	Eivind AARSET
	Electronique Noire
	1998
	59:43
	Eivind AARSET - см. тж. с: Mari BOINE; Nils Petter MOLVAER;
acid jazz
label: Jazzland

Eivind Aarset [all guitars: straight, treated, E-bowed, looped, ugly and pretty]; Nils Petter Molvaer (см.) [tp, distorted shouting]; Vidar Johansen [bass cl, s s]; Bugge Wesseltoft [rhodes, dissonant chords]; Kjetil Bjerkestrand [synth]; Johnny Sjo [b]; Kim Ofstad [d].

Мощь такая, как если бы собрались вместе Fripp, Terje Rypdal и Miles Davis. А acid jazz здесь не для любителей попрыгать, но для тех, кто слушает мрачную альтернативную и авангардную музыку.

(см. тж. аналогичные проекты: Nils Petter MOLVAER; Erik TRUFFAZ;).

	John  ABERCROMBIE
	Speak Of The Devil
	1994 
	68:22
	label: ECM

John Abercrombie [g-s], Dan Wall [Hammond B-3 organ], Adam Nussbaum [d].

John Abercrombie - один из лучших современных гитаристов, активно сотрудничает с фирмой ECM, на которой выпускает сольные альбомы и записывается с (см.) Jack DeJOHNETTE, Ralph TOWNER, Kenny WHEELER, Collin WALCOTT и др.

	John  ABERCROMBIE
	November
	1993                          
	69:15
	label: ECM

John Abercrombie [g], Marc Johnson (см.) [b], Peter Erskine [d], John Surman (см.) [ 5 комп.] [bar s, s s, b cl].

	Rabih ABOU- KHALIL
	Between Dusk And Dawn
	1987 
	54:59
	Rabih ABOU- KHALIL - см. тж. с: Michael  RIESSLER;

Музыка идентичного направления – см.: Jo KAIAT;

label: enja

R.A-K.: [oud, fl]; Charlie Mariano [s&a s]; Glen Moore [b](см. тж. в: “Oregon”; “Mokave”); Glen Velez (см.) [Middle Eastern frame drums, bodhran (Irish frame drum), darabukka, perc, overtone singing on №6]; Ramesh Shotham [South Indian perc.: tavil, ghatam, mouth harp, dholak, kanjira]; Christian Burchard [marimba].

  [Имея в своём составе замечательных джазовых музыкантов и используя восточную этно- мелодику, R.A.-K. создает превосходные проекты импровизационного джаза]

  Just like the piano in Western music, so is the oud the composition instrument par excellence. There is hardly a composer in the Arab world who is not at the same time an excellent oud player. The Arabs believed that the resonance of the instrument  was due to the fact that the wood of which it is made had absorbed the warbling of the birds that had once perched on it when it was still a branch of a tree. They lovingly gave the parts of the instrument names of the parts of the body.

  Now, electric and electronic instruments have become the fashion, quantity becoming more important than quality. Compositions have been suffering under the lack of talent, the growth of creativity being stifled by time becoming scarce in a modern society. There are, however, a few culture-conscious groups maintaining the tradition by playing classical Arabic music. Rabib Abou-Khalil’s biography is typical of a new generation of Third World artists who, while living in the Western hemisphere, have contributed significantly to the artistic form of expression in their home countries by demonstrating a new sense of responsibility for their native culture. Abou-Khalil spent his youth in Beirut (Lebanon) in the cosmopolitan climate of the sixties and seventies and started playing the oud at a very early age. In the Arab World this instrument is as popular as guitar and piano are together in the West. Having decided to become a musician, he studied at the Beirut conservatory under the guidance of oud virtuoso Georges Farah and flute with Josef Severa. He continued his classical flute studies at the Munich Academy of Music with Professor Walther Theurer, although the oud always remained his main instrument. He has travelled the entire Middle East, refining his technique by taking lessons with the Syrian masters Michel Awad in Damascus and Abdurahman Jabakji in Aleppo. Especially in his solo performances one becomes witness of a virtuosity that is rare in Arabic music. When working with Arab musicians, Abou-Khalil always chooses the most famous instrumentalists of the Arab music scene who find in this context enough room and appreciation for their improvisations.

	Rabih ABOU- KHALIL
	Nafas
	1988 
	50:33
	label: ECM

R.Abou-Khalil [oud]; Selim Kusur [nay, voice]; Glen Velez (см.) [frame drums]; Setrak Sarkissian [darabukka].

	Rabih ABOU- KHALIL
	Bukra
	1989 
	50:43
	label: enja

R.Abou-Khalil [oud]; Sonny Fortune [a s]; Glen Moore [b]; Glen Velez (см.) [frame drums, perc]; R.Shotham [South Indian drums, perc].

  No electronic device was used; the strange whistling sound (on #4) is Glen Velez’ overtone singing.

	Rabih ABOU- KHALIL
	Roots And Sprouts
	1990 
	67:11
	label: enja

R.Abou-Khalil [oud]; Selim Kusur [nay]; Yassin El-Achek [violin]; Glen Moore [b]; Glen Velez [frame drums]; Mohammad Al-Sous [darabukka].

	Rabih ABOU- KHALIL
	Al-Jadida
	1991 
	58:36
	label: enja

Al-Jadida = The New One

R.Abou-Khalil [oud]; Sonny Fortune [a s]; Glen Moore [b]; Ramesh Shotham [South Indian drums, perc]; Nabil Khaiat [frame drums, perc].

1. Catania

2. Nashwa

3. An Evening With Jerry

4. When The Lights Go Out

5. Storyteller

6. Ornette Never Sleeps

7. Nadim

8. Wishing Well

  Compositions have always been a product of the whole spectrum of a composer’s experience and are therefore closely linked to his cultural background and musical encounters. In Rabib Abou-Khalil’s case, these encounters reach far beyond the range of Arabic and classical music and into the realms of jazz, Japanese and Indian music. This is reflected in his choice of musicians (Ramesh Shotham from Madras, India, for example) and in his compositions. Although complying with the rules of classical Arabic music as regards form, rhythm and mode, they frequently reflect the many different influences. A conviction that musicians should be as versatile as possible as well as personal contracts to Munich-based musicians such as Benny Bailey, Christian Burchard and Mal Waldron encouraged Abou-Khalil to perform his own Arabic compositions with renowned and experienced jazz musicians. Such a cooperation is only possible if the musicians involved are able to fluently read rhythmically and melodically complex scores and to understand unfamiliar structures. Coming from the contrasting jazz idiom with its differing sound formation and phraseology, the player should be able to spontaneously ‘personalize’ the music without falsifying it. The result has proved itself to be unique and certainly outshines everything as yet tried in terms of fusing jazz (traditionally eager to cross boundaries) and Eastern musics. It might easily be as stimulating to the jazz world as, for example, South American music which, by virtue of its accessibility, has introduced jazz to a larger audience. Abou-Khalil’s ballads evoke in the listener fantastic memories of the poetic early periods of of Arab culture. His virtuoso playing has been recommended by critics as “a lesson for jazz guitarists”. Never straining after effect, his technical abilities provide a secure ground for the entire group. “His Western collaborators never give the impression of fulfilling a cultural duty, of being ordered off, as it were, to missionary work in the Arabian desert.” “The enthusiasm and intensity of their collective playing is infectious and, at the same time makes a lot of musical sense.”  Abou-Khalil’s amazing knowledge of Arabic and Western musics and their histories help him in building a bridge between East and West, and in consequence he and his work meet with attention and praise in the Arab as well as the Western world. He himself sees his work as a continuation and further development of  a musical tradition massively threatened by external influences.

	Rabih ABOU- KHALIL
	Blue Camel
	1992 
	61:03
	label: enja

R. Abou-Khalil [oud]; Charlie “Sir Charles” Mariano [a s]; Kenny Wheeler (см.) [fl h, tp]; Steve “Dr. Zvalov” Swallow [b]; Milton Cardona [congas]; Nabil Khaiat [frame drums]; Ramesh Shotham [South Indian drums, perc].

1. Sahara

2. Tsarka

3. Ziriab

4. Blue Camel

5. On Time

6. A Night In The Mountain

7. Rabou-Abou-Kabou

8. Beirut

  The album ‘Blue Camel’ is a meeting point for the musicians from the East, Europe, the USA and Latin America. With them, Rabih Abou-Khalil walks the thin line between jazz and traditional Arabic styles. Although his compositions are modal, using the classical rhythms and modes of Arabic music, they go far beyond the classical idiom in the improvisatory passages. The modality may also be the reason why his music has a slightly floating quality: it eschews harmonic shifts, its movement is horizontal and not, as in Western music, vertical. Furthermore, the improvisations are more rhythm-oriented, based on the exchanges between soloist and percussionist, rather than harmonic development. This poses  a problem for jazz musicians who are used to playing over changes. But it also constitutes the quality of the music: a field of unresolved tensions between different styles and forms of expression which meet in a taut net woven of highly individual voices. Here you will find no tendency for false harmonization and yet this music has an inner stringency, perfectly in line with Antonim Artaud’s demand that everything should be brought, painstakingly, into a furious chaos.

  Nowadays, the formerly distinctive boundaries between cultures are slowly crumbling. The media has shrunk the world to a global village in which everything is instantly available. Turn on the short-wave, and you will experience a conglomerate of classical and pop music, histerical evangelists and non-European musics. Everything blends, and audience and musicians find themselves at the crossroads of simultaneity where space and time are abolished. 

  Historically, the development of jazz is a prime example of the confrontation between musical cultures. After the First World War, black jazz musicians became increasingly aware of their roots. With the support of European intellectuals, the cult of African ‘primitivism’ blossomed and had a decisive influence also on European art and literature. This development had been preceded by the field studies of ethnologists who, in their enthusiasms for the exotic, were looking for the ideal of an ancient self-consciousness, a return to purer origins, to the “green paradise of childhood loves” (Charles Baudelaire) and magical rituals.  “One can assume,” wrote ethnologist and writer Michel Leiris, “that the success [of jazz] was based on the more or less diffuse desire of Western man to rediscover a fulfilment in daily life, one that goes beyond the limitations imposed by an industrialized society. To surrender to the force of compelling rhythms created by the descendants of African peoples, that remained a reflection of the times when the purpose of music was still to encourage, to charm, and to entrance.”  The dangers of an unqualified courting of African or other ethnic cultures, however, were already apparent in the late 1920s to the poet and art theorist Carl Einstein: “More often than not, exoticism is the same as unproductive romanticism... He who lacks ingenuity helplessly paints himself black.”  More than twenty years later ‘world music’ has become the dernier cry among jazz trendsetters. The dream of transcultural unity, of a ‘new age’, was supposed to become the remedy of an ailing civilisation. It turned, however, into a history-negating escape from time that trickled out in exotically scented self-contemplation; a grotesquely escapist cul-de-sac of meditation muzak.

   ... Archie Shepp played with a group of native Tuareg musicians... Duke Ellington’s “Jungle Style” whose orchestral novelties were for many contemporary listeners equivalent to African music... Most of these attempts at approaching an ethnic idiom failed musically. It was free jazz that opened up the necessary spaces and instrumental techniques for further development as it adopted musical elements and foreign instruments from Africa and other cultures (India one day, Bali the next, according to the winds of fashion). This movement — to discover the unfamiliar and integrate it into one’s own music — also had a little-noticed side-effect: non-African jazz musicians now began taking the music of their home countries seriously. Argentinian saxophonist Gato Barbieri, for example, found his way back to the music of his country via free jazz. In the notes to his record “The Third World” he writes: “I have gone a long way around to discover something that has always been with me but which I thought could only be found somewhere else. Now, so many things are coming together — the blackness of jazz, my own nativeness.”

  Rabih Abou-Khalil has long been a commuter between cultures. When he first came to Germany, he studied political sciences and classical flute. “I asked myself, who wants to listen to the oud in Europe. But soon I noticed that I could express myself a lot better on the oud, more naturally and with more ease, and found that people here are more interested in hearing Arabic music than in listening to just another non-European classical flutist.”  He is, of course, aware that this interest is often limited, even among musicians, to the thrill of the new and exotic. Many attempts to reconcile musicians of different cultural spheres have failed because the understanding of the other’s music was limited to superficial fascination; its soul remained hidden because the players were looking merely for another means of expressing their own emotional gestures. “The cultural progress,” says Abou-Khalil, “has always been stimulated by the encounters between different cultures. Leaving out the essential elements of a music, however, often leads to musical subservience. Monophony, for example, is an important characteristic of Arabic music. By putting chord changes into it, it takes on a counterfeit nature and loses its essential spirit. However,  music of the First World is much less foreign to the Third World than vice versa, because it was forced upon it, and the people there believe that if they want to be respected they must try to emulate it. Thus they often come out satisfied with poor imitations.”  The integration of foreign cultural phenomena should be a two-way process. With regard to Middle-Eastern music, the situation does not become less complex with the lack of differentiation. On the one hand, there are musicians who disassociate themselves completely from tradition, trying to embrace their own visions of the West, while, on the other hand, there stand a number of self-appointed custodians of classical Arabic music. These fundamentalists even enjoy the sympathies of Western musicologists who believe that Arabic music can only be savoured if it sounds as it did a century ago, while  applaying totally different standards to their own culture. Abou-Khalil moves between the most disparate fronts: in his own country between the Arab keepers of a glorious past, the confused copycats, and in our hemisphere he stands between the demands and expectations of Western esoterics and serious efforts for an understanding of Arabic music.

	Rabih ABOU- KHALIL
	Tarab
	1993 
	60:56
	label: enja

R. Abou-Khalil [oud, voice]; Selim Kusur [nay]; Glen Moore [b]; Nabil Khaiat [frame d, perc]; Ramesh Shotham [South Indian drums, perc].

  Rabih Abou-Khalil has long made a name for himself in the Arabian avant-garde. His music disregards all conventions and cannot be categorized into any established musical directions. Where Arabian instrumentalists are content to imitate vocal techniques, Abou-Khalil is actually enhancing the technical possibilities of the oud, and searching for new forms of expression in Arabian instrumental music. Although his music closely follows traditional rules in form, rhythm, and modes, he succeeds in performing his music with musicians from different cultures, from jazz musicians to the Kronos Quartet. But what is most important — his spiritual ties to the early Arabian art music are always perceptible. Abou-Khalil cherishes working with the grand old masters of Arabic music, continuously fostering the link to his cultural roots. In his music tarab, that stirring of the soul, in the Arab world so closely associated with lamentation and yearning, is always present. Such emotional and lively music born in multy-cultural co-operation, demands a mutual agreement in conception, feeling and understanding of music.

  The origins of Western culture can be traced back to the ancient cultural values of the Eastern civilizations. At all stages in the history of Western culture and art there existed close links with the East. The Mediterranean region excerted a crucial influence on the West in the millenium of reciprocal interrelations between the Orient and the Occident. As far as poetry and music were concerned, there had never been any real barriers between them in the heyday of the great Mediterranean cultures. Herodot expressed his surprise at discovering that, despite all the differences in cult, manners, and customs, there existed close ties in the field of music. Under the rule of the caliphs of the 7th and 8th centuries, Arabian music, through the integration of elements of Arabic-Semitic, Byzantine-Hellenistic, Persian, and African elements, developed from a regional folk art into a musical culture in its own right. This development was undoubtedly one of the main reasons for its great maturity and its subsequent impact on so many other musical cultures.

  In early Andalusia, Visigothic influences merged with the music of the Berber and the refined Umayyad tradition. Arabian instruments, often Asian in their origin, such as the lute (oud), or the early form of the violin (rabab) as well as the trumpet, the horn, the guitar, the zither, and the tambourine were introduced to Western Europe. The works of the most famous Arab musicologists of the 8th and 9th centuries became more accessible to Europe after they were translated into Latin. The sound of the newly introduced instruments, tuned after the Arabian model, ignited a musical revolution in Western Europe. The knowledge of the principles of rhythm and the relationships between notes (intervals, modes) also influenced the works of Franco de Colonia (circa 1190), the founder of the Franconian musical notation. There are many indications that the mediaeval instrumentalists played in the manner and the style of the Middle Eastern musicians who accompanied singers. Contemporary sources from the early years of troubadour poetry mention that Moorish minstrels who sang and wrote in Arabic were active at the noble courts in Christian Spain and played regular concerts even in the French Provence. In the 16th century, while Europe experienced the sudden elevation of music to a high art, Arabian music came to a virtual standstill. The nature of the adopted Eastern Christian liturgy changed through the addition of polyphony and the introduction of new compositions. In the following era of virtuosity a distinction between interpreter and composer emerged. Western musical development gradually broke away from Oriental aesthetics. French artists considered the East an exotic dreamland in which one could indulge safely in unrestrained fantasies. But the flourishing of desert romanticism was only a passing fashion, because the stylistic means of the composers remained too rigidly tied to the expectations and the prejudices of their times. Every musical art that did not conform to the melodic, rhythmic, and harmonic structures of Western music was arrogantly dismissed as primitive. In 1851, at the time when the first world travelers started recording the melodies of the different peoples in their own environment, Hector Berlioz stated  disparagingly: “Musically, the Chinese and the Indians are still in the depths of barbarity, lost in almost infantile innocence. What the Orientals call music, we would call caterwauling. To them the hideous is the beautiful.”  A Hindu scholar, Dvarkanath Tagore, mentioned in an interview in Paris in 1844: “When I heard Italian music for the first time, I could not hear any music in it at all; but I kept listening until I learned to love it, or — as you would say — understand it. We try to understand and appreciate everything that comes out of Europe, without putting down our own achievements. If you would study our music like we study yours, you would discover just as much melody, rhythm and harmony in it.”

  In our modern civilized world there is little left truly exotic. If we could learn to rid ourselves of our prejudices and look beyond our limited field of vision, we would be overwhelmed by an as yet unknown diversity of experiences. We would become hesitant in our judgment of the world out there. There are some composers in the East as well as in the West, who try to overcome deep-seated prejudices in their societies and thus reach new horizons. In the 2nd half of the 20th century, they seek new paths in trying to reach their ideal of truly understanding universally oriented music. Far from following fashions or imitating blindly, they achieve a truly individual form of expression through their creative study of the music of distant but no longer foreign regions. In some cases they even exert a real stylistic influence.

	Rabih ABOU- KHALIL
	The Sultan’s Picnic
	1994 
	52:38
	label: enja

R.Abou-Khalil [oud, bass oud]; Howard Levy [harmonica]; Kenny Wheeler (см.) [tp, fl h]; Charlie Mariano [a s]; Michel Godard [tuba, serpent]; Steve Swallow [b]; Mark Nauseef [d]; Milton Cardona [congas]; Nabil Khaiat [frame drums].

«Let our turn be now

our book is on the rise

and it is not mere print

but a prophecy that grows

and grows...»        (Adonis)

   The most exciting jazz is now found on the fringes of the form, where it is scarcely jazz at all. Beyond this, in the interstices of world music, jazz is apparent as a determining trace, one element in shifting, multi-valent compounds. This is where some of the world’s greatest musicians – musicians who feel at home anywhere – meet as equals (not to play second fiddle to Paul Simon). It is in this crucible of the future, that we find Rabih Abou-Khalil: born in Beirut, based in Munich and accompanied, on this album, by musicians from America, Canada, France, Syria. These nine musicians have produced a wholly new music. New, not just in the sense that nothing quite like it has been heard before but in the sense that it could not have come into existence a moment before it did. It is music of its time; if it appears ahead of its time that is because so much new music lags far behind its time. There is nothing experimental about it. In all the arts, this laboratory word has come to connote a procedure where novelty seeks to disguise the uncertain or arbitrary nature of the undertaking. Abou-Khalil is not experimenting; he is searching. It is a search driven by rhythm and drenched in tradition. Traditions rather: of Arabic music, of jazz, of the blues. So: A forward-looking music that is thoroughly steeped in the past. «Thank God I’m not free,» wrote D.H.Lawrence, «any more than a rooted tree is free.»

The texture of sound on ‘The Sultan’s Picnic’ is created by a choice of instruments that seems eccentric to the point of perversity. In recent years, musicians like Henry Threadgill and Arthur Blythe have tried out some unorthodox instrumentation, with varying degrees of success. The strange, unheard of instrumentation on this album, however, sounds immediately familiar, as if it is the most natural combination imaginable, as if the music itself has determined the instruments that create it. The ensemble does not settle into a groove, they plunge into it. What’s important, we realise, is not the instruments but the musicians. [...] Abou-Khalil has also extended his instrumental range – dounwards. On this album we hear, for the first time, a bass so deep it’s subterranean. Deeper than the blues even, a call that is all the time subsiding into itself. What it is laying down that bottomless bottom? The bass-oud, an instrument that doesn’t exist, or didn’t exist until Abou-Khalil had one made. It’s heard on its meanest on the brooding ‘Solitude’ (#2), a title which consciously echoes Ellington’s famous ballad. The ballad, it seems to me, is almost exhausted as a form. What remains, are departures. But which I mean that all successful ballads now are departures from the idea of the ballad. 

«Trees bow to say goodbye,

Flowers open, glow, lower their leaves to say goodbye,

Roads like pauses between the breathing and the words say goodbye...»

The ballad, Abou-Khalil reminds us, is a form that is forever being left behind. This is why its survival is ensured. By the same logic, if this is one of the most exciting jazz albums of recent times, that is precisely because, in any kind of limited sense, it is not a jazz album at all.     

-- Geoff Dyer, 1994.

	Rabih ABOU- KHALIL
	Arabian Waltz
	1996 
	58:08
	label: enja

Rabih Abou-Khalil [oud]; Michel Godard [tuba, serpent]; Nabil Khaiat [frame drums]; The Balanescu Quartet (см.): Alexander Balanescu [violin]; Clare Connors [violin]; Paul Martin [viola]; David Cunliffe [violoncello].

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

	Rabih ABOU- KHALIL
	Odd Times
	1997 
	64:16
	label: enja

Rabih Abou-Khalil [oud]; Howard Levy [harmonica]; Michel Godard [tuba, serpent]; Mark Nauseef [d]; Nabil Khaiat [frame drums].

  We live in a world where musical tradition is increasingly hard to find undiluted. Increas​ingly, musical tradition is perceived and used as mere base metal for today’s high-tech alche​mists: An Indian webcast of thaat ragas is beamed through thousands of miles of sub​marine fiber-optic cable and downloaded by a Japanese DJ for a future mix, mbiras are cloned from fiberglass by the score in Zimbabwe, and Edgar Varese’s name is invoked daily as the latest electronica act’s elevator shoes to nobility.

It is a rare tonic and a delight, then, to hear a traditional, non-Westem music played straight and bracingly contemporary in subject matter, without the veneer of say, a Bill Laswell jungle treatment. The music of Lebanese-born oud virtuoso Rablh Abou-Khalil mines this vein flawlessly. A poet of the oud, Rabih Abou-Khalil does with the Arabian instrument what Piazzolla did with the accor​dion—liberates it from its traditional roots, pushes its compass, galvanizes it with the dynamism of the 20th century, and makes it talk, coaxing desolate ballads of extraordi​nary beauty, and gutsy, headlong blues from its pear-shaped body and eleven strings. His mesmerizing modal explorations are like a cross-section of musical history, stratified layers of influences from ancient Arabic scales through the canon of Western classical composition and the fire and brimstone of avant garde jazz. Rabih Abou-Khalil taps the djinn of the jazz improvisor, and keeps him under tight rein, bringing things to a boil but never quite letting the lid off the pot. Like the perverse casting of wild man Screamin’ Jay Hawkins as an uptight hotel clerk in Jim Jarmusch’s film Mystery Train, this gives the resulting music a flint-hard, incandescent edge. Add to this a strikingly eclectic palette of instruments – oud, tuba, harmonica, drums – and what results is a haunting and alien music, located in an interzone between east and west, steeped in the past but churning with the anxieties and thrill of the present. Rabih Abou-Khalil urged me not to write about the past, or to dissect the music on Odd Times track by track. I agree; this is not the place for dusty history. This is the present. These indeed are Odd Times. The music here has that sense of urgency. Lennon once sang of “Norwegian Wood”; the music that pours from Abou-Khalil’s oud is closer to Macassar ebony: solid yet porous, a finely-grained, beautiful wood with a lustrous finish, shot through with wild streaks. Its rarity, lightness and strength make it the most prized of exotics.    – Andrew Jones

 There is the world that we know – or think we know. There is music, that vast, bottomless realm beneath human consciousness. And, off to the side, there is world music, this entity and phenomenon whose very name eludes logic. At root, the term implies a kind of disturbing, what-else-ls-new ethnocentricity at work: world music, in some way, can be described as music from outside of the First World, a western perspective on culture existing beyond its prescribed boundaries. If there’s a lesson to be gleaned from the post-McLuhan era global body politic, it is that we are wary villagers, connected by the tentacles of technology and concerns of a world grown increasingly accessible, but unsure of how to deal with the knowledge. With accessibility comes the potential translational confusion. And so, world music takes on an unstoppable life within the musical marketplace. It’s a world of great potential liberation, venerable tradition, and semantic befuddlement. What, then, to do with – and what to make of – the music of Rabih Abou-Khalll, the Lebanese oud player who  , over the course of now twelve albums of his music, has created a place to call his own? Within his music, in a parallel universe to the thing we call jazz and the more nebulous thing we call world music, Abou-Khalil takes the oud to new heights – or should we say breadths? To coin a phrase, he wails on it. Guitar lore celebrates those players who combine gymnastic plectrum work and that certain gut-level intensity and rightness; this guy has that quality. Just as difficult to ignore are Abou-Khalil’s roots, which reveal themselves all along the way in his music. Abou-Khalil calls his new album Odd Times, but the “odd” Is a doppelganger qualifier, a social statement, and an in-joke, all rolled up into one. There’s nothing odd about the odd time signatures which casually dot the land​scape of this music, anymore than the term “world music” aptly describes the alchemical process by which the elements of the music come together, naturally and without need for apology. He has found willing and handy allies in the mission. Odd Times opens with Howard Levy’s chugging harmonica riff, the locomo​tive breath of Americana, evoking hopeful trains and unrepentant locusts. An old hand at rhythmic mediation, Mark Nauseef navi​gates his way through the music on drums, abetted by Nabil Khaiafs frame drum parts, creating a kind of sleek rhythmic chassis that never strains under the weight of multi-cultu​ral. Michel Godard’s low range urgings and honkings supply a bass presence that links the music to American marching band aesthe​tics (Sousa, et al.), and also the elephantine brass instrument’s rightful place in the ear​liest jazz ensembles as well as more adventu​rous new ones. Reduce this band to its essen​tial elements, and you have a globalized en​semble, touching on many traditions while carving out its own, invented as it goes. Abou-Khalil is, in the end, less concerned with applying to world music attitude than with constructing his own world of music, with its own inner logic. In any art form, that’’ the ulti​mate aim: to draw on the tools and language around the artist, but to manipulate norms and expectations in such a way that we, the audience, are happily thrust into a new dimension. We pay visits to these dimensions, returning to our own ““orld,””refreshed and slightly shaken.   –Josef Woodard

	Rabih ABOU- KHALIL
	Yara
	1998
	55:44
	label: enja

Rabih Abou-Khalil [oud]; Dominique Pifarely [vln]; Vincent Courtois [cello]; Nabil Khaiat [frame drums].

