American men and one Canadian man. Extreme morphological variability.

Range:

West to California (Kaiser), east to New York (Kimura), north into Canada (Oswald), south to Illinois (O'Rourke). Occasional spottings as far south as Birmingham, Alabama (rare). This is the North American descendant of the Common European Free Improvisor, whose music migrated to the U.S. in the 1970s and breeded with various North American musics. Since that time, there has been constant exchange with Europe (as well as the Japanese and Australian subspecies), keeping the gene pool very large (despite its relative scarcity) and the variety of forms of this music wide and flexible.

Food:

Omnivorous. The North American Free Improvisor is

notorious for the voracity of its appetite; it will nourish itself on a diet of musics of any sort, though it is especially fond of blues and international (Kaiser), academic composition (Kimura), industrial and avant-garde (O'Rourke), appropriated and exotic (Oswald). It is also known to feed on its own kind, drawing energy and inspiration from the long lineage of Free Improvisors from British guitarist Derek Bailey (см.) to German saxophonist Peter Brotzmann (см.) to Dutch percussionist Han Bennink and many others.

Behavior:

Group animal, very social, playful, with well-developed interactive skills and highly refined communication (systems (instrumental languages, techniques, and personal dialects), social structure -- communal, democratic, or egalitarian. In duets, tendency is towards interaction, sometimes mimicry; hear Kimura and Oswald share energy and swap sounds in the sympathetic rumble called "Cadmium" (folk wisdom says this kind of playing displays the improvisors' powers of telepathy, their ability to read one another's minds). Trios and quartets involve other sorts or relationships in which the musicians can be more autonomous, each player developing a different musical area ("Yellow, sanguine, dark bark & violet" finds shimmering guitar harmonics, halting violin scrapes, and plaintive saxophone screeches all at the same time). Sometimes, the musicians work jointly to build a nest: on "Fuchia with pthaloblue," a subdued moment builds gradually to the disc's peak, drastic near-Ayler wall from Oswald, settling back down to a low roar.

The North American variant has evolved new adaptive features not evident in its European predecessors, notably folk music references, frequent use of consonant harmonies and Fahey-esque arpeggios on the acoustic guitars ("Aqua" includes a breezy descending chord sequence by Kaiser over which Kimura dips, dives, and swoops lithely), and sonorities derived from industrial music (on "Flesh," O'Rourke explores the surface of his guitar for compelling sounds; on "To chartreuse" Oswald waits till O'Rourke begins to bow the guitar before adding his sensitive two-cents). Repeated figures are also a feature of this animal; regular rhythms and held or repeated notes and chords function as a center, sometimes tonal, around which other shapes and colors are spun.

Comments:

After a flurry of sightings in the late-'70s, the North American Free Improvisor became increasingly rare (particularly its Ampless or Acoustic sub-species), and by the end of the '80s was believed by many to be completely extinct. Difficult to raise in captivity, this quintessentially wild animal is known to still exist in small packs, though it is now officially on the endangered species list and is rarely observed at length.

[John Corbett, Institute for the Study of Zoomusicology, Chicago, February 1994]

1. WARM GREY TO PALE YELLOW   2’04" (Kaiser/Kimura/O'Rourke/Oswald)

2. YELLOW, SANGUINE, DARK BARK & VIOLET   12’17’’

(Kaiser/Kimura/O'Rourke/Oswald)

3. CADMIUM   7’35" 

(Kimura/Oswald)

4. TAWNY FROM IVORY    8'27" (Kaiser/Kimura/O'Rourke/Oswald)

5. AQUA     4'22" 

(Kaiser/Kimura)

6. SANGUINE, COOL SHADOW & FLESH    7'46" (Kaiser/Kimura/O'Rourke)

7. FLESH      3’15’’

(Kimura/O'Rourke)

8. SALMON FADES TAWNY    2'23" (Kaiser/Kimura/O'Rourke/Oswald)

9. TO CHARTEUSE   7’49’’
(Kaiser/O'Rourke/Oswald) 

10. FUCHIA WITH PTHALOBLUE   3'42'

(Kaiser/Kimura/O'Rourke/Oswald) 

11. WARM GREY                                1’10"

(Kaiser/Kimura/O'Rourke/OswaId)

	Henry  KAISER
	Eugene CHADBOURNE & Henry KAISER:

"The Guitar Lesson"
	1999
	78:25
	label: Victo (Canada) www.cdcbf.qc.ca/cdcbf/DisquesVicto 

EUGENE CHADBOURNE : guitare (canal gauche) [см.]
HENRY KAISER : guitare (canal droit)
Toutes les pièces sont des improvisations de Eugène Chadbourne (BMI) et Henry Kaiser (BMI) sauf AMBER qui est une composition de Eugène Chadbourne.
Enregistré par Henry Kaiser en décembre 1997 et en mars 1998 à Oakland, Californie.
Production de l'enregistrement par Eugène Chadbourne et Henry Kaiser.
Les guitares utilisées sont: Monteleone Eclipse, Bown 12-Fret, Sobell Double Decker, Moonstone Acoustic Bass, Bown Baritone, Kline Acoustic Bass Prototype, K & S Mexican 12-String,Vigier Surfreterjerry Jones 6-String Bass, Klein Custom Electric, Fender Stratocaster and Bohmann 12-Fret. Les pièces 4 et 9 sont des duos de guitares électriques, toutes les autres pièces sont des duos acoustiques.

	KALAHARI SURFERS
	Vol.1: The Eighties
	
	65:36
	alternative rock (RIO)

label: ReR

remaster 1994

with previously unreleased tracks

	KAMIKAZE GROUND CREW
	Covers
	1997
	45:13
	avant-project

Doug Wieselman [E&B cl, bass cl, t&bar sax, el g, balalaika, Hammond Organ]; Steven Bernstein (см.) [tp, slide tp]; Gina Leishman [a&bar sax, bass cl, accordion, Hammond, v]; Peter Apfelbaum [t&s s]; Art Baron [trb]; Marcus Rojas [tuba]; Kenny Wollesen (см. c: Madeleine PEYROUX) [d, perc].

Arranged and produced by Doug Wieselman.

Steven Bernstein – см. тж. BERNSTEIN и его проекты: SPANISH FLY; SEX MOB; 

Wieselman - см. c: Sue  GARNER; John LURIE; SEX MOB;
1. Morning in Bhutan

2. Capricorn (Karlheinz Stockhausen, “Tierkreis #12”)

3. Electric Ladyland (Jimi Hendrix)

4. Leo (Karlheinz Stockhausen, “Tierkreis #7”)

5. Redite (Eric Satie, from “Three Pieces In The Form Of A Pear”)

6. Huey ‘Piano’ Smith medley: “Blow Wind Blow”/“Rockin’ Pneumonia”

7. Easter Sunday 1935 (music: Hans Eisler, lyrics: Bertolt Brecht)

8. Epilogue (David Hidalgo)

	KAMPEC DOLORES
	"Levitation"

 + 1st LP
	
	71:58
	www.kampecdolores.hu 

label: ReR

rec. in Berlin, 1989 (Levitation) / Amsterdam, 1988 (1st LP)

Kenderesi Gabi [v, vln]; Hajnoczy Csaba [g, v, b]; Szini [b, v, g]; Szeguari Zoltan [saxes]; Matrai Sandor [d];

with: Dozsa Gyorgy [g, b]; Hajnoczy Abel [heartbeat]; Aad [perc].

thanks: Chris Cutler, The Ex, [a.o.]

	KAMPEC DOLORES
	Tu Fokan – Eye of the Needle
	1993
	44:24
	label: Bahia Music

Rec. at Jalovec Studio, Brno, 1993.

Kenderesi Gabi [v, vln]; Hajnoczy Csaba [g, v]; Szini [b]; Dozsa Gyorgy [g]; Murakozy Peter [d].

	KAMPEC DOLORES
	Zugo – Rapid
	
	61:21
	label: Bahia Music / ReR

rec. in France, 1996.

Kenderesi Gabi [v, vln]; Hajnoczy Csaba [g, hit-g, b]; Dozsa Gyorgy [g, b]; Agoston Bela [a s, cl, bass cl, fl, tilinko, bagpipe]; Harsagyi Peter [d, perc].

	KAMPEC DOLORES
	A bivali hatan – Sitting on the buffalo
	
	54:29
	label: label: Bahia Music / ReR Megacorp www.bahia.hu  /  www.megacorp.u-net.com 

rec. in Budapest, 2000.

Kenderesi Gabi [v, vln]; Hajnoczy Csaba [g, sampler]; Szokolai Dongo Balazs [s s, bagpipe, whistle]; Vajdovich Arpad [b]; Halmos Andras [d, darbuka]; + Czibere Jozsef [udu, darbuka, tambourine].

	KAMPEC DOLORES
	Koncert !
	
	63:58
	label: ReR Megacorp  www.rermegacorp.com 

rec. live, Feb. 2003, at Trafo, Budapest; mixed: Sept. 2003

Kenderesi Gabi [v, vln]; Hajnoczy Csaba [g, sampler, v]; Vajdovich Arpad [ac/el b]; Halmos Andras [d, perc]; + Grencso Istvan [t/s sax, fl, recorder]; + special guest: G. Szabo Hunor [perc].

	Eyvind KANG
	Theater Of Mineral NADEs
	1998
	44:41
	Eyvind KANG - см. тж с: Laurie ANDERSON; Mr. BUNGLE; John ZORN; Ely GUERRA (в ‘Latina’); Wayne HORVITZ ('Jazz'); Aiko SHIMADA; SECRET CHIEFS 3; MYLAB ('Jazz');
label: Tzadik

Courtney Agguire: Voice 

Mike Anderson: Trumpet 

Brent Arnold: Cello 

Christian Asplund: Harmonium 

Terry Hsu: Violin 

Eyvind Kang: Violins, Guitar, Bass, Keyboard, Mandolin, Tuba, Recorders, Percussion, Voice 

Alan Kestle: Violin 

Susanna Knapp: Flute 

Jessica Lurie: Flute 

Tucker Martine: Drums 

Mint: Finger Cymbals 

Steve Moore: Trombone 

Vishal Nagar: Tabla 

Tari Nelson-Zagar: Bass 

Dave Pascal: Bass 

James Philp: Cornemuse, Crumhorn, Recorders, Bass Flute 

Ed Pias: Percussion 

Ian Rashkin: Bass 

Emmanuelle Somer: Oboe 

Trey Spruance: String Guitar 

Mike Stone: Drums 

Timothy Young: Guitar

1. The Earth & the Moon 

2. Jewel of the NADE 

3. Theory of the Supreme Ones 

4. The Anointment 

5. Mineralia 

6. Pleasures of the NADE 

7. Consensit Spiritus 

8. (If I Sing a Song) So Good It 

9. New Moon 

10. Suleiman 

11. Berdache 

12. Moon 

13. Mercury 

14. The Curse 

15. Landvaettir 

16. Fate is Sealed 

17. Private Miser 

18. Lost Souls 

19. Ghost Dance 

20. Lost Love 

21. Lover not a Hater 

22. Mystic NADE 

23. Mary of Magdalen 

24. Jewel of the NADE (Reprise)

	(Eyvind KANG)
	4+1 Ensemble
	1998
	40:07
	label: Intuition

Wayne Horvitz (см. в 'Jazz') - piano, keyboards

Julian Priester - trombone

Eyvind Kang - violin

Reggie Watts – keyboards

Tucker Martine - processing

1. Step Aside

2. Up All Night

3. Cotton Club

4. First Light

5. Trouble

6. Afap

7. Exit Laughing

8. Take Me Home

9. Calder / Snake Eyes

	Eyvind KANG
	The Story of Iceland
	2000
	43:09
	Avant-garde / Modern Composition / Experimental
label: Tzadik

Eyvind Kang is a composer and violinist known for his work with Bill Frisell, Arto Lindsay, Beck, the Secret Chiefs and many others. His teachers have included Michael White and Dr. N. Rajam of India. He has been fortunate to travel widely and gain direct experience in many diverse musical traditions.

From the twisted world of pop, rock, classical and world music, to acts of revo​lution and riots in the streets, violinist, com​poser, conceptualist, raconteur and world traveller Eyvind Kang takes us on an excit​ing new trip to Iceland. An avid fan of underground esoterica and a generous collaborator with the likes of Bill Frisell, Marc Ribot, Arto Lindsay, Ikue Mori and many others, Kang is at his best in the studio, creating incredibly complex sound sculptures filled with meticulous detail, power and vision.

Violinist/composer Eyvind Kang seems to take his time and try to do something distinct with each album -- from the noisy, quick-change collages of 7 NADEs to the mellower, more song-based instrumentals of theater of mineral NADEs -- and this CD is something else again. Its centerpiece, "The Story of Iceland," is a five-part, 30-minute suite that brings together elements of minimalism, quietly droning soundscapes, and various world music strains (without any of the "icy" imagery or wind noises one might expect, given the title). It is built on a simple six-note motif that first shows up in "Circle of Fair Karma," a sort of oriental funeral march with tuba, violin, trumpet, martial snare drumming, and Uilleann pipes (Irish bagpipes). The theme shows up later in the Indian-flavored "Sweetness of Candy" and again in the marimba/oud/acoustic guitar finale, "Circle of Fair Karma." "The Story of Iceland" is followed by the entirely different-sounding "10:10," a sort of psychedelic rock song with David Bowie-esque singing and swirling cymbal effects; this track repeats the same three-chord progression and main vocal part for the entire ten minutes, meanwhile continually layering other parts on top. The album closes with a short gamelan piece that, while again totally different in terms of style, does in fact tie in with the record's unstated minimalist theme. Like theater of mineral NADEs but unlike 7 NADEs, The Story of Iceland hides its perversity and strangeness underneath a peaceful surface. Also like that album, it maintains, through all of its stylistic detours, a peculiar and unsettling atmosphere that clearly bears Kang's stamp.
1-2. CIRCLE OF FAIR KARMA 1:48/15:07

EYVIND KANG tuba, euphonium, viola, violin, percussion, voice, erhu, pennywhistle

LESLIE DALABA trumpet 

PHIL WHITE Uilleann Pipes 

BAR MCKINNON, JESSICA LURIE Qutes 

KEITH LOWE acoustic bass 

COURTNEY AGGUIRE voice 

EVAN SCHILLER snare drum, location recordings, processing, samples

3. SWEETNESS OF CANDY 3:06
KALA RAMNATH violin solo

EYVIND KANG violin, viola 

KEITH LOWE acoustic bass

4.-5. HOUR OF FAIR KARMA 4:27/6:07
EYVIND KANG oud, acoustic and electric guitar, bass, percussion 

EVAN SCHILLER marimba, percussion 

BILL FRISELL (см.) acoustic guitar samples

6. “10:10” (the beloved one) 10:10
EYVIND KANG guitar, bass, voice 

TIMOTHY YOUNG guitar solo, voice 

TUCKER MARTINE drums 

LEILA CLARKE flute, voice 

LOSS ANGELA voice 

PAUL MOORE extra cymbals 

EVAN SCHILLER Hangers

7. AYANAMSHA 2:12

NANCY SCRANTON gamelan 

(tracks 1-5 are The Story of Iceland)

	Eyvind KANG
	Amy DENIO & Eyvind KANG:

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

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

Amy Denio (см.): accordion

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

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

	KAPELA LA CHATELIERE
	
	
	44:57
	punk-fusion – весёлый и безбашенный (настолько, что этот проект следует отнести именно к альтернативе)

	KARL  EIN  KARL
	Karl Ein Karl
	1989-91
	51:55
	label: Unit Records (Zurich); специализируется на изданиях современнго авангарда, причём, записи только высокого качества звучания.

P.K.Frey [b, v, k]; M.Seigner [el&ac g, v, k]; A.Zimmerlin [cello, tenor viola da gamba, k].

Авангард с настроением хеппенинга.

  “Mr. Leopold Bloom ate with relish the inner organs of beasts and fowls. He liked thick giblet soup, nutty gizzards, a stuffed roast heart, liver slices fried with crustcrumbs, fried hencod’s roes. Most of all he liked grilled mutton kidneys which gave to his palate a fine tang of faintly scented urine. Kidneys were in his mind as he moved about the kitchen softly, righting her breakfast things on the humpy tray. Gelid light and air were in the kitchen but out of doors gentle summer morning everywhere. Made him feel a bit peckish.” — James Joyce: “Ulysses”.

	Mick  KARN  --  см. в ‘Jazz’ section
	
	
	
	

	Chris  KARRER
	Sufisticated
	1996
	53:33
	label: Think Progressive
Психоделическая драйвовая импровизационная музыка на темы восточной мелодики.

Chris Karrer [oud, g, violin, sax, rubab, sarangi, perc, v]; Christian Burchard [santur, darbouka]; Peter Paul Kuen [grand piano, harpsichord, k]; Mostafa Rafaat [nay]; Marika Falk [dombak]; Yulius Golombeck [oud, nay]; Rafael Caro Jr. [darbouka, bongos, cajon, finger snips, perc]; Saam [daire, zarb]; Michael Wehmayer [organ]; Christian Philippi [v, ac g]; Rai Zimzik [ac g]; Edgar Hofmann [nay].

Chris Karrer: 1967 - 95 – Amon Duul II; 1982 – Popol Vuh; 1983  -1993 – Embryo; 1980 - 1996 – solo albums.

Marika Falk: is one of the very rare women percussionists and she is a female dervish. Beside hand drums like gembe, talking drum or darbouka, she specialised on the Iranian dombak.

[...]

  Chris Karrer is not just my neighbour, his portrait of Farid El-Atrache ‘sufisticates’ my room. [...] His art in Sufi-heart, with wings cut in bones, carved out, placed in the middle of the instrument. This music is movie, he is the spy and sometimes the thief in the garden of the Lord, we didn’t learn anything else. Farid-ud-din Mohammed-i Attar said:

«I used to walk on my head for the hole life,

Thought, I may have arrived.

Wind is all, I have seen so far,

Have ‘nt seen anything, but wind.»

Without music you cannot ‘see’ and without wings the heart cannot become ‘sufisticated’. Chris is an artist, painter and storyteller, creating sound-tracks to his ‘films’, and no satellite-dish can catch it! He is the dervish in his paintings, behind him the fire and the skeleton, he can turn the world into fields of green by the touch of his feather. Hawks and crows! Oh flowerish morning, we woke up !

	Lydia KAVINA
	Music from the Ether:

Original Works For Theremin
	1999
	67:10
	label: Mode Records (New York)   www.mode.com 

performed by L.K. with: Joshua Pierce [p]; Elizabeth Parcells [soprano]; Portland String Quartet.

Joseph Schilllnger


1. Melody (1929) -- Kavina, Pierce (1:43)

2. Mouvement electrique et pathetique (1932) -- Kavina, Pierce
(1:42)

Friedrich Wilckens

3. Dance in the Moon (1933) -- Kavina, Pierce (2:43)
Percy Grainger

4. Free Music #1 (1936) (for four theremins) -- Kavina (1:22)

Bohuslav Martinu

5. Fantasia (1944) -- Kavina, Fox, Elowe, Portland String Quartet
(14:17)

Isidor Achron

6. Improvisation (1945) -- Kavina, Pierce (3:48)

Lydia Kavina

7-9. Suite (1989) 1. Andante 2. Moderate 3. Lento. -- Kavina, Pierce (3:40, 2:10, 2:56)

10. In Whims of the Wind (1994) -- Kavina, Parcells, Pierce (11:27)

Jorge Antunes

11. Mixolydia (1995) -- Kavina, tape (11:24)
Vladimir Komarov

12. Voice of Tneremin (1996) -- Kavina, tape (8:12)
Leon Theremin (Lev Sergeevitch Termen, 1896-1993) lived one of the great lives of the twentieth century. Trained as an engineer and a cellist, he invented his instrument in response to Lenin's post-Revolutionary call to his countrymen to invent new uses for electricity. The young Bolshevik state was supposed to serve as a beacon to the rest of the world by being on the forefront of technology and societal practices. Lenin, who heard about Theremin's invention, summoned the scientist to the Kremlin for a private demonstration in 1922. Theremin quickly became a perfect propagandist for Russia, and was sent abroad to the European capitals, and finally America. Theremin arrived in New York in December 1927 and stayed for nearly 11 years.

Theremin, the man, was a seminal force in the early years of the Russian Revolution, and then in the cultural life of 1930s America. Later, he was a victim of Stalinism and of Cold War politics, as he was thrown into a gulag and subsequently put to work in a secret KGB lab. His life is thus a fascinating portrait of changing Russian politics over the course of the century, as well as the changing Russo-American relation​ship. Theremin, the instrument, was one of the first attempts to unite music and scientific technology in our century, and is considered to be the ancestor of con​temporary electronic musical instruments. The theremin consists of a wooden or otherwise non-conducting cabinet on which are mounted two antennas: one to control the pitch, the other volume. Its tone can range from that of a cello to that of a flute, depending on the instrument model used, and the register in which it is played. The instrument's circuit uses a beat frequency oscillator, in which an available musical tone is derived from the beating (or difference tone) between two high-pitched oscillators. The frequency of one of the oscillators is fixed, while the frequency of the other is altered by the performer's proximity to the pitch antenna. Its evolution from scientific curiosity (discussed in scientific journals and manufactured by RCA) to virtuoso classical instrument (played by Clara Rockmore in Carnegie Hall) to "instrument of the future" (according to John Cage, Edgard Varese, Percy Grainger and others) to Hollywood sound effect (played in soundtracks to Spellbound, The Day the Earth Stood Still, The Lost Weekend, etc.) to rock-and-roll instrument (used by The Beach Boys, Led Zeppelin, Phish, Portishead and others) makes the theremin a fascinating cultural barometer. 

Since Theremin's reemergence in the West in 1989 at age 93, there has been a tremendous resur​gence of interest in his life and work. The belated recognition and celebration of Theremin's legacy is an important part of his life story. Interview articles appeared in 1991 and 1992 in La Revue musicale, Tempo and Keyboard. In 1993, Steven M. Martin's prize-winning documentary, Theremin: an Electronic Odyssey, revealed Theremin's remarkable story to a worldwide audience and caused interest in the inventor and his instrument to expand exponentially. As a result, many arti​cles have now appeared in the popular, musical and scientific press. The Internet is filled with websites devoted to theremin history, technology and playing tech​niques. Robert Moog's company Big Briar is devoted to the manufacture of theremins, as is Mark Segal's young company, Wavefront Technologies. Robert Sexton has written a pamphlet, Method for the Theremin, designed to help the beginning player. The First International Theremin Festival, held in Portland, Maine in 1997, received worldwide media attention and helped galvanize the theremin community. Finally, Albert Glinky's comprehensive biography of Leon Theremin, Out of Thin Air, published by the University of Illinois Press, tells the inventor's full story for the first time.

Lydia Kavina (b.1967) is the leading thereminist active in the world today. The granddaughter of Leon Theremin's first cousin, she was the inventor's last protegee. She began studying the instrument with him at the age of nine, and was concertizing by age fourteen. Since then, Kavina has given around 500 performances on the instru​ment, including radio and televisiorybroadcasts and theater productions in Russia, Europe, the U.S. and Brazil. She has served as Master Teacher in Russia, Germany, England and the U.S., including the Theremin Summer Institute in Portland, Maine. In the Oscar-winning movie Ed Wood, she was featured theremin soloist with the London Philharmonic Orchestra in the soundtrack score by Howard Shore. Kavina studied composition at the Tchaikovsky State Conservatory in Moscow, where she graduated summa cum laude in 1992 and finished post-graduate studies in 1997. Her own works, two of which are featured on this recording, have significantly extended the repertory. Her theremin concerto, The Seasons of the Year (1997), was premiered by the Boston Modern Orchestra Project conducted by Gil Rose. With Robert Moog she has produced a video entitled Mastering the Theremin.
NOTES ON THE PIECES
The two works by Joseph Schillinger (1895-1943) on this recording, Melody (1929) and Mouvement electrique et pathetique (1932), were published in his two-volume tome, The Schillinger Method of Musical Composition. Schillinger, a Ukrainian-born musical visionary and prolific author, was a founder of the first jazz orches​tra in the Soviet Union, and later became a guru to scores of American musicians of all persuasions, from George Gershwin to Earle Brown. His bias in favor of electronic instruments is made clear by the opening sentences of the orchestra​tion chapter in his composition method book: "What has been known for the last couple of centuries as a symphony orchestra is a heterogeneous aggregation of antiquated tools. Wooden boxes and bars, wooden pipes, dried sheep's guts, horse hair, and the like are the materials out of which sound-producing instru​ments are built." Schillinger was interested in the problem of the coordination of all the arts, and evolved far-reaching theories on the artistic application of all five senses. He produced a geometric film, Synchronization, and experimented in animated color abstractions. His Method for the Theremin remains unpublished. The Melody (also called Song) is a piano reduction of the opening movement to the First Airphonic Suite, first performed by the Cleveland Orchestra under the baton of Nikolai Sokoloff, with Leon Theremin as soloist, on November 28, 1929. The work is modal with a Russian lilt. The Mouvement electrique et pathetique is given by Schillinger as an example of "monothematic composition whose subject derives from plotted melody." Schillinger says of the work, "The features of melodic structure are: pedal points, successive climaxes, temporal expansions and contractions of the thematic rhythmic patterns and a few geometrical inver​sions. Pedal points have special significance in this case, as the theremin provides a tone of infinite durations without renewal of attack."

The work by Friedrich Wilckens, Dance in the Moon (1933), is from the Rosen archives at the Caramoor Center for the Arts. It is a very Debussy-esque lyrical duet between the theremin and the piano. The primarily conjunct melody ends with a wide-open ascending pentatonic arpeggio.

Percy Grainger (1882-1961) was a complex personality. Best known for his folksy tunes such as Shepherd's Hey and Country Gardens, Grainger had another, hidden side to his character that strove to write music freed from the tempered system of Western tonality. Free Music #1 (1936) for four theremins is the result. In Grainger's "Statement on Free Music" he writes: "It seems to me absurd to live in an age of flying and yet not be able to execute tonal glides and curves—just as absurd as it would be to have to paint a portrait in little squares... Too long has music been subject to the limitations of the human hand, and subject to the interfering inter​pretations of a middle-man: the performer. That is why I write my free music for theremins—the most perfect of tonal instruments I know." This piece is written in an unusual graphic notation invented by Grainger in which the left and right hands are separately notated. In this recording, all four theremin parts are per​formed by Lydia Kavina.

The Czech composer Bohuslav Martinu(1890-1959) wrote his Fantasia for theremin, oboe, piano and strings (1944) for Lucie Bigelow Rosen, who premiered it in New York in 1945. Martinu was exiled in America during the war, and was a member of the emigre entourage surrounding Boston Symphony conductor Serge Koussevitsky. Martinu lived in Ridgefield, Connecticut, not far from Rosen's estate, Caramoor. There he met with a fellow Czech exile, Dr. Antonin Svoboda, and together they conceived of new musical resources involving innovations in the realms of tim​bre, rhythm and notation. Martinu's colorful musical style fit very naturally with the timbral possibilities of the theremin. This masterfully constructed work, in ABA form, uses the oboe as a mediating instrument, midway in color between the electronic theremin and the acoustic strings and piano. This fact is especially evident on the very last note of the piece, where the oboe entrance completes the palette.

Isidor Achron (1892-1948) and his brother Joseph were Russian Jewish musicians active in New York during the time of Theremin's American sojourn. Isidor Achron was best known for being the accompanist of violinist Jascha Heifetz. While Joseph was the more active composer, Isidor wrote some music as well, including the Improvisation (1945) on this recording, which is dedicated to Lucie Bigelow Rosen. The form of the work is ABA, preceded by an introduction.

Lydia Kavina’s three-movement Suite for tberemin and piano (1989) was first performed at the Poznan Academy of Music (Poland). The middle movement, the musical and narrative heart of the piece, is intended as a contrast to the lyrical first and third movements. This central movement demonstrates many of the effects possible on the instrument, such as its wide-ranging pitch and dynamics, and the many glissando effects. This movement was also arranged for theremin and synthesizer and can be performed as a stand-alone piece, separate from the other move​ments. Kavina's In The Whims of the Windsor theremin, coloratura soprano and piano was written in 1994 for the singer Elizabeth Parcells. It takes advantage of the purity of Parcells' voice, and pairs it with the sinusoidal timbre of Kavina's instrument. The contrast between theremin and voice is shown with lines of instrumental character performed in the extreme high and low registers of the theremin.

Mixolydia  for theremin and tape by the Brazilian composer Jorge Antunes (b.1942) was written in 1995 for Lydia Kavina. The title of the piece is a pun on Lydia's name and the Mixolydian mode of the 6th century B.C., b-c-d-e-f-g-a-b, on which the composition is based. Sometimes the mode is used as a simple ascending scale; other times it forms the basis of the theme, or is the common language in the dialogue between the theremin and the tape. The tape portion of the work was created in the studios of the Groupe de Recherches musicales (GRM) in Paris, as well as the Groupe de Musique electroacoustique de Bourges (GMEB), between April and May of 1995. Antunes is recognized as the originator of elec​tronic music in Brazil, where he founded the Chromo-Music Research Studio and other organizations. In 1965 he began to conduct research on the synaesthetic correspondences between sound and color; his Cromoplastofonias, scored for orchestra, magnetic tape and lights, use the senses of smell, taste and touch in addition to sight and hearing. Antunes' interest in the theremin dates from 1966, when he built one of these instruments and gave some concerts on it in Rio de Janeiro.

Vladimir Komarov (b.1940) wrote Voice of Theremin in 1996 for the inventor's centennial. The title is a pun on Theremin's own voice as well as the name of his instrument, still called termenvox in Russia. The work is made up entirely of sounds from Kavina's theremin, as well as Leon Theremin's own voice, as recorded by Komarov. These sounds were then processed through a computer, but no sounds were added. Komarov, who accompanied Theremin to California and New York in 1991, sought to re​flect the inventor's personality and life story in this work. The swirling, waltz-like character is intended to evoke the glamour of Theremin's heady early days in New York, when, according to Clara Rockmore, "we were always in evening clothes." At one point in the work, we hear Kavina performing Glinka's famous Skylark, which was the melody that Theremin performed for Lenin in 1922.

	Takashi KAZAMAKI & Kalle LAAR


	Return To Street Level
	1990
	64:28
	label: Ear-Rational (Berlin)

Produced by Elliot Sharp.

Elliott Sharp (см.) [hawaiian g, b cl, v]; Takashi Kazamaki [perc];  Kalle Laar [g, k]; Tom Cora (см.) [cello]; Christian Marclay (см.) [tt]; Nick Didkovsky (см. Dr. NERVE) [g]; Paul Hoskin [contrabass clarinet]. 

	Sonja KEHLER
	Brecht-Portrait
	
	46:22
	label: Wergo

Sonja Kehler singt Bertolt Brecht

Сравнить с Дагмар Краузе? Исполнение идеальное, хотя вокальный диапазон чуть уже. А оркестровая часть интереснее (я бы даже сказал – гораздо) и ярче, что вполне достойно такого лэйбла, как Wergo.

Детальную информацию по диску можете найти на сайте Wergo.

	Haino  KEIJI
	Tenshi No Gijinka
	1995
	55:38
	Haino  KEIJI – см. тж. с: à qui avec Gabriel
label: Tzadik

Haino Keiji – vocals and all instruments

Haino Keiji, enigmatic noise troubadour from Tokyo, has exploded on the American/European scene, enthralling both experimental enthusiasts and alternative rock fans. He has performed with artists including John Zorn, Thurston Moore, Gate, and Loren Mazzacane as well as his own group, Fushitsusha. Haino has been cited as a favorite guitarist by peers ranging from Thurston Moore to Fred Frith. 

Tenshi No Gijinka is Haino's most dramatic album, a solo recording of unusual hand held percussion, exotic instruments from all over the world, impassioned vocals and his trademark mind-numbing guitar. It's an exciting development from his past work, making extensive use of overdubbing as a compositional tool.

9 non-titled tracks

	(Haino  KEIJI)
	PURPLE TRAP:

"Decided… Already The Motionless Heart of Tranquility, Tangling The Prayer Called 'I'"

(2 CD)
	1999
	62:47 65:26
	label: Tzadik

recorded on October 1998

HAINO KEIJI – guitar, vocal

BILL LASWELL - bass

RASHIED ALI – drums

A new supergroup featuring Haino Keiji, one of the world's most powerful and original guitarist/vocalists, Bill Laswell, contemporary music's most personal and experimental bassists and Rashied Ali, Coltrane alumni and godfather of free jazz drumming. Haino is pulled kicking and literally screaming to new heights of inspiration by the most dynamic rhythm section he has ever worked with. Passionate, ear wrenching and exhilaratingly sounds from three of today's most creative and uncompromising musical masters.

Guitarist/vocalist Keiji Haino, bassist Bill Laswell, and drummer Rashied Ali jam forth an endless wall of distorted builds and apexes that are ends in themselves. These extend-a-climax distortions, much along the lines of a Sonic Youth extended instrumental freak-out, are their own payoff, as there never was a structure — pop or otherwise — that was deviated from or returned to. Haino's distinctive yells and plaintive moans add some worthwhile variation, but overall the recording is one interminable set-ending crescendo. However cathartic it may be, it is still wanky. For die-hard fans only.
CD ONE

1. Who Decided the Number 1?

2. The Reassembling Place of Dispersed Holy Murderous Thought

3. I Already Know the Settlement of Iridescent Happiness

4. I Can Hear a Scream...A Scream Resembling a Scream

5. Only Half of an Imitation of Your Imitation of Yourself

6. Come to This Side...Sadness

7. Supposedly Generous Possessors of Death Meet a Warning While Napping
CD TWO

8. Just Now Let Us Continue to Say Farewell

9. Decided...Already the Motionless Heart of Tranquility, Tangling the Prayer Called “I”

10. A Sudden Accident Protesting Production Methods

11. Where Shall Released Time Go Next?

12.Continuously Draw a Gentle Spiral... Red Death!

13. Ask a So-Called Sage Who Speaks Only Plausible Excuses the Meaning of T

Composed by Haino, Laswell, Ali

	Hans KENNEL 
	Mytha
	1992
	63:33
	label: HAT HUT

Hans Kennel [alphorn F, buchel C, voice (lead)]; Carlos Baumann [alphorn F, buchel C, voice]; Bill Holden [alphorn F, buchel C, voice]; Marcel Huonder [alphorn F and F#, buchel C, voice].

The alphorn, like its parents the natural horns of all cultures is an archaic, primitive trumpet, a musical archetype of symbolic richness and an acoustical source for signals and identification. Limited to the natural tones, based on the overtone series (harmonics), it produces an untempered scale of primary sounds.

Even today natural horns can still be found in many cultures, mainly in mountainous regions, in an array of forms such as: The dingolo of the pygmies of Africa (f.e. Gabon), the didjeridu of the aborigines of Australia, the trudruca of the Indios of the Chilean Andes, the ragdung, kangdung, dung of kanglin in Tibet, or the ligawa of the Tatra-Mountains of Poland.
The playing of the alphorn is cultivated by tradition, specially in Switzerland and the surrounding, mainly German-speaking Alpine regions of Bavaria, Austria and Southern Tirol, although unfortunately this often happens in an increasingly commercial type of postcard and tourist folklorism.
Hans Kennel, 1991

"The music of Mytha explores a garland of moods, from playful to somber, heroic to meditative, with echoes of the past and imitations of the future. Like a myth, this music tells its tales but holds tight to its secrets." 

– Art Lange

	Al  Gromer  KHAN
	Space Hotel  (Seven Modern Dervish Dances)
	1996
	60:32
	label: Soundless Sound Music Publishing.

Al Gromer Khan [sitar, surbahar, k]; Vilayat Hussain [v]; Saam Schlamminger [Mid-Eastern hand drums M’stafa BarauD, African percussion]; Gilles Zimmermann [viola da gamba on #7, 8].

Al Gromer Khan was born on April 8, 1946, at castle Hohenthan. His early years were spent in England, Morocco and India. Al Gromer Khan has practiced sitar music since 1969. In a modern world of artificial perfection he emphasizes humility and neglecting the apparently important. His electronic music productions concentrate on subtle and poetic values.

«I am Al-Kahira, the comparer of nonsense and flowers. I am grateful for my stupidity, admitted easily, yet I am concerned with specific details of style as I sit here in rags. By circumstance not by choice this shrub has blossomed: by choice and not by circumstance this life has been kept plain. I made an effort and found stuff to ignore, leaving rusty strings unstruck. I neglect the spectacular and overlook the apparently important with deliberation. I’ve waited aeons for the reversal of my interests: Now life has become the joke and the sweetness and hilarity of my own thoughts have turned into a point of fascination for me. No matter what anyone tells you: I don’t belong to any creed or sect, culture or race, nor to any period in history. My only qualification is the age of my soul: I own three hillside palaces of quiet pre-dawn moon sound. Humilation is my clothing that I wear to sit and bark with the dogs. I disconnect like dusk and most likely no one will bring flowers to my grave. I am ardent without deed and I am information zero, unimportant iridescent: Grand Palace of Mercy. I am the lover of trees, found worthy of loneliness. I could be the postman, the milkman, the sick person, the transvestite. It takes 1, 2 recognize 1... I am the unknown dervish.»

  The work on Utopia al-Kahira was inspired by a re-read of ‘Meetings with remarkable men’ by G. I. Gurdjieff [см.], which in turn was triggered by remarks made by Waduda on Gurdjieff’s travels.

	KHVOST
	KHVOST & AUKTSION:

“Pot of Wine”
	1991
	38:30
	label: BSA Rec., 1991 / Stalker 2, 1992

Принимали участие:

Алексей "Хвост" Хвостенко -- 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

	KHVOST
	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 – 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.

	KHVOST
	KHVOST,  DAVSHAN,  KAMIL:

“Oiseaux Parleurs” (Говорящие Птички)
	1999
	50:46
	label: ARTOFF Collection (Paris)

Alexei Khvostenko - textes; Kamil Tchalaev - musique; Alexei Davshan.

1. Молитва (Prayer)
Хор [АХ, АД, КЧ] - симсимийя [КЧ]; санца - рабаб в унисон с голосом [КЧ] - коровий колокольчик [АД] - голос [АХ]; хор - литофон (stone idiophone) [АХ, АД, КЧ] - нэй йылдыз (тростниковая наклонная флейта) [КЧ]

2. Говорящие Птички (Talking Birds)
Голос [АХ] - рабаб - голос [КЧ], поперечная флейта - пластмассовые трубы [АД] - нэй балахенк - наккаре - мандолина [КЧ] - голос [АХ]; электрогитара [АД] - колокольчики на ложке [КЧ]; кора - коровьи колокольчики со смычком [КЧ] - этрусский корень [АД] - голоса - дождевая палка [АХ]

3. Посейдон (Poseidon)
Африканский колокол - рога из раковины (conch trumpets) - коровьи колокольчики [КЧ] - испанская гитара [АД]

4. Подступы к Теме Любви (Approaches To The Theme of Love)
Испанская гитара [АД] - голос - систрум [АХ] - варган (Jew's harp) - мандолина - голос - трещётка (rattle) - най науа [КЧ]

5. Сенэй (Seney)
Пизанский най - нэй йыддыз - нэй балахенк - голос [КЧ]

6. Вот,  -- Басня Сверкающего Слова (This)
Голос - коровий колокольчик [АХ] - гитара [АД] - хор [АХ, АД, КЧ] - мандолина со смычковым плектром (bowed plectrum mandolin) [КЧ]

7. Пролог (Prologue)
Электрогитара - поперечная флейта [АД] - нэй йылдыз - кора - дуговая арфа (arched harp) - пластмассовые трубы (PVC-pipes) [КЧ]

8. Продолжение (The Sequel)
Гитара со смычком (bowed guitar) - голос - китайская поперечная флейта (Chinese cross flute) - бубенцы [КЧ) - голос [АХ]

9. Убежище (Refuge)
Мазхар (тамбурин без тарелочек -- frame drum) - гитара - зурна - голос [КЧ] - голос [АХ] - голос [АД]

10. Рабаб Поэта (Rabab of Poet)

Рабаб [КЧ]

11. Часослов (The Book of Hours)
Гитара [АД] -мандолина - пластмассовые трубы [КЧ] - голос - коровий колокольчик [АХ]

12. Праздничный Сонет (Festive Sonnet)

Мазхар - най науа - най хусайни - мандолина [КЧ] - голос [АХ]

13. Конушан Кушлар
Соловьи

Алексей Хвостенко -- Хвост

Родился в Свердловске в 1940 году в семье профессора ЛГУ. С 1946 по 1968 годы жил в Ленинграде, потом в Москве. Образование художественно-театральное. В 1977 году эмигрировал в Париж. Поэт, скульптор, художник, драматург, автор-исполнитель. Издается, выставляется, ставится и исполняется в Европе, Америке, Азии и Африке.

Алексей Давшан

Родился в Ташкенте в 1956 году в семье журналистов. Окончил филологический факультет Ташкентского Университета. С 1983 года жил в Ленинграде. Гитарист и флейтист (ансамбль Ялла). Находится в Париже с 1995 года.

Камиль Чалаев

Родился в Москве в 1962 году в семье композиторов. С 1989 года живет в Париже. Образование музыкальное и религиозное. Спектакли, концерты, церемонии, хоровое дирижирование, мастерские во Франции, Голландии, Бельгии, Италии, Швейцарии, Австрии, Польше, Югославии, Германии, Кубе, Ливане, Турции и т.д.

ПЕРЕМЕЩЕНИЯ

Очаровательное имя-отчество "Говорящие Птички", но несколько редуцированное: мы имеем дело не с попугаями, но с перелётными птицами громкоговорителей. Они звучат издалека, однако находятся здесь. Их волшебное слово: перемещение.

Тогда как мифология пост-модерна предлагает нам ложные синонимы мобильности -- Скоростной Поезд, Трансконтинентальный Проездной, Карта Учащённых Полётов, -- "Говорящие Птички" напоминают нам об испытаниях истовых путешественников. Сколько бы других вёсен ни было после Пражской весны, для них любой политический и экономический климат -- зима. Они представляют три последовательных волны русской послевоенной эмиграции. Немецкий философ Т.В. Адорно замечает: "Прошлая жизнь эмигранта отменена:

всё что не овеществлено, что не может быть подсчитано и измерено, недействительно и не имеет места".

Каким образом стреляющие по перелётным птицам охотники могли бы узнать, что Хвост, скульптор-конструктивист живущий между Нью-Йорком и Парижем, наследник формалистической "Хлебниковской" поэзии, является опекающим гласом  русской песни, черпающей вдохновение в греческой мифологии? Какая редкая птица этот Давшан, узбекский гитарист, или Камиль Чалаев, православный регент, композитор-полиинструменталист-певец, прибывший к нам из неизвестного Дагестана. Артистам удача скорее сопутствует -- принимающая страна заботится об их рекуперации. Остальные вынуждены вставать на путь имигранта, будто их отъезд ещё не состоялся.

"Говорящие Птички" поют нестройно: это сдвигает наши стереотипы, разрушает предчувствия. Перелётные вовсе и не чирикают, но выговаривают, шепчут, кричат и мурлычут. Положительно, эти птицы домогаются своей пищи на месте, гнушаясь перемешанной похлёбки, сиюминутного скрещивания культурных сущностей, расторжимого во всякий момент, асфальтирующего благоприемлемый миф о мелтинг-поте.

Речитативная поэзия, нетрадиционная ритмика, выходящий за академии и этносы обертоновый спектр разрежают возможные ссылки. Кочевники берут с собой странные инструменты. Испаряющиеся слова, спрессованные, будто свежеизвлечённые из архивных записей голоса загружаются в консервные банки перед изнурительным путешествием через Балтику, Есть ли родина у детей перемещения?

Салонные философы хотят убедить нас в том, что всё кончено, и История и материя. Что виртуальное отменило пространственное. Что останется только фиктивное перемещение в реальном времени. И в то ремя как они рассуждают на тему полярной инерции, реальные неугомонные стаи пролетают над Сетью.

Паруса наполняются с треском. Перелётные птицы ставят нас лицом к нашим противоречиям, они отмечают времена года, эры и эпохи -- необходимые даже для осёдлых народов ориентиры.

Остерегайтесь егерей-жандармов службы порядка. Их заученные жесты по отношению к перелётным птицам громкоговорителей неуместны.

--- Йенс Хаузер

	(Carla KIHLSTEDT)
	CHARMING HOSTESS:

"Eat"
	1997
	48:04
	Carla KIHLSTEDT – см. тж. с: TIN HAT TRIO; SLEEPTIME GORILLA MUSEUM; Lesli DALABA; Eugene  CHADBOURNE;
avant-folk-fusion – весёлый импровизационный проект женского вокального трио на фольклорные темы.

label: Vaccination Records

Jewlia Eisenberg [v, musical direction]; Carla Kihlstedt [v]; Nina Rolle [v]; Wesley Anderson [d, perc]; Dan Rathburn [d, gumby]; Nils Frykdahl [s, fl, g, perc]; Jenny Scheinman [fiddle]; + guests

traditional songs: Bulgarian, Hungarian, Moroccan, Jewish (from Turkey), Yiddish, Afro-American, white gospel, 

+ songs by The Residents, by JE&CK.

1. Dali Tzerni (trad. Bulgarian; arr. Eisenberg, CH) 2:30
2.  Laws of Physics (text: Jewlia Eisenberg; music: Eisenberg, CH) 4:19
3.  Mi Nuera (trad. Ladino; music: trad. Moroccan wedding music; arr. JE and CH) 3:14
4. Won't you keep us working (The Residents; arr. JE & CE) 2:35
5. Give him a little time (text: JE; music: trad. Hungarian; arr. JE & CH) 4:11
6.  Mi Dimandas (words: trad. Ladino; music: trad. Jewish women's song from Turkey; arr. JE) 2:21
7.  Ferret Said (text: JE; music: JE & CH) 5:40
8.  Dilmano Dilbero (trad. Bulgarian, after TV show theme song arrangement by Phillipe Koutev; re-arranged: JE & CH) 1:40
9. Oh Julie (trad. African-American from Alabama; arr. JE & CH) 3:25
10. Sha Shtil (text: trad. Yiddish; music: JE) 3:25
11.  Klezsex (text: Hyman Prizant; music: Abe Schwartz; arr. JE & CH) 2:26
12.  Elenke (text: Bulgarian; music: trad. Bulgarian plus Abe Schwartz; arr. JE & CH) 5:23
13.  I'm not hungry (text: JE; music: trad. Bulgarian; vocal arr. Phillipe Koutev; re-arr. JE & CH) 2:15
14. When Jesus Christ was here on earth (trad. white gospel from VA, USA; arr. JE) 4:03

	Carla KIHLSTEDT
	2 Foot Yar
	2003
	54:10
	label: Tzadik
CARLA KIHLSTEDT: VIOLIN (2, 4-18, 19), TRUMPET VIOLIN (5, 20), VIOLA (1, 2, 10, 13, 15, 18), ZITHER (13, 14), BASS HARMONICA (19), ACCORDION (14, 18), MELODICA (3), VOICE (1, 3-7, 9-14, 16-18, 19), BREATH (4) 

MARIKA HUGHES: CELLO (1, 3-6, 8, 9, 11, 12, 14, 16-18) 

SHAHZAD ISMAILY: DRUMS (1, 3, 5, 6, 8, 10, 11, 14, 16, 18), CAJON (12), ACOUSTIC GUITAR (12), PERCUSSION (1, 5, 10-12, 14)

1. EMPTY CUPBOARD

2. WORLD OF MADE

3. PEEL

4. ROOTING FOR THE SHY LIBRARIAN

5. GONE

6. FLASH FLOOD

7. LAST RESORT

8. TOUGH GUY

9. LOVELY UGLY

10. MILES

11. FLINCH

12. GRAVITY

13. NO ONE NICER

14. TRAMPOLINA

15. FAR AND WEE

16. HISTORY

17. ANOTHER DAY

18. PATCHEN

19. ON WAKING

20. WHEN WILL TOMORROW END?

	KILLDOZER
	Intellectuals Are The Shoeshine Boys Of The Ruling Elite / Snakeboy
	1984
	63:19
	label: Touch and Go (Chicago, IL)

Bob Hobson [g]; Dan Hobson [d, beer bottles]; Michael Gerald [b, v].

Тяжёлые гитары, хриплый агрессивный вокал... Но KILLDOZER -- это весёлые стебальщики, завораживающие своей энергией.

	KILLDOZER
	Twelve Point Buck
	1989
	76:23
	Michael Gerald [vocal stilizations, b, gun shots]; Bill Hobson [el&ac g, cello, rubber balloons]; Dan Hobson [drum kit, tambourine, timpani, hand-farts, el conduits]; + guest Mr. Engelbert Humperdinck (#16).

	KILLING  JOKE
	Pandemonium
	1994
	62:37
	alternative metal / industrial
label: Butterfly Recordings / Big Life Records (USA) 

Killing Joke (England) + Hossam Ramzy [perc]; Said El Artist [perc]; Aboud Abdel [vln]; Ibrahim Kowala [kowala]; Matt Austin & Paddy Free [progr].

COPPULA EAM, SE NON POSIT ACCEPTERA JOCULARUM!

	KILLING  JOKE
	Killing Joke
	2003
	59:25
	ураган
label: Zuma Recordings

www.killingjoke.com 

Jaz Coleman, Dave Grohl, Geordie, Youth, Raven

	KING  CRIMSON см. в секции 'Rock'  (см. там тж.: Fripp; Trey Gunn; Adrian Belew; Steve Gorn / Tony Levin / Jerry Marotta.)  
	
	
	
	

	KING  ÜBÜ  ÖRCHESTRÜ – см. в 'Jazz'
	
	
	
	

	Richard H. KIRK
	Darkness at Noon
	1999
	38:00
	noise / experimental
label: Touch (England)  www.touch.demon.co.uk 

rec. 20.4.99 at Sheffield, England

На диске одна общая композиция; включает звуковые темы:

real and synthesised sounds of battle

clandestine and other short wave transmissions

fighter plane communications numbers/co-ordinates

the nova light show 

electronic assault systems 

digital warfare 

the use of atomic fission to decompose human beings and their cities

the human nervous system amplified under torture

->J. WELLS (‘Bl’)

	KISS  MY  JAZZ
	Doc’s Place Friday Evening
	1996
	52:39
	label: Knitting Factory Works (NY).  www.knittingfactory.com 
Роскошный полистилистический авангардный проект.

Rudy Trouve [v, g]; Elko Blijweert [g]; Mark Meyers [v]; Jacki Billet [b]; Aarich Jespers [d]; Heyme Langbroek [tp, sax, v]; and oth.

Kiss My Jazz is the Belgian band formed as a side project of dEUS [см.] guitarist Rudy Trouve. Inspired by Ribot and Zorn, with a touch of Chet Baker thrown in, Kiss My Jazz is just beginning to jam when most bands go into the second verse. Think horror, porno and panicked crowds, all seated at a candlelit table for two.

	KLETKA  RED
	Hijacking
	1996
	43:07
	Leonid SOYBELMAN -- см. Leonid SOYBELMAN; тж. его проекты: KLETKA RED; NE ZHDALI; SOYBELMAN’s MUCH ADO ABOUT; тж. с: Eugene CHADBOURNE;

Другой проект by Andy EX см. – The EX.

label: Tzadik     

Leonid Soybelman [g, v]; Andy Ex [g, viola]; Tony Buck [d, samples]; Joe Williamson [double bass (#2,3,9,11)]. 

Rec. 1996 in Berlin

Edited by Ilja Komarov in Luzern

Mastered by Allan Tucker in NYC

I master only the languages of the others. Mine makes out of me what it wants.     

-- Karl Kraus  nachts

The need of roots is the evil of the last quarter of this century.   

-- Alain Finkielkraut  le juif imaginaire

1. Sirba (traditional)

2. Galician Dance (traditional)

3. Eighth Day (Soybelman)

4. Trigger (Soybelman)

5. Give Me Your Doorstep, Donnerstag (Soybelman)

6. Another Glass of Wine (traditional)

7. Jew in Jerusalem (traditional)

8. D'Mame (traditional)

9. Just A Glass of Wine (traditional)

10. Seaside (traditional)

11. Street Tune (traditional)

12. J in J (II) (traditional)

Berlin resident Leonid Soybelman's frantic originals and punk covers of klezmer classics (sung in Yiddish) jerks Jewish music into the 21st century with a refreshing approach that hits you like a metal matzoh ball.

