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	John  CAGE [1912-92] -- cм. тж. в исполнении NEWBAND; Sigune von OSTEN (в секции 'Classics');

label: ITM Classics

Steffen Schleiermacher [piano]

1. Music for Piano 4 - 19 (1953)

2. Music for Piano 20 (1953)

3. Music for Piano 21 - 36, 37 - 52 (1955)

4. Variations 1 (1958)

5. Solo for Piano (1958)

Schoenberg's description of Cage: “not a composer but an inventor -- an inventor of genius”

Прошло десять лет с тех пор, как не стало Джона Кейджа. Время его физического отсутствия не отменило аксиомы: в XX веке американский авангардист Джон Кейдж—это композитор №1.
Интеллектуальное первенство, отданное авторской культурой Европы американскому авангардисту, писателю, философу и художнику Джону Кейджу (John Cage),— это как возрастная болезнь, которой мы все радостно «болеем» вот уже 50 лет. Ровно столько прошло с премьеры фортепианного опуса Джона Кейджа «4" 33», который в 1952-м беззвучно «сыграл» главный кейджевский пианист Дэвид Тюдор.
Этот опус поставил всю, без преувеличения, музыку мира перед самым вопиющим в ее истории фактом — фактом демонстрации тишины. И именно этот факт опрокинул все существовавшие до сих пор критерии восприятия музыки, которая, как выяснилось, есть и тогда, когда ее нет.
Если говорить тупо, сочиненные Кейджем «4" 33» минуты неприкосновенности к рояльным клавишам впервые опробовали слух целевой аудитории (в данном случае она была концертной) на доверие к звуку вообще. Поскольку случилось это не в пещерные времена, а в середине XX века в индустриальной стране, тишину, открытую Кейджем, сперва внесли в музыкальную память на равных правах с нотами, паузами, ритмическими длительностями и прочими атрибутами правильной музыкальной речи. А о том, что «4" 33» — манифест абсолютной капитуляции европейского драматургического типа мышления перед другим авторским типом — формально нефиксируемым, зато вживую переживаемым,— догадались позже.
Как ни странно, модель звукового Кейдж-авангарда родилась не в Америке, а в Европе. Конкретно во Франции, где задолго до Кейджа случился разговор между Клодом Дебюсси и Эриком Сати. Дебюсси упрекнул Сати за бесформенность его сочинений. На следующий день Сати принес Дебюсси три пьесы, как он выразился, «в форме груши». Этот на первый взгляд анекдот был ни больше ни меньше принципиальным спором внутриутробного авангарда с классицистским драматургическим каноном, который в XX веке уперся в жуткий конфликт авторской пассионарности и несчастной аудитории.
За год до смерти в одном из интервью Джон Кейдж повторил фразу из автобиографии: «Я сочиняю только ту музыку, которую сам никогда не слышал». Речь вовсе не о том, чем льстят себе арт-пижоны, за одну эту фразу поднявшие Кейджа на щит: не об изобретательстве на пустом месте. Пустых мест в искусстве Кейджа вообще нет. Ему всегда было важно знать, от чего он отталкивается, поскольку этим знанием мозг Кейджа, по его словам, провоцировался «на поиск выхода». В любом сочинении. В любой технике. Во всем.
Вот типичные примеры. «Мне сделали заказ на литографии. Тогда умер Марсель Дюшан, и меня с Джаспером Джонсом попросили что-нибудь рассказать о нем, Джаспер сказал: "Я не хочу что-либо говорить о Марселе". А я придумал серию плексиграмм и литографий под названием "Нежелание говорить что-либо о Марселе"». Или еще: «Двенадцать лет назад я начал писать "Почетного гражданина Егудеса" для скрипки соло с целью сочинить так сложно, насколько это возможно. Работа не задалась. А недавно я услышал в исполнении Ирвина Ардитти 16 своих этюдов, которые он раньше играл за 56 минут, а теперь за 46. На вопрос: "Почему так?" — Ардитти ответил, что в предисловии ему предписано играть "настолько быстро, насколько это возможно". В общем теперь я знаю, как дописать "Почетного гражданина Егудеса"».
Даже тривиальные мотивации Кейджем собственных действий — мол, «когда я не мог заплатить музыкантам, я придумал препарированное фортепиано, которое издавало все нужные мне звуки» — доказывают невероятную, порой граничащую с приспособленчеством изворотливость его ума, воспитанного железным убеждением: нет ничего невозможного. Вся прелесть Кейджа в том, что такой своей философией он выражал абсолютное согласие художественного позитивизма с жизненным.
«Я думаю, когда идеям не свойствен радикализм, они несимпатичны, ибо не меняют тебя». «Если что-то кажется вам скучным через две минуты, попробуйте послушать четыре минуты. Если все еще скучно — попробуйте восемь минут, потом 16, 32 и так далее. И вы постепенно почувствуете, что это вовсе не скучно, а очень интересно». «Музыка транспонирует человека к тому моменту, когда он начинает слышать себя».
Кейдж сделал, пожалуй, максимальное, что может сделать музыкант,— до предела раздвинул наши представления о том, что такое музыка, заставил услышать жизнь, окружающий мир, время, освобожденные от предрассудков и комплексов. В отличие от своего предтечи-антипода — первого в XX веке авангардиста Арнольда Шенберга, который заменил музыкальный язык прошлого системой двенадцати тонов,— Кейдж обновлял музыку не хирургическим путем, а слиянием всех ее традиционных и нетрадиционных компонентов, будь то мажорное трезвучие, диссонанс, звук проезжающего грузовика, вода из крана или тишина. Кстати, абсолютной тишины, по его убеждению, нет и быть не может, поскольку тишина — это «мгновение вечности, слышимое сквозь пульсацию вашей крови».

--- Коммерсантъ

	John  CAGE
	Three Constructions
	1989
	35:03
	label: Tomato

performed by The Donald Knaack Percussion Ensemble with Jay Clayton, voice.

1. First Construction (1939) for percussion sextet with assistant

2. A Flower (1950) for voice and closed piano

3. Second Construction (1940) for percussion orchestra (four players)

4. Forever And Sunsmell (1942) for voice and percussion duo

5. Third Construction (1941) for four percussion players

The Italian futurists seem to have "invented" noise music before World War I but it was in the Americas of the 1930s that the all-percussion ensemble first came into its own.
 The Cuban Amadeo Roldan, under the influence of African and Latin music, scored some of his Ritmicas for percussion ensemble as early as 1930. The Franco-American composer, Edgard Varese—who knew the Futurists and Dadaists but had broken with them—composed his famous Ionisafon for thirteen percussion players between 1930 and 1933 and it was recorded a few years later, a Avant-gardism faded in the 1930s as neo-classicism and populism came to dominate new music. Percussion music survived and even prospered because of a growing interest in Eastern culture. Among the North American composers who were strongly influenced by Asian music were Henry Cowell, Harry Partch, Lou Harrison, John Cage, Alan Hovhaness and Colin McPhee. For the first time in American music, the West Coast played a leading role and much of this activity involved the discovery or rediscovery of percussion instruments and the all-percus​sion ensemble.
 John Milton Cage, Jr., was born in Los Angeles in 1912, studied with Arnold Schoenberg, with Schoenberg's American pupil, Adolph Weiss and with Henry Cowell. In 1938, Cage moved to Seattle and became associated with the Cornish School a leading center for new music and dance. It was here that he met Merce Cunningham, his most important artistic collaborator, and began a life-long associ​ation with modern dance. It was also here that he organized one of the first all-percussion ensembles anywhere. Later, he put together a similar group in San Francisco with Lou Harrison (the percussion piece, Double Music, was jointly com​posed) and invented his famous prepared piano—a normal keyboard instrument transformed into a one-player percussion band by installing various objects be​tween the strings.
 The preoccupation with percussion music was to have major consequences resonating down to the present day. Percussion was a new and fresh resource in Western music, although ancient and extremely widespread in non-Western cultures. Out of the third world—Africa, Asia and Latin America—came an array of wood, metal, skin and bone objects meant to be thwonked, scraped, popped, dipped, rapped, tapped, rubbed, slammed, scratched and ratcheted. New instru​ments were constructed or made out of found objects.
 There are three aspects to this early use of percussion that deserve particular mention: practical, musical and philosophical. Cage began his career and spent most of his life working with dancers and there is an important link between the post-Graham discoveries of a Merce Cunningham and the physicality and direct​ness of Cage's early percussion music. From a musical point of view the use of percussion enabled Cage to get away from the harmonic and melodic tyranny of the Western tempered scale; the long domination of harmony in Western music since the Renaissance was now replaced by the kinetic energies of rhythm and color. Finally, there is a deep connection between Cage's interest in Eastern philoso​phy, between his changing attitudes about the role of personality, will and process in music, and his use of percussion. Noise of any kind has a tonal spectrum that is inherently complex and, in many respects, uncontrollable. Percussion music, even though rhythmically organized, is close to the noise of the outside world, to the street, to the rhythms of the body, to the popular ear. It is more internalized, more felt physically, less illustrative, less formal, less intellectual, less dependent on develop​ment and process than most Western music.
Cage's percussion music is abstract but highly kinetic. It is put in place by a series of player efforts which have the character of decisive actions. Wind music is about breathing; string music is sublimated singing. Percussion music is, by contrast, about working with the hands—the fingers, the arms, and eventually even the legs and feet. It involves powerful tools which are grasped and hurled into play—with power or finesse. It is close to body language and to the everyday activity of human beings in the world. In that sense, Cage's early percussion music, superficially organized in a rational manner, is actually closer to the randomness of the "real" world than even Cage could have known at the time. It is hardly necessary to be aware of all this to appreciate the music but it is interesting to realize that Cage used extensive ideas of repetition with small changes of pattern and phrase, not unlike what one finds in the music of Steve Reich or Philip Glass. The First Construction I'm Metal) is based on sixteen sixteen-bar patterns with a nine-measure coda; each sixteen bars is in turn broken down into a pattern of 4-3-2-3-4 with the final 2-3-4 repeated at the end. The rhythmic phrases are all based on this: [...]
 Whether you analyze it or not, it is easy to sense the variety within unity and the idea of endless variation within small cycles contained within large cycles. The effect of boxes within boxes, the overarching cycles and the constant small rhythmic displacements are very different from the traditional Western ideas of direction and on-going motion. It is a genuinely new note in Western music,  As its title indicates, the First Construction is scored entirely in metal. Six players are required and they operate orchestral bells, thundersheets of graduated sizes and pitch, small sleigh bells, various sizes of oxen bells (or Balinese button gongs), muted automobile brake drums (!), cowbells, Japanese temple gongs, Turkish cymbals, muted anvils, suspended Chinese cymbals, muted gongs on pads, a tam-tam, a suspended gong, a water gong (raised and lowered into a pail of water) as well as a piano played in the usual manner but also by sweeping the bass strings with a metal beater and with an assistant holding or sliding a metal rod on the strings. The piece is dated November, 1939 Seattle, Washington.  The Second Construction, composed only a couple of months later, has a similar kind of form. There are again sixteen cycles of sixteen bars—this time in a faster and even steadier tempo. The sleigh bells at the start give the pattern—four rhythmic bars, a three measure interruption consisting of a tam-tam resonance then four measures of a running figure with accents ana two more tam-tam hits adding up to five bars. The instrumentation is similar but not purely metallic: sleigh bells, "wind glass" (presumably wind chimes), rattle, small and large maracas, snare drum, tom-toms, temple gong, muted gongs, water gong, thundersheet and a piano, partly prepared, and played inside and out. Only four players are required.  The Third Construction, also for four players and written a year later in 1941, is based on a slightly more involved pattern of twenty-four cycles of twenty-four bars. The rhythms are more continuous with cross-accents. The four players here all play tom-toms, sets of tin cans on five different pitches and cloves. In addition, there are maracas, a suspended Chinese cymbal, an Indian rattle (native to the Pacific Northwest), an Indo-Chinese rattle, cowbells, a tambourine, a conch shell, a tin can with tacks inside, a wooden ratchet, a lions roar (a heavy rope pulled through a hole in a tight drum skin), a bass drum roar (presumably similar but bigger), a cricket caller (made out of split bamboo), quijadas or jawbone rattle and teponaxtle (or teponaztli), an Aztec split or log drum. The work was dedicated to Cages wife Xenia "on our anniversary."
 Forever and Sunsmell, written in New York in 1944 for a dance by Jean Erdman, and A Flower, written in 1950 for a dance by Louise Lippold, belong to that small genre of works for voice and percussion. The instrumental scoring for A Flower consists of nothing more than rhythms rapped out on a closed piano keyboard lid with fingers and knuckles. The voice part has vocalised vowels instead of a text and is to be sung "without vibrato as in folk singing." Cage does ask for a repeated-note vibrato effect in a few places; one such effect is marked "like a pigeon," another, "like a wild duck." Any transposition of the vocal part may be used to get the notes into a "low and comfortable" range. The underlying metrical and phrase scheme is a little more complex than in the Constructions being based on overlapping 5's and 7's.
 Forever and Sunsmell, to a text of E. E. Cummings, uses two players working on various portions of two large Chinese tom-toms and a large suspended Chinese cymbal. The vocal part may also be transposed to any level but this time to give the written notes "a forced intense quality," again without traditional operatic vibrato. The piece begins and ends with a soft, high, unaccompanied vocal setting on three notes. These frame a loud section sung virtually on one pitch and accompanied by both players and two soft sections, a wordless a capella humming and a passage accompanied by tom-toms, both set in a low register with few, essentially pentatonic notes.
—Eric Salzman
Eric Salzman is a composer, writer and co-founder of the American Music Theater Festival.

Donald Knaack has performed with the Louisville Orchestra, Buffalo Philhar​monic, Manhattan Percussion Ensemble, The Creative Associates at the State University of New York at Buffalo and was also a faculty member at SUNY-Buffalo.
a He has recorded for Louisville Orchestra Masterworks, Columbia, Fantasy, Va-rese International as well as a solo percussion album on Finnadar Records (A Division of Atlantic Recording Corp.)
He is very active in presenting solo percussion/multimedia concerts in art galler​ies, universities and listening clubs in the United States, Canada and throughout Eastern and Western Europe.
Jay Clayton majored in music at Miami University in her native Ohio. It was there she discovered jazz. After graduation in 1963 she moved to New York City and became an active participant in the jazz and new music scene, teaching at City College of New York and serving as consultant to ABC TVs "Women in Jazz" series. She received a CAPS grant for composition in 1979 an NEA performance grant in 1984 and has conducted workshops at Naropa Institute and Banff Centre for the Arts. In 1982 she joined the jazz faculty at Cornish College of the Arts in Seattle, Washington. A contemporary singer who can sensitively render the standards as well as improvise from an amazing repertoire of wordless sounds, she is in demand by both jazz and experimental music groups. Jay has performed and/or recorded with Muhal Richard Abrams, Kirk Nurock, Paul McCandless, Steve Reich, Bennie Wallace, Dave Holland, Stanley Cowell, and Rufus Reid among others.

Performers, lyrics and instruments:

[…]

	John  CAGE
	Four Walls
	1994
	60:29
	label: Tomato 1989/1994

Richard Bunger – piano

Jay Clayton – voice

Rec. 1979

Text for No. VII
Sweet love 

my throat is gurgling 

the mystic mouth 

leads me so defted
and the deep black nightingale
turned willowy
by love's tossed treatment
berefted
--- Merce Cunningham
Four Walls was a lost work for over three decades. Even John Cage himself had never actually heard a performance until this recording was made.
• Four Walls is a major keyboard composition, large in scope, highly original in conception. It not only sets forth Cageian ideas about sound and silence, it also takes up the principles of repetition, gradual change, cyclical develop​ment and economy of means years before the minimalists appeared on the scene.
• Like many of the earlier works of Cage, Four Walls was written for Merce Cunningham. It accompanied not a pure dance work, but a "dance play" by Cunningham. It was performed exactly once in, of all places, Steamboat Springs, Colorado, with a cast that included Cunningham, Patricia Birch (now a well-known Broadway choreographer), Leora Dana and Julie Harris (both to become famous actresses).
• The John Cage-Merce Cunningham collaboration is one of the longest running in twentieth-century arts. Cage was born in Los Angeles in 1912 and studied there with Henry Cowell and Arnold Schoenberg. In the late 1930s he gravitated to the Cornish School of the Arts in Seattle, Washington, one of the leading centers for new arts on the West Coast—or anywhere in the country for that matter. Here Cage met the young dancer/choreographer from Seattle and the two began collaborating, first on the West Coast, shortly thereafter in New York.

• Cunningham became a leading dancer with Martha Graham but contin​ued to develop his own work, choreographed to increasingly original scores by Cage. Cage's early work is often scored for percussion ensemble but his music for Merce Cunningham is mostly written for solo keyboard—normal or so-called 'prepared' piano, an instrument altered to create the effect of a one-man percussion ensemble. The piano music of Cage, prepared and unprepared, is an extraordinary repertoire created for practical reasons— largely for Cage himself to play accompanying Cunningham's dances—but which established the composer as one of the most original figures in Amer​ican music.
• Four Walls stands out even in this body of unusual work. It was written for a dramatic piece for which Cunningham himself wrote spoken and sung texts for actors and actresses as well as creating dance movement for dancers. It is over an hour long and was written, not for the composer him​self to play, but for a third party. It does not use 'prepared' piano but the open, traditional instrument in unusual ways. The writing consists almost entirely of low notes and chords, high bell-like sonorities, strong dynamic accents, simple bits of unaccompanied melody and percussive, rhythmic ostinatos, obviously meant to be danced. The structure of the whole is simple and symmetrical with an unaccompanied vocal song in the center. As is typical with Cage, the character and structure of this work was the result of the interaction of very practical considerations with the composer's unconventional turn of mind.
• The Perry-Mansfield Workshop was a kind of summer arts camp run by Charlotte Perry and Portia Mansfield in the Rocky Mountains. In the sum​mer of 1944, Cunningham—still in the Martha Graham Company but branching out on his own—was engaged to teach there for six weeks. He arrived in Steamboat Springs with the text of Four Walls and the score already complete. He and Cage had, typically, worked out the form of the piece with co-ordinated time lengths and rhythmic structures between the script, the score and the dancing. The suspended chords and long silences left Cunningham free to work with the actors and dancers in such a way that specific words or dance movements were not tied to the music except in the largest structural sense—a procedure that Cage and Cunningham were to follow and develop extensively in their later work. Cunningham had also asked Cage to keep the work simple since there was no way to control or predict how capable the pianist would be and there were no funds for Cage to get to Colorado—either as a participant or observer.
• The musical end result of all this was an extraordinarily original work. Cage's score for Four Walls is written exclusively for the seven notes of the diatonic scale—the white notes of the piano. The score has been described as in C but the tonal impression is really that of a gigantic modal A minor which sustains almost throughout. The time scale is equally large. The sustained notes, the silences, even the agitated ostinato dance segments all imply a larger-than-life sense of the passage of time. Cunningham himself tells a story about how his co-director complained that one of the sections was too long and needed cutting. Rather than change the music, Cun​ningham "rephrased the timing of the scene; in other words, used the allot​ted structural time differently" prompting the director to say, "You see, it is much better with the music shortened."
• Neither a complete script of the work nor a program of the performance seem to have survived but the subject was some kind of family psycho-drama with a father, a mother (played by Leora Dana), a girl (Julie Harris), a boy (Merce Cunningham), a group of six "near-people" and another of six "mad-ones." Cunningham co-directed with Arch Lauterer who was also the set and costume designer. The pianist was one Drusa Wilker. The date of the performance: August 22, 1944. Excerpts were performed at the University of Utah in Salt Lake City in September and Cunningham later devised a solo piece which he danced two or three times under the title "Soliloquy." And that, until recently, was that.
• The work is in two acts and fourteen sections or scenes. The opening consists of low bass notes and sustained chords interrupted briefly only once. In Scene II the sustained motion is somewhat speeded up and there are numerous interruptions as well as long silences. Scene III takes place all in a lower register with sustained low consonances and dissonances fol​lowed by an eighth-note movement that culminates in a rhythmic Dance. IV, mostly soft, returns to the mood of the opening with a middle section based on octaves and an unaccompanied melody; the octaves and the melodic idea then return as a formal Dance. No. V is marked "This piece should be strong and percussive; the dynamics should not vary greatly;" held notes and chords alternate with sharply accented cut-offs. VI is based almost entirely on repeated chords interrupted by silences. No. VII (or Scene VII) is an a capella vocal solo—sung here by Jay Clayton. The final section of Act I refers back to the dance music of No. Ill and other similar places.
• Act II begins with a piece of music that has held notes, "legatissimo sem-pre," in the right hand and short, persistant quarter-note ninths in the left. Extended dissonant sonorities—and silences—dominate the next three sections. Scene XIII and the final Scene XIV sum up all the principal ele​ments of the work. The opening, marked "sharp and angry," suggests the dance intensity of early sections and, although interrupted extensively, the music achieves dramatic stasis as the opening chords return played quad​ruple forte—ffff! This intensity persists, falls away suddenly, returns just as suddenly and finally subsides to a single repeated and sustained conso​nance which closes the cycle.
It has been said that the music to Four Walls is concerned—preoccupied - with the "working of the mind." Not long afterwards, Cage is said to have considered giving up composition to undergo psychoanalysis—a more serious choice at the time than might appear today. But instead he became involved with Zen Buddhism and other aspects of Eastern philosophy.
The Eastern influence, it should be pointed out, is already very strong in Four Walls. In fact, it can be traced back in Cage's work to his earliest Cali​fornia period in the 1930s. Eastern influences were in the air and they are significant in the music of composers—mostly Californians—as diverse as Henry Cowell, Lou Harrison, Harry Partch and Cage himself. The influence of Eastern art—clearly heard here in the free diatonicism, the use of repeti​tion, the long stretches of musical stasis, the economy of means, the simple contrasts of accents and dynamics, the interaction of sounds and silences-was shortly to lead Cage to a philosophical position about art and life which, in turn, affected his ideas about music and performance and changed the course of modern music!
—Eric Salzman

Richard Bunger is a pianist known for his performances of American music and, in particular, the piano music of John Cage. Bunger redis​covered the score of Four Walls along with other neglected early works of Cage in the mid-1970s.
Richard Bunger, was born in Pennsylvania and studied at Oberlin Conservatory. He has concertized widely and recorded for Tomato, Avant, Columbia, Delos, Crystal, Musical Heritage as well as the BBC, RIAS in Berlin, French Radio and Norwegian Radio and public radio in this country. Although he has performed and recorded a wide variety of older and more recent American music, he is best known for his Cage performances. He is also the author of a book on that unique Cage invention: "The Well-Prepared Piano" as well as many articles and interviews on the subject.

	John  CAGE
	“The Perilous Night” / “Four Walls”
	1991
	71:19
	label: New Albion Records (San Francisco, CA)

1. The Perilous Night (1944)   12:56

Margaret Leng Tan [prepared piano]

2. Four Walls (1944)   58:12  first authorised recording

Margaret Leng Tan [piano]; Joan La Barbara [soprano]

Piano: Baldwin SD-10

This space of time is organized

We need not these silences, -- we may love them

THE PERILOUS NIGHT 1943-1944

The Perilous Night was written for the prepared piano, John Cage's now classic invention from the late 1930's, where various objects inserted between the strings of a grand piano act as mutes which completely transform the timbral characteristics of the instrument. The Perilous Night, one of Cage's more complex prepa​rations, calls for a piano to be heavily muted with materials ranging from the standard bolts, nuts and weather stripping to bamboo slivers.

Cage composed the work in New York during the winter of 1943-44. It is one of his most personal and expressive statements, concerned as it is with "the lone​liness and terror that comes to one when love becomes unhappy." Following the premiere by Cage of The Perilous Night at the Studio Theater in New York on April 5, 1944, a critic remarked that the last movement sounded like "a woodpecker in a church belfry." This upset Cage:

“I had poured a great deal of emotion into the piece, and obviously I wasn't communicating this at all. Or else, I thought, if I were commu​nicating, then all artists must be speaking a different language, and thus speaking only for themselves. The whole musical situation struck me more and more as a Tower of Babel.”

Further compounding the issue was a sobering experience Cage had during the late 1940's bringing with it implications of great consequence. On hearing a performance of The Perilous Night by a pianist who had prepared the piano very poorly, Cage's initial reaction was that he wished he had never written the piece. Further reflection brought with it, however, important realizations eloquently recaptured by Cage twenty-five years later:

“When I first placed objects between piano strings, it was with the desire to possess sounds (to be able to repeat them). But, as the music left my home and went from piano to piano and from pianist to pianist, it became clear that not only are two pianists essentially different from one another, but two pianos are not the same either. Instead of the possibility of repetition, we are faced in life with the unique qualities and characteristics of each occasion... And so my work since the early fifties has been increasingly indeterminate.”

The prepared piano, "a feather in the hat of inde​terminacy," (Cage) thus marked the first step for Cage along the Zen path of nonintention and noncontrol.

John Cage has mentioned that the idea for the title, The Perilous Night, came from Joseph Campbell's re​counting of an Irish myth concerning a perilous bed which rested on a floor of polished jasper.

Since 1982, Jasper Johns, a long-time colleague of Cage's, has created a series of Perilous Night works all of which contain a page from John Cage's score.

FOUR WALLS 1944

Written shortly after The Perilous Night, Four Walls is another expressive essay from this period of emotional inquietude. In striking contrast to the varied timbral palette of The Perilous Night, Four Walls uses only the white keys of the piano in a predominantly modal idiom suggesting the influence of Erik Satie.

The music for Four Walls was composed over a relatively short time span as the score for a "dance-play" in two acts by Merce Cunningham. The work was performed on August 22, 1944 at the Perry-Mansfield Workshop in Steamboat Springs, Colorado. John Cage was not present at the event. Since this original produc​tion, only a solo entitled Soliloquy had been extracted and performed by Cunningham in early concerts.

John Cage says that Four Walls deals with the disturbed mind, a subject that fascinated Cunningham and himself in the mid 1940's. (Root of an Unfocus, a short work in a similar vein for the prepared piano, was written earlier in 1944). Since Cage does not elaborate on the nature of these disturbances of the mind, we may interpret them as we will, or rather, as we are. Although Four Walls is of a non-narrative nature, the many silences and static repetitions do contribute, however, to an atmosphere of growing entrapment thereby encourag​ing the listener to explore the inner rooms of the mind. Two years after the completion of Four Walts, Cage seriously considered giving up composing to undergo psychoanalysis; he turned instead to Asian philosophy and Zen Buddhism.

Four Walls embodies John Cage's seminal ideas on silence, repetition and processes of gradual change and is an uncanny prophecy of Minimalism. As with many of Cage's works from the 40's, Four Walls uses a rhythmic structure based on time lengths derived from the East Indian concept of tala or rhythmic time cycles. Cage says the repetitions and silences in Four Walls exist for structural reasons and it is his overriding concern that the work be performed in its entirety to preserve the integrity of its rhythmic structure.

Paying heed to John Cage's definition of silence as "all of the sound we don't intend," the silences in Four Walls will invite the sounds of the environment in which the recording is being heard to enter into the composi​tion and into the listening experience. Seen in this light, Four Walls becomes an antecedent to 4'33". Although Four Walls was written before Cage's immersion in Eastern philosophy, the Japanese concept of ma (where time and space are perceived as coincidental and indivis​ible entities) seems already clearly present.

© 1991 Margaret Leng Tan

I began working on Four Walls in 1984. Virtually forgotten for forty years, the first complete production of this major work took place in 1985 at The Asia Society in New York where I performed it to new choreography by Sin Cha Hong. Cage had never seen a performance of Four Walls until the "John Cage at Wesleyan" Festival in 1988 at Wesleyan University, Connecticut.  Its 1989 British premiere at the Huddersfield Contemporary Music Festival was hailed by the Yorkshire Post as "the revelation of a masterpiece."

Margaret Leng Tan

MARGARET LENG TAN and JOAN LA BARBARA are established artists in the vanguard of American New Music who are regarded as principal interpreters of John Cage.

Margaret Leng Tan, "the world's premiere string piano virtuoso" (The Village Voice), is known for her performances of new Asian and American music that challenge the capabilities of her instrument. Since 1985, Ms. Tan has presented John Cage's Four Walls on numerous occasions in North America and Europe. Her current recordings are Sonic Encounters [Mode 15] (with two first recordings by Cage), and Litania: Mar​garet Leng Tan plays Somei Satoh [New Albion NA008] (см. в файле ‘Classics’) which was among The New York Times “best recordings of 1988”.

Joan La Barbara's career as a composer and singer has been devoted to exploring the human voice as a multifaceted instrument through a unique vocabulary of extended vocal techniques. Her recent albums in​clude Sound Paintings/Joan La Barbara [Lovely Music 3001], Three Voices (for Joan La Barbara) by Morton Feldman [New Albion NA018] and Singing Through, vocal compositions by John Cage [New Albion NA035].

	John  CAGE
	Fifty-Eight
	1993
	45:42
	label: Hat ART  Rec.

For 58 musicians. 

Live: October 11, 1992.

After 1951, through his experiments with chance, indeterminacy, electronics and multimedia, Cage became the leading figure of the American avant-garde. His early work uses new sonic resourses for expressive ends and is characterized by exotic timbres, rhythmic vigor, and, in the works for prepared piano, a unique style of understated lyricism. His later work is a product of a different aesthetic, one in which personal expression is avoided. Instead, Cage worked to allow the sounds in his music to be completely independent and separate from one another.

	John  CAGE
	Winter Music
	1993
	60:02
	label: hat ART  Rec.

1. Winter Music — 30’00”.

2. Winter Music with Atlas Eclipticalis — 30’02”.

   Winter Music (this performance is for 4 pianos) is distinct in that it can be performed by anywhere from one to twenty pianists. To do so, however, requires that they exist ‘in a climate of agreement’. The silence between the sounds are comparable to the space between the objects (rock, grass, etc) in a Japanese garden. Winter Music’s score is its visual representation.

  Atlas Eclipticalis (for piccolo, flute, alto flute) consists of eighty-six instrumental parts which can be played complete or in part, individually or any combination, in any length, with or without Winter Music (in this performance with 4-pianos’ Winter Music). Their synchronism is an agreement of chance.

  “till a drift of snow / slides from a branch, / then, silence more intense” — H. D.  Almost from the beginning of his career, in the early 1930s, Cage had sought alternative methods of form which would reflect his view of composition as an objective, exploratory, spiritual medium. Originally, one of these methods involved exceedingly intricate, personally derived rhythmic structures resembling the Indian ‘tala’, and in fact, Cage’s interest in Indian phylosophy anticipates his involvement in Zen Buddhism. ‘No silence exists that is not pregnant with sound.’ If silence and noise are two aspects of the same condition (white and black), their equality becomes a metaphor for awareness of life, the details of nature and our position within them. ‘I had studied harmony with [Adolf] Weiss without liking it or feeling any natural inclination to use it. The reason that I couldn’t be interested was that harmony didn’t have anything to say about noise.’

  The chattering of the musical staff during the 1950s was more than a technical breakthrough, it was a revolution in perception, an act of compositional theatre (Theatre takes place all the time, wherever one is, and art simply facilitates persuading one this is the case.) akin to the discoveries of the literary cut-up collages of Brion Gysin and William Burroughs and the “art as an arena of process” of the abstract expressionist painters. Throughout the 1950s, Cage continued to explore methods of composition which freed him from the responsibilities of taste and ego, replacing them with elements of disciplined chance and indeterminacy. The composition of Winter Music involved ‘...both chance operations and observation of imperfections in the paper on which the music was written.’  The paper’s imperfections were plotted as possible notes, much as star charts were used to instigate note choices first in Atlas Eclipticalis (Cage’s instructions in the score specify that Atlas Eclipticalis and Winter Music may be performed simultaneously), and later. Though both Stockhausen and Boulez condemned Cage’s willingness to permit chance to direct his compositions, they themselves during this period (mid - to late - ‘50s) sought ways to incorporate greater freedom for the performer without relinquishing their control over the results. Examples: [...]. Like Winter Music, these scores consist of isolated clusters or phrase fragments, separated by empty spaces, which the pianist(s) use as a map to negotiate a successful performance. The differences between them lie in the latitude which each composer allows as regards direction and realization of the music, and the ways in which each arrived at their respective notations.

  Winter Music is a pivotal work among John Cage’s compositions. Its open form and indeterminate elements assure that every performance will be new, unique. Indeterminacy is not simply freedom, nor is it anarchy; memory, subjective values, and conditioned responses evaporate, responsibility remains. The instructions which accompany the twenty unbould pages of Winter Music’s notated fragments, chords, and note clusters read: ‘The twenty pages may be used in whole or part by a pianist or shared by two to twenty to provide a program of an agreed-upon length. The notation, in space, may be freely interpreted as to time. An aggregate must be played as a single ictus. Where this is impossible, the unplayable notes shall be taken as harmonics prepared in advance. Harmonics may also be produced where they are not so required. Resonances, both of aggregates and individual notes of them, may be free in length. Overlappings, interpenetrations, are also free. The single staff is provided with two clef signs. Where these differ, ambiguity obtains in the proportion indicated by the two numbers notated abowe the aggregate, the first of these applying to the clef above the staff. Dynamics are free. An inked-in rectangle above a pair of notes indicates a chromatic tone-cluster.’  “A sad tale’s best for winter...” (William Shakespeare)

              notes by Art Lange, 1993.

	John  CAGE
	16 Dances
	1994
	49:32
	Ensemble Modern (см.) исполняет сочинение John’a Cage’a «Sixteen Dances for Soloist and Company of 3».
Rec. 1992
   ‘Sixteen Dances’, begun at the very end of 1950 and completed just after New Year’s 1951, was the last work that Cage composed before he began using chance operations. It was written to accompany an evening-long dance program choreographed by Merce Cunningham for himself and his company of three dancers. Cage and Cunningham had worked together since about 1940; Cage had composed percussion and prepared piano accompaniments for several of Cunningham’s solo dances, and, in 1947, he wrote the orchestral score for Cunningham’s ballet ‘The Seasons’. The titles of the individual dances are Cunningham’s. He took as his subject the “permanent emotions” of Hindu aesthetics: anger, sorrow, the odious, fear, humor, the heroic, the wondrous, and the erotic. A ninth emotion, tranquillity, is represented in the final movement and also pervades the seven interludes that alternate with the dances depicting the more specific emotional states. Cage composed his ‘Sixteen Dances’ using a sound chart, a table of 64 different sounds — single notes, chords, trills, etc., always played at fixed pitches and with fixed scoring — arranged into eight rows of eight columns each. He used this device to deliberately limit his compositional choices: at any point in the piece only one of the 64 sounds could appear, and composition thus became a matter of moving around on the chart, stringing one sound after another. To ensure variety, Cage added a twist to this system: over the course of the 16 movements the contents of the chart change, so that the sounds heard in the final dance are completely different from those of the opening. While the technique may appear dry and pedantic Cage used it quite freely, and in his hands it became a formidable musical tool. By various means — rhythm, dynamics, pacing, silences — he was able to mold the raw materials of the chart into expressions of the various emotions. The chart thus produces music which is in turn panic-stricken (fear), light-footed and quirky (humor), crabbed and ugly (the odious), bleak (sorrow), sensual and lithe (the erotic), and so on. Remarkable effects are produced in the interludes as well: Cage is able to draw forth from the chart an innocent folk-like melody for the twelfth dance and even a blues number for the tenth. Each of the sounds he had created for the ‘Sixteen Dances’ was interesting in itself and could be combined in limitless ways with the other 63, rather like the shapes and colors of a kaleidoscope. The fourteenth dance is a perfect example of this kind of chart music: enigmatic and imperturbable, its souds proceed one after the other with no apparent connection. Something of Cage’s character is revealed in that two of the “emotional” movements — the heroic and tranquillity — are also set in this latter style, where the geometry of the chart is allowed to create the continuity of sounds. Cage’s vision of heroism was not one of powerful action, but was instead the heroism of acceptance, of relinquishing control and allowing things to express themselves. The finale of ‘Sixteen Dances’ stems from this world view, and is the most strikingly dramatic of the dances: the impassive continuity of the chart music unfolds over the constant sound of distant gongs.

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

	John  CAGE
	Daughters Of The Lonesome Isle
	1994
	70:27
	label: New Albion Rec. (CA, USA)

Margaret Leng Tan [p, prepared p, toy p].

1. Bacchanale (1940)

2. In A Landscape (1948)

3. Daughters Of The Lonesome Isle (1945)

4. - 12. The Seasons (1947)

13. - 17. Suite For Toy Piano (1948)

18. Ophelia (1946)

19. - 20. In The Name Of The Holocaust (1942)

21. Music For Piano #2 (1953)

  Margaret Leng Tan is an internationally celebrated pianist who has been called the «Diva of the avant-garde» by ‘The New Yorker’. Hailed by ‘The Village Voice’  as «The world’s premiere string piano virtuoso», she is renowned for her innovative performances that defy the conventional boundaries of her instrument. Ms. Tan is recognized as «The leading exponent of John Cage’s music today» (‘The New Republic’) as well as «The most convincing interpreter of Cage’s keyboard music» (‘The New York Times’) She has performed his works at numerous festivals across the globe, presented retrospective concerts at the Whitney Museum of American Art [...]. A native of Singapore, Margaret Leng Tan now lives in Brooklyn, New York.

  «The eight works on this album feature the different kinds of ‘instruments’ used by John Cage in his substantial piano oeuvre – the prepared, string, boved and conventional piano as well as the toy piano. The disc’s thirteen year span (1940-1953) encapsulates the evolution of Cage’s aesthetic from ‘Bacchanale’, his first prepared piano composition, to the chance-derived abstraction of ‘Music For Piano #2’. These bookends of the album also frame my relationship with John Cage: ‘Bacchanale’ was the first piece I played for him in 1981 and we discussed ‘Music For Piano #2’ the day before his fatal stroke in 1992. [...]»  Margaret Leng Tan, 1994

	John  CAGE
	John Cage, Sylvano Bussotti
	1995
	49:48
	label: Materiali Sonori

Paolo Carlini [bassoon]; Mauro Castellano [p].

JOHN CAGE:

1. In A Landscape (for solo piano)                         9:05

2. Solo For Piano with Bassoon                            23:00

SYLVANO BUSSOTTI (da ‘Voliera – due soliloqui’):

3. Aquila Imperiale (per pianoforte grancoda)     16:15

4. Aquila Imperiale (con l’allodola e il topino)        6:20

   «Whatever we do, it always ends up being a melody...»

The musical pathways of these two protagonists, John Cage and Sylvano Bussotti, bold pioneers whose works cover a good part of the 20th century, are here given the opportunity to reveal their extraordinary similarities: from the unexpected ‘In A Landscape’, to the same concept of freedom which links ‘Solo For Piano with Bassoon’ to the two humorous fragments taken from ‘Voliera’.

  Paolo Carlini and Mario Castellano, two of the very best Italian interpreters of contemporary music, here appear in this venture, undertaking these highly complex compositions with their expressive and suggestive structures. Music, this timeless art, is here portrayed as a metaphor for eternity.

	John  CAGE
	Sixty-Eight
	1995
	67:58
	label: HAT HUT Records

1. Sixty-Eight            29’ 48’’

2. Quartets I - VIII     37’ 55’’

Radio -Sinfonie -Orchester Frankfurt, conducted by Lucas Vis

   In 1986 John Cage told Richard Dufallo, «I myself, more and more, try to bring about a situation that is so mysterious or not so easily solved, that the audience is more apt to become a group of individuals, each having his own relationship to what is hap​pening.» Such a view point is contrary to the established traditions of Western art, which determined that «form» was initially intended to provide a recognizable foundation or sub​liminal common ground for the audience’s shared artistic experience. Anyone with a modest amount of listening experience, for example, should have been able to hear the exposition, development, and recapitulation of the 19th century sonata form – and the level of a composer’s creativity was depen​dent upon his ability to manipulate musical material within a given form. Common forms resulted in common respon​ses, however, and to Cage that was a measu​re of compositional control he wished to abdicate. In his Zen/anarchist/Thoreauesque philosophy, the best and happiest society would be one of responsible, self-disciplined, free-thinking and free-acting individuals. In order that each listener’s experience be uni​que to that individual, he felt that the music’s form must be open and variable, capable of establishing different formal relationships and inspiring different impressions.The music must be new – literally – each time it is per​formed, and this must be true for the com​poser and the musician as well as the listener. Working with a small group of familiar inter​preters, such as David Tudor, Paul Zukofsky, or his own early percussion ensemble, assured Cage of authoritative, responsible perfor​mances, which is crucial when the music is indeterminate or requires meticulous realization. But as larger ensembles began to commission works from Cage, he frequently had no input, except for the score itself, towards its ultimate realization. He probably saw the performance of his music by large ensembles as his greatest challenge, requiring commitment, tolerance, and fruitful interac​tion – without the traditional built-in formal constraints — from a large body of musicians symbolic of society as a whole. Some early experiences were disasters; a 1964 perfor​mance of Atlas Eclipticalis was sabotaged by members of the New York Philharmonic, who disregarded the score’s instructions, deliberately distorted the music by playing scales or nursery rhymes, and in some cases destroyed the electronic equipment attached to their instruments. Similar things happened at other orchestral concerts over the years. Such undermining may not always have been intentional, but due to the misunderstanding that graphic or indeterminate scores allowed complete improvisation or total freedom, instead of thoughtful conceptual and musical realization.

Cage was often saddened when his music received such treatment; he felt that the musicians in these cases were acting selfishly or misbehaving out of ignorance or intole​rance. He continued to compose music that required unfamiliar gestures and decisions to be made, however, in the hope that succes​sful performances could teach society of the advantages of self-disciplined anarchy, which is not chaos, but compatible, complementary behavior – in other words, harmony. Interestingly, throughout his life Cage expressed a lack of interest in musical har​mony. According to a well-known anecdote, when studying with Schonberg he told his teacher he had no feeling for harmony. Schonberg said this would prove to be a brick wall through which Cage could not pass. Cage replied that he would devote his life to beating his head against that wall. Conventional harmony – even in Schbnbergs expanded twelve-tone system  -- symbolized all that was repressive, inhibiting, and manipulative in society. Harmony was a form of control he needed to break free of. So it was a major epiphany when, late in life, Cage came to a personal understanding that unrelated or unintended events occurring simultaneously created a kind of accidental (and completely unconventional) harmony. This was a kind of harmony he could accept, and use in scores like Quartets I - VIII (1976) and Sixty-Eight (1992).

Like Apartment House 1776 (1976) and the subsequent Some of «The Harmony Of Maine» (1978) and Hymns and Variations (1979), Quartets I - VIII was influenced by the American Bicentennial.Though he once claimed to have no attraction to the secular and hymn tunes of such 18th century American composers as William Billings, James Lyon, Andrew Law, and Supply Belcher, he nevertheless used them as the melodic material for these scores -«deconstructed» via consultation with the I Ching. The tunes are: I. «Lift Up Your Heads» (Jacob French); II. «The Lord Descended» (William Billings); III. «Old North» (Billings); IV. «New York» (Andrew Law);V. «Heath» (Billings); VI. «Judea» (Billings); VII. «Greenwich» (Law);VIII. «The Lord is Ris’n» (Billings). There are any number of curious circumstances connecting Cage to these simple, populist pieces, however. For one thing, Cage’s paternal grandfather and great-grand​father were Methodist Episcopal ministers, and his mother played piano in the church. (One wonders if she ever serenaded her youthful son with any of these hymn tunes at home.) The tunes themselves were often simple conjunct melodies intended for ama​teur singing in church – and in some cases were notated in unorthodox fashion with shaped notes so that singers unable to read conventional music could differentiate bet​ween the pitches. As it was felt that the spirit of participation was more important than precision, Billings and the others often relied on «functional» harmony – more spontaneous and freer than regular harmony. This was music intended to comfort and inspire religious feelings – quite similar to the definition Cage adopted from Elizabethan and Indian sources which said that music was intended to soothe the mind and make it susceptible to divine influence. Finally, Cage’s appropriation and recycling of this older material could be seen as ecologically sound – creating something new and useful from an obsolete source (as mush​rooms grow from decayed material). Other aspects of Quartets I-VIII seem recycled as well.Though capable of being performed by an ensemble of 24, 41, 93, or possibly any number of musicians, the title refers to the fact that no more than four instruments are playing at any time.This relates it to Cage’s String Quartet In Four Parts (1949-50), but there are other similarities. In both works, harmony is an artificial circumstance reflecting pre-established material produced by an almost accidental movement of the melodic line; the mood is austere and connected with a spiritual origin (in the case of the String Quartet, on the four emotions corresponding to the Indian con​ception of the seasons); and no vibrato is to be used on the strings, creating a calm, contemplative atmosphere. Sixty’Eight, one of Cage’s last completed scores, works from an entirely different pre​mise. In this case the large ensemble must literally work together, while thinking as individuals.The music consists of only fifteen notes, each of which must be played at the instrumentalist’s discretion within a given time frame. (The pitches are C#, G#, A, C, Bb, G, B, E, A, B, D#, G, G#, F, and D.) Instead of harmony, the common pitches create an inexact sense of unison, with overtones further effecting the blend of colors. The silences between notes becomes the space in which sounds linger for a time and are replaced by the next sound – there is no sense of movement, rather, the music vibrates with each new note like a bush blown by a breeze, changing shape slightly but maintai​ning its position and basic characteristics (is the use of a wind machine meant to suggest a similar analogy in Nature?).The commona​lity of sounds create and identify the envi​ronment they inhabit. Or perhaps, in the words of Jasper Johns describing Marcel Duchamp’s Large Glass, from the listener’s standpoint it allows «...the changing focus of the eye, of the mind, to place the viewer where he is, not elsewhere.» In both Quartets I - VIII and Sixty-Eight, Cage is concerned with transformation; process becomes product, fragmentation becomes flow, cooperation becomes confirmation. Finally, harmony is not a hierarchical determination, it is a natural state of being; it is life, as it happens.

Art LANGE, July 1995

	John  CAGE
	Ryoanji
	1996
	60:30
	label: HAT HUT Records

Robert Black [comtrabass]; Eberhard Blum [flute]; Iven Hausmann [tb]; Gudrun Reschke [oboe]; Jan Williams [perc].

  Ryoanji встречается ещё на двух дисках, но общим в этих исполнениях является только название: это произведение — некое задание для музыкантов, и каждый раз оно исполняется в другой интерпретации (и другим составом).

   “The earliest temple recorded on this site dates from 983. Like Saihoji and Kinkakuji, it was destroyed during the Onin Wars. It is believed that the garden was laid out during the rebuilding of 1488. Although it was created at approximately the same time as Ginkakuji, it represents the new kind of gardening fostered by Zen monks. It is believed that many similar gardens were built at that time, but only Ryoanji has survived intact. Its origin most likely lies in a mixture of sources — the small tray gardens of China and Japan, the pure pebble ground covering of sanctified Shinto precincts, and the style of landscape painting preferred by Zen monks. Its original form and intention are still subject to debate, with some experts claiming that it once contained trees and plants and has recently been simplified.”  “‘Karesansui’, the dry landscape or flat garden style, had precedents early in the evolution of Japanese gardens but came into its own as a major art form after the advent of Zen Buddhism in the late sixth century. It flourished in the small garden spaces of numerous Zen temples and monasteries, where monks used it as an aid to their contemplation of the essence of nature and human life. At one of its extremes, this garden is minimalist art, with so little form and detail that the effect is starkly and perhaps obscurely symbolic. Whole landscapes, even the entire natural world, are suggested through a simplification of form and reduction of scale.”  “These fifteen stones have provoked more commentary and speculation than perhaps any other single Japanese garden. They are often used to illustrate the profound mysteries found in Zen Buddhism and as an example of the unique Japanese design spirit. There is no shortage of theories to explain the garden’s mysterious appeal, and its occult balance to the more prosaic Japanese folk explanations of a tiger crossing the river with her cubs, mountaintops above the clouds, or islans in the sea. Indeed, these many possible meanings form a large part of its appeal. All the stones, except one, seem to be flowing from left to right. The relationship among groupings is a fine example of asymmetrical balance.”  “In 1477, in a treatise on landscape garden design, Hannyabo Tessen, chief priest of the Ryoan-ji, wrote: ‘Thirty thousand leagues should be compressed into a single foot.’ — a hyperbole that reflects a basic characteristic of Zen gardens. The Zen priests advocated the use of materials near at hand rather than the expenditure of large sums of money to procure and transport fantastically shaped rocks and rare trees. Indeed, Buddhism itself is symbolized in this frugal advice, and it was of such a philosophy that the rock garden and the dry landscape garden were born.”  “The Japanese garden is a lesson in asymmetry. When several trees or smaller plants are planted they are generally grouped in odd-number combinations. For example, a planting of nine (rather than eight or ten) azaleas are better arranged in three groups containing one, three, and five plants instead of in precise, regular groups. Avoid forcing a plant to grow in a situation that does not agree with its regular environment.”  “Stones add strength. They create effects in themselves. They give scale to the scheme in which they are used. Overpowering one element with another should be avoided. Avoid regular forms. In nature a perfectly round stone is a freak. It is the irregular shapes and variety of surfaces on stone that give a rock character. Also, in groups of stones avoid using several of the same general shape or size. Difference in mass and form make a composition alive and appealing.”  What does the music sound like? What do you hear? “In many Japanese art forms, some essential element of a composition is purposely left out in order that the observer can mentally provide the missing element. By participating in the compassion the observer benefits more from its total meaning.”

  In 1962, John Cage first visited the small, sparse rock and sand garden Ryoan-ji (Peaceful Dragon) in Kyoto. It was by all accounts a profound experience, and he carried away with him more than just a memory of a quiet, contemplative afternoon. If an experience truly transforms an individual, it becomes an idea, which we carry around with us. This idea is now a place — a point of reference — we may revisit at any time. Cage may have thought about Ryoan-ji often; in 1983, he applied an action to his idea. At the time of his initial visit to Rioan-ji, Cage is said to have remarked that the fifteen stones — placed in seemingly random clusters of two twos, two threes, and one five on top of the carefully raked white gravel — could have been arranged anywhere, to the same effect. In 1983, he created a series of drawings entitled ‘Where R=Ryoanji’, tracing in pencil around fifteen stones, with other factors (type of pencil, amount of pressure, number of tracings, and so on) being determined by chance operations involving the ‘I Ching’. The use of the word ‘where’ in the title suggests that the essence of Ryoan-ji is not limited to one place, but in effect may be found anywhere. That same year, Cage began composing what turned out to be a series of pieces entitled ‘Ryoanji’, for a single instrument and percussion. Versions were designed for oboe, trombone, flute, acoustic bass and voice. (Eventually it was determined that any or all of the single instruments could be combined in performance, and a later version also revised the percussion role for a twenty-piece orchestra.) The graphic material which the instrument must realize in performance consists of short and long lines traced from various (fifteen) stones, outlining a glissandi within a given pitch range. Where multiple lines intersect, tape recordings of that instrument may be used. In ‘Ryoanji’ Cage attempts to express the essence of this rock garden — not programmatically, but symbolically. The percussion, for example, dispatches Time in uneven increments, not to enforce a measure of inevitability, but to evoke a pure yet unpredictable space in which other, non-synchronized, events may occur. (Subtle changes in dynamics symbolizing the changing light over passing time.) Each individual instrument defines its own shape, and in those places where they overlap with another instrument the effect is not of a blending together in ensemble fashion; rather they impose themselves upon each other but must coexist harmoniously. The position of the sounds may change with each performance (the placement of the rocks may differ yet the effect remain the same) though the place — the idea, the experience — is intact.   — Art Lange.

	John  CAGE
	Sonatas and Interludes for Prepared Piano
	1996
	66:11
	label: Music & Arts (CA, USA)

Julie Steinberg [prepared piano].

(Sonatas and Interludes for Prepared Piano см. тж. ниже в исполнении Boris Bergman)

Sonatas and Interludes for Prepared Piano (1946-48)
John Cage (1912-1992)
«Wherever we are, what we hear is mostly noise. When we ignore it, it disturbs us. When we listen to it, we find it fascinating. The sound of a truck at fifty miles per hour. Static between the stations. Rain. We want to capture and control these sounds, to use them not as sound effects, but as musical instruments.» John Cage

During a lecture entitled "The Future of Music: Credo" first presented to a Seattle Arts Society in 1937, John Cage explained that in the future the need​less distinction between "noise" and so-called "musical sounds" will no longer exist. Cage's manifesto mapped out a project that would occupy him for his entire career. For just as his teacher Arnold Schoenberg had demon​strated that consonance and dissonance differed only in their degree of comprehensibility. Cage was to show that "musical sounds" were only part of a "total sound-space" encompassing all sound. Cage first turned to percussion music as a means to explore this uncharted territory. In 1937, he organized a percussion ensemble which, along with his own music, specialized in percussion works by other composers including Henry Cowell, Lou Harrison, Edgard Varese, William Russell, and Amadeo Roldan. Cage's first percussion concert took place in Seattle in 1938 and between 1938 and 1942 he earned a reputation as a specialist in this new and exciting genre.

«Having decided to change the sound of the piano in order to make a music suitable for Syvilla Fort's Bacchanale, I went to the kitchen, got a pie plate, brought it into the living room and placed it on the piano strings. I played a few keys. The piano sounds had been changed, but the pie plate bounced around due to the vibrations, and, after a while, some of the sounds that had been changed no longer were. I tried something smaller, nails between the strings. They slipped down between and lengthwise along the strings. It dawned on me that screws or bolts would stay in position. They did. And I was delighted with the sounds they produced.»  John Cage

In the 1930s, modern dancers often preferred percussion as accompaniment for their dance classes and Cage's experience with percussion music led to positions as dance accompanist first at UCLA and later at the Cornish School and Mills College. In 1940, while Cage was working at the Cornish School, Syvilla Fort asked him to compose music for her new dance work entitled Bacchanale. The Cornish Theater, the space in which the performance was to take place, did not have ample room for Cage's percussion ensemble; the wings were too small and there was no pit. So Cage decided to write for the piano and began to consider composing a piece based on an "African" twelve-tone row, since an African accompaniment seemed appro​priate for Fort's dance. But he quickly became dissatisfied with the limited range of sounds available on the piano. Cage was familiar with Henry Cowell’s "string piano" pieces which employed new techniques such as reaching into the piano and plucking the strings and running fingers and fingernails along their length. He extended this idea by placing different materials such as bolts, screws, felt, and washers between the strings. The result made the piano sound as if it were a small percussion ensemble. After Bacchanale (1940), Cage wrote many works for the piano prepared in this manner and they are perhaps his most well-known compositions.

Most of Cage's music for the prepared piano was composed during the 1940s and many of these works were dance commissions. Cage used a wide variety of materials in his piano preparations including screws, bolts, washers, pennies, weather stripping, plastic, rubber, and pieces of wood. But the preparations in Cage's dance works are usually very simple. Both Root of an Unfocus (1944) and Totem Ancestor (1943), for example, utilize a very limited "palette" or what Cage called a "gamut" of sounds.

«Structure in music is its divisibility into successive parts from phrases to long sections. Form is content, the continuity. Method is the means of controlling the continuity from note to note. The material of music is sound and silence. Integrating these is composing.»  John Cage

Between 1943 and 1948, Cage composed several solo concert works for the prepared piano, beginning with Perilous Night (1943-44) and culminating with Sonatas and Interludes (1946-48), perhaps the most masterful of Cage's early works. Unlike many of Cage's compositions for prepared piano writ​ten for the dance. Sonatas and Interludes is a large-scale concert work with an extensive preparation. It consists of four groups of four Sonatas; the first and second groups are each followed by an Interlude and the second and third groups are each preceded by an Interlude. Most of the Sonatas are in binary form (AABB) except for Sonatas IX-XI which are in ternary form (AABBCC). The first two Interludes are through-composed, while the third and fourth Interludes arc in four parts (AABBCCDD). For Cage, musical structure is the division of a work into successive parts on both a small (phrases) and a large scale (sections). In order to coordinate both levels of organization. Cage devised what he termed the "square root" system. On the larger level of structure or "macrostructure," sections con​sisting of n measures are repeated n times. For example, a work that is a hundred measures long would consist of 10 sections each of which is 10 measures long or 10x10. On the smaller level of structure or "microstructure" each section is divided into phrases according to a fixed proportion. A 10 bar section, for example, may consist of four phrases which are 2,2,3, and 3, measures long. This proportion may also apply to the macrostructure, thus dividing the work into four larger sections which are 20, 20, 30, and 30 measures long.

The rhythmic structure in Sonatas and Interludes is derived according to Cage's square root system. The work's phrase structure on the microstructural level is more complex than in any of Cage's earlier works. For example, Sonata I is divided into 7 sections that are 7 measures long and further divid​ed into units of 11/4, 3/4, 11/4, 3/4, 11/2, and 11/2 measures long.

Cage's use of asymmetric phrase structures and irregular rhythmic patterns in Sonatas and Interludes is only symptomatic of the work's complexity. In fact, the sophisticated rhythmic techniques used in Sonatas and Interludes arc of historical interest since it was written at the same time that composers such as Milton Babbitt and Pierre Boulez were beginning to explore similarly elabo​rate structures based on rhythm. It is not surprising that Boulez was a propo​nent of Cage's early masterpiece and organized its European premiere in 1949.
«I learned many essential things about the prepared piano, only in the course of the years. I did not know, at first, for instance, that very exact measurements must be made as to the position of the object between the strings and I did not know that, in order to repeat an obtained result, that a particular screw or bolt, for instance, originally used, must be saved. All I knew at the beginning was the pleasure I experienced in continual discovery.»  John Cage

The expressive range of the gamut of sounds employed in Sonatas and Interludes is as impressive as its rhythmic complexity. As Boulez explained in a lecture preceding its European premiere,

«One's first reaction on hearing John Cage's prepared piano might well be curiosity verging on amused skepticism. Some demented inventor can easily be pictured, a "piano tuner" doing his best to i lothe the strings with metallicizing vegetation. More seriously, one thinks of subtle and ingenious soundsmith, drawing new possibili​ties from the percussive aspects of the piano. The reality has more to do with questioning acoustic ideas received in the course of the evolution of Western music, ideas on which the most radical and challenging works arc still based. Instead of giving what might be called pure sounds—fundamentals and natural harmonics—John Cage's prepared piano supplies us with complexes of frequencies. Moreover, we can find a precedent for the use of complex sounds in the central African instruments called sanzas. Immediately, a pri​mordial question arises: does the traditional education which we have received—or submitted to—deprive us of a more refined acoustic sense?»  Pierre Boulez

Cage's preparation involves more than half of the notes available on the piano; it uses a wide variety of materials including bolts and screws of various sizes, plastic, and rubber. The positioning of these materials is extremely precise; the preparations are placed between the strings at points measured from the damper or the bridge. Some of the notes have two or three preparations at different points along their length and the sound of some of the preparations is altered when the performer applies the soft pedal. The variety of sounds resulting from the preparations is extraordi​nary; the listener encounters, as Cage explained, "an instrument having convincingly its own special characteristics, not even suggesting those of a piano." This seems true even when conventional piano sounds are mixed with "Cagean" ones; Sonatas and Interludes maps out a "total sound space" in which pianistic and exotic sounds co-exist. In this recording listeners can appreciate these nuances more than ever before thanks to the artistry of recording engineer Maggi Payne whose work on the digital recording and editing of this release allows us to hear the minute sounds and long envelopes that would surely have been lost in earlier times.

«The prepared piano also makes possible the use of microtones, that is, pitch differences less than our conventional half-tones. This provides an auditory pleasure which has long been known in jazz and folk and ori​ental music, but which had been largely excluded from our standard​ized serious music, with the exception of the modem uses of 1 /4 tones, 1/8 tones, and even 43 tones to the octave, in the work of Alois Haba, Julian Carrillo, and Harry Partch»  John Cage

Cage often told the story that after two years of studies with Arnold Schoenberg it became obvious to both teacher and student that Cage had no feeling for harmony. But listening to Sonatas and Interludes certainly raises questions about the truth of this assertion. There is an extraordinary harmonic sense at work here. Cage's harmonic palette incorporates both microtonal as well as complex "noise" elements and the result is a harmonic language with unprecedented richness. There is often a subtle interplay between degrees of harmonic tension and relaxation and Cage often plays with our sense of tonal "closure." (It is not irrelevant here to point out that the composer once said that the cadences in Sonatas and Interludes would work if the piano was prepared correctly.)

The textures in Sonatas and Interludes are as varied as its harmonic, rhyth​mic, and timbral characteristics. At times the music features an ascetic sparseness, such as the single-line passages in Sonata IV and the elegant two-voice counterpoint in the pair of linked Sonatas (XIV and XV) named "Gemini" after a work by sculptor Richard Lippold. In contrast, other movements build massive blocks of sound, such as midway through the B section of Sonata XII where descending chords in the piano's extreme lower register combine with an eighth-note ostinato in the right hand.

«Music is edifying, for from time to time it sets the soul in operation. The soul is the gatherer-together of the disparate elements (Meister Eckhart), and its work fills one with peace and love.»  John Cage

In 1944, Cage went through a period of emo​tional distress resulting from the end of his marriage, a re-orientation of his sexuality, and a realization that he was unable to communicate his emotional experiences through music. ‘Four Walls’, ‘Root of an Unfocus’, and ‘The Perilous Night’ composed during that year are certainly responses to this personal crisis.

Beginning in 1945, Cage became increasingly interested in Eastern philoso​phy. Under the tutelage of an East Indian musician, Gita Sarabhai, Cage studied Indian philosophy and in particular, the writings of Ananda Coomaraswamy. He learned that music should have a spiritual and ethical effect; its purpose was to "sober and quiet the mind, thus rendering it sus​ceptible to divine influence." Cage explained that his Sonatas and Interludes sought to depict in music the eight permanent emotions, as described in Indian aesthetic theory. These emotional states are the odious, anger, mirth, fear, sorrow, the erotic, the heroic, and wonder. All of these eight emotions have a tendency toward tranquillity. It is reasonable to assert that each movement in Cage's Sonatas and Interludes is based on a single emotion, but the emotion expressed in each piece is ultimately a matter of subjective interpretation. It does seem certain, however, that the whole cycle leads to the tranquillity of the closing movements. With Sonatas and Interludes Cage began to question the notion that music is a means by which a composer expresses his or her emotions. The cre​ative act no longer entailed a definition of the artists subjectivity; art now had an ethical and spiritual function. Cage's emphasis had begun to shift from the composer to the listener, a change that would later lead him to chance operations and an almost complete withdrawal of the composer's subjectivity from the creative process.

«The most that can be accomplished by the musical expression of feel​ing is to show how emotional the composer was who had it. It .myone wants to get a feeling of how emotional a composer proved himself to be, he has to confuse himself to the same extent that the composer did and imagine that sounds are not sounds at all but are Beethoven and that men are not men but are sounds. Any child will tell us that this simply is not the case. A man is a man and a sound is a sound.»   John Cage

Cage performed his Sonatas and Interludes in the spring of 1948 at Black Mountain College. In January 1949, piano virtuoso Maro Ajemian per​formed the New York premiere at Carnegie Recital Hall. The audience response was extremely positive and the performance was critically acclaimed in The New York Times. Ajemian's subsequent recording of the work has often been recognized as its definitive performance, especially since she enjoyed a close association with Cage (who helped with the piano's intricate preparation). But the performance on this recording fea​tures an artist who is one of a growing number of musicians intimately familiar with Cage's music and aesthetics. The task of preparing the piano (a nine-foot Baldwin concert grand) was approached with a discipline that would surely have pleased Cage. There is also a feeling for the work's large-scale form as well as an attention to rhythmic detail that makes this performance a remarkable modern reading of Cage's mid-century masterpiece.

©1996 David W. Bernstein Mills College, Oakland, CA 

The California pianist Julie Steinberg is an active propo​nent of new music whose performances of a diverse repertory that includes music by Olivier Messaien, Frederic Rzewski, Lou Harrison, and John Cage have received critical acclaim. Joined by violinist David Abel and percussionist William Winant, she is a member of the Abel-Steinberg-Winant Trio, a virtuoso chamber ensemble specializing in 20th-century music from the Americas and the Pacific Rim that has recordings on both CRI and New Albion. Steinberg frequently appears in duo recitals with violinist David Abel, and they have recorded two sonata programs on the Wilson Audio label. As a soloist, she has appeared with the Oakland Symphony Sound Spectrum, the San Francisco Symphony Mostly Mozart Festival, and the Berkeley Symphony. She has also performed with the Oakland Ballet Orchestra, the Oakland Symphony, the San Francisco Contemporary Players, and participates in the Chamber Music West Festival in San Francisco. As an assisting artist, she has performed in master classes with Jean-Pierre Rampal and Mstislav Rostropovich. Steinberg holds a Doctorate of Musical Arts from Stanford University with a specialty in 20th-century music and is presently on the faculty of Mills College in Oakland, California.

	John  CAGE
	Two, Five, Seven   (“Ten” и “Fourteen” из этого цикла и в том же исполнении, а также “Two - 5” см. ниже)
	1996
	55:26 77:25
	label: HAT HUT Records; rec. in 1996; limited release: edition of 2000 CD’s

Performed by IVES Ensemble & Mayumi Miyata [sho]

CD I:    1. Two - 4 (1991)         29’55”   (first recording)

2. Five - 2 (1991)           4’50”   (first recording)

3. Seven - 1 (1988)      20’01”   (first recording)

CD II:   1. Two - 6 (1992)         20’00”

2. Five - 5 (1991)           5’00”   (first recording)

3. Seven - 2 (1990)      52’05”

  The Ives Ensemble was founded in 1986 and consists of a steady pool of 13 musicians. The ensemble concentrates on performing non-conducted 20th century chamber music, with the music of Charles Ives, John Cage, Morton Feldman and Stefan Wolpe serving as a base. Various composers have written especially for the Ives Ensemble, such as John Cage, Richard Ayers, Ron Ford, Andrew Culver, Gerald Barry, [and others]. [кроме дисков Кейджа см. В их исполнении Morton Feldman]

  Mayumi Miyata was born in Tokio and started learning Gagaku, ancient Japanese court music, after graduating from Kunitachi College of Music. She participated in performances of Gagaku at the National Theatre of Japan from 1979, and gave her first recital on the Sho in 1983. Since then she has been recognized as an outstanding performer on the instrument and has given recitals throughout the world.

  The Sho, thought to originate from either the Indochinese peninsula of South-West China, is made of seventeen pieces of bamboo of varying lenghts. At the base of fifteen of these pipes a reed made of a copper alloy is fastened with wax. Two of the pipes lack reeds; the reason for this is unclear. The lower ends of the pipes are fixed into a bowl-shaped windchest ‘ho’. Breath blown in through a mouthpiece opened up on one side of the windchest causes the reed of a pipe to vibrate but only produces sound when a pipe’s fingerhole is stopped. The reeds of the Sho are free, i.e. they can produce sound both by ex- and inhaling, thus generating a continuous sound. In order to prevent moisture gathering on the reeds, as well as to stabilize the pitch and tone of the instrument, it is heated before and after performance.

    Referring to Arnold Schoenberg’s as well as his own music, Igor Stravinsky once pointed out the importance of numbers in musical composition. His remark illustrates an aesthetical attitude that characterizes a large part of artmusic since World War II: the tendency among composers to shift their attention from products to procedures, procedures in which numbers often play an important part. Contrary to the public opinion, John Cage wholeheartedly subscribed to this aesthetical attitude. “Most people who believe that I’m interested in chance,” he once said in an interview, “don’t realize that I use chance as a discipline — they think I use It as a way of giving up making choices. But my choices consist in choosing what questions to ask.”  Cage’s questions were asked in such a way that the answers could be given by means of numbers, which were generated by the one mechanism — not the oracular utterances — of the ancient Chinese book of wisdom ‘Yi Jing’. In spite of the unpredictability of the individual sounds, it was the composer who determined the overall character of the music, by assigning musical parameters to the numbers resulting from the chance mechanisms he used. 