	Rabih ABOU- KHALIL
	The Cactus of Knowledge
	2001
	66:22
	label: enja

Rabih Abou-Khalil [oud]; Eddie Allen, Dave Ballou [tp]; Tom Varner [fr h]; Dave Bargeron [euphonium]; Michel Godard [tuba]; Gabriele Mirabassi [cl]; Antonio Hart [a s]; Ellery Eskelin (см.) [t s]; Vincent Courtois [cello]; Nabil Khayat [frame drums]; Jarrod Cagwin [d]; Walter Quintus [sound engineer].

	Rabih ABOU- KHALIL
	Il Sospiro
	2002
	66:22
	label: enja

All compositions written and performed by Rabih Abou-Khalil

	Muhal Richard  ABRAMS 
	Levels And Degrees Of Light
	1967
	43:10
	Down Beat 48th Annual Critics Poll: Electric Keyboards Of The Year TWDR (2000)
Muhal Richard  ABRAMS -- постоянный победитель “DownBeat readers/critics poll winners” в категории: Composer

Muhal Richard  ABRAMS - см. тж. с: Anthony Braxton, George Lewis

label: Delmark Records (Chicago)

Muhal Richard Abrams [cl, p]; Anthony Braxton (см.) [a s]; Leroy Jenkins (см.) [vln]; Maurice McIntyre [t s]; Gordon Emmanuel [vibes]; Charles Clark [b]; Thurman Barker [d]; Penelope Taylor [v].

 This album is the third in a series of AACM efforts. «All these musicians are kindred spirits,» said Abrams. In the tradition of the true musician, Abrams hopes the music on this disc speaks for itself; he offers no explanations of, or guides to, the work. When pressed for a statement of intent, he did render an indication as to the collective nature of the venture: «I think the musicians involved tried to join their thoughts to mine. We tried to join together in a kind of prayer. This recording constitutes the capturing of a moment in that constant prayer. What is here is what we are and what we hope to be.»

	Muhal Richard  ABRAMS
	«Young At Heart» / «Wise In Time»
	1969
	51:17
	label: Delmark Records (Chicago)

1. Young At Heart .... 29’ 20’’ -- Richard Abrams [solo piano].

2. Wise In Time ......... 21’ 52’’ -- Richard Abrams [p]; Leo Smith [tp, fl h]; Henry Threadgill (см.) [a s]; Lester Lashley [b]; Thurman Barker [perc].

[...] Of the quintet that plays «Wise in Time,» Lester Lashley had been with Abrams almost from the beginning of the Experimental Band. Originally a string player, Lashley also became a trombone virtuoso—his solo in Roscoe Mitchell’s Sound was an important break​through in jazz—and he was a bassist and cellist of rare power and intensity. Altoist Henry Threadgill had played with Abrams early in the decade, and his first AACM contact came when Anthony Braxton played a Threadgill solo saxophone composition in a concert. By the end of the decade Threadgill was back in Chicago;

this is his first recording. While Thurman Barker was the youngest in the group, he had been especially active with Abrams, Jarman, and Braxton, providing not only rhythmic mo​mentum, but waves of percussion color. Leo Smith absorbed modernists like Don Cherry, Booker Little, and Lester Bowie while creating his original trumpet lyricism; originally from Mississippi, a veteran of army bands, he became a Chicagoan and an Abrams associate in 1967.
The quintet piece «Wise in Time» opens with quiet metal percussion. As the flux of rubato sound gathers density, breath is blown through a trumpet, becoming incarnate via the great sensitivity of Leo Smith: This poise, this feeling for the relations of sounds in space and for the growing complexity of the melodic line (now punctuated by Barker’s warm cymbals) is itself an innovation in the jazz sensibility. A fast tempo appears with a long-toned theme, over powerful bass and drums, and then Henry Threadgill’s alto—his short phrases are harsh, thorny, and his future soloing would expand upon the variation-repetition form he uses here. Note Abrams’ piano solo, for in those days there was nothing else like it in jazz—the long, unbroken line in tiny note values, the light touch, the waves of sound that grow in disturbance, and yield agitation in Barker’s accompaniment. Though the piano dissolves, the energy of bass and drums continue in an exultant duet, before the performance itself fades into, again, quiet percussion.

Remember that free improvisation was still a leap into the unknown in 1969. It’s typical of Abrams’ sense of adventure that he already improvised without fixed tempo, meter, theme, or harmonic structure. If «Young at Heart» was another revelation to listeners, Abrams says, «It just flowed from the way I live.» Especially for listeners familiar with the dissonances and complexity of, for example, Cecil Taylor’s kind of freedom, Abrams’ freedom here is surely a surprise. It’s an impressionist journey with quiet, lovely harmonies, arpeggios, and fragments of melody, modulating at will. An ongoing thread is provided by his contrasts of momentum, of texture, of consonance, of dissonance. There are busy passages with treble complexity over stabbing bass, or spatters of tone clusters; there are passages of swing piano, as well. And it returns again and again, and concludes, with the quiet and well-being of its pastoral beginnings.

A few weeks after this recording, Leo Smith was in France with Anthony Braxton and Leroy Jen kins, to begin the AACM’s widespread impact on the jazz world at large. In times to come Lashley, an artist and teacher, would only sometimes return to music, while Barker, Threadgill, and Abrams would continue to play in Chicago for several years—Threadgill in Air and Abrams’ bands, including the hot Abrams sextet that played weekly at the Jazz Showcase.

By the ‘80s the three had, separately, followed the example of Louis Armstrong a half century earlier, and left Chicago for New York. There, says Abrams, «people come to buy, from all over the world. For some reason they seem to think that if it’s from New York, it’s worth buying.» Young At Heart/Wise In Time captures these players when their music was yet new to most listeners. Since then the ways of feeling these players introduced in 1969 has been a major element in modern jazz; knowing this only adds to the glow of the album.

john litweiler
Author, The Freedom Principle and Ornette Coleman: A Harmolodic Life (Da Capo)

	Muhal Richard  ABRAMS
	«1-OGA+19»
	1978  
	42:19
	label: Blak Saint

Muhal Richard Abrams [p, v, synth]; Antony Braxton [a&s sax, fl, cl, v (left)]; Leonard Jones [b, v]; Steve McCall [d, perc, v]; Henry Threadgill [a&t sax, fl, v (right)].

	Muhal Richard  ABRAMS
	Spihumonesty
	1980 
	29:56
	label: Black Saint

M. R. Abrams [p, k]; Jay Clayton [v]; Leonard Jones [b]; George Lewis [trb, sousaphone, k]; Roscoe Mitchell [a s, fl]; Amina Myers [p, el p, organ]; Yousef Yancey [thermin].

	Muhal Richard  ABRAMS
	Mama And Daddy
	1980 
	31:38
	label: Black Saint

M. R. Abrams [p, k]; Baikida Carroll [tp, fl h]; George Lewis [trb]; Wallace McMillan [a&t s, fl, conga]; Vincent Chancey [fr h]; Bob Stewart [tuba]; Leroy Jenkins (см.) [violin]; Brian Smith [b]; Andrew Cyrille [perc]; Thurman Barker [d, marimba, perc].

	Muhal Richard  ABRAMS
	Rejoicing With The Light
	1983 
	77:07
	label: Black Saint

M. R. Abrams [p, conductor]; Janette Moody [soprano voice]; Craig Harris [trb]; Baikida Carroll [tp, fl h]; Vincent Chancey [fr h]; Howard Johnson [tuba, bar s, contra bass cl]; Marty Ehrlich [a s, fl, Bb cl, bass cl]; Eugene Ghee [t s, Bb cl, bass cl]; Patience Higgins [Bb cl, a cl, bar s]; John Purcell [piccolo, fl, a s, oboe, Bb cl, bass cl]; Abdul Wadud [cello]; Jean-Paul Bourelly [g]; Rick Rozie [b]; Warren Smith [vibes, timpani, perc]; Andrew Cyrille [d].

  Anthony Braxton:  What we have here are intentions: That being creative music as an offering to stimulate cosmic and vibrational awareness (change and growth) and participation as a basis for better understanding responsibility. Muhal’s music in this context can be understood by viewing the structural diversity and conceptual focus underlying its state of being (and or music type) or by gaining insight into its reality assignment. The world of composition in this context moves to open new territories (which are old territories) for us to learn about – expanding our amazement at what music can do. In this state of being it is sometimes possible to better appreciate the ‘wonder of things’ – as well as hear ‘those voices telling you to come back’. There are ‘purposes’ for these ‘matters’ – which is to state – the existence of music comments on – and indeed affects – all ‘doze things you thought you’d forgot...’.  The real challenge of the creative musician is not only to strive for total dedication and honesty in one’s work but also to establish an involvement that spans the life of that individual. This effort, of course, must be pursed through-out all of the different cycles related to one’s cultural focus and one’s life path. Too often the reality dynamics of the performing arts are constructed only for the special focus of ‘that which is perceived as hip’ as opposed to ‘that which is about something’ – or the concept of life’s commitment. For this reason I have come to especially appreciate those individuals whose vision of involvement transcends the moment – and whose values are not up for grabs. For it is understood that the realness of dedication is not always ‘surfacely’ glorified by the greater culture – including in some cases one’s own peers – and with the extra real burden of poverty, the life of the creative musician has its own special dynamics. I write this not as a basis to proclaim special treatment for the creative musician, nor do I mean to overly emphasize the difficult aspects of this subject – the challenge of striving for creative growth is real – but that is not all there is to it.  The concept of ‘life’s commitment’ is a relevant concept when applied to individuals like Muhal Richard Abrams. And I do not mean this on only one level. I have had many opportunities to experience Muhal’s activity in different contexts since my first encounter with him at the Lincoln Center Performing Space in Chicago in 1967. Since that meeting I have experienced a spectrum of universes from his creativity – from string quartet music to a production of one of his plays. In the course of my sixteen years involvement with Muhal, I have experienced the dynamics of big band music as well as the wonder of stride piano, and along the way, Muhal’s spiritual insight has on more than one occasion been a major factor in my own unfolding universe. I mention the various aspects of Muhal’s activity not simply to extoll accolades but only to state that the work of this most important artist is not limited to either one focus or one ‘style’.  What we have here are intentions: That is – creativity and world unification are not toys to be utilized for the amusement of the ‘soaps’ – there are people here you know. All kinds of things happening in this plane – from the changing of the seasons to feelings about ‘each other’ and the wonder of creativity is not separate from the nature of things. In Muhal’s music I hear voices about the future – from the ancients. I’ve always heard those voices in his work.

	Muhal Richard  ABRAMS
	Blu Blu Blu
	1991 
	41:35
	label: Black Saint

Muhal Richard Abrams [p, k, conductor]; Joel Brandon [whistler]; Jack Walrath [tp]; Alfred Patterson [trb]; Mark Taylor [fr h]; Joe Daley [tuba]; John Purcell [a s, fl, cl]; Robert De Bellis [a s, cl, bass cl]; Eugene Ghee [t s, cl, bass cl]; Patience Higgins [bar s, fl, cl]; David Fiuczynski [g]; Brad Jones [b]; Warren Smith [vibes, timpani]; Thurman Barker [d].

Muhal Richard Abrams’ formation of the Experimental Band in 1962 and co-founding of The Association for the Advancement of Creative Musician (AACM) in 1965 signalled a major step in the evolution of world music as produced and created by Black musicians. [...] Muhal Richard Abrams, whose ideas and visions from his earliest statements on ‘Levels and Degrees of Light’ to this recording we are privileged to share, continues to play a major role in shaping a vision of greater world music.

	ABSTRACT TRUTH                                     
	Beginnings
	1994                            
	46:53
	Cовременный инструментальный fusion с большой долей импровизации.

J. Purcell [t s]; H. Pepl [g]; K. Davis [b]; R. Burrage [d]; P. Zauner [trb].

	George  ADAMS,  Don PULLEN
	Don’t Lose Control
	1979 
	39:13
	G. ADAMS — см. тж.: ORANGE  THEN  BLUE;  PHALANX; 

fusion;  №4: free-fusion

label: Soul Note     

George Adams [t s, fl, voc], Don Pullen (см.) [p], Cameron Brown [b], Dannie Richmond [d].

D.P. and G.A. — two players with an awful lot in common. Both have no-nonsense approaches to their instruments, both can play comfortably in almost any jazz setting — be it gutsy, greasy blues, smouldering hard-bop or extended stratospheric solos in a free vein — and both have put in time with Charles Mingus. When Adams and Pullen get together, or, for that matter, whenever either of them perform anywhere alone, excitement is going to be in the air. The fact that this excitement can be harnessed in a recording studio is only to our good fortune. “I got me a PhD working with Mingus”, says George. “Psychology of music and everthing. I can remember him saying, ‘Set goals higher. If you’re going to set a goal, set it in the distance where you’re going to have to reach for it‘. He said if the sing was too easy and you could do it right away, you could accomplish it right away, it didn’t mean that much. He said, ‘Give yourself enough space where you can grow and reach for your goal‘. You know, one of the last things Mingus said to me when he was alive, was, ‘Well, don’t be like all the rest of the whores‘. Those words stuck in my mind. I didn’t ask him for no translations, but I knew what he was talking about”. Listen to “Don’t Lose Control” — you’ll know what he was talking about, too.        /Lee Jeske/

	George  ADAMS,  Don PULLEN
	Breakthrough
	1986 
	53:13
	label: Blue Note

Don Pullen (см.) [p]; George Adams [t s]; Cameron Brown [b]; Dannie Richmond [d].

Don Pullen appeared, mid-sixties, almost in full stride. He was part of the social and aestetic eruption that lit up world skies during “the 60’s.” There is a searching bluesiness in Don which roots even his stunning pianistic runs and chromatics in the real, the concretely blue. For me, the pianistic pyrotechniques of Art Tatum and the crack-the-sound-barrier runs of Bud Powell are Pullen’s obvious double-jointed Godfathers. Don says it was Ornette Coleman and Eric Dolphy, two new music classicist who were most influential on his playing. These are iconoclasts, one an innovator, the other a master of the new learning. Pullen, and the Adams – Pullen group play, as drummer Dannie Richmond has said, “something for everybody”, but at the same time it’s obvious that are more useful to commerce than deep communication, not are they of that boring school that thinks stylistic innovation must carry obscurity and abstraction as ends in themselves. Important innovation has to do with “making sense at higher and higher speeds”, so to speak. But it is more information, broader, more sensuous registration, expression on a different or further emotion/ “idea”. At times the band seems to play a music, especially Pullen, that is closer to some aspects of the concert hall than the barrel house. But jazz is America’s classical music, a profound artistic genre of Afrikan – American invention. And as such it has yoked together, blended, absorbed every obvious musical trend since the Great Atlantic tour which brung us here. So the Pullen – Adams group demonstrates how at one point in American space, East and West have already met, to great aestetic advantage. Those players are “avant garde” stars at the same time they are journeymen blues-soaked jazz players. For all of their “outness”, they have all come from musical backgrounds and counting bread and butter supplying gigs that are decidedly “in”. For instance Don was schooled in European concert classics, but also has been schooled in the famous or infamous bar organ trio or quartet form which passes too frequently as an all purpose musical panacea in Black urban communities.

George Adams, tenor, flute, vocals, met Don in an Atlanta club the Royal Peacock. Pullen was gigging with Syl Austin in the 60s and Adams had come up from Covington, Ga. to play with folks like Clyde McPhatter, Jimmy Reed, Little Walter. It was at Don's urging that Charlie Mingus hired Adams in 1973, after hiring Don the year before.

George, Don and master drummer, Dannie Richmond all hooked up eventually in the Mingus band. Richmond, of course, was Mingus' alter ego. "Mingus wouldn't even play, unless I was there." But all have musical backgrounds rooted in blues and rhythm-and-blues, "on the one" as the young black rock players call it. Yet Richmond, Adams and Pullen also have exten​sive and very rich jazz experience as serious credentials in the ever developing "new."

When Mingus died in 1979, a Dutch pro​moter wanted to hook up the three as the nucleus of what he wanted to call "The Mingus Dynasty," and continue to bill them simply as carriers of Mingus' thing. They refused, though they did see the practicality of staying together, since the people seemed to dig it, as much as they did. But as Adams confirms, "We'd been doing our own thing, even before Mingus, and we might have even injected some things into his music.

Adams has played with Gil Evans'groups for 10 years. Dannie Richmond played with Mingus "on and off about 20 years." The Don Pullen - George Adams quartet has recorded eight albums previously, but ironically enough this is the 1st one in the U.S. Adams says, "It's why we call it Breakthrough, because we're finally getting an American recording."

Why this top notch band with such heavy names should have had to wait so long to be recorded in the U.S is anybody's guess, though obsession with quality has never been a fault of the American record companies. Be thankful there has been this Breakthrough.

The group sounds "fresh", accessible, and outward bound, all at the same time, Adams, whose searching tenor sound animates all these tunes with a moving heat, explains the groups tightness: "We have a common respect for music, a common pursuit, similar values... I think what we got from Mingus was understanding his ways of communicating to the public and to the musicians, the mood swings. But love for the music was uppermost..."

With bassist Cameron Brown, in pulse with and at the same time in contrast with Richmond, unobtrusively carrying the whole group forward, at any tempo, with any stylistic face, almost effortlessly, these musicians com​plement each other and show each other off.

The Pullen-Adams' band is a working band that's been together seven years. The composi​tions are Pullen's and Adams. Though Richmond is correct when he says, as drummer, he "leads the band." But their longevity means they've had time to digest the compositions and play them enough to get them tight and musical and swing​ing. Too often, especially in the new music, record sessions are thrown together, the players hoping their "outness" will carry the date. Unfortunately, what we often hear is just their lack of real or​ganization. Not so this date.

Dannie Richmond sums it up when asked about contrast and continuity of this present group and the Mingus bands. "Mingus set it up in the beginning—free music—Mingus was doing that in the 50s, expression that didn't have to stay in the bounds of what everybody else was doing. We've incorporated that into what we're doing.

"Lyrics, singing, hard passages... But the chemistry of this group is superb... Bands don't usually stay together this long without a change of personnel."

This music comes from all the places these players have been, and some of the ones they're going. Don Pullen sounded like this when I first heard him, long before he went with Mingus, only now he has stretched out even further. He is one of the major soloists in the music. The Pullen-Adams group one of the most inventive and important groups on the scene.

On the album, Don and George have cooked up a seriously smoking, constantly in​triguing, yet disarmingly accessible brew.

You have to cop to actually cop, but just for the notes side mention that Smoothie (the cool one despite the chaos, to paraphrase the composer) has a presence, musically, bright and straightahead, jazzically bluesy (no wonder!). It summons the classic continuum of the music, when most everyone who played whats called jazz knew it had to do with blues. There's even a hint of backbeat and a smidgen of caribbee, as it would have to be. The big Adams sound brings Don hoppin' in it and on it, call this a flurrying funk.

Just Foolin Around, Pullens piece is all but that, no foolin. Like the Necessary Blues, or Thank You, there is a decidedly Monastic (as in Monkish) touch to this. Foolin Around high​lights Dannie Richmond on machine guns, toms and bass drum. You understand Mingus' feelings for Dannie exactly.

Song From The Old Country begins like an insinuating ballad. What is insinuated is the funk to come. It is free, easy, old and new country, held with critical, mutually enfunkifying balance.

Don's We've Been Here... is a blue anthem, the constant life pulse given with a descending happy line. It speaks to Don & Co.'s condition, what with this breakthrough, that these skilled, committed musicians have been here all the time, until the latest commercial fad went to fade.

Adams Sobriety, is quiet, soothing, yet mightily fortifying ballad. It is, like everything else on the album, very deeply satisfying. As Pullen commented, when asked what he was doing musically "A variety of things". The direc​tion depends on the composition sometimes blues feeling but no changes... definite blues rhythm but no changes. Sometimes freedom on the head, might put a little reggae in... so many things at our disposal. The whole music, and very tastily packaged. And about the break​through, it's about time.

---- Amiri Baraka

	AIR                                                              
	Air Lore
	1979                    
	36:31
	free-jazz trio 

Fred Hopkins  [b];  Steve McCall (см.) [d, perc]; Henry Threadgill (см.) [ts, as, fl, etc.]. 

AIR is a collective in every sense with each instrument having an equal voice and an equal effect in shaping the music. Their first five albums have been devoted to their own considerable composing talents.

For this, their sixth, they have chosen to approach the music of Scott Joplin and Jelly Roll Morton, exploring not only the roots of American black music, but their roots as well. Henry Threadgill, Fred Hopkins and Steve McCall came together in late 1971 as a self-contained unit in the pit of a Chicago theatrical production that required them to play a number of Scott Joplin rags. Rags have been an occasional part of their concert repertoire ever since.

In the true spirit of all of Chicago’s AACM musicians, AIR has a vast knowledge of the history of black music of all kinds that have developed in this country. Henry and Muhal Richard Abrams have been particularly fascinated with ragtime music (an interest that long predates the ragtime fad of several years ago) and have even composed in the idiom.

air’s music is demanding and complex, requiring complete control, tech​nique and creativity on part of its members. The group rehearses relent​lessly, and each member has developed a special empathy and the concentration to listen fully to the other members during performance. As a result, they make their complex music sound easy, and they weave a unique and intricate texture that is their identity.

For a band so well attuned and so well rehearsed, the final stage of the recording process (committing the works to tape) is always a quick and self-assured one. Thus the band members were probably the most surprised at the time and problems that ensued getting takes on The Ragtime Dance and Weeping Willow Rag.
Scott Joplin’s rags were composed in three or four or more sections with those sections recurring in a specific pattern or cycle. And each section might change not only in melody, but in tempo, rhythm, feeling and key. AIR insisted on remaining true to the form and spirit of the compositions that they chose to record. They also had to artfully adapt them to the sound and instrumentation of AIR.

One tricky proposition was selecting the sections within each rag’s structure that would suit solos by the members of the group. Beyond that, they had to move through each sectional change with a natural, graceful flow that was accurate, but neither studied nor inhibiting. Each solo had to retain the flavor and melodic elements of that particular section of the compo​sition for the sake of the work as a whole.

And since rags were essentially piano music, each musician had intricate and demanding parts to play and develop, with Henry on alto playing the melody that the piano’s right hand would play, Fred Hopkins playing the predominant line in the piano’s left hand and Steve McCall taking care of all the rhythmic changes as well as assuming some melodic parts.

AIR approached these rags with such respect and diligence that their first attempts tended to be too studied and over-thought. It was only after running through the music and talking through the music to the point where they no longer had to think of the notes that they could finally capture the spirit of the composition and the sound and feel of their own music. A delicate balance to be sure, but one that they managed to capture perfectly.

It is especially interesting to compare their performance of Weeping Willow Rag with Joplin’s original piano roll that was transferred to piano and record on Scott Joplin 1916 (Biograph BLP-1006Q). Weeping Willow Rag, in-cidentally, was composed in 1903, and The Ragtime Dance dates from 1906.
Jelly Roll Morton is the first documented musician and composer to evolve what is known as New Orleans jazz out of ragtime. Morton was influenced by and, intact, knew and spent time with Joplin. The flavor of Jelly Roll’s classic King Porter Stomp, Threadgill told me at the session, was the tune that everyone had to confront and conquer in the early days, according to Jelly Roll. It is certainly a durable classic that survived New Orleans, Chicago and finally New York where Fletcher Henderson’s arrangement of the tune for Benny Goodman helped define swing and provide enough irresistible riffs for others to steal and live on throughout the Swing era.

The riff as Morton used it was a rhythmic passage set against the melody. Steve McCall and Fred Hopkins deal Jelly Roll’s riffs beautifully and power-fully under Threadgill’s reading of the two melodies. The structure’s cycle concludes with an interlude that modulates back and forth and builds in fervor to send the soloist flying right out the gate. Although AIR admitted that it was a difficult piece to play properly, they rallied to the cause and came through with a fiery masterpiece.

Although Morion’s earliest recordings were solo piano, he claimed that the piano was a scaled down band and composed all of his music with the concept and instrumentation of a jazz band in mind. On King Porter and Morton’s Ruddy Bolden’s Blues, Henry uses the tenor saxophone.