Featuring Andy Ex (of the Dutch band The Ex) and Tony Buck (formerly of Japan's Peril).

Рекомендуем для дописки композиции с диска Soybelman’а “Juliki”:

1. Klezmer

2. Kalinka

3. Nuits de Moscou

они составляют (дополнительно) + 13:21; всего в сумме получается = 56:17

"J":NE.ZH."Rh"

	KLETKA  RED
	Hybrid
	2000
	46:26
	label: Red Note (Amsterdam), Red Note is a joint adventure by Konkurrel (Chicago, US) and Tec Tones Europe.

Leonid Soybelman [v, g]; Andy Moor [g]; Joe Williamson [b]; Tony Buck [d].  e-mail: kletka@dds.nl 

“Once you were bare footed and gathering chicory. Now that I made you my woman you are demanding earrings.” 

– Greece circa 1900, author unknown.

1. Kosiak Lubvie
2. Majo Pokolenije

3. Persecution Complex / Skimp

4. How I Forget

5. Fist of Leg

6. Prizadujumal

7. Who Created You?

8. Pardon, grand merci
9. Wire

Kosiak Lubvie and Pardon, grand merci are based on the Rembetika style, Greek underworld music of love, sorrow, hashish, prison and TB, emerging from Piraeus, Athens from the 1920s onwards...

Kosiak Lubvie comes from a tune originally called “Yiftopoula” (Gypsy Girl) composed by Yorgos Batis in 1934. Pardon, grand merci is of unknown origin but the original title was "Isouna Xipoliti" (Once you were barefooted).

->soybelman

	The KLEZMATICS – см. в разделе “Asia I: Israel”
	
	
	
	

	KLIMPEREI
	Tout Seul Sur La Plage En Hiver
	1987
	55:11
	label: AYAA Disques (France)

Klimperei has been formed in 1986.

Инструментальный квартет.  – Уморительные шуты. Они создают свои мелодические зарисовки с большим юмором и вкусом. Формально можно провести связи с примитивизмом или минимализмом. Но практически можно сравнить только с такими гигантами как Hans REICHEL [см.] или PENGUIN  CAFE ORCHESTRA [см.]. Близкая по духу ассоциация — Полунинская клоунада: в них, пожалуй, поровну от лирически-ностальгического Пьеро и от Арлекина.

Другие проекты подобной музыки в Каталоге: Pascal COMELADE; BAD EXAMPLES; CURLEW; TOUPIDEK LIMONADE; MARIMBA PLUS; DANGER IN  PARADISE; N.L.C.; PASCALS; L'ENSEMBLE RAYE;

	KLIMPEREI
	KLIMPEREI & Pierre BASTIEN: "Mecanologie Portative"
	1999
	53:50
	label: Prikosnovenie (France)  prikos@worldnet.fr   http://www.multimania.com/prikos 

Klimperei contact: (Lyon - France) petchanatz@yahoo.com 

Pierre Bastien contact: (Paris – France) mecanium@yahoo.com 

Pierre BASTIEN – см. тж.: Aleksei AIGUI & Pierre BASTIEN; HACO; Pascal COMELADE;

Rec. and mix. in oct. 1998, Rotterdam – Lyon.

Pierre Bastien [tp, prepared tp, trb, contrebasse]; Mecanium [tenailles, ciseaux, sanza, pese-lettre, godje, steel drum, gimbri, kundi, theiere, marteau, castagnettes]; Klimperei [ac&el g, prepared g, org, ac&el p, tambourin, b, perc, xylophone, melodica, sernai, metallophone, KS-32, lampe de bureau, flute barnoin, bottle neck].

Пьер Бастьен - мало того, что старейший соратник Паскаля Комелада, так и сам ещё один из лучших музыкантов в мире, так-то. Когда-то я ездил во Фран​цию специально за его пластинка​ми. Пьер Бастьен играет на трубе с сурдиной, скрипке, потрескивающем вини​ле, а также руководит оркестром механических музыкальных при​способлений под названием Меcanium. Карманный ансамбль Меcanium слегка напоминает игру​шечную железную дорогу произ​водства ГДР: маленькие моторчи​ки заводят маримбу, кастаньеты, нигерийские барабаны, китай​ские флейты, разнообразные кла​вишные станки и многое другое, замечательно звучащее. Бастьен - кропотливый станочник и создатель уникального конструк​торского свинга. «Mecanoid» - это и этника, и европейский аван​гардный джаз, и техно, и эмбиент. Его сугубо технологическое музицирование исполнено самых нежных чувств и самой естественной грации.  Причины бастьеновского минимализма лежат не в банальной сочинительской ску​пости или ритуальной одержимо​сти. Ему просто физически жаль расставаться со звуком - вот он и блуждает у него туда и обратно, как на привязи, всегда родной и неизменный. Течёт и нежен, не​жен и течёт.

--- Афиша

	Guy  KLUCEVSEK
	Scenes From A Mirage
	1987
	38:27
	Guy Klucevsek (kloo-sev'-ick) – см. тж. с: Anthony COLEMAN; Dave DOUGLAS; David GARLAND; Laurie  ANDERSON; ANGELICA;

label: No Man’s Land 1987 / Review Records 1992

New music's foremost accordion virtuoso... just about anyone familiar with Guy Klucevsek will tell you that's an accurate description of his work. But what that actually means is a bit harder to pin down. "New music" is a vague (and perhaps vaguely silly) term, given the amount of ground it's supposed to cover. But therein lies its saving grace: it doesn't limit a composer to one style or another, almost anything can be "new music".

So you might expect that new music listeners, accustomed to zither-and-orchestra pieces based on Mongolian folk songs, eight-foot-high cellos made out of scrap metal, and digital samplers that blur the distinction between sound and music, would be ready for whatever comes along. Well, that's not always the case. Some years ago, Lukas Foss included a solo accordion piece on one of his albums; Guy Klucevsek was the performer. Here was a fellow with an unpronounceable name playing an instrument not known for anything newer than polkas, and we were supposed to believe it was some kind of new music. It looked like a joke, or maybe a novelty piece -- until the record started. Klucevsek obviously took his instrument as seriously as Horowitz took his piano or Hendrix his guitar.

Subsequent recordings, both solo and with the Philadelphia new music ensemble Relache, have demonstrated Guy's virtuosity, as well as his versatility and, despite the seriousness of his playing, a sense of fun (the title track from his cassette release Blue Window starts with Strauss's Blue Danube Wall!, before departing to points unknown).

This, though, is Guy Klucevsek's first album as both performer and composer. To anyone familiar with his earlier work, this release is a logical next step. To anyone who's hearing him for the first time and perhaps doesn't know what to expect, it's likely to be a revelation. In Klucevsek's hands the accordion can surprise yon with its diversity of sounds. And his compositions reflect the diversity that Klucevsek has been exposed to as a performer. (When you're new music's foremost accordion virtuoso, after all, you get a lot of weird gigs.) So subtle use of electronic processing, wall-of-sound experiments, lyrical songs-without-words, all coexist happily on this recording.

And by the way, Guy's name is pronounced Kloo-SEV-ek. Just forget the "s" and it's really quite easy. It's a name worth knowing, too -- as new music circles continue to open up to the possibilities of older instruments as well as new ones, it's a name you'll be seeing more of.

-- JOHN SCHAEFER, author/radio producer, "New Sounds"
At almost 150 years old, the accordion, and its variations such as the bandoneon and concertina, is still thriving as a core instrument in many music traditions. Virtuoso accordion players have made a deep impression on musical audiences throughout the world. Some of the outstanding players today are: Flaco Jimenez (Tex Mex), Clifton Chenier (Zydeco), and Astor Piazzolla, bandoneon player (Nuevo Tango).

The sound of the accordion, bandoneon, and concertina is created by freely vibrating, hand-made metal reeds in an air column. Inside the accordion's resonant chamber the reeds are attached to hollow woodblocks. Air is directed to the individual reeds through a bellows by valves which are opened by keys and/or buttons manipulated by the player's fingers.

Accordions are capable of sharply accented attacks as well as subtle swells, tremolos and other expressive changes. Dramatic chord voicings and clusters of varying densities and textures can be accomplished. Accordion players can not only make very rapid single note passages with many degrees of articulation but also have fine dynamic control over the attack, sustain and decay of the tones through the bellows.

Guy Klucevsek's instrument is the free bass accordion. This instrujnent has single tones covering over seven octaves, with a wide overlapping range between the left and right hand manuals. It differs from the traditional Stradella style accordion, whose left hand manual has pre-set-chord buttons and only one octave of bass tones. (Klucevsek uses a Stradella instrument on Mounted On The Fairground's Magic Horses.)

Klucevsek has composed und performed the music on this album with complete mastery. It is a remarkable demonstration of the expressive range of the free bass accordion as well as a valuable compendium of appropriate musical techniques for the instrument. Most of all, the album is a beautiful contribution to musical literature.

-- PAULINE OLIVEROS, Kingston, NY 8/26/1987

GUY KLUCEVSEK

The music on this album represents two distinct compositional streams in which I am currently paddling about: largescale works for multiple accordions which focus on mass, density, timbre and acoustical phenomena (The Flying Pipe Organ); and shorter accordion solos written in song, dance, and theme-and-variation forms (tracks 1 - 5). The composition Scenes From A Mirage seems to me a meeting of the two styles, which made it a natural choice for the title track.

1. Dining In The Rough In The Buff

Commissioned by Zero Moving Dance Company for The Attic, choreographed by Karen Bamonte, this music was for a dining scene which began in a dignified, stately manner but certainly did not end that way.

2. Mounted On The Fairground's Magic Horses

Based on an early Bertolt Brecht poem of the same title about a child who realizes very early on that he is not like other children.

3. Awakening

The opening music for The Attic, in which the dancers find themselves surrounded by the objects of a family's forgotten past. The dancers begin to assume characters suggested by the clothing and personal items they find.

4. And Then There Were None

Written for a game of musical chairs in The Attic. I conceived this as theme music for a deadly variation on the children's game.

5. Old Woman Who Dances With The Sea

Written for choreographer Maureen Williams, who created a portrait of an ageing woman gradually coming to terms with her own mortality.

6. The Flying Pipe Organ (for four accordions)

This composition was suggested to me by an image I read about in the memoirs of "Vinegar" Joe Stilwell. In 1922, when he entered the town of Sian, China, he was greeted with an amazing wall of sound which he learned was created by the people of the city having tied bamboo whistles of varying pitch to the tail feathers of hundreds of pigeons which flew overhead in a joyful din.

7. Scenes From A Mirage

Created for a ritual fire dance created by Maureen Williams and later used in a completely different vein by choreographer Mark Taylor in his group piece Uneven Sentiments. Scenes From A Mirage is written along the lines of a classic Hollywood film score -- just when you thought you had heard the theme for the last time ... 

• Notes on the tunes by Guy Klucevsek

Сольный диск аккордеониста, соратника и соавтора Дэйва Дугласа, одного из ключевых фигурантов нью-йоркской даунсцены. 
Скажите, как его зовут? Cloo-sev'-ick. Так - для бестолковых - транскрибировано на аннотации к диску Dave Douglas "A Thousand Evenings. Должно быть из наших, из поляков, из славян. После прослушивания в этом не остается сомнений: 2-3 композиции запросто могли бы украсить какую-нибудь "Свадьбу в Малиновке", когда б не звучали с какой-то джим-джармушевским неприкаянной отчужденностью. Типа, ночь на Земле, она - что в в Нью-Йорке ночь, что в Жмеринке...
А во второй части диска Клусевик являет удивительные образцы музыкального абстракционизму. 
Удивление усиливается, когда обнаруживаешь, что этот по всем статьям актульный альбом издан аж в 1987-м. Пожалуй, это - тот случай, когда ни 15, ни 150 лет - не срок. Опусы Клусевика располагаются помимо пространства и вне времени. Как и положено настоящим миражам.

	Guy  KLUCEVSEK
	Stolen Memories
	1996
	42:37
	label: Tzadik

Guy Klucevsek [accordion, p, melodica]; The Bantam Orchestra (his own group): Sara Parkins [violin]; Margaret Parkins [cello, v]; Achim Tang [b].

Produced by Guy Klucevsek & John Zorn.

Guy Klucevsek, world-renowned accordionist who has played with Laurie Anderson (см.), Bill Frisell (см.), John Zorn (см.), and Robin Holcomb is a highly original composer in his own right.

These stirring compositions are inspired by (among other things) African melodies, sacrificial chickens and Fresh Kills, the world’s largest landfill.

donut ask, donut tell

Hangin' out at Country Donut. 

Drinkin' coffee, smokin' a butt. 

Watchin' all the barges float by 

With garbage piled sky-high. 

Fresh Kill will open its arms. 

I guess that swill has its charms,

Just like this jelly donut.

Cup is empty, still I don't move. 

Doin’ nothin’s kind of a groove. 

Coast Guard cutters headin' upstream. 

An oil spill it would seem. 

The water’s covered with slime. 

Fill up my cup one more time. 

My donut's starting to ooze.

(lyrics by Guy Klucevsek)
‘Stolen Memories’ (1993) is based on a traditional African melody I heard on the radio years ago, I was so taken with the tune that I grabbed a sheet of music paper and jotted it down so I wouldn't forget it. For years, the sketch lay in a scrap heap of paper, carelessly untiled and forgotten. Fortunately, I rediscovered it during one of my bi-millenial clean-ups.

‘Urban Rite’ (1986, arranged 1996) was inspired by a 1986 New York Times story concerning the sacrificial remains of chickens found in Prospect Park in Brooklyn, suggesting the continuance of ancient religious rituals within this contemporary urban setting.

‘Rumbling’, ‘The Gunks’, ‘Wave Hill’, ‘Regunkitation’ and ‘Skating on Thin Air’ (1995) were all composed for a dance piece by Victoria Marks, created as a site-specific work for Wave Hill in the Bronx, an unlikely setting for a stunning vista which looks out over the Hudson River and across at the Palisades,

Written at a coffee shop along the Kill van Kull waterway near my home on Staten Island, the lyrics for ‘Donut Ask, Donut Tell’ (l996) can be classified as "creative autobiographical reportage." For those who don't already know, Fresh Kills is the world's largest landfill, also located on Staten Island. Use of the singular "kill," a Dutch word meaning "channel" or "canal," is poetic license.

In ‘Tesknota’ (1993) I tried a looser, more improvisatory approach to melody and counterpoint. The melody consists of note heads only, divided into phrases, with no rhythmic values assigned. Performers are instructed to play their parts independently, with the proviso that they wait for one another at the end of each phrase. Thus the piece proceeds one phrase at a time, the parts intertwining like the delicately balanced units of a mobile. The elasticity of this approach to ensemble writing relies heavily on performer choice, chance, and improvisation. However, it's a strange, hybrid form of improvisation, because all the notes, and the order in which they appear, are set, while the performers are responsible for the horizontal flow and the vertical alignment of these given melodies. The title, ‘Tesknota’, was suggested by an audience member who heard an untitled, workshop version of the piece. It is a Polish word which she translated as "a sorrowful longing". The ordering of the pieces is sort-of-a, kind-of-a palindrome: it begins in the depths, ends in the stratosphere; the second and penultimate cracks are radically different interpretations of the same score; 3 and 7 are urban tales, while 4 and 6 are both gentle, process-driven pieces. The fulcrum is ‘Tesknota’, which, more than any other piece, defines its own space and time.

This recording is dedicated to Julio Giulietti (1910-1996), a visionary whose company designed, patented and built the chromatic free bass accordion, an instrument which I have played since 1996.   ----- GK

	(Guy  KLUCEVSEK)
	ACCORDION TRIBE
	1998
	75:09
	label: Intuition Music (Germany)

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

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

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

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

	Guy  KLUCEVSEK
	Guy KLUCEVSEK & Alan BERN:

"Accordance"
	
	66:10
	Guy Klucevsek [accordion]; Alan Bern [accordion, melodica, p].

Life, Liberty And The Prosciutto Happiness (K)

Angel Blue (B)

Information, Please

Social Securities (B)

Birthday (B)

The Gunks (K)

Bar Talk (K)

Starting Over (B)

Mr. Glime-Glide (K)

Psichotria Nervosa (Wild Coffee) (K)

The Girl With The Rose Hips (K)

Deccaffinata (K)

Astor Place (K)

Scarlatti Fever (B)

Hegel's Fantasy (B)

Dueling Dovidls (B)

Happy (B)

	KMFDM
	Money
	1992
	54:42
	Злобный Industrial
label: Wax Trax! / Dragnet (Sony)

продакшн KMFDM на этом же лэйбле – см.: SISTER MACHINE GUN

	KMFDM
	Angst
	1993
	48:46
	

	KMFDM
	Nihil
	1995
	49:03
	

	KMFDM
	[название диска -- набор графем]
	1997
	56:34
	http://www.kmfdm.net 
e-mail: kmfdm@kmfdm.net 

	KMFDM
	Mdfmk
	2000
	53:12
	

	KMFDM
	Attak
	2002
	50:32
	Эта команда начала свою деятельность в 80-е, на одной волне с первыми группами, экспериментировавшими с жестким индустриальным техно и хип-хопом: Front 242, Ministry. Что всегда отличало KMFDM от мрачнейших авторитетов индастриала, — так это некоторое чувство сатанинского юмора, что и позволило KMFDM дожить до нынешних времен, регулярно выпуская альбомы, которые, кстати, с восторгом принимаются фанатами. Те же жесткие ритмы, угрожающий вокал, восхитительная атмосфера безнадеги, которую именно восьмидесятники воспроизводят так четко. И свежий драйв, как будто сенсацией европейского андеграунда они стали только вчера, а не 15 лет назад.

Замечательно ностальгический релиз. KMFDM - гамбургские классики шумового данса, дискотечного индастриала и металлического хип-хопа во главе с незабываемым певцом по имени Саша Конечко. Кислотные московские окраины начала девяностых в бреду расшифровывали их имя как Killing Mother Fucker Depeche Mode и слушали эту группу с каким-то особенным упоением. Десять лет спустя упиваться творчеством Kein Mehreit fur die Mitleid (так их на самом деле зовут) представляется довольно сложным делом - здоровье не то. Но песню «Dirty» с нового диска упускать все же не стоит.

-- Афиша

	Die  KN(DEL
	Verkochte Tiroler
	1993
	35:04
	Die KNODEL – проект группы музыкантов из Тироля. Авторы произведений на их CD – преподаватели Иннсбрукской консерватории.  Стиль – пародийно-гротесковый. Вспоминаются сказки-фантасмагории Гофмана, «Принцесса Брамбилла» и т.д.

Christof Dienz [bassoon]; Alexandra Pedarnig [b,  dulcimer]; Michael Ottl [g]; Julia Fiegl [violin, wooden glachter]; Walter Seebacher [klarinet, dulcimer]; Cathi Aglibut [violin, viola, v]; Andreas Lackner [trumpet, flugelhorn, b]; Margret Koll [harp].

1. Knodelpolka

2. In Die Rubisl

3. Landler

4. Kein Boarischer

5. Harlem In Brunn

6. Vielfacher

7. Walzer

8. Jodeling

9. Quertanz

10. Triet Bull

11. Mit Der 42er

12. Jet Polka

->bollywood

	Die  KN(DEL
	Die Noodle!
	1995 
	43:02
	label: ReR (Zurich)

knodel-kontakt: e-mail: krix@ast5.uibk.ac.at 

Christof Dienz [fagott, hackbrett, stimme]; Alexandra Pedarnig [b, hackbrett]; Michael Ottl [g]; Julia Fiegl [violine, holzernes glachter, stimme]; Walter Seebacher [klarinette, hackbrett]; Cathi Aglibut [violine, viola, stimme]; Andreas Lackner [trompete, flugelhorn, b]; Margret Koll [harfe].

	Die  KN(DEL
	Panorama
	1995 
	52:28
	label: ReR

Christof Dienz [fagott, hackbrett, bierflasche]; Alexandra Pedarnig [contrabass, hackbrett]; Michael Ottl [g, gesang]; Julia Fiegl [violine, holzernes glachter, gesang]; Walter Seebacher [klarinette, bass-clarinette, hackbrett]; Cathi Aglibut [violine, viola, gesang]; Andreas Lackner [contrabass, trompete, flugelhorn, hackbrett]; Margret Koll [harfe].

  «(...) Мы, которых так часто называли «помесью между народной музыкой и авангардом», мы также часто при этом сопротивлялись этой возникавшей в конце концов мысли: брать одновременно композиции как своих современников-композиторов, так и народную музыку и опубликовать их обе вместе на одном CD. Кроме того, мы хотели также побывать и на «игровой площадке» композиторов. Каждый из них хотел бы иметь свою собственную свободу и при этом делать с нами то, что ему хочется. Вот так и дошло дело до Panorama. (...) Попытка расширить границы народной музыки Альпийской страны (Alpenland). «Вырулить» на фольклорно-популярный рельс из классического исходного пункта – это доставило много радости – «полёт в магию временами сдержанного, но чаще – также и чрезмерного веселья в бурлескно-меланхолическом сказочном мире. (...)»

	Die  KN(DEL
	Der Unfisch
	1997
	53:39
	label: RecRec Music (Recommended Records)

Die Knodel (состав как выше) +  Lily Haydn (см.) [vln]; Jeff Elliot [tp, baritonhorn]; Satram Ramgotra [tablas]; Thomas Schobel [k]; Harald Kloser [p, k].

	Die  KN(DEL
	Die KNODEL with Amy DENIO:

"Non Lo So, Polo"
	1999
	43:01
	label: Make Up

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

	KNORKATOR
	The Schlechtst Of Knorkator
	1998
	44:38
	label: Mercury

www.knorkator.de 

Абсолютно весёлый и абсолютно безумный немецкий кич-тяжеляк.

	KNORKATOR
	Hasenchartbreaker
	1999
	51:54
	

	KNORKATOR
	Tribute to Uns Selbst
	2000
	47:17
	label: Mercury Records  www.musik100.de 

	KOBAT
	Pieces for Prepared Piano
	1995
	60:35
	acoustic ambient/minimal  Современные (по своему духу) минималистические этюды. Рояль звучит как оркестр неизведанных инструментов.

label: Source Records
Pieces for prepared piano composed, performed and recorded by Ralf Merten; piano preparation by Ralf Merten.

Thanks for inspiration – Bill Laswell, John Coltrane, Brian Eno, Don Cherry, David Lynch, Igor Stravinsky, Frank Herbert, The Master Musicians of Jajouka. 

Дистиллированный американский минимализм, который в 1970-80-е годы перевернул композиторское сознание, сегодня парадоксально и ярко развивается многими музыкантами, взявшими на вооружение "формулу минимализма" и применившими её к этноматериалу, электронике или микрополифонии.

1. bindu

2. ghafla

3. naib

4. akarso

5. quanat

6. varota

7. semuta

8. harq-al-ada

9. ix

10. uroshnor

11. ilm

12. burseg

13. caladan

	KOENJI HYAKKEI
	Hundred Sights of Koenji
	1994
	45:47
	label: God Mountain (Japan)

Tatsuya Yoshida (см. тж. Yoshida TATSUYA; RUINS) [vocal, drums]; Aki Kubota [vocals, keyboards]; Ryuichi Masuda [vocal, guitar, g-synth]; Shigekazu Kuwahara [vocal, bass].
1.  Ioss — 3:54
2.  Doi Doi — 6:37
3.  Molavena — 4:32
4.  Gepek — 4:06
5.  Yagonahh — 3:46
6.  Ozone Fall — 4:19
7.  Zhess — 2:10
8.  Zoltan — 4:17
9.  Avedumma — 7:06
10.  Sunna Zarioki — 4:49

As I mentioned in my review of Koenjihyakkei's Viva Koenji!, I'm not very familiar with the Japanese scene that this band comes out of, and only have these two albums because someone recommended them to me in a trade. I am familiar with Magma however, and they're the clear influence on this band. 

The music on Hundred Sights is a little more restrained than on Viva Koenji!, although that's like saying that one hurricane was a little more restrained than another because it didn't knock down as many buildings. There's still some heavy duty, aggressive stuff here mixed in with the more melodic tracks. 

On one hand the "toned down" sound is a good thing, as this album isn't as much an assault on the ears as the other, and for me at least that makes it more listenable. On the other hand, it also makes Hundred Sights sound more like a straight Magma clone in places. Just on certain tracks though, as there are others that sound nothing like Magma, such as "Zoltan" which sounds like a hymn recorded with a church organ and choir.

Debut album from Yoshida's 'orthodox' zeuhl band. Well, for those of you near and dear to Ruins, this band steers ever closer to those hallowed fields of yore, when foreign tongues, interplanetary wars, and distorted bass solos were all the rage. For those caught unawares, Zeuhl is the style of choice here, though certainly in much harder, more metallic casing than Christian Vander's guerillas could muster. 

Tatsuya Yoshida is an elder statesmen of the Japanese underground scene, taking his cues from visionaries such as the above-noted Vander, as well as the RIO school, but filtering it through modern experimentalist theories as postulated by John Zorn and Keichi Haino. Where does this leave him? Scattered, to say the least. This band is one of dozens he is involved with; Yoshida usually favors a compartmentalized musical experience. Koenjihyakkei is, and is only, his tribute to zeuhl. 

For traditional prog fans, the two Koenji albums may be the most musically approachable. 'Real' vocals (with minimal screaming), flashy keyboard lines, intricate guitar and bass lines that serve nothing so much as actual melody! It is loud, and it is fairly bombastic, but this music is rooted in pieces such as "M.D.K." and "De Futura" (though it should be said that the majority of prog fans don't even like that stuff). 

Perhaps the most valuable player in the mix is singer/keyboardist Aki Kubota (formerly a member of Bondage Fruit). Her operatic, resonant vocal style suits this music to a tee, and it may be only for the sake of following the Magma tradition that the other group members even sing at all. She could easily front this band, or any other, all on her own. She wrote the music for two of the best (and most melodic) tunes on the disc, and she's no slouch at the keys either. 

The band is flanked by two other former members of Ruins, Masuda and Kuwahara. Yoshida's group of friends seemingly covers all of Tokyo, but he works best when he's surrounded by people who know his style well.

	KOENJI HYAKKEI
	Nivraym
	2001
	58:38
	label: Magaibutsu (Japan)

Yoshida Tatsuya [d, v, k]; High Rider JIN [g]; Sakamoto Kengo [b, v, k, g]; with: Oguchi Kenichi (см. тж. RUINS) [k]; Sagara Nami [v].

NIVRAYM

BECCTEM POLLT

LUSSESOGGI ZOMN

VISSQAUELL

MEDERRO PASSQUIRR

AXALL HASCK

MASCHTERVOZ

GASSTTRUMM

VALLCZEREMDOSS

	Makigami KOICHI
	Electric Eel
	1998
	46:23
	Makigami  KOICHI -- см. тж. в проекте John Zorn "Cobra (Tokyo Operations)"; его функция там -- prompter -- "суфлёр".

label: Tzadik

recorded   at   1714   STUDIO,  japan january 29, 1998 and february 17, 1998

produced and recorded by MAKIGAMI KOICHI
executive producer: JOHN ZORN

MAKIGAMI KOICHI voice, dromb, E.T. with Unagi  system (1,7) woodtrumpet (6).

ANTON BRUHIN electric trampi with Unagi system (l,2,6,7), dromb*. 

guest: ADAGAWA  LEO dromb (4) ilimba (6).
*Hungarian jaw harp made by Zoltan Szilagyi.

ELECTRIC TRAMPI

Instead of plucking with the fingers, the spring of a jaw harp is set vibrating by electromagnetic impulses to produce a continuous sound. The jaw harp is held up to the mouth in the usual way, but the right hand remains free to hold additional resonators up to the jaw harp itself (tubes, pots, etc).

HYDRO - TRAMPI - TUBE - RESONATOR

The electromagnetically stimulated jaw harp is clamped to a tube and placed into a larger tube which is filled with water. The resonant space of the jaw harp is changed by lifting and lowering the inner tube so as to play lower pilches than can usually be produced with just the oral cavity. This resonator can also be used in conjunction with a jaw harp held normally over the mouth.

An entire CD of compo​sitions and improvisa​tions on jaw harps!

While studying Mongolian throat singing with mas​ters in Tuva, Makigami became acquainted with and has now developed an incredible array of extended techniques on this ancient instrument. In collaboration with Swiss Maul Trommel vir​tuoso Anton Bruhin, they have created a CD of sounds never heard before, featuring the premiere of Bruhin's bizarre creations the electric jaw harp & water jaw harp.

	KOLLEGIAN ASSESSOR
	"V.S.S.Y.K.I." / "Military Music"
	2001
	52:22
	label: Gogol 1 (a division of Mysteria) gogol1@mystery.msk.ru 

web-site: www.asessor.com
avant-rock с очень ненавязчивым вокализом (что приятно: минимум русской шизы); всё у них на месте, диск ровный – слушается на одном дыхании, благодаря весьма увлекательному инструменталу, опять же насыщенному содержательностью, а не шизой.

"V.S.S.Y.K.I." – 1987

"Military Music" – 1988

	KOLLEGIAN ASSESSOR
	Kollegian Assessor
	2001
	48:26
	label: Gogol 1 (a division of Mysteria) 

Rec. 1989.

Александр Киевцев [b]; Глеб Бутузов [g];  Василий Гойденко [v, g]; Алексей Рынденко [d].

	KOMBINAT M
	Hybrid Beat
	1993
	61:15
	label: Cuneiform Records (USA)

Andreas Heidu [g]; Walter Hollinetz [reeds]; Andreas Leikauf [vln]; Lukas Ligeti (см. в 'Jazz') [d]; Erwin Redl [g].

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

“Kombinat M have absorbed myriads of influence into their vivacious & powerful music [and] have much to commend them” 

-- Audion.

Замечательная находка старого, заслуженного independent-лэйбла альтернативы Cuneiform. Проект экспериментальной музыки от фри-джаз-рока до концептуального авангарда. Все вещи сделаны энергично, свежо, со вкусом. Это позволяет получить признание у всех любителей самых разных направлений альтернативной музыки, несмотря на полистилистичность проекта.

From Vienna, Austria, Kombinat M use an unusual combination of two electric guitars, violin, reeds & drums (by Lukas Ligetti of The Siamese Stepbrothers). The compositions vary in length from under a minute to over 10 minutes. Their approach combines aspects of the Glenn Branca guitar wall of sound approach with a touch of The Ordinaires & other "downtown" groups, but mostly their own style. 

	Toshinori KONDO – см. в ‘Jazz’
	
	
	
	

	Thomas KÖNER
	Unerforschtes Gebiet
	2002
	71:13
	dark ambient

label: (p) Freibank; released: Die Stadt  www.diestadtmusik.de
www.koener.de 

	KONG
	Mute Poet Vocalizer
	1990
	50:14
	label: Dreamtime Recording / Caroline (New York)

Rob Smits [d]; Dirk de Vries [g, samples]; Aldo Sprenger [g]; Mark Drillich [b].

Чисто инструментальная группа, которую можно определить, как industrial  metal с мощным арт-роковым трендом. Отдельные вещи по духу напоминают Swans.

	KONG
	Phlegm
	1992
	55:00
	label: Dreamtime Recording / Caroline (New York)

	KONG
	Push Comes To Shove
	1995
	58:44
	

	KOREKYOJIN – см.: Yoshida TATSUYA
	
	
	
	

	KORN
	Korn
	1994
	57:52
	crossover
Мощнейший металлический тяжеляк с элементами Industrial и панковым вокалом.

crossover – см. тж.: AMEN; BLACKEYED  BLONDE; SPAWN (в секции ‘Metal’); CLAWFINGER; COLLAPSING  LUNGS; RAGE AGAINST THE MACHINE; OFFSPRING; METHODS OF MAYHEM; The  PRODIGY; KMFDM; RAGE AGAINST THE MACHINE; RANCHO  DIABLO; SARKOMA; 

	KORN
	Life Is Peachy
	1996
	48:14
	Jonathan Davis [v, bagpipes]; Fieldy [b]; Munky [g]; Head [g, v]; David [d].

	KORN
	Follow The Leader
	1998
	70:08 22:36
	

	KORN
	Issues
	1999
	57:16
	

	KORN
	“(hed) pe”
	1999
	58:48
	

	KORSIKA KOLLEKTION
	sampler
	
	58:19
	сборник немецких indie/alternative проектов

некоторые исполнители отсюда см. тж. на сэмплере PLAY ('Acid')

label: Hundertzwei (Koln)  www.hundertzwei.de  / www.outon.com 

01 EL BOSCHO & THE GENERAL SON: Digital Surfari

02 MIKROFISH: Little red Go-Kart

03 OLEG KOSTROW (см.): Rally London-Paris

04 FREDERIK SCHIKOWSKI: Vergessen

05 gemuesebuerger: in/under my bed

06 GOOD MUSIK: Nach der Pause

07 PLUSMINUSNULL: Trinker

08 EL BOSCHO: Gorgonzola Cheese

09 METROPOL: Lonely Men

10 FREDERIK SCHIKOWSKI: Fouquet

11 TILL STELLMACHER: Sangsaar

12 SAFT: Hosenjagd

13 HELGOLAND (см.): Live Impro #24

14 HELGOLAND: Fax you

15 SAFT: Wanderin' Star

16 KLITPOP: Get out

17 BRIGADE MONDAINE: Disto

18 MANAGEMENT MALAISE: Laster

19 OLEG KOSTROW: Talk with God

20 TIM LENSENTA: Chemische Bruder

21 ROOTS'N'FRUITS SOUNDSYSTEM: Region of the Reversed Flow

22 I MUST WATER THE GARDEN: I must water the garden

23 THE NAZIS FROM MARS: Johnny Be Good

24 THE NAZIS FROM MARS: Headbanga Rave

	KORTATU
	Azken Guda Dantza (The Last Dance Of War)
	1988
	75:41
	label: Esan Ozenki Records (Espanian Fabrikatua)  http://www.esan-ozenki.com 

e-mail: info@esan-ozenki.com 

progressive на баскском языке; стилистически: ska-punk-rock.

Diska honetan parte hartu dute: Matxitxa, Treku, Fermín, Iñigo, Kaki, Jitu (Kortatu); Angel Valdés (perkusioa), Javier Muguruza (akordeoia), Xabier Montoia, Mikel Insausti (koroak), José Javier Gómez de Segura (trompeta), José Mari Dorronsoro (tronpeta), Juan Antonio Diez (tronboia), Josetxo Silguerok (saxo). Zuzeneko Teknikoak: Angel Katarain, eta Lilo Phagoburu. Grabaketa: “El Camión”. Grabatzailea: Pepin Fernandez. Teknikoak: Marc R. Neuhaus eta Jordi Mas. Nahasketak: IZ estudioan.

	Boris  KOVAČ
	From Ritual Nova  I & II
	1986-88
	68:23
	Yugoslavian folk-progressive

label: ReR

Импровизационные вариации на темы словенского фольклора.      Очень удачная и колоритная работа.

B.K. [ss, clar, bass clar, fl, tarogato, sopile, Hungarian zither, perc, other folk instr.]; Djordje Delibasic [d (#1,2,3,8)]; Nenad Vrbaski [violin (#4)]; Tanja Djorgovska [cello (#6)]; Katalik Ladik [v (#6)]; Jaroslava Djorgovska [v (#3,6)].

	Boris  KOVAČ
	Profana Liturgija
	1991
	58:35
	label: ADN (Milano)

Suite for quintet. Composed by Boris Kovac; performed by Ritual Nova Ensemble.

introduction: profound

autumn room: delighted

1st interlude: pensive

folk prelude: love sick

scherzo: loosely, trivial

2nd interlude: nostalgia

sound archaeology: misteriously

dervish theme: trance

interludium circulus: sacral

	Boris  KOVAČ
	Play On String (Music for The Last Dinner)
	1996
	39:54
	label: More Music (Italy)

The music was composed for the dance performance Sting and String.

Performed by Enzo Fabiani string quartet.

	Boris  KOVAČ
	Anamnesis – Ecumenical mysteries
	1996
	48:53
	Toutes les compositions sont de Boris Kovac (SAZAS).

Interprete par Ritual Nova Ensemble:

Boris Kovac [anches et composition]; Jaroslava Benka [soprano]; Mihal Budinski [vln]; Nebojsa Pandurovic [violoncelle];  Skidjan Dalagija [p]; Lubomir Zivkovic [perc].

1. The Voice

2. The Travel

3. White Cities

4. The Singing

Anamnesis, Ecumenical Mysteries, dedicated to mystics G. I. GURDJIEFF (см.) and N. BERDJIAEV, was permitted by Ritual Nova, featuring musicians from Slovenia, Croatia and Serbia. "It is an attempt", Kovac said to the Italian magazine musiche, "to synthesize the three spiritual worlds of my land, Orthodoxy, Catholicism and Islam. My dream is to play Anamnesis in the temples of all confessions: in Ljubljana we did it in a Catholic church, in Novi Sad in a synagogue. I would like to be able to play it one day in Sarajevo, when the city will be rebuild."

The music of Anamnesis doesn't lack in spirituality", explains the composer, "but it is not explicitly sacred: it is in the vein of something I have already done with Ritual Nova, there is no room for improvisation and, to a certain extent, it is a paraphrase of Renaissance as well as Oriental music. This music in its intentions wants to be functional, ritual and, in its own way, sacred. This music involves the listener, suggests something, but, at the same time, leaves room for personal experience. Its sincretistic nature, whose goal is the attainment of harmony within the cosmic circle symbolized by the triad and the dyad, is contained in the project's subtitle: Ecumenical Mysteries."

As Boris Kovac stated: "Music is the last consolation between heaven and earth"; Anamnesis is indeed consolatory and its implications are extremely poignant: a hymn to acceptance, dialogue and understanding coming from a tortured and torn land.

	Boris  KOVAČ
	East Off Europe – Closing The Circle
	1998
	54:36
	label: Les Disques VICTO (Canada)

Pour contacter Boris  KOVA(: kpokovac@fodns.opennet.org
Composition de Boris Kovac; Interprete par le Ritual Nova Ensemble.

Boris Kovac [a&s sax, grosse caisse]; Nenad Vbraski [violon]; Bogdan Rankovic [cl, bass cl]; Ivica Marusevic [contrebasse]; Sasa Svijic [p]; Jaroslava Benka Vilcek [soprano].

#1.-3. Visible Side

#4.-5. Invisible Side

#6. Finale

	Boris  KOVAČ
	The Last Balkan Tango
	2001
	69:19
	folk

label: Piranha [pi’ra:nha] (Berlin) www.piranha.de 

eMail: records@piranha.de 

[pi’ra:nha] swimming among sharks since 1987.

BORIS KOVAC with LADAABA ORCHEST: 

Bogdan Rankovic (Bogi) - clarinet, bass clarinet

Goran Penic (Gogi) - accordion

Milos Matic (Miki) - double bass 

Boris Kovac (Boki) - alto & soprano sax 

Istvan Cik (Picu) - drums, percussion

Olah Vince (Vici) - acoustic guitars (titles 1,2, 5, 6, 7, 9,11,12,13)

Special guest:

Nenad Vrbaski - violin (titles 1,3, 4, 8,10)

The LaDaABa (stands for La Danza Apocalypsa Balcanica) project was supported by the Fund for an Open Society – Yugoslavia.

BORIS KOVAC lives in Novi Sad, the capital of the Pannonian part of Yugoslavia. After several years abroad he returned home in 1996, running projects, wor​king with students and contributing to reestablish the contemporary music / theatre scene in Yugoslavia. He has performed his works in many interna​tional new music and contemporary theatre festivals and released so far seven eccentric albums.  ARTIST CONTACT: eMail: happydays@ptt.yu 

“FORGET about the despair, take your riches with you, just in case, let God come with you, if he feels up to it, Bachanalia implied, take your nearest and dearest with you ...

Let's DANCE IN HOPE, FAITH, PLEASURE, LOVE , let us be HAPPY at least one (more) time in life ...”

Boris Kovac

"Kovac slips easily across that twilight zone where contemporary composition and folk music touch."

Chris Cutler, London

"Just imagine there is only one starry night left till the end of this world ... What would we do?"

Welcome to an apocalyptic dance party with BORIS KOVAC, composer, instrumentalist and multimedia artist from the Vojvodina, the Pannonian part of Yugoslavia. No wonder that he knows what he is writing music about.

So keep calm and take your nearest and dearest with you ... Let's dance in hope, faith, pleasure, love...

1. THE LAST BALKAN TANGO (Boris Kovac) 8:55

2. BEGIN-ING (Boris Kovac) 7:57

3. OCTOBERBURREKFEST (Boris Kovac) 4:03

4. BALKATINO (Milos Matic) 4:10

5. SLOW FOR JULIA (Boris Kovac) 5:59

6. BEGIN FOR JULIA (Boris Kovac) 3:55

7. RUMBATTO (Milos Matic) 4:15

8. THE LAST WALTZ IN BUDAPEST (Boris Kovac) 5:03

9. WHAT LIFE OFFERS (trad./ Boris Kovac) 1:19

10. TANGO APOCALYPSO (Boris Kovac) 6:07

11. SHADOWS OF REMINISCENCE (Boris Kovac) 5:38

12. ENDING (Boris Kovac) 4:52

13. ORIENT EXPRESS (Boris Kovac) 7:04

"Take all what Life offers to You, Today You are Rose and Tomorrow ..." sing the "LaDaABa orchest" on one of their "Apocalypse Balcanica" tracks, trying to emulate a saloon atmosphere teeming with crude living "on the edge" -- which usually refers to the Balkans. The fact is that this unstable ground, inhabited by a Babylonian blend of languages and nations which talk all at once without listening to each other, became a synonym of the occasional outbursts of endemic violence and other kinds of nihilism. Still, regardless of all, The Balkans are interesting mostly because of the crossing of different cultures and traditions which give birth to amazin​gly vital artistic products and strengthen the feeling of vitali​ty, which is opposed to the notorious "death culture".

"La Danza Apocalypsa Balcanica" is a myth and a story of the Balkanic area, the aesthetics of transience and coinciden​ce which defy the games of fateful forces. It is an invitation to dance on the extreme edge of that abyss known as Yugos​lavia (the authenticity of Boris Kovac's artistic creed is not to be questioned, in spite of the offered "choice" between Milose​vic's rule and NATO air campaign) or a multistylistic master-work weaving its aural pattern by interlacing various "music".

Indeed, a fascinated swaying in the rhythm of tango -- with sharp movements of arms, legs and body which can hardly hold back its passion -- is but a small item in the offer called "An Apocalyptic Dance Party". Though the last dance call occurs in a terribly limited space, like with Scheherazade invited to tell her last story in order to postpone death. The firmament under which the listener is seduced mediates no feeling of anxiety: the sky may be cerulean blue and clear like in Mediterranean and life can either be easy and sweet at times. The dance drags us into a time left to Balkan peo​ple without pathos and the irresistible kitsch. In a characte​ristic manner, Kovac's individual artistic style gathers com​pelling tones of the last music before the end of the world, inspired with the sound of the Balkans. His "Orient Express" travels according to the following itinerary: ... Budapest - Szeged - Novi Sad - Sofia - Istanbul. From within that coal-position (train) it sometimes seems that nothing is more natu​ral on this planet than dancing with "LaDaABa" and Balkan people, becoming engrossed in the time when apocalypse is already behind us and around us, the only unbeaten future which continuously recurs.

Looking out of that "Orient Express", we pass through a multitude of themes and motifs, the multitude of faces and sounds characteristic of Vojvodina region, which is a Pannonian part of Yugoslavia, inhabited by at least sixteen ethnic and national groups. No wonder, then, that you can recognize in this music the "shades" of Gypsy, Serbian, Hungarian, Romania, Ruthenian, Slovak, Bulgarian, Turkish and other ethnic music.

In the key of the fateful tango and playing with the image of the "great lover" who is placing his heart at the feet of his beloved, everything seems to be free and easy, almost like at a wedding party. Still, a part of the face is hidden in the sha​dow. Behind the sporadic gayety we can smell the "Geschmack" of a tavern more pertaining to Vienna than to the Balkans. At the turn of the 19th century, Vienna is noti​ceable for a typical central European Secession art move​ment whose rebellion against artistic conventions anticipates the decline of the empire. However, Vienna was the secret center of the Balkans. Therefore, Kovac's composition (train) passes through Vienna on its way to the East ...

Thus in the music of "LaDaABa orchest", a mixture of tango, folk dance and Secession, waltz and burek (a charac​teristic pie prepared in the Balkans), carousing, suffering and wit, laughter, tears, sacrifice and surrender, Dionysian drun-kenness and vulgar primitivism, on the millennial edge, and for the sake of the promising moment of happiness, "The Last Balkan Tango" dances again -- FOR DANCING, NOT LIVING, IS WHAT MATTERS TO US. 

--- Relja Knezevic
Музыка последней ночи на земле. Предназначена для танцевального party, устроенного по случаю апокалипсиса: вполне декадентская заявка. Обложка у альбома – неотлотрековская. На обороте - фотография оркестра,  все музыканты мефистофельском макияже, а у басиста Милоша Матича и вовсе зеленые брови.  Всё это порождает определенные ожидания, которым не суждено сбыться. Не будет ни черных роз в бокале ни даже тигровых лилий. Декадентско-модернистский угар на поверку оказывается сгущенным до консистенции античного эпоса.  Ключевые эпитеты для этой музыки -  «роскошный», «щемящий», «чистый». 

“The Last Balkan Tango” – не просто набор танцевальных мелодий в балканском духе, но  цельное гармоничное произведение, по архитектуре напоминающее скорее даже симфонию, чем сюиту. 

Прямые географические корни этой музыки – в Войводине. Небольшая область неподалеку от Белграда,  место уникального смешения различных культур. О судьбоносном значении этого района нам уже приходилось писать. В главном городе Войводины, Нови-Саде  базируется Ladaba Orchest, там родился и туда вернулся несколько лет назад лидер коллектива – саксофонист и композитор Борис Ковач.

Едва ли подлежит сомнению, что сегодня мы являемся свидетелями (а многие посетители сайта – непосредственными участниками) балканского музыкального бума. 

В качестве реплики в сторону, замечу, что на мой взгляд к моде нужно относиться со всей серьезностью: денежные разводки и дешевые восторги  не должны заслонять главного: мода имеет прямой выход на дух, нерв, аромат настоящего времени; из двух творцов при прочих равных условиях модный имеет перед немодным явную фору: у него попросту больше возможностей(как, впрочем, и угроз). 

Так вот, есть ощущение, что что альбом «The Last Balkan Tango» знаменует собой пик, высшую точку моды на балканскую музыку, трактуемую трактуемую максимально широко – от Кишинева до Нью-Йорка, от Taraf de Haidouks до Энтони Коулмана. Есть ощущение, что сегодня всё это вращается вокруг саксофона Бориса Ковача, подобно тому как вращалась ночь вокруг трубы оркестра в стихотворении поэта, который носил непотопляемую фамилию и с маникальным постоянством воспевал тонущие корабли.

	Boris  KOVAČ
	Ballads At The End Of Time (La Danza Apocalypsa Balcanica – part two)
	2003
	59:06
	label: Piranha

Boris Kovac [a/s saxes, sampler]; LaDaABa Orchest: Bogdan Rankovic [cl, b cl]; Goran Penic [accordion]; Milos Matic [double b, tamburitza]; Istvan Cik [d, perc]; Olah Vince [g].

Just imagine: The morning after the apcalypse … Are we still alive? We wonder. It would appear so … There's no end to this world … There's no rest for the soul … There's no past … There's no future … Now is eternal … LaDaABa Orchest offers you the ideal entertainment at the end of time: La Danza Apocalypsa Balcanica … Part Two

	Peter KOWALD – см. в 'Jazz'
	
	
	
	

	Konrad  KRAFT
	Alien Atmospheres
	1996
	71:19
	ambient / noise, насыщенный разными саундами.

label: Elektro-Smog

Composed and arranged, recorded and mixed by Konrad Kraft.

  Ever since man started making music he has been using the opportunity to influence dynamic brain-process by producing sounds, rhythms, noises, etc. Because, the brain, by association, projects an order or a meaning into structures that seem disordered or meaningless. It creates order where there isn’t any.

	William KRAFT – см. на CD с Edgard VARESE
	
	
	
	

	David KRAKAUER  -- cм. в файле "Asia I /  Israel"
	
	
	
	

	Dagmar  KRAUSE
	Kevin COYNE & Dagmar KRAUSE:

"Babble"
	1979
	46:31
	Певица Dagmar Krause тж. участвовала в проектах: Slapp Happy (см.), Henry Cow (см.), Art Bears (см.), Goebbels/Harth (см.), News From Babel (см.), Tim Hodgkinson (см.),

Подобные проекты – см.: Sonja KEHLER "Brecht-Portrait" (Sonja Kehler singt Bertolt Brecht); NON CREDO; Amy DENIO "The Memphis Years: Terminal Moraine"; LES REINES PROCHAINES; Sarah-Jane MORRIS; 

label: Virgin Records

	Dagmar  KRAUSE
	Supply & Demand
	1986
	68:45
	label: Hannibal Records (London)

Здесь D. Krause с участием большого ансамбля исполняет песни немецких композиторов Hanns'a Eisler'a (на стихи Bertolt'a Brecht'a) и Kurt'a Weill'a (см. в ‘Classics’) известного отечественному слушателю по песням «The Ballad Of Mac The Knife» в исполнении Louis Armstrong и «Alabama Song» в исполнении группы The Doors.

	(Dagmar  KRAUSE)
	CUTLER / GLANDIEN:

"Domestic Stories"
	1992 
	48:56
	label: ReR

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

	Dagmar  KRAUSE
	Tank Battles: The Songs Of Hanns Eisler
	1994
	78:29
	label: Voiceprint (USA)

Альбом аналогичен предыдущему, но на этот раз исполняются песни только Hanns'a Eisler'a на стихи разных поэтов.

Guest musicians: Michael Blair [perc, marimba],  Danny Thompson [double bass], Alex Balanescu (см.) [viola], John Harle (см.) [s s], John Tilbury (см. AMM) [p], Lindsay Cooper (см.) [bassoon].

"His songs were written with sharpness and precision, bound by tenderness and strength.  They are an encounter with some of our more worthwhile feelings. He set the pace for the fight against stupidity in music."
--- Dagmar Krause.
Open the window. Remember that the noise of the street is not mere noise, but it is made by man. 

--- Hanns Eisler.

This album is devoted to the work of Hanns Eisler, a composer whose revolutionary spirit was fired and sustained by the march of German history. His music, however, has a resonance and a universality which stretches across time and national frontiers to claim an honourable place in the culture of our times.
Eisler was born in Leipzig in 1898 although he moved with his family to Vienna at the start of the new century. By 1916 he was a soldier in a Hungarian regiment, fighting among the embers of a dying European order. Two years later, with the end of The Great War, a new Europe was struggling to be born.
The old imperialist conservatism was challenged by new philosophies in politics and art; the established bourgeois traditions were directly confronted by the flowering of revolution. The very times being seized; the old order was crumbling.
In defeated Germany the void was filled by political chaos and uprising which, in 1918, gave rise to an uneasy new society. The Weimar Republic was "born in defeat, lived in turmoil and died in disaster", says historian Peter Gay. Yet for 15 years the Weimar Republic was the centre of an extraordinary blossoming of the imagination, a rich and fertile source of artistic experiment upon which contemporary Western culture still draws.
In the autumn of 1919 Eisler began four years of private tuition with Arnold Schoenberg, who rated Eisler as highly as his other illustrious pupils, Alban Berg and Anton Webern.
But by the mid-Twenties Eisler had repudiate Schoenberg's modernism as elitist and irrelevant to the pressing issues of the day. In a letter to his former teacher, Eisler wrote: "Modern music bores me; a lot of it I hate and despise. Unfortunately I have to include my own works of recent years. I try to avoid listening to it or reading it." Schoenberg's anger was understandable: this was the rebellious son.
Vienna had also become a dead-end for Eisler and, in 1926, he moved to Berlin where he remained until 1933. Berlin had become one of the major musical centres of Europe. It was also, of course, the focal point for the great political conflagration that has shaped the face of Europe.
By the late Twenties, the Weimar Republic was surviving against a backdrop of the rise of the Nazi Party. Eisler turned his back on the concert platform and put his talents to the service of German workers and those who opposed the burgeoning Nazi 'philosophy'. He became an agit-prop pianist, writing political songs which, in practical terms, meant adopting accessible and popular musical forms. Such militant songs as THE BALLAD OF THE SACKSLINGERS and BANKENLIED combined march-like elements with the syncopated features of jazz.
Eisler's songs were also topical. The Wall Street Crash of 1929, for instance, had created widespread poverty and misery. But it was not enough to simply expose the wretchedness of peoples' lives; expressions of hope were needed, songs to unite people and broaden the base of the anti-Nazi movement. YOU HAVE TO PAY, for instance, displays the motoric, restless quality typical of Eisler's militant work.
The songs also had to be adaptable, to be performed for large and small audiences, for rallies and mass meetings, political revues and cabarets. Among the lyricists with whom Eisler collaborated was Bertolt Brecht, the greatest German poet of the Twentieth Century. Their first song, BALLAD OF THE WISE WOMAN & THE SOLDIER, was written in 1930.
It was the start of a vitally important artistic partnership which, by 1932, had taken Germany by storm with two controversial political plays, MEASURES TAKEN and THE MOTHER.
The following year, 1933, signalled the death of the Weimar Republic. Adolf Hitler was appointed Chancellor and the National Socialists declared the only legal party. The vitality and originality of Weimar culture was ruthlessly crushed and many of Germany's greatest talents - among them Albert Einstein, Thomas Mann, Bertolt Brecht, Kurt Weill, Walter Gropius, George Grosz, Wassily Kandinsky and Max Reinhardt - were forced into exile.