The importance of numbers in the six works brought together on these discs is obvious, if only from their titles, which refer to the number of musicians involved. (The super-script in five of the titles indicates the ordinal number of a work within a series of works for the same number of performers.) But moreover, in all of these works Cage used a system of what he called ‘time brackets’, chance-distributed sequences of time units, within which the performers may start and stop sounds at their own discretion, thus allowing them to vary the duration of the sounds from very short to very long. Finally, the composer usually derived the pitches for each part by selecting them from a collection of chromatic pitches encompassing the entire range of the instrument. Cage’s description of such collections as neither scale nor row, “but a gamut to each element of which equal honor could be given”, implies that he considered the identity of each individual pitch paramount to the coherence between them. Apart from these general observations, the individual characteristics distinguishing the six compositions under discussion should be considered briefly.

Apart from these general observations, the individual characteristics distinguishing the six compositions under discussion should be considered briefly. In Seven, the duration of all time brackets is the same, with a single exception in each part. However, Cage varied the number of sounds per bracket, which is one in the parts for flute, clarinet and percussion, between one and three in the parts for violin, viola and violoncello and between three and five per staff per bracket in the piano part. Conversely, in Seven2 each individual part consists of brackets having different durations, each bracket containing only one sound. In addition, several of the time brackets in the latter work are substituted by silences except during one 'uninterrupted' passage in each part.These passages form a sequence, moving throughout the piece from percussion 2, bass clarinet, bass flute, contrabass, violoncello and percussion I to bass trombone.The low tessitura of Seven2 is a result of the nature of the instruments Cage used, not of any compositional procedure. In Seven, on the other hand, the frequent repetition of identical sounds in the individual parts for flute, clarinet and percussion results from a 'linear' mechanism regulating the succession of events by means of a chance-determined selection from two options: repetition of the previous sound, or selection of another.The sounds in the percussion parts of these pieces are notated numerically, and are chosen by the players; the sounds in the piano part of Seven were drawn by chance from a gamut including all possible intervals and chords consisting of three, four or five tones within in the range of a major ninth.

Between the time bracket structures of Five2 and Five5 a similar distinction can be made as was done between Seven and Seven2. On the one hand, the duration of all brackets in Five2 is the same, again with the exception of one bracket in each part.Yet the number of sounds per bracket varies between one and three. On the other hand, the brackets in Five5 have different durations, each of them containing a single sound.The bracket structure in Five2 is identical for all parts, the
exceptional shorter bracket being the third of a sequence of five brackets. However, the first two brackets of the timpani part and the last two of the part for English horn are replaced by silences, whereas the parts for the clarinets and bass clarinet contain all five brackets; consequently, the third bracket functions as an axis of symmetry. Both works contain several more references to their titles.Thus the number of performers equals the approximate duration of both pieces measured in minutes, and the percussion part of Five5 uses five different sounds. Both parts of Two4 contain thirty time brackets - different ones for either part -, which are grouped together into sections, three in the part for sho, a Japanese mouth organ, and four in the violin part.The number of sections relates to a distinguishing characteristic of each instrument.The sections of the sho part each last approximately ten minutes, marking off the natural maximum duration a sho can be played without the instrument going out of tune, since the wax surrounding the pipes, heated before performance, gradually cools down; therefore, the player has to change to another instrument at the end of each section. As a consequence at least two instruments are needed for a performance of this piece, one sho being heated while the other one is being played.The sounds in this part were drawn from a gamut including all conceivable single tones, intervals and three- to six-note chords within the entire range of the instrument. The Roman numerals used to number the sections of the violin part - each section having a different duration - also indicate the string to be played on.The bracket structure enables the violinist to play long passages without lifting the bow. According to Cage's indications, she moves between ordinario, sul tasto and sul ponticello, even during a single pitch.The pitches are micro-tones originating from a gamut having a range of a fifth, starting from each open string upwards; the first string of the violin being the highest, the range of the instrument moves downwards by fifths in the course of the piece. In Two4, the number of sounds per bracket is complementary for both instruments. In the violin part it varies between one and three, in the sho part between four and twelve sounds - or silences - per bracket.
In reference to its title, Two6 consists of a set of materials in six categories, three for each of both musicians, to be fitted in during performance into two different series of time brackets, one for each player. For both instruments, silence is one of these categories. In addition, the violinist may play excerpts from one or more of eight microtonal melodies similar in range to those in the violin part of Two4, in this case two rnelodies for each string. Furthermore, she may play a sustained double stop consisting of two pitches selected from a gamut of seven, which Cage had obtained by dividing the range of the violin, fifty-six pitches from g to d'"", into eight subranges of equal size and by the subsequent selection of a single pitch from each subrange. Similarly, the pianist may play one or more ascending gamuts from a set of six, which were constructed by dividing the range of the piano, eighty-eight chromatic pitches from A" to c'"", into eight subranges of eleven pitches each, and by the subsequent selection of zero to five pitches from each subrange. Finally, the pianist may play one or more of twelve 'extended lullabies', modified versions of Erik Satie's Vexations, which work consists of four alternately monophonic and three-part homophonic sections. In order to preserve the frequent chromatic alterations of Satie's piece, Cage, using chance, changed the order of the pitches or chords in each section, maintaining both the rhythm and the characteristic repetition of the penultimate note or chord, and subsequently selected one pitch from each chord in the three-part sections.
In the works recorded on these discs, the principle of numbers generating musical structures is ambiguous. On the one hand, numbers act as a means to control a wide variety of parameters in a systematic fashion. On the other hand, the music thus composed could have been different from what it is, since it came into being by means of chance mechanisms. Moreover, it was composed in such a way that the audible structure varies from performance to performance. This urge not to fix a piece, but to keep possibilities open, is another illustration of the characteristic tendency of musical modernism mentioned at the beginning of this text, since compositionally it means that instead of the product one creates, the materials and methods one uses come to the fore and attract attention. [...]

	John  CAGE
	Thirteen (1992)
	1993
	60:06
	rec. in 1993

"Thirteen": for Manfred Reichert and the Ensemble 13 (flute, oboe, clarinet in B flat, bassoon, trumpet in C, tenor trombone, tuba, 2 percussionists, 2 violins, viola, violoncello), commissioned by the City of Gutersloh.

performed by Ensemble 13 / Manfred Reichert

	John  CAGE
	Ten (1991) /      Ryoanji (1985) / Fourteen (1990)
	1994
	69:18
	label: HAT HUT  Records; rec. in 1994

Performed by IVES Ensemble

1. Ten —          30’17”   (first recording)

2. Rioanji —    19’09”

3. Fourteen — 19’52”   (first recording)

    Beginning with ‘Music for carillon no. 1’ of 1952, John Cage has often been using visual models as a means of composing. These models acted as “found objects”, with which the composer made an attempt to avoid control on the details of the resulting music, even if he determined the overall character by his design of the chance mechanisms within which these models operate. Thus, the starting point for RYOANJI, which Cage began in 1983, was the wish to compose a microtonal music for oboe with percussion accompaniment, the melodic part representing the stones, the percussion part the raked sand of the Ryoanji garden in Kyoto. Between 1983 and 1985 Cage composed additional melodic parts for voice, flute, trombone, and contrabass (to be performed alone or together in any combination), and arranged the obbligato percussion accompaniment for an instrumental ensemble consisting of any twenty instruments. (In the present recording, flute and trombone are combined with percussion solo.) For the melodic parts, Cage traced parts of the perimeters of fifteen stones from his own collection — fifteen being the number of stones in the Ryoanji garden, — resulting in a music of glissandi, to be played “like sound events in nature rather than sounds in music”. Rectangular systems act as enlarged staves within which equal space is given to each semitone. The flute plays in its lower octave only, and the trombone is an extremely low range, between F’’ and G’ sharp. However, each facing pair of pages is a separate section, having an individual range (varying between one and ten semitones) within the given ranges for both instruments. Since the vertical space of the rectangles never changes, the amplitude of glissandi varies from one section to the next. Thus, a sequence of variations comes into being, of which the variable reading of the given vertical space forms the latent theme. The percussion sounds “should have some life (slight changes of imperceptible dynamics) as though the light on them is changing”. Playing continuously, the accompaniment begins and ends a performance, whereas a silence of undetermined length separates each of the eigth sections of melodic parts.

    “FOURTEEN”, composed in 1990, is conceived for piano solo with flute (doubling on piccolo), bass flute, clarinet, bass clarinet, horn, trumpet, two percussion players, two violins, viola, ‘cello and contabass. Like in many of Cage’s later works having titles referring to the number of players involved, the composer used a system of what he called “time brackets”, chance-distributed sequences of time periods — different for each part — within which a sound or sounds may take place. These time brackets allow the musicians to vary the durations of the sounds from extremely short to extremely long. As a consequence, Cage prescribed unusual ways of playing in order for some instruments to be able to produce sustained sounds. Thus, the piano should be bowed by pulling fishing line or a  bundle of horsehair around the strings, and the unspecified percussion instruments should either be bowed or played with tremolo such that individual attacks are not noticeable. Since loudness is a function of the chosen duration, a balance in dynamics is obtained, in such a way that if the durations are long, the sounds should be soft; and if the sounds are short, they may be loud, though they need not be. The overall density in the course of the piece is differentiated by the use of five types of time brackets of different lengths, substitution of various time brackes by silences, and by variation of the nnumber of sounds per bracket. The result is a fundamentally unpredictable and kaleidoscopic combination of sounds, caused by a conception of musical space in which each sound, moving freely, is related to every other.

    “TEN”, composed in 1991 for the Ives Ensemble, is scored for flute, oboe, clarinet, trombone, piano, percussion, two violins, viola, and ‘cello. As in “Ryoanji”, the woodwinds, trombone and string quartet play microtones. And although — unlike in “Ryoanji” — distinct pitches are used in this work, their nature was again determined by the implications of a visual aspect of the notation. By using a system of arrows pointing upwards or downwards preceding the notes in three different positions — low, middle or high, — Cage was able to distinguish six pitch levels between two conventional semitones, or no less than eighty-four pitches per octave. Except for the piano and percussion, the instruments play within two overlapping ranges of a minor sixth each, sixty-four microtones in all, the flute, oboe and the two violins between c’ and a’, the clarinet, trombone, viola and ‘cello between g’ and e’. (The occasional downward extensions of these ranges in the viola and ‘cello parts and explained by octave misplacements in the manuscript.) Similar to “Ryoanji”, each of the melodic instruments has a changing individual range within the given range for both groups; however, rather than being clearly articulated by sections of more or less equal length, these variations in range take place at chance-determined points in time. Of the remaining parts, the percussion uses ten different sounds chosen by the player, and the piano three categories of sounds: plucked single tones, chords for which various playing options are suggested, as well as noises from the piano construction. As in “Fourteen”, a system of time brackets is used, the overall density being differentiated by the use of three types of time brackets of varying lengths. In this case, however, the melodic parts not only play single sounds, but also microtonal melodies of up to thirty-five tones per time bracket. Thus, the time bracket system causes variation in duration or in the tempo of the melodies, melodies that should be played like melismatic passages in plainchant. And, similar to “Fourteen”, loudness is a function of the duration of the sounds or the length of the melodies.  —  Paul van Emmerik, Sept. 1994

	John  CAGE
	In A Landscape
	1994
	59:24
	label: Katalist Records (USA)

perf. By Stephen Drury (см. тж.: Christian WOLFF) [keyboards].

   “had there been two compoSers

               You

      might haVe asked the other one

         to write your music.

            I’m glad

       i was the only one

                Around”

             John Cage, Empty Words.

In a Landscape — 09’42”

Music for Marcel Duchamp — 06’04”

Souvenir — 11’53” (first recording)

A Valentine Out of Season — 03’48”

Suite for Toy Piano — 08’10”

Bacchanale — 09’27”

Prelude for Meditation — 01’01”

Dream — 08’42”

  Revel in the gentle ambient works of John Cage — from his exotic prepared piano music to his most ethereal meditations. Renowned Cage interpreter Stephen Drury performs works for acoustic, prepared, electronic, and even toy piano (including the recording debut of ‘Souvenir’), embracing the compelling art of one of this century’s most influential masters. Stephen Drury, named 1989 Musician of the Year, is well-known as a champion of contemporary music, with a repertory ranging from the piano sonatas of Charles Ives to the works of John Cage and John Zorn. In 1988 - 89 he organized a year-long festival of the works of John Cage, which led to the composer’s request that Drury perform the solo piano part in Cages’s ‘101’, premiered in 1989. In 1991, Drury, with funding from Meet the Composer, commisioned ‘Carny’ from John Zorn and a work, left uncompleted at the composer’s death, from John Cage. Stephen Drury has an undergraduate degree from Harvard, and an Artist Diploma from New England Conservatory.

STEPHEN DRURY is well-known as a champion of twentieth-century music, whose repertoire extends from Bach, Schubert and Liszt to the complete piano sonatas of Charles Ives and music by John Cage, Elliott Carter, Frederic Rzewski, John Zorn, Morton Feldman, Gyorgi Ligeti and Luciano Berio. He has performed throughout the United States, Latin America, Europe and Asia, taking the sound of dissonance into remote corners of Pakistan, Greenland and Montana. He was a prize​winner in the Carnegie Hall/Rockefeller Foundation Competitions in American music, and the United States information Agency selected him twice for its Artistic Ambassador Program. Recipient of grants from the National Endowment for the Arts and Meet the Composer, Drury has commissioned new works from John Zorn, John Cage, Terry Riley, Lee Hyla and Chinary Ung. Stephen Drury teaches at the New England Conservatory of Music. He has recorded for Mode, Tzadik, Avant, New Albion Catalyst, MusicMasters and Neuma.

	John  CAGE
	Prelude For Meditation
	1993
	66:36
	label: HAT HUT  Rec.

Klebb [p]; Dahinden [tb].

1. Prelude For Meditation (for prepared piano) — 01’18”

2. Ryoanji (for trombone with percussion) — 17’10”

3. Two - 5 (for piano & tenor trombone) — 39’54”

4. Dream (for piano solo) — 07’59”

«Listen: you’ve heard everything.» 

                                         (Takahashi Shinkichi)

  Meditation not as a practice, but a state of mind, a place. This time, every place. Sound defining its space within. The space necessary for a single gesture, or more. The result is silence. Silence is not empty.

  Realized circa 1490 in Kioto, Rioanji garden consists of carefully raked sand, and fifteen stones, rising out of moss, in apparently random clusters of two twos, two threes, and one five. Unlike most gardens, Rioanji symbolizes a distillation, rather an a representation, of reality, meant to inspire contemplation and heighten awareness. John Cage first visited Ryoanji in 1962, and remarked that, due to the emptiness of the space, the stones could have been placed anywhere, to the same effect. Years later, Cage would create a series of drawings entitled ‘Where R = Rioanji’, tracing fifteen stones on an open back-ground, and compose a series of pieces entitled ‘Rioanji’, which could be combined in duo or orchestral form. In this version, which Cage approved and appreciated, four trombones are overdubbed, playing two octaves higher than the score indicates. The percussion part is played by mallets on the wood and inside of the piano.

  Rioanji (for Percussion): “At least two only slightly resonant instruments of different material (wood and metal, not metal and metal) played in unison. The playing begins anywhere about two measures before the instrumentalist or vocalist, continuing during silences between two songs or pieces, and ending about two measures after the instrument or voice has stopped. These sounds are the ‘raked sand’ of the garden. They should be played quietly but not as background. They should even be imperceptibly in the foreground. They should have some life (slight changes of imperceptible dynamics) as though the light on them is changing.” (John Cage).

  Rioanji (for Trombone): “Each two pages are a ‘garden’ of sounds. The glissandi are to be played smoothly and as much as is possible like sound events in nature rather than loud, as a rule, a rule that has exceptions...” (John Cage).

                 «All of us receive an empty body,

                  All of us take the universe’s breath.»

                                                           (Wang  Fan-Chin)

  Two: “The microtonal playing on the trombone is notated so that there are six steps between each semitone... Any changes of dynamics shoul be, like changes in breath, as imperceptible as possible. The piano should sound absent minded, without regularity or presence. If there is at some point a very short sound on the trombone it can be extremely loud, inexplicable.” (John Cage). If, with its deceptive simplicity and sparseness of gesture, purity of tone and unexpected sculpting of sound in open space, ‘Two’ inspires, like Rioanji garden, contemplation and a heightened awareness of one’s environment, it likewise reminds us of the quotation Cage attributes to both Elizabethan England and India: “The purpose of music is to sober and quiet the mind, thus making it susceptible to divine influence.”

                   «We fill empty space with dreams»

  Dreams translate internal reality into the vocabulary of external reality, turning impulse into image. If sound finds shape in the mind, is music the state of meditation between experience and dreams?

         Notes by Art Lange, 1993.

	John  CAGE
	Chamber Music:

“Music for Eight”
	1996
	72:16
	label: Musikproduktion Dabringhaus und Grimm

Ensemble Avantgarde:

Ralf Mielke, flute (1,4)

Matthias Kreher, clarinet (1, 4)

Bernd Bartels, trumpet (1, 4)

Josef Christof, piano (1) harmonium (4)

Steffen Schleiermacher, piano (1,2)

Stefan Stopora, percussion (1)

Winfried Nitzsche, percussion (1)

Andreas Seidel, violin (2, 5-8)

Tilman Büning, violin (2, 5-8)

Ivo Bauer, viola (2. 5-8)

Matthias Moosdorf, violoncello (2, 5-8)

+ Salome Kammer, voice (1, 3, 4)

1. Music for Eight (1984/85/87)
30’17

2. Five (1988) (1. Version)
5’07

3. Aria (1958)
9’08

4. Five (1988) (2. Version)
4’58

String Quartet in Four Parts (1949/50) (21'22):

5. Quietly flowing along
3'51

6. Slowly rocking
4'29

7. Nearly stationary
11'13

8. Quodlibet
1’35

MDG - Our Sound Ideal

All MDG recordings are produced in the natural acoustics of specially chosen concert halls. It goes without saying that our audiophile label refrains from any sort of sound-modifying  manipulation  with reverberation, sound filters, or limiters.

We aim at genuine reproduction with precise depth gradation, original dynamics, and natural tone colors. It is thus that each work acquires its musically appropriate spatial dimen​sion and that the artistic interpretation attains to the greatest possible natu​ralness and vividness.
Complete information about MDG productions – catalogue, booklets, table of contents – are available for consultation by the visually impaired in Braille and on databases.

John Cage, Music for...
And he came to the conclusion: “It was only a dream. For, so his knife-sharp decision, what can't be, can't happen.”
(Christian Morgenstern)
Sometime in 1990 the flautist Eberhard Blum gave me a piano part by John Cage. One of the two piano parts for Music for... No, I was told, there wasn't a score for it. No, I didn't have to know what the others would be playing. Yes, one could combine all the parts or omit some. Anyway, we'd only be performing it as a duo. No, the parts hadn't been composed at the same time, and, yes, Cage would be composing fur​ther instrumental parts. We'd only play the first twenty minutes; after all, one was free to choose and perform any coherent sec​tion from the piece. No we didn't have to begin together.... This was not my first en​counter with John Cage's music, but I was confused somehow nonetheless. So I be​gan practicing my part. And to make the many decisions that Cage leaves up to the interpreters, most of them having to do with meter and thus with tempo. At the beginning of each section Cage had indi​cated an interval of time within which one was to begin, and at the end the interval within which one was to conclude. If one chose a late entry time and an early ending
time, then one had to play the section very fast but had more time to rest (a great en​ticement, right!?). I chose my time intervals completely independently of Eberhard Blum, and so that some were to be played fast, others more slowly, so that some pas​sages followed almost in immediate sequence, while others offered me the oppor​tunity for a full minute's rest. Nonetheless I was still unsure about the chance quality of that which was to be heard together when it was performed. Yes, I know that was how the composition was supposed to be, a work that could be performed very differ​ently each time it was performed, even when the same instruments were em​ployed. Was it that Cage didn't really care about harmony and dramaturgy? This piece (and others followed it) somehow shattered my idea of composition, such as I had learned it (and practiced it). It was with ex​tremely mixed feelings, so I recall, that I went to my first performance of Music for Two (the variable number of instrumental​ists completes the title of the composition). I was pleasantly surprised that the piece somehow functioned. And I thought of the text by Morgenstern cited above. Can something that wasn't planned (or only planned as one of very many other possi​bilities) make coherent musical sense? Can something that is not meaning-full be meaningful? Or is it meaning-full? During the first performance I stubbornly main​tained the times I had worked out with myself, but during later performances in a wide range of instrumental combinations with our ensemble, some of them quite outlandish, I made spontaneous decisions (from within the range indicated by the composer in the time brackets) in keeping with what I felt was right at the moment. I might let silence or a set atmosphere lin​ger on, delaying my next entry as long as possible, or I might participate in set ac​tions, beginning earlier with a passage and thus playing it somewhat more slowly. The possibilities are many, and during the many different performances I too developed a certain feel for was going on in the parts of the other instruments and knew more or less what was coming in each part. More​over, almost all the parts are of similar struc​ture. There are ‘virtuoso’ passages, usu​ally exploiting the full tonal range and play​ing resources of the instrument concerned, the so-called interludes not admitting of time delays and consisting of a few series of notes similar in all the interludes, and the long tones intended for repetition and pro​ducing a sort of harmonic background to​gether with the other parts. The more in​struments involved, the greater the prob​ability that several instrumentalists follow​ing their own personal time pattern will come to a passage where they suddenly race in on a tone and repeat it. There were also performances where everyone suddenly came to such a passage, and the re​sult almost sounded like medieval music, like Perotin, because fourths, fifths, and octaves were what mostly were layered up one on top of the other. If the instrumental parts are prescribed down to the last detail ex​cept for the time flow (the percussion parts are a special case: here the players have to choose the instruments, but not without set guidelines), then the voice part is rather free. Here all that is indicated, except for the usual time brackets, are relative durations, rela​tive pitches (high, low, etc.), and conso​nants, sometimes in connection with vow​els, sometimes standing alone. At first glance the voice part does not at all seem to fit in and has a very irritating effect, espe​cially since there are always passages of a high degree of “Lucullan irritation”, where the voice part comes hissing in or carries on in an unintelligible language. But it was pre​cisely in this function that I somehow took a liking to it. And, as a matter of fact, I have my favorite instrumental combinations for the piece. We've recorded one of them. Count​less (?) others would have been possible.

Steffen Schleiermacher

John Cage, Five

During the last years of his life Cage composed a whole series of pieces with titles referring only to the number of inter​preters. The instruments or voices for most of these ‘number pieces’ are specified; in others the instruments or voices may be chosen at random provided that they have the necessary range. In some pieces the tone material is left up to the performers; all they receive is a sort of timetable within which they are to order the tones of their choice. Five, a work composed in 1988 for the Witten Days of Contemporary Cham​ber Music and dedicated to the festival's then director Wilfried Brennecke, belongs to the second category: the pitches and the dynamics are set, but the instruments (and with them the tone color) are left up to the interpreters. Each part (there are no scores for the time pieces) consists of five lines, and each line has a maximum of three notes. As in the case of Music for.... each line has its so-called time brackets: indica​tions of the time intervals within which the interpreter may begin her or his action. And a time interval within which he or she has to end it. A note line may last for a very long time, but a version with relatively short notes and longer rests would be just as possible. Despite the relative rigidity of the time brackets, each interpreter may decide at (almost) any moment when he or she wants to render her or his tone material into sound, which harmony (or which single tone or rest) is to occur at which given time. As a result, each performance is different, and unforeseen tones and sequences are produced each time. Our concern in our two versions was not to present entirely different versions. Only instruments on which tones are produced by breath (or by a vi​brating air column) are heard in Version 1. Only stringed instrumens are heard in Ver​sion 2. The tones of the grand piano were not produced by pressing the keys but by quasi-bowing of the strings with bow hairs – a method that Cage himself prescribed for certain sections in the piano parts in Music for... as well as in other works.

Steffen Schleiermacher

John Cage, Aria

As a vocal soloist, I am used to working with scores where everything is set forth in very precise musical terms. I try to identify the composer's world of ideas from the no​tation and its wealth of detail and keep on studying it until I have found my own inter​pretation. My freedom usually consists, as contradictory as it may sound, in this strug​gling with the givens of the musical text.

When I picked up John Cage's Aria, my first reaction to the total imprecision of this text, to its rather haphazard graphics, was one of great resistance. Nothing in this text was fixed in the usual manner, and thus I was reluctant to assign it the status of a serious work of music. I could not bring myself to accept the fact that Cage had spared himself the act of composition so as to play the role of the smiling inventor of my tonal fantasies. With ambiguous, color​ful, and fanciful, wavy lines as my guide, the interpreter was supposed to invent all the tones myself and take on a task at the very heart of the composer's trade.

Question followed question: Was there any tonal system at all? If so, which? Where should I introduce rhythms, how long should the rests be? How are the rests, re​sulting from the graphics, to be under​stood? Are they an expression of tension or release of tension? What did this meaning​less text mean, a text Cage had written in five different languages over the colorful wavy lines? Which vocal styles should I choose from the song styles that he wanted to have assigned to the different colors of his lines? There were no indications of pitch or duration. I oriented myself as best I could by the proportions of the graphics and tried out my voice. Cage had drawn small black squares between his lines in a lot of places. Here one was not to sing but to make noises. So I began to click my tongue, to grunt, to roar, to yawn, to groan, to growl. And it was not long before I found myself caught up in it all, in the creative game that the genial experimenter wanted to play with me. I sensed that he had even some​how taken my resistance into account by confronting me with ever-changing ques​tions. I went on an adventurous quest for all my ‘voices’. I alternated between blues, pop, sprechgesang, opera, gospel, baby talk, and so on. I wandered around in my present and past. I discovered more and more about myself – or was it that I discovered what Cage wanted from me. namely his Aria?

And so here is my version of the Aria. It is the result of my own very personal ad​venture with this piece and along with it with my voice, my education, and my hard-earned understanding of music. This Aria is only one of countless many other possibili​ties. But isn't it a liberating realization to be able to say that about oneself? Cage brings out the philosopher in all of us.

Salome Kammer

John Cage, String Quartet in Four Parts

“The theme of the String Quartet in Four Parts is that of the seasons, but the first two movements also refer to places. The theme of the first movement is sum​mer in France, while that of the second is autumn in America. The third and fourth movements refer to musical themes, with winter being represented as the canon and spring as the quodlibet.” -- (John Cage)

The String Quartet in Four Parts stands out from the other works selected for the present recording in that here Cage virtu​ally eliminates the element of chance in musical constellations: all the pitches are indicated, and rhythm, tempo, dynamics, and meter are prescribed. Only the speech of the layered flageolet chords (sometimes!) seems to follow a certain aleatory logic, this owing to the elimination of vibrato expres​sion and the prescription to play with bows that have hardly been tightened at all. At the time of the quartet's composition in 1949-50, Cage was evidently interested in doing without what most people must have thought of music as being up until then, namely an exaggerated, overly romantic expressive idea seeming to admit of real​ization only through increasingly subjective interpretation. Cage's aim in his attempt to do without that individual element of inter​pretation was to create the necessary space for the structure inherent to the four very different movements. The hearer is forced to focus on more rational content. The re​sultant incorporeal sound recalls gambas and reflects, intentionally so, a musical ex​pression relying primarily on harmony, var​ied repetitions, and rhythmic shifts as rep​resentational means. Was Cage drawing on music of the pre-Monteverdian period here? The answer to this question would not get us much beyond conjecture.

There is an exact prescription of each string to be employed for the instrumental​ists, and precisely defined tones are as​signed to each string. The middle strings of the violoncello are tuned down a half tone – a double scordatura – for the production of the desired flageolets, double stops, and so-called aggregates.

The resultant rhythmic structure is nu​merically determined by the composer: each musical unit and its incorporation into larger contexts is linked to the number 22. Each structural unit in the work consists of 22 measures, and the quartet as a whole is constructed from 22 such units (22 x 22 = 484 measures). The numerical pairs in Cage's introduction (2.5 + 1.5, 2 + 3, 6 + 5, 0.5 + 1.5) are multipliers for 22 and, when multiplied by 22, produce the number of measures in the movements: (2.5 + 1.5) x 22 = 88 in the first movement, (2 + 3) x 22 = 110 in the second, (6 +5) x 22 = 242 in the third, and (0.5 + 1.5) x 22 = 44 in the fourth. In keeping with its content, the third movement is exactly as long as the other three movements together. Cage also de​rives all the internal structures of tension, release of tension, and cadencing from these strict mathematical proportions. He speaks of “microscopic and macroscopic phrasing” and means by this the strict mir​ror relations of the small in the large and of the large in the small.

Among Cage's large numbers of works, it is in the String Quartet in Four Parts that his procedure for strict limitations on the freedom of composer and interpreter reach their culmination. A little later chance deci​sions function as openers for what in this respect amounts to more liberal treatment and greater independence. The subject re​turns to the scene in a new quality. The interpreter participates in the compositional process.

Matthias Moosdorf

Ensemble Avantgarde

The Ensemble Avantgarde is a group of young Leipzig musicians dedicated to the performance of twentieth-century music. The ensemble's work focuses on premieres, contemporary works, and the performance of the classics of modernism. Guest appear​ances have taken the ensemble on tours of various European and South American countries. The ensemble presents the Musica Nova series at the Leipzig Gewandhaus and is regular a guest at Berlin, Dresden, Cologne, and Frankfurt festivals. It received the Siemens Foundation Prize in 1992 and the Schneider-Schott Prize of the City of Mainz in 1993.

	John  CAGE
	Double Edge
	1997
	61:28
	label: Composers Recordings (New York)

Double Edge is: Edmund Niemann & Nurit Tilles  -- Duo-Pianists

1. Two #2 (written for Double Edge)                     32’ 50’’

2. Experiences                                                          02’ 44’’

3. - 5. Three Dances (for two prepared pianos)    25’ 41’’

  While John Cage is often thought of only in terms of a single stance — the avantgardist using chance operations to shake up musical traditions — the reality of his life and work is much richer and more complex. Heard without knowing their origins, the three works on this recording might easily be taken for the music of three different composers.

Modest and lyrical (EXPERIENCES)

Experiences was composed in 1945 as an accompaniment to the dance of that name by Merce Cunningham. As with so many of Cage’s dance collaborations in this period, the music is modest and understat​ed. At this time, he was living in New York City with practically no money at all: he took up residence in a large, mostly empty loft in a shabby Lower East Side building. Since he had no connections co large performing ensembles, Cage’s music of this period was written for small audiences in small spaces using as few resources as possible. That Experiences uses two pianos is an extravagance; almost all of the Cage-Cunningham collaborations of the 1940s involve piano solos. Perhaps the hall they booked for this concert had extra space in the pit.

Cage’s dance pieces were ephemeral as well, being used for one or two concerts and then put aside. His catalog of works lists only four performances of Experiences in the period 1945-1949; Cage performed in all four (twice with Maro Ajemian, for whom he later composed his masterwork Sonatas and Interludes). The work was filed away and forgotten after this, although he did write an Experiences 2 in 1949, using the same structure and melody, this time in a composition for solo voice. That piece was performed once.

Cage’s style here is simple, open, and lyrical: his indebtedness to Erik Satie is clear. The pacing and structure of the melodies — and of the lengthy pauses — was certainly determined by the phrase structure of the dance (this was before he and Cunningham devel​oped a way of collaborating while working in complete independence of one another). The effortless spinning of these flat, gently-inflected lines within the predefined time structure of the dance gives the com​position that classically Cage/Satie quality of being a music that takes up space.

Dynamic and virtuosic (THREE DANCES)

Although it is hard to imagine. Three Dances for Two Prepared Pianos was premiered just a little less than two weeks after Experiences . The pieces could hardly be more different. They high​light the difference between two styles — the two voices — of Cage’s music in the 1940s. The dance works written for the practical pur​pose of accompaniment are understated, simple, lyrical. Three Dances, on the other hand, was written for the concert stage — specifically for the prominent duo piano team of Arthur Gold and Robert Fizdale. As a result, it is virtuosic in temperament; bravura, ambitious, physically energetic, intricate. The syncopations and cross-rhythms fly by, leaving one breathless. The complexities of the piece are compounded by the use not of Just a pair of pianos, but a pair of prepared pianos. Here, the insertion of objects between the strings (screws, bolts, pieces of plastic and rubber) transform the pitches of the pianos into a kaleidoscope of noises. The tumult of bangs, thuds, buzzes, and gongs can be exhilarating.

And it is not just the performers who show off in this piece; Cage’s compositional plan is ambitious as well. Where the structure of Experiences follows the phrases of the dance, that of Three Dances is a carefully and elaborately planned series of durations, engineered so that the larger units are perfectly mirrored at the small scale, even as the tempo changes from section to section. As with all of Cage’s concert music, there is something monumental about this piece. The difference between Experiences and Three Dances is the difference between speaking to an intimate gathering at a dance recital and to a packed concert hall audience.

But if it is a concert work written in a distinctly concert style, why is it titled Three Dances? In 1948, Cage said that the title was the result of a «passing remark» by Virgil Thomson regarding Cage’s long-standing affiliation with dancers and the importance of dance to his work. «The Three Dances are written as a gesture of friendliness towards the dance as an art,» he explained. Dance responded a few years later: in 1947, Merce Cunningham choreographed his «Dromenon» to the music of Three Dances.

Spacious (TWO2)

That Two2 presents such a difference in style from the other works on this disc is no cause for surprise: it was written in 1989, nearly a half-century after the two-piano works of the mid-40s. Much had happened in the intervening time, not the least of which was Cage’s adoption of chance procedures in composition. But much is similar. Just as Three Dances was written for Gold and Fizdale, Two2 was written expressly for Double Edge. And again Cage was inspired by a passing remark, this time by the composer Sofia Gubaidulina: «There is an inner clock.»

This statement inspired Cage to compose the work in such a way that time is measured entirely intuitively and cooperatively, with no recourse to an external device such as a stopwatch. Unlike the other «number pieces» of the late 1980s and early 1990s, Two2 is not built from a series of «flexible time brackets» that are adhered to with the use of a clock. Instead, the composition consists of thirty-six lines of music, each line containing 5 measures. Within each 5-measure line, the following number of events occur: 5-7-5-7-7 (based upon the syl​labic structure of Japanese renga poetry). Chords and single tones are scattered within the measures. The two pianists are somewhat inde​pendent of one another: their chords and tones have no precise time relationships to each other. However, neither may move from one measure to the next until the other has completed their music and is also ready to move on. The result is a situation in which the two players must listen to each other and become aware of the effects of the «inner clock».

Even though the chords and tones themselves stem to a certain degree from chance operations, Two2 has a voice — it communicates a sonic vision. As with many of Cage’s later works, it speaks to us of space and the independent-yet-interpenetrating universe of sounds. Each sonority in each pianist’s part arises of itself and resonates from its individual center, moving outward through the space. The effect is reminiscent of the star-map pieces, especially the Etudes Australes for solo piano. But in Two2 the intuitive timing, the carefully-arranged use of repetitions among the chords, and the two-piano medium conspire to create an uncertainty — a blurring — of the sound in space, as if we were seeing stars through a nebula. Two2 is written in the form of Japanese renga poetry, but it reminds me of a haiku by Issa:

“Summer night — 

even the stars 

are whispering to each other”

-- James Pritchett

	John  CAGE
	Music For Merce Cunningham
	1988 
	74:04
	label: Mode

Takehisa Kosugi [violin, live electronics, bamboo flute]; Michael Pugliese [9 clay pots]; David Tudor [live electronics].

1. Five Stone Wind  55:02

2. Cartridge Music   18:53

 One day during the spring of 1988  I was having a telephone conversation with John Cage. He was speaking of his new “clay pot drums”  modeled after African “Udu” drums. Since Mr. Cage is always full of unique musical ideas I got very excited when he told me I was to perform on these drums for the new Merce Cunningham dance “Five Stone Wind”.  I then visited Cage’s home to see the drums and discuss the particulars of the composition. There were nine drums in all, varying in size and pitch. Oval in shape with a jug-like opening, each drum has one hole in its side for tone production. Either hole can be struck, rubbed or shapped with hands or fingers to produce a jug-like sound. When the body of the drum is hit, a ceramic sound is made. A time-frame was given according to the length of the choreographed dance. Chance operations are used for each performance to determine when to begin and end musical events, which drum to use, what to play on the drums.  — M. Pugliese.

О Каннингеме

...Между Каннингемом и Барышниковым возникает не традиционный пластический диалог, а нечто вроде абсурдистского разгово​ра на разных языках. Эффект, однако, не комичен, а лиричен. Конечно, это не танец, но кто, как не Мерс Каннингем, последние сорок лет переворачивал представления зрителей о том, что же такое современный балет. Танец когда-то должен окончиться, говорит Кан​нингем, но тело способно впитать всё оттанцованное и выразить весь свой опыт в двух-трёх простых шагах.

Впрочем, как любой патентован​ный новатор и провокатор, он не мо​жет довольствоваться этой сентимен​тальной истиной. На гала-концертах в Линкольн-центре Каннингем показал ещё один свой новый балет — «Двуно​гие» на музыку Гэвина Брайарса. Здесь он как раз пытается наладить диалог, но эта попытка оказывается ещё более драматичной, потому что он сталкива​ет на сцене реальных и виртуальных танцоров. Угловатые компьютерные силуэты, похожие на быстрые каран​дашные наброски, появляются то там, то здесь, то неуклюжими карликами, то мускулистыми великанами. Они весьма изящны и выразительны. Они оставляют после себя частокол виртуальных шестов и предательски исчезают, едва только между ними и актёра​ми из плоти и крови возникает подобие партнёрства.

Четырнадцати «настоящим» тан​цовщикам в серебряно-голубых ку​пальниках приходится непросто. Бес​телесные партнёры оказываются под​вижнее, пластичнее, выносливее и просто остроумнее. Впрочем, компью​терные фантомы, придуманные ху​дожниками Шелли Эшкаром и Паулем Кайзером, в конце концов стано​вятся жертвами своих собственных не​ограниченных возможностей. Каннингем вовсе не собирался издеваться над живым танцем и ставить крест на воз​можностях человека. Его трёхмерная видеоигра, в сущности, является ро​дом пластического дизайна. И весь «движущийся декор», как назвал свою фантазию сам хореограф, приучает зрителя к мысли, что актёру вскоре придется уступить часть своей безраз​дельной власти над сценой.

В Париже в рамках фестиваля «Париж, Летний квартал» отпраздновала 50-летний юбилей труппа легендарного американского хореографа-модерниста Мерса Каннингема. 

83-летний Мерс Каннингем (Мегсе Cunningham) так давно ходит в отцах-основателях и реформаторах, что к рубежу веков его молодые современники как-то подзабыли, что идейный противник самой Марты Греам, многолетний любовник и соратник Джона Кейджа, ближайший друг Роберта Раушенберга все еще руководит хоть и малочисленной (15 человек), но мобильной и качественной труппой, все еще ставит спектакли и разъезжает с гастролями по разным странам. Фанаты мэтра, досконально проштудировавшие заумь его теорий, композиционные принципы и структуру тренажа, получили редкую возможность просмаковать вживую давно знакомый по пленкам хрестоматийный балет 1965 года «Как пройти, ударить, упасть и пробежать» (How to pass, kick, fall and run), отследить легкие изменения в величественном «Океане» (Ocean) и упоительных «Пляжных птицах» (Beachbirds), насладиться свежеизготовленными фрагментами. Но для многочисленных неофитов очередная вариация каннингемского «События» (этот цикл, начатый еще в 1964 году, представляет собой вольные композиции отрывков из разных произведений мэтра и насчитывает более двух сотен комбинаций) стала настоящим открытием, не менее ошеломляющим оттого, что оказалась всего-навсего «хорошо забытым старым».
Дело в том, что Мерс Каннингем, в отличие от своих коллег-балетмейстеров, напрочь отказывается занимать публику чем бы то ни было (драматургией — что сюжетной, что музыкальной, зрелищностью, собственными откровениями, телесной красотой артистов, их индивидуальным мастерством и темпераментом), полагая, что все эмоции должны привноситься в хореографию извне — самой публикой. Подобно своему идейному наставнику Кейджу, хореограф заставляет зрителя вслушиваться в себя, извлекать из недр ленивой, жаждущей развлечений души ему самому неведомые эмоции и мысли. Как правило, сначала — раздражение.
Смотреть большинство балетов Каннингема неудобно. Все сухо, бесстрастно, расчетливо и высокопарно. Здесь нет понятия авансцены, задника, кулис, все точки пространства одинаково важны, и любая может в любой момент оказаться центром композиции. Нет линейного развития спектакля с обязательными началом, серединой, финалом: складываются-распадаются группки; чередуется моторность и статика; кто-то зигзагом осциллографа прошивает пространство; кто-то застывает, как капля магнезии на игле шприца; кто качается монотонным маятником, кто бьется лихорадочным пульсом.
Танцовщики скованы жестким регламентом. Самовыражение исключено: паутина выверенных па исключает любое проявление индивидуальности. Артисты Каннингема — краски на полотне, вехи в пространстве, носители движения, функции хореографической алгебры. Все взаимозаменяемы. Разницу между полами хореограф видит лишь в том, что женской особи лучше дается плавность замедленных до беспредела движений. Источник вдохновения он находит в зоопарке, наблюдая за змеями, лягушками и павианами.
При этом сам хореограф главными качествами своего артиста считает силу и ментальную открытость. Сила нужна для того, чтобы воплощать любые фантазии мэтра. (Лет семь назад на мастер-классе Каннингема в Москве отечественные неофиты пробовали самое элементарное — скажем, попрыгать раз пятьдесят на одной ноге, резко ее сгибая, с другой ногой, прижатой к груди, с корпусом, прижатым к поджатой ноге и головой, свернутой набок. Больше 30 прыжков не вынес никто.) Ментальную открытость мэтр понимает как готовность к любым экспериментам. Так, идеально сложенного, безупречно техничного танцовщика мэтр выгнал за то, что тот упорно хотел танцевать под музыку — стало быть, не был достаточно открыт.

С музыкой, как и с Кейджем, у Мерса Каннингема всю жизнь были особые отношения. Ставит он в тишине с хронометром в руках (ибо «время — это длина волны, которую требует саморазвитие движения»). Поэтому звуковое сопровождение артисты часто впервые слышат прямо на сцене и должны действовать, невзирая на помеху (называется это синергией: публика кушает отдельно мясо, отдельно гарнир). Ставит, возведя в культ случайность; иногда выбирает порядок движений с помощью брошенной монеты. Ставит по видимости неестественно. Но танцовщики труппы должны выполнять движение буквально, не задумываясь над его смыслом и логикой (класс мэтра сделал любую неестественность законной и приемлемой).
И в эту хореографическую тюрьму — и в труппу, и в нью-йоркскую школу Каннингема Westbeth — вот уже полвека рвутся все новые и новые волонтеры. А избалованные зрелищами парижане радостно подвергаются добровольной пытке самокопания. Мэтр по-прежнему держит весь мир в ежовых рукавицах ортодоксального модернизма.

--- Коммерсантъ

	John  CAGE
	Pianos And Voices                  (John Cage / Meredith Monk)      
	1992 
	64:38
	Meredith Monk - см. тж. в: “Jazz” section

label: Koch

Anthony De Mare [p, voc].

A virtuoso performer of 20th-century piano music, pianist Anthony De Mare has received many honors, including two grants from the National Endowment for the Arts in 1986 and 1990, 1st Prize at the 1983 International Competition of Contemporary Piano Music and both 1st Prize and Audience Prize at the 1982 International Gaudeamus Interpreters Competition in the Netherlands.

       As Cage once said of performing his music, “You can’t do anything, but anything goes.”  The piano music by Cage and Monk should share a recording is not an obvious idea, their music produced by different techniques and coming from different impulses. But Cage and Monk like each other, and their piano music gets along too, sharing more than simple unconventionality of sound or shape. Both Cage and Monk think of music always in terms of specific performance, concerning themselves with the sheer physical nature of the sound and the physical act of making the sounds. In both cases much of their piano music is dance inspired, placing primary interest in rhythm. And both composers make unusual demands upon the performer.

	John  CAGE
	Freeman Etudes (Book Three and Four)
	1994
	51:09
	label: Mode Records (New York)

Etude #17 - 32 composed: 1980, 1989 - 90

performed by Irvine Arditti [violin]

This recording presents the second half of John Cage’s Freeman Etudes for violin. Those who have heard the previously-released volume of this work will already know what to ex​pect: the bewildering complexity and intricacy of the etudes and the astonishing virtuosity of Irvine Arditti’s performance. This music is so dif​ficult for composer, performer, and listener alike because every note is completely isolated from every other note, with each detail—dynamic, bowing, microtonal inflection, duration— determined separately for each of the thousands of events in the piece.

Cage wanted to make a music that was almost impossible to play, so that the overcoming of these difficulties could serve as a demonstration of «the practicality of the impossible.» The violinist is thus a model for society by showing that no project is too difficult to pursue, provid​ed that one is committed to the hard work necessary for its completion.

Arditti’s mastery of the Freeman Etudes is the product of such hard work. But he goes further:

he is continuously improving on his performance, playing faster and faster at each performance. This treatment of the etudes as an ongoing project played a pivotal role in the history of the work, a history in which I had the honor and pleasure of playing a role (albeit a relatively small one). Cage was commissioned in 1977 by Betty Freeman to compose the etudes for the violinist Paul Zukofsky. Cage, following the example of his earlier Etudes Australes for piano, planned a set of thirty-two etudes divided into four books of eight etudes each. Tracings of star maps would determine the rhythms and pitches, and then I Ching chance operations would determine every other aspect of every note—bowing style, dynamic, duration, micro​tonal inflections, and so on.

Zukofsky had asked Cage to write violin music that was precisely notated, but he surely had not expected the bewildering profusion of details in the music that Cage was composing. He began to have doubts about the entire pro​ject. «While every event was in and of itself completely playable» he noted, «a quick suc​cession of events was something else again, and in many instances was quite unplayable due to the constraints of time.» Zukofsky pressed Cage to change the etudes, asserting that they were impossible to play as they were. Cage, who saw the «practicality of the impossible» as the theme of all his etude sets, was unreceptive to this suggestion. Ultimately, he changed nothing, only suggesting in his performance note that the duration of each measure of the music was flexi​ble. The duration of a measure «should be short rather than long,» he instructed, «as short a time-length as his (the violinist’s) virtuosity permits, circa three seconds».

Because of the elaborate compositional sys​tem and the back-and-forth consultations with Zukofsky that it entailed, it took Cage three years to complete the first seventeen etudes. With the eighteenth etude, however, a serious problem emerged. The densities of notes had been determined by the coincidence of three random factors: a series of I Ching hexagram numbers which gave the number of notes in a given section of the piece, the number of star colors to trace in that section, and the density of stars in that part of the sky covered by the par​ticular star map used. In the eighteenth etude, these factors conspired to produce outrageous numbers of notes in relatively tiny spaces of time. In the middle of the etude, for example, there is a passage of thirty-seven attacks within one measure, each of these having a unique dynamic, the pitches jumping wildly and unpredictably over a four-and-a-half-octave range. In the published score, this passage and others like it are notated simply as a series of closely-spaced lines; too tightly-spaced to be printed, the notes themselves are given in nearby «blow-ups.»

If Zukofsky felt that the first two books of the Freeman Etudes were unplayable, then there was no possibility that he would even attempt the eighteenth etude. Cage, reluctant to press the matter, simply stopped composing right in the middle of the piece. Now even he was con​vinced that he had gone too far, that his compo​sitional process had run amok and created music that could never possibly be performed.

Zukofsky thought that since the more difficult etudes could not be played live, they would have to be created artificially on tape and released in recorded format only. Cage, clinging to his vision of the solution of impossible prob​lems, disliked this plan. Reluctantly, he had to admit his inability to continue. He packed up the unfinished manuscripts of the last fifteen etudes and went on to other projects.

This was the state of things from 1980 until 1989. In the meantime, the first sixteen etudes were published and performed. In particular, Irvine Arditti was drawn to these pieces. He not only refuted Zukofsky’s claim that they were un​playable, but played them even faster than the three-second-per-measure tempo given as a probable maximum in the score. In the summer of 1988, he played the sixteen etudes in fifty-six minutes, hence at a tempo of two-and-a-half seconds per measure. He continued working diligently at them, trying, like a track-and-field athlete, to improve his times. By the end of that same year, he had taken ten minutes off his total performance time—down to a tempo of only two seconds per measure. Cage, hearing Arditti’s performances, was impressed and baffled at the same time: he did not understand why Arditti continued to play them faster and faster. In directing the performer to play a measure in «as short a time-length as his virtuosity permits,» Cage was thinking of this duration as a fixed quantity, different for each performer. Arditti, however, had interpreted Cage’s direction in an open-ended way: he thought that it meant to play «as fast as possible». Hearing this, Cage realized the solution to his problem: in those passages of the eighteenth etude where there are an impossible number of notes, the performer would be instructed to play «as many as possible.»

So it was that, after having let them sit in a drawer for nine years, Cage again took up the unfinished Freeman Etudes. But now a new diffi​culty arose: after such a long break, he did not recall the details of the complex system he had used to compose the pieces. Even worse, the etudes were at different stages of that process, and within the troublesome eighteenth etude, the state of completion varied from measure to measure. His working notes were of little use: the long lists of pitches, numbers, and cryptic abbreviations were practically indecipherable. From the distance of nine years’ time, the Freeman Etudes might as well have been composed by a stranger.

It was at this juncture that I entered the picture. I met John Cage in 1984 when I began working on my doctoral dissertation in musicology. My subject was his chance compositions of the 1950s: I took his manuscripts and recon​structed the precise systems of composition used to create each work. In a few cases these systems had been described by Cage in his writ​ings, but in others the procedures used were a complete mystery to me—and, after a thirty-year interval, to Cage himself. Over the next few years I spent many hours at his home poring over his old papers; I completed my dissertation in 1988. The problems I had addressed in my work were identical to those that Cage was fac​ing in completing the Freeman Etudes, and so in 1989 he called me up to ask for my help. I was delighted, since I had been trying to find some way to repay him for his kindness and openness during the course of my dissertation research. In September he gave me all the manuscripts for the last etudes and asked me to tell him what he needed to do to finish them. I delivered a report to him a few weeks later, and he began compos​ing again. The Freeman Etudes were finally completed early in 1990, thirteen years after they were begun.

Considering his role in the history of the final sixteen Freeman Etudes, it is fitting that Irvine Arditti should be the first to record them. Hear​ing his playing, one can easily imagine how Cage would be inspired by it to resume work on his impossible violin music. As I am writing these notes, the recording session for this com​pact disc is still in the future: I’ve yet to hear Arditti’s solution to the eighteenth etude. But his approach to the etudes is still that of an ongoing project in increasing virtuosity; however many notes he plays here, and at whatever tempo, his work continues. Even as you are listening to this recording, it is quite likely that, somewhere, Irvine Arditti is practicing the Freeman Etudes; by tomorrow, or next week, or next month, there is no telling to what impossible heights he will have climbed.

-------- James Pritchett

	John  CAGE
	The Piano Concertos
	1997
	73:55
	label: Mode Records (New York)

1.- 3. Concerto for Prepared Piano and Orchestra (1951) performed by Stephen Drury [prepared piano]; Callithumpian Consort of New England Conservatory; Charles Peltz [conductor].

4. Concert for Piano and Orchestra (1957 - 58), performed by David Tudor [piano & live electronics]; Ensemble Modern; Ingo Metzmacher [conductor].

5. Fourteen (1990), performed by Stephen Drury [prepared piano]; Callithumpian Consort of New England Conservatory; Stephen Drury [director].

The Piano Concertos of John Cage collected on this disc are the three works John Cage created for piano solo accompanied by chamber orchestra. But «accompanied» is hardly the right word, for in these works the orchestra assumes a role of equal importance, surrounding, amplifying, and providing a context for the soloist. Indeed in the Concerto for Prepared Piano and Chamber Orchestra, the orchestra seems almost to lead the pianist. In each of these works, the orchestra consists of an ensemble of soloists.

For the Concert for Piano and Orchestra, Cage created a huge collection of material from which  performers can select any amount, depending not only on the duration of the pro​posed performance but also on the number of performers available. Each orchestral player independently constructs his or her part from the material available for that instrument. Not every instrument for which Cage wrote a part need be represented in a given performance (in extreme cases, a version may be performed by, say, a solo flute, leaving out even the «solo» piano part). Cage explores the widest possible array of sounds that each instrument is capable of producing — not only using the entire range of standard techniques such as tremolo, flutter tonguing, playing on the bridge of the violin or with the wood of the bow, and various mutes, but also (for example) singing through the flute, bowing on the violin’s tailpiece, even to the point of «deconstructing» the instrument — e.g., removing and playing only the mouth​piece. The «theme» of the Concert for Piano and Orchestra (and, as both James Pritchett and Peter Yates point out, it is rightly titled «concert» rather than «concerto») is this ever-expanding galaxy of sonic possibilities. Alongside this proliferation of abundance is the principle of independence. There is no master score; a player may start anywhere in his or her part according to that player’s independently derived timetable. One has no way of knowing which sounds from which players will happen to coincide or follow each other in a given performance.

Adding yet one more level of unpre​dictability, Cage provides a «part» for a conductor which translates notated time into real time. In performance, the players read the conductor (whose arms move in large circles) like a clock. Thus a player’s part may specify ten sounds to be made in thirty seconds, but following the conductor’s motions (the speed of which have been distorted by the conductor’s part), that player is given only fifteen seconds to perform those ten sounds.

The part for solo piano is a massive assem​blage of notational experiments, sixty-three 11x17» pages containing eighty-four different types of compositional fragments. Nearly every fragment can be realized in a great number of ways. Often several fragments overlap. The pi​anist swims in (or rather creates) the same sort of musical aquarium as the orchestra, not only producing traditional sounds on the keyboard, but also reaching inside the instrument to play directly on the strings, soundboard and, frame, and even bringing into play unspecified auxil​iary noise sources. Cage’s comment on the ex​pansive and contradictory nature of the sound universe in the Concert is telling: «The only thing I was being consistent to in this piece was that I did not need to be consistent.»

In contrast to the Concert, the Concerto for Prepared Piano and Chamber Orchestra is created from a rigorously limited universe of sounds. This comes as a consequence of Cage’s predominant method of working in the late ‘40s, a method which is an extension of the prepared piano itself. On this instrument, a normal grand piano altered by the insertion of screws, bolts, strips of rubber, and other materials between the strings, the pressing of a key yields not a single tone but a complex sonority combining several different pitches and timbres along with unpitched buzzes or thumps. A conventional harmonic approach is out of the question, as each different piano key sounds its own fixed, non-modulating harmonic object. The writing for orchestra reflects this hallmark of the solo instrument. Thus, for example, the opening chord, with the violin sitting on top of the clarinet and horn to sound a D-minor chord, always returns in exactly this configuration, never exchanging voices, never modulating to (say) an A-major inversion. The sonorities follow each other as «a melodic line without accompaniment», in Cage’s phrase. At the core of the orchestra is a large array of percussion under the control of four players. Conventional instruments such as cymbals and tympani are found alongside an amplified slinky, a «water gong» (another Cage invention), and a radio. The orchestra is, in effect, a continuation of the prepared piano by other means.

Cage composed the Concerto for Prepared Piano with the help of a two-dimensional chart of these sonorities, 14 by 16. The Concerto is about the conflict between structure and free​dom, between improvisation and order. In For the Birds, ( age described the piece as «a drama between the piano, which remains romantic, expressive, and the orchestra, which itself fol​lows the principles of oriental philosophy. And the third movement signifies the coming together of things which were opposed to one another in the first movement.» In his virtuoso analysis of the piece, James Pritchett describes how in the first movement, while the piano’s gestures are clearly improvisatory in nature and more conventionally «musical» in shape, the orchestra, following rules and diagrams on Cage’s compositional charts, «is elusive and cryptic; it does not speak, it simply exists.» In the second movement Cage brings the piano under the control of a second, parallel but distinct chart, creating an increasing sense of confluence between the soloist and the ensemble.

The final movement is one of the great revelations of Cage’s oeuvre. Throughout the concerto, two governing systems have been at work: the charts containing the sonorities (which control the pitches and orchestration), and a rhythmic structure (which controls the density and phrasing). Although no more discernable by the listener than the pitch charts, there has been throughout the piece a steady rhythmic proportion of 3, 2, 4; 4, 2, 3; 5 (ex​pressed in numbers of measures) cycling over and over. The first movement is made up of nine of these 23-measure-long cycles (3 cycles plus 2 cycles plus 4 cycles); likewise the sec​ond movement (4+2+3). In the extraordinary third movement these two governing systems both reach their apotheosis. The prepared piano is brought under the control of the same chart which guides the orchestra, releasing it from the hunger for self-expression. The unified ensemble is then free to reveal the rhythmic structure which has been underlying the entire work: the five-bar phrase which comes at the end of each rhythmic cycle is expressed by total silence. In both Zen philosophy and contemporary theoretical physics, one peels away layers of appearance to discover that at the heart of «reality» lies emptiness. In the Concerto for Prepared Piano and Chamber Orchestra, Cage, in stripping away the sounds of the piece and reducing it to silence, shows us the heart of the music. Form is shown to indeed be emptiness.

As Cage’s artistic journey continued, silence became a starting point, a governing principle, a trademark or leitmotif. In his final compositions, the extreme sparseness of the written music takes on a dramatic, almost shocking character. Threatening to leave «art» behind (not unlike the late quartets of Beethoven), the «number» pieces are very nearly no longer music as we know it. In this world a single sound is a major event, and the luminescent immobility of the sustained tones becomes a metaphor for the stillness of death.

As in the Concert, the thirteen instruments plus solo piano are called for in Fourteen play independently from each other; but here each instrument produces only simple pitches, which due to Cage’s use of flexible time brackets tend to be either very long or isolated, brief events. Dynamics are left to the players’ discretion with the understanding that loud sounds will be short. Except for the piano solo, the parts are missing several time brackets, yielding long stretches of silence from individual players and unpredictable variations of texture.

The solo piano, whose strings are bowed with rosined nylon fishing line rather than struck with hammers activated from the key​board, is «an unaccompanied solo, one which is heard in an anarchic society of sounds.» The characteristics of the bowed piano which mark it as the solo instrument are the unpredictable morphology of its tones and unique, almost ethereal and mysterious nature of sound. Repeating his feat from fifty years earlier (when he created an entire literature for a profoundly re-configured and re-imagined piano). Cage in his late works returns again and again to the bowed piano, drawn to the way in which the sound seems to arise from nowhere, «brushed into existence». Using the bowed piano as a focus and a vehicle, and bracketing and mirror​ing the achievement of the Concerto for Prepared Piano, Cage creates in Fourteen a music which defines silence and is defined by silence.

Well-known as a champion of 20th-century music, Stephen Drury’s
repertoire extends from Bach, Schubert, and Liszt to the complete piano sonatas of Charles Ives and music by John Cage, Elliot Carter, Frederic Rzewski, John Zorn, Morton Feldman, Gyorgy Ligeti, and Luciano Berio. He has per​formed throughout the United States, Latin America, Europe and Asia, taking the sound of dissonances into remote corners of Pakistan, Greenland and Montana. Recipient of a National Endowment for the Arts Solo Recitalist grant, he has also been awarded grants from Meet the Composer to commission new works by John Zorn, John Cage, Terry Riley and Chinary Ung. Stephen Drury teaches at the New England Conservatory of Music.

David Tudor is a legend in the world of experimental music. Born in Philadelphia in 1926, he established himself as a pioneer in the performance of new music as early as 1950, when he gave the American premiere (and second performance anywhere) of the Dieuxieme Sonate pour Piano by Boulez. From the early 1950s, Tudor became John Cage’s closest associate. Cage stated that all of his works until about 1970 were written either directly for Tudor or with him in mind. Tudor also gave first or early performance of works by Brown, Bussotti, Feldman, Stockhausen, Wolff, Wolpe, La Monte Young, and others. These composers often wrote works expressly for Tudor; many stating that Tudor’s unerring ability to find imaginative and virtuoso solu​tions to the puzzling and difficult problems of notation and performance was essential to the actual composition of their music.

Tudor preferred to work independently of the composers he was associated with, exem​plifying Cage’s dictum that composing, per​forming, and listening are separate, essentially unrelated acts. His practice was to undertake a rigorous series of preparatory steps—including measurements, calculations, computations, and conversion tables—to translate the indeterminate score into more conventional notation.

In the late 1960s, Tudor gradually ended his active career as a pianist. He had begun to work with the electronic modification of sound sources in the late 1950s, creating electronic sounds directly during performances and pioneering what was later to be called «live electronic music.»

Affiliated with the Merce Cunningham Dance Company since its inception in 1953, Tudor became its Musical Director after Cage’s death in 1992. Tudor died at his home on August 13, 1996. This recording of Concert for Piano and Orchestra was his last recording at the piano.

Ingo Metzmacher was born in 1957. In 1985 he became a permanent conductor of the Ensemble Modern, and made his Frankfurt Opera debut with Mozart’s Figaro. Acclaimed in a wide range of music, with a specialty in challenging opera, Metzmacher has guest con​ducted many great orchestras, including the Amsterdam Concertgebouw, American Composers’ Orchestra, Leipzig Gewandhaus and Berlin Philharmonic. [...]

Ensemble Modern is one of Europe’s most renowned interpreter’s of contemporary music as well as in projects of theater, dance, film and chamber operas. Founded in 1980, its members make their own decisions on pro​grams, conductors and fellow players.

The Callithumpian Consort of New

England Conservatory, Stephen Drury, director, specializes in challenging and avant-garde music of this century. They have per​formed music by Cage, Stockhausen, Zorn, Hyla, Reich and Boros.

	John  CAGE
	Litany for the Whale
	1998
	71:40
	label: Harmonia Mundi (USA) http://www.harmoniamundi.com 

performed by THEATRE OF VOICES / Paul HILLIER with Terry RILEY.

Paul Hillier on John Cage

I have been performing, reading, looking at, and listening to John Cage's work for years—I number myself amongst those who consider him to be an important composer and not simply an important influence. One of the earliest Theatre of Voices concerts, at London's Almeida Festival in 1990, was devoted primarily to Cage's music, and, since then, I seem to have been working toward this recording. After I moved to California in 1990, I  began putting together the forever-fluctuating nucleus of the present Theatre of Voices, and this included working with Shabda Owens on text-sound compositions (by Cage amongst others) using electronics. Shabda has known the composer Terry Riley for some years (he tunes pianos in Just Intonation for both Terry and LaMonte Young) and made it possible for the three of us to get together at Terry's house in the Sierras and pre-record some of the materials used on this disc. The remaining material was recorded later in Germany, though only after moving to Bloomington, Indiana, in 1996 was I in a position to bring the project to fruition. It now forms the first of a projected series of recordings of modern American music which Theatre of Voices will undertake over the coming years.

—P.H.

Litany for the Whale (voices 3 and 4)

Aria No. 2 (voice 7 and electronics)
Five (voices 1, 2, 3, 4, 5)
The Wonderful Widow of Eighteen Springs (voice 7 and closed piano)
Solo for Voice 22, from Songbooks (voices 1, 7 and electronics)
Experiences No. 2 (voice 1)
36 Mesostics re and not re Marcel Duchamp (voices 6, 7 and electronics)
Aria (voices 1 through 7 and electronics)
The Year Begins to Be Ripe (voice 7 and closed piano)

THEATRE OF VOICES / PAUL HILLIER:

Andrea Fullington - voice 1; 

Allison Zelles - voice 2; 

Alan Bennett - voice 3 and closed piano;
Paul Elliott - voice 4; 

Shabda Owens - voice 5 and electronics; 

Terry Riley - voice 6; 

Paul Hillier - voice 7

	John  CAGE
	Sonatas and Interludes for Prepared Piano
	1999
	63:35
	(Sonatas and Interludes for Prepared Piano см. тж. выше в исполнении Julie Steiberg)

label: Naxos   www.hnh.com
Boris BERMAN -- piano

Rec. in Canada, using 20-bit Technology.

Berman – блестящий исполнитель. Весёлая и, местами, при этом, несколько меланхоличная музыка для медитации – так можно охарактеризовать её настроение. Но ни в какие характеристики не укладывается то, что музыка на этом диске не отпускает тебя, хочется слушать ещё и ещё. Причём её гипноз не закабаляет тебя, а освобождает. Это именно то, что мы ожидаем от музыки по большому счёту. Но, к сожалению, редко реализуется. 

Подобные по музыке и настроению фортепианные записи в этом каталоге, это GURDJIEFF и SATIE.

The American composer John Cage had a seminal influence on the American avant garde and on music throughout the world. His interests in Zen Buddhism, the I Ching and in Hinduism were reflected in his innovative and experimental music in which he extended the musical vocabulary to include elements of noise and chance.

Sonatas and Interludes, written between 1946 and 1948, is a set of pieces for prepared piano, an instrument into which objects have been inserted -- screws, bolts, plastic and rubber, to give various percussive effects. The work reflects Cage's approach to the use of unusual sounds and his interest in Hinduism, with its distinction between 'white' and 'black' emotions, set around central tranquillity.

John Cage (1912-1992), Sonatas and Interludes for Prepared Piano.

John Cage was born in Los Angeles in 1912. The picture he gave of his father was as an inventor of ingenious but not quite useful devices, and his mother was 'never happy' despite being 'right even when she was wrong.' When he returned to California in autumn 1931, after eighteen months in Europe, he began to study composition. Going, he said, to 'the President of the company,' he approached Arnold Schoenberg, who, he frequently related, charged no fee on condition that he would 'devote' his life to music. Cage 'literally worshipped' Schoenberg, and had more in common with him than might appear, but was drawn to a very different kind of music. Cage championed the musical use of noise, which led him to write some of the earliest concert works for percussion, including the three Constructions (1939-1943), and explore the possibilities offered by early electrical instruments.

In March 1940, Cage was asked, with three days' notice, to provide music for a dance performance. The theatre in which they would perform had insufficient space for a percussion ensemble. There was a piano, but the character of the dance made a twelve-tone piece inappropriate. Tellingly, Cage concluded that 'what was wrong was not me, but the piano'.

He had the idea of inserting various objects between the strings -- weather stripping, bolts, screws, bamboo -- which meant one pianist could produce a similar variety of sounds to a percussion group. This prepared piano became one of his key musical resources into the next decade.

By the mid-1940s Cage was deeply troubled by the unreliability of musical communication. 'When I conscientiously wrote something sad, people and critics were apt to laugh,' he recalled. 'I determined to give up composition unless I could find a better reason for doing it than communication.'

Cage found that 'better reason' in Eastern philosophy, especially in his study of Zen Buddhism. Zen's interest, insofar as it can be stated, is in unmediated experience, which appears only when one's tastes and preconceptions are suspended. Musical rules and aesthetic standards, Cage concluded, bolster our tastes and preconceptions; for music to help us toward pure experience, we need to give them up. Beginning with works such as Music of Changes (1951) and 4'33" (1952), Cage started to compose his pieces through recourse to chance operations, 'making my responsibility not the making of choices, but the asking of questions'. Chance, he maintained, was a way to rid his music of likes and dislikes and thereby to make a discovery, 'a leap,' as he wrote, 'out of reach of one's grasp of oneself.'

In the forty years which followed, Cage devised a variety of chance techniques, and began to introduce indeterminate notations, which emphasize the individual preparation decisions of the player and the uniqueness of the performance moment. By the 1970s he was applying chance methods to other arts. "Discovery never stops," Cage said. He was always more interested in the pieces he was about to write than in what he had already written.

The Sonatas and Interludes constitute John Cage's most ambitious work for prepared piano, composed between February 1946 and March 1948. They were first performed by Maro Ajemian on 11th January 1949, and became a staple of Cage's own performance repertoire until arthritis stopped him in the early 1970s.

The term 'sonata' is used loosely; to the extent there is an historical reference, it is to the eighteenth century rather than Romantic form. The various movements feature the blend of Oriental and Occidental allusions that is characteristic of Cage's early work. 'There are some pieces', he said, 'with bell-like sounds that suggest Europe, and others with a drum-like resonance that suggest the East. The last piece is clearly European. It was the signature of a composer from the West'.