Buddy Bolden’s Blues (I Thought I Heard Buddy Bolden Say) is a much later composition from 1939. Morton recorded it in that year for General (later issued and reissued on Commodore) using only his own voice and piano. AIR’s approach is slower and more reverential in feeling. Their ability to find and hold the groove on this sort of elusive and delicate material is astonishing.

Paille Street, named for a street in New Orleans, is a Henry Threadgill com​position that the group often plays to close a concert. Hopkins and Threadgill play the composition with no improvisation while McCall is free to color the texture with his own melodic approach to percussion. Threadgill often plays the tune on clarinet, but opted for the flute for the recording session.

A lot of people give lip service to great masters of earlier eras; Henry Threadgill, Fred Hopkins and Steve McCall have studied, mastered and reinterpreted classical musical literature, juggling the past and the future. Having witnessed the hard work, care, resourcefulness and evolution that went into the process of making this album, I may be a bit prejudiced, but I believe this to be an important, brilliant statement and a bitch to listen to. This music lives and breathes. It is at once time-honored and brand new.

	AIR
	Live Air
	1980 
	42:29
	label: Black Saint                  

	AIR
	Air Mail
	1981 
	35:47
	label: Black Saint                  

	(AIR)
	New  AIR:

“Live At Montreal International Jazz Festival”
	1984                            
	47:36
	Группу Air покинул барабанщик  Steve  McCall,  его место занял Pheeroan akLaff, это трио стало  называться New Air.

	(AIR)
	New  AIR featuring Cassandra WILSON:

“Air Show No. 1”
	1986 
	41:52
	label: Black Saint            

см. тж. Cassandra WILSON.

	AKA MOON
	Aka Moon
	1992
	47:30
	label: Carbon

Michel Hatzigeorgiou [el b]; Stephane Galland [d]; Fabrizio Cassol [a s].

Despite the general feeling of calm and well-being that reigns among the Aka, there is movement everywhere --the incredible amount of counterpoint, the range of spectra and registers, the shouts, the laughter, but also the sounds of the forest... everything here is music!

Men, women and chil​dren can be the "leaders" and "travel" through their inexhaustible repertoire -- every individual is by definition fundamentally diffe​rent from every other and has his or her own strand in the polyphony.

Combining this recording with the Aka Moon record is for us essential. The prime source of  inspiration for our hommage to the Aka has been not only their extraordinary way of life, but more particularly how their music is the direct extension of this way of life.

“Life is synonymous with creation” Aka Pygmies, Nzomba
The music of AKA MOON comes out of a passion for the AKA pygmies and their singular way of  life. Without a chief and apparent hierarchy, they are mysteriously free in their relations with each other and live in harmony with the "spirits of the forest".
For them, time seems to flow in a long, slow medi​tation where their incredible music is constantly present. Their peace and freedom are reflected in the polyphony of their songs and dances, where all the members of the community participate as equals and seem to have shared the same joy in the same activities since the beginning of time.

European jazz can nowadays no longer go forward without an in-depth knowledge of African culture and without an understanding of the relations bet​ween "roots," oral tradition, ways of thinking and of life, and music.

How can any musical aspiration, whether composi​tion or improvisation, live with as much ease and harmony as the AKA pygmies do in their community?

Put another way, how can sounds inter-reflect the freedom of individuals? How far can the intrinsic laws of African polyphonic and polyrhythmic movements enlighten our search for new direc​tions?

The West has gradually given the mind priority over the body. But is creativity possible without the right balance between the two? This is why we have made this journey to and among the AKA pygmies.

The pygmies have planted seeds in all of us.

The seeds are growing. AKA MOON is one of the many fruits.

	Noёl AKCHOTÉ
	Derek BAILEY & Noel AKCHOTE:

"Close To The Kitchen"
	1996
	47:36
	Noёl AKCHOTÉ – см. тж. в проекте AU BORDEL

label: Blue Chopsticks   bluesea@dragcity.com 

Recorded in London at Falkoner studios, aug. 1996.

Derek [g] is on the left, Noel [g] on the right. 

	Noёl AKCHOTÉ
	Lust Corner
	1997
	47:59
	label: Winter & Winter

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

2. Street Woman [Ornette Coleman] 3:23
3. Chadology [Noel Akchote]        4:21

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

5. Extensions [Noel Akchote]         2:57

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

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

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

10. Broken Shadows [Ornette Coleman] 4:18

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

12. Dirt [Eugene Chadbourne]         5:38 
noel akchote: electric guitars

*1968, Paris, France

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

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

marc ribot (см.): electric guitars

*1954, Newark, New Jersey, USA 

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

eugene chadbourne (см. в ‘Alternative’): electric guitars, banjo, and vocals on Dirt 

* 1954, New York, New York, USA 

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

Duet 1,2,5,6,7,8:

Akchote [left] / Ribot [right]

Falconer Studio, London

Engineer: Adrian Solothuin, June 20th, 1996

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

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

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

Producer: Noel Akchote

	ALCHEMIK
	Alchemik
	1999
	35:27
	label: Agencja Wydawnicza (Poland)

Grzech Piotrowski - sopran sax, tenor sax, C-melody sax (10)

Łukasz Golec - trąbka, flugelhorn, śpiew

Paweł Golec - puzon, tuba, śpiew

Marcin Masecki - fortepian, Rhodes piano

Marcin Murawski - kontrabas

Robert Luty – perkusja

Bułgarian Folk Tune (...nasza inspiracja. arr. Art Lande) 

Janicku gibki bier sie do bitki (trąd., Beskid Żywiecki)
Jsnicek gibki (... ciąg dalszy)

Polka Kowalewskiego (trąd., Suwalskie)

Ach, mój Jasieńko (melodia łowicka)

Pastereczka (melodia podlaska)

Doliny (trąd., Beskid Cieszynski)

Gaik (taniec śląski) 

Opowieść o grusze co niemiła byla i zgnila (Grzech/Masecki)

Zgniła grucha (Grzech/ Masecki)

Очень милый польский нео-боповый проект, умеренно использует народные танцы и мелодии, не впадая в злоупотребление фольклорностью. Грамотная и интересная музыка, сильные музыканты, рекомендуем!

->VOLKOV 

	Monty ALEXANDER
	Yard Movement
	1996
	53:22
	label: Island: Jamaica Jazz
Monty Alexander [p, melodica]; Ernest Ranglin (см.) [lead g]; Robert Angus [g]; Dwight Daves [k]; Carlton Messam [b]; Rolando Wilson [d]; Robert Thomas [hand drums].

1 Exodus: 1st Movement - Theme From The Movie ‘Exodus’ / 2nd Movement - ‘Movement Of Jah People’ (B.Marley)

2 Regulator (M.Alexander)

3 Crying (L.Sharpe)

4 Moonlight City (M. Alexander/D. Jones/G. Browne)

5 Love Notes (M.Alexander)

6 Momento (M. Alexander)

7 Strawberry Hill (M.Alexander/D.Jones/G.Browne)

8 Sneaky Steppers (M. Alexander)

Of the music on this album Monty Alexander has this to say:

“This is the roots; this is what I started with, this was the earliest influence. It's not just the way the music sounds, it's the social experience. It's my life as a youngster growing up in Jamaica. I heard all kinda music in my house. My parents had jazz music, they had Nat King Cole and they had the pop songs, and I heard it on the radio. But the connection between mento music and then my early love for R 'n' B -- because you heard it on the radio -- we loved all the New Orleans R 'n' B music, yunno, like Bill Doggett and Louis Jordan and those guys. I was into that from the beginning, even before I was playing melody on the piano I was playing rhythms and things. So many many many years later, here I am. I'm still living that experience, even when I'm playing so-called jazz. The rhythm that I feel that came from that experience is what gives me my strength when I'm playing...”

That strength has been a fundamental characteristic of Monty's work since he began playing sessions at Kingston's Federal Studio in his mid-teens, substituting for pianist Aubrey Adams in the Blues Blasters, the session group led by bassist Cluett Johnson for Clement 'Coxsone' Dodd. the sound system operator and record producer whose output has been crucial to the development of modern Jamaican popular music. 
“I remember Chris Blackwell, Duke Reid, Coxsone and a couple of other people that would come in there and sorta finance a session. A parade of guys would come in with their tittle tunes, and we were the rhythm section. Among them I remember Johnnie Moore very clearly, because we laughed a lot and joke a lot, and eat nice food together.

Drummond, Don Drummond was in there, who way back then I know as a quiet, with​drawn, introverted person, but I saw he had a something special about him, he had a way of blowin’ that horn. And Roland -- something about Roland Alphonso's way of play​ing a horn that to this day -- he should be world famous. He bends notes on the horn, and he plays almost like the way Miles Davis attracts me, when I hear him play the saxophone. He's playin' after the beat, and before the beat... he's like a nasty version of Stan Getz or Lester Young! So, Roland, Aubrey, Cluett Johnson or Lloyd Mason was the bass player, a couple of different guitar players -- Keith Stoddart, and of course, Ernie. Ernie was makin' those sounds that have become typical of reggae. I think Ernie is the guy who started goin' ka-chicka-ka-chicka... you know those typical clucking sounds on the guitar.

So these are some of the people that were there. I just remember it as a fantastic occasion for me, to be around those guys. They were jazz men. They were playin’ an accessible music because that's what the producers wanted, and because they did it well, they liked it, they liked the rhythm. But it was an accessible music to the people, because it could make them dance. But the heart and core of it was blues and bebop.” 

In 1961, Monty moved to the USA:

“A few months after I got there I sort of happened into the music life, because I never thouoht as a young Jamaican I could fit into the nightlife music scene in Miami, Florida. But yunno, things happen, and I end up getting a gig, playing in a little bar, yunno the night crowd. I was getting seasoned, in playing the night club, as well as with the best musicians in Miami. Mostly the brothers that was playing there came out of Cannonball Adderley's world, yunno, from Fort Lauderdale. So I was already getting into the jazz, the soul thing, those tunes like ‘Moanin’, and Horace Silver, which was all connected back to rhythm, a strong melody with a good beat behind it.”

After the Miami experience other doors opened:

“Through a lot of very special circumstances I met people who hired me at this club in New York called Gilly's. That was where Frank Sinatra hung out. I was playin' in that circle of people. Musicians would come in. I remember Errol Garner would come walkin' in, and Dizzy would come walkin' in -- because it was a hip place. Sinatra may have been there, or Billy Eckstine may have been there, hangin' out at the bar -- it was just a very hip place to be! I was so grateful to have that gig. And it was there, one night, that Les McCann, who was playing at Birdland down the road, he heard me playin'. The kind of man Les is -- until this day we share a beautiful friendship -- he immediately tried to hook me up with his record company and I went and made my first record. I was about 19 when I did that.”

That album, for Pacific Jazz, was the first in a fine series of piano trio recordings that have ensured Monty an appreciative audience ever since. But he has also made music other than in the classic trio format. Amongst the most fascinating of these have been those featuring the brilliant guitarist Ernie Ranglin; this current album is their ninth collaboration on disc. It will be no exaggeration to say that Ernest Ranglin is the most underrated guitarist in the world. Born in Manchester, Jamaica in 1932, the unassuming Ernie began his professional career in the band of Jamaican tenor saxist Val Bennett in 1947, before moving on to Eric Dean's famous big band in the early 'fifties. When Monty arrived at Federal Studio's in 1959, Ernie was already a seasoned veteran of the Jamaican jazz scene. He recorded two albums for Chris Blackwell in the eariy 'sixties, the superb 'Reflections' and 'Wranglin', both sadly long out-of-print, and remained a stalwart of the Jamaican session scene during the decade and beyond. He contributed to hits like the Wailers 'It Hurts To Be Alone', arranged Millie's world-wide smash 'My Boy Lollipop' and the Melodians' anthem 'Rivers of Babylon', and countless others. Then, he and Monty made a series of albums for the German MPS label during the 'seventies that were the first to successfully fuse jazz with Jamaican forms like mento and reggae, as well as incorporating other Caribbean elements like steel pan. Those earlier developments are beautifully consolidated on this current album, with bravura performances from the two main protagonists in both studio and live settings, supported by a truly dynamic rhythm section. The result is everything that good music should be: exciting, moving, and above all, communicating pure enjoyment with maximum feeling. For Monty Alexander that's always been the most important thing:

“The whole idea of entertainment by the way is a big part of me. Today, why I'm not a big jazz person as most people sup​posed to be jazz, because it has this con​notation of the brooding, dead serious, secretive, kind of like heavy duty thing. I never really dug into that area of my per​sonality, because I love the idea of com​municating with the people. I don't function very well when everything is too specific. I have to have a sense of now is the first time I'm doing it when I play. It's like the first take thing, yunno. So that's a big part of what makes music live for me. It's just that it's a music that the time you play this note or that chord or that rhythm or that beat or whatever is, it's like the first time you did it, yunno what I mean? It's always coming to life for the first time.”

Монти Александер родился на Ямайке и, по идее, должен бы был исполнять музыку регги. Тем более что Боб Марли для него всегда был героем, титаном, которому нет и не может быть равных. «Теперь, повзрослев, я отношусь к нему спокойнее, - говорит Александер, - но тогда, в шестидесятых, история человека, прошедшего путь от исполнителя любовных песен до трибуна и учителя, казалась мне невероятной». Другим его героем был чемпион мира по боксу Мохаммед Али. «Я и теперь считаю, что он делал на ринге то же самое, что я на сцене. Его стихия - ритм, динамика и молниеносная быстрота реакции. В этом движении есть музыка, нужно только уметь её услышать». Но образ кумиров юности как-то сразу поблёк, стоило Александеру оказаться на концерте Луи Армстронга. Под впечатлением от увиденного он перебрался в Соединенные Штаты, перестал слушать регги и с головой ушёл в освоение фортепианной импровизации. Результаты оказались триумфальными. Очень скоро на него обратили внимание такие важные люди, как Диззи Гиллеспи, Кларк Терри и Сонни Роллинз. Удачам Монти можно было бы позавидовать, но сам пианист особого трепета не испытывал и принимал предложения лучших джазменов как должное. Потому что хоть они и лучшие, но до Боба Марли или, скажем, Мохаммеда Али им всё же страшно далеко.

--- Афиша

	Rashied ALI – см. Bill DIXON: "The October Revolution" (Tribute to Bill Dixon)
	
	
	
	

	Mikhail  ALPERIN
	Wave Of  Sorrow
	1990                    
	48:31
	label: ECM

Mikhail Alperin [p, melodica, voice], Arkady Shilkloper (cм.) [fr h, jagdhorn, fl h, voice].

Shilkloper и Starostin см. тж. с: VOLKOV Trio

	Mikhail  ALPERIN
	Prayer
	1992
	43:55
	Mikhail Alperin [p, melodica, v, perc]; Arkady Shilkloper [fr h, fl h, v]; Sergei Starostin [v, folkreeds]; + guests: Tuva Folk Ensemble, Russian Folk Ensemble.

К концу первого столетия своего бурного существования джаз все больше и больше становился отражением мировой музыки в целом. После 1980 г. вклад Советского Союза в этот процесс стал очевидным. Среди наиболее ярких творческих личностей, выдвинувшихся на первый план этого обширнейшего культурного пласта, пианист МИХАИЛ АЛЬПЕРИН и валторнист АРКАДИЙ ШИЛКЛОПЕР, заявившие в последнее время о себе как о блистательных, необыкновенно перспективных музыкантах.

Их поэтическое и музыкальное действо довольно быстро привлекло внимание продюсера фирмы «ЕСМ» МАНФРЕДА ЭЙХЕРА, включившего дуэт в высшие круги своей элитной фирмы грамзаписи. В 1990 г. «ЕСМ» выпустила диск АЛЬПЕРИНА и ШИЛКЛОПЕРА “WAWE OF SORROW”.
В музыкальном содружестве АЛЬПЕРИНА и ШИЛКЛОПЕРА происходит особый, в высшей степени напряженный энергетический обмен музыкальными идеями и лирическими чувствами. Когда исполнители установили творческий контакт, они значительно расширили свои горизонты. Стремясь вырваться из тупика самодовольной интимности, они, к счастью, решили опереться на собственный вкус и этнические музыкальные корни. МИХАИЛ АЛЬПЕРИН, родившийся в Бессарабии, с самого раннего детства знаком с богатыми фольклорными традициями, преимущественно румынскими (что сделало его первый сольный альбом таким близким моему слуху!). Сейчас, как вы заметите, слушая «МОЛИТВУ», АЛЬПЕРИН и ШИЛКЛОПЕР углубились в своих музыкальных поисках дальше на Восток. Они не только пригласили в свой дуэт оригинального русского народного певца СЕРГЕЯ СТАРОСТИНА, но и смогли также непостижимым образом объединить две культуры: монгольскую, с ее буддистскими корнями, представленную хором Кызыла, столицы Тувы, и русскую фольклорную хоровую традицию. Результат – потрясающий: нас, с нашими европейскими джазовыми привычками, мгновенно переносят в далекие для нас времена и пространства. Мышление АЛЬПЕРИНА-композитора сталкивает джаз со средневековьем. И не только благодаря придворно-учтивой атмосфере, создаваемой слиянием звуков валторны и фортепиано, но и благодаря постоянным ссылкам на музыкальный эпос предков, превращенный в звонкие, жизнерадостные мантры.

В проектах АЛЬПЕРИНА и ШИЛКЛОПЕРА также всегда присутствует веселая ироничность, свойственная русскому авангардному джазу. Но эта веселость не является самоцелью. Творчеству этих двух музыкантов свойственны все новаторские тенденции современного джаза, которые, как бесконечно расширяющееся зеркало, отражают все новые и новые стороны реальности. Этим они вносят вклад в то, чтобы в наше время прогрессирующей дегуманизации, идея джаза, как важнейшей формы человеческого искусства, была сохранена.

Вирджил МИХАЮ Джазовый критик, Бухарест, 1992

	Mikhail  ALPERIN
	Live In Grenoble
	1993
	69:44
	Alperin & Shilkloper.

С исторической точки зрения нет ничего необычного в органическом сплаве таких разных музыкальных явлений, как джаз, традиционная народная музыка и классический пианизм. В самом деле, исходные составляющие музыки, именуемой джазом, включают в себя всё что угодно, от африканского барабана и французского менуэта, до ирландских народных песен и религиозных песнопений, И всё же мы испытываем чувство новизны и необычности, когда нам не удаётся втиснуть то или иное музыкальное произведение в ранее установленные рамки.

Итак, как определить музыку, которую играет Михаил Альперин?

Может быть – джаз? Вне всякого сомнения,  вам удастся обнаружить в ней и непередаваемую свободу и смелость свинга, и импровизацию в духе самого последнего крика моды, и зажигательность чечётки – словом, всё, что большинство людей отождествляют как с современной, так и с традиционной джазовой музыкой.

А не фолк-музыка ли это? Да, разумеется, вы найдёте здесь корни и структуры, восходящие к старым молдавским, русским и другим народным традициям. Для большинства из нас, однако, народная музыка – творение, созданное в далёкие времена неизвестными народными музыкантами, а теперь извлечённое из глубин прошлого на свет божий археологами от музыки и помещённое в музеи в первозданном виде, не затронутом современными веяниями. Альперин, напротив, продолжает народные песенные традиции, словно фильтруя их через своё очень современное мироощущение. Он использует не один источник традиций, а все возможные стили и настроения, которые находит привлекательными, справедливо полагая, что вся настоящая народная музыка теснейшим образом связана. (Когда Альперин впервые услышал, как Ян Гарбарек играет норвежские народные песни, он готов был поклясться, что это молдавская музыка!) Если Альперин и фолк-музыкант, то его сочинения не более старомодны, чем современный джаз.

Является ли его музыка классической? Да, конечно, его техника игры на фортепиано сделала бы честь Ашкенази, а композиторская дисциплина достойна Стравинского. Однако, там же вы обнаружите свободу, скорее похожую на сумасшедшее, необузданное дикарство, которое несвойственно большинству классических произведений.

И что уж совершенно путает все карты, так это существование такого музыканта, как Аркадий Шилклопер, получивший прекрасную подготовку, в совершенстве владеющий валторной и когда-то игравший в Московском филармоническом оркестре и в оркестре Большого театра. После пяти лет игры с Альпериным и со своими собственными джазовыми группами он осмелился поставить своё мастерство виртуоза на службу собственным музыкальным замыслам. Эта запись – может быть лучший (на данный момент) пример того, что может создать вполне сформировавшаяся и независимая творческая натура Шилклопера, усиленная огромным исполнительским мастерством, благодаря которому он так хорошо известен.

Я надеюсь, что эта запись окажется среди других ваших любимых дисков, независимо от жанров и школ.

Исак Рогде, Норвегия 1993

	Mikhail  ALPERIN
	Folk Dreams
	1995
	40:07
	label: Jaro (Bremen)

Mikhail Alperin [p, k, perc, v]; Arkady Shilkloper [fr h, fl h]; Sergey Starostin [v, folk reeds]; + guests: Folk choir ‘Russkaja Pesnja’ – leader Nadezhda Babkina (#1, 2, 4).

Leafing through newspapers in whatever country I might find myself, I often ask myself: Are we, the peoples living on this earth, really so different as it may seem at first glance? Yes, there are different cultures, interests, colours of skin, tastes, rhythms. At one time I decided to experiment with these differences to see if it was possible to bring them together. Maybe it had to do with my own multiple backgrounds in settings as different as Jewish-Ukrainian family roots, the Moldavian countryside, bustling Moscow, Norway and travels that took me across practically half the world. It had always seemed to me a challenge to test myself seperately in various veins such as traditional folk music, classical, rock and jazz, but now even more exiting seemed the idea of making apparenretly incommensurable elements meet, and to create out of this an organic unity that I could call my own. I developed the project of »Fo1kdreams«, despite the fact that you will hear a mingling of anything ranging from classical french horn, to synthesizers, a russian singer of old tunes supported by piano and many other elements, this is not meant as merely a confrontation between different forms of expression, but rather a manifestation of my own attitude to a world of artificial boundaries and simplistic categorisation. The very multitude of impulses from our world reminds me first and foremost of the great variety of individual children inhabiting one and the same Earth. Once I had a childish and impractical dream that, still in all, became an inspiration for me. I saw a group Moldavian square dance musicians at a countryside wedding, performing a Beethoven sonata, dressed in studded leather jackets. It might not work. But such dreams relate to my multicultural vision of burials turning into marriages, of erased boundaries between raga and opera, between East and West, between composer and improviser, and between tears and laughter.

Oslo, Norway 2/95 Mikhail Alperin

1. Oh Ne Budite

2. Sad Song

3. Russian Raga (Za nashey derevney)

4. Dansing Meadow (Suite 5 Parts)

5. Pri Doline

6. Kalina

7. Wedding In A Wild Forest (Part 1&2)

	(Mikhail  ALPERIN)
	The  BULGARIAN  VOICES – ANGELITE & HUUN – HUUR – TU: 

«Fly, Fly My Sadness»
	1996
	44:08
	label: Shanachie (USA)

Mikhail Alperin [melodica, conductor]; Sergey Starostin [v];

Angelite, The Bulgarian female vocal ensemble whose members were participants in the highly acclaimed Mystere de Voix Bulgare (Mysterious Voices of Bulgaria) (см в: Eurofolk section), join forces here with Huun-Huur-Tu (см в: Asia section), the amazing throat singers from Tuva. This provocative marriage produces a most haunting synthesis, a totally unique listening experience.

 Автор всех произведений – Михаил Альперин.

«у творца главная задача — не бояться»

Сегодня мы слушаем Михаила Альперина. Родившийся на Укра​ине, выросший и ставший музы​кантом в Молдавии, пришедший к славе в Москве, этот замечательный пианист живет теперь в Норвегии. Преподает в Королев​ской музыкальной академии в Осло, выпускает — первым из экс-советских джазменов — пла​стинки на «ЕСМ» и со своим «Moscow Art Trio» (он плюс мос​квичи Аркадий Шилклопер и Сер​гей Старостин) колесит по всей Европе (да и за её пределами).

Это два фрагмента разговора с Михаилом Альпериным в ав​густе 97, во время раскрутки его проекта с болгарским женским хором «Ангелите» и тувинским квартетом «Хун-Хур-Ту».

— Вернемся к Вашим вы​ступлениям на world music фестивалях.

— Это совершенно другие деньги, другой мир, потому что сегодня world music имеет гора​здо большую аудиторию, спонсо​ров, вообще всего. На Западе уже не первый год, то, что не до конца понимают здесь, джаз не имеет такого сильного прести​жа... А вот world music фести​валь... вы и представить себе не можете, что это такое. Я только потому, что попал в это турне с болгарами, оказался в совершенно другом мире фестива​лей. Мы начали в Мондьяле. Ну там, промоутер говорит, было слабовато, в зале было всего 3000 человек — мало.

— Мало? А зал на сколько мест?

— Да там не зал, там тент та​кой, палатка...

— Шатер, как в цирке?

— Ну не совсем, но брезентом закрытый... Короче говоря, мы сыграли для трех тысяч человек. Это была наша премьера. И пос​ле этого мы поехали в Бельгию. Там был вообще шок просто. На​зывается folk music фестиваль, но... на этом фестивале единст​венная фольклорная группа была наша. Остальные играют две по​пулярные ветви. Шотландский рок, такая шотландская музыка, связанная с роком, подэлектроненная и т.д. Это очень модно по​чему-то. С другой стороны — всё, связанное с Африкой. Индустрия африканских барабанщиков с электроникой...

— Но это сами африканцы играют...