Hanns Eisler went first to Vienna and then, also in 1933, to Czechoslovakia, Paris and London. For the next 15 years the anti-Nazi theme was to dominate his creative work. No aspect of Nazi ideology, not a single act of Nazi terror, escaped his anger and condemnation. In Eisler's own words, the artist had to change "from a parasite to a fighter".
In exile Eisler and Brecht collaborated on THE ROUNDHEADS & THE PEAKHEADS, an anti-Nazi parable in which the hatred between 'round' and 'peak' heads (Jew and Aryan, black and white) is shown as a fiction. In SONG OF THE WHITEWASH, for instance, Eisler expresses Nazi crudeness and aggression through a kind of manic, depraved militant music. Another song, THE STIMULATING IMPACT OF CASH, is a tongue-in-cheek eulogy of an "indispensable commodity" while THE PERHAPS SONG reflects what many felt in the early years of the Hitler regime, hoping against hope in a period of uncertainty.
All Eisler's songs in the early-Thirties - as the Nazis tightened their grip on Germany-exposed and attacked the barbarism of an unjust system. The exploitation of working people, for instance, is exposed in THE BALLAD OF WELFARE.
Eisler's work, however, was not without humour. The delicious MOTHER BEIMLEIN, again written with Brecht, displays a capacity for black comedy at a time when the plight of the anti-Nazi struggle had become desperate.
In 1938 Eisler finally sought refuge in the United States, joining such exiled compatriots as Thomas Mann, Bertolt Brecht and Arnold Schoenberg. His music had long since taken account of the arrival of mass media - radio, gramophones and the movies-and Eisler eventually found himself in Hollywood, writing film music of the highest quality. Indeed, he won an Oscar for his 1942 music score to Fritz Lang's film, HANGMEN ALSO DIE.
The American years proved among the most fertile in Eisler's career. His many songs written to Brecht's texts are among his finest achievements, Eisler's lasting contribution to the great German song tradition.
He managed a new musical synthesis which incorporated elements from his early Viennese compositions, from the militant songs of the Berlin days, references to the German Lieder tradition as well as jazz and popular music. This melange of styles is particularly evident on such songs as I READ ABOUT TANK BATTLES and TO A LITTLE RADIO, both written with Brecht.
In many ways this was the most difficult period in Eisler's life. As a political artist in exile, he was alienated from the German people, powerless to influence the fate of young Germans who had rallied to a false cause (a feeling which finds poignant expression in SONG OF A GERMAN MOTHER), depressed at German victories yet feeling a deep - seated need to extol the real human values embedded in German culture. Futhermore, in America he was to encounter an intolerance and bigotry Eisler could not have anticipated when he fled from Nazi persecution.
At the precise time the Allies were victorious in the war against Hitler a virulent witch-hunt against communists-real or imagined - was initiated in the United States. Eisler's brother Gerhardt was a known communist activist in America and, in 1946, Hanns himself was caught up in the madness.
Eisler was summoned to appear before the House of Un-American Activities and, despite a petition signed by many celebrated artists, received a deportation order.
Eisler returned to East Berlin where he became a professor at the Berlin Conservatory. He also continued his work in theatre and film, as well as his partnership with Brecht. The full story of his relationship with the East German government has still not been told. A priceless asset? A thorn in their side? Eisler was probably both. Some of his work met with official objections: the libretto for his three-act opera JOHANN FAUSTUS was published, but the music never composed.
Inevitably Eisler's songs during this last period of his life expressed different concerns. There were such songs as LEGEND OF THE ORIGIN OF THE BOOK OF THE TAOTE KING and MANKIND in which certain values and truths could be highlighted and even veiled criticism and dissent expressed. Others, like MOTHER'S HANDS, reveal a simple sentiment which never descends into sentimentality.
Throughout his life, Eisler's integrity and sharp wit never deserted him and his sayings and aphorisms have worn well. A musician today, feeling overawed and intimidated by the march of technology, might ponder Eisler's words from 1958: "I think that physicists and bankers play to great a role in music. Our composers don't know it yet, but they will have to learn it."
On September 6, 1962, Hanns Eisler died in Berlin. He left a legacy of enduring music fired by the human spirit.
--- John Tilbury

	(Dagmar  KRAUSE)
	Anthony MOORE:

“Camera”
	2000
	51:32
	ANTHONY MOORE – Music

PETER BLEGVAD (см.) - Words

Singers:
DAGMAR KRAUSE - Melusina
JOHN HARRIS - Forecast
QUENTIN HAYES -Taft
NICOLE TIBBELS - Hardwick
EWART JAMES WATERS - The Clock
Musicians:
The BALANESCU QUARTET (см.) With CHRIS LAURENCE
Woodwind leader:
KATE ST. JOHN
DAVID HEATH
RICHARD SKINNER
DAI PRITCHARD
Brass leader:
TERRY EDWARDS
JOHN EACOTT

PETER DAVIES
MICHAEL KEARSEY
PHILLIP EASTOP
RICHARD BISSILL

	KRONOS  QUARTET
	In Formation
	1982
	33:36
	K.K. -- победитель “DownBeat critics poll winners” в категории: Beyond Group (1993)

label: Reference Recordings

John Sherba [violin]; Joan Jeanrenaud [cello]; Hank Dutt [viola]; David Harrington [violin].

Kronos Quartet. Firmly committed to the evolution — and revolution — of contemporary chamber music, the Kronos Quartet has emerged as a major force on the international music scene since its inception in 1973. Capitalizing on thee versatility of the string quartet medium, Kronos balances a unique devotion to both controversy and convention to provide its audiences with the opportunity to experience the full spectrum of 20th Century music. The Kronos Quartet’s repertoire reflects this dual focus and is expanded constantly. To date, more than 125 new works have been premiered by Kronos, enhancing the Quartet’s reputation as one of the foremost contemporary music ensembles. Based in San Francisco, Kronos has served as Artists-in-Residence at S.U.N.Y.-Geneseo, Mills College in Oakland, California, and the Schoenberg Institute at the University of Southern California. Kronos also presents an annual series of contemporary quartet music in San Francisco, hailed as “the top contemporary series” by San Francisco Magazine. A relentless quest for innovation and variety has led the Quartet to explore a wide range of environments for its performances. Complementing its intensive schedule of live performances, the Kronos Quartet is engaged in recording activities designed to make available its singularly vast and versatile repertoire. Rebellion against the staid traditionalism of chamber music has long been the trademark of the Kronos Quartet. Their repertoire and performing style defy the solemnity generally associated with the string quartet genre. In favor of celebrating the spirit of contemporary American music — a spirit unique in its boldness and rooted firmly in the myriad of influences that have shaped our culture in the last several decades.

In Formation, a collection of works written especially for Kronos, finds the Quartet exactly where it likes most to be: in a lot of unexpected places. The album is a compilation of unique connections, bridging far-flung musical cousins of rock, jazz, country and folk into a network of exuberant style. The paradox is that, rather than rejecting string quartet tradition, Kronos builds upon it here to form a refreshing contemporary musical language. Unquestionably, this language is an extension of the complex artistic personalities of the quartet members themselves. Woven among the works are shades of a musical sensibility that is distinctly Kronos: the angular, dance-like rhythms of “Funky Chicken”; the smooth, sultry yet gutsy tones of “Wind On My Back”; the gentle waltz of “When”; and the sly, wistful evocation of the American west in “Remember”. The contrasts are sharp yet catalytic when “Joan’s Blue”, “Dark Razz”, and “Blues” intervene with crosscurrents of blues and jazz. It is Kronos, tapping the American nerve, encompassing the reigning elements of their musical environment and steering the string quartet medium in a direction it has never taken but clearly enjoys. The group itself is bound up in its explorations of new directions — a pursuit motivated by Kronos’ thirst for reflections of its culture. Their performing style belies an acutely physical embrace of these forces, bringing an exhilarating tone of energy and sensuality to each composition. In Formation is an outlet for Kronos, a voice that captures without copying the familiar experiences of the baffling American mode. There are few others who would dare take a string quartet along these roads. Perhaps, then, it is fitting to look upon Kronos as pioneers — of spirit, of audacity, of the energy that is at the heart of contemporary American music.

Please be aware that the shortness of the program is the choice of Kronos, not of Reference Recordings.

	KRONOS  QUARTET
	Monk Suite
	1985
	40:31
	Kronos Quartet Plays Music Of Thelonious Monk with Special Guest – Ron Carter

	KRONOS  QUARTET
	Music by:

Sculpthorpe

Sallinen

P. Glass

Nancarrow

J. Hendrix
	1986
	49:04
	

	KRONOS  QUARTET
	Cadenza On The Night Plain
	1988
	75:02
	label: Gramavision

all compositions by Terry Riley (см.):

Sunrise Of The Planetary Dream Collector

G Song

Mythic Birds Waltz

Cadenza On The Night Plain

Всю дополнительную информацию к диску см. в ‘Alternative’ section: Terry Riley.

In contemporary classical music, there is a deep schism between the academic and the popular. Few artists have been able to straddle this gulf without losing their credibility or their popular appeal in the process. But The Kronos Quartet are the exception. The Kronos consists of four virtuoso musicians—David Harrington (violin), John Sherba (violin). Hank Dutt (viola), and Joan Jeanrenaud (cello)—who are doing no less than to make the entire string quartet genre relevant to our time. The Kronos Quartet manages to find insightful approaches to classical masterpieces while maintaining a firm commitment to the creation, develop​ment and performance of important new works. The result is an ever​growing repertoire which ranges from Bartok, Shostakovich, and Berg to Terry Riley, John Cage, Philip Glass and Jimi Hendrix.

	KRONOS  QUARTET
	Different Trains
	1989
	26:50
	music by Steve Reich; комментарий см. в Steve Reich.

	KRONOS  QUARTET
	Salome Dances For Peace
	1989
	71:00 47:35
	Music by Terry Riley       [2CD-set]

(всю дополнительную информацию к диску см. в: Terry Riley)

   Terry Riley (1989): “The coming together of David Harrington, John Sherba, Hank Dutt and Joan Jeanrenaud to form the Kronos Quartet is one of the rarest of good fortunes for the music of our times. Some strongly felt spiritual attraction has bounded their group energy into a magnetism that has greatly affected the course of the string quartet and those of us who have chosen to write for it. In their sound can be felt the powerful elements of nature, the subtle interplay of electrifying energies, the awesome mystery of correctly placed silence and at times a divine unified voice singing with elegance and power. Theirs is a gift to plumb the mysteries of those little notes lying dormant on paper that long for a release into the Tantric play of the universal sound. A gift of illusion that lets us hear the seamless transformation of one musical fabric into another. The gift of patience that allows the rapture to build on ever increasing levels and the gift for expression with quiet conviction that this is the most natural, this is ‘the way it should go’. And most important, the gift that allows four joyous souls to fly as one into uncharted lands.”

	KRONOS  QUARTET
	Black Angels
	1990
	61:39
	Исполняют сочинения George Crumb,  Thomas  Tallis, Istvan Marta, Charles Ives, Dmitri Shostakovich.

	KRONOS  QUARTET
	Five Tango Sensations
	1991
	26:50
	KRONOS  QUARTET /  Astor  PIAZZOLLA

	KRONOS  QUARTET
	Hunting: Gathering
	1991
	21:25
	KRONOS  QUARTET plays Kevin Volans.

Kevin Volans talk about “Hunting: Gathering” — см.: Balanescu Quartet plays Kevin Volans: String quartets № 2, 3: “Hunting: Gathering”, “The Songlines”; Kevin Volans см. тж.:  Kronos Quartet “Pieces Of Africa”.

    If, as has been said, speaking another language confers a new soul on the speaker, what then are the implications for speaking more than one musical language? Kevin Volans’ compositions may be just one in a stream of possible implications. Certainly the blend of influences and inspirations that he brings to his music is unlike most other composers’  work.  Volans grew up in the South African town of Pietermaritzburg. His early musical training was oriented toward European classicism. Later it embraced, then jilted, the European avant-garde. Inevitably though, Africa emerged prominently both in his psyche and in his music-making. “The light, the textures, the colors of Africa and the African landscape and the sounds of the birds and the insects are totally different from Europe,” he explains. “And the music fitted exactly with that. It’s not so much cultural as environmental. You can switch cultures in a way but you can’t deny your environmental background.” Hunting: Gathering itself also started out as part of a series of pieces originally called African Paraphrases. “I found that title so misleading. Although the title and a lot of the music quoted in the piece is modelled on African music, it’s not an African piece at all. When I say ‘modelled on’, the African-ness is as relevant to it as, say, African masks are to Picasso’s Les Demoiselles D’Avignon. The origin of that painting is undeniably African — because of the faces and so on — but the painting is nothing to do with African art. That’s sort of how I feel about this piece.” Nonetheless, Hunting: Gathering is suffused with an African light and, parts are, to appropriate Volans’ term, ‘paraphrases’ from Ethiopian, Zimbabwean and Malian music. Like his 1980 composition Mbira for harpsichord and percussion, its textures are deeply African. The cornerstone of its success lies in the expert way in which Volans not only draws inspiration from the tensions — real or figurative — between the African cultural and Western classical elements in the piece but also reconciles those tensions. Hunting: Gathering is the marriage of those diverse forces. “By the time I came to write Hunting: Gathering,” he continues, “I was tired of the composition etude — the ‘one idea’ piece — and I thought it would be interesting to write something which included as many different kinds of music as possible — the opposite of minimalism, if you like. In Hunting: Gathering there are about 23 different pieces of music in the space of 26 minutes, linked together in a pseudo-narrative which leads nowhere in particular.” He calls the piece a “journey of the imagination” and this particular odyssey confronted him with many musical problems. The bonding agent was the need to “ensure that no one element dominated the others. To emphasize the separateness of each piece of music, I wrote them in different keys. My most difficult task, then, was to find a way of getting from one key to another without any sense of development.” He adds that realizing this dream was, to say the least, taxing. “The way I write music, if I get stuck I fall asleep. I switch off, lie down and when I wake up I know what to do next. The problem is solved in my sleep. I don’t dream the music though. I wake up with a clear mind and immediately the solution presents itself. I slept an incredible amount while writing Hunting: Gathering” — Ken Hunt, 1990.

	KRONOS  QUARTET
	Pieces Of Africa
	1992
	67:14
	Исполняют музыку африканских композиторов в  числе которых Foday Musa Suso (см.) и Kevin Volans.

	KRONOS  QUARTET
	Short Stories
	1993
	75:06
	Исполняют сочинения Elliott Sharp(см), Willie Dixon(см.), John Oswald, John Zorn(см), Henry Cowell, Steven Mackey, Scott Johnson, Sofia  Gubaidulina(cм.), Pandit Pran Nath.

	KRONOS  QUARTET
	Henryk GORECKI: "String Quartets # 1, 2"
	1993
	46:18
	label: Electra Nonesuch Records (USA)

String Quartet #1 ‘Already It Is Dusk’ (rec. 1990) 

After the final climax of the dance music (con massima passione — con massima expressione) Gorecki had originally written a hymn-like conclusion presenting the cantus firmus in a purely tonal, triadic context. But just before the final pre-Christmas dispatch-date he characteristically rejected this answer as too easy, substituted a continuous (that is, uninterrupted) version of the opening polymodal canon, and only resolved its tensions in a coda as brief as it is inspired.

String Quartet #2 ‘Quasi Una Fantasia’ (rec. 1992)

Why, when the quartet has four distinct movements, is it called ‘Quasi Una Fantasia’? Is it because some of these ideas relate to the only overt quotation in the work, which steals in sotto voce just before the final coda? And what is the significance of this particular quotation? Perhaps the mystery lies in the enigmatic cadential phrases that crop up from time to time. Where have they came from; where are they going? Do they relate to other composers and their practices? However we may surmise his creative intentions, Gorecki has composed in ‘Quasi Una Fantasia’ a stark and passionate confrontation of musical ideas that follow in a long line of potent visions which he initiated more than 35 years ago.

	KRONOS  QUARTET
	Morton FELDMAN: "Piano And String Quartet"
	1993
	79:33
	KRONOS  QUARTET with  Aki TAKAHASHI

 Исполняется одночастное сочинение композитора Morton'a Feldman'a  [1926-87]  «Piano and String Quartet» [1985]. Комментарий см. в: Morton Feldman.

	KRONOS  QUARTET
	KRONOS Q / 

FRANZ SCHUBERT Q / 

WILANOW Q
	1994
	73:16
	Gloria Coates:

1. STRING QUARTET No.1 (Andante agitato)
4'31

2. STRING QUARTET No.2 (Grave)
5'43 

STRING QUARTET No.4

3. Molto sostenuto e espressivo
3'09

4. Adagio molto con espressione
4'37

5. Allegretto scherzando
3'24

#1-4 performed by Kronos Quartet:

David Harrington -- Violine / John Sherba – Violine / Hank Dutt -- Viola / Joan Jeanrenaud -- Violoncello

Hartmut Pascher:

STREICHQUARTET NR.1 (op.27) (String Quartet No. 1)

6. Introduktion und Scherzo
7'3 5

7. Thema mit 2 Variationen
5'15

Thomas Pernes: 

STREICHQUARTET NR.1

(String Quartet No.1)

8. l. Satz                                   12'36

9. 2. Satz                                       4'43

Bronislaw K. Przybylski:

10. ArnolD SCHonBErG in memoriam      5'00 (Fur Streichquartett) 

#6.-10. performed by Franz Schubert Quartett:

Florian Zwiauer -- Violine / Michael Gebauer – Violine / Hartmut Pascher -- Viola / Rudolf Leopold -- Violoncello

Zbigniew Bargielski:

11. QUARTETTO PER ARCHI 2 “Primaverile” 15'56 (String Quartet No.2) 

#11 performed by Wilanow String Quartet

From its earliest beginnings in the eighteenth century the genre of the string quartet has enjoyed an undiminished popularity among composers. Ever since Joseph Haydn boldly conceived and defined its form and structure, and ever since Beethoven produced the works of his late period, more and more composers have entrusted their most experimental music to this extremely homogeneous and diaphanous body of four similarly constructed string instruments. When an ensemble as highly motivated as San Francisco's Kronos Quartet comes to perform such music, the result is a musical event of a quite special quality. Gloria Coates, born in Wisconsin in 1938, started composing music in her early teenage years. She was a mere fourteen years old when she received her first composition prize, which was soon to he followed by others. Besides her musical proclivities, she was also receptive to influences from architecture, painting and theatre. Her teachers included Alexander Tcherepnin, Otto Luening, Jack Beeson, Kenneth Kalus and Helen Gunderson. After receiving various degrees from American universities she took up a career as a composer, singer, actress, stage director and author in New York, Chicago and Louisiana before moving to Munich in 1971. In 1972 she presented her own technique of multiphonic part-writing at the Darmstadt Holiday Courses, where the most recent compositional techniques are developed, presented and debated. In a straight and unswerving line of evolution she has reached her goal of becoming an internationally recognized and frequently performed composer. The Kronos Quartet has given an important impetus to her cycle of string quartets no. 1 (New York, 1966), no. 2 (Munich, 1972) and no. 4 (1976-7) with brilliant renditions that allow Coates's characteristic diction of sound streams and linear contours to be heard to lull advantage. The First String Quartet is built on a freely atonal mirror-canon between the violins and viola, with the cello adding a stormy and aggressive counterpoint that strives toward a climax of its own and ultimately vanishes. Written, like the first quartet, in a single movement drawing on canonic counterpoint, Coates's Second String Quartet likewise consists of a canon.

This time, however, it is a canon made up of motifs of tone -- colour. Like a sort of spinning wheel, the canon accelerates as the duration between the entrances is truncated. Finally it comes to a halt, and a motif from one of Coates's juvenile compositions is heard in the leftover timbres. The Fourth String Quartet, unlike the earlier works, is written in several movements and colargos the procedures into a cyclic structure. Thus, the first movement, marked "Molto sostenuto e espressivo", is based on a twelve-note row which, in contrast to orthodox dodecaphonic pieces, evolves micro-tonally, with the tempo again accelerating as the intervals expand. The middle movement, a slow "Adagio molto", is strikingly sensual and expressive in its sound. Here Coates establishes a counterweight to the vitality of the finale, a polyrhythmic "Allegretto scherzando" with a rich amalgam of timbres. Completely different in character is the sound of the Schubert Quartet, a Viennese ensemble that here offers its renditions of works by Pascher, Pemes and Przybylski. But the three composers are no less different in their choice of textures and formal designs. Hartmut Pascher, born in Vienna in 1956, is a pupil of the legendary Franz Samohyl and the violist of the Schubert Quartet. He clearly follows in the footsteps of the school of Schoenberg and Webern. "I have attempted to combine the more modern and the more traditional elements of the music of our century, whether by holding them in contrast or by forming syntheses and collages." Thus Pascher describes his own piece, tailor-made, one might say, for himself and his colleagues in the quartet. The first of its two movements consists of an introduction followed by a scherzo and trio. The second is based on a Webernian set of variations culminating in what one might call a "jazz fugue" during which the theme of the variations reappears to round off the work in a sort of collage.

Far more strongly committed to the avant garde is Thomas Pernes, a pupil of Uhl, Cerha and Haubenstock-Ramati likewise born in Vienna in 1956 and capable of expressing himself convincingly in a modern idiom.

Pernes' owes his fame as a successful composer of the younger generation to highly esteemed performances at the ISCM's World Music Festival in Jerusalem, the Donaueschingen Festival and the Styrian Fall Festival.

He was a more twenty years old when he wrote his First String Quartet in 1976. Three work hovers around a single, central pitch. The first movement is dominated hy five fields of tension, by precisely calculated structures and aleatoric passages left to the discretion of the performers. In the second movement the material is compressed this form a climax. As the composer remarked of his own piece: "The atmosphere is very important. Sometimes it hears the physiognomy of the place where it was written -- Vienna. Sharp angles are rounded off, tightness is loosened. In this atmosphere there is no room for oversized theatrical gestures nor self-indulgent pathos. It is pure lyricism, not melancholy, not forceful. At the end the mood is compressed in a simultaneous process of disintegration and affirmation. " Like Pascher, Bronislaw Kazimierz Przyhylski is a pupil of Hauhcnstock-Ramati and a disciple of Schoenherg. Born in the Polish town of Lodz in 1941 and trained in Vienna, Przybylski writes in an expressive style. He is a member of the Polish avant garde and the recipient of many awards. He relates his work expressly to Arnold Schoenherg and as Alban Berg had done before him (doubtless for the first time), setting the letters of the composer's name -- "ArnolD SCHoenBErg in memoriam" -- to produce the pitch sequence A-D-E flat-C-B-B flat-E-G. To this series of eight pitches he adds the missing four to complete the twelve-note row, which he then manipulates in a manner typical of the Schoenberg school. But unlike his models, he has designed his work in such a way that the four parts are each conceived separately and vary in the way they intersect. The result is a constantly changing stream of new combinations of sounds.

With its perfnrmance of Zhigniew Bargielski's Second String Quartet, the Wilanow Quartet from Poland again opens up fresh perspectives with its lively sound, thereby allowing our recording to offer a revealing and representative comparison of performers as well as composers. Bargielski, born in the Polish town of Lomza in 1937, first studied law before taking up composition in Warsaw and Kattowitz. After receiving, first prize for young Polish composers he was given a scholarship to finish his studies of composition with Nadia Boulanger in Paris. His works can he heard at all important centres of contemporary music from Graz to St. Petersburg and from Paris to Zagreb. As the composer informs us, his Second String Quartet, which he refers to as the "Spring Quartet", is intended to kindle in its listeners a sense of optimism and hope for the emergence of new life. Here Bargielski has chosen a technique not unlike that practiced hy his follow countryman Przyhylski: the players are allowed to determine the rhythmic values of their parts in the spirit of "aleatoric counterpoint". As a result, each new performance gives rise to fresh constellations of sounds, an effect which Bargielski derived from Lutoslawski's String Quartet. The substance of these variable structures consists of individual pitches, intervals or even chord progressions. Unlike Przyhylski, however, he completely dispenses with motivic-thematic elements or linear structures.

	KRONOS  QUARTET
	Night Prayers
	1994
	78:54
	Исполняются сочинения этнической   музыки композиторов, родившихся  на территории бывшего С.С.С.Р.    

	KRONOS  QUARTET
	Early Music (Lachrima Antiqua)
	1997
	68:38
	label: Nonesuch Rec.

Kronos Quartet featuring performances by: Marja Mitru [harmonium]; David Lamb [bagpipe]; Wu Man [zhong ruan, da ruan]; Olov Johansson [nyckelharpa]; Huun-Huur Tu [vocals, igil, byzaanchi, toschpuluur].

1. Guillaume de Machaut (arr. Kronos Quartet): Kyrie I   0:54
2. Christopher Tye: Rachell’s Weepinge  1:44
3. David Lamb: Langdans efter Byfans Mats  3:09
4. John Dowland: Lachrymae Antiquae  3:53
5. Arvo Part: Psalom   2:01
6. Harry Partch (arr. Ben Johnston): Two Studies on Ancient Greek Scales   3:37
7. Jack Body: Long-Ge   2:51
8. John Cage (arr. Eric Salzman): Totem Ancestor   2:04
9. Guillaume de Machaut (arr. Kronos Quartet): Kyrie II   0:43
10. Traditional-Sweden (arr. Mikael Marin): Brudmarsch fra Osta   2:53
11. Kassia (arr. Diane Touliatos): Using the Apostate Tyrant As His Tool 3:51
12. Louis Hardin a.k.a. Moondog: Synchrony No. 2   2:38
13. John Cage: Quodlibet  1:26
14. Perotin (arr. Kronos Quartet): Viderunt Omnes  11:41
15. Guillaume de Machaut (arr. Kronos Quartet): Kyrie III  1:02
16. Henry Purcell: Four Part Fantasia No. 2   3:01
17. Hildegard von Bingen (arr. Marianne Pfau): O Virtus Sapientie  4:24
18. TraditionaI-Tuva (arr. Steve Mackey): Uleg-Khem  3:15
19. Christopher Tye: Farwell My Good i. Forever  2:12
20. Alfred Schnittke (arr. Kronos Quartet): Collected Songs Where Every Verse is Filled with Grief   8:13
21. Bells 1:28

	KRONOS  QUARTET
	TAN DUN: 

"Ghost Opera"
	1997
	35:46
	Wu MAN - см. тж.: Liu  SOLA & Wu MAN; THREADGILL: VERY VERY CIRCUS: “Carry The Day” ('Jazz');
label: Nonesuch Records

performed by Kronos Quartet and Wu Man [pipa].

TAN DUN -- см. тж. в разделе 'Classics'.

	KRONOS  QUARTET
	Alfred SCHNITTKE: «The  String Quartets»
	1998
	63:29 43:22
	label: Nonesuch

CD I:

1. String Quartet #1 (1966)

2. Canon in Memory of I. Stravinsky (1971)

3. String Quartet #2 (1980)

4. String Quartet #3 (1983)

CD II:

1. - 5. String Quartet #4

6. Collected Songs Where Every Verse Is Filled with Grief

«Kronos’ marvelously well-judged interpretations made [Schnittke’s quartets] seem like the distillation of a lifetime’s experience.»   --  The Guardian
Альф—так Альфреда Шнитке называли его московские друзья. Понятно, что случайно подобные сокращения не образуются. Мне представляется, что в этом как-то отразилась экзотика существования Шнитке посреди советского московского быта: как будто среди нас оказался бы пришелец с Марса.

Было в Шнитке, действительно, что-то от инопланетянина: большая, скло​нённая набок голова, странная причёска; близко посаженные пугливые глаза на бледном лице сразу поражали и запоминались. Ещё до всех своих неполадок с сердцем Шнитке двигался неуверенно, осторожно – словно постоянно примеряясь к чуждому земному притяжению.

Вообразить его учавствующим в нашей суетливой жизни было трудно, однако Шнитке в те годы – 60-е, начало 70-х – менее всего походил на затворника. Наоборот, я изумлялся, как это Шнитке поспевает повсюду: и в консерваторию, где он преподавал оркестровку, и на заседание в Союз композиторов, чтобы выс​тупить там в поддержку своих друзей, и в экспериментальную студию электронной музыки, и на модную театральную премьеру, и на приём в западное посольство.

Где бы Шнитке ни появлялся, вокруг него сразу образовывался мини-водоворот узнавания, любопытных взглядов и перешёптываний: «Это же Шнитке! Как, Шнитке? Да-да, Шнитке! Тот самый, композитор?»

Да, чуть не забыл: он же ещё успевал и музыку сочинять! Причём плодови​тость Шнитке была поразительной: одна за другой следовали симфонии (на сегодняшний день их девять), инструментальные концерты, сонаты... Шнитке – автор трех опер, нескольких балетов, сочинений для хора – много музыки!

Он стремился к тому, чтобы его сочинения вошли в общий ряд современ​ной культуры. Для советских чиновников это было признаком «безродного кос​мополитизма» Шнитке. В Советском Союзе словосочетание "безродный космополит" эвфемистически обозначало еврея.

Иудейство Шнитке, между тем, было весьма сомнительным. Отец его был евреем – коммунистом и атеистом, мать – немкой. Первым языком был немецк​ий, но родным своим языком Шнитке считает русский. Еврейского языка и обычаев он не знает. Вдобавок, в 1982 году, когда Шнитке было сорок восемь лет, он был крещён по католическому обряду.

Йога, оккультизм, каббала, китайские мистические прозрения («И цзин») – чего только Шнитке не испробовал в поисках ответа на волновавшие его загадки жизни и смерти... Погружаясь в недра иррационального, он испытал ужас, един​ственным спасением от которого представилось приобщение к христианству.

Католичество было выбрано Шнитке во многом потому, что его мать была крещена католичкой. Хотя он иногда говорит, что уважает православную церковь больше, чем католическую. Запутанность отношений Шнитке с религией ставит в тупик даже его друзей с экуменистическими взглядами. Для Шнитке это проблема этическая, и психологическая, и культурная. Он пытается разрешить её в своей музыке.

Людей, впервые сталкивающихся с произведениями Шнитке, прежде всего поражает их эмоциональная напряжённость. Это музыка полярных противоположностей, кричащих контрастов: громкое и тихое, высокое и намеренно пошлое, аскетически сдержанное и вызывающе роскошное. Все это в сочинениях Шнитке сосуществует, живет бок о бок.

Многих это раздражает, отталкивает. Им кажется, что, объединяя видимо необъединимое, нестыкующееся, композитор над ними издевается. Их ухо не улавливает технической изощренности, с которой «сработаны» партитуры Шнитке, всех спрятанных в них подлинных и мнимых цитат, символов, аллюзий и намёков. Вплоть до музыкальных монограмм – зашифрованных в виде нотных мотивов имён самого композитора и его друзей.

Наверное, так и должно быть: секреты композитора – это его дело. Они интересны и важны только для профессионалов. Слушатель остаётся один на один с музыкой. А музыка Шнитке говорит о подлинных и пугающих эмоциях, испытанных самим автором.

Он часто вспоминает о впечатлении, произведённым на него «Божественной Комедией» Данте – особенно в той её части, где говорится о переходе из Ада в Чистилище. Данте, всё глубже погружаясь во владения дьявола, внезапно попадает в иную сферу. Из глубин ужаса и отчаяния он чудесным образом переносится в мир надежды. Этот момент перехода от тьмы к свету очень важен, считает Шнитке. Ведь мы буквально каждый день сталкиваемся с той или иной моральной дилеммой. И, увы, далеко не всегда делаем правильный выбор.

Поэтому музыка Шнитке, по мысли композитора, призвана напоминать нам о самой возможности выбора. Важно не терять надежды на реальность пере​хода от тьмы к свету. Или, по максиме одного русского писателя, «не терять отчаянья».

Русский максимализм, таким образом, соседствует в произведениях Шнитке с еврейским скепсисом, окрашенным в густые тона немецкой культурной традиции. Эта «гремучая смесь» кажется такой же немыслимой, как столь характерные для музыки Шнитке динамические и стилистические контрасты. Однако без неё не существовало бы феномена Шнитке – «учёной» германской музыки, стремящейся говорить, по русскому обычаю, «от сердца к сердцу». Поэтому, даже и перебравшись из Москвы в Гамбург, Шнитке продолжал ощущать себя русским композитором. Германия, такая заманчивая и родная издалека, России ему не заменила.

Сердце самого Шнитке оказалось плохо подготовленным к этой схватке страстей: несколько раз оно сдавало, не выдерживая стресса. Серия инфарктов превратила Шнитке из всюду поспевавшего жизнелюба в немого гамбургского затворника. Вся оставшаяся в нем жизненная сила сконцентрировалась теперь на одном – сочинении музыки.

Такая фанатическая преданность своему искусству, такое чудовищное упорство... Шостакович когда-то сказал: «Если мне отрубят обе руки, я всё равно буду писать музыку – держа перо в зубах». Шнитке во многом является продолжателем Шостаковича. И в этом своём упорстве – тоже.

Удивительно Шнитке чувствует природу инструментов. Исполнитель его музыки ощущает себя актером, получившим шекспировскую роль. Особенно это касается струнных, которые в музыкальном сознании Шнитке доминируют. Может быть, в этом сказывается еврейский элемент в душе Шнитке? Во всяком случае, композитор дает струнным выразить необычайно широкий диапазон эмоций. Поэтому так важен в творчестве Шнитке жанр струнного квартета. Он их написал четыре, в каждом запечатлев существенную грань своего творчества: в 1966-ом, 1980-ом, 1983-м и 1989-ом годах. Каждое из этих сочинений – манифест момента. Подобным образом использовали струнный квартет Бетховен, Барток, Шостакович.

Феномен Шнитке, о котором я говорил, был бы невозможен без его работы в кино. В те годы, когда сочинения Шнитке редко звучали в советских концертных залах, музыка для фильмов служила не только отдушиной, но и лабораторией: так композитор мог экспериментировать с новыми идеями и приёмами. С некоторы​ми из кинорежиссёров у Шнитке сложились особенно тесные взаимоотношения, -- например, с Ларисой Шепитько. Эта русская красавица поставила фильмы, вошедшие в золотой фонд русского кинематографа 70-х годов: «Ты и я», «Восхождение», «Прощание». Музыку к ним написал Шнитке. Шепитько поги​бла в автомобильной катастрофе, когда ей был 41 год. Её памяти Шнитке посвятил струнный квартет №2. Здесь можно услышать отзвуки величавых древнерусских песнопений. В этой музыке выражена любовь Шнитке к России, её природе и людям.

Хотя между квартетами №1 и №2 пролегло расстояние в 14 лет, их можно читать как главы одной книги. В первом квартете Шнитке, по тем временам, вызывающе нон-конформен в своем последовательном использовании серийной техники. Это – манифест Шнитке-авангардиста. Не зря партийные чиновники сразу объявили эту музыку «антисоветской». Шнитке, напротив, объяснял, что ему в этом квартете хотелось передать процесс творчества. В кульминации там всё внезапно распадается, чтобы в конце вернуться к начальной строгой серии из две​надцати звуков. Прыжок ко Второму квартету грандиозен – не только временной, но и стилистический. А выглядит он абсолютно естественно. Как заметил Давид Харрингтон: «Ты закрываешь последнюю страницу предыдущего квартета, откры​ваешь первую страницу следующего – и понимаешь, что именно эта музыка должна была появиться». Как хрупкий мостик между первыми двумя квартетами воспринимается «Канон памяти Стравинского», в котором Шнитке воздал омаж одному из своих любимых мастеров.

Центральная идея струнного квартета №3 – карнавал музыкальных цитат, знаменующий новый период в творчестве Шнитке: «полистилистический». Здесь Шнитке с этим не вполне согласен. Он настаивает на роли интуиции, когда ком​позитор не пишет музыку, а как бы «записывает» её, словно расшифровывая уже существующую партитуру. В этот момент, по словам Шнитке, композитор под​ключается к какому-то чудесному источнику вдохновения. Вот почему – добавляет Шнитке – каждое великое произведение кажется слушателям давно знакомым: они его уже «знают», ибо оно существовало «всегда».

Ювелирная, тщательная, самоотверженная работа самого Шнитке над свои​ми опусами -– и эта почти наивная вера в Божественное вдохновение: нет ли здесь противоречия? Один из самых интеллектуальных композиторов нашего времени всю жизнь напряженно стремится к тому, чтобы стать сосудом, через который пройдет музыка, ниспосланная свыше. Удалось ли это ему – судить нам, слушателям. Но, устраиваясь поудобнее в кресла перед прослушиванием музыки Шнитке, сможем ли мы забыть о трагических обстоятельствах его биографии?

Я вспоминаю Шнитке в его московской квартире. Это было в конце 1975 года, незадолго до моего отъезда на Запад. Я зашёл попрощаться, уверенный в том, что покидаю Россию навсегда. Посидели, выпили. Поначалу грустный, Шнитке постепенно разошёлся, повеселел. Таким он мне и запомнился: с рюмкой в руке, хохочущим над новейшим московским политическим анекдотом.

Соломон Волков

	KRONOS  QUARTET
	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, played 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.

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

	KRONOS  QUARTET
	Kronos Karavan
	1999
	62:53
	Kronos Quartet: 

David Harrington, violin; 

John Sherba, violin; 

Hank Dutt, viola;

Jennifer Culp, cello
featuring: 

1. Pannonia Boundless 6:08 (AleksandraVrebalov)

2. Cancao Yerdes Anos (Song of the Green Years) 3:03 (Carlos Paredes)

3. Aaj Ki Raat (Tonight Is the Night) 4:50 (Rahul Dev Burman)

Zakir Hussain, tabla

4. La Muerte Chiguilta (The Little Death) 4:03 (Enrique Rangel)

5 Turceasca (Turkish Song) 7:28 (Sapo Perapaskero)

Taraf de Haidouks:

Anghel "Caliu" Gheorghe, violin

Constantin "Costica" Lautaru, violin

Ionel "Ionita" Manole, accordion

Narin "Marius" Manole, accordion

Cristinel Turturica, cymbalum

Viorel Vlad, double bass
6. Szomoru Vasarnap (Gloomy Sunday) 3:25 (Rezso Seress)

7. Cortejo Funebre en el Monte Diablo (Funeral March on Mount Diablo) 7:06 (Terry Riley)

8. Responso (Responsory) 4:39 (Anibal Troilo)

9. Romance No. I 4:04 (Carlos Paredes)

10. Gallop of a Thousand Horses 4:41 (Kayhan Kalhor)

Kayhan Kalhor, kamancheh 

ZiyaTabassian, tombak

11. Ecstasy 8:33 (Ali Jihad Racy)

Ali Jihad Racy, nay 
Souhail Kaspar, tar

12. Misirlou Twist 4:20 (Nicholas Roubanis)

Martyn Jones, drums

	KRONOS  QUARTET
	Requiem for a Dream
	2001
	51:15
	label: Nonesuch

Original music composed by Clint Mansell for a film by Darren Aronofsky.

"Requiem for a Dream" is a hypnotic tale of four human beings each pursuing their vision of hapiness. Even as everything beings to fell apart, they refuse to let go, plummeting with their dreams into a nightmarish, gut-wretching freefall.

Виртуозы академического авангарда

Kronos Quartet — одно из тех ред​ких явлений, которые придают смысл  неуклюжему понятию «академический авангард». По идее, вечный авангардный эк​сперимент и академический канон — ве​щи несовместимые. Однако «Kronos» удает​ся соединить классическую отточенность с высокой авантюрностью авангардного поиска и рок-н-ролльным драйвом.
Kronos quartet возник в 1973 году, тогда, когда и рок-музыканты, которым наскучи​ло сочинение стандартных поп-хитов, и давно вышедшие из консерваторских ра​мок композиторы-авангардисты вовсю иг​рали на препарированных роялях и рас​строенных гитарах, морских раковинах и домашней утвари, этнических инструмен​тах и синтезаторах, создавали совместные шоу с художниками, танцорами и видеоар​тистами. Американский «Kronos» вобрал в себя все эти эксперименты и инновации. Наряду с классическими струнными в их музыке присутствуют электронные звуча​ния, среди музыкантов, с которыми они выступали и записывались, были виртуо​зы традиционных инструментов Индии, Китая и Африки, мастера тувинского гор​лового пения, цыганские ансамбли и мек​сиканские рокеры. Выступления Kronos Quartet меньше всего похожи на благочин​ные концерты камерной музыки — это настоящие мультимедийные шоу с видеопроекциями и сложными световыми эф​фектами, над которыми трудились те же режиссеры, которые работали над стади​онными выступлениями Rolling Stones.
Репертуар Kronos Quartet поражает раз​нообразием. Они играют пятичасовую пьесу аскетичнейшего из минималистов Мортона Фелдмана — и струнную версию хита Джимми Хендрикса «Purple Haze». Ис​полняют квартеты Дмитрия Шостаковича и Генри Перселла — и танго Астора Пьяццоллы и сочинения великого мистифика​тора авангардного джаза Джона Зорна. Специально для них написаны известней​шие вещи Филипа Гласса и Стива Райха.
Им доводилось выступать вместе с Дэви​дом Боуи, Томом Уэйтсом и патриархом бит-поэзии Алленом Гинзбергом, записы​вать музыку для фильмов и для спектаклей современного танца.
Про Kronos Quartet говорят, что они раз​рушили границы между всеми возможны​ми музыкальными жанрами. Но в их музы​ке нет ничего от всевозможных диетичес​ких версий рока в переложении для сим​фонических оркестров или классических хитов в исполнении эстрадных див. Kro​nos Quartet ничего не популяризируют и не упрощают. Напротив, они окончатель​но запутывают все и вся, разрушают все форматы и стереотипы. Американские му​зыканты не взрывают классический ка​нон, а постоянно реформируют его, прида​вая авангарду и року неоспоримость клас​сики и избавляя классику от академичес​кой мраморной мертвенности.

-- Weekend

	KRONOS  QUARTET
	THE TIGER LILLIES with KRONOS QUARTET:

"The Gorey End"
	2002
	44:56
	Music and lyrics by Martyn Jaques

TL: Martyn Jaques [v, p, accordion, organ, ukelele]; Adrian Hughes [d, toys]; Adrian Stout [double bass musical saw, horn];

KQ: David Harrington [vln]; John Sherba [vln];  Hank Dutt [viola]; Jennifer Culp [cello].

	Die  KRUPPS
	Metal Maschinen Musik
	1991
	61:02
	industrial

	Die  KRUPPS
	A Tribute To Metallica
	1992
	28:23
	

	Die  KRUPPS
	The Final Option
	1993
	46:32
	

	Die  KRUPPS
	The Final Remixes
	1994
	68:16
	

	Die  KRUPPS
	Odyssey Of The Mind
	1995
	48:56
	

	Die  KRUPPS
	Bloodsuckers
	1995
	33:27
	[Remixes]

	(Die  KRUPPS)
	“Other Places” (music von COSMIC  COURIERS  1)
	1998
	59:44
	label: Think Progressive

Dieter Moebius (ex-CLUSTER) [k]; Mani Neumeier (ex-GURU-GURU) [d, perc]; Jurgen Engler (ex- DIE KRUPPS) [k].

COSMIC  COURIERS  -- см. тж. COSMIC JOCKERS (Klaus Schulze a.o.) в разделе ‘Rock’

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

	(Die  KRUPPS)
	DKAY_COM "Deeper Into the Heart of Disfunction"
	2002
	78:06
	label: Zomba Records

Jurgen Engler [v, g, b, k, prog]; Specta [prog].

live tracks (#17, 18): Jurgen Engler [v, g]; Marcella Degaz [g]; Mike Zero [b]; Specta [k].

	dj  KRUSH – см. в разделе ‘Acid’
	
	
	
	acid jazz / alternative

	Jan  KUIJKEN -- см. LOUISE AVENUE
	
	
	
	

	KULTIVATOR
	Barndomens Stigar
	1981
	48:49
	шведский avant-art-rock-fusion – супер-энергичный prog-rock.

1. Hoga Hastar

2. Vemod

3. Smafolket

4. Kara Jord

5. Barndomens Stigar

6. Grottekvarnen

7. Varfol

8. Novarest

9. Hasdans

10. Tunnelbanan Medley

	Сергей  КУРЁХИН
	The Ways Of Freedom
	1981
	54:32
	Сергей  КУРЁХИН см. тж. с: Anatoly VAPIROV
Чтобы полнее ознакомиться с биографией и творчеством Сергея Курёхина (или "Курешка", как ласково величают его в народе), советуем вам посетить сайт www.kuryokhin.spb.ru , посвящённый этому уникальному человеку. 

label: Leo Records, edition 2001: Golden Years of New Jazz

http://www.atlas.co.uk/leorecords/ 

Sergey   KURYOKHIN – solo piano.

Leo Records is grateful to all those people who had the courage to smuggle out the tape from behind the Iron Curtain.

1. Theory and Practice - 7'00

2. The Wall - 2'23

3. The Rules of the Game - 2'11

4. Archipelago - 8'44

5. No Exit - 1'47

6. The Inner Fear - 4'02

7. The Other Way - 15'46

8. The Great Escape - 4'43

9. Fresh Air - 4'20

10. New Dawn - 3'29

Music by Sergey Kuryokhin

Recorded in Leningrad April 2, 1981

Original LP produced by Leo Feigin

Released with three bonus tracks previously unissued

Transfer to digital by Alan Mosley

Engineered by Stan Wijnans at LMC Sound, London

This is a reissue. 1981. Hard to believe, but it's been twenty years now... Different country, different era, different world...! had met Kuryokhin just about a couple of years earlier: same age, same musical evolution, same values, same taste. Both grew up on the lavish diet of the Beatles and progressive rock, but in 1978 - when we met and quickly became very close friends - both were fully converted and devoted neo​phytes of the new religion - New Jazz. This new world we had discovered seemed much more challenging, more obscure, more distant, less accessible - both physical​ly and intellectually - and for all these reasons more alluring than anything we had pre​viously known. He was an aspiring musician, set on the crusade to conquer the world. I was just a selflessly dedicated enthusiast, ready to do everything possible or neces​sary to make the music happen: cajole the bureaucrats, carry the gear on the fifth floor for an occasional concert, write letters, organise festivals, write concert reviews. Information and music were extremely difficult to get by, especially when you're behind the iron curtain. However, there was a vent in the air through which new food for thought was pumped our way across borders. The name behind the velvet voice on the BBC Russian Service was Alexei Leonidov but we knew better - the Jazz Show host's real name was Leonid (Leo) Feigin.

We lived in the same city - St.Petersburg, or Leningrad as it was called then, where Feigin used to live, but we missed him when he was still there. He emigrated in 1973, when we still obsessively listened to Emerson, Lake and Palmer and King Crimson, and jazz for us was no more than a few Louis Armstrong and Ella Fitzgerald records that filtered their way through the censorship barriers into the Melodia catalogue. Melodia was the official, the state, and therefore the only record label in the country. Alexei Leonidov in his Jazz Show played Anthony Braxton, the Art Ensemble of Chicago, Evan Parker, Derek Bailey and all that music we were by then craving for. Every Wednesday we were glued to our short wave radios trying to catch as much coherent sound as was coming through hiss and disturbances but fortunately no jam​ming - BBC, unlike Radio Liberty or VOA, was no longer jammed in those years.

Another source of new music for us was Efim Barban, a jazz scholar, writer and record collector. Barban was a real guru of a small but burgeoning Soviet new jazz commu​nity. His record collection seemed staggering. About twenty years older than us, he was the same generation as Feigin, they had known each other well from the times Feigin still lived in Leningrad and kept correspondence ever since the latter left. Sure enough, soon both Kuryokhin and myself were corresponding with Feigin as well. We wrote to his home address, rather than to the BBC, trying to find people who would carry the letters across the border: trusting our correspondence to the post meant to almost inevitably subject it to the scrutiny of the KGB. Another year on, and music flow was going the other way as well: recordings of the Ganelin trio and Kuryokhin ended up on Leo's tape machine. The next step was only logical although from every practical point of view looked a pure whimsy: Leo decided to start a label and Kuryokhin got an offer of a solo piano release.

The whole idea seemed totally otherworldly. As a matter of fact it pretty much was. All sorts of daydream fantasies of sudden success and triumphant breakthrough into the "bigger world" were roaming in our minds. No matter that Leo's label was a tiny one-man enterprise. By then we knew enough to realise and appreciate the fact that small independent labels were the primary vehicles of the new music. After all, even ECM -now prosperous and glorious - then was just another independent label. The mere possibility of recording and releasing an album anywhere had always looked as dis​tant as a flight to the moon. The chance had to be and was grabbed without a moment's hesitation. There was no way Melodia would consider publishing an avant-garde record of an underground musician. The fact that a few years earlier, in 1976, the Ganelin trio had managed to get their magnificent Con Anima published on Melodia, seemed a total aberration, an exception which just proved the rule. The trio lived and worked in a more liberal semi-Western Lithuania, and with Tarasov playing full time with the Lithuanian Philharmonic, Ganelin holding the position of the music director at a prominent theatre, and Chekasin teaching at a music school, they seemed and were much more established and respectable than a wayward pianist from a much more conservative Leningrad. Even for the trio it took five long years before their second release could see the light of day - the authorities at Melodia in Moscow, having realised the gaffe they made with Con Anima, put up stubborn resis​tance and Concerto Grosso was not published until 1981.

Unlike his friends in Vinius, Kuryokhin, a dropout from a number of music schools, then had a much less "respectable" job: twice a week he provided piano accompaniment for little girls' gymnastic class at a local community centre. The job paid miserably, but he didn't care: it left him with all the time in the world and kept the police off his back. Not working at all was an offence and if you persevered in avoiding "official" employment, you could easily end up in jail. "All the time in the world" was shared between absorb​ing whatever music he could lay his hands on and playing with whichever interesting partners he could find in the city. He played with Aquarium, then a little known rock band with great lyrics and lots of exciting ideas but musically very amateurish: he con-descendingly lent his musical proficiency to their rare recording sessions and occa​sional concerts. Free jazz that he played in a quartet and later trio of saxophonist Anatoly Vapirov was much closer to his heart, but Vapirov's somewhat heavy musical and personal style made Kuryokhin constantly want to break out into things of his own. The Contemporary Music Club that we set up in 1979 suddenly presented him with ample opportunity to play: I was the President and he bore a half-joking title "artist-in-residence". He used the opportunity to the full advantage, started experimenting with various small and bigger groups which eventually grew into the now legendary Popular Mechanics, but - above all - refined his solo performance.

It was precisely his solo piano that Leo wanted to put on record. Unlike with the Ganelin Trio, where Leo went for live performances, here it was decided to go for a studio album. The decision had a certain logic. The trio's studio recordings had already been made known - if only within the USSR - by Melodia, and their fiery live shows just begged to be documented. Kuryokhin was not nearly as visible as the trio, and, if at all, known exclusively through his live performances. A studio recording therefore was just​ly thought to be an excellent opportunity to introduce not just a skilful performer but a thoughtful composer.