Like most of his pieces at the time, the Sonatas and Interludes shows his new interest in Eastern thought, which at that time was focussed on Hindu aesthetics (having read the works of Ananda K. Coomaraswamy), particularly the Indian theory of the nine permanent emotions. There were the 'white' emotions (the heroic, the erotic, the mirthful and the wondrous) and the 'black' ones (fear, anger, sorrow, and disgust), with tranquillity at the centre, to which the others all tended. Cage was seeking to express this theory in music.

As his creative focus was timbral innovation, conventional harmony not only held little interest; it had little to offer as a structural means. In a music of noises, duration -- time -- was much more useful. Cage's structural basis since the late thirties had been what he called 'micro-macrocosmic rhythmic structure,' in which the grouping of units of time was the same on the small and the large scale.

Having sketched the structure of the Sonatas in this way, Cage knew, he said, 'the length of the phrases of the piece from the beginning to the end'. There then followed what Cage dubbed  'considered improvisation', trying out preparations on his Steinway and adjusting their position as effects suggested themselves. 'It was as though I was walking along the beach finding shells I liked. Having those preparations and playing with them on the keyboard in an improvisatory way, I found melodies and combinations of sounds that worked with the structure'.

It was around the time of the Sonatas and Interludes that Cage began to pay attention to the different effect a given preparation would have on different instruments. This variability might have encouraged him to note what he wanted in even more exacting detail. It is revealing, though, that instead it contributed to the snowball of realisation that what for him was interesting (and more disciplined) was to abandon control, purpose and intentionality.

Creative work produced when a method reaches its apogee shows that method in its fullest form, but also tends to betray both its senescence and the germ of what is to come next. The Sonatas and Interludes constitute the high point of Cage's early work, but drew his attention to matters which suggested to him, and show us in retrospect, where he would go next.

------ David Revill

Boris Berman

Born in Moscow, Boris Berman studied at the Tchaikovsky Conservatory with the distinguished pianist Lev Oborin, graduating with distinction as both pianist and harpsichordist. He performed extensively throughout the former Soviet Union as a recitalist and as a soloist with numerous orchestras. In 1973 he left his flourishing career in the Soviet Union and emigrated to Israel, quickly establishing himself there as a leading performer. He now lives in the United States, where he heads the Piano Department of the Yale School of Music and has also served on the faculties of a number of well-known universities, including Indiana, Boston and Brandeis, as well as the University of Tel Aviv. As a performer Boris Berman has a career of great distinction as a recitalist and soloist, appearing throughout the world, in the latter capacity with major orchestras, including the Royal Concertgebouw, the Philharmonia in London, the Toronto Symphony Orchestra, the Israel Philharmonic, the St Petersburg Philharmonic Orchestra and leading orchestras throughout the United States of America. He has made many acclaimed recordings, notably of music by Scriabin, Shostakovich, Prokofiev, Schnittke and Stravinsky and was the Founding Director of the Music Spectrum concert series in Israel from 1975 to 1984 and of the Yale Music Spectrum series from then until 1997, series that were highly praised for their programming.

	John  CAGE
	Music for Prepared Piano Vol. 2
	2001
	61:39
	label: Naxos   www.naxos.com 

Boris BERMAN – piano (piano: Yamaha CF3)

Rec. in Canada, Dec. 1999

The Perilous Night: No. 1-6

Tossed as it is Untroubled

Daughters of the Lonesome Isle

Root of an Unfocus

Primitive 

Mysterious Adventure

And the Earth Shall Bear Again

The Unavailable Memory of 

Music for Marcel Duchamp 

Totem Ancestor 

A Room 

Prelude for Meditation

The American composer John Cage had a seminal influence on the American avant-garde and on music throughout the world. His interests in Zen Buddhism, the I Ching and Hinduism were reflected in his innovative and experimental music in which he extended the musical vocabulary to include elements of noise and chance.

John Cage, 'an inventor of genius' according to his teacher Schoenberg, was the most controversial and influential American composer of the twentieth century. His first works dating from the 1930s were based on the twelve-note (or serial) technique, a method of composing that Schoenberg had introduced in the previous decade. Throughout the 1940s Cage wrote almost entirely for the medium of percussion or prepared piano (prepared by inserting objects between the piano strings so that each note could be given its own unique timbre). In 1946 he embarked upon a study of Indian philosophy with Gita Sarabhai and of Zen Buddhism with Daisetz T. Suzuki at Columbia University in New York, and it was this burgeoning interest in Eastern schools of thought that was to revolutionise his compositional aesthetic. Cage's studies helped to nurture his belief in the philosophy of non-involvement in which a renunciation of control is made possible by the use of chance and random procedures.

Beginning with his works of the 1950s Cage, together with three younger American composers with whom he formed a close association - Earle Brown, Morton Feldman and Christian Wolff - explored the seemingly endless possibilities that chance procedures offered. Cage chose from a wealth of randomising means, notably the ancient Chinese 'Book of Changes' (the  I Ching) in both the four-volume Music of Changes (1951) for solo piano and Imaginary Landscape IV
(1951) for twelve radios; maps of the heavens in Atlas Eclipticalis (1961-2) for orchestra; the computer in HPSCHD (1967-69) for seven players and tape, and the imperfections on pieces of paper in Music for Piano (1952-6).

The most notorious piece of this period was 4' 33" (1952) for any instrument or group of instruments, a three-movement work each of which is marked 'tacet' (the performer is to remain silent). Any sounds that may or may not be heard during the course of the piece - noises made by the audience, environmental sounds, and so on - are left entirely to chance. Regarding his use of chance procedures in making compositional decisions. Cage, in an essay entitled 'Composition' (1952) published in his seminal work Silence (1961), argued that: 'It is thus possible to make a musical composition the continuity of which is free of individual taste and memory (psychology) and also of the literature and "traditions" of the art'.

Cage's many other innovations included the first live electronic piece Imaginary Landscape No. 1 (1939) for two variable speed gramophone turntables, frequency recordings, muted piano and cymbal, and also the first mixed-media event at Black Mountain College in 1952. This so-called 'happening' combined a series of simultaneous, yet completely independent, activities involving poetry readings, slide projections, music (both live and from a gramophone), dance, and Cage himself giving a lecture. This provided Cage with the blueprint for future works such as Musicircus (1968) and Roaratorio (1979). Closely related to Cage's music is a large and important body of collected writings which, in addition to Silence, includes A Year from Monday (1967), M (1973) and Empty Words (1979).

Cage's invention of the prepared piano dates from the late 1930s when he was based in Seattle as accompanist for Bonnie Bird's contemporary dance classes at the Cornish School (Bird had been a former member of Martha Graham's company). In 1938 one of Bird's students, Syvilla Fort, asked Cage to compose the music for her Bacchanale. Cage would ideally have liked to employ a large percussion section but as the performance area was small - no space in the wings and no pit - he had to make do with a piano placed to one side in front of the stage. Undeterred, he recalled how another former teacher, Henry Cowell, had transformed the sound of the piano by plucking its strings with his fingernails or by brushing across several strings with the palm of his hand. Cage first experimented with muting the strings by placing a plate across them but this tended to bounce around too much. Nails were then used but they tended to slip through. Needing objects that would stay in place he eventually hit upon the solution by using wooden screws, nuts and weather stripping. This muting of the piano strings served to alter completely both pitch, timbre and dynamic, and provided Cage with what was effectively his own percussion orchestra.

The twelve works featured on this disc were all composed over a six-year period, 1942 to 1947. The Perilous Night (1944) features an enormous range of timbres with each of its six movements possessing its own distinct mood, such as the moto perpetuo second movement or the fiendish rhythmic complexities of the concluding sixth movement. The changing metrical stresses and melodic characteristics of Tossed as it is Untroubled (1943), dedicated to Merce Cunningham, endows it with a peculiar folk-like quality. For the nineteen continuous sections of the ghostly Daughters of the Lonesome Isle (1945) the piano requires a particularly complex preparation involving a total of thirty-nine pitches. The work was composed for Jean Erdman, and the intermittent use of spread chords and glissandos is extremely effective. The singular Root of an Unfocus (1944), again dedicated to Cunningham, is followed by Primitive (1942), whose beguiling legatissimo opening melody of which could not provide a starker contrast to the orgiastic climax. The extraordinary sound world of Mysterious Adventure (1945) evokes any number of instruments including woodblock, marimba, xylophone and steel pan. The turbulent And the Earth Shall Bear Again (1942) demonstrates a close kinship with the explosive Primitive composed the same year. The Unavailable Memory of (1944) represents its polar opposite: static and contemplative, it is written entirely in the bass clef and consists of various arpeggiations of the same five pitches. In Music for Marcel Duchamp (1947), written for the Duchamp sequence of the film 'Dreams That Money Can Buy' (Hans Richter), silence assumes an almost thematic function, whilst the repeating melodic cells and ostinato patterns of Totem Ancestor (1943) and A Room (1943) offer an intriguing foretaste of Minimalism. This remarkably varied collection is rounded off by the crystalline beauty of the tiny Prelude for Meditation (1944).

--- Peter Quinn

Boris Berman

Born in Moscow, Boris Berman studied at the Tchaikovsky Conservatory with the distinguished pianist Lev Oborin, graduating with distinction as both pianist and harpsichordist. He performed extensively throughout the former Soviet Union as a recitalist and as a soloist with numerous orchestras. In 1973 he left his flourishing career in the Soviet Union and emigrated to Israel, quickly establishing himself there as a leading performer. He now lives in the United States, where he heads the Piano Department of the Yale School of Music and has also served on the faculties of a number of well-known universities, including Indiana, Boston and Brandeis, as well as the University of Tel Aviv. As a performer Boris Berman has a career of great distinction as a recitalist and soloist, appearing throughout the world, in the latter capacity with major orchestras, including the Royal Concertgebouw, the Philharmonia in London, the Toronto Symphony Orchestra, the Israel Philharmonic, the St Petersburg Philharmonic Orchestra and leading orchestras throughout the United States of America. He has made many acclaimed recordings, notably of music by Scriabin, Shostakovich, Prokofiev, Schnittke and Stravinsky and was the Founding Director of the Music Spectrum concert series in Israel from 1975 to 1984 and of the Yale Music Spectrum series from then until 1997, series that were highly praised for their programming.

	John  CAGE
	Four Walls
	2002
	55:13
	label: Long Arms Records

Music for the Dance Drama choreographed by Merce Cunningham (1944) for piano solo and voice. Words by Merce Cunningham.

Alexei Lubimov – piano

Marianne Pousseur – soprano

Live performance at Lockenhaus Chamber Music Festival, Austria, 1994. Rec. by WDR Koeln.

	(John  CAGE)
	CAGED / UNCAGED: “Homage To John Cage”
	1986
	52:40
	tribute to John Cage
David Byrne “Cage and The Long Island Expressway” and “Enlightened Whistler”

Debbie Harry “In Just-Spring” (lyrics by E.E.Cummings)

Arto Lindsay “Proust”

Ars Hell and Mutt “John Cage Descending”

John Zorn & Naked City (Bill Frisell, Wayne Horvitz, Fred Frith, Joey Baron) “Verlaine: La Bleue” (this particular cut is off of the band’s upcoming release which is based on the concept of ambient noise; there is no saxophone playing on this song, although Zorn did compose the piece and produce the recording)

Chris Stein “Right in the Head” (the sounds are created by manipulating the capstans and manually turning the reels)

Ami Denio “Dishwasher” (uses the drone of a dishwasher as the basis of its rhythmic structure)

David Weinstein and Shelly Hirsh “Cheap Imitation” (re-creation Cage’s ‘Chip Imitation’, which was itself a re-creation of an Erik Satie piece, ‘Socrate’; the vocal parts have been re-made by Shelley Hirsh and use the Plato text from the original. Finally, it includes a kind of sonic American koan [Zen parable] amounting to: the squeaky wheel gets the grease.)

Lee Ranaldo “329 Overtones for J.C.” (influenced by Glenn Branca)

Ann Magnuson and John Cale “Helmut Newton Told Me Wish You Were Here Oh! To Be Invited to the Venice Biennale” (Magnuson interacts in concert with producer, John Cale, in the way that John Cage interacted with the great pianist David Tudor, with Ann Magnuson playing John Cage to Cale’s Tudor)

Jello Biafra and Eugene Chadbourne “Overpopulation and Art” (the text is taken from a Cage poem)

Lou Reed “Metal Machine Music”

Elliot “E#” Sharp “in DET” (based on manipulations of various samples of Cage’s voice, taken from his ‘Indeterminacy’)

Joey Ramone “The Wonderful Widow Of Eighteen Springs” (Cage composition on a text from James Joyce’s ‘Finnegans Wake’)

+ 11 Excerpts by John Cage (from John Cage’s “Silence” and “One Year from Monday” recorded in New York City, December, 1968 and March, 1969).

Created by the Institute for Contemporary Art in New York. The compact disc was produced by John Cale (см. Тж. Ниже), is a tribute to John Cage. ‘Caged / Uncaged’ project will enable the philosophy of John Cage to reach a broader audience, in keeping with Cage’s attitude, spirit and beliefs.

         John Cage eloquently expressed his dislike of both rock and roll and jazz music. He found rock and roll to be boring, especially rhythmically, and suggested jazz was made by a group of musicians trying unsuccessfully to communicate with their instruments.  Despite this attitude (and perhaps to his despair), his work has been subtly but monumentally influential in both of these fields, with the added irony that many jazz and rock musicians are themselves unaware of their debt to him. Cage saw all ambient sound as music. Definition: Sound as/vs music became a pivotal philosophical problem around which Cage defined his position as composer. A propos of experimental music, Cage himself first attempted a definition of the term in 1957: first talking about his earlier rejection of the term, and then his own later use of it, he stated  “times have changed, music has changed; and I no longer object to the world ‘experimental’. I use it in fact to describe all the music that especially interests me, and to which I am devoted, whether someone else wrote it or I myself did. Many people, of course, have given up saying ‘experimental’ about this new music. Instead they either move to a halfway point and say ‘controversial’ or depart to a greater distance and question whether this ‘music’ is music at all.”  Cage was not performing live before hordes of screaming teenagers, but had other performance problems: his constructions of ambient sound or randomly selected noise had the effect of alienating hordes of increasingly sophisticated but hostile adults. His concerts were uniformly accompanied by a disappointing number of exits. It was only in the latter part of his performance career that the majority of people would sit through his concert. Cage would have suffered excruciating aural and emotional pain at a “hard core”, punk or rap concert. Ironically, these very bands and their youger audiences have been and in many cases remain his most loyal listeners. 

—   Lokke Highstein.

      There was no Zen in Wales in 1959, when I entered Goldsmiths’ College in London to study history and music composition. I immersed myself in the works of Anton Webern and the American avant-garde, and in particular those of John Cage, who to me became the single most coherent and meaningful theoretician not only of music but of New Art as a whole. When I first read Cage’s book “Silence”, I found, among other things, that he was able to make sense our of religion for me — no small feat, for religion in Wales was a very orthodox and frightening system. Reading and re-reading the Zen koans, I found them enlightening, but not in a forceful, imposing or threatening way. The Zen attitude towards mystery and magic, as propounded by Cage, nurtured the imagination much more effectively and generously than other religions. 

— John Cale

	Uri  CAINE
	Gustav MAHLER / Uri CAINE:

“Urlicht / Primal Light”
	1997
	72:49
	Down Beat 48th Annual Critics Poll: Electric Keyboards Of The Year TWDR (2000)
Uri  CAINE - см. тж. с: Don BYRON; Dave  DOUGLAS (в  ‘Jazz’);

label: Winter & Winter

All songs arranged and adapted by Uri Cane.

Uri Caine [p]; Arto Lindsay (см.) [v]; Dean Bowman [v]; Dave Douglas (см. в “Jazz’; тж. с: John Zorn, Masada) [tp]; Don Byron (см. в “Jazz’) [cl]; Dave Binney [s s]; Josh Roseman (см. в  ‘Jazz’) [trb]; Mark Feldman [vln]; Larry Gold [cello]; Danny Blume [g, el]; Michael Formanek [b]; Joey Baron (см. в  ‘Jazz’) [d]; Aaron Bensoussan [cantor and hand drums]; DJ Olive [turntables].

Большинство участников присутствуют так же в проектах John ZORN’а (MASADA и. др.) и его лэйблов, тж. с Vinicius CANTUÁRIA
Ури Кейн — мухыкант по мировоззрению и подготовке совершенно современный. Имея образование классического пианиста, зна​менитых учителей, беспредельный исполнительский аппарат и любознательность челове​ка эпохи постмодерна, он производит продук​цию, очень для такого набора характерную. То есть весьма экстравертную, эффектную и виртуозную музыку, крайне насыщенную гармо​нически, часто атональную, полиритмическую и исключительно изобретательную. В отличие от многих современников, однако, Кейн не боит​ся чисто жанровых выступлений.

--- Play
1. Symphony #5 – Funeral March

2. The Drummer Boy – from “The Boy’s Magic Horn”

3. Now Will The Sun Rise As Brightly – from “Songs of The Death of Children”

4. I Often Think They Have Merely Gone Out! – from “Songs of The Death of Children”

5. Symphony #1 “Titan” -- #3rd movement

6. Symphony #2 “Resurrection” -- Primal Light

7. I Went Out This Morning Over The Countryside – from “Songs of A Wayfarer”; Symphony #2 “Resurrection” – Andante Moderato

8. Symphony #5 – Adagietto

9. The Drunkard In Spring – from “The Song of The Earth”

10. Who Thought Up This Song – from “The Boy’s Magic Horn”

11. The Farewell – from “The Song of The Earth”

	Uri  CAINE
	Wagner e Venezia
	1997
	55:27
	label: Winter & Winter

Mark Feldman – 1st violin

Joyce Hamman – 2nd violin

Eric Friedlander (см.) – violoncello

Drew Gress – ac. bass

Uri Caine – piano

Dominic Cortese – accordion

1. Libestod (Tristan und Isolde)

2. Ouverture (Tanhauser)

3. Ouverture (Lohengrinn, 3 Akt)

4. Prelude (Tristan und Isolde)

5. Ouverture (Die Meistersinger von Nurnberg)

6. Der Ritt der Walkuren

7. Ouverture (Lohengrinn, 1 Akt)

	Uri  CAINE
	LONDON / SKLAMBERG / CAINE:

“Nigunim”
	1998
	54:07
	label: Tzadik

Frank London (см. F. LONDON; тж. с: KLEZMATICS [‘Asia I’]) [tp, harmonium, Hammond B-3, Fender Rhodes]; Lorin Sklamberg [v, accordion, harmonium]; Uri Caine (см.) [p, harmonium, Hammond B-3, Fender Rhodes]; + Brian Mitchell [Hammond B-3](#5,10).

Produced by John Zorn, F.L., L.S., Greg Anderson.

Nigunim are songs of devotion and praise; spiritual Hasidic-Jewish chants whose purpose is to induce a state of piety and ecstasy in both performer and listener.

Lorin Sklamberg and Frank London (of the Klezmatics) are joined by brilliant jazz pianist Uri Caine in this collection of original and traditional nigunim drawn from the Belzer, Gerer, Lubovitcher and Skulaner dynasties. This is a unique, intimate setting for these three creative musicians, focusing on the intense beauty of mystical Jewish song.

	Uri  CAINE
	Robert Schumann: Love Fugue
	2000
	65:25
	label: Winter & Winter

Klavierquartett Es-Dur, op. 47 (by Robert Schumann)

Federica Valli – Forte Piano

Stefano Barneschi – Violin

Marco Bianchi – Viola

Paolo Beschi – Cello

Dichterliebe, op. 48 (after Robert Schumann)
Uri Caine – Piano

David Gilmore – Guitar

Mark Ledford & David Moss (см.) – Vocals

Shulamith Wechter Caine & Julie Patton – Poets

Mariko Takahashi – Narration 

	Uri  CAINE
	The Goldberg Variations
	2000
	76:26 77:29
	label: Winter & Winter

Aria and 70 Variations for various ensembles adapted, arranged and composed by Uri Caine after Johann Sebastian Bach.

Lyrics by Sadyq Bei (см. тж. с Don BYRON в 'Jazz'), Barbara Walker, Tracie Morris, Marco Bermudes.

Uri Caine – Silbermann forte piano, harpsichord, Hammond organ, k

David Moss (см.), Vinicius Cantuaria (см. в 'Latina'), Dean Bowman, Barbara Walker – v

Ralph Alessi – tp

Don Byron (см.) – cl

Paul Plunkett – baroque tp

Josh Roseman (см. в 'Jazz') – trb

Bob Stewart – tuba

Cordula Breuer – soprano & alto recorder

Greg Osby – a s

Liz Alessi - bassoon

Drew Gress – b

Reggie Washington – el b

Ralph Peterson - d

Milton Cardona – perc

Kettwiger Bach Ensemble

Quartetto Italiano di Viole da Gamba

Koln String Quartet

a.o. (strings)

CD II #4, 6, 25 recorded and produced by DJ Olive

CD I #6, CD II #29 recorded and produced by DJ Logic

CD I #10, 25, CD II #23 recorded and produced by Boomish

	Uri  CAINE
	The PHILADELPHIA EXPERIMENT
	2001
	52:52
	URI CAINE - Fender Rhodes Electric Piano, Stainway Grand Piano and Hammond B-3 Organ

AHMIR THOMPSON - Drums 

CHRISTIAN McBRIDGE - Electric and Acoustic Bass

with:

PAT MARTINO - Electric Guitar on (1) (2) and (4)

JON SWANA - Trumpet on (1) and (5)

LARRY GOLD - Cello & Arranger on (10)

AARON LUIS LEVINSON - Handclaps and SFX on (2)and (9)
The genesis of this project began with a cellular phone call, from one transitive music freak to another. The hazy contraption they discussed was actually in the end nothing more than a plain old cultural matrix. An aesthetic conceit and a crazy record began forming in their minds,  what if  we/they created an album which by design, mirrored the specific cultural composition of the city in which it was conceived. In the 21st century, Philadelphia is rightly known around the world as a vital center of jazz, classical and hip-hop music. The producer suggested approaching  an acknowledged virtuoso in each of these genres, finding a specifically  "Philadelphian" set of  musical compositions and letting the slings and arrows of outrageous creativity fly where they may.

The acoustical result of this high-speed hejira is in your hands right now It can be said without fear of contradiction that you will be drawn into the Experiment and when you're done you will be just slightly different than before you started.
You will increasingly find yourself  thinking  deeply about democracy, cheesesteaks, boxing, and soft pretzels in a whole new light. Do not fight the feeling, relax and let the Experiment do its thing. We've been getting brown over here for quite some time, but for you straight-off-the-tour bus types "Welcome to Philadelphia - Yo, we got your back."

	Uri  CAINE
	Rio
	2001
	69:06
	label: Winter & Winter

Uri Caine [p, teclado fender rhodes]; Paulo Braga [d, perc]; Jorge Helder [el/ac baixo]; Lula Galvao [viola]; Jair Oliveira [viola, v]; Humberto Cazes [perc]; Kacau Gomes / Cris Delanno [v].

	Uri  CAINE
	Bedrock
	2002
	60:17
	label: Winter & Winter

All compositions by Caine/Lefebvre/Danziger

Uri Caine – piano, Fender Rhodes el. p.

Tim Lefebvre – bass

Zach Danziger – drums and sounds

with:

DJ Logic (см. в 'Acid') – turntables

Pete Davenport & Jessie System - vocals

	Uri  CAINE
	Solitaire
	2002
	68:16
	label: Winter & Winter

Uri Caine – solo piano

All compositions by Uri Caine exc. #11, 13

	Uri  CAINE
	Uri Caine / Gustav Mahler:

"Dark Flames"
	2003
	77:03
	label: Winter & Winter

Uri Caine [p]; Ralph Alessi [tp]; Don Byron (см. в 'Jazz') [cl]; David Gilmore [g]; Mark Feldman [vln]; Bao-Li Zhang [erhu]; Yi Zhou [pipa]; Sisi Chen [yangquin]; Tao Chen [dizi]; Michael Formanek (см. в 'Jazz') [b]; dj Olive [turntables, electronics]; Jim Black (см. в 'Jazz') [d]; Kettwiger Bach Chor [v] with Wolfgang Klasener [conductor]; 

voices: Aaron Bensoussan, Sadiq Bey, Sepp Bierbichler, Julie Patton, Barbara Walker.

	Uri  CAINE
	Zohar Keter
	
	67:14
	label: Knitting Factory

Aaron Bensoussan, voice, oud
Lefteris Bournias, clarinet
Uri Caine, piano, electric piano
Gilad, percussion
Emmanuel Mann, bass
DJ Olive, sampler, drum machine
Adam Rogers, guitar
1. Crown  - 2:50

2. Eli Eli  - 10:17

3. Wisdom  - 1:18

4. Joshua's Song  - 4:20

5. Love  - 1:59

6. Landio Medley  - 6:33

7. Insight  - 1:32

8. Yedidi  - 4:56

9. Justice  - :56

10. Pools of Water  - 4:32

11. Splendor  - 1:46

12. A Woman of Valour  - 5:24

13. Eternity  - 2:37

14. When It Will Be Built  - 4:54

15. Magnificence  - 1:31

16. Hamaudil  - 2:57

17. Foundation  - :29

18. Shabbat Medley  - 7:19

19. Majesty  - :54

Lead by chameleon pianist Uri Caine (this guy does it all: jazz, Mahler, Tin Pan Alley, you name it), and featuring the diverse talents of Aaron Bensoussan, a Moroccan/Sephardic vocalist and DJ Olive, member of illbient DJ crew WE, Zohar offers up a stylistic mix like nothing I have ever come across. This, in many ways, is diaspora rendered sonically. What they do on the sprawling Keter is bring together a number of traditional Jewish songs and songs written around Jewish themes, and provide them with settings that collectively reflect the strengths and musical interests of the various musicians. Thus "Ladino Medley" is given a recognizably Eastern European sound, though one that is infused on the one hand by all the Northern Africa that pours out of Bensoussan and the jazz piano approach Caine (which pushes that instrument further than the role of providing rhythm, to acting as complementary voice). In favour of slavish stylistic purity, what they capture is the dancing excitement of the music. That excitement is maintained as they continue globe-trotting, through the Middle East cum New York, via mariachi (on the traditional "A Woman of Valour") and Cuban rhythms ("When Will it Be Built"). Though wherever the group turns they are grounded in Bensoussan's distinctive vocal approach and Caine's reading of the whole proceeding through the idioms of jazz. While there are moments when the group does not sound as entirely unified as a listener might expect them to be, it is clear that this is a very high-minded experiment that allows for a great deal of latitude and individual expression, at times at the expense of a single dominant vision. It is the kind of experiment that makes me wish for an opportunity to seem the group perform live in order to experience the musical dynamics that they are so obviously working through. 

Interestingly each of the 10, generally shorter, odd-numbered tunes on Keter are given over to DJ Olive. Olive seems to have participated in the original recording sessions then returned to that material and mined it in order to create a series of transitions, some of which are nothing more than ambient sounds and simple repeated rhythms. It is clear from the Keter's package that each of these DJ tracks has a relation to the Kabbalah (the most well-known Kabbalistic symbol, the Tree of Life, is used on the back cover, while the various pieces are named after the Kabbalah's various elements: "Crown," "Wisdom," "Love," etc.), as if an attempt is being made to knit the various stylistic elements together by way of the Jewish mystical tradition. In many ways, this is a fitting way to proceed given that mysticism is always about moving beyond the everyday and the accepted towards the deeper, eternal connections that link people and place together through time. Zohar then become an unlikely group that has come together to explore the deeper, universal and persisting connections that bind them together.

-- by Andrew Johnson

	John  CALE
	Guts
	1977
	38:17
	John Cale is a composer and performing musician. A classical musician trained in both viola and piano, he studied at Goldsmiths’ College where with Cornelius Garden he produced the historical New Music Festival in 1963. This occasion introduced Fluxus music and performance and John Cage’s ‘Concerto for Piano & Orchestra’ to a large British audience. Arriving in New York in Fall, 1963, he was one of the pianists for the U.S. premiere of Satie’s ‘Vexations’, playing for four hours with David Tudor and the other team members. Since forming the Velvet Underground with Lou Reed, Cale has been an early and important leader in the American world of art and music.

	John  CALE
	Church Of Anthrax
	1971
	33:51
	Terry Riley [p, organ, s sax]; John Cale [b, harpsichord, p, g, viola, organ]. Produced by John Cale and John McClure.

CARICATURE

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

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

As soon as the time came to go, the dramatic sequence of obliteration took its toll on the landscape; the sky was immune. Gone.

John Cale

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

New York Underground

Night Club Theme

Modelling

Out of China

Death Camp

Ari Sleepy Too

Iceberg I

Jim

Iceberg II

Espana

Nibelungen

When one is asked to write music for an abstract concept such as a choreographed Dance Work it invariably invites comparisons with known elements in the real world with which we can expect to understand the Work in fuller terms. In this case we have many strands of history with which we can add our own impressions of  a Life -- if that were the intention. It is not.

Biography is best left to historians. Ballet to visionaries.

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

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

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

Luckily, she went about it the wrong way.

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

Even so it feels as if it were not enough.

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

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

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

	CALLA
	Calla
	
	73:48
	dark ambient-noise
label: Sub Rosa (marketed by Quatermass) (Austria)

1. Tarantula

2. Custom Car Crash

3. June

4. Only Drowning Men

5. Elsewhere

6. Truth About Robots

7. Trinidad

8. Keyes

9. Awake & Under

	CAMBERWELL  NOW
	All’s Well
	1986 
	74:08
	label: Recommended Records (Switzerland), rec. in London.

The Metropolitan Borough of Camberwell: Trefor Goronwy [v, b, g, k, jews harp, etc]; Charles Hayward [v, d, etc]; Maria Lamburn [s&t s, piccolo, viola, etc].

Charles Hayward: см. тж. другие его проекты: Quiet Sun; Raincoats и This Heat.

1-4. Meridian

5.    Daddy Needs a Throne

6-11. The Ghost Trade

12-15. Greenfingers
Блестяще исполненный сложный фактурный авант/фолк-рок. По музыке можно сравнить с R. Fripp’ом  и Gabriel’ем (среднего периода).

В связи с этим проектом обязательно стоит прочитать заметки к диску THIS HEAT в этом каталоге.

	CAMIZOLE
	Camizole
	1977
	58:47
	free improvisation
label: Spalax Music (Paris), first issue 1999.

rec. 1977

Подобные проекты см.: ETRON FOU LELOUBLAN; Lol COXHILL; HERBE ROUGE; FILLE QUI MOUSSE (Spalax Music); SOFT HEAP (Spalax Music);

About twenty hairy guys, sat on the ground, forming a circle; waitings that increase, the circle that shuts to no longer form but a heap of bodies, whining and shouting and howling in the middle of a hall dived in the darkness. Such was the first Camizole's performence( that was not yet called Camizole). It was in January 1970, it had not lasted more than twenty minutes and it was directly inspired by Julian Beck's Living Theater. Jacky Dupety was directing us. Though not older than we were, he had been studying arts in les "Zarza" (famous school of arts in Paris) and, so, had been taken part in " Mai 68" in Paris. A few years later, Thierry Haupais, in Liberation, described him as : "Close cropped hair, blue eyes , a hudge mustache, Jacky, Camizole's sax player speaks whith confidence...". Apparently, this performance had overtaken but satis​fied the young boys and girls from the catholic association that used to meet in this old chapell in the midd​le of old Chartres. Exalted, Jacky uttered: "We have to set up a Free Jazz band!" As for me, I had heard this kind of music twice in Paris "Festival des Halles". Earl Freeman, Arthur Jones, Claude Delcoo and especially Red Noise, Patrick Vian's band, had made a great impression on me. On the following week-end, every one brought an instrument or any thing like it, for our first rehearsal. And, by the end of February, we were back in the chapell, in front of the same audience for a "musical" performance under Jacky's leader​ship. People from Actuel, famous underground magazine at that time, would remenber our visit a few months later: "One evening, we were very happy to meet these "freaks" from Chartres. Everyone was curious to see how they were like and at any bell ring would say: "Here they are!" We opened the door and here came one of them, superb: A great long- haired guy whith all his teeth, his slender body looking as a shooner keel and behind him an other one, "Jesus" like, and then another one and an other one... Thirty of them, and no room was big enough to contain us all, so, we gathered in the hall. "How is it going in Chartres? Is it possible to do anything? Are you repressed a lot? No, not that much! And the high schools, what about them, are they "moving"? Is there any Rock music in this place?" In fact, a few weeks later, the staff was divided by half and during the following summer, the band reduced to quintet. When it was impossible to find a place we would rehearse in the country side, under the moon light, whith acoustic instruments: flutes, saxes, guitars, trumpet and percussions or various "anything". Once, in January 1971, someone asked us to play before Lou Bennett, the famous jazz organist. But, as soon as they noticed that we could as well frighten the audience, they asked us to play after the Star. Useless to say that everyone went out as soon as Lou Bennett left the stage. We played for a handfull of people, but this same night, two musicians, usualy playing classical music, joined us whith their violin and cello, for our great pleasure. Between 1971 and 1976 the band had experienced several formulas, all of them very precarious and unreliable. But since 1974, Dominique Grimaud, Catherine Lienhart, Jacky Dupety, Francoise Cruble and Jean-Luc Dupety became regular members of the band.

Among the people who joined us: Eric Delaunay (founder of Tiemko), Xavier Jouvelet ( Emmanuel Box's partner and heard on Lol Coxhill's [см.] records), Bernard Filipetti (Art et Technique, Prime Victime Show). Whith the latter, the band became a duet, not lasting a whole year. But, during that short time, Camizole moved from a local audience to a national fame". During summer 1975, we played in all the festivals insi​de the " hexagone". As we had sent a tape to Klaus Schulze and Klaus D. Muller, they were ready to help us to find a record company and produce a record. But we both parted and the band turn to the old quintet again in 1976, joined during a little while by Etron Fou's [см.] sax player: Chris Chanet. We had met Etron Fou previously and founded whith them le collectif dupon et ses fantomes to which will rally later on: Mozaik (Compiegne), Grand Gouia (Grenoble), Nouvel Asile Culturel and Herbe Rouge [см.] (Paris). We organised toge​ther two concerts in Grenoble, whith four of the bands playing. Etron Fou's  second record as well as my two «livres: collages» Un certain Rock (?) Francais had been editated under Dupon's label  9h 17. On this same year, we met Gilbert Artman, Lard Free's leader. He was setting up Urban Sax and Jacky, Francoise and Chris joined his staff during two years and played on the two first records. At that time, Francoise met Lindsay Cooper [см.] and played whith F.I.G (Feminist Improvising Group) several concerts in France in 1978. 1977 and 1978 have been the best years for Camizole.We had created a totally improvising way of playing, a sort of instantaneous and collective way of composing. By that time, Jacky, Jean-Luc and I had been playing music together for seven years and Francoise had joined us for five years. Jacky had a powerful and intense sound, a vehement and impetuous presence on stage. He used to be on the front of the stage as to expose himself in first line. Jean-Luc was playing drums and brass (trumpet, tuba, trombone) and played frequently two instruments simultaneously. He was, as well very interested in theatrical performance. For exemple, during a concert, we started to play whithout him, anxious to know were he could be, when the lid of a packing-case opened and we heard the sound of the trumpet, then it closed again, opened up again and so on. The audiance was hilarious and so were we. Jean-Luc finally left the case, whith a medie​val hood on and started to split logs whith an ax. Useless to talk about the uproar made on stage and through the microphones. Francoise, playing alto sax, was certainly more delicate and refined, but, when she was using one of these famous Big muff Electro-harmonix fuzz pedal she could produce the most torn and agonising sounds, using an electric shaver rubbed on the strings. As for me, I was contradicting as well as raising and pushing farther out of limits our musical speech, our self educated practice and experience. I played an alto sax and a guitar, both plugged in (and perverted by) a ring modulator and some synthi AKS sequences. At the end of 1977, as we wanted to seize the opportunity given by the record company Tapioca, we decided to record a live performance. But Tapioca stopped after having published a handful of records and the tapes remained in a drawer for years...

During the following year, Camizole had been programmed in a festival in Vendee on the same day as Lard Free. As the program had taken a hudge delay, Gilbert Artman proposed us to set our instruments at the same time for the sound check. May be he had something in his mind. Anyway, both bands played and improvised together that night. Every body was so happy of this union that we decided to renew the expe​rience as soon as possible. During their last period, both bands merged and played four Lard Free/Camizole concerts, one of these concerts have been recorded.

                                                Dominique Grimaud

1. extrait N° 1 (3:12)

F. cruble: Cloche, Maracas, Gongs / J. dupety: Bendirs / J.L. dupety: Batterie, Trompinette / D. grimaud: Guitare, Synthi AKS. 

2. extrait N° 2 (2 :08)

F. cruble: Grelots, Cloche / J. dupety: Flûte, Voix  / J.L. dupety: Batterie, Banjo /

D.grimaud: Guitare, Jouet. 
3. extrait N° 3 (154) 
F. cruble: Mélodica / J. dupety : Saxophones / J.L. dupety : Batterie /

D.grimaud : Guitare. 
4. extrait N° 4 (8:12)

F. cruble: Crotales, Guitare, Sax Alto / J. dupety: Sax préparé / J.L. dupety: Caisse clair, Cymbales, Tuba préparé, Vocal / D. grimaud: Guitare, Synthi AKS, Korg 700, Micro-contact. 
5. extrait N° 5 (2:03)

F. cruble: Guitare / J. dupety: Sax ténor / J.L. dupety: Batterie.

6. extrait N° 6 (4:25)

F. cruble : Guitare / J. dupety: Sax ténor, Gong  / J.L. dupety: Cymbale, Trombone, Poire /

D.grimaud: Sax alto, Synthi AKS, Korg 700, Jouet. 
7. extrait N° 7 (2 :02)

F. cruble: Guitare / J. dupety: Xylophone / J.L. dupety: Trompinette, Cymbale volantes, Appeau / D. grimaud: Korg 700, Sax alto, Appeau, Jouet.
8. extrait N° 8 (3:58)

F. cruble: Gong, Anche / J. dupety: Percussions, Vocal  / J.L. dupety: Batterie /

D.grimaud: Sax alto sur AKS. 
9. extrait N° 9 (4 :05)

F. cruble: Sax alto, Jazzoflûte, Crécelle, Grelots, Cloche / J. dupety: Percussions, Vocal, Sax ténor / J.L. dupety: Hache, Tuba préparé, Batterie, Vocal / D. grimaud: Guitare, Korg 700, Synthi AKS, Sax alto. 

10. extrait N° 10 (3:50)

F. cruble: Sax alto, Guitare / J. dupety: Percussions, Sax ténor / J.L. dupety: Anche, Cymbale / D. grimaud: Chaussure micro-contactée, Korg 700, Synthi AKS, Sax alto. 

11. extrait N° 11 (3:38)

F. cruble: Guitare, Gongs / J. dupety: Sax préparé / J.L. dupety: Batterie /  D. grimaud: Korg 700, Synthi AKS.

12. extrait N° 12 (3:03)

F. cruble: Guitare / J. dupety: Crécelle / J.L. dupety: Cymbales / D. grimaud: Korg 700, Synthi AKS, voix.

13. extrait N° 13 (8:54)

F. cruble: Sax alto / J. dupety: Sax ténor, dialogues / J.L. dupety: Batterie, Tuba, Trompinette / D. grimaud : Sax alto, Synthi AKS. 
14. extrait N° 14 (2:22)

D. grimaud: Guitare. 
15. charles de gaulle (3:56)

F. cruble: Sax alto, Guitare / J. dupety: Hautbois / J.L. dupety: Batterie / D. grimaud: Korg 700, Synthi AKS / C. chanet: Vocal 1 C. lienhart: Violon.

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

	CAN
	Ege Bamyasi Okraschotem
	1972
	40:08
	

	CAN
	Future Days
	1973
	41:01
	

	CAN
	Soon Over Babaluma
	1974
	38:55
	

	CAN
	Landed
	1975
	40:24
	

	CAN
	Flow Motion
	1976
	38:15
	

	CAN
	Saw Delight
	1977
	38:02
	

	CAN
	Can
	1978
	39:38
	

	CAN
	Rite Time
	1989
	41:56
	

	(CAN)

 
	KAROLI / ELTES:

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

	(CAN)


	Holger CZUKAY:

“Canaxis”
	1969
	40:14
	Holger Czukay & Rolf Dammers. And featuring two unknown traditional singers from Vietnam on "Boat-Woman-Song."

1. Boat-Woman-Song   17’26”

2. Canaxis    19’37”

3. Mellow Out    2’08”

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

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

	(CAN)
	Holger CZUKAY:

“On The Way To The Peak Of Normal”
	
	36:51
	H.Czukay [v, g, organ, vocoder, b, french horn, flute, mouthorgan, congas]; Jah Wobble [b]; Jaki Liebezeit [d]; Conny Plank [cemetry synthesizer violin].

	(CAN)
	Holger CZUKAY:

“Full Circle”
	1982
	40:54
	H.Czukay [g, organ, p, french horn, perc, v]; Jah Wobble (см.) [b, v, k]; Jaki Liebezeit [d, perc, tp].

	(CAN)
	Holger CZUKAY:

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

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

	(CAN)
	Holger CZUKAY:

“Flux + Mutability”
	1989
	37:59
	David Sylvian (см.)[g, k]; H.Czukay [g, b, v]; Michael Karoli [g]; Markus Stockhausen (см.) [flugelhorn]; Jaki Liebezeit [perc]; Michi [voice].

	(CAN)
	Holger CZUKAY:

“Moving Pictures”
	1993
	44:52
	‘This album was inspired by nonexisting athmospheric disturbance films’

H.Czukay [v, b, p, k, g, french horn, recording]; with: Jah Wobble, Jaki Liebezeit, Michael Karoli, U - She, Romie Singh, Sheldon Ancel, Helmut Zerlett, Rene Tinner.

	(CAN)
	Holger CZUKAY:

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

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

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

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

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

	(CAN)
	Irmin  SCHMIDT:

“Music At Dusk”
	1987 
	37:22
	label: Mute

I.S. [v, k]; Michael Karoli [g]; Jaki Liebezeit [d]; Trilok Gurtu [perc]; Franck Ema-Otu [b].

	(CAN)
	Irmin  SCHMIDT:

“Impossible Holidays”
	1991 
	41:40
	label: Mute

I.S. [v, p, k]; Michael Karoli [g]; Jaki Liebezeit [d]; Franck Ema-Otu [b]; Juan Jose Mosalini [bandoneon]; Geoff Warren [altosax, flute]; Steve Shehan [perc]; Peter Weihe [g].

	(CAN)
	Jaki  LIEBEZEIT &  Gabi  DELGADO:

“Mistress”
	1982
	
	LP

	CANDIE HANK
	Kimouchi
	
	35:54
	experimental fusion – с ретро-мелодиями
label: Gagarin Records  www.gagarin.com
www.candiehank.com
With a bag full of sorrow and a fistful of sweets.

1. Kimouchi

2. Make The Night Shine

3. Pop The Fluid

4. All The Sunshine Was Wrong (feat. Paul PM)

5. Innerscene Smell

6. Shot In The Back

7. ILLLOOVEEYOOUU!

8. DubRat

9. Sexy Holiday

10. ClownWhoRewar

11. Halucinacion

	CANDIE HANK
	Brandy Cramps
	2004
	23:14
	label: Wwilko Records (France) www.wwilko.com / published by Stora (Germany)

www.candiehank.com 

	Vinicius CANTUÁRIA
	Tucumã
	
	46:43
	Vinicius Cantuaria - см. тж. с Arto LINDSAY и с Uri CAINE

Vinicius Cantuaria [v, ac g, samples, perc, Indian wood flute, k]; Bill Frisell (см.) [el g]; Mark Feldman [vln]; Eric Friedlander (см.) (Feldman и Friedlander см. тж. с John Zorn (Masada), M. Ribot) [cello]; Laurie Anderson (см.) [vln, v]; Lois Martin [viola]; Arto Lindsay (см.: Lindsay; Los Amigos Invisibles) [el g]; Nana Vasconcelos (см.) [berimbau, panela]; Sean Lennon / Steve Cohen [b]; Joey Baron (см. тж. с John Zorn, Masada, Uri Caine) [d]; Michael Leonhard [tp]; Peter Apfelbaum [t s]; Josh Roseman (см.) [trb].

Звёзды современного джаза и альтернативы сделали этот праздник. Это нечто супер! Супер пряное, супер ароматное. С ярчайшей латина-музыкой и великолепным бразильским вокалом.

Pity the poor bossa nova — so lovely and vulnerable, so ripe for exploitation. From tacky, over-orchestrated takeoffs in the '60s, like Eydie Gorme's "Blame It on the Bossa Nova," to the recent surge of bombastic acid-jazz-, techno-, and pop-oriented flirtations, the beguiling Brazilian rhythm has been all but smothered by the affections of mis​guided suitors.

Singer/guitarist/composer Vinicius Cantuaria's music is a necessary reminder of the style, grace, simplicity, and melodic sophistication that denote bossa's unadulterated essence, qualities that have insured the music's classic stature.

Cantuaria's writing, as he eagerly acknowledges, is deeply rooted in the romanticism of the late Antonio Carlos Jobim, while his guitar comping echoes of Joao Gilberto, the singer whose off​beat strumming four decades ago for​ever cemented the seductive bossa groove. As a vocalist, the Amazonia native's cool, understated style pays homage to the reclusive Gilberto's hush-toned musings, while the buoy​ant, sunny vocal inflections he favors reflect the influence of frequent collab​orator Caetano Veloso.

Profound and at times as pronounced as they are, those influences don't hin​der Cantuaria's strong individual traits as a singer and songwriter. The album may have back-to-basics trappings, but Cantuaria and collaborator Ryuichi Sakamoto fill some of bossa's custom​arily spare nooks and crannies with enough judiciously employed ambient noise and electronic textures to define a '90s personality. This CD redefines the nonchalance and seductive qualities of pure bossa in a way that celebrates rather than simply mimics the genre's signature sound. —  Mark Holston, Wire

	Vinicius CANTUÁRIA
	Vinicius
	2001
	53:55
	label: Transparent Music (Columbia)  www.transparentmusic.com 

Vinicius Cantuaria [v, g, perc, k]; Website: www.vinicius.com 

with guests: Marc Ribot (см.) [g]; Bill Frisell (см.) [g]; David Byrne (см.) [v, g]; Caetano Veloso (см.) [v]; Brad Mehldau [p]; Marc Johnson (см.) [b]; Joey Baron [d]; Jenny Scheinman (см. тж. с Leni STERN) [vln]; Michael Leonhart [tp]; Peter Scherer [k].

"A quiet marvel." – "The Village Voice"

Brazil's most remarkable new singer-songwriter is joined by a stunning cast of international pop and jazz guest stars.

V.C.: thanks to Arto Lindsay, Herbie Hancock, Steve Cohen, Caetano Veloso [a.o.].

	CAPTAIN BEEFHEART & His MAGIC BAND
	The Legendary          A&M Sessions
	1966
	11:45
	Don Van Vliet (Captain Beefheart) – см. тж. с: Gary LUCAS;
Если интересно что-то в том же духе, рекомендуем проект ENCORE + GRANDE (label: Gazul) (аражировки, мелодика и, сами понимаете, навороты - с учётом разницы поколений несколько по-продвинутей: что делать, годы идут...). Или LOTHAR and the HAND PEOPLE (rec. 1968-69) (в 'Rock'. Вот эти старые гаражники – аутентичны). Тж.: (Peter GREEN) “Two Greens Make A Blues” (в 'Rock').
label:  A&M (1984) and  Edsel/Demon (1986)

  Van Vliet used the long pauses inbetween record productions to secure his reputation as an acknowledged and cultivated artist. In the meantime he retreated with his wife to the Mojave Desert, living in a luxurious mobile-home. His old company brought out the ‘Legendary A&M Sessions’ in ’84. Live performances appear very rarely on his agenda.

  This re-issue of Captain Beefheart’s legendary A & M recordings should delight his followers and fans of 60s music alike. Beefheart (Don Van Vliet), considered by many as one of the greatest white blues singers ever, is also one of music’s most celebrated eccentrics.

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

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

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

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

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

	CAPTAIN BEEFHEART & His MAGIC BAND
	Safe As Milk
	1967
	33:53
	label: Repertoire Records

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

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

	CAPTAIN BEEFHEART & His MAGIC BAND
	Mirror Man
	1968
	59:21
	label: Repertoire Records

	CAPTAIN BEEFHEART & His MAGIC BAND
	Trout Mask Replica
	1969
	79:08
	Produced by Frank Zappa.

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

	CAPTAIN BEEFHEART & His MAGIC BAND
	Lick My Decals Off, Baby
	1970
	38:53
	

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

	CAPTAIN BEEFHEART & His MAGIC BAND
	«The Spotlight Kid» / «Clear Spot»
	1971  1972
	73:18
	

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

	CAPTAIN BEEFHEART & His MAGIC BAND
	Blue Jeans And Moon Beams
	1974
	36:56
	

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

	CAPTAIN BEEFHEART & His MAGIC BAND
	Shiny Beast (Bat Chain Puller)
	1978
	47:24
	

	CAPTAIN BEEFHEART & His MAGIC BAND
	Doc At The Radar Station
	1980
	38:59
	[…] Gary Lucas [g] – см.

	CAPTAIN BEEFHEART & His MAGIC BAND
	Ice Cream For Crow
	1982
	37:35
	

	(CAPTAIN BEEFHEART)
	MAGIC BAND:

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

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

	(CAPTAIN BEEFHEART)
	Denny WALLEY: "THE MUSIC OF  CAPTAIN  BEEFHEART"

(Live)
	1996
	58:35
	label: UAE (Sweden)  http://www.itv.se/uae 

Denny Walley [g, v]; Freddie Wadling [lead v]; Jimmy Agren [g]; Mats Oberg [k, harmonica]; Rolf Hedqvist [b]; Morgan Agren [d].

All words and music by Don Van Vliet.

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

The project was put together in collaboration with the traveling exhibition of Don Van Vliet's paintings. The art galleries wanted to have Don's music played and a band was put together for three appearances only. Fortunately some of this material was recorded. Have it!

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

Eugene Chadbourne & Jimmy Carlblack

All Songs by Captain Beefheart (Don Van Vliet)

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

Pachuco Cadaver, la programma:

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

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

	Lisa CARBON
	Trio de Janeiro
	2001
	68:45
	freestyle swing

label: Quatermass (Belgium)  fw@quatermass.net 

Lisa Carbon plays Moog

Pete Namlook (см.) plays Gibson guitars

Atom Heart using Synclavier technology

Compositions, concept and art direction by Lisa Carbon.

Originally released: 1995, remastered by Atom: Nov. 2000.

"Live in Sao Paulo" (#4) rec. live at 'Blue Note'

Амбиентно-импровизационный проект, с очень живой музыкой, иногда напоминающей Jon Hassell'а, иногда некий джаз, а иногда просто что-то светлое и даже весёлое. Короче – настроение поднимает замечательно.

	Rudiger CARL – см. в 'Jazz'
	
	
	
	

	CARTOON
	Sortie
	1994
	76:10
	см. тж. другой проект этих музыкантов: PFS
label: Twelve Tone / Cuneiform (USA)

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

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

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

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

“...one of the hidden gems of American progressive rock.” -- Laser's Edge

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

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

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

These incongruities were further exaggerated when we played live. 

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

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

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

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

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

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

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

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

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

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

"Th...Th...Th....     ...That's All Folks!"

	George CARTWRIGHT
	Michael LYTLE / George CARTWRIGHT / David MOSS:

"Meltable Snaps It" / "Points Blank" +
	1993
	73:52
	George CARTWRIGHT – см. тж. с: CURLEW; THIRD PERSON (в 'Jazz');

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

David MOSS - (см.)

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

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

Jeremy slung his book bag past the doorman and crossed the marble lobby to the elevator.
And a lovely afternoon to you too, thought the doorman. Poxy little bleeder.
Readjusting his cap, he moved out and lit a cigarette below the awning. He stood at the curb, scanning the grey October sky above the park.
Twenty years he'd worked for the rich in London and ten more in New York. What's it add up to? An overcast afternoon. He had a wife, an eleven-year-old son, and a mortgage in the Bronx. But none of that was apparent. He was out on the pavement, below the clouds, in the same glacial light as usual. Jeremy rode the elevator, itching to get free of his school uniform. The maid let him in. He went straight to his room, dropped his bag on the rug and squirmed out of his blazer. When his parents moved in they had the whole place re-done. A crew of painters worked for three months to finish this room, skimming and prepping and priming the walls, painting them white and sanding the brushmarks and painting and wet-sanding with ever-finer grades of paper until they shone like white glass, and then chalk-lining and painting one-inch stripes of flat casein white from floor to ceiling. Like the Hoover Dam, the room swal​lowed several good men. Two resigned, one returned to Ireland, another took up the bagpipes. One went mad. But the finished room was perfection. The Swiss designer declared it "one of the truly great things" and compared it to the St. Louis Arch.
Jeremy threw himself backward on the bed and lay beside his basketball in bore​dom's sudden death. Boredom waited for him here. Every day, after school. There was no avoiding it. He turned on the radio and listened for a while, staring at the ceiling; turned it off.
He picked up the basketball and bounced it off the wall, caught it. He did it again.
He kept that up till dinnertime, enjoying the dirty halfmoons that appeared on the wall. The doorman saw Jeremy at the glass and got up from his stool. His Royal Effulgence came through without a word and the doorman went out for a smoke. Workers were coming tomorrow to replace the awning and his son would graduate this year. As a senior in high school, Jeremy's afternoons were free. He got home around noon and kept to his room. There was nothing to do.
There was an ocean of time with nothing to do but think about girls and the future and the value, to him, of his life. He couldn't come up with much. He was drowning in time. So he decided to kill himself. He thought about it for weeks and months. He imag​ined the shock among the maids and his parents and schoolmates and teachers. But those people, always, were far from the truth of his moment right now.
Finally, and a little soon, came the chosen day. He'd left a note by the bed.
It said The wide scarred smooth chest of sky, pearly white pearly blueish grey, all day."
During the last period of school the big wall clock kept his attention. When the noon bell rang he cleared off his desk and moved through the halls with other kids flowing past him. From the outside steps, a grey afternoon opened in every direction. He was free. Step by step he followed himself down, and across Fifth Avenue, and into the park.
He crossed the park and the avenues and continued toward the Hudson. On a steep tangled slope he slipped and scraped and regained himself, tunneled through a drainage pipe, and picked his way downhill to a rusted fence.
A fence hole opened onto broken concrete and a factory that he and his friends had once explored.
He moved among oil stains and disused machinery and chemical drums. Stairs led to a frosted-glass door. Inside, he wheeled an old swivel chair from behind a desk and removed his belt. One of his father's belts was coiled in his bag and he buckled the two belts together.
Cautiously, with his hands on both the arms, he stepped onto the creaky chair.
He looked around the room from up there. Immediately he stepped back down.
The office was hallowed with a pale afternoon light. It filtered through the glass brick windows, calm and indirect. The light was everywhere and nowhere at all.
Jeremy sat at the corner of the desk. His gaze landed on a scatter of papers, a dusty typewriter, the dark wooden chair arm. Nothing had happened in years, no one had been here. He sat in the unmoving light, staring at the file cabinets, the floorboards, a coffee cup...
Back at the building the doorman said "Where you been?"
Jeremy took a look at him for once.
"Yes?" the doorman said.
Jeremy said, "Where you been?"
•
Tonight Jeremy drops off a friend and drives away. It's late, the streets are deserted. A song from sixth grade is on the radio. He watches himself from then. What if someone showed you a movie of the future? Would you be happy to see you're still around? At a redlight he lights a cigarette. He lays a wrist on the wheel, puts a leather elbow out the window and blows smoke toward the night.
The signal changes; he moves on. The song means nothing to him except him watch​ing himself from then. He tries to feel cool savoring and inflating the kid's impression, but all he can come up with is that he smokes and drives a car and lives in a strange city and he's made it to adulthood. He's a big deal to the little guy, he surpassed his worries and self-suspicions and thoughts of What next? But to himself he's nothing. He wishes the kid could see all the places and times and situations between him and himself, but none of that is visible as he steers the Oldsmobile toward home.
Impossibly, those empty high school afternoons led to others that led to others that led to others that dropped him here. There's so much more to time than what you expect! Imperceptibly, the glacier got him this far and then melted away. And here he is. Dumped on a pile of debris at the end of time. With a view.
- Michael DeCapite
You can't really see it or touch it, you can taste it from time to time some and, when blessed, you can hear it and it ain't going away though you got to look closely to not be fooled because many are and I don't know why but it is there. In fact It Came From Memphis (check bro Robert Gordon's text of origination). But now where is there now? I believe you can hear a little bit of it here maybe not all maybe occasionally but always in some stream or layer or veil of the truly undefinable it is there. Why? Dunno. Don't need to. It's also in Seattle with Amy and up in Canada with Paul. Great singer, great writer. Doug took it to N.O. with him and slid back on up here with it for a minute and Davey brought a little bit over from B'ham just a little spread of the indispen-sibly belly of good glue that he is. Chris and Kelly took it up to The Big Apple. The rest of the folks are slopping around in it still. Known, unknow, who knows, who cares? Just listen and not particularly idiomatic crushed amalgam of bits and pieces laid out and slapped back to a whole (just like everybody has always done, honest) post Ornette (never really post Ornette tho it's a stupid phrase to catch the eye and fool the ears and really more likely pre-Ornette musics because, well, you know about Ornette right? You did listen to that did​n't you?). And Furry and Bukka and Issac and Al and Alex and Otis and Charlie and Rufus and and and ya should check out Amy's Greatest Hits and Pale Nudes and Mike's Through the Windshield and Sirring Pretty and all the rest that's acommin' and what did 1 say about Paul? Maybe the best we got folks. Hey see if ya can find any of his books why don-ncha. Just see. Nobody says too much about it so just see. So much with so little so check out Third World 2. Check out Escalator Over The Hill and Tropic Appetites and and and A Beautiful Western Saddle. Ha! Love, george.

	The CASSANDRA COMPLEX
	
	
	
	post-punk типа Joy Division

label: Play It Again Sam

15 CD (в формате mp3) – см. в файле 'XTRA_mp3_Catalog'

	CASSIBER
	Man Or Monkey
	1982 
	54:48
	avant-rock

label: ReR, 1992

Christoph Anders [v, k, g, t s, violin]; Heiner Goebbels (см. тж. в «Jazz») [p, k, organ, chinese violin, el&ac g, b]; Chris Cutler (см.) [d].

Матёрые мастера плотной рок-авангардной фактуры в этом проекте Cassiber достигают вершин сочетания свободной яркой импровизации и чувства вкуса.

	CASSIBER
	Beauty And The Beast
	1984 
	49:53
	label: ReR, edition 1995

Chris Cutler [d, electrics, noises]; Heiner Goebells [p, PPG synth, b, g]; Alfred Harth (см. “Jazz”: VLADIMIR ESTRAGON; CREATIVE WORKS ORCHESTRA) [a&t&bar s, bass cl, trb, pocket tp, jaw harp, v]; Christoph Anders [v, k, organ, g, metal sheet]. 

	CASSIBER
	Perfect Worlds
	1987 
	33:09
	label: ReR

Christoph Anders [v, Mirage keyboard, g, t s]; Chris Cutler [d, el d]; Heiner Goebbels [p, Mirage keyboard, Chinese violin, g, v].

	CASSIBER
	A Face We All Know
	1990 
	42:03
	label: ReR

Christoph Anders [v, k, g, sampling]; Chris Cutler [d, electrics, v]; Heiner Goebbels [k, sampling g, b].

	CASSIBER
	Live in Tokyo

[2 CD]
	1992
	53:13 47:20
	label: ReR

rec. 1992

CD 1: "Live in Tokyo"

CD 2: "Live in Tokyo" remixed by GROUND ZERO (см.)

Christoph Anders [v, g, sampler]; Chris Cutler [d, perc, electronics]; Heiner Goebbels [p, sampler, Chinese vln,  g, v].

featuring: Shinoda Masami [a s]

CD 2 featuring: Otomo Yoshihide (см.) [t-t]; Haco (см.) [v]; Sachiko M [sampler]; Hirose Junji; a.o.

	(Nick CAVE)
	BIRTHDAY PARTY:

“Hee Haw”
	1979
	40:54
	Nick CAVE – см. тж. с: Lydia LUNCH “Honeymoon In Red”; DIE HAUT; CURRENT 93; Bruno COULAIS (в 'Rock'); Gary LUCAS;
См. тж. его песни в исполнении: Ute LEMPER
Аналогичная музыка – см.: The POGUES; VIOLENT FEMMES; THE MEN THEY COULDN’T HANG; Lydia  LUNCH; P.J. HARVEY; Johnny DOWD; Oren BLOEDOW & Jennifer CHARLES; Beth GIBBONS (см. в 'Rock'); CRIME + THE CITY SOLUTION; Mick HARVEY; OPERATING STRATEGIES; IMPRESSIONS OF WINTER; Sarah-Jane MORRIS; STILLE VOLK (fem. voc.);

Наилучший диск песен непосредственно в стиле Кейва – см.: Phil SHOENFELT. 

	(Nick CAVE)
	BIRTHDAY PARTY:

“Prayers On Fire”
	1981
	42:15
	

	(Nick CAVE)
	BIRTHDAY PARTY:

“Junk Yard”
	1982
	47:18
	

	(Nick CAVE)
	BIRTHDAY PARTY:

“Mutiny” / “The Bad Seed E.P.”
	1983
	39:54
	

	Nick CAVE
	From Her To Eternity
	1984
	54:55
	James Hetfield [Metallica] about Cave & Bad Seeds: “I got turned onto them by [producer] Bob Rock, and then I went back and checked out their whole career. This one’s energetic and a little corny. It reminds me of a German beer garden song, something to swing your stein by.” 

	Nick CAVE
	Your Funeral... My Trial
	1986
	46:12
	

	Nick CAVE
	Kicking Against The Pricks
	1986
	50:16
	

	Nick CAVE
	Tender Prey
	1988
	54:33
	

	Nick CAVE
	The Good Son
	1990
	45:30
	

	Nick CAVE
	Henry’s Dream
	1992
	41:36
	Одно из первых появлений Кейва на отечественном ТВ случилось именно благодаря вещи с этого альбома - байронической «I Had a Dream, Joe». Но и оставшиеся за рамками телеэфира восемь песен - безусловные шедевры. Ревущая, наждачная музыка, этакая «мамушка», отплясываемая австралийским дьяволом перед Джеком-потрошителем, героем последней убийственной баллады.

--- Афиша

	Nick CAVE
	CAVE / McGOWAN:     What A Wonderful World
	1992
	09:26
	duet

	Nick CAVE
	Live
	1992
	75:19
	Rec. in the USA & Australia, 1992.

label не указан (bootleg?)

	Nick CAVE
	Live Seeds
	1993
	60:51
	

	Nick CAVE
	The First Born Is Dead
	1994
	50:33
	

	Nick CAVE
	Let Love In
	1994
	48:21
	

	Nick CAVE
	Murder Ballads
	1996
	58:58
	It’s a mood thing. If it’s a bright, sunny day and you’re feeling relaxed and carefree, you’re probably not going to play your Nick Cave & the Bad Seeds albums. But if the day is dark, with a violent storm approaching —  maybe in the atmosphere or maybe in your soul —  Cave’s latest release, Murder Ballads, is just the thing.  M. B. Bears certain similarities to other Nick Cave & Bad Seeds albums. The fury of Cave’s dramatic, deep and almost mocking vocal is, of course, the core of the music. And like the powerful narrative of Henry’s Dream, the new album is conceptual and full of story songs (about murder and death, obviously). It also has The Good Son’s gospel piano sound, driving rhythmic guitars and near-religious intensity. But this new record, the band’s ninth studio album, has a bit more range than many of the previous releases. Not that it lacks Cave’s uncompromising passion, but guest vocals from Kylie Minogue and P. J. Harvey (см.) add a bit of sweet melancholy to the thrilling chaos.   The engineer / co-producer is Tony Cohen, who has been working with Cave for about 15 years. When the band and Cohen mixed the Live Seeds  album, Cohen was mixing in the A room, and the band was in a demo room jamming and working up new songs. “I usually set them up in another room so they can play and write songs while I’m mixing,” explains Cohen. “It keeps them out of my hair, and it keeps them from being too bored. It was late at night, around two in the morning, and everyone was pretty merry, and the house engineer was rolling tape. They did a 15- or 18-minute ramble of “O’Malley’s Bar”. Nick had a lot of the lyrics sort of written, but a lot of them he made up on the spot. If you listen to it close, you can hear him mumbling, “And then I hit him with a big uh...brick!” trying to think of a word, but we kept that original vocal that he did that drunken night, and it’s a fabulous song. He never could have gotten that spontaneity again if he tried.”   The songs recorded at Metropolis include the first single —  a Cave / Minogue duet called “Where the Wild Roses Grow” —  and a wild and slightly obscene version of “Stagger Lee” that sounds almost like a rap. “Nick wanted a really aggressive and confronting sound,” says Cohen. “I can remember he’d come in while I was mixing and shout, ‘No, that’s not tough enough! Make it nasty! Turn this up and turn that up!’ And he’d make it totally over-the-top, and then [bassist] Mick Harvey would come in and go, ‘Oh, no. Pull this back a bit, that’s really harsh, that’s far too loud,’  and then Nick would come back in: ‘No, no, no! It’s all gone to shit!’  It was always battling like that. But that’s half the fun of it, too.”  —  Mix, apr 96

	Nick CAVE
	The Boatman’s Call
	1997
	52:12
	label: Mute

	Nick CAVE
	Blixa Bargeld, Nick Cave, Mick Harvey:

"To Have And To Hold"
	1997
	39:34
	label: Mute

Original score composed by Blixa Bargeld, Nick Cave, Mick Harvey(см.); except: "I Threw It All Away" (#19) by Dylan, performed by Scott Walker.

	Nick CAVE
	And The Ass Saw The Angel
	1998
	45:21
	label: Mute Records Limited

Mute Liberation Technologies: http://www.mutelibtech.com/mute/ 

#1 – 4: Readings from the book. Recorded by Tony Cohen. All instruments by Nick Cave. 

#5 – 16: Theatre Music. Recorded at Carisbroke, Sydney. All instruments by Mick Harvey & Ed Clayton-Jones. Vocal by Katy Beale. Commissioned for a theatrical adaption of the book, devised & designed by Cliff D'Oliver. Directed by Ariette Taylor and performed at The Napier St. Theatre. Sth. Melbourne in October 1993.

Readings by Nick Cave

1. Mah Sanctum
2. Lamentation
3. One Autumn
4. Animal Static
Theatre Music by Mick Harvey & Ed Clayton-Jones

5. Sleepy River Piano
6. Doghead
7. Pa's Traps
8. Cosey's Lullaby
9. Sanctum
10. The Hobo Church
11. Sleepy River Swoon
12. God
13. Euchrid On The Run
14. Beth's Sleepy River
15. Doghead Revisited
16. Angels

	Nick CAVE
	Unknown & Unreleased
	2000
	44:46
	редкие и ранее не изданные песни и версии

	Nick CAVE
	The Secret Life of the Love Song / The Flash Made Word
	2000
	65:28
	label: King Mob (London)  Email ekmob@aol.com  

www.king-mob.co.uk 

Two lectures by Nick Cave including the songs:

West Country Girl

People Ain’t No Good

Sad Waters

Love Letter

Far From Me

Jesus said, "Wherever two or more are gathered together, I am in your midst." Jesus said this because wherever two or more are gathered there is a communion, there is language, there is imagination. There is God. God is a product of the creative imagination and God is that imagination taken flight.