— Сами африканцы, но заме​шанные на... Они делают совмест​ные проекты, часто шведы игра​ют, но самые лучшие составы — все оттуда, африканцы. Танзаний​ские бабы в перьях, барабаны, ку​ча экзотики на сцене... Такие фестивали устраивают, как правило, вообще в поле. Туда сгружается всё — туалеты пластмассовые, конструкции, как цирк когда при​езжает, знаешь? Мы выходим на сцену, я посмотрел в зал, у меня чуть просто... я такого в жизни не видел никогда. Я спрашиваю промоутера: «Какое расстояние от сцены до последнего зрителя?» Он посмотрел, говорит: «Ну я ду​маю — километра полтора».

— А они билеты берут, там контролёры стоят?

— Да. 40 тысяч скупило билеты.

— Но за полтора километра ведь не видно ничего. Или там экраны...

— Да там огромные экраны. Ну, это просто конец света.

— Ты собираешься сейчас на гастроли в Америку... Но ты бывал там и раньше. Како​вы твои музыкальные впечат​ления?

— Вообще, я буду в Америке только во второй раз...

— А почему? Эта музыка там не нужна?

— А это совершенно естест​венная вещь. Я имею в виду не​естественно естественная. ВАмерике нет рынка для экспери​ментального искусства.

—Да, Америка оказывается очень консервативной по от​ношению к музыке. Это идет ещё, по-видимому со времён переселенцев.

— Наверное. Во-первых, ты по​нимаешь, сам по себе энтертейнмент в Америке как форма раз​влечения очень серьёзно постав​лен. И, если в Европе музыкаль​ные развлечения связаны ещё и с развитием себя самого посредст​вом искусства, то в Америке, к со​жалению, очень часто эта индуст​рия тебя заставляет развлекаться только по одной причине — она боится, что ты слишком тупой.

— Поразительно, что эта страна, сделавшая так много нового, оказывается очень консервативной по отноше​нию к музыке.

— Ну, мне кажется, что всё большое консервативно... Посмо​три на программы московских симфонических оркестров, на балеты и потом посмотри евро​пейские программы. Это небо и земля. Они там много себе поз​воляют того, что не позволяют здесь, это знают все. Но я думаю, это феномен большого. Большое боится сдвинуть свою большую попу с места. А маленькая поп​ка, она туда-сюда, понимаешь... Я смотрю по Норвегии. Очень гиб​ко — потому что им нечего терять... Европа в этом смысле очень камерна, она в себя вме​щает место для эксперимента... Но надо не забывать такую вещь — нельзя впадать в крайности. Когда мы говорим об Америке. нужно всегда говорить: есть типи​чная Америка и есть нетипичная Америка. И это нетипичное мо​жет выливаться в сотни названий и в сотни направлений.

— Не приходит ли вот это консервативное направление под названием мейнстрим, развитое до бесконечности — огромное число музыкантов, конкуренция, — в тупик?

— Естественно. Ты знаешь, что слово «развитое» означает? В корне-то слово «развивать». Но это процесс.

— А тут законченная фор​ма.

— Ты совершенно точно ска​зал. Как же ты будешь развивать то, что развито? Дальше им нуж​но уйти в другие формы, но они не готовы к этому в силу разных причин. Прежде всего, в силу от​сутствия композиторов, которые придумывают эту музыку. Испол​нителей там миллион. Но таких людей, как Чик Кориа, компози​торов, которые могут сдвинуть эту шаблонную машину в другую сторону, там единицы. И не толь​ко там, единицы по всему миру. Очень трудно быть впереди, в авангарде, делать то, что сделал Стив Райх, например, или тот же Филипп Гласс, или Джон Кейдж. Это люди, которые сделали всё наоборот, это мятежники. Мятеж​ников всегда единицы. Представь себе, если в Европе ты мятежник, как Арво Пярт...

— По отношению к чему он мятежник?

— Он мятежник по отноше​нию к своим коллегам...

— Гдe, в Европе?

    — Везде. Не важно. В Европе, в Китае, в Азии. Это одно и то же. Время от времени появляются люди, революционеры по своей сути, у которых творчество вклю​чает в себя мятеж. Вот что очень трудно музыканту, понимаешь. Не существует творчества без мя​тежа. Я когда-то пытался детям Игоря Бриля сказать об этом по пьянке в «Арт-клубе», и меня так по-моему и не поняли. Я тогда говорил им, что ощущение мятежа — это не просто прихоть музыканта, не просто выпендрёж — это обязательное условие со​чинительства или творчества лю​бого рода. И если ты — конфор​мист по своей природе и не го​тов уйти вправо, если все идут влево, то это уж, извини... Вооб​ще, удел немногих — оказаться мятежником, да еще и сильным. Но... случаются вещи и, как с Ар​во Пяртом, — мятеж перестает быть мятежом. Он становится классикой, через определенное время. Ты к этому мятежу привыкаешь, для тебя он становится  ес​тественным, совершенно нор​мальным явлением...

Jazz Квадрат

	(Mikhail  ALPERIN)
	MOSCOW ART TRIO & HUUN-HUUR-TU:

“Mountain Tale”
	1998
	49:11
	label: JARO (Bremen)

Moscow Art Trio: Mikhall Alperin (grand-piano, melodica, voice, cowbells); Arkady Shilkloper (french horn, flugelhorn, voice); Sergey Starostin (vocals, clarinet, folk reeds).

Huun-Huur-Tu: Kaigal-ool Khovalyg (vocals, igil, toschpulur, tschansy); Anatoly Kuular (vocals, byzaanchi, khomuz, amarga); Sayan Bapa (vocals, doshpuluur, marinhuur, guitar); Alexey Saryglar (vocals, tungur/drum, dazhaaning khavy / rattle).

Angelite

«...whaever you do, keep this project going. It’s a fantastic musical event and I’d like to work with you someday.» – Stevie Wonder backstage after the closing concert of their US-tour in Los Angeles December 6, 1997.

	(Mikhail  ALPERIN)
	MOSCOW ART TRIO:  “Hamburg Concert”
	1996
	72:40
	label: JARO (Bremen)

Mikhail Alperin [p, melodica, v]; Arkady Shilkloper [fr h, fl h, v]; Sergei Starostin [v, cl, folk reeds].

	(Mikhail  ALPERIN)
	MOSCOW ART TRIO:
“Music” 

(music for 12 instruments, folk singer and percussion)
	1998
	40:49
	label: Jaro  e-mail: mail@jaro.de   Internet: http://www.jaro.de 

Mikhail Alperin [p, melodica, claviola, children’s plastic tubes]; Arkady Shilkloper [fr h, fl h]; Sergey Starostin [v, cl, alto cl, folk reeds]. + Hans-Kristian Kjos Sorensen [perc (#1,3,7,9)].

Recorded at the Norwegian State Academy of Music, 1998.

"Many composers have been inspired by folk music and expressed their interest in this timeless tradition in many different ways. Some of the composers in our century had fallen in love with improvised music.

On this album I would like to share with you my love for the folk songs from old Russia. At the same time I greatly enjoy touching the language of contemporary chamber music. I am trying to build a kind of bridge between authentic tradition and 20th-century sound expressions. This is not necessarily easy, but quite exciting.

This album is a continuation of the esthetic concept of the MOSCOW ART TRIO where Arkady Shilkloper, an academically trained hornist, Sergey Starostin, a folk singer and myself, a sort of improvising piano player, live together in the same music family in peace and joy.

The biggest challenge for us is to find harmony and a balance between the deep emotions of the old folk songs with their nakedness and natural beauty on the one hand and our academic, urban education on the other.

We were very happy for the opportunity to play with percussionist Hans-Kristian Kjos Sorensen from Oslo who quite naturally combines classical music, jazz, rock and other styles.

Some of the compositions on "Music" may even remind you of American academic tradition -- e. g. "Grand Prolog" and "Almost Epilog": This is part of the game.

Here in Norway by the Oslo-Fjord where I am now living, my feelings about Russian folk music are slowly changing. Maybe the beautiful Norwegian folk music has something to do with it. To me it feels like being in a big garden -- with all those different colors and scents. Two of the compositions are a tribute to this land of poetry, "Den endelause" (The Eternal One) and "Jeg er norsk i dag" (Today, I am Norwegian).

I still believe that all borders -- geographical, national, historical as well as musical -- exist only in our minds and not in our hearts. That's why I often would like to be free of my mind. Then I could fly even without Music."

----- Misha Alperin – Oslo, 1998

Grand Prolog

Den endelause (The Eternal One)

Jeg er norsk i dag  (Today, I am Norwegian)

Back Home

By the Sea

Wild Village Dance

Almost Unisons

Funeral

Almost Epilog

	(Mikhail  ALPERIN)
	MOSCOW ART TRIO: 

“Live In Karlsruhe”
	1998
	63:01
	Mikhail Alperin [p, melodica, v]; Arkady Shilkloper [horns, v]; Sergei Starostin [v, cl, folk instruments].

«The music of the Moscow Art Trio is too good to be true».

---- Who’s Who at the North Sea Jazz Festival 1998

“Moscow Art Trio пианиста Михаила Альперина соединило техническое совершенство европейской музыки с громыхающей простотой монгольско-сибирской джазовой экспрессией. Совершенно невероятно, что Аркадий Шилклопер вытворял на своей валторне: под его губами она превращалась то в ударную установку, то в гармонический инструмент. Moscow Art Trio: это звучало примерно так, как если бы Телониус Монк и Дмитрий Шостакович за чашкой чая в тайге рассказывали анекдоты.»

«Боннер Генераланцайгер»

«Нежным вступлением на фортепиано Михаил Альперин сначала ведёт публику по дороге европейского джаз-рока 70-х годов. Но эти заимствования оказались лишь средством для того, чтобы отдать дань глубоким традициям Бессарабии и других дальневосточных регионов. Аркадий Шилклрпер заставляет звучать свои горны подобно шмелю, он ворчит и вздыхает; искренний вокал Сергея Старостина – это печаль, меланхолия и звучания монгольгко- сибирского мира. Это возвращает джазу то, чего ему так давно не хватает на Западе: душу.» 

«Райн-Цайтунг»

	Mikhail  ALPERIN
	North Story
	1997
	60:05
	label: ECM

Misha Alperin -- piano

Arkady Shilkloper -- french horn, flugelhorn 

Tore Brunborg -- tenor saxophone 

Terje Gewelt -- double-bass 

Jon Christensen -- drums

Rec. in Oslo

Morning

Psalm No. 1

Ironical Evening

Alone

Afternoon

Psalm No. 2

North Story

Etude

Kristi-Blodsdraper (Fucsia)

	Mikhail  ALPERIN
	The Blue Fiords
	1998
	52:01
	Mikhail Alperin -- solo piano

	Mikhail  ALPERIN
	Portrait
	2000
	59:32
	label: Jaro      Email: mail@jaro.de   www.jaro.de 

Misha Alperin -- piano, melodica, claviola, conductor

Vegar Vardal -- violin, Harding fele (a norwegian folk violin with double sets of strings, one of them underlying so that it sounds together with the overlying set)

Arkady Shilkloper -- french horn, flugelhorn

Sergey Starostin -- vocals, clarinet

Hans Kristian Kjes Serensen -- marimba, percussion

BRAZZ BROTHERS:

Jarle Forde & Jan Magne Forde -- trumpet, flugelhorn 

Runar Tafjord - horn 

Helge Forde -- trombone 

Stein Erik Tafjord -- tuba 

Egil "Bop" Johansson -- drums (track 7)

The Bulgarian Voices ANGELITE -- choir

Michael Naura -- music journalist, writer and pianist. The Russian poem recited by Michael Naura has never been identified. He learned it in school in East Berlin a few years after World War One.

1
Stolen From Norway (part 1)
3:16

2
Russian Winter
6:30

3
Cry
70:75

4*
New Skomorohi
4:07

5
Nostalgia
2:39

6
Stolen From Norway (part 2)
11:02

7
Jewish Dance
8:30

8
Movement
9:57

9
Stolen From Norway (part 3)
3:04

All compositions and arrangements by M. Alperin. Folk songs and melodies from Russia and Norway are integrated into some of the compositions.

Track 1, 6 and 9: Misha Alperin with Vegar Vardal, recorded at the Norwegian Music Academic of Music, Oslo Nov. 28, 1999. Produced by Misha Alperin & Morton Lindberg. (Stolen From Norway is a suite in 3 parts for Harding fele, violin, piano and claviola).
Track 2: Moscow Art Trio recorded live at studio 10 of the NDR Hamburg, May 18,1999. Poetry recited by Michael Naura. "Russian winter" is a commission to M. Alperin by NDR Hamburg.

Track 3: Moscow Art Trio Live at the Zurich Jazz Festival, June 1992. 
Track 4*: The Bulgarian Voices ANGELITE & Moscow Art Trio with Huun-Huur-Tu from the CD "The Bulgarian Voices ANGELITE & Moscow Art Trio with Huun-Huur-Tu, Mountain Tale" recorded at the recital hall, University of Louisville, USA, November 1997. 
Track 5: Misha Alperin piano solo. Recorded January 1998 at M. Alperin's home-studio in Asker, Norway
Track 7 & 8: Misha Alperin with the BRAZZ BROTHERS & Hans Kristian Kjos Serensen, fest. Egil "Bop" Johannson on track 7. Recorded live in Lillehammer, Norway Oct. 11,1997.

* Track 4 здесь взят с диска, который присутствует выше; без него время CD = 55:22

Historically spealking, there is nothing so strange about an organic fusion of such diverse musical elements as jazz, traditional folk music and a classically trained pianist's approach to his instrument. In fact, the very origin of the music we call "jazz" includes virtually everything from African drums and French menuets to Irish folk songs and religious hymns. We experience a sense of newness and unfamiliarity, however, when we are no longer able to fit a new piece of music into already defined categories.

How, then, should we define Mikhail Alperin's music? Is it jazz? You will indeed find the undefinable swingy nerve, the groovy improvisation and the foot-tapping energy most people associate with both contemporary and traditonal jazz music. But Alperin's music consists of so much more that some people have difficulties calling it "jazz".

Is it folk music then? Yes, you will find roots and structures stemming from old Moldavian, Russian and other folk song traditions. Listening to the disc you're now holding in your hand, you may, at times, feel that you are at a country weddding in Moldavia, at a Russian square dance from ages past, or at some countryside festival in the Balkans. To most of us, however, folk music is something that was created in a remote past by unknown and long-since dead local troubadours, dredged up by musical archeologists from past cultures and put in museums, untouched by contemporary notions. Alperin, quite on the contrary, continues folk song traditions, filtering them through his own very contemporary mind. He uses not only one source of traditions, but all possible styles and moods that he feels drawn to, believing all true folk music to be interconnected. (The first time he heard Jan Gabarek playing Norwegian folk song material he could swear it was Moldavian!) If Alperin is a folk musician, his compositions are not more dated than contemporary jazz.

Is his music classical? Yes, there are piano techniques that you would expect from Ashkenazy and a disciplined compositional approach worthy of a Stravinsky. You will, however, also find a kind of freedom, a kind of crazy, uninhibited savagery that you would certainly not ascribe to most classical music. Listening to this disc, you may suddenly find yourself quietly back (as I do, as Edvard Grieg obviously did and like Alperin has done many a time) dreaming of craggy shores along a Norwegian fjord.

Which shelf should we put this record on? It doesn't matter, as long as you place it alongside your other favourites, regardless of genres or 'schools'.

    ------ Isak Rodge, Norway

I understand one of my favorite musicians -- Glen Gould -- very well who once said, "I am a composer who plays piano". I feel very similar, even when I am performing solo-piano recitals. Sometimes I would just like to be the player enjoying the colours of a great instrument but the composer inside of me is creating the vision of an orchestra and I am following this message.

In the past few years I was very much inspired to work with sounds. I feel very lucky that I was able to realise almost all of my fantasies. -- Thanks to JARO and ECM records.

This album is a presentation of several of my projects. Here you have music for different groups and ensembles: from piano solo to brass quintet, from folk choir to violin, recorded live and in studios in Europe and the U.S.

The idea of the album, however, is far from putting together a demo sampler or a loose collection of compositions. Here sound-stories are based on a dramaturgical background. To me this appears as a large suite for different settings.

Only one composition has been released in the West ("New Skomorohi" on the CD The Bulgarian Voices ANGELITE & Moscow Art Trio with Huun-Huur-Tu "Mountain Tale").

One of my last projects "Night moods" -- a suite for cello, piano & percussion -- would have fit into the album but I consciously did not include it. In the near future this project will be released separatly.

One of the compositions on Portrait is very special for me. I wrote "Cry" at a very dramatical time for me and my family. At that time music was a gate for my sorrow. Very few times did we -- the MOSCOW ART TRIO -- manage to perform this composition on stage because of the strong emotions it evokes.

Using and playing with contrasts is my favorite tool. For this, life is the best teacher because you never know what will happen the next minute. I hope this record is similar.

------ Misha Alperin
Альперин впервые появился в Москве в начале 80-х в составе ансамбля «Кварта», игравшего весьма рискованный по тем временам этнический (world) джаз, лет на десять опередивший моду на му​зыку с родины графа Дракулы. Под модой этой понимать следует, конечно же, New Jewish Alternative Джона Зорна, саундтреки Бреговича/Кустурицы и берлинско-нью-йоркский Orchestra Of Excited Strings Арноль​да Драйблатта. Коронным номером Квар​ты были пародии на коллег-пианистов. Смешного в музыке вообще мало: за всю ис​торию нашего джаза Альперин был единст​венным юмористом. В 1986 году на ленин​градских «Осенних ритмах» он так остро изо​бразил любимца публики и масс-медиа Лео​нида Чижика, что поранил палец. Пока за сце​ной искали йод, за кулисы влетел разгневан​ный Чижик: «Вас, кажется, Миша зовут? Так вот, если сделаете так ещё раз — выступать боль​ше не будете!» А что? Чижик был «заслужен​ный», вполне мог угрозу привести в исполне​ние. А Игорь Бриль, говорят, наоборот—оби​жался, что Альперин его не пародирует.

Но профессионализм Кварты оценил Алексей Козлов, сразу же принявший бессараб​ских провинциалов в состав своего Арсена​ла. В Москве Альперин познакомился с вал​торнистом из оркестра Большого театра Ар​кадием Шилклопером. Тут подоспела пере​стройка. Дуэт успел попасть в обойму первого (и последнего) фестиваля советского джазово​го авангарда в Цюрихе и съездить в Норвегию. В качестве любопытствующих Альперин с Шилклопером зашли в Осло на студию Айхера Rainbow, где им предложили просто так по​пробовать аппаратуру (тогда русские везде вы​зывали симпатию). Звукорежиссёр сделал за​пись и показал ее Айхеру. Так появился первый альбом нашего джаза на ЕСМ — Wave Of Sorrow (1990). Дуэту тут же было предло​жено сделать второй. Но продолжение после​довало только через шесть лет...

В промежутке между выходом «Волны пе​чали» и новой записью музыканты знакомят​ся с Сергеем Старостиным, выпускником Мо​сковской консерватории — кларнетистом и во​калистом, специализирующимся на русском фольклоре. Старостину ближе этнический рок во вкусе Питера Гэбриэла, он параллельно со​трудничает с «Альянсом» Инны Желанной. В составе трио музыканты записывают новую программу в Осло, но глава ЕСМ, не вдава​ясь в суть дела, отклоняет готовый проект.

Оправившись от удара, трио Альперина под названием Moscow Art Trio отправляется в пу​тешествие по фольклору народов России. К то​му же world jazz входит в моду. Свои записи музыканты легко пристраивают на другую не​мецкую фирму — JARO. JARO значит все​го-навсего jazz/rock, хотя самой сильной сто​роной небольшой, но гордой компании явля​ются как раз проекты с этническим уклоном. Фирма даже поддерживает грандиозный про​ект Альперина Fly, Fly My Sadness — нечто вроде сюиты на темы песен народов мира — со знаменитым народным хором Болгарско​го радио «Ангелите», тувинским квартетом «Хуун-Хурту» и Сергеем Старостиным. А ещё раньше Альперин сотрудничает с американ​цем украинского происхождения Кешаваном Маслаком (альбом Mother Russia), становит​ся у истоков нашей CD-индустрии в качестве продюсера джазовой серии фирмы RDM, но в конце концов переезжает на ПМЖ в Норве​гию и возобновляет связь с ЕСМ.

«Я очень благодарен судьбе, — говорит Ми​хаил о своей встрече с Манфредом Айхером. — Работать с Айхером нелегко, но очень поучительно. Я учусь у него искусству музы​кальной драматургии — качество, редкое для продюсера; таких в мире, к сожалению, еди​ницы. Его плюс в том, что он не интересуется, сколько моих, в частности, дисков продано (благодаря, конечно, коммерческим успехам нескольких артистов). Он вкладывает огром​ные деньги в экспериментальную музыку; по-моему, иногда даже выпускает диски для се​бя самого. Просто, чтобы тот или иной про​ект был в его коллекции».

---- Play

	Mikhail  ALPERIN
	At Home
	2001
	39:56
	label: ECM

M.A. [p].

Now about the music
When I turned 40, a long standing dream of mine came true and a grand piano of my own came into my life. It appeared together with a small work-room and a little wooden house on the coast of the Oslo Fjord in Norway. Nine meters of working-space proved sufficient for me to feel alone and content. A comparable inner quietness sometimes visits me also in the noisiest parts of the world. Obviously the North and its silences-these inseparable friends - inspire me more and more every year. I love to watch them out of the window of my heart. In such minutes the desire and ambitions disappear and things happen. The nakedness becomes so natural that there is no need to force it anymore - it's there. And the mind rests. It becomes easy to be sad, to cry, to be playful. I feel that one should not be too often in the work-room and I follow this intuition.

Now about the music that you will hear on this CD. I have often wondered why even the greatest artists of all times can suddenly seem helpless and their work contrived. Maybe I'm wrong, but it seems to me that this happens because the mind - this powerful and important instrument-can barely be controlled. It almost never volunteers to have a rest. Even while we sleep it is at work. And then, all at once, it does stop. In that moment, the miracles happen. If you get to the pencil in time the result can be surprising. Something similar happened with this recording, although I was using a tape recorder instead of a pencil. The mind was inert, the ears alert, and the music born practically without revisions. Improvisation here is simply the paintbrush with the help of which you can be honest in the presence of the night.
On February 10th I turned on the tape recorder and started to play.

Misha Alperin

	Mikhail  ALPERIN
	Night
	2002
	60:22
	label: ECM www.ecmrecords.com 

Misha Alperin [p, claviola]; Anja Lechner [cello]; Hans-Kristian Kjos Sorensen [perc, v].

Suite in Eight Parts. Rec. 1998 at Vossa Jazz Festival, Norway.

	ALPINE  JAZZ  HERD
	Alpine Two
	1992                       
	62:38
	avant-jazz + swiss folk

label: Unit
H.Kennel [tp, cornet, C-buchel, F-alphorn, v]; J.Solothurnmann [t&a&s s, v]; P.Haag [trb, v]; J.Ammann [p]; H.Kanzig [contra bass]; M.Kappeli [d, perc]; H.Hassler [accordeon]; R.Schiltknecht [Swiss hammered dulcimer]; U.Klauser [Swiss bagpipe]; B.Wolf [Swiss bagpipe, hurdy-gurdy].

The AJH is not simply about jazzing up the folklore; rather it’s a many-layered interaction that probes the unlimited positions between complete fusion and sharp distinction, between unpolished spontaneity and calculated effects. The major reason for this choice however, is explained by the closer affinity of early folkmusic to contemporary jazz rather than to newer folkmusic, as unusual as it may appear. Reference can be heard to songs of old, rituals and various singing and playing styles, often with an extemporanous and ad-hoc character. Inherent in all the melodies and structures, which are inspired by roots rather than borrowed, there is a resemblance of attitudes between music making in jazz and in folkmusic. Both are meant as an urgent and often personal communication, a vehicle to express and share feelings, rather than an interpretation of an autonomous “work”. When looking back at the origins and sources of this music, one can see the essence of the whole project: to contribute to the survival of the spirit of immediacy in music — including jazz !

	Maarten  ALTENA
	Rif 
	1990 
	53:01
	ALTENA – см. тж.  KIMUS #5

label: Hat ART             

Maarten Altena [b], Peter van Bergen [ts, b cl],Marc Charig [tpt, alto horn],Maartje ten Hoorn[vln],Guus Janssen [p, synth], Michael Moore [as, cl, b cl], Michael Vatcher [perc], Wolter Wierbos [tb].

rec. 1987

"Ансамбль Маартена Альтены поражает нас уникальным сочетанием сложной постмодернистской композиции и спонтанной авангардно-джазовой импровизации." – Д. Ухов
 “Despite the much talked-about pluralism of contemporary culture, two attitudes can be identified in the creation of music; strategies of composition that exist independently of stiles, pluralist or otherwise. Simply put, music is either composed and thereby fixed by the composer or it is improvised, either freely of form a set of rules or suggestions. One or the other of these approaches holds true for all music. The idea of improvisation as a method of creating music applies to virtually all ethnic music but it also stretches back to the beginning of so-called sophisticated Western Art music. That this fact is often overlooked is perhaps not surprising, given the dominance of the 19th-century orchestral repertoire in concert life today. It is therefore worth remembering that in the 14th century, there was MONOPHONIC music — one composed line upon which musicians elaborated in performance, and POLYPHONIC music which was complete in itself and not requiring additional elaboration. In improvised music today, as with 14th-century Monody, the main idea is evident in any number of different performances whilst other elements will wary from performer to performer. With polyphonic music, as with all completely notated composition, the creative contribution of the performer is minimised. This simple historical parallel is an ideal way to introduce those techniques and musical operations explored by the Maarten Altena Octet. The music on this recording has little if anything to do with the 14th century to be sure, but like the musicians of that time, the performers in the Maarten Altena Octet individually or collectively contribute their own creative response to ground plans suggested by the composers (often themselves of course). This freedom of approach is willingly surrendered, it must be said, for a work that is strictly notated and on this recording both types of music, the improvised and the composed, are represented. The urban environment is brutal,  monumental, alienating for sure, but it is also celebratory and sometimes sentimental as in “pop” music. And it is within all of these experiences that the music of the Maarten Altena Octet is tested and distilled. At risk of sounding tendentious, it is a claim worth making that the collective spirit of the Maarten Altena Octet is a unique force in today’s music. The personnel originate from varying backgrounds, from “pop” music and improvisation to theater and avant-garde, but the whole is certainly more than the sum of its parts, as is evident on this diverse and exciting recording.” – Steve Martland, London 1987

	Maarten  ALTENA
	Steve   LACY & Maarten ALTENA:

"High, Low and Order"
	1990
	41:43
	label: Hat Hut

all compositions by Steve   LACY (см.) & Maarten ALTENA 

rec.: Dec. 1978

Such actions are a revolutionary (and evolutionary) commitment; they create their own contexts, jostle and juxtapose and find joy in irregularities, animate sound into song-like patterns or sheer gestural plots, instigate a dazzling array of aural experiences – some extrovert, some intimate – and in the process allow us to interpret each according to our own nature. In so doing (as poet Alice Notley described Homer's epic art), they "…tell a public story, in a measure that makes that possible – that the story unfold with quickness, clarity, & also the pleasure bound up with the music itself – a pleasure in the music as the truth of the telling, in its rigor and precision, & in the fullness of its sounding."