The latter idea was a brainchild of Efim Barban. The mentor insisted that for the recording Kuryokhin abandoned his trademark free flowing, play-as-you-breathe endless improvisations, and went instead for shorter and more structured, compo-sitionally coherent pieces. Barban overtook the ideological, or "literary" part of the project and went out of his way to invent "speaking" titles. Musical radicalism for him was nothing other than a way to express his political dissent, and no wonder the title of the LP as well as those of individual pieces all came out heavily charged with political double meaning. Political connotations were hardly hidden, in fact you could hardly make more blatant statements: The Wall, The Rules of the Game, Archipelago (obvious allusion to Solzhenitsyn's magnum opus}, The Inner Fear and No Exit. Interestingly, later on Kuryokhin and Barban irrevocably fell apart and the former mentor never missed an opportunity to denounce his one time disciple as a charlatan. Ironically (or logically?) very soon upon moving into the "free" world of the West, Barban entirely lost interest in new music and the avantgarde. He came to work for the BBC and eventually replaced Feigin as the host of the Jazz Show. His Leningrad era favorites: the Art Ensemble of Chicago, Evan Parker and Anthony Braxton gave way to "new" heroes: Benny Carter, Pee Wee Russell and Art Pepper.

The recording itself took place at the studio of Film, Theatre and Music Institute in Leningrad where a friend worked as a sound engineer. As an outsider, Kuryokhin was not supposed to use the studio, so all the sessions had to be held late at night when the engineer friend stealthily sneaked the pianist into the studio. Neither the studio nor the engineer's name could of course be indicated on the unlicensed record of an underground musician. Feigin went even further and put his usual leg​end "The musicians do not bear any responsibility for publishing these tapes" on top of the cover. The menacingly sounding banner was supposed to protect the artist from the KGB. Kuryokhin, however, in that situation could not care less and in fact was even craving for scandal. The anticipation and the mere waiting for the firstborn record to arrive were tanta​lising. I can't recall who it was who smuggled in first several copies - it must have been one of a few of our British friends who for various professional or personal rea​sons shuttled between London and Leningrad. I do remember though the incredu​lous delight with which we finally held the long craved disc in our hands.

There were records and records. Even if ubiquitous Melodia put out an LP with the music we cared for - occasional Ganelin, Schnitke or Miles Davis - it still was Melodia. Easily available in each of the three or four (!) record stores of a five mil​lion city, cheap product in a bleak, soft paper sleeve with an unimaginative design, never really could be an object of desire. A Western record on the contrary was an artefact, full of myriads of additional meaning. Since the old rock days, when a new Beatles or Led Zeppelin release could easily fetch on the black market a price that equalled the country's average monthly wage, a record was treated with utmost respect and veneration. In extreme cases it was not even supposed to be played -Kuryokhin himself, a rabid record collector, for years and years never even owned a record player. A record was a fetish. Imagine what he felt when he saw this Western made fetish - quite modestly designed - with his own smiling face on the cover. We rushed to my house to listen.

A darling of the city's artistic community anyway, Kuryokhin overnight turned into a hero. He followed suit after the Ganelin trio and became one of a very few "unoffi​cial" contemporary Soviet musicians with a Western release and thus was promot​ed from "samizdat" - self-made and self-distributed typewritten books and tapes -to "tamizdat" - properly manufactured overseas publication. And though the very fact of having the record out was extremely thrilling, we by then had long overgrown the childish fetishism and impatiently waited for a verification of the music's validi​ty. We ourselves had no slightest doubt in its value but we had to have our confi​dence confirmed and eagerly expected first reviews. They were vitally important as a proof that our existence within the then impenetrable confines of the enclosed Universe had a value beyond those confines.

The avalanche of press that followed exceeded all expectations and was no less impressive than the one the Ganelin trio was flooded with after their triumphant Western live debut at Berliner Jazztage and concurrent release of Live in East Germany - their first Western LP. Even respectable Daily Telegraph and New York Times, leave alone specialised jazz and new music magazines reacted, extolling The Ways of Freedom as "brilliantly executed, intensely vital and invigorating tour de force" mixing "Cecil Taylor's percussive atonality and Russian modernist harmonies out of Scriabin and Shostakovich". Down Beat on the other hand came to a conclusion that "mixing politics and music can at times result simply in uninteresting music" although admitted that it was "culturally and politically significant recording".

The twenty year old controversy hardly matters anymore. In the 15 years that separat​ed the release of The Ways of Freedom and Kuryokhin's untimely and tragic death in 1996 he recorded scores of albums, played all over the world, turned into a seminal and hugely influential figure in the Russian cultural scene of the late 20th  century. He played solo, with small impromptu groups and with his enormous Popular Mechanics Orchestra. He worked in film, television, literature and theatre. He even tried his hand in politics. The further we are removed from his lifetime, the more importance his work and heritage acquire. His first record, unavailable for most of this time, is finally out in this CD reissue. Brought into a different country, different era, different world, it's not only exciting and beautiful music, it's as document of history, the first recorded work of an artist who became a legend.

	Сергей  КУРЁХИН
	GOLDEN YEARS OF THE SOVIET NEW JAZZ, Vol I; (4 CD Set):

CD 2: "Sergey   Kuryokhin"
	2001
	70:16
	label: Leo Records, www.leorecords.com , Limited edition 750 copies 

1. Matinee (solo piano) - 6'01

Previously released on LP Anatoly Vapirov / Sergey Kuryokhin, Sentenced to Silence LR 110 Recorded 2 April, 1981, in Leningrad
2. Vernissage (solo piano) - 22'33

(same as "Matinee")

3. Meditation at the Piano (solo piano) - 4'23

Recorded live, October 2, 1984, in Novosibirsk at the Experimental Jazz Laboratory. Previously unreleased.
4. Maple Leaf Rag - 1'23 (Scott Joplin)

Sergey Kuryokhin - piano; Sergey Panasenko -tuba; (same as "Meditation at the Piano")
5. Second Siberian Concert (full version) - 22'02

Sergey Kuryokhin - piano; Sergey Panasenko -bass; Sergey Belichenko - drums; Valentina Ponomareva - voice; Recorded October 3, 1984, at Ermak Studio, Novosibirsk; Previously unreleased
6. Popular Zoological Elements (part II) - 13'20

Previously released on LP Popular Zoological Elements, LR 148; Recorded 13 February, 1986, live in Leningrad
All music by Sergey Kuryokhin except for "Maple Leaf Rag"

If Soviet new music scene produced one star it was definitely Sergey Kuryokhin. His   tragic death at the age of 42 turned him into a legend. It seems that during 16-17 years of his musical life he tried everything: he played solo piano, he was a sideman, he led many small groups and took his huge Popular Mechanics shows to many foreign countries. He recorded lots of albums, performed in USA, Japan and many countries in between, wrote and recorded music for films, worked in cinema, television, literature and theatre, and became a hugely influential figure in the Russian cultural life. For hun​dreds of Russian musicians, actors, painters and writers his funeral in St. Petersburg in 1996 became a pilgrimage — after the collapse of the Soviet Union which brought years of political turmoil, putsches and upheavals, Sergey Kuryokhin personified a change and a hope.

	Сергей  КУРЁХИН
	Новогодняя Поп-Механика
	1985
	63:28
	one-track recording

	Сергей  КУРЁХИН
	Don Carlos
	1986
	56:56
	label: Solyd, first edition: 2001

Previously unreleased recording.

Pop Mechanics, live in Leningrad 1986.

Sergei Kuriokhin [p, k]; Sergei Letov [t s, bass cl, fl]; Grigory Sologub [g]; Victor Sologub [b]; Aleksandr Titov [b]; Africa (Sergei Bugaev) [perc]; Aleksander Kondrashkin [d].

	Сергей  КУРЁХИН
	Insect Culture
	1987
	49:38
	remix 1998

1. Insect Culture      45’45’’

2. Blue Blouse         03’53’’

Поп Механика: Сергей Курёхин, Игорь Веричев, Игорь Бутман, Валерий Алахов.

Сергей Курёхин — великий мистификатор и мистик ХХ века. Ну кто еще мог придумать телегу о том, что Ленин — гриб, или мечтательно рассказывать о том, что, когда Питер станет Атлантидой, купол Исакия можно будет видеть сквозь толщу воды...
Но это не главная отличительная черта биографии Курёхина. Человек талантливый, он был известным киноактером (вспомните хотя бы «Два капитана-2»), одним из основателей и идеологов русского музыкального минимализма... 

«В детстве я мечтал быть гениальным музыкантом, пианистом, — рассказывает Сергей Курёхин в интервью на компакт-диске. — Я представлял себя за роялем в зале Чайковского и слушающих меня старичков и старушек, профессоров из консерватории. И что же вышло? А вышло, что я понял: то, о чем я мечтаю, — это как бы очень просто. Залезть в рояль и немножко похрюкать — это так же возвышенно, только гораздо серьезнее и требует гораздо большей внутренней свободы».
Курёхин мог бы стать русским Майклом Найманом (не по стилистике, разумеется, а по месту в общественном сознании). Но этого по субъективным и объективным причинам не произошло. Курёхин остался в памяти как сумасшедший и гениальный заводила футуристической «Поп-механики».

	Сергей  КУРЁХИН
	Live at Leningrad / Riga
	1988
	60:35
	label: Low Spirit (1988) / Анастасия Курёхина (2002)

Leningrad: 

1. Pure Rose  8:20

2. Live at Leningrad  7:09

Riga:

3. Отец   20:37

4. Сын   24:04

#1,2: Курёхин, Westbam, Каспарян, Тихомиров, Гурьянов (Густав), Африка (Бугаев).

#3,4: Курёхин, Westbam, Цой, Каспарян, Тихомиров, Гурьянов, Африка, Диканьский, Шумилов, Ляпин.

	Сергей  КУРЁХИН
	Sergey KURYOKHIN & David MOSS: "Two For Tea"
	1988
	65:06
	label: Long Arms, 1998

Сергей Курёхин [p, v]; David Moss (см.) [d, v, electronics].

Записано 9 декабря 1988 на фестивале Новая Музыка Америки в Майами.

1. Intro 1 (0.32)

2. Nobody Nose (38.37)

3. Intro 2 (0.13)

4. Two For Tea (12.53)

5. Just A Rehearsal  bonus track  (12.51)

	Сергей  КУРЁХИН
	Polynesia
	1988
	65:05
	label: Solyd Records,  edition 2000

1. Introduction to the History (21:53)

S.K. [piano, prepared piano]

2. Introduction to the Culture (21:51)

S.K. [p, prepared harpsychord  Prophet 2000); Sergei Letov [s&t saxes, fl].

bonus tracks: “Capriccio” (1986) – original music score (21:18)

3. The Last Play 1

4. Pop-Mechanics

5. Machine-Mechanics

6. Western

7. Marriage

8. Psychedelics

9. Donna Anna

bonus tracks composed and played by Sergey Kuryokhin, guitar on track 10 by Yury Kasparyan; track 11 performed by Pop-Mechanics.

Recorded in 1986 at Maly Drama Theatre except tracks 11, 21.

Digitally re-mastered at Cardmedia Studios, St. Petersburg, Russia, December 2000.

... Никто точно не представляет, чем я занимаюсь. Вообще. То есть как бы меня многие очень узнают и как бы никто не знает. Причем узнают по разному. Ко мне приезжали брать интервью в своё время очень часто, когда думали, что я писатель-сатирик ...

... Я теперь смотрю на весь мир как на возможность найти каких-то людей. Я ищу людей ... Иногда это приносит какие-то плоды, иногда -- разочарования. Объяснение скорее метафизическое, чем реальное. Я редко говорю такие вещи, но начинаю говорить их все чаще и буду говорить, наверное, только что-то подобное ...

... Исчез критерий для оценки деятельности человека в области духа. Не понимают грань между пошлостью и чем-то ещё, между искусством, умением чего-то делать и наоборот -- вопиющим неумением ...

... Искусство вообще ничего не должно! Искусство — это единственная область, где безграничным единым законом, основным законом и самым, может быть, забытым является АБСОЛЮТНАЯ СВОБОДА. Искусство — это полная свобода, ПОЛНАЯ! Свобода мысли, тела, души — это и есть жизнь в чистом виде; думать и делать здесь не разрываются ...

... Культура — это не есть что-то устоявшееся, это не набор имён. Это — то, что придаёт жизни смысл. Это — когда человек делает что-то бескорыстно, ради чего-то возвышенного, когда у человека появляется ощущение романтизма, когда ему хочется чего-то такого, что он не совсем осознаёт — вот всё это и является культурой. Это — потребность человека существовать в каком-то другом пространстве, чем он существует на самом деле. Поэтому человеку без культуры никуда не деться, это его имманентное свойство. А всё остальное — только повод, чтобы жить внутри культуры. И деньги зарабатывают только для того, чтобы жить внутри культуры ...

... должна появиться какая-то другая цивилизация, на принципиально других основах, нежели та, что существовала всё последнее время. Столпы нашей цивилизации, Шекспир, Данте, Гомер, уйдут как точки отсчёта. Приходит другая цивилизация, которая назовёт другие имена и будет базироваться на них. Люди раньше эти имена называли антикультурой ...

------ Сергей Курёхин

Немного найдётся у нас в стране молодых музыкантов, чьё творчество привлекло бы к себе столь живой интерес, какой вызывает сегодня личность Сергея Курёхина. Концерты в крупнейших залах, музыка к кинофильмам и театральным спектаклям, участие в популярнейших телешоу, в том числе и в посвящённом открытию Олимпийских игр, международном фестивале тепепрограмм, где его Популярная Механика представляла нашу страну, и, наконец, выступления в Финляндии, Швеции, ФРГ, США.

Однако всё это стало возможым лишь в последние год-два. А ведь Курёхину за тридцать, и практически половину этих лет он работает как профессиональный музыкант. В одной из литературных дискуссий по отношению к тридцатилетним поэтам был употреблён термин задержанное поколение.

Имелись в виду художники, которые в течение десятка лет работали в стол и лишь сейчас, на волне общественного подъёма в стране получают первые, пока скромные публикации, о них говорят, спорят, их творчество входит на полных правах в нашу культурную жизнь. Сергей Курёхин -- из этого поколения, и на первый взгляд может показаться, что он тоже дожидался своего часа.

Однако он не ждал, он работал, ни в чём не идя на компромисс, но и не упуская свой шанс, отчаянно боролся, несмотря на сопротивление, зачастую весьма активное, упорно этот час приближая.

Дебют Курёхина-музыканта прикодится ещё на начало 70-х, когда молодой студент музыкального училища активно вошёл в только что зарождавшуюся рок-жизнь Ленинграда. Переиграв в полдюжине рок-групп и даже поездив по стране с одним из многочисленных тогда ВИА, к концу 70-х Курёхин почувствовал неодолимую тягу к свободному джазу. Он вошёл в ансамбль ленинградского саксофониста Анатолия Вапирова и вскоре утвердился как один из ведущих новоджазовых пианистов страны. В конце 70-х - начале 80-х годов он много и активно работает с Вапировым, с Владитиром Чекасиным, с Валентиной Пономарёвой. Не забывает и рок: сотрудничает с Аквариумом, помогает ряду других ленинградских рок-групп. Однако всё больше времени он начинает уделять своей музыке. Поначалу это были сольные выступления, затем стала вырисовываться концепция того, что впоследствии получило название Популярная Механика. Имя Курёхина становится известным: о нём снимает фильм английское телевидение, выходят пластинки в Англии, ФРГ, США.

И вот, наконец, первая запись на Мелодии (первая авторская, до этого Сергей не раз записывался на пластинках других музыкантов).

Творческий диапазон С.Курёхина как композитора и музыканта сейчас настолько широк, что одна пластинка, конечно же, не в состоянии дать полного представления о его возможностях. Тем более пластинка живая,  т.е. записанная на нонцерте. В записи живьём есть свои очевидные плюсы -- спонтанность, непосредственность -- и не менее очевидные минусы -- невозможность воспользоваться широким арсеналом изобразительных и технических средств студии, неизбежные на любом концерте шероховатости.

В пластинку вошли фрагменты записи двух концертов, состоявшихся в зале Ленинградской академической капеллы им. М.И.Гпинки с интервалом почти в пять месяцев. Концерты были разные -- и по участникам, и по инструментарию, и по музыке. Хотя сам музыкант -- не без присущей ему некоторой экстравагантности -- объединил их общим названием.

Видите, нет смысла пытаться искать в названии ключ к содержанию музыки. Курёхин, очевидно, и не собирался играть музыку островов Тихого океана. Как он сам сказал перед концертом, название объясняется лишь чисто формальным сходством ритмических микроструктур, на которых построена комозиция, с аналогичными структурами полинезийской музыки.

Есть определённая закономерность в том, что первая сторона первой авторской пластинки Курёхина в нашей стране -- сольное фортепиано. Безусловно, это одна из сильнейших сторон дарования музыканта. Курёхин сознательно отказался от ставшей уже привычной электроники, лишь изредка прибегая к старому испытанному средству композиторов и пианистов авангарда доэлектронной эпохи --препарированному роялю.

Фортепианный стиль Курёхина сложился давно и мгновенно узнаваем -- его отличают высокая скоростная техника, резкая взрывная, импульсивная манера, головокружительные пассажи по всей клавиатуре, тематическое и интонационное разнообразие. Но сегодня энергия и страсть всё чаще соседствуют с медитативностью, строгость и аскетизм авангардного  мышления --с коллажностью, юмором, даже несвойственным ему ранее лиризмом.

Введение в историю,  не теряя композиционной стройности, довольно отчётливо делится на ряд фрагментов, каждый из которых пронизан своим настроением то лиричным, то романтичным, а то агрессивным, и отличается характерной техникой - резкими отрывистыми аккордами, сплошным напряжённым звуковым потоком или мелко рассыпающейся трелью.

Введение в культуру - дуэт. Рядом с Курёхиным - его давний партнёр Сергей Летов. Саксофонист Сергей Летов живёт в Москве и по праву считается одним из интереснейших современных музыкантов. Достаточно сказать, что его мастерство получило высшую оценку С.Слонимского, для него специально писала С.Губайдулина. Музыкант в высшей степени активный и контактный, Летов играет в небольших составах в Москве, но старается не пропускать ни одного концерта с Курёхиным, будь это равноправный дуэт, как на записанном на этой пластинке концерте, или же участие в очередном шоу огромной Поп-механики , где ему достанется, быть может, лишь небольшое соло.

Летов тяготеет к нестандартному саксофонному звукоизвлечению, а Курёхин по сравнению с первым концертом расширил инструментарий, добавив к традиционному роялю уже давно ставшую привычной электронику и ещё более традиционный, но уж очень непривычный здесь клавесин. Всё это необычайно обогатило музыкальную палитру и оживило концерт. Оба Сергея прекрасно сыграны, понимают друг друга с полуслова, с полузвука, оба обладают парадоксальным мышлением, изобретательностью и склонностью к гротеску. Таким и получилось Введение в культуру – раскованным, свободным -- игра музыкантов со звуком, друг с другом и со зрителем.

И не случайно не раз во время концерта слышен смех, искусство несерьёзное, как игра, и серьёзное, как жизнь, - таковы принципы творчества Сергея Курёхина - художника 80-х.

Ялександр Кан

(аннотация к пластинке "Полинезия, Введение в историю", фирма "Мелодия"), 1989

Первые два релиза из собра​ния сочинений питерского пиа​ниста в 10 томах, задуманного владельцем первой отечествен​ной «аудиофильской» независи​мой компании Андреем Гавриловым. Издание, можно сказать, по​дарочное: то, что вы видите, это — суперобложка, внутри которой не только диск, но и свой (не повто​ряющийся) мини-альбом с фотографиями маэстро — лучшего на​шего джазового фотографа Алек​сандра Забрина. «Полинезия» — переиздание единственной плас​тинки Курёхина, вышедшей на советской «Мелодии» под назва​нием «Ливерпуль». Это ещё ни разу не издававшаяся концерт​ная запись с бонус-треком, тоже live, но с ленинградского джаз-фестиваля «Осенние ритмы-84» (в начале даже слышно, как пиа​ниста представляет продюсер фе​стиваля Владимир Фейертаг). Длящийся ровно час, сет с ливерпульского концерта записан не очень хорошо, рояль — ещё ху​же. Музыка — типично перестроечная развесистая клюква — фантазия, нет даже не фантазия, а просто попурри на темы массо​вых песен советской эпохи. На мой взгляд, попурри безнадёжно устаревшее. Но... снимите шляпы, господа, перед вами — Курёхин. Что бы ни делал этот гений, всё равно — «не отпускает». И бонус-трек -- авангардно-джазовая им​провизация — доказывает, что это и в самом деле так. Не пропустите ни одного из десяти дис​ков. Другой такой музыкант, ки​ноактёр, режиссёр и радикал по жизни вряд ли скоро появится.

--- Салон АВ

	Сергей  КУРЁХИН
	Popular Science
	1989
	73:01
	Rykodisc (USA)

Henry Kaiser [Synclavier, el g, production]; Sergei Kuriokhin [Synclavier].

см. тж. очень интересные проекты курёхинских музыкантов: ‘Vershki da Koreshki’; Вячеслав ГАЙВОРОНСКИЙ & Александр ВОЛКОВ [‘Jazz’ sect.]

Seeing Red

My Little Plants

Foreign Accents

Rattlesnake Round-Up

My Amazing Rat

The Concept of Concept

Out, Tako Sauce

Sales Pitch

Sugagaki #2 For Conlon

What Makes Shadows?

Electricity vs Foods

Frozen Reflection

Pepper & Soap

The Magic Soda Fountain

Onion In A Closet

Right Paw – Left Paw

Cash Calls Hell

Barking Dogs vs Minimalists

Rattlesnake Round-Up Reprise

	Сергей  КУРЁХИН
	April In Japan
	1989
	62:40
	Японский диск переиздан в 2000

1. Apr. 7, Koseinenkin Hall, Osaka, 1989  [15:56]

2. Apr. 6, Gotanda U-Port Hall, Tokyo, 1989  [46:40]

Сергей КУРЁХИН – p, k, v
Валентина ПОНОМАРЁВА (см.) – v 

Владимир ТАРАСОВ – s 

Владимир ЧЕКАСИН (см. в ‘Jazz’) – d 

John ZORN (см.) – s 

Bill LASWELL (см.) – b 

Kazutoki UMEZU (см. в ‘Jazz’) – s 

Ayuo TAKAHASHI – el g

Yuji TAKAHASHI – k 

Haruna MIYAKE – p 

Это не сольный диск кого-либо из музыкантов, но коллективная импровизация.

	Сергей  КУРЁХИН
	Liverpool
	1989
	71:04
	label: Solyd Records, edition 2000

Pop Mechanica live at St. George’s Hall, Liverpool, Jan. 30, 1989

Я вообще к искусству отношусь сугубо отрицательно, для меня это полная бессмыслица и пустая трата времени.

Сергей Курёхин

My attitude towards art is utterly negative, for me it's just complete nonsense and a waste of time.

Sergei Kuriokhin

“NOTHING WOULD PLEASE ME MORE THAN TO SEE THE DAY THAT A CONCERT
PROMOTER, IN SAY, ENGLAND COULD CALL UP SOVIET PERFORMERS AND HAVE THEM PLAYING IN LIVERPOOL THE NEXT NIGHT. IS THIS JUST A DREAM?” 

       — PRESIDENT RONALD REAGAN... in a televised discussion with students at Moscow State Univertity.

1. Live in Liverpool (1989)   60:03

Bonus track:

2. Festival in Leningrad ((1984) 10:59

Previously unreleased recordings.

Sergei Kuriokhin – piano. Music by S.K.

	Сергей  КУРЁХИН
	Italy
	1990
	70:04 49:22
	label: Solyd Records, edition 2001, previously unreleased recording.

Поп-Механике Сергея Курёхина была предоставлена честь закрывать фестиваль Europa Festival Jazz 90.

В её состав входили: Сергей Курёхин (фортепиано, синтезаторы), Михаил Костюшкин (саксофон), Сергей Летов [см.] (саксофон), Эудженио Коломбо (саксофон), Джанни Джеббиа (саксофон), Стефано Мальтезе (саксофон), Вячеслав Гайворонский [см. GAYVORONSKY] (труба), Пино Минафра (труба), Себи Трамонтана (тромбон), Мартин Майес (валторна), Александр Александров (фагот), Александр Титов (бас-гитара), Владимир Волков [см.] (контрабас), Роберо Беллаталла (контрабас), Паоло Дамиани (виолончель), Эрнст Райзегер (виолончель), Витторино Курчи (поэзия), Винченцо Мадзоне (ударные), Оркестр Banda Musicale di Rutigliano, фольклорная группа из города Ночи Gruppo folklorico “La Murgia”, три ребёнка и корова.

(В 1997 году фестиваль, получивший название Europa Jazz Festival di Noci, был посвящён памяти Сергея Курёхина.)

*****  «PLAY» рекомендует:

Проект Сергея Курёхина и его легендарной Поп-механики, начавшийся в 1984 году кон​цертом в Студии Музыкальной Импровизации (по музыке, так и непревзойдённым), — апофе​оз постмодернизма. Это театрализованная иг​ра в музыку (или, точнее даже — в музицирование), в которой «танцуют все»: и музыканты, и не музыканты, и люди, и животные (в «Италии», если верить буклету, — корова). Все демонстри​руют всё, что могут, причём под какую-нибудь популярную мелодию („Лебединое озеро", песенка Пола Анки). Чтобы оценить поистине магические способно​сти Курёхина, достаточно сказать, что на одном из кинофестивалей музыкант заставил скакать «ручейком» с десяток кинозвёзд с Ванессой Редгрейв во главе... Вопреки распространённому мнению, концепция Поп-механики принадле​жит не Сергею, а саксофонисту Владимиру Чекасину (у которого пианист одно время играл). Но именно Курёхин довёл её до логического предела... Понятное дело, что никакая, даже са​мая совершенная звукозапись не может пусть от​далённо передать то ощущение, или лучше ска​зать, состояние, в котором «посвящённые» ухо​дили с концерта.

Музыка Поп-механики — это не более, чем original soundtrack. И тем более, честь и хва​ла SoLyd Records, нашедшей возможность со​брать вместе и издать более 10 записей Курёхина и Поп-механики. К тому же издать в шикар​ном оформлении.

«Италия» — два часа музыки на двух дисках с фестиваля в городке Ночи. Если в Нанте — это были малоизвестные местные музыканты плюс постоянная команда Курёхина, то есть группа Аквариум без БГ, то в Ночи—сливки итальян​ского и ленинградского джазового сообщества и тот же Аквариум. В Ита​лии Курёхин сыграл блестящее вступительное соло на рояле и электрооргане, а во второй час​ти (на втором диске) дал высказаться всем по очереди: какому-то итальянскому актеру, духо​вому оркестру, некоей дворовой капелле с аккор​деоном и т.д и т.п. Что делала корова, остается неизвестным.

	Сергей  КУРЁХИН
	Some Combinations Of Fingers And Passion
	1991 
	62:03
	label: Leo

solo piano

	Сергей  КУРЁХИН
	Dovecot
	1991
	56:44
	Keyboard 'enfant terrible' Sergei Kuryokhin in Concert at the Cleveland Scene, 1991.

one-track recording

	Сергей  КУРЁХИН
	Sparrow Oratorium 

«Four Seasons»
	1994
	46:56
	Sparrow Oratorium is a Norwegian – Russian collaboration which aspires to give humanity new inspiration and energy to strive for a better environment worldwide. Through music and creativity, we aim to work together across divisions of nationality and artistic divergence.. Therefore, it is a great and momentous pleasure to be able to present Sergey Kuryokhin’s new masterpiece. In the words of the composer and artist, “Put the music on, turn up the sound and let the energy flow.”

	Сергей  КУРЁХИН
	Pop Mekhanika Ибливый Опоссум (Live in France 1991)
	1994
	62:24
	Человек человеку — опоссум, мастурбант и хлорофил

Sergey Kuryokhin with: Aleksandr Lyapin [g]; Mikhail Kostyushkin [sax]; Aleksandr Titov [b]; Sergey Letov [b clar, t s]; Andrey Romanov [ac g]; Sergey Schurakov [accordion]; Boris Shaveynikov [d]; Aleksandr Kondrashkin [perc]. All music, arrangements, wild things & album concept – Sergey Kuryokhin

	Сергей  КУРЁХИН
	Sergey KURIOKHIN & Keshavan MASLAK: 

“Dear John Cage”
	1996
	49:50
	label: Long Arms. Rec.: Jan. 17, 1996, Florida, USA.

Sergey Kuryokhin [p]; Keshavan Maslak [bamboo flute, altered miniature guitar].

e-mail: maslak@bridge.net 

1. Dear John   24’38’’

2. Cage   25’12’’

«Огромное количество ментальной энергии носилось в воздухе каждый раз, когда приходилось быть в одной комнате с Сергеем. Он был целиком поглощён творческим процессом постоянного поиска смысла и сущности жизни во всех её проявлениях. Поэтому я и искал с ним общения независимо от того, как далеко друг от друга мы находились» -- К. М.

	Сергей  КУРЁХИН
	V.VOLKOV / S.KURIOKHIN / K.MASLAK:

"Jet Lag" (Время вперёд)
	1997
	49:28
	label: Solyd Records, 2003

Collective improvisations by the musicians

Sergey Kuriokhin [p, k, v]; Keshavan Maslak [s, g, v]; Vladimir Volkov [double bass]; Alexander Mashin [d].

Rec. in 1996 at the Lenfilm studios, and live at the JFC Club in winter 1997 (#3, 7, 8). Mixed by Arkhipov/Kurashov/Volkov

	Сергей  КУРЁХИН
	Kenny MILLIONS (Keshavan Maslak) & Otomo YOSHIHIDE: "Without Kuryokhin"
	1996
	49:55
	label: Long Arms, 1999. http://www.avantart.com/longarms 
Kenny MILLIONS [s, cl, g, v]; Otomo YOSHIHIDE [sampler].

Otomo YOSHIHIDE – см. тж. YOSHIHIDE; тж. в: GROUND  ZERO.
Постмодернизм

"..."Без Курёхина" -- так назывались эти концерты. Но назывались они неправильно. На самом деле много лучшим было бы название "С Курёхиным", потому что он был на сцене! Казалось, что дух Курёхина управлял всем, что происходило. И именно поэтому рецензия на концерт в одной из московских газет называлась "Послание Сергею Курёхину от Сергея Курёхина".

	Сергей  КУРЁХИН
	Just Opera
	1997
	56:30
	Музыка для кино должна быть плохой. Для театра тоже. Как хорошая песня — это плохие стихи и плохая музыка, так и в театре и в кино не может звучать хорошая музыка. В синтетических искусствах нельзя тянуть одеяло на себя. Там нужна не-музыка или недо-музыка. Кино-  и театральная музыка — это обычно костыли для хромающего визуального ряда. Коротенькие мостики-отрывкиЮ звуковые картинки и иллюстрации или эмоциональные фоны — вот краткий перечень служебных обязанностей кино-  и театральной музыки. Курёхин хорошо это понимал, почти всегда играл по правилам. Но, написав музыку к фильму или спектаклю и сдав её режиссёру, он почти всегда возвращался к ней — иначе выстраивал музыкальную драматургию, пересводил, стремился дать ей другую, настоящую музыкальную жизнь, сделать не музыкой для смотрения, а музыкой для слушания. “Просто Опера” — последняя работа такого рода Сергея Курёхина. Записи делались в разное время, музыкантов было много и разных — от близких Курёхину до вполне случайных персонажей. А посему, дабы кого-нибудь не обидеть, мы решили не указываать никого (то есть “обидеть” всех). 

— Н. Д.

	(Сергей  КУРЁХИН)
	SKIF – 5
	2001
	68:08
	Международный Фестиваль Сергея Курёхина.

1. POP-MECHANICS I (IN FRANCE)
2. FRANK LONDON / CURTIS HASSELBRING (USA)
3. PIERRE MOERLEN'S GONG (FRANCE)
4. ME NAISET (FINLAND)
5. TOTALITARNAVA MUZYKALNAYA SEKTA (ST. PETERSBURG)
6. RAZNOTRAVIYE (RYBINSK)
7. GRANT AYRAPETYAN (ARMENIA)
8. HANZ REICHEL / RUDIGER CARL (GERMANY)
9. BOLOT BAIRYSHEV (ALTAY)
10. OUTBREAK (DENMARK)
11. VOLKOV / STAROSTIN / SHILKLOPER (RUSSIA)
12. ME NAISET (FINLAND)
13. METAMORPHOSIS (AUSTRIA)
14. ALIM  KOSIMOV (AZERBAIJAN)
15. DOCH MONROE I KENNEDY (ST. PETERSBURG)
16. POP MECHANICS II (IN FRANCE)

СКИФ... Его музыкально-художественную направленность определить так же трудно, как и трудно было описать то, что составляло ткань курехинских действ. Любые перечисления - джаз, рок, фольклор и пр. мгновенно отдают сводящим скулы занудством. Всевозможные более или менее новые термины - пост-модерн, новая музыка, авангард - настолько расплылись, что ни о чем уже не говорят. Да к тому же при всей расплывчатости они - даже вместе взятые - не вмещают разбросанности звука и мысли. Тут и эпохальные вехи прошлого - Пьер Морлен по специальному заказу СКИФа восстанавливает легендарный "Гонг"; и появившаяся не так давно, у нас пока мало известная, но совершившая музыкальную революцию радикальная еврейская культура" представленная нью-йоркским дуэтом Фрэнк Лондон - Лорин Скламберг; и целый норвежский десант во главе с "нашим человеком" в Осло Мишей Альпериным; и электронные аудио-визуальные перформансы московского Термин-центра; и европейская композиторская изощренность голландца Тео Ловенде; и чувственность "цыганского рока" А.Ф. Скляра; и интригующий новый сплав музыкального радикализма Летова-старшего с идейным радикализмом Летова-младшего, и чуть ли не глобальная панорама этнической музыки - от Карелии до Суринама, от Тувы до Фарерских островов. Ну и еще как всегда тьма-тьмущая самой замечательной музыки, театра, перформанса и еще черт знает чего, что с трудом вмещается в даже огромные пространства Дворца Молодежи.

Именно в этих пространствах и зародилась магия питерского СКИФа. В конце концов дело ведь не только в самой музыке. Год на дворе нынче не 1980-й, когда мы с Курехиным робко прорывали музыкальный железный занавес и инкогнито вытаскивали на сцену приглашенных нами западных гостей. Сама по себе музыка, в том числе и самая нестандартная, стала, как ей и положено, сегодня явлением привычным - если пока еще не в Питере, то в соседней Москве Дмитриевский "Дом" пять дней в неделю представляет публике неортодоксальные звуки. А вот праздник привычным никогда не станет. Создать его в замкнутом месте и в ограниченное время - искусство огромное. Первым, вдохновляясь безумным задором и безграничным охватом курехинских "Попмехов", используя каждый квадратный метр огромного здания и каждый час трехсуточного уикенда, сумел неутомимый Гаккель. Именно здесь, во Дворце Молодежи, эта модель была впервые с блеском применена в октябре 98-го, затем перенесена в не менее замечательные интерьеры Балтийского Дома, и вот вновь ЛДМ.
Не застревайте в одном зале, как бы хорошо вам там не сиделось. Бродите по залам и фойе. Исследуйте пространство. Погружайтесь во время. Ловите кайф. Именно в этом - в невероятном ощущении кайфа и есть смысл и прелесть СКИФа.

--- Александр Кан

	KURY
	Kablox – Nieslyna Histaria
	1995
	61:10
	progressive/experimental 

label: Music Corner Records (Poland)

Эти польские куры изобразили очень даже возможный современный прогрессив. Они выдали неожиданно мощный проект эспериментальной припанкованной музыки, с правильной, не-занудной агрессией и массой интересных наворотов.

Anna Lasocka - głos 

Mazzoli - klarnet, basklarnet, głosy 

Piotr Pawlak - gitara, bas /Deluge/ 

Ryszard T. Tymański - głos, bas, gitara/Deluge/, lider 

Jacek Olter-bębny 

kompozycje i teksty: R. T. T.

1. AMERICA 4:46

2. SMAZALNIA W JELITKOWIE 2:02

3. Germans in Heaven 2:09

4. JA MUSZE DO LASU 6:04

5. ALWAYS ENDEAVOR 7:32

6. KABLOX (NIESLYNA HISTARIA) 6:36

7. THAT MUSIC 4:56

8. DELUGE 9:20

9. BABY KANGAROOS 2:52

10. Przejazd wozkiem 0:27

11. PRZEKLETE MAJTECZKI 4:20

12. ATTRACTION 9:42

	Emir KUSTURICA  & The NO SMOKING ORCHESTRA – cм. в секции ‘Eurofolk’
	
	
	
	post-punk / folk-rock

	LA 1919
	Jouer, Spielen, To Play
	1994
	46:26
	label: Materiali Sonori (Warner Music Italia)

Chris Cutler (см.) [d, found objects]; Charles Hayward [v, k, d]; Luciano Margorani [g, b]; Piero Chianura [sampler, synth]; Roberto Zorzi [g, zorzerie].

   Improvisation is the key to the music of LA 1919. This work is a spontaneous collective composition which crosses complex musical pathways. With fusion as its backdrop, the more radical strains of rock and jazz allow complete artistic expression, and create endlessly evolving and expanding atmospheres. During this live journey into their boundless, innovative instrumental music, we discover the guitar of Roberto Zorzi and the solid drumming of Chris Cutler (Henry Cow, Gong, Cassiber) and Charles Hayward (This Heat, Camberwell Now, Keep The Dog) [см. все указанные выше проекты кр. KTD]. This is a union which revives early European progressive music in a new and very original expressive context.

   Improvisation: a mysterious thing. Many of the musi​cians whom we acknowledge today as among the most significant for their written compositions were at least as famous in their own time for their ability to improvise: but since neither in Bach's time nor that of Mozart or Beethoven, or Listz did tape recorders exist, musical research has concentrated upon documented music, and so a great deal of what occupied these composers – and the relationship between improvisa​tion an dwritten work – remains relatively obscure. Dismissed from serious music, from the core of its history and its theory, improvisation has been transfered automatically to ethnic music, African in particu​lar, and consequently, to jazz and music derived from it: so that among the nonsense going around on the differences between serious European music and Afro-American music the most common assertion (and the most idiotic) is precisely that which classifies the second as based on improvisation, and the first as only accepting improvisation in limited avant-garde situa​tions.

It is easy to find out why such a blatantly groundless statement has gained so much credence: it works perfectly as much for the ideology of serious compo​sition as a totally structured process as for that of popular music as a thing devoid of internal logic, and theerefore fully satisfies both the serious critic unable to tear himself away from the score and his creative formule and the pop critic terrorized by the idea that a song can contain more than his habitual lazy appro​ach can lead him to discover.

 Obviously many forms of improvisation exist, related to different parameters, models and traditions. But some are very near to composition, and without ac​tually identifying them it is still possible to state that in many cases it is the same process at base, which manifests itself in different spatial, sound and time dimensions. Whoever defined his own ad-libbing as instant composition no doubt had this relationship in mind.

At the beginning of the last decade, after the tide of punk (and disco music) had washed away the greater part of what progressive rock – for better or for worse – had put together in the seventies, many musicians in some way connected with that experience decided to accept the criticism implicit in punk. Once the large forms had been discarded (twenty to thirty minute pieces), groups reduced, virtuosity or individual or group self-gratification restrained, they went back to writing songs. But they could not, of course, throw overboard their memory, nor resign themselves to more conventional forms. Some of these musicians, decided then to approach the song form by making use of collective instant compositions, mainly based on what the recording studio has to offer. Others, less worried about form, devoted themselves to making it unrecognizable by an increasing extensi​ve and unusuaf use of electronic intruments, someti​mes travelling over the same terrain again as the so-called psychedelic period of the Beatles (characteri​zed, as recent documents testify, much more by inces​sant experimentation in sound and a heavy daily routine in the recording studio than the mythical influences of LSD).

La 1919 is a group formed by musicians unquestiona​bly younger than those who recreated from a fresh starting point the progressive rock of the eighties, certainly a temporary label (while we wait for a less dated one) for a genre that has in any case a quite deary defined outline; nevertheless it is unarguably in tune with those musicians, confirmed by Henry Kai​ser's involvement in the recording of the first LP (with a novel transoceanic traffic of four-track tapes), by tributes to Fred Frith, by the very release on the prestigious Recommended Records, and finally, by the direct partecipation of Charles Hayward and Chris Cutler in the concerts of the group, an extract of which is featured on this CD. La 1919 compose their pieces by improvising in the studio, and live. The rock matrix is quite evident. Despite this, La 1919 has very few ties with what one is in the habit of calling Italian rock. Beyond the musical values, which are clear, there is a lack of that subcultural superstructure (the play on words is inten​tional) which makes many exponents of national rock into characters worthy of the Italian writer Calvino: inexistent knights held together by the collective will (of the young, journalists or also organisers) so that something like an Italian rock really exists. In this case, it would seem, instead, that what is more important the desire to make music, to play (in the sense of jouer, spielen): which, inevitably, makes all the difference.

	LA 1919
	Giorni Felici
	1997
	43:26
	label: Materiali Sonori (Warner Music Italia)

Henry Kaiser [Synclavier, g]; Luciano Margoriani [samplers, g]; Piero Chianura [samplers, g]; John Oswald [a s]; Fausto Rossi [v].

  Free music, unstoppable. Electronic, improvisational, minimalist, inspiring and moving. Essential. At the crossroads of the experience that unites so many kinds of contemporary music. Unforeseen and unpredictable music. Like life...

  «A storm towards the sunset // Rain from the sky and uniforms at my door // Suddenly, in their hands // My life is worth nothing. // Like a dream, blinding light, almighty. // Men I do not know, like wet rags. // If I close my eyes I can see places distant in time, // Colourless, // So I ask to be set free.»

	La cle de l'Horizon - musique pour Tristan TZARA
	
	1998
	71:37
	avantgarde (dada)

label: L'Association Culturelle Literaire (Romania)

Roman Vlad - Piccolo lambiccamento pianisto sul nome di Tristan Tzara

Viorel Muntaenu - Invocazioni per clarinetto solo

Doru Popovici - In memoriam Tristan Tzara Op. 131

Mihail Virtosu - Tristantzaresque

Tiffen Le Martelot - La chanson d'un dadaiste

Romeo Cosma - Improvisations dadaistes pour Tristan Tzara

Dan Dediu - Variations syntaxiques et stylistiques pour soprano et piano. Poemes de Tristan Tzara

Sabin Pautza - mood swings / virees d'humeur

Adrian Pop - Sept fragments de Tristan Tzara

Felicia Donceanu - Decalcomanies d'apres Tristan Tzara. Theatre instrumental a joeur a... quatre
Tristan Tzara (литератор) – главный дадаист Парижа. Ему и посвящена эта серия произведений.

	Kalle  LAAR  &  Takashi KAZAMAKI
	Return To Street Level
	1990
	64:28
	label: Ear-Rational (Berlin)

Produced by Elliot Sharp.

Elliott Sharp (см.) [hawaiian g, b cl, v]; Takashi Kazamaki [perc];  Kalle Laar [g, k]; Tom Cora (см.) [cello]; Christian Marclay (см.) [tt]; Nick Didkovsky (см. Dr. NERVE) [g]; Paul Hoskin [contrabass clarinet]. 

	Kalle  LAAR  &  Takashi KAZAMAKI
	Moving
	1996
	64:00
	free impro
label: Konnex (Berlin)

Kalle Laar [g]; Takashi Kazamaki [perc]; Kazutoki Umezu (см. в ‘Jazz’) [reeds]; Samm Bennett (см.) [perc].

	LABRADFORD
	Labradford
	1996
	39:47
	ambient / noise    -- Колоритный проект с широким спектром амбиентных настроений.
label: Blast First / Mute

в составе инструментов присутствуют: клавиши и сэмплы, гитара, бас, флейта, орган, перкуссия, весьма ненавязчивый вокал.

recorded & mixed w/ John Morand

+ Chris Johnston – violin

1. Phantom Channel Crossing

2. Midrange

3. Pico

4. The Cipher

5. Lake Speed

6. Scenic Recovery

7. Battered

	LABRADFORD
	E luxo so
	1999
	39:09
	разноплановый ambient/acid с богатым акустическим составом инструментов

label: Kranky (Mute)

	LACRYMOSA
	Bugbear
	1993
	69:41
	avant-project музыкантов из Токио.

состав музыкантов указан по-японски; инструменты: a s; bass cl; fl; recorder; ac g; vln, ac p; harpsichord; wind-synth; basses; tabla; perc; drums.

	LACRYMOSA
	Joy of the Wrecked Ship
	1994
	51:09
	

	LAIBACH
	Let It Be
	1988
	42:21
	Аранжировки песен The Beatles с одноименного альбома.

James Hetfield [Metallica] about Laibach: “They’re Yugoslavian or something, they’ve been around for quite a while. They’re definitely, uh, fascists. They’ve do some really intense industrial stuff — they were into it way earlier then Reznor and all them guys. Their songs has a very military march kind of feel, which I get into every once and a while.”

	Fred  LANE
	“From The One That Cut You” / “Car Radio Jerome”
	1983
	64:32
	label: Shimmy Disc (New York), 1989.

Ron Pate’s Debonairs Personnel:  Ron Pate [tr, g]; Rev. Dr. Fred Lane [stripmine crooning]; Cyd Cherise [g, plataphone, bass clarinet]; Dick Foote [left-handed sax]; Abdul Ben Camel [ac bass]; Omar Bhag-dad-a [p, organ]; D. P. B. Smith [p, viola, cornet]; Bill The Kid Dap [d, marimba]; Shep Estrus [d, bongo’s]; Asa Gaston [tricekeene drums]; E. Baxter Put [el b, perc]; Motor Hobson [bar sax]; Dean Norman Scheidt [marimba]; Johnny Fent-Lister [a s]; Rip McBoutie [violin]; Doc ‘Bob’ Cashion [tr]; Danny Pla [C-melody sax]; Jane Hathaway [fl]; Whitey Stencil [clarinet].

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

	LARVAL
	Larval
	1996
	54:08
	Avant (Tokyo)

Eric Gustafson, Beth Wilusz, Bill Brovold [leader, guitars]; Otto Kentrol, John Evans [saxes]; Dean Western [b]; Wil Osler [d].

 Этот инструментальный проект можно описать так: сердитый (но от этого более изобретательный) Robert Fripp, плюс разъярившийся Morphine.

	LARVAL
	Larval 2
	1998
	42:25
	label: Knitting Factory Records (NY).  www.knittingfactory.com 

“Orchestrators of neat chaos... [Bill Brovold’s Larval are] chamber music for the defiant pop omnivore.” 
– Alternative Press
“Dense, shifting rock riffs... like the cries of giant flightless birds.” 
– the WIRE
"Composer/Guitarist Bill Brovold enlists some of Detroit's finest musicians, adding strings and horns to a core of guitar, drums and bass. Quiet, chamber-inflected passages mix with dense, brooding, run-for-your-life compositions."

Larval initiator Bill Brovold is a bold with his musical compositions as he is with his artwork. Detroit’s Larval plays music that is an outpouring of passion, a thurst of noise, the jarring juxtaposition of rock with classical and jazz composition. Larval is instrumental rock at its very best.

	(LARVAL)
	Bill BROVOLD:

"Childish Delusions"
	2000
	47:16
	label: Tzadik

BILL BROVOLD 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

	LARVAL
	Obedience
	2003
	51:53
	label: Cuneiform

Bill Brovold [g, p, vibes, b]; Zeena Parkins [harp]; Dan Bennett [s]; Kurt Zimmerman [vln]; Genevieve Padgett [cello]; Marko Smith [d]; a.o.

	LAST  EXIT 
	Last Exit
	1986
	38:45
	free impro - жёсткая свободная импровизация.

LAST EXIT:

гитарист Sonny Sharrock (см.: Sharrock; Material; W.Shorter, Brotzmann [см. в разделе ‘Jazz’]), считающийся основателем фри-джазовой гитары [Miles Davis, Herbie Mann, Pharoah Sanders, Wayne Shorter], 

саксофонист Peter Brotzmann (см. в разделе ‘Jazz’), 

басист Bill Laswell (см. тж.: Laswell, Material, Pain Killer, Massacre, Golden Palominos, Zorn)  

и барабанщик Ronald Shannon Jackson (см. в разделе ‘Jazz’).

label: ENEMY Productions (USA)

rec. in Paris, 1986

1. Discharge

2. Backwater

3. Catch as Catch Can

4. Red Light

5. Enemy Within

6. Crackin

7. Pig Freedom

8. Voice of a Skin Hanger

9. Zulu Butter

	LAST  EXIT
	Köln
	1986
	38:02
	label: Enemy / ITM Records

Peter Brotzmann [t s]; Sonny Sharrock [g]; Bill Laswell [6-str b]; Shannon Jackson [d, v].

rec. in Koln, 1986

1. Hard School

2. Brain Damage

3. Taking a Beating

4. Last Call

5. Dark Heart

A LEXICON OF LIGHTNING

"True art casts nets towards the future, celebrates and mourns. It invents prayers and weapons. It does not whimper or cower or throw up its hands and bat its lashes... It strikes like lightning, or is lightning. whichever."     -- John Gardner 
Originally scheduled for release in 1988, as a companion volume to "Cassette Recordings '87" "Last Exit: Koln" should have been on the market before the studio record "Iron Path", but communication problems (to put it politely) between Bill Laswell and the Enemy label left it locked in limbo. Set loose at last, it is a record of extraordinary power and concision. It is, to extend Gardner's analogy, a lexicon of lightning, making improvisation vivid in jagged, flashing, flaring soundbursts...

If there is a way to discuss Last Exit with proper critical distance and "objectivity" I confess that I haven't tried to find it. The group's lustral, emotion-loaded music -- and indeed, the savage volume level at which it is administered -- rules out neutral fence-sitting. You're either for these musicians and the directions' they represent, or against them, it seems to me. Indifference is not an option. Personally, I still consider the group's emergence a sort of 7th-Cavalry-to-the-rescue scene in the final reel of The Story Of Free Jazz (an image often underlined by the call-to-arms of Shannon Jackson's snare drum and Brotzmann's charging horns.)

What is surely clear is that, by the mid 80s, the kind of free improvisation whose outstanding characteristic was its tenuousness had really had its day. Poking around aimlessly in the hope of finally stumbling upon the music -- this was to prove bankrupt procedure over-documented on records nobody listened to. There remains a coterie of pioneer improvisors making notable free music (hello Evan, Derek) but, in the last few years, most exponents of purely "abstract" improvisation have thrown in the towel and looked for ways to structure their material. And scores and music stands and, amusingly, con​ductors, are back with us in a big way.

Last Exit found another way out of the impasse without giving the problem a second thought. In their group improvisations "structure" is inherent in the way Jackson and Laswell approach rhythm, working with pulses and rotating patterns, pushing time around. Though Shannon's prone to describe his music as "just the Texas blues", his kaleidoscopic playing embraces drum history. Shuffle rhythms and backbeats, martial rhythms, bop accents, African beats, heavy rock and more make their appearance, often simultaneously. Playing two rhythms at once, "a martial beat in one hand, a funk beat in the other", for example, is part of this master musician's standard methodology. "I don't play 'time'" Shannon told down beat's Charles Doherty, "I take rhythm as a source of time."

Bill Laswell is, firstly, a rock musician. The most enlightened and open-minded one I've ever met, admit​tedly, but his background continues to influence his creative decisions. He's become a completely original improvisor, a great improvisor in my opinion, but still feels a responsibility to play with the drum​mer and to rein in the music's farthest-flung weirdnesses, periodically returning it to the beat, thus giving Last Exit a coherence and solidity other so-called avant garde outfits often lack. "I follow Shannon," Laswell says simply, but the relationship is by no means one-sided.