	Nick CAVE
	No More Shall We Part
	2001
	67:47
	label: Mute  www.mute.com 

Nick Cave [v, p]; Mick Harvey (см.) [g]; Blixa Bargeld (см. EINSTURZENDE NEUBAUTEN) [g]; Thomas Wydler [d]; Martyn P.Casey [b]; Conway Savage [organ]; Warren Ellis [vln]; + strings + backs.

Новый альбом Ника Кейва получился весьма изобретательным и интересным. На нём не мало новых музыкальных «усовершенствований». А тексты, как и прежде, повествуют о любви и смерти.   --- Play
Nick Cave And The Bad Seeds никогда не являлись ни продуктом, ни частью шоу-бизнеса; эти люди всегда занимались музыкой и только музыкой. Для них писать, петь, играть — всё равно что дышать. Если Кейву сегодня не хочется усложнять кра​сивые мелодии дополнительными пас​сажами, он будет минималистичен. Кейв полюбил живой звук фортепиа​но и тихие скрипич​ные партии на втором плане. И если такая музыка будет плохо продаваться, он ни​чуть не расстроится, он даже не обратит на это внимания.

Однако, как бы вкрадчиво ни звучал альбом "No More Shall We Part", как бы ни навевал парал​лелей с Элвисом Костелло (Elvis Costello) и Леонардом Коэном (Leonard Cohen), вы ни на секунду не усомнитесь, что слу​шаете именно Кейва, автора "I Let Love In", "Jangling Jack", "The Weeping Song", "Henry Lee" и "Where The Wild Roses Grow". Парадокс. Но вполне закономерный.

---- АудиоМагазин
Ник Кейв плавно перешёл от агрессивного пан​ка к мягкому и спокойному ритм-энд-блюзу. Его новая работа является первым полноценным альбомом со времён уже подзабытого The Boatman's Call. И очень напоминает The Boatman's Call по меланхолическому настрое​нию, в котором нет места ни агрессии, ни даже просто песням в быстром темпе. Однако The Boatman's Call можно рассматривать скорее как сольный проект Кейва, в то время как No More Shall We Part — это именно альбом груп​пы, наглядно демонстрирующий высокое мас​терство аккомпанирующих музыкантов. В их чис​ло входит и довольно активно используемая струнная группа, и знаменитый на американской сцене фолк-дуэт сестёр Кейт и Анн Маккорригл.

Бог, любовь (и её противоположность), смерть по-прежнему остаются теми тремя китами, на которых строится поэзия Кейва. Во всём осталь​ном слушатель не услышит ничего неожиданно​го, за исключением чуть более сильной, чем обычно, иронии. Несмотря ни на что, слушается до​вольно приятно. Особенно на фоне всей остальной поп- и рок-продукции последних месяцев.

 --- Play
Ник Кейв, отча​янный певец из Австралии, спе​циалист по опи​санию тёмных сторон бытия и особо душераздирающих лю​бовных историй (ни в том, ни в другом равных себе не имею​щий), обладатель иногда пугаю​ще истеричного голоса, теперь стал совсем другим. Перед тем как выпустить свою новую плас​тинку, нашёл себя в религии и даже написал собственное пре​дисловие к Евангелию от Мат​фея. И на «No More Shall We Part» предстал смиренным и просвет​лённым. Голос звучит нарочито слабым и дрожащим. Музыка по большей части нежная, с тихи​ми переборами клавиш форте​пиано. И поёт Ник Кейв про то, что все пороки больших горо​дов не для нас, а «наш городок тихий и спокойный, у нас в цен​тре приятный скверик и мэром у нас женщина». «А по ночам,— продолжает человек с длинной героиново-алкогольной  пре​дысторией,— мы становимся тихими, как мышки, потому что знаем, что Бог в каждом до​ме». Кое-где Кейв всё ещё покри​кивает, а в целом это один из са​мых впечатляющих и красивых дисков года.

--- Коммерсантъ
С годами Ник Кейв «зазвучал» очень камерно. Его «австралийский интеллектуальный панк» стал балладным, нежным, лиричным, серьёзным, многословным, спокойным и лишь слегка тревожным. Об этом свидетельствует первая же композиция нового альбома «As I Sat Sadly By Her Side». И чем дальше, тем больше убеждаешься, что у новой пластинки очень много общего с классическим творчеством Боба Дилана (Bob Dylan), Лу Рида (Lou Reed), Элвиса Костелло (Elvis Costello) и особенно Леонарда Коэна (Leonard Kohen), но не с «I Let Love In» или «Do You Love Me» самого Ника Кейва. Здесь даже есть своя «Hallelujah».

Отголоски былого энергичного напора иногда слышны сквозь сдержанность таких ком​позиций, как «Fifteen Feet Of Pure», но Кейв всегда возвращается к избранной в сентябре 2000 г. студийной камерной стилистике. Мягкий звук фортепиано, на котором музыкант сам себе аккомпанирует, старинные друзья с гитарами Мик Харви (Mick Harvey) и Бликса Баргельд (Blixa Bargeld); появились и новые люди (в The Bad Seeds теперь девять человек, не считая «великого и ужасного»: в частности, появились две девушки на подпевках).

Кстати, голос маэстро тоже очень изменился и приобрёл ту же, ранее несвойственную Кейву, сдержанность. Ник по-прежнему одержим, но чем-то совсем иным.

Уже в то время, когда Nick Cave & The Bad Seeds приезжали с концертами в Россию, ста​ло ясно, что обращения к некоему Богу и намёки на Него даже в случайных интервью музыканта далеко не случайны. Теперь же многое объяснили песни этого альбома («God Is In The House», «Oh My Lord»...). Да и предыдущая номерная работа коллектива, «The Boatman's Call» (1997), предсказывала внимательному слушателю превращение из хищни​ка в агнца.

Тем не менее, всё далеко не так просто с Ником Кейвом, возмутителем спокойствия юных податливых сердец и восприимчивых умов. Стоит обратить особое внимание на только что изданную в России (серия «Иллюминатор»/019; 2000) книгу музыканта «And The Ass Saw The Angel» — его первый роман (1989), успешно, но с большим опозданием переведённый на русский язык. Книга поражает своей жуткой натуралистичной эстетикой, изрядно приправленной мистикой и ужасами, что делает её близкой как раз раннему пе​риоду музыкального творчества Кейва начала девяностых. Кто-то может решить, что это произведение перекликается со сборником «Murder Ballads» 1996 г., однако «И узре осли​ца Ангела Божия» является абсолютно самостоятельной вещью — кровавой и загадочной историей с множеством вопросов без ответов. По сути, это книга о человеческом одиноче​стве, увиденном своеобразно, в духе «Парфюмера» Патрика Зюскинда (Patrick Suskind) (они с Кейвом свои романы даже писали в одно и то же время).

Однако воздержимся от параллелей, анализа и выводов, оставив это литературоведам. Но поклонникам Кейва упускать из внимания сей неоднозначный роман не рекомендуем и настоятельно советуем попробовать-таки провести параллели с музыкой автора, особенно нынешней. Занятная процедура получается... 

---- Art Electronics, #2, 2001

	Nick CAVE
	Nocturama
	2003
	56:27
	Ник Кейв - австралийский рок-ин​теллектуал,   солист  пост-панк-группы The Bad Seeds, автор 12 альбо​мов, один из самых мрачных музыкантов по​следних двух десятилетий. Среди людей и ве​щей, повлиявших, по его собственным сло​вам, на его творчество, значатся Достоев​ский, Набоков, фильм Терренса Малика «Бес​плодные земли», сын Люк и Библия. Помимо песен, Кейв известен своими книгами, одна из которых, «И узре ослица Ангела Божия», издана в России в переводе бывшего автора текстов «Наутилуса» Ильи Кормильцева.
Как объясняет Кейв, Nocturama - это ме​сто, где живут ночные звери. Записан альбом был всего за одну неделю в Австралии, в пе​рерыве между концертами. На девять деся​тых он получился мелодичным, красивым и, как следовало ожидать, мрачным. Кейв поет о далеких оставленных городах, о мальчиках-дебилах и о пурпурных закатах. «Когда я пи​сал свои песни, - говорит Кейв, - я пытался таким образом познать самого себя». Общее похоронное настроение пластинки не рас​пространяется, пожалуй, лишь на пятнадца​тиминутную песню Babe, I'm On Fire, закры​вающую альбом и состоящую из сорока (!) куплетов. В каждой ее строчке появляется один или два новых персонажа: генерал на танке, старый рокер, спортивный коммента​тор, полицейский со свистком, Билл Гейтс, президент США и так далее - причем некото​рым из них дана весьма язвительная характе​ристика.
В этом альбоме к фирменной мрачности Кейва прибавился пафос, но чувство меры ав​тору не изменяет. После величественной Bring It On, спетой дуэтом с бывшим вокалистом Saints Крисом Бейли, идет полная черно​го юмора Dead Man In My Bed - скептическая оценка, данная Кейвом институту брака.
Несмотря на мировую славу, Кейв напи​сал не так уж много хитов (главный из них -Where The Wild Roses Grow, спетый вместе с Кайли Миноуг). Однако некоторые песни с альбома Nocturama вполне могут зазвучать на радио. За этим, очевидно, последуют обвине​ния в предательстве идеалов и коммерческий успех.

-- Еженедельный Журнал

	Nick CAVE
	"Abbatoir Blues" / "The Lyre of Orpheus"

[2 CD]
	2004
	43:07 39:27
	CD1&2: multimedia (2 sessions)
label: Mute Records

Nick Cave [v, p]; Martyn P.Casey [b]; Warren Ellis [vln, mandolin, bouzouki]; Mick Harvey (см.) [g]; James Johnston [organ]; Conway Savage [p]; Jim Sclavunos [d, perc]; Thomas Wydler [d, perc].

	CENTIPEDE
	Septober Energy
	1971
	45:09 40:24
	avant-fusion

piano - Keith Tippett (см.)

vocalists – Juli Tippett, Maggie Nicholls, Zoot Money, Mike Patto

violins – 

cellos – 

trumpets – Mark Charig (cornet), Mick Collins, a.o.

tenors – Brian Smith, a.o.

baritones – John Williams, a.o.

trombones – Paul Rutherford, a.o.

drums – Robert Wyatt, John Marshall (and perc), a.o.

guitars – Brian Gooding

basses – Jeff Clyne, Dave Markee, a.o.

	Eugene  CHADBOURNE
	Corpses of Foreign War
	1986
	51:07
	Eugene  CHADBOURNE – см. тж. с: Noel AKCHOTE; DOWNTOWN  DOES  THE  BEATLES; ONLY A MOTHER; John ZORN "Environments for Sextet"; Carla BLEY ('Jazz'); тж. на EMIT SERIES: Visions (в 'Jazz'); Jon  ROSE; Aki  TAKASE (см. в 'Jazz'); Collaborations with: David Moss, Bill Laswell, George Lewis, Tom Cora, Violent Femmes, Pere Ubu, Dead Kennedys
CHADBOURNE (Biography)

A seemingly endless -- and endlessly eclectic -- series of releases made the innovative guitarist Eugene Chadbourne one of the underground community's most well-known and well-regarded eccentrics. Born January 4, 1954 in Mount Vernon, NY, Chadbourne was raised in Boulder, CO, by his mother, a refugee of the Nazi death camps. At the age of 11, the Beatles inspired him to learn guitar; later exposure to Jimi Hendrix prompted him to begin experimenting with distortion pedals and fuzzboxes. Ultimately, however, he became dissatisfied with the conventions of rock and pop, and traded in his electric guitar for an acoustic one, on which he began to learn to play bottleneck blues.

Perhaps Chadbourne's most significant formative discovery was jazz; initially drawn to John Coltrane and Roland Kirk, he later became an acolyte of the avant excursions of Derek Bailey and Anthony Braxton. Despite the huge influence music exerted over his life, however, Chadbourne first studied to become a journalist, but his career was derailed when he fled to Canada rather than fight in Vietnam; only President Jimmy Carter's declaration of amnesty for conscientious objectors allowed the vociferously left-wing Chadbourne to return to the U.S. in 1976, at which time he plunged headlong into the New York downtown music scene. After releasing his 1976 debut, Solo Acoustic Guitar, he began collaborating on purely improvisational music with the visionary saxophonist John Zorn and the acclaimed guitarist Henry Kaiser.

Quickly, Chadbourne carved out a singular style, comprised of equal parts protest music, free improvisation, and avant-garde jazz, topped off with his absurd, squeaky vocals. A complete list of Chadbourne's countless subsequent collaborations and genre workouts is far too lengthy and detailed to exhaustively document, although in the early '80s he garnered some of his first significant attention as the frontman of Shockabilly, a demented rockabilly revisionist outfit which also featured the well-known producer Kramer. Following the group's breakup, Chadbourne turned to his own idiosyncratic brand of country and folk, accurately dubbed LSD C&W on a 1987 release, the same year he joined the members of Camper Van Beethoven for a one-off covers project. In addition, he recorded with artists ranging from Fred Frith and Elliott Sharp to Evan Johns and Jimmy Carl Black, the original drummer in the Mothers of Invention; in between, he continued exploring unique styles inspired by music from the four corners of the globe, all the while issuing a seemingly innumerable string of records, most of them on his own Parachute label. 

- by Jason Ankeny
label: Fundamental

Chadbourne joins forces with the Violent Femmes for some typical fare, albeit played with a bit more smoothness and more of a rockish edge than many of his other projects. As is often the case, Chadbourne's at his best performing cover versions of songs for which he has a deep affinity, in this instance several by Phil Ochs. When he launches into "I'm Gonna Say It Now," one hears all the youthful conviction the song demands without any of the forced wackiness that mars much of his own work. He does a similarly admirable job on Mingus' "Fables of Faubus" and, a piece surely right up his alley, "Der Fuehrer's Face," the latter complete with various digestive sound effects. The album also includes a couple of Chadbourne's more successful, less whiningly pedantic compositions like "The Bully Song" and "10 Most Wanted List" alongside a few more forgettable attempts at post-adolescent social satire. The members of the Violent Femmes, apparently big fans of Chadbourne, support him ably and bring a certain amount of cohesion to the proceedings, something often (intentionally) lacking in other projects of his. Overall, Corpses of Foreign War is a pretty decent effort and possibly one of the better places for the innocent listener to begin with this unusual musician.

1. Der Fuehrer's Face -Wallace 
3:03

2. Mayor's New Law -Chadbourne 
2:08

3. Why Kids Go to School -Chadbourne 2:10

4. Feel Like I'm Fixin' to Die -McDonald 2:35

5. Cops of the World / Nicaragua -Kramer, Ochs, Sanders 4:05

6. 10 Most Wanted List -Chadbourne 4:00

7. I'm Your Neighbor -Chadbourne 2:15

8. Better Comin' Out Than Goin' In 
-Chadbourne 2:00

9. Bully Song -Chadbourne 
2:00

10. Fables of Faubus -Mingus 3:21

11. Kkkremlin -Chadbourne 2:25

12. They'll Never Lock Him Up -Chadbourne 2:51

13. Sex With the Sheriff -Chadbourne 2:06

14. Corpses / Pol Pot / Creator Medley -Chadbourne, Sanders, Thomas 7:00

15. Phil Medley 
-Ochs 
5:00

	Eugene  CHADBOURNE
	Kill Eugene
	1987
	57:07
	label: Placebo Records (Phoenix, Arizona)

Eugene played all guitars, banjo, communist harmonicas

Subtitled "Live and Solo 1987," Kill Eugene is one of Chadbourne's stronger albums, featuring his typical mix of covers ("Oh Yoko," "8 Miles High," "Purple Haze," a Thelonious Monk medley), left-field originals, and parodies interspersed with bits of dialogue and other tomfoolery. "Ollie's Playhouse" transforms the Pee Wee's Playhouse theme into a topical song about Oliver North, and "The Plunger" explores the sounds that can be made with an amplified plunger. Strange as ever but with enough straightforward material to balance the noise, Kill Eugene contains plenty of Chadbourne's idiosyncratic guitar improvisations and offers some actual songs as well. 

1.
 Ollie's Playhouse 
[Chadbourne]

2.
 How Can You Kill Me (I'm Already Dead) 
[Bacharach, Manson]

3.
 Eight Miles High 
[Clark, Crosby, McGuinn]

4.
 Women Against Porno 
[Chadbourne]

5.
 Purple Haze 
[Hendrix]

6.
 Plunger 
[Chadbourne]

7.
 Oh Yoko! 
[Lennon]

8.
 Ramblin' Man 
[Williams]

9.
 I Must Have Been Blind 
[Buckley]

10. 
Big Boys With Little Balls 
[Chadbourne]

11.
 Lucifer Sam 
[Pink Floyd]

12.
 Price of Paradise 
[Boon]

13.
 In the Cemetary 
[Chadbourne, Morgan]

14.
 Monk Medley 
[Monk]

15.
 Permanent Lonely 
[Nelson]

16.
 Secret of the Cooler 
[Chadbourne]

	Eugene  CHADBOURNE
	EUGENE  VAN BEETHOVEN     (Eugene  CHADBOURNE & Camper van BEETHOVEN):

"69th Sin Funny"
	1989
	77:35
	label: House of Chadula / Play It Again Sam Records

Такая же ретро- насмешка, как выше, с банжо, со скрипочками, саксом. На этот раз – вариант тотального стёба – существенно более авангардный. Рекомендуется к употреблению в чистом виде.   

69th Sinfunny (as in "Symphony," in case you didn't get the pun) ranks among Eugene Chadbourne's best albums of the 1980s - matched only by Vermin of the Blues - and remains in the list of ten best records in his career. First released at the very end of the decade as a two-LP set and later reissued on one CD on the artist's home label, House of Chadula, it features Camper Van Beethoven (Graham Connah, Victor Krummenacher, Jonathan Segel, and Chris Pedersen) and Rova saxophonist Bruce Ackley backing the Doctor in a cross-section of his various fields of activity: country songs, jazz tunes, avant rock protest songs, and noisy free improv. The sound quality is very good. For once, Chadbourne has done a great editing job, splicing studio and live recordings and adding occasional effects (like monstrous reverb) that work great. It gives the impression of a continuous work rather than a set of separate pieces, not unlike what Frank Zappa used to do in the late '60s. Each track brings another surprise. Highlights include a rendition of Joni Mitchell's "All I Want," Thelonious Monk's "Hackensack," and political originals "Ollie's Playhouse" and "Bo Diddley Is a Communist." Four short "Rake Quartet" tracks document the electric rake (and the lesser-known electric floor sweeper). Ackley is all over the place, providing romantic solos whenever the occasion presents itself, elsewhere ornamenting Chadbourne's spirited solos with free-form lines. 69th Sinfunny presents the singer in top shape: wacky, exuberant, annoyingly excellent. A must for the fans and a great place to start for newcomers.
Let’s Go Back In Time [E.C.]

Dead End Street [Roy Davies]

All I Wont [Joni Mitchell]

I’m A Loser [Lennon/McCartney]

Rake Quartet I [E.C.]

Swingers Get The Blues Too [Duke Ellington]

Ollie’s Playhouse [E.C.]

Hackensack [Thelonious Monk]

Rake Quartet II [E.C.]

Born On The Bayou [John Fogerty]

Reincarnation [Roger Miller]

Rake Quartet III [E. C.]

In The Cemetary [E.C. / Chad Morgan]

The Times They Are A Changin’ [Bob Dylan]

Hum Allah [Pharoan Sanders]

Black And Crazy Blues [Rahsaan Roland Kirk]

Rake Quartet IV [E.C.]

Hackensack [Thelonious Monk]

Goin’ Back [Roger McGuinn]

Bo Diddley Is A Communist [E.C.]

Serene [Eric Dolphy]

Let’s Go Back In Time [E.C.]

	Eugene  CHADBOURNE
	Songs (My New Life #36)
	1993
	65:50
	label: Intakt / ReR (Switzerland)

rec. 1992

All voice, guitar, dobro, banjo, and noise by Eugene Chadbourne.

Compositions by E.C., Tim Buckley, Phil Ochs, Eric Dolphy, Willie Nelson, Frank Perkins, Nick Drake.

There are few musicians who can imagine, let alone attempt, to execute the kind of wild control of a body of songs that Eugene Chadbourne can. His restless muse is ever-wandering over a vast body of music from the popular vernacular. On this set - a vocal music companion to Intakt 25, Strings - recorded in 1992 in Switzerland, Chadbourne tackles not only his own wondrous tales of terror, depression, and imagination, but also those of Tim Buckley, Nick Drake (long before the Volkswagen commercial), Willie Nelson, Eric Dolphy, Frank Perkins, and Floyd Tillman. Fans of Chadbourne have long been accustomed to these flights of artistic Weltanschauung, but even they would be hard-pressed to take in the seamless nature of Chadbourne's attack. The set opens with Buckley's "Hallucinations," and in a radically different read, Chadbourne's banjo adds a deep, Dock Boggsish feeling to Buckley's nightmarish lovelorn tale. With shifting, sliding fingers on the hammer end and twisting rhythmic invention, Chadbourne reads the same words but offers an entirely different meaning on them. Likewise, his slide guitar grammar on Phil Ochs' "Knock on the Door" brings the song to the doorstep of an America Ochs had imagined when he wrote the song, but couldn't see out on his front lawn. The guitar version of Dolphy's "Miss Ann" is savvy, street-smart, and tough in its ragged elegance. But Chadbourne's own songs, such as "This Cold War With You," "Captain Hook," or even "Hello Ceausescu" offer a much more poignant and hilarious view of the world of popular song. In fact, these are popular songs that no one else has recorded yet. But that's their problem; at least listeners have these versions. Awesome.

1
. Hallucinations 
[Buckley]

2
. Knock on the Door 
[Ochs] 

3
. Miss Ann 
[Dolphy]

4
. What Can You Do to Me Now 
[Cochran, Nelson]

5
. Stars Fell on Alabama 
[Perkins]

6
. Concertinito Pazzo-Zug 
[Chadbourne, Osbourne]

7
. Hello Ceausescu 
[Chadbourne]

8
. This Cold War With You 
[Tillman]

9
. People Will Vote for Whoever Gives Them Food 
[Chadbourne]

10. 
Land of Use-To Be 
[Chadbourne]

11
. Thoughts of Mary Jane 
[Drake]

12
. Captain Hook 
[Chadbourne]

	Eugene  CHADBOURNE              
	Eugene  CHADBOURNE  & Evan  JOHNS:

"Terror Has Some Strange Kinfolk"
	1993
	53:54
	label: Alternative Tentacles Rec.

Mastered by Jello Biafra.  

E.C. [g, banjo, charango, v, electric rake]; E. J. (см. тж. с: Biafra & Nixon) [g, v, auto harp, C melody sax, steel percussion]; Buggs Coombs [b, g, v]; Mike Buck [d, perc].

Замечательное изделие старых насмешников – издевательство над  кантри и роком. (см. тж. "Sin Funny";  подобный проект - Biafra & Nixon - см.)
Terror Has Some Strange Kinfolk, the second collaboration between Eugene Chadbourne and Evan Johns, is an avant-roots satire of white trash culture that leads off with a sort-of Billy Ray Cyrus cover called "Achey Rakey Heart" (played in part on an electric rake, of course) and goes on to tackle subjects like underage drinking, trains and George Bush. Despite self-explanatory song titles like "Redneck Jazz" and "Killbillies," however, the record's tone is more affectionate than spiteful; Chadbourne's nasal twang and Johns' whiskey-and-cigarettes growl complement one another nicely, and both gentlemen seem to be having a ball.
Jello Biafra a originally lead singer of the Dead Kennedys and founder of Alternative Tentacles Records, and Eugene Chadbourne, are both musicians who have remained stubbornly on the fringes of popular music, and yet have still managed to make a living from their music. (They have collaborated on a piece for  “Homage to Jonhn Cage - Caged / Uncaged” [см. John Cage])

tracks:

Achey Rakey Heart

Redneck Jazz

Sail My Ship Alone

I Gotta Pee

I Cut the Wrong Man

George Bush’s Bones Jig

Desert Storm Chewing Gum

Let ‘Em Drink While They’re Young

Mister Jones

Missing Engineer

Killbillies

Got The Blues & Can’t Be Satisfied

Checkers of Blood

There Was Gloom

Land of Use to Be

Living in the Country

all tracks by Chadbourne / Chadbourne & Evan Johns

	Eugene  CHADBOURNE
	Boogie With The Hook
	1996
	69:05
	label: Leo Records

duets with: Derek BAILEY (см.), Han BENNINK (см.), Charles TYLER, Volcmar VERKERK, John ZORN (см.).

First, they ate pizza. Then they brought the box onstage so Bennink could play it on the version of John Lee Hooker’s ‘Whiskey and Women’ that begins this set of duets.

1. WHISKY AND WOMEN (John Lee Hooker) Bennink and Chadbourne follow this up with a Duet For Giant Bass Autoharp and Communist Banjo. 

HAN BENNINK: Pizza box played with brushes, giant bass autoharp played with drum sticks and drum set played with everything. EUGENE CHADBOURNE: National' dobro and Communist 5-string banjo. Recorded in various Dutch locations, 1990. (Bennink/Chadbourne) - 8'15

2. IN SEARCH OF CARL LA FONG (Bailey/Chadbourne) - 8'05

3. RAKING A CHANCE ON LOVE

DEREK BAILEY: Guitar and comments. 

EUGENE CHADBOURNE: Deering 5-string banjo and electric rake. Recorded in Den Haag, 1995. (Bailey/Chadbourne) - 1'47

4. HAN BENNINK and EUGENE CHADBOURNE (Bennink/Chadbourne) - 5'13

5. IN BETWEEN COMME C AND COME SAW

EUGENE CHADBOURNE: guitar; 

CHARLES TYLER: baritone saxophone and Bb clarinet. Recorded in New York City, 1977 (Chadbourne) -13'18

6. THE BANJO DUET 

EUGENE CHADBOURNE and VOLCMAR VERKERK: Deering 5-string and long neck banjos, Korean banjo. Recorded in Amsterdam 1996 (Verkerk/Chadbourne) - 14'37

7. RED LIGHTNING part 1

EUGENE CHADBOURNE: guitars and personal effects; 

JOHN ZORN: alto and soprano saxophones, Bb clarinet, game calls; recorded in New York City, 1980. (Chadbourne/Zorn) – 17’16

BOOGIE WITH THE HOOK

1989: Tonight's gig in Wales begins and ends with puke. A drunk puking outside the doors of the van awoke me from the pre-gig nap in the backseat; then there was the heavy whiff of puke in the men's room when I went in for the final post-gig piss.

Accomodations that night in a girl's apartment, six of us in the living room trying to sleep while two guys lift weights and listen to records by Sly and the Family Stone and John Lee Hooker. Chris and I make the best of it by discussing obscure players.

I mention Charles Tyler, not realising he had died that week. He was a thrill to meet back in New York. He'd told me once how in Colorado some guy had heard him playing in basement, then said he was managing Sly and the Family Stone and would Charles like a job as baritone player?

Tyler turned down the lucrative job because it required wearing a wig. "Dough or no, I wasn't wearing a wig."

1972: She sighed "Alright. I'm sorry. It's that witchcraft thing. The apartment still has a weird smell".

She handed me an envelope with JOHN LEE HOOKER; WALES HOTEL written on it. "You need to run this over to the Wales for me."

It was her interview with Hooker, done the day before. Now the Hook was resting up for the big show tonight. I raced over there with the envelope, knocked on the door of Room 31.

A blonde girl about 15 answered.

"Oh, I want John Lee Hooker's room," I stammered.

"He's busy," she says.

A gruff voice from the back: "No, I ain't busy. Show the man in. Show the cool cat in." There was Hooker sitting in bed, smoking a pipe, wearing a fishnet t-shirt.

I sat down on the bedside and said "I love the blues".

'The blues is the truth.' he said.

I told him I had the blues, I was in love with Piper and she was off in Colorado.

"Colorado? All the women in Colorado belong to me," he said. "Maybe I know her".

I asked for advice on a blues lyric. Was it drifting and drifting like a sheep out on the fold, or a ship out on the foam? He said either was cool. Then it was back to the livestock reports.

1967: "This was disgusting," my mother said.

"No, I think she liked it," my father argued.

We were rid of Sack the next morning anyway. His dad tracked him down, called that night while we were huddled around a John Lee Hooker record.

Summoned home on the morning flight, Sack ran into Art Linkletter at the airport. It was only weeks after Linkletter's daughter killed herself flying out of the window on LSD.

"Hey Art, Art!" Sack shouted. "I'm tripping! I'm freaking out! I see God! I can fly! Art! Art!"

1984: We call ahead to Dallas to confirm. "What are you talking about?" the booker asks. "We have Joker coming here tomorrow."

We take our time driving home. I sleep a lot. At a rest stop we meet the legendary John Lee Hooker, who has a great live album out recorded with only 10 people in the audience.

Hooker tells me his group has developed from a back-up band into a multi-media event featuring actors as well as musicians. We all take a trip across a huge glacier to see his group's secret cave.

Everyone stops and threatens to bury me under the ice because my voice is too high.

"My voice is this way because I am white and I don't want to imitate blacks," I cheerfully explain. Everyone accepts this, laughs and we continue on.

The band lives underground in a stone fortress. There is a communal bed about the size of a medieval dining table with a thick red and white wool blanket. I climb in and go to sleep. A white guy is sitting there playing a Hooker-style blues for a lullaby. A flute player gets into bed, goes to sleep while R2D2, the robot from Star Wars, starts walking around and then helps an even larger robot enter the mind of the flute player while he sleeps. The two robots are then ready to play a flute duet based on Hooker's riffs.

The nexy day I am in school and the teacher is actor Bo Hopkins, infamous for his delivery of the following line in Sam Peckinpah's The Wild Bunch: "Y'all can kiss my little sister's rosy red butt."

He is discussing an actor who had been part of Hooker's band until recently passing away.

Everyone starts to cry. I'm upset and I call my parents. My mother is ironing. It's no big deal, she says. 'The Rolling Stones were better".

Eugene Chadbourne

	Eugene  CHADBOURNE
	Eugene  CHADBOURNE  & John ZORN:

"In Memory of Nikki Arane"
	1996
	61:18
	label: Incus (UK)

Recorded in the State of New York, 1980

Eugene Chadbourne: dobro, guitars

John Zorn (см.): soprano, alto, clarinet

1. In Memory Of Nikki Arane 12:35

2. In Memory Of Nikki Arane 20:18

3. In Memory Of Nikki Arane 10:48

4. In Memory Of Nikki Arane 18:08

all tracks by Chadbourne/Zorn

Named after a character from Stanley Kubrick's The Killing, In Memory of Nikki Arane is a sprawling, cinematic feat of improvisation. Instead of creating a theoretical score to accompany a movie, Zorn and Chadbourne have literally produced what might literally be considered a soundtrack of sorts. Instead playing textural pieces to convey a mood or emotion, the duo create sounds that imitate actions. What actions, of course, are left entirely to the listener - though they are usually brutally violent or darkly industrial. Like much of the musicians' respective free work, there is generally no continuous melodic thread through the music, though ideas are developed in different ways: through repetition, variation, action, and reaction. The sounds are miles away from the instruments that produced them: modified acoustic and electric guitars, dobro, and other items in Chadbourne's case, and a variety of saxophones, clarinets, and game calls in Zorn's. All four improvisations are thoroughly abrasive and not for the weak of constitution.

	Eugene  CHADBOURNE
	Eugene Chadbourne And The Hellingtunes:

“Hellington Country”
	1997
	74:11
	label: Intakt

rec. 1997

Eugene Chadbourne [g, banjo]; Alex Ward [cl, a s]; Pat Thomas [p, k, bagrain electronics]; Leslie Ross [bassoon, shawm]; Carrie Shull [oboe]; Paul Lovens [selected drums and cymbals, Stradivarius saw].

This unusual tribute to Duke Ellington uses the cut-up techniques of author William Burroughs to sketch scores for pieces only peripherally sounding like the big band master. Nonetheless, this largely successful recording is a creative and imaginative pastiche of styles, featuring strong improvising, particularly from piano basher Pat Thomas and clarinetist and alto saxophonist Alex Ward. The group's leader, Eugene Chadbourne, displays remarkable arranging skills while subordinating his fine banjo and guitar to the total sound. While blips of old Ellington recordings are occasionally inserted, don't expect to hear too much from the Duke's repertoire. These are freestyle transformations, with dissonance, blues, swing, and outside styling all blending in a stew that jumps and bubbles. Rounding out the sextet are Paul Lovens on drums and cymbals, Carrie Shull on oboe, and Leslie Ross on bassoon and shawm. One of Chadbourne's finer efforts.

tracks:

Mysterious Stash- Interlaken [Ross]

Total Tuesday- Grindelwald [Shull]

Cool Dream- Domodosola [Chadbourne, Thomas]

Hawk Jungle- Malans [Lovens]

The Cricket in My Live- Simplon [Shull]

Gentle Happening- Vals [Ward]

Spotted That Red- Brig [Chadbourne]

Way Twitch- La Chaux-De-Fonds [Lovens]

Gentle Happening- Lago Di Garda [Ross]

	Eugene  CHADBOURNE
	Worms with Strings
	1998
	66:53
	label: Leo

Ignore the puerile musings by the good professor, and instead enjoy his slightly demented music, which includes a collection of tracks from four different conglomerations, recorded over the course of five years. Concentrating on various combinations of strings, Chadbourne leads with his acoustic banjo and guitar. Most of the pieces are multitracked performances with Chadbourne overdubbing on guitars, banjos, and assorted homemade instruments, while one features mandolin soloist Barry Mitterhof with a trio. Others add accordion, bassoon, and oboe, and the results, if not electrifying, should please admirers of Chadbourne. While some might find the extensive doodling tiresome, there is no question that the humor, creativity, and incomprehensible melange add up to a good time.

1. Dragonfly / Trichinela Spiralis / Prelude to Wild Mountain Thyme - Chadbourne, Cremaschi, Kihlstedt (см.), Mitterhoff 13:13

2. Loa Loa - Chadbourne 
1:00

3. Strongyloides Stercoralis 
- Chadbourne 2:32

4. Wucheria Bancrofti / Post Power Mover Grasshopper [live] -Chadbourne 7:13

5. Song for My Ant Lion [live] - Chadbourne 4:07

6. Ancyclostoma Brazilense 
- Chadbourne :52

7. Nectaur Americuanun / Ancyclostoma Diodinae - Chadbourne 1:19

8. The Waterstriders [live] 
- Chadbourne 8:42

9. Enroachment 
- Chadbourne 16:20

10. Prelude to Gromphado / Gromphado - Chadbourne 11:29

	Eugene  CHADBOURNE
	CAMPER  VAN  CHADBOURNE

(Eugene  CHADBOURNE & Camper van BEETHOVEN):

"Used Record Pile"
	1999
	65:12
	label: Knitting Factory (New York) www.knittingfactory.com 

Rec. 1987-91

“Ricocheting between avant-rock, wired country, free music summits and banjo recitals, virtuoso guitarist and arch prankster Eugene Chadbourne is the American underground’s most disruptive presence.” – The Wire
dr. Eugene Chadbourne – guitars, banjo, voice on all tracks; 

Jonathan Segel -- violin and mandolin; 

Victor Krummenacher -- bass; 

Chris Pedersen -- drums, 

Murray Reams -- drums; 

Graham Connah -- keyboards; 

Bruce Ackley -- soprano sax; 

David Lowery -- voice; 

Joee Conroy -- misc. stringed instruments;

David Stilley -- contrabass clarinet and bass flute; 

Walter Malli -- soprano sax; 

Molly Chadbourne -- voice; 

Tim Holmes and Marko Novahcoff – reeds.

Eugene Chadbourne is that very rare thing, an utterly idiosyncratic musician with little apparent concern for building a career, following trends or doing much of anything but sitting on his porch playing the banjo and now and again inviting some friends over to perform complex, open-ended comprovisations. Hardly bothering to ask himself whether he is parodying country'n'western or indulging in a nostalgic rediscovery of his rural roots, he creates a highly individual fusion of faux-folk. A world-of-his-own music, one might say. His work "Insect and Western" combines a fairly conventional woodwind ensemble (in various groupings) with a range of less classically-minded things, from bass guitars to domestic appliances and a synthesiser "made by someone's father." Composition-ally, too, it seems to combine heavily-notated material with instructions which get as vague as "sound, not note" and "cellist squashed flat under bus" --Chadbourne seems to have managed to surround himself with people who understand such things perfectly.

Chadbourne’s music, like that of Charles Ives, always has a skewed sense of tonal centre, an oddly folksy quality embedded in its often harsh textures. 'Mourning of the Preying Mantis' is ambient stuff which moves along just enough that you've no time to get bored. The track which follows, on the other hand, combines the tinny crackle of cheap electronics (Casio keyboards and so on) with freestyle guitar and sax solos; a dementedly shambolic session which is almost certain to raise a smile, although alongside the jokes there is some serious music-making going on even here. Elsewhere, you get two completely different versions of 'The Cricket in my Life' -- a free-improv test with Leslie Ross, Alex Ward, Paul Lovens and Pat Thomas, then an extended and very stringy version involving mandolins and banjos. 

It's probably still necessary to say outright that Chadbourne is a virtuoso. For all his buffoon posture, this is a guy who can really play. His mastery of a whole range of techniques -- fast banjo picking, slide, bluesy soloing, jazz, classical and flamenco techniques as well as more experimental stuff -- is enough to turn most pickers green. He never sounds like a collage-player, though, despite his often disconcerting changes of direction. The reason for this is that all of his sources are connected. American folk music has always been an amalgam of a variety of European styles, along with the unique input which came about with the emancipation of the slaves. Chadbourne seems instinctively to put the whole of American history under his fingers, although he has precious few concerns about what order it goes in and which social, geographical and racial boundaries he's supposed not to step all over.

His sense of harmony enables him to construct the most enormous dissonances without ever  sounding merely muddy or bludgeoning; a terribly difficult thing to do with plucked strings. Far from being tentative, however, Chadbourne's imagin​ation is feverish, non-stop, as if someone were running towards him to snatch up that darned banjo and break it over his knee. It's impossible to do anything while this disk is playing -- you end up just standing there, mouth agape, burning a hole in your shirt with the iron.

There are also some very nice, and very unusual, ensemble pieces. The use of the reeds gives these more of a chamber sound, and the mad cyberhillbilly subsides to make way for something slightly more dignified. Not that this stuff keeps still for very long, nor that it's any less intense, but the group almost inevitably has more space and a less frenetic feel than Chadbourne alone. This is probably little short of an essential album. Everything is perfect -- the playing, the ideas, even the down-home quality of the (mostly four-track) recordings. A work of enormous, generous imagination.

 ---- RICHARD SANDERSON, “Resonance” (UK)

	Eugene  CHADBOURNE
	Revenge of Camper Van Chadbourne
	1999
	68:37
	label: Knitting Factory

REVENGE OF CAMPER VAN CHADBOURNE was recorded live at the Old Office at the Knitting Factory in New York City on May 15 & 16, 1999.
Superhero DR. EUGENE CHADBOURNE confronts the unsuspecting STEPHANIE OXLEY about the whereabouts of the hidden fortune he has been promised in a scene from the sci-fi thriller feature REVENGE OF CAMPER VAN CHADBOURNE.

Dr. Eugene Chadbourne sang and played an old Gibson acoustic guitar and a banjo of unknown origin. Jonathan Segel sang and played violin and mandolin, a sparkle finish Danelectro electric guitar through an amp about the size of a pack of cigarets, a mega mouth, a yak bakwards, a Radio Shack voice memo recorder and of course Pop Girl Victor Krummenacher sang and played a Jerry Jones baritone guitar and a Danelectro Longhorn bass, courtesy of Mr. Chris Xefos.

(Actually the banjo is a Deering, but I don’t care if it is identified or not because despite them giving me instruments for half price I am getting sick of them sending me weird "healthy living literature" that among other things instructs people not to watch pornography or smoke dope! I am not sure if there are any banjo players out there that are this clean living, in fact I thing the largest collection of pornography on earth belongs to bluegrass legend Ralph Stanley. Am I digressing? Sorry. EC)

The malevolent DR. HIERONYMUS FIREBRAIN (aka Jonathan Segel) and evil cohort VICTOR KRUMMENACHER conspire to take over the stage of the Knitting Factory's Old Office in a scene from the sci-fi thriller feature REVENGE OF CAMPER VAN CHADBOURNE.

	Eugene  CHADBOURNE
	Eugene CHADBOURNE & Henry KAISER:

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

EUGENE CHADBOURNE : guitare (canal gauche)
HENRY KAISER : guitare (canal droit) [см.]
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.

	Eugene  CHADBOURNE
	Eugene CHADBOURNE and the Insect and Western Party:

"Beauty and The Bloodsucker"
	1999
	68:35
	label: Leo

Another in Chadbourne's infamous "insect" series, this may be the jazziest yet of the fine Doctor's work. This recording is actually a compilation of tracks during the span of slightly more than a year. While Chadbourne is the unifying factor, there are an additional 15 musicians (including tenor saxophonist Ellery Eskelin, percussionists Garth Powell and Gino Robair, and saxophonist Dan Plonsey) who pop up from time to time. Chadbourne plays acoustic and electric guitars, Dobro, and five-string banjo, and his jazz roots are clearly evident. Still, as with all his recordings, the results are off-kilter, with overdubs, superimposed excerpts, and turntables adding to the mix. Chadbourne fans should be pleased with the variety, goofiness, genre-bashing, and off-the-wall humor. Others should find this never less than fascinating.

Dr. Chadbourne uses today's small jazz combo to portray the beauty as well as the horrors of insect life, the music ranging from bop to western to heavy metal.

1998: The Year of the Butterfly. I carried this ever-growing wad of scores everywhere I went, looking for accomplices willing to run around the garden waving nets.

I started the Butterfly Garden originally as a vehicle for high school stage band but of course it has been more practical to work with this material in various small jazz combos. I began the first collection of Butterfly Garden themes as material for the Gold Sparkle Band, which is to me a typical contemporary jazz combo.

The Butterfly Garden began as bebop project, but this evolved the more I thought about the nature of jazz combos and their repertoire. Gold Sparkle also throws in some rock and thrash material. My combos have always included country and western material. These days creative jazz groups commonly throw in thrash, surf music, lounge themes and so forth.

This isn't really all that new. The jazz combos I saw perform when I first started going out to hear jazz as a teenager, in the late '60s, were certainly doing this kind of thing. Cannonball Adderley for instance, threw in lots of other styles besides be bop, such as bossa nova, African, funk, rock, space jams. And if you go back further, you'd have to conclude that Dizzy Gillespie's use of Afro-Cuban and novelty numbers as well as the whole notion of "jazzing up" Broadway tunes and Tin Pan Alley hits are all part of the normal jazz combo's diversification program.

So the jazz combo has always been a ripe ground for mixing genres. This is true for all the different combos represented here, most of which are united under the name of The Insect and Western Party.

The butterfly also must be comfortable with switching genres, as some species such as Ithomia-Like Metal Mark obviously have heavy metal connections while others such as Buckeye lean toward western, bluegrass or country rock.

Looking back over the year, I am thrilled to have worked with so many fantastic players. I know some will look back fondly on their participation in some of these events, and hopefully not from the perspective of a padded cell.

These players represent an overview of my various involvements over the year. Adams, Kihlstedt, Plonsey, Robair, Powell and Kaiser are all part of the marvelous California scene and have helped turn this state into a hotbed for Insect and Western events. Sipes and Mallard come 

from two different generations of the Atlanta scene. I have known Sipes for decades and he is truly one of the great drummers, having turned in fine work with Colonel Bruce Hampton, the Sipes/Lane/Hellborg trio and now the Colorado-based Leftover Salmon band. Mallard was the tenor player with the much-missed William Carlos Williams band and was also one of the main soloists on my Jungle Cookies project.

The guitar quartet we hear here was formed for a special concert at Dodorama in Rotterdam. Ritchie of the Violent Femmes continues to be an important collaborator, the two of us enjoying drumless trios with happening horn players such as Eskelin and Shull.

If butterflies reflect the "beauty" side of the insect world, there are also obviously much other insect life that we humans abhor. Many ot these creatures really are "bloodsuckers", leading to the title of this collection, which combines many different butterfly species with the extended work Tick Talk Flea Mart. This piece continues a mode of jazz combo experimentation I began in the 70s with the composition Return of Romance, in that the "head" or theme is the entire composition, including improvised aspects within it. The theme includes bloodsucking tick sections with distorted long tones, feedback (because everyone will tell you, feedback sucks!) and bebop sections which are my tribute to Tex Avery's Droopy who in one cartoon has a group of fleas living on him that form a fine Dixieland combo.

For good measure stray tunes from the Insect and Western collection (Lacewing Invasion of Nova Scotia) and the regular Insect and Western Party repertoire (Reward) are thrown in because they share similar players and the jazz combo sound. Lacewing allows the horn player to improvise over two different sets of chord changes at once. Reward is based on a childhood memory of finding more than $400 on the floor of a movie theatre, returning it, and not getting a reward. Sometimes I say the full title is Reward I Did Not Get.

On these recordings I play both acoustic and electric guitar and dobro and 5-string banjo. Other musicians featured are:

ASHLEY ADAMS Contrabass on 2, 7,11,12, 13 

ELLERY ESKELIN (см. в 'Jazz') Tenor saxophone on 1, 15

LYN JOHNSTON Contrabass clarinet, 15

JEFF KAISER Trumpet and euphonium, 7,11,12,13, 15

CARLA KIHLSTEDT (см.) Violin, 2

ROB MALLARD Tenor saxophone, 3, 4, 5, 6, 14: flute, 10

JACQUES PALINCKX (см.) Electric guitar, 3, 11,14

DAN PLONSEY Tenor, alto and soprano saxophones, Bb and Eb clarinets, stunt oboe, 2,7, 11, 12, 13

GARTH POWELL Percussion, 7,11,12, 13

BRIAN RITCHIE Acoustic bass guitar, miscellenous instruments, 1, 8, 9, 15

GINO ROBAIR Percussion, 2

CARRIE SHULL Oboe, 8, 9

LUKAS SIMONIS Electric guitars, 3, 11, 14

JEFF SIPES Percussion, 3, 4, 5, 6,10,14

LEONID SOYBELMAN (см.) Amplified classic guitar, 3,11, 14

Notes:

On 3, 4 and 10 additional massive overdubs from CDs and turntables have been added by Dr. Chadbourne's assistant, Dr. Vitus Verdegast.

Excerpts from the guitar quartet performance of Danaidae have been not only edited in but superimposed on top of other versions of the same piece, or other pieces entirely. A Labor Day 1998 recording of Tick Talk Flea Mart with Kaiser and Johnston from the Smell, (a Los Angeles club named because of the odor in the room when it is crowded, something we have yet to experience) is also treated in the same way and is the final music heard on the CD.

A tiny bit of a Mexican Yellow performance with Mallard and Sipes also comes filtering in near the end of track 15.

Eugene Chadbourne.

Tracks 1 and 11: February, 1999, Old Office, New York City.

2. 7, 12, 13, 14: Spring and Fall, 1998, Beanbenders, Berkeley, CA.

3. 4, 5, 6, 10, 15: December, 1998, Eyedrum, Atlanta, GA.

8,9: Fall, 1997, Home Recording Studios, Wyandotte, Ml. Engineer: Frank Pahl. Due to space limitations it is not possible to credit everyone involved in both making the live recordings and/or organizing and promoting the concert events these recordings originate from.

BEAUTY AND THE BLOODSUCKER

1. Nymphialiadae (5'28)

2. Danadiae (7'07)

3. Mexican Yellow (2'17)

4. Buckeye (2'36)

5. Clodius Parnassus (6'53)

6. Long Dash Skipper (4'26)

7. Tick Talk Flea Mart (8'45)

8. Lacewing Invasion of Nova Scotia (1'50)

9. Reward (3'18)

10. Paris Swallowtail (6'07)

11. Danadiae (6'35)

12. Hesperidae (1'12)

13. Papilonidae (3'16)

14. Ithomia-Like Metal Mark (4'10)

15. Mexican Yellow / Tick Talk Flea Mart (4'28)

all tracks by Chadbourne

(Note: In order to remind us all of the good old days of dropping acid and listening to the Moody Blues, many of the tracks segue directly into each other. In some cases, there is a cross fade between the ending of one track and the beginning of the other, with the above timings averaged out hopefully in fairness to both pieces. Distortions on some tracks are there for a purpose. We do not want to disappoint those who are always trying to find faults with the recording.)

	Eugene  CHADBOURNE
	I Talk to Death in Stereo
	2000
	67:55
	label: Leo

rec. 1997-99

Chadbourne [el g, dobro, organ, chromatic harmonica, p, a s, v, d, tapes]; + Eena Ballard [el viola]; Joee Conroy [vln, cello, mandolin, g]; Steve Good [cl, s]; Norman Minogue [theremin, d]; Carrie Shull [oboe]; Victor Krummenacher [el b]; Brian Ritchie [ac bass guitar, bugle, home made clarinet].

Another wacko set from Dr. Chadbourne, who has collected assorted pieces recorded throughout the United States. There are several groups represented here, the most successful being the one on the opening track with Chadbourne on electric guitar, Eena Ballard on electric viola, Joee Conroy on electric guitar and acoustic strings, Steve Good on reeds, and Norman Minogue on theremin and drums. As with the remainder of the album, there are surprises galore, with noise, cute inserts, and fine improvisational shorts thrown into the pot. The same group takes a stab at a couple of Ayler pieces ("Prophecy" and "Change Has Come") as well as the Rodgers & Hart tune, "Glad to Be Unhappy." Chadbourne's atrocious vocals on "Don't Happy, Be Worry" and Gershwin's "I've Got a Crush on You" are part of the fun, but silliness has its limits.

tracks:

I Talked to Death in Stereo 
[Chadbourne]

Ochre Ringlet 
[Chadbourne]

Don't Happy, Be Worry 
[Chadbourne]

I'll Never Smile Again 
[Lowe]

Prophecy 
[Ayler]

Change Has Come 
[Ayler]

Glad to Be Unhappy 
[Hart, Rodgers]

The Walking Dead 
[Chadbourne]

I've Got a Crush on You 
[Gershwin, Gershwin]

	Eugene  CHADBOURNE
	Han BENNINK, Eugene CHADBOURNE, Toshinori KONDO:

"Jazz Bunker"
	2000
	47:16 46:49
	label: Golden Years of New Jazz (Leo Records) 

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

Rec. live at the Jazz Bunker, Rotterdam, Holland, 1980.

Two one-track recordings (with no titles).

Han Bennink (см. тж. в 'Jazz': BENNINK; тж. с: CLUSONE 3) - drums, piano, tenor saxophone, soprano saxophone, Bb clarinet, trombone, harmonica, voice.

Eugene Chadbourne - electric Epiphone guitar, acoustic steel bodied dobro guitar, piano, voice, personal effects.

Toshinori Kondo (см. тж. с: BROTZMANN в ‘Jazz’) - trumpet, two different euphoniums (one of them Polish), Pignose amplifier, percussion, voice.

	Eugene  CHADBOURNE
	Piramida Cu Povesti (Piramida Ca Puesti)
	2000
	64:36
	label: Leo Records website: http://www.atlas.co.uk/leorecords/ 

Three solo performances on the dobro steel guitar.

Nobody can play the dobro steel guitar like Dr. Eugene Chadbourne. Here are three new solo improvisations by the dobro doctor, set against a background of intrigue and insanity in post Caecescu Romania.

Piramida Ca Puesti is a series of three solos played on a dobro steel guitar. There is no overdubbing or electronics of any kind utilized to create these sounds. 

1. It Was Impossible to Take in a Vista Without Noticing a Pile of Garbage Somewhere in the Field of Vision (35:47)
Later I would take a snapshot of a friend, and he would glance down at a collection of trash nearby. "Ah! Authentic Romanian photograph. It has garbage in it."
When I asked about getting rid of their garbage, I was told "is problem...proper garbage system is price of one half total Romanian economy."
At one station a car pulled up alongside ours, piled high with animal bones. Skulls, rib cages, legs, thighs, gristle, all rising in a mound above the top of the car.
"Is for...past..." Gabriel said. I though he meant these had been animals in the past, but then I realised he was saying this car was on its way to a white paste factory.
2. My Dobro Had Been Modified to Spurt Holy Water (7:05)
Now I had Romanian money. I could do anything. I was so thirsty I thought I'd like a soda pop. As I stood in line I felt like one bottle of Pepsi wouldn't be enough, I decided to get two. Meanwhile a fellow with an accordian noticed me and started shouting from a little distance away, where he was standing with several women and an older man, suitcases stacked around them.
"Hey, hello! Oh, Susanna! Please, some music for us! Give us your music!" He was weaving over to me while yelling. He looked at my dual Pepsiis. "Two? You are drinking two? And what about for us?"
I played it cool and handed him the other bottle as if that had been the plan all along.
In hindsight I realized buying someone a Pepsi in Romania was the equivalent of Elvis Presley handing out free cars.

3. This is Made to Frighten Children (21:57)
Gabriel used Romanian toys in order to prove his paranoid theories to me. He held up a small blue rubber dog. "In your life, when have you seen a blue dog?"
"Actually Huckleberry Hound is blue," I enlightened him.
"This Huckle of Hound is also a monster."
I found a set of large cardboard blocks, children's stories illustrated on the sides. Gabriel did everything he could to nix the sale, although he admitted the price of 50 cents was decent. "As a child, these blocks frightened me completely and I could not sleep in the room the same as them."
He showed me a picture of a wolf devouring several children. "What kind of parent can allow the child to look at such a thing?"
"All fairy tales are frightening," I told him. "Besides, my children watch monsters, Nightmare on Elm Street, The Evil Dead, Bride of Frankenstein, The Haunted Castle of Badamino..."
"That is one thing," Gabriel argued. "These blocks are another."

	Eugene  CHADBOURNE
	CAMPER VAN CHADBOURNE:

"Psychadelidoowop"
	2001
	64:20
	label: Magnetic (San Francisco) www.MagneticMotorworks.com  / Swamp Room Records (Hannover) www.swamp-room.de (specialised in high quality vinyl since 1994)

rec.: Dec. 2000

Eugene Chadbourne [ac g, banjo, v]; Victor Krummenacher [el/ac b, baritone guitar, v]; Jonathan Segel [vln, Chinese Box, DL 4, dan tranh, Mega Mouth, Chinese toy violin, Bop-It, Mini DJ Hiphop, dan bau, betan bowl, Vietnamese frog clickers, v, mandolin]; + Walter Malli [s s (#8)]; Eva Weidema [Yak Bak (#8)].

	Eugene  CHADBOURNE
	Han BENNINK & Eugene CHADBOURNE:

"21 Years Later (Train Kept A Rollin')"
	2001
	72:20
	label: Leo

HAN BENNINK drums 

EUGENE CHADBOURNE electric guitar, acoustic guitar, 5-string banjo, electric rake, vocals

The main change in the last few decades is that now Han visits the United States at least once a year. In the old days I had to travel to Europe to play with Han. Now I play with him also in the USA, which was where this was recorded at the end of a week of touring around the south.

This is almost our entire concert at Earthshaking Music, Atlanta, Georgia in September, 2000. The concert was recorded by Jeff Rackley. CD produced by Eugene Chadbourne and Leo Feigin.

	Eugene  CHADBOURNE
	The Jack And Jim Show: "Pachuco Cadaver"
	2000
	72:10
	label: author's edition: House of Chadula (by Eugene Chadbourne)

Tribute: All Songs by Captain Beefheart (Don Van Vliet)

"When I first bought 'Trout Mask Replica', I didn't understand it. I remember I made my father furious." – E.C.

Pachuco Cadaver, la programma (released 2000):
note, some of the titles segue together as suites, but we perform in this order: Buggy Boogie Woogie / Willie the Pimp / Dropout Boogie / Sure 'Nuff an' Yes I Do / Clear Spot / Steal Softly Through Sunshine / The Past is Tense / Veteran's Day Poppy / I'm Gonna Booglarize You Baby / Pachuco Cadaver / The Dust Blows Forward and the Dust Blows Back
EUGENE CHADBOURNE: voice, guitars, banjo, bass banjo, prepared piano, percussion, personal effects 

JIMMY CARL BLACK: voice, drums 

on Booglarize: LESLIE ROSS, bassoon / ASHWIN BATISH, sitar / CHRIS TURNER, harmonica BRIAN RITCHIE, didjiridoo 

on Pachuco Cadaver: MOLLY CHADBOURNE, vocal / RIK RUE, tapes / RICARDO SHIELDS, guitar / PABLO DE ROSA, transverse flute

	Eugene  CHADBOURNE
	Zu + Eugene Chadbourne: "Motorhellington"
	2001
	52:05
	label: Felmay (Italy)   www.felmay.it 

file under: improvised music / post-rock

Parental Advisory! Explicit Gnocchi Recipes!!!

1. Iron Man (Iommy/Osbourne/)

2. The Robots (Hutter/Schneider)

3. Chain Of Fools (Don Convay)

4. Boogie Stop Shuffle (Charles Mingus)

5. Corcovado (Jobim)

6. Pushin' Too Hard (Sky Saxon)

7. Sex Machine (Brown/Byrd/)

8. Sacrifice (Motorhead)

Rec @ St Peter Keys Studio, Rome, Italy.

Doc. Eugene Chadbourne [electric rake, v, g, gnocchi power]; Zu: Jacopo Battaglia [large pieces of woods with skins on]; Luca Thomas Mai [an Adolphe Sax idea, throat]; Roy Paci [Trumpet of Apocalypse, various voices]; Massimo Pupillo [a piece of wood with 4 strings on].

This CD was recorded at the end of the Motorhellington tour, when Zu and Doc. Chad played songs from Motorhead to Duke Ellington, here you find some.

Zu and Doc. Chad are not responsible for consequences on listener's health. Look forward to volume 3 featuring Ozzy and Luciano Pavarotti.

	Eugene  CHADBOURNE
	Me and Paul:

"In the Malakoff diggings"
	2002
	72:46
	label: author's edition: House of Chadula
Eugene Chadbourne [g, banjo, v]; Paul Lovens [d, cymbals, Stradivarius singing saw].

material: 2000-2001

Released as a CD-R on Eugene Chadbourne's home label House of Chadula, In the Malakoff Diggings is the fourth album by Me and Paul, his duo with drummer Paul Lovens. Pieced together from recordings of five different concerts held in Italy, France, and the U.S. in 2000-2001, this album follows in the footsteps of last year's Me and Paul, but fails to match the same level of quality. The sound is shaky in some songs ("Dock of the Bay" is barely listenable), the singer's voice being recorded from too far away. A few mastering mishaps also mar the listening experience: annoying cuts upon track changing when the songs obviously segued and a brutal one-second interruption of loud white noise in the middle of a passionate rendition of Gram Parsons' "Sing a Song for You." Then again, this is not an "official," "real label" release, and die-hard fans of the Doctor are used to these sorts of things. The set alternates between short free improvisations and cover songs from the country-rock and folk repertoires - no Chadbourne originals this time. Highlights and surprises include Neil Young's "Out of My Mind," Kurt Weill's "Speak Low," and an unexpected singing saw solo from Lovens in Hendrix's "Foxy Lady." In the Malakoff Diggings adds little to previous albums and will appeal only to the dedicated.
1. Malakoffnakis (C/L) 

2. Rainy Day Women 12&35 (Dylan)

3. Malakoffee (C/L) 

4. Speak Low (Kurt Weill / B. Brecht)
5. Malacough (C/L)

6. Sing a Song For You  (G. Parsons)
7. Foxey Lady  (Hendrix)

8. Malakofotto  (C/L)
9. When the Grass Grows Over Me (D. Chapel)
10. Malakoffotcho (C/L)

11. Slow Boat to China (F. Loesser)

12. Malakoffin (C/L)

13. Out of My Mind (N. Young)
14. Malakoffamala  (C/L)

15. Old Blue  (Trad.) 

16. This is the real Malakoff. There is nothing here!

17. Malakvatch (C/L)
18. Lonesome Fugitive (M. Haggard)

19. Malaachen (C/L)

20. A Fine Romance (Kern) 

21. Dock of the Bay (Redding)

	Eugene  CHADBOURNE
	Jimi 2
	2002
	70:50
	label: author's edition: House of Chadula (by Eugene Chadbourne)

Recorded: Nov. 2001.

Dr. Eugene Chadbourne [g, v ("Jack")]; Pat Thomas [k]; Jimmy Carl Black [d, v ("Jim")].

Tribute to Jimi Hendrix.

In 1999, Eugene Chadbourne self-released Jimi, a collection of Jimi Hendrix covers from his '80s and '90s recordings. With uneven sound quality and many repeats in selections, the project was far from convincing. Following a tour of Italy dedicated to the guitar hero in November 2001, he released Jimi 2 (and deleted the previous album from his catalog). Much more satisfying, this CD-R is a must for the Doctor's fan and quite a ride for the unsuspecting Hendrix follower. For the occasion, the guitarist was accompanied by ex-Mothers of Invention drummer Jimmy Carl Black (with whom he forms the longstanding duo Jack and Jim) and keyboardist Pat Thomas. The way the album is edited gives it an early Zappa (or Playground Psychotics) flavor. It collages songs, Thomas' piano improvisations on the theme to "Electric Ladyland," and hotel room comments by Black on various topics. Guitar solos are wacky and Thomas provides incredibly atonal accompaniment (he's mad in "Foxy Lady"). The inevitable "Purple Haze" and "Little Wing" are given honest renditions, Chadbourne-style, but the treats are elsewhere, as in this mutated "Hey Joe," over which Black stamped the lyrics of the old Mothers' song "Flower Punk" (the worst thing is that it works!). "Spanish Castle Magic" gets a face-lift on banjo and the final "Electric Ladyland," delivered after three misleading piano introductions, makes an excellent closer. Axe purists should beware.

	CHAINSAW  JAZZ
	DisConcerto
	1993
	55:35
	label: Cuneiform (USA)

Mark Gilbert [s, cl]; Christian Nagle [g]; Mark Stanley [g]; Mark Smoot [b, synth]; Ed Maguire [vln, el mandolin, synth]; Paul Sears [d]; + Carl Macintyre [tp].

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

Chainsaw Jazz were an instrumental band that featured the drumming of ex-Muffins (см.) Paul Sears, with strong contributions on guitar, violin/electric mandolin, sax, and bass. They certainly had their own compositional sound, but for reference points you might describe them as a combination of Brand X and Dr. Nerve (см.), with a bit of Arti E Mestieri and (not surprisingly) The Muffins tossed in.

"This is a new music fusion revelling on a plane unto itself...few "jazz" (and I use the term loosely) ensembles achieve such a potent level of emotional and sonic clarity." -- The Daily Californian.

Альтернативный рок / фри-джаз-рок типа King Crimson.

Хулиганы? Безусловно. Отсутствие зауми здесь сочетается с настроениями импровизационности и хэппенинга, где «мимо» не является критерием ни в каком смысле (а, возможно, даже используется как бравада). Любителям консервативной музыки слушать не рекомндуется. И, даже, -- противопоказано.

	Andrew CHALK
	East of the Sun
	1997
	62:57
	dark ambient

label: Hic Sunt Leones (Italy)

rec. 1996

	(Andrew CHALK)
	MIRROR:

"Eye of the Storm"
	1999
	43:01
	dark ambient
label: Drag City

Originally released as a limited edition LP on Streamline in December 1999

Performed and produced by Andrew Chalk and Christoph Heemann

	Sheila  CHANDRA
	Weaving My Ancestor’s Voices
	1992
	43:04
	Эта замечательная певица записана и издана P.Gabriel’ем на его фирме Realworld.

	Sheila  CHANDRA
	The Zen Kiss
	1994
	46:29
	“When I go on stage I’m completely alone. I have only my voice to carry me. Sometimes my own conscious and active “waiting” is rewarded by an incredible feeling. It’s as if an outside influence has entered me, sound is channelled through my body like a flute and there’s no sensation in my throat. I find myself a listener to this really good rendition of the song, better than enything I could possibly have rehearsed. It feels incredible and joyful, and sharing that with people is a wonderful experience. I wanted to encapsulate this experience in a phrase, to reflect it back to the audience. I chose The Zen Kiss, not as a reference to Zen as an orthodox belief, but as a sense of a beautiful force moving effortlessly through me and leaving me through my lips, like a kiss. I’ve had this sensation when rehearsing by myself but I hadn’t known that other singers apparently have the same experience. Sometimes I have a similar feeling when writing. Instead of it being hard work, a whole section of a song or lyric will come at once. I go into a kind of dream state. It’s very difficult to describe but there seems to be no effort on my part. I’m very aware of the relationship between the creative process and my ego. I can have a sense how I would like things to be but it doesn’t necessarily translate realistically. I think that conscious intelligence is often interior to this instinctive intelligence. The process is not about constructing your work of art, it’s about connecting to something higher and allowing it to weave levels of meaning into your work for you to discover later. My work has always been fuelled by an intensely personal interest rather than by any kind of intellectual quest. By following my voice I have been guided to musical and personal discoveries. I think it has worked this way because I have had no musical sense of geographical and traditional barriers. To find the links between juxtapositions of notes was a real key for me. I made up silly names for them so that I could identify each one. With time I could listen to a piece of music and recognize new connections. To be able to follow at great speed in my mind the exact notes of each ornament that someone else was singing was a real thrill. The links are all there in Islamic, Andalusian, Bulgarian and Celtic musics, for instance. The concept of drone has been important in bringing these many influences together. I think that life has a drone, like your blood singing in your ears or the sound of a stream. Where there is a constant drone, it’s not difficult to bring musics together as I do. I am often unaware of the precise joining point between two styles; it seems so natural to slip from one style to another. The structure of my songs have become more challenging  now that those connections have been absorbed into my sub-conscious. I now see a place, like the eye of the storm, where there’s just pure vocal.

With the Speaking In Tongues pieces (№2, 6) I have pushed the boundaries even further. The idea stems from an Indian technique of calculation for drummers. The sound that drummers make on the two, main classical drums (tabla in the North and mrdingam in the South) are repeated as onomatopoetic syllables. You learn the syllables first, before you pick up the drum. In South India it has become a vocal art form called konnakol. I have discarded the calculation and the rigid time cycles and use the technique to achieve a purely emotive collage of sound. I’m breaking up patterns and throwing you off the beat, being as mad and chaotic as possible, yet I’m also keeping you hooked using the psychology of the rhythm. I have started to build in other percussive elements like elocution exercises and silly tongue twisters, snippets from advertisting jingles, or an ancient Celtic imitation of bird song —  anything that will get you to question the nature of these percussive syllables rather than accepting them because you think they’re traditional. Speaking In Tongues IV (№6), which moves through vocal percussion to percussive singing and then into singing, maps out the different points of reference between pure vocal percussion and song. It’s a very playful process to chop up rhythms and stick them back together. It’s almost like giving a voice to the chatter that goes on in your mind. A reviewer in Australia said it was like a  lovers’ quarrel; it’s true, there are a lot of changes in tone that imply two voices. When I perform the Speaking In Tongues pieces some people think that they are improvised. In fact, it took me eight months to write the two pieces on this album! Every single syllable is set and never changes in performance, and if they weren’t, with so many clips and changes, I would probably fall into a rhythm which would spoil the chaotic effect. I would class these as post-sampling compositions! I don’t think I would have written them without having heard samples and what they’re capable of. My point is that the human sampler is ultimately the best. I often get a sense that when an audience sees me completely alone on stage beginning a Speaking In Tongues piece they are not sure whether I can actually deliver. When I do, they take away with them a tremendous sense of abundance and emprowerment, knowing that even though technology is all around us, it is still human skill and inspiration that are the most important things.” — Sheila Chandra. 

	Sheila  CHANDRA
	ABoneCrone Drone
	1996
	44:48
	label: RealWorld

This album is the third in a trilogy for Real World. «Weaving My Ancestors’ Voices» was about the birth of an idea to explore the way in which vocal techniques could lead between each other, and how it would be possible to cross those boundaries within a single word or a single phrase. «The Zen Kiss» became a kind of flowering of that. So many people have asked me where the inspiration for the idea came from that, in a way, I’m going back to the land of the unborn on this album, the fallow point, in order to answer them. And also to the concept of the crone with the cauldron, to the cyclic and melting pot nature of everything within the cauldron. Of course, the crone represents the creator.