-- Art Lange

	Franco  AMBROSETTI  And Friends
	Movies
	1986                               
	51:08
	bebop

label: enja

F.A. [tp]; J.Scofield (см.) [g]; G.Allen [p]; M.Formanek [b]; D.Humair [d]. 

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

avant-jazz

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

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

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

2. Igneous              37’23”

3. Metamorphic      07’19”

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

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

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

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

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

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

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

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

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

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

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

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

	AMM
	Generative Themes
	1982
	77:54
	label: Matchless Recordings

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

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

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

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

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

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

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

- Джон Тилбёри

	Jean – Paul  AMOUROUX
	Boogie For Piano And Organ
	1976
	48:15
	J.-P. A. [p]; Milt Buckner [organ]; Alphonse Masselier [b]; Sam Woodyard [d]; Andre Villeger [t s - # 5, 11].

  ...They turn out the wildest and wooliest music in the world. These public recordings, which hearken back to the duo tradition of Albert Ammons and Pete Johnson, give us proof: Milt Buckner and Jean-Paul Amouroux, acting as a stimulus for each other, take us into unfettered world of boogie woogie, with a much drive and dynamite as you like.

	Jean – Paul  AMOUROUX
	Boogie Woogie Duets
	1981
	48:18
	J.-P. Amoroux [p – left channel]; Memphis Slim [p – right channel]; Gilles Chevaucherie [b]; Michel Denis [d].

  Piano duets are always a big event in jazz. What a fine idea to have brought together, on 2 full concert Steinways, 2 real specialist of blues and boogie woogie, Memphis Slim and Jean-Paul Amouroux! Thanks to the perfect understanding between 2 partners, their congenial complicity, and to the high professional standard of recording, this album is a total success. The dynamics of boogie woogie lends itself especially well to such jousting on the piano, and Slim and Amouroux, both full of zest, start up a dialogue in the very first bars. With obvious pleasure, they mesh perfectly together, making the pianos ‘rock and roll’ with unusual power (beautifully brought out by the Steinway’s rumbling bass notes). We have here a mixture of strength, mastery, but also sensitivity and subtle contrast. The deep feeling in the slow blues, the sizzling swing in the medium or fast pieces, will literally send all you blues lovers! Slim and Amouroux play with inspiration from beginning to end, talking to each other and jiving to the utmost. [...] We warmly welkome this authentic tribute paid to devillish boogie woogie. The 2 pianists couldn’t have achieved more perfect harmony! Congratulations to Memphis and Jean-Paul!

	Jean – Paul  AMOUROUX
	Nothin’ But Boogie Woogie
	1993
	73:00
	J.-P. Amoroux [p, arrangements]; Francois Fournet [g]; Gilles Chevaucherie [b]; Gerard Marmet [d].  Rec. 1992.

  Jean-Paul Amouroux one day encountered boogie woogie, fell prey to its charms and decided to devote his life to it. As others devote their lives to religion. After the experience of recording with so many of the greats – something of which he can be justly proud – he had no hesitation on going out of his own, each of his albums providing a remarkable illustration of just how fascinatingly diverse this music can be.

	AMSTERDAM STRING TRIO
	Winter Theme
	2000
	74:58
	label: Winter & Winter (Munchen, Germany)

New Edition #910060-2

Digital 24 bit 96kHz recording (with no processing), editing and mastering. Producer: Stefan Winter WinterProduction@compuserve.com 

Ernst Reijseger (см.) [cello]; Maurice Horsthuis [viola]; Ernst Glerum [b].

Rec.: Nov 1999.

All compositions by Maurice Horsthuis.

Издания лейбла „Winter&Winter" всегда будут иметь вид чего-то немного диковинного. Даже про​сто из-за пестроты и совершенней​шего волюнтаризма тамошнего ка​талога. Джаз тут соседствует с эт​ническими релизами, нью-эйдж—с классическими записями. 

Авторская камерная музыка, исполняемая данным ансамблем, состоящим из контрабаса, альта и виолончели, по букве — вполне академического ви​да, однако по духу — эклектика под стать лейблу. Пьесы написаны альти​стом ансамбля и представляют со​бой довольно пестрый изобрази​тельный ряд с традиционно домини​рующими в современной культуре интонациями—скорбными и взвол​нованными. Большинство из компо​зиций имеет танцевальную основу, хотя это и не всегда отчетливо про​явлено, часть из этих танцев — на​родного происхождения. Времена​ми музыка предельно минималистична, временами в нее вкрапляют​ся какие-то поп-приемы, вроде свингующего контрабаса. В целом впечатление весьма респектабель​ное.

--- Play,  ****

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

alternative/fusion

	Laurie  ANDERSON
	Mister Heartbreak
	1984
	40:18
	

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

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

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

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

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

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

produced by Brian Eno and Laurie Anderson

music by Laurie Anderson and Brian Eno

vocals by Laurie Anderson and Lou Reed

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

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

---- “PLAY”

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

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

Produced by Hal Willner and Laurie Anderson.

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

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

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

--- Афиша

	Arild  ANDERSEN                                                           
	Sagn
	1990                            
	67:29
	Arild  ANDERSEN - норвежский контрабасист, см. тж. с: Jan Garbarek, Terje Rypdal, Bill  Frisell, David Darling, группой Masqualero 

label: ECM

A.A. [b]; K.B.Berg [v]; B.Hofseth [t&s s]; F.Alnaes [g]; B.Wesseltoft [k]; Nana Vasconcelos [perc, voc].

Part I

Sagn -- A Saga 
(Vocal parts:

1. In the tradition of Svein Hovden/Liv Greni

2. Lyrics by Jorunn Nomeland

3. In the tradition of Gyro Uleberg)

Gardsjenta -- A Farm Girl
(Vocal part in the tradition of Anne Sandnes)

Eisemo -- A Lonely Girl
Toll -- A Small Pine 
(Vocal part in the tradition of Aslaug Roe)
Draum -- Dream
Laurdagskveld -- Saturday Night 
(Vocal part in the tradition of Svein Hovden)
Part II

Tjovane -- The Thieves
(Vocal part: Traditional from the 17th century)
Sorgmild -- Mournful, But With A Smile 
(Vocal part by Svein Hovden)
Svarm -- Trance
Gamlestev
(First known poems from the Nordic countries with ending rhymes)

Reven -- The Fox
Part III

Nystev
(Four line poem from the 18th century)

Lussi -- St. Lucia 

Rysen -- A Monster
Belare -- Suitors
(Vocal part in the tradition of Svein Hovden)

Sagn -- A Saga
(Vocal part in the tradition of Jorunn Nomeland/Liv Greni) 

	Chris  ANDERSON              
	Love Locked Out
	1993         
	58:30
	label: Mapleshade Rec.

Solo piano (and v).           

Chris  ANDERSON [b. 1926] -- см. тж. с: Sun Ra at the Village Vanguard.

 The legendary teacher of Herbie Hancock: “Chris’  music... has affected the core of my music very deeply. After hearing him play just once, I begged him to let me study with him. C. A. is a master of harmony and sensitivity... I shall be forever indebted to him and his very special gift.” –Herbie Hancock.  September, 1990

 Chris Anderson — essentially unknown to the jazz public but legendary among musicians. He had played and recorded with Charlie Parker in his early twenties, and had served as mentor to a generation of great Chicago musicians, including Wilbur Ware, Wilbur Campbell, Richard Davis and Clifford Jordan. Most notably, he had taught and deeply influenced Herbie Hancock. There is no critics’ category, no neatly-labeled box that can begin to contain C.A.’s music. Yet that music, for all its rough edges, has such tragic beauty that you feel compelled to make a space for Chris amongst the giants in jazz.

	Ray  ANDERSON                         
	Right Down Your Alley
	1984 
	40:28
	R.A. -- регулярный победитель “DownBeat critics poll winners” в категории: Trombone

Ray  ANDERSON—см. тж. с: A. BRAXTON; Daniel  SCHNYDER; John SCOFIELD; J. HARRIS; The NEW YORK COMPOSERS ORCHESTRA; George GRUNTZ; M. HELIAS; B. NELL; Bennie  WALLACE; Bluesiana; Bassdrumbone; Christy  DORAN;

label: Soul Note      

Ray Anderson  [trb]; Mark Helias (см) [b]; Gerry Hemingway (см) [d].

   Ray Anderson – один из лучших современных  тромбонистов, играет в широком диапазоне стилей: от фанка [Slickaphonics]   до авангарда.

   Among the many good trombone players of the younger generation, Ray Anderson is the one who has utilized his instrument in the most extreme way, who has actually transcended it — without transforming it, however. He has never denied the trombone’s basic nature, and therefore he plays it also in a powerful, martial or sometimes even very emotional way. On the other hand, he also releases it from its earthbound heaviness; he dissolves it into thin air, so to speak, and, wandering around like a muddled goblin, works his way up from the deepest precipices to the heights of true bird imitations.  — P. Ruedi.

    If you’ve followed the various directions of new jazz with any regularity lately, chances are you’ve heard Ray Anderson... but which Ray Anderson have you heard? In just a few year’s time this Chicago-native’s trombone playing has graced a remarkable range of musical settings, from Anthony Braxton’s thoroughly composed textural environments or high-energy improvised romps and reels to the funk-induced hijinks of Anderson’s own Slicaphonics; from latin dance band jams to sensitive, intense trio interaction alongside Barryu Altschul or Oahspe (with Gerry Hemingway (см.) and Mark Helias).

Thus it shouldn’t shock you to hear that this album presents only a portion – though a potent portion at that – of Anderson’s talents and interests. His stylistic flexibility goes hand in hand with an adventurous technical expertise. As one of the post –WWII trombonists (others include Roswell Rudd, Albert Mangelsdorff, Paul Rutherford, George Lewis, and Gunter Christmann) who have helped further the liberation of the slide horn, he’s adapted devices previously pioneered by the instrument’s jazz fathers, and made them his own. As a result (to quote from my own 1980 notes) he can laze a loose-limbed legato line with the in​souciance of a Vic Dickenson or provide locomotive tailgaiting with the urgency of a Kid Ory, delve into deft vocalization with the fluency of a Mangelsdorff, bend notes bluesily a la Lawrence Brown, or offer a sense of humor amid stuttering articulation reminiscent of Dicky Wells.

All of these traits are brought to service in this program, which is more than just a cata​log of hip licks or easy references to past masters. Throughout Anderson avoids the fami​liar, and in so doing challenges not only his own considerable technique, and that of his co​horts, but also our musical conditioning and responses, in an attempt to «make it new.» In fact, the title tune exemplifies this, highliting not only some free blowing of Rudd-y complexion and expressionistic sound effects, but also utilizing quick shifting modulations of mood, of line, of rhythmic impetus, which are matched by the empathetic intuitions of per​cussionist Gerry Hemingway and bassist Mark Helias. [...]

Tongue-in-horn or tongue-in-cheek, Ray Anderson creates intriguing, entertaining mu​sic. Check it out. – Art Lange

	Ray  ANDERSON
	Old Bottles – New Wine
	1985          
	39:28
	label: Enja

Ray Anderson [trb], Kenny Barron (см) [p],  Cecil  McBee [b], Dannie Richmond [d].

Jazz, it is said, is the sound of surprise. Well, Ray Anderson has been surprising me ever I first heard him in the mid seventies. I was then asked to produce a funk-R&B group called Hidden Strength. During the first rehearsal, the band’s trombonist took a marvelously raunchy, gutbucket solo in the rare, but wonderful tradition of The Mighty Flea (with Johnny Otis) and Fred Wesley (with James Brown). His soulfulness, wit and intelligence knocked me out. My second surprise came at the end of that day when he said to me, «I think we have a mutual friend in LA, David Murray». He proceeded to discuss at length the new music with which he was heavily involved. Ray’s initial exposure to music was his father’s collection of traditional jazz records. Trombonists such as Vie Dickenson and Trummy Young made a impression on him. He started playing the instrument in the fourth grade, as he did his classmate George Lewis. Ray followed the music’s evolution chronologically moving over the years from J.J. Johnson to Frank Rosolino to Roswell Rudd with all the stops in between. He was also gaining experience in school bands and contemporary classical recitals. Ray began to work around his native Chicago with blues an R&B bands, but became increasingly fascinated by the music coming out of the AACM. In the early seventies, he travelled to California where he played with drummers Charles Moffett and Stanley Crouch, learning a great deal about history and the future of Jazz in the process. Anderson settled in New York in late 1972, but it wasn’t until his recordings and tours with the ensemble of Altschul and Braxton that he began to gain recognition and some measure of secure employment on the artistic side of the music business. In 1981, the trombonist dropped another surprise on us all when he helped form Slickaphonics, which could be described as a surreal, witty, funk-new wave-avantgarde jazz band. Ray was (and is) lead vocalist as well as the brass section for this unusual group. While on tour in March of ’85 with the Slickaphonics, Ray stopped in Munich to discuss his long standing desire to perform an album of jazz standards with ENJA’s Matthias Winckelmann, pointing out that it would also be «something to prove that Ray Anderson does more than sqeeze funny sounds out of the trombone or scream with the Slicka​phonics».

Indeed, this is a project to which Ray had given a great deal of thought and time over the years. In 1982, he told Down Beat’s Bill Shoemaker, «I was always frustrated when I listened to bebop, and the trombone was like a plodding dinosaur compared to the other horns. There wasn’t enough drama for me in what bebop offered the trombonist. So I developed ways to expand the lip thing that Frank Rosolino was into with lip slur exercises that enabled me to walk up the scale without the slide. It was at this point that I became able to rip through the scales with backsliding – where you put the slide out to raise the pitch, where normally you would bring the slide in to raise the pitch But the thing is that the new music is a better forum for this technique than bebop because you can lose some accuracy with the speed, which can be deadly playing bebop. Plus there are things that you can do with a trombone that you can’t do with another horn that fit well with the new music. It’s only lately that I’ve been able to fit these techniques correctly into bebop changes. At that point, though, I needed the space to take what’s intrinsic to the trombone and bring it out in a lead voice – ‘a trombonistic approach.’»

This album opens with a sparkling Love Me Or Leave Me with graceful solos by Anderson, Barren and a wonderfully melodic Richmond. Oscar Pettiford’s Bohemia After Dark rightfully gives a long solo spot to bassist McBee which he uses beautifully. Ray artfully uses the almost forgotten plunger on this and on La Rosita, a tune that Ray learned from two mid fifties Coleman Hawkins recordings. On the latter, Anderson and Barron build the tune from lazy and lyrical to soulful and dramatic. Dizzy Gillespie’s OW! finds the trombonist running effortlessly and effectively from hot to cool with a great swift piano solo.

Side two opens with Ellington’s In A Mellotone, a favorite among trombonists. Suitably it is a showcase for Ray, who is able to paint broad lyrical sweeps without ever sounding burlesque. Charlie Parker’s Laird Baird (named for his son) is pure bebop right down to the traditional trading of fours with the drummer. Wine is Ray’s single vocal on the album and requires some background. The tune was written by Avon Long and Reginald Beame and given to Ray by Long’s daughter Ellyn. Long was a major figure in Harlem Nightlife and Black New York Theatre. Among other accom​plishments, he was the original emcee of the Cotton Club and the originator of the role of Sportin’ Life in the first production of Porgy And Bess. The song is not unlike many of Hoagy Carmichael’s in its humor and lazy lace. Perhaps the most remarkable aspect of this album is that Ray Anderson is tackling older jazz standards with a traditional bebop rhythm section and still manages to retain the identy that is uniquely Ray Anderson. This is no exercise in recreation or imitation. As for future projects along this line, Ray says, «I love tunes. There’s a whole lot of other tunes that I want to play. I hope to do more like this in the future, but I am not sure when. I’d also like to tour with this kind of music. But if I did that, I want to play other kinds of music with it as well». We’re looking forward to it, all of it.

	Ray  ANDERSON
	It Just So Happens
	1987                   
	53:38
	label: enja

Ray Anderson  with: S.Davis [tp]; P.Robinson [cl]; Bob Stewart [tuba]; Marc Dresser (см) [b]; R.Burrage [d].

	Ray  ANDERSON
	Blues Bred In The Bone
	1988          
	45:38
	label: enja

Ray Anderson  [tb],  John  Scofield (см) [g],  Anthony Davis [p], Mark Dresser (см) [b], Johnny Vidacovich [d].

	Ray  ANDERSON
	Straight Ahead !
	1989                     
	69:31
	label: enja

quartet [with Barbara Dennerlein (см): organ]

	Ray  ANDERSON
	What Because
	1989                         
	56:32
	label: Gramavision

Ray Anderson [trb]; A. Jaffe [g]; J. Hicks [p]; M. Dresser (см) [b]; P. akLaff [d].

	Ray  ANDERSON
	Wishbone
	1991                             
	65:19
	label: Gramavision

Ray Anderson [trb, v]; Fumio Itabashi [p]; Mark Helias [b], Dion Parson [d]; Don Alias [perc], Mark Feldman [vln (#5,7)].

	Ray  ANDERSON
	Everyone Of Us
	1992                       
	52:13
	label: Gramavision

Ray Anderson [trb]; Simon Nabatov [p]; Charlie Haden (см) [ac b], Ed Blackwell [d].

	Ray  ANDERSON
	Big Band Record
	1994         
	76:37
	label: Gramavision

Ray Anderson with George Gruntz Concert Jazz Band (см.).

  “There is a blending of big-band discipline and wacky expression that makes this album a marvel, not to mention the crowning achievement of Ray Anderson’s career thus far.” — ‘Down Beat’.

   Anderson’s playing has been called “an approachable face of the avant-garde, as rich in humor as in musical adventure”, by ‘Newsweek’. ‘The New York Times’ called his sound “like a trombone version of John Coltrane’s tenor saxophone sound.”  All that is true and more on this big and brilliant collaboration. Anderson’s compositions are arranged by George Gruntz to take full advantage of his Concert Jazz band, of which Anderson is a member. The result adds power and dimension to Anderson’s musical voice.

  “The trombone has always had a very special place in my heart as a jazz composer and bandleader because it is such a significant (not to mention), fantastic tenor voice in an orchestra. It is also an instrument that, along with the bass fiddle, has been emancipated by the hands of jazz musicians more than other instruments. What jazz trombonists (and bass fiddlers) can do technically with their instruments reaches far, far beyond what was intended when the instrument was invented or indeed beyond how it is steel played in classical circles. And above all this stands a man who has carried the trombone even further: Ray Anderson. He has taken trombone performance technique (in terms of register, tonguing, velocity, and expressiveness) to places that one could not have conceived of only twenty years ago. However, Ray didn’t develop his incomparable skills for mere surface appearances, but as a means to express his music. Firmly rooted in the best jazz traditions and at the same time exploring every second — this concept shows most obviously in Ray’s compositions. Every selection grooves within the jazz tradition but with inventive turns at every corner. Tubist Howard Johnson brought Ray and me together for the start of a real love affair in 1982. The idea of combining forces for a joint project grew organically out of our experience working together and resulted in the CD that is now in your hands. I would like to thank Ray for his twelve years of warmest friendship and for being a continuous source of inspiration — let’s do it for many more years and projects to come, Ray!!” –George Gruntz,  1994.

	Ray  ANDERSON
	Azurety
	1994 
	55:36
	label: Hat ART                      

Ray Anderson [tb, tuba], Han Bennink [d], Christy Doran (см) [ac & el gs,delay devices]. 

Han Bennink – легендарный фри-джазовый барабанщик, записывался еще с Eric Dolphy , участник Clusone Trio (см.).

                The Magnificent Anderson 

Ray Anderson: the bodacious, satchel-mouthed tailgater, whose south side of Chicago background is betrayed in the very swagger and tonk of his ‘bone. His sound can be brash and forthright or light, lithe, and sensitive. He can play multiphonics every which way and loose, hawk hokum stuff  with mutes, or twist a single line around like the tendrils of a fern.

               On Han 

Han Bennink: the outward bounding, zonkers Dutch percussionist whose adora​tion of Baby Dodds only makes his free playing more grounded and colorful, whose conceptual stage antics and prat​falls are thoroughly imbued with musicality, as well as humor. To see him is one thing – it lets you in on his performance-art tactics and winning persona, which some​how link Zutty Singleton, Spike Jones, and Monsieur Hulot. But maybe to hear him on record in preferable in a funny way, since without the visual distractions you can concentrate on how infinitely thought​ful and swingful his zaniness is.

              Christy-anity 

Christy Doran: soft-spoken, mild-man​nered, Irish-born, Luzern-based guitarist, whose presto-changeo dark Kent/Super​man routine is enacted when he dons his high-strung guitar, plugs in and lets rip. In his playing one hears waterfalls of Hendrix, ripples of Rypdal, even a trickle of van Halen. Sweeps, thick distortion, pinpoint picking, and pedal-controlled soundscapes.

This is music about distinct personalities – each of these musicians plays in a highly personalized, individual dialect. For the listener, the fun is in how they come to​gether, in hearing the results of such monumental encounters. Best to think about them one at a time. First, there’s the Anderson/Bennink axis. Of course. Someone should have thought of this a long time ago; it’s a match made in heaven, Ready-made relationship – just listen to the way Bennink hungrily digs into the hyper-space press-roll intro on Anderson’s tuba-tied «March of the Hipsters,» Or check out their sympathetic duet on Ellington’s «Just Squeeze Me.» Here are two unbiased jazz fellas who know the true value of pre-free for the open-minded improvisor. Inside, outside? Whatsa diff? It’s what you do with it that counts.

Then we can imagine the Anderson/ Doran connection. Or better, we don’t have to imagine that, since this duo has been documented on    Doran’s multiple-duets disc, Phoenix (hatART CD 6174). I’ve had the pleasure of seeing them perform a couple of times since that 1990 recording, at the du Maurier Jazz Fest in Vancouver, Canada, and at Moods Jazz Club in Zurich, Switzerland. They’re a well-suited pair – Anderson brings out the more assertive side of Doran, while Doran  slightly tempers Anderson’s bonzo-ness and capitalizes on his unreal chops.   Telling,   though,  that  this well-established twosome has no duet on Azurety; clearly, it’s the thrill of playing with the Dutch swing-master that drives the date.

Listen to the Bennink/Doran interaction on «B + D» – here’s a less immediately obvious pairing that works miraculoulsy well. (Can’t help but think of Bennink’s other long-term guitar partnership, so very different, with Derek Bailey.) Doran’s cool, cascading delay, sharp hammering, and emerging/disappearing sound mountains are an excellent stimulus for Bennink’s high-energy response. The guitarist’s roundabout tunes, too, prove to be start​ling material for the drummer - «Heights,» in particular, elicits an inspired snare-off solo from Bennink (concluding with sweet bird sounds).

The trio expresses these many vectors – old and new relationships, instant pairings and surprising affinities. The group feel on Anderson’s Mediterranean-blue ballad. «Azurety,» or on his Chicago-blue buster «The Waters Dixon Line» (Doran’s substain calling: Muddy and Willie, wake up!) should tell you what you really need to know. Or just flip to «ABD,» the trio’s freely improvised blow; we’re talking about three extreme individuals, three ultra-specialists, coming togetherto make afourth member – the sum of its parts... and then some.                         John Corbett, Chicago, August 1994

	Ray  ANDERSON
	Ray Anderson Alligatory Band: «Don’t Mow Your Lawn»
	1994 
	60:09
	label: enja

Ray Anderson [trb, lead voc (#1,3,5,7)]; Lew Soloff [tp]; Jerome Harris (см) [g, back voc]; Gregory Jones [b, back voc]; Tommy Campbell [d]; Frank Colon [perc].

	Ray  ANDERSON
	Ray Anderson Alligatory Band:  «Heads and Tales»
	1995 
	55:46
	label: enja

Ray Anderson [trb, v (#7, 9)]; Lew Soloff [tp]; Jerome Harris (см) [g]; Gregory Jones [b]; Tommy Campbell [d]; Frank Colon [perc, berimbau (#7)].

	Ray  ANDERSON
	Cheer Up
	1995 
	51:41
	label: Hat ART                     

Ray Anderson [trb, tuba], Han Bennink (см) [d], Christy Doran (см) [ac & el g].