Both rhythm section men, to use that quaint old term, are impatient of the digressive, dithering solo, and the urgency of their playing lights fires beneath Sonny Sharrock and Peter Brotzmann, compels them to play in the moment, no time left to consider a "tasteful" response. The music moves too fast for such niceties. (Sharrock: "Artists cannot be hampered by the restriction of taste. We're way beyond that.") The opening seconds of "Hard School" bear witness to this. Saxophonist and guitarist are sent reeling by the galloping rhythm, but speedily find the shape of the piece in the process of playing it, instincts honed by the roadwork behind them. If the earliest Last Exit concerts were indiscrimately volcanic, spewing up a fair amount of bubbling mud along with the incandescent gems (in ratio not always unrelated to pre-gig beer-flow), within a year the quartet had become very precise, tight on its own terms, and everything in this Koln performance has a hard-edged clarity, real definition and dynamics. (Then again, this also has something to do with soundboard personnel learning to deal with the loudness.) At the very beginning, Last Exit were layering sound upon sound, frenetically "filling up all the holes", as Albert Ayler once instructed Shannon, playing flat-out all the way. Here, in contrast, silence also has a (limited) role to play -- framing, for example, the bass and drums joust that develops after the first climax and off​setting Brotzmann's subsequent unaccompanied feature. The terrible beauty of the music, of course, attains its most potent power in the convulsive turmoil of the ensemble playing. Listen to the deep, har​rowing soulfulness of Laswell's melodic bassline beneath Brotzmann's yowling, agonizedly fervent la​ment on "Last Call", then marvel at the way Jackson and Sharrock pivot the piece towards a triumphant conclusion. From mourning to celebration in a single breath. All life is here, or as much of it as matters.

We're fortunate to have five Last Exit albums now (six, if one includes the recent Enemy compilation), to be able to follow the unfolding of this epic story, each step of the way presenting some of the most vital music of the age, each volume a dramatic improvement on a blueprint that was pretty damn magnifi​cent in itself.

(With luck, the DAT recordings made on the very different-sounding autumn '89 tour will find an outlet soon...)

"You know, I really feel the Exit quartet is getting stronger all the time." Peter Brotzmann said last year. "We've been through our 'power-playing' period. I don't want to be typecast as just a 'blaster.' Now the shit is really wide open. It can go anywhere. The interaction is getting to be very sensitive -- though I'm sure there'll always be some of the good old passion and violence. But there's a lot of potential still to be explored, and I hope we get the chances to explore it."

In this, Herr Brotzmann is not alone.

Steve Lake April 1st, 1990

	LAST  EXIT
	The Noise Of Trouble                 [Live In Tokyo]
	1987
	39:50
	label: ENEMY (USA) / Tokuma (Japan)

Sonny Sharrock [g]; Peter Brotzmann [t & bar saxes, tarogato]; Bill Laswell [6-string bass]; Shannon Jackson [d]; Herbie Hancock [p]; Akira Sakata (см. 'Jazz') [a sax, B-clarinet].

1. Straw Dog / You Got Me Rockin’ / Take Cover / Ma Rainey / Crack Butter

2. Pig Cheese

3. Panzer Be-Bop

4. Base Metal

5. Blind Willie

6. Needles Balls

7. Civil War Test

8. Help Me Mo I’m Blind

   “The New Age, contrary to the mood of the market, demands a roar not a simper, and Last Exit’s post-meltdown blues is the real, roaring thing. With Laswell and Sharrock bearing down with bottleneck and slide, the tradition is blasted into the present.” — Steve Lake in The Wire, aug. 1986. The tradition gets a more formal acknowledgment on “The Noise of Trouble” with Shannon Jackson’s tributes to Jimmy Reed, “You Got Me Rockin”, and to the Queen of the Blues, “Ma Rainey”. There is also a superlative quartet rendition of Sonny Sharrocks’ “Blind Willie”, a dedication to blues singer Blind Willie Johnson and a tune that introduced Sonnys’ solo statement “Guitar”. Unprecedented in the history of jazz recordings is the exchange between Brotzmanns’ ferocious saxophone and Herbie Hancocks’ pretty filigree piano at the beginning of “Help Me Mo, I’m Blind”. The stark contrast of approaches open new doors for Last Exit, as they draw upon their diverse individual backgrounds... “The Noise Of Trouble” is volume two in Last Exit’s odyssey. There’s a lot more to come.

	LAST  EXIT
	Iron Path
	1988
	36:45
	label: Venture (Virgin)

Sonny Sharrock, Peter Brotzmann; Bill Laswell; Ronald Shannon Jackson.

1. Prayer

2. Iron Path

3. The Black Bat

4. Marked For Death

5. The Fire Drum

6. Detonator

7. Sand Dancer

8. Cut And Run

9. Eye For An Eye

10. Devil’s Rain

Elemental, fiery, loud, head-on... 

"Last Exit has some power. It has music and sound, dimensions of sound. It’s so rare for a listener to hear something that really affects him physically, spiritually, emotionally. Something that can sustain him today, tomorrow, next year, always with the pleasure of hearing something new in it. This band has those qualities. It’s virtually the only contemporary band that's really happenin’”. 

I was going to say this, but Ronald Shannon Jackson got in there first. There's no false modesty in Last Exit, no false anything. The group is important precisely because its rush of sound is a heartfelt force. It sweeps away all the fakery that proliferates on both sides of the highbrow/lowbrow cultural divide. Bracing, energizing, sanctifying, clarifying, Last Exit emotional range (its “passion and violence” as Brotzmann says) shows what can still be done with a little love, courage and nose-thumbing impudence. By comparison with Last Exit’s achievement, most modern music idioms are exposed as etiolated and anaemic. The exhausted terrain of jazz and pop, for example, is cluttered with exhausted professionals playing exhausted nothings, to the mock-delight of exhauated critics. And even improvised music, once a zone you could depend upon, is vitiated by the arrival of a "new generation" of  baton-wielding "auteurs" who “compose” by appropriating others' talent. Against this trend, Last Exit righteously rages. The quartet reaffirms the potential, validity and bloody glory of collective music-maklng.  

They are improvers, then? Yes, in a big way, and have much to improvise on and out of. Shannon atresses the point: “MUSIC COMES OUT OF LIFE”. Write it in huge block capitals. Last Exit’s players have lived, to the swashbuckling hilt. They have an enormous wealth of experience and madcap adventure. It’s the diversity of their backgrounds and the desire to play together (rare in a world of cynically assembled festival all-star groups and manipulated production projects) that makes their music so very special. 

Half black, half white, three quarters American, one quarter European, the groups ethnic make-up could be seen to be fairly faithfully symbolic of creative music’s history. But this would be too glib an overview; its as independent, fiercely idiosyncratic intelligences that these players have already made a profound impact on several genres. A few words, then, about the men involved. . .   

Sonny Sharrock, a committed native of Ossining, New York, is one exceedingly unorthodox guitar player, almost an anti-guitarist if one can use that term positively. He revolutionized his instrument in the mid I960s, feeling that the guitar lacked the emotional qualities inherent in the saxophones that then dominated the soundscape. After hearing the early blues innovator Blind Willie Johnson, Sharrock dove into slide playing to get at sounds more freely expressive. Using a heavy slide bar on the strings, he bust up a lot of frets but was able to match an early employer, Pharoah Sanders, intensity for intensity. Their collaboration, “Tauhid” is still crucial listening. "I'd heard Coltrane and Archie (Shepp) making these beauti​ful screams and I wanted to be able to sing like that. Me and Pharoah were pushing at the same scream."  But the blizzards of sound — sforms of shattered glass is a favourite metaphor—are only part of Sonny’s vocabulary. He also uncovers melodies that make the heart dilate, achingly pretty themes. Like the others in Last Exit, he devours music, soaks it up. He’s a doo wop collector. He finds Aaron Copland and Samuel Barber melodies as "beautiful as Charlie Parker." He listens to Coltrane almost medicinally: "Everybody needs their daily Coltrane."

Sonny Sharrock played, uncredited, on Miles Davis’ “Jack Johnson”. Associated with Bill Laswell since 1980, he gigged extensively with Bill's early conglomerate Material. In addition to his work with Last Exit, he runs The Sonny Sharrock Band, whose "Seize The Rainbow" LP was co-produced by Laswell. And he has a further two groups on hold: Montana, an experimental large group with lots of brass and Sonny Sharrock’s 1954 Rhythm And Blues Revue, a manic, freak-out Harlem jump band.  

His 1986 album "Guitar" is a solo record of disarming purity. (Sonny’s track here, "Sand Dancer" is a pointer to that disc’s general drift.) Sharrock describes Last Exit as "the healthiest, most positive playing situation I've ever been in."  

Peter Brotzmann, another small town cat, insists upon living in Wuppertal, West Germany, where he was once the scourge of the local art school. Peter plays all the reed instruments invented by Adolphe Sax in ways Adolphe hadn't quite envisaged. He also knows his way around several woodwinds that predated Sax's axes. Clarinets, for example, and the tarogato, a Hungarian / Rumanian folk instrument, like a wooden soprano, whose penetrant wail Brotzmann has made very much his own.Though there’s no way a new listener could guess, his earliest inspirations were Kid Ory and Sidney Bechet ("I've always been a purist,” he says, tongue only half in cheek.) I first heard him on the historic 1968 album Machine Gun which was -- and still is -- a gleefully destructive racket, the sound of established musical values being stomped to bits. Back then, the fact that Pater could play louder and longer than anybody else on the European continent amazed many musiclans, but never much interested the saxophonist himself. For him, stamina was just another tool, a means towards an authentic, original expression. His obsession with screaming multiphonics and overblowing has been followed up with stubborn commitment. Others swerved from the path, played it safe. Not him. He has taken the notion of "energy music" further than any other horn player. Yet, for all the fury, his solos have become clearer down the years. His line is very fast-moving -- like painting with light -- but there is an order imposed, by a gruelling self-discipline and a methodology that owes little to the niceties of conventional technique. He has recorded prolifically for Berlin’s FMP label, one outstanding example being 1984’s “14 Love Poems”, a solo record. To my ear, he is playing better than ever in Last Exit. The group's seismic rhythms demand responses that the nervous flickering pulses of European free jazz rarely awaken. (Nobody drums more explosively than Shannon.) Brotzmann: "I love to play in this quartet. There are nights when the music comes together so beautifully, so compressed and so fucking perfect that I think: what more could the world want??"  (I was going to say some​thing like this, too.) 

Detroit born bassist Bill Laswell often assumed to be the leader of Last Exit. From a musical viewpoint, there is no leader: the group has an unusually well-calibrated equality. But Laswell's reputation and abilities provide a unique edge. Without Bill, these guys wouldn't have been able to put out five albums in three years, nor would the albums sound as good as they do. Not so long ago, the notion of Brotzmann, Sharrock and Jackson playing to crowds of hardcore and speed metal followers would have seemed pure fantasy. Now, through a chain of association stemming from Bill's production work, it’s come to seem a logical, necessary step for the music's growth. To date, Laswell’s much better known as a producer than as a player, largely because jazz critics can’t fit him into their narrow frame of reference and rock critics know nothing about playing. Anyway, in both contexts -- playing, producing—Bill responds with an improviser's acuity; he gets straight to the heart of the matter. Working on an almost preposterous assortment of productions — from Iggy Pop to the Samulnori, Herbie Hancock to Motorhead—he has an unerring sense for what each artist does best. He knows very exactly when to embellish, when to dominate, when to stand back. The same applies to his playing inside Last Exit and particularly to his relationship with Shannon Jackson which has been tested in many situations (behind Blood Ulmer and Akira Sakata, in the wonderful SXL group and elsewhere). They play together, they improvise in time in tumbling, dodging, fluid exchanges. Running with the ball, they block out structure as they move, erecting all kinds of springboards, trapezes and trap doors to propel Brotzmann and Sharrock into hyperspace. Bill’s described their approach as “a folk kind of improvisation”, but this does not convey the violent dynamics sometimes employed. It does give a glimpse of his interest in non-Western musics, though. In recent years, Laswell’s been spending more and more time in the Far East and its sounds and textures are absorbed and transmuted in his own music at a level beyond "electicism". When Bill plays bottleneck on the bass and Shannon digs into his bag of tribal rhythms, Last Exit can sound like a non-tempered amped-up village orchestra. Equally, when Brotzmann picks up the bass sax and he and Bill go for the deep notes (as on the "Low Life" album and a sequence on side two here) the immensity of the sound suggests they’re standing on the world’s roof, like Himalayan monks voicing one huge chord. For that matter, there’s a quality in Sharrocks’ slide playing that is tantalizingly close to the sound of South Indian gottuwadyam music (this is baffling, but true). But notes like this can only be vague signposts. Last Exit’s line of fire sweeps so much ground so fast. They can take you from the Mississippi Delta to Planet X and back in less time than in takes to write it.

Of Ronald Shannon Jackson, I cannot say enough. Until Shannon came back from a long silence to supercharge first Ornette Coleman’s Prime Time, then the Cecil Taylor Unit, then his own Decoding Society, creative music was in big trouble, rhythmically. It was in danger of becoming as flaccid as classical music.

In his period with Albert Ayler in the mid-60s (refer to the records “Black Revolt” and “Truth Is Marching In”) Shannon, by example, encouraged others to seek new ways of playing. But the freedom Ayler’s group offered was misread, as self-expressionists with no background honed in on the music. "Free" drummers adopted an ambiguous shifting sands approach on which nothing of substance could be built, and gestured more than thay played, flicking cymbals with towels, rattling spare change on drum heads, shuffling around in heaps of metal junk. The sound of surprise at a barely diverting level, it lost its appeal over twenty years. Shannon was never impressed. "I knew why audiences were bored because I was bored. I'd go to clubs and think ‘Why am I here?? I could be listening to Hendrix, Otis, Aretha, to any music of soulfulness and honesty’”.  Jackson, who grew up in Fort Worth, (latterly the setting for a knockout homecoming LP, "Texas") was steeped in the sounds of the black American church. He played piano as a child, (witched to drums at the earliest opportunity and worked his way through the history of the music, from the Texas blues outward. He's always perceived the drums as both a rhythmic and melodic instrument and brings both facets to bear on his work in Last Exit. His drums sing and dance to a pure, often very African, beat. Or they stack up complex multiples of rhythm to resolve the often very disparate things his partners are playing.
"Last Exit is the second coming of the Ayler principle. I am totally at liberty and have total freedom to create and evolve things. This group is about trying to execute something instantly that is the concentrated essence of all you've learned. Like writing haikus, one after the other". 

This is well said and, I think, very exact. But it’s one thing to write haiku in the contemplative silence of a Zen monastery and quite another to do it on stage with speakers rupturing and amps on the blink. Or after sleepless nights in quaint forty dollar rooms over​looking the autobahn. Or when the promoter has just gone into hiding with the night’s take. Playing creative music can be a thankless task. The condi​tions under which this music is made are, as Brotzmann notes, "ridiculous". 

Following Last Exit around Europe in 1986 and 1987 was rather like being a war correspondent. There were skirmishes with local and national promoters, sound desk engineers, festival security people, journalists, audiences, hotel staff. The album "Cassette Recordings ‘87" properly credits Robert Musso with “salvage production”. Live sound frequently cried out for salvaging, for the group were playing under bizarre acoustical handicaps. Their modest contract requirements for specific amplification equipment were generally ignored by club owners.

Bill: “It’s a cynical attitude that makes us cynical. The promoters don’t care about nothing, so we don’t care about nothing, either. Except the playing. But you can't get through the playing with bad conditions. How can you play if you can't hear the shit? It’s stupid. It’s difficult if you’re playing this louder music. The bass and guitar will just sound like mud if there’s no separation, and the drums are all overtones.

Last Exit fought back against deficient sound and incompetent mixers with, I thought, commendable patience, but here and there tempers had to fray. In Paris, the bass monitor sailed off the front of the stage. In Wuppertal, a promoter came within a hair's breadth of having his features re-sculpted, cubist styie. In Tubingen, the group walked off twice, after Sonny had protested that the guitar player in the Marshall amps was not him. Shannon, meanwhile, told the audience to go home in response to protest that the band was too loud. When some did, demanding refunds, the club owner told the group they'd damaged their reputation. (Laswell was philosophical: "That's OK. We hadn't planned a return trip.") In Moers, after bouncers had manhandled a roadie, the group were indisposed to play at all (that one took some smoothing over.) In Munich, they couldn't play, because the venue was struck by lightning. Unsure whether to laugh or cry, particularly since Brotzmann's "Noise Of Trouble" logo showed a fellow blitzed by a lightning bolt, the band went to the beer garden. 

Their first four albums, all live, were made on the run, then. You'd better believe it. Under duress, strapped into some sort of comedy of errors.  “Last Exit”, "The Noise Of Trouble”, "Cassette Recordings ‘87” and "Last Exit: Koln" are document, brilliant snapshots of a band going somewhere fast, against the odds. They've progressed incredibly since their first (unrehearsed) concert in Zurich on February 7th, 1986.

On “Iron Path” having finally made it to the studio, they've had a chance to play a music more considered but no less thrilling. It’s gratifying to hear how players like Sharrock and Brotzmann respond to the studio environment, and Laswell deserves credit for getting them there (and for the red-hot glow of the mix.

I’d like to say more, to froth at exhaustive length about each of the tracks on "Iron Path”, but the group figure — I suppose rightly — that in the end listeners are going to have to do some listening for themselves. 

So be it .

To me, the inspired and inspiring qualities of this record and this band are beyond argument but, no doubt, it’s impossible to make a sound this big without offending the more dainty sensibilities out there. That’s a good thing, too.

STEVE LAKE

	LAST  EXIT
	Best of Live
	1990
	70:08
	label: ENEMY Records

Не пересекается с live “The Noise Of Trouble” на  42:30.

1. Enemy Within

2. Pig Freedom

3. Discharge

4. Red Light

5. Panzer Bebop

6. Blind Willie

7. Help Me Mo, I’m Blind

8. Ma Rainey

9. My Balls / Your Chin

10. Line of Fire

    “Love and hate, you need that for your life”, said Peter Brotzmann sagely, back at the beginning, while stressing that Exit’s seesawing moods were not programmed. “We just play our asses off, that’s all we do”. To Ronald Shannon Jackson, Last Exit’s vast sound was “more than just ‘improvising’”. It drew, he said, “upon the richness of a whole reservoir of information already fed in”. No doubt about that. This music was definitely grounded in traditions. There was deep blues in here alongside the free music aspects abstracted from the glorious legacies of Coltrane and Ayler. Moreover, Last Exit played with a rock authority that no other jazz-based improvisers have matched.

   Whose idea was this furious collective? Nobody quite recalls. “One day it was just there”. But the notion had been in the air for a while. Bill Laswell had played with Sharrock, Brotzmann and Jackson individually but those three hadn’t played together until they meet on a Zurich stage at Exit’s first gig. Yet the previous year, Laswell had announced the line-up in an American interview. A new group, he said. We’re going to call it the Sex Beatles. I’m glad he changed his mind about that. Last Exit was appropriately named. In the first place, the group served for some of its members as an escape route from the demands and petty restrictions of the music business. The quartet played, purely. That was “all” it did. (“We don’t rehearse, do promotion or any of that bullshit”.) But the music’s now or never urgency also had to be perceived as a challenge to other players and to those critics not yet completely sedated by New Age and forth generation bebop. And so the group became a Cause. It polarized opinion. (It still does.) At the Moers festival I saw AACM musicians and supposedly open-minded European improvisers with their hands over their years, running for cover. Diamanda Galas, who performed with Last Exit, hated their guts (well, they drowned her out.) Billy Bang and, later, Akira Sakata happily jammed with the band. In Victoriaville, Quebec, Cecil Taylor danced while they played. In European jazz magazines like Wire and Jazzthetik, Last Exit began to gatecrash no end of articles and reviews. They’d become a yardstick, a standard against which other bands were measured, a frame of reference, a way of looking at contemporary music. “Help Me Mo, I’m Blind” is the sound of Herbie Hancock being bushwhacked. He though he was going to play a piano solo and then Brotzmann fired off a few blunderbuss rounds from the wings and then they were all off on a drunken, lurching tangent. Under the circumstances I think the pianist holds up very well. On balance, “The Noise Of Trouble” is my favorite Herbie Hancock record. Last Exit’s third album, “Cassette Recordings ‘87”, was the strongest of their live recordings and also the album that sold the least, largely due, I think, to its packaging. Somebody thought it would be funny to put out a record that looked like a bootleg, but humorless retailers did not get the joke, believed it really was a bootleg and wouldn’t touch it. The title also struck them as worrisome in the CD era: the idea of “Cassette Recordings” would sound pre-wheel to hi-fi snobs. In fact, the audio quality was surprisingly good. The band’s friend Robert Musso, engineer and Machine Gun guitarist, had done an exceptional job with the sounboard tapes.  Last Exit goes on, of course, and the music is still in flux. Last time I heard them (about two months back), Bill had switched to a fretless bass and that detail alone had changed the inner relationships of the music. Everybody was thinking in terms of clarity and structure, there were ballad sequences, astonishingly enough, and some more or less fixed compositions from the “Iron Path” album, even a couple of free jazz cover versions. They sounded completely different and, still, completely amazing. But this epic voyage of theirs, upstream against the current of the music industry. New listeners, begin here. — Steve Lake, 1990.

	Bill  LASWELL
	THE LAST POETS:

“Oh, My People” / “Delights Of The Garden”
	1985
	78:02
	Bill LASWELL -- см. тж. c: LAST EXIT; MATERIAL; PAINKILLER; MASSACRE; The GOLDEN PALOMINOS; John ZORN; Russell MILLS; Bahia Black (см. в ‘Jazz’); Akira SAKATA (см. в ‘Jazz’); dj CHEB i SABBAH (в ‘Acid’ section); Ginger BAKER (см. в ‘Jazz’); Anton FIER (в ‘Jazz’); Valentina  PONOMAREVA (и Сергей КУРЁХИН); Bernie WORRELL (см. в ‘Jazz’); Manu DIBANGO (см. в ‘Jazz’); BUCKETHEAD; DEATH CUBE K  (см.: BUCKETHEAD); Julian SCHNABEL; SWANS; Paul SCHUTZE & PHANTOM CITY; James 'Blood' ULMER (см. в ‘Jazz’); Robert MUSSO; PRAXIS; Jay UTTAL (в 'Asia 2'); Paul SCHUTZE: PHANTOM CITY; Sussan  DEIHIM; HASHISHEEN;
funk / afro-music project
feat.: B. Worell, P. Wilson, a.o. 

	Bill  LASWELL
	Low Life
	1987
	41:00
	label: Celluloid Records (NY)

Peter Br(tzmann (см. в ‘Jazz’ section) [bass sax]; Bill Laswell [electric basses]. Produced by Bill Laswell. Recorded and mixed by Martin Bisi at B.G. Studio, Brooklyn, NY.

Вместе Laswell&Br(tzmann см.  тж. проект LAST EXIT

1. Death Rattle.

2. Low Life

3. Disengage

4. Locomotive

5. Barrier

6. Wheeling Vultures

7. Curved Dog

8. Abasement

9. Land One

10. Tingle Hairs

11. The Last Detective

In an unusually concise synchronicity of intent, process, content and subject, Low Life is exactly what it's about. A collision, among other things, of the two highly-developed worlds and sensibilities of Peter Brotzmann and Bill Laswell, it is a distinct and unique creation of microcosmic slices that vividly represents a very gnarled industrial world.

German artist Brotzmann's history as a brutal purveyor of noise on a variety of saxophones is a well documented in his extensive series of recordings for the German FMP (Free Music Production) label, highlighted by 1968's Machine Gun. His lifelong «anti-jazz» (to say the least) commitment and approach resulted in his playing a crucial role in the infamous improvisational quartet Last Exit [см.] in the 1980s.

American bassist/producer Laswell's adventurous explorations of a far-reaching array of musical forms – including R&B and funk, New York's wide-open «downtown» scene in the late 1970s and early 1980s, ethnic musics from Africa and Asia, experimental and electronic musics, the more extreme fringes of jazz, and the spawning of hip hop – are documented in hundreds of recordings. These include such disparate projects as Material, Fela, White Zombie, Akira Sakata, Bootsy Collins, Blind Idiot God, The Last Poets, Public Image Ltd., Afrika Bambaataa, Mick Jagger, Laurie Anderson, Herbie Hancock, Toure Kunda, Swans, Sly & Robbie, James Blood Ulmer, Iggy Pop, Motorhead, and many more. It was partially in response to some of his more mainstream productions that Laswell committed so much energy to Last Exit.

The other members of Last Exit were drummer Ronald Shannon Jackson, who came out of Ornette Coleman's Prime Time school of harmolodic freedom, and guitarist Sonny Sharrock, who had followed in Coltrane's free-blowing footsteps to record the sublime Tauhid with Pharaoh Sanders and Jack Johnson with Miles Davis.

The inevitable and volatile collision of these four monsters of their respec​tive instruments was to result in a series of tours and recordings that would have life-changing impact on self-proclaimed punk rockers and jazz buffs alike, with listeners throughout the world in love with and/or enraged by the resulting spectacle. After the first Last Exit tour, Laswell produced a Sharrock album, Guitar, which once again demonstrated the guitarist's uniquely blinding technique and power. After more subsequent touring with Last Exit and countless late-night, passionate conversa​tions in bars across Europe and Japan, Laswell formulated with Brotzmann the creation of Low Life.
Low Life is, of course, a very apt title for a duet album between two musi​cians who dwell in the lowest reaches of the sonic spectrum, Laswell with his some​times highly-processed and treated electric basses staking out root tones, and Brotzmann on the somewhat rare bass saxophone, a huge, unwieldy instrument capa​ble of foundation-shaking rumbles. There are plenty of overtones, harmonics, and perverted treble textures created by their twisting, squeezing, and mangling of their axes, but these men are both firmly rooted in the bass frequencies. And their musical intent and implications feed especially on many things base.

There are many possible interpretations of the project's title, Low Life. Brotzmann and Laswell certainly have a common, profound contempt for cultural elitism and the manipulation of society at large by those in the upper echelons of business and politics. Their enthusiastic embrace and navigations through «low life» elements of various societies is well known among those who know them or encountered them on the road with Last Exit. The music of this album is as much about the brutality and coarseness of the human condition – in this post-industrial age of toxic waste and a world increasingly poisoned by industry – as it is about the resulting need for catharsis and freedom.

On one level, Low Life deals with industry itself, physically and architecturally about machines and factories, and psychically and emotionally about humans living amidst the technology of manufacturing and production. Some pieces sound like (and are constructed as) machines, with the parts fitting together mechanically, clanking, buzzing, and whirring away inhumanly: huge machines torque to their limits, cold metal is pressed and shaped, joints needing lubrica​tion squeal with friction, factory workers amidst yell above the din, lament their brutal environs, and attempt to drown their sorrows. In 1992 an unrelated book of photographs by Luc Sante appeared, documenting the conditions of the under-class in New York during the industrial revolution, appropriately titled Low Life.
The machines involved in the creation of this album also play a very important creative note, analogous perhaps to the role of computer-generated and cut-up «randomness» in the collaboration between Brian Gysin and William Burroughs on the book titled The Third Mind. The notion of another entity being invoked when intense collaborative creativity manifests itself is more significant yet than the specific tools involved, and, like the musical phenomenon of higher har​monics flying like sparks off of clashing or harmonious tones below, evokes notion of higher entities, consciousness, or even planes of reality. More than mere creative beings, however, Brotzmann and Laswell carry complicated worlds of reference, and Low Life is, on yet another level, a frontier between highly entrenched sensibili​ties rooted respectively in Europe and America.

Brotzmann has always performed exclusively in contexts of improvisa​tion, and is well known for his dislike even of the idea of overdubbing instruments to create a piece of music. No stranger to improvised music, Laswell manipulated the studio environment in such a way as to create a spontaneous and interactive environment for their duets, which arguably become a trio with the recording studio as a third partner. The mysterious processes in the studio that resulted in the cre​ation of Low Life were arguably even more spontaneous than the traditional record​ing of improvised music (i.e., the FMP records where microphones are placed, tape machine turned on, and everybody just blows), because the technology employed brought in extra techniques and elements of randomness that created new frame​works and spaces for the players. The result is a studio-manipulated recording that remains true to Brotzmann's «pure» improvisational sensibilities, organically incor​porating the usually static elements of recording technology in such a way as to create spontaneous events and ever-shifting environments.

New spaces. Huge factories, industrial warehouses and smelly, twist​ing alleyways. Something else out there. Cramped booths in the back rooms of stuffy, smoky bars. Machines and humans, mechanical humans and machines with life. Low Life.
            -----------  Peter Wetherbee

	(Bill LASWELL)
	RAF:

“Ode To A Tractor”
	1992
	41:06
	impro / avant-garde

label: Day Eight Music

musicians:

Bill Laswell; Peter Brotzmann (см. в ‘Jazz’); Jonas Hellborg (см. в ‘Jazz’); Jamal Evans; Jens Johansson; Anders Johansson; Otto von Waldenburg.

All compositions by Laswell / Brotzman / Hellborg / Johansson.

Produced by Jonas Hellborg. 

Rec. in New York.

1. Pork

2. Stay Where You Are

3. The Freezing Dessert

4. Land Of The Dead And Dying

5. Suburb Of Hell

6. Head Of A Monk

7. Ode To A Tractor

8. Buchla In Australia

9. Chant

10. Konkret

	(Bill LASWELL)
	BAHIA BLACK: “Ritual Beating System”
	1992
	42:08
	afro-music project
label: Axiom (Island Records)

feat.: OLODIUM [d]; C.Brown [g,voc]; W.Shorter (см. в ‘Jazz’) [s-s]; H.Hancock (см. в ‘Jazz’) [p]; B.Worrell (см. в ‘Jazz’) [hammond]; H.Threadgill (см. в ‘Jazz’) [fl].; L.Wright, D.Chapman [buckets]; prod. by Bill Laswell.

	(Bill LASWELL)
	O.G. FUNK:

“Out Of The Dark”
	1993
	50:48
	funk

label: Polystar / Rykodisc

Produced by Bill LASWELL & Billy ‘Bass’ NELSON.

Engineering: Robert MUSSO (см. Robert MUSSO; тж. с Tom WAITS).

1 YEAH,YEAH,YEAH

2 FUNK IS IN THE HOUSE

5 FUNKADELIC GROUPIE

4 MUSIC FOR MY BROTHER

5 I'VE BEEN ALONE

6 I WANNA KNOW

7 DON'T TAKE YOUR LOVE FROM ME

8 OUT OF THE DARK

9 ANGIE

BILLY "BASS" NELSON – 4 AND 8 STRING BASSES, GUITARS, VOCAL 

JEROME "BIGFOOT" BRAILEY – DRUMS
BERNIE WORRELL (см.) – HAMMOND ORGAN, ELECTRIC PIANO, SYNTHESIZERS 

ROBERT MUSSO (см.) – GUITARS

NICKY SKOPELITIS (см. c: MATERIAL) – GUITARS

SPACEY T. SINGLETON – GUITARS 

BLAKE SMITH – GUITARS 

BILLY SPRUILL – GUITAR 

GRANDMASTER MELLE MEL – VOCAL 

PRINCE WHIPPER WHIP – VOCAL 

GARY MUDBONE COOPER – VOCAL 

BERNARD FOWLER – VOCAL
GROUP VOCALS – BILLY BASS NELSON, GARY MUDBONE COOPER, BERNIE WORRELL, C-DOO, BILLY SPRUILL, MARQUE GILMORE, PETER WETHERBEE, J. MAXIMINA JUSON, LATASHA NATASHA DIGGS, CHRIS ASHLEY, SEKENYA NELSON, ARCHIE FORD.

	(Bill LASWELL)
	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)

	Bill LASWELL
	Baselines
	
	33:28
	avant-funk

label: Celluloid Records (NY) (год не указан)

Инструментальный весёлый и супер-навороченый фанк-авангард.

1/ Activate              (Laswell, Beinhorn)  3:20

2/ Work Song          (BL,MB,GL)        7:11

3/ Hindsight          (Laswell, Bisi)      3.54

4/ Uprising              (BL,MB,FF,RSJ)       1:03

5/ Barricade          (BL,MB,GL)        4:06

6/ Upright Man           (Laswell, Beinhorn)  3:50

7/ Moving Target             (Laswell, Bisi)     1:51

8/ Lowlands              (BL,FF,RSJ,DM)       4:24

9/ Conservation          (Laswell, Beinhorn)  4:51

Recorded by Martin Bisi at OAO Studio, Brooklyn, N.Y. 

Bill Laswell: Steinberger bass, Fender fretless Precision bass, Music Man Sting Ray bass, Fender 6 string bass, Ibanez 8 string bass; 

Michael Beinhorn (1,2,4,5,6,8,9): Prophet 5 synthesizer, shortwave, tapes; 

Ronald Shannon Jackson (см. в 'Jazz') (1,4,5,8,9): drums; 

George Lewis (см. в 'Jazz') (1,2,5,8): trombone; 

Ralph Carney (1,2,5): bass saxophone, contrabass clarinet; 

Fred Frith (см.) (4,5,8,9): guitar, violin, Steinberger string console; 

Daniel Ponce (2,3,6,8): congas;

Martin Bisi (3,6,7): drums, percussion, synare, metals; 

David Moss (см.) (3,9): voice, non metric percussion, steel drum; 

Phillip Wilson (2): drums. 

	(Bill LASWELL)
	AXIOM AMBIENT:      “Lost In The Translation”

(2 CD)
	1994
	66:51

54:24
	ambient

label: Axiom (New York)

 Directions in music & sound sculptures by Bill Laswell with contributions from The Orb, Tetsu Inoue. 

Performed by: B.L., B.Worrell (см. в ‘Jazz’),  N.Skopelitis, S.Sharrock (см.), Jah Wobble (см.), L.Shankar (см. в ‘Jazz’), V.Lakshminarayana, T.Inoue, L.Sola (см.), a.o. (состав варьируется).

СD 1 : translation (rendering, conversion, interpretation – METAPHRASE)

CD 2 : manifestation (an occult phenomenon – MATERIALISATION)

Ambient is an Oracle, a symbolic messenger of the spirit, and “Axiom Ambient” is a musical message of symbols to seekers and healers everywhere. Ambient takes us into the sacred realm of the unconscious. It is an empowering experience, enough to transform ourselves and the planet. Ambient is a window through which we can transcend our ego and our thinking mind and encounter a reality beyond time and form. By tapping into the intuitive and leaving the limitations of rationality and intellect far behind, Ambient becomes an outpouring of our natural-yet-forgotten state. Listen to its sound symbols – what do they represent ? Contact with this source implants recognition of our universality firmly in our consciousness: Look with your mind’s eye to how you experience, and you will rediscover yourself as a microcosm of the universe and be reminded of your inherent worth. Our senses are forms locked in a tribal circle of reciprocity. Shape melts into color which emerges as vibration which assumes the form of sound which transmutes into smell which grows increasingly into taste which progress towards being touched which metamorphosizes into shape. These sensory dimensions are an orbital dance, gesticulations of the pattern being tranceformed into intimations of another. These gestures are flowing through a space that still has other dimensions, expressions of emotional chroma, of sound and light meshed into the ultramedium of ecstasy or ignorance, jeweled elation or heavy metal melancholy. These too, form a tribal circle of interchangeability, a spherical spectrum so ionized that we can only describe each in tems of the others. The image of Ambient is not so much a dance of gestures as a woven composition, a continuous warp where the whole sensorial dimension is a single continuum. Crossing the warp is a woof representing the dimension of meaning — moral and aesthetic values, personal or individual uniqueness, logical significance and expressive form —  and the two dimensions interpenetrate so and to make distinguishable shapes inthe waters of sensation. They stream together in a multy-directioned cross-flow of impulses, filling the whole volume of ambient space. In Axiom Ambient, mind and sound are a warp of sense and woof of meaning that interpenetrate inseparable.

Никто кроме B.L. не проучаствовал в таком количестве проектов и в стольких различных направлениях музыки. Собранные здесь его ambient- проекты 90-х годов, чем бы он там кроме этого не занимался, - совершенно гениальны. Это мощные и холодные современные игрушки. И созданы они из превосходных современных звуковых материалов. По сравнению с ними все последние работы “классика” ambient’a – B.Eno кажутся неоправданно тёплыми и устаревшими по звучанию; тем не менее, посеянные им семена Ambient породили концепцию, претендующую на роль универсального чувственно-психологического языка. Даже не языка, а алхимического трансмутатора, оперирующего элементами психо-реальности и подвигающего на достижение новых её сущностных форм (на что до сих пор претендовали только наркотики).

Эти Laswell’овские электронные проекты относятся к тому типу современного ambient, который суть живая мистика нашего времени. Это действительно универсальная музыка: для ума, для души, для сопровождения любых событий — она может звучать на вернисажах, в офисах и т.п. Не было до нашего времени в западном мире такой музыки, которая не навязывала бы человеку своего содержания, но сопровождала бы его собственное, катализируя лучшие стороны в его внутренней жизни.

	(Bill LASWELL)
	AXIOM FUNK:

“Funkcronomicon”
	1995
	47:33 42:32
	label: Axiom (New York)

Produced by Bill Laswell

FUNKCRONOMICON (A Sock-Clue-List Now Last-Decade Edition).
May it be said that in the Last Age of Funkadelia, the forces of blasphemy and evile grow mighty as the infidel-infested planet Earth spins wobbly toward chaos and imminent doomation. And henceforth, the ranks of Object Funkativity (Funk Activity) are now weakened and decimated by inner goblins, toxic spankulative chemicals of drugfest, and even mortally wounded by the pimpslap of Death itself! The source of this planetary turmoil is the purposely-decadent mutation of the line between light and darkness, to threaten the sanity of all those inhabitants of Earth to make the choice.

It is FUNKCRONOMICON which is now the designated borderline between the reality of what should be and what could be, between what matters and anti-matter, the materialistic and the ballistic, the crazoid conceptuality and the conceptuality of the insane, between love-dealing and boots-to-the-ceiling, between wearing shades and catching AIDS… between having fun or packing a gun, between using drugs and being a drug, the life of honey or death-by-money, between deconstruction and total destruction, between a funk profile and a fish-head profile, between "funk-in-the-house" or a spot in the Blight House, funk invention or Bill Clinton.

"Time is short and the work is long… to which side of The Funk do you belong?" Today's "sure bet" may be tomorrow’s counterfeit. We lose a Eddie Hazel and gain (the pain of) a Newt Gangrene as the stench of the New World Odor rankles the air. Everything IN is now OUT. Turn-​out is Burn-out. Step-out is Fall-out. A-bout is Smoked-out. "It’s too late to act jaded; play it off, and you’ll get faded! "

The choice is yours (BUT FOR A LIMITED TIME ONLY, FOLKS!): will you funk or flunk, will you fly or die? Will you be de-coded or simply bar-coded? Will you become a scartoon or the Next Joke ("Aw, c'mon… can't you take-a-joke?")?! Live bold or get sold? Be funk-plundered or rent-asundered? THINK/ACT NOW if not soon, or you may find yourself in the company of many or even alone; a crash through your door or a call on the phone. And the next screaming skull you see may be your own!

FREE YOUR MIND & WATCH YOUR ASS 

B-4 ALL THIS COMES TO PASS

Sir Lleb of Funkadelia

CD I

1 ORDER WITHIN THE UNIVERSE (3:17)

(B. Worrell. B. Laswell, DXT) 

Bernie Worrell (см.) – Hammond B 3 organ

DXT – turntable

Bill Laswell – bass, beats, sound EFX

2 UNDER THE INFLUENCE (JES GREW) (5:45)

(G. Clinton, B. Laswell, B. Collins, S. Dunbar, R. Shakespeare) 

George Clinton – vocals

Gary "Mudbone" Cooper – vocals

Bootsy Collins – vocals, guitar

Herbie Hancock (см.) – piano

Robbie Shakespeare – bass

Sly Dunbar – drum programming

Anton Fier – drums

Daniel Ponce – congas

Aiyb Dieng – cowbells, percussion

Michael "Clip" Payne – vocals

Deborah Barsha – vocals

Zhana Saunders – vocals

Edwin Rodriguez – tuba

Joe Daly – baritone horn, euphomum

Ted Daniel – trumpet, flugelhom

Janet Crice – bassoon

J.D. Parron – tenor saxophone, flute

Horns arranged and conducted by Henry Threadgill (см.)

3 IF 6 WAS 9 (6:00)

(Jimmi Hendrix)

Bootsy Collins – lead vocals, Space Bass 

Blackbyrd McKnight – guitar 

Nicky Skopelitis – guitar 

Robert Musso (см.) – backwards guitar 

Buckethead (см.) – intro guitar 

Lili Haydn (см.) – violin

4 ORBITRON ATTACK (12:29)

(G. Cook)

Eddie Hazel – guitar 

Bootsy Collins – Space Bass

Jerome "Bigfuut" Brailey – drums

5 COSMIC SLOP (5:15)

(G.Clinton, B. Worrell) 

Carry Shider – vocals, guitar

Gary "Mudbone" Cooper – vocals

Bootsy Collins –guitar 

Michael Hampton – guitar

Bernie Worrell – Hammond B 3 organ

Nicky Skopelitis – Fairlight

Robbie Shakespeare – bass 

Sly Dunbar – drums

Aiyb Dieng – congas

6 FREE-BASS (GODZILLATRON CUSH) (5:43)

(B. Laswell, B. Collins, D.Weeden)

Zillatron – free bass

Menace (the Dawg of the C) – stun guitar

7 TELL THE WORLD (3:53)

(B. Collins, M. Parker,  S. Stewart)

Maceo Parker – vocals 

Bobby Byrd – vocals

Sly Stone – voice, keyboards

Bootsy Collins – other music

Godmomma – vocals

8 PRAY MY SOUL (5:08)

(G. Cook) 

Eddie Hazel – guitar 

Bernie Worrell – Hammond B-3 organ

CD 2

1 HIDEOUS MUTANT FREEKZ (7:25)

(G. Clinton, B. Worrell, B. Laswell)

George Clinton – vocals

Garry Shider – vocals

Gary Cooper – vocals

Bootsy Collins – vocals, guitar, Space Bass 

Buckethead – guitar solo

Bernie Worrell – Arp synthesizer 

Anton Fier – drum loops

2 SAX MACHINE (7:47)

(B. Collins, M. Parker, B. Byrd)

Maceo Parker – vocals, alto saxophone

Bobby Byrd – vocals

Fred Wesley – trombone

Bootsy Collins – vocals, guitar, bass

Bill Laswell – low bass 

Bernie Worrell – string synthesizer

T-Bone – percussion

3 ANIMAL BEHAVIOR (7:09)

(B. Laswell, B. Collins, Buckethead)

Bootsy Collins – lead vocals, Space Bass

Bernie Worrell – Hammond B 3 organ 

Buckethead – guitar

Af Next Man Flip – turntables

Brain – drums

Bill Laswell – samples

4 TRUMPETS AND VIOLINS, VIOLINS (5:58)

(Jimi Hendrix)

Abiodun Oyewole – voice

Blackbyrd McKnight – guitar 

Nicky Skopelitis – guitar 

Robert Musso – guitar and processing 

Buckethead – intro guitar

Lili Haydn (см.) – violin

5 TELLING TIME (4:57)

(N. Skopelitis)

Nicky Skopelitis – 6 and 12 string guitars 

Amina Claudine Myers – Hammond B-3 organ 

Bill Laswell – bass

Joseph "Zigaboo" Modeliste – drums 

Cuilherme Franco – congas

6 JUNGLE FREE-BASS (5:58)

(Laswell, Collins)

Bootsy Collins – jungle bass

Bill Laswell – dub bass 

Torture – vocal sounds

7 BLACKOUT (5:44)

(D. McKnight)

Blackbyrd McKnicht – guitar, bass, drums

8 SACRED TO THE PAIN (4:54)

(G. Cook, U.B. Hassan)

Eddie Hazel – guitar

Bernie Worrell – Hammond 85 organ

Umar Bin Hassan – voice

	(Bill LASWELL)
	AXIOM:

"Reconstructions"
	
	56:52
	label: Axiom

	(Bill LASWELL)
	«Blind Light» / 

«The Absence Of Time»
	1994
	65:05
	label: ALDA

Anton Fier (см.) [d, samples, effects, production]; Bill Laswell [b, production]; Nicky Skopelitis [6&12-str el g]; Knox Chandler [g]; Aiyb Dieng (см.) [perc]; Lori Carson [wordless v]; Lydia Kavanagh [wordless v]; Phew [voice].  Mix engineers: Robert Musso (см.), Bruce Calder.

1. The Absence of Time / Djemaa El Fna

2. Blind Light

3. Our Completion

4. Midnight

5. The Nostalgic Ache

6. Clairvoyance of Self (Seeing Through)

7. Our Completion (Ancient Evening Mix)

	(Bill LASWELL)
	AISHA KANDISHA’s JARRING EFFECTS: “Shabeesation”
	1993
	51:14
	Arabian funk / dub
label: Barraka el Farnatshi (Barabarity) (Basel, Switzerland)

Bill Laswell [production, b, effects]; MY. Cheb Ahmed [v]; Cheb Qchatar [el&ac g]; El Habib El Malak [el g]; S’Mohamed Kbirr [violin, mandolin, fl]; Omar Jar [darbuka, perc]; MY. Mansour [darbuka, perc]; Jabbar El Shaheed [k, samples, g]; + shabeesation-posse: Bernie Worrell (см.) [hammond]; Omar Ben Hassan [v]; Abdou El Shaheed [v]; MC O-Khan [Antifa Vox].

[AISHA KANDISHA – см. тж. в: ‘Asia I – Muslim’ sect.]

	(Bill LASWELL)
	AZONIC:

"Halo"
	1994
	45:56
	label: Strata

Produced, designed and arranged by Bill Laswell and Andy Hawkins.

avantgarde – cозданный на базе плотных (дисторшн) гитарных саундов; тягучее, но мощное и колоритное звучание; весь диск звучит ровно, музыканты скорее создают определённое настроение, чем занимаются экспериментаторством.

1. Beyond The Pale

2. Shore

3. Headwaters

4. Raze

	(Bill LASWELL)
	Somnific Flux
	1995
	65:51
	ambient

label: Sentrax Corporation

Bill Laswell, M. J. Harris (см.).

	(Bill LASWELL)
	SUBSONIC 2:

“Bass Terror”
	1995
	52:25
	ритмичный dark ambient
label: Sub Rosa

 “SUBSONIC 1” – см. RIBOT & FRITH

Produced and Designed by Bill Laswell; Engineering by Robert Musso; Nicholas James Bullen – bass, prepared bass, electronics; Neil Griffiths – additional prepared bass (#3).

1. BASS TERROR: TETRAGRAMMATON (15’16’’) Laswell
Fist Method: Oath of The Abyss

Second Method: Deceptions of The Devil

Third Method: Evaporate

2. NOCTURAL CRAWL (18’38’’) Bullen

3. Again And Again (18’27’’) Bullen

	(Bill LASWELL)
	Outland  2
	1996
	59:20
	ambient

label: FAX

Bill Laswell & Pete Namlook (см), feat. Foday Musa Suso, Robert Musso; ethnic sounds recorded in West Africa by Oz Fritz.

1. African Virus   59’20’’ (Electronic Sonata with a Cold Loved by Nature) Part I – VI. 

	(Bill LASWELL)
	TRANSONIC: “Downstream Illusion”
	
	59:11
	ambient

label: World Ambient

Robert Musso [k]; Bill Laswell [b].

	(Bill LASWELL)
	Equations Of Eternity
	1996
	54:38
	ambient

label: WorldSound Recordings (NY) 

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

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

-- Aleister Crowley «The Book Of Thoth».

	(Bill LASWELL)
	Aiyb DIENG with Bill LASWELL:

“Rhythmagick”
	1996
	50:17
	funk - Психоделический инструментальный фанк с обилием ударных, африканскими ритмами и завораживающим шаманическим драйвом.
label: Subharmonic (New York)

Aiyb Dieng [chatan, talking drum, congas, bata, bass drum, jimbe, gongs, bells, cymbals, metals]; Trilok Gurtu [drums, tablas]; Daniel Ponce [bata, conga]; Carlos Cordova [bata]; Bill Laswell [low bass, bowed bass, samples]; Pharoah Sanders [t sax, metal&wood flutes]; Bernie Worrell [Hammond B-3, cl]; Nicky Skopelitis [6&12-str. guitars]; Bootsy Collins [g, Space Bass]; Umar Bin Hassan [v].

Produced by Bill Laswell & Aiyb Dieng. Engineering by Robert Musso.

См. тж. сольные проекты участвующих здесь музыкантов: Trilok Gurtu; Bernie Worrell; Nicky Skopelitis (cм. тж. c: Sonny  SHARROCK; MATERIAL; Ginger BAKER); -- в секции ‘Jazz’.

1. Rhythmagick

2. Sabar

3. Takou

4. Daresalam

5. Boka Devotion

6. Soweto Funk

7. Touba

8. Dungal Dub

	Bill LASWELL
	Oscillations
	1996
	45:57
	ambient

label: Sub Rosa

All music by Bill Laswell; written and produced by Robert Musso; thanks to Mick Harris.

Created at Greenpoint Studio, Brooklyn, NY, spring 1996.

Engineering by Robert Musso.

1. Digitaria (by Ninj and B. L.)

2. Factura

3. Dislocation

4. Extinguisher

5. Third Stage Navigator (by TRANSONIC)

6. Wird

	Bill LASWELL
	Oscillations 2
	1997
	48:20
	ambient noise - Великолепный ноизовый диск.

label: Sub Rosa (Brussels, Belgium) http://www.subrosa.net/ 

Composed & performed by Bill Laswell. Engineering: Robert Musso.

for William Burroughs

1. Virus

2. Autopia

3. El Hombre Invisible

4. Red Night

	Bill LASWELL
	Oscillations: Remixes
	1997
	52:11
	label: Sub Rosa

Originally composed by Bill Laswell

1. Endemic Void: Oscillations remix

2. Vedic: Live pop mix

3. Scanner: Low Membrane mix

4. Nico (No-U-Turn): Oscillations remix

5. Atom Heart: Digital cut-up

6. Bisk (см.): Oscillations remix

7. DJ Grazhoppa: Milky rmx

8. Ui (см.): Very Optimistic Dog mix

9. Soul Static Sound: D mix

	(Bill LASWELL)
	ARCANA:

“The Last Wave"
	1996
	60:18
	label: DIW

Derek BAILEY (см.) [el g]; Bill LASWELL [el&strings bass]; Tony WILLIAMS [d].

	(Bill LASWELL)
	ARCANA:

“Arc Of The Testimony”
	1997
	53:41
	label: Axiom (Island Records)

Created by Bill Laswell; all songs written by Bill Laswell & Tony Williams.

Tony Williams [d]; Bill Laswell [4&6-str b, fretless b, ebo, SFX]; Pharoah Sanders [t s (#1,6)]; Byard Lancaster [a s, b cl (#1,3,5)]; Graham Haynes [cornet (#1,3)]; Nicky Skopelitis [6&12-str g (#1-7)]; Buckethead (см. тж. с: Bernie Worrell; “Mark Bolan” [Tzadik]; тж. ниже – Divination) [g (#2,4,6)].

   Tony Williams left our world before we reached the final stages of completing this project. In no way can words begin to describe the massive sense of loss or the unexpected shock that this impossible reality represents for me. As time passes Tony will certainly be remembered as the young prodigy who revolutionized the sound of Miles Davis in the 1960s, who probably more than any other drummer understood the limitless possibilities of music. But even more importantly, in his artistry, dedication, and strength of character – both as a musician and as a person – Tony Williams has influenced an entire generation, as he will continue to do for generations to come. Here is a testimonial to his enormous original gift, his profound craftmanship and relentless creative energy, his open mind, his lifetime, his legend. All respect…

-- Bill Laswell,  25 March, 1997

	(Bill LASWELL)
	THIRD RAIL:

“South Delta Space Age”
	1997
	51:49
	blues-funk

label: Polystar (New York) www.antillesnet.com 

James Blood Ulmer (см. в ‘Jazz’) – Electric Guitars, Voice

Bill Laswell – Bass

Joseph "Zigaboo" Modeliste – Drums / Percussion

Bernie Worrell – Hammond B-3 Organ / Clavinet

Amina Claudine Myers – Hammond B-3 Organ / Electric Piano / Voice

Produced by Bill Laswell and James Blood Ulmer. Engineering: Robert Musso.