When you set up a structure like a drone, not only do you set up a cyclic principle but you also set up a melting pot because, in the very bones of the drone, if you like, are the harmonics which provide the inspiration for the melodies. Harmonics are magical things and are omnipresent on this album.

People who don’t create regularly from scratch, critics or journalists who interpret others’ work for example, in my experience, find it difficult to understand that most creators do not create from a little bit of this and a little bit of that, but that they create from a place of nothingness where things spontaneously arise. That is the place of the unknowable and in our lives it is very difficult to live with what is not known (yet), even though «I don’t know» is essential to true change and new growth. Instead, we’re taught to find the answers to everything, and we have to quantify everything, we have to have the cash flow chart for the next five years!

Things don’t happen like that, but we run our lives as if they do and that’s why our lives break down. And when our lives break down who do we turn to? We turn to the artist to express our pain, we turn to the artist to provide inspiration, but I think we turn to the artist because on a psychological level we know that the artist is comfortable living with the unknown. The artist has had to face the unknown, had to make a living today out of something which didn’t exist yesterday, and we take comfort from that.

If a piece of work is derivative, we know where it came from, we can spot the influences. But often, when someone comes up with something outlandish, instead of concentrating on the fact that, say, seventy percent of it is new and original, we tend to concentrate on the thirty percent of the structure that we do understand from the past. There is almost a resistance to experiencing new things in a vulnerable and fresh way. (Certaily musically I think we are hooked on familiarity).

No piece of work is totally original. I use the same twelve notes as everybody else, I use a lot of vocal ornaments from various traditions, and so people have hung onto that, in a way, because the rest of it is rather a bumpy ride. With this album, that hanging on is not so possible.

There are some things that relate back to the previous albums. With «The Zen Kiss» I talked about «being sung» – this album focuses on the experience of the listener being between my ears or hearing what I hear, which is a way of  getting closer to the experience of «being sung». Although the album uses the same structures and the same techniques as «The Zen Kiss» and «Weaving My Ancestors’ Voices», this time it puts you in the place of the creator.

I have a single skill, from which many others have grown, and that skill is to be able to connect to a world of potential, swim alongside it, learn from it, and birth its ideas into this world. There is something going on under great creative works that we all need to face – not the blank page, but the darkness of potential, where you can hear little whispers of ideas or gifts of insight that the creator births into the real world. I want the listener to be able to hear those whispers of things for themselves, and that is why «ABoneCroneDrone» attempts to place the listener inside the creator’s cauldron.

I’ve become so attuned to what’s going on within drones that now I sometimes hear fully formed melodies in them, played on appropriate instruments, and these ‘performances’ don’t usually relate to my current level of skill as a writer or singer – they are often far beyond my skills – nor do they sound like any composition I can recall, but they carry the same joy that I experience from any brilliant performance. It’s rather like ‘seeing things’.

Sometimes I could swear that what I’m experiencing exists in reality for anyone else to hear.

On this album I’m attempting to give the listener access to this experience, what’s inside me and to the place that I connect to, as far as I possibly can. One could say that it’s impossible to do that, it is impossible to give you the fullest access to my imagination and to what I hear as it happens. But what I can give you is some sense of what I feel, some sense of what I hear a split second before a melody hits me, and I can perhaps get your own imagination to play tricks on you.

In order to do this I’m putting what I hear under a magnifying glass. When you walk up to a stone – it’s grey and just sits there. But when you put a magnifying glass over it, suddenly the stone has texture, it’s got surface, it’s got history – it’s a world within a world. That is the kind of sight that I have when I took at a drone all the time. But I recognise that many people see drones the way I see a lump of rock, (Six lumps of rock – is that an album?!) So I’ve had to put in an artificial magnifying glass – in this case my voice and various production techniques which I’ve used to enhance the harmonics, the whispers of melodies that I’ve actually heard in these drones. I’ve listened to the harmonics and by playing with several arrangement psychologies and vocal approaches attempted to puff the listener in by singing what I’ve heard. But I’ve kept it very simple – this time I’m letting the drones speak.

	CHARMING HOSTESS
	Eat
	1997
	48:04
	avant-folk-fusion – весёлый импровизационный проект женского вокального трио на фольклорные темы.
label: Vaccination Records

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

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

	CHARMING HOSTESS
	Sarajevo Blues
	2004
	43:52
	label: Tzadik

Charming Hostess:
Jewlia Eisenberg: Voice, Harmonium 
Marika Hughes: Voice, Cello 
Cynthia Taylor: Voice

with:
Carla Kihlstedt (см.): Violin 
Nils Frykdahl: Nylon Oud, Voice 
Dan Rathbun: Bass 
Wesley Anderson: Drums 
Tim Barsky: Beatbox 
Devin Hoff: Double Bass 
Yoav Klein: Bassoons 
Juliet Lee: Drums 
Ishay Sommer: Guitars, Electronics 
Roy Yarkoni: Keyboards

Following up on the enormous success of her Trilectic release from 2000, Jewlia Eisenberg has again fashioned a remarkable program of a cappella vocal and instrumental music on socio-political themes—themes that Jews think about, maybe even obsess about, from genocide and the nature of evil to freedom under extreme restraints and the response of art to all of these conditions. Influences as varied as eastern European folk, contemporary classical, hard rock, jazz, gypsy and Jewish music mesh seamlessly in Jewlia's boldly original compositional voice. Featuring her all-star band, Charming Hostess, Sarajevo Blues is an exciting new release by one of the most prolific and creative women working in new music today.
tracks:

Viva Orduenya 
- Traditional 

Si Veriash la Rana 
- Traditional 

War 
- Eisenberg, Mehmedinovic 

The Tunnel 
- Eisenberg, Mehmedinovic 

Imam Bey's Mosque 
- Mehmedinovic, Traditional 

Exodus 
- Eisenberg, Mehmedinovic 

Expulsion 
- Eisenberg, Mehmedinovic 

What Will You Remember 
- Mehmedinovic, Traditional 

Grbavica 
- Eisenberg, Mehmedinovic 

Death Is a Job 
- Eisenberg, Mehmedinovic 

A Relatively Calm Day 
- Eisenberg, Mehmedinovic 

Zenica Blues 
- Eisenberg, Mehmedinovic 

Open Dialogue 
- Eisenberg, Mehmedinovic 

Adam 
- Dropkin, Eisenberg, Yarkoni 

Aish Ye K'dish 
- Eisenberg, Sabreen

	CHEF MENTEUR
	Y'a Plus D'Saisons
	2000
	53:47
	label: author's edition (Lion, France); web: http://chefmenteur.c2h.com 

CHEF MENTEUR is: Laurent Frick, Denis Mariotte, Stephen Tissot, Gilles Laval.

Очень прикольный и очень весёлый (Variete experimentale) французский avant-rock.

	The CHEMICAL BROTHERS
	Exit Planet Dust
	1995
	49:25
	industrial / hardcore.   Жёсткий, кислотный. Но можно сократить до 35:07.

	The CHEMICAL BROTHERS
	Dig Your Own Hole
	1997
	63:27
	Альбомы этой группы не предназначены для танцев, но для внимательного прослушивания, и хотя ритм 140 ударов в минуту характерен для такой музыки, она никак не подходит для любителей дрыгоножества и рукомашества на дискотеках и “рэйвах”. Под новый альбом — “Dig Your Own Hole” — тоже не потанцуешь, хотя многие направления “техно”: breakbeat, drum’n’bass, jungle, здесь использованы. И, конечно, представлен сам industrial. Альбом очень необычный, со множеством сэмплов. Слушается диск на одном дыхании, проходных вещей нет вовсе. 

— А. Денгер, “Аудио Магазин”.

	The CHEMICAL BROTHERS
	Brother's Gonna Work It Out
	1998
	68:57
	A DJ mix album by The Chemical Brothers

IT'S EASY TO FORGET, NOW THAT TOM AND ED ARE MILLION SELLING, GLOBE STRADDLING, GRAMMY GRABBING ARTISTES, THAT THEY STARTED OFF AS DJ'S KNOWN AS THE 237 TURBO NUTTERS. NAMED AFTER THE NUMBER OF THEIR HOUSE ON DICKENSON ROAD IN MANCHESTER AND A SLY REFERENCE TO THEIR BLACKBURN RAVING DAYS THIS NAME THANKFULLY ONLY MADE IN THROUGH THEIR EARLIER DJING DATES BEFORE THEY OPTED FOR THE COOLER MONIKER 'DUST BROTHERS'.  NO ONE WOULD NOTICE THEY'D NICKED THIS FROM THE L.A. PRODUCERS OF 'PAULS BOUTIQUE' I MEAN, THEY WERE NEVER GOING TO BE FAMOUS... 

THE DUST BROTHERS WERE THE STARS OF NAKED UNDER LEATHER THROUGH '92/'93, AN IRREGULAR CLUB THAT ATTRACTED THE SAME NIGHT-BREED WHO HAD JOINED TOM AND ED IN THE QUEUE FOR NUDE AT THE HACIENDA AND SHAKEN A TAMBOURINE AT MOST EXCELLENT. HOUSED EITHER ABOVE A SALUBRIOUS BIKER'S HAUNT OR IN A DANK STUDENT PUB CELLAR LIT ONLY BY A TWITCHING STROBE NAKED WAS SOUNDTRACKED BY NOISY HIP HOP, ACID HOUSE, ACHING DUB CONCLUDING WITH A FEW BALEARIC AND BAGGY CLASSICS. ULULATING SIRENS ALSO SCREAMED THROUGH MOST OF THEIR SET. CHECK OUT KENNY DOPE, RENEGADE SOUNDWAVE, MEAT BEAT MANIFESTO AND UNIQUE 3.
AT THIS STAGE THE ONLY THING TOM AND ED COULD MIX WERE THEIR DRINKS BUT THIS DIDN'T MATTER AS THEIR SOUND WAS AS ORIGINAL AS IT WAS EUPHORIC. AS TOM SUMMED UP AT THE TIME, THE INGREDIENTS WERE SIMPLE; "BIG BASS, BIG DRUMS, SIREN, MAD". AND WHEN THEY RAN OUT OF RECORDS WITH THAT FORMULA THE DUST BROTHERS DECIDED TO MAKE THEIR OWN. 'SONG TO THE SIREN' WAS BORN. BY THE SUMMER OF 1994 TOM AND ED HAD MOVED BACK TO LONDON PLAYING REGULARLY AT POPULAR DWARF SOIREE THE JOB CLUB AND AT VARIOUS CLUBS AROUND THE COUNTRY. CHECK OUT DBX, SEROTONIN PROJECT, DUBTRIBE. THE RECORDS THE RECORDS IN THEIR BOX AND THEIR RECORDS IN THE SHOPS HAD CREATED A CULT FOLLOWING. 'SIREN' WAS FOLLOWED BY TWO GROUNDBREAKING E.P'S, THE FIRST OF WHICH CONTAINED THE ACID CLASSIC, 'CHEMICAL BEATS' ALSO THE STANDOUT TRACK ON THEIR DEBUT ALBUM 'EXIT PLANET DUST'.

THEY SPENT THE SUMMER DJING AT THE MONTHLY DISCO POGO IN MANCHESTER AND IN RESIDENCE AT THE HEAVENLY SOCIAL. LIKE NAKED UNDER LEATHER THE SOCIAL WAS BORN IN THE BASEMENT OF A PUB, THE ALBANY IN LONDON W1. UNLIKE NAKED IT WAS ORIGINALLY INTENDED TO BE A COOL HANG OUT. HAVE A FEW BEERS, LISTEN TO SOME DJ'S PLAYING THEIR FAVOURITE RECORDS, THAT SORT OF THING.  THEN TOM AND ED CAME ON AND CHANGED THE RULES (AND THEIR NAMES, TO THE CHEMICAL BROTHERS). PLAYING RECORDS FROM THE LION OF ACID HOUSE AND BEYOND THE HUNDRED OR SO LUCKY DRINKERS ENDED UP DANCING LIKE IT WAS NEW YEARS EVE ON A SUNDAY EVENING IN AUGUST. A FEW WEEKS LATER THEY EVEN PUT SOME FLASHING DISCO LIGHTS IN. JAMES FROM THE MANICS CAME DOWN AND SAW THEIR 'LA TRISTESSA DURERA' BECOME AN ANTHEMIC END-OF-NIGHTER! ONE NOEL GALLAGHER WAS PROBABLY THINKING UP THE LYRICS TO A NEW SONG CALLED 'SETTING SUN' AS HE SUPPED AT THE BAR. LOADS OF REGULARS INSPIRED BY THEIR SETS STARTED THEIR OWN BANDS, CLUBS AND LABELS. TRUE SOCIALISM AT WORK.

BY THIS POINT THE SOCIAL WAS OFFICIALLY 'BETTER THAN SHOOM' AND THE CHEMICALS WERE MORE POPULAR THAN RAMPLING. AND WHILE IT WAS THE END OF AN ERA FOR SOME, THE SOCIAL MOVED FROM THE PUB TO A 'PROPER' CLUB SETTLING AT TURNMILLS IN FARR1NGDON. IT MEANT THAT THERE WAS MORE CHANCE OF ACTUALLY GETTING IN TO HEAR THE CAPITAL'S NEW DECK HEROES RATHER THAN BEING LOCKED OUT LISTENING THROUGH THE WALLS. WHILE THE DUO'S UNCONVENTIONAL DJING STYLE WAS STILL PART OF THEM CHARM THEIR SKILLS BEHIND THE DECKS HAD COME A LONG WAY SINCE NAKED. WITH THEIR SECOND ALBUM IN PROGRESS IT WAS ALSO THE PERFECT TESTING GROUND FOR THE CHART TOPPING 'BLOCK ROCKIN' BEATS' AMONGST OTHERS. CHECK THE MICRONAUTS MIX.

THEY STILL ENJOYED THE ODD NORTHERN GIG, BUT LIKE IN LONDON THEY WEREN'T PLAYING BACK ROOMS ANYMORE BUT CLUBBING INSTITUTIONS LIKE MANCHESTER'S BUGGED OUT! AND LIVERPOOL'S CREAM. INTERESTING THAT TWO PEOPLE WHO SUPPOSEDLY COULDN'T MIX WERE NOW DJING FROM BOOTHS USUALLY OCCUPIED BY THE LIKES OF DERRICK MAY AND PAUL OAKENFOLD.

NOWADAYS THE CHEMICALS ARE AN ESSENTIAL FESTIVAL FIXTURE BUT IT'S TELLING THAT THE'RE JUST AS HAPPY DJING AS THEY ARE PLAYING LIVE. AS FAR AS TOM AND ED ARE CONCERNED IT'S AN OPPORTUNITY TO PLAY THEIR FAVOURITE TUNES TO  THOUSANDS OF PEOPLE ON A BIG SYSTEM. WITH MUD UP TO HIS ANKLES AT THIS YEAR'S GLASTONBURY ED DESCRIBES THEIR SET AS: "ONE OF THE MOST AMAZING EXPERIENCES I'VE EVER HAD". CHECK THEIR MIX OF SPIRITUALIZED'S 'I THINK I'M IN LOVE'. 

THERE'S DEFINITE PARALLELS BETWEEN THEIR LIVE SET AND THEIR DJING TOO -- RELENTLESS ACID HOUSE FOLLOWED BY THE FANS' FAVES. YOU'LL HEAR 'PRIVATE PSYCHEDELIC REEL' AT THE END OF BOTH. AND 'BROTHER'S GONNA WORK IT OUT' IS AS VALID A PIECE OF CHEMICAL'S MUSIC AS 'DIG YOUR OWN HOLE'. NOT AN EXAMPLE OF WHAT TOM AND ED HAVE BEEN LISTENING TO THIS WEEK BUT A  COLLECTION THAT SUMS UP THE WHOLE DJING HISTORY OF THE DUO. THE FACT THAT THERE ARE NO NEW RECORDS ON HERE IS TESTAMENT TO THE FACT THAT A MIX CAN BE TIMELESS RATHER THAN JUST A DOCUMENT OF WHERE THE CHEMICAL'S ARE RIGHT NOW. THESE ARE TUNES THAT TOM AND ED WILL PROBABLY NEVER STOP PLAYING AND AN ALBUM THAT WE'LL BE PULLING OUT IN TEN YEARS TIME. OH, AND THEY CAN MIX NOW AS WELL.

JOHN AND PAUL JOCKEY SLUT.

	The CHEMICAL BROTHERS
	Surrender
	1999
	58:58
	

	The CHEMICAL BROTHERS
	Come with Us
	2001
	54:51
	label: Virgin
«Come with Us» - это первый альбом богатого и знаменитого данс-дуэта The Chemical Brothers за слегка затянувшийся - о, где же вы, братья? - но нако​нец истёкший период длиной в три года. Это первый альбом The Chemical Brothers, кото​рый производит впечатление начисто освобождённого от любых конъюнктур. Наконец, это первый альбом The Chemi​cal Brothers, по-настоящему мне понравившийся. Творческий метод СВ в общем и целом остался тем же: плот​ный кучевой брейкбит с рок-н-ролльным (читай стадионным) пафосом. На подобную музыку многие молились в прошлом десятилетии. В современном кинематографе таким доволь​но удобно озвучивать эмоцио​нальное неблагополучие того или иного персонажа - что, на​пример, мы и наблюдаем в све​жем «Ванильном небе», где к месту применили старый трек братьев -- Loops of Fury. Но брейкбит - слово всё-таки очень неприятное, строитель​ное какое-то. Благодаря новому альбому ChemBroth оно в оче​редной раз обрастает весьма симпатичными ассоциациями. Альбом и впрямь хорош - он перенасыщен самыми вызываю​щими звуками, он очень бодр, но очень при этом неглуп; и он как-то очень правильно выстро​ен. Шумный, бешеный и плясо​вой в начале, он становится по​очерёдно умеренно танцеваль​ным, амбиентно медитативным и просто рок-н-ролльно повест​вовательным. Первые три вещи посвящены прямо-таки рейву -бескомпромиссному и безба​шенному. Тут правит бал прыт​кий, спортивный, совершенно какой-то бейсбольный бит. При этом заглавная «Come with Us» напоминает, честное слово иные ранние композиции Мahavishnu Orchestra - не сложно​стью игры, понятно, но своей пафосно клокочущей и столь же пафосно низвергающейся куда-то прямиком в Мальстрим энергией. Вторая вещь называ​ется «Это началось в Африке» и тоже, как вы догадываетесь, не сулит ничего успокоительного. (Возьмите, кстати говоря, све​жий Aphex Twin или не очень давний Underworld - и вы обна​ружите там то же буйство кра​сок, ту же старомодную данс-энергетику. Это так, к разговору о тенденциях в верхах.) А чет​вертый и дослужившийся до звания сингла трек «Star Guitar» убедительно доказывает, что не всё это рейв, и принуждает вас сменить судорожное кивание головой на задумчивое пощёлкивание пальцами. Далее, в но​мере шестом под названием «My Elastic Eye», вас ожидают странно звенящие электронные нежности, а там уже и финал - в виде куда как сносной семиминутной песенки. 

--- Афиша

	Guigou CHENEVIER
	Guigou Chenevier & Denis Bernet – Rollande:

"Le Diapason du Pere Ubu"
	
	37:40
	Guigou CHENEVIER – см. тж. с: VOLAPUK; ENCORE + GRANDE; OCTAVO; ETRON FOU LELOUBLAN;
label: Cuneiform

Music from a show created to give voice to the imaginary orchestra proposed to accompany the play Ubu Roi on its first night. Traditional instruments mixed with an epileptic fanfare, some elements of which are due to Frederic Le Junter.

Pataphysically indispensable!



	Guigou CHENEVIER
	les Rumeurs de la Ville (Rumours of the City)
	
	64:27
	label: Cuneiform

	Guigou CHENEVIER
	Guigou Chenevier & Les Figures
	1998
	24:41
	label: Musea (France) http://www.musearecords.com/InPolyso.htm#disques
music by Guigou Chenevier

Les Figures: Pierre Benichou [g]; Hamid Boudehedj [k]; Nicolas Chatenoud [b]; Stephane Crochet [g]; Lionel Crouzet [k]; Cyril Darmedru [a s]; Edgar Moroni [k]; Eric Pierrefeu [d]; Gilles Routaboul [d]; Jean-Michel Steuber [trb].

rec. 1998

	Guigou CHENEVIER
	LES BATTERIES:

“Demesure revolutionnaire”
	1991
	45:12
	label: Musea (France), 1995

Guigou Chenevier [d, v, k, sax]; Rick Brown [d, v, synth]; Jean-Maurice Rossel [vielle a roue, accordeon]; Michel Mandel [cl, bass cl].

rec. 1991

	Guigou CHENEVIER
	LES BATTERIES:

“Bell System”
	1998
	31:37
	label: Rift Records (USA)

Guigou [d, perc, organ, pads, sax, switch, v, original concept and raw sounds]; Rick [d, v, marimba, caca-phone, synth, raw sounds]; Doug McCombs [b].

rec. 1996

	Guigou CHENEVIER
	BODY PARTS
	2002
	50:05
	label: Vand' Oeuvre vdo@fr.st  http://vdo.fr.st
Nick Didkovsky [el g, v]; Guigou Chenevier [d, v].

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

Nick Didkovsky - см. тж.: DOCTOR NERVE; FUKKEDUK; BONE; тж. с: Takashi KAZAMAKI & Kalle LAAR;

	Guigou CHENEVIER
	The Drummer is the Musician's Best Friend
	2003
	40:06
	label: CCAM-Musique Action vdo@centremalraux.com / In polySons inpolysons@free.fr / Inoui Productions inoui@club-internet.fr
Guigou Chenevier [drums & perc] duets with: Momo Rossel, Rick Brown, Haco (см.), Jean Derome (см.), Sue Garner, Kenji Itoken, Nick Didkovsky, Kevin Norton, Han Buhrs, Lars Hollmer (см.), Johathan Thomas.

"The drummer is the musician's best friend." This hackneyed saying of musicians everywhere was my declara​tion of intent, at Least in the sense of my own contrary interpretation: a droll way to convey what I consider the role of a drummer, not only as "warden of rhythm" but also as tunes-mith and composer.
I started thinking of the drummer in these terms long before now. Back in Etron Fou Leloublan, I'd written several "songs  for drums," very different in conception from the infamous drum solos of the time, which drove audiences (by dint of sheer ennui) en masse to the bar.  Les Batteries, formed in 1984 with Rick Brown and Charles Hayward, extended my thinking about drums, as here was a trio of drummers writing "short pieces for drum kit." In taking this line of thought still further, the idea of inverting the role of drummer vs. other musicians sounded promising: constructing a piece of music by starting with a strict rhythmic ground plan, as oppo​sed to the customary approach of atta​ching a drum part last. This is what I set out to do with The Drummer Is the Musician's best friend. How each participant dealt with the "constraint" I imposed made for intriguing and happy Listening, and I have to say that the quality of results was eve​rything and more that I'd hoped for.
I recorded 14 items on drums and sent them around the world to 14 musicians, who had total liberty to work with my  rhythmic blueprint in whatever way they chose.  Each item was composed with a particular musician in mind..... in order to be as immersed as possible in each player's unique vision... and also to pay homage to some musicians I very much admired. For diverse reasons, 3 of the 14 musicians had to abandon the project, unfortunately!
The remaining 11 pieces comprise musical post cards from friends the world over.  Thanks again go to all those who Lent themselves to the game!
At the last minute, I decided to round off this CD with one of the three "orphaned" tracks.  Some Listeners may enjoy speculating as to who the original recipient had been... and I invite all musicians to take up the challenge of this proposition in rhythm and send me their "finished" item on CD-R (Guigou Chenevier, Inoui Productions, 26 rue des Teinturiers, 84000 Avignon, France).  Maybe someday I'll have the material for yet another CD, "X" Variations on a Theme. Dear friends of the drummer, the next move is yours!
-- Guigou Chenevier, April 17, 2003

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

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

	CHOCOLATE GENIUS
	Black Music
	1998
	42:05 +
	MULTIMEDIA CD

label: V2 Records (USA)   www.v2music.com
Musicians: M.A. Thompson, A. Laboriel Jr., G. Arreguin, J. Muhoberac, C. Bisquera.

featuring: Marc Ribot (см.), John Medeski (см.), Chris Wood, David Torn, a.o.

	CHOCOLATE GENIUS
	Godmusic
	2001
	48:17 +
	MULTIMEDIA CD

label: V2 Records (USA)   www.v2music.com 

www.chocolate-genius.com 

Produced by Marc Anthony Thompson and Kevin Salem.

Featuring musicians: Marc Ribot (см.), Oren Bloedow, Chris Wood, Marilynn Autherly Thompson, Abe Laboriel Jr., Jamie Muhoberac, Gregg Arreguin, Curt Bisquera, Kevin Salem, Vinia Mojica, Satnam, Chris Allison, Zen, Aaron Heick, Katie Dennis, Chris Whitley, Taiwo & Kehinde Ellis, Jazzy and Zsela.


	CHRISTIAN  DEATH
	Insanus, Ultio, Prodito, Misericordaque
	1993
	38:48
	

	CHRISTIAN  DEATH
	Sexy Death God
	1994
	55:04
	

	CHRISTIAN  DEATH
	Sex And Drugs And Jesus Christ
	1995
	60:01
	

	(CHRISTIAN  DEATH)
	Gitane DeMONE:

"With Love & Dementia"
	1994
	46:07
	Gitane DeMONE - ex-CHRISTIAN  DEATH
label: Hypnobeat

live in Cannes 1994

Gitane DeMONE [v]; Pieter Rekvelt [k, perc]; John Isaac [d, perc]; David Hammink [b, g]; feturing: Rozz Williams (#9, 10) and DAUCUS HAROTA (#10) (Brian [g]; Michael [b]; Todd [d]).

	(CHRISTIAN  DEATH)
	Gitane DeMONE:
”Am I Wrong?”
	1998
	45:34
	label: Hollows Hills Sound Recordings (Los Angeles)

www.guavajelly.com 

Представьте, как если бы Amanda Lear запела современную альтернативу! В любом случае певица очень мощная и в эмоциональном, и в исполнительском плане.

Music and lyrics -- Gitane DeMone (Amsterdam)

All instruments -- Gitane DeMone except:

David Hammink / Jan Beste / Extasy [b]; Jos Otto [g].

	CICCONE  YOUTH
	The Whitey Album
	1988 
	53:55
	noise / industrial / post-punk

label: Mute

CICCONE  YOUTH:

Group Members:  Lee Ranaldo Kim Gordon J. Mascis Thurston Moore Steve Shelley

Styles: American Underground, Alternative Pop/Rock

Tones: Humorous, Acerbic, Cerebral, Cynical/Sarcastic

More of a good-natured prank than an actual band, Ciccone Youth was a short-lived vehicle in which indie underground noisemakers Sonic Youth further explored their obsession with popular culture. In the mid-'80s, the members of Sonic Youth (especially Thurston Moore and Kim Gordon) made no secret of their fascination with Madonna; they were known to discuss her life and career in interviews, and the album EVOL listed "Madonna, Sean, and I" as an alternate title for the closing tune "Expressway to Yr. Skull." At the peak of their Madonna frenzy, the band decided to record a tribute single to the Material Girl; on the A-side, Sonic Youth performed a dark, ominous version of "Into the Groove" (dubbed "Into the Groovey") that sounds slow, until samples from Madonna's original recording confirm it's being played at the same tempo as the upbeat original. The flip-side featured former Minutemen bassist and fellow Madonna enthusiast Mike Watt on a jacked-up rock version of "Burnin' Up," with former Black Flag leader Greg Ginn contributing a bracingly discordant guitar solo; it was one of Watt's first musical projects following the Minutemen's collapse after the death of D. Boon. Released by Watt's New Alliance label under the name Ciccone Youth (in honor of Madonna's surname), the single became an underground success, and a widespread (but unconfirmed) rumor had it that Madonna herself persuaded Warner Bros. not to take legal action against the record for unauthorized use of her sampled voice. The single's success led to a Ciccone Youth album, The Whitey Album (referring to Sonic Youth often-threatened intention to record an album in which they covered The Beatles in its entirety), but Watt's participation was limited to his original four-track demo for "Burnin' Up" and the disc featured no new Madonna interpretations from Sonic Youth, though Kim Gordon did offer up an intriguingly strange karaoke version of Robert Palmer's "Addicted to Love." The rest of the album was for the most part devoted to playful noise experiments, and by the end of 1986, Watt and Sonic Youth had seemingly retired the Ciccone Youth banner; there were no further recordings, and they never performed live using the name. 

-- Mark Deming
В аналогичном направлении:
Band of Holy Joy: Manic, Magic, Majestic

Blind Idiot God: Blind Idiot God (см..)

Consolidated: Friendly Fascism (см..)

STYLES: Progressive Metal, Power Metal, Experimental Rock

The Whitey Album:

Ciccone Youth Director, Producer

Lee Ranaldo Guitar, Guitar (Electric), Vocals

Madonna Vocals

Kim Gordon Bass, Bass (Electric), Vocals

J. Mascis Guitar

Thurston Moore Guitar, Guitar (Electric), Vocals

Steve Shelley Percussion, Drums, Vocals

Mike Watt Bass, Guitar, Drums, Vocals, Engineer, Liner Notes

AMG EXPERT REVIEW: On its initial release, this album was treated like a collaboration between Minutemen bass virtuoso Mike Watt and punk rock revolutionaries Sonic Youth. This would have been a perfect match, with two enormous talents coming together for an entire album. But in reality it is far stranger than that: a highly experimental tribute to Madonna performed by Sonic Youth with the exception of one song which is entirely played by Mike Watt without any other musicians accompanying him. The DGC re-release features a cleaner sound and the original packaging from the 1988 SST version, along with liner notes written by Watt explaining his small role in the project. His song, a cover of Madonna's "Burnin' Up," is a smooth, groovy home recording that showcases his rich voice. Sonic Youth take a shot at "Into the Groove" (renamed "Into the Groovey") and manage to mold a fantastic dirge out of the original. Thurston Moore's lazy vocals pair up with Madonna's sampled voice seamlessly, and the low-quality production only adds to the homegrown feel. Besides Kim Gordon's karaoke remake of "Addicted to Love," little else on this album resembles a normal song. Edgy noise experiments and heavy sound manipulation make these songs more than interesting, and the emphasis on dance rhythms keep things from getting too unlistenable. Although the song order is questionable (after the first song there is a minute of silence), this album is incredibly fun and experimental. Although it was only a side project, the intense creativity of this time in Sonic Youth's career spills out all over this album, making it a rare treat for fans. 

-- Bradley Torreano

1. Needle-Gun (Ciccone Youth) - 2:28

2. (Silence) (Ciccone Youth) - 1:03

3. G-Force (Ciccone Youth) - 3:39

4. Platoon II (Ciccone Youth) - 4:19

5. Macbeth (Ciccone Youth) - 5:27

6. Me and Jill/Hendrix Cosby (Ciccone Youth) - 5:31

7. Burnin' Up (Madonna) - 3:51

8. Hi! Everybody (Ciccone Youth) - 0:58

9. Children of Satan/Third Fig (Ciccone Youth) - 3:06

10. Two Cool Rock Chicks Listening to Neu (Ciccone Youth) - 2:56

11. Addicted to Love (Palmer) - 3:46

12. Moby-Dik (Ciccone Youth) - 1:01

13. March of the Ciccone Robots (Ciccone Youth) - 1:57

14. Making the Nature Scene (Ciccone Youth) - 3:15

15. Tuff Titty Rap (Ciccone Youth) - 0:39

16. Into the Groove(y) (Bray/Madonna) - 4:36

17. Bonus Track (Ciccone Youth) - 5:15

	The  CLASH
	London Calling
	1979
	65:58
	punkrock / Ska

	The  CLASH
	Sandinista!
	1980
	70:44 76:46
	

	CLAWFINGER
	Deaf Dumb Blind
	1993
	39:52
	crossover

	CLAWFINGER
	Use Your Brain
	1995
	44:29
	

	CLAWFINGER
	Clawfinger
	1997
	43:28
	www.clawfinger.se 
Zak Tell [v]; Bard Torstensen [g, el sitar, tamboura, p]; Jocke Skog [k, g, b]; Erlend Ottem [g].

	CLAWFINGER
	A Whole Lot Of Nothing
	2001
	55:46
	label: Great Unlimited Noises

Когтями по чистому листу

Четырём бравым парням, собрав​шимся в конце 80-х для увлекательнейшего проведения досуга в доме престарелых, и не на что было надеяться. Заводи​ла Зак Телль носился по палатам с утками и клизмами, кляня дряхлый народец на чём свет стоит забойными «лириксами» Public Enemy и Ice Cube. В другом конце коридора Джок Ског злобно рычал пассажи из Slayer и Metallica и бухал индустриальным скреже​том Nine Inch Nails, Front 242 и Nitzer Ebb. Когда к ним присоединились приблудшие норвежские гитаристы-альтернативщики Эрленд Оттем и Бард Торстенссон, все осозна​ли, что выжить в экстремальных условиях можно, только сочиняя песни. Так процесс формирования вокально-инструментально​го ансамбля Clawfinger стал необратимым.

Затем стандартно: запись демо в спальне, окольное попадание его на национальное радио и повальное завоевание им же (де​мо) аудитории. Случайно услышавший в ма​шине трансляцию, Главный по артистам и ре​пертуару в одной шведской фирме грамза​писи чуть не врезался в столб и тут же пред​ложил ребятам контракт.

Воодушевлённые и распалённые перспек​тивой увольнения из порядком всем надо​евшего дома престарелых, ребята не разду​мывали ни минуты — и вот мы уже видим их в студии записывающими дебютный аль​бом Deaf, Dumb, Blind. В 1993 году смесь рэпа с металлом произвела настоящий фу​рор, обвальные туры лишь распалили инте​рес к группе, и поддержка кумиров Alice In Chains и Anthrax продолжалась недолго. На​стало время сольных выступлений, что на​стоятельно требовало лишь одного условия — записи ещё одного альбома. Таковым стал Use Your Brain 1995 года, который, по вы​ражению Телля, «отличался от дебютного на 160 концертов». Неудивительно, что он лишь укрепил репутацию группы и позволил Clawfinger принять участие в грандиозном фестивале Monsters Of Rock (в тот год — бразильском) и встретиться с такими арти​стами, как Оззи, Элис Купер, Megadeth, Faith No More, Therapy? и Paradise Lost. На треть​ем альбоме имени самих себя ребята реши​ли, что настало время для небольших экспе​риментов, бессменный продюсер Якоб Хелльнер (Rammstein) получил заслуженный отпуск. Американец Питер Риэрдон по пра​ву считался асом в области продвинутого рэп-продукта и наворотил такого эдакого, что музыканты остались довольны реализа​цией своих экспериментальных амбиций. А заглянув предварительно в ДК им. Горбуно​ва — решили взять небольшой тайм-аут.

Неторопливо, в собственной уже студии, четвёрка двинулась «обратно к корням» и при поддержке вернувшегося Якоба изобра​зила 25 песен для нового альбома. Миллениум «осчастливил»-таки шведов ошибкой— но не в компьютерах, а в рекорд-компании. Три альбома оказались для той магическим числом. И в день сегодняшний Clawfinger на​чали новую жизнь на новом для себя лейбле Great Unlimited Noises.

Декада стремительного развития событий для группы, у которой всё может только ещё начинаться, — это уже солидный багаж. Курс скандинавских молодцов на протяжении этой декады оставался прямым, как школь​ная линейка. И лишь краткосрочный, по мер​кам индустрии, отпуск, снёс их немного в сто​рону от немигающего маяка успеха. За про​шедшие годы неповторимый кроссовер ос​тался всё таким же уникальным, а элемен​ты, его составляющие, только приобрели в актуальности и популярности. Подучиться пришлось лишь волшебнику синтезаторов Джоку, поскольку электронная музыка за это недолгое время шагнула на пару эпох впе​ред.

В результате получилась отменная грему​чая смесь, и новый диск A Whole Lot Of Nothing — не такое уж вам и «ничего». Све​жесть альбома просто поражает — как буд​то это команда юнцов, не доросших ещё и до 20 годков и отчаянно полных энтузиазма, ухитрилась уже овладеть мастерством быва​лых ветеранов. Отличная подборка из «про​стых как топор» тем хитовых композиций, весьма умеренно сдобренных рэп-прогона​ми и хорошо умасленных вкуснейшими элек​тронными прослойками, из душевных драм-н-бейсовых экзерсисов, плюс кавер-версия старинного шедевра Ultravox «Vienna» (не «Big In Japan» Guano Apes, но близко). Та​ков он — новый альбом Clawfinger. А оза​боченность группы остросоциальными тема​ми определяет её где-то поблизости от Rage Against The Machine.

По словам Телля, «последние 25 лет рок-н-ролл воспевал секс, наркотики и самого се​бя. Для меня совсем не интересно записы​вать пластинки о таком стиле жизни. Раз уж ты в группе, у тебя есть контракт и твои дис​ки покупают — будь добр, постарайся ска​зать что-то, что имеет смысл, по крайней ме​ре, для тебя самого».

---- «Play»

	Les  CLAYPOOL
	Les  CLAYPOOL and The Holy Mackerel:

“Highball With The Devil”
	1996
	48:05
	Les CLAYPOOL – см. тж. его проекты: PRIMUS; SAUSAGE; OYSTERHEAD; тж. с: BUCKETHEAD; Tom WAITS. 

Замечательная отвязная рок-альтернатива 

There doesn't seem to be much reason for Les Claypool to release a solo album. As the leader and prime creative force behind Primus, he basically dictates the very sound of their records. The only excuse for a solo project like Les Claypool & the Holy Mackerel's Highball with the Devil - or his other sideproject, Sausage - is to give the bassist the chance to play with other musicians. On Highball with the Devil, he rounds up a number of friends and session musicians and places them in his home studio. In other words, it's an informal jam session. Fortunately, the musicians are uniformally first-rate and occasionally, in the case of Joe Gore and Charlie Hunter, simply stellar. When the group concentrates on jamming, the music is fine and even more interesting than Primus' extended workouts. When Claypool tries to make these jams into songs by adding inane lyrics and his skittering, mannered vocals, Highball with the Devil loses all of its momentum. And that is his main downfall - Claypool can't help but sabotage his music with his weakness for kitsch and art-funk, and that's why his first solo album will only be appreciated by dedicated fans.

tracks (all tracks by Claypool):

Running the Gauntlet 

Holy Mackerel 

Highball With the Devil 

Hendershot 

Calling Kyle 

Rancor 

Cohibas Esplenditos 

Delicate Tendrils 

The Awakening 

Precipitation 

George E. Porge 

El Sobrante Fortnight 

Granny's Little Yard Gnome 

Me and Chuck 

Carolina Rig

	Les  CLAYPOOL
	LES CLAYPOOL's FROG BRIGADE:

“Live Frogs: Set 2”
	2001
	
	label: Prawn Song

rec. 2000

If it takes serious chutzpa to play a legendary band's classic album live in its entirety, what type of cojones are required to record said performance and release it on your own label? That's precisely what the Flying Frogs' frontman Les Claypool has done with Live Frogs: Set 2, paying homage to Pink Floyd's dazzling (but underrated) 1977 conceptual epic, Animals. And although purists may bristle at the mere thought, it's actually not half-bad. Sure, it's a bit strange to hear Claypool's nasal twang tackling the pastoral balladry of "Pigs on the Wing," but when his crack ensemble launches into their sizzling version of the 14-minute "Dogs," all is soon forgiven. The sound stays surprisingly faithful to the original songs, making the album sound more like the work of a tribute band (albeit the greatest one since Phish covered Quadrophenia) than musicians best known for innovative bands like Primus, Ratdog, and Tuatara. But open-minded Floyd fans will realize that Claypool's imitation is the sincerest form of hero worship - er, flattery. 

1. Pigs on the Wing, Pt. 1 

2. Dogs 

3. Pigs (Three Different Ones) 

4. Sheep 

5. Pigs on the Wing, Pt. 2

all tracks by Waters

	Les  CLAYPOOL
	LES CLAYPOOL's FROG BRIGADE:

"Purple Onion"
	2002
	56:11
	label: Prawn Song

For his first post-Primus solo studio release, Les Claypool sounds exactly like... Les Claypool. That's certainly not a surprise. He uses core members of his touring Frog Brigade, such as longtime drummer Jay Lane, guitarist Eenor, saxophonist Skerik, and percussionist Mike Dillon. It is this latter musician who provides much aid in adding depth to Claypool's slaphappy sound, infusing the songs with shimmering vibraphone counterpoints. Claypool himself is in particularly fine and playful form, with the winged monkeys-like chant at the center of "David Makalaster" and the socially conscious stoned wisdom of "Ding Dong." The music isn't nearly as edgy or angular as his work with Primus, but that's ultimately okay. Guitarist Eenor provides a slightly more accessible (though still utterly weird) guitar complement to Claypool than his Primus counterpart, Larry LaLonde. This isn't simply watered down Primus, though. Rather (unlike his work on Oysterhead's Grand Pecking Order), Claypool's arrangement skills seem to have finally matured to meet his songwriting, with things like a small string section on the Primus-referential "Barrington Hall" and Warren Haynes' trying-slightly-too-hard-to-sound-bent slide on the hillbilly stomp of "Buzzards of Green Hill." Other guests pop up elsewhere, such as drummer Fish Fisher of Fishbone ("Whamola") and bassist Lonnie Marshall of "Weapon of Choice" ("D's Diner").

tracks:

Purple Onion

David Makalaston

Buzzards of Green Hill

Long in the Tooth

Whamola

Ding Dong

Barrington Hall

D's Diner

Lights in the Sky

Up on the Roof

David Makalaster II

Cosmic Highway

	Les  CLAYPOOL
	COLONEL CLAYPOOL'S BUCKET OF BERNIE BRAINS:

“The Big Eyeball In The Sky”
	
	
	label: Prawn Song

all tracks by Buckethead (см.), Claypool, Mantia, Worrell

tracks:

1. Buckethead

2. Thai Noodles

3. Tyranny of the Hunt

4. Elephant Ghost [instrumental]

5. Hip Shot from the Slab

6. Junior

7. Scott Taylor [instrumental]

8. The Big Eyeball in the Sky

9. Jackalope [instrumental]

10. Hours to Go

11. Ignorance Is Bliss
biography

The most original rock bassist to come along in the '90s was unquestionably Primus' Les Claypool. With his oddball sense of humor and funky playing, Claypool took his varied musical influences and created an invigorating and completely inventive style. The Les Claypool story begins on September 29, 1963, when he was born in Richmond, CA. As a teenager, Claypool met fellow student Kirk Hammett (yes, the Kirk Hammett of Metallica fame), who turned him onto such rock acts as Jimi Hendrix, Cream, and Led Zeppelin. It was around this time that Claypool took up the bass, influenced by the likes of Rush's Geddy Lee, Yes' Chris Squire, and Paul McCartney. Although Hammett asked Claypool to join a band he was in, he opted for another group in his high school, progressive metallists Blind Illusion, while broadening his musical horizons by playing in jazz and swing bands. Upon discovering such fusion and funk bass greats as Stanley Clarke and Larry Graham around this time, Claypool began incorporating "slapping" into his playing technique. 

After graduation, Claypool played in a local cover band, the Tommy Crank Band, which specialized in blues, R&B, funk, and mainstream rock hits. Playing several sets a night almost every night of the week, he sharpened up on his improv skills, and after a short while, there wasn't a musical style that he couldn't pull off convincingly. It was while with Tommy Crank that Claypool bought his first Carl Thompson piccolo bass (after seeing Stanley Clarke play one), an instrument that would become his trademark. It was around this time (early to mid-'80s) that Claypool began demoing his own original compositions, which would become the impetus for Primus. Originally called Primate, Primus consisted of guitarist Todd Huth and drummer Jay Lane in addition to Claypool, who also contributed vocals (in a strange sing/speak style, almost a kin to a narrator) in addition to bass. Although the trio instantly created an underground following in the San Francisco area, Primus was put on hold when Huth left and Claypool returned to Blind Illusion (whose sound now resembled a thrash metal band), and appeared on the group's lone album, The Sane Asylum, on Combat Records. 

His return to Blind Illusion didn't last long, but he met a kindred musical spirit in BI's guitarist, Larry LaLonde. By 1989, a new Primus lineup was formed - Claypool, LaLonde, and new drummer Tim "Herb" Alexander, and not long after their first album was issued - the live set Suck on This. The album caused such a buzz with college radio that the independent label Caroline signed the group, resulting in reissuing their debut and their sophomore effort, 1990's Frizzle Fry, while the trio toured with such bands as Jane's Addiction and 24-7 Spyz. 1991 proved to be an even better year for the group, as their major label debut (for Interscope), Sailing the Seas of Cheese, reached gold status a year after it's release, as the trio opened for such varied artists as Public Enemy, Anthrax, U2, Fishbone, and Rush. Primus scored a surprise Top Ten hit with 1993's Pork Soda (and subsequent headlining spot on that year's Lollapalooza festival tour), solidifying the band's status as quirk rock's undisputed kings, as more hit releases followed throughout the decade and new millennium - Tales from the Punch Bowl, The Brown Album, Rhinoplasty, and Antipop, as well as penning the theme song to TV's South Park (Claypool also tried his hand at directing the band's videos). In addition to his Primus duties, Claypool has always had time for side projects - Sausage (a reunion of the original Primus lineup), Les Claypool & the Holy Mackerel, The Frog Brigade, and Oysterhead, as well as guesting on albums by other artists (Buckethead, Jerry Cantrell, Victor, Limp Bizkit, Tom Waits, Rob Wasserman, etc.)

	CLOP  NEPLAT
	CD 1
	1996
	60:18
	noise

label: Demonosound (Finland)   e-mail: demono@sound.inet.fi 

All Music by  Mads Staff Jensen

	COBRA – см. John ZORN
	
	
	
	

	Chris COCHRANE
	Bath
	1995
	47:45
	Chris COCHRANE – см. тж. с: NO  SAFETY; John ZORN;
avant-punk
label: Avant (Tokyo)

rec. 1994

	COCTEAU TWINS
	
	
	
	mp3 disc (b/r 128) + multimedia program, text, pictures, about

Budd, Raymonde, Guthrie - The Moon And The Melodies, 1986

Cocteau Twins - Garlands, 1982

Cocteau Twins - Head Over Heels, 1983

Cocteau Twins - Treasure, 1984

Cocteau Twins - The Spangle Maker, 1984

Cocteau Twins - Tiny Dynamine - Echoes, 1985

Cocteau Twins - The Pink Opaque 1986

Cocteau Twins - Victorialand, 1986

Cocteau Twins - Blue Bell Knoll, 1988

Cocteau Twins - Heaven or Las Vegas, 1990

Cocteau Twins - Bluebeard, 1993

Cocteau Twins - Four-Calendar Café, 1993

Cocteau Twins - Otherness, 1995

Cocteau Twins - Twinlights, 1995

Cocteau Twins - Milk and Kisses, 1996

This Mortal Coil - It'll End In Tears, 1984

This Mortal Coil - Blood, 1991

This Mortal Coil - Filigree \& Shadow

В октябре 1982 года на британской сцене случилось одно из самых удивительных и непредсказуемых событий, которые время от времени колеблют тишь застойного болота шоу-бизнеса. Три совершенно неизвестных шотландских музыканта, которые сами относили себя к многотысячной армии "музыкального пролетариата", взяли штурмом вершины чаpтов "независимых фирм" своим дебютным альбомом. Ни на что не похожее звучание их песен с мелодической линией, переходящей с гитары на бас-гитару, по спирали закручивающийся музыкальный мотив, необыкновенно сильный заряд фантастической лирики и возбужденных эмоций, богатый выразительностью и увлекающий своим тембром вокал Лиз Фрейзер - все это грянуло как гром с ясного неба на мысли и чувства роковых слушателей. 

Откровенный успех вызвал понятное удивление: кто они и откуда? Или это очередной продукт, рожденный в перегонных кубах развлекательного промысла? Вокруг группы развернулся вихрь догадок и предположений. А факты оказались необыкновенно простыми - гитаpист Pобин Гатpи родом из Фалкирка, небольшого городка между Глазго и Эдинбургом. С дpузьями начал выступать в барах и клубах с прямолинейными танцевальными песенками. Естественно, хотелось большего. Для реализации своих возможностей подыскивали певицу с достойными вокальными и пластическими возможностями. Тут и подвернулась Лиз, которая выступала в баре местного отеля. Название группы позаимствовали из одной старой песни Simple Minds и надеялись, что та уже забыта. 

Их представления о шоу-бизнесе были совершенно наивными. После нескольких напрасных попыток достучаться в двери крупных фирм обратились в 4AD, и там их  материал так впечатлил, что решение выпустить диск Garlands было принято незамедлительно.  Через полгода после выхода в свет дебютного диска, из которого была взята на сингловый хит песня Wax and Wains, выпустили уже третий сингл Peppermint Pig в 

сотрудничестве с новым продюсером Алэном Рэнкином. В целом синглу участие Рэнкина помогло, но его подход был холодно-профессиональным, без глубокой заинтересованности. Для дальнейшей работы нужен был кто-нибудь другой. Их  чистосердечная музыкальная восторженность принесла трио большую популярность в андеграундных кругах. С минимальной рекламой - за исключением участия Джона  Пила, который в одной из своих передач назвал Сocteaux (так их стали называть сокращенно) одной из своих самых любимых групп - они добились признания даже у своих знаменитых коллег. Им значительно помогли OMD, зазвавшие трио для участия в девятинедельном турне по Европе. Но без знания секретов развлекательного промысла в наше время пробиться трудно. Им удалось организовать для себя серию концертов в Глазго и Эдинбурге, но без поддержки они не преуспели. Репертуар вышедшего вскоре миньона Lullabies был еще одним качественным шагом 

вперед. Инструментарий увеличился на фортепьяно, вибрафон и другие инструменты, с вокалом им помог Гордон Шарп, член группы The Freeze. Диск имел огромный успех, особенно в Голландии: амстердамское издание Vinyl Mag a zine присвоило им статус "нового культа". Творческий портрет Лиз был обозначен как "преданность романтическому умиранию". Во время последовавшего голландского турне группа играла в переполненных залах. После выступлений в программе Пила они подписали с 4AD пятилетний контракт - теперь можно было не волноваться за ближайшее будущее и не делать ставку на мимолетную моду. Отношения с фирмой были наилучшими, что в поп-музыке встречается далеко не часто - на 4AD всеми силами способствовали становлению и расцвету талантов Cocte aux. 

В декабре 1983 года они выступили перед квалифицированной публикой лондонского университета. Хрупкая, небольшая фигурка Лиз, стоящая на сцене почти без движения и только иногда акцентирующая текст пьесы спокойным, утомленным жестом, деликатность и проникновенность мелодии, иногда кокетничающей с танцевальными ритмами, очень скупой инструментальный арсенал и поведение на сцене действовали на слушателей, как музыка с того света. Melody Maker писала, что они "возносились на своих мелодиях с легкостью скаковой лошади, преодолевающей препятствия". 

В апреле 1984 года диск Head Over Heels снова возглавил "независимые" чаpты. Сингл Pearly - Dewdrops' Drops убедил даже последних скептиков, что ни в одной из песен Сocteaux не склонились к компромиссу. Песня, оформленная почти викторианской фантазией в стиле "Алисы в стране чудес", была воспринята, как плывущая поперек главного течения популярной музыки. В отличном звучании трио долю имел и новый басист Саймон Раймонд. Внимательный слушатель Head Over Heels мог догадаться об особых отношениях Робина и Лиз. Своей пестротой и стpастностью альбом создавал впечатление экзотического карнавала. Напротив, альбом Treasure, выпущенный в конце осени, вводил слушателя в царство покоя и сна. В читательской анкете за 1984 год он был четвертым; еще в апреле следующего года альбом держался в чаpтах на третьем месте, а в августе снова поднялся на четвертую позицию. В категории групп Сocteaux закончили год восьмыми, а Лу стала второй вокалисткой.  В мае 1985 года вышел диск It Will End in Tears, а сингл с песней Айка Гайна в чаpтах попал на второе место.  В октябре за неделю выпустили два миньона: первый под названием Tiny Dynamite (здесь были песни Pink Orange Red, Ribbed and Veined, Plain Tiger и Sultitanitian), и второй, названный Echoes In a Swallow Bay с песнями Great Spangled Fritillay, Melonella, Pale Clouded White и Egg and Their Shell. Робин комментировал так: "Работа над дисками малого формата гораздо спокойнее и удобнее. Никто нас не торопит, у нас больше свободы в выборе и подготовке песен". Члены Cocteaux не очень склонны к разговорам с репортерами. Они полагают, что их музыка говорит сама за себя и им нечего добавить. В 1985 году они посетили Японию, где издали свои альбомы с приложенными текстами песен; объездили США. Там выпустили сборник The Best of, но, по их мнению, название сборника не отвечает содержанию. Там познакомились с авангардистом Харольдом Баддом, 50-летним американским композитором и пианистом, известным сотрудничеством с Брайаном Ино, и договорились о совместных экспериментах. В мае 1986 года начали готовить следующие миньоны, но материала вполне хватило на лонгплей Victorialand. На нем не играет Саймон, который в момент подготовки диска поранил руку. В звучании доминируют акустическая гитара Робина и вокал Лиз, и в целом диск является образцовой студийной работой. Это очередное движение вперед в развитии стиля, а также огромное отличие в способе студийной работы, умножающей силу песен, полных страстной романтики и любви к жизни. Как признают сами Cocteau Twins, они являются скорее студийным коллективом. На концертах панически боятся того, что потеряют контроль над выступлением. Каждая новая песня, которую они исполняют "живьем", добавляет опыта. За весь 1986 год в Англии не было ни одного концерта. У них есть трудности с определенной частью британской публики: "каждый раз чувствуем себя словно перед пастью акулы". В анкете 1985 года как исполнители заняли шестое место, а Лиз как вокалистка - первое. 

"Какими они видят перспективы развития роковой музыки?" Робин: "Наступит возрождение классического рока, особенно американского. Многого тамошним гpуппам сейчас не хватает, но большей частью дело сеpьезное". 

"А ваше собственное будущее?" 

"Подождем лет десять, а потом начнется возpождение Cocteau Twins". 

Отметим в последнем ответе известную долю самопpинижения. Ансамбль никогда не уходил далеко из фокуса внимания сеpьезных любителей pоковой музыки. Но путь к задуманному ими возpождению оказался действительно долгим. Лонгплей Blue Bell Knoll, выпущенный после двухлетнего пеpеpыва, показал, что их pабота ничего не утpатила из своего очаpования. Эмоциональные впечатления от pождения pебенка чета Фpейзеp и Гатpи отpазила в песнях лонгплея Heaven in Las Vegas. Сингл Iceblink Luck обозначил возвpащение в бpитанские чаpты и указал на новые напpавления в pазвитии. Он показал, что каноны фиpмы 4AD стали сковывать деятельность ансамбля. 

Весь 1991 год Гатpи еще занимался подготовкой нового матеpиала, поpой с еще одними подопечными 4AD, гpуппой Lush, но в маpте 1992 года было официально объявлено, что Twins пеpеходят на фиpму Fontana. Записанные там лонгплеи Four-Calendar Cafe и Milk & Kisses сочетали минималистские установки pанних  альбомов с более богатыми и pазнообpазными аpанжиpовками, гитаpа Гатpи уже не напоминает звон pазбитого стекла, а звучит гоpаздо глубже, выделяя каждую ноту. А голос Фpейзеp не потеpял своего волшебства.

	COIL
	Transparent Zos Kia
	1983
	49:34
	ambient/industrial/noise/experimental 

Авангардный клавишный культовый проект с элементами ambient, noise, industrial. 

Подобные проекты экспериментально-авангардного плана – см.: PSYCHIC TV; Dieter MOEBIUS ‘Cosmic Couriers 1’; CURRENT 93 (-- друзья и соучастники);

label: A Threshold House Release via World Serpent (England)

1. Sicktone

2. Baptism of Fire

3. Rape

4. Poisons

5. Truth

Zoa Kia recorded live at the Berlin Atonal Festival 3.XII.1983. Performed by John Balance, Joan D’Arc et Min. Mixed by Sleazy.

	COIL
	Scatology
	1984
	55:30
	label: Rough Trade

“we would like to thank the following, who were all most obliging in some way or other: Gavin Friday (см.), Marc Almond (см.), Steve Stapleton (см. Current 93), Hakim Bey, [...]

	COIL
	How To Destroy Angels
	1984
	55:23
	1. The Sleeper

2. Remotely

3. The Sleeper II

4. Tectonic Plates

5. Dismal Orb

6. How To Destroy Angels II

7. Absolute Elsewhere

"Of the pagan pantheons, the Gods of War, Ares, Mars and Thor are usually applied to Geburah in view of its general martial symbolism but this must not lead to an over-​simplification of the idea of the Sephirah. Ares was not well thought of by the Greeks because of his brutality and blind violence and Thor was also very much the rude simple warrior. Perhaps the Roman Mars gives a better all round figure in that he was first a god of Spring, which is the new movement and vitality of Geburah, then father of Romulus and Remus, the founders of the great empire which brought law and order to most of Europe after conquering it under the aegis of Mars as God of War." -- Quote Gareth Knight "A Practical Guide to Qabalistic Symbolism." Published 1965 Helios Book Service, Cheltenham.

"On the other hand, Michael Flanagan tells me of a Coil song I'm eager to hear about this angel with eyes all over its body for every soul in the world and when someone dies, one of the eyes closes and then the angel scoops them up in a burlap bag... ...What it boils down to, I guess, is that I prefer the Gnostic heresies and those good old Borborite orgies. I’m just a glutton for sex and knowledge. (Of course today we don't swallow cum or fuck without using condoms.)

Almost 48 hours have passed now without me eating anyone. Better not press my luck. I go outside and hail a Yellow cab. The driver takes me up 16th street past the funeral parlour, Cominsky-Roche, which always reminds me of Rimski-Korsakov, the Russian composer. It's a strange world full of frivolity on one hand and people dropping dead of starvation, AIDS and murder on the other.

In 1970, one species perished every day; now one species perishes every hour. It's nice to have something uplifting to think about before going to sleep." -- Quote Steve Abbott short story "From Jennifer Blowdryer to Nightmare on Elm Street III" in "Discontents - New Queer Writers." Published 1992 Amethyst Press, New York.

For more information on COIL releases write enclosing 2 IRCs to B/M Codex, London

	COIL
	Horse Rotorvator
	1987
	49:37
	label: Rough Trade

John Balance; Peter Christopherson; Stephen E. Thrower.

Coil would like to acknowledge the help and influence of the following individuals in the making of Horse Rotorvator: Marc Almond (см.), W.S. Burroughs, Gavin Friday (см.), Brion Gysin (см.), Steve Stapleton, Clive Barker, [a.o.]

	COIL
	Gold Is The Metal
	1988
	50:40
	

	COIL
	Love’s Secret Domain
	1991
	60:41
	“Out of Light Cometh Darkness”

Светочи гомошизоидного наркоязычества с выходом LSD шагнули в ранг гениев - да так там до сих пор и остались. Под прогрессивной в ту пору личиной эйсид-хауса скрылся первый по-настоящему великий диск Coil, где ночная похоть сменялась ангельским пением, во тьме светил свет и луна заставляла выть на себя своих фаворитов. И горлом шла такая любовь, что не приведи господь.

--- Афиша

	COIL
	The Snow EP
	1992
	41:38
	

	COIL
	Stolen & Contaminated Songs
	1993
	62:06
	"...Coil представляются демоноподобными ангелами, лениво вращающими неотвратимый барабан гигантского диаметра, на котором они, как многожильный кабель, наматывают вытяжку из ваших мозгов. Голос Джона каждым своим обертоном подписывает приговор всем отчаянно дерзнувшим услышать эту музыку..." -- Музыкальная Газета

	COIL
	Unnatural History (I)
	1990
	56:22
	label: Threshold House (London)

All tracks have appeared previously on LP and cassette compilations.

Данный релиз предназначен специально для поклонников „Coil". Все композиции, нашедшие место на компакт-диске, относятся к числу раритетных записей. Ранее они издавались на различных LP-сборниках, кассетах, мини-альбо​мах или синглах.

На протяжении всего своего творческого пути «Coil» экспериментирует с электронной музыкой, иногда облекая свои эксперименты в формат песни, а иногда не утруждая себя этим. Альтернативная музыка как по духу, так и по звучанию иногда становится вполне слушабельной, но чаще все-таки остается уделом интересов лишь небольшой группы истинных любителей подобных экспериментов.  – Play  [-- так журнал по-детски отреагировал на эту замечательную группу; как будто постарался открыть нам что-то новенькое]

	COIL
	Unnatural History II

“Smiling in the Face of Perversity”
	1995
	66:52
	B-sides, singles and unreleased versions:

RED WEATHER - From the 1983 release BETHEL. Power Focus / Datenverarbeitung limited edition cassette.

THEME FROM BLUE I & II- Originally released 1993 as a Threshold House 7" single 1000 numbered on blue vinyl and 23 signed and numbered on canary yellow vinyl.

AIRBORNE BELLS was the B side to IS SUICIDE A SOLUTION? - a 1993 Clawfist 7" single release. An edition of 1400 copies.

ANOTHER BROWN WORLD was featured on SINOPLE TWILIGHT IN CATAL HUYUK on the Belgian Sub Rosa label.

CONTAINS A DISCLAIMER - was released on the Pathalogical Compilation. (Cat no. Path 1)-1989.

THE UNRELEASED THEMES FOR HELLRAISER (aka The Consequences of Raising Hell): 

- THE HELLRAISER THEME, THE BOX THEME & THE MAIN TITLE were originally released on Solar Lodge Records as a 10" 1987 (Coil 001) The initial pressing was on black vinyl with a second pressing on coloured vinyl (500 clear and 500 pink).

The CD release with additional tracks - THE HELLBOUND HEART, NO NEW WORLD, & VANISHING POINT (originally called "Attack of the Sennapods") - was released in 1990 on Solar Lodge/Torso (Torso CD161).

IN MEMORY OF THE TRUTH, UNQUIET REST &, WAIT, THEN RETURN are previously unreleased pieces recorded at the same sessions and subsequently lost until now.

	COIL
	Unnatural History III
	1997
	75:25
	1. First Dark Ride (1994)

(Balance, Christopherson, Hyde, McDowall) Originally released as Eskaton 001 vinyl 12" c/u "Nasa Arab".

2. Baby Food (1994)

(Balance, Christopherson, Hyde) 

Peter Christopherson: Fundamentals

Danny Hyde: Essentials

John Balance: Vibrant Rays of Spiritual Psychosis

This track was the first to utilize the recording process known as Sidereal Sound. Recorded in a storm. Originally released by Sub Rosa, Belgium in 1993 on the compilation "Chaos in Expansion"

"Baby Food" is slang for the halluclnogenic anaesthetic Ketamine.

3. Music for Commercials (1987)

(All Chrlstopherson/Balance except (a) with Billy McGec and (d) with Andrew Poppy.) Originally released by Solar Lodge Records, on the b-slde of the Hellralser 10". These short pieces were commissioned and in most cases used in real TV commercials.

4. Panic (12" version) (1988)

This is the Dionysian remix from the b-side of our first 12" single "Tainted Love". Originally co-produced with Jim Thirlwell. Its curious and somewhat clumsy construction is due to the fact that we were editing it on the original digital 3/4" video-tape system, rather than more recent ‘hard drive' systems and we were playing in the dark.

"The Only Thing to Fear is Fear Itself -- huh! These days I'm scared of everything" --  J.B.

5. Neither His Nor Yours (1985)

Written and produced hy John Balance & Peter Christopherson. Engineer: Danny Hyde. Recorded at Paradise Studios, London, England, May 5th, 1985. A track originally donated to John Giorno Poetry Systems to raise money for various New York based AIDS charities.

6. Feeder (with Chris & Cosey [см. с PSYCHIC TV] (1988)

(Carter, Christopherson, Balance, Thrower, Tutti) Originally released on "Core -- Conspiracy International Project" by CTI, 1988. This track is the result of passing tapes in the post between Coil and Chris & Cosey. John Balance's lyrics and vocals are spirit voices, recorded in a deliberate trance-state.

7. Wrong Eye (1990)

(Balance, Christopherson, Thrower, Otto Avery) Originally released with "Scope" on Shock 45 as a 7" single. There were various editions: 26 lettered and signed copies, 974 numbered copies in white sleeves, 1000 copies in yellow, and 1000 copies in green. Some came with an additional gold Demon sticker. Hell for the collector to collect. The vocals on "Wrong Eye" were twisted out of Rose McDowall. Charles Hayward provided additional drums. Both these tracks come from the "Love's Secret Domain" sessions -- "Wrong Eye" being a rough sketch of "Window pane". Contrary to rumour "Scope" is not an early version of "Her Friends the Wolves (Stripped Him Naked)" but was a studio Jam with Steve and John Balance, both deeply experimenting with MDMA.

8. Meaning What Exactly? (1991)

(Balance, Christopherson, Thrower, Otto Avery) This was originally intended to be an extended introduction to the track

"Things Happen" which subsequently appeared on "Love's Secret Domain" featuring Annie Anxiety on stream of consciousness vocals. It eventually appeared on "The Portable Altamont" CD compilation of all the Shock45 singles.

9. Scope (1990)

see #7 above.

10. Lost Rivers of London (1996)

(Balance, Christopherson) Originally released on "Succour - The Terrascope Benefit Album" to benefit the magazine tolmaic Terrascope. The track was written and recorded in one day to meet the deadline. Part of the text comes from "Vignettes - A Miniature Journal of Whim and Sentiment" by Hubert Crackanthorpe.

	COIL
	Worship The Glitch
	1995
	53:57
	

	COIL
	vs. ELPH
	1995
	21:36
	

	(COIL)
	BLACK LIGHT DISTRICT:

“A Thousand Lights In A Darkened Room”
	1996
	65:24
	label: World Serpent (London); recorded 1995 / 96.

Those who shine darkly are: Peter Christopherson, Otto Avery, John Balance, Drew McDowall, Louise Weasel, Jenny De’Ath, John Absolom, Rufus Pool, + Dan Hyde [loops and sound manipulation], Steven Stapleton [paintings].

«Ghosts are sidereal»  -- AOS

«Why be bleak when you can be Blake?»  -- J.B.

http://iuma.southern.com/Coil/coil.html 

http://ipisun.jpte.hu/coil/coil.hyml 

email to: john@loci.demon.co.uk 

1. Unprepared Piano

2. Red Skeletons

3. Die Wolfe Kommen Zuruck

4. Refusal of Leave to Land

5. Stoned Circular I

6. Stoned Circular II

7. Green Water

8. Cold Dream of An Earth Star

9. Blue Rats

10. Scratches And Dust

11. Chalice

We’d like to bestow our best wishes, thanks and lovelovelove to: David Michael Tibet, Steven Stapleton, Chris & Cosey, ELpH, William S. Burroughs, Trent Reznor, Mick Harris/Scorn, Julian Cope, Diamanda Galas, Tetsu Inoue, Bill Laswell, [...]

	COIL
	Time Machines
	1998
	73:34
	John Balance, Drew McDowall, Peter Christopherson with help of: Steven Stapleton, David Tibet, Thighpaulsandra, Bill Breeze

“When people jump through time they give themselves up to rhyme and reasons of the Heavens.” – Julian Cope (см.)