In “Noise: The Political Economy of Music”, Jacques Attali argued that music has a peculiar ability to predict social change. Perhaps it’s true. Look at the creative music explosion of the 1960s, when a generation of players from America lived and absorbed ideas from Europe and European musicians built new instrumental vocabularies inspired by the languages of American jazz. Simultaneously, currents of inno​vative music are felt in South Africa (the Blue Notes and their European exile), Japan (Masayuki Takayanagi, Motoharu Yoshizawa, Mototeru Takagi, Masahiko Togashi), and behind the Iron Curtain (from V. Ganelin to E.- L. Petrowsky). Cecil Taylor and Albert Ayler in Stockholm. The Art Ensemble of Chicago, Anthony Braxton, and Steve McCall in Pans. Steve Lacy stranded in Argentina, where young Guillermo Gregorio is involved in South American Fluxus. Derek Bailey sits in with Lee Konitz one night. Rashied All plays with the Spontaneous Music Ensemble. Han Bennink and Misha Mengelberg back Eric Dolphy in Hilversum. Three weeks after this «last date,» Peter Brotzmann sits up talking with Dolphy late the night before he dies.

 Thirty-one-years after playing with Dolphy, Bennink goes into the stu​dio for a second session with Ray Anderson and Christy Doran. The first disc, Azurety (hatART 6155), was such a bash that they’ve barnstormed Europe together, solidifying the trio into a true unit; the tunes are tight, the improvising relaxed and freewheeling ~

Attali’s theory of the prognostic power of sound is based on the idea that, unlike other social and cultural products, music is immaterial- In a strange way, then, music gains an affi​nity with the 19th century idea of zeit-geist, that Hegelian notion of a «spirit of the times» – an amorphous, immate​rial matrix in which the thoughts of a generation swim. But music, as you, who hold this disc in your hands must admit, is not without its material com​plement. And at the heart of the ‘60s internationalization of Jazz and improvi​sation was the record. Albums circulated wildly; audiences rabidly traded and searched for them; musicians learned of new sonic highways and hidden intellectual byways sometimes exclu​sively through the flat black pancakes.

And even beyond the solidity of musical production, other material considerati​ons have contributed to the globalisali-on of groove- Think of the increasing ease and speed of air travel (faster and easier than 1960, when Bennink came to the States on a ship!) and increa​singly efficient communication by phone and fax. In 1991, at the October Meeting in Amsterdam, a handful of North American and European promo​ters gathered to discuss a computer network to link itineraries and make block-booking (ie. regional collaboration between event producers) more feasi​ble. The information superskyway paves its way into marginal music... and the surface of the globe gets that much littler. [...]

In front of a church on the north side of Chicago, a sign reads: «INTEGRITY NEEDS NO RULES.» While pondering the ecumenical signifi​cance of this message gets me now​here (...Trinity = integration of three in one?...goodness is boundless?...God can do whatever he/she/it wants?...), it makes me think of the responsibility of the creative musician in this hyperglobalized age. If there are no pre-set rules, no stylistic bounds or genre require​ments to be fulfilled, what qualifies as musical integrity? How can a listener know if the music has character and is of top-quality if there’s no well-defined checklist to reference? Of course, the rules of integrity are never easily sus​sed out, even when convention, etiquette, and «good-form» say they are. Moral and ethical dilemmas are daunting because the world is full of ambiguity, options are hazy, circum​stances change, and people are full of contradictions. Improvising musicians find themselves in such a world with​out the convenience of full scores or idiomatic structures to serve as guide-posts. Thus. the question of integrity is answered by such musicians in the form of bold decisiveness, divine in(ter)vention, and the occasional spice of contrariety. Creative music – a broad set of interstylistic aesthetics – is thus also a microcosm of creative ethical behavior.

~ Listen to the intersection of sound worlds on Cheer Up: the rewor-king of Horace Silver’s «Melancholy Moods,» the beautiful melodicism of «My Children,» Bennink’s ridiculously propulsive trans-idomatic rhythms, rimshot explosions, and delicate textu-ral finery on «No Return,» Anderson’s meaty, metallic tuba on «Like Silver,» the sheer joyousness of «Cheer Up.» Multinational music doesn’t have to end up characterless mush, and the ABD Trio proves it. Now the possibilities of trans- (or non- [or multi-Didiomatic music are in the hands of the musicians themselves, not sheltered by a traditi​on. Integrity needs no rules. ~

How to deal with the pressing dif​ficulty of locating quality in the era of globalized post-certitude? Simple: Cheer Up.

	Ray  ANDERSON
	Slideride
	1995 
	64:28
	label: Hat ART                    

Trombone quartet: Ray ANDERSON,  Craig HARRIS, George LEWIS (см), Gary VALENTE

	(Ray ANDERSON)
	LAPIS LAZULI BAND: Funkorific
	1998 
	54:42
	Альбом рекомендован критиками как “The Best of ‘Jazz Quad’ 1998” (в разделе “Блюз”).
label: enja
“This recording is dedicated to you, the listener. May the alchemy of the blues make you smile.” – Ray Anderson
Ray Anderson [trb, v]; Amina Claudine Myers [p, hammond, v]; Jerome Harris [g]; Lonnie Plaxico [b]; Tommy Campbell [d].

	(Ray ANDERSON)
	SLICKAPHONICS:

"Modern Life"
	                          
	43:28
	jazz-rock-funk project 

label: Enja

Ray Anderson [tb, voc], Daniel Wilensky [ts, ss, voc], Allan Jaffe [gs,  voc], Mark Helias (см) [el-b,  voc], Jim Payne [d,  voc].

	(Ray ANDERSON)
	SLICKAPHONICS:

"Wow Bag"
	1986                         
	41:41
	label: Enja

Ray Anderson [tb, lead voc, conga, perc], Steve Elson [ts, synth, perc, voc], Mark Helias (см) [el-b, voc], Allan Jaffe [el-g, voc], Jim Payne [d, perc].

rec. 1982

	ANGELICA
	Angelica 1994
	1995
	61:06
	label: Caicai Music (Italy), (CAICAI-006)

Recorded live at Angelica, fourth Festival Internazionale Di Musica,

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

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

   John Zorn (см.): voice, alto

   audience

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

   John Zorn: voice, alto;

   Bob Ostertag (см.): samplers

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

   John Zorn: voice, alto;

   Phil Minton (см.): vocals

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

   John Zorn: voice, alto;

   Fred Frith (см.): electric guitar, voice

5. Continuation in concert of sound check interrupted

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

   Fred Frith: electric guitar, voice

   John Oswald: alto, tapes, bongo

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

   Phil Minton: vocals

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

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

   Bob Ostertag: samplers

   Fred Frith : electric guitar, voice

8. Baryshnikov (North American Experience) 0:33

9. Pausa (Frith) 0:40

   Fred Frith: voice

10. V& (Oswald) 0:19

    Quartetto P.A.P.A.:

    Rossana Capellari (violin)

    Paola Garavaldi (violin)

    Alessandro Urso (viola)

    Paolo Grandi (cello)

11. Fata Flexa (Paolo Grandi) 4:05

    Le Terre Silenziose (11)

    Rossana Capellari (violin)

    Paola Garavaldi (violin)

    Alessandro Urso (viola)

    Paolo Grandi (cello)

    Marco Ferrari (clarinet)

    Marco Verza (bass clarinet)

    Oussini Jamal (violin, percussion)

12. Camelot (Claudio Scannavini) 3:01

    Orchestra Del Teatro Comunale Di Bologna

    conducted by Franco Sebastiani

13. Western Lands (Scodanibbio) 3:27

    Stefano Scodanibbio: bass

    Rohan De Saram: cello

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

    Band Is Woman:

    Camilla Missio, Daniela Cattivelli, Maddalena Maglione

    Franca Pampaloni, Simonetta Paladini, Michela Zini

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

    Rohan De Saram: cello

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

    Guy Klucevsek: accordion

17. Plaus (Oswald) 3:30

    John Oswald: alto, tapes, bongo

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

    ain't nothin' but a Polka Band:

    Guy Klucevsek (см.): accordion

    John King: electric guitar

    Bill Ruyle: drums, marimba

    David Hofstra: electric bass

19. 1:13

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

 b. Jazz Edit (Oswald)


    John Oswald: alto, tapes, bongo

20. Pausa 0:01

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

    Ain't nothin' but a Polka Band :

    Guy Klucevsek (voice,accordion),

    John King (electric guitar, voice)

    Bill Ruyle (drums, marimba, voice)

    David Hofstra (electric bass, voice)

*/ Riflessivo  1:00

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

    John Zorn (см.): voice, alto

    Bob Ostertag (см.): samplers

    Phil Minton (см.): vocals

    Fred Frith (см.): electric guitar, voice

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

    Mark Dresser (см.): bass

    Gerry Hemingway (см.): drums

23. untitled (Roncati, audience) 2:25

    Banda Roncati

    audience

24. Bonus (Banda Bird) 0:01

    Banda Bird

	Lotte ANKER, Marilyn CRISPELL, Marilyn MAZUR
	Poetic Justice
	2001
	56:54
	label: Dacapo Records (Copenhagen) www.dacapo-records.dk 

Lotte ANKER [t/s s], Marilyn CRISPELL (см.) [p], Marilyn MAZUR [d, perc] with Josephine Cronholm [v (#10,13,14)].

	ANNEXUS  QUAM
	Beziehungen
	1972
	40:11
	psychedelic free-fusion
label: Spalax Music (Paris), 1976, 1993

engineering by Dieter Dierks (Koln) – см. тж. с: The COSMIC JOKERS (‘Rock’ section).

Uwe Bick [schlagzeug, v, perc]; Jurgen Jonuschies [b, v, perc]; Peter Werner [el g, v, perc]; Hans Kamper [posaune, spanish g, v, perc]; Ove Volquartz [sax]; Harald Klemm [fl, v, perc, luftpumpe].

Эта группа психоделического art-rock/jazz-rock’а образовалась в 1967 году (первоначальное название «Ambition of Music»). Первый диск «Osmose» вышел в 1970. 

	ANTIBALAS
	Talkatif
	2001
	40:58
	jazz-latina band
label: Ninja Tune  www.ninjatune.net 

www.antibalas.com 

Jordan McLean [first tp & all tp solos]; Anda Szilagyl, Todd Simon [tp]; Michael Herbst [t s]; Martin Perna [bar s]; Stuart Bogle [a s]; Aaron Johnson [trb]; Ernesto Abreau [lead conguero]; Fernando Velez [congas, perc]; Duke Amayo [congas, perc, v]; Phil Ballman [drumset]; Giancarlo Luiggi [shekere]; Dylan Fusillo [stikers, perc, drumset]; Del Stibling [b]; Gabriel Roth [g]; Luke O'Malley [g]; Victor Axelrod [k].

	ANTIBALAS
	Liberation Afro Beat vol. 1
	2001
	66:26
	label: Ninja Tune

Antibalas is a diverse of music makers in Brooklyn, USA dedicated to making original revolutionary afrobeat music inspired by the chief priest Fela Anikulapo-Kuti as well as other visionary artists, musicians and thinkers.

Antibalas is more than just a band. It aims to be a movement in an era where the pursuit of money and fame has ruined the souls and work of our fellow humans.

	ANTIPOP – см. c: Matthew SHIPP
	
	
	
	

	ARCANA
	The Last Wave
	1996
	60:18
	label: DIW

Derek BAILEY (см.) [el g]; Bill LASWELL (см.) [el&strings bass]; Tony WILLIAMS [d].

	ARCANA
	Arc Of The Testimony
	1997
	53:41
	label: Axiom (Island Records)

Created by Bill Laswell; all songs written by Bill Laswell & Tony Williams.

Tony Williams [d]; Bill Laswell [4&6-str b, fretless b, ebo, SFX]; Pharoah Sanders [t s (#1,6)]; Byard Lancaster [a s, b cl (#1,3,5)]; Graham Haynes [cornet (#1,3)]; Nicky Skopelitis [6&12-str g (#1-7)]; Buckethead [g (#2,4,6)].

   Tony Williams left our world before we reached the final stages of completing this project. In no way can words begin to describe the massive sense of loss or the unexpected shock that this impossible reality represents for me. As time passes Tony will certainly be remembered as the young prodigy who revolutionized the sound of Miles Davis in the 1960s, who probably more than any other drummer understood the limitless possibilities of music. But even more importantly, in his artistry, dedication, and strength of character – both as a musician and as a person – Tony Williams has influenced an entire generation, as he will continue to do for generations to come. Here is a testimonial to his enormous original gift, his profound craftmanship and relentless creative energy, his open mind, his lifetime, his legend. All respect...         Bill Laswell,  25 March, 1997

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

Наворочена музыка этого проекта из всего на свете, но то, что в нём главное – он весёлый, прикол на приколе и приколом погоняет.

label: Cuneiform

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

1. Evaporazione

2. Diforisma urbano

3. Gerontocrazia

4. Scum

5. Il massacro di Brandeburgo

6. Giro, giro, tondo

7. Caos (parte seconda)

8. Intervista a Stratos, Tofani, Fariselli

9. L'Internazionale

	Gerry ARLING & Richard CAMERON
	Music For Imaginary Films
	2000
	56:35
	acid-swing  (retro)

label: Emperor Norton Records (Los Angeles, CA, USA)

www.emperornorton.com   info@emperornorton.com 

1. Le Flicet la Fille 
4:26

2. 1999 Spaceclub
 3:49

3. W.E.E.K.E.N.D.  4:14

4. Hashi
2:49

5. Let's Get Higher
 4:31

6. Milano Cool
4:33

7. New day
4:13 

8. Zona Sul (cocktail mix)  3:43

9. Zona Sul (samba mix)
3:50

10. Spacebeach
6:00

11. Herrmann
5:16

12. Shiva's R&R dub
1:56

13. Shiva's Daughters
4:08

14. The Only Guy 
 3:12

All songs written, performed and produced by Gerry Arling and Richard Cameron.

Arranged and conducted by Gerry Arling. 

Fay Lovsky: vocals, theremin 

Leona Philippo: vocals on 'New day' and ‘Lets Get Higher’

Lilian Veiera: vocals on ‘Zona Sul’

Kate Holder: vocals on 'Hashi'

Jan Klug: flute, tenorsax and baritone-saxophone

Joop van der Linden: trombone

Louis Hummel: tenorsax, baritone-saxophone 

George Pancraz: trumpet

Kevin Gallager: trumpet (on 'Milano Cool' and 'Hashi')

Daniel Kordoubailo: violin

Martin Grudaj: cello

A. Viarskin: violin (on ‘Hashi’ and 'New day')

Stefan Kruger: drums & percussion (on 'Hashi' and ‘Zona Sul’)

Harry Arling: drums (on ‘1999 Spacedub’)

Kim Weemof: tablas (on 'Shiva's Daughters')

Electric sitar provided by Palm Guitars, Amsterdam.

Recorded at Mastersound Studio's Groningen, by Rene Houben.

Recorded, mixed and mastered at Zownd Studio Amsterdam, by Mark den Hartog.

Превосходный ретро-проект

	Louis  ARMSTRONG 
	Creole Jazz
	1923
	29:31
	Louis Armstrong (cм. тж. E.Fitzgerald “Ella&Louis”) & King Oliver

L.A. [cornet]; King oliver [cornet]; Johnny Dodds [cl]; Honore Dutrey [trb]; Lil Hardin Armstrong [p]; Bill Johnson [banjo]; Baby Dodds [d]; + Stump Evans [s (#10, 11)].

Just Gone

Canal Street Blues

Mandy Lee Blues

I’m Goin’ To Wear You Off My Mind

Chimes Blues

Weather Bird Rag

Dippermouth Blues

Frog-i-more Rag

Snake Rag

Alligator Hop

Krooked Blues

Such is the elusive nature of jazz, its determination to thwart and contradict each attempt at definition, that nearly everything said and written about its history, lore, the music itself and the people who play it, has been debated — or will be. That is, with one exception. Ask any​one to name the most famous jazz musician of all and you’ll hear no more than one answer: Louis Armstrong. It is a fame well-deserved. For rarely, if ever, has the personal history of one artist been so closely linked to the birth of his art. Even today, all jazz trumpeters and most other jazz musicians cite Armstrong as an early, important influence.

Louis Armstrong was born in New Orleans at the turn of the century. Having no documenta​tion to confirm or dispute his belief, Louis pro​claimed his birthday to be July 4, 1900. It couldn’t have been scripted any better — the most influential contributor to a uniquely American music begins life on our nation’s birth​day. (A few years ago, a copy of his true birth certificate was found, proving that he was actual​ly born August 4, 1901. But this hardly matters. The lives of American icons are most often a mix​ture of reality, mythology, and self-invention.)

Louis Armstrong was one of jazz’s first vir​tuosos and its first superstar. His playing com​bined dazzling skill with a soulful bluesiness. Louis’ mastery of first the cornet, and then trum​pet — his incredible range, his impeccable tim​ing and phrasing, his ear for harmony, not to mention sheer power — was so complete, he for​ever changed the role of the instrument. The modern jazz soloist was born when Armstrong came of age. While he did not invent jazz, he was the first to revolutionize it. His style of play​ing was both visually impressive and expanded exponentially the possibilities for self-expression within music. After Louis, extended solos that reflected the personality and emotional state of the musician had become an integral part of jazz. In a very real sense, all the many subsequent evolutions of jazz have either been inspired by Louis’ influence, or are dissonant responses to it. As the ever-cryptic Miles Davis once said of Louis’ influence, «No him, no me.»

Try then, to imagine Louis Armstrong before he became LOUIS ARMSTRONG. With the man come and gone, his legend firmly estab​lished, and his legacy still felt, that is no easy task. The first remarkable thing about these recordings is that they allow you to do just that. In these sweet, sometimes quaint, but always hot sides we hear the man who would change American music forever trading phrases and improvising harmonies with his mentor, King Oliver. Armstrong’s genius is certainly evident in his improvisations, but he is not yet the giant he would soon become. Indeed, he was in such awe of Oliver, their collaboration almost ended before it began. The story has been told many times of King Oliver summoning Louis from New Orleans to Chicago to join his band. As Louis remembered, “«ouldn’t nobody else get me out of New Orleans but him!”»However, when Louis arrived and heard the band rehearsing from the door, he was so intimidated he nearly fled.

That was only the first of many famous images and anecdotes surrounding Louis’s tenure with King Oliver. When these tracks were recorded, among the first in all of jazz, the elec​tric microphone was still being developed. The music was recorded acoustically as the sound was captured by a huge horn that the musicians gathered around and the music transcribed onto a wax disc. Baby Dodds plays blocks instead of drums to try to keep the «mix» balanced and because everyone was afraid the vibrations of the drums might cause the recording needle to skip! But Louis was so powerful he had to play from the comer of the room in an effort not to completely blow out the other instruments.

The amazing thing about these tracks is that they are at once both evocative of an age long gone and also somehow current and very much present. These selections, some like «Snake Rag» composed at the recording session itself, have all but disappeared from the canon of jazz standards. Still, they have a primacy, a vibe and a jump to them that’s as infectious to the musicians as it is to the listeners. You can hear a musician shout «Yeah!» toward the end of «Dippennouth Blues.» That seems as apt a com​mentary as any and sums up the whole attitude of these recordings.

Most legendary about these sessions is the fact that Louis and King Oliver filled in and floated around each other’s solos without prepar​ing anything beforehand. They were so in sync with each other that they could tell each other ideas while the rest of the band was in full swing and then play them when the breaks came around. And, given the complexity of the arrangements, it is staggering to listen to the ease and confidence with which Armstrong and Oliver rip through.

The pure confidence and ability is there in the band’s first selection, «Just Gone.» And they are! After Louis tosses a few phrases around Oliver’s melody, the band plunges into the «B» section of the tune so seamlessly that you’ll miss the transition if you’re not listening for it — and possibly even if you are! Listen especially to «Weather Bird Rag»and «Snake Rag» as Oliver and Armstrong display an incred​ible simpatico behind Johnny Dodds’ lead clar​inet. Not one note is out of place. Then there’s the sense of fun and humor that comes across on the album like the trombone glisses of «Snake Rag,» or the playing of the final phrase of «Alligator Hop» twice. The opening theme of «Canal Street Blues» might just be polyphonx , as Oliver and Louis play melody while Johnny Dodds works through his own entirely different line on clarinet.

The current state of recording technology is what makes this release a true discovery. Until now, much of the music on these tracks had to be siphoned by the listener through the pops and skips and hiss of time. While it can be argued that in some cases, tilling in with the mind’s ear what cannot be heard with the one on the side of your head makes for a more personal and ultimately richer listening experience, in the case of these recordings, so much was muddled or missing that generally only the most devoted scholars and collectors appreciated them (And then, usually more for their historical signifi​cance, than for their musicality). This, coupled with the primitive conditions under which these tunes were recorded in the first place, have historically made listening to them as frustrating as they are legendary. Not any more. The applica​tion of digital technology to the restoration of these recordings allows us for the first time to get as close a sense of what this band sounded like as possible.

Lucky us. Because now we can truly hear how tight, how hot, how thrilling this band really was. Not to mention how inventive. It is amaz​ing when you realize you are actually hearing music of the twentieth century being blasted into existence. Just as seeing some of the great silent films reminds us of how much filmmakers knew then and that the seeds of everything to come were already there, so too does listening to this album reveal that many of the ideas of swing, and certainly the attitude of bop were present when Oliver, Louis, and Company began to play.

	Louis  ARMSTRONG
	From The Big Band  To The All Stars
	1946-56
	47:50 48:40
	[2 CD]

	Louis  ARMSTRONG
	Porgy & Bess
	1958
	66:14
	Louis ARMSTRONG &  Ella FITZGERALD

	Louis  ARMSTRONG
	Hello Louis
	
	51:09 57:32
	Начиная с этого двойника суммарное время непересекающихся вокальных вещей L.A.  = 226 min.

	Louis  ARMSTRONG
	Louis & The Good Book Vol. I
	1958
	35:51
	

	Louis  ARMSTRONG
	Jazz ‘Round Midnight
	1957-60
	57:37
	

	Louis  ARMSTRONG
	What A Wanderful World
	1968
	31:33
	

	Louis  ARMSTRONG
	My Greatest Songs
	
	43:45
	

	ART  ENSEMBLE  OF  CHICAGO
	«A Jackson In Your House» / «Message To Our Folks»
	1969                 
	79:23
	Down Beat 48th Annual Critics Poll: Acoustic Jazz Group Of The Year (2000)
label: Charly – Affinity, edition 1989.

Переиздание двух альбомов A.E.C., записанных в Париже в июне и августе 1969 года. В то время A.E.C. был еще квартетом (Don Moye, ставший их постоянным барабанщиком, присоединился к группе в 1970 году). Музыка A.E.C. – сочетание элементов фри-джаза и всей джазовой музыки начиная с New Orleans. Также в ней ощущается сильное влияние этнической (особенно африканской) музыки.

Lester Bowie(см.) [tp, fl h, b, d, horns], Joseph Jarman (cм.) [s&a s, cl, oboe, fl, marimba, vibes, gongs, conga, bells, g], Roscoe Mitchel [s&a&bass sax, cl, fl, cymbals, gongs, conga drums, logs, bells, siren, whistles, steel drums], Malachi Favors Maghostus (см. тж. с: RITUAL TRIO) [b, el b, logs, sitar, perc].

The Art Ensemble Of Chicago, which grew out of the Chicago-based Association for the Advancement of Creative Musicians in the mid 1960s, was founded on two passionatley held beliefs. One, that Afro-American music — Great Black Music as Lester Bowie dubbed it — was a legitimate cultural activity which deserved the same sort of respect and serious consideration as the European symphonic tradition. Two, that if only opportunities could be found to take that music beyond the marginal world of obscure clubs and loft experimentation, a mass audience would grow up around it.

It was these two beliefs that took the AEC to France in June 1969, for the start of a two year European sojourn which resulted, amongst much else of note, in the recording of A Jackson In Your House and Message To Our Folks, arguably two of the group’s most lasting works. At the start of the year, word had reached Chicago that the French family of labels BYG/Actuel was planning a massive music festival, to be held in Paris and using the presentation of major British and American rock stars as a magnet to draw an audience to the real meat of the event – the biggest package of free/avant garde/ sharp edge jazz musicians yet to be put together anywhere in the world.

As it happened, the Actuel Festival Of Jazz, Rock and New Music wasn’t allowed to be staged in Paris. The city’s police, concerned that such a large gathering of young people would lead to a repitition of the May Events of 1968, vetoed every application for a permit in or near Paris, forcing Actuel to stage the festival across the Belgian border near the village of Amougies (and later than originally planned, in October). Aside from this, the festival went to plan and memorably achieved its objective — an estimated 75,000 people, many of them initially attracted by headline acts such as Frank Zappa, The Nice and Pink Floyd — gathered at Amougies, and were exposed to music such as most of them had never heard before: from AEC, Archie Shepp, Clifford Thornton, Grachan Moncur III, Anthony Braxton, Don Cherry and (from South Africa via London) Johnny Dyani and Louis Moholo.

Once the festival was over, BYG/Actuel responded magnificently to the recording opportunities offered by the presence of large numbers of cutting edge American jazz musicians in their country: artists who recorded for the label at this time included Shepp, Moncur, Thomton, Sunny Murrary, Jimmy Lyons, Andrew Cyrille and — of course — the AEC.

The European visit, which found the AEC based in a house in the outskirts of Paris for most of 1969,1970 and 1971, was also a prodigiously productive one for the group. As well as A Jackson In Your House and Message To Our Folks, they recorded a further 13 albums and 2 film soundtracks. [...]

«We weren’t actively looking for a percussionist,» remembered Jarman, «because we were playing with drummers and percussionists all the time, different cats. But he turned out to be the one that was really there for our concept and our perspective.»