1 Dusted 7:07 (J. Weaver, J. B. Ulmer, B. Laswell) 

2 Grounded 4:26 (J. B. Ulmer, J. Modeliste, B. Laswell) 

3 Funk All Night 4:51 (J. B. Ulmer) 

4 In The Name Of 5:17 (J. B. Ulmer) 

5 Please Tell Her 3:55 (J. B. Ulmer)

6 Itchin’ 4:48 (J. B. Ulmer)

7 Blues March 7:45 (J. B. Ulmer, J. Modeliste)

8 First Blood 5:22 (J. B. Ulmer)

9 Lord Thank You 8:03 (J. B. Ulmer)

	(Bill LASWELL)
	Meridiem
	1998
	53:47
	avant-rock
label: Materiali Sonori (Italy)  matinfo@matson.it 

Bill Laswell [bass]; Fred Frith (см.) [ac/el g, organ, vln]; Charles Hayward [d, perc, Wurlitzer]; Percy Howard [v].

Music by Howard/Laswell/Frith/Hayward. Words by Howard.

Meridiem is generated and produced by Percy Howard III.

Rec. at Orange Music Sound Studios, New Jesey, 1998.

	(Bill LASWELL)
	VEVÈ
	1998
	56:21
	dark ambient / alternative 

label: WordSound Recordings (New York)

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

“Be without fear as the great metamorphosis begins.

You will come to the secret of your being,

which may seem as a dazzling brilliance,

or as an awesome darkness,

or as both these things and more.”

1. Baron Samedi

2. Magamat

3. Kurukulla

4. Luk Krok

5. Set Rising

6. Aether

7. Madre De Agua

8. Yama

9. Maka

	(Bill LASWELL)
	DIVINATION:

“Ambient Dub” Vol. I
	1993
	51:49
	ambient

label:  Subharmonic

Собственная фирма B.L. – Subharmonic обычно не указывает никаких дат. Намек на Вечное? 

B.L., Nicky Skopelitis, Jeff Bova, Robert Musso, Liu Sola, Buckethead.

1. Divination One

2. Seven Heavens

3. Errata

4. Delta

5. Tian Zhen

6. Agrippa

7. Godspeed

8. Ain Soph Aour

	(Bill LASWELL)
	DIVINATION:              “Dead Slow”

(Ambient Dub Vol. II)
	1994
	61:40
	ambient

label:  Subharmonic

Performed by: Bill Laswell, Jah Wobble, Mick Harris, Jeff Bova.

Conceived and constructed by Bill Laswell.

Engineering, processing and treatments by Robert Musso.

1. Dead Slow

2. Baraka

3. Silent Fields

4. Evil Eye

5. Dream Light

6. Journeys

	(Bill LASWELL)
	DIVINATION:

“Akasha”

[2 CD]
	1995
	42:12 46:16
	ambient

label:  Subharmonic
B. L., M. J. Harris, Anton Fier, Haruomi Hosono.

	(Bill LASWELL)
	DIVINATION:

"Distill"
	1996
	42:01 60:48
	dark ambient

label: Subharmonic

Prepared at Greenpoint Studios, Brooklin, NY.

Mastering: Robert Musso and Anton Fier.

disc one: 

1.Green Evil (Paul Schutze)

2. Subharmonic Invocation of the Dark Spirits (Pete Namlook)

3. Ether Vibes (Haruomi Hosono)

4. There (Mick Harris)

disc two: 

1. Zone (Thomas Koner "Async Sense")

2. Blue Filter (Anton Fier)

3. Interlink (Tetsu Inoue)

4. Black Dangers (Bill Laswell)

Fourth in the series of recordings by this Laswell-overseen project, Distill resembles Akasha in that rather than being a collaboration between the participating artists, each contributes a separate track. Like its predecessor, a two-disc affair, Distill otherwise doesn't draw a distinction between the two discs regarding rhythm and ambience — the results are presented for general appreciation, straight up. As a collection of highly regarded names exploring the possibilities of dark ambient music, which more than a few nods to the supposed isolationist scene of the mid-'90s, Distill fulfills its brief well and then some. Starting with Paul Schutze's contribution was a good move — "Green Evil" steers away from his usual thick mix of cross-cutting world musics for a gentler but not quite calm approach, dark tones slipping under the brighter sounds of night animals in the jungle. The remainder of the first disc consists of striking though not unsurprising numbers from Pete Namlook, Haruomi Hasono, and Mick Harris, whose "There" is essentially a track in his beyond minimal Lull stage, as haunting and disturbing as the rest of his work under that name. On the second disc, Thomas Koner's contribution in his Async Sense guise, "Zone," is an attractive piece, exchanging his favored cymbal/gong-created drones for a more straightforwardly ethereal piece, with a watery, rushing rhythm wafting throughout. Anton Fier's "Blue Filter" is equally striking; with guest guitar from Knox Chandler, who creates soft, shimmering washes through the perhaps expected floating echo, Fier spikes the punch with extra electronic squiggles and other oddities in the course of the tune. Tetsu Inoue's "Interlink" is a lovely, strangely beautiful piece, with high melodies and beeps echoing in an artificial distance as the track begins, while Laswell's own "Black Dangers" closes the collection with a lengthy meditative float that's all right.

-- Ned Raggett

	(Bill LASWELL)
	POSSESSION:

"African Dub"
	
	45:23
	label: Sub Meta

Produced and arranged by Bill Laswell

featuring:  Fuosseny Kouyate, Foday Musa Suso, Aiyb Dieng

	Bill LASWELL
	Сymatic Scan
	
	61:15
	ambient

label:  Subharmonic

Bill Laswell & Tetsu Inoue.

	Bill LASWELL
	Psychonavigation
	
	70:22
	ambient

label:  Subharmonic

B. Laswell & Pete Namlook.

	Bill LASWELL
	Visitation
	
	62:13
	ambient

label:  Subharmonic

B. Laswell & Jonah Sharp.

	(Bill LASWELL)
	WEB
	
	50:50
	ambient

label:  Subharmonic

Bill Laswell & Terre Thaemlitz

1. Open URL                         16’13’’

2. Insectoidal Regression    16’04’’

3. Transfer Complete            17’35’’

	(Bill LASWELL)
	CHAOS FACE: “Doom Ride”
	
	44:18
	ambient

label:  Subharmonic

Conceived and Constructed by Bill Laswell;

Voices: Mick Harris (см.), Shin Terai.

1. Subhuman

2. Crash

3. Scanner

4. Body Hammer

5. Flatland

	(Bill LASWELL)
	CYPHER 7: “Security”
	
	63:50
	ambient

label:  Subharmonic   Info@musicom.com 

Created and Encoded by Jeff Bova and Alex Haas; Navigation and Ground Control: Bill Laswell. Mastered by Robert Musso (см.). Digital Editing: Jimmy Bralower.

Bill Laswell [b (#1)]; Jaron Lanier [ba wu (#4)]. 

All compositions Co. 1995.

Cypher7@aol.com 

	Bill LASWELL
	Points Of Order
	
	48:11
	label: Axiom

Bill Laswell, Buckethead, Toshinori Kondo, Karl Berger, Graham Haynes Karsh Kale, Anti Pop Consortium (Beans, Priest, Sayyid). Engineering: Robert Musso.

1. X29

2. Staple Nex

3. Broken Toenail Gland

4. Cyclops

5. White Ark

6. Iron Cross

7. Conquer Worm

8. Lightning Teleportation

	(Bill LASWELL)
	AUTOMATON JIHAD:

“Points Of Order”
	
	46:50
	ambient

label:  Subharmonic

Bill Laswell [b, beats]; Lili Haydn (см.) [vln]; Nicky Skopelitis [g, treatments]; Tetsu Inoue [electronics]; Robert Musso [treatments].

1. Port Of Entry (The Future Is With Control)      23’49’’

2. Intersection Point Between Empty Deserts And Written Deserts       23’07’’

	(Bill LASWELL)
	VALIS 1:     “Destruction of Syntax”  (The Beat Assassinated)
	
	67:23
	label:  Subharmonic

called down by Bill Laswell (VALIS = Laswell’s pseudonym)

engineering: Robert Musso

writing: DJ Spooky

props: M. J. Harris, Nicky Skopelitis, Anton Fier, The Jungle Brothers, S. H. Fernando.

Perpetual Peace (an excerpt from an essay or «recombinant representation» entitled «Flow My Blood The Dj Said» by Paul Miller a.k.a DJ Spooky Tha' Subliminal Kid)

Riddle me dis

Riddle me dat
Guess me dis riddle
or perhaps not.

-- An excerpt from a Jamaican folk-song 

Conscience literally means «joint knowing». Its root word is science. Beginning, middle, end, all signifiers of linear thought, are all irrelevant to it. When you break it down, take it to the bridge, you realize that the word «phonograph» means «writing sound». Conscience become word without form sound become impulse become world… Electro-Modernity is all about the systematic encryption and regulation of time and the social construction of subjectivity: like the Last Poets said «we already was is». The establishment of control over the flow of information about information – translating one thing into another until the text disappears beneath its various interpretations – is what communication (intercourse) in late capitalism is concerned with. Like KRS-I says, sex and violence are two different sides of the same coin.

According to Julius Lester, the first slave ship to leave the shores of the newly formed United States for Africa with the idea of obtaining slaves was called The Desire. The slave trade, as we all know, was how Africans first came to be in the «New World.» Add all the blood you have ever seen, think about it, add to it every image of pain chat you can think of, and you'll get a small pic​ture of the amount of people that died in the middle-passage of the infested and festering holds of the slave ships. What you have is not a pretty picture. A new recombinant culture was forged in these hellholes amidships. Imagine an incredibly hot, incredibly foul smelling and intensely cramped space filled with the collective fear of hundreds of human beings. Stay there for months and months. Hold that picture in your mind. Freeze it. Pull it with you into the year 1995. Translate. With the people that came over the water came a new sort of pain. They brought fragmentation, alienation, new diseases, new ways of dying. They brought the artificial time of a humanity unchained from the seasons. They cut the world into an artificial map and made boundaries that had no relevance to anything outside of the gilded courts and palaces of Europe. They said everything now revolves around «Greenwich standard time». They brought corporations, purveyors of the alienated essence of the faceless, nameless thing we all call «product», with them.

 Money is time, but time is not money. When you remember that America was discovered in Europe's search for flavor, the rise of the corporation which trades in time – think of the Futures Market – and the rise of a new form of nation-state based almost entire​ly on the trade of unfinished goods for industrialized and refined products (what they called the Mercantilist system), you realize why Europeans called West Africa the «Gold Coast». Slaves were brought to the New World, the States in particular, to create unrefined products to keep the rapidly growing home markets of the colonial powers stabilized. Unlike slavery in Africa that incor​porated the slave into the family structure of the slave holders, thus incorporating the slave into the surrounding society, America adapted a system that made Africans and just about everybody who wasn't white and male, count for 3/5ths of a «human being». By slave-capital's power structure – slave owning George Washington and Thomas Jefferson included – slaves were not really human beings, they were just products to be bred and traded for other goods.

 Cultural fragmentation was just the beginning. Slaves were dispersed throughout the Americas, and their cultures with them. But it was the slave system of the United States that was the harshest. Under the American system of slavery the very languages of the slave – except for the most isolated conclaves – were annihilated in favor of the language of the masters – English. With linguistic control established, the masters then proceeded to attempt to control the religions of the slaves, thus Christianity was introduced into the cultural mix of post colonial American slave culture. On top of that, they even tried to control which types of drumbeats the slaves were allowed to use. But Blues and Jazz foiled that. There was only the media left to really control the image of what slaves were.

One of the most well known tricksters of West African lore, Eshu-Elegbara, the blue man after whom the blues is named, was the master of the crossroads, the diachronic and synchronic flow of psychological energy between the spirit and material worlds. In short he was the one in charge of information flow. The other orisha, are archetypal features on the coded terrains of the human psyche. Each one had its own rhythm. Eshu-Elegbara is the interface that human beings use to access them. Just like water fills in and takes the form of whatever container it is poured into, music is the liquid language of the mind unfolding out into the space of consensual reality. At the interstices of capitalism and culture there is entropy. There is noise. There is flux. Noise and entropy are open texts, they are conduits along which one state of energy moves until it becomes another. Noise and entropy are becoming are open. They are open because of their absence of definition. They accept no barriers.

 Hip-hop accepts no barriers. It is a soundtrack for an absent film, a theater of the rhyme coupled with a theater of the mind. The sampler becomes a time machine in this picture, the record becomes a meme of metastasis. The mixed tape becomes a route of the divine unbecoming of the profane. These are all signifiers of European technology being put to an African use, of time unbecoming Time. The DJ is a reality hacker, a trickster breaking down peoples codes of consciousness, reinscribing their perceptual base. In this role the DJ is the new interface, the new trickster of the crossroads. In form. the mix that a DJ creates is a fluid dialectic pulling together an architecture of shards of recorded musical expression blended and whorled together, as an equivalent of verbal and non-verbal time travel on association lines. At the core of dj'ing lies a mode of broken or syncopated manipulation to permit inclusive or simultaneous perception of a total or diversified field of representation. Such indeed is symbolism by definition – a collo​cation, a parataxis. Hip-hop is open to the unbecomings of the future. The earliest MC's and DJ's all plagiarized their material from the collective unconsciousness, the data-cloud of the records and songs of all the recorded material of the information space of electro-culture and in the process broke the laws of what constituted intellectual property and copyright control laws. Thus in a somewhat roundabout way Lautremont's prophetic phrase «Plagiarism is necessary. It implies progress», takes on a different light when seen from the shattered ruins of the world-cities.

The ways of cultural resistance are mysterious and multiplex. Music is the original code, and the current message has been deleted African, European, Asian, American, gay, straight, lesbian – anyone outside of the corporate war machine – we are all part of historical tradition that came out of machine culture and consumed everything in its drive towards the virtual. Any sound can be you. How to flip the script and recode the encrypted transmissions beamed at us by the reality studio? How to avoid the corporate colonization of the collective unconsciousness? These are questions that all musical sub-cultures – Hip-Hop, Dancehall reggae, techno, ambient, jungle, housemusic, breakbeat, experimental, the list goes on – of the youth of the postindusirialized world-cities ask. The DJ is the cybernetic inheritor of the improvisational tradition of Jazz: s/he tells us «I am you, you are me, with language we are three.» Don't forget that the word jazz comes form the French verb jazzer which translates roughly into «to have a dialogue «The DJ in hip-hop culture, the Selector in West Indian dancehall style, created a new rapport with music and took it to a paraspace where mind and machine, projection and projected, all dance to a different drummer.

 Hip-hop uses the late capitalist structure of «virtual absence» – being everywhere and nowhere – as a stepping stone, and by incorpo​rating all the elements of a virus into its culture, thrives in a place where everything that has been possibly put in its way to kill it has failed. B-boys walking around the worldcities wearing camouflage as the latest in street fashion, the clothing of low-intensity immersive cultural warfare, and musics like Jungle and Trip-hop that destroy any barriers that Hip-hop's new corporate elite use to constrain the medium, and thus stifle Hip-hop's urge to take anything and make it Hip-hop, are only the surface elements of an unconscious worldwide invisible and intangible struggle for the hearts and minds of the 21st century. But this battle is not being fought in «reality». It is virtual and decentered. It drifts in and out of daily life like some intangible, chilling fog. Like the Bazooka Joe Bubblegum Fortune says: «A penny for your thoughts, but I expect change». Cryptic names like Al Capone, Rammellzee, Method Man, Mr. Mention, Public Enemy, Aphex Twin, Futura, U-Roy, DJ Soulslinger, Toxic, The Shaolin Fist Crew, Daze, The Subliminal Kid, 99, DJ Odi, Terror, Planet Generation, DJ Ambassador JR., Greg Tate, Parliament/Funkadelic, DJ Delmaur, The Galactic FunkMob, JahWisdom, The Digital Confusion Crew, DJ Olive, The Jungle Brothers etc., the list goes on, are all part of a new map of mutant Hiphop / Techno / Jungle / Ambient / Dub / Dancehall etc. spreading throughout the mindscreens of planet Earth, letting a new mythology of the eternal trickster unfold into the noosphere of culture. I guess like Sun-Ra said, «It's after the end of the world. Don't you know that yet?». The old rules no longer apply. Everything is true. Nothing is permitted. Do what you will.

---- DJ Spooky, Tha' Subliminal Kid

D.I.G. (Directions In Groove)

"The ultimate conspiracy and con​trol system is the music business," says Bill Laswell, ruminating over musical opportunity, accessibility, and distribution. Here, Laswell's implica​tions run deep, and he's clearly familiar with the information theory of philoso​pher Robert Anton Wilson and the writings of sci-fi demigod Philip K. Dick.

Valis, a pseudonym Laswell assumes on the hip-hop DJ album Altered Beats, is the title of one of Dick's most significant novels, in reference to an alien, interstellar tool used to "heal" the broken links in the Matrix, an information web which links galaxies together in harmony. As the music industry at large finds new ways to divide music up, and thus to "limit our information," Laswell, and his Axiom label works, if only symboli​cally, to repair the musical Matrix. "I think it's impossible to define music in terms of music," Laswell says. "You can define it in terms of business or marketing. But there's no absolute reality as far as sound and sound con​struction, and I don't think you can really define it by any one perspec​tive; it's down to everyone's experi​ence. So I think it's always going to be a bit of a mystery when you get down to what it really is."

Hip-hop is truly postmodern, a term that Robert Anton Wilson once defined as "post-dogmatic." While instrumental hip-hop tends to be more experimental, rap is ironically dogmatic as of late — perhaps a reac​tion to the conspiracies Laswell talks about. But the progression of an art often depends on context and syntax. "Hip-hop to me is still very much part of a culture," explains Laswell. "What came out of hip-hop is rap, which really turned into a business and it's more of a money situation. I think hip-hop as a culture has very strong roots that are ancient."

Perhaps the most inventive expres​sion of hip-hop came about from humanity's oldest motivator — com​petition. Altered Beats showcases some of hip-hop's most innovative DJs, like DJ Krush and Prince Paul, and battle DJs like Rob Swift of the X-men, and the famed battle group Invisible Scratch Pickles (featuring DJ Q-Bert) can be heard on the tracks "Invasion of the Octopus People" and "One-Legged Centipede," two of the rare recordings that document the basics of DJ battling. While battles can consist of individual competition, by far the most interesting aspect is group inter​action, where two or three DJs spin at once, some soloing or trading fours, some manipulating and keeping the beat(s), much like a drum circle.

"We were working with turntables, live, as an instrument in the early '80s," says Laswell, who worked with hip-hop granddaddy Afrika Bambaataa back in the day, and whose idea it was to incor​porate scratching (with DJ DXT — formerly D.ST.) on Herbie Hancock's classic "Rockit." "And now I'm doing it again with people who have evolved the technique and the art form tremendously. I don't think a lot of other areas of hip-hop have evolved as much as the idea of manipulating a turntable."

References to "the business" and con​spiracy theories — from government-alien pacts to the New World Order — abbund in hip-hop and rap. Rappers often cite CIA scandals as proof of a conspiracy to control the black popula​tion, while others rap that the all-pow​erful, manipulative Illuminati is after them. These ideas rear their multiple heads in Altered Beats, especially on DXT's "Embryo," which features a speech about the supposed One-World Government that the United Nations is conspiring to implement — it's a recording made during the Vietnam War era, and it reminds us that these theories are not new. Laswell, however, sees these as less literal, and more sym​bolic. He connects "all those references to New World Order and conspiracy theories" directly to "a very real part of a systematized control mechanism that you have to filter any of this experi​mentation through in order to produce a result at the other end."

For Laswell, as artist, the ultimate con​spiracy is that of rime itself. "Just to get out of rime," Laswell ponders, "if we can move out of that sort of prison, then we're basically onto something else. That was the whole concept within Brion Gysin and William S. Burroughs' work: Time is that which ends.' And as long as we're inside that, we're always moving toward an ending and we're always kind of stuck on the calendar or on the clock face, within the number." The employment of Gysin-Burroughs' "cut-up" technique (originally done by literally cutting up a finished manuscript and rearranging its parts, such as in the Burroughs novel Naked Lunch) is anoth​er way around ordinary methodology. "By using random elements to create new space, you're trying to erase a method, trying to erase a routine and a regimented process," he says. "And you can say you erased time by doing that."

Laswell plans to continue the idea of Altered Beats, and an experimental hip-hop album called Valis 2 (Caroline) is also about to surface. His more pressing pro​ject, though, is one which brings his more theoretical musings to a head: a reworking, re-editing, and re-translating of some of Miles Davis' '69-72 record​ings. "He stopped really making records about '69 and started making record​ings," Laswell says of such projects as On the Corner, "which is very similar to what we're talking about with hip-hop. And the fact that he wasn't going in to always record a theme or a melody or a piece of music — it was just rolling tape and experimenting with rhythms and sounds and phrasing and soloing. It's very experimental. And all that was put together much later and in the old-school way of editing. If people actually heard how that stuff was originally done, it has almost no

relationship to what the records were. And we're talking 25, 27 years ago, which is really interesting, because it applies totally to the kind of work that's going on right now."

---- The Axiom Files, ‘Jazziz’

	(Bill LASWELL)
	TRANSONIC: “Downstream Illusion”
	
	59:11
	ambient

label: World Ambient

Robert Musso [k]; Bill Laswell [b].

	(Bill LASWELL)
	SILENT RECOIL: 

“Dub System One”
	
	54:23
	ambient dub

label: Low

created by Bill Laswell

	(Bill LASWELL)
	SACRED SYSTEM:

Chapter One – «Book Of Entrance»
	1996
	46:42
	ambient dub 

label: ROIR (Reachout International Records), NY, USA

	(Bill LASWELL)
	SACRED SYSTEM:

Chapter Two
	1997
	51:07
	ambient

label: ROIR 

Bill Laswell [Fender bass, EFX]; Graham Haynes (см.) [flugelhorn, cornet, EFX]; Nicky Skopelitis [Coral Sitar, 6 and 12 string guitars]; Bill Buchen [tablas, log drum, parabolic gamelan, water drums]; Style Scott [additional bears].

	Bill LASWELL
	Dub Meltdown
	1997
	60:03
	Bill Laswell [b, loops, fx]; Style Scott [d]; Capt. Kowatchi [perc]; Prof. Shehab [samples]; The Eye [chronic, sounds, pressure].

Anatomy of a Meltdown 

Part I: December 7, 1996
Torrential rains and icy winds made for a hell of a night. But deep inside the belly of Greenpoint Studios, where they prepared for the jamdown, things were just warming up. The kit was miked and spliffs rolled, and when Style Scott blew in on a cloud of smoke around 7 , the Crooklyn Dub Syndicate was officially in effect. The police blotter would report: Warning! Legendary sticksman Style Scott of Roots Radix and Dub Syndicate meets Bass Wizard Bill Laswell inna Dub Meltdown. Too Hot. Approach with caution.
Wasting no time, the dangerous duo step right into a preliminary soundcheck, which suddenly segues into a killer groove. Captain Bob Musso at the controls rolls tape, and for the next five hours it's an excursion into version of epic proportions. Original drum and bass like back in the day. Symmetry and simplicity. Dub like dope.
Part II: July 23, 1997
Seven months later puts us smack in the middle of a particularly sticky summer. Orange Music in New Jersey is the scene of the crime this time as tracks are being stabbed with sharp reverbs and deadly delays. Tape is cut, spliced, and shredded to get rid of the evidence.
Herb smoke and incense cloud the identity of the perpetrators, but insider sources confirm that Laswell, Professor Shehab, and The Eye are responsible. Their instrument of torture is a Neve board that Looks older than time. Outside, people are melting in the heat of the sun, while the dub reactor generates heat from within. Vacuum tubes are pumping, and the AMS reverb unit has a high fever. As the two-inch reels keep spinning, machines start malfunctioning like pistons feeling friction. But it's all in the cards. In this zone, accidents work like miracles, and you end up where the dub takes you. The one trick to experiencing Dub Meltdown is to stay cool....
--- W. Nobel Savage

	Bill LASWELL
	City Of Light
	
	44:50
	Indian folk-oriented ambient (с умеренным количеством фольклорных элементов)

label: Sub Rosa

Bill Laswell, COIL (см.), Tetsu Inoue, Trilok Gurtu (см.), Lory Carson (тж. в “Broken Vessels”) [v], Hakim Bey, Christopher James. Engineer: Robert Musso (см.).

1. Nothing

2. Kala

3. Kashi

4. Above The Earth

the skull & the river

It took three days to kick the opium jones I'd acquired in Bombay – three nights writhing on a dorm bed in the Railway Hotel. Then I felt fine, like being re-born. Hailed a bicycle-rickshaw & went to Dashashvamedha Ghat.

Back to the 12th century or therebouts: -- pilgrims half underwater on the Ghat praying, pundits chanting in Sanskrit over hand-held loud-speakers, hundreds of lepers begging, saddhus with tridents lollygagging around smoking chillams like thousand-year-old hippies.

Some westerners hired a row-boat to visit the other side of the Ganges – a sandbank completely barren of all life – I jumped in the shallow water to swim – suddenly we noticed a human skull half buried in the sand. Deeply unnerved we rowed quickly back to Benares.

Late that night still wandering the famous narrow alleyways I came across a little Kali temple open on the street. Puja was being performed for the statue of the goddess with her blue body, lolling red tongue, necklace of severed heads, four arms with weapons & skull, etc. Flowers & incense, ecstatic drumming. Benares is the city of Shiva, but here he lies beneath her feet naked & ithyphallic.

the houseboat

Upstream by a small quiet ghat (near Hanuman Ghat) I found a pilgrim houseboat for rent, elegant but primitive, a single curved spacious empty gently rocking room with shuttered windows, sunlight on wood & water. Living on the holy river – open sky full of huge carrion birds, hawks, eagles, vultures. Water buffaloes come down to bathe, black rubber tanks, huge & stupid, vehicle of Yama lord of death. Every afternoon Hindu gymnasts with Indian clubs meet on the ghat for ritual work-out & chanting. If I remember correctly this cost about $ 1.50 a day.

Walking up the lane from the ghat past the little cubicles where old white-sari-clad poor widows chant «Ram Ram» all day (in the old times they would have jumped on their husbands' funerals pyres – but the British banned «suttee») – to the tiny South Indian Hotel for delicious masala dosa or rice-cakes with ghee, about 20c. Back to the boat, watch the river go by, & the things that float in it – dead animals like rafts with crews of happy vultures – garlands of flowers, plenty of shit – strange copraphagous bottle-nose sharp-tooth dolphins (or crocodiles?) – endless variery of boats, best of all the huge black primordial hulks with lateen sails that slowly cart tons of sand from the Other Side to the City, back & forth for centuries, loads of sand to keep Benares from washing away, loaded & unloaded by crowds of skinny women – paid one pice (1 /10 of a cent) per basket, running up the slope basket on head to get that coin – century after century.

Once a year on Durga Puja hundred of enormous papier mache images of the 100-armed goddess are loaded on pilgrim boats & fancy houseboats, taken out into the river and thrown overboard – so if you wait long enough even the goddess might float by, some fine evening late in the second millennium, in the Kali Yaga, the Age of Iron.

ganges/ganga

Since Benares is the city of Shiva & Shiva is the god of cannabis indica, the drug was legal there – a little «Government Shop» painted green on Chandi Chowk, always a long line of customers – you could get opium there too. Once a year on Shivaratri all pious Hindus must partake – but since pious Hindus don't smoke they take it as bhang, pastilles of macerated hemp eaten or dissolved in almond or rose milk – or even as ice-cream, sold in special green ice-cream carts mounted on bicycles. As devotees of Shiva the saddhus smoke incessantly & in those days were always happy to entertain a westener – learned to «make chillams» from them, & also the ganja-mantra, «Bom Bom Bolay!», dedicating the pipe to Shiva.

Through an American friend studying sitar at the Hindu Universiity I met «Doctor» Bannerjee, a crooked pharmacist who lived in a crooked lane in an old-fashioned Benares house – the Doc was intelligent & witty & spoke good english – he was very pious & wore the «Twice-Born» thread, & every time he sold you a ball of O he'd touch it to the wall & recite mantra. The best opium in the world come from Benares – the Brits sold it all to China for tea, & fought the Opium War to protect the trade. Believe me, they had nothing on the Doc. But then, he had a large family to support, not to mention a large habit.

refuge

When I came back to Benares a year later (1970) I'd been initiated in Tantra in Darjeeling by Ganesh Baba & Sri Kamanaransan Biswas; I was traveling with my friend James, & we'd just spend a couple of months in Calcutta (during the Naxalite Uprising) smoking opium with Mr. Fong in the Chinnabari. We arrived in Benares very addicted, sick & broke. Couldn't even afford a houseboat. At one point we were reduced to begging along with the lepers & fakirs. Every day we'd eat dhal & chapattis at a I patronized by the sand-carrying laborers – best food I ever tasted, as hunger is the best spice. At night we slept free in a Sikh gurudwara or temple dorm, along with hundreds of other down-&-out pilgrims. Up at dawn, the problem became finding a bit of shade & privacy.

One refuge was the old Theosophical Society Library, a long walk toward Cantonment in a decaying colonial villa – run by decaying old colonial anglo-Indian mystics, extremely nice people – tea & sympathy – marvelous cool reading room – decaying old books intricately eaten through by bookworms, shredding into tunnels of mildewed lace. The stuff by Leadbeater & Besant (auras, veils of Isis, etc.) interested me less than the material on sufism – I discovered Ibn Arabi, Rumi, Saadi, Hafez – I was so sick stoned malnourished I could weep or fall into trance at a single line. Noon to 4 the library closed but the Theosophists let me borrow a book to read on the lawn under the jacaranda tree, alone in the old garden. […]

	(Bill LASWELL)
	ARSANA 2
	
	57:10
	ethno-funk-fusion

	(Bill LASWELL)
	SOMMA 1:

"Hooked Light Rays"
	1998
	57:28
	label: FELMAY  FY 8013 2

BILL LASWELL, ERALDO BERNOCCHI, TIBETAN MONKS

1 GENERATION STAGE AWAKENING

2 WATER TRANSFORMATION. CHHU.

3 FIRE CHANNELS. ME.

4 FLUIDS EMANATION. KHU-WA.

5 ABSORBED PATH

	(Bill LASWELL)
	SKOPELITIS & BJORKENHEIM [& LASWELL]:

"Revelator"
	2001
	57:22
	ambient

label: Interhythmic LLC (New York)

Nicky Skopelitis [el&ac guitars, baglama, el sitar]; Raoul Bjorkenheim (см.) [el&ac guitars, bowed guitar, perc]; Bill Buchen [tablas, water drum, log drum]; Bill Laswell [sounds].

1. Sacrament

2. Epiphany

3. Fresh Meat And Roses

4. Right As Rain

Realization: Bill Laswell.

	(Bill LASWELL)
	Jah WOBBLE & Bill LASWELL:
"RADIOAXIOM:

A Dub Transmission"
	2001
	52:00
	label: Axiom www.axiom-records.com / Palm Pictures (NY, USA)  www.palmpictures.com 

Jah Wobble (см.) [b]; Bill Laswell [b]; Nils Petter Molvaer (см.) [tp]; Graham Haynes (см.) [cornet]; Nicky Skopelitis [g]; Ejigayehu 'Gigi' Shibabaw [v]; Amina Claudine Myers [organ, el p]; Tigist Shibabaw [v]; Karsh Kale [d, tabla]; Hamid Drake [d, tabla]; Sly Dunbar [d]; Aiyb Dieng [perc].

1. Subcode

2. Alsema Dub

3. Virus B

4. Orion

5. 6th Chamber

6. Alam Dub

7. Second Sight

	(Bill LASWELL)
	Asian Games
	1993
	35:28
	label: Verve / JamRice Music

Yosuke Yamashita (см. тж. в: ‘Jazz’ sect.) [p, k]; Bill Laswell [producer, b, prepared b, sitar]; Nicky Skopelitis [Fairlight]; Aiyb Dieng [congas, gongs, tambourine, spring, cymbals]; Ryuichi Sakamoto [k]; Robert Musso (см.) [recording and mixing engineer].

Melting Pot …..................................................... 7’ 13’’

Chasin’ The Air ….............................................. 4’ 42’’

Asian Games ….................................................... 6’ 50’’

Ninja Drive …...................................................... 7’ 46’’

Napping On The Bamboo …............................... 5’ 45’’

A Parade Of Rain, The Moon And A Bride ….. 2’ 41’’

YOSUKE YAMASHITA, BILL LASWELL & RYUICHI SAKAMOTO

Ryuichi Sakamoto served as the medium to bring together Yosuke Yamashita and Bill Laswell to create a modern and intellectual album entitled “Asian Games” – a first of its kind in electric and beat music performance.

Yosuke Yamashita is a jazz pianist known for his unprecedented percussive piano touch, within this flexible performance combining rhythm and tempo with a unique sense of drive. It is this duality which commands Yamashita's encounters with music – of any genre – and which creates a sense of energy with smooth and stimulating effects. This is clearly illustrated in his sessions with Japanese music, the Japanese drum or ethnic music, wherein Yamashita shines brilliantly. Although it is often difficult to harmonize such different styles of music to create a good sound, Yamashita excels at such difficulties and has had outstanding sessions with musicians of every class. He is a jazz experience that goes beyond every conventional framework of music.

This recording was  Yamashita's first experience in performing computer music using digital sampling systems and was a major challenge for Yamashita who has been particular about acoustic piano performances. Another interesting part of this project was that Bill Laswell asked to participate on the album as producer. Bill had been a long-time fan of Yamashita's music and also leads the punk jazz-hand, «Last Exit», known for its loud sound and craziness. The exchange with numerous new wave, jazz and ethnic musicians has allowed various elements to be reflected effectively in the «materials» which serve as the base of Bill's quest to create an experimental but metropolitan style of sound. Bill has also produced albums for various musicians such as Herbie Hancock for «Future Shock» which won a Grammy, Mick Jagger, John Lydon and other pop and rock artists. From avant-garde to pop, Bill Laswell creates a synthesis of modernism and culture, and he is thus the ideal producer for this project.

The fact that Ryuichi Sakamoto supported this project was another reason that Yamashita was able to pursue such a new and different direction. […] Yamashita – with his ‘allergy’ to electric instruments – would feel at ease.

Ambient Asian sound coupled with Japanese jazz; a mixture of sound collages; urban sound created through Yamashita's encounter with superb artists such as Bill Laswell and Ryuichi Sakamoto bridging New York and Tokyo: these are the elements which shape Yamashita's contemporary world of music.

	(Bill LASWELL)
	MEPHISKAPHELES:  “God Bless Satan”
	1994
	48:40
	ska

label: Pass The Virgin Music / Maraschino Music; manufactered by MoonSKA (NYC)

produced by Bill Laswell and Bob Musso

The Nubian Nightmare [v]; Brendog [g]; Mikal ‘The Virgin’ Reich [d]; ‘Underpants’ Martin [organ]; Alexander McCabe [a s]; Osho ‘Hollywood’ Endo [tp, fl h]; Greg Robinson [trb]; Michael Bitz [upright bass].

В этом Ska-проекте Laswell в очередной раз проявил себя как замечательный стилист: здесь не просто Ska, а целая палитра, коллекция того, чем Ska может быть.

1. Mephiskapheles

2. Satanic Debris

3. Bad John

4. Centre of The…

5. Hard Times

6. Doomsday

7. Rank & File

8. Eskamoes

9. Saba

10. The Ballad of Admiral Stockdale

11. Danse Me Not

12. Finnigan Froth

13. The Bumble Bee Tuna Song

	(Bill LASWELL)
	Into The Outlands
	1997
	44:14
	psychedelic-free-jazz-rock

Recorded in Japan 1987. Final production and editing by Robert Musso at Quad Recording, New York City.

Bill Laswell [b]; Lakshmi Shankar (см. в ‘Jazz’ section) [violin, vocals]; Aiyb Dieng [perc]; Ronald Shannon Jackson  (см. в ‘Jazz’ section) [d]; Samulnori (см.: RED  SUN / SAMULNORI в ‘Jazz’ section; тж. в файле 'Asia', раздел China/Corea) [perc].

This recording brings together powerful improvising musicians from widely different musical and geographical locations. Bill Laswell, fabled bassist and producer from the Midwestern U.S., has spent a career collaborating with musicians from the widest possible variety of backgrounds – including previous work with some of the musicians heard here.

This disc brings Laswelt together with American avant-jazz drummer Ronald Shannon Jackson, a Korean percussion ensemble consisting of Kim Duk-Soo, Lee Kwang-Soo, Choi Jong-Sil, and Kang Min-Seok, versed in the ancient Korean form called samulnori; Indian violinist and vocalist Shankar; and Senegalese percus​sionist Aiyb Dieng. The resulting blend of traditional- and popular-influenced music from the U.S., East Asia, West Africa, and the Indian subcontinent – each area steeped in its own musical and cultural clashes and harmonies – is rich, unpredict​able, haunting, and exciting.

Bill Laswell is often seen as a master of technologically enhanced music. Indeed he has made crucial contributions to the use of synthesized percussion and keyboards in music from pop to jazz to fusion to any number of unclassifiable expressions. These sessions, however, recorded live in Japan, show Laswell's comfort, virtuosity, and daring in blending his bass with the acoustic instruments of this and other cultures. The sound on this recording is full of exhilaration, movement, and texture, as barriers between high- and low-tech dissolve.

Laswell came to renown in the jazz-rock fusion of the late seventies. Fusion was a natural medium for an adventurous musician grounded in R&B; Laswell's talents as producer and musician dove​tailed neatly with a style in which more or less free improvisation was contained by intense, driving rhythms – complete with rock-level amplification. But Laswell's work in fusion had an unusual duality. On the one hand, he and his collaborators quickly broke out of the rapidly stiffening conven​tions of fusion, forming such improvising groups as Massacre, Curlew, and – most importantly, perhaps – Material. On the other hand, Laswell produced Herbie Hancock's album Future Shock, with its hit «Rockit» – a piece that joined fusion to the most conventional international disco.

Suddenly in demand as a pop pro​ducer, Laswell never gave up his artistic preoccupations. He has produced albums that join Whitney Houston with Archie Shepp and John Lydon with Afrika Bambaataa; he has recorded with his quartet Last Exit; produced and performed on James Blood Ulmer's America – Do You Remember the Love? (also with Ronald Shannon Jackson). And his interest in music from cultures outside the U.S. and England have led to extra​ordinary collaborations like the one captured here.

It is rhythm that connects Bill Laswell's commercial dance-floor successes not only to his furious improv​isatory fusion but also to his daring collaborations with traditional musicians. Rhythmic influences are rarely simple: the Senegalese drumming of Aiyb Dieng, for example, is no doubt rooted in traditional praise and dance rhythms but has also been inflected by the rhythms of Cuba – the port of Dakar brought Afro-Cuban music to Senegal in the 1960s – fusing salsa with talking drum and inspiring the give-and-take between Senegalese music and the rest of worldwide pop.

Korean samulnori drumming, on the other hand, is not cosmopolitan: with some of the oldest folk roots in the world, samulnori's intensity and exuberance springs from ancient farming festivals. During the drumming, a samulnori quartet dances and flies through the air, invoking shamanistic trance-states.

In swing and rock, in disco and rave, in many a tribal ritual, rhythm is of course con​nected to dance.  But rhythm can also transcend its dance inspiration, becoming – to para​phrase an Ornette Coleman title – dancing in your head. As this astonishingly lively and   rich improvisation progresses, rhythm at times builds into textures and shapes that no longer invite the body only. Laswell's percussive bass, Shankar's droning, skirling violin and powerful, wailing singing, and Jackson's virtuoso jazz-inspired drumming blend with the percussion of Aiyb Dieng and the samulnori quartet: the throb of essential rhythms is sometimes thrillingly pro​nounced, but it also becomes an enveloping presence, in which differences are allowed both to clash and to blur.

 ---- William Hogeland

	Bill LASWELL
	Bob Marley Dreams Of Freedom (Ambient translations of Bob Marley in Dub)
	1997
	66:50
	label: Axiom / Island

Website: www.bobmarley.com 
Remix Production by Bill Laswell

Creative direction and concept: Chris Blackwell

Engineering and mastering by Robert Musso

Add. percussion by Aiyb Dieng; electronic sound by Tetsu Inoue; Material strings arranged and conducted by Karl Berger.

Очень ласковые реминисценции на темы песен всеми любимого Боба Марли.

	Bill LASWELL
	Emerald Aether:

Shape Shifting
	
	49:46
	Reconstruction of Irish Music; engineering by Robert Musso, mix translation by Bill Laswell.

	Bill LASWELL
	EKSTASIS:

"Wake Up And Dream"
	1998
	56:20
	label: Cyber Octave (Music For Evolving Souls) (USA)

Nicky Skopelitis [guitars, baglama, el sitar]; Bill Laswell (см.) [b, sounds]; Jah Wobble (см.) [b]; Jaki Liebezeit (см. CAN) [d]; Zakir Hussain [tabla]; Badal Roy [tabla].

Written*, Produced and Arranged by Bill Laswell and Nicky Skopelitis. Engineering: Robert Musso (см.).

Providence

Elysium
Heartland

Midnight Mass

Nepenthe

Eureka

Shower of Stars

	Bill LASWELL
	PANTHALASSA (Miles DAVIS / Bill LASWELL)
	1998
	59:40
	acid jazz
The music of Miles Davis 1969 – 1974; reconstruction & mix translation by Bill Laswell, created at Greenpoint Studios, Brooklin, NY.

1. In A Silent Way / Shhh/Peaceful / It’s About That Time (M. Davis/J. Zawinul)

2. Black Satin / What If /Agharta Prelude Dub (M. Davis)

3. Rated X / Billy Preston (M. Davis)

4. He Loved Him Madly (M. Davis)

	Bill LASWELL
	PANTHALASSA (Miles DAVIS / various DJ’s): 

“The Remixes”
	1999
	46:58
	acid jazz
label: Sony   www.columbiajazz.com 

1. SHHH (SEA4 MILES REMIX) (10:25) remixed by KING BRITT & PHILIP CHARLES

2. RATED X (6:38) remixed by DOC SCOTT
3. IN A SILENT WAY (5:03) remixed by DJ CAM
4. ON THE CORNER (SUBTERRANEAN CHANNEL MIX) (16:40) remixed by BILL LASWELL
5. RATED X (8:02) remixed by JAMIE MYERSON

	Bill LASWELL
	Imaginary Cuba
	1999
	57:24
	label: Wicklow (RCA, USA)   www.wicklow.com 
A groove-based journey into the heart Cuba.

Ambient translations of new performances from: Raul Planas, Tata Guines, Frank Emilio, Guillermo Pompa, Clave y Guaguanco, Septeto Nacional, Los Ibellis.

[…] Lightness of touch is also in short supply on Imaginary Cuba, which revels in the unsightly subtitle Deconstructing Havana. Laswell — presumably paying absolutely no attention to the points Ry Cooder must be earning from his Buena Vista Social Club releases — has been inspired to revisit the tactics he first used in Morocco for his earlier Master Musicians Of Joujouka project, making field recordings in the land of Castro to feed into his voracious New Jersey dub machine. To say the results lack groove is an understatement — inconsequential, tinny ethnodub frippery loops aimlessly in a dispiriting procession of almost-music targeted at hapless dinner party hosts who would just love to spice up their evening with a little light ethnic Muzak. It's a tremendously dull record, and convincing proof that the chief merits of the new/old Cuban sound that was featured on the Buena Vista Social Club sessions are its wide-eyed freshness and genuinely affecting melody lines, which are a product of the hermetic isolation resulting from America's 40 year embargo of the communist state on its doorstep. Subjecting such music to modern production techniques is like exposing a mummy to air --  an act of intrusion that causes it to disintegrate, leaving behind a mess of disconnected and unaffecting fragments. – CHRIS SHARP, Wire

	Bill LASWELL
	Toshinori KONDO, Eraldo BERNOCCHI, Bill LASWELL:

“Charged”
	1999
	52:38
	acid-jazz 

Toshinori Kondo (см. c Peter  BR(TZMANN (в ‘Jazz’); Eugene CHADBOURNE) [electric trumpet]; Eraldo Bernocchi [electronics]; Bill Laswell [basses]. 

	(Bill LASWELL)
	PURPLE TRAP:

"Decided… Already The Motionless Heart of Tenquility, Tangling The Prayer Called 'I'"

(2 CD)
	1999
	62:47 65:26
	label: Tzadik

recorded on october 1998

HAINO KEIJI

BILL LASWELL

RASHIED ALI

CD ONE

1. who decided the number 1?

2. the reassembling plase of dispersed holy murderous thought

3. i already know the settlement of iridescent happiness

4. i can hear a scream... a scream resembling a scream

5. only half of an imitation of your imitation of yourself

6. come to this side... sadness

7. supposedly generous possessors of death meet a warning while napping

CD TWO

8. just now let us continue to say farewell

9. decided...already the motionless heart of tranquility, 

   tangling the prayer called "I"

10. a sudden accident protesting production methods

11. where shall released time go next?

12. continuously draw a gentle spiral...red death!

13. ask a so-called sage who speaks only plausible excuses

    the meaning of the volition "further..."

	Bill LASWELL
	Invisible Design
	1999
	47:13
	ambient

label: Tzadik 

Created by Bill Laswell.

1. BLACK AETHER   4:19 

2. COMMANDER GUEVARA   7:02 

3. OCEANS OF BORROWED MONEY   5:10 

4. AISHA   5:41

5. NIGHT AIR & LOW FREQUENCY   9:15 

6. WHITE ARC SPIRAL   5:38 

7. AGHORA   9:47

Invisible Design is a CD of Black Magic and spiritual passion. Laswell’s creative voice has never been stronger!

	(Bill LASWELL)
	The Dark Side Of The Moog 4 –

“Three Pipers at the Gates of Dawn”
	
	60:02
	ambient

label: FAX

Pete Namlook, Klaus Schulze, Bill Laswell:

Three Sources => One Direction

	Bill LASWELL
	Broken Vessels
	1999
	49:01
	ambient/trance

label: KOCH – Velvel Records (New York) www.kochentertainment.com 

Bill Laswell [b, g, k, samples, perc]; Nicky Skopelitis [g]; Lance Carter [d].

Original music written by Bill Laswell; Producrd and arranged by Bill Laswell. Engineering: Robert Musso. Special thanks: Buckethead, Brain.

1. Broken Vessel

2. ER

3. Dementia

4. Light Speed

5. Strained

6. High Ride

7. Needle Drop

8. Graveyard

9. Smoking Up

10. Explosion

11. First Call

12. Falling Under

13. Lost Control

14. Hands (performed by Lori Carson [тж. в “City of Light”])

	(Bill LASWELL)
	OPERAZONE:

“The Redesign”
	2000
	51:25
	label: Knitting Factory  www.knittingfactory.com 

Bill Laswell – construction, production. Alan Douglas – conception, production.

With: Material String Orchestra; Karl Berger [string and horn arrangements, k]; Graham Haynes (см.) [cornet, fl h]; Byard Lancaster [t s]; Marc Helias (см.) [ac b]; Becky Friend [C-flute, alto flute]; Diva Goodfriend [alto flute, bass flute]; Mark Taylor [fr horn]; Vincent Chancey [fr horn]; Krystof Witek [vln]; Hector Falcon [vln]; Denise Still Well [vln, viola]; Ralph Farris [vln, viola]; Garo Yellin [cello].

1. L’ELISIR D’AMORE: Una Futiva Lagrima (Donizetti)

2. LA TRAVIATA: Love Theme (Verdi)

3. SAMSON & DALILA: Mon Coeur S’Ouvre A Ta Voix (Saint Saens)

4. TURANDOT: Nessun Dorma (Puccini)

5. LA TRAVIATA: Prelude (Verdi)

6. LA FORZA DEL DESTINO: Overture (Verdi)

7. TOSCA: E Lucevan Le Stelle (Puccini)

8. TOSCA SECOND ACT: Orchestral Background (Puccini)

9. Reprise

	(Bill LASWELL)
	TABLA BEAT SCIENCE:

“Tala Matrix”
	2000
	73:42
	Indian ethno-acid-funk
label: Axiom

Conceived and constructed by Bill Laswell.

Recorded & mixed at Orange Music Sound Studios (West Orange, N.J.), Studio Zerkall (Germany), and Calcutta Cyber Studio (London).

Engineering: Robert Musso (Orange Music) and Matt Howe (Studio Zerkall). Mastered by Michael Fossenkemper at Turtle Tone Studios, NYC.

Zakir Hussain: tabla

Ustad Sultan Khan: sarangi and vocal (tracs 2 & 6) 

Talvin Singh: tabla, virus manipulation and vox (tracks 4,6,8) 

Trilok Gurtu: tabla, drums (track 7)

Karsh Kale: drums (tracks 5 & 8), tabla, keyboards & electronics (track 5) 

Bill Laswell: bass (tracks 1-3, 6 and 9) and sound construction 

Brad Somatik: logic programming (track 4)

Special thanks to: Chris Blackwell, […]

	(Bill LASWELL)
	TABLA BEAT SCIENCE:

“Live in San Francisco at Stern Grove"

(2CD)
	2002
	52:03 49:14
	label: Axiom

Rec. on Aug. 12, 2001
ZAKIR HUSSAIN - TABLA

USTAD SULTAN KHAN - VOCALS, SARANGI

EJIGAYEHU "GIGI" SHIBABAW - VOCALS

BILL LASWELL - BASS

KARSH KALE - DRUMS, TABLA

DJ DISK - TURNTABE

MIDIVAL PUNDITZ – LAPTOP / ELECTRONICS

FABIAN ALSULTANY - SYNTHESIZERS

DISC ONE

1. TAARUF

2. SACRED CHANNEL

3. NAFEKEN

4. AP KE BARAS

5. MAGNETIC DUB

DISC TWO

1. SATELLITE

2. TALA MATRIX

3. TRAJIC

4. MENGEDEGNA

5. DEVOTIONAL DUB

	Bill LASWELL
	Lo, Def Pressure
	2000
	48:15
	Indian ethno/drum’n’bass
label: Quatermass (Belgium)

Created by Bill Laswell; 

Tabla matrix & rhythm elements: Zakir Hussain, Badal Roy; 

additional music, elements and sounds: Kadri Sriram, Arif Singh, Hassam Akber Ali;

Engineering: Robert Musso.

1. Shyvamythscience

2. Black Ice

	(Bill LASWELL)
	Herbie HANCOCK (& Bill LASWELL):

"Future 2 Future"
	2001
	55:31
	Composed, Produced and Directed by Bill Laswell and Herbie Hancock.

Bill Laswell [el bass]; Herbie Hancock [k]; Wayne Shorter [s s]; Jack DeJohnette [d]; Tony Williams [d]; Charnett Moffett [ac b]; turntables & programming: Carl Craig, Grandmixter DXT, Rob Swift, a guy called Gerald, Karsh Kale; vocals: Chaka Khan, Gigi, Imani Uzuri.

	(Bill LASWELL)
	James 'Blood' ULMER:

" Blue Blood"
	2001
	48:22
	label: Innerhythmic (New York)   www.interhythmic.com 

Performed by James 'Blood' Ulmer, Bill Laswell (см.), Bernie Worrell (см.), Jerome 'Big Foot' Brailey, Amina Claudine Myers.

Produced by Bill Laswell & James 'Blood' Ulmer.

Engineered by Robert Musso.

Realization: Bill Laswell.

Как и явствует из названия, этот проект – блюзовое детище Ласвелла. Аналогичный состав и продакшн – см. тж. выше диск THIRD RAIL.

	Bill LASWELL
	Boris FEOKTISTOV & Bill LASWELL

Russian Chants:

“Parastas”

(ambient mix)
	2001
	49:55
	Bill Laswell: Mix Translation, Bass/Beats, Ambient Construction

Robert Musso: Engineering, Processing, Guitar

Produced and directed by: Hisao Hirala, Yoshinaga Kakimi, Natsuko Samejima, Yuytaka Tokue, Naomi Miyata. Mastered by Masayo Takise.
1. COLD CHAMBER: The Great Litany / Alleluia tone 8 Troparion the 1st the 2nd / The beginning "Bless be, O Lord" Troparion "Give repose, O Lord / The Small Litany / "Repose, Our Soviour"

2. FOUR SIDED VORTEX: "Repose, Our Soviour" / The Small Litany

3. RELATIVE MOTION: "I cry and sob" / "With the spirit of the Just" / The Insistent Litany

	Bill LASWELL
	Dub Chamber 3
	
	48:05
	acid-jazz/dub

Produced by Bill Laswell.