4 tones to facilitate travel through time:

1. 7-Methoxy-(-Carboline: (Telephatine)   23’10’’

2. 2-5-Dimethoxy-4-Ethyl-Amphetamine: (DOET/Hecate)  13’28’’

3. 5-Methoxy-N, N-Dimethyl: (5-MeO-DMT)  10’02’’

4. 4-Indolol, 3-[2-(Dimethylamino)Ethyl]’Phosphate Ester: (psilocybin)  26’51’’

	COIL
	Astral Disaster
	1998
	72:24
	John Balance [lyrics, voc, Obsidian Mirrors, Scrim Generators]; Peter Christopherson [Makintosh, finger cymbals]; Drew McDowall [Moog, Thoughtforms]; Thighpaulsandra [Mellotron, Hammond, synths]; + Gary Ramon [g].  Rec. 1998

1. The Avatars

2. The Mothership & the Fatherland

3. 2nd Sun Syndrome

4. The Sea Priestess

5. I Don’t Want to be the One

6. MU-UR
«Помимо нормальных музыкантов, не отравляющих жизнь своим фэнам, в мире рок-музыки есть большое количество таких, которые помогают людям поскорее оказаться в смирительной рубашке. Джон Зорн, Трент Резнор, Дэвин Таунсенд... Не менее действенным оказалось и творчество двух молодых людей из группы Coil, песни которой, порождённые воспалённым воображением своих создателей, с каждым диском всё больше напоминали озвученные мысли параноика, заставляя фэнов Coil всерьёз задуматься относительно психического здоровья своих кумиров, а после – и своего собственного.
Название Coil всегда неизменно ассоциировалось с именем Джона Бэланса, который, собственно, всё это дело и замутил. Родился он 15 февраля 1962 года в английском городе Мэнсфилде (графство Ниттигэмшир) и, надо заметить, получил после этого знаменательного события совсем не это имя. Назвали его тогда Джеффри Лоренс Бэртон. Так как отчим молодого человена оказался потомственным лордом с известной фамилией Раштон, то Джеффри Бэртону вскоре пришлось стать Джеффри Раштоном и откликаться только на это имя. Неудивительно, что впоследствии все перетряски с именами чрезвычайно надоели ему, и он решил именоваться по своему, став Джоном Бэлансом.
Когда он образовал свой электронно-авангардный проект Coil в мае 1983 года, он и помыслить не мог, во что это выльется в будущем. Сам Бэланс на тот момент был членом команды Psychic TV, не питал никаких иллюзий по поводу своих музыкальных талантов и не слишком надеялся на то, что в будущем его детище будет иметь для него такое важное значение. Следуя известной поговорке «один в поле -- не воин», Джон стал подыскивать напарника, и его выбор остановился на коллеге по Psychic TV – Питере "Замарашке" Кристоферсоне – человеке, безумно замороченном на компьютерах, электронике и вообще всякой технике, способной издавать громкие звуки. В своё время Кристоферсон основал Psychic TV, но Джона это обстоятельство не остановило, и он решил продемонстрировать другу свои идеи, которые Питер нашёл превосходными. Работать в двух местах – занятие не всегда приятное и, зачастую, неблагодарное, потому что может одарить любого человека целым спектром разнообразных стрессов, и не всегда приносит достаточно денег для того, чтобы жить и не халтурить ещё и в третьем месте. К такому же выводу пришли и Кристоферсон с Бэлансом, собрали поскорее свои манатки и убрались из Psychic TV.
Первого диска Coil ничего не подозревающие обыватели дожидались недолго. В 1984 вышел их первый ЕР 'Transparent' сочинённый явно под воздействием питательной смеси из марихуаны, героина, кокаина и ЛСД. Как выяснилось в дальнейшем, это был один из самых здоровых дисков Coil – все дальнейшие их перлы были до отказа набиты шизофреничными сэмплами и сдобрены крайне нездоровой атмосферой. Оба «койловца» на досуге сильно увлеклись чтением литературных трудов Элистера Кроули, что и повлияло на их музыку соответствующим образом.
Следующий семнадцатиминутный диск с богохульным названием "How То Destroy Angels" появился в том же 1984 году и явился своеобразной музыкальной виагрой. Надпись нa обложке альбома призывала приобрести этот шедевр хотя бы на всякий случай, потому что, по мнению Питера с Джоном, их "ритуальная музыка усиливала половое влечение у мужской половины общества". Альбом был посвящён древнеримскому богу Марсу, а в музыке было много "железа" вроде звона мечей или ударов гонга.

Сейчас трудно сказать почему "How То Destroy Angels" оказался удачным альбомом. То ли благодаря своим чудодейственным свойствам в борьбе с импотенцией, по причине ли хорошей рекламы или просто из-за оригинального музыкального содержания, но диск нашёл своих слушателей.

Дебютный диск "Scatology" появился в том же году, что и первые две пробные работы. Для такой ответственной записи Баланс с Кристоферсоном пригласили Стивена Тровера (ex-Possession). Кроме него на альбоме засветились некие Джей Джи Тервелл и Гэвин Фрайдэй [см.]. Эта пластинка продемонстрировала оригинальное композиторское мышление Coil. Наравне с обычными музыкальными инструментами, на "Scatology" были использованы целые гигабайты разных сэмплов. 

Видимо, у двух наших героев был в 1984 своеобразный творческий подъём и, решив окончательно добить своих фэнов, Coil под конец всё того же 1984 записали и выпустили сингл со своей версией "Tainted Love" [Soft Cell], "Aqua Regis" и ремиксом "Panic".

После столь плодотворной деятельности можно было с лёгким сердцем отдохнуть годик-другой, и в период с 1984 по 1986 год Coil решили немного снизить темп производства музыки. Ударившись в кинематограф, они скооперировались с Дереком Джарманом и написали музыку к его фильму "The Angelic Conversation". Впоследствии звуковая дорожка к этому фильму была доработана и выпущена на пластинке.

В 1986 появился, наконец, следующий полнометражный альбом Coil "Horse Rotorvator" и EР "Anal Staircase". В основу этих творений легли прозрачные и тёплые партии духовых, великолепно гармонирующие с лязгающей перкуссией. Тексты песен в большинстве своём повествовали о смерти, сексе и каннибализме, почти не затрагивая другие темы. В искусстве передачи настроения с помощью сэмплов Кристоферсон достиг небывалых высот. Особенно это было заметно в композиции "Ostia (The Death Of Pasolinni)", куда Питер впихнул стрёкот кузнечиков, записанный якобы в древнем ацтекском городе Чичен Ица на развалинах пирамид. Перед записью "Horse Rotorvator" Питер и Джон решили взять в состав в качестве постоянного участника Стивена Тровера, став теперь трио.

Вскоре после "Horse Rotorvator", вышел мини-альбом "The Unreleased Themes For Hellraiser (The Cosequences Of Rising Hell)", в который вошли вещи написанные для фильма Клайва Баркера. Весь этот диск, насквозь пронизанный потусторонней атмосферой, состоял из одних только инструментальных композиций, в которых было заметно сильное влияние готики и психоделии. Во многих песнях даже прослеживались темы, навеянные творчеством Телониуса Монка. Ещё, пожалуй, никто не создавал столь дерзкой и вызывающей музыки, в которой в одинаковой степени отводилось бы место и психоделично-индустриально-готическим музыкальным формам, и би-боп-джазовым настроениям.

В 1987 году Coil обзавелись ещё одним участником по имени Отто Эвери, который, как говорил Кристоферсон, был нужен им, как собаке пятая нога, потому что ничем не помогал и лишь хорошо смотрелся на фотографиях. В обновлённом составе Coil принялись за работу над новым диском "Gold Is The Metal". "Это вовсе не новый альбом Coil, -- было написано в буклете, -- так как все те композиции, которые вы здесь найдёте, были предназначены для "Horse Rotorvator" но, по тем или иным причинам, не вошли в альбом. Для нас этот диск -- возможность подарить жизнь той самой музыке, которая никогда не имела права на неё."

В подобных случаях всегда получается так называемое 'чудо', произошедшее и на этот раз. Пластинка побила все рекорды популярности, и многие фэны до сих пор считают "Gold Is The Metal" самым лучшим диском Coil, недоумевая, почему сами композиторы не причислили его к нормальным альбомам.

Новое десятилетие Coil встретили с новым альбомом-не-альбомом "Unnatural History", включавшим в себя те композиции группы, которые содержались на различных музыкальных компиляциях и дисках, выпущенных очень небольшим тиражом в период с 1983 по 1990 год. Вместе с тем "Unnatural History" стал поворотной точкой в истории Coil, знаменуя собой смену стилистики группы. Последовавшие вслед за диском синглы “Windowpane” и “Wrong Eye”, чьё музыкальное содержание было окрашено в техно-рэйвовые цвета, лишь явились первыми ласточками того идустриально-танцевального беспредела на "Love's Secret Domain" (или просто --"LSD") который предстояло услышать ничего не подозревающим поклонникам старых Coil в следующем году. Примерно в это же время к группе в качестве сессионного музыканта присоединился ещё один бывший член Psychic TV --  Дрю МакДоуэлл, которому предстояло стать полноправным членом Coil в 1995 году. Дрю сочинил для группы достаточно много материала, в отличие от милашки Отто, для которого "LSD" стал вторым и последним альбомом в составе Coil.

Как только альбом появился в продаже, проклятия, слёзы разочарования и угрозы посыпались на Джона с Питером как из ведра, в одинаковых пропорциях перемешанные с признаниями в вечной любви и лестными отзывами о "Love's Secret Domain". He минул этот диск и ушей одного сумасшедшего американца Трента Рэзнора, который так оттянулся после прослушивания этого альбома, что немедленно связался с Coil и предложил переехать под крылышко его собственной компании Nothing Records, предоставив Джону и Питеру такие условия, что у них глаза на лоб полезли.

Уже с помощью фирмы Резнора в 1992 увидел свет альбом "Stolen And Contaminated Songs", который подобно 'Gold Is The Metal', включал в себя те вещи, которые не вошли на "LSD". Вслед за этим вышел сборник ремиксов "How To Destroy Angels", а также несколько синглов. В это время Стивену Троверу уже осточертело играть в Coil, и он стал так напрягаться по поводу музыки своей группы, что Джон и Кристоферсон решили дать ему пожизненный отпуск и выпроводили восвояси.

В 1995 Coil выпустили вторую часть "Unnatural History", получившую также название "Smiling In The Face Of Perversity", куда вновь вошли ещё неизданные композиции и песни с различных V/A сборников. Тогда же появился и диск "Worship The Glitch", а годом позже вышел альбом "A Thousand Lights In A Darkened Room". Свершилось то, чего Coil рано или поздно должны были добиться. Они попали в число самых влиятельных и оригинальных коллективов в жанре авангардно-индустриальной музыки.

Третья часть антологии Coil "Unnatural History: Joyful Participation In The Sorrow Of The World" появилась 1997 году, и тогда же к группе решил присоединиться некий Билл Бриз, владеющий в одинаковой степени как струнными (гитара, бас-гитара, скрипка), так и кнопочно-электронными инструментами. Этот парень заявился в Coil прямёхонъко из Psychic TV. Наверное, тогда для PTV не было более ненавистной команды, чем Coil, перетаскивающий к себе их лучших музыкантов.

Вслед за этим небольшим обновлением состава группы вышел проект Бэланса, Кристоферсона и МакДоуэлла "Time Machines", который, тем не менее, очень понравился многим фэнам Coil, так как почти ничем от группы не отличался. Между прочим, до сих пор идут споры по поводу того, является ли "Time Machines" альбомом Coil или это "левый" проект участников группы. Так как и Джон, и Питер в равней степени принимали участие в сочинении и записи этого диска, то большинство предпочитает включать "Time Machines" в дискографию группы. Тем более, что в официальной дискографии Coil он присутствует.

Сами же Кристоферсон и Бэланс вряд ли долго ломали голову над вышеозначенным вопросом, предпочитая уделять больше времени музыке. Наплодив ещё несколько синглов, в 1999 году они выпустили свой очередной лонгплэй "Bestial Disaster", столь же безумный, как и предыдущие диски Coil. Как сказали о нём английские музыкальные критики: "То же самое, но только ещё круче!" Честно говоря, сложно было бы придумать более точное определение.

Несмотря на то, что диск вышел совсем недавно, Coil уже принялись писать песни для следующего альбома, на который наверняка будут написаны точно такие же рецензии, как и всегда: То же самое, но только ещё круче! Только куда уж круче, непонятно. Но, как говорится, поживём -- увидим.

А если вы никогда не слышали о Coil, рубились под Белый Орёл и Отбитые Мошонки и, наконец решили узнать, что представляет собой эта команда, то лучше всего начинать с более ранних альбомов вроде "Scatology" или "Horse Rotorvator". Можно немного послушать и ранние работы Psychic TV, но не увлекаться, и держаться подальше от окон, острых предметов, воды и огня. Людям, более продвинутым, уже познавшим вкус Stepping Young Lad и NIN, можно сразу приниматься за "Bestial Disaster", а также за любой другой диск Coil, либо творение любого побочного проекта Бэланса или Кристоферсона. Таких уже могила не исправит. 

На сегодняшний день полная дискография Coil, включая сторонние проекты участников группы насчитывает около сотни дисков. Слушайте и привыкайте к мысли о том, что вашу крышу уже не догнать и на истребителе.» ---- 1999

	COIL
	Foxtrot
	1998
	44:58
	label: Chalice - Graal

“There’s too much blood in my alcohol...”

“Bacchus has drowned more men than Neptune.”

1. In My Head a Crystal Sphere of Heavy Fluid -- Dedicated to the Memory of William S. Burroughs

(by Peter Christopherson)

2. Bone Frequency 

(by The Inflatable Sideshow: Steven Stapleton, Peat Bog, Daragh Grealy)

3. Think Jazz, Think Punk Attitude

4. Spooky Loop

(by Nurse with Wound)

5. Blue Rats (Blue Cheese Mix)

6. Heartworms

(by Coil: John Balance, Drew McDowall, Peter Christopherson)

7. A Dream of The Inmost Light

(by Current 93: Michael Cashmore [g]; Thomas Ligotti [Hawaiian Plucked Steel]; Steven Stapleton [SheepVentilator Guitar]; David Tibet [guitarland]; Lost Children: howling endlessly. Mixed by Steven Stapleton)

	COIL
	Spring Equinox / Summer Solstice
	
	40:35
	Rec.: 1997-98

Spring Equinox:

Moon’s Milk or Under an Unquiet Skull

Summer Solstice:

Bee Stings

Glowworms

Waveforms

Summer Substructures

A Warning from the Sun

	COIL
	Autumn Equinox / Winter Solstice
	
	48:22
	Rec.: 1997-98

Autumn Equinox:

Regel

Rosa Decidua

Switches

The Auto-Asphyxiating Hierophant

Amethyst Deceivers

Winter Solstice:

A White Rainbow

North

Magnetic North

Christmas is now drawing near (trad., performed by Rosa Mundi)

	COIL
	Music To Play In The Dark: 1
	1999
	59:49
	label: A Chalice Recording (England)

John Balance, Peter Christopherson, Drew McDowall, Thighpaulsandra

1. Are You Shivering?

2. Red Birds Will Fly Out of The East and Destroy Paris in a Night

3. Red Queen

4. Broccoli

5. Strange Birds

6. The Dreamer is Still Asleep

Coil

Musick To Play In The Dark, Vol. 1

[World Serpent]

4 февраля '99 года на веб-страничке Соil появилась новость о выходе в свет нового альбома. По-моему это первый релиз на "собственном" лейбле группы Chalice, который, по-види​мому, есть не что иное, как очередная трансформация Threshold House. Для коллекционеров: каталожный номер Graal CD 002. Шесть композиций общей продолжительностью чуть более часа. Классический лощёный дигипак без буклета, с непрозрачным держате​лем и минимумом информации. Пер​воначально распространялся исклю​чительно самими музыкантами как ли​митированный в 2000 копий релиз и сопровождался так называемым Сер​тификатом Происхождения ("Certificate of Provenance"), который представлял собой небольшого размера бланк на гербовой бумаге с типографской над​писью, удостоверяющей, что данная копия альбома такого-то за номером таким-то была куплена непосредст​венно у авторов. Сия справка подпи​сывалась некими Джоном Бэлэнсом (красные чернила) и Петером Кристоферсоном (голубые чернила). После​дующий тираж альбома появился в дистрибьюторской сети World Serpent, стал доступен обладателям кредит​ных карточек, подорожал и лишился Сертификата. Предполагается, при наличии достаточно активной заинте​ресованности у аудитории, издать альбом на виниле, вновь ограничен​ным тиражом.
[ДК]

	COIL
	Music To Play In The Dark: 2
	2000
	56:58
	1. Something

2. Tiny Golden Books

3. Ether

4. Paranoid Inlay

5. An Emergency

6. Where are You?

7. Batwings (A Limnal Hymn)

	COLDCUT – см. в разделе  ‘Acid’
	
	
	
	

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

All songs written by Tom WAITS

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

	Johathan COLECLOUGH
	Windlass
	1999
	41:09
	dark ambient

label: info@staalplaat.com  (Amsterdam) / info@soleilmoon.com (USA)

rec. 1998-99

CD from series: "Korm Plastics Introductionary Paperbacks", KIP 016

(это 16-й диск серии, в которой выходили MAEROR TRI, SPECIES OF FISHES, и др.)

	Anthony  COLEMAN 
	Disco By Night
	1992
	31:24
	Anthony  COLEMAN  -- He also performs in the ensembles of John Zorn (since 1979)(см.); Elliot Sharp (см.);  Marc Ribot’s “Rootless Cosmopolitans” (см.); David  SHEA; Roy NATHANSON (в ‘Jazz’); Mark  DRESSER (в ‘Jazz’); BALLIN’ THE JACK (в ‘Jazz’); Sanda WEIGL;
label: Avant

A.Coleman [p, k]; Doug Wieselman [clar]; Roy Nathanson (см.) [s sax]; Guy Klucewsek (см.) [accordion]; Jim Pugliese [d]. (Весь этот состав см. тж. с: Sanda WEIGL)

“By Night  is the name for a series of pieces, all connected to my experience of the Balkans. I heard the attempt to preserve folk culture and ethnicity. At the same time there was a fetish for modernization and Westernization. This led to such hybrids as the particularly Eastern European form of ethnic-influenced disco music. Another aspect of Balkan culture which amazed was the intensity with which regional differences were categorized. Within a few hundred miles, many different languages (musical + verbal) existed — interpenetrating and antipathic. How could such a small area produce this combination of unity and diversity, such beauty, such hate...  Now in 1992, what I certainly intuited but could not have predicted is that the fragile unity would crumble in such a sickeningly violent way.” — A. C.

	Anthony  COLEMAN
	Roy NATHANSON & Anthony COLEMAN: Lobster & Friend
	1993
	47:53
	label: Knitting Factory Works (NY)

Roy Nathanson [s&a&t s, v]; Anthony Coleman [sampler, p, organ, toy piano, pump organ, perc, v].

Born in Pan Sylvania at the turn on the century, Coleman and Nathanson were particular​ly influenced by Gluck.

Young Anthony was a master of the Chamberlaine. He could be seen practicing hours a day while his trusted cousin Roy would bang his head in the rhythm against the Gingko tree. They were inseparable. Often, they would wear matching jackets. Narhanson, deeply influ​enced by the writings of Philip the Nun, would go without sleep for a day, a week, even years at a time while Anthony would join his ecstatic excursions by pulling out his own hair strand by strand.

Like two mystics tapping on the Ouija board of jazz history, these two musical freaks sum up the meaning of “lobsters and friends”. The second release from this dynamic duo.

Their strange but gripping music was often described by local critics as types of food. Variously from Boscotachen to Shpargles to the infamous Sylvanian Frozen Peas.

Rarely have two individuals seemed as firmly rooted and plantlike as these ageless entities.

Their music sought a healthy balance between left and right, up and down, sideways, in and out, big and small, back and forth, hot and cold, top and bottom, rich and poor, north and south, free and stuck, also.

After all they’ve given, this didactic duo has left historians with but one unanswerable enigma ... Which Lobster? What Friend?

	Anthony  COLEMAN
	Roy NATHANSON & Anthony COLEMAN:  "Camp Stories"
	1996
	39:26
	label: Knitting Factory Works (NY)

Roy Nathanson [sax, cl]; Anthony Coleman [p, d]; Doug Weiselman [cl]; Curtis Fowlkes [trb]; Bill Ruhle [hammered dulcimer]; Mary Wooten [cello]; Tomas Ulrich [cello]; Rob Thomas [vln]; Brad Jones [b]; E.J.Rodrigues [d].

This original soundtrack recording is a klezmer melange that takes the listener through the com​ing of age story of the highly acclaimed Herbert Beigel film "Camp Stories". Roy Nattianson, for​mer Lounge Lizard and current leader of the downtown jazz ensemble The Jazz Passengers, has assembled a stellar line-up, including Anthony Coleman, most of the Jazz Passengers, and Doug Weiselman.

	Anthony  COLEMAN
	Roy NATHANSON & Anthony COLEMAN:

“I Could’ve Been A Drum”
	1997
	40:30
	label: Tzadik

Roy Nathanson [s&a&t saxes, recorder]; Anthony Coleman [p, organ, sampler].

Beautiful Sephardic ballads and loud disgusting songs from two masters of the maladjusted: saxophonist Roy Nathanson (Jazz Passengers) and pianist Anthony Coleman (Selfhaters).

Special guest Marc Ribot and Brad Jones add a special pallor to Lobster & Friend’s long-awaited grey album.

“There are odd times—you could walk down Sixth Street, all dressed up for a holiday, and it'll be transformed.” – Roy Nathanson

“Ideologically there are fewer hurdles, but... out of tension... or do we just think that? The pearl, the oyster ...who can say? Ideologically, there are fewer hurdles then before—and?” – Anthony Coleman

	Anthony  COLEMAN
	SELFHATERS
	1996
	53:59
	avant-garde

label: Tzadik

Второй Selfhaters -- см. ниже

Anthony Coleman [organ, p, sampler p, v, trb, accordion]; James Pugliese [tp, perc]; Doug Wieselman [e-flat cl]; Michael Attias [cl, a&bar s]; Fred Lonberg-Holm [cello, banjo]; David Krakauer (см. D. Krakauer; тж. с: Klezmatics) [bass cl]; Roy Nathanson [cl, soprano s].

A masterpiece two years in the making, charting the darker realms of the Jewish experience. Essential listening for anyone who has ever suffered the pains of alienation and rejection – or wants to.

“Expression, the true bearer of aesthetic protest, is overtaken by the might against which it protest. Faced by this might it assumes a malicious and miserable tone which barely and momentarily disguises itself as harsh and provocative. The subject which expresses itself expresses precisely this: I am nothing, I am filth, no matter what they do to me it serves me right” – Theodore W. Adorno (on Jazz)

“Then down a little way 

Through the trash 

Towards where 

All dark no begging 

No giving no words 

No sense no need

Through the scum

Down a little way 

To whence one glimpse 

Of that wellhead.” 

--  Samuel Beckett Words and Music

“selfhater. It describes a way of seeing. A perception. Truer? Disengaged. Disinterested? Are Selfhaters traitors or secret agents? For which side? Do they show the rest of the world the picture that the rest believes anyway, or do they strip away an element of false consciousness implicit in a sense of "belonging" to a "culture." And which culture? Jerusalem, Belz, the Lower East Side or Rockland County? Or the culture of wandering, the culture of aquisitiveness, of having-no-voice-of-one's own, of mauschel-ing in any and all languages. Well, this disc doesn't purport to answer. Some say that's Jewish, too...” - Anthony Coleman

	(Anthony  COLEMAN)
	SELFHATERS: “The Abysmal Richness of the Infinite Proximity of the Same”
	1998
	40:01
	label: Tzadik

Первый Selfhaters -- см. выше

Anthony Coleman [p, organ, trb, v]; Michael Attias [a&bar saxes]; Fred Lonberg-Holm [cello]; Jim Pugliese [perc, tp]; Doug Wieselman [e-flat cl, bass harmonica].

Jazz, Classical, Klezmer and improvisational traditions blend and crash in SeIfhaters, Anthony Coleman’s most personal project. A disturbing and all-too-close peek into the very Jewish world of alienation and self-revulsion. Two long masterful composi​tions separated by a strange solo piece for voice and piano. The Abysmal Richness Of The Infinite Proximity Of The Same is a CD that will vex you 'til the crack of doom.

"It is these characteristics which we have recognized as Jewish, the hurried, the restless, the unstable elements, which have made it impossible for him (the Jew) to achieve in any form of art that which one may call the gently vibrating line of beauty... we experience something which to our perception is an alien, prickling, restless effect, a straining after-effect; and this is characteristic..." - Richard Wagner (Richard Wagner and Jewry, ‘A Contribution to Present-day Cultural History’, by a Non-partisan 1869.)

"Boys, forgive for speaking in broken music!" - Morton Feldman

	Anthony  COLEMAN
	SEPHARDIC TINGE
	1995
	48:56
	label: Tzadik

Anthony Coleman [p]; Greg Cohen [b]; Joey Baron [d].

Cohen & Baron см. тж. в проекте MASADA (John ZORN).

A Radical Jewish classic. The exciting first volume of Anthony’s most engaging musical project to date, featuring the telepathic rhythm section from John Zorn’s popular quartet Masada.

From traditional Sephardic melodies to Latin-influenced originals by way of Monk and Morton, Coleman takes a radical approach to the classic jazz piano trio.

1 QUANDO EL REY NIMROD trad. Sephardic 4:02 

2 BYE-YA Thelonious Monk 5:11 

3 LADINO PASSACAGLIA Coleman 5:06 

4 BELZ Coleman 4:54

5 BERT WILLIAMS Jelly Roll Morton 4:04 

6 SARAJEVO Coleman 4:17 

7 DOINA Coleman 8:06

8 ASK ANTHONY 2  Coleman / Cohen / Baron 6:14 

9 UNA MATICA DE RUDA trad. Sephardic 6:32

“I personally didn't believe that the Spanish tunes were really perfected in the tempos—the fact that the tempos wasn't always correct. And I heard a lot of Spanish tunes and I tried to play them in correct tempo myself. And I didn't possibly play them very correct in tempos. But I wasn't altogether satisfied with some of the melodies. I decided to write some of them myself. I will now try to play one of them for your approval...” — Jelly Roll Morton from the Library of Congress recordings

On the way home, a boy once scornfully shouted at us: "Yids!" I didn't know what that meant. "You don't know?" said Kornfeld; he heard it all the time, perhaps because of his conspicuous way of walking. I had never been yelled at as a Jew either in Bulgaria or in England. I told Mother about it, and she waved it off in her arrogant way: "That was meant for Kornfeld. Not for you." It wasn't that she wanted to comfort me. She simply didn't accept me insult. For her, we were something better, namely Sephardim. — Elias Canetti from The Tongue Set Free

I grew up near the cultural dividing line of Smith Street, Brooklyn. Later, I lived in the Dominican neighborhood upper Broadway. Salsa and Merengue were a constant, filtering in and around the spaces between consciousness and unconsciousness. If I have an “Ethnic Music”, this is it—in the sense that this music was always around, accompanying (even if inadvertently) all rituals and at the same time exempt from my personal process of aestheticization, a process which demands knowledge and analysis of names, dates, techniques and great figures. In other words, I really knew nothing about this music. Still, I loved the brassy sounds of ‘70s Salsa, the last popular echo of the Big Band era. Later, Merengue, with its maniacal tempos, formed the basis for Ives—like collage pieces when, from my window, I heard one piece blasting out of a screaming car radio, another from an apartment, a third sneaking through the opening and closing doors of a nightclub...

I first presented a program of this musik at one of the festivals of Radical Jewish Culture. I wanted to stay away from Klezmer as a basis for a music reflecting Jewish identity. Poor Klezmer! A music which most of us never heard until the mid to late ‘70s has to stand for a completely hybrid and fragmented culture—New York Jewish Culture. I started thinking about the music which had accompanied most of my life in some way or another. I thought about the fact that the Mambo and Cha Cha had both been dance crazes in the Borscht Belt during the ‘40s and ‘50s. I thought about Sephardic (Spanish) Jews and how strange and mysterious I had always found the idea of their language, Ladino. I added to this the uses that Jazz composers have made of what Jelly Roll Morton called the "Spanish Tinge," Habanerea and Mambo patterns, montunos... thus the Morton and Monk pieces. As I spent more time researching this project, this led to a new appreciation of master musicians such as Eddie Palmieri (см.) and Francisco Ulloa. All this has been framed within the structure of classic Jazz Piano Trio format -- one within which I had never previously operated. So I’d like to give my greatest thanks to Greg and Joey for making the recording of this disc so pleasurable. Both are masters of working within the structure of context while at the same time exploding, exploding ... Also thanks to Hugo who went beyond the beyond in order to complete and fulfill the vision of this project. Finafy, thanks to John, who, beside everything else is one of the great connoisseurs of the Jazz Piano trio genre and who brought all the erudition (and more!) to bear in his encouragement and suggestions. Special thanks to Kenny Wolleson, EJ Rodriguez and Chris Wood. — Anthony Coleman

	(Anthony  COLEMAN)
	SEPHARDIC TINGE:

“Morenica”
	1998
	48:27
	label: Tzadik

Anthony Coleman [p, v]; Ben Street [b]; Michael Sarin [d].

Capable of confound​ing you, delighting you, making you howl with laughter or scream with pain, Anthony Coleman’s Sephardic Tinge project features his unique approach to the classic piano trio. This second collection of original compositions and quirky cover tunes adds a newly-devel​oped virtuosic edge to Anthony’s sick and twisted technique. Morenica is his ultimate statement on piano jazz, Sephardic tradition, Latin rhythms and disfunctional harmony.

1 LA CANTIGA DEL FUEGO trad. Sephardik 3:55 

2 SHE'S DOING IT AGAIN Coleman 2:43 

3 HE WOULD TURN IN HIS GRAVE Coleman 5:14 

4 YAELICA Coleman 7:41 

5 ADDIO QUERIDA trad. Sephardik 6:03 

6 GHETTO (Ich Bin Ein Marrano) Coleman 2:30 

7 TERPSICHORE Herbie Nichols 5:29 

8 SELO MOJE Coleman 3:41 

9 BERECHIT Michael Attias 4:21 

10 MORENICA trad. Sephardik 6:47

MORENICA

Little dark one they call me,

but I was born fair.

It was the summer sun

that gave me this tan

Little dark one how charming you are.

Dark am I, dark are you,

and you've got dark eyes.

Little dark one the sailors call me.

If they call me once more,

I'll go along with them.

Little dark one how charming you are.

Dark am I, dark are you,

and you've got dark eyes.


—Traditional Sephardic song
Энтони Коулмэна у нас знают — в 1996 году он выступал в Ека​теринбурге на фестивале «Немое кино/живая музыка», а в декабре прошлого года — на фестивале ориентального авангарда в цент​ре «Дом» в Москве. Это, как и «Эволюция II» Льюиса, вторая часть трилогии «Sephardic Tinge» -- «Привкус сефардского». Сефарды — средиземноморские евреи, их напевы сочетают ориен​тальную томность и одновремен​но балканскую ритмичность и плавность неаполитанского ро​манса. Это — блестящий джаз, не менее содержательный, чем им​провизации Телониуса Монка и Билла Эванса, и не менее виртуозный, чем стандарты Кита Джеррета. Если саундтреки Горана Бреговича и Эмира Кустурицы кажутся вам туповатой попсой, попробуйте немного «сефардско​го» -- вкус безупречный. – Салон AV

	(Anthony  COLEMAN)
	SEPHARDIC TINGE:

"Our Beautiful Garden Is Open"
	2002
	49:05
	label: Tzadik

Anthony Coleman [p]; Ben Street [b]; Michael Sarin [d].

The third CD in the legacy of mad genius Anthony Coleman's most popular working band takes us, as always, to a magnetic world of loving dysfunction. Together for over four years, the piano trio Sephardic Tinge has developed a unique style rivaling the telepathic interplay of Bill Evans, the compositional integrity of Herbie Nichols and the popular cheese of Irving Fields.

Charming Jewish music informed by jazz, borscht belt humor, Latin rhythms, Ahasuerus and selfhatred from one of the most twisted minds in the downtown scene.

	Steve COLEMAN – см. в 'Jazz'
	
	
	
	

	Denis COLIN & Les Arpenteurs
	Etude de Terrain
	2000
	47:22
	impro + latin

label: Nato

	COLLAPSING  LUNGS
	Colorblind
	1994
	19:19
	crossover
Супер-экспрессивный гитарно-вокальный ураган типа Rage Against The Machine, Clawfinger, Offspring, Korn.                                

	COLLECTION D'ARNELL - ANDREA
	Cirses des Champs
	
	49:09
	prog/avant-rock (France)

edition: Collection D'Arnell-Andrea

Chloe St Liphard [v]; Carine Grieg [k, v]; Xavier Gaschignard [cello]; Franz Torres-Quevedo [g]; Stephan Kehlsen [b]; Jean-Christophe d'Arnell [k].

	COLLECTION D'ARNELL - ANDREA
	Tristess des Manes
	2002
	58:41
	label: Prikosnovenie / Factum (France) http://www.multimania.com/prikos  prikos@worldnet.fr 

Chloe St Liphard [v]; Carine Grieg [p, v]; Franz Torres-Quevedo [g]; Tribault d'Aboville [alto]; Xavier Gaschignard [cello]; Jean-Christophe d'Arnell [k].

	Pascal  COMELADE
	Bel Canto
	1986
	16:31
	Музыка Комелада обычно квалифицируется как примитивизм (naïve). Но, в отличие от такого знакомого нам неряшливого лубочного примитивизма всевозможных «митьков», его музыка насыщена тонким и обаятельным импрессионизмом.

Подобная музыка (naïve) – см.: N.L.C.; DANGER IN  PARADISE; KLIMPEREI; The BAD EXAMPLES; PENGUIN CAFE ORCHESTRA; TOUPIDEK LIMONADE; LÖDIG; MARIMBA PLUS; PASCALS (тж. исполняют композиции Комелада); Pierre BASTIEN; Yann TIERSEN (см. в 'Pop/Rock'); Kev HOPPER; Lars HOLLMER (особенно "XII Sibiriska Cyklar"); L'ENSEMBLE RAYE; TIN HAT TRIO; MATERIA PRIMA; Piero MILESI; PANTAGRUEL; MATMOS;

Пересекающиеся названия композиций на дисках пусть вас не смущают: различные исполнения их существенно различаются.

label: здесь и далее - Les Disques Du Soleil Et De L'Acier (France)

Blue afternoon
Une andalouse sur la pelouse
Ricardo Vines sings the blues
Souvenir de Vernet-les-Bains
96 tears at jazz colon
Operette de 2 notes
Rayures venitiennes
->Comelade ‘L’Argot...’

	Pascal  COMELADE
	«33 Bars»
	1990
	61:44
	Pascal Comelade [el fuzz p, acoustic chair, vibes, plastic accordeon, xeremia, violon, Alcazar organ, g, toy p, special-club organ, grand piano, piccolo organ, mandoline, melodica, kazoo, perc, orchestre de bal, petit orchestre phobologique]; Pierre Bastien (см.) [contre-tp, cornet a piston, cor des Alpes, violon, violin, tp]; Sammy Surfer [plastic drums, toy drums, perc, chapeau chinois, elegant cymbalism]; Cathy Claret [el b, grandes flutes, petit cymbales, two blue notes toy piano]; Motch [all electric heartbreak guitars]; Didier Banon [ventilator guitar, mandoline, mouth drums, perc, d]; Swing [harmonica, absent maracas]; Gat [bandurria, cythare, tambour, maracas]; Jean Albert Achille [distant plastic saxes]; Spi [chorus g, harmonica]; Enric Casasses [lead triangle].

"33 BARS"

1 - LES HUMEURS DE CATHERINE
2 - BOLERO CALLEJERO
3 - 4 ROSES POUR MARIE
4 - TANGO DEL ROSSELLO
5 - LES FILLES DU CALVAIRE
6 - NOCTURN, A JOAN SALVAT-PAPASSEIT
"SLOW ITALIEN OU BARBARIE"
8 - THE WAY I WALK
9 - EGYPTIAN REGGAE
10 - MADAME YAMILAH
11- CAFE MOZART

12 - MIRADES ORIENTALS
13 - AMAPOLA
14 - MOULIN ROUGE
15 - TERESA
16 - 33 BARS
17 - LA BELLA CIAO
bonus songs (not on the vinyl edition)

18 - STAND BY ME
19 - PROUD MARY
20 - LE TEMPS DES CERISES
21 - RED BOLOGNA
22 - ONLIYU
23 - UN ENNEMI DU PEUPLE 

24 - ELS SEGADORS

	Pascal  COMELADE
	Ragazzin’ The Blues
	1991
	36:49
	1. PATAFISISKAL POLSKA
2. CAFE, COPA, PURO
3. NEO-REALISMO DEL' HABANERA
4. MIDNIGHT TO SIX HANDS
5. A GLASS OF GAZ 

6. RETURN OF JOHNNY GUITAR
7. 4 ROSES POUR MARIE
8. VALSE DE L'AIGUILLE CREUSE
9. LA PLAZA D'ORIENT AS LOCUS SOLUS
10. WAITING FOR MISTER MOTCH ON BEYROUTH 66
11. AVA, IN A PALINDROMIC GARDEN
12. PATAFISISKAL RE-POLSKA

	Pascal  COMELADE
	Haikus De Pianos
	1992
	34:46
	Pascal Comelade [pianos]

1. Tango del Rossello

2. Smoke on the Water

3. Egyptian Reggae

4. Let my Try

5. Alifib

6. Rue des Soeurs Noires

7. Your Labios as Tulips

8. Put a Strawunder Baby

9. C'era una Volta il West

10. Love Theme from Ben-Hur

11. Mexican Theme from Rio Bravo

12. Nocturn, a Joan Salvat-Papasseit

13. Souvenir de Vernet-les Bains

14. The Sad Skinhead

15. Good-bye Pork-Pie Hat

16. Green Lands

17. Abril 74

18. Valse de l'Aiguille Creuse

19. 4 Roser pour Marie

20. Marcha Mora

21. Amarcord

22. I Surrender

23. Besame Mucho

24. 96 Tears

25. Les Humeurs de Catherine

	Pascal  COMELADE
	El Primitivismo
	1992
	43:35
	Recorded by Pascal Comelade (with musicians), Montpellier, 1986-1988.

1 - VALSE DE LA DEMOISELLE AUX YEUX VERTS
Pascal Comelode : tiple, imitation clarinette,
clavier automatique

Cathy Claret : petite-batterie
2 - SYLDAVIAN RAPSODIE (trad. "ojos negros")
Pascal Comelade : plastic accordéon,
Pierre Bastien : trompe marine, cornet à pistons, violon, scie musicale 

Marc Dufourd : bandurria, guitare, mandoline
3 - PETENERA (Jagger/Richards "Honky tonk women")
Pascal Comelade : toy piano, batterie, plastic guitar, trombone, harmonica 

Gat : cymbales, electric bass (Thanks to Buildings)
4 - LA DANSA DE CASTELLTERCOL (trad. catalan)
Pascal Comelade : violon, harpe, clavecin, orgue, vibraphone miniature, percussions, accordéon (à Ovidi Monttlor)
5 - RUE DES SOEURS NOIRES
Pascal Comelade : accordéons, violon, cyclophone
6 - LA MOTTE Dl BLU (standard)
Pascal Comelade : xeremia, batterie, accordéon, orgue électrique
Pierre Bastien : violoncelle, trompette Marc Dufourd : guitare, bottleneclc, guitare à piles (à Jelly Roll Morton, inventeur du jazz)
7 - LES DIMANCHES AU PALMARIUM
Pascal Comelade : piano électrique
Pierre Bastien : violon
Marc Dufourd : maracas, guitare folklorique (pour Elisa et sa mandoline et Paul "Bel Canto" T.)
8 - JAC B. AND HIS DANCING DOGS
Pascal Comelade : concertina thermo-mécanique, toy-drums, marimba
9 - O, CAROLINE (Wyatt/Sinclair)
Pascal Comelade : guitare, plastic accordéon, violon, mandoline
10 - AMARCORD (Nino Rota)
Pascal Comelade : plastic accordéon duo
11 - MEMORIES (Wyatt/Hopper)
Pascal Comelade : instruments 

Laurent Sinclair : piano
12 - YOUR LABIOS AS TULIPS
Pascal Comelade : grand piano
Noémi Martinez: guitare espagnole 

Jordi "Barroco" Argelage : hautbois 

Victor Nubla : clarinettes 

Juan Creek : saxophones barytons
13 - BRUNE ON BRUNE (I.Silva, "Antonico")
Pascal Comelade : melodica, toy-piano 

Gérard Pansanel : guitares, mandoline
14 - SWEET LITTLE SIXTEEN (C.Berry)
Pascal Comelade: toy-piano
15 - BALL DE L'ALIGA (trad. "La Patum de Berga")
Pascal Comelade : harpe, luth
Cathy Claret : grandes flûtes, cymbales
16 - LIEBESLIED (F.Mompou, "Canco VI")
Pascal Comelade : orgues, e.piano, toy-piano
17 - EL CANT DELS OCELLS
Pascal Comelade : xeremia, accordéon, violon
18 - VOLANDO VOY (Veneno)
Pascal Comelade : accordéon 

Los Vascos Comunicantes : palmas (merci à Macromassa)
19 - O, CAROLINE (Wyatt/Sinclair)
Pascal Comelade : grand piano
Noémi Martinez : guitare 

Gat : tambourin, verre en cristal 

Jordi Argelaga : hautbois, cromone 

Victor Nubla : clarinette basse, clarinette 

Juan Creek : saxophones barytons

	Pascal  COMELADE
	Dances Et Chants De Syldavie (Apologie de la reprise individuelle)
	1993
	50:45
	"Je fais un sale metier, c'est vrai, mais j'ai une excuse: je le fais salement" 

-- Darien

Pascal Comelade : grand piano, toy piano, plastic guitar and reduction d'orchestre

Mark Cunningham : trompette

Pierre Bastien : trompette, violon, cornet

Oriol Perucho : drums

Marc Dufourd : guitares

Cathy Claret : grandes flutes

Gat : electric bass

Bel Canto Orquestra

1.  HONKY TONK WOMEN (Jagger/Richards)
Paru sous le titre "Petenera" dans l'album EL PRIMITIVISMO (DSA 54011-1987). Une version différente existe également sur le EP "ROCK DEL VENENO" (DSA 54012) édité en vinyl transparent à 1000 exemplaires (édition épuisée). Le morceau était dédié au groupe espagnol Pata Negra. Mais son guitariste, Raimundo Amador, par superstition, me refusa le titre initial "Petenera à Pata Negra": la Petenera, dans le chant flamenco, étant supposée porter malheur. Gat: electric bass
2. THE WAY I WALK (Jack Scott)
Avec deux membres du défunt groupe OTH: Didier Banon (guitare rythmique) & Spi (harp) et
Samy Surfer (toy-drums). Pierre Bastien, l'inventeur du Mecanium, joue de la trompette sur
ce titre, dédié à Poison Ivy.
3. LET ME TRY (MC 5)
"Let me try" est l'un des très rares morceaux lents de MC 5. J'ai essayé de le jouer plus rapidement qu'eux. MC 5 est aussi le premier groupe de rock à avoir enregistré un titre de Sun Ra. God save Zermati!
4. ITS ALL OVER NOW, BABY BLUE (Bob Dylan)
Après "Like a rolling stone", je poursuis mon projet d'enregistrer l'intégrale de Bob Dylan en valse. Enregistré au CCAM Studio par François Dietz, été 93.
5. BRAND NEW CADILLAC (Vince Taylor)
J'ai créé le BEL CANTO ORQUESTRA en 1983 avec Pierre Bastien qui fût le contrebassiste
du légendaire "Rock and roll station" de Vince Taylor, avec Jac Berrocal à la bicyclette
(chouette!). On peut trouver ce titre sur la compilation "Fatal Encounters" de Berrocal (DSA
54026).
Enregistré au CCAM Studio, été 93.
6. YO QUIERO (TradûionneVRy Cooder)
Paru initialement sous le titre "Boléro Callejero" dans 33 BARS, album jamais sorti en France
pour des problèmes de droits, mais dont il existe 25 copies vinyl. "Yo Quiero", comme "Stand
By Me" (à ne pas confondre avec "Preghero" de Adriano Celentano), fait partie des
productions "mexicaines" de Ry Cooder avec l'accordéoniste Flaco Jimenez. Pierre Bastien: trompette.
7. EGYPTIAN REGGAE (Jonathan Richman)
II existe déjà 2 versions de ce titre, l'une dans 33 BARS, l'autre dans HAIKUS DE PIANOS. Cette version a été enregistrée Live à Musique Action Internationale, Vandoeuvre, le 7 mai 1992 avec le BEL CANTO ORQUESTRA: Gat (guitare), Oriol Perucho (drums), Pierre Bastien (cornet), Mark Cunningham (toy-piano), Jakob Draminsky (clarinette basse), Enric Casasses (triangle). Membre original du groupe "no new-yorkais" Mars, Mark Cunningham portait ce soir là des boots en daim qui ont fait pâlir de jalousie l'un des chroniqueurs du magazine musical sur papier glacé "Revue et Corrigée". Robert Combas, qui a réalisé la peinture originale du disque TRAFFIC D'ABSTRACTIONS, est l'auteur d'un tableau-hommage à Richman, intitulé "Egyptian Reggae".
8. LES YEUX NOIRS (Traditionnel)
Paru initialement sous le titre "Syldavian Rapsodie" (en espagnol " Ojos Negros") dans
l'album EL PRIMITIVISMO. Enregistré en 4 pistes avec Marc Dufourd (mandoline) et Pierre
Bastien (scie musicale, cello, violon, cornet). 
9. SUNNY AFTERNOON (Ray D.Davies)
Sur ce titre, j'ai essayé de jouer à la mandoline la mélodie que siffle Peter Lorre dans
"M Le Maudit". En vain: je ne suis pas un "long-distance-piano-player".
Enregistré au CCAM Studio, été 93.
10. LE SACRE DU PRINTEMPS (Stravinsky/Duchamp)
Initialement prévu pour la compilation "Hommage à Marcel Duchamp", un projet de Cyril
Lefebvre (1993). Avec Enric Casasses (lead vocal).
11. L'ETE INDIEN (Joe Dassin)
Il existe une fameuse version chantée par le fils de Jules Dassin, Joe.
Enregistré au CCAM Studio, été 93.

12. THE THIRD MAN THEME (Anton Karas)
Paru initialement sous le titre "Café Mozart" dans 33 BARS. Autant pour moi, "Café Mozart"
est en réalité un autre thème du film "Le 3ème Homme".
Pierre Bastien: cornet.
13. C'EST UN PARC (Gérard Manset)
Même si Murât n'aime pas la façon qu'a Manset de regarder les filles...
Enregistré au CCAM Studio, été 93.
14. MEXICAN THEME FROM RIO BRAVO ( Dimùri Tiomkin) La mélodie est, je pense, le "Deguelo", joué à la trompette par les mexicains, avant l'attaque du fort, dans le film "Alamo". Or, dans "Rio Bravo", avant la bagarre finale, John Wayne et Dean Martin passent devant un bar - le bar Alamo - où un orchestre mexicain joue cette même mélodie. John Wayne demande à Dean Martin: "Mais qu'elle est donc cette mélodie ?". Dean Martin lui explique alors l'histoire de l'attaque de Fort Alamo. Le fait que John Wayne ne connaisse pas l'histoire de cette mélodie semble étrange, puisqu'il joue lui-même dans le film "Alamo" !!!
15. ZUHALTER BALLADE ( Kurt Weitt)
Produit pour Tokyu Bunkamura, Tokyo. Lors d'une série de concerts à Tokyo en 1991, j'ai
joué à l'Institut Franco-Japonais. Yves Klein y donnait, dans les années 60, des cours de
français pour se payer des leçons de judo. Or, mon premier disque pour DSA, DETAIL
MONOCHROME (1984), était - par son titre et sa pochette (un monochrome bleu)- un
hommage involontaire à Yves Klein. Un deuxième hasard japonais a fait que j'y ai trouvé un
piano-jouet de la même marque que le grand piano du CCAM Studio. Cette version d'un titre extrait de "L'Opéra de Quat' Sous" a été enregistrée au CCAM Studio, été 93. La section de cuivres est dirigée par Gérard "Georges" Nguyen.
16. LE TEMPS DES CERISES (Jean-Baptiste Clément) 

La pochette est une peinture originale de Laurent Roche. Ce disque est sorti en Espagne en édition microsillon 33 tours (800 copies) sous le titre "CENT REGARDS" (G3G). Pierre Bastien: violon, cornet.
17. TI AMO (Umberto Tozzi) 

Réalisé pour une compilation de chansons d'amour tristes, parue au Portugal en 1992. Enric Casasses y apparaît au triangle. Le BEL CANTO ORQUESTRA fût le seul orchestre au monde à posséder un joueur de triangle, virtuose et omniprésent.
18. AMAPOLA (Chamfleury/LacaUo/Cauvat) Paru dans 33 BARS. Cathy Claret, dont la carrière chaotique dans la chanson de variété et de genre est bien connue, est aussi à l'origine de la création du BEL CANTO ORQUESTRA. La seule apparition vocale de Cathy Claret avec le BEL CANTO se trouve en face B du 45t "La dialectique peut-elle casser des briques ?"(1984) Pierre Bastien: violon, cornet;Cathy Claret: grandes flûtes.
19. THE GODFATHER WALTZ (Nino Rota)
Ce titre est dédié à mon oncle, Jean "Jumbo" Gumbau, organiste de bal au Perthus.
Enregistré au CCAM Studio, été 93.
20. LA BELLA CIAO (Traditionnel italien)
J'ai aussi joué ce titre sur les grandes orgues du Conservatoire de Bologne à la fin d'un
concert avec le BEL CANTO, le 19 décembre 1988. Depuis, les concerts du BEL CANTO se
sont toujours terminés par ce titre, sauf au Star-Club de Hambourg où l'on ne m'a pas laissé
le loisir d'achever mon programme.
Samy Surfer: toy-drums; Didier Banon: guitare; Pierre Bastien: trompette.
21. BESAME MUCHO (Consuelo Velasquez) 

Cette chanson, ainsi que d'autres grands succès typiques, faisait partie du répertoire du trio LOS HERMANOS RAMALLETS que nous avions formé avec le chanteur Ricardo Solfa et le saxophoniste Pep Pascual à l'occasion du Festival de BD de Barcelone, 1993. Paru dans HAIKUS DE PIANOS. Il existe une autre version, avec Pierre Bastien, dans BEL CANTO.
22. ALIFIB (Robert Wyatt) Initialement paru sous le titre "Chanson Pop" dans BEL CANTO (DSA 54006, 1986) et plus tard au piano-jouet seul dans HAIKUS DE PIANOS. Dans EL PRIMITIVISMO figurent des versions de "O, Caroline" avec le groupe espagnol Macromassa et de "Mémories" avec Laurent Sinclair (ex Taxi Girl)
23. THE SAD SKINHEAD (Faust)
Faust est au rock moderne ce que Fausto Coppi est au Tour de France, Rita Renoir au strip-
tease et la gare de Perpignan au centre du monde. Enregistré à Barcelone en 1992 pour
l'album TRAFFIC D'ABSTRACTIONS et non retenu. Une version plus lente figure sur un
single du BEL CANTO ORQUESTRA paru en Espagne. Une autre version, relativement plus
rapide que la précédente, figure dans HAIKUS DE PIANOS.
Mark Gunningham: trompette; Oriol Perucho: drums.
24. MOULIN ROUGE (Tim Buckley) 

La seule chanson de Tim Buckley chantée en français ("STARSAILOR", Straight Records WB1881- 1970) Paru dans 33 BARS
25. PUT A STRAW UNDER BABY (Eno)
Paru dans HAIKUS DE PIANOS dont la pochette a été réalisée par Max, fameux collaborateur du mensuel espagnol de BD "El Vibora". Une version d'une autre chanson de Eno ("Taking Tiger Mountain - By Stategy) figure dans l'album SENTIMIENTOS paru au USA en 1981.
26. I SURRENDER (Suicide) 

Alan Vega fait partie, avec Robert Mitchum, Dean Martin, Renato Carosone, Fred Buscaglione, Umberto Tozzi, Jean Constantin et Lee Hazlewood, des plus grands crooners de cette fin de siècle. 

27. L'AIR DES BIJOUX (Igor Wagner) 

Igor Wagner, le célèbre pianiste-accompagnateur du Rossignol Milanais, fût mon professeur de contrepoint au Conservatoire Royal de Musique de Klow. 
28. DALI'S CAR (Don Van Vliet)
Instrumental de guitare électrique interprété par Antennae Jimmy Simmens dans le double-album "TROUT MASK REPLICA" de Captain Beefheart (Straight Records STS 1053- 1969). Version réalisée à la guitare en plastique. Enregistré au CCAM Studio, été 93.

29. IT HURTS ME TOO (Elmore James) 

Paru initialement sous le titre "La Notte di Blu" dans EL PRIMITIVISMO. Il est possible que ce soit en fait Dean Martin qui interroge John Wayne, et non le contraire. Marc Dufourd: guitares; Pierre Bastien: trompette.
30. THE MIDNIGHT SPECIAL (traditionnel)
Ce titre, enregistré au CCAM Studio, a été joué à Montpellier le 11 juin 1993, au cours du concert "lOème anniversaire du BEL CANTO ORQUESTRA" chez "Mimi La Sardine". Pour ce concert ont été réunis de nombreux musiciens et non-musiciens ayant fait partie des formations successives du BEL CANTO : Phil Gaz, Motch, Samy Surfer, Didier Banon, Jean-Albert Achille, le Général Alcazar, Henry Bley, Cathy Claret, Laurent Churet, Marc Dufourd, Pierre Bastien, Gat, Oriol Perucho, Jakob Draminsky, Mark Cunningham, Enric Casasses, Gérard Nguyen. Etaient excusés: Victor Nubla, Laurent Petitgand, DDAA. Ce concert fût le dernier du BEL CANTO ORQUESTRA. Il est étrange de constater qu'il a eu lieu exactement un siècle après que Sherlock Holmes, qui avait disparu lors du mystérieux incident aux Reichenbach Falls, ne ré-apparaisse à Montpellier !

	Pascal  COMELADE
	El Cabaret Galactic
	1995
	46:05
	label: Delabel

1. CLAIR DE LUNE A PAMPELUNE (PC)

Bernard Lescure :  trompette

Jean-Marc PageoI : trombone

François Petit :     saxophones

Pascal Comelade : batterie

2. CHANSON DE CHARME POUR FAUX-NEZ (PC)

Pascal Comelade : instruments de musique

Otis Criblecoblis :   tuba

Ronald Kornblow : cor anglais

Péter Minuit :      saxophones

3. THE LOLOBRIGIDADA FOX-TROT (PC)

(à Jaume Sisa et Ricardo Solfa)

Pascal Comelade : orgue électrique

Jakob Draminsky-Hojmark : clarinettes, soprano sax

Mark Cunningham : trompette

Gérard Jacquet :    basse électrique

4. TOTI AL SOLER (PC)

Pascal Comelade : toy-piano, accordéon en plastique, tambourin 

Gérard Jacquet :    cymbale, belly dance guitars 

Gérard Meloux :    distant luth 

5. LE DOMPTEUR DE MOUCHES DE FIGUERES (PC)

(à Patrick Gifreu)

Pascal Comelade : orchestre de genre

6. IL VENTILATOR DELLA F.A.I. (PC)

(Rhumba Cenetiste, à Salvador "el noidel sucre" Segui) 

Pascal Comelade : toy-piano, tourist guitar, harmonium, lapin-tambour, automatic hand-clap machine. 

7. DANSEUR DE TANGO DESCENDANT UN ESCALIER (PC/Marcel Duchamp/Rodriguez)

Part 1 :

Enric Casasses :    lead vocal

Pascal Comelade : mandoline, casio organ

Part 2 ("La Cumparsita") :
Pascal Comelade : piano, orgue, accordéons, batterie

(Merci à Joséphine Matamores, Musée d'Art Moderne de Ceret)

8. L'IRRADIADOR DEL PORT (PC)

(à Joan Salvat-Papasseit)

Pascal Comelade : accordéon en plastique, batterie

Gérard Meloux :    solipsisme à cordes

Gérard Jacquet :    violino bass, ritmos guitar

9. DALI'S MUSTACHE WITH GITANO'S CHAUSSURE (PC)

Pascal Comelade :  vertical toy-piano, batterie

Gérard Jacquet :    basse, guitare, mandoline

10. YOUR EYES LIKE JUAN GRIS CUBIST GUITARS (PC)

(Slow balnéaire)

Pascal Comelade : piano, accordéon, guitare, cymbale

S.Quentin Quale :   violoncelle

Jérôme Bourdellon : 2 clarinettes

Enric Casasses :    triangle

Harry Binelli :       hautbois

Otis Criblecoblis :   tuba

Rusty Panello :      basse

11. LE FAKIR DE LA CHAPELLE (PC)

(à Mr François Caradec)

Pascal Comelade :  organillo del oriente

Gat :               toy-batterie

12. UN LA MINIMAL NU (PC)

(Hommage au Mi-La-Si)

Pascal Comelade :  basse, koto, plastic guitar, batterie 

Gérard Jacquet :    guitare, bidudoli, espineta 

13. L'ESPINOSA ETICA DE LA SANTA ESPINA (Enric Morera)

Pascal Comelade :  toy limited orchestra 

14. CHANSON TRISTE POUR VENTRILOQUE APHONE (PC)

Pascal Comelade :  melodica, maracas 

Gat :              mandoline, guitare 

Mark Cunningham : trompette 

15. ON SE L'HEGEL EN ENFER (PC) 

Pascal Comelade : orgue, lumpen bass 

Harry Binelli :      hautbois 

S. Quentin Quale :   violoncelle 

Otis Criblecoblis :   tuba

Dominique Répécaud : dinamico guitarism duo 

Jérôme Bourdellon : grande flûte chinoise 

Wolf J.Flywheel :   percussions 

16. TOKYO BAY BLUES (PC)

(Danse japonaise aux lanternes)

Pascal Comelade : banjo, batterie, accordéon, orgue, plastic guitar 

Rusty Panello :     basse 

17. HISTORIA D'UN AMOR (Trad) 

Pascal Comelade : piano, accordéon 

Rusty Panello :     basse 

18. MORITAT VON MACKIE MESSER (Kurt Weill)

Pascal Comelade :  exotic prisunic Sinfonia 

Rusty Panello :     basse 

Péter Minuit :      ténor sax 

19. A TOMBOUCTOU SANS MARIACHIS (from Bixio)

(à Perucho)

Pascal Comelade :  réduction d'orchestre

20. LENTE MELODIE PLAINTIVE EMPREINTE D'UN GRAND CHARME NOSTALGIQUE (Raymond Roussel)

Pascal Comelade : sorte de piano

21. CLAIR DE LUNE A PAMPELUNE (PC)

Pascal Comelade :  imitation de synthétiseurs, batterie, plastic guitar

	Pascal  COMELADE
	Traffic D’Abstraction
	1996
	43:38
	Rec. 1992

Pascal Comelade [grand piano, toy piano, vertical piano, tuba, Farfisa organ, Hammond organ, Fender piano, accordeon, plastic accordeon, bandoneon, triple bass, melodica, maracas, drums, little red machines, bongo furioso, toy limited orchestra, xylophone]; Mark Cunningham [cornet, tp, one-man brass band, tuba, no new harp, melodica]; Pep Pascual [clarinet, tenora, plastic tp]; GAT [pseudo koto, ac g, melodica, triangle, mandoline]; Oriol Perucho [d, perc]; Jakob Draminsky Hojmark [absent bass cl]; Pierre Bastien [violon, trio a cordes, cornet, branlyneur a ondes courtes, scie musicale, tp]; D. Luis Perenna [oboe, bassoon]; Cathy Claret [grandes flutes]; Jaume Sitges [double-bass]; Marc Dufourd [all guitars].

1 - ARTHUR CRAVAN WAS A FLOR FINA
Pascal COMELADE : vertical piano, tuba, Farfisa organ
Mark CUNNINGHAM : cornet, trumpet
Oriol PERUCHO : drums, percussions
GA T : melodica, triangle
Jakob DRAMINSKY HOJMARK : absent bass clarinet
2 - THE SKATALAN LOGICOFOBISM
Pascal COMELADE : piano, accordeon
Pep PASCUAL : clarinet, tenora
GA T: pseudo koto, guitare acoustique
Oriol PERUCHO : snare drums, cymbalism
Thanks to Francis Falceto for ethiopian souvenirs
3 - SARDANA DELS DESEMPARATS
Pascal COMELADE : grand piano, toy piano, triple bass, melodica 

Pierre BASTIEN : trio a cordes, cornet 

D. Luis PERENNA : oboe, bassoon
4 - A LA RECHERCHE DU BARON CORVO
Pascal COMELADE : pianos, maracas, bandoneon, e.organ, melodica Jo the Cafe Florian Orchestra in Venezia
5 - I PUT A BARBARA STEELE ON YOU
Pascal COMELADE : instruments de musique
6 - LE COUTEAU ENTRE LES DENTS
Pascal COMELADE : pianos, Hammond organ, drums, little red machines Marc DUFOURD : eclectic guitar
7 - ZIGO-ZIGO DELLA MORENETA
Pascal COMELADE : piano, accordeon, bongo furioso 

Pierre BASTIEN : violon, cornet 

Marc DUFOURD : ritmos guitar
8 - HAIKU DE TANGO
Pascal COMELADE : grande reduction de piano
9 - L'ORQUESTRA DEL TITANIC PLAYS «THAT'S AMORE» (from J.SISA « L'home dibuixat»)
Pascal COMELADE : piano, e. organ Oriol PERUCHO : havana-club drums Cathy CLARET : grandes flutes Mark CUNNINGHAM : one-man brass band Jaume SITGES : double-bass
10 - LIKE A ROLLING STONE (Bob DYLAN)
Pascal COMELADE : toy limited orchestra 

Pierre BASTIEN : branlyneur a ondes courtes

11 - JOHNNY GUITAR (V.YUNG/N.RAY) Du film du meme nom
Pascal COMELADE : piano, toy-piano
Pierre BASTIEN : scie musicale, violins and trumpet
12 - ALSO SPRACH ED MARIMBA
Pascal COMELADE : accordeon, bass, drums, xylophone 

Marc DUFOURD : all guitars
13 - DANSE DU VALSEUR CALLIPYGE
Pascal COMELADE : piano, orgue electrique
GAT : mandoline
Oriol PERUCHO : drums
Pep PASCUAL : clarinet, plastic trumpet solo
Mark CUNNINGHAM : tuba
14 - LA SINISTRE MAIN GAUCHE
Pascal COMELADE : piano, melodica, Fender piano 

GAT :  Spanish guitar, mandolins 

Mark CUNNINGHAM : no new harp To Gat
15 - PORTRAIT D'ENRIC AVEC SON CHAPEAU
Pascal COMELADE: piano, plastic accordeon
16 - PROMENADE DES SCHIZOPHRENES (Paso-doble)
Pascal COMELADE : toy-piano solo, grand piano
GAT : guitar
Oriol PERUCHO : drums
Mark CUNNINGHAM : melodica
Pierre BASTIEN: cornet
Jakob DRAMINSKY : toy-piano
Enric CASASSES : triangle
Recorded live at Musique Action Internationale, Vandoeuvre, May 7th 1992
17 - SOUVENIRS DE VERNET-LES-BAINS
Pascal COMELADE: piano 

Pierre BASTIEN: cornet

	Pascal  COMELADE
	Un Samedi Sur La Terre
	1996
	40:39
	label: Les Disques du Soleil

Musique composee et interpretee par Pascal Comelade

Pascal Comelade [instruments]; Jerome Bourdellon [fl, cl]; Berkeley Wright [g]; Patrick Felices [double bass]; Pierre Bastien (см.) [vln, tp]; Marc Dufourd [g]; Gat [g, mandoline]; Mark Cunningham [harmonica].

	Pascal  COMELADE
	Oblique Sessions
	1997
	38:53
	Pascal COMELADE: piano, toy piano, plastic guitar, accordeon, organ.

Pierre BASTIEN (см.): violin, mecanium, cornets, b, perc, trb.

Jaki LIEBEZEIT (см. в 'Rock': CAN): perc.

Jac BERROCAL: fl, tp, p, toy p, v, organ Amaury, Cambuzat guitars.

The Oblique Sessions have been recorded and mixed using the deck of Oblique Strategies (Over One Hundred Worthwhile Dilemnas) developed and produced by Brian Eno and painter Peter Schmidt in 1975.

	Pascal  COMELADE
	Musiques Pour Films,  Vol. 2
	1997
	40:44
	label: Manifatture Criminali (under license from Les Disques Du Soleil Et De L'Acier)

This record features pieces of music which were specifically recorded for French and foreign films. They have been realized between 1993 and 1996. Except for one song, all material is unreleased in any form.

Produced by Gerard Nguyen & Pascal Comelade, 1996.

P.C. [pianos, orgues, plastic guitar, drums, accordeon, toy-piano, e.bass, violons]  + musicians.

1.
LA CATHEDRALE DES CURE-DENTS (PC)

2.
BETTY PAGE A-GO-GO (PC)

3.
PAINT IT BLACK (K. Richards)

4.
NYIGO-NYIGO (PC)

5-
ANEMIC CINEMA (PC)

6.
DITHYRAMBE DU PASSE-MONTAGNE (PC)

7.
DEEP SOUND 0F BOBBY PEROU (PC)

8.
OMBRES (PC)

9.
UN SAMEDI SUR LA TERRE (PC)

10.
PEPLUM (PC)

11.
HISTORIA D'UN AMOR (Trad)

12.
J'IRAI VERSER DU NUOC-MAM SUR TES TRIPES (PC)

13.
BACK TO SCHIZO (PC/R.Pinhas)

14.
CHANSON (PC) in living mono
Повелитель вальса, пасодобля и рок-н-ролла, Паскаль Комелад - самый нежный из музыкальных новаторов прошлого века и самый новаторский из его же неженок. Предводитель оркестра игрушечных инструментов всегда умел играть тонко и мощно одновременно. Оба эти умения идеально спутались на этом диске - особенно в гремящей под фанфары версии «Paint It Black».

--- Афиша

	Pascal  COMELADE
	L’Argot Du Bruit
	1998
	48:21
	label: Les Disques du Soleil et de l’Acier/Delabel / Virgin

1. L'argot du bruit (P. C.)

Pascal Comelade: orgue, mélodica 

Patrick Chénière: ritmos guitar, mandoline 

Ludovic Roux: aux cent mille trompettes 

Patrick Felices: e. bass 

Rafaël Marco: sidéral guitar 

Philippe Dourou : drums, congas

2. Via-Crucis del rocanrol (P. C.)

Pascal Comelade: accordéons, plastic saxes, orgue, plastic guitar
Patrick Chénière: grande variété de guitares
Enric Casasses: triangle

3. Thé sad skinhead (J. H. Peron)

Jean-Hervé Peron: vocals, guitars 

Pascal Comelade: plastic guitar, orgues, pianos, drums 

Jakob Draminsky – Hojmark: one-man-brass-band 

(merci à Bob Drake, Studio Midi-Pyrénées)

4. [Melody] (à Pierre Bastien)

Pascal Comelade: club organ, piano 

Patrick Chéniére: ritmos guitar 

Fakir Trémolo: imitation tuba 

Philippe Dourou: percussions 

Andrew Lumley: clarinette 

Fifi Debon: accordéon

5. Marie = un faux-cil dans la transmission (P. C.)

Pascal Comelade: electric ptano, orgue, mélodica 

(Le titre de ce titre est un emprunt à «Tarantula» (Bob Dylan), adaptation française Dashiell Hedayat, Chrishan Bourgois éditeur, 1972)

6. Love too soon (P. J. Harvey / P. C. )
Polly-Jean Harvey: vocal melody 

Pascal Comelade: pianos, orgue 

Patrick Felices: contrebasse 

Jakob Draminsky: sopranino sax 

Fifi Debon: accordéon

7. Le soir du grand soir (P. C.)

Pascal Comelade: orgue, tuba 

Patrick Chénière: guitare prolétarienne 

Jakob Draminsky: clarinettes, soprano sax 

Philippe Dourou: drums 

Fifi Debon: accordéon
(Jakob Draminsky est un musicien danois vivant à Barcelone; membre de la section locale du «Bel Canto Orquestra» depuis 1992 avec Mark Cunningham, Gat, Oriol Perucho, Victor Nubla et Enric Casasses)

8. Teresa (O. Montllor)

Toti Soler: guitare
Pascal Comelade: toy piano
9. Si (Gérard Jacquet / P. C.)
Pascal Comelade: harmonium, toy piano, plastic guitar, percussion, plastic accordeon

Gérard Jacquet: lead vocal 

Jakob Draminsky: saxes

10. La cuisson de vos cuisses (Marc Fourquet / P. C.)
Pascal Comelade: piano vertical et orchestre de genre 

Jérôme Wahart: élégant violonisme 

Marc Fourquet: chanteur des charmes 

Gérard Jacquet: 4 électric créatures 

Peter Minuit: saxophone
11. Green eyes (P. J. Harvey / P. C.)