In 1971, Bowie, Jarman, Mitchell, Favors and Moye returned to Chicago. «It had been great, but we missed the stimulation of the ghetto,» explained Bowie. Since then, A Jackson In Your House and Message To Our Folks have been practically de rigeur inclusions in any contemporary jazz record collection: stimulating, multi-levelled, provocative and, above all, fun. Their release on CD is a major event by anybody’s standards, with the full glory of the Great Black Music they contain shimmering and intoxicating like it never has before.

	ART  ENSEMBLE  OF  CHICAGO
	Tutankhamun
	1969
	43:04
	label: Black Lion, edition 1994 

recorded at Polydor, 1969

Lester Bowie [tp, fl h, horns, bass drum]; Roscoe Mitchell [a&s&bass sax, cl, fl, whistles, siren, bells, perc]; Joseph Jarman [a&s&t s, cl, oboe, fl, p, harpsichord, g, perc]; Malachi Favors [b, fender b, banjo, cythar, perc].

This perceptive elucidation written in 1970 by John Litweiler succinctly documents a significant moment in jazz history – the migration of these Chicago musicians to Europe, where the “Avant Garde” movement had in the late 60’s achieved some kind of tenuous acceptance – particularly in Copenhagen and later, Paris.

Whatever the satisfactions, to talent​ed, creative musicians, of performing formally at  haphazard  intervals, seldom being paid more than the Union-prescribed minimum and contin​ually working either with other musicians in the same paralyzing circumstances or else rock/rhythm-and-blues jobs for more-or-less steady incomes – whatever delights this way of life holds for the likes of Chicago’s Art Ensemble (Roscoe Mitchell and Joseph Jarman, alto saxes; Lester Bowie, trumpet; Malachi Favors, bass) and the Anthony Braxton Trio (Braxton, alto; Leo Smith, trumpet; Leroy Jenkins, violin), they are as nothing compared with the absurdly Utopian ideal of per​forming their original music steadily in formal presentations, thereby earning a modest degree of security such as farm hands, taxi drivers, menials, etc. possess. Thus the Art Ensemble at the end of May, 1969 and the Braxton Trio, at the end of June, left Chicago to sail for Europe, the American jazz musicians’ Promised Land.

The departure of these seven Dreamers of the Impossible, or at least Highly Improbable, Dream is a grim commentary on the  new music movement in Chicago.  Sustained largely by the continuity involvement and hope offered by their courageous co-operative The Association for the Advancement of Creative Musicians (with its continuing concert series, lively and optimistic propaganda, and remarkable music school which offers free instruction in a variety of courses, including theory, black music history, individual instrumental training, etc., to south side black ghetto youths), these seven players have now con​cluded that the Midwestern U.S. is exhausted of opportunity – more, jour​neys to the West Coast and the East (specifically, New York) have been even less rewarding. But already the Art Ensemble players have found an audience in France – so they report to Chicago friends – and if their continu​ing reception in Europe is at all respectable, their stay will surely be an extended one.

More often than not, Chicago groups and individual  musicians tended to surrender their special free​dom – to use «freedom» in the broad, accurate, i.e. less idiomatic and contem​porary sense – in favour of fulfilling personal programmes. Thus Joseph Jarman, who believed implicitly in programme music, had by summer, 1968, reached a creative impasse. A composer with rare skill at orchestra​tion, his writing had crumbled to once-in-a-long-while   quartet   lines;   a virtuoso alto and soprano saxophonist, his improvisations had increasingly be​come set pieces in two or three tempos and his work on other woodwinds sometimes even sounded amateurish; blessed with a beautiful straight-ahead linear mind, he chose to leave his original talents dormant in favour of inventing moods and effects with dozens of bells, toys, etc. – his arsenal of new sound effects is ever-growing, and in the Art Ensemble’s last concert he trifled with theramin and electric guitar.

This preoccupation of Jarman’s is shared by at least half of his Chicago cohorts, and among the seven expatri​ates alone there must be 500 separate instruments: entire families of wood​winds, marimbas, wooden things, gongs, exotic  string instruments, gourds, a huge parade drum, tiny cymbals, etc. etc. Jarman seems to be the most compulsive about accumula​ting sound effects devices, and has found less to do with them (Mitchell and Bowie, for instance, find ways to treat the devices as musical instruments) – in fact, Jarman seems mainly interested in simply making sounds, much as you or I might do. Overall, Jarman’s music, from its first explora​tory stages to the present, exhibits a deceptive virtuoso skill and self-confidence which masks periods of deliberate   remarkably   perceptive exploration alternating with longer periods of often extreme caution. Thus his failure to come to grips with the possibilities of his «little instruments»; thus his dependence on nominally «free» group improvisation which inevitably recalls past efforts; thus the lack of variety, in every way, that has characterised most of his composing since early 1967 – clearly a case of overkill. In his cautious mood Jarman so dominated his little groups (Clark. bass; drummer Thurman Barker; and for a year, Gaddy) that a minimum of genuine exploration was taking place by a year ago – he was becoming a sort of musical Jackson Pollock, but with a limited palette. Accordingly he reverted briefly to a less romantic manner (adding fresh instrumentalists, blendding his gallery of effects with «conventional»   rhythms,   tempos, formats) with satisfying results. When Mitchell, Bowie and Favors returned from their 1968 San Francisco summer Jarman chose to perform almost exclusively with them, making the Art Ensemble a permanent quartet, It was the best possible move for all concerned.

It is likely that the June, 1967 Roscoe Mitchell Art Ensemble concert which Terry Martin described in Down Beat was the most important single event in jazz in recent history. That wonderful event had a bitter after​math; drummer Philip Wilson, a crucial force in the music, lost his steady gig with a well-known Chicago blues singer and shortly wound up travelling with the immensely popular Paul Butterfield Blues Band (which at the time included Mitchell’s former tenor saxist Gene Dinwiddie and later added a  self-confessedly Mitchell-inspired altoist, the very fluent Davey Sanborn). The «little instruments» thus of necessity gained added importance in the Mitchell group’s music, without adequately  replacing  the  absent percussionist: occasional formal and informal experiments with other drum​mers hardly even approximated the balance and necessary interplay of that «perfect»  quartet – young, adaptable Bob Crowder on a fine recording; one of Mitchell’s original partners, the very talented Alvin Fielder; even Wilson, on infrequent occasion when the Butterfield and Mitchell bands’ paths crossed.

It became quickly apparent that no Messiah was coming to fill Wilson’s place; aside from two or three successes Mitchell, Favors and Bowie could not between themselves replace the absent drummer or invent a three-man music with their odd instrumentation. In time Mitchell’s own strange preoccupation with thematic improvisation and an in​creasing group orientation toward percussion variations changed the very character of the music. The prime dis​ruptive force was Mitchell’s insistence on variations and elaborations of rhythmically very simple themes – on woodwinds, but even more, on the «little instruments» – which sometimes achieved the very banality which a more self-aware Mitchell had on some past occasions referred to as emotional counterpoint to otherwise very wide-ranging improvisations. Bowie came to largely abandon his battery of  «little  instruments», a bass drum excepted, but Favors – at most times, the most dependable of the three – has found himself improvising sound effects a la Jarman. On occasion the Art Ensemble demonstrated a clear lack of the group sensitivity that had been its birthright.

But Jarman  had  frequently worked with the Art Ensemble in earlier times, always performing at his best, leading the other three into abstract areas. Emotionally Jarman seems to thrive on highly structured music built on free-flowing sequences; if Mitchell, Bowie and Favors do not always provide that, they do provide ever-alert, complementary interplay –and in return, Jarman adds an import​ant sonoric density to the group. Moreover, Jarman and  Mitchell together are a perfect partnership; their styles, formed at the same time, are based on similar materials, but where Mitchell’s sound is hard and true, often harsh, Jarman’s is clear and pure, and, when he chooses, more expressive; Jarman, too, is attracted to thematic devices, but they are woven into the fabric of an almost entirely melodic approach, whereas Mitchell’s music is subject to the whims of a flux of emotions and passing thematic fancies; both, of course, are far more variegated saxophonists than this brief rundown can fairly describe, even occasionally exchange styles (if not sounds), and Bowie and Favors, outstanding creators on their respective instruments, reinforce ideally.

Last autumn’s DePaul University concert was a special delight, which en​closed both raging and precisely sensitive ensemble improvisation and very beautiful Jarman alto work within a wistful mid-autumn rural mood; two months later, joining Mitchell to sit in with the locally popular Claudine Myers organ group, Bowie created the finest, most icono​clastic trumpet solos I have yet heard him play – on ballads, rock tunes, and uptempo bop/modal swingers; a month later, all four offered unbelievable individual    performances    within Richard Abrams’s AACM Big Band. Taken on its current terms, the four man Art Ensemble remains the most creative and far-ranging group in todays jazz; these are relatively young musicians even now just beginning on an utterly unique journey of musical discovery.

John B. Litweiler

	ART  ENSEMBLE  OF  CHICAGO
	Reese and the Smooth Ones
	1969
	41:07
	label: BYG Records, 1969 / Sunspots, 2002

Lester Bowie [tp, fl h, horns, bass drum]; Roscoe Mitchell [a&s&bass sax, cl, fl, cymbals, gongs, conga drums, logs, bells, siren, whistles, steel drum, etc.]; Joseph Jarman [a&s s, cl, oboe, fl, marimba, conga drums, bells, vibes, g]; Malachi Favors [b, fender b, banjo, log drum, cythar, perc].

A.A.C.M., Great Black Music - Reese and the Smooth Ones.
Recorded when the Art Ensemble of Chicago was in Paris and between drummers (Don Moye would not join up until 1970), this English imported LP has a continuous piece featuring trumpeter Lester Bowie, reed players Roscoe Mitchell and Joseph Jarman and bassist Malachi Favors all playing plenty of "little instruments" (which include various horns, gongs, logs, bells, sirens, whistles, steel drums, marimba, and banjo, among others) in addition to their mainstays. The episodic music continually holds one's interest, and overall, it makes a unified (if unpredictable) statement. 

Face 1: Reese/The Smooth Ones, Pt. 1 

Face 2: Reese/The Smooth Ones, Pt. 2 

tracks composed by Roscoe Mitchell

	ART  ENSEMBLE  OF  CHICAGO
	Americans Swinging in Paris
	1969-70
	
	label: EMI Music France, 2002

www.americans-swinging-in-paris.com
#1-6: 1970; #7-8: 1969.

rec. at Pathe Studios, Paris

Lester Bowie [tp, fl h, perc]; Roscoe Mitchell [a&s sax, fl, perc]; Joseph Jarman [a&s s, oboe, fl, bassoon, perc]; Malachi Favors [b, perc]; Don Moye [d, perc (#1-6)]; Fontella Bass [p, v (#1-6)].

	ART  ENSEMBLE  OF  CHICAGO
	Live
	1972
	76:25
	label: Delmark Records (Chicago) 1991

one-track recording: "Duffvipels" / "Checkmate" / "Dautalty" / "Mata Kimasu"

Recorded at Mandel Hall, University of Chicago, on January 15, 1972

LESTER BOWIE – trumpet, flugelhorn, kelphorn, bass drum, percussion, etc. 

MALACHI FAVORS – bass, fender bass, zyther, banjo, bells, gongs, logdrum whistles, horns, ballophone, «vocals» etc.
JOSEPH JARMAN -- sopranino/soprano/alto/tenor/bass saxophones, bassoon, oboe, flute, alto clarinet, piccolo, congas, drums, bells, gongs, accordion, vibes, marimba, ballophone, vocals, etc.
ROSCOE MITCHELL -- soprano/alto/tenor/bass saxophones, flute, piccolo, oboe, clarinet, tambourine, drums, bells, gongs, whistles, steel drums, bell lyre, bike horns, vocals, etc.
DON MOYE – drums, congas, bongos, bass, marimba, ballophone, bells, gongs, log drums, brake drums, whistles, horns, claves, maracas, vocals, etc.

	ART  ENSEMBLE  OF  CHICAGO
	Nice Guys
	1979                         
	44:54
	label: ECM

1. Ja

2. Nice Guys

3. Folkus

4. 597-59

5. Cyp

6. Dreaming of The Master

	ART  ENSEMBLE  OF  CHICAGO
	Full Force
	1980                        
	42:39
	label: ECM

	ART  ENSEMBLE  OF  CHICAGO
	Urban Bushmen
	1982               
	46:58 45:56
	label: ECM

Запись концерта 1980 года.

Lester Bowie: Trumpet, Bass Drum, Long Horn, Vocals
Joseph Jarman: Sopranino, Soprano, Alto, Tenor, Baritone and Bass Saxophones; Vocals, Bass Clarinet, Bb Clarinet, Bassoon, Piccolo, Flute, Alto Flute, Conch Shell, Vibraharp, Celeste, Gongs, Congas, Tom-Tom Drums, Whistles, Bells, Siren, Bass Pan Drums
Roscoe Mitchell: Soprano, Alto, Tenor, Baritone and Bass Saxophones; Piccolo, Flute, Bongoes, Conga, Bb Clarinet, Bamboo Flute, Gongs, Glockenspiel, Whistles, Bells, Pans, Vocals
Malachi Favors Maghostut: Bass, Percussion, Melodica, Bass Pan Drums, Vocals

Famodou Don Moye: “Sun Percussion”: Trap Drums, Bendir, Bike Horns, Whistles, Congas, Djimbe, Djun-Djun, Donno, Bongoes, Tympani, Chekere, Conch Shell, Long Horn, Elephant Horn, Gongs, Cymbals, Chimes, Wood Blocks, Belafon, Cans, Bass Pan Drums, Vocals, etc.

The Art Ensemble of Chicago is an A.A.C. M. Group

They arrive, we are amazed and holding our breath as the large travel cases open to reveal smaller cases and yet smaller cases until the whole space is filled with cases. We see FIVE different colors of cases with various markings, numbers, names, stickers from other concert sights, airline cargo markings, train stickers and other non-discrept sign-symbols. Some of the cases are colored red, some blue, green, black, and many are painted a sunbright yellow. Soon the cases are pushed, pulled, and hauled into five different shapes of color; we began to feel a sense of order growing out of the mass of metal, wood, skin and fiber. Area by area the machine unfolds.

A special made gong stand holds gongs of various sizes from ten to forty inches in dia​meter, bells are hung from invented racks that look like sculptured icons in motion, unusual stands hold drums, wood blocks, symbols, and sound makers we never dreamed of. The space is TRANSFORMED into a semi​circle of gold, bronze, brass, silver and copper, a beautiful shining sound object waiting to tone the infinite sound of the ART ENSEMBLE OF CHICAGO. Finally a huge bass drum is placed in the center of the semi-circle, the machine is ready. We wait.

They arrive, without name nor form but as the personators of GREAT BLACK MUSIC – ANCIENT TO THE FUTURE; as it flows from the then to now, the beginningless beginning to the endless end, from the center of the center to the unlimited bounds of the universe.

URBAN BUSHMEN flowers blooming through concrete, gong with trumpet announcing the present, gentle chimes, conch horn, bells – rhythm  to ease this landscape.

The company of Royal drummers intone the honor of the history, allowing fire earth movement to celebrate our here now-ness feet, hands, voice – mid focus belaphone and flute welcome to the charm of Bush Magic here in our urban SAVANNAS flowing in their perfectness voices singing secret songs transforming for our ear to balance wild technology surrounding us.

These bluesy shadows come to light as we stroll downtown doing slick up country stomps hi-stepping and prancing ladies, gents blase in this awakening.

Salvation through music, where ever the people gather anywhere blue togetherness gitten through to the inside of the only dance there is. The Dance of Being Here. And we are concerned for the speechless ones those urban heros/heroins of darkness always present to give life love for the vision promise of the collective growth.

Theme for Sco. reaching the messenger floating into our hands like butterflies hacking future victory for all mankind, returning love energy – All there is.

Rest celebrate seeing urban magic bushmen dance - move - sounding.

The meditations for the lonely ones hopeless-homeless who have heart and fling heaven itself for bread, water, air to breath. The drama unfolding remembering the ancestors and their giving, remembering the children who's dawn – twilight becomes triumphant, song. spiral expand sound spiral contract sound where are we when Promenade Cote Bamako calls us home. The restructure of the machine. Odawalla speaks – we move to silence. The ensemble breaths the conclusion become for a moment like men of earth. identify.

Roscoe Mitchell, Lester Bowie, Famoudou Don Moye, Malachi Favors Maghostut, Joseph Jarman

The machine contracts.

We remember only the infinite experience of the joy, the sound, the music,

GREAT - BLACK - FROM THE ANCIENT TO THE FUTURE. And we glow slowly

ever

so 

slowly.

Joseph Jarman 9/81

	ART  ENSEMBLE  OF  CHICAGO
	The Third Decade
	1985                  
	42:16
	label: ECM

	ART  ENSEMBLE  OF  CHICAGO
	Naked
	1985                                
	48:31
	label: DIW (Japan)

	ART  ENSEMBLE  OF  CHICAGO
	Ancient To The Future
	1987                
	47:39
	label: DIW (Japan)

	ART  ENSEMBLE  OF  CHICAGO
	The Alternative Express
	1989              
	51:12
	label: DIW (Japan)

	ART  ENSEMBLE  OF  CHICAGO
	Dreaming Of The Masters Suite
	1990        
	47:15
	label: DIW (Japan)

	(ART  ENSEMBLE  OF  CHICAGO)
	ART  ENSEMBLE  OF  SOWETO:

"Art Ensemble Of Soweto"
	1990               
	49:02
	label: DIW (Japan)

Объединение Art Ensemble Of Chicago в полном составе с южноафриканским мужским хором Amabutho.

	(ART  ENSEMBLE  OF  CHICAGO)
	ART  ENSEMBLE  OF  SOWETO:

"America – South Africa"
	1991               
	48:26
	label: DIW (Japan)

Art Ensemble Of Chicago With Amabutho

	ART  ENSEMBLE  OF  CHICAGO
	ART ENSEMBLE OF CHICAGO with Cecil TAYLOR:  Thelonious Sphere Monk [Dreaming Of The Masters Vol. 2]
	1991
	62:23
	label: DIW (Japan)

Подзаголовок этого альбома: Music Inspired By And Dedicated To Thelonious Sphere Monk. Исполняются 2 композиции Monk'a – Round Midnight и Nutty, а также собственные сочинения [импровизации?] музыкантов. Материал с начала и с конца обрамлен 1-минутными версиями композиции Joseph'a Jarman'a «Dreaming Of The Masters» [в полном варианте это сочинение опубликовано на альбоме Nice Guys].

	ART  ENSEMBLE  OF  CHICAGO
	Coming Home Jamaica
	1996
	41:40
	Lester Bowie [tp, fl h, bass drum]; Roscoe Mitchell [s&t&a&bar saxes, soprano, fl, piccolo, bamboo sax, bamboo fl, perc]; Malachi Favors [b, perc]; Famoudou Don Moye [trap drums, congas, bongos, timbales, bass pan drums, bendir, perc]; Bahnamous Bowie [k (#5)].

	ART  ENSEMBLE  OF  CHICAGO
	Tribute to Lester
	2003
	57:09
	label: ECM

rec. 2001

Roscoe Mitchell: alto, tenor, soprano, sopranino and bass saxophones, flute, whistles, percussion cage

Malachi Favors Moghostut: double-bass, bells, whistles, gongs

Famoudou don Moye: drums, congas, bongos, counsel drums, bells, whistles, gongs, chimes

The death of the AEC's colorful lab-coated trumpeter Lester Bowie in 1999 was a huge blow to the veteran avant-garde band but not a fatal one, for the surviving members — Roscoe Mitchell, Malachi Favors Moghostut, and Famoudou Don Moye — decided to carry on as a trio. The CD also marks the group's return to the ECM shelf after 19 years elsewhere — and in turn, the group receives probably the most stunning, precisely etched recorded sound of its existence. Yet despite the retrospective nature of some of the selections, there is no overt nostalgia or compromise in the AEC's aesthetic stance, probably figuring that Bowie would have wanted it that way. "Sangaredi" leads off the disc with one of the AEC's more treasured percussion jams, a tribal ritual that picks up speed, with Mitchell's bass saxophone honking away, culminating in the grand clash of gongs. The trio merges Bowie's "Zero" with Mitchell's "Alternate Line" into a relatively straight-ahead walking-bass carpet for Mitchell's tenor to tread upon. "Tutankhamun" dates back to the AEC's early years in Paris, with Mitchell working his way toward a whirling North African-flavored solo on soprano against the free interplay of his colleagues. From this point on to the close, it's all collective improvisation, the threesome playing free and wild, yet with absolute empathy and telepathic precision. This stimulating homage to the AEC's beloved trumpeter was recorded in 2001 but not released until nearly two years later, by which time reedman Joseph Jarman had rejoined the band full-time.
1. Sangaredi

2. Suite for Lester

3. Zero / Alternate Line

4. Tutankhamun

5. As Clear as the Sun

6. He Speaks to Me Often in Dreams

	ART  ENSEMBLE  OF  CHICAGO
	The Meeting
	2003
	59:31
	label: PI Recordings

Roscoe Mitchell: piccolo, flute, bass & great bass recorders, sopranino, alto, tenor & bass saxophones, percussion cage

Malachi Favors maghostut: bass, percussion

Don Moye: drums, african drums, congas, bongo drums

Joseph Jarman: wooden flutes, c flute, e flute, flute & bass flute, e sopranio clarinet, sopranino, alto & tenor saxophones, percussions, wooden stand drums, bells, gongs, table vibraphone & whistles

How strange that there are two studio albums by the Art Ensemble of Chicago issued in 2003, both without Lester Bowie, on two different labels. The ECM album is a tribute to the late Bowie and is made up of the surviving members of the working Art Ensemble — Roscoe Mitchell, Malachi Favors, and Don Moye — and the album at hand is a reunion of sorts with composer and multi-instrumentalist Joseph Jarman, who retired in the early '90s. While the former album is on the group's American label, ECM, and is a formal tribute to Bowie, it is the latter that more formally encapsulates the Art Ensemble's classic vision of free improvisation, non-Western folk traditions, and jazz as one in the same brew. And yes, Bowie's hard-swinging humorous presence is missed, and to the band's credit, they've made no attempt to fill the void on either recording. The Meeting is not, however, a reacquaintance with Jarman. His composition, "Hail We Now Sing Joy," a hard bopping, scatting tribute to Buddha Shakyamuni, opens the album and creates a space where his trad jazz roots and Bowie's ongoing sense of history are melded by the band, which negotiates the territory with great verve and taste. "It's the Sign of the Times," written by Favors, revisits with deeper wisdom, expansive texture, and more pronounced dynamics the territory the Art Ensemble explored on its first album, People in Sorrow, in 1967. Each member solos for an extended period before the band comes together in a final movement that encapsulates all the varying themes. Almost 19 minutes in length, it's a portrait of the Art Ensemble as individuals coming together to form an inseparable bond and commitment to the creation of sound as music; the pace is slow and purposeful and the expressionism created by the unit is out of this world. "Tech Ritter and the Megabytes" is one of those beautiful Mitchell pieces that is a space-age nursery rhyme (? la "Snurdy McGurdy and Her Dancin' Shoes"). Only four and a half minutes in length, it offers striated interwoven melodies along the shimmering harmonic edge of the blues. Three of the remaining four selections are group improvisations broken only by Mitchell's title composition of fat R&B and swing-styled horn lines. Of these, it is the dreamy percussion and woodwind-oriented "Wind and Drum" that is the most moving as it walks the line of spatial relationships to silence, lyric, and non-determinate unfolding. The sense of play that the AEC does so well is what drives "The Train to lo," the album's closer. Bells, whistles, basses played as drums, and sopranino saxophones create lines of communication along attenuated rhythms and faltering interludes that nonetheless create more space for dialogue as they wander in and out of the mix. This is a glorious reunion album, one that delights as it provokes.

Hail We Now Sing Joy 

It's the Sign of the Times 

Tech Ritter and the Megabytes 

Wind and Drum 

The Meeting 

Amin Bidness 

The Train to Io

	ASSOCIATION  URBANETIQUE
	Don’t Look Back!
	1990                    
	49:40
	free-fusion

label: enja

quartet:   [a&t s]; [tp]; [b]; [d].

   ...The result was exactly what you are about to hear or are already hearing and enjoing; a fascinating interchange of harmony and melody among trumpet, saxophone and bass with a compelling rhythmic underpinning provided by Robben’s drums and Nonnenmacher’s [b] skillful moving back and forth between harmony and pulse. Association Urbanetique’s music posesses a textural transparency with an emphasis on contrapunctal line painting propelling their sound horizontally and vertically with an urgency most unusual in men of their ‘tender’ age. Throughout this recording Brennecke [tp] plays the perfect foil for Wahnshuffle’s [a&C-tenor s] Dolphy-Colemanesque linear bursts of inspiration. The former’s tempered yet relentlessly probing lines seem almost to pose tonal questions exuberantly answered by the latter’s delightfully complex angular affirmations. There is a simplicity to these men’s music although it is certainly not simple music. In fact, it’s often complex yet always accessible. Whoops! I’m getting carried away. Why don’t I stop writing words and let the language of music communicate this very personal message. Happy listening! — David  Friedman.
  Молодые веселые талантливые музыканты – эту замечательную находку фирмы enja можно поставить в один ряд с такими проектами как Blue Box(см.)и Intergalactic Maiden Ballet(см.).

	Chet ATKINS
	The Other Chet Atkins
	1960
	29:01
	label: RCA Victor / BMG, edition 1995.