Bill Laswell [b, k, beat]; Nils Petter Molvaer (см. в 'Jazz') [tp, effects]; Nicky Skopelitis [6,12-str g, beats, effects]; Craig Taborn [el p]; Karsh Kale [d, tabla]; Jah Wobble [b (#2)].

1. Beyond The Zero

2. Cybotron

3. Devil Syndrome

4. A Screaming Comes Across The Sky

	LAUGHING  HYENAS
	Merry Go Round
	1987
	
	 LP    Touch and Go Records

John Brannon [v, tp]; Kevin Strickland [b]; Larissa Strickland [g]; Jim Kimball [d].

  Cупер-агрессивный панк. Супер — за счёт того, что не-простой и исполняется асами. И поэтому же, строго говоря, это не совсем панк.

	Joëlle LÉANDRE – см. в 'Jazz'
	
	
	
	

	Rodrigo  LEÃO  & VOX  ENSEMBLE
	Theatrum
	1996
	52:45
	label: Sony Music (Portugal) – Sony Classical Series http://www.sony.com 

Rodrigo Leao [synth]; Margarida Araujo [viola]; Teresa Rombo [cello]; Antonio Martelo [vln]; Nuno Rodrigues [oboe, engl horn]; Jose Manuel David [fr horn]; Rini Luyki [accordion]; Paulo Marinho [Portuguese hornpipe]; Paulo Abelho, Tiago Lopez [perc]; Ana Sacramento, Joao Sebastiao, Ana Quintans [v]; + Ricercare choir.

1. In Memoriam

2. Odium

3. Nulla Vita

4. Dies Irae

5. O Corredor

6. Solitarium

7. Locus Secretus

8. Contra Mundum

9. Ruinas

10. Solve Me Lucto

11. O Novo Mundo
Синтетическая нео-классическая музыка, своего рода фьюжн с применением готики и фолка. Спекуляции на тему готического мракобесия отсутствуют. Но, при этом, супер-красивая музыка на этом CD нигде не позволит заскучать и не впадает в банальности. Проект вполне достоин внимания как любителей современной красивой и не-примитивной музыки, так, возможно, и тех поклонников альтернативы, которые не помешаны на том, чтобы бесконечно запугивать себя всякими страшилками.

	(The)  LEGENDARY  PINK DOTS
	The Crushed Velvet Apocalipse
	1989
	68:26
	LEGENDARY  PINK DOTS – см. тж. на сборнике TRITON

avant-rock

label: Play It Again Sam Records (Brussels)

The Silver Man [k, samples, devices, perc]; Bob Pistoor [el&ac g, sitar, b]; Qa'Sepel [v, k]; Niels Van Hoorn [flute, saxes, bass clarinet]; Hanz Myer [oboe, tympanis].

Рок-авангардная команда, представляющая психоделическую альтернативу. Ближайшая ассоциация: Gong (модернизированный, но не утерявший своего психоделика и своего мелодизма).

	(The)  LEGENDARY  PINK DOTS
	Malachai      (Shadow Weaver… The Conclusion)
	
	70:28
	label: Play It Again Sam Records

“We bring the day… so sease your lonely mourning. The shadows shrink away and leave without a warning! Gone in the blink of an eye. Gone with the wind that subsides. We bring life. We fill the deathly silence. One thousand butterflies are dancing on the pylons. Seek and you’ll find! We guard you from the borders. When all your hope runs dry, we’ll sprinkle holy water… Pulling the strings from above —  and all because we love you! (Despite you!)»     E. K.

	(The)  LEGENDARY  PINK DOTS
	Chemical Playschool. Vol 8&9
	1995
	70:44 61:18
	label: World Serpent Distribution (London)

	(The)  LEGENDARY  PINK DOTS
	It's Raining In Heaven
	1996
	45:43
	label: Soleilmoon Rec. (USA) soleilmoon@aol.com 

http://www.soleilmoon.com 

The Silverman [k, samples, loops]; Edward Ka-Spel [v, k, electronics]; Patrick Q-Wright [violins, k]; Hans Mayer [sax, flute, sound processing]. 

1. Puppets Apocalypse

2. Poppy Day

3. A Lust For Powder

4. Only When I Laugh

5. La Cazza Nova

6. Lyrfex

7. Premonition II

	(The)  LEGENDARY  PINK DOTS
	Hallway of the Gods
	1997
	62:57
	label: Soleilmoon

	(The)  LEGENDARY  PINK DOTS
	Nemesis Online
	1998
	58:25
	label: Soleilmoon Recordings (USA)

The Silverman [k, loops, devices]; Niels Van Hoornblower [horns, fl]; Ryan Moore [b, d, g, loops]; The Prophet Qa Sepel [k, v, loops, destroyed lyre]; Edvin Von Trippenhof [guitar and guitar mutations]; Frank Verschuuren [sound devices].

	(The)  LEGENDARY  PINK DOTS
	A Perfect Mystery
	2000
	68:33
	label: Soleilmoon (USA)   www.soleilmoon.com 

Those responsible: Ryan Moore [b, d, perc, sound processing]; Martijn de Kleer [ac&el g, vln, d, b]; Qa Sepel [vox inhumana, k]; The Silverman [k, filters, sound processing]; Niels Van Hoornblower [bar&t&&a&s&bass saxes, fl, bass cl, perc]; Frank Verschuuren [sound processing].

Produced by F. V.; Engineered by F. V. & R. M.

Our website  www.brainwashed.com/lpd 

E-mail  kaspel@euronet.nl 

Проект расцветает, -- весёлый, супер-навороченый, с энергетикой – всё в порядке. Очень удачный диск.

	LENINGRAD  COWBOYS
	Live In Prowinzz
	1993
	74:35
	Супер-эклектичная буффонада финских рокеров.

	L'ENSEMBLE RAYE
	Meme en hiver / Comme un pinson dans L'eau
	1990
	44:38
	naïve (Switzerland) типа Penguin Café, но с более плотными аранжировками.

label: AYAA Disques (France)

"Comme un pinson dans L'eau" composed and arranged by Jean 20 Huguenin, except #12 by Cedric Vuille.

" Meme en hiver" composed and arranged by Cedric Vuille, except #8 by Tom CORA (см).

	L'ENSEMBLE RAYE
	Quelques Pieces Detachees
	1993
	50:02
	

	L'ENSEMBLE RAYE
	En Frac!
	1996
	50:18
	label: LabelUsines  www.music.ch/labelusines/ 

rec.+mix 1996

Cedric Vuille [b, cl, g, ukelele]; Momo Rossel (см. тж. с: NIMAL; DEBILE MENTHOL) [b, vln, accordion, g, violone, e-bow, mixing]; Jean-Vin Huguenin [preparation, tenor g]; Pierre Kaufmann [cl, bass cl, a s]; Shirley Anne Hofmann [trb, tuba, accordion, euphonium, sound effects, chant]. 

	L'ENSEMBLE RAYE
	Ein Fest fur Pu den Baren
	1999
	51:18
	label: LabelUsineS  http://www.music.ch/labelusines/ 

	L'ENSEMBLE RAYE
	Vis-a-vis movers dance company
	2001
	41:12
	label: Les Disques Rayes

www.ensembleraye.ch 

	L'ENSEMBLE RAYE
	Les Contrepoints Cardinaux
	2002
	43:44
	label: Kein&Aber Records

	Robert  M. LEPAGE
	Adieu Leonardo!
	1992
	49:14
	Robert  M. LEPAGE – см. тж. с: Jean DEROME;

весёлый навороченый free-project
label: Dame (Canada)
Robert M. Lepage [cl, saxes, perc, electronics]; with: Jean DEROME (см. тж. Jean DEROME; тж. с: Fred FRITH) [fl, bar s]; Serge Lepine [ac g]; Rene LUSSIER (см.) [dax-o-phon, b, guitare hawaienne].

  «You shall build a water organ. By changing the course of a small spring you can make the vases sing two by two and thereby create endless melodies. Don’t forget to buy a pint of goat milk. Write on the soul.» 

– Excerpts from Leonardo’s notebooks.

	LES BATTERIES - см.: Guigou CHENEVIER
	
	
	
	

	Les  CLAYPOOL – см. на “C”
	
	
	
	

	LES 4 GUITARISTES DE L' APOCALIPSO-BAR
	"World Tour" / "Fin De Siecle"
	1998
	74:17
	label: Dame (Canada) / ReR (USA)

Rene LUSSIER (см.) [el g, 6-str bass]; Jan-Pierre BOUCHARD [el g]; Andre DUCHESNE (см.) [el g, Chef d'Orchestra]; Roger BOULDREAULT [el g, classical g (#1-10)]; Ferdinand RICHARD (см.) [6-str bass]; Chris CUTLER (см.) [d]; + Remi LECLERC (см. тж. с: PAPA BOA) [d (#12, 18)]; Claude FRADETTE [el g (#12, 18)].

Two LP's (previously issued as ReR 404 and ReR 42) on 1 CD:

"World Tour" - #1-11

"Fin De Siecle" - #12-18

free-funk / prog-rock – инструментальный проект, насыщенный гитарными соло и, судя по всему, для этой цели и созданный: если вы хотите сыграный коллектив с отрепетированной программой – поищите что-то другое. Но, при этом, здесь получается море достаточно весёлой и заводной музыки.

	LES HALMAS
	Hop
	1997
	28:24
	Ilja KOMAROV – см. тж. с: NE ZHDALI; CUT (в качестве продюсера);

label: distributed by No Mans Land (Berlin) / printed by Alligator Druck (Lenzburg).

Composed and recorded at studio i.h. in Luzern; mastered at Audio Works in Bern.

Produced by Les Halmas c/o Trixa Arnold & Ilja Komarov (Luzern)

1. Hop

2. Telephone

3. Alik

4. 67 Piranhas

5. Here I Am

6. Am I Here

7. Saloon Jazz

8. Harakiri

9. Five belly bottles

10. Sharpening the knives

11. 6 or 7 piranhas
Прикольная забавная альтернатива; с информацией об исполнителях и инструментах на диджипеке худо (но бывает и хуже).

	LES HALMAS
	U-la-la
	2000
	45:40
	no info

	LES  HOMMES  QUI  WEAR  ESPANDRILLOS
	Kairo
	1995
	52:14
	punk-metal
label: Blu Noize Rec.

Markus Kreutzer [g, v]; Guido Lucas [b, p]; Jorg A. Schneider [d].

	LES PROJECTIONNISTES
	Copie Zero
	1999
	65:31
	prog-rock/jazz-rock (инструментальный)

label: Ambiances Magnetiques

Les Projectionnistes: St-Jean, Babin, Falaise, Labbe, Leclerc (см. тж. с LOCOMOTIVE)

	LES REINES PROCHAINES
	Protest und Vasen
	2002
	69:24
	С удовольствием рекомендуем этот проект музыкантов из Базеля любителям не-тяжёлой альтернативы. Ближайшая ассоциация – Dagmar Krause. Отвязный хрипловатый женский вокал на фоне причудливого, но не агрессивного, а скорее забавного, Waits-о подобного инструментала.
label: ReR www.recrec.ch 

www.reinesprochaines.ch
musicians: Michele Fuchs, Franzi Madorin, Muda Mathis, Barbara Naegelin, Sus Zwick.

guests: Fredi Flukiger [d], Irene Schmidlin [accordeon]; Waedi Gysi [add. guitars].

	LES REINES PROCHAINES
	Le Coeur En Beurre
	
	63:39
	musicians: Franzi Madorin, Muda Mathis, Teresa Alonso, Regina Florida Schmid, Pipilotti Rist.

1.    I Hate Diets
2.    The Lady Is Hungry / Zum Tee Bei Mami
3.    Butterherz / Das War Auf Samoa
4.    Ich Bin Das Zebra
5.    Opfer Dieses Liedes
6.    No Water In My Eyes
7.    Les Salles D'intimitees / Au Bain Des...
8.    Das Gluck Hat Mich Fest In Der Hand
9.    Das Sitzen 1st Fertig
10. Dogs Are Sleeping
11. Die Rettung
12. Oh Jolanda / Ein Kurzes, aber Wichtiges...
13. Abschied Am Quai
14. Drehen Drehen Purzelbaum
15. Come Una Rosa Del Mattino
16. Christmas In Chinatown
17. Tu Me Suis, marie / Oh Yes
18. Sterne Stehen Nie Still / Heimat Oh Heimat

	LES TAMBOURS DU BRONX
	[Silence]
	1999
	45:35
	label: TDB PROD / Nemo (France) http://www.nemo.fr 

Tambours du Bronx Prod. Mastered in London.

Email: message@tamboursdubronx.com 

http://www.tamboursdubronx.com 

You also can get further informations by connecting on the Tambours du Bronx web site at this URL: http://www.tamboursdubronx.com/seq 

1. Aktivator

2. Sangria Si!

3. Requiem

4. Jungle Jazz

5. Les Boulets Se Rebiffent

6. Vokovarska Bolnica

7. Garini

8. Black Bull

9. La Caravane

10. Double Devils

11. Etouffez La Ventoline
Один из лучших проектов шаманического драйва. 18 французов создают раскалённую пургу на своих ударных инструментах (в основном – металлических бочках). Настоящая магия захватывает вас и уносит в водовороте безумного ритмического вихря – кажется навсегда!..

Подобного типа проект: Bob MOSES & Billy MARTIN (см. в 'Jazz')

	Sergei  LETOV
	ЛЕТОВ, БОРИСОВ, NIKKILA
	2001
	57:48
	Letov – см. тж.: TRI O; Sergey KURIOKHIN (в 'Jazz');

label: Pentagramma

free improvisational music

Contact: letov@jazz.ru    http://www.screen.ru/letov   http://www.letov.com 

Anton Nikkila [sampler]; Alexei Borisov [low-tech electronics, v]; Sergei Letov [saxes, flutes, piccolo swanee whistle].

1. Live @ Moscow (rec. 1999)

2. This Area (rec. 2000)

3. Keha (rec. 2000)

	Sergei  LETOV
	S.LETOV, A.BORISOV, D.A.PRIGOV:

"Concert in O.G.I."
	2002
	53:19
	label: Pentagramma

rec. 1999

Prigov (см. тж.: TRI O) – text, voice

Letov – sax, swanee whistle

Borisov – low-tech electronics

Дмитрий Александрович Пригов - поэт, писатель. Один из символов духовного андеграунда эпохи зарождения в чреве социализма с человеческим лицом его собственного могильщика -реалистического маразма. Редкое по драматизму, накалу и глубине абсурда творчество мэтра идеально совпало с пафосом первых лет перестройки. Несомненный драйв, нездоровая энергетика и кривая харизма оставляют с тех пор Дмитрия Александровича в первых рядах художников, не волнующих и ласкающих толпу за её инстинкты, а уверенной рукой поднимающих на гладкой поверхности времени рябь человеческого сомнения, которая и есть прогресс.
Сергей Летов - игрок на духовых инструментах. Не чужд саундпродюсирования. Совершенно уникальный человек и музыкант. Олицетворяет само понятие "творчество". Как музыкальная единица совпадает с термином "импровизация". Участвуя в десятках разнообразных проектов (от "ДК" до "Рада и Терновник" или от "Три 0" до "ГО"), и как лидер, и как приглашённый музыкант, Летов всегда и везде играл только своё неповторимое, при этом идеально вписываясь в разнообразные чужие концепции. Хотя есть большое подозрение, что сила его игры такова, что концепции замирают, прислушиваются и мгновенно меняются, как только он начинает свою музыку.
Алексей Борисов - певец, композитор, исполнитель на электроинструментах. Личность, неразрывно связавшая понятия "время" и "концепция". Он начинал свою группу "Ночной Проспект" с исполнения лёгких электробуги и мажорных рок-н-роллов. Но затем совершил революцию в отечественной электронной музыке, записав совместно с Иваном Соколовским эпохальный альбом интеллектуального индастриала "Кислоты". Эту революцию мало кто заметил, кроме музыкантов и специалистов, и бюст на родине героя до сих пор не воздвигнут. Дальнейшие проекты Борисова, как, например, F.R.U.I.T.S. не столько увеличили его славу, сколько закрепили авторитет навсегда легендарного и всегда актуального музыканта.
--- Александр В. Волков

	(Sergei  LETOV)
	SAX-MAFIA:

"The Concert at a Culture Centre DOM"
	2002
	55:02
	label: Pentagramma

Sergey Letov [s s, bar s]; Yuri Yaremchuk (см.) [s s, t s]; Nikolay Rubanov [bass s, bar s, bass cl]; Eduard Sivkov [a s, bar s].

	Benjamin  LEW
	Douzi(me Journ(e: Le Verbe, La Parure, L’Amour
	1982
	41:39
	Crammed Discs (Made To Measure, Vol. 15)

Benjamin Lew [musics, k]; Steven Brown (см. тж.: S. Brown и с: Tuxedomoon)  [saxes, p, organ]; Marc Hollander (см. тж. с Steven Brown) [bass clarinet, perc]; Gilles Martin [engineering].

	Benjamin  LEW
	A Propos D’Un Paysage
	1985
	42:52
	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].

	Benjamin  LEW
	Nebka
	1988
	41:56
	label: Crammed Discs (Made To Measure, Vol. 17)

Benjamin Lew [electronics]; Steven Brown (см.) [cl]; Marc Hollander (см. тж. с Steven Brown) [cl, perc]; Blaine L. Reininger [vln]; Claudine Steenackers [cello].

NEBKA: Dune formed by the the wind around an obstacle in the desert.

Очень живые минималистические композиции; можно сравнить с психоделическим примитивистом и мастером ажурных настроений – Pascal Comelade.

	George LEWIS – см. в 'Jazz'
	
	
	
	

	György LIGETI
	Vocal Works: Madrigals, Mysteries, Aventures, Songs
	1996
	69:01
	avant-garde*

label: Sony Classical

rec. 1995-96

performed by The KING'S SINGERS with Pierre-Laurent Aimard & Irina Kataeva (pianos) & Philarmonia Orchestra Esa-Pekka Salonen.

	LIMINAL
	Nosferatu
	1995
	54:11
	Danny Blume & DJ Olive - см. тж.: LIMINAL LOUNGE (в 'Jazz')

Электронный авангард плана ambient / noise / trance, не слишком тягучий. Очень грамотно сделаный, с мощными свежими звуками.
label: Knitting Factory Works (NY, USA)

e-mail: KF@knittingfactory.com 

Liminal is: Danny Blume [g, loops, one string duct tape bass]; DJ Olive AKA the audio janitor [turntables]; Rich ‘Loop’ Panciera [sampler].

liminist@aol.com 

This is where it all began, the first release by this original "illbient" trio.

Liminal started out in ’94 as ‘Asshole – Savant’ — a soundscape / groove / ambient / dub / pastiche that mixed sampler, guitar, loops, and DJ. They played a lot in NYC at the Cooler, Knitting Factory & other clubs. Using guest musicians, visuals, vocalists, and any sound they could get their hands on, they create a non-stop live interactive stream of coalescence. Otherworldly forces compelled them to make a liministic score to perform with the F.W.Murnau’s classic silent vampire film ‘Nosferatu, a Symphony of Horror’. Several well received shows sparked European and US tours and were the genesis of this CD. The music on this disc was arranged to stand on its own, independent of the movie.

	Arto LINDSAY
	Pretty Ugly
	1990
	44:30
	Arto ‘Guitar’ LINDSAY – см. тж. с: Uri  CAINE; Vinicius CANTUÁRIA; The GOLDEN PALOMINOS; LOS AMIGOS INVISIBLES (в разделе ‘Acid’); Marisa MONTE (A. L.: Production & guitar.  См. в секции ‘Latina’); The LOUNGE LIZARDS; Caetano VELOSO (в ‘Latina’); Laurie  ANDERSON; DOWNTOWN  DOES  THE  BEATLES; Heiner GOEBBELS; RED HOT + RIOT (в ‘Jazz’); John  LURIE (в ‘Jazz’); John ZORN; David  MOSS;
www.artolindsay.com 

label: Crammed Discs: Made To Measure, Vol. 23

1. Pretty Ugly

2. Austere And Hungry

3. Bold Condensed

4. Sirens

5. Nature Of Slam

6. Plastic Surgery

Music by Peter Scherer & Arto Lindsay

MUSIC FROM "PRETTY UGLY"

A BALLET CHOREOGRAPHED BY AMANDA MILLER FOR THE FRANKFURT BALLET 

PREMIERED IN FRANKFURT, NOVEMBER 1988

ADDITIONAL MUSICIANS ON "PRETTY UGLY" :

JILL JAFFE : VIOLIN AND VIOLA;

CYRO BAPTISTA (см.): PERCUSSION 

NANA VASCONCELOS : HANDCLAPS AND WHISPERS

MUSIC FOR "MORDER, HOFFNUNG DER FRAUEN" 

A PLAY BY OSKAR KOKOSCHKA DIRECTED BY PETER ILY HUEMER FOR THE VIENNA FESTIVAL, JUNE 1986

	Arto LINDSAY
	Aggregates 1-26
	1995
	47:07
	label: Knitting Factory (New York)  www.knittingfactory.com 

A brilliant collection of no wave, deconstructed masterpieces featuring Arto [g, v] with Melvin Gibbs [Rolins Band (см.), Harriet Tubman, Marisa Monte (см.)] on bass and Dougie Bowne (см. в ‘Jazz’) on drums.

	Arto LINDSAY
	O Corpo Subtil – 

 The Subtle Body
	1996
	34:50
	Произведения композитора Arto Lindsay исполняют:

Ryuichi Sakamoto (cм.) [p, synth]; Nana Vasconcelos [perc]; Vinicius Cantuaria (cм.) [g].

1. 4 skies

2. child prodigy

3. anima animale

4. esta seu olhar

5. my mind is going

6. enxugar

7. no meu soutague 

8. unbearable

9. nobody in bed

10. astronauts 

11. sovereign

	Arto LINDSAY
	Mundo Civilizado
	1996
	40:25
	Для дописки к этому диску можно использовать "Hyper Civilizado
(Arto Lindsay Remixes)" – (если поместить на CDR, то рекомендуем обойтись без №8 этих ремиксов, ничего не потеряете)

label: Rykodisc (London)

Produced by Arto Lindsay

Marc Ribot (см.) – guitar; 

Peter Scherer – Farfisa, Wurlitzer, keyboards; 

Bernie Worrell (см.) – Hammond B-3; 

Roy Nathanson (см.) – saxes; 

Don Byron (см.) – bass clarinet; 

Melvin Gibbs – bass; 

Vinicius Cantuaria (см.) – guitar, surdo, maos em papelao, tamborims, pandeiro; 

Camus Celli – toy accordion; 

Marcus Rojas – tuba; 

Jacques Morelenbaum – cello; 

Andres Levin – el piano, Wurlitzer; 

Dougie Bowne (см.) – drum loop, filtered drum loop; 

DJ Spooky – additional textures, additional samples; 

Mutamassik- additional samples; 

Romero Lubambo – additional guitar; 

Gustavo de Dalva / Boghan / Marcio Tchin – surdos, caixas, bacurinha, surdo virados, surdo na mao, djembe, timbau, pandeiro.

1. 
Complicity 4:05

2
. Q Samba
 3:27

3
. Simply Beautiftil
3:58

4. 
Mundo Civilizado
4:23

5
. Titled 3:18

6
. Horizontal 3:29

7
. Mar da Gavea 2:43

8
. Imbassai
 3:16

9
. Pleasure
2:37

10
. Erotic City 5:01

11
. Clown
3:50

	Arto LINDSAY
	Hyper Civilizado

(Arto Lindsay Remixes)
	1996
	40:31
	label: Gramavision (Rykodisc)  www.rykodisc.com 

1. Mundo Civilizado – Inversion Mix (7:28) Remixed by DJ Spooky That Subliminal Kid

2. Complicity – Lyrical Mix (4:53) Remixed by SPIT
3. Q Samba – Sub Dub Mix (6:13) Remixed, arranged and produced by Sub Dub 

4. Q Samba – Dub Mix (5:24) Remixed by We (DJ Olive, Lloop, Once 11)

5. Mundo Civilizado – Illuminati Mix (6:07) Recycled and rebottled by DJ Soul Slinger and SPIT (dedicated to Krista)

6. Complicity – M28 Mix (4:29) Wrecked by DJ Mutamassik and SPIT 

7. Omulu (1:15) Played by Marcio in Bahia 

8. Complicity – Opulent Mix (down and left) (4:29) Remixed by Elated System

	Arto LINDSAY
	Noon Chill
	1997
	44:37
	label: For Life Records (France) / Rykodisc   www.rykodisc.com 

Musicians:

Metvin Gibbs: bass, surdo, B-3, acoustic guitars and programming

Andres Levin: programming, acoustic guitars, B-3 and keys

Davi Moraes: acoustic guitars, sardo

Peter Scherer: sampler and piano (tracks 1,2,3,9,10,13)

Nana Vasconcelos (см.): repique, pandeiro, conga, shakers, Turkish drum, surdo, stand up kit, cymbals and sticks

Gustavo de Datva: atabaque, agogo and shakers (track 11)

Ryuichi Sakamoto (см.): prepared piano, keys, piano (tracks 3,4,5,7,12)

Sussan Deyhim (см.): vocals (tracks 7,12)

Fernanda Torres: voice (track 11)

Mitchell Froom (см.): Claviola (track 5)

Vinidus Cantuaria (см.): acoustic guitar (track 6)

Vincent Chancey: french horn

Marty Ehrlich (см.): bass clarinet

Josh Roseman (см.): trombone

Ravi Best: Comet, trumpet

	Arto LINDSAY
	Prize
	1999
	49:15
	label: Firma / Rykodisc (London)

Arto Lindsay: Vocals, guitar

Melvin Gibbs: Bass, programming, keyboards, filters

Andres Levin: Acoustic guitars, keyboards, programming, rhythm 700, stylophone, pandeiro 

Davi Moraes: Timbal, caixas, surdos, pandeiro, electric guitar 

Skoota Warner: Drums (except on song #9)

Bob Malach (см.): Tenor saxes, clarinets

Dougie Bowne (см.): Additional keyboards and beats

Vinicius Cantuaria (см.): Acoustic guitar, percussion, add. drums

Eyvind Kang (см.): Violin, viola

Michael Leonhart: Melodica, trumpet

Brian Eno (см.): Sonic thing

Cyro Baptista (см.): Cuica

Peter Scherer: Piano

Beans from the Anti-Pop Consortium: add. vocals

Strings and horns arranged by Steve Barber

ONDINA 

THE PRIZE 

PODE FICAR 

PREFEELINGS 

MODOS

EX-PREGUICA

UNSURE

RESEMBLANCES

O NOME DELA

TONE

INTERIOR LIFE

E AI ESQUECO

	Arto LINDSAY
	Salt
	2004
	43:22
	experimental-pop 

аналогичная музыка – см.: David GARLAND / Ikue MORI "WORLDS OF LOVE"; Yuka HONDA;

label: Righteous Babe

Arto Lindsay's third outing for Righteous Babe, Salt, continues with the Brazilian meets avant pop stylings he began in the mid-'90s. Fans of his work with DNA, the Golden Palominos, or John Zorn's Locus Solus project may be somewhat disappointed that he only plays guitar on two cuts, but the fact is that this is a decidedly different project. Switching between Portuguese and English, Lindsay's fragile voice has never sounded more melodic, and the Brazilian-influenced music is both accessible and interesting, with great beats and ear-candy details. The lyrics come off like sensual poetry, fitting perfectly with the lilting music, and in conjunction with the title allude to two things essential to human life: sex and salt. Good stuff.

Habite Em Mim 

Kamo (Dark Stripe) 

Personagem 

Twins 

Into Shade 

Jardim Da Alma 

De Lama Lâmina 

Combustível 

Make That Sound 

Salt

	(Arto LINDSAY)
	LOCUS SOLUS
	2004
	44:53
	label: Tzadik

Arto Lindsay: voice, guitar

John Zorn (см.): alto sax

Anton Fier: drums

Intro

That Scene

Doll Moment

Unwritten Law

Ponce

Come Yelling

On the Ropes

Klossowski

Pacing

In Memory of

Detroit for no Reason

This Year's Skirts

Want Those Boots

Trampoline at Dawn

Last Thing to get Moist

Ceiling

Doll Sport

	LINKS
	New Reasons To Use Old Words
	1995
	45:32
	progressive - Мощный и цельный проект. Превосходные аранжировки. Замечательно записан. Музыка сочетает в себе фри-джаз, джаз-рок и прог-рок.
label: Musikerhof / Schlozzton (EFA)

Music composed and arranged by Wolfgang Mirbach.

Lyrics by R. Edgar Broughton.

Edgar Broughton [v]; Lindsay Cooper (cм.) [bassoon]; Wolfgang Mirbach [p]; Mark Charig [cornet]; Dick Heckstall-Smith [t&s s]; Michael Foster [a s, cl]; Sid Gauld [tp]; Mark Bassey [trb]; Mike Kearsey [trb, euphonium]; Claire Lintott [fr h]; Geoff Williams [bar s]; Oren Marshall [tuba]; Clem Clempson, Helli Gattung [g]; Ike Leo [b]; John Marshall [d].

The words of ‘Requiem’ and ‘Pad Thingy’ are taken from a novel in the writing – ‘The INSTANTANIUM’.

While working with computers and folks with disabilities I have begun to invent a new place where all people have equal rights and opportunity. The Instantanium is a life style and antidote to the ways in which we oppress those who are different from us and to those of us who have a definition of an ugly baby. 

  ---  Edgar Broughton  Oct. 95

	LOCOMOTIVE
	Locomotive
	
	58:03
	avant-rock

label: Dame (Canada)

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

	LOCUS SOLUS – см: John ZORN
	
	
	
	

	dj  LOGIC - см. в 'Acid'
	
	
	
	

	LÖDIG
	Lodig
	1999
	37:02
	retro/naive – можно сравнить с Pascal COMELADE; The BAD EXAMPLES; KLIMPEREI; PENGUIN CAFE ORCHESTRA; TOUPIDEK LIMONADE; PASCALS; L'ENSEMBLE RAYE;

label: RecRec Medien AG (Zurich)   email: vertrieb@recrec.ch 

Simon Dellsperger [v, tp, g]; Jan Ratschko [bandoneon]. Additional instruments (by Lodig): organs, drum machines, baritone, melodica, clarinet, mugongo, drums. Rec. in Zurich. Mixed by Bill Gilonis.

Inspired by Ary Barroso, D. La Bostrie, Craig Burk, Wild Billy Childish, The Cuban Boys, Duke Ellington, Les Humphries, Johnson, Madonna, Moloko, Paris, R. Penniman, Jonathan Richman, Nino Rota, Shayne, Consuelo Velasquez.

1. Tango

2. Caravan

3. Let it float

4. Frozen

5. Derrick

6. Blues

7. Palma

8. Egypt

9. Besame

10. Another Spring

11. Texas

12. Tuti Fruti

13. Brazil

14. I can’t

15. Pate

16. Mango
->daniel goode / tiger lillies_sp

	LOKOMOTIV  KONKRET – см.: Dror FEILER
	
	
	
	

	Frank LONDON
	
	
	
	Frank LONDON – см. в разделе ‘ASIA I: Israel’: F. LONDON; KLEZMATICS; HASIDIC NEW WAVE; KLEZMER CONSERVATORY BAND;

В разделе ‘Rock’: THEY MIGHT BE GIANTS; 

В разделе 'Alternative': DOWNTOWN  DOES  THE  BEATLES; Sam BENNETT;
В разделе 'Jazz': Thomas CHAPIN; BALLIN’ THE JACK;

	LONG FIN KILLIE
	Amelia
	1997
	42:32
	Навороченый punk-rock, энергичный, но не злобный, скорее – балладного плана. Очень интересный – рекомендуем!
label: Too Pure Records (London)

Long Fin Killie: Phil Cameron, Colin Greig, Kenny McEwan, Luke Sutherland.

Instruments: d, perc, b, g, bouzouki, vln, mandolin, sax, p, thumb piano, voices.

Rec. in Edinbugh. 

BRITISH SUMMERTIME

LIPSTICK
KISMET

RESIN

SUGAR HELPING

RINGER

CHRYSLER

BIGGER THAN ENGLAND

HEADLINES

GOLD SWINGER

DEEP HOUSE

YAWNING AT COMETS

	LOOPING HOME ORCHESTRA
	Vendeltid
	1987
	53:06
	Lars Hollmer (см.тж. HOLLMER; ZAMLA  MAMMAZ  MANNA) [accordion, p, k, melodica, v, d, bells]; Sven Aarflot [bassoon, sax, fl, k, bells]; Sven Jansson [k, p, v]; Olle Sundin [b, k, "guitar", balalaika, bassdrum]; Marten Tiselius [d, glockenspiel, v].

	LOOPING HOME ORCHESTRA
	Door Floor Something Window
	1993
	63:25
	label: Victo (Canada) 

LARS HOLLMER– claviers, accordéon, mélodica, voix 

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

JEAN DEROME (см.) – flûtes, baryton, soprano et alto saxophones

OLLE SUNDIN – claviers, percussion

LARS KRANTZ – basse électrique, percussion MIDI, glockenspiel

EINO HAAPALA
-- guitare électrique, mandola

1. KARUSELLMUSIK

2. UTFLYKT M. DAMCYKEL

3. FRANKLAT

4. QUICKSTEP

5. MOLOKEN

6. PARALLELL ANGOSTURA

7. EYELINER

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

11. ETT TUNGT OK

12. ZANZIBAR

13. PLINGA

14. FINALVALS

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

	L'ORKESTRE DES PAS PERDUS
	T'auras pas ta pomme
	1996
	53:15
	Лёгкая инструментальная музыка с тонким чувством юмора (можно сравнить с Comelade или Penguin Café Orchestra).

label: Dame / Ambiances Magnetiques (Canada)

Ivanhoe Jolicoeur [tp, fl h]; Remi Leclerc [d]; Jean-Denis Levasseur [a s, piccolo]; Paul Richer [t s]; Jean Sabourin [sousaphone]; Claude St-Jean [trb].

Composed by St-Jean.

	L'ORKESTRE DES PAS PERDUS
	Maison douce maison
	1998
	41:07
	label: Ambiances Magnetiques (Canada)

musicians: Remi Leclerc, Jean-Denis Levasseur, Roberto Murray, Jean Sabourin, Claude St-Jean, Maxime St-Pierre.

Composed by St-Jean.

	LORDS  OF  ACID
	The Crablouse  (remixes: variations on a species)
	1994
	56:03
	industrial / acid jazz. (Миксы)

Весь саунд – industrial, включая distortion’ vocal. Но от acid-jazz’a здесь устойчивая танцевальная ритмика и рэпо-подобная манера вокалистки.

«The Crablouse In Its Native Environment»

«Whatever You Do, Remain Calm»

Ludo’s «No Visible Symptoms»

Ludo’s «It’s There To Stay»

Ludo’s «Coming Even Harder»

Joey’s «Sample To The Lab»

Joey’s «Nothing Can Kill It»

Joey’s «The Seven Year Itch»

Roli’s «Cured By Muscle»

Roli’s «The Body Is Our Destiny»

«Don’t Kill For Love»

Mix and additional production:

Ludo = Carl S. Johansen;  Joey = Joey Beltram;  Roli = Roli Mosimann;  #1, 11 – by The Lords Of Acid.

    Written by: Praga Khan, Jade 4U, Oliver Adams, J.K. Magick

[...] На обложке диска изображалась пеще​ра любви и семь обнаженных дья​волиц в ней во фривольных по​зах. Цензура сразу снабдила диск наклейкой "parental advisory", a в некоторых странах потребовала из​менить и оформление обложки. Но это, конечно же, никак не отразилось на музыкальном содержании диска. LOA немного сменили имидж и саунд, но в лучшую сто​рону. Новый альбом стал более сексуально- и рок-ориентирован. Но вместе с тем и более разнооб​разным и экспериментальным. Пеовый сингл из альбома "The Crablouse" ("Лобковая вошь") открывается оркестровым сэмплом, сменяется безумными риффами (Luc Van Acker постарался) и пове​ствованием о том, где девушки могут подцепить лобковую вошь, что это такое и как от этого убе​речься. "She And Mr. Jones" пока​зывает мужчину наглым грязным животным. "Оо What You Wanna Do" состоит из медленных танцевальных ритмов, дистортированных вокалов и фанковых сэмплов. В "Yound Boys" Lady Galore поет о желании опытной девушки соблазнить как можно больше молодых девственников. "Marijuana In Your Brain" начинается с медленных рэгги-ритмов и растаманских вокалов, затем сменяется техно-битами и до конца песни продолжает дёргаться туда-сюда: то рэгги, то техно. Песня "Blowing Lip Your Mind" довольно страная, так как и близко не подходит ни под один из стилей. Это что-то вроде джаза с танцевальными элементами и рассказом о жизни наркомана. И так далее, в том же духе. Весь альбом очень хорош: в меру индустриален, очень танцевален и безмерно сексуален. 

После "Voodoo-U" группу покидает вокалистка Lady Galore (настоящее имя Rith Mcardle). Она продолжае работу с группой SEXTASY BALL, которая по концепции очень близка LOA. На концертах любой человек из публики может, раздевшись, выйти на сцену и станцевать с профессиональными танцорами стриптиза; приглашён​ные пирсеры делают всем желающим дырки в любых частях тела; при входе стоят девушки в полицейской форме и с хлыстами в руках.

Но вернемся к LOA. Они опять отправляются на гастроли, гое обязанности вокалистки при​шлось взять на себя Jade 4U, чем она занимается очень талантливо и по сей день. В перерывах между турами группа занимается ремикшированием песен своих друзей. В 1996 поду LOA в компании Charlie Clouser (NINE INCH NAILS), Р. М. DAWN и DUST BROTHERS делали ремиксы для альбома WHITE ZOMBIE "Supersexy Swinging Sounds". В 1997 году выходит альбом ремиксов "Manipulated" группы GRAVITY KILLS, над которым трудились LOA, JUNO REACTOR, Al Jordenson (MINISTRY) и те же P. M. DAWN. [...][...] На обложке диска изображалась пеще​ра любви и семь обнаженных дья​волиц в ней во фривольных по​зах. Цензура сразу снабдила диск наклейкой "parental advisory", a в некоторых странах потребовала из​менить и оформление обложки. Но это, конечно же, никак не отразилось на музыкальном содержании диска. LOA немного сменили имидж и саунд, но в лучшую сто​рону. Новый альбом стал более сексуально- и рок-ориентирован. Но вместе с тем и более разнооб​разным и экспериментальным. Пеовый сингл из альбома "The Crablouse" ("Лобковая вошь") открывается оркестровым сэмплом, сменяется безумными риффами (Luc Van Acker постарался) и пове​ствованием о том, где девушки могут подцепить лобковую вошь, что это такое и как от этого убе​речься. "She And Mr. Jones" пока​зывает мужчину наглым грязным животным. "Оо What You Wanna Do" состоит из медленных танцевальных ритмов, дистортированных вокалов и фанковых сэмплов. В "Yound Boys" Lady Galore поет о желании опытной девушки соблазнить как можно больше молодых девственников. "Marijuana In Your Brain" начинается с медленных рэгги-ритмов и растаманских вокалов, затем сменяется техно-битами и до конца песни продолжает дёргаться туда-сюда: то рэгги, то техно. Песня "Blowing Lip Your Mind" довольно страная, так как и близко не подходит ни под один из стилей. Это что-то вроде джаза с танцевальными элементами и рассказом о жизни наркомана. И так далее, в том же духе. Весь альбом очень хорош: в меру индустриален, очень танцевален и безмерно сексуален. 

После "Voodoo-U" группу покидает вокалистка Lady Galore (настоящее имя Rith Mcardle). Она продолжае работу с группой SEXTASY BALL, которая по концепции очень близка LOA. На концертах любой человек из публики может, раздевшись, выйти на сцену и станцевать с профессиональными танцорами стриптиза; приглашён​ные пирсеры делают всем желающим дырки в любых частях тела; при входе стоят девушки в полицейской форме и с хлыстами в руках.

Но вернемся к LOA. Они опять отправляются на гастроли, гое обязанности вокалистки при​шлось взять на себя Jade 4U, чем она занимается очень талантливо и по сей день. В перерывах между турами группа занимается ремикшированием песен своих друзей. В 1996 поду LOA в компании Charlie Clouser (NINE INCH NAILS), Р. М. DAWN и DUST BROTHERS делали ремиксы для альбома WHITE ZOMBIE "Supersexy Swinging Sounds". В 1997 году выходит альбом ремиксов "Manipulated" группы GRAVITY KILLS, над которым трудились LOA, JUNO REACTOR, Al Jordenson (MINISTRY) и те же P. M. DAWN. […]

	LOST  SOULS
	Never Promised You A Rosegarden
	1994
	44:53
	thrash-industrial
label: Soundfront 
Thed Savidis [d]; Michael Hahne [g, samples]; Peter Hagglund [g]; Christer Salling [v]; Patrik Sporrong [distorted bass, samples]. + Caroline Okun, Anders ‘Aja’ Lager, Bubin. Produced by Daniel Bergstrand.

Going Home

Hate This

No Life

Ache

Lost Found Lost

Sound Of Bones Breaking

Get Real M. F.

Pariah

What’s Next

God Wants Misery

	LOTHAR and the HAND PEOPLE – см. в 'Rock'
	
	
	
	

	LOUISE  AVENUE
	Let's Take One More
	1993
	47:07
	avant-project - Очень милый авангардный проект – живой и прыгучий, не чуждый мелодизма, возможная ассоциация: Elliot Sharp.
label: Carbon 7 (Belgium)

All compositions by Jan Kuijken.

Jan Kuijken [cello]; Jean-Luc Plouvier [p]; Michel Massot [tubas]; George Alexander Van Dam [vln]; Daniel Stokart [a&s&sopranino saxes]; Dirk Descheemaeker [cl, s s]. 

	The  LOUNGE  LIZARDS 
	The Lounge Lizards
	1981 
	39:55
	label: EG

John Lurie (см.) [sax], Evan Lurie (см.) [keys], Steve Piccolo [b], Arto Lindsay (см.) [g], Anton Fier [d]. Produced by Teo Macero.

Если Вам по вкусу проект Lounge Lizards, не обойдите вниманием диски Curlew,  и в 'Jazz': Phillip Johnston’s Big Trouble, JAZZ PASSENGERS; KAMIKAZE GROUND CREW;

	The  LOUNGE  LIZARDS
	Live 1979-81
	
	37:55
	label: Danceteria Records (France)

John Lurie [a s]; Evan Lurie [p, organ]; Steve Piccolo [b]; Anton Fier [d]; Arto Lindsay, Danny Rosen [g].

The LOUNGE LIZARDS live have always been a cinematic experience for me a private cinema where the spectator (or listener) supplies his own images… rain-soaked city streets… Avenue C at 4 AM… the latent violence revealed by the gesture of a stranger or the pattern of smoke rising from an abandoned cigarette—stiletto heels and tight skirt running along a darkened European highway… late-40s suits and the cheap elegance of a 38 Special with mother-of-pearl handle… Jimmy Piersal in bed with Dorothy Malone… the sound of the ocean… a boxing match between Monk and Cecil Taylor… a pounding steel foundry where the ghost of Dolphy emerges and leads you to a guarded meeting-room where Mingus conspires with Sam Fuller, Kurt Schwitters, King Kong and Alexander Mosolov… or a room where John Lurie and sax float in and out of a dim spotlight, their combined shapes somehow suggesting a human question mark. He moves to the mike and cracks a joke too obscure for the audiences' comprehension, then launches the band into another number. New images swirl from the bell of his horn and chase each other around the stage-past Evan Lurie’s blurred white hands working the keyboard, around the frenetic machine-guitar of Arto Lindsay (or Danny Rosen), walking up and down the frets of Steve Piccolo’s bass guitar – images simultaneously shattered and reconstructed by the precisely demonic drumming of Tony Fier, before returning full circle to the seductive abrasive unpredictable tones still pouring out of John's sax. This is movie music from the future, culled from early live performances in New York, Berlin, London and, yes, even Cleveland… a thousand scenarios squeezed inside a tiny CD.

I CAN'T HARDLY WALK 

DUTCH SCHULTZ 

THROWN OR WAS PUSHED 

EPISTROPHY 

HARLEM NOCTURNE 

STOMPIN’ AT THE CORONA 

TAKE'EM TO THE CLEANERS 

BALLAD 

IGUANA 

CONEY ISLAND 

JUICE OF PECULIAR 

GOOD NIGHT

->MarisaMonte

	The  LOUNGE  LIZARDS
	No Pain For Cakes
	1987
	38:18
	John Lurie [as], Evan Lurie [p], Roy Nathanson [reeds], Curtis Fowlkes [tb], Marc Ribot (см.)[g-s,banjo], Erik Sanko [b], E.J. Rodriguez [perc], Dougie Bowne (см.)[d].              

	The  LOUNGE  LIZARDS
	Voice of Chunk
	1988
	47:00
	label: Strange & Beautiful Music (New York), 1998

www.strangeandbeautiful.com 

John Lurie [a&s s]; Roy Nathanson (см.) [a&t s]; Curtis Fowlkes [trb]; Marc Ribot (см.) [g]; Evan Lurie [p]; E.J. Rodrigues [perc]; Erik Sanko [b]; Douglas Bowne (см.) [d].

A re-release of the legendary Lounge Lizards recording. Initially available only through an ingenious direct marketing approach via late night TV phone orders, Voice of Chunk has garnered much praise.

"Staking out new musical territory west of Charles Mingus, east of Bernard Hermann." – New York Times

"It takes wild courage to play this music; it takes even more to listen to it."  -- Tom Waits

* * * * -- Rolling Stone magazine

1. Bob the Bob

2. Voice of Chunk

3. One Big Yes

4. The Hanging 

5. Uncle Jerry 

6. A Paper Bag and the Sun

7. Tarantella 

8. Bob the Bob (Home)

9. Sharks

10. Travel

	The  LOUNGE  LIZARDS
	Big Heart -  Live in Tokyo
	1988
	44:52
	

	The  LOUNGE  LIZARDS
	Live In Berlin 

Vol. I, II
	1991
	47:52  50:52
	label: Intuition Records (New York) 1993, 1995

All songs written by John Lurie. John Lurie [a&s s]; Michael Blake [s&t s]; Bryan Carrott [vibes, marimba, timpani]; Michele Navazio [g]; Oren Bloedow (см.) [b]; Billy Martin [perc]; G. Calwin Weston [d]; + Jane Scarpantoni [cello].

“…what should have been a live filler album for this eternally boho troupe sounds like a state of grace. Lurie’s soprano sounds genuinely keening and haunting and these straggling, reluctantly boisterous work-outs expose how this Lizards line-up might be the best he’s ever had … It all wears on them like a second skin. Recommended!” – The Wire

	The  LOUNGE  LIZARDS
	Queen of All Ears
	1998
	59:36
	label: Strange & Beautiful Music (New York)

All songs written by John Lurie

Queen of All Ears

“This is amazing music by a unit that has become one of the best in the world.”    -- Option Magzine

“John Lurie has always been first and foremost a brilliant jazz musi​cian.” – Time Out London

"…a small masterpiece."   -- Billboard magazine

"…It's far and away the best and, yes, most spiritual recording Lurie has issued with the Lizards."    -- The Guardian UK

John Lurie – Alto & Soprano Saxophones, Vocal on "Yak" 

Steven Bernstein— Trumpet

Michael Blake – Tenor Saxophone & Bass Clarinet 

Ben Perowsky — Percussion 

Evan Lurie — Piano & Organ 

Jane Scarpantoni — Cello 

David Tronzo (см.) — Bass 

Calvin Weston — Drums

The First And Royal Queen  3:55

The Birds Near Her House 11:38

Scary Children  4:08

She Drove Me Mad  4:20

Queen Of All Ears   5:24

Monsters Over Bangkok  10:13

Three Crowns of Wood  4:01

John Zorn's S&M Circus  6:14

Yak 5:41

Queen Reprise  3:46

	(The  LOUNGE  LIZARDS)
	John  LURIE:

«Stranger Than Paradise»  &  «The Resurrection Of Albert Ayler»
	1985
	35:33
	John  LURIE – the leader of The LOUNGE LIZARDS (см.)

label: Crammed Discs (Made To Measure, vol. 7)

«Stranger Than Paradise» -- performed by Paradise Quartet: Jill Jaffe [viola], Eugene Moye [cello], Mary Rowell [violin], Kay Stern [violin]; produced by John Lurie; orchestrated by Evan Lurie.

«The Resurrection Of Albert Ayler» -- performed by: John Lurie [a&s s]; Curtis Fowlkes [trb]; Arto Lindsay (см.) [g]; Jill Jafee [violin]; Mary Rowell [violin]; Tony Garner [b]; E.J. Rodriguez [perc]; Toni Nogueira [perc]; Douglas B. Bowne (см. тж. в ‘Jazz’ sect.) [d]. 

Stranger Than Paradise / The Resurrection of Albert Ayler – Contains John Lune's first film score , the much admired music from the underground classic "Stranger Than Paradise" (in which Lurie also co-stars), directed by Jim Jarmusch. Written entirely for string quartet, this music has been described as "cooly restrained and enticing, with nods to minimalism, blues, and early twentieth centu​ry styles."

	(The  LOUNGE  LIZARDS)
	John  LURIE:

«Down By Law» & «Variety»
	1987
	35:15
	label: Crammed  (Made To Measure, vol. 14)

«Down By Law»: John Lurie [a s, harmonica]; Curtis Fowlkes [trb]; Mark Ribot (см.) [g, tp, banjo]; Arto ‘Guitar’ Lindsay (см.) [g]; Tony Garnier [b]; Nana Vasconcelos [perc]; E. J. Rodrigues [perc]; Douglas B. Bowne (см.) [d].

«Variety»: John Lurie [a s]; Evan Lurie [p]; Anders Gaardmand [t&bar sax]; Paul McGovern [a s]; Peter Zummo [trb, tp]; Tony Garnier [b]; Douglas B. Bowne (см. тж. в ‘Jazz’ sect.) [d].

“John Lurie has always been first and foremost a brilliant jazz musi​cian.” – Time Out London

	(The  LOUNGE  LIZARDS)
	John  LURIE:

"Mystery Train"
	1989
	39:50
	label: Milan (manufactured in the USA), 1994.

Original Soundtrack Recording "Mystery Train" – a film by Jim JARMUSH; Original Music by John LURIE.

John Lurie [g, harmonica]; Marc Ribot (см.) [g, banjo]; Tony Garnier [b]; Douglas Bowne (см.) [d]; with: Tom Waits (см.), Screamin' Jay Hawkins (см.), a.o.

	(The  LOUNGE  LIZARDS)
	John  LURIE:

“Men With Sticks”
	1993
	49:27
	label: Crammed Discs (Made to Measure, vol. 34)

John Lurie [s&a s]; B. Martin [perc], C. Weston [d].

	(The  LOUNGE  LIZARDS)
	John  LURIE:

 “African Swim” / “Manny & Lo”
	1998
	41:18
	label: Strange & Beautiful Music (New York) www.strangeandbeautiful.com 

“…John Lurie proves he is the best composer in the business right now.” – Time Out New York

Music by John Lurie. Conducting and Transcription by Steven Bernstein.

John Lurie [s s, g, banjo, harmonica, sampling keyboard, lead v, vocal whoops]; Marc Ribot (см.) [g, banjo]; John Medeski (см. в секции ‘Jazz’) [k, v]; Bill Ware (см. в секции ‘Jazz’) [marimba, vibes, v]; Doug Wieselman [cl]; Steven Bernstein (см.) [tp]; Chris Wood (см.), Tony Garnier [b]; Calvin Weston [d]; Mauro Refosco [perc, talking drum]; Billy Martin [perc, d]; Mary L. Rowell,  Laura Seaton [vln]; Ron Lawrence [viola]; Mary Wooten [cello].