Polly-Jean Harvey: vocal melody 

Pascal Comelade: pianos, organ 

Gérard Jacquet: all guitars
12. Sardana dels desemparats (P. C.)

Frédéric Guisset: flaviols, tambours
Patrick Felices: basses
Pascal Comelade: toy piano
Joël Pons: cello
Fifi Debon: accordéon
Gérard Meloux: mandola
Gérard Jacquet: guitares
Jakob Draminsky: clarinette basse, soprano sax

Jean-Michel Pous: tenora
Ludovic Roux: trompettes

13. Toti al Soler (P. C.)

Toti Soler: guitares
Pascal Comelade: pianos, plastic accordéon
Claude Civelli: clarinette
Patrick Felices: e. bass

Willy Munoz: percussions
Gérard Meloux: oud
14. Maruxina (Trad. Asturies)
Pascal Comelade: instruments

Patrick Felices: contrebasse 

Gérard Jacquet: voix
15. Le grand Pianonaniste (anonyme)

	Pascal  COMELADE
	September Song
	2000
	19:31
	label: Delabel

produced by Pascal  COMELADE

1. SEPTEMBER SONG (Anderson, Weill)

Robert Wyatt: voices, percussion, trumpet 

Pascal Comelade: accordion, pianos, ukulele, e. guitar 

Recorded by Ewan Davies at Chapel Studio, Lincolnshire (UK) Mixed at Octave Studio

2. SIGNED CURTAIN (Wyatt)

PC: pianos

3. COME PRIMA (Panzeri, Taccani, Di Paola)

PC: piano, e. organ, melodica, mandolino-system, drums 

Patrick Felices: double bass

4. THE SHEIK OF ARABY (Snyder, Wheeler, Smith) 

PC: ukulele, pianos, e. organ, flute, accordion

5. 24 MILA BACI (Celentano, Vivarelli, Fuld) 

PC: pianos, e. guitar, ukulele 

Richie Faret: harp 

Patrick Felices: e. bass

6. KNOCKIN' ON HEAVEN'S DOOR (Dylan) 

PC: e. organ, guitars, bongos

7. L’ITALIANO (Minellono, Cutugno)

PC: moog, drums, anti-techno orchestra

->'elcabaret galact.'

	Pascal  COMELADE
	Andre le Magnifique
	2000
	42:42
	label: les Disques du Soleil et de l'Acier  dsa@wanadoo.fr 

Additional musicians: Jean-Michel Pous [tenora]; Ludovic Roux [trompettes]; Jakob Draminsky Hojmark [saxes]; Joel Pons [cello]; Los Hermanos Ramallets [brass sect.].

#1-11: Andre le Magnifique (un film de Emmanuel Silvestre & Tribault Staib)

#12-14: Spring Man (un ballet de Ryohei Kondo; live in Japan)

#15-20: ZumZum-ka (un ballet de Gesc Gelabert)

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

Colin Pearson – violin

Roger Wootton – guitar, vocals

Rob Young – percussion

Bobby Watson – percussion, vocals

	Tony CONRAD  -- см. с: Velvet Underground; Faust;
	
	
	
	

	CONSOLIDATED
	The Myth Of Rock
	1990
	56:57
	industrial с элементами hip-hop

Music Has No Meaning

Today in the West, of the many crisis we face, critical is the nature of the Culture Industry's monopolistic control over our expressive domain. The interests that control the state have effectively neutralized any mode of public expression that in the past we have found empowering. Along this course the nature of music itself has become twisted, altered, distorted to suit the needs of capital. If we want music to contain any positive revelance to us again, we must take it back. Until then it ain't jack, hit it, that music has no meaning. No value. No power. Minus one. Zero. Our castes have become so standardized and regulated that we no longer make any choices for ourselves, the Culture Industry does all this for us. We've become a nation of blindly accepting consumers, latching on to meaningless terms like "alternative," "progressive," "industrial," "techno," "rap," "house." We're promised liberation but all we get is empty distraction. In our society music is just a measure of forced consumption. Until we change the social conditions under which music is made that music has no meaning. No value. No power. Minus one. Zero. What can we do about it? In the 90's as Big Business and Big Government realize that they needn't demonstrate any longer the intimidation and violent suppression of past authoritarian states, they prove conclusively that friendly fascism clearly exists in this society and the rulers of Corporate America have manufactured within its own people an addiction to pop culture so strong it renders us incapable of any action as individual or collective citizens and the real tragedy is that we have no problem with this. Every fascist era has its giant spectacles to keep the people pacified. With us it's just the MTV Video Music Awards and the Grammy's. As long as we're willing to go on just passively marching and singing then we know that music has no meaning.

	CONSOLIDATED
	Play More Music
	1992
	71:58
	

	CONSOLIDATED
	Bisiness Punishment
	1994
	70:40
	

	CONTEMPOENSEMBLE
	Sciarrino – Bussotti – Berio - Xenakis
	1994
	43:04
	avant-garde

label: Arts Music (Germany) / PILZ UK LTD

SALVATORE SCIARRINO - Introduzione all'oscuro 11.17
SYLVANO BUSSOTTI - Nascosto 2.40 (Nove Parti per Pierre Boulez)
LUCIANO BERIO - Differences 14.29
IANNIS XENAKIS - Waarg 14.13

Contempoensemble

Michele Marasco  flute 
Paolo Pollastri  oboe
Giovanni Riccucci   clarinet
Stef ano Vicentini   bassoon
Paolo Faggi   horn
Bill Campbell  trumpet
Carlo Toffolon  trombone
Riccardo Tarlini  tuba
Luciano Di Labio / Giannino Ferrari   percussion 

Folco Vichi   piano 

Alice Giles   harp
Alberto Bologni / Paola Besutti   violin
Olga Arzilli  viola
Giovanni Lippi   cello
Alberto Bocini   double bass
Mauro Ceccanti   conductor

XENAKIS
WAARG
Many years ago Xenakis had spoken of his own need to make music come out "from the atrophying hothouses of tradition and to re-locate it in nature", and this tension to cancel the historic memory by reconsidering the relationship with sound material is one aspect of the position of extraneousness, of original isolation that the poe​try of Xenakis has taken on in today's musical context (even if links can be noted in the first place with the inheritance of Varese and with his concept of sound material. In this perspective, Xenakis's relationship with mathematical and scientific thought, the creative stimulus and fun​damental point of reference for the creation of many works, must not make us think simply of a tendency to speculative abstraction. In fact, this aspect of the intellectual tension wich characteri​zes the creative experience of the Greek composer is inseparable from the vocation to an expressive violence that unleashes primigenial, telluric energies, almost creating a "arcaic" sound world of immediate, primitive fascination. In the more recent phase of Xenakis's activity, which embra​ces some fifteen years and has seen his production become considerably intensified, the essential pre​mises of his poetics have not ceased, but the ten​sion between the scientific-constructivist abstrac​tion of the design and the furious theatricality of the gesture in sound, the violence of the unlea​shing of the material have become weakened or cancelled out. His language seems Jo aim at more evident, more immediate plasticity. Waarg for 13 instruments, composed on commis​sion for the London Sinfonietta, was finished on 27 March 1988 and was performed for the first time in London on May 6th. Harry Halbreich has written on this piece in the treatise "From Cendrees to Waarg: fifteen years of creativity" (in Misc. Composers, Xenakis, ed. by Enzo Restagno, Turin, EOT 1988): "This is a massive piece of symphonic writing despite the limitation of the organics (4 woodwinds, 4 brasses - but with the tuba, and this is significant - and string quintet). It is also the shortest and most static page after Epei, and the stampedes of scales, localized however, do not place again in question this tempo which is more retrained than usual. In it can be found all the habitual ingredients for our composer, but also the compact homophonies and counterpoints of clusters characteristic of his recent pages for large orchestra. Glissandos are rare, as in all his current production. Among the details that are unusual for Xenakis can be noted the episode of the strings in pizzicato with triple fortissimo wich doubles the staccato - it, too, triple fortissimo - of the woodwinds in measures 92 and following."

BERIO
DIFFERENCES (Differences)
" Differences", for five instruments and tape com​posed for the Domain Musical by Luciano Berio in 1958-1959 and conducted by Pierre Boulez in March 1959, was one of the first "mixed" works for electronic and instrumental sounds, in the history of electronic music. "Differences" studies the opposition between recorded performance and direct performance, in search of an interac​tion between electronic sounds and traditional instruments. The Opera, dedicated to Henri Pousseur, is based on the action of five soloists (flute, clarinet, viola, 'cello and harp) and on their prolungation and extension within the specific field of recording and of electro-acoustic transfor​mation. The five instrumentalists interact with a recording of their same timbric and structural materials, broadcast by four loudspeakers. The encounter is developed gradually through diffe​rent levels of complexity and differentiation, due both to harmonic transformation and instrumen​tal articulations and also to electro-acoustic tran​sformations (realized in part in Paris at the O.R.T.F. and in part at the Studio of Musical Phonology of the RAI in Milan) which could sug-
gest - despite the absence of electronically-produ​ced sounds (we are in fact always talking about instrumental sequences recorded and subsequen​tly transformed) - the presence of synthetic sound material. Although it is really an electronic work, "Differences" "has in common with the experien​ce of electronic music the idea of overcoming all dual opposition between the field of "natural" sounds and those of recorded-synthetic - or not -sounds." (L. Berio)
In spite of the name of the work and the fact that two simultaneous developments are gradually made to differentiate, it is precisely in the sphere of musical-acoustic and conceptual material that their interaction is the outcome, finally, of a global unity.

SCIARRINO
INTRODUZIONE ALL'OSCURO (Introduction to the Obscure)
Usually, an introduction is a piece which foresees another, anticipating elements of it and suggesting or contrasting them sometimes according to their nature. This is not the case of "Introduzione all'Oscuro", in which the term fully assumes the sense of waiting. There is a point in our musical logic, a certain way of passing from one thought to the next, which we can define as transitory precisely because of its specific function of connection. Imagine, instead, a form to whose concatenation of tension and repose were subtracted the moments of the latter, but without denying development and coherence to the musical discourse, an anguish in which the bridges seem to have spanned infinity. In "Introduzione all'Oscuro", the mimesis, or carry-over, of several vital sounds of the internal physiology is evident: a sort of objectivization, a mute dramatization of the heart and of the breath. Here, the music tends to turn the terms of absence and presence upside down, shifting them in the direction of what is "spectral". What is felt is not perceived: a blind and enigmatic movement in acceleration and de-acceleration of periodic pulsations remains almost alone, a climate of anxiety whose "external" psychological motivation is closed to our understanding. Several reminiscenses of popular songs, ravaged shreds of reality, in this mood, will appear to us finally not only with the magical indifference of the things that we are used to, in addition, almost lucid epiphanies.
S. Sciarrino

BUSSOTTI
NASCOSTO (Hidden)
"... nine parts for Pierre Boulez, one of the many pieces, in the hommage genre, written as a dedi​cation : in this case, the specific occasion was determinated by Boulez's sixtieth birthday, to whom other composers such as Carter and Donatoni have dedicated pieces..." (from the program "Stagione Concert! '86 Angelicum Milano"/ 1986 Concert Season of the Angelicum in Milan)

CONTEMPOENSEMBLE
Contempoensemble was created in 1992 as an ini​tiative of Mauro Ceccanti and Andrea Nesti. The ensemble's main purpose is to bring contempo​rary musical language to places which our era has dedicated to the arts and that means not only theaters and concert halls, but also contemporary art museums in Italy and abroad. By linking its image to Sol Lewitt the group has emphasized the close relationship between the visual arts and its music.

MAURO CECCANTI
Mauro Ceccanti, the musical director of the Contempoensemble, studied violin and graduated from the Conservatorio Cherubini in Florence. He played with the Orchestra del Maggio Musicale Fiorentino for ten years where he was concertino among the first violins. He has long been inter​ested in contemporay music and this led to the formation of a duo with the pianist-composer Giancarlo Cardini.
Mr. Ceccanti studied orchestra direction under Kyrill Kondrashin at Hilversum and then in Siena and Rome with Franco Ferrara. He. has conducted some of the major Italian orchestras and has given several concerts in the most important cities on the Italian and European music scene. He has aroused enthusiasm among young musi​cians, and created the Orchestra dei Ragazzi at the Scuola di Musica di Fiesole; the orchestra is the only one of its kind in Italy and he has held the post of musical director since its founding. He has dedicated himself to bringing Peter Maxwell Davies/ works to Italy and has conduc​ted many premiere performances of symphonic and theatrical works by Bussotri, dementi, Barce, Henze and Sciarrino.
In 1991 he conducted a world premiere at the Teatro Carignano in Turin for the "Settembre Musica" program and in Venice at the "Biennale" Since then he has also been conducting with Luciano Berio.

	The CONVENT – см. в 'Rock'
	
	
	
	

	CONVERTER
	Shock Front
	1999
	70:14
	noise-industrial
label: Ant-Zen Act   www.ant-zen.com 
1. Conqueror

2. Shock Front

3. Cannibals

4. Spirit Shield

5. Coma

6. Sacrifice

7. Memory-Trance

8. Deadman (Perdition)

9. Denogginizer

10. Sadist

Converter 

Shock Front

[Ant-Zen]

Самый потрясающий, экстремальный, брутальный, навороченный, сума​сшедший, мрачный, убойный, творческий, новаторский, энергичный, страш​ный, масштабный, смертельный, футуристический, гибкий, жестокий, шум​ный, умный и оригинально оформлен​ный power rhythmic noise релиз '99 го​да. Браво музыканту Scot Sturgis, соз​давшему сей шедевр, и браво лейблу Ant-Zen, разглядевшему талант и вы​пустившему такой вкусный CD! Если вы действительно давно и конкретно "сидите" на "индустриальных колесах" и нуждаетесь в новой марке топлива, то ищите и покупайте CD Shock Front не мешкая и не раздумывая.
[vAlien]

	Ry  COODER
	Paris, Texas
	1985
	34:12
	Ambient guitar improvisation 

music: 25:37
Ry Cooder (см. тж. “R’n’R” section), Jim Dickinson, David Lindley. 

	Ry  COODER
	Trespass
	1992
	37:36
	Collective improvisation
Ry Cooder [g, floor slide, array imbira, k]; John Hassel [tp](см.); Nathan East [b]; Jim Keltner [d, perc];  +  Van Dyke Parks [p]; David Lindley [fiddle].

Музыка к этому фильму была заказана Кудеру и Зорну. Выиграл поединок Кудер.

	Lindsay COOPER
	«Rags» /                     «The Golddiggers»
	
	70:31
	Lindsay COOPER -- cм. тж. с:  Mike WESTBROOK; John LURIE; LINKS; CREATIVE WORKS ORCHESTRA; NEWS  FROM  BABEL; ART BEARS; SWANS; Steve  HILLAGE; тж. в исполнении ROVA Saxophone Quartet (в 'Jazz'); Dagmar KRAUSE; HENRY COW; Catherine JAUNIAUX;

label: ReR

 Rags [1981] – первый сольный альбом L.C. 

L.C. [bassoon, s&sopranino s, oboe, fl, accordion, k], Fred Frith (см.) [g], Chris Cutler (см.) [d], Phil Minton (см.) [tp, v], Salli Potter [v], Georgie Born [b, cello].

   The Golddiggers – музыка к фильму Sally Potter (см. тж. в разделе ‘Latina’: Sally POTTER -- soundtrack ‘The Tango Lesson’ с участием Fred Frith ).       

L.C. [a&s s, p, g, oboe, bassoon]; Dave Holland (см.) [p]; Marilyn Mazur [d]; G.Born [b, g, cello]; E.Sloan [violin]; K.Westbrook (см. c: M. WESTSTBROOK ('Jazz')) [t horn]; Lol Coxhill (см.) [s]; P.Minton (см.) [v].

Lindsay Cooper присоединился к Henry Cow  [1974 -1978](см.), затем, в 80-х годах Cooper записывает сольные альбомы, пишет музыку к фильмам, работает с Mike’ом Westbrook’ом (см. в разделе «Jazz»).

	Lindsay COOPER
	Music For Other Occasions
	1986 
	52:30
	label: ReR

L.Cooper [p, el p, k, a&sopranino s, b]; feat.: Dagmar Krause (см.) [v], Sally Potter [v], Chris Cutler (см.) [d], Zeena Parkins (см.) [harp], Alfred 23 Harth [s s, b cl], a.o.

	Lindsay COOPER
	Schrödinger's Cat
	1991
	40:34
	label: Line / Femme Music (Germany)

rec. in London, 1990

All compositions by Cooper

Dean Brodrick [k, piano, accordion, bassoon]; Lindsay Cooper [bassoon, s s]; Stuart Jones [tp, cello, b]; Peter Whyman [a/s s, bass cl].

	Lindsay COOPER
	Oh Moscow
	1991 
	60:31
	label: Victo

L. Cooper with: Sally Potter, Alfred 23 Harth (см. тж. с: Bill Laswell), Hugh Hopper (см.), Phil Minton (см.), Marilyn Mazur [d], a.o.

	Lindsay COOPER
	Sahara Dust
	1993
	43:58
	label: Intakt (Zurich)

Phil Minton (см.) [v, tp]; Paul Jayasinha [tp, cello, wind synth]; Lindsay Cooper [sopranino sax, bassoon]; Dean Brodrick [k, accordion, bassoon]; Elvira Plenar [p, synth]; Robin Schulkowsky [perc].

Composition by Lindsay Cooper, Lyrics by Robyn Archer.

Rec.: Aug. 1992

	(Lindsay COOPER)
	TRIO TRABANT A ROMA:

"State of Volgograd"
	1994
	64:05
	label: FMP

Lindsay Cooper [bassoon, el. effects, sopranino, p]; Alfred 23 Harth (см. в 'Jazz') [as, ss, ts, cl, bcl, melodica, sopranino, p, farfisa organ, casio cs 1000]; Phil Minton (см.) [v, p].

1. Orbital Tent

2. Et All Ways Budapest

3. Main Movies Et Negentropical Territories

4. Strasbourg Et Amor Trans'n'Dance

5. Beyond Cut

Expedition into the unknown

Anything that can be said about Albert Mangelsdorff and his trombone is maybe even more true of Alfred 23 Harth and his saxophone: He uses his instrument to tell stories. One can therefore describe Harth's music and his involvement with various groups as being a continuous search for (hitherto undiscovered) means of expression. Unlike Jan Garbarek for example, who sticks tenaciously to his own particular sound once he has found it, and can therefore always be identified after the first two bars, Harth continually journeys into the unknown and takes the risk which all explorers take – that he may not find anything of importance. But this is what makes Harth's musical expeditions, expeditions on which the saxophone no longer suffices, so exciting. He takes his listeners with him on his journeys, but does not tell them beforehand what awaits them and what they should expect. He astounds them – and sometimes seems to be astounded himself – with the music his instrument and his performances with various carefully chosen partners produces. The history of music is to a great extent the history of melody, just as for a long time the history of art was the history of the visually pleasing picture, and the history of the theatre was the history of grace and dignity. However, anyone who experiments with means of expression, who wants to reveal the whole truth (in music as well) cannot depend on melody alone. Truth – Shakespeare or Bosch were aware of this – is not always good and beautiful (in fact it is seldom so) and goodness and beauty are very often not genuine. Alfred Harth is not afraid of producing sounds which could be unpleasent or even torturous for (some of) his audience. One of the tricky things about art appreciation is that something which at one particular moment of time seems irritating or even ugly, very soon gives us pleasure – once we have started to get used to it. When seen against the background of bel canto, which dominates our tradition. Bob Dylan's music (and before him Louis Armstrong's) was a sheer provocation, and was – at first – regarded as being ugly. In time, at least in a particular subculture, this norm was replaced by another. Thus the pure enjoyment of music is subject to continual change. To make the audience sensitive to the original disturbing effect of Beethoven's Ninth Symphony, Michael Gielen once directed Schdnberg's "Uberlebenden aus Warschau" between the third and fourth movement. He defamiliarised the one work – the substance of which he did not want to alter – by introducing the other. Harth can continually set himself apart in the world of jazz, by that I mean that he can change his method of playing and make it different, can overcome the "auto​matism of perception" and give us a new aural awareness.

Alfred 23 Harth has an affinity to Dadaism which makes itself apparent in his anarchistic views, and in the choice of witty, and often obscure titles for his pieces and in the names of the groups he plays with: Cassiber, Duck and Cover, Gestalt et Jive. The reason why the group featured on this CD is called Trio Trabant a Roma, for example, remains a complete mystery, just like the 23 in Harth's name or the title State of Volgo​grad. These mysteries can be solved rationally. Of course one needs the background knowledge which the musicians artfully keep to themselves. Just before the concert recorded on this CD the three of them were in Volgograd with Lindsay Cooper's and Sally (Orlandol) Potter's "Oh Moscow" project The trio also took part in a festival of modern music in Strasbourg – fourth cut.

The mystery (and wit) behind many of the titles arises out of the incompatibility of their individual sections, from the fact that their various elements do not "fit together" either syntactically or semantically. This principle is repeated again and again in the music of many of the ensembles Alfred 23 Harth has worked with. It seems to fall to pieces, does not seem to be intact. If after a few bars you think you know the way things are going, you suddenly find you are mistaken, that you have been mislead. Harth's principle is heterogeneity rather than homogeneity, the "unity" which is often called for, and which is closely linked with the traditional concept of beauty. Harth delivers "piece"—work in the literal sense of the word. His aesthetic sense resembles that of some experimental film-makers who seemingly put the frames together in a completely haphazard manner. (By the way, main movies et negentropical territories could be the name of a film by Jon Jost.)

Alfred 23 Harth has always seen his music as being political – like Heiner Goebbels or the English avant-gardists he likes working with. This should not be understood in a narrow, flat sense, and one should take care not to interpret this music in a vulgar-materialistic way. Usually an argumentation, a series of thoughts develop which are often accompanied by rebellious gestures and increasingly by a return to insight, to a consciousness which is by no means unassuming. As mentioned this is not the first time Alfred 23 Harth has played with the bassoonist and saxophonist Lindsay Cooper and the singer Phil Minton. He has found a kindred spirit in the English woman – this becomes particularly apparent when the two of them enter into a dialogue involving various wind instruments. Sometimes it is more of a stammer, then almost the soft sound of love, sometimes increasing in intensity, sometimes almost ceasing altogether, and sometimes threatening to end in an argument which Phil Minton's voice seems to settle. In et all ways Budapest though, the voice forces its way impertinently between Alfred 23 Harth's and Lindsay Cooper's blissfully harmonic keyboards. Harth had previous encounters with Phil Minton in the group reminiscent of Samuel Beckett called VLADIMIR ESTRAGON [см.]. They record​ed a CD with the splendid title Three Quarks For Muster Mark.

It is characteristic of the aforementioned "piece"—work, that flashes of musical quotations keep appearing: not so much concrete sequences of notes, as genres and styles such as the chanson, the blues or African folklore.

We should not forget to mention that this CD was recorded in the community centre in the Dieselstrasse in Esslingen. Here, as in many other unattractive places in the Republic, excellent jazz is presented all year round. Local authorities take pride in organising festivals, when a few days are packed full with spectacular highlights. This means that enough money is left to be able to subsidise events when times are harder, and this makes for headline news. The time which a lot of people sacrifice to work for the jazz cause, which they devote – to use a somewhat outdated but nonetheless honourable term – to the cultivation of the arts, usually goes unnoticed and unappreciated. For example, Dieselstrasse offers us a non-stop jazz festival – even if it is not recognised as such. One of its highlights has been recorded on this CD.

---- Thomas Rothschild

	Lindsay COOPER
	Lindsay COOPER & Charles GRAY:

"Pia Mater"
	1997
	40:27
	label: Resurgence

Lindsay Cooper [sopranino sax, bassoon]; Charles Gray [modified synthesisers, samplers].

	Lindsay COOPER
	A View From The Bridge

[2 CD]
	1998
	66:44 72:25
	label: Impetus Records

Lindsay Cooper, Sally Potter, Phil Minton (см.), Alfred 23 Harth (см. в 'Jazz'), Maggie Nicols, Cathy Marsh, a.o.

Все подробности есть на вкладке (толстая книжка).

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

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

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

	Tom  CORA
	Abandon -- All Improvisation
	1987
	68:53
	Tom CORA – см. тж. с: Elliot SHARP; CURLEW; John ZORN; Sato MICHIHIRO “Rodan”; HAT SHOES; SKELETON CREW; BOBVAN; Fred FRITH; The EX; Takashi KAZAMAKI & Kalle LAAR; Kazutoki UMEZU (в 'Jazz'); Iva  BITTOVA; Fred FRITH; Zeena  PARKINS; FERDINAND; Amy DENIO; Catherine JAUNIAUX; David  MOSS; HACO;
label: Kojima Recordings (Japan)

Tom Cora [cello], Umezu Kazutoki [a s].

Kazutoki UMEZU – см. тж. в ‘Jazz’ section

“Tom Cora pushed the boundaries of the cello beyond its known capabilities. A vital member of the Downtown scene, his playing, composing, and creative energy was an inspiration us all.”

----- John ZORN

Tom Cora: "Along comes Umezu who switches on the light so fast you can see what tke dark looks like. Someone will undoubtedly write about what an ace he is. I'm actually much more interested in playing with Umezu than writing about him."

John Zorn: " Umezu is one of those rare musicians who cut through the bullshit of "playing at playing" and really fucking plays. "

	(Tom  CORA)
	PIDGIN COMBO:

"The Long Vacation: Live! 1988-1989"
	2000
	56:02
	post-jazz (avant-free-jazz-fusion)

label: F.M.N. Sound Factory, released August 2000

Recorded live at Manda-la 2 on May 3, 1988 (1-5) and March 8, 1989 (6-9). Produced by Wataru Ohkuma.

Mastered at Omega Sound by Tetsuya Kotani on April 26, 2000.

Includes liner notes in Japanese by Wataru Ohkuma

Pidgin Combo:

Tom Cora: cello, vocal

Masami Shinoda: alto sax, baritone sax

Rorie: vocal, bass marimba

Wataru Ohkuma: piano, chorus

Takuya Nishimura: bass, chorus

Shinya Kimura: drums, soprano sax

Solo (Tom Cora) (3:26)

Do-Do-Do-little Song (Wataru Ohkuma) (6:33)

Klezmorim (3:58)

The Hard Wood (George Cartwright) (7:46)

Total Preparation / Hoppas att det Gar (Version '88) (Tom Cora / Lars Hollmer) (9:06)

Improvisation - Hickwall (Tom Cora) (6:31)

Gym (Tom Cora) (5:34)

Expert Song (Tom Cora) (4:36)

Total Preparation / Hoppas att det Gar (Version '89) (Tom Cora / Lars Hollmer) (7:45)

Track 3 based on "Der Glater Bulgar" by Dave Tarras and arranged by Tom Cora

PIDGIN CONBO "THE LONG VACATION" (FMC-018)

"PIDGIN COMBO" finally see ВУ the light -- over a decade after they played!!  What's "PIDGIN COMBO"??

It's a legendary sextet organized by Ohkuma Wataru, who now leads "CICALA-MVTA" and is also known for his wonderful performances in "Soul Flower Union" as a guest.

He organized the group, inviting the following two as the front musicians; Tom Cora (1953-1997) -- one of the pioneers in the history of cello music who revolutionized it with his performances in "Third Person", "Skeleton Crew" etc.. He paid frequent visits to Japan on tour.

Shinoda Masami (1958-1992) -- a Saxophone player who was loved by many for his performances in bands such as"Compostella", "JAGATARA" etc.. and the following three as supporting musicians: Rorie – from "Lunapark Ensemble" (Ohkuma was also a member of this band.); Kimura Shinya -- also from "Lunapark Ensemble", who later played in "hebo-sizinn no hatimutusyu"; Nishimura Takuya -- from "Che-SIZU". Although they had only two occasions to play -- live performances in '88 and '89 -- when Tom came to Japan, these two shows drew a large attention not as mere sessions, but as events where each player brought his own style & material and developed them, influenced and inspired one another. The tunes within this disc were originally recorded at those two live concerts.

Please don't get disappointed because it's a "live-recording". The contents are full of charm -- not to mention original tunes, you may enjoy the unpublished versions of a piece composed by Tom in collaboration with Lars Hollmer of "ZAMLA MAMMAZ MANNA" and a piece by "CURLEW", a band that was known to be a major figure in New York's Post-Jazz scene as well. -- We proudly want to call these shows "historical " performances today.

Listen to the still lyricism infused by complicated rhythm patterns. Marvel at the flexibility concerning the relation between orchestration and improvisation.

No wonder the shows must have "sparked" off "Compostella" by Shinoda and "CICALA-MVTA" Ohkuma followed later on.

The vivid exchanges between Tom and Shinoda are the precious record of the time when the two met at the zenith of their musical talent and, to our grief, such moments are not to be realized again.

PIDJIN COMBO also provided the musicians and audience with "the first contact" with Klezmar music, which had not been introduced to the public before then. Or, "Lunapark Ensemble" fans will be thrilled to find "Do-do Dori" -- in the credits. Being one of their later representative works, the tune has missed chance to be released up to now.

We took such sensitive and delicate care in editing and mastering the source material. Our aim was to produce a disk which was not merely a recording of their live performances, but -- as we are confident in the result -- was a master work of art that could be listened to over and over again.

	Tom  CORA
	Tom CORA & Hans REICHEL: "Angel Carver"
	1989
	60:23
	label: FMP

Hans  REICHEL -- см.тж. REICHEL; тж. с X-Communication.

Tom Cora [cello, cellodax]; Hans Reichel [g, daxophone].

featuring Amy Denio (см. тж.: Amy DENIO;  DANUBIANS; The BILLY TIPTON MEMORIAL SAXOPHONE QUARTET; The (EC) NUDES); ONLY A MOTHER;

Recorded in Milwaukee and Chicago on October, 1998.

1. Rest Up, Premonitions

2. Miracles, To Boot

3. New Neighbors

4. Invitations To Dance

All compositions by Tom Cora and Hans Reichel.

	(Tom  CORA)
	NIMAL:

“Voix de Surface”
	1990
	65:29
	label: RecRec Music (Switzerland)

Tom Cora: all celloes, electric bass, accordeon...

Momo Rossel (см. DEBILE MENTHOL): guitares electrique et acoustiques, vielle a roue, bouzouki, clavier, basse, accordeon...

Pippin Barnett: drums and percussions all around and everywhere...

Bratko Bibic-Faninger (см.): harmonika, glas, dunkelseitig formatierte (alp)traumereien...

Jean-Vin Huguenin: guitare basse, guitare electrique, piano, marionnettes sonores...

1 Une Lucie
5'39

2 In tenda
5'43

3 Sale temps, mais les couleurs sont belles 5'03

4 Tarotska
3'37

5 Le Soleil
5'12

6 La marelle
4'58

7 Le 4eme jeudi de la semaine 2'38

8 James River  5'07

9 Maligne      2'55

10 Le 2eme jeudi  3'57

11 Le 3eme jeudi  3'01

12 Animal triste  4'05

13 Le Tram       2'53

14 Au Zoo       5'05

15 Un drame     4'45

TOM CORA is an exceptional New York solo artist who played with Skeleton Crew. He also concentrates on Curlew's activities with

PIPPIN BARNETT known as the drummer and singer of The Orthotonics. He is living in Richmond (Virginia) USA.

MOMO ROSSEL founded the band after his participat on to Debile Menthol's (см.) compositons with JEAN VIN HUGUENIN, musician of the Puppets Theatre de la Poudriere, both are living in the french part of Switzerland.

BRATKO BIBIC, musiclan of the legendary Begnagrad, plays with the street theatre Ane Monro.

	(Tom  CORA)
	THIRD PERSON: 

“The Bends”
	1991
	73:13
	label: Knitting Factory Works (NY)

Third Person is a trio with two permanent members -- Tom Cora and Samm Bennett -- and one invited guest. These performances are from concerts recorded Live at The Knitting Factory throughout 1990.

Tom Cora (см.), cello

Samm Bennett (см.), percussion, samples

with:

Don Byron (см. в ‘Jazz’), clarinets (3, 9, 11) 

George Cartwright, saxes (5, 8, 10)

Chris Cochrane (см.), guitar (14) 

Nic Collins, electronics (4, 13, 17) 

Catherine Jauniaux (см. c Zeena PARKINS), voice (1, 15)

Myra Melford, piano (12) 

Zeena Parkins (см.), harp (7, 19) 

Marc Ribot (см.), guitar (2, 6, 16, 18) 

1. La Mystere de la Chambre Jaune

2. Everybody Chews

3. People Want Happy Some

4. A Country Wedding

5. First Thirds

6. Greazy Bag

7. Procedure Against Rain

8. Utah

9. The Deciding Machine

10. Snake Oil

11. Mama Chauffage

12. Optic Nerve

13. If We Were Talking About

14. Never Home

15. Bibandum

16. Weaklings

17. When A Hat Gets Lonesome

18. Tackle

19. Girl Tying Her Shoe

The basic idea is simple: Third Person is a trio with two permanent members and one invited guest. But of course simple ideas get complicated in practice—get a case of the bends as it were. For one thing, 3P regulars Samm Bennett and Tom Cora are complicated musicians. With these trios, Bennett alternates be​tween using a straight drum kit and a mostly electronic set, on which he triggers samples from percussion pads—a set-up similar to the one he uses in his own band Chunk. Cora can play the dickens out of the cello, bowed or plucked, but he also uses live sampling and digital delay to subtly broaden or multiply his sound.

This Third Person sampler is a suitable flagship release for The Knitting Factory's label, since the participants are a cross-section of the trans-generic musicians who play there, from up​town jazz (and blues) pianist Myra Melford to extended technique harpist Zeena Parkins to guitarist Marc Ribot—leader of quintes​sential downtown band The Rootless Cosmopolitans—to jazz klezmer/classical/Cosmopolitans clarinetist Don Byron. This is not to overlook saxophonist George Cartwright, Cora's cohort in the "rhythmic music" band Curlew (см.), homemade electronics wizard Nic Collins, guitarist Chris Cochrane (who works with Parkins in another quintessential downtown band—No Safety (см.)) or Belgian singer extraordinaire Catherine Jauniaux. 

For the two anchors, Third Person affords the security of working with someone you know well, and the unpredictability of playing off someone new. All the music here is improvised. But like other improvisers who work together often, Bennett and Cora have developed some favorite strategies—a shared language. They tend to lay down insistently barbaric beats that don't support soloists as much as dare them to rise to the occasion. (But note how melodic Cora's sawed riffs can be.) On her piece, Myra Melford claws her way to the surface, swimming ahead of a tidal wave. Of necessity, she focuses on the more hard-edged aspects of her style. "I definitely felt challenged by them," Myra said in retro​spect, "because I couldn't play the way I normally play. So every​thing I did play was something new."

The third persons have different ways of dealing with the challenge. Guitarists Cochrane and Ribot accept the yawping rhythm as they find it, taking it on its own terms. Parkins deftly blends her harp with Bennett's percussives and Cora's string attacks. Jauniaux uses them as back drops and props for a dramatic performance ("Mystere"). Cartwright, self-effacing, insinuates himself into the sonic texture; he plays shapely lines, howling occasionally to throw them into relief, yet resists any attempt to turn 3P into his trio. If Third Person were ever gonna get in a jazz groove—even a free-jazz groove—this would be the occasion. They don't. Save for the Egyp​tian modal mambo "Snake Oil," they sound more like Vikings getting ready to sack your town. Don Byron's features don't sound like free-jazz either, but he more than anyone treats Cora and Ben​nett like a rhythm section—as if this setting were no weirder than others he regularly contends with.

Then there's Nic Collins. His set-up is a live sampling and signal-processing system built onto the framework of an old trom​bone, which doesn't function as a horn at all. Collins doesn't pro​duce his own sounds, he transforms other folks' stuff. His source material includes samples taken on the fly from Cora and Bennett; live radio signals; sound-effects CDs; tapes compiled from monitor​ing CB and short-wave broadcasts, old sex-education records, and albums of schlocky musics of various genres. "A Country Wedding" is the ultimate in Third Person disorientation: the cellist plays folksy guitar licks, the drummer plays samples, and a trombone that's not a trombone stutters out bits of sex-education lectures.

There are chamber trios with cello in classical music. There are guitar-fronted power trios in rock. There are alto, cello and drums trios in jazz. But Third Person sounds like none of them—which is exactly why it exists.

--- Kevin Whitehead

	Tom  CORA
	The EX & Tom CORA:

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

The EX – см.

	Tom  CORA
	The EX + Tom CORA:

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

Rec. 1993 in Amsterdam.

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

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

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

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

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

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

Tom Cora [cello]; Thomas Chapin (см.) [reeds]; Max Nagl [reeds]; Burkhard Stangl [g]; Samm Bennett (см.) [perc].

An improvisational masterpiece based on the exploration of silence! This groundbreaking CD was recorded in pastoral Stainach, Austria.

UNDER COVER as mimesis: improvisation and composition as a musical game with communication, strategies of concealment, counterchecks and imitation, an identity game.

UNDER COVER strategies as artistic guerilla tactics are not simply intentionally imparted expression, but also serve the purpose of such in the association of nothing and approach. John Cage's compositional discovery of silence does not only contain aspects of innocence. Since 4' 33'' was formulated silence has also been conquered, mapped, domesticated. And logically, indeterminacy, like looseness, has since then been worthy of infiltration, an object of subtile subversion. Therefore, for a good UNDER COVER agent, there is no sound without a history. Creative Music, New Music can be understood and appreciated not only as a self-created style and social history. As a permanent UNDER COVER job, Art is unfaithfulness, a game of concealment, counterchecks, and imitation -- an identity game.

	(Tom  CORA)
	THIRD PERSON: “Lucky Water”
	1995
	60:02
	label: Knitting Factory Works (NY). www.knittingfactory.com 
Kazutoki Umezu [a&soprano saxes, cl, penny whistle]; Tom Cora [cello, live cello sampling]; Samm Bennett [d, perc, samples].

The concept behind Third Person is that a new musician will join Bennett and Tom Cora for each gig, clearing the path for musical mayhem and/or masterpiece. 'Lucky Water' features Japanese sax master Kazutoki Umezu on all tracks! This is second Third Person CD, released in 1995.

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

	(Tom  CORA)
	ROOF:

"The Untraceable Cigar"
	1996
	48:01
	label: Red Note, re-edition: 2000

rec. 1996

Tom Cora (см.) [cello]; Luc Ex (см. The EX) [b]; Phil Minton (см.) [v]; Michael Vatcher [d].

	(Tom  CORA)
	ROOF:

"Trace"
	1997
	45:55
	label: Red Note, 2000

rec. 1997

Tom Cora [cello]; Luc Ex [ac b]; Phil Minton [v]; Michael Vatcher [d].

	(Tom  CORA)
	REMEMBERING TOM CORA: Hallelujah, Anyway (2CD set)
	1999
	73:05 71:54
	label: Tzadik (Key Series)

remembering Tom Cora
Tom Cora's premature death in 1998 was a tragic blow to contem​porary music. One of the founding members of the downtown improvising scene, Tom was a vital member of some of the most important cutting-edge groups of the past twenty years.
This special 2-CD set features poignant tributes by many of Tom's closest friends, new recordings of his best compositions, and some of his most important recordings.
An exciting and vivid portrait of one of the most original musicians in new music.

featuring: Tom Cora, John Zorn, Wayne Horvitz, Gerry Hemingway, Umezu Kazutoki, Fred Frith, Marc Ribot, Elliot Sharp, Richard Teitelbaum, Amy Denio, Iva Bittova, Phil Minton, Catherine Janiaux, Sam Bennett, Chris Cochrane, Zeena Parkins, Barre Philips, Hahn Rowe, Chris Cutler, Larry Ochs, Bob Ostertag, The Ex, Curlew, The Chadbournes, Skeleton Crew, The Ululating Mummies, Nimal, Pidgin Combo, Rooe, GoNoGoNoGo, Oriental Fusion, a.o.

Tom expanded the language and possibilities of the cello farther than any other player of his time.

His solo improvisations stand as some of the most important work of his career.

Skeleton Crew (см.) was the band that really catapulted Tom into the public light, showcasing his eclectic musical taste, his compositional prowess and his multi-instrumental virtuosity. He remained very close to Fred Frith down through the years, and their magical rapport is evident in this early duo track [“Zach’s Flag”].

	Tom  CORA
	It's A Brand New Day
	2000
	61:47
	label: Knitting Factory, 2000

Tom Cora Live at The Knitting Factory

Tom Cora – cello, electronics

Catherine Jauniaux – vocals

Mark Dresser (см.) – bass

Hahn Rove – violin

George Cartwright – alto sax

Don Byron (см.) – clarinet

Wayne Horvitz (см.) – piano, electronics

Dave Douglas (см.) – trumpet

Zeena Parkins (см.) – piano

Fred Frith (см.) – guitar

Sam Bennett (см.) / Pipin Barnett – drums

1. Passing

2. High Sidewalk

3. Andy's Fault

4. Les Instants Chavires

5. Saint Dog

6. Elia's Hubcaps

7. Ce Grand Neant

8. Hey, My Mosey Mose

	Edson  CORDEIRO – см. в 'Rock'
	
	
	
	

	CORNELIUS
	Fantasma
	1998
	50:11
	label: Matador (NYC, USA)   www.matador.recs.com 

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

Вы можете себе представить себе лаунж-альтернативу, причём довольно жёсткую? Отвязаному японцу это по плечу.

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

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

--- Афиша

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

	COS
	Viva Boma
	1976
	60:25
	progressive: funk-fusion-experimental (на сегодняшний вкус это, может быть и не слишком "experimental", но именно оттуда, из тех лет ноги растут.)

label: Musea

musicians: Pascale Son, Denis Van Hecke, Marc Hollander, Daniel Schell, Alain Goutier, Willy Masy, Guy Lonneux.

1. Perhaps Next Record

2. Nog Verden

3. Boheme

4. In Lulu

5. Flamboya

6. Mon Rebis

7. Viva Boma

8. L'Idiot Leon

9. Ixelles

10. Reine De La Vallee

11. Nog Verder

12. Fanfan La Tulipe

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

Dieter Moebius (см. в ‘Synth’ sect.) [k]; Mani Neumeier [d, perc]; Jurgen Engler [k].

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

	Elvis COSTELLO
	This Year’s Model
	(’78)
	52:48
	Costello – см. тж. с: John HARLE; Dan HICKS (в ‘Rock’); Bill FRISELL “The Sweetest Punch” (в ‘Jazz’); THE JAZZ PASSENGERS “Individually Twisted” (в ‘Jazz’); Roy NATHANSON (в ‘Jazz’);

label: Rykodisc

#1.-14.: 1978, 1993

#15.: 1979, 1993

#16.-18.: 1993

ELVIS COSTELLO AND THE ATTRACTIONS:

ELVIS COSTELLO: GUITAR AND VOCALS, STEVE NIEVE: KEYBOARDS, BRUCE THOMAS: BASS, PETE THOMAS: DRUMS. PRODUCED BY NICK LOWE. 

"This Year's Model was begun at Eden Studios, London at the end of 1977, just after the single release of "Watching The Detectives", and completed at the beginning of 1978. The sessions, which had to be scheduled at either end of our first American tour, took about eleven days. Most of the songs had been played "live" since our first appearances in July ‘77. Others, such as "Pump It Up", were written in the last days of the infamous "Live Stiffs" package tour which ended shortly before the recording".

Around this time Jake Riviera parted company with Stiff Records taking Nick Lowe and Elvis with him. "This Year's Model" was therefore the first release on the new Radar label. Elvis and The Attractions continued what would become an unbroken run of eight top thirty singles in Britain with "Chelsea" and "Pump It Up". These were issued in March and June '78.

"By this point I had lost track of time as we completed our first headlining tour of Britain and Europe and two further tours of America, plus a visit to Toronto, where our date at "El Mocambo" was broadcast live on the radio and later issued as a Canada-only promotional album. By the time "Radio, Radio" was released in October ‘78 we had already recorded our next album Armed Forces".

In America, Columbia Records had released "My Aim Is True" with the addition of "Watching the Detectives", but when it came time to issue "This Year's Model" they requested bizarre changes in the running order. These included the omission of "Night Rally" and "(I Don't Want To Go To) Chelsea" (despite its success as a British single) and the inclusion of "Radio, Radio". The original sequence is restored lor this edition.

EXTENDED PLAY

"RADIO, RADIO" "This track was either recorded at the This Year's Model sessions or shortly afterwards, but intended as a "stand alone" single, a phenomenon common in the vinyl era".

"BIG TEARS" "My favourite out-take by some distance, featuring guest guitarist Mick Jones of The Clash". Issued first as the b-side of "Pump It Up" and included on the "10 Bloody Marys And Ten How's Your Fathers" and "Taking Liberties" compilations.

"CRAWLING TO THE U.S.A." Having featured in early club shows, this version was actually recorded at Waterloo Studios, Sydney, during Elvis and The Attractions’ first, literally, riotous Australian tour. Elvis was later seen performing it in the "smash-hit" film "Americalhon", in which he made his motion picture debut as "Earl Manchester".

"RUNNING OUT OF ANGELS", "GREENSHIRT" and "BIG BOYS" "These songs, two of which later appeared on Armed Forces, must have been recorded some time after This Year's Model. They are rare in the sense that most songs from this time were written in hotel rooms, rehearsed on tour buses or at soundchecks and then recorded. There was hardly ever any time to make demo tapes. However this is the exception; "Greenshirt" contains a verse I later dropped while "Big Boys" was my attempt to write a song on one chord. "Running Out Of Angels" which includes a false start, sounds as if I was making it up as I went along. I probably was".

	Elvis COSTELLO
	Armed Forces
	(’79)
	63:31
	label: Rykodisc, 1993

#1.-14., 19.-21.: 1979

#15.,17.,18.: 1978

#16.: 1980

	Elvis COSTELLO
	Imperial Bedroom
	(’82)
	78:07
	label: Rykodisc

#1.-17., 22., 24 – 1982

#18. – 1983

#19.-21., 23. – 1994

"Imperial Bedroom" was my first record of material to be produced by anybody other than Nick Lowe. We had made five albums between 1976 and 1980 -- four of them with The Attractions -- as well as touring together, so we had all  heard each other's jokes at least once by this point. In any case I knew that I wanted to try a few things in the studio that I suspected would  quickly exhaust Nick's patience.

Of course we still worked together: on a duet version of "Baby It's You" and for Nick's track "L.A.F.S.", which I prduced, before he came back in to produce our album "Blood and Chocolate".

"As it was our first album to be recorded without the benefit of extensive "live" experience of the songs, work on the arrangements and even some of the writing continued through rehearsals and into the studio sessions. This was only possible because we were to allow ourselves an extrava​gant twelve weeks recording time. That this opportunity was not squandered must be credit​ed to Geoff Emerick who was listed on the sleeve as producing the record "...from an original idea" by myself. This was not the conceit it may have appeared to be at the time. I had observed how the production of Squeeze's "East Side Story" had come, in a very short time, to be attributed to myself alone, with co-producer Roger Bechirian's name often omitted from reviews and articles. I did not want this process to be repeated, so although I was nominally co-producer with Geoff, in truth he did nearly everything that could be called "production" in terms of sound while I concentrated on the music. Of course we were well aware that Geoff had engineered The Beatles' most ambitious records. "Revolver", "Sgt. Pepper's Lonely Hearts Club Band " and "Strawberry Fields Forever" were just a few of his vast and varied "credits". In those days it was standard practice for only "the producer" to be listed on the record sleeve, although by the time we worked with Geoff I'm sure that most people with an appreciation of his contribution must have thought that this was terribly unfair. Nevertheless we swore not to bug him for old Beatles stories, but as the sessions wore on, Geoff volunteered a few "behind the scenes" anecdotes and would occasionally surprise us by conjuring up a trademark echo or effect that he had more or less "invented", through experimentation, in the days before these sounds were so readily available in little digital boxes. A constant reminder of his illustrious work was just along the corridor at AIR studios where George Martin and Paul McCartney were producing "Tug Of War". In fact Geoff was also the main engineer on that album, as "Imperial Bedroom" was sup​posed to be made during a hiatus in their record​ing schedule. In fact a few sessions actually ran simultaneously with Geoff departing for an hour or two to engineer a McCartney recording while we fooled around in the studio. This proximity was later to prove quite fortuitous.

"As with "Trust" the rehearsals took place in a friend's cottage in Devon, only on this occasion the local scrumpy pub played a smaller part in the proceedings. We could draw from material writ​ten during the end of the "Trust" sessions ("Boy With A Problem"), through my work on "East Side Story "("Kid About It"), during our Nashville adventure ("Tears Before Bedtime"), as well as time at home with my piano ("Almost Blue", "...And In Every Home" and "Long Honeymoon"). We did not make any attempt to have the songs obey an arrangement or produc​tion style, rather we tried to make the most out of this musical variety.

During the rehearsals we made quite credible 8-track recordings of most of the songs. That tape suggest an album very close to “Trust’ and during the first two hectic weeks of recording we maintained this "live -- first take" attitude. All that survives of those ses​sions is the "intro" and "outro" of "Man Out Of Time". The listener is spared our reckless attempt to play the entire song at this frenetic tempo, instead the "random racket" was used to break with the mood of the surrounding tracks. Despite a few junked experiments with tape loops and some radical editing, the basic group performances are as "live-in-the-studio" as on our previous albums. Songs such as "Almost Blue" and the main body of "Man Out Of Time" have few if any additions to the basic ensemble. The Attractions actually recorded the perfect "Boy With A Problem" track while I was absent from the studio and posted it through my letter-box one evening. 

It is probably the vocal and instrumental additions that set this album apart from our previous records. Having decided to use some orchestral instruments, Steve Nieve began writing the charts; for a trio of French horns on "Long Honeymoon" (which he later told me was supposed to sound like Wagnerian hunting horns, although as one of the players might have swallowed something that didn't agree with him, the effect came closer to a New Orleans funeral band), a brass and woodwind section on "Pidgin English", a Philly-style violin section on "Town Cryer" and a full forty piece orchestra for "...And In Every Home". Prior to that last session Geoff asked George Martin to cast an eye over Steve’s score (which contained a couple of musical jokes and allusions to George's orchestrations for The Beatles), as he might make a few valuable sug​gestions regarding the booking of particular players to negotiate the trickier passages. On the big day Steve conducted the orchestra himself, a remarkable sight which none of us had the fore​sight to cap​ture on a snap-shot camera.

"Another feature of the recording was the use of additional instruments which we attemted to play ourselves. Some were layered in ways that might have been bewildering without Geoff’s expertise. On other occasions instruments were adapted unlikely ways; a twelve-string Martin guitar was " bugged" and run through Hammond Leslie speaker on "Shabby Doll", while a National Steel Dobro was used for the sitar-like line in the introduction of "Pidgin English" while a Danelectro Sitar-Guitar was used like an electric harp on "Human Hands". A beautiful harpsichord was hired-in for "You Little Fool", although its effect was subverted in the closing choruses when the part was re-dubbed using backwards-cape technique. Most ridiculous was the accordion part on "Long Honeymoon" which it took three of us to play; Steve at the keyboard (which we lay flat across a table), Bruce to work the bellows and myself to wrestle with the beast and stop it from crawling onto the stu​dio floor. For "Long Honeymoon" and "Pidgin English" I wrote the guitar interludes into the original composition rather than improvise, while both Steve and Bruce added more crucial musical detail of their own invention than ever before. In saying this I am thinking of Bruce’s final verse in "Human Hands" and the fade of "Shabby Doll", while I once again commend Steve's spectacular bridge in "The Loved Ones" to the listener, not to forget his solitary guitar playing cameo in the final seconds of "Tears Before Bedtime"! The fact that there is less explosive music contained herein could lead to Pete Thomas' contribution being underestimat​ed. However as you listen again I am sure you will hear the range of his playing from "Almost Blue" to "Man Out Of Time". Without doubt it was his  singular frame of mind that shaped the per​formance of the album’s most spontaneous and unexpected music: "Beyond Belief".

"The outcome of the "Beyond Belief session caused me to reconsider the role of the vocal line in some of our arrangements. I then worked for several weeks with just Geoff Emerick and his assistant Jon Jacobs as I experimented with different vocal combinations. Sometimes lowering the lead voice by an octave as in "Kid About It" or contrasting two vocal stylings as in "Pidgin English" or using a combination of falsetto voice (which I can never sustain outside the studio) and an overdubbed "vocal group" as with "Tears Before Bedtime", "The Loved Ones" and "Town Cryer". This way I tried to create more contrast with the straightforward approach of "Almost Blue", "Man Out Of Time" and "Long Honeymoon". I must confess that I also tinkered at the organ and vibraphone on the "Kid About It" backing  track which didn't meet with band approval, but we were to some extent hearing different things in the songs by that point. "Beyond Belief" (which had originally been entitled "The Land Of Give And Take") was most transformed by my solo sessions. I completely "re-composed" the song over the existing track altering both the metre of the lyric and the register of the vocal line and creating an uneven structure leading to a more defined chorus of a less ranting tone. In later concert performance the songs had to be stripped of many of the above embellishments; the "Kid About It" vocal line was returned to the higher octave as it made a more powerful "live" impression that way, while other songs such as "The Loved Ones" and "Tears Before Bedtime" never really found a place in our live repertoire without their studio-created vocal arrangements. Nevertheless the process of making this record was both a "do-it-yourself" education in using the studio like blank manuscript paper on which to work out the arrangements and... I nearly for​got... enormous fun.

"Perhaps inspired by Columbia's bizarre "Masterpiece ?" ad campaign (the question mark was surely asking for trouble) and secure in the knowl​edge that commercial success was unlikely, many U.S. reviews were extremely positive. I believe The New York Times ran an article making a flattering, if rather far-fetched, comparison to George Gershwin. Several years after the initial release I was in a Los Angeles hotel bar when the man who had been informally performing at the piano introduced himself as Michael Feinstein, who I later learned was a respected singer, pianist and connoisseur of the arcane and obscure among the songs of Broadway era. He told me that he had assisted Ira Gershwin for a time and that Mr. Gershwin had been intrigued by the reference to his brother in the review of a new pop record and requested that Mr. Feinstein obtain a copy. As this compar​ison was probably based on the content of a mere two tracks I could only imagine the horror on Mr. Gershwin's face when confronted with some of the remaining music and the idea that it conjured up thoughts of his remarkable brother in the writer's mind. Mr. Feinstein was far too tactful to elaborate on this reaction but having read some of the cutting remarks in Ira Gershwin's own volume of annotated lyrics (a recommendable, if intimidating read for any lyricist) I think I can imagine the worst." [...]

	Elvis COSTELLO
	Mighty Like A Rose
	1991
	54:29
	Produced by Mitchell Froom (см.).

Elvis Costello  [v, ac guit, Big Stupid Guitar, little foolish organ, toy piano]; Marc Ribot (см.) [Giant Insect Mutation & Bug Attack, Spanish guit, el guitar, banjo, cornet, Eb horn, Industrial Jack-Ass]; Rob Wasserman [six-str el upright bass]; Mitchell Froom [celeste, Chamberlain, portative organ, Vox Continental, Mellotron, Hammond B-3, Cox organ, Stereophonic Optigon]; Larry Knechtel [harmonium, grand piano, clavinet, harpsichord, tack piano]; Neil Levesley [bassoon]; Benmont Tench [Baldwin electric spinet, calliope]; Nick Lowe [b]; Pete Thomas / Jim Keltner [d]; Dirty Dozen Brass Band (см. в ‘Jazz’); a.o.

	Elvis COSTELLO
	The Juliet Letters
	1993
	63:34
	A song sequence for string quartet and voice

Elvis COSTELLO  [v]; The BRODSKY QUARTET (см. тж. с BJORK “Telegram” #2): Michael Thomas [vln]; Ian Belton [vln]; Paul Cassidy [viola]; Jacqueline Thomas [violoncello].

Два десятка забавных авангардно-минималистических композиций.

1 Weird Nightmare (Charles Mingus) 

2 Love Field (Elvis Costello)

3 Shamed Into Love (Elvis Costello/Ruben Blades) 

4 Gigi (Alan J. Lerner/Frederic Loewe) 

5 Poor Napoleon (Declan Mac Manus)

6 Baby Plays Around (Cait O'Riordan/Declan Mac Manus)

7 Deep Dead Blue (Elvis Costello/Bill Frisell)

	Elvis COSTELLO
	Deep Dead Blue
	1995
	26:48
	label: Nonesuch

Elvis Costello  [v]; Bill Frisell (см. в ‘Jazz’) [el g].

A la традиционный вокальный джаз. Но с очень новыми звучаниями и настроениями. Очаровательная ретро-фантазия! Жаль только, что программа столь коротка. Зато сотрудничество с Bill Frisell в духе ретро-мелодий продолжилось на диске: Bill Frisell “The Sweetest Punch” (1999) – см. в ‘Jazz’!

1   DELIVER US   :49 


2   FOR OTHER EYES 2:55

3   SWINE   2:09

4   EXPERT RITES 2:23

5   DEAD LETTER 2:19 

6   I ALMOST HAD A WEAKNESS 3:53

7   WHY? 1:26

8   WHO DO YOU THINK YOU ARE?  3:29

9   TAKING MY LIFE IN YOUR HANDS 3:20

10  THIS OFFER IS UNREPEATABLE   3:13 

11  DEAR SWEET FILTHY WORLD   4:18

12  THE LETTER HOME   3:11

13 JACKSONS, MONK AND ROWE   3:44

14 THIS SAD BURLESQUE   2:47

15  ROMEO'S SEANCE   3:33

16  I THOUGHT I'D WRITE TO JULIET   4:08 

17  LAST POST   2:25 

18  THE FIRST TO LEAVE   5:00 

19  DAMNATION'S CELLAR   3:26 

20  THE BIRDS WILL STILL BE SINGING   4:27

	Elvis COSTELLO
	Kojak Variety
	1995
	53:57
	label: Warner

Здесь E.C. исполняет классический репертуар rhythm&blues/ballads
featuring: Marc Ribot, James Burton, Jim Keltner, Jerry Scheff, Larry Knechtel, Pete Thomas.

Kojak Variety
This is a record of some of my favourite songs performed with some of my favourite musicians. The songs here date from between 1930 and 1970 so it should really be called "Kojak Variety —- Volume One."
I've tried not to cut songs that are too familiar. I found "Strange" on the b-side of a Screaming Jay Hawkins single on Roulette. It asks the musical questions: "How many wrinkles in a pickle? How many hairs in a head? How many waves in the ocean? How many crumbs in bread?... How many bubbles in soap? How many chewings in gum? How many rolls in wheel?" and most importantly... "Where did eyeballs come from?" Marc Ribot takes full advantage of the invitation to "go strange" during the solo and fade.
On "Hidden Charms" Larry Knechtel's wah-wah Hammond organ shadows Ribot as he delivers a long, swinging solo which tips a hat to Hubert Sumlin (the guitar player on the Howlin' Wolf original). Marc takes several choruses courtesy of some fine brushes work by Pete Thomas. "Hidden Charms" was written by the great Willie Dixon.
At different times in my life I have haunted such shops as Potter's Music in Richmond, where I also bought my first proper guitar and still get many of my favourite jazz and ballad recordings; Probe in Liverpool, where I stumbled through a teenage crisis brought on by trying to like psychedelic music; Rock On in Camden Town, where I bought the pile of Stax singles that helped shape the album Get Happy and, from the first time I travelled across America, the countless thrift stores and pawn shops which offered the chance of discovering an entire album by some group or singer that I had previously only known from singles or a scrappy compilation record.
Some of my best discoveries have been made in what may be the greatest record collecting store in the world: Village Music in Mill Valley, California. Any shop that confronts you with its own ever-changing "Hall of Fame" (which might include a Lester Young, The Fairtield Four, some Bill Monroe and a great Otis Rush anthology) AND a rack called "Sometimes the cover is enough," featuring such classics as Music for Sleepwalkers, must be doing something right.
It was here that I bought The Supremes Sing Holland/Dozier/Holland. It included some of their own best-sellers and "covers" of other Motown artists' hits such as "Same old song" and "Heatwave." The odd song out was "Remove this doubt." There's a touch of film music about this one. The thing that sounds like a big zither in the solo is actually a plucked piano string.

One of the better known songs included here is Bob Dylan's "I threw it all away." It comes from his album Nashville Skyline. Such was the departure of that record's vocal and writing style that the simple beauty of this song seems to have been overlooked. I performed the song on my very first solo tour in 1984. Larry Knechtel leads the way in this arrangement with some mighty piano and organ.
One of the great albums in my parents' collection when I was very young was a ten-inch album by Peggy Lee called Black Coffee. I'm not sure whether "Fever" was on that disc but I've listened to Peggy Lee all my life and somewhere along the way I got curious about the Little Willie John version. The only other time I had even seen his name was as writer of "Need your love so bad." Peter Green cut a superb rendition of this with the "original" Fleetwood Mac. If you don't already know Little Willie John's stuff I would suggest any anthology with such sides as "All around the world," "Big Blue Diamonds" and the "answer-songs" to "Fever": "Spasms," "My Nerves" and "I'm Shakin'." He also recorded "Leave my kitten alone," although I have heard it by The Beatles. I've played it with both The Attractions and The Rude Five. Our recorded account was cut with Pete Thomas and Jim Keltner sharing parts of a dismantled drum kit. Pete played snare, hi-hat and tom-tom while Jim played bass drum with a hand-held beater — telling Pete he would give him "the best right foot he'd ever had." James Burton takes the solo.
I learned the name "Mose Allison" from Georgie Fame's records. His Fame At Last and Sound Venture, introduced me to the music of Lambert, Hendricks and Ross, Coffin and King's "Point of no return" and Neal Hefti's "Lil' Darlin'." Later I realised that the Georgie Fame record of Willie Dixon's "I love the life I live" was actually modelled on the Mose Allison version. Although Georgie did several Mose Allison tunes I don't think he ever cut "Everybody's Crying Mercy." I found it first on Bonnie Raitt's third album: Taking my time. Marc Ribot leads this version which features a fine, funny coda from the whole band.
I don't know if many people will be familiar with Randy Newman's "I've been wrong before." It was written before he started his own recording career and cut by both Dusty Springfield and Cilia Black. I learned it from the Dusty Springfield version. In fact she recorded two of Randy Newman's pop masterpieces on her great album Dusty in Memphis: "Just one smile" and "I don't want to hear it anymore" —- a song which I half-quote in my song "Accidents will happen." Larry and Marc combine well for the broken musical-box accompaniment in this new arrangement.
I first heard Little Richard's "Bama Lama Bama Loo" in 1964. It was released on a yellow "London: American Recordings" 45. I have the record in front of me now. It's an "A" label copy which means I got it from my father.
During my Dad's time singing with The Joe Loss Orchestra he used to bring home all kinds of "A" label advance copies and even acetates of songs he was to learn for that week's radio broadcast. The process of securing "live" or radio covers was still crucial to both record companies and music publishers. As late as the release of The Beatles' Rubber Soul, when they hardly needed a helping hand, their publishers, Northern Songs, were still sending out acetates of non-single tracks such as "Girl" and "Michelle" so that the songs were covered by the radio dancebands. When my Dad had finished learning the song he gave me the record. This meant that I had far more singles than pocket money would have bought. It also meant that I used to keep my fingers crossed so that, out of the three band singers, my Father would be allotted my favourites from each batch of the new releases. It also certainly means that I am actually the second member of the MacManus family to perform "Bama Lama Bama Loo."
I cannot attempt the famous Penniman "Whoooo!" so James Burton provides The Voice Of Lucinda. Once again Pete Thomas and Jim Keltner share parts of a drum kit. Ribot takes the first solo and James the second.
In some cases I've changed the style of the song quite a bit. Bill Anderson's "Must you throw dirt in my face" was originally recorded by the Louvin Brothers but we did it as an R'n'B ballad.
When I was growing up most "country" hits were novelty records. I didn't get curious about country until I heard The Byrds' Sweetheart of the Rodeo and started seeking out the original versions by the artists they had covered. These included the Louvin's "Christian Life" but I didn't get the bug for them until I heard their songs cut by Gram Parsons. There's still a record exchange in Wandsworth where I picked up a bargain-priced import copy of G.P., his first solo album. It was the first record that I actually owned featuring James Burton and here he is playing on this arrangement.
Having recorded an entire album in Nashville I wanted to do something different with this song and took a cue from the way Percy Sledge approaches country ballads. Anyway, I didn't have anyone to harmonise with. Even though I have performed the Louvin's song "My Baby's Gone" with Nick Lowe, he does it much better on his own. I've also been known to reel off their very grim murder ballad: "Knoxville Girl." If you're a fan of The Everly Brothers or any of the great vocal duos who went before them then you probably know the Louvin Brothers' records. If you don't know their tunes then try to find Tragic Songs Of Life or one of the many re-issues now available.
Some years ago when I was in Japan I discovered "Pouring water on a drowning man" by James Carr on a brand new Goldwax Records issue. This was at a time when his records were shamefully absent from catalogues in the U.S. and Britain. For years I've taken it to be another of the great Dan Penn songs. Perhaps this is because Carr shares the Moman/Penn classic "Dark end of the street" with Percy Sledge (who also cut Penn and Oldham's "Out of Left Field" and "It Tears Me Up"). In fact "Pouring water..." was written by the team of Baker and McCormick.
I included this song in my 1986 shows with The Confederates, a band which featured Jerry Scheff, Jim Keltner and James Burton. However in this performance the spotlight should really fall on Larry Knechtel's piano playing.
You can now find this song on the very fine James Carr compilation: At the Dark End of The Street. By the way, Dan Penn's first album for twenty years, "Do Right Man," was issued in 1994. It contains new versions of some of his greatest songs including, I promise you... "You left the water running."
"The Very Thought of You" was written by English band leader Ray Noble around 1930 and later popularised by Nat "King" Cole. I have performed this song before for a video special with The Chet Baker Trio. During the solo on this rendition I join Marc Ribot's Spanish guitar and Eb horn with a bit of "mouth trumpet." In fact this arrangement is a band effort, Jerry, James and Larry suggesting the simplified accompaniment of the opening to which I added the transition into the final verse.
Jesse Winchester's "Payday" is the most recent song on this record. It comes from his 1970 debut album which contains many very beautiful ballads and one terrifying song called "Black Dog." I still cannot listen to it in the dark. That album was produced by Robbie Robertson and features other members of The Band. If you see it snap it up! There is a very fine Jesse Winchester anthology but it would only be perfect if it contained all the tracks from that first record.
I've always wanted to record this song if only for the lines:
"I've got me this long legged girl to help me to spend my dough
Her heart as big as your mama's stove and her body like Brigitte Bardot."
I asked Marc Ribot to play as if he was hearing lots of different music while walking past a row of nightclubs. Pete, Jerry and especially Larry really get going on this one.
When I first heard some of these songs there were only about three hours of "beat music" on the B.B.C. Light Programme per week. "Rock'n'roll" was actually old people's music to anyone under thirteen —- particularly as Elvis Presley was doing mock-operatic stuff like "It's now or never." "Rhythm and Blues" was an exotic style that my favourite pop groups said they liked. For example the songs that The Beatles didn't write turned out to be by Arthur Alexander and Smokey Robinson.
Even if the original American version of a tune was issued it took up to six weeks to appear by which time a local facsimile by a familiar face was often already established. In some cases those "covers" were actually better. I love Smokey and the Miracles but I honestly prefer The Beatles take on "You really got a hold on me."
There were at least two other versions of Burt Bacharach and Hal David's "Please Stay" but I learned it from a record by Zoot Money and the Big Roll Band. Now we present a version starring Larry Knechtel on Hammond organ.
To complete the story, "Running out of fools" was one of the last Columbia sides cut by Aretha Franklin before she moved to Atlantic Records. It was the first song that we recorded for this album. The last song recorded was Ray Davies' "Days." It is the only track on which I join Marc Ribot on electric guitar. I plugged into my rather dilapidated old Music Man stage amplifier and found that I could only get some strange feedback effects out of it. These happened to sound exactly like the tree-frogs that could be heard in the trees after dark and were almost as loud...
This album was recorded by Kevin Killen at Blue Wave Studios, Barbados in two weeks. The vocal backgrounds were added at Eden Studios, London. The tracks were mixed at Blue Wave and Eden Studios.
If you enjoy these recordings and do not already know the original versions then I wish you a lot of pleasure in seeking them out. I look forward to recording "Volume Two" sometime in the next millennium.
-- Elvis Costello, February 14, 1995

	Elvis COSTELLO
	When I Was Cruel
	2002
	63:04
	label: www.islandrecords.com
www.elviscostello.com
Elvis Costello [Magnatone Typhoon el guitar, SP-202, Ferrington baritone bass, Fender basses & guitars, Silvertone el guitar, Hofner Fuzz bass, Gretch Country Club guitar, 1914 Gibson Arch-top guitar, Rickenbacker six-string bass, harmonica, grand piano]; Jay Rodrigues [t s]; Roy Nathanson (см.) [a s]; Curtis Fowlkes [trb]; Ku-Umba Frank Lacy [fl h]; Steve Nieve [vibes, grand piano, Hammond organ, Hohner pianet, Vox Continental organ, melodica]; Bill Ware (см.) [vibes]; Leo Pearson [frog guiro, tambourine]; Pete Thomas [d].