For many years Chet Atkins has been recognised as one of the leading guitarists in the world today. I have been priveleged to hear Chet play a different style, Spanish or nylon-stringed guitar, but until 'The Other Chet Atkins', not everyone has been so fortunate. Here is the Chet Atkins I have worked with and marveled at. Here is the Chet Atkins who knows all types of music and is completely compatible with any realm of music. As you listen to 'The Other Chet Atkins', you will hear the intristic sounds of a master at work. You have listened to and enjoyed Chet Atkins. This is the "other" Chet Atkins at the peak of all his musical endeavors. --- Jim Reeves

	Chet ATKINS
	Chet  ATKINS    and Marc KNOPFLER: “Neck And Neck”
	1990
	38:28
	country

Chet Atkins is a guitarist and, as he might say, a “music man” whose influence extends far beyond questions of genre to the way the instrument is made and played, and beyond that the way the music business works. Atkins’s distinct style of picking developed as an “upgrade” of the Merle Travis approach, involving the same sort of alternating finger-and-thumb picking but generally with three or four fingers in action rather than one or two. Atkins took an almost classical approach to his fingerpicking, carefully defining both the overall polyphonic texture and the counterpoint of individual lines. His style of playing, both on electric and the nylon string acoustics he often favors, has influenced legendary players across the musical spectrum, from rockabilly Scotty Moore to Beatle George Harrison to jazzman Lenny Breau to just about every guitarists in country music. [Equipment: Gretsch Country Gentleman; Gibson Chet Atkins CEC; Fender Deluxe Reverb; Standel amp.; Echoplex. — Guitar World.

	AU BORDEL
	Souvenirs de Paris
	1999
	65:18
	label: Winter & Winter

Noel Akchote (см.) [g, brushes, v]; Lol Coxhill (см.) [v, s]; Ernst Reijseger (см.) [cello]; Stian Carstensen [accordion, banjo]; Christophe 'Disco' Minck [ac b, harp]; Charlie O [v, p, organ]; + vocals: Sasha Andres, Dom Farkas, Erico Vanzetta, Francois Monnier. Girls Au Bordel: Fovea [striptease], Sonia, Lidie, Geraldine, Naia, a.o.

Digital recording Au Bordel, Paris, France August 20th through 22nd, 1998. 24 bit digital mixing, editing and mastering with Super Bit Mapping at Bauer Studios, Ludwigsburg, Germany November 1998.

Serenely, she sat before me and leisurely disrobed, nude. Gently smiling she spread her legs wide apart. 

Nearly intoxicated with happiness I laid my lips upon hey lips, and her warmth crept into my body.
I felt as if I heard a distant sough, such as when one's ear closely listens to a large seashell.

And the wind, the wind revealed to me a song…

Проект воспроизводит соответствующую его названию ситуацию и атмосферу. Результат: эротик-джаз. При этом, сами понимаете – по составу музыкантов – высочайшего качества музыка. Более того, всё происходит абсолютно натурально: музыканты играют в ресторане борделя во время стриптиза, там же на сцене, рядом с девочками.

	AUDIO  ART
	Earborn
	1996
	50:42
	label: Jaro

An avant-garde play about angels

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

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

Царь Южного моря жил по своим предчувствиям;

Царь Северного моря был быстрый, как молния;

Между ними был Царь Бесформенный.

Царь Южного моря и Царь Северного моря часто 

ходили в гости в страну Царя Бесформенного 

И всегда их там хорошо принимали.

Вот задумались они однажды как бы отблагодарить 

Бесформенного за его гостеприимство.

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

отверстий, что бы видеть, слышать, вкушать, обонять 

и дышать. А у Бесформенного нет ни одного. Давай 

сделаем ему несколько.» Так и порешили.

И стали они делать дыры в Бесформенном. По одной 

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

делать последнюю, их друг лежал мёртвый.

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

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

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

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

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

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

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

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

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

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

	AVERAGE  WHITE  BAND
	The Best  [1974-80]
	                     
	73:01
	funk

	Albert  AYLER
	Dizionario Enciclopedico Del Jazz
	1964-65
	61:44
	AYLER—см. тж. в исполнении PRIMA MATERIA; WITCHES & DEVILS; тж. часто его исполняет на разных своих CD Marc RIBOT.

CD представляет подборку записей выдающегося фри-джазового тенор-саксофониста Albert'a Ayler'a [1936-70] в 1964-65 годах. В записи участвовали Gary Peacock (см.) [b], Sonny Murray [d], Don Cherry (см.) [tp], J. Tchicai [a s], R. Rudd [trb], and oth. 

One of the giants of free jazz, Albert Ayler was also one of the most controversial. His huge tone and wide vibrato were difficult to ignore, and his 1966 group sounded like a runaway New Orleans brass band from 1910. 

Unlike John Coltrane or Eric Dolphy, Albert Ayler was not a virtuoso who had come up through the bebop ranks. His first musical jobs were in R&B bands, including one led by Little Walter, although oddly enough he was nicknamed "Little Bird" in his early days because of a similarity in sound on alto to Charlie Parker. During his period in the army (1958-1961), he played in a service band and switched to tenor. Unable to find work in the U.S. after his discharge due to his uncompromising style, Ayler spent time in Sweden and Denmark during 1962-1963, making his first recordings (which reveal a tone with roots in Sonny Rollins) and working a bit with Cecil Taylor. Ayler's prime period was during 1964-1967. In 1964, he toured Europe with a quartet that included Don Cherry and was generally quite free and emotional. The following year he had a new band with his brother Donald Ayler on trumpet and Charles Tyler on baritone, and the emphasis in his music began to change. Folk melodies (which had been utilized a bit with Cherry) had a more dominant role, as did collective improvisation, and yet, despite the use of spaced-out marches, Irish jigs, and brass band fanfares, tonally Ayler remained quite free. His ESP recordings from this era and his first couple of Impulse records find Ayler at his peak and were influential; John Coltrane's post-1964 playing was definitely affected by Ayler's innovations. 

However, during his last couple of years, Albert Ayler's career seemed to become a bit aimless and his final Impulse sessions, although experimental (with the use of vocals, rock guitar, and R&B-ish tunes), were at best mixed successes. A 1970 live concert that was documented features him back in top form, but in November 1970, Ayler was found drowned in New York's East River under mysterious circumstances.

	Albert  AYLER
	Witches & Devils
	1964
	36:18
	label: Black Lion, 1988

A.Ayler [t s]; Norman Howard [tp]; Henry Grimes [b]; Earle Henderson [b]; Sonny Murray [d].

	Albert  AYLER
	Goin’ Home
	1964
	46:18
	label: Black Lion, 1994

A. Ayler [t&s s]; Call Cobbs [p]; Henry Grimes [b]; Arthur ‘Sonny’ Murray [d].

	Albert  AYLER
	Vibrations
	1964
	37:36
	label: Black Lion, 1973

Albert Ayler and Don Cherry (см.)

«Многие не играют по-на​стоящему вместе, и потому они не способны произвести ничего, кроме шума. Это визжащая, неоа​вангардистская музыка. Мы же стараемся в свободной форме возродить то старое новоорлеан​ское ощущение, когда музыканты играли действительно коллектив​но. Каждый ищет свою собствен​ную форму. Прекрасная форма была у Сесила Тзйлора. Или вслу​шайтесь в ритмические структу​ры Орнетта Коулмена...

Когда я говорю о свободной форме, это не значит, что каждый волен делать всё, что ему заблагорассудится. Надо слушать друг друга, надо коллективно импровизировать...

Мы просто по-своему выпле​скиваем то, что мы думаем о жизни. Настоящий артист всегда ощущает вибрации, среди кото​рых он живет, и это придаёт ис​кренность его творчеству — от Луиса Армстронга и Лестера Янга и до Колтрейна...

Мы не боремся с системой. У человека созидающего не оста​ется времени на ненависть...

Пришло время для настоящего искусства. Наша музыка очень да​лека от развлекательной музыки. Вот то, что играет Арчи Шепп, я бы назвал развлекательной му​зыкой. Когда бы вы ни вслуша​лись в нашу музыку, вы всегда об​наружите в ней нечто свежее. И это подлинное искусство.

Джаз — это Джим Кроу. Джаз—это другая эра, другое время, другое место. Мы играем сво​бодную музыку...»

[...] Почти все создатели нового джаза представляли чёрную Аме​рику, и ни один из них не мог ос​таваться равнодушен к тому что происходило в стране. Рождение фри-джаза напоминало рожде​ние бопа, так сказать, издание вто​рое, улучшенное и дополненное. Здесь тоже было стремление пол​ностью забыть о прошлом, забыть даже слово «джаз», напоминаю​щее о временах угнетения. Не зря эти музыканты предпочитали по​нятие «новая вещь». Настоящая черная музыка, которую ничего не связывает с музыкой белых. Голос гетто, душа гетто, вопль гетто. Этот подход был общим для всех. А вот дальше начинались разли​чия. Для Эйлера, Колтрейна, Колмена главным была духовная революция. Эйлеру нужны были Бог и гармония в душах всех людей без исключения, не зря он как-то обронил: «Гетто существуют всюду, включая сознание людей». [...]

Вода унесла мечты,  переживания, новые замыслы этого страннного и очень талантливого человека. Поиск гармонии остался незавершенным. Тем не менее сегодня, тридцать лет спустя, не мало любителей джаза npoдолжаетает искать её в музыке Альберта Эйлера.        ---- Jazz Квадрат

	Albert  AYLER
	Spirits Rejoice
	1965
	32:51
	label: ESP/ZYX 

rec. 1965

Albert Ayler - tenor

Don Ayler - trumpet

Charles Tyler - alto

Sunny Murray - drums

Call Cobs - harpsichord

Henry Grimes - bass

Gary Peacock (см.) – bass

Recorded live at New York's Judson Hall in 1965, Spirits Rejoice is one of Albert Ayler's wildest, noisiest albums, partly because it's one of the very few that teams him with another saxophonist, altoist Charles Tyler. It's also one of the earliest recordings to feature Ayler's brother Don playing an amateurish but expressive trumpet, and the ensemble is further expanded by using bassists Henry Grimes and Gary Peacock together on three of the five tracks; plus, the rubato "Angels" finds Ayler interacting with Call Cobbs' harpsichord in an odd, twinkling evocation of the spiritual spheres. Aside from that more spacious reflection, most of the album is given over to furious ensemble interaction and hard-blowing solos that always place in-the-moment passion above standard jazz technique. Freed up by the presence of the trumpet and alto, Ayler's playing concentrates on the rich lower register of his horn and all the honks and growls that go with it; his already thick, huge tone has rarely seemed more monolithic. Spirits Rejoice also provides an opportunity to hear the sources of Ayler's simple, traditional melodies becoming more eclectic. The nearly 12-minute title track has a pronounced New Orleans marching band feel, switching between two themes reminiscent of a hymn and a hunting bugle call, and the brief "Holy Family" is downright R&B-flavored. "Prophet" touches on a different side of Ayler's old-time march influence, with machine-gun cracks and militaristic cadences from drummer Sunny Murray driving the raggedly energetic ensemble themes. For all its apparent chaos, Spirits Rejoice is often surprisingly pre-arranged — witness all the careening harmony passages that accompany the theme statements, and the seamless transitions of the title track. Spirits Rejoice is proof that there was an underlying logic even to Ayler's most extreme moments, and that's why it remains a tremendously inspiring recording.
1. Spirits Rejoice

2. Holy Family

3. D.C.

4. Angels

5. Prophet

composed by Ayler

	Albert  AYLER
	Live in Greenwich Village
	1967
	64:04 70:09
	label: Impulse / Import, 2001

rec. 66-67

Albert Ayler: alto & tenor sax

Don Ayler: trumpet

George Steele: trombone

Joel Freedman: cello

Michel Samson: violin

Bill Fowell, Henry Grimes, Alan Silva & Lewis Worrel: basses

Beaver Harris, Sunny Murray: drums

During 1967-69 avant-garde innovator Albert Ayler recorded a series of albums for Impulse that started on a high level and gradually declined in quality. This LP, Ayler's first Impulse set, was probably his best for that label. There are two selections apiece from a pair of live appearances with Ayler having a rare outing on alto on the emotional "For John Coltrane" and the more violent "Change Has Come" while backed by cellist Joel Friedman, both Alan Silva and Bill Folwell on basses and drummer Beaver Harris. The other set (with trumpeter Donald Ayler, violinist Michel Sampson, Folwell and Henry Grimes on basses and Harris) has a strong contrast between the simple childlike melodies and the intense solos. However this LP (which was augmented later on by the two-LP set The Village Concerts) will be difficult to find.
disc one:

1. holy ghost

2. truth is marching in

3. our prayer

4. spirits rejoice

5. divine peacemaker

6. angels

disc two:

1. for john coltrane

2. change has come

3. light in darkness

4. heavenly home

5. spiritual rebirth

6. infinite spirit

7. omega is the alpha

8. universal thoughts

	Albert  AYLER
	Love Cry
	1968
	54:19
	label: Impulse

Albert Ayler—alto saxophone (#1,10), tenor saxophone (all others), vocals (#1, 9 & 11)
Don Ayler—trumpet (#1, 2, 3. 5, 7, 9, 11)
Can Cobbs— harpsichord (#3, 4, 6. 8, 10)
Alan Silva—boss

Milford Graves—drums
All compositions by Albert Ayler
Recorded at Capitol Studios. New York City on August 31, 1967 (#1-6) and February 13. 1968 (#7-11)
Note: "Love Cry II** is a completely different composition than "Love Cry". The alternate take of "Zion Hill** features Ayler on tenor sax. where the Issued master take finds him on alto. The master take of "Universal Indians** is Issued here for the first time in its complete form. The LP version of this same take had 2:20 edited out of it. These sessions are presented in the order in which they were recorded.
1. LOVE CRY 3:54

2. GHOSTS 2:45

3. OMEGA 3:14

4. DANCING FLOWERS 2:19 

5. BELLS 3:07

6. LOVE FLOWER 3:30

7. LOVE CRY n 7:13

8. ZION HILL (Alternate take) 4:13
9. UNIVERSAL INDIANS (Alternate take)
7:35 

10. ZION HILL 6:06

11. UNIVERSAL INDIANS 9:49

Friday, 21 July, 1967, was the day of the late John Coltrane's funeral in New York.

A few hours after that incredibly sad occasion, Albert and Donald Ayler, who, with Ornette Coleman, had played at the funeral service, met with this writer at the offices of Jazz & Pop for an interview. My own feelings about the interview were decidedly mixed. For the better part of the year, I had been pursuing Albert between New York and Cleveland and back in the hope of being able to tape just such an in​terview, as part of the research for a volume on the relationship between the New Jazz and Black Nationalism. Now, under the most mordant con​ditions imaginable, it appeared as though my wish were finally to be granted.

It was inevitable, given both the circumstances and my long-time preoccupation with Coltrane's music, that the subject would, in short order, turn to the departed saxophonist. Some of the things that Albert had to say about his own relation to Coltrane on that gloomy Friday struck me as especially rel​evant as I was composing the notes for this, Albert's second Impulse! album. Referring, for instance, to Coltrane's MEDITATIONS record​ing with Pharoah Sanders, Albert remarked: "The father, son, and holy ghost. What Coltrane was talking about there -- maybe it was a biblical term: he was the father, Pharoah was the son, and I was the holy ghost. And only he could tell me things like that."

Of all of the saxophonists who are working in their own way to keep the Coltrane heritage alive now that its originator has died, none outrank Albert and Pharoah on importance or in the compelling power of their improvisations. By this I emphati​cally do not mean anything so ab​surd as that either -- or both together -- is "the new Trane."

The logical place at which to begin is with Albert's own view: "I would say when I was in the Army, in 1960 and '61, when I spent two years training, when I first started play​ing, I had a thing that was free at that time, you know? But when he (Coltrane) started playing, I had to listen ... just to his tone you under​stand? To listen... to him play was just like he was talking to me, say​ing, 'Brother, get yourself together spiritually.' Just one sound -- that's how profound this man was..."

Appropriately enough, it is in Albert's lovely, sonorous tone that one can first and most readily detect the Coltrane presence: his open​ing notes on the appropriately titled LOVE CRY, the selection that gives the album its name, have the same sense of simultaneous exaltation and serenity that characterized Coltrane's playing on, say, A LOVE SUPREME. And of course there is another similarity with A LOVE SUPREME in this piece, in the use which Albert makes of his own voice. To Coltrane's singing on A LOVE SUPREME we can now add Albert's mournful vocalizings (to this writer reminiscent of flamenco) on LOVE CRY and UNIVERSAL INDIANS on the present recording, and Pharaoh's delightful chanting (in what one pre​sumes to be an African tongue) in the latter portion of UPPER AND LOWER EGYPT on his TAUHID LP.

Albert's approach to a "ballad" -- which in Jazz parlance means any​thing played at a slow tempo -- also sounds to me fundamentally related to that of Coltrane. Writers, this one included, have heretofore tended to overlook the close likeness be​tween the two styles; mostly, one supposes, because of the consider​able melodic filigree with which Albert embellishes his slow perfor​mances. But if you listen with rea​sonable attentiveness to his state​ment of the theme of DANCING FLOWERS, you shouldn't have much difficulty in demonstrating the resemblance to your own satisfac​tion. That same resemblance is also in evidence on LOVE FLOWER (love, like ghosts and the spiritual world in general, being a recurrent pre​occupation of Albert), even extend​ing to the paraphrasing of some fa​miliar Coltrane phrases.

Even merely to imply that Albert was in any sense of the word a derivative player, however, would be doing him a gross injustice. For if Coltrane was one of his points of origin -- and what better one could be chosen? -- there can be no deny​ing the flair and artistry with which he has transmuted the Coltrane vernacular into his own highly per​sonal and emotionally challenged Weltanschauung. One of the most engaging qualities associated par​ticularly with Albert is his use of themes that are almost folk-like in their simplicity. Earlier, I referred to his vocal cries as suggestive of fla​menco (the ensemble chorus of BELLS is also reminiscent of this Moorish music); others, for their part, have likened Albert's ensem​bles to those of the old New Orleans marching bands. The point is, these straightforward and uncomplicated melodic strains serve to give Albert a near-universal appeal, besides pro​viding a dramatic juxtaposition and frame of reference for the passion-laden solos that will follow. Speak to Albert, and you will leam first​hand of his abiding concern with the folk, or universal, aspects of his music, "Because the spiritual forces are uniting through the folk, through the folk. ...My drummer, Milford Graves, he plays rhythms from all over the world. We play folk from all over the world... Like very, very old tunes, you know before I was even born, just come in my mind. It's fan​tastic, fantastic. I talked to some​body today who said, ‘I heard a lit​tle of this, and I heard a little of that.’ And I said to him, 'Well, if you heard that, that was beautiful. Thanks for telling me.' 'Cause I'm trying to play as much as I can in my lifetime, like being a true messenger. All I do is meditate -- I practice and I meditate. You have to go all the way, because that's what Coltrane did. The pic​ture that he showed me when I looked into his eyes, that was the universal man." And later, in re​sponse to another question, Albert explained his meditation in terms of the same universality. "I really med​itate on the universal thoughts. I can't be restricted to an earthly plane, even though like I was born here, and everything."

Above all, in approaching his music, I am sure that Albert would want you, the listener, to take a spir​itual stance. If I agree with him that the kind of analytical dissection I have been attempting in the previ​ous paragraphs can only take one so far in the direction of appreciat​ing his art, it is not at all because I wish to join in the attack on the val​ues of Intellect that is already dom​inant in this country. Rather, it is because I would reaffirm that, when all is said and done, the way in which music affects its listeners has always been and will doubtlessly remain primarily a matter of the spirit, of the emotions; of the non-rational, in short. Nobody puts this more ex​pressively than Albert himself: "I be​lieve when I talk with somebody, I must communicate to them, not see​ing them physically, or anything like that. I must communicate with their spirit that comes from within the soul and the heart. And if I can com​municate with that -- I can feel it, being an artist. Because some peo​ple, some of them come up to me and say, ‘I love the way you play,’ and all of that. But it's not neces​sarily that they loved it; they are trying to figure out what's happen​ing. Never try to figure out what happens, because you would never get the true message."

— Frank Kofsky 1968 (edited version) Contributing Editor JAZZ & POP Magazine

	Albert  AYLER
	Music Is The Healing Force Of The Universe
	1969
	53:49
	label: Impulse, 1969 / Verve, 2003

rec. 1969

Albert Ayler: tenor sax, bagpipes, vocals

Mary Maria: vocals

Henry Vestine: guitar

Bobby Few: piano

Bill Folwell: bass

Stafford James: bass

Muhammad Ali: drums

Music Is the Healing Force of the Universe is a powerful and often ignored recording from the Albert Ayler catalog. It is a prophetic statement dealing with guilt, confusion, sorrow, and hopes of redemption. A powerful rhythm section of Bobby Few on piano, Stafford James and James Folwell on bass, (Folwell on electric fender bass), and Muhammad Ali on drums manage to take a backseat to the prominent vocals of Ayler's business associate and girlfriend Mary Parks, listed on the record as Mary Maria. Her emotional vocals are featured on "Music Is the Healing Force of the Universe," "Man Is Like a Tree," and "Island Harvest." Throughout these tracks Maria sounds as if she is pleading and reasoning not just universally, but directly with Ayler, trying to convince him of the positive aspects of life and her evangelistic shouts of "be healed" on the title track can prove uncomfortable. "Masonic Inborn" is an instrumental track finding Ayler not only overdubbing cacophonous bagpipe solos but also playing ocarina. "Oh Love Is Life" is Ayler's sole vocal performance on the album, his words and vocal delivery are truly frightening. This is a dreamlike plea to the sources haunting his soul to succumb to universal love. Following the intensity of the previous five tracks, the album closes with the hazy gutbucket blues of "Drudgery" reminiscent of the New Grass sessions, adding guitarist Henry Vestine of the blues rock band Canned Heat. Ayler's musical curtain was eerily closing the same way it started — playing the blues of his high school summer vacations as a member of Little Walter's band. Music Is the Healing Force of the Universe, along with tracks that were released posthumously on the Last Album, were recorded at the same session. While not easy listening, they complete an important portrait of a man facing a life and death inner struggle beyond the boundaries of jazz. The inevitable outcome culminated on November 25, 1970, when Ayler's drowned body was found floating in New York's East River. Music Is the Healing Force of the Universe was reissued for the first time on CD by Verve in March 2003.
1. Music Is The Healing Force of The Universe

2. Masonic Inborn, part 1

3. A Man Is Like A Tree

4. Oh! Love of Life

5. Island Harvest

6. Drudgery

all tracks composed by Parks

	(Albert  AYLER)
	PRIMA  MATERIA:

“Bells” (Albert Ayler's Bells)
	1996
	65:28
	PRIMA  MATERIA - см.

label: Knitting Factory Works (NY)

Rashied Ali [d]; Louie Belogenis [t s]; Allan Chase [a s]; Joe Gallant (см.) [upright b]; Greg Murphy [p].

"Never try to figure out what happens because you would never get the true message. "         — Albert Ayler (см.)

“Prima Materia’s arrangement of this suite takes on new dimensions as Ayler themes float through the group’s collective improvisations.”

At a time when most musicians in the post-Charlie Parker continuum were content with "making the changes", Albert Ayler, along with John Coltrane, Ornette Coleman and Cecil Taylor, was making change. Possessed of a vast tenor saxophone tone, a visionary's conception of music and a vibrant approach to improvising, Ayler created a mystical musical twilight language that brought together the known and the unknown. By juxtaposing simple folk lyric melodies, marches, sentimental ballads, ensemble playing, the language of swing and outbursts of free improvisation he realized an alchemy of musical moments that proclaimed sound to be all there is. BELLS is the most extended, astounding and radical of Ayler's compositions. Mixing his written material, refrains and motifs with a cheerful rejection of musical reference points he locates his audience within a kaleidoscopic aural landscape. And it is here that the listener can hear the simple resounding quality of life itself, so often symbolized by bells, and discover the vibrancy of all existence.

— Louie Belogenis

Always the Ringing

Bells. Ayler Me. A ripening teen hanging out in pre-hippie, "folk"-infested Greenwich Village. Approached one day by a friend walking down MacDougal to 8th along the park, who excitedly said "Hey Steve there's a new record out by a cat named Albert Ayler. He's the Cecil Taylor of the saxophone. I think you'll love it. Its called BELLS!" -- I hit 8th St. walked right into Dayton's (now defunct). Asked. Purchased. Carried. Partied. Went home. Unwrapped. Played. Clear Plastic. One sided. Silk screened. Beyond Hip. Surpassing Cool. ESP. I was taken. The intensity of the improvisation. The length. The strength. The quirky, folksy, familiar, march-like, almost humorous heads. La Marseillaise. Next to Cecil, Trane & Dolphy. Ayler became the MAN.

Bells. Ali. Belogenis. Chase. Gallant. Murphy. Some 30 years later. The sunflowers on my table. Near millenium's end. Taking what is quite possibly Ayler's masterpiece and most extended piece and extending it further. (From its original 20-odd minute format to one hour plus.) Bells. Its glory rings thru our being. Its purveying energies and silences. Its spiritual & physi​cal strengths undiminished. Held together by these 5 musicians. Prima Materia (the Primary Source).

Corrupt. Caress. Create. Alter. Rebuild & ...Rally to the original without ever dis​turbing it. Solo & Ensemble playing with all the senses Earthly & Ethereal that are unique to this group. This Music. This Faceless Clock That Marks The Hours.

BELLS. Prima Materia style. A symphony in 9 movements. The dreams that can contin​ue on into reality. The reality that can shake the roots & have monumental results. 

BELLS. The Sorrows & Joys. Bells. The Tongues form a perfect resonating VOICE ...BELLS!

—Steven Dalachinsky, NYC 1996
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