African Swim

Main Titles

Al Al Al

Big Trouble

Men Working

Teddy Bears Nik Pop

Sex With Al

Gun Dance

Tomato Fight

As Is Hated

Vibe Whoops

Goodbye To Peach

African Swim (End Titles)

Manny & Lo

Manny & Lo (Main Titles)

Tiffany's Bedroom

Driving into Country

Manny With Lunchbox

She's Not A Nurse

Manny Leaves Lo

Monster Trucks

Lo Crawls Through Window

Wild Bill

Dream Elaine Driving

Kidnapping Elaine

Hypnotize the Lizard

Manny & Lo (End Titles)

	(The  LOUNGE  LIZARDS)
	John  LURIE:

“Fishing With John”
	1998
	42:46
	label: Strange & Beautiful Music (New York)

Fishing With John – Latest soundtrack, from the composer of the film “Get Shorty”, of the comedy series Fishing with John on the Independent Film Channel. “Life is so beautiful. Every breath… everyday of our lives… ahhh… fishing.” John Lurie knows absolutely nothing about fishing, but that doesn’t stop him from taking you on the adventure of a lifetime.

"Lurie's magic is a perfect blend of stage magic and spiritual magic" – Artforum

"Make no mistake, John Lurie is cool… His musik is cool, too… His newest efforts, 'Queen Of All Ears'..and 'Fishing With John', are two of his very best." – Esquire

"…the series sounds better than any fish deserves." – New York Times

"It takes wild courage to play this music; it takes even more to listen to it."  -- Tom Waits

All songs written by John Lurie and Tom Waits.

John Lurie [s s, g, harmonica, v, casio]; Tom Waits (см.) [v]; Steven Bernstein (см.) [tp, v]; Michael Blake [t s, v]; Marcus Rojas [tuba]; David Tronzo (см.) [slide g]; Doug Wieselman (см. c KAMIKAZE GROUND CREW) [g]; Evan Lurie (см.) [p, k, v]; Bart Feller [fl]; Michael Blake [t s]; Erik Sanko [b, tambura]; Calvin Weston [d]; Nana Vasconcelos (см.) [jug, perc]; Bryan Carrott [vibes]; Billy Martin [perc, twirlybird, cymbals]; Muneko Otani, Laura Goldberg [vln]; Michiko Oshima [viola]; Anna Cholakian [cello].

An extraordinary blend of music ranging from jungle harmonica to string quartets to choral music with insane librettos.

	(The  LOUNGE  LIZARDS)
	(John  LURIE):

“the legendary MARVIN PONTIAC greatest hits”
	1999
	51:47
	label: Strange & Beautiful Music (New York)  www.strangeandbeautiful.com 

Студийный альбом Джона Лури, на котором он фигурирует как якобы MARVIN PONTIAC.

"A dazzling collection! It strikes me that Pontiac was so uncontainably prescient that one might think that these tracks had been assembled today."     ----- David Bowie

"A Revelation."      ----- Leonard Cohen

"This record has changed my life."      ---- John Lurie
"Marvin would kick your ass for nothing. A true genius, Marvin was a pure original."      ---- Iggy Pop

MARVIN PONTIAC [John LURIE] [a s, g, harmonica, casio, wah wah g, banjo, sitar, k, ac g]; Evan Lurie [p]; Marc Ribot (см.) [g]; Bill Ware (см.) [marimba]; Art Baron [trb]; John Medeski (см.) [organ, clavinet, mellotron]; Danny Blume [g]; Tony Scherr [b]; Kenny Wollesen [d]; Michael Blake [t s]; Doug "The Hank" Wieselman [bar s, ocarina]; Mauro Refosco [perc, gong]; Calvin Weston [murds, disco drums, balaphone]; Erik Sanko [b, d, chairs]; Steven Bernstein (см.) [melophone]; + vocals: Steven Bernstein, Angelique Kidjo, Liz Riley a.o.

All songs written by MARVIN PONTIAC.

Легендарный Марвин Понтиак родился в 1930 год в Детройте. Сын еврейки из Нью-Йорка и негра из Мали, звучной автомобильной фамилией он был обязан представлению своего отца (урожденного Туре) о паспортных данных настоящего американца. Будучи подростком Марвин провел несколько лет на земле предков, в Бамако. Там он постиг основы древней музыкальной культуры своего народа и усвоил его традиционные верования (например, до конца дней не подпускал к себе фотографов, будучи убежден, что фотоснимок — это простейший способ похитить душу человека).
Вернувшись в Штаты, Понтиак осел в Чикаго, откуда в конце 40-х был фактически изгнан местным блюзовым авторитетом, который не давал способному юноше проходу, обвиняя его в злостном плагиате. Марвин перебрался в Техас, где нанялся в ученики к водопроводчику. К 1952 году относятся его первые профессиональные записи. Блюз I'm doggy попал в хит-парады. А наибольший успех выпал на долю песни Pancakes("Блинчики"). У Понтиака появились поклонники — не столь многочисленные, сколь преданные. Одним из них был знаменитый художник-абстракционист Джексон Поллок, приславший в дар Понтиаку несколько своих работ. Марвину картины не понравились и он их выбросил. Он вообще был человеком, мягко говоря, эксцентричным. В середине 50-х, на пике популярности Понтиак неожиданно пропал с горизонта и предстал перед широкой публикой только в 1970-м, заявив, что все эти годы находился в плену у пришельцев. Поведение ожившей легенды становилось все менее адекватным. После того как Марвин Понтиак учинил разгром в представительстве Международного Блинного Дома (International House Of Pancakes), его поместили в психиатрическую больницу (Mental Institute) Эсмерельды. Именно там утратившего бдительность Понтиака удалось сфотографировать одному из постоянных пациентов. Эти изображения ужасающего качества впоследствии использовались при оформлении диска Greatest Hits: других просто не было. А в 1977 году жизнь культового музыканта трагически оборвалась: он попал под автобус.

Диск The Legendary Marvin Pontiac Greatest Hits был издан в 2000 году благодаря подвижническим усилиям Джона Лури и произвел настоящую сенсацию. В самых восторженных тонах о творчестве Понтиака отозвались Игги Поп, Дэвид Боуи, Леонард Коэн.... Greatest Hits — это 14 великолепных песен, стиль которых можно определить как ритм-энд-блюз с солидной примесью фанка и афропопа. Марвину Понтиаку (вокал, губная гармошка ) аккомпанировали, в частности, такие известные музыканты как гитарист Марк Рибо, органист Джон Медески, перкуссионист Билли Мартин. Нельзя не восхититься прозорливостью полоумного гения, разглядевшего в неоперившихся юнцах завтрашнюю… нет, даже послезавтрашнюю музыкальную элиту. Впрочем, у людей дотошных это восхищение быстро переходит в недоумение: Джону Медески в год трагической гибели Марвина Понтиака исполнилось всего 12 лет, Билли Мартину и того меньше… Чтобы разобраться с этой нестыковкой, придется поподробнее рассказать о крестном отце обозреваемого альбома.

Джон Лури — композитор, саксофонист, один из основателей постмодернистского джаза: возглавляемый им ансамбль Lounge Lizards занял соответствующую нишу еще в 1978 году. Один из наиболее удачных дисков коллектива назывался No Pain For Cakes (в приблизительном переводе - "Нет муки для блинчиков"). Музыка Лури — холодноватая, но заводная; авангардистская — но не абстрактная. В ней присутствует некая созидательная ирония. На костях пафосных штампов (скажем, сумрачная миниатюра Bella by Barlight отсылает к романтическому стандарту Stella by Starlight) Лури взращивает новый контекст — менее пафосный, но вполне романтический. Не будем, кстати, забывать, что людям доброй воли Джон Лури известен прежде всего как исполнитель главных ролей в лентах культового Джима Джармуша "Strange Than Paradise" и "Down The Law". Едва ли широкой общественности столь же известно, что в ранней юности будущий авангардист-постмодернист напропалую слушал ритм-энд-блюз и усиленно осваивал губную гармошку, мечтая в один прекрасный день занять место в составе группы Джона Ли Хукера. Собственно, вот уже полвека начиная с Элвиса Пресли белые музыканты пытаются в той или иной степени имитировать черных. Чаша сия не миновала и Джона Лури. Опытный постмодернист подошел к решению творческой задачи оптимальным для себя образом: он выстроил новый контекст и в нем укрылся. Он использовал прием, многократно применявшийся в литературе и куда реже в музыке. Он измыслил дикий, по-гоголевски реалистичный образ и вошел в этот образ, неплотно прикрыв за собой дверь. В размытых очертаниях Марвина Понтиака при желании можно различить черты Марвина Гэя, Скримин Джей Хокинса и многих многих других. Автору этих строк остается только пожалеть, что его инородность(как языковая так и музыкальная) не позволяет ему оценить в полной мере весь букет пародий и аллюзий которыми почти наверняка насыщен каждый из двенадцати легендарных хитов. Тем не менее не следует воспринимать понтиаковский проект как набор гэгов. Прежде всего это совершенно роскошная музыка. На заезженных ритм-энд-блюзовых колеях Джон Лури сотоварищи выстраивают немыслимые развязки и перебрасывают диковинные мосты во все стороны света, не забывая уснащать путь-дорогу причудливыми миражами.

	(The  LOUNGE  LIZARDS)
	Evan  LURIE:

“Il Mostro (The Monster)”
	1994
	43:51
	label: CAM Production (Italy)

Music composed, orchestrated and conducted by Evan Lurie, for a film by Roberto Benigni. Evan Lurie's music skillfully accompanies the funny and eccentric film scenes.

	(The  LOUNGE  LIZARDS)
	Evan  LURIE:

“How I Spent My Vacation”
	1998
	50:42
	label: Tzadik (NY)

Evan Lurie (см. тж. с: Seigen ONO) [p, k]; with: Steve Elson [cl, b cl, t s]; Steve Bernstein (см.) [tp, slide tp]; Art Baron [trb, euphonium]; Aaron Heick [oboe]; Laura Seaton [vln]; Eileen Folsom [cello]; Mark Thrasher [bassoon]; Alfredo Pedernera [bandoneon]; Greg Cohen [b]; Douglas Bowne (см.) [d, perc].

A veteran of New York’s downtown scene, founding member of the infamous Lounge Lizards and a gifted composer, arranger and pianist, Evan Lurie has been the composer of choice for dozens of directors over the past ten years.

Sensuous chamber music, a swinging suite for Jazz septet and two gorgeous pieces for solo piano. Modern, lyrical and heartfelt.

	LOVAGE
	Nathaniel Merriweather presents…

LOVAGE – Music to Make Love to Your Old Lady By
	2001
	59:44
	label: 75ARK, distributed by Tommy Boy Music (New York)

contact for LOVAGE: iza@75ark.com 

Produced and mixed by Dan the Automator (Dan NAKAMURA). Executive Producer: Nathaniel Merriweather.

All songs written by Dan the Automator, Mike Patton (см.) & Jennifer Charles

vocals: Mike Patton & Jennifer Charles

turntables: Kid Koala courtesy of Ninja Tune

guitar: Astacio the Nudist

keyboards: Daniel Spills

harpsichord & noseflute: SweetP

special guests: Afrika Bambaataa (The Godfather of Hip-Hop and Love), Sir Damien Thorne VII of the Cockfoster's Clan (Damon Albarn), Chest Rockwell (Prince Paul), Charmelle Carmel (Plug 3 from De La Soul), VxBx, Maseo.

	LOVE  AND  ROCKETS
	Love And Rockets
	1989
	41:56
	avant-rock  - Достаточно роковый и с отличной энергетикой.
label: Beggars Banquet Music. 

Daniel Ash [v, b, g, k, sax]; David J [v, b, k, harmonica]; Kevin Haskins [d, perc]; John Fryer (см.: Golden Palominos, Material, Lounge Lizards, Laurie Anderson) [k, prod.]; Bill Thorp [violin, arr.];  + strings (№9).

	LOW RES
	Blue Ramen
	2002
	39:07
	acid-jazz/swing/alternative – импровизационный, с рваными ритмами и привкусом латины; обилие аккустических инструментов. Существенно альтернативный проект.

label: Plug Research

Low Res aka Danny Zelonky will forever be in our debt. As one half of the mighty Trash Aesthetic he turned our world upside down when he produced the legendary Shadow Huntaz 12" on Plug a few years ago. Then the killer track on the first Scape comp, Steadizm, then nothing. It's been nearly five years since Danny's last album 'Approximate Love Boat' so has the wait been worth it? Yes (of course). 'Blue Ramen' is alternate universe blaxploitation music - blues, jazz, soul transmitted from the Starship Enterprise in 1977. In fact this album claims to be improvised, hard to figure.... a deranged jazz big band locked in a sampler / a loungey Atom Heart minus the glitch, Duke Ellington conducting robots. All of this and nothing applies to 'Blue Ramen'. Indulge yourself. Buy.

Avowedly synthetic / cheesy neo-organ sounds, noise / fluffed chords /upward-bubbling 50s chords; if this is a group they're not listening to each other...well, that's the first minute for you.

Tinkling synthi-piano notes,determinedly chemical bass; for a moment I'm reminded of a busied-up version of the final tracks on Landscape's first album. The 'syntheticness' is almost teeth-grating, like the static electric shocks you get from putting on a nylon jumper. 

"!Baila Mami! (Parts 1 & 2)" throws Paul Schutze at a near-bossa rhythm to see what sticks, then collides it with some big band samples resulting in an aural car crash...damn, but there went the kind of guitar synthesizer sound Pat Metheny employed on Offramp; this is fun! 

By the third track ("Blue Ramen #3"), I'm feeling distinctly queasy - why did I drink so much? I should know by now - but wait a moment I haven't touched a drop:  it's those big clumsy organ chords, the electric piano, the muffled bongos. I'm glad it's over quickly otherwise I'd be dashing for the nearest sink. 

Track 5 - "Chalky". Chalky? Like the taste of Milk of Magnesia? I feel the heartburn coming on already. "Chalky" feels like spending time becalmed in an oleaginous ocean, noxious gas clouds occasionally swirling round in the dim light.

Blue Ramen is music for bars on the edges of tanker depots, for all those Airfix kits melted by your big brother and his matches, for all those fans of David Lynch who also happen to have a soft spot for Billy Jenkins, Squarepusher or Four Tet. It's fake jazz, like a counterfeit Gucci watch - bad, where bad means not good for you, choc-full of E numbers, E102, E1194, E1831, E994a, E37 - those are the ones on the pot noodle I'm munching, for starters. And if you're going off to the kitchen cupboard to check whether I've quoted the correct chemical constituents, go out and order this album, it might be for you.

Blue Ramen is music for bars on the edges of tanker depots, for all those Airfix kits melted by your big brother and his matches, for all those fans of David Lynch who also happen to have a soft spot for Billy Jenkins, Squarepusher or Four Tet. It's fake jazz, like a counterfeit Gucci watch - bad, where bad means not good for you, choc-full of E numbers, E102, E1194, E1831, E994a, E37 - those are the ones on the pot  noodle I'm munching, for starters. And if you're going off to the kitchen cupboard to check whether I've quoted the correct chemical constituents, go out and order this album, it might be for you.
Low Res "Blue Ramen"

Just when I think I've sort of got the Plug Research label kinda figured out, they go and drop something completely new and confound me even more. After dropping the glitch-pop/dub Parts Water by Safety Scissors, the mindblowing Life Is Full Of Possibilities by DNTEL, and the droney, minimal electronics of Overnight by Chessie, I thought they'd already mixed things up pretty well, but Low Res proves there's plenty of room left to wander. Formerly known as one D. Zelonky, Blue Ramen is unique in that it takes electronic music and gives it a human feel while still keeping its creation in the machine realm. That statement probably doesn't make complete sense, and neither does the music while listening to it. Ever a meticulous fellow, Zelonky took the sounds of old keyboards and organs, as well as other electronic elements and instead of programming everything in precise ways, has done what was probably an amazingly insane job and done everything up to sound like it was played by an ensemble. The album skewers jazz, free jazz, salsa music, and even a touch of soundtrack music in creating something that will probably take more than one listen to appreciate. Sort of the opposite of what Atom Heart has done with his Senor Coconut albums (taking a very organic sort of music and pushing it into realms where it could have never gone by using machine technology), Zelonky has taken what might sound like a cheesy batch of keyboard-based tracks and turned them into off-kilter electronic jazz workouts, and it's interested to hear how everything behaves. Percussion doesn't always keep perfect time, and organs and keyboards sound like there's a human at the controls and everyone is playing off one another. "Shaftasia" starts out the album with a bit of a kooky Latin feel, while "Bailamami! (Parts 1 And 2)" shuffles off into a bizarre jazz workout, building into one of the loudest

 (and most interesting) tracks on the album.

The problem with the album is that if you weren't aware of how it was created, it becomes a lot easier to dismiss it. While Spring Heel Jack has been tearing it up and sorting it out with their two experimental jazz releases in the Blue Series, this release by Low Res mainly moves with sort of a meandering pace, literally making stylistic shift after shift without really settling into any common theme. When listening to tracks like the amazing "Inverse Shift," one can't help but feel a bit staggered by the amount of work and effort that went into creating it, but there are also tracks like "Dirty Serenade," which could be mistaken for a lackluster freestyle jam on a Casio keyboard if it weren't for knowing the brick-by-brick construction technique of the release. Supposedly, he's going to try to take the show on the road to try to re-create and re-interpret sounds from the release (which should be quite an interesting sight), but despite the technical achievement of it all, there isn't a lot to stick to your ribs.

With Blue Ramen, Danny Zelonky returns to the moniker that made his name, and to the label whose profile he catapulted  into the electronic major leagues. Approximate Love Boat, Zelonky's Low Res debut, remains a masterpiece of out-there jazz/noise/IDM: his take on jazz was both hipsterish (borrowing heavily from the space-age bachelor end of the jazz spectrum) and elitist (in its warped, misshapen moments). Blue Ramen, as befits an album whose title denotes exotic noodling, furthers Zelonky's exploration of alien jazz approximations. It's as unsettling as it is spirited-- the Martian equivalent of Les McCann's Layers.

"Shaftasia" opens the album with fuzzed-out keyboards and rumbling percussion. Looser than a telltale's mouth, the track meanders through awkward harmonies, Morton Subotnik-style electro-acoustic spaciness, and some Sly Stone funk. The Latin jam "Bailamami" treads on Seсor Coconut's kitschy toes, but tempers humor with the old world pathos of the Buena Vista Social Club. "Blue Ramen #3" continues that melancholy with a teary, cinematic organ, serenading a lost love; "Blue Ramen #2" follows swiftly with a freak-beat, Fisher Price take on the same theme.

The bourbon-and-smoke blues of "Chalky" and "Dirty Serenade" are the sort of wee-hours laments you'd expect to find in a second-rate science-fiction film. But while their emulation of Rashied Ali's infinite percussion is engaging, both fail to evoke more than the bleeding colors of a badly developed b-movie. Now, certainly, b-movie soundtracks have their place  in my cold heart. It's just that it's apparent that Zelonky doesn't understand the lightweight nature of the Max Rebo Band's mutant melodies: he's actually trying to sell us this stuff at face value. Things look up on "Veneer", as he imagines Eric Satie drifting through the cosmos, picking out chromatic commentaries on his interstellar sojourn. But the record ends a bit anti-climactically-- as if to prove he's capable of conventional performance, Zelonky closes Blue Ramen with the relatively pedestrian "Heliotropic 5", a gutsy, stomping tune that cloaks nonconformist viscera at its deeply buried core.

Blue Ramen exists, for me, as an alternative soundtrack to John Carpenter's longhaired, paranoiac deep-space comedy, Dark Star. Zelonky's imperfect, cloudy jazz perfectly mimics the stir-crazy atmosphere of the film: just as you think you've got your head in the same galaxy, he punches the coordinates for a far freakier sector of the universe. In a world of music designed by robots, the extraterrestrial Blue Ramen distinguishes itself in its approximate humanity.

- Paul Cooper, December 5th, 2002

	L 7
	Hungry For Stink
	1994
	44:43
	punk

label: Slash (USA)

Тяжёлый гитарный проект современного панка с женским вокалом.  Очень живой и прикольный.

	L 7
	The Beauty Process: Triple Platinum
	1997
	41:38
	

	Gary  LUCAS
	Busy Being Born
	1998
	49:19
	Gary  LUCAS – см. тж. с: Samm  BENNETT; HASIDIC NEW WAVE; CAPTAIN BEEFHEART; FUTURE  SOUND  OF LONDON;

label: Tzadik

Gary Lucas [ac&el&National steel guitars, v, arrangements]; John Zorn [a s]; Greg Cohen [ac b]; Jonathan Kane [d]; Misako Kano [p]; Kenny Hurwitz & Larry Fine [v (#2, 7, 12, 17)]. Produced by John Zorn.

“He not busy being born is busy dying” – Bob Dylan

Cuitarist, songwriter and composer Gary Lucas has played with Captain Beefheart, Leonard Bernstein, Jeff Buckley, Joan Osborne and many others. Here he offers his latest and what he considers his greatest project to date, an album for kids of all ages based on Jewish themes.

Combining madcap originals with soulful renditions of traditional classics and left field medlies of Popeye, Betty Boop and Marx Brothers tunes, Busy Being Born is brimming with whimsical ideas and treasures old and new.

Гитарист Гэри Лукас в начале 80-х играл в Magic Band Дона Ван Влиета, более известного как Captain Beefheart. Мало какой группе так идёт расхожее определение "культовый", а сам Капитан, хоть и забросил давным-давно музыку, остаётся одной из главных икон музыкального авангарда. Гэри Лукаса некоторые строгие критики считают недостаточно серьёзным. Иные – недостаточно легкомысленным. Но никто не спорит: он сокрушительно виртуозен, феноменально изобретателен и полностью непредсказуем. Как и подобает птенцу Капитанова гнезда. 
–Еженедельный Журнал

	Gary  LUCAS
	Improve the Shining Hour – Rare Lumiere 1980-2000
	2000
	70:17
	label: Knitting Factory Records    www.knittingfactory.com 

featuring: Don Van Vliet (Captain Beefheart) [v]; Nick Cave [v]; David Johansen [v, harmonica]; Matt Johnson [tabla]; Robert Williams [d]; Eric Mingus [v]; Richard Barone [v]; Mary Margaret O'Hara [v]; DJ Spooky [tt, kalimba, sampler]; Jonathan Kane [d]; Kato Hideki [b]; a.o.

"His playing is undeniably original" – The New Yorker, 1/10/2000

"Man can play guitar!" -- four simple words about Gary Lucas and the overflowing worlds of color, technique and expressive possibility in his music — and you can hear them on this record, spoken with huge paternal awe by a man who knew what he was talking about: Don Van Vliet, a/k/a/ Captain Beefheart.

Two decades have passed since that night in December, 1980, a Magic Band show at Toad's Place in New Haven, Connecticut; Lucas has long since made another luminous life for himself on stage and record, as a solo artist and with a grand extended family of collaborators. But Beefheart was a pivotal figure in Lucas' birth and maturity as a guitarist — an inspiration, a mentor and, from 1980-82, a fiendishly demanding bandleader — and the previously unissued live version in this collection of "Flavor Bud Living," Lucas' showcase on Beefheart's 1980 release, Doc at the Radar Station, is a profound example of distinguished schooling and impending graduation, ferociously compressed into a minute's music.

The melody is Van Vliet's, but the attack, articulation and soul are all Lucas: an elegant cluster of agonized chording and plucked sunbursts, a dynamic knot of torture and euphoria, played as if every note was a religion unto itself. Which, as Lucas explained to me in 1988, was the whole idea. "It's like you play every note as if it has no relation to the note before or after it." he said. "So every note has the same amount of tension, like it's coming out of nowhere. And it's true — the music has that effect." The philosophy, again, was Beefheart's — his so-called "exploding note theory". But the emotion and animation, again, were all Lucas. Recorded two days before I saw Lucas play for the first time, with the Magic Band at Irving Plaza in New York, the New Haven "Flavor Bud Living" makes a fitting chronological introduction to this set (along with the rainy-day swing of "Her Eyes Are a Blue Million Miles", taped that same night). Lucas' three-year adventure with Beefheart remains a defining time in the guitarist's career (he also managed Van Vliet). Even now, few reviews of Lucas' own records and concerts go by without the phrase "ex-Beefheart". But Beefheart and those two, last Magic Band albums, Doc at the Radar Station and Ice Cream for Crow, were just a start​ing gate. Improve the Shining Hour tells a richer tale that runs even into the new century. The eighteen pieces are drawn from the whole of Lucas' canon and feature his wide circle of kindred singers and players. All but a handful of these tracks are previously unreleased. Most of the songs are written or co-written by Lucas.

And Lucas' notes don't just explode anymore.  His guitars — electric, acoustic, his National Steel Duolian, built in the 1920s — speak in a multi​plicity of tongues: howls and laugh​ter, cries and whispers, pledges of troth and declarations of armageddon. They are also sounds of gen​erosity. There is room for everything, and anyone, in Lucas' conception of the guitar: not just in the creation of a work, but in its reception.

"I really see a vacuum out there," Lucas told me in an interview for Britain's Melody Maker, published just a few months after he made his for​mal, solo-performance debut at the Knitting Factory in June, 1988.   "Most guitarists ... they've lost all the feeling you can get with the guitar, to make it talk. I know I can move crowds with my guitar. And I aim to stir things up. These kids out there, I want to drive them out of their shells - if not their minds. "I like the idea of viewing the history of music as an immense junkheap of material, refuse that I can recombine at will into something new," he declared. "Maybe that's an old art appropriation strategy. But people love it. There's something about hear​ing old melodies and fragments and then taking them out — but still maintaining a flavor of the original, so you get a resonance."

I have a cupboard full of cassettes that Lucas has generously given to me over the years — demos, live perfor​mances, experiments with his early restless permutations of the Gods and Monsters band. Those archive reels are rife with liberal homage: free-wheeling rescorings of sacred texts by Syd Barrett, Frank Zappa, Charles Mingus and Bernard Herrmann, among many others. Lucas' subse​quent solo records all have their gold​en moments of recombinant-guitar love. There is the nervy splicing of acid funk and trash punk.  Miles  Davis' "Jack Johnson" and Suicide's "Ghost Rider," on Gods and Monsters (1992); the traditional Jewish melodies, rewed up for children of all ages and creeds, on Busy Being Born (1998); the juxtapo​sition of Wagner, Blind Blake and Chinese love songs from the 1930s and '40s on the exquisite unplugged Evangeline (1997).  On this album, Bob Dylan, the German psychedelic muralist Florian Fricke of Popol Vuh, the Japanese car​toon hero Astro Boy and the eccentric, late American-folk archivist Harry Smith are all represented in some form of cheerful mutation.

Yet the way those redesigns sit, at once logically and provocativety, on Improve the Shining Hour — next to Lucas' own songs, those he's co-written with others, his TV soundtracks and the sponta​neous inven​tions with Nick Cave and DJ Spooky — says a great deal about   Lucas' notions of "resonance". The same goes for his coterie of singers here: Richard Barone of the Bongos, Hoboken, New Jersey's early-'80s gift to punk-pop; folk-blues auteur Peter Stampfel of the Holy Modal Rounders; Canadian vocal mystic Mary Margaret O'Hara; former New York Doll turned voodoo-soul poet, David Johansen. That list, like everything else about Lucas' music, runs a long bold gamut, from the sublime through the impish to the dirty-and-sweet. In his choice of voices, the way he shuffles and sculpts his instrumental settings and the eloquent, connective vocabulary of his instrument, Lucas is a die-hard populist, a guy in love with much that is not rock per se but who believes that all things, in their own way, can rock. Improve the Shining Hour is not a document of one man's life in the guitar avant-garde; it is a mainstream unto itself.

Lucas comes by his eclecticism hon​estly. As a teenager, he studied French horn as well as guitar. At Yale University, he gigged with the school marching band, cranking out the signature wah-wah riff in "Shaft" from the side​lines during football games. Lucas' major public debut as a guitarist was the 1973 European pre​miere, in Vienna, of Leonard Bernstein's sacred-rock symphony Mass, under the eye of the maestro himself. And Lucas' first appearance in a rock publication was not as a performer but as a fan. A few years ago, while leafing through some ancient, yellowing British music weeklies that a friend had passed on to me, I spotted a letter from Lucas in the August 7, 1971 issue of Disc and Music Echo. He wanted to know the whereabouts of David O'List, the orig​inal guitarist in English prog-rock band, the Nice.

I was startled — but not surprised. Over the years, Lucas and I have talked often and at length about our mutual enthusiasms for bygone pop esoterica: the Incredible String Band, Magma, the Peter Green era of Fleetwood Mac. That may be one reason why I can't help hearing flashes of vintage U.K. folk — especially autumnal echoes of the Scottish gui​tarist John Martyn — at the very start of this album, in "Coming Clean." That may also be why, whenever I catch Lucas in power-trio gear with Gods and Monsters, I have visions of a 21st

Century Cream, three-way futurism with the blues changes turned inside out. The eruption of free crosstalk between Lucas, drummer Jonathan Kane and bassist Kato Hideki at the end of "Breath of Bones" is a piquant taste of that promise. See Gods and Monsters live for more of the same.

Actually, you should see Lucas in per​formance, whatever the occasion or for​mat. In the absence of hit records, he has spread his six-string gospel most effectively on stage; it is no accident that nearly half of this album is com​prised of live recordings, in some cases on-the-spot, look-ma-no-roadmap improvisations. It is a shame that there is scant, officially released evidence of the short-lived Gods and Monsters pro​ject that Lucas formed in 1991 with Jeff Buckley, the immensely talented son of the 60s folk prodigy Tim Buckley. The Lucas-Buckley partnership left behind only demos and concert tapes, along with a  teasing   new  band-to-watch press clip in  Rolling Stone, when Jeff abruptly went solo. (Lucas co wrote and played on two tracks of grace, -- the only studio album Buckley released before his premature death in a 1997 drowning accident.) Yet Lucas' ability to truly lis​ten to a partner while he plays — to work for the moment and the common good, not just the glory - is evident here in the excerpt from his 1991 appearance with Nick Cave, providing a National Steel soundtrack as Cave reads from the opening chapter of his extreme Southern Gothic novel, And the Ass Saw the Angel. While Cave turns on the hellfire, bellowing through the ugly marvel of Euchrid Eucrow's squalid birth — through the canal of a drunken-pig mother, next to a stillborn brother — Lucas zips like a scalded dog up and down the neck of his instrument, yelping in desola​tion. But when Cave's voice drops to a horrified growl as he describes the condition and circum​stance of these unfortunate infants, Lucas too falls into a dead calm, dripping silvery notes in sadness and memoriam.
I was in the audience at St. Ann's Church last November when Lucas and Eric Mingus — a bear-chested bass player, the son of Charles Mingus and a man with a voice as big and glorious as that room — tore like mad deacons through Sister Mary Nelson's hymn of warning, "Judgement." Mingus' boiler-room baritone shook with good news and stern promise; Lucas speared his part​ner's last mighty hallelujah with a dive-bombing run on his Strat that sounded like Jimi Hendrix had just bounded into the pulpit. Although he was on the bill, turntablist DJ Spooky did not play with Lucas that night. But the two found the time, eleven days later, to make magic together, creating the live, improvised "Golgotha" from Spooky's spaced-Africa digitalia and Lucas' sunrise riffs and sea gull cries.

The final piece in this set is also live, but in a differ​ent way: Lucas, a guitar and his armory of effects, in his living room one night in 1991, spinning new whole cloth from Popol Vuh's opening theme in Werner Herzog's Nosferatu. I have seen Lucas play like this on many nights — and it's still never enough. Anyone can play the guitar; the history of late 20th Century pop music tells us that. But few people can make the instrument sing and dance. Even fewer can give it the emotional weight of a human voice. Gary Lucas is one of them, and this album shows why. More than a collection of rare and marvelous recordings by a great player, Improve the Shining Hour is a portrait of the gui​tarist as poet and seeker — a solitary rider with a passion for communion; a master musician with a collaborator's soul. It's just like Beefneart said:
Man can play guitar.
-- David Fricke ["Rolling Stone" Senior Editor], New York City, February 1, 2000

	Gary  LUCAS
	The Edge of Heaven
	2001
	38:46
	label: Label Bleu (France)

Gary Lucas plays mid-century Chinese pop (rec. 2000)

PRODUCED, ARRANGED AND PERFORMED BY GARY LUCAS.
GARY LUCAS: ACOUSTIC AND ELECTRIC GUITARS, NATIONAL STEEL GUITAR, ELECTRONICS
CELEST CHONG: VOCALS (02,06,08)                                                                       GISBURG: VOCALS (04,09,11)
JONATHAN KANE: DRUMS (04,09,11,12)
ERNIE BROOKS: BASS (04,09,11,12)
RECORDED IN 2000 AT SOUND DIMENSIONS NYC, THE KNITTING FACTORY NYC, AND TIM POWELL STUDIOS NYC

GARY LUCAS
LINER NOTES
Hearing the music of Chow Hsuan and Bai Kwong for the first time was like a gift from the Goddesses...
Cut to Taipei, summer 76. While my peers in the States are doing the Bicentennial Twist, I'm in the midst of a torrid affair with my Chinese girlfriend, a knockout hellion from Singapore by way of the Sorbonne named Ling-Ling. I'm in Taiwan on the lam from my last love affair, the first real love of my life, a messy live-in relationship in NYC with a 56 year-old Italian American named Anna Maria, my therapist, my confessor, my inamorata... and after rescuing me from the lip of the abyss (post-Yale graduation suicidal depression) and nursing me back to relative mental health, she declares that she wants to marry me! I'm just 22 and I don't mind dyin'... but marrying is another thing altogether.
So, extricated and free-wheeling it up in Taipei, ostensibly working the import/export biz for my Dad and uncle but actually having the time of my life in the nonstop hothouse carnival that was the Republic of China, I managed a truly picaresque couple years there replete with numerous adventures and follies which I shall relate to y'all at another, more appropriate time. Suffice to say that the first day I arrived in Taipei was like the beginning of my life all over again, (to mark it, I distinctly remember hearing the news of Tim Buckley's OD over the Armed Forces Radio on that first morning I awoke in Asia... the end of one era and the start of another). And I began to realty play the guitar then, working assiduously in clubs like the Idea House and the Scarecrow in Taipei and the Go-Down in Kowloon, Hong Kong, both solo and with my fellow ex-pat Hank Frisch on blues harp, and eventually with my pan-Asian/American/European aggregation, the legendary O-Bay-Gone Band (check my album "Street of Lost Brothers" for a taste).
And it was in the midst of my burgeoning musical career there (club and university dates, jingles, TV appearances, collaborating and, uh, consorting with famous Taiwanese drop-dead gorgeous movie actress Hu Yin Mung) that I first heard the magical voices and songs of Chow Hsuan and Bai Kwong.
Ling-Ling had a cassette of their music, I think she carried it with her all the way from Singapore to Paris and then to Taiwan when she arrived in Taipei to study Peking Opera (Nixon hadn't opened the gate to the Mainland yet). And in the midst of that golden Eastern summer 76, she played me this tape when we were alone late at night-after the ecstasy of gigging with my rock band, after the midnight Hot Pot feasting, after the Thai stick meltdown, the iconic voices of the 2 Chinese divas took up permanent residence in my aborning musical consciousness.
Everything about this music-the exquisite vocalizing (Chow Hsuan with her little-girlish soprano, Bai Kwong with her throaty, low contralto), the incredibly detailed arrangements which fused big band and swing music with traditional Chinese instrumentation and melodies, the supercharged emotions released in these sad and joyous songs-everything alerted me to the fact that I had stumbled upon a rare treasure trove of lost musical beauty that transcended ethnic boundaries. This music spoke to me like almost no other music I had ever heard before, like the first time I heard the deep ache of Billie Holiday, or the moment I encountered the happy zaniness of the Betty Boop soundtracks to her 30's cartoons. Come to think of it, this sounded like a cross between the music of those other 2 divas, but with a decidedly Chinese flavour. (I urge you to seek out the original recordings of both Bai Kwong and Chow Hsuan, sung in Mandarin and originally recorded in Shanghai in the 30's, 40's and 50's for the Pathe label, which have been beautifully repackaged in boxed CD sets by EMI Southeast Asia and can usually be found in any Chinatown music emporium round the world).
Anyway, it stayed with me, this music, through my marriage to Ling-Ling and eventual breakup (we turned Don Van Vliet onto it and he became a big fan... I remember opening each Captain Beefheart show on our American and European tour in 1980 with a selection of Chow Hsuan songs over the P.A.). It truly haunted me, and I relished exposing friends onto it as often as possible over the ensuing years.
In 1996, my best friend Kenny Hurwitz (of Kenny and Larry fame - check out my Tzadik albums) decided to marry his longtime Chinese sweetheart Mi-Ling Tsui, and they asked me to work up some Chow Hsuan and Bai Kwong songs on acoustic guitar for their big wedding ceremony in New York's Chinatown. I happily complied, diligently arranging the music by ear and discovering how fresh and bluesy these songs sounded in the various open tunings I favor, and sure enough, they went down a treat during the marriage banquet in one of those opulently decorated Chinatown party palaces, wowing both the Chinese patriarchs and matriarchs present and guests like Lee Ranaldo, who complimented my performance (I also did Wagner's "Wedding March" that memorable day).
The next step was to place a couple of these tunes on my solo acoustic album "Evangeline", which the critics here and abroad raved over (David Fricke in Rolling Stone most prominently praised my arrangement of "The Wall", in a review which rated "Evangeline" one of the Best Albums of 1997). I began performing these songs in my concerts all over the world, raising a smile everywhere from an outdoor festival stage in Palermo to a blues club in downtown Tokyo to my favorite venue in Europe, the old church known as the Paradiso in Amsterdam, where a live version of "Songstress on the Edge of Heaven" was recorded to later grace my '98 EP "Gary Lucas@Paradiso". That same year I finally caught the 1937 Chinese film "The Angel on the Street", starring the young Chow Hsuan, looking like an Oriental Giullietta Masina, wherein she performs "Songstress" with the lyrics appearing superimposed on the screen with a bouncing ball highlighting them-just like an American Depression-era musical short subject. What a thrill it was to finally catch a glimpse of the elusive gamin-like beauty behind her incredible recordings! (I wonder if footage exists of Bai Kwong...)
Which brings you to this album, a full scale tribute to the music of these mid-century Chinese Goddesses, arranged in my own style and fleshed out with my band Gods and Monsters (the excellent Jonathan Kane and Ernie Brooks) and the talents of two xceptional vocalists, Celest Chong and Gisburg. Celest is a native Singaporean who is quite famous there as a television star, and she of course, like many Chinese, knows this music from her girlhood. Gisburg is from Salzburg originally, a student of Mandarin, and an avant-garde composer/performer of note - I was delighted to learn she was already a fan of Chow Hsuan (I later turned her onto Bai Kwong's music).
So - enjoy! And spread the word about these wonderful singers. It seems they're in a bit of a revival now, at least in China - this year I caught two new Chinese films which featured Chow Hsuan on the soundtrack (Wong Kar-Wai's "In the Mood For Love" is one of them). I don't pretend to be an expert on midcentury Chinese music, I cant hide behind a scrim of world musicological scholarship here - all I know is that I dug this music from the get-go (those languid golden evenings in Taipei...), and that everywhere I've performed these songs I have gotten an incredibly warm buzz back from unsuspecting audiences hearing it for the first time, who enjoy it as pure music, without the benefit of scholarly footnotes (and before I put my foot further in mouth, I'll sign off now...)
Gary Lucas / NYC / 05.01.2001
Visit Gary's web site at www.garylucas.com  

e-mail: gary@garylucas.com 

	LUCIOUS  JACKSON
	Natural Ingredients
	1994
	45:15
	punk-rock / funk / soul project,  весёлый и энергичный.

label: Capitol / Grand Royal (USA)

LUCIOUS  JACKSON (4 девчонки) is: Jill Cunniff [b,v]; Gabrielle Glaser [g,v]; Kate Schellenbach [d]; Vivian Trimble [k, Fender Rhodes, p, wah perc, v].

	Lydia  LUNCH
	Queen Of Siam
	1980
	31:20
	Lydia  LUNCH – см. тж. с: DIE HAUT; DOWNTOWN  DOES  THE  BEATLES; Tom WAITS: "NEW COAT OF PAINT" (в "Rock');

punk    Можно даже сказать – Hi-Punk, сама культура панка в чистом виде (но, конечно, найдутся люди, которые будут утверждать, что это всё-таки пост-панк).
Аналогичная музыка – см.: Nick CAVE; The POGUES; VIOLENT FEMMES; THE  MEN  THEY  COULDN’T  HANG; P.J. HARVEY;

Lydia Lunch [v]; Pat Irwin [back v, g, p]; Jack Ruby [b]; Douglas Browne [d]; + Robert Quine [g]; The Billy Ver Planck Orchestra.

Remastering: 1991

1. Mechanical Flattery

2. Gloomy Sunday

3. Tied and Twist

4. Spooky

5. Los Banditos

6. Atomic Bongos

7. Lady Scarface

8. A Cruise To The Moon

9. Carnival Fat Man

10. Knives In The Drain

11. Blood Of Tin
Профессиональная провокаторша, прирожденная вамп, доведшая до совершенства панково-готический стиль, Лидия Ланч испробовала себя по всех возмож​ных жанрах: литературе, театре, фотографии, кино, му​зыке. Музыкой она занимается с 16 лет, она играла с Ником Кейвом, Марком Алмондом, The Swans и Einsturzende Neubauten, а один из её дисков продюсиро​вал сам Брайан Ино. Выставки её фотографий прошли во многих музеях мира. Лидия Ланч даже вела семинар «Перформанс и видео» в университете Сан-Франциско. Правда, её преподавательская деятельность не ограни​чивалась рамками университетской аудитории и вы​лилась в бурный роман с одним из студентов. Лидия Ланч никогда не хотела делать из своих артисти​ческих занятий профессию — она всегда открещива​лась от сравнений с другими панк-дивами вроде Диаманды Галас или Нины Хаген, поскольку они были «специалистками». Себя же она предпочитала назы​вать «жонглёркой». Лидия Ланч с лёгкостью жонглиро​вала жанрами, в которых она работала, городами, в ко​торых она жила,— Нью-Йорк, Новый Орлеан, Амстер​дам, Лондон — и мужчинами, с которыми у неё были ро​маны. Переведённый на русский роман «Парадоксия, или Дневник хищницы» — дневник убеждённой марги​налки, достаточно отважной, чтобы перепробовать всё, и достаточно осторожной, чтобы выйти из всех переделок живой и невредимой. В отличие от музыкантов и писателей-мужчин, Лидия Ланч описывает свои эска​пады без показного отвращения к себе. Как подлинная женщина до мозга костей, она безоговорочно принима​ет своё «я» и желает того же всем остальным. Одна из посвященных Лидии Ланч выставок называ​лась «Голос разъярённой женщины». Но сама Лидия Ланч говорит, что сегодня она не хочет растрачивать свои силы на ярость: «Я не хочу быть только агрессив​ной. Скорее я вижу себя страстной, агрессивной, ис​кренней, брутально прямой и нежной».

-- Weekend

	Lydia  LUNCH
	Honeymoon In Red
	1987
	41:38
	label: Atavistic (Chicago, IL, USA)

Lydia Lunch [v]; Rowland S. Howard [g, v]; Nick Cave [v]; Thurston Moore [g]; Genevieve McGuckin [p, organ]; Tracy Pew, Barry Adamson [b]; Scatman Cramden [sax, p]; Mick Harvey, Howie Dewitt, Dick Strum, Ralf Bellow, Spencer Turk, Frank Leer [d].

1. Come Fall

2. So Your Heart

3. Dead River

4. Three Kings

5. Done Dun

6. Still Burning

7. Fields of Fire

8. Dead In The Head

9. Some Velvet Morning

THE TERRORTORY

THE HONEYMOON IS OVER. THIS PARTY WASN'T NO PICNIC. THE DAUGHTER OF A BIBLE SALESMAN &THE SON OF A PREACHER MAN DIDN'T GET ALONG TOO GOOD….SOMETHING ABOUT TIGHT ASSES VS. THE DEVIL MAY CARE…. BEWARE OF SHEEP IN WOLF'S CLOTHING. FOR THEY MAY BEAR BAD SEEDS WHICH TURN INTO CORRUPT FRUIT.. FALSE PROPHETS, BABY-FAT-KINGS & THE BOOK OF LIES CAME WITH THE TERRORTORY. YOU DRINK FROM THE WELL ONCE TOO OFTEN AND YOU'RE LIKELY TO DIE FROM ALCOHOL POISONING. OR BY BEING STABBED IN THE BACK…. WE GOT ALL SORTS OF IRRELIGIOUS TO WORSHIP AT THE FEET OF. ONLY I PREFER NOT TO… AND THE WORST THING YOU CAN BE AROUND HERE IS UN-HOLY.   GOD-FOR-BID. D-1-R-T-Y.. polluted.. PISSED-OFF, MY EX-COMMUNICATION CAME NARY A BREATH TOO SOON. I WAS JUST ABOUT TO KEEL OVER FROM SUFFOCATION.. STRANGULATION.. IRRITATION MALNUTRITION… BUT IT'S DO AS I SAY, NOT AS I DO. OR I'LL SHOOT.. BANGBANGYOU’REDEAD. OR SO I THOUGHT. THE BIG-KISS-OFF, MIND-FUCK, BLOW-HARD. DON'T LOOK BACK. DON'T EVER LOOK BACK. YOU'LL GO BLIND AND WON'T BE ABLE TO SEE THE HANGMAN A'COMING WITH A CAST OF DEVIL STRUMPET. BURNING UP MY ROOTS & BRIDGES, I LEFT THEM BURIED IN THE DUST & DIRT. THEY DIDN'T SEEM TO MIND, USED TO THEIR OWN KIND OF STINK. BENT ON CHEAP WHISKEY, STALE CIGARETTES & LOUSY HILL-BILLY-BLUES, THINKING SOME SMALL, SMALL THOUGHTS ABOUT THE SIZE OF A BULLET THRU THE NECK OF A BOTTLE. RUNNING BACKWARDS THRU THE OUTBACK, TALKING 'BOUT THE NEAREST ROUTE TO HEAVEN. YOU GOT THE BULLET, THE BLADE, THE NEEDLE &THE NOOSE, BUT CHARITY IS A SCARCITY. MISTAKEN FOR SELFISHNESS. WHICH BECOMES AN OBSESSION. THE USUAL PREDICAMENT. THE BROKEN COMMANDMENTS. NO VOWS OF SILENCE. A FUNERAL PROCESSION.  ADVERSITY, ADULTERY, AVARICE, SACRILEGE, BLASPHEMY, JEALOUSY, STUPIDITY, STUBBORNESS, FORGETFULNESS & SIN. HELL BEGINS AT HOME. SALVATION IS ALWAYS A LAST MINUTE THING.

	(Lydia  LUNCH)
	Lab Report
	1994
	43:41
	ambient-noise-макабризм 

Lidia LUNCH & Genesis P. ORRIDGE with guests.

Lydia Lunch [v]; Genesis P-Orridge (см.: PSYCHIC TV) [loops, samples]; with special guests: Matt Schultz [ATG, generator, v]; Eric Pounder [g, walkie talkies]. 

	Rene LUSSIER
	CUTLER, DEROME, LUSSIER:

"Three Pieces Suite"
	1987
	54:06
	Rene LUSSIER - см. тж. с: Jean DEROME; Heiner GOEBBELS; Andre DUCHESNE; LES 4 GUITARISTES DE L'APOCALIPSO-BAR; Robert  M. LEPAGE; Fred  FRITH;
label: ReR

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

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

	Rene LUSSIER
	Le Tresor de la Langue
	1989
	65:47
	label: Dame (Canada) info@actuellecd.com 

Rene Lussier [g, 6-str b, perk, k, v]; Fred Frith (см.) [el b, viola, p]; Tom Cora (см.) [cello]; Jean Derome (см.) [s, fl, k, v]; Jean-Denis Levasseur [cl]; Alain Trudel [trb, euphonium]; a.o.

	Rene LUSSIER
	Fred FRITH & Rene LUSSIER:

"Nous Autres"
	1992
	52:34
	label: Les Disques VICTO (Canada)

Frith [g, b, cello, p, d, v]; Lussier [g, perc, b, v]; with: Tenko [v]; Christoph Anders [v]; Genevieve Letarte [v]; Chris Cutler [objects].

	Rene LUSSIER
	Le Corps de l'Ouvrage
	1994
	46:03
	label: Dame (Canada) / Ambiances Magnetiques

RENE   LUSSIER  -  GUITARES, BASSE, DAXOPHONE, PERCUSSIONS 

PIERRE   TANGUAY  -  BATTERIE, PERCUSSIONS

ANDRE   MOISAN -  CLARINETTE [1] [2] [3] [12] 

MATHIEU   BELANGER  -  CLARINETTE BASSE, CLARINETTE [4] [5] [7] [8] [12]

SHANNON   PEET  -  BASSON

ALLAN   LAFOREST -   FLUTE, PICCOLO [1] [5] [7] [8]

JEAN   DEROME (см.)  -  FLUTE, PICCOLO, SAXOPHONES ALTO ET BARYTON

REMI   BOLDUC -   SAXOPHONE ALTO [1] [4] [7], SOLO [5]

LISE   BOUCHARD  - TROMPETTE

ALAIN   TRUDEL  -  TROMBONE

PIERRE   CARTIER  -  CONTREBASSE

JEAN   RENE  -  ALTO

[1]    OIGNON  #3    3:21

[2]    COUCOU     7:06 

[3]    TROIS    PISTES    3:11

[4]    LE    PHYSIQUE    DE    L'EMPLOI     2:53 

[5]    UN    SAUMON     3:15

[6]    EPINETTE     1:43

[7]    LIGNE    BLANCHE    4:13

[8]    NUIT    ET    SILENCE    1-2-3    6:20

[9]    TOUT    DE    SUITE!     3:11

[10]    MOZOTE    2:18

[11]    LES    FOINS    4:08 

[12]    CHERCHER    L'ERREUR...     4:20

	Michael LYTLE / George CARTWRIGHT / David MOSS
	"Meltable Snaps It" / "Points Blank" +
	1993
	73:52
	label: No Man's Land (Wurzburg)

#1-7: previously released as METABLE SNAPS IT "Points Blank" in 1986; 

#9-15: originally released on LYTLE/CARTWRIGHT/MOSS "Meltable Snaps It" in 1981;

#8: this track allows you a short recreation

George CARTWRIGHT – см.

1. Chigger Reel                             (GC, ML, DM, BL)         0:55

2. Crake                                    (GC,ML,DM,TC,BL,GL)      5:17

3. Mike Me                                  (GC, ML, DM, BL)         1:11

4. Points Blank                             (GC, ML, DM, PK, BL)    14:24

5. Hard Cash                                (GC, ML, DM, CM)         3:05

6. Kissing In The Snow                      (GC, ML, DM, CM)         4:23

7. Rugby                                    (Zorn)                  13:36

Recorded at BC Studio, Brooklyn in 1985

George Cartwright (см.): saxophones, flutes, various bird and animal calls;

Michael Lytle: clarinets, game calls, humzoo, electronics and voice; 

David Moss (см.): multiple percussion, electronics and voice; 

Tom Cora (см.) (2,7): cello, cello resonated objects; 

Peter Kowald (см.) (4): acoustic bass and harmonica; 

Bill Laswell (см.) (1,2, 3,4): electric bass; 

George Lewis (см.) (2,7): trombone, toys; 

Christian Marclay (см.) (5,6): turntables; 

John Zorn (см.), John King: guitar, vocals; 

Otomo Yoshihide (см.): turntables, guitar, samplers, vocals (7): conductor; 

Martin Bisi: live 16 to 2 track mix down.

8. 5 Years In 10 Seconds                   0:10

9. Wing & Fin                       3:54

10. Yowella/Faded In Hand, Delivered In Practice        6:31

11. Elewhale Rising                        0:41

12. Cooling Fingers                        3:31

13. Possible Beasts                        1:46

14. Cane Cutters                        6:50

15. This Notice Or No Notice               4:51

Note: (8-15) are not available on the LP pressing.

Note: (9-15) were already available on MELTABLE SNAPS IT (1981). 

MELTABLE SNAPS IT (1981) on (9-15):
METABLE SNAPS IT:

Michael Lytle: clarinet family, electronic tape, voice; 

George Cartwright: soprano, alto, tenor, wood and silver flutes, guitar, talking; 

David Moss: gongs, drums, cymbals, bells, triangles, ratchets, metal pieces, wood, plastic, glass, bertoia sound sculptures, pods, horns, tubes, zither, autoharp, water, voice.