	Elvis COSTELLO
	Cruel Smile
	2002
	71:02 +
	multimedia CD

label: Island

airshots, imposter mixes, studio mysteries, world tour highlights (rec. 2002)

Elvis Costello & The Imposters: Davey Faragher, Steve Nieve, Pete Thomas

with: Marc Ribot (см.) [g]; Anthony Coleman (см.) [p]; Roy Nathanson (см.) [a s]; Bill Ware (см.) [vibes]; Greg Cohen [b]; Joey Baron [d]

	Lol  COXHILL
	Ear of Beholder
	1971
	77:13
	Lol  COXHILL – см. тж. в проектах: DANGER IN PARADISE; Paul SCHUTZE; PALINCKX; ORA; David TOOP; тж. в ‘Jazz’ с: AU BORDEL;

free-impro

label: See for Miles Records (seecd 414)

Introduction

Hungerford

Deviation Dance

Two Little Pigeons

Don Alfonso

Open Piccadilly

Feedback

Insensatez

Conversation With Children

Rumba

Piccadilly With Goofs

Rasa-moods

A Collective Improvisation

I am the Walrus

Rhythmic Hooter

Lover Man

Zoo Fun

Little Triple One Shot

That's Why Darkness Were Born?

Series of Superbly Played Coda

	Lol  COXHILL
	Toverbal Sweet
	1972
	60:41
	free-improvisation 

label: Mushroom / See For Miles (England), 1997

Lol Coxhill [s s]; Jasper Van’t Hof [ac&el p]; Pierre Courbois [conventional drum kit augmented with a vast array (no less) of percussion instruments some of which are his own inventions].

Подобные проекты см.: ETRON FOU LELOUBLAN; CAMIZOLE; L.COOPER;

When the album that you've just bought first appeared in the summer of 1972, the London listings magazine Time Out gave it a rave review. Mal Dean wrote: "The Buckinghamshire bullet supreme soprano saxophone stylist Lol Coxhill appears in, rather than leads, this highly compatible tight knit little trio which is well capable of spreading joy wherever it goes."

Lol himself also regarded the recording as very much a collaborative, rather than a solo, effort. Unfortunately, for all of us, the trio didn't really go anywhere else to spread their musical joy.

In fact they only played together three times. The first was on one track of Lol's 1971 album for Dandelion records Ear Of The Beholder (available on See For Miles SEECD 414). The recording for Toverbal Sweet was their second performance. A third was also taped but has not, as yet, ever been released.

Lol, at the time pursuing parallel careers as part of Kevin Ayers' band The Whole World and working as a solo performer, was a regular visitor to Holland where he'd met pianist Jasper Van't Hof and drummer Pierre Courbois.

"Looking back now," he says "all I remember is that I liked the town of Maasluis, where it was recorded, and I had a nice time with Jasper and Pierre. I loved the sound of that terrible old out of tune piano. I also like the way the whole thing sounds as if we'd considered it beforehand, which we hadn't."

In a long and varied career, free-form improvised jazz has always been Lol's main love. Initially a bookbinder by trade, he'd turned pro as a musician to play in an R&B band called Tony Knight's Chessmen. It was when the Chessmen got a job touring as the backing band for visiting R&B star Rufus Thomas that Lol jacked in his full-time employment.

Playing behind visiting American legends gave him slices of regular work throughout the sixties as he'd pick up his sax and blow for Martha and the Vandellas, Screamin' Jay Hawkins, Mose Allison, Otis Spann, Champion Jack Dupree and Lowell Fulson.

"I still love R&B. If Tony Knight rang up tomorrow and asked me join a band, I'd do it," he says. "I'm genuinely interested in all sorts of music -- which has been my downfall really.

"I get a lot of flak for not knowing what I want to do. But what I want to do is usually whatever I want at the time I'm doing it. But the most important stuff is the stuff that most people don't like anyway -- the free improvisational things."

From Tony Knight's Chessmen, Lol had gone on to join another R&B outfit Gass, whose work was distinguished by its use of jazz solos. He then formed Delivery (with Steve Miller, Jack Monck, Pip Pyle and Phil Miller) and went on to join the Whole World (with Kevin Ayers, David Bedford, Mike Oldfield and numerous drummers).

Throughout this period in the late '60s and early '70s he'd kept up his solo work and had jammed wherever he could. If there wasn't a concert to play, he was quite happy to go out and busk.

"The solo work really came out of the busking," he recalls. "I'd started busking in 1956 when I was still working in the factory in Aylesbury doing bookbinding. The factory went on strike and I took to busking.

"I carried on doing it whenever it suited me. I never saw it as just going out with a hat trying to make some money, I always played seriously," it was at times a risky thing to do, Lol was attacked on the streets on a couple of occasions, once by someone who threw a brick at him.

"Usually though people either stopped and listened, or if they weren't interested they'd just walk on by. The ones I had the least problems with in the '60s and '70s were the police. They got to know me and they left me alone. They actually once asked me to go and play for them at one of

their private parties."

Radio One disc jockey John Peel was among those who caught one of Lol's busking sessions in London's Piccadilly Circus and on the strength of it encouraged him to record the Ear of the Beholder set. Toverbal Sweet was to follow shortly afterwards.

Subsequently there have been, by Lol's own estimation, around 100 other albums on which he’s played a part -- be it big or small. He's also appeared with a lot of bands from Alexis Korner's New Church through Brotherhood of Breath to The Damned.

The Recedents, The Melody Four and a duo with Steve Miller are among his more regular collaborators. In the mid-90s he also started to record for the French Nato label.

With his interest sparked by this reissue he's even talking of getting back together with Pierre and Jasper again. "I'm not sure I'd want to see all the stuff I've done in the past reissued," he says. "If I had to choose between seeing my back catalogue coming out or recording new stuff, I'd go for the new stuff every time. Of course sometimes on the reissues you get to do some new stuff as

well."

For Toverbal Sweet, Lol recorded one new bonus track, 'Toverbal Revisited'. "I just played bits of the old album to myself through a set of cans and while it was playing I improvised some new stuff. I took the old stuff off the recording and used the new improvised track I'd done as the inspiration for a whole new piece.

"It was a nice way of extending the album. I think it was the right thing to do "
Doing what he thinks is right has pretty much characterised Lol's career. "I can't think in terms of ever earning a fortune from my music," he says. "I think my approach is far too wayward for that.

"But it's an approach that suits me. If I keep on managing to get by, I think that's fair enough "

Fraser Massey

	Lol  COXHILL
	Lol  COXHILL - Morgan FISHER:

"Slow Music"
	1980
	55:34
	label: Voiceprint (vp160cd)

Lol Coxhill - sax, vocal

Morgan Fisher - guitar, bass, keyboards, vocals

1. Que en paz descanse

2. Flotsam

3. Vase

4. Jetsam

5. Matt Finish

6. Slow Music

7. Pretty Little Girl

	Lol  COXHILL
	French Gigs
	
	60:13
	label: AYAA (France)

Lol Coxhill [s s]; Fred Frith (см.) [g].

Re-edition of 1983 LP + track #5 -- 1991

1. Reims

2. Limoges 1

3. Poitiers

4. Limoges 2

5. Munchen/London

Music: free improvisation
I probably heard Lol Coxhill, playing with Kevin Avers, before I heard Ornette Coleman, but each had a similar effect on me, being at once different, original and totally modern while seeming strangely familiar and making perfect sense. I suppose it's not surprising if you consider that, although Coleman is the prodigious composer/bandleader and Coxhill more the wandering minstrel, they share an innate understanding of the precedents to their respective journeys into the future. This CD is quintessential Coxhill, whether in poised abstraction or lovingly tearing apart standards, never for a moment sounding like anybody other than himself. It is indicative of how this gentle genius of the soprano saxophone can be taken for granted by his home crowd. The fact that he seems to be prepared to play almost anywhere with almost anybody reflects the breadth of Coxhill s musical vision and generosity, and the obvious delight he takes at making music in all its guises. This is only too apparent on this excellent re-issue. 

---- Alan Wilkinson, Resonance (UK)
Biography:

Between 1947 and 1949 the teenage Lol Coxhill organised club sessions comprising live contemporary jazz plus recordings of modern jazz musicians such as Charlie Parker, Dizzy Gillespie, Lennie Tristano, Miles Davis and Stan Kenton. From 1950 to 1951 he was 'temporarily inconvenienced by national service in the Royal Air Force' but for the rest of that decade he was a member of: Denzil Bailey's Afro-Cubists (Dizzy Gillespie, Machito compositions/ arrangements); the Graham Fleming Combo touring US air bases in England (Gerry Mulligan/Chet Baker compositions); and Sonny G and the G Men (R&B, standards). He also guested with established British contemporary jazz players, including Joe Harriott, Tubby Hayes, Oxford University Jazz Band as well as playing solo jazz and improvisations on the saxophone. 

Much of the early to mid 1960s was taken up with touring and accompanying/supporting visiting US artists such as Rufus Thomas (with the television and video release of Walking the dog), Martha & the Vandellas, Screamin' Jay Hawkins and Mose Allison, and to some extent this continued into the 70s with tours by Otis Spann, Champion Jack Dupree, Lowell Fulson and Alexis Korner. However, between 1968 and 1972 Coxhill formed 'Delivery' with Steve Miller, Jack Monck, Pip Pyle and Phil Miller, was a member of the 'Whole World' with Kevin Ayers, David Bedford, Mike Oldfield and numerous drummers, as well as performing in the Coxhill/Bedford duo and the Coxhill/Steve Miller duo. 

The twelve years from 1973 saw Lol Coxhill become more well known as an improvising musician and solo player, with appearances thoughout Great Britain, Europe, the US, Japan and Canada. At the same time he undertook numerous collaborations with improvisors (as a member of Company), jazz musicians (as a member of the Brotherhood of Breath), rock and blues musicians (The Damned), as well as appearing with experimental theatre groups such as Welfare State. Other collaborations included Trevor Watts 'Moire Music', The Spontaneous Music Ensemble, and AMM. The Recedents (with Roger Turner and Mike Cooper) was formed in this period to perform electro-acoustic improvisations and has been a long-standing interest along with the Melody Four (with Steve Beresford and Tony Coe) - performing original and standard songs, film music, theatre music, jazz and improvisations - a duo with Pat Thomas, a duo with Adam Bohman (both electo-acoustic improvisations though of a rather different hue) and membership of the Dedication Orchestra. 

Lol Coxhill has also worked occasionally in television and films with a part in Sally Potter's London story, Ken Campbell and Nigel Evans' The madness museum and Derek Jarman's Caravaggio. 

	CREATIVE WORKS ORCHESTRA
	Willisau And More
	1993
	71:23
	label: Creative Works Records (Lucerne, Swiss)

John Zorn [a s]; Lindsay Cooper [bassoon]; Franz Koglmann [fl h]; Alfred 23 Harth [t s]; Werner Ludi [a s]; Burhan Oecal [perc]; Wolfgang Pusching [a s]; John Wolf Brennan [conductor, p, perc, Martin Spuhler’s klangflugel]; Klaus Koch (см. KOCH / SCHUTZ / KAPPELI) [double bass]; Marco Kapelli [d]; a.o.

Live recordings from Willisau Jazz Festival, Montreux Jazz Festival, live at the Kleintheater Lucerne, +

Monster stories from the inter-cosmos or:

what keeps the rebel going?

Pulsating. Hard. Soft. Booze — boozer — boozed, wonderful music. Creative music. Who should worry about the 7th year? Blast it! Nobody?! Actually, it is 7 years since Marion Brown's "Recollections" set a stone rolling. Creative works. Inquisitiveness and games. Desire and work. Play fully tinkering and full of urge for action — dancing and perspiring. Collection and recollection. Stone on stone. Seven years, in which Mike Wider with his instinctive feeling for ideas and almost inexhaustible energy set further stones rolling with "three souls". Highly varied, big, rather small, heavy and angular, huge, tiny and fine stones. Ladling, creating, creative, glittering collection of rumbling, skipping, leisurely rolling and speedy stumbling rocks were born -- the microcosmos of an avalanche. Grudgingly, striking loudly and crashing wildly. The delicate gravel tones always blending with the untamed noise of the wind. Pushing here and there, jumping over each other. Surprising changes of direction. Playful, capricious but nevertheless in a similar direction. As if it were drawn by invisible threads. With the incentive of an extraordinary energy — where should it run! Animated by one of so many ideas. Creative ideas. Conjuring impetuously, seeking, demanding decidedly a cosmos reveals itself. Inter-spaces. Dividing spaces. Aisles. Connection. The begin​ning as uncertain as the end. Filled with spacious sound sculptures. Intense noise environments. Tempting songs. Cool constructions and pulsating tone cascades. Irritations. Iritations. Acoustic, electronic, handmade. Spartanic fullness, abun​dance in simple form: bursting "Atom-Sex", a violent shout for "Tira, Tira," an odd, despairing breakfast on Lake Lucerne. A tender storm and a gentle rose holo​gram. Lyrical songs, scratching sonority. The Beauty of Fractals. Inexhaustible diversity. At last, a compilation after seven years — more than that. Collection and recollec​tion. Reminiscent photo of the family gathering in Willisau -- creative works family:

“They make music light, mean songs. 

Dance, you Monster, to my soft song!”

And the monster begins to dance. A wild round dance in coloured splendour. Humming beehive legato. Eruption. The bassoon cuts a percussive pattern. Voices criss-crossing. Music which begins to steam after heavy blows. Giddy, powerful steps, ham​mered strength, a dashing tremble that begins to disintegrate in ecstasy. The chains of traditional jazz rhetoric burst apart. An oriental wagtail dance on the Turkish darbuka, to the mysterious murmuring of rhaeto-romanic stories. Nocturnal tales full of sweetness and weightlessness. The frantic dance of shadows. Illuminations and perfumed moments. Passion and tenderness. Recollection: of an evening in late summer 1990. Where the virtual family left the common catalogue for a moment in time and became a four-part choir. Dedications / DADA-cations. To the friendly monster of Paul Klee. As to the mutual label. Vehemence and precision. Grinding sheets of sounds. Mocking voices shouting with joy, detaching themselves with biting charm from the collective choir. It happened, when the label celebrated its fifth birthday. Counteracting forces in a violent torrent are united in a dancing monster story. Under the direction of Irish composer and pianist John Wolf Brennan, blazing energies begin to glow. Lyric becomes sound. Sound becomes a penetrating intoxication in a multiple labyrinth reality. Monster, turn around, the monster turns itself around, in a staggering vertigo, in a happy waltz time. Tutti: the intoxicated resonance spreads itself out in waves. Disquietening blasts, strong string rustling. In a minimal reduction, it con​tracts itself again. New spaces appear. Suddenly, forbidden doors open out to let in the view: collec​tion & recollection.

Sounds die away

But gently

The growling of beast pierces

through the night.

1. Dance, you Monster, to my soft song! (Brennan) 22:44 

2. Grand Bazar (Ludi/Oecal)    4:32

3. Tira, Tira (Scharli)          3:49

4. Be flat/live (Brennan)         7:47

5. Breakfast am Vierwaldstattersee (Koch)   4:13

6. Goodnight — dedicated to Seamus Heaney (Koglmann) 3:00

7. La Malaura (Curschellas/Brennan)           5:09

8. Fragments of a Hologram Rose (Ludi/Oecal) 3:47

9. Lied des 20. Novembers (Koltermann)                 2:44

10. Atom-Sex-Kino (Harth/Zorn) 7:07

11. Xednindex (Brennan)        2:43

12. T.N.T. (Twelfth Night Tango) (Brennan) 3:44

	Helios  CREED
	«NUGG» The Transport
	1996
	47:22
	агрессивный industrial
label: Dossier (Berlin)

Helios Creed [g, b, k, samples, v]; Z Sylver [k, samples]; Jeff Pinkus [b]; Rey Washam, Paul Della Pelle, Frank Gary Martin [d].

	Creed of Japon-Danzan – см.: WA-ON
	
	
	
	

	CRIME + THE CITY SOLUTION
	Shine
	1988
	49:42
	punk-rock , можно сравнить с Nick Cave

label: Mute Rec.

Mick Harvey (см. тж.: Mick Harvey, Nick Cave); Alexander Hacke; Bronwyn Adams; Simon Bonney; Chrislo Haas; Thomas Stern.

	Marilyn  CRISPELL &  Georg  GRAEWE
	Piano Duets

(2 CD)
	1992 
	57:0157:14
	minimalism + improvisation (именно этот диск музыкантов-импровизаторов имеет смысл отдельно рекомендовать и позиционировать как сугубо авангардный в этом разделе ‘Alternative’; остальные их диски находятся в ‘Jazz’)

label: Leo

M.C. - участник квартета Anthony Braxton’a (см. ‘Jazz’ sect.) и ансамбля Reggie Workman’a, автор собственных проектов (см. ‘Jazz’ sect.). 

G.G. тж. возглавляет трио с Ernst Reijseger и Gerry Hemingway (см. ‘Jazz’ sect.). 

All compositions by Crispell and Graewe.

  Pianos on both recordings: IBACH/Schwelm. Diagonal tuning was developed by Thomas Henke, a piano technician who has been collaborating with the IBACH piano factory in Schwelm/Germany. Both pianos are tuned a quarter-tone apart in their middle registers, while the lower and upper registers are stretched flat,  respectively sharp, gradually within the range of a minor second. CD I — tuned pianos; CD II — detuned pianos.

Disc I: Roode Lion

            Reves d’Assadour

            Twin Dragons

            Squares, Domes & Cones

            Fervent Void

Disc II: If She Be a Wall

             Grey Chair & Parrots

             Denis d’Or

             Untitled Swirl

             Interior A

             Fringe

             Stairway to Nowhere

             Interior B

	CROMAGNON
	Orgasm
	1969
	48:12
	experimental
label: ESP Disc / Syndicore (Polygram)

rec. 1969 in New York City; remaster 1999 (Netherlands)

Austin Grasmere [lead voc, music]; Brian Elliott [lead voc, music]; The Connecticut Tribe [background voc, music, sounds].

	CRO  MAGNON
	Zapp!
	1992
	50:52
	Модернистский экспериментаторский проект, где сплетаются и импровизационная музыка, и элементы джаз-рока и классики.

label: Carbon

Stefan Coltura [vln]; Rudy Mollekens [b]; Koen Van Roy [s&a&bar saxes]; Rik Verstrepen [vln, k]; Geert Waegeman [el g, vln, sampling]. 

	CRO  MAGNON
	Bull?
	1997
	54:44
	label: Lowlands  e-mail: lowlands@innet.be 
Stefan Coltura [vln, jew's harp]; Rudy Mollekens, Frank Ghysels [b]; Koen Van Roy [s&a&bar saxes]; Rik Verstrepen [vln]; Geert Waegeman [el g, vln, sampler, mandolin, perc, ukelele]; + guest musicians.

	CUBANATE
	Antimatter
	1993
	53:45
	body / industrial

	CUBANATE
	Cyberia
	1994
	67:32
	

	CUBANATE
	Barbarossa
	1996
	46:38
	label: Modern Music Records (London)

web= http://www.noiserecords.com  

e-mail+ 100600.717@compuserve.com 

e-mail USA= noisela@noiserecords.com 

Marc Heal [voc, progr]; Phil Barry [g, progr]; Shep Ashton [g]; Darren Bennett [live keyb]; David Bianchi [live perc].

	CUDU
	Waterplay
	
	52:07
	label: Materiali Sonori

Steven Brown (см. S.Brown; Tuxedomoon) [cl, a&s s, v, sampling]; Paolo Lotti [g, fl, bass cl, e. bow, a s]; Christian Burchard [zither, marimba, cabasa, cimbals, vibes, african perc]; Luc Van Lieshout [tp, fl h]; Luca Mazzantini [b, k].

	David  CUNNINGHAM
	Voiceworks
	1992
	48:38
	David Cunningham – см. тж. с: DANGER IN PARADISE; THIS HEAT;

experimental

label: Piano (England);   edition 1996

Composed produced and recorded by David Cunningham (with John Greaves (см. HENRY COW) [b]; Susan Belling [v]; other voices contributed by Archiv Collective).

this music is not only concerned with voices. the voice is the element which unifies the differing treatments. through this point of reference the processes are exposed and allowed an identity beyond the role of pure manipulation.

the technical procedures are not in themselves important. they are devices, a vocabulary of musical electronics (as opposed to electronic music) to structure the voicings of other musics. the important element in the construction of much of this music is the exploration of ‘soft’ systems, responsive systems as opposed to pure process.

although this would appear to be a rather clinical procedure, because of inherent defects in the machines. difficulty in precise control of the system and the resultant ‘mistakes’, the system is more likely to respond in an unpredictable way, creating something which has very much in common with the product of a non-technical culture.

the studio and associated machines draw on the grain, the physical properties, of the source material. this overall approach deals with music as texture and as a time-based activity as well as rhythm, melody and harmony. for the most part it can only exist as recorded sound.

david cunningham may 1992

1-7: masks and voices

8-10: canta

11-14: four songs

15-16: two solos

	The  CURE
	Boys Don’t Cry
	1979
	33:42
	post-punk

	The  CURE
	Seventeen Seconds
	1980
	35:38
	

	The  CURE
	Pornography
	1982
	43:22
	

	The  CURE
	The Top
	1984
	40:55
	

	The  CURE
	The Head On The Door
	1985
	37:47
	

	The  CURE
	Staring At The Sea (The Singles)
	1986
	62:00
	

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

	The  CURE
	Mixed Up
	1980
	73:04
	

	CURLEW
	Live In Berlin
	1990
	74:44
	label: Cuneiform (USA)

George Cartwright (см.) [sax]; Tom Cora (см.) [cello]; Davey Williams [g]; Pippin Barnett [d]; Wayne Horvitz (см.) [keys].

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

Импровизационный avant-rock (+ что-то от naïve). Без вокала. Live in Berlin -- великолепная работа этих замечательных музыкантов-импровизаторов.

Led by saxist George Cartwright, Curlew are noted for their sense of fun, great riffing, spirited interplay, and the superb musicianship of Tom Cora (cello), Davey Williams (guitar), Ann Rupel (bass), and Pippin Barnett (drums). “Live In Berlin” and “Bee” both capture the the band in a rockin' vein.

"Jazz record of the week...one of the best of New York's downtown bands, and this recording captures the group at its most intense, madhouse best." -- The New York Times.

	CURLEW
	Bee
	1991
	70:06
	label: Cuneiform

Tom Cora [cello]; Pippin Barnett [d]; Davey Williams [g]; Ann Rupel [b, p].

1.   The March
2.   St. Croix
3.   Jim
4.   It Must Be A Sign
5.   To The Summer In Our Hearts
6.   Saint Dog
7.   The Hard Wood
8.   The March
9.   Rudders
10. Gary Brown
11. Kissing Goodbye
12. As You Said

	CURLEW
	A Beautiful Western Saddle
	1993
	57:23
	label: Cuneiform Records

Pippin Barnett [d]; George Cartwright (см.) [a/t s]; Tom Cora (см.) [cello]; Ann Rupel [b]; Davey Williams [g]; Amy Denio (см.) [v].

lyrics by Paul Haines

The idea for "A Beautiful Western Saddle" came about as the result of two convening streams of thought: first, my own interest (later shared by the rest of the band) in Paul's poetry as song lyrics and, second, the desire for Curlew to work with text and singer.
I had been making music to Paul's words since 1979 when Kip Hanrahan asked me to set some of them to music for a video being made of Paul's writing called "Third World Two."  Later I contributed two more pieces for inclusion on "Darn It", a recording Kip was making using Paul's words—all the while thinking that more and more of them would make splendid song lyrics.
When the possibility of doing a performance at New Music America New York 1989 appeared, I saw a chance for Curlew to do an entire concert of Paul's work and began showing it to the rest of the band, who then wrote their own versions of the best way to present these lyrics in a song.  Deciding who should sing them was easy—Amy has been one of our favorites for a long time.  Herein lie the results.
—George Cartwright

	CURLEW
	Fabulous Drop
	1998
	42:30
	label: Cuneiform (USA)

Ann Rupel [el b, p]; Chris Cochrane (см.) [el g, rhythm toy]; George Cartwright [a&t saxes]; Davey Williams [el g, lead musical toy]; Kenny Wolleson [d]; + Zeena Parkins [k]. (Chris is on the Left channel and Davey is on the Right).

"Curlew's new twin-guitar lineup has resulted in, perhaps, the most satisfying yet of recordings by this criminally unrecognized band ". -- Henry Kaiser. 

"Curlew is the best and most obstinately commited band to emerge from N.Y.'s Knitting Factory-based alternative music scene..." -- Option.

Fabulous Drop is the seventh album from this all star downtown band. This fantastic, extremely high-energy release features leader/saxist George Cartwright, the great dual guitar team of Davey Williams & Chris Cochrane, bassist Ann Rupel & drummer Kenny Wollesen. Great tunes, great playing & a unique sensibility -- George mines a unique, truly Southern avant esthetic unlike anything else in new music.

"This is seriously good music & the performances are deceptively tight...if you're looking for something with 1st  rate musical standards, smart performances, brilliant sonic surprises & nutritious brain food, grab it” -- Memphis Commercial Appeal.

"...another stunningly good release from this woefully under-appreciated band." -- Memphis Flier.

"Curlew is the best and most obstinately committed band to emerge from New York's Knitting Factory-based alterna​tive music scene..." ---- Option

"The unironic, idiosyncratic mix of Latin, soul, funk free music and jazz rock gives fusion a good name. George Cartwright has been nurturing Curlew since 1979 -- he has one hell of a group on his hands." ---- The Wire [UK]

1. August      cartwright 

2. Not Innocent        cochrane
3. Blood Meridian       cartwright
4. Crazy Feet, Sensible Shoes      williams 

5. Fabulous Drop      cartwright/rupel
6. Argon        cartwright 

7. Neither, Baby       rupel 

8. Funny Fun      cartwright 

9. Dog House On The Moon      cartwright
As the man responsible for the "act of colossal incompetence" which you hold in your hands, it falls to me to inform you that somehow, in mastering this music to CD, I have mastered it backwards. For sever​al days I have been holed up in my office, drinking whiskey and getting stoned on marijuana in an attempt to write this and to block out the gloomy prospect of my future and the complaints of the janitor, who'd like to get in here and do a little cleaning up. Can you imagine how fast, and with what relish, word of this kind of thing gets around?  "Get rid of that nincompoop!" the president of this record label was heard to say. I'm told George Cartwright accepted the mishap in a spirit of forgiveness and good-humor. That is, until the label head decided, "Well what's done is done! It's already been pressed, let's just release the damn thing! No use throwing good money after bad." George asked for my head on a plate.

I choose to temper his reaction by reminding myself that George is known for a certain shall we say fastidiousness concerning his work, and also that an artist is as vulnerable as anyone else to the occasional lapse in perspec​tive. Basically the whole thing's been blown out of proportion. It was such a simple mistake. Nothing like the charges leveled at me in a crowing, malicious Internal Memo, circulated here at work to my enduring shame. Citing my "glar​ing ineptitude", my "incomparable idio​cy", the "manifest shoddiness" of my character, my "unpardonable inattention" to my duties "or even to the matter at hand", and noting that my grasp of the responsibilities which I am paid to fulfill is "rudi​mentary at best", the memo proceeds onward through a load of hyperbole like "never in the annals of recording his​tory" to a declaration that I simply "lack...all common sense". The document is so thorough in its enumeration of my crimes that I'm considering having it framed as a sort of diploma of failure.

While I agree that I'm guilty of a moment's dis​traction, I feel I must defend myself against the memo's accusals of "sheer obtuseness where anything musical is concerned" and "shameless disregard for the band's intentions". Actually I've got a pretty good ear, and although I admit this might not be the place to bring it up, I've got to say that I, for one, like this record as it is. I stand by it. Hearing it back​ward gives one a glimpse of the music's precision and grace. It's a reminder that the world is a wild, exact system of near-disasters. Time is interesting either way you run it. What's the big deal? "Of all the wrong-headed slip-ups!" indeed. Curlew flings us backward through violent intersec​tions to open squares and wide easy boulevards where things seem to be hap​pening just as we want them to. Ann Rupel's nimble rumbling Deuce-and-a-Quarter bass keeps us veering and rolling (backwards), absorbing the shock and inviting me to run an affectionate hand over the dashboard. Kenny Wolleson's attentive, slapstick drumming corrals us along, delineating our margins while suggesting ways to break through them. Davey Williams and Chris Cochrane's gui​tars vie and slice at each other, they help navigate the (backwards, against traffic)  trip, bopping each other with the maps, encouraging the horn, aggravating it, squealing for dominance, like a string section dragged through a small vortex in time. George has it hard in reverse, headed downtown full speed. On the way, he's laughing, careering, steering, declaiming, scattered like manhole steam and meditating upward like moonlit rooftop smoke... He's the 3-D voice at the center of all this. Blue secrets have their say...night is falling down 2nd Avenue, the lights congest...and dawn breaks above East Broadway. He's always got another valentine up his sleeve. Depending how you hear it, he's either giving it or getting it back.

While we were still on speaking terms, George told me that the week he spent back in New York, rehearsing and recording this material, was among the best weeks of his life. And although his songs at least were written beforehand, Fabulous Drop is the document of an excited week of crashing around the city. Intended or not, it's Curlew's valentine to New York. Here it is, holographic. In other words I do not agree that I am "the supreme fuckup of the music industry". Rather I think of myself as the man who brought you this music in all its (back​ward) majesty. I can only hope I'm not alone in this assessment. Nevertheless, I know where I stand, and for what they're worth, I hereby tender both my apolo​gies and my resignation.

Michael DeCapite

	CURLEW
	Meet The Curlews
	
	60:16
	label: Cuneiform

George Cartwright - alto, tenor, soprano saxophones

Davey Williams – 6&12 string guitars

Bruce Golden – drums

Chris Parker - bass

	CURLEW
	North America
	2002
	70:59
	label: Cuneiform   cuneiformrecords.com 

with bonus tracks: Live from Mort's Place, NYC 1983 (#14-19).

Personnel on North America:

George Cartwright - alto, tenor saxophones, (lead vocal on Feelin' Good, animal calls on Shoats and First Bite)

Tom Cora (см.) - cello, cello resonated objects, accordions on Two-Day Till Tomorrow
Mark Howell - guitar

Fred Frith (см.) - bass; guitar solo on ray, violin on the Victim, vocals an Knee Songs 2 and Feelin 'Good, live guitar and sax manipulations on Time and a Half and Agitar/the Victim Rick Brown drums on Ray, Knee Songs 2, Agitar / the Victim and Two-Day 'Till Tomorrow

J. Pippin Barnett - drums on all other cuts

with:
Polly Bradfield - violin on Moonlake and Mink's Dream
Butch Morris (см. в 'Jazz') - cornet on Knee Songs 2
Martin Bisi - fake bass drum on Person to Person

Live at Mort's Place:
George Cartwright - alto and tenor saxophones
Tom Cora - cello
Nicky Skopelitis (см. c LASWELL) - guitar
Otto Williams - bass
Anton Fier - drums

Producer Fred Frith 

Executive Producer George Cartwright
Recorded at: b.c.studio, Brooklyn
Recorded by Martin Bisi Mixed by Fred Frith and Martin Bisi
Additional material recorded live at Mort's Place, NYC, late 1983 CD 

mastering by Matt Murman at SAE

I hadn't seen George Cartwright in a dozen years, but I was unprepared, on that bitterly-cold Minneapolis morning, for the grossly overweight and shiningly bald man I encountered on walking into the M&E Diner.
I took a seat beside him. Our previous interchange had been somewhat less than cordial so I played it cool.
"How's it been?" I said.
He looked up from his oatmeal and nodded. Talk about cool!
"This your regular spot?" I asked.
Again he nodded, catching a bit of oatmeal off his lower lip with the spoon.
"What do you recommend?" I said.
He slid me a menu and I scanned the breakfast selections.
Ham and eggs, I decided, and clapped the menu shut. I caught the waitress's eye and pointed to my cup. She came and filled it with coffee.
"So what's it like," I said, "looking back on the past, as it were?"
With his spoon in mid-air he squinted toward the Bunn coffee urn behind the counter as though scanning the flip-book of memory, the sad jerky sweep of the years.
Our eyes met, his magnified through bottle-bottom glasses to something like disbelief.
"As it were?" he said.
"Well how do you feel, when you think of yourself as a younger and much slimmer man, of better days, of the joyous goose-honking chaos of your prime, embracing life in all its frivolous terrors in the Big City, the unbearable beauties you were open to, starlight and streetlight and the pleading loneliness you endured, your cramped apartments, and your former cohorts now scattered to the winds, the triumphs and failures of the years which have deposited you now on that diner stool?"
Carefully he wiped the corners of his mouth with a napkin and pushed his bowl away. He said, "What's with all the questions, buddy?"
At that moment a man who looked much more like the George I remembered walked in wear​ing a turquoise jacket and tangerine scarf like he was walking onto a yacht.
"Mike!" he said.
"George!" I said. 

The imposter with the oatmeal shook his head as George motioned me toward a booth. After a debilitating exchange of pleasantries George and I settled down to our interview.
Mike:   First off, I'd like to clear up some of the myths that've sprung up
around Curlew, lay a few things to rest. For instance – 

George:   Want some bacon? 

Mike:   What?
George:   I'm on turkey bacon now. Care for a piece? 

Mike:   Thanks, no. Now. Legend has it that you worked for a time in Memphis
as a pimp. How many girls in your stable?
George:   That's a complete falsehood. You sure don't care for a piece of this — 

Mike:   No. But you did live in Memphis in your early years. What can you tell us of—
George:  Pass the jam? Any strawberry over there? All I've got is grape. 

Mike:  Here you go. 

George:  Thank you. Now what were you— 

Mike:  I can hear the influence of the blues in your work. What can you tell us of your involvement with Howlin' Wolf? 

George:  [poking a yolk with a toast triangle, scraping strawberry jam across it] Met him once. I shook his hand. It was like shaking hands with a baseball mitt. I was awestruck.
I was terrified. I said, "Pleased to meet you, Mr. Wolf." 

Mike:  Interesting. Did you give him a tape? Was there a late-night jam session?
How did that night affect the future of Curlew? 

George:  Any Tabasco there? I dunno why these places always stock this lousy
Crystal hotsauce, it's useless.

Mike:  George, how does Curlew reconcile its various influences? Freeform jazz,
gutbucket blues, the Broadway showstopper, and sudden flights of pure melody?
George: We just do it! They never put enough salt on this stuff, man. 

Mike: This new CD is a re-release of what? 

George:  [inaudible] 

Mike:  I see by my notes it was recorded in 1984 and 1985 near the Gowanus Canal. That's somewhere in Europe, I believe. 

George:  Brooklyn. Waitress? More coffee?
Mike:  Brooklyn, yes. And what were the circumstances of this recording? 

George:  Well we all just got together, y'know. This was our second recording.
We'd been together since about 1979, rehearsing, playing all around downtown. 

Mike:  Is it true you all met on a prison barge? 

George:  No.
Mike:   Hauling sand, if I'm not mistaken? 

George:  No. 

Mike:  Is it true you played the Macy's Thanksgiving parade and were dismissed
at Columbus Circle? 

George:  No.
Mike:  Not lashed by Santa Claus ? 

George:  Not true. No way. 

Mike:  The live material here reminds me what a frightening experience it was to see Curlew in a club. The churning, festive insanity of it all, the rapturous girls down the front, the resentful guys at the bar, the bartenders furious, the sense that no matter how strictly composed the music, anything could happen onstage. The delicacy of emotion when the music achieved more than the sum of its parts. Or even its intentions! The tunnel that opened unexpectedly, at times, back to the roots of American musical forms, and the nonsensical vinery that dangled down around it. Good night! 

George:  Nonsensical?
Mike:  The ear-piercing violence of it all, the fertile psychotic overload, the cruel mathematics, the coy tenderness, the slapstick, the ontological teasing, the pure kite-flying release –

George:  Psychotic?
Mike:   Tell me, George. For years you've been releasing these records to massive popular acclaim while the press heaps abuse on you. And yet Curlew's kept going. Despite critical salvoes and cannonades.
George:   You've got it precisely backwards.
Mike:  Even so. What keeps you going?
George:  I dunno. What keeps you going?
Mike:  Despite the dulled craw and marshmallow belly of recent years, the loss of that killer instinct, your shuffling slipper-bound lifestyle, isolated, bitter, vengeful, and brooding. The simmering resentment you feel toward younger, more nimble, more vital men, stewing in your trailer, disowning your former selves and armoring yourself against up-and-comers who've cuckolded you of your ideas and hopes and strategies. Watching your talent drain into the dry dread soil of the demanding day-to-day. Complaining against the long inevitable wave that brought you here. Your destiny compromised, your self-conception fouled, your future annulled.

George:  Waitress! Mike, I gotta go. I'm taking my boy Ray shopping for shoes. Red shoes, man, he'll be the only kid in his class with 'em. You're talking about the past, it all leads up to now. It includes Ray and carries him along. Ray's king of the parade.
Mike:  He play any instruments?
George:  He's taking piano lessons. He loves melons of every stripe. He might be the next Bill Evans. Or James Booker. He doesn't even know it. Poor kid.
Mike:  He have any curiosity about his old dad?
George:  None whatsoever. He's shipping out on his own.
Mike:  Okay. As I asked that citizen at the counter, how do you feel about this music you made, with these people who are elsewhere or gone, when you were much younger and living in a different place, on a different part of the time-line that led you to now? He was unforthcoming. I don't think that guy even plays saxophone.
George:  I feel good.   That was some wild shit. There are people who remember those years in New York City, and whatever I've done since trails back to those nights. Same thing with the other people in the band. Tom Cora, who died several years ago, and Fred Frith, and Mark Howell, Pippin Barnett, Rick Brown, Polly Bradfield, Butch Morris, Martin Bisi, and on the live stuff Nicky Skopelitis, Otto Williams, and Anton Fier. I'm glad we documented this stuff, you never know what'll happen. History's what gets recorded. Well, obviously. The band that played at Mort's didn't stay together for the Gowanus sessions. Mort's was a basement on some sidestreet off Bleecker run by Mark Miller. Great place, great gigs there. It ended after Mark's landlord suggested he quit and keep his legs intact.
Mike:  I see. Too much fun verges into danger, that's a lesson for us all. How much trouble do you have hailing a cab in this town, George?
George:   Nearly impossible.
Mike:  Even with your critical hosannas?
George:  They take shape in the fog and pass me by.
Mike:   I'll catch the bus. Let me get this.
---- Michael DeCapite

	CURLEW
	Mercury
	2003
	44:30
	label: Cuneiform www.cuneiformrecords.com
George Cartwright – saxophones

Dean Granros – guitar

Fred Chalenor – bass

Chris Parker – k, p

Bruce Golden – drums

produced by George Cartwright

"…a willingness to blur boundaries, mixing elements of rock, jazz, and funk… typically impossible to pigeonhole… Culew were one of the bands helping to define the NYC 'downtown scene' and 'Knitting Factory Sound'". – John Eyles / BBC

"…an unapologetic model of intelligent fusion." – Ken Waxman / JazzWeekly.com

"As a unit Curlew is focused and structured; however, it never ceases to surprise the listener with frequent forays into unusual motifs. Curlew treads difficult waters… but this is a finely tuned machine with a sparkling identity." – Glenn Astarita / All About Jazz

	CURRENT  93
	Imperium
	1986
	53:00
	Tibet&Cashmore - см. тж.: DEATH  IN  JUNE

Культовый авангардный проект, ценный не только экспериментированием в области саунда (как, например, Residents или Coil), но и своими экзотическими эмоциональными настроениями (аналогии могут простираться от Swans до Nick Cave).

Подобные проекты экспериментально-авангардного плана – см.: PSYCHIC TV; Dieter MOEBIUS ‘Cosmic Couriers 1’; COIL; 

С участием Tibet&Cashmore см. тж.: DEATH  IN  JUNE

С участием Tibet: PSYCHIC TV: "Dreams Less Sweet"

label: World Serpent / Durtro (England)

#1.-4. Imperium

#5. Be Locust Or Alone

#6. Time Stands Still

Suffering -- evil in the world: that disturbs you profoundly because you have not understood that this was the suffering of Christ radiating everywhere. The suffering he took upon himself in order to create the world, so that you might have souls. And as soon as you have to bear the smallest particle of that suffering, you howl.

And despair. Christ's despair, when he believed that God had forsaken him. He had made himself a man to that point, to that lowest point that he had to believe himself forsaken of the Father: for in that belief is all sin. So he cried: Why? and he died. Of course. What would it have mattered to him to die and to suffer knowing all the time that he was God? That was too easy. That would not have been Creation: he had to take on all sin and all suffering, and descend so low as to be cut off from the Father altogether -- and yet in that state to say: Father, into thy hands I commit my spirit. He had to withdraw entirely from his godhead to create the world, he had to give himself up, in order to create sinners, evil, men, the world. Otherwise he would have remained God, God only -- there would have been no world, no souls, no men. All the despair of mankind, from end to end of the ages, what is it ever but the re-echoing down the courses of time of this despair of Jesus. Man also, did he always know, that God the Father is there, what merit would man have in his work, in his suffering? How would man prove to God that he loves Him? It would be merely man's interest to love God, were man sure that God exists. One can only love truly a God whom one does not know for sure to exist. One can love truly only the God that does not exist.

----- Denis Saurat, Death & the Dreamer.

	CURRENT  93
	As The World Disappears
	1990
	48:05
	label: Word Serpent Distribution (London) (все CD)

Recorded live at La Lune des Pirates, Amiens, France, 1990.

David Michael Tibet [v]; James Malindaine-Lafayette [harp]; Michael Cashmore [g]; Joolie Wood [vln, recorders]; James Alexander Mannox [perc].

	CURRENT  93
	Earth Covers Earth
	1992
	68:18
	#1.-7. Earth Cover Earth   (rec. 1988)

#8.-11. Four Songs From Japan   (rec. 1989)

#12. The Dreammoves of The Sleeping King    (rec. 1985)

	CURRENT  93
	Thunder Perfect Mind
	1992
	79:21
	"The Learned, who strive to ascend into Heaven by means of learning, appear to Children like dead horses, when repelled by the celestial spheres." -- William Blake, from A Descriptive Catalogue Of Pictures..., 1809.

	CURRENT  93
	Emblems: The Menstrual Years
	1993
	76:27 72:58
	This is a compilation, made by Steven Stapleton and myself, of what we consider to be the best of the work of Current 93 between 1982 and 1992: truly, these were the menstrual years! We have been constrained both by the time available on two compact discs and the fact that, up until 1985, most of Current 93's works were a side long. In some cases, we have chosen an extract from these earlier pieces, rather than the entirety of it.

"Never look again, never look again, 

At the one who throws no shadow in Fire Lane." HR Wakefield, The Alley.

Happy Birthday to me.

David Tibet, London, March 5 1993

Disc I: Great Black Time

1) Great Black Time I (excerpt)

2) Falling Back In Fields Of Rape (excerpt)

3) Only Shadows Of Hooks (excerpt)

4) Ach Golgotha: The Mystical Body Of Christ In Chorazaim (excerpt)

5) Sucking Up Souls (excerpt)

6) The Breath And The Pain Of God

7) Imperium I

8) Imperium II
9) Diana

10) The Ballad Of The Pale Christ

11) Great Black Time II (excerpt)

12) Great Black Time III (excerpt)

13) Happy Birthday Pigface Christus

Disc II: Mighty In Sorrow

1) The Stair Song

2) Suzanne: She And I In Darkness We Lay And Lie

3) Maldoror Is Ded Ded Ded Ded

4) Hooves

5) Oh Coal Black Smith

6) The Signs And The Sighs Of Emptiness

7) Broken Birds Fly

8) Earth Covers Earth

9) They Return To Their Earth

10) Silence As Christine

11) Anyway, People Die

12) The Descent Of Long Satan And Babylon

13) Our Lady Of Horsies

14) In Sadness Sang

15) The Sadness Of Things (excerpt)

среди участников -- The Venerable 'Chimed Rig' dzin Lama, Rinpoche -- см. в 'Asia', раздел 'Tibet'.

	CURRENT  93
	Island
	1993
	61:04
	David Tibet [v]; HOH [k, ac g, b, harp, perc]; + The Venerable 'Chimed Rig'dzin Lama, Rinpoche [bells, drums]; Joolie Wood [violin]; + additional vocals.

	CURRENT  93
	Crooked Crosses For The Nodding God
	1993
	46:33
	That Current of God: David Tibet - vocals, drums, religious obsessions; Douglas P. - guitar, drums, vocals; John Balance - stick guitar, vocals; Rose McDowall - guitar, vocals; Boyd Rice - vocals; Tony Wakeford - guitar, bass, keyboards, drums, laughing; lan Read - vocals; Freya Aeswynn - vocals; HOH - obeah and wanga; Steven Stapleton - hookah, bong; Cyril Bunting - accordion.

	CURRENT  93
	Dawn
	1993
	45:21
	David Tibet, Steven Stapleton, John Balance, John Murphy, Rose McDowall, Douglas P.

	CURRENT  93
	Steven STAPLETON & David TIBET:

“The Sadness of Things”
	1993
	52:53
	1. The Sadness of Things (31:24)

Tibet&Stapleton with: Ruby Wallis, Joolie Wood

2. The Grave And Beautiful Name of Sadness  (21:27)

Stapleton & Geoff Cox

“Broken in snow

The sun bares teeth

Were are they now

The years, the years

Under which stones

Have they gone to lie

Do they lay, do they lay

Under rubble of mounds

Are they packed with dust

Have they tourned into

A fabric of sadness

A cloth of faded sun

What colours do they dance in

The torn banners of yesterday

Where have the years gone

The blade is broken

And all the world seems

A sadness song”

	CURRENT  93
	“Presents” / 

“The Nodding Folk In” / 

“Tamlin” / “Lucifer Over London”
	1993 ’94 ‘95
	72:55
	CURRENT     93     presents

1. To You - NATURE AND ORGANISATION 2:54

2. The Seven Seals, Their Appearance And Nature,And The Song Of Solomon And How She Sang It To Me - CURRENT 93       12:51

3. My Inspiration Is You - TINY TIM (см.)      2:05

4. Nit-pick - NURSE WITH WOUND (см.)     1:55

TOTAL TIME 19:53

(c)1996Durtro (p)1995/1996 Ouroubouros DURTRO 033 CD

"THE  NODDING  FOLK  IN"
1. Children of the Nodapoc Gather Round 3:26

2. Love Dance of the Nodding Folk      5:49

TOTAL TIME 9:17

CURRENT 93 are: James Mannox,David Tibet,Steven Stapleton,John Balance,Peter Christopherson, Sam Mannox, Simon Norris.

(p) Ourobouros Music 1993 Nodapoc 667

“TAMLIN”

1. Tamlin                           10:40

2. How The Great Satanic Glory Faded 6:15

TOTAL TIME 17:00

CURRENT 93 are: David Tibet, Michael Cashmore, Steven Stapleton, Nicholas Saloman.

(p) Ourobouros 1994 (c) Durtro 1994 DURTRO 025

"LUCIFER   OVER   LONDON'

1. Lucifer Over London                   7:51

2. Sad Go Round                      5:46

3. The Seven Seals are Revealed at the End of Time as Seven Bows: the Bloodbow, the Pissbow, the Painbow, the Faminebow, the Deathbow, the Angerbow, the Hohohobow 13:39

TOTAL TIME 27:18
Current 93 are David Tibet, John Balance, Michael Cashmore, Nick Saloman, Steven Stapleton, David Kenny.

(p) Ourobouros Music 1994 (c) Durtrohoho 2994 Durtrohoho 019CD

	CURRENT  93
	Of Ruine or some Blazing Starre – The Broken Heart of Man
	1994
	49:43
	“In this worlde we run ovre rase

God gravnte vs to be with Christ in time and space”

--- Memorial tablet in Chaldon Church, early seventeenth century
of ruine or some blazing starre was written between April 1991 and September 1993 and should be regarded as one piece.

michael cashmore: guitars, bass, drums, glockenspiel, sounds 

phoebe cheshire: spoken and sung vocals 

steven stapleton: guitars, drones, and bric-a-brac arrangements 

starspace: bass on IV 

david tibet: vocals, sounds

This album is dedicated to the souls of: William Lawes (1602-1645); Charles Sims (1873-1928); Louis Wain (1860-1939); and H.R. Wakefield (1888-1964).

All music by Current 93 except:

II —adapted from Pavan "The Funerals" by Anthony Holborne (d. 1602);

III —adapted from "Lament For Arnhem" by Calum Ruadh;

VII —adapted from "Cantio Ad Laudem Cantioris", from the liturgical chants of the Aquitainian repertory;

VIII —anonymous composer from Le Recueil des plus belles et excellentes chansons en forme de voix de ville (1526) All adaptations and arrangements by Cashmore/Stapleton/Tibet.

The album title is taken from the song "Beauty In Eclipsa" by William Lawes, with words by Sir Henry Moody.

All lyrics by David Tibet, except VIII—Pierre de Ronsard. Spoken words from 7 and the second half of track VIII are by Louis Wain.

	CURRENT  93
	"In Menstrual Night" / "KillyKillKilly (A Fire Sermon)"
	1994
	53:17
	label: World Serpent / Ourobouros (London)

recorded 1985

shared with COIL
"In Menstrual Night"
1. Sucking Up Souls

2. To Feed The Moon

Michael Tibet, Hilmar Orn Hilmarsson, Steven Stapleton, Diana Rogerson, John Balance, Ruby Tathata Wallis, Keiko Yoshida, Rose McDowall, Bee.

“For what shall it profit a man, if he shall gain the whole world, and lose his own soul?” – St. Mark, VIII:36

"KillyKillKilly (A Fire Sermon)" – represented the Current 93 side of the “Nightmare Culture” mini-album, shared with Coil under the name of Sickness Of Snakes, and released on Laylah in 1985.

David Tibet, Steven Stapleton, John Balance, Boyd Rice, Ruby Wallis, Steve Ignorant, John Murphy.

	(CURRENT  93)
	NATURE AND ORGANISATION:

“Beauty Reaps the Blood of Solitude”
	1994
	42:40
	DAVID TIBET - vocals; DOUGLAS P. - vocals on “My Black Diary", E-bow on "Beauty Destroyed"; ROSE McDOWALL – vocals; MICHAEL CASHMORE - guitars, mandolin, glockenspiel, keyboards, percussion, sounds; STEVEN STAPLETON - sheep ventilator guitar; BENET WALSH - violin; SALLY WOOD - violin and keyboards; MAIREAD SHEERIN - cello; LISA OLIVER – flute; AMANDA JAYNE EDGE - flute; JASON BURTON – bassoon.

All music by Michael Cashmore, except II which is traditional. All lyrics by David Tibet except for the aforementioned track, and "My Black Diary" - lyrics by Douglas P.

This album was produced by Michael Cashmore and mixed by Steven Stapleton and Michael Cashmore in May 1994. 

I.
Introduction

II.
Wicker Man Song

III.
Blood of Solitude I

IV.
Bloodstreamruns

V.
My Black Diary

VI.
Tears for an Eastern Girl

VII.
Beauty Destroyed

VIII.
Skeletontonguedworld

IX.
Obsession Rowers as Torture

X.
Blood of Solitude II

XI.
Bonewhiteglory

	CURRENT  93
	Dogs Blood Rising
	1995
	45:04
	recorded 1984

93 Current 93 in 1984 we then arose as dogs over carrion: Tibet 93; Steven Stapleton; John Murphy; Nicholas Rogers; Crystale Belle Scrodd; Steven Ignorant; Isidore Ducasse; Igs; Tathata Louise Aisling; Christ 777. They, alas, have returned as a dog to his vomit. Thanks to Douglas P. who was already amongst us, and to John Balance.

We see the decay of the angel the march to the end is in order human life is limited.

	CURRENT  93
	“Where The Long Shadows Fall” / “The Starres Are Marching Sadly Home”
	1995 1996
	41:26
	'WHERE THE LONG SHADOWS FALL' (Before The Inmost Light)

TOTAL TIME 19:10

CURRENT 93 are: David Tbet, Michael Cashmore, David Kenny, Steven Stapteton, John Balance.
(p) Ourobouros 1995 (c) Durtro 1995 DURTRO 028 CD

'THE STARRES ARE MARCHING SADLY HOME'
(The Inmost Light Third And Final)

TOTAL TIME 22:18

CURRENT 93 are: David Tibet,Steven Stapleton, Shirley Collins,Roxanne Stapleton, David Kenny.

(p) Ourobouros 1996 (c) Durtro 1996 DURTRO 031 CD

	CURRENT  93
	"All The Pretty Little Horses" / "The Inmost Light"
	1996
	55:31
	with Nick Cave [v]

Current 93 thus arise In Gnostic Indignation: David Tibet [v, drones, srings, bells]; Nick Cave (см.) [v]; Michael Gashmore [g, b, glockenspiel, p]; Steven Stapleton [strings'n'stones, devices'n'drones]; Joolie Wood [vln, whistle, p]; David Kenny [g, b]; David Rowlands [steel g]; + vocals.

When we wake, we shall have all the

pretty little horsies.

"What shadows we are,

And what shadows we pursue."

Edmund Burke, 1780

"For every Devil is an Hell unto himself;

he holds enoug of torture in his own ubi,

and needs not the misery of circumference

to afflict him; and thus a distracted

Conscience here, is a shadow or

introduction unto Hell hereafter."

Thomas Browne, "Religio Medici"

	(CURRENT  93)
	STAPLETON & TIBET:

“Musical Pumpkin Cottage”
	1996
	45:08
	Steven Stapleton: everything else; David Tibet: Hallucinatori Patripassianist Vocals, guitars, drones; Nick Saloman: bass and analogue synthesizer; David Kenny: guitar; Trevor Reidy: drums; Nora Duus: low and sexy vocals and breathing; Cyke Bancroft: alto saxophone on The Dead Side Of The Moon; David Cohen: soprano saxophone on Bubblehead; Adrian Teasdale: bass.

All titles David Tibet & Steven Stapleton 1996. Mixed by Steven Stapleton. Engineered by David Kenny, Matt Purcell and Tim Hodgkinson. Lyrics for The Dead Side Of The Moon by David Tibet;  for Bubblehead by Steven Stapleton and David Tibet.

Our thanks to: Salamah, John Balance, Geoff, Carolyn and Seth Cox-Doree, Michael Cashmore at World Serpent, Nurse With Wound, Current 93, Coil, Henry Boxer and Father Freely— the Clamming priest of the Great White Way!

	CURRENT  93
	In A Foreign Town, In A Foreign Land
	1997
	59:00
	label: Durtro/Ourobouros

1. His Shadow Shall Rise To A Higher Place

2. The Bells Shall Sound Forever

3. A Soft Voice Whispers Nothing

4. When You Hear The Singing, You Will Know It Is Time

Current 93 near the Northern border: Christoph Heemann; Thomas Ligotti; Steven Stapleton; David Tibet. Our thanks to David Kenny for additional guitar, Jem Noble for tuba, Andria Degens and Shirley Collins for vocals. Mixed by Steven Stapleton and Christoph Heemann. Engineered by David Kenny. Text by Thomas Ligotti.

	(CURRENT  93)
	FIRE + ICE:

“Seasons of Ice”
	1998
	60:00
	All tracks previously unreleased*; recorded: 1994-98.

Ian Read [v]; Michael Cashmore [g]; Matthew Butler [k, perc]; Katherina [v]; a.o.

	CURRENT  93
	Current Ninety Three
	1999
	56:18
	Current 93: 

An Introduction To Suffering

Judas As Black Moth

All The Pretty Little Horses
Calling For Vanished Faces

The Cat Is Dead

Moonlight, Or Other Dreams, Or Other Fields

In An English Garden 

The Flower Is RedRobed 

Et In Arcadia Est

By Michael Cashmore: 

Two Pieces

A Silence Song, Silent 

Christoph Heemann: 

Lazy Moon Part I 

Lazy Moon Part II

Tracks 1, 11 and 12 are out-takes or alternative vocal versions from Soft Black Stars. Tracks 2, 3 and 4 are out-takes or alternative vocal versions from All The Pretty Little Horses: ThelnmostLight. Tracks 5,7 and 9 are pieces recorded by Michael Cashmore in early 1999. Tracks 6, 8 and 10 are sketches for a discarded album by Current 93; some later turned up in a different form on Musical Pumpkin Cottage by David Tibet and Steven Stapleton. Tracks 13 and 14 were begun by Christoph Heemann during the Soft Black Stars sessions, and completed in early 1999. I decided to release these tracks by Current 93 as they were versions that I liked a great deal, but which did not make it finally on to the relevant albums as they did not fit in with the overall atmosphere which I sought to create over the entire work. The tracks by Michael Cashmore and Christoph Heemann all have some connection to the recording for Soft Black Stars, and we felt that it was important that they should be heard by those who have some interest in our work. The line-up on the Current 93 tracks is as on the albums concerned; Michael Cashmore's pieces are all solo works; Christoph Heemann provided the violin, electronics and organ on his two tracks, and David Tibet the hurdy-gurdy.

С этого диска можно взять 3 – 4 хороших вещи: №(12), 14, 13, 9 (=33’26’’)

	CURRENT  93
	Sleep Has His House
	2000
	62:42
	label: Oroubouros/Durtro

1. Love's Young Dream 3:02

2. Good Morning, Great Moloch 3:29

3. The Magical Bird In The Magical Woods 8:46

4. Red Hawthorn Tree 4:33

5. Immortal Bird 6:32

6. Niemandswasser 6:09

7. Lullaby 1:44

8. Sleep Has His House 24:17 (to the memory of my father)

9. The God of Sleep Has Made His House 4:32 (adapted from Confessio Amantis by John Gower)

Michael Cashmore - all instruments 

David Tibet - vocals, harmonium 

Steven Stapleton - the world

All music by Michael Cashmore, except 8 by David Tibet. All lyrics by David Tibet with the exception of 9.

	CURRENT  93
	“I Have A Special Plan For The World” / “Faust”
	2000
	58:03
	“I Have A Special Plan For The World”  22:01

Current 93: Bungalow Bill, Andria Degens, Thomas Ligotti, Purtle, Steven Stapteton, David Tibet. Text by Thomas Ligotti. Sound by Current 93.

(p) Ouroubouros 2000 (c) Current 93 2000 DURTRO 048CD

'FAUST' 36:00

For this, the Final: Current Ninety Three: David Tibet, Steven Stapleton, Andria Degens, with the assistance of Alice and Helen Potter. Mixed bu Steven Stapleton and David Tibet.

© Current Ninety Three 2000 Durtro 060CD
Count Eric Stenbock (1860-1895) member of the Estonian branch of a noble Swedish family, was the most extraordinary of the decadent writers who flourished in London at the end of the nineteenth century. During hes brief life he was responsible for three small valumes of melancholy and suicidal verse, suffused with Catholicism, homosexuality and a longing for pain and death, and one extraordinary book of short stories, Studies of Death, in which he developed these themes into unhappy and haunting vignettes. By the time of his death from drug addiction and alchoholism, he was absolutely reliant on his confessor and was accompanied everywhere he went by a life-size wooden doll that he believed to be his son. He lies buried in Brighton Catholic Cemetery. His collected works, published and unpublished, are being reprinted by Durtro. May he rest in the Company of Saints under the loving gaze of God.

	(CURRENT  93)
	NURSE WITH WOUND:

“Sugar Fish Drink (A layman’s guide to Cod Surrealism)
	1992
	79:37
	ambient noise
Cod Surrealism

A distinctly wet aberration on paranoid aesthetics occasionally co-ordinated by John Balance and Steven Stapleton.

This album is dedicated to all cacti and surrealist vegetables of the wilderness, especially Opuntia Tunicata (the jumping cholla).

1. Cooloorta Moon

2. Creakiness

3. I am the Poison

4. Swamp Rat

5. A Piece of the Sky is Missing

6. Nil by Mouth

7. Brained

	(CURRENT  93)
	NURSE WITH WOUND:

“Who Can I Turn To Stereo”
	1996
	50:05
	label: World Serpent

Steven Stapleton a.o. 

a) Tune time machine 2.04

b) Landed at granma's 1.10 

c) Woollen numbness of anaesthesia 6.52 

d) Yagga blues 5 51

e) Livin' fear of James Last 6.56

f) Space funk with springs 6.21

g) Easy Snapping 2.13 

h) Home is where the heart is 5.14 

i) Monument to Perez Prado 0.52 

j) Approaching Darkness fish 3.38 

k) Darkness fish 1.27 

l) The standard of table daddy 7.17

	CURVE
	Doppelganger
	1992
	42:43
	punk-rock 

label: Anxious Records (England)

Toni Halliday [v, words]; Dean Garcia [b, g, k]; + Debbie Smith [g]; Alex Mitchell [g]; Alan Moulder [g]; Monti [d].

Produced by Curve & Flood

Tony – превосходная панк-певица; и вообще всё сделано очень здорово: оригинально и экспрессивно.

	CURVE
	Cuckoo
	1993
	45:56
	 + Sally Herbert [vln]

	CUT
	Popular Music That Will Live Forever
	1997
	56:02
	label: Cut (CD: Cut 001)

Produced and recorded by Ilja Komarov (см. тж. с: NE ZHDALI; LES HALMAS;) at studio Les Halmas, Aug. 1997, Luzern, Switzerland.

CUT: Birger Lohl [el&ac g, mandolin]; Jason Kahn [d, metals, samples, vibraphone]; Gregor Hotz [soprano&bass saxes; alto clarinet, melodica].

contact: jwk@berlin.snafu.de 

Compositions:

close-up

drino

air king

friends like these

twilight furniture / horizontal hold

avanti popolo

les terribles simplificateurs

kleine fische schwimmen langer

der niederwatzer

xero

pop mache

rudimental

	Chris CUTLER
	Three Pieces Suite
	1987
	54:06
	Chris CUTLER – см. тж. с: AKSAK MABOUL; LA 1919; Tim HODGKINSON; GONG; HENRY COW; CASSIBER; Lindsay COOPER; NEWS  FROM  BABEL; The SCIENCE GROUP; LES 4 GUITARISTES DE L' APOCALIPSO-BAR; Bob  DRAKE; Amy DENIO; TOWERING INFERNO; BIOTA;

label: ReR

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

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

	(Chris CUTLER)
	WHEN:

“Black, White & Grey”
	1991
	63:28
	label: ReR

rec. 1990.

Lars Pedersen & Chris Cutler. 

(см. тж. первый WHEN, без Cutler’а)

	Chris CUTLER
	CUTLER / GLANDIEN:

"Domestic Stories"
	1992 
	48:56
	label: ReR

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

	Chris CUTLER
	Chris CUTLER & Fred FRITH:

"Live, vol. I & II"
	1994
	72:46 67:02
	label: ReR / Cuneiform

Cutler: [d, electrics, flotsam]; Frith [g, b, vln, jetsam].

vol. I: "Live in Moscow, Prague & Washington"

vol. II: "Live in Trondheim, Berlin, Limoges"

	Chris CUTLER
	P 53
	1994
	44:08
	avant-garde - Не шумный, утонточённый. Но – энергичный.
label: ReR

Cutler [d, objects, low grade electronics]; Lutz Glandien (см.) [samples, processing]; Marie Goyette, Zygmunt Krauze [p]; Otomo Yoshihide (см.) [homebuilt guitar].

	(Chris CUTLER)
	Lutz  GLANDIEN:

"Scenes From No Marriage"
	1994
	60:55
	label: ReR

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

Composed by Lutz Glandien in 1989-93.

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

	(Chris CUTLER)
	The (EC) NUDES:

“Vanishing Point”
	1994
	53:09
	label: ReR

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

Engineer – Bill Gillonis. 

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

	Chris CUTLER
	Zeena PARKINS & Chris CUTLER:

"Shark!"
	1996
	71:01
	label: ReR / Recommended (UK)

Zeena Parkins (см.): harp, melodica, electrification

Chris Cutler: drums, objects, electrics

1. QEH (tracks 1-15)

2. LINK (tracks 17-29)

(1) recorded live at the Queen Elizabeth Hall, London

(2) recorded live at LINK in Bologna, Italy

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

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

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



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

tracks:

1. 
New Meterors and Pulsars 
 
14:19

Composed by:
 Dumitrescu

2. 
Nouvelle Axe 
 12:26

Composed by:
 Avram


3. 
Life on Earth 
 
13:32

Composed by:
 Cutler


4. 

Black Death and Errors in Construction 
9:35



Composed by:

 Hodgkinson

	(Chris CUTLER)
	The SCIENCE GROUP:

“…A Mere Coincidence”
	1999
	52:57
	label: ReR (Cuneiform / Locus Solus)

www.megacorp.u-net.com 

rec. 1999

Chris Cutler – texts

Stevan Tickmayer – music

recorded, mixed and produced by Bob Drake

Chris Cutler – drums, electronics

Amy Denio (см.) – vocal

Bob Drake (см.) – bass, vocal, guitar, drums

Fred Frith (см.) – guitar

Claudio Puntin – clarinet, bass clarinet

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

	(Chris CUTLER)
	The SCIENCE GROUP:

"Spoors"
	2003
	56:32
	avant-project – авангард (в основном) / авант-рок (без вокала)
label: ReR Megacorp

rec. 2002-2003

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

All titles composed by Stevan Kovacs Tickmayer

	Chris CUTLER
	Chris CUTLER & Thomas DIMUZIO: "Quake"
	1999
	44:43
	label: ReR Megacorp

1. When Crack Appear

2. Gravity Waves

rec. 1999

produced by CC & TD, edited and masterd by TD

	(Chris CUTLER)
	Lutz  GLANDIEN:

"The 5th Elephant

(virtualectric stories)"
	
	53:06
	label: ReR Megacorp

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

composed and produced by Lutz Glandien www.lutzglandien.com

	Holger  CZUKAY – см. в 'Rock': CAN
	
	
	
	